HNpuna Hukudoposa

AnpbepTo
/I;KakoMeTTH

ABrtopureT lOCYHapCcTBEHHOro My3esi M300pa3UTENbHBbIX WC-
KyccTB uMeHu A.C . IlyuikrHa Bo MHOTOM CKJlaibIBajics Oiarofa-
P51 €ro JIMJIEPCTBY B MPOBEICHUM KPYTHBIX MEXK/YHAPOHbIX PO-
€KTOB. BbICTaBOYHAsA AEATENBHOCTL My3€sl HE OIPaHMYMBACTCS
BOIUIOILIEHWEM WJIEW, CBS3aHHBIX C MHOTIOJIETHUM W3YYEHUEM
cOOCTBEHHON KoJuleKIMK. FIHTepeC 1 3HaYUTEIIbHbIE YCUIIUS €TO
COTPY/IHMKOB BCErfa ObUIM HANpaBJIeHbl HA PeAM3alMIO POEK-
TOB, WUTKOCTPUPYIOLLMX CTPAHULIbI UICTOPUM U300PA3UTETILHOIO
VCKYCCTBA M JIOMOJHSAIOLMX MPOOEbl MY3EHHON 3KCIO3ULIUU.
Y>ke He OJTHO IECATUIIETUE NOJIEP>KUBACTCSA TPAVLMSA BBICTABOK
NPOU3BENIEHN XY/I0>KHMKOB-MOJIEPHUCTOB M KJIACCUKOB aBaH-
rapgHoro uckycctBa XX Beka. TMUM ummenn A.C.Ilymkuna
NEPBbIM 3HAKOMWI 3putenst ¢ TBopuyecTBoM [lImkacco, Mo-
munbsiau, [drodu, Mupo, Hanu, Marputta, Monjpuana, Yopxo-
na. Copok JIeT Ha3a/] TakKe MoKa3bl ObUTM HACTOSIILIMM KYJIBTYp-
HbIM LIOKOM, CMEJION JEMOHCTPAaUMell MHOTO XY/0’KECTBEHHOIO
A3bIKa Ha (POHE «3CTETU3UPOBAHHONM MM(POJIOrMM» TOTAINATAP-
HOW CTPaHBbI.

pOBE/ICHUE BBICTABKU <«AJIbOEPTO

JxxakomeTrtu. CKyNnbITypa, XKUBO-
MCh, TpadrKa» MOXKHO TIPU3HATH OOJTb-
ITUM COOBITUEM B KYJIBTYPHOU SKU3HU
Poccuu. I[Moaroroska nepBoro nokasa 00-
LIUPHOTO Hacleausl XynoxXHuka B Moc-
kBe u Cankr-IlerepOypre Obuia comps-
JKE€HA C CePbE3HBIMU TPYIHOCTAMU, KOTO-
pble, HECMOTPSI Ha B3aUMHBI WMHTEpecC
YYaCTHUKOB TPOeKTa, WHOTJA Ka3alnCh
HenpeonoauMbIMU. [IpuBecTH Bce CTO-
POHBI K COIJIACHIO B OTHOILIEHUU MPeo-
CTaBJIEHUSI TIPOU3BENCHUN, X TPAHCTIOP-
TUPOBKM M SKCITIOHWPOBAHUS yIaJIOCh HE
cpasy. IleperoBopbl C MIBeHIIAPCKUMU

napTHEpaMu, IJIMBILIKECS HECKOJIBKO JIET,
JIBaXKIbl MpEeKpallaliuch MOKa HaKOHEIl
netom 2008 roma He OBLIO TIOAITMCAHO
cornmamenue mexay Ponmom bBeitenepa
(bazenp), mBeitapckuMm KyHcTxaycom
1 ®onnom Anbbepto JIxxakomertu (Llro-
pYX), ABYMsI KPYITHEUIIIMMU POCCUIACKU-
MU My3esiMU — [ocynapcTBEHHbIM DpMU-
TaxemMm 1 T'MUU umenn A.C.IlymkuHa.
CyacTMBOE OCYIIECTBJICHUE TIPOEKTa
U €ro HECOMHEHHBII yCIex y 3puTeseit
OIPaBIbIBAIOT YCUJIUS, BIOXKEHHBIE B Op-
raHU3al0 BBICTABKHU.

Eme B 1930-¢ roabr JlxkakomeTTu
ObUT TMPUHAT M O0JacKaH MapuKCKOM

4 2K enuuna-noncka
1926-1927

Bponsa

144 x 51 x 23

Donp Ansdepro
JxakomerTn, Lopux

< Spoon Woman
1926-1927
Bronze

144 x 51 x 23 cm
Alberto Giacometti
Foundation, Zurich

Aemonopmpem. 1920
XomncT, macno. 41 x 30
®oup Beitenepa, basens

Self-portrait. 1920
Oil on canvas
41 x 30 cm

Beyeler Foundation, Basel
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. THE TRETYAKOV GALLERY CURRENT EXHIBITIONS

Irina Nikiforova

Alberto
Giacometti
Sculptures,
Paintings,
Drawings

Henpuﬂmmm eeub,

Ha evibpoc. 1931
Bpon3za. 22 x 22 x 29
Dony AnbbepTo JKakoMeTTH,
Lopux

Disagreeable Object

(To Be Disposed of)

1931

Bronze. 22 x 22 x 29 cm

Alberto Giacometti Foundation,
Zurich

IEPEA HE TRETYAKOV GALLERY / #4'2008

Koaecnuya. 1950 »
Bpon3za. 167 x 69 x 69
Dony AnbGepTo [IKakoMeTTH,

Iopux

Chariot. 1950 »

Bronze

167 x 69 x 69 cm

Alberto Giacometti Foundation,
Zurich

The exhibition “Alberto Giacometti. Sculp-
ture, Paintings, Drawings” is the latest in the
Pushkin Museum of Fine Arts’ series of large-
scale international projects, which in them-
selves reflect much more than ideas brought
about by the long examination of its own col-
lections. The museum researchers’ inquiring
minds and painstaking efforts have always
been aimed at projects illustrating different
stages of arts history that fill in the gaps of the
museum’s existing displays. Such projects
introducing Modernist artists and classics of
20th-century avant-garde art have included
exhibitions devoted to Pablo Picasso (the first
in Russia), Amedeo Modigliani, Raoul Dufy,
Joan Mir0, Salvador Dali, René Magritte, Piet
Mondrian, and Andy Warhol. 40 years ago
such shows were a veritable cultural shock, a
bold display of a different art language against
the background of the “aestheticized mythol-
ogy” of the totalitarian state.




CURRENT EXHIBITIONS

t would not be an overstatement to say

that the Giacometti exhibition is a
landmark in Russia’s cultural life. Prepa-
rations for the first show of the artist’s
considerable legacy in Moscow and St.
Petersburg faced many hurdles which, in
spite of the reciprocal interest of its par-
ticipants, sometimes appeared insur-
mountable. It took quite a while for all
parties to agree to mutually acceptable
terms for loaning, transporting and dis-
playing the artwork. The negotiations
with the Swiss partners, which lasted for
several years, reached deadlock twice.
But finally, in summer 2008, an agree-
ment was signed by the Beyeler Founda-
tion in Basel, the Art Museum and the
Alberto Giacometti Foundation in
Zurich, and two of Russia’s major muse-
ums — the Hermitage and the Pushkin
Museum of Fine Arts. That the project
was ultimately achieved, enjoying real
success with viewers, justifies the effort
put into organizing the exhibition.

As early as the 1930s Alberto Gia-
cometti (1901-1966) won heartfelt recog-
nition among the bohemian community in
Paris; in the 1940s he became popular in
America thanks to shows at Pierre H.
Matisse’s gallery; and in the 1950s he
became an undisputed leader of the Euro-
pean avant-garde. But until now the work
of this legendary, internationally famous
artist was little known to Russian viewers.

Many regarded his art as a reflection
of contemporary philosophical ideas and
analyzed how different avant-garde trends
influenced the development of his style.
The theoretician of surrealism André Bre-
ton believed that Giacometti’s sculptures
were an ideal illustration of surrealist aes-
thetics. The French philosopher and play-
wright Jean-Paul Sartre believed that Gia-
cometti’s art was based on the principles of
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phenomenology; he wrote that Giacomet-
ti’s images were “always halfway between

993

‘nothingness and being’”. The essay about
the artist, written in 1947 and titled “The
Search for the Absolute” (“La Recherche
de I’Absolu™) is an analysis of the existen-
tial essence of his art. However, Giacomet-
ti himself, who left us a journal tracing the
evolution of his style in notes and literary
works, was against theoretically linking his
work to any trend in philosophy or any art
movement.

Shunning scandal and high-sounding
manifestos, Alberto Giacometti conveyed
in his sculptures his feelings. He acknowl-
edged: “Mostly I work for the sake of emo-
tions I experience when I create.” Gia-
cometti’s frantic devotion to work is well
known — when he got carried away, he
would take no notice of time, would feel
neither hunger nor fatigue, and would go
without sleep for days. He was obsessed
with art and put all his energy into his
search for ways to penetrate the nature of
things, trying to discover the true founda-
tion of existence.

Giacometti gained his first art experi-
ence in the studio of his father, the Swiss
painter Giovanni Giacometti. Alberto
became aware of the power of his talent
early on: “As a child I was infinitely happy
and enjoyed thinking that I could paint
everything I saw.” Impressionable and
exceptionally gifted, Giacometti came of
age in a creative environment: in his par-
ents’ house in the tiny municipality of
Stampa many items — furniture, carpets,
chandeliers — were made either to his
father’s design or by his father’s hands.
Alberto had at his disposal the family’s
library with a very rich collection of art
books. He copied the works of old masters
from their illustrations, and painstakingly
studied drawing and painting.

#4'2008

Pyxa. 1947

Bponza. 57 x 72 x 3,5
Doup AnboepTo JIKAKOMETTH,
Iropux

The Hand. 1947
Bronze. 57 x 72 x 3,5 cm

Alberto Giacometti Foundation,
Zurich

Travel to Italy and acquaintance with
the works of old masters, such as Tintoret-
to, Giotto, and Mantegna, became for the
young artist an important stage in the
awakening of his artistic individuality.
Later he reminisced that it was then that
he first felt the despair of a person seeking
the unattainable in art — seeking to reflect
a true life hidden behind the illusory “real-
ness” of the material world.

The artistic talent of 20-year-old
Giacometti bloomed when he moved to
Paris, became a student at the Académie
de la Grande Chaumiére, and started
studying at a workshop of the “frantic”
Antoine Bourdelle. The dynamism and
inner drama of Bourdelle’s sculptural
works were very close to Giacometti’s still
undefined artistic search. At the same
time, the shy provincial lad was stunned by
the drive and energy of the artistic life in
the cultural capital. In that period he made
drawings and sculptures, energetically try-
ing many of the techniques developed by
contemporary artists. He lived through
successive periods of enthusiasm for
Cubism and Dadaism, and became an
eager adept of André Breton, when the lat-
ter brought out his second manifesto of
surrealism with its “revolutionary,” politi-
cal thrust. Following his older colleagues’
advice, Giacometti visited the ethnogra-
phy department of the Museum of Man
(Musée de I’Homme), where he was fasci-
nated by the forms of the primitive art of
Africa and Polynesia.

With the enthusiasm of a neophyte,
Giacometti overcame the influence of the
artistic manner in which he had been
schooled — his father’s style — accusing it
of inadequacy. In the excitement of a “new
convert” avant-garde artist he committed
an act of familial blasphemy by publishing
in Breton’s magazine “Surrealism in the
Service of the Revolution” (“Le Surréal-
isme au service de la révolution”) his essay
“Yesterday, Quicksand” (“Hier, sables
mouvants”). Based on the facts of his own
life, the essay also contained a malicious
attack on his past. The sadistic pleasure he
felt when torturing insects, violence
against his family members, and finally,
the mortal sin of fratricide — all this was
spurted out by the author with the joy of a
child intoxicated by his audacity and
impunity. His father’s death, which fol-
lowed shortly after, traumatized and
sobered up Giacometti.

He anxiously absorbed all that was
new, and had a talent for masterfully ren-
dering it in art, visually conveying the
meaning of his insight. But he was quick to
lose interest if the object was not in line
with his artistic goals. Collaboration with a
group of surrealists left a major imprint on
his art, and yet it was just a preamble to his
“high style”.

Honoré de Balzac’s short story “The
Unknown Masterpiece” (“Le Chef-
d’oceuvre inconnu”) which Alberto Gia-
cometti read in the early 1940s became for
him an artistic manifesto of sorts.

ooremoit, B 1940-e Giaromapsi BbICTaBKamM
B Taepee TTrepa Marncca (Hpio-Mopk)
OH MPUOOPEIT MOIYJISIPHOCT B AMEpUKe,
¢ 1950-x cranm GeccrmOpHBIM JIMAEPOM
€BPOTIeIICKOTO aBaHTapIHOTO MCKYCCTBA.
Ho o cux mop TBopYecTBO JlereHIapHOTO
XyAOXHUKA, U3BECTHOTO BCEMY MUPY, Ma-
JIO 3HAKOMO POCCUIICKOMY 3PUTEITIO.

COBpeMEHHUKN BUJIETU B €r0 HC-
KYCCTBE OTpaxeHue (uaocoPckux unei
U aHAJTM3UPOBAIU BIUSIHUE Pa3TUUHBIX
aBaHTapIHBIX HATIPABJICHUI HA pa3BUTHE
ero ctwis. TeopeTuk croppeanu3ma AHI-
pe bperoH cuuTanm pabOTHI CKYJbITOpa
WIeanbHOW WIITIOCTpaUMedl 3CTeTUKU
ctoppeanuctoB. DpaHiry3ckuii micaTenb,
¢dunocod u npamatypr XKau I[Tonp Caprp
cyuTag, YTO TBOpUYECTBO J[>kakoMeTTu
TOCTPOEHO Ha MPUHIUTIAX (DEHOMEHOJIO-
WU, a CO3JaHHbIe UM 00pa3bl CYILIECTBY-
0T «Ha MOJIITYTH MEXy ObITUEM U HUUTO».
Dcce Caprtpa o xymoxkHuke «Crpemie-
Hue K AocomoTy» (1947) sBnsiercst aHau-
30M 3K3UCTEHLMATbHON CYIIHOCTUA €ro
uckyccrBa. OgHako cam JlxkakomeTTu
OIpoBeprajl B CBOWX 3aIlMCsX U ICCe
JIOOYIO MPUBSI3KY K KaKOMY-JIMOO Harpa-
BJIEHUIO B (pMJIoCOPUM U UCKYCCTBE.

W3beras smaraxa v rpOMKUX JIeKJ1a-
pauuii, AnbbepTo [IXKakoMeTTH BOILIO-
1A B MJIACTUYECKUX KOMITO3ULIMSIX CBOU
yyBcTBa. OH Tpu3HaBaics: «B ocHoBHOM
s1 paboTaIo paay AMOLUINA, KOTOPBIE MCIThI-
ThIBAIO, TOJIbKO KOIJIa HAXOXKYCh B ITpoLIeC-
ce co3umaHusi». PaHaTuveckasi MOTJIO-
IEHHOCTh TBOPUYECTBOM ITO3BOJISLIA €My
MOTIPOCTY HEe 3aMevyaTh BPEMEHU, CyTKa-
MM He UCTBITBIBATD r0JI0Ja, MOTPeOHOCTH
B OTABIXe U cHe. Bcio sHepruio oH oTna-
BaJl TOMCKaM CIToco0a MPOHUKHOBEHUS
B CYTb SIBJIEHUIA, CTPEMSICh OTKPBITh MO~
JIMHHYIO «ITOJKJIAAKY» OBITHSI.

IlepBblii XynOXECTBEHHBIN OIBIT
AJb0epTO MOJIy4YMJI B MACTEPCKOM OTLIa —
HIBeiIapcKoro kupomnuciia JI)KoBaHHU
HxakomeTrtu. Eie pebeHkoMm AnbbepTo
OCO3HaJI cuiy cBoero napa: «B merctse
s1 ObUT OECKOHEUHO CYACTIMB W HacaaxX-
JAJICsl MBIC/IBbIO, YTO MOTY HapucoBaTh
BCE, UTO S BHXY». BIleuaTIuTEeIbHBIN,
HaJleJIeHHBI He3aypsTHBIMUA CITOCOOHO-
cramu, JIxkakoMeTTu poc B atMmocdepe
TBOpYecTBa. B moMe ponuteneii B ropoake
Cramrie MHOTME MPeIMEThl UHTEpbepa —
Me0elb, KOBPBI, JIOCTPbl — ObUIM CAefa-
HBI OTLIOM WJIY U3TOTOBJIEHBI 110 €T0 MPo-
ekTtaM. B pacniopsixkeHun AnpbepTo Haxo-
JijIach ceMeiiHasi oubiroreka ¢ dorareii-
LIMM cOOpaHueM XyJI0XKECTBEHHbIX M3a-
Huii. OH TeneHanpaBIeHHO 3aHUMAJICS
PUCYHKOM M JKWBOITMCHIO, KOMHUPOBAI
MPOU3BEIEHUsI CTapbIX MacTepoB IO
WUTIOCTPALIMSIM B KHUTAX.

[Toe3nku B Utanuio U 3HAKOMCTBO
¢ paboTaMM cTapblXx MacTepoB — TWHTO-
perro, IX0oTTO0, MaHTeHbU — CTaIu ISt
IOHOTO XYOOXHWMKA CEPbe3HBIM ITAIOM
B OCO3HAHWU COOCTBEHHOII TBOPYECKOM
uHauBuayanbHocTu. Ilosxe JIxkakomert-
TH BCTIOMUHAJ, YTO TOT/A BIIEPBBIE OIIY-
TUJ OTYasIHUE 4YeJIOBEKa, CTPEMSIIIErocs
K HEJIOCTHKMMOMY B UCKYCCTBE — OTO-

BbICTABKWN

Yeaosek, nepecekaroujuii
naowaos. 1949

Bponza. 68 x 80 x 52
Donpi AnboepTo [IKakoMeTTH,
Iiopux

Man Crossing a Square
1949

Bronze. 68 x 80 x 52 cm
Alberto Giacometti Foundation,
Zurich

Opa3uTh TOIJIMHHYIO XW3Hb, CKPBITYIO
32 MHUMOH PealbHOCTBIO MaTepUabHO-
ro Mupa.

braroTBOpHBIMU ST pa3BUTHS TBOP-
yeckoro papoBaHus 20-jeTHero Allb-
o6epTo ObutM mepee3n B [lapux, yueba B
Axkanemun Ipang lombep, mocelieHue
MacTepCKOil «HeucToBOro» AHTyaHa byp-
nens. JJMHaMUYHOCTb U BHYTPEHHU I Apa-
MaTu3M OypaesneBCKOl TIaCTUKU OKa3a-
JINCh HEOOBIKHOBEHHO OJIM3KM elle Heo-
CO3HAHHBIM MCKaHMSIM JI’KaKOMETTH.
CKpOMHOTO MPOBUHLMAIBHOTO IOHOLIY
TMOTpsIC/Ia aKTUBHASI XyHOXECTBEHHAs
>KU3Hb KYJbTYpHOI ctonuubl. OH puco-
BaJ U JIEMWJ, 3aMMCTBYSl MHOroe 13 op-
MaJIbHBIX TIOMCKOB COBPEMEHHBIX XyTOXK-
HUKOB, MTOCJIEA0BATEbHO MEPEXWIT yBJie-
YyeHue KyOM3MOM M JaJaru3MOM, OXOTHO
MOMYMHUJICST aBTOPUTETY OCHOBOIIOJIOXK-
HMKa cioppeanu3ma AHnpe bpetoHa c ero
«BTopbiM MaHMbecTOM cloppean3Mar,
MMEIOLIUM PEBOJIOLIMOHHYIO, TOJUTU-
4ecKylo, 3akBacKy. [1o coBery crapiimx
KOJUJIET TocellaJ] 3THoTrpaduyeckuii
oTnen My3ses yenoBeka, TAE€ HaXOIWJ

BIIOXHOBEHMNE B TUIACTMUYECKUX (hopmax
NPUMUTUBHOTO HCKyccTBa Adpuku u
[Monuuesumn.

