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«X1e6 Heba» Topa Yaxana

B IIPOTrPaMMe CIEIIIPOEKTOB I peThbsIKOBCKOM rajiepen

« Kepmea. 2010 [TpoekT «Xne6 Heba» [opa Yaxana, npoxopsiuii B TpeTbsikoBckoii rasiepee Ha KpbiMckom Bainy
Xoncr, a o o o
UV e c 17 cenrs16ps 2010 no 20 mapra 2011 roga, SIBASETCS COBMECTHOI TBOPYECKOI pabOTOI Xy/I0K-
200130 HMKa 1 My3esi. Cneuudrika noloOHbIX aKLUil He 1yOIUPYeT >KaHp NEPCOHATBLHOM BICTABKM; KaXK-
‘ g“lﬁggfijvzgjlgt flast U3 HUX MpefnosaraeT pa3paboTKy KOHKPETHON UJieU, CBS3aHHOI C TBOPUECTBOM OIpefieieH-
on canmas HOro XyfoxkHMKa. OffHa 13 OCHOBHBIX LiEJIel CNeLIPOeKTOB — MPe3eHTalMsl HOBAUid U MOMOoJ-
X cm

HCHHUEC C06paHI/ISI rajepeu npon3BeaACHUsSIMU prnHeﬁHHdX COBPEMCHHbIX MAaCTCPOB, KaK MMpaBuJio,
CTpEMSAIINXCA CO3[aTh HE OTACIIBHOC NMPOU3BEJICHUC, HO LEJIBHOC XYNOXKCCTBCHHOC SIBJICHUC B
MMPOAOJIKECHUEC aBaHFapHHOﬁ NN CUHTE3a UCKYCCTB.

B MMPOCTPAHCTBE TpeTbHKOBCKOfI rajepen 9TOT IKCHNECPUMEHT OCYHICCTBIIACTCA B 34JIC, 3aBEP-
HIaroumeM MOCTOSHHYHO IKCIO3UINIO UCKYCCTBaA XX Beka u npeaBapsromem chl)I/many 34J10B
BTOPOr'0O 3TaXxa, rine fIEMOHCTPUPYCTCA UCKYCCTBO HOBEMIINX Te‘-IeHPIfI; TEM CaMbIM OH COCIMHSI-
€T TPAJUUIMOHHOC U aAKTYaJIbHOC.
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I Yop Yaxan — M3BECTHBIM MOCKOBCKMI U OIBIT yYacTUsI B TBOPUECKUX IKCIIEPU-  TOTO (pakTa, YTO MOUTMHHOE UCKYCCTBO HE-

1 o o
B 1985-1987 ronax aKTyaJlbHbBIN XyJIOXHUK, TIEPBbIA, KTO ~ MEHTax, MPEeANPUHSTHIX B COCTaBe Pa3iud-  BO3MOXKHO 0€3 COMPUKOCHOBEHUS C caK-

COBMECTHO C N103TOM

ApKamem CeMeHOBbIM MPEITTPUHSLI MOMBITKY COSAMHUTD B CBOEM  HBIX TO3TUYECKUX, MY3bIKAJIbHBIX U Xy[I0-  PaJIbHON TpaaulIMeil, HOCUTEIEeM KaKo-
ET‘:(‘;';ffg;‘i?:'Xﬁe"‘""“""” TBOPYECKOM METOJIC HAyYHbIII MHCTPYMEH-  KeCTBeHHBIX Tpym'. BMecte ¢ TeM pabo-  Boii mis Yaxana sBisieTcs XpMCTUAHCTBO.
opramoBan rpymny Tapuii u 60rocIoBCKUil TMCKype. B mpo-  Thl Yaxasa, Ha mepBbIi B3MJISI, ocTaBasich  [IpoTuBopeune, comepXkareabHO HaIoj-
;gﬁiifj:;‘;‘;mc“"”»' ekre «Xi1e0 HeGa» aBTOp JETUTCS OMBITOM — I10 CTUJIMCTUKE B PAMKAX aKTyaJIbHOTO IC-  HSIOIIEE TBOPYECKUI MIPOLIECC MPOLIE]-
MOCKOBCKYIO POK-CIIeiy pa3roBopa O cakpaJlbHOM Ha sI3bIK€ CO-  KYCCTBa, MO CBOCH cojepKaTeJbHOM Ha-  IIero BeKa, a UMEHHO MPOTUBOCTOSIHUE

€ N03THYECKNM nepop-

Mancom:; B 1987-1988 rofiax BPEMECHHOIO MCKYCCTBA. Kak XYIA0XHUK, TIOJTHCHHOCTU B OINPCACIICHHOM CMBICJIC KpacCoOThbl U IPaBAbl, ABJIACTCA A1 XYT0XK-
COBMECTHO C KOMIIO3HTOPOM CO3JaI0IINIA contemporary art, Fop npen- €My IPOTUBOCTOAT. MaCTBp NPpCANTPUHAI HUKa 1MMOBOAOM JJIsI BOCCOCAMHECHUA ABYX

Kamunem Yanaesbiv

i rpymnoit «<Merpo» coyan  CTABJISIET COOOM JIOCTATOYHO PENKMIA TSI TOTIBITKY, HEOXKMAAHHYIