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W3 npkna
«JloGaBieHus»
1983

From the cycle
“Additions”
1983

W3 nukna
«Ouarn
HCKPHBIICHHOTO
MPOCTPAHCTBA»
1979

From the cycle
“Focuses of

a Deflected Space”
1979

* Crnoro «aprecpakr> (artefakt
[Hem.], artifact wm artefact
[anrm. 1 p.]),
TNpoM3OILIefLIee OT
JaTHHCKOrO artefactum
(MCKYCCTBEHHO CJIEIAHHOE),
npuuino B Poceno
OTHOCHTEJILHO HEJIaBHO
M He TIOMTyYiIIo IHPOKOro
PACnpoOCTPAHEHHsi B CBOEM
TNePBOHAYATLHOM 3HAYEHHH.
B cepepne 1970-x rojios,
KOrjia 3T0T TCPMUH
B PYCCKOM $3bIKE TIOYTH
He ynoTpeousincs,
Opanuyicko Mudanre
HayaJl MCIIONb30BATh €ro
U151 0003HAYEHUS! CO3/JAHHON
1M HOBO# (hopMbI
TBOPYECKOTO BbIPAXKEHHS.

. TPETbAKOBCKAA MAJNEPEA MPOEKTHI

AHHa [{bSIKOHMIILIHA

1 OGesiblii cHer,

KaK YMCTBIN JUCT OyMaru...

B kaHyH pOX/IeCTBEHCKMX ¥ HOBOIOJIHMX MPa3/IHUKOB B TpeThsi-
KOBCKOW rajnepee Ha KpbiMckom Bany OTKpblnack BbICTaBKa
Ppanuucko Mudanre n Honubl [opronoBoit «CHEXXHbI MEpU-
nuan». OHa pa3melleHa B 0co00¥ 30He CIIEIIPOEKTOB, KOTOpast
3aBepliaeT aH(UIagy 3aJ0B BEPXHErO spyca IMOCTOSHHON
akcnosuumn «McekycerBo XX Beka» M CIY>KWUT TNPEJIBEPUEM
pasfesna HOBEMIINX TEYEHUN, PACIIOIOKEHHOIO 3TA’KOM HUXKE.
IlorpannyHoe pacnojOXKeHUe 3ITOr0 MPOCTPAHCTBA — MEXKMY
KJIACCUKOW M COBPEMEHHOCTBIO, TPAAULIMEN U 3KCIIEPUMEHTOM —
ONpeesieT KOHTEKCT TNoKa3a TBOPYECTBA COBPEMEHHBIX
XYIO>KHUKOB B PAMKaX MEPCOHAJIBHBIX IPOEKTOB.

B picTaBka «CHEXXHBIN MepUIMaH» , TIPO-
JToJKarolasi 3HaKOMCTBO MOCETUTe-
Jieii TpeThsIKOBCKOI rajiepen ¢ HamboJiee
3HAUMMBIMUA MacTepaM¥u OTeYeCTBEHHOTO
AKTyaJbHOTO UCKYCCTBAa, HOCUT XapakTep
PETPOCTIEKTUBBI, PACKPHITOI B KOHTEKCTE
OIHOU TeMBbI. DKCIMO3UIINS TIO3BOJISIET TIPO-
CJIeINTD, TIOXXATYiA, BCIO 9BOJTIOIINIO apTe-
¢akTa* Kak 0co00ii (HOpMbI TBOPUYECKOTO
BBIPaXKEHMUsI, COEINHSIIONIEH YePThI accaM-
onska, mepdopMaHca, MHCTALISIIIAY, HO
He TMpHUHaIeXallell B KOHEYHOM CyeTe
HU K OJHOMY U3 3TUX BUIOB MCKYCCTBA.
BeccriopHoe aBTOpCTBO B CO3MaHUY TaKOM
HOBO#1 (hOPMBI, @ 3aTeM U KOHLIETITYaTbHO-
rO e OCMBbICJIeHUST pUHaIIexkuT POpaH-
mucko MHudante. K cBoeit nnee apredax-
Ta OH IIeJ THTYUTUBHO — Yepe3 MPaKTUKY
CITIOHTaHHBIX XYI0XECTBEHHBIX NeHCTBUI
B IIPUPOJHOM Cpesie, KOTOPBIMU 3aHUMAJI-
Cs BMECTe C KeHOI U coaBTopoM HoHHOI1
ToproHoBoii B KoHIle 1960-x rogoB. Yacts
UX OMBITOB ObLTa 3aMKCUPOBaHa Ha TIeH-
Ky 1 Jierja B ocHOBY cepuu «CyrpeMaT-
yeckue urpbh» (1968), OTKphIBatoOIIEii BbIC-
TaBKy. B mpocTpaHCcTBe 3KCIO3MLIMY MTPeS-
CTaBJIEHBI TAKXKeE KJIACCUUeCcKue apTeakThl
BTOpOI1 TosToBUHEI 1970-x TomoB: «CtpaH-
cTBUs KBaapata» (1977) u «Ovyaru uckpus-
JIeHHOTo TipocTtpaHcTBa» (1979). B aTux
npousBeneHusix Mudanre uccnemyer te-
My 3epKaJTbHBIX OOBEKTOB, BKIIOUEHHBIX
B MPUBBIYHBIN Neii3ax. TBopyecKyio 3BO-
JTIOLUIO XyTOKHUKA WILTIOCTPUPYIOT Pabo-
THI U3 IIUKJIOB CIIEIYIONINX NECATUTCTUN:
«BpIicTpanBaHue 3HaKa, uian BeiBepHyTas
niepcriekTuBa» (1984—1986), «/lepeBeHcKure
BrieyamieHus» (1995), «Jluaum» (2003).
U ceronnst ®panimcko Mudanrte u Honna
ToproHOBa 1eMOHCTPUPYIOT Heucueprae-
MOCTh apTedakTa B cepui «AJNbMUNCKU
CHer», choTorpadpoBaHHON B SHBape—
despasie 2009 roga B ropax lBeiinapun
U BIIEPBbIE TOKA3aHHON 3pUTENISIM B pam-
Kax HaCTOSIIIEN BHICTABKHU.

W Bce xe CTpyKTypy SKCIO3MIIUU
ornpenessieT He XPOHOJIOTHsI, @ BHYTPEHHSIST
JIOTHKA CIOXeTa, 0003HAUYeHHOTO B Ha3Ba-
HUU 1poekTa. «CHEXHBIN MepraIuaH» co-
eNMHsIET paboThl Pa3HbIX JIET, OTOOPaHHBIE
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W3 npkna

«CTpyKTYypbI»
1987

From the cycle
“Structures”
1987
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Anna Dyakonitsyna

PROJECTS

And the White Snow
as a Clean Sheet of Paper...

Shortly before the Christmas and New Year celebrations, a show of Francisco Infante and Nonna
Goryunova titled “Snow Meridian” opened at the Krymsky Val building of the Tretyakov Gallery.
It is mounted in a special project section, which is the final stop in the enfilade on the upper storey
housing the permanent exhibition “20th-century Art” and also serves as an entry to the section of
the newest art trends located on the first storey. The borderline position of the exhibition space —
between modern and contemporary art, tradition and experiment — determines the context fram-
ing the contemporary artists’ exhibition as a part of the personal shows programme.

(14 Snow Meridian”, one of the Tre-

tyakov Gallery projects designed to
introduce to the public the most signifi-
cant Russian artists of today, is a retro-
spective of pieces pivoted around one
theme. The exhibition traces perhaps the
entire evolution of artefact as a special
form of creative expression combining the
features of assemblage, performance, and
installation without being narrowly con-
fined to any one of these art forms. Incon-
testably, Francisco Infante is the person
who created this new form and then con-
ceptualized it. He groped his way to the
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idea of artefact intuitively — through the
spontaneous creative acts in a natural set-
ting which he practiced with his wife and
co-author Nonna Goryunova in the late
1960s.

Some of these experiments were
recorded on film and used as the basis of
the “Suprematist Plays” series (1968) —
Infante’s earliest work featured at the
show, which is mounted in the forefront of
the exhibition space. The show also fea-
tures the classic artefacts of the second half
of the 1970s: “Pilgrimage of the Square”
(1977) and “Focuses of a Deflected

e el

Space” (1979), where Infante explores the
subject of mirror images incorporated
within familiar settings. Infante’s artistic
evolution can be traced through the series
he created during next decades: “Lining
up a Sign, or Inverted Perspective” (1984-
1986), “Rural Impressions” (1995), and
“Lines” (2003). Today, as before, Infante
and Goryunova continue to demonstrate
that artefact is an inexhaustible form of
creative expression — this time, in the
“Snow in the Alps” series photographed in
January-February 2009 in Switzerland,
which premieres at the show.

T —— e,

W3 ypkna «Ovarn
MCKPUBJICHHOTO
MPOCTPAHCTBA»
1979

From the cycle
“Focuses of

a Deflected Space”
1979

Yet, the exhibition’s structure is not
chronological — it is determined by the
inner logic of the narrative summarized in
the project’s name. “Snow Meridian”
brings together works made in different
years but thematically cognate. Each of
the pieces features snow as a potent agent
of action. In the words of the artist himself,
this project affords to the viewers much
room for interpretation. Thus, in the
minds of many, both foreigners and Rus-
sians, snow is one of Russia’s symbols, a
phenomenon which is not only natural but
cultural as well.

Besides, snow, when conceptualized
within an artefact paradigm as a creative
material, has a unique plastic expressiveness.
Covering the earth, snow makes it virginally
clean like a white sheet of paper or the sur-
face of a primed canvas. And the bright
coloured objects created by the artist and
intricately arranged on the snow produce
truly painterly effects. Not accidentally,
some series of the artefacts evoke the Russian
avant-garde legacy such as the Suprematist
compositions of Kazimir Malevich or
Alexander Rodchenko’s works balancing on
the thin line between painting and object.

PROJECTS

Meanwhile, the snow crust, like the
surface of a canvas, has a distinct texture —
either porous and grainy or smooth and
shiny due to the nodules of ice. This tex-
tural diversity is masterfully used to good
effect in different series of artefacts. A
coarse, unevenly spread, slightly melted
snow, typical for the beginning of Spring,
serves as the backdrop in the “Suprematist
Plays” series of 1968. In some of the pieces
from the series “Focuses of a Deflected
Space” (1979) and “Additions” (1983)
mirror objects are incorporated into the
space of winter landscapes with frozen
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water ponds whose surfaces transform
reality reflecting objects placed on them or
sunbeams.

The harmony of white on white born
from the interplay of light and dark, and of
lusterless and shiny, materials is masterful-
ly conveyed by Infante in his “Against the
Light” series (2006). Often snow becomes
within the context of an artefact the epito-
me of sculptural element engendering
form (“White Buildings”, 1996; “Two
Lights”, 1998; “Structures in Snow”,
2004/05).

His recent works add new colours to
the characteristics of white thanks to the
images of grass shooting forth here and
there from under the snow (“Coloured
Constructions”, 2007). In the shots from
the “Snow in the Alps” series (2009),
made in a harsh weather, the blasts of wind
bring about a “snowy sfumato” obscuring
the outlines of landscape in the distant
background.

The motif of spinning and falling
snow is pursued in a video projection
incorporated within the exhibition space,
reminding us about the singular impor-
tance of accident in the process of creating
an artefact.

The craft of capturing the brief
instant bringing us closer to eternity and
finding that sole viewpoint that offers a
glimpse into the mystery of the universe
becomes pivotal for bringing an artefact to
life. One of the key components here is
uniqueness.

This feature also underlies the set-up
of Francisco Infante’s and Nonna Go-
ryunova’s exhibition at the Tretyakov Gal-
lery. Although the idea of “Snow Meri-
dian” project was conceptually brought to
fruition in 2008, when a similarly titled
show was hosted by the Polina Lobach-
evskaya Gallery, the present exhibition
including both well-known pieces and
works never previously displayed was put
together in a different way especially for
the Tretyakov Gallery.

This new exhibition includes more
than 130 artefacts from 16 series. Printed
in different sizes (there are seven installa-
tions overall), they are arranged on the
walls so as to form a certain geometrical
pattern contravening the show organizers’
deep-seated belief that exhibits must be
hung in line. The central section of the
room features two-sided artefacts secured
with cable-stayed structures around the
screen showing images of falling snow —
the project’s essential motif.

Not by coincidence, the opening of
the “Snow Meridian” exhibition over-
lapped with the presentation of the reno-
vated permanent exhibition of the newest
art trends, within the context of which
Francisco Infante appears as one of the
key figures of contemporary art.

The AVC Charity Foundation and
the Polina Lobachevskaya Gallery are co-
organizers of the exhibition at the Tretyakov
Gallery.
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W3 upkina «JIBa cBeTa»

1998

From the cycle
“Two Lights”
1998

W3 npkna
«LIBeTHbIE
KOHCTPYKIAN»
2007

From the cycle
“Coloured
Constructions”
2007

10 ONpeAeIeHHOMY TEMAaTUUYECKOMY MPUH-
uumy. B xaxmoil u3 HUX aKTUBHBIM Oeii-
CTBYIOIIMM HaYaJlOM CTAaHOBUTCS CHET.
TTo cioBam XynoXHMKA, 3TOT MTPOEKT AaeT
3pUTENSIM BO3MOXHOCTb CAMOM IIIMPOKOI
WHTepIpeTauny. Tak, B CO3HAaHUM MHOTHMX
JIoJIell — MHOCTPAHIIEB U HALIUX COOTe-
YECTBEHHUKOB — CHEr BOCIPUHUMAETCS
OIHUM U3 CUMBOJIOB Poccun, siBieHueM,
CBSI3aHHBIM HE TOJILKO C TIPUPOIOI, HO 1
€ 00J1aCThIO KYJIBTYDBI.

CHer, OCMBICJIEHHBII B cCTEME ap-
Te(pakTa KaK XydOXKEeCTBEHHBIN MaTepu-
aJ, o0J1agaeT YHUKaJbHOM IJIaCTUYeCKOMn
BBIPA3UTEJbHOCTBIO. YKpPbIBasi 3eMJII0, OH
JIeJIaeT ee IeBCTBEHHO-YUCTOM, MOJT00HOI
OesroMy JINCTY OyMaru Wy TUIOCKOCTH 3a-
TPYHTOBAaHHOTO XOJIcTa. SIpKue IBETHbIE
O00BEKTHI, CO3MaHHBIC PYKAMU XYIOXHU-
Ka 1 0cOOBIM 00pa3oM pa3MellleHHbIC Ha
CHETY, TO3BOJISIIOT TOOUThCS MO-HACTOSIIIIE-
MY KUBOIUCHBIX 3(ppekToB. HecnyuaitHo
OTIEJIbHBIE CEPUM apTe(haKTOB OTCHUIAIOT
Hac K HacJeIWI0 PyCCKOTO aBaHrapaa —
cynpeMaTuyeckuMm Kommnosunusm Kasu-
mupa ManeBnya win GagaHCUPYIOLIUM
Ha TpaHU XUBOITUCU M 00BEKTa paboTam
Anexcannpa Poguenko. [Tpu aToM cHex-
HBII HACT, KaK ¥ TIOBEPXHOCTb XOJICTa, 00-
JlagaeT cOOCTBEHHOU (haKTypoil — TOpH-
CTOI W 3€pHUCTON WV TJIAAKOW U CBEp-
Karoueii. Ero ¢gaktypHoe MHoroobpasue
OsecTsiie 0ObITPaHO B pa3HBIX CEPUSIX ap-
tedakToB. [1lepoxoBaThlii, HEPOBHBIN MO/~
TasiBUIMIA CHET, KAKMM OH ObIBaeT OOBIYHO
B Hayajie BECHbI, CJIY>KUT (h)OHOM B paboTax
mukia «CynpeMmarudeckue urpsh» (1968).
B psine npousBeneHuit u3 cepuii «Ovyaru
WCKPUBJIEHHOTO mpocTpaHcTBa» (1979) u

«Jlo6aBneHusi» (1983) 3epkanbHbIe 00bEK-
ThI BKJTIOUEHBI B 3MMHUE MEH3aK1 ¢ 3aMep3-
IIMMU BOIOEMAaMU, TIOBEPXHOCTH KOTOPBIX
Y4acTBYeT B MPEOOpakeHUU PEATbHOCTHU,
oTpaasi Iyuu COJTHLA WU pa3MellleHHbIe
Ha Heil MpeaIMeTHI.

TapmoHust Gestoro Ha Ge1oM, poXxaaro-
asicst U3 B3aMMOJIEUCTBUSI CBETa U TEHHU,
MaTOBBIX M OJIECTSIIIIMX MaTepUaIoB, BUP-
Tyo3HO pewieHa MHdaHTe B iukie padboT
«ITpotus cBeta» (2006).

Yacro B cucteMe apredakTa CHET cTa-
HOBUTCSI HOCUTEJIEM CKYJIBIITYPHOTO Hava-
Jla, U3 KOTOporo poxnaercst ¢popma («be-
JIble COOpYXeHUs», 1996; «/1Ba cBeTa», 1998;
«CTpyKTYpHI B cCHere», 2004—2005).

PabGotbl mociaenHux jeT go0aBisiiOT
B XapaKTEePUCTUKY O€JI0ro HOBbIE KPacKU
32 CYeT TpaBbl, MPOCTYMAIOUIel U3-T0J
cHera («LIBeTHBIE KOHCTpYKIMW», 2007).
B kaapax u3 cepun «AJNbINUNACKUIN CHEr»
(2009), cnenaHHBIX B HEHACTHYIO TIOTO.Y,
TOPBIBBI BETPA POXKIAIOT CHEXHOE «Ccy-
MaTo», B KOTOPOM PacTBOPSIETCS Mei3ax
Ha JaJbHEM TIaHe.

MoTuB KpyXKallerocs 1 rnaaaoliero
CHera TIOJTyJaeT TPOJOJDKEHNE B BUIEO-
MPOEKIINY, BKITIOUEHHOW B IIPOCTPAHCTBO
SKCIMO3ULIMU 1 HATTOMUHAIOIIEH 00 UCKITIO-
YUTETBbHOU PO Ciiydast B TIPOLIECCE CO-
31aHMs apTedakTa.

YMeHue noitMath KpaTKUii MUT, TTPU-
OnmkaloluMii HaC K BEYHOCTU, HAUTU Ty
€IMHCTBEHHYIO TOUKY 3pEHWUs, B3TJIS U3
KOTOPOI MPUOTKPHIBAET TaliHY YCTPOMCT-
Ba MUPO3/JaHUsl, CTAHOBUTCS TJaBHBIM
YCJIOBUEM BO3MOKHOCTU TIOSIBJIEHUS ap-
TedakTa. OMHUM U3 KITIOUEBBIX TTOHSTUI
3[IECh SIBJISIETCS] YHUKATbHOCTb.

MPOEKTHI

DTO Ka4yecTBO OMpEesieT U pelilie-
Hue skcnosurun dpaniucko MubanTe
u Hounbl ToproHoBoit B TpeTbsIKOBCKOI
rasepee. HecMoTpst Ha TO 4TO uaest nMpo-
ekTta «CHEXHbII MepuanaH» KOHUENTY-
anbHO oopmmitack erie B 2008 romy, Kor-
Jla BBICTaBKa C OTHOMMEHHbBIM Ha3BaHUEM
Obu1a mokasaHa B rajepee [Toaunbl Jloda-
YeBCKOI1, HACTOSIIAST IKCTIO3ULIMSI, BKITIO-
qaroniasi Hapsiy ¢ U3BECTHBIMU TTPOU3BeE-
NIEHUSIMU MPEXE HE BHICTABIISIBILIMECS pa-
00TbI, ObLTa cO31aHa 3aHOBO — CIIELUATIbHO
st TpeTbsikoBckoii ranepen. OHa 00benu-
HsteT cBbitie 130 apredakToB 13 16 UKIIOB.
PaGotbl, pazMepsl KOTOPBIX BapbUPYIOT-
Cs1 B paMKax CeMM MOJYJel, pa3MelleHbl
Ha CTeHaX B OTIpeeIEHHOM TeoMeTpuiec-
KOM TOpSIJIKE, HApYILIAloIleM TPUBbIYHbBINI
B BBICTABOYHOI MPAKTUKE CTEPEOTHUIT O 1~
HOM ypoBHe pa3Becku. LleHTpabHast yacTb
3ajla OTBEICHA JIBYCTOPOHHUM apTedak-
TaM, 3aKpPEeIJIeHHbIM C TTIOMOLIbIO BAHTO-
BBIX KOHCTPYKIIMI BOKPYT 9KpaHa, Ha KO-
TOPBI MPOELIUPYETCS N300paXKEHUE Maal0-
1LIEr0 CHera — MOTUB, 3aJal0LIUil 001IyI0
TeMy MPOEKTa.

3HaMeHaTeNbHO, YTO OTKPHITHE BBIC-
TaBKU «CHEXHbII MepUIuaH» Mpuypoyde-
HO K Mpe3eHTallui HOBOI BEPCUU MOCTO-
STHHOWM 3KCITO3ULIMY HOBEUIINX TCUCHUN,
B koTopoii ®panmucko Mudante npemn-
CTaeT OJHOM M3 KIIIOUEBBIX (DUTYP COBpeE-
MEHHOT'O UCKYCCTBA.

Coopeanuzamopamu evicmasxu 6 Tpe-
muskosckoil eanrepee cmaau AVC Charity
Foundation u eanepes Iloaunst Jlobaues-
CcKOll.
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During the assembly of the “Snow Meridian”
show Francisco Infante spoke to the “Trety-
akov Gallery” magazine correspondent.
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Please, tell us about the show.

In essence, this is a conceptual project:
it includes only artefacts with snow, and not
all of them, but only those that the space can
accommodate. The theme of this project
was not brought about fortuitously. Russia
after all is a country of snow, so for a Russian
artist it is natural to tackle snow. Besides, |
really love white. I am also interested in the
philosophy of white: the special role of this
colour in Malevich’s artistic system, the
notion of the “white Nothing”. White is
usually the colour of a clean sheet of paper
on which you can picture whatever you
want.

A similarly named show was hosted a
year ago by the Polina Lobachevskaya
Gallery. What is the difference between that
show and the new one at the Tretyakov
Gallery?

A special layout was designed for the
Tretyakov Gallery. Actually, this is an instal-
lation, and the principles of space organiza-
tion and arrangement of exhibits are a part
of the artistic concept. According to the
plan, everything must be white here. The
area, meanwhile, will be dimly lit, and the
artefacts will be illuminated with point
lights. A projector in the centre will run a
video of a snowfall. The show will feature,
along with well known works, artefacts no
one has seen yet. We shot them last winter in
Switzerland, in the Alps. These exhibits have
two sections and they will be floated in the
air, not mounted on the walls. I’ve used
already such layout of artefacts — for
instance, at my exhibition in Spain in 1995.

So far as I know, “Snow Meridian” is
not your first exhibition at the Tretyakov
Gallery.
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Yes indeed, it’s my third one. In late
1992 and early 1993 the Gallery hosted my
show called “Artefacts”, and in 1998 —
“Context”.

What sort of relationship do you have
with the Tretyakov Gallery as an artist and a
viewer? Do you often visit the rooms with
the permanent exhibition?

In general I like the Tretyakov Gallery.
When I studied at an art school located right
across from the main entrance to the muse-
um, I had a tradition of visiting it every day.
And I learned by rote the entire arrangement
of the pieces: what is mounted where, in
which rooms, in what order. Those were
mostly artworks of the 19th century.

They were representative of the tradi-
tion of craft you were taught at the Moscow
Art School?

Yes, the examples offered included
Repin, Serov and of course Surikov. But
when, suddenly, I was confronted with the
idea of infinity (and that event blew my
mind), I could not express my feelings
through the means of art, or rather, craft that
we were taught at the art school. We were
mostly into emulating. But this method was
not fit for conveying the feelings brewing
and exploding inside me. Still, if a person
truly cares about something, he will find
what to do. And this desire to somehow
record what was important for me made me
take on so-called contemporary art. At that
time I visited the Library of Foreign Litera-
ture, where I had access to international
magazines. Thanks to them I learned that
the free world was accommodative of a total-
ly different art. I did not understand a lot of
things then, I was not educated enough to
appreciate what I saw in the magazines. But
I felt I had an inner potential. And then I
decided that since there were people in the
West who were making such art, therefore
what I did could have some meaning too.
Especially since that was no longer a subject

of debate for me. For me it was the meaning.
But, you see, keeping oneself afloat when
everything around is meaningless is not an
easy task.

You say that the discovery of the infin-
ity of the world was like an explosion and
became a turning point for you. After that
did you develop in an evolutionary way?

I guess you can say so. But speaking
about evolution, I’m an artist and may be
incognizant of what I am doing. I may be
unaware. Because when you’re inside a sit-
uation, you cannot describe it as someone
from the outside. But I have a principle:
never repeat what you already did. And I
want to find a new dimension for every-
thing I’'m doing now, at this particular
instant. This principle is very important for
me, because I think that an artist should
not repeat himself. If he does, a certain
life-giving element is lost. Repeating what
was already done, an artist strays away
from the mission of art. For art is a perpet-
ual birth of new beauty. And even if some-
one tries to replicate his old work, the
piece comes out with a different flavour,
different interpretation. And some signs
indicate that this new piece belongs to a
different time period.

One of the most interesting issues in
terms of the essence of art is the relationship
between form and content. Even though
your art has a profound inner substance,
often it is the unusual form of the artefacts
that catches attention. Does it hurt you that
it is the technical, rather than the substan-
tive, aspect that captures the attention?

No, not at all, because everyone is
entitled to his own judgement. For a judge-
ment is valid only so much as the person is or
isn’t prepared to appreciate this or that.
Sometimes people simply don’t know the
subject. And it is quite natural that they
make such questions. This is very good,
because this is sincere.

Bo Bpemsi MoHTaxa BbICTaBKM «CHEXHbI
mepupman» Ppanuucko MHdanTe oTBeTMN Ha
HECKOJIbKO BOIIPOCOB CHELMAIIBHO JIJIS XKy PHAJIA
«TpeTbsiIKOBCKast rajiepesi».

Pacckaxure, Kakoii Oyaer 3Ta BbIC-
TaBKa?

B ee ocHOBe JIEXXUT KOHLENTYaTbHbBIN
MpOEKT: apTedakThl TOJIbKO CO CHEIOM,
HO He Bce, a JINIIIb TO KOJIMYECTBO, KOTO-
pOe MOXeT OBITh pa3MeIleHO B TIPOCTPaH-
CTBe 3aj1a. TeMa 3Toro mpoekTa BOZHUKIIA
He ciaydaitHo. Poccust Bce-Taku cHeXXHas
CTpaHa, MO3TOMY 3aKOHOMEPHO, UTO PyC-
CKMI1 XyTOXKHMK paboTaeT co cHeroM. Kpo-
Me€ TOro, 51 IeHCTBUTEILHO JII00II0 Oeioe.
1151 MeHs MHTepecHa Takke (puiocopust
0eJsioro: ocobast poJib 3TOrO 1IBETa B XKUBO-
MUCHOU cucteMe MajeBuya, MpencraB-
JIeHUE 0 «0eJIoM HUUTO». beslbiM 00BIYHO
ObIBaCT YMCTHIN JTUCT OyMaru, Ha KOTOPOM
MOXHO CO3aTh BCE YTO YTOIHO.

OIHOMMEHHDbI MPOEKT ObLI MOKAa-
3aH roa Ha3zaja B rajepee Ilosaunbl Jloda-
YyeBCKoOil. YeM oTiMyaeTcss HOBasi BepcUs
BbICTABKH ?

J17151 HOBOTO TIPOCTPAHCTBA OBLIO ITPH-
IyMaHO 0c000€ IKCITO3UIIMOHHOE pellle-
Hue. BooOlie, 370 BbICTaBKa-WHCTALIS-
111, ¥ MPUHLIMIIBI OpraHu3aluM TPOCT-
paHCTBa M pa3MeEIICHUs ITPOM3BEICHMIA
B 9KCITO3ULINM — YaCTh aBTOPCKOTO 3aMbl-
cia. CoriacHO MPOEKTY 37€Ch BCE JOIKHO
ObITH OenbiM. [1pu aTOM 3a OymeT 3aTeM-
HEH, a apTeaKThl IJIAHUPYETCST OCBETUTh
TOYEYHBIM CBETOM. B 1ieHTpe uepe3 nua-
MPOEKTOP OYIET TPAaHCIMPOBATHCS BUICO-
3amrch cHeronana. Hapsimy ¢ m3BeCTHBIMU
paboTamMu Mbl MPEACTaBUM COBEPILIEHHO
HOBBIE apTedaKThl, KOTOPBIX €llle HUKTO
He Bujes. OHM OTCHSTBI 3MMOI 3TOTO TO-
na B LlIBseitapuu, B Anbriax. DTv paGoThI
IByCTOpOHHUE. X pa3MecTsT He Ha cTe-

Hax, a B IPOCTpaHCTBe. Takoe 3KCIOHU-
poBaHue apTeakToB S y3Ke MCIIOIb30Bal
paHblIIle, HalIpuMep, Ha BbICTaBKe B Mc-
naHuu B 1995 rony.

Hackoabko mHe u3BecTHO, «CHEX-
HbIil MepuIuaH» — yXe He mepBas Bama
BbICTaBKa B TpeThbAKOBCKOIi rajepee.

Jla, neiiCTBUTEILHO, OHA TPEThsI 110
cyety. Ha py6exe 1992 u 1993 ronos co-
CTOSUTaCh BBICTABKa ITOJT Ha3BaHUEM «Ap-
TeakTbl», a B 1998-M — «KoHTEKCT».

Kakne orHomenus y Bac kak y xy-
JIOXKHHMKA W 3pUTEIs CKIaabiBaoTcs ¢ Tpe-
ThSIKOBCKOIi rasiepeeii? Yacro Jim ObiBaeTe
B 3aJ1aX MOCTOSIHHOM 9KCIO3HIHN?

Boobiue s o060 Tpetbsikosky. 1o
TPaIUIIUK, KOTIa 51 yIuIcss B MOCKOBCKOM
CcpenHell XyI0XXKeCTBEHHOI 1IKOJIe, KOTO-
past pacrioyiarajach HAaIlPOTUB IJIABHOTO
BXOJIa B TaJIepelo, s KasKJIbIi JIeHb Ty/Ia XO-
I ¥ TIPEKPAacHO MMOMHMJI BCIO 9KCITO3M -
LIMIO: TJIC YTO BUCHUT, B KAKMX 3aj1ax, B Ka-
KOM Tiopsiike. B ocHOBHOM 3TO OBUTO UC-
KyccTBo XIX Beka.

BDT10 BeAb M ObLJIA TA MIKOJA MACTep-
CcTBa, Ha KOTOpYI0o Bac HaueauBaiu B rojapl
yueos1 B MCXIII?

Ja, B KauecTBe MPUMEPOB ITPUBOIM -
mu Penmna, CepoBa u, koHeuHo, Cypu-
koBa. Ho xorma s HeoXXunaHHO st ceOst
CTOJIKHYJICSI ¢ Meeil 0eCKOHEYHOCTH (MO-
MEHT, IePEeBEePHYBILNII MOE CO3HAHUE),
s He MOT BBIPAa3uTh BJIANeBIINE MHOM
OIIYIIIEHHS] TEMH CPEICTBAMU MCKYCCTBa,
a BepHee peMecsa, KOTOPOMY YYMJIU Hac
B XYIOXECTBEHHON 1IKojie. MBI 3aHMMa-
JINCh B OCHOBHOM MMUTAIIME, a 3TO HU-
KaK He TOIUJIOCH ISl TOTO, YTOOBI mepe-
[aTh T€ YyBCTBA, KOTOPbIE BO MHE POWJIUCH,
VICKaJIM BBIXOJIA U B3pBIBAIM U3HYTpU. Ec-
JIA YeJI0BEeKa YTO-TO BOJTHYET, OH IbITaeT-
cs1 HaiTH pelneHue. XKelaHue KaKMM-TO
00pa3oM 3a(MKCUPOBATD TO, UTO IS M€~
HSI OBUTO BaXKHO, U TTOCITYKWJIO TOTYKOM
IUTSI 3aHSITUI TaK Ha3bIBAeMbIM COBPEMEH -
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HBIM McKyccTBOM. S xomun torna B bu-
OGJIMOTEKY MHOCTPAHHOU TNTEPaTyphI, TIe
MOXHO OBIJIO CMOTPETh 3apyOeKHBIE XKyp-
Hasbl. brarogapst UM s y3Hai, 4To B CBO-
0OmHOM MUpE, OKa3bIBAETCSI, €CTh MECTO
COBEPIIIEHHO APYroMY UCKYCCTBY. S Torma
MaJsio YTO MOoHUMal (y MeHs1 He ObLIO 10-
CTaTOYHOU KYJIBTYPBI IJISI OLEHKU TOTO,
YTO 5T BUIEJ B XXKypHaIax), HO 9yBCTBOBAJ
B ce0e KaKoi-TO BHYTPEHHUM MOTEHLIM-
an. Torma 51 coenan BHIBOA: pa3 Ha 3amaze
€CTb JIIOAM, KOTOPbIe 3aHUMAIOTCST TAKUM
WCKYCCTBOM, 3HAYUT W TO, YTO JEJai0 S,
TOXe MOXET UMETb Kakoii-To cMmbici. Ho,
TMOHMMaeTe, yAepXkaTbCsi OTHOMY, KOTAa
BOKPYT BCe OECCMBICIEHHO — 3ajaya He
W3 JIETKHUX.

Bbl roBopuTe, 4TO OTKpBHITHE OECKO-
HEYHOCTH MHPA MOXO0XKe HA B3PBIB, CTAB-
Ui MOBOPOTHOM TOYKO# Bceil moceny-
omieii ouorpaduu. A najnpHeiiee pa3Bu-
THE OBLIO IBOJIOIHOHHBIM ?

HasepHo, MOXHO cKa3aTh U Tak, HO
51 K€ XyIOXHUK U MOTY HE CO3HaBaTh TO-
o, 4TO JieJiato. DTo He 00s13aTeIbHO. Beab
TOKa YeJIOBEeK HAaXOIUTCSI BHYTPU CUTYa-
LI OH HE B COCTOSIHWM OMHCATh €€ CO
ctopoHbl. Ho y MeHsI ecTb MPUHLMIT: HU-
KOT/1a He TIOBTOPSITH TO, YTO YK€ CIETaHO.
S1 xouy HAWTM HOBOE M3MEpEHUE BCEMY,
YTO Jief1alo ceifyac, B JaHHbI MOMEHT. DTOT
TMPUHITUIT OYeHb BaXKeH JJIs MEHSI, TTOTO-
My 4YTO TIOBTOPSITHCSI B MCKYCCTBE TIJIOXO,
KakK MHe KaxeTcsl. TepsieTcst Kakasi-To K-
BoTBOpsiLas cuiia. [loBropeHue Toro, yTo
OBUTO CHIETTaHO paHbIIe, YBOMUT XYIOXHU-
Ka OT 3aj1a4y ucKyccTBa. Beab nckycctBo —
3TO BCE BPEeMsI POXKIEHUE HOBOI KPACOTHI.
Jlaxe ecii KTO-TO TIBITaeTCsl MOBTOPUTH
CBOIO CTapylo Belllb, OHA BCE PABHO MOJIY-
4aeTcsl MO-HOBOMY BBIPaKEHHOM, MHTEP-
MPETUPOBAHHON U MO KAaKUM-TO MPU3HA-
KaM BUIHO, YTO 3Ta Bellb MPUHAUIEKUT
YK€ IpyTOMYy BPEMEHMU.

OauH U3 caMbIX MHTEPECHBIX BOMPO-
COB, CBSI3AHHBIX C CYIIHOCTHIO HCKYCCTBA,
KacaeTcs OTHOLIEHUi (popMbI U coepxka-
Hus. [Ipu Tom, yto Bame TBOpuecTBO mo-
CTPOEHO HA ITy0OKOM BHYTPEHHEM COfep-
JKAHHH, 0U€Hb YACTO BHUMAHNE 3pUTeJIei
npuBJieKaeT HeoObIYHAS opMa McnoJIHe-
Hua apredakToB. Bac He o0mKaeT, Korga
JIIO/TU TIEPBBIM [I€JIOM MHTEPECYIOTCS He CO-
JiepKaTeIbHOI, 4 TEXHUYeCKOil CTOPOHOI ?

Her, Huckonbko. JItoau uMeroT npa-
BO Ha COOCTBeHHOE CyXIeHue. Bemnb cyx-
NleHUe TIPaBOMEPHO B TOU Mepe, B KaKoit
YeJIOBEK MOJTrOTOBJIEH WM HE MOATOTOB-
JIEH K BOCTIPUSITUIO TOTO WJIM MHOTO SIB-
neHust. BeiBaer, 4To JTI0MM IPOCTO He 3HA-
foT npenMeTa. COBepIIIEHHO eCTECTBEHHO,
YTO OHHU 33/1a10T BOIIPOCHI O TOM, KaK Clie-
JIaHBI apTedakThl. DTO OYEHB XOPOIIIO, TT0-
TOMY YTO UCKPEHHE.

KcraTtu, mpenasepueM BBICTABKH
«CHeXHbIA MepHINAH» CTAHYT JOKYMEH -
TanbHble (oTorpaduu, KOTOpble OYAyT
BCTpPevyaTh 3puTeJieii Ha JIeCTHHULE.

Jla, oHM OymyT pasBellleHbl Herpe-
PBIBHOW CTYNEHYATOW JIMHUEH, KaK JIeCT-
HUYHBI Mapul. JlIOKyMeHTaJbHbI Ma-
TepHUaj MO3BOJISIET MOHSTh, YTO BCE 3TO

TPETbAKOBCKAA FANEPEA / THE TRETYAKOV GALLERY / #4'2009 79



PROJECTS

By the way, visitors of the “Snow
Meridian” show will be greeted with docu-
mentary photos mounted on the stairs lead-
ing to the room.

Yes, the photos are to be arranged in
a continuous upward stepped line along
the stairs. The documentary material
makes you realize that all this is being cre-
ated in a real space. People tend to be curi-
ous, you know. And they always ask
whether this or that was made on a PC. But
when we started (the oldest works at the
show were made in 1968), there were no
PCs. And most essentially, when you look
at an object, you see that it was created in

real time and real space, no Photoshop,
because you see the fasteners: guys, tension
bars.

There is a lot of preparatory work that
goes into the creation of an artefact. How big
is your archive now?

I am not sure. But it’s thousands of
images — photos and drawings, and adding
the documentary stuff, the count is many
thousands. This includes notepads with
drawings and notes, plus sketches, studies
for the compositions on separate paper
sheets, etc.

All this inadvertently evokes Leonardo
da Vinci, who was both an artist and a scien-

| #4'2009

W3 nukna
«Quaru
WCKPHBJICHHOTO
MPOCTPAHCTBA»
1979

From the cycle
“Focuses of

a Deflected Space”
1979

tist. How strongly are you interested in sci-
ence and technology?

I do not have a professional interest in
this; I am not alert to new technical gadgets.
Technology as such does not really interest
me. | am fairly indifferent to it and probably
for this reason I can accept any gadget that
is easy to master. Generally I think that an
artist should be able to make things with his
hands. I had this proclivity since childhood:
I built barns, made birdcages and even
embroidered in a Bulgarian cross stitch pat-
tern. I liked this because it was constructive.
And later I found I could apply all this in my
art because you can image infinity only with

CO37aeTCs B peaJbHOM ITPOCTPAHCTBE.
Benp m101M CBOMCTBEHHA JII0003HATE)b-
HOCTh, M OHM BCETa CIPaIInBaloT, HEe Ha
KOMITbIOTEpE JIM 3TO caenaHo. B To Bpe-
MsI KOTZa Mbl HauMHaIU (CaMble paHHUE
MPOU3BEACHNS] Ha BBICTABKE OTHOCSITCS
K 1968 romy), nmepcoHaJbHbBIX KOMITBIOTE-
poB eliie He ObUT0. M raBHOE, KOraa cMo-
TPHILIb HA PA0OTHI, BUIHO, YTO OHU CO311a-
HBI B peaJIbHOM BPpEMEHM U IMTPOCTPAHCTBE
0e3 nomonu Photoshop — Ha cHUMKax

W3 nukna
«3nuMunii KBajpaT»
1977

From the cycle
“Winter Square”
1977

BUIHBI KPEMeXU U PACTSKKU, MPOLecc
MOHTaXa.

Co3nanuio apTedakToB Bceraa npe-
HIeCTBYET 00JbIIAS MOATOTOBUTEIbHAS
padora. Kakos ceiiuac o0bem Bamero
apxuBa?

TouyHo He MOry cKa3aTb. DTO THICSIUN
n300paxkeHuit — dororpaduit U pucyH-
KOB, — a €CJI yYUTHIBATh U JOKYMEHTAJTb-
HBI MaTepuall (OJIOKHOTBI C 3apUCOBKa-
MM U 3aMHUCSIMU, ICKU3bI, HAOPOCKU KOM-
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MO3ULMIA HA OTAETBHBIX JIUCTAX U T.1.), TO
TIOJTYYUTCSI MHOTO THICSY.

HesoabsHo Bcnomunaercs Jleonapuo
na BuHuM, KOTOpBI coOBMeman 3aHATHS
HCKYCCTBOM M HAyYKOii. A HACKOJIbKO Bam
HHTEPEeCHA 00J1aCTh HAYKH U TeXHUKH?

S npodeccroHaNbHO 3TUM HE 3aHU-
Maloch, He CJIEXY 32 TEXHUYECKUMU HO-
BUHKaMU. TexHnKa KaK TakoBasi MEHS He
OUYEHb MHTEpeCYeT. £l 1OBOJIBHO CITOKOMHO
K Heil OTHOLIYChb M, HaBEPHO, MO3TOMY

A TANEPES / THE TRETYA LLERY / #4'2009 81




PROJECTS

abstract forms: circle, square, cross, etc. By
the way, returning to technology, I want to
add that normally modern advanced gadg-
ets are very pricey. For instance, this is the
reason why I don’t use laser. By the way,
there was an interesting episode in my life
connected both to art and technology,
when, in 1968, I was offered a commission
to design accent lighting for the Kremlin. I
designed a dynamic accent lighting, made a
model, but sure enough, nothing was real-
ized. Later I was advised to take out patents
for my inventions — for instance, I con-
trived how to create a curved mirror surface
from a film stretched on special frames.

Is it the same technical device used to
create the objects from the cycle “Focuses
of a Deflected Space”?

Yes, right. The difficult part was to
design the underlying framework. It is
coiled and, accordingly, whittled in a cer-
tain way. A film stretched over this frame
produces a curvature. Depending on the
degree of the curvature, the image can be
turned by 90, 180 and even 360 degrees. In
short, your image is not a mirror image
where right becomes left, but right side can
remain right side.

That’s unbelievable!

Yes, this is breath-taking, but it’s more
of a technical thing. It is not related to art.
This venture is of secondary importance for
me, a sort of vehicle to demonstrate effects
that really exist in space; however, people
usually do not encounter them day to day.
And you can showcase these effects by
means of art. But to do this, you need a con-
cept. For me this is the concept of artefact.
With the help of an artefact I can show any-
thing. Any application, when spitted on the
skewer of a concept, gains meaning and
becomes articulated.

This also accounts for that special fea-
ture of your works: a concrete and natural
world, a world of things at the core of the
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artefacts instantly transports your mind to
such abstract realms as philosophy and
metaphysics.

Metaphysics is very important for me.
Now it is out of favour, but this does not
mean it is no longer around. Metaphysics
continues to be a feature of the human
mind. I simply like exploring these
avenues, from the very start, when I
became aware that the world is infinite.
This awareness was not directly connected
with my occupation. It was a philosophical
epiphany pure and simple. I don’t know
what it is. And I didn’t have a philosophical
vocabulary; my visual vocabulary was such
as we were taught at the art school. This is
why I believe that when I tried to find an
adequate vocabulary for my feelings and
emotions that marked my birth as an artist.
Deeply felt emotions are very precious for
me because they engross you totally. And
there is an element of conscientiousness in
it, even an element of childishness.

You occupy a special place among
artists today. You seem to be not so much
an experimentor as an artist in the classical
mould. I believe that the application of
non-traditional materials and utilization of
new forms of artistic expression don’t mat-
ter so much as the main mission — the cre-
ation of a distinct universe.

I’d say that you see very well the
boundaries of my art. And indeed I want to
be an artist, and this is of course a creative
pursuit. An artist is someone who draws up
his own line in the world and finds the van-
tage point from which this world is clearly
seen. And the artist says: “I see”. And there
is only one vantage point offering a view.
And sure enough this point will be different
next time, and you’ll have to seek it again.
It’s impossible to step on the same point as
before, so repetition of what was done is out
of the question. Repeating means imita-
tion, not art.

#4'2009

Are there ideas in modern art that you
don’t like, what are they?

Probably cynicism and non-construc-
tive critical approach.

It is widely believed that this is the
means artists use to test the solidity of the
boundaries of art.

But I’'m not into testing the solidity of
the boundaries myself, I prefer to stay with-
in the text of art, not within its context. |
think that art is a text, and creating a con-
text is not what the artist is supposed to do.
But in the post-Duchamp tradition context
often dominates text. Essentially, text disap-
pears, context alone is left. A situation
where something is missing. Something very
important. Art itself is missing. And I want
to pursue art as such. And art is a creative
thing. This is something that stands up ver-
tically. Our life spreads horizontally: we live
day to day, going about our daily business.
While art produces a different tendency — a
vertical. I have a piece made in 1962 “Birth
of a Vertical”: horizontal dashes forming a
vertical. I still consider this piece a very
good one because aesthetically and philo-
sophically it articulates very important
things about my worldview. I live horizon-
tally like all people, but I try to build up my
vertical. Art is a vertical that helps me to
stand on both my feet.

And how important is the substantive
aspect of art?

This is what art objects are made for.
This is why artists put in all that tremendous
labour that is the frequent concomitant of
art. This labour is preconditioned by mean-
ings the individual carries within himself.
And it is for the sake of meaning, when there
is one, that everything settles in its proper
place. Because ultimately even an artist is a
place. Because finding your place and saying
“I'see!” is the rarest sort of luck.

Photo: Valentin Sklyarov, Alexander Ganyushin

TOTOB MPUHSTH JT1000€ TEXHUYECKOE U30-
OpeTeHMe, KOTOpoe MOTy 0cBoUTh. BooO1iie
s CYUTAIO, YTO XYIOXHUK JODKEH YMETh
YTO-TO JefaTh pykaMu. CKIIOHHOCTb K 3TO-
My Y MeHs ObUIa C IE€TCTBA: sI CTPOWI ca-
pau, MacTepwI KJIETKU JIIST TITUI] U ke
BBILIMBAJ O0oirapckuM KpectoM. Bee ato
HPaBUJIOCh MHE CBOEU KOHCTPYKTUBHO-
CTBIO, a TOTOM HAIIIIO TPUMEHEHNE B MOEM
HCKYCCTBE, Bellb OTPaXkaTh 06CKOHEYHOCTh
MOXHO TOJIBKO C MTOMOILBIO a0CTPaKTHBIX
dopMm: kpyra, KBampaTta, Kpecta U T..I.
BosBpariasick K BOIpocy o TEXHUKE, X0Uy
3aMETUTh, YTO COBPEMEHHBIE TEXHHYEC-
KVie HOBUHKM, KaK MIPaBUJIO, OYE€Hb TOPO-
ro ctosiT. CKaxeM, Jla3ep s He UCTIONb3YI0
HMMEHHO Mo 3Toil nprunHe. Kcratu, B Moeit
ouorpacduu ObUT MHTEPECHBIH 3IMU301,
CBSI3aHHBI OJHOBPEMEHHO C 00JACTBHIO
MCKYCCTBa M TEXHUKH, Koraa B 1968 romy
MHE MPeIIOoXWIN MOACBETUTh MOCKOB-
ckuit Kpemib. Sl BBIMOTHWIT MPOEKT AW~
HAMUWYECKOU TTOJICBETKH, CIeTal MOJIENb,
HO BCE 3TO HE UMEJI0, KOHEYHO, HUKAKOM
peanuzanuu. [loznHee MHe mpenjiaranu
TOJTy4aTh MATEHTHI HA CBOM N300pETeHUSI.
Hanpumep, 51 mpumyman TEXHOJIOTHIO CO-
3[aHUSI UICKPUBJIEHHOU 3epKaJIbHON MO-
BEPXHOCTU U3 TJICHKU, HATSHYTOM Ha CIie-
IIAJTbHBIE PaAMBI.

Ta camas TexHomnorusi, KoTopas Je-
JKUT B OCHOBE 00beKTOB cepuu «OQvaru uc-
KPHBJIEHHOTO MPOCTPAHCTBA» ?

Ja-na. CnoXHOCTh COCTOSIJIa UMEH -
HO B TOM, YTOOBI IPUAYMATh KOHCTPYKLIMIO
kapkaca. OH CKpy4eH M COOTBETCTBEHHO
orpeesieHHBIM 00pa3oM BeIcTpyraH. Ha-
TSHYTasl Ha 3TOT KapKac IMJIEHKa CO3/1aeT
HWCKPUBJIEHNUE, B 3aBUCUMOCTH OT CTere-
HU KOTOPOTO M300pakeHne MOXKET ITOBO-
paunBaThcs Ha 90°, 180° u maxe 360°.
To ecTb MOXHO YBUIETb ce0sl OTpaxKeH-
HBIM He TaK, KaK B 3epKaJie (Koraa rmpaBoe
CTAaHOBUTCS JIEBBIM), a TaK, YTO TpaBoe
OCTaeTCsI MPaBbIM.

DTO 04YeHb UHTEpPECHast 00J1acTh, HO
CKOpee TeXHUIeCKOro cBoiicTa. K uckyc-
CTBY OHa He MMeeT oTHoIIeHus. OHa st
MEHsI SIBJISIETCSI BCIIOMOTATeIbHOMN U IO~
3BOJISIET TTOKA3aTh T 3(P(HEKThI, KOTOPhIE
peasTbHO CYIIECTBYIOT B IIPOCTPAHCTBE, HO
C KOTOPBIMM YeJIOBEK, KaK MpaBHUJIO, He
CTAJIKMBAETCS B IIOBCEIHEBHOM XK1U3HU. Mx
MOXHO TI0Ka3aTh Yepe3 UCKYCCTBO, HO TYT
Hy>KHa KOHILIeTIvst. JIJ1st MeHsI 9T0 KOHIIETI-
s apredakra. C ero rMoMoIlbio s MOTy
[OKa3aTh BCe YTO YyroaHo. JIroboe mpume-
HeHUe, HAHW3aHHOe Ha MaMITyp KOHIIeTI-
LK, OOpEeTaeT CMBICI M CTAHOBUTCS YeM-
TO apTUKYJIMPOBAHHBIM.

C 3TuM cBSI3aHO U 0C000€ KA4eCTBO
Bammx padoT: KOHKpETHBIii, peAMeTHBI
W NPUPOIHBI MHUp, JIeKAIIHA B OCHOBE
apredakToOB, B OAMH MOMEHT MEPEHOCHT
CO3HAHME B TaKWe OTBIieueHHble cdepbl,
Kak ¢unocodus u metadpusnka.

Jlnst MeHst MeTar3MKa OYeHb BaXKHa.
Ceituac oHa He B YeCTH, HO OT 3TOTO OHa
HUKyIa He neinach. MeTtadusnka Bce paB-
HO MpHUCYIIa YeJI0BEYeCKOMY CO3HAHUIO.
V MeHs IPOCTO CKJIOHHOCTb 3TUM 3aHU-
MaThCs, C CaMOTO Havajia, KOorja s Olly-
THJI, YTO MUP GeCKOHEeYeH. DTO He UMEJIO
OTHOIIIEHUsI HEIOCPEACTBEHHO K MOEi
npodeccun U SIBUIOCH YUCTOM BOABI (P~
nocodeckuM o3apeHueM. CBoero pustocod-
CKOTO sI3bIKa sI K TOMY BPEMEHHU ellle He
BBIpA0OTaT, a M300pa3UTEIBHBIN SI3BIK
OBLT TAKOI, KAKOMY HaC YIMJIU B XyHTOXKe-
cTBeHHOU IKose. [loatomy s cuuralo,
YTO KaK XYOOXHHUK sI POIWJICS TOLa,
KOT/Ia TIBITAJICSI HAWTH afieKBaTHOE BbIpa-
JKEHUE CBOMM TIEPEXMBAHUSIM M YYB-
ctBaM. JIJ1s1 MeHsI MICKpEeHHUE BHYTPEHHME
TepeXNBaHNs OUYeHb IIEHHBI, TTOCKOJIbKY
WM TTOCBSIIIIaeNb Bcero cedst 6e3 ocTaTka.
W B 9TOM ecTb 3J1IeMEHT KaKoii-TO 100po-
COBECTHOCTH, MOXET, JaXe JETCKOCTH.

Ha coBpemeHHOIi XyA0XKeCTBEHHOIi
cueHe Bbl 3aHuMaeTe ocodoe MecTo. Bl
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npeacTaeTe He CTOJbKO IKCIepUMEHTaTo-
POM, CKOJIbKO MACTEPOM KJIaCCHYECKOTO
ckiana. Padora ¢ HeTpaaMIIMOHHBIMH Ma -
TepHaJaMu, HCTOJb30BaHNE HOBBIX (hopm
TBOPYECKOI0 BbIPAJKeHHs, MHEe KaxKeTcs,
OTCTYNAIOT HA BTOPOIi IJIAH mepe] NIaB-
HOIi 3a/1a4eil — Co31aHHeM COOCTBEHHOT 0
Mupa.

TToxanyit, Bl oueHb BEpHO BUAUTE
rpaHuLIbl MOETo TBopuecTBa. S aeiicTBU-
TEJIBHO XOUY OBITh XyIOKHUKOM — TeM, KTO
BBICTPAMBACT CBOIO JIMHUIO MUPa, HAXOIUT
TaKylo TOUYKY, ¢ KOTOPOIl 3TOT MUP YE€TKO
npocMaTpuBaeTcs. XyIOXHUK TOBOPUT:
«$1 BUXKy». A BUIETh MOXXHO TOJIBKO 13 O]~
HOIi Touku. M KoHeuHo, 3Ta ToUKa B clie-
NYIOLIUI MOMEHT OyJeT IPYroit u ee Hago
OIISATh UCKaTh. BcTaTh B OHY U TY K€ TOY-
Ky JIBaXIIbI HEBO3MOXHO, TTOATOMY HeJlb-
351 MOBTOPSAThCS. MIHaue 3To He UCKyccT-
BO, a €0 UMUTALIKSI.

A Kakue uaeH COBPeMEHHOTO MCKYC-
cTBa Bbl He pasaensiere?

HagepHo, IMHU3M U KPUTULIM3M.

Cunraercs, YTO TAKHM CIOCOOOM Xy-
JIOKHUKH NMPOBEPSIOT HA MPOYHOCTH Ipa-
HHUIIBI MCKYCCTBA.

S He cobOupaloch caMm TPOBEPSTH
TIPOYHOCTH I'PAHUII, MHE XOTEJIOCh ObI Ha-
XONIUTHCS B TEKCTE UCKYCCTBA, a HE B KOH-
TekcTe. S cuMTar, 4To UCKYCCTBO — BTO
TEKCT, a CO3MaHNe KOHTEKCTa He SIBJIICT-
cs1 COOCTBEHHO 3a/1aveit xynoxkunka. Ho B
MOCTAIOIIAHOBCKOM TpaaulIMd KOHTEKCT
YacTo 3aHMMAaeT IJIaBEeHCTBYIOIIEE MECTO.
Tekcra, B CYIITHOCTH, HET, OCTaETCS OJUH
KOHTEKCT. CuTyanusi, B KOTOPOi 4eTro-To
He xBaraeT. O4eHb BaxkHOro. CamMoro mc-
KyCCTBa HE XBaTaceT, a 51 ObI XOTeJ 3aHU-
MaThCsI UMEHHO UCKYcCTBOM. McKyccTBO
CO3UIIATEIBHO MO CBOECH MpUpoIe.

Haima >Xu3Hb CTpOUTCS 110 TOPU30H-
TaJIA: MBI XKUBEM, 3aHSIThIe KAKUMU-TO 110~
BCEIHEBHBIMU JIeJIaMU, 2 TBOPYECTBO JAET
JIPYTYIO TEHACHLUIO — BEPTUKAb. Y MEHS
ecTb pabora 1962 roma «PoxneHue BepTr-
KaJI». TOPU3OHTAJIBHO PACIIONIOXKEeHHBIE
MaJoyKu 0003HAYAIOT IBUXKEHUE 1O Bep-
TUKaIU. S 10 cuX Mmop cuMTar 3Ty paboTy
oueHb ynayHoil. OHa acTeThdecKu u hu-
JIocoCKU BbIpaxaeT OYeHb CYIIECTBEH-
Hble MPEJCTaBICHUsS B MOEM MHUPOBO3-
3peHUN. Sl XKUBY TOPM30HTATBHO, KaK BCE
JTIOJT, HO TTBITAl0Ch BBICTPOUTH CBOIO BEP-
TUKadb. MICKycCTBO — 3TO Takasl BepTH-
KaJib, KOTOpasi TTO3BOJISIET MHE BCTaTh Ha
00e HorH.

HackosbKo BaxkHA cojep:KaTesibHas
CTOpPOHA MCKYyccTBa?

Panu Hee v co3maeTcst Mpon3BeIeHIE
HMCKYCCTBA, OCYIIECTBIISICTCSI TOT OTPOM-
HBI TPYH, KOTOPBII YacTO COMYTCTBYET
TBOpuecTBY. OH OOYCJIOBJIEH CMbICJIAMU,
KOTOpbIE UesioBeK HeceT B cebe. M panu
cMbIcia (KOT/Ia OH CYILECTBYET) BCE HAXO0-
AT cBoe MecTo. [1oToMy UTO B KOHEUHOM
cueTe Jaxe XyIOXHUK — 3TO Mecto. O6-
pPECTH CBOE MECTO M cKazaThb «fl BUXKYy!» —
penkasi ynayva.

®oto: B.A. Ckaspos, A.U.lanowun
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