JIXakOMeTTH C 2HTY3Ma3MOM HeOo-
(uta mpeomoen YCBOCHHYIO UM TIpeKIe
«IIKOJTY», OTI[OBCKYIO XMBOTUCHYIO CHC-
TeMy, U300JIMYUB €€ HECOCTOSITETbHOCTD.
B axnoTanmu «<HOBoOOpaIieHHOT0» aBaH-
rapaycTa OH COBEpPLIMJI KOUIYHCTBEHHOE,
onyosMKoBaB B XypHasie bperona «Crop-
peasu3M Ha CITy>K0e PEeBOJTIOIUM» JINTepa-
TypHbIIl omnyc «Buepa. 3biOyune mecku».
B 3TOM COuMHEeHUM, OCHOBAaHHOM Ha (hak-
Tax aBTOOMOrpadmu, TPUCYTCTBOBAIU
¢aHTa3UM (CaIUCTUYECKOE HACTaXICHUE,
MoJTlyyaeMoe OT M3/1EBaTebCTB HaJl Hace-
KOMBIMU, HACWJINE HaJ WieHaAaMU CEMbH,
CMEPTHBII Tpex OTILeYOUiiCTBa), BBHISIBUB-
LIME MOICO3HATENbHYIO arpeCCUIO XyI0XK-
HMKa K cBoeMy Mpouuiomy. [locpenctsom
OTUCAHUS Pa3pyIIUTETbHBIX NeUCTBUI
OH CTpeMUJICS B BOOOPaX€HWU OCBOOO-
JIUTBhCSI OT KECTKUX PaMOK OOLLEMpPUHSI-
Teix Tpamuiuii. [locmemoBasmiast BCKope
CMepTh OTIIa paHWJIa ¥ OTpe3BmIIa JIxako-
METTH.
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Jlec. 1950
Bponsa. 57 x 61 x 49,5

Kyncrxayc, Hropux

The Forest. 1950
Bronze
57 x 61 x 49,5 cm

Kunsthaus, Zurich
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Cmosawasn obHaxceHnas »
be3 pyk. 1954

Bponza. 56,5 x 13 x 18,5
Donp AnbGepTo JKakoMeTTH,
Iiopux

Standing Woman »
without Hands. 1954
Bronze

56,5 x 13 x 18,5 cm
Alberto Giacometti Foundation,
Zurich

Eloquently and simply Balzac put into
words and summarized the goal of the
artist’s agonized quest. Wisdom itself
speaks through the painter Frenhofer:
“Beauty is a thing severe and unapproach-
able, never to be won by a languid lover.
You must lie in wait for her coming and
take her unawares, press her hard and
clasp her in a tight embrace, and force her
to yield. Form is a Proteus more intangi-
ble and more manifold than the Proteus of

the legend; compelled, only after long
wrestling, to stand forth manifest in his
true aspect. Some of you are satisfied with
the first shape, or at most by the second or
the third that appears. Not thus wrestle
the victors, the unvanquished painters
who never suffer themselves to be deluded
by all those treacherous shadow-shapes;
they persevere till Nature at the last stands
bare to their gaze, and her very soul is
revealed.”

OH XaJHO BIUTHIBAJT U TAJTAHTIUBO
WHTEPIIPETUPOBAT BCe HOBOE, ObJieKast
B XyIOXECTBEHHYI0O (OpMY, BU3YyaJIbHO
BbIpaxkasi CMbICJI OCO3HAHHOTO, OJHAKO
JIOBOJILHO CKOPO TePsLT UHTEPEC, €CIIU 3TO
HE COOTBETCTBOBAJIO €r0 LIEJSIM B MCKYC-
ctBe. COTPYIHMYECTBO C TPYMIMON CIOp-
peaqucTOB OCTABUJIO CEPbE3HBIN CIeln
B TBOPYECTBE XYMOXHWKA, HO SIBUIOCH
JIMIIb HEOOJIBIIMM 3TalloM Ha MyTH K
«BBICOKOMY CTWTIO».

IIpouutanHubiit Anpbepro JlXkako-
MeTTu B Hauvaie 1940-x romoB pomaH
Onope ne banbzaka «HeBemomblii Iie-
JIeBp» CTaJl [UIsl HETrO CBOEOOpa3Hoii Tpo-
rpammoii. fApko u mpocto banb3ak or-
pefeNul 1elb MYYUTEJbHBIX TMOUCKOB
xynoxHuka: «Kpacora ctpora u CBOEH-
paBHA, — TOBOPUT CTaphlii >KUBOIHCEIT
®penxodep, — OHa He MaeTcsl TakK MpPo-
CTO, HYXHO IMOXUAATh 0J1aronpusTHbIN
4ac, BBICIIEXMBATh €€ W, CXBATUB, JIEP-
KaThb KpENnKo, YTOObl MPUHYAUTb €e
k cnaue. ®opma — ato Ilporeii, kyna
0oJiee HEYJOBUMBI M OOTaThlii yXuIilpe-
Hugmu, yem [lporeit B muge! Toabko
rnocjie A0Jaroii 60pbObl €€ MOXHO MpUHE-
BOJUTH MOKa3aTh cebs B HACTOSILIEM
Bume. Bbl Bce MOBOIBCTBYeTECH MEPBBIM
00JINKOM, B KAKOM OHa COTJIallaeTcsl BaM
1MokasaTbCsl, WM, B KpaliHEM ciydae,
BTOPBIM, TPETbUM; HE TaK NEHCTBYIOT
OopLbI-TOOEAUTENIN. DTU HEMTPEKJIOHHBIE
XyIOXXHUKHW HE 1aloT cebsi 0OMaHyTh BCSI-
YEeCKMMM M3BOPOTaMHU U YMOPCTBYIOT,
1oKa He TMPUHYAAT TPUPOLY TOKa3aTh
ce0st COBEpIIEHHO Haroi, B CBOGM UCTUH-
HOWM CyTU».

JI>KaKoMeTTH yIIes OT IyCTOTO OTpa-
JKEHUsT BHENIHel OO0O0JIOYKU MOIeNu,
HEMOBOPOTJIMBON YeTOBEYECKON TIJIOTH.
Ouwinas co3naBaeMblii UM MUP OT HAHOC-
HOTO COpa, XYIOXHUK BBIWIEHSTT CMEpT-
HYIO TIJIOTb MaTE€pPUU W OCTaBJsUT B UTOTE
(baHTaCTUUYECKYIO DHEpruio ayxa. lox 3a
ronoM Anbbeprto [I>kakoMeTTH mpeooie-
BaJl COMPOTUBJIEHWE MaTepuasa, 3acra-
BJISITT €r0 3BYYaTh KaMEpTOHOM, Iepena-
Basi 9MOLIMOHAabHOE HampsikeHue. [Toc-
Jie JuTepatypHbix 1eneBpoB Kadxku,
Kawmio, Captpa, bekkera npousBeneHust
JI’KakOMETTH  SIBJISIIOTCSI  BU3YyaJbHBIM
BOIUIOIIEHUEM TPAarUIeCKOTO OLTYIICHUS
0OOrooCTaBIEHHOCTU YeJIOBEKa.

JI>kakoMeTTH U3MEHUJ BOCIIPUSITHE
TPaIULMOHHBIX BUIOB U300pa3UTETbHO-
IO MCKYCCTBA, CMeIlal IMprueMbl 00paboT-
KW MeTajlla U KUBOIMMCHOI TMOBEPXHO-
ctu. Ero peBomolusi B UCKYCCTBE 3aKJII0-
yaeTcsl B pa3pylieHWH TOTO TJIaBHOTO,
YTO, COOCTBEHHO, COCTaBJISIO CKYJIBIITY-
py: OH «ylpa3gHuI 00beM»; 1eOpMUPO-
BaJl (PUTYpHI 10 TOHKOCTHU JIE3BUIl; BBEI
CKBO3HBbIE KOHCTPYKIIMM KaK TPOTECT
MPOTUB TPAAULIMOHHOTO TUIACTUYECKOTO
sI3bIKa C €ro IMOMYePKHYTOU Ocsi3aeMo-
CTBIO ¥ BeCOMOCTbI0. [louTn GecruioTHbIe
BepTUKaJIbHbIE (QUTYpbl COOUPAIOT U
YAEPXKUBAIOT JI000€ MPOCTPAHCTBO — OT
My3eifHOTO MHTEphepa 10 TOPOJACKUX TUIO-
1Iaieil, Hachllas BCce BOKPYT cedsl oco-
ObIM MarHeTu3mMoM. OHM He HYXXIaloTCs
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CURRENT EXHIBITIONS

Working with human models Gia-
cometti was least of all interested in shal-
low reproduction of the outward appear-
ance, the clumsy human flesh. Peeling off
the accidental and superficial from the
world he was creating, the artist cast aside
the mortal flesh of the material, finally lay-
ing bare the fantastic energy of spirit. Year
after year Alberto Giacometti worked to
overcome the resistance of matter, giving it
voice and making it vibrate like a tuning-
fork conveying the artist’s emotional
strain. His models are beings with a naked
nerve. The extreme psychologism of his
images is full of suffering. Like the literary
masterpieces of Franz Kafka, Albert
Camus, Sartre, and Samuel Beckett, Gia-
cometti’s works are a visual embodiment
of the tragic sentiment of humans aban-
doned by God.

Giacometti changed the perception
of traditional visual arts, combining the
techniques of iron moulding and those of
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moulding the plane of a painting. His
breakthrough in art consisted in eliminat-
ing the very essence of sculpture — he
“abolished volume”, deforming his figures
to the point when they are thin as knife-
blades. The see-through structures were a
protest against the traditional language of
sculpture with its emphatic palpability and
weightiness. The narrow vertical lines of
the nearly fleshless models absorb and hold
any sort of space — from the interior of a
museum to city squares, saturating every-
thing around with a special magnetism.
The models do not call for unhurried con-
templation, or any kind of smooth walk-
around: his sculptures are pointed and
expressive, and they dominate the space as
giant, sharply-drawn graphic images.

The surface of the bronze castings
retain the prints of Giacometti’s hands as
he touched the clay. Their refreshing
materiality together with the masterful
artificial patination of the bronze and
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intricate colour shadings from a warm
ochre to cool tints of green bring to our
minds, among other things, spacial paint-
ings. His paintings and drawings, con-
versely, are marked by sculptural tech-
niques: the artist did not secure his images
within sharply drawn silhouettes but
seemed to be modeling objects, bodies and
faces grappling for their form and accurate
position in space by tracing the lines again
and again. The plane of the paper or the
canvas gained volume, and the streamlined
strokes were weaving the image, preserving
the dynamics of the sculptor’s keen eye.

The artist unexpectedly found solu-
tions to the challenges he identified for
himself in the simplest things — thus, a
pedestrian crosswalk sign inspired, in the
late 1940s, a whole series of figures of
“Men Walking” and “Men Crossing a
Space”, and the models of sculptures
hugged in a corner of the cramped Parisian
studio formed a composition and a fresh
image (“Forest”, 1950). Giacometti’s
sculpture “The Hand” (1947) was inspired
by his favorite story of Balzac — the artist
left many sketches on the margins of his
favorite book. He literally made an illus-
tration to the words of one of the story’s
characters who said that the plaster cast of
a live person’s hand forever remains but a
dead mass: “The aim of art is not to copy
nature ... We must detect the spirit, the
informing soul ... a hand ... is not only a
part of a body, it is the expression and
extension of a thought that must be
grasped and rendered.”

He was discontented as only a genius
could be: “All that I can achieve is so
insignificant in comparison to what I can
see, and would be likely tantamount to
ruin.” With these words Alberto Gia-
cometti expressed the true feelings of a
person who was obsessed with art and
whose creative goals imparted meaning to
his life. In a great measure it was thanks to
his brother, the talented sculptor and
designer Diego Giacometti, that these
goals were fulfilled. For over 40 years
Diego lived in the shadow of his excep-
tional brother Alberto. Diego’s faithful
service to his older brother, and moral and
financial support, help in the realization of
ideas and, finally, the accomplishment of
the most important part in the process of
creating a sculpture — casting clay models
in bronze in his own foundry — proved a
true feat.

Diego’s collection, together with the
artist’s wife’s Anette Arm collection and
the gifts from younger brother Bruno,
became the basis of the Alberto Giacomet-
ti Foundation in Zurich, whose reserve
items have been loaned for the Moscow
exhibition. The small show featuring about
60 of Giacometti’s works spans all periods
of his artistic life, beginning from an early
self-portrait influenced by his father’s style
to his last project — a sculptural composi-
tion for the plaza in front of the Chase
Manhattan Bank Headquarters in New
York.

B MEIJICHHOM CO3epliaHuU, TJIaBHOM
KpyroBoM ob6xome. OcTpble BBIPa3UTEITh-
HBIE CKYJBITYPBI LIAPSIT B TIPOCTPAHCTBE
KaK TMTaHTCKHUE, YeTKO MPOPHUCOBAHHbIE
rpaguueckue u3o0paxkeHusl.

IMoBepxHOCTH OGPOH30BBIX OTIMBOK
COXpaHWJa CleAbl MPUKOCHOBEHMSI PYK
Hxaxomertu K ruHe. PakTypHOCTH B
COYETaHWU C MAaCTepCKUM ITaTUHHPOBA-
HHUEM CO CJIOXKHBIMU TOHAJTbHBIMM TTepe-
XOAaMM OT TEIJIOM OXPbl JO XOJOTHBIX
OTTEHKOB 3€JICHOTO TTO3BOJISIET CPaBHU-
BaTh W3BasTHUS C TIPOCTPAHCTBEHHOM
KuBoMuchlo. KapTuHbl, pucyHku, opop-
Tol [I’KakoMeTTH, HampoTUB, COAepXkat
MmpueMbl paboTBl CKYJIBNTOpAa: OH HeE
3aHuUMasIcs dukcanueii oOpa3oB YETKUM
KOHTYPHBIM PUCYHKOM, a CJIIOBHO MOJe-
JIMPOBAJI TIPEIMETHI, TeJIa U JINIA, «HAIITy-
MmbIBas» UX (HOpMy U BEpHOE TOJIOXEHUE
B MMPOCTPAHCTBE MHOTOKPATHBIMU MOBTO-
peHussMu KoHTypa. [lmockocts Oymaru
U XOJICTa o0OpeTanu 00beM, O0TeKaolue
LITPUXU TKaJU U300paxeHHe, COXpaHsIs
NMHAMUKY «<KUBOTO 3PEHMUSI».

XyIOXHUK HEOXUIAHHO HaXOMIWJI
pelIeHnsl TTOCTaBJICHHBIX Tepen coOoi
3a/lay B caMbIX MPOCTBIX Bellax. Tak,
JIOPOXXHBI 3HAK TIEMIEXOAHOTO Tepexoaa
TTOCITY>KWJT TOJTYKOM JIJIST CO3MaHUSI B KOH-
e 1940-x cepuii «Mnymme» u «Ilepece-
Kalolye TMPOCTPAHCTBO», a COCTaBJIECH-
HBIE XaOTUYHO B YTJTy TECHOU TapUKCKOMN
MacTepPCKOIl MOJeJU CKYJIbNTYp 00paso-
BaJli KOMIO3ULIMIO U CTali HOBBIM Haii-
JIeHHBIM obpasoM («Jlec», 1950). Ha co3-
naHue ckyabnTypsl «Pyka» (1947) xynox-
HUKa BIOXHOBWI «HeBemomblii 11eaeBp»
banpzaka. OH OyKBaJIbHO UJUTIOCTPUPYET
CJIOBA OJITHOTO U3 T€POEB O TOM, UTO CJie-
MOK C XWBOW DYKM OCTAHETCs JUIUb
KYCKOM 0e3XM3HEHHOI TUIoTH: «3amaya
HMCKYCCTBAa HE B TOM, YTOOBI KOIMPOBATH
MPUPOJTY, HO YTOOKI ee BhIpaxarthb. ...Ham
JIOJIKHO CXBAThIBATh AYILY, CMBICT, XapaK-
TEepHBII 00JMK Bellei U CcyllecTs. ...Pyka
HE TOJIbKO COCTaBJISIET YacThb YejoBeye-
CKOTO TeJa — OHa BBIPaXaeT M MPOHOT-
JKAaeT MBIC/Ib, KOTOPYIO HAmO0 CXBaTUTh
U TIepenaThb».

JI>kakoMeTTH ObLT HalleJeH HEeylIOoB-
JIETBOPEHHOCThIO reHus: «Bce, yero s
MOTY JIOCTHYb, CTOJb HUITOXHO B CpaB-
HEHUU C TeM, YTO sI MOTY BUIETh U, CKO-
pee, OyIeT paBHOLIEHHO Kpaxy». B aTux
CJIOBaxX BBIPAXKEHBI TMOAJTUHHbBIE UyBCTBA
YeJIoBeKa, OIePXKUMOTO UCKYCCTBOM, JIJIST
KOTOPOTO TBOPYECKHWE LEJU SIBJSIMCH
CMBICJIOM KU3HMU.

Hx mocTikeHne cTago BO3MOXKHBIM
BO MHorom Ousarogapst Hduero JIxkako-
METTU — TAJIAHTIMBOMY CKYJIBIITOPY, AU-
3aliHepy Me0eau ¥ TPOEKTUPOBIUIUKY
UHTEPbEpOB, OoJiee 40 JIeT ocTaBaBlIeMy-
csl B TEHM T€HMAJIbHOTO CTapuiero opara.
Ero BepHoe ciyxeHue AnbOepTO, MO-
pasnbHast U bUHAHCOBAs TMOANEPKKA, TO-
MOIIb B pealv3aliuy uaeil 1, HaKOHell,
OCYIIIECTBJIEHME CaMOro BaXXHOTO H3Tara
paboThl Ham CKYJIBNTYpOil — TepeBoja
IJIMHSHBIX MojfieJieil B OpOH30BbIE OTIIMB-
KA B COOCTBEHHOM JIUTETHOM TMPOU3-

Hlazarowuii wenosex 11
1960
Bponza. 189 x 26 x 110

Donp Beitenepa, Basens

Man Walking 11. 1960
Bronze
189 x 26 x 110 cm

Beyeler Foundation, Basel

BOACTBE — MOXHO Ha3BaTb HACTOALIUM

TTOABUTOM.

Ha ocHoBe cobpanusi [duero, KoJj-
JIGKLIMM BIOBBI XyJOXHHUKAa AHETThI ApM
U gapoB Mjamuiero opara BpyHo ObL1
obpazoBaH ®oHn AnsbepTo IxKakoMeTTn
B Ltopuxe. HebOosbliasi BbICTaBKa, BKIIO-
yapiias 60 padboT [IKaKOMETTH, OCHOBHas

BbICTABKWN

4acTh KOTOPBIX ObLIa MpenocTaBieHa (hoH-
JIOM, OTpa3uyia BCce IepUOIbl TBOpYECTBA
MacTrepa OT paHHEro aBTOIOPTPETA, BbI-
MMOJTHEHHOTO IO/ BJIMSIHUEM OTLIOBCKOM
JKMBOITUCH, IO MOCJIeNHEro (HeoCyIlecT-
BJIEHHOTO) ITPOEKTA — CKYJIBIITYPHOI KOM-
MO3UIIMU JUIs Tutomanu Tepen Yeiis
ManxatreH 6ankoM B Hpio-Mopke.
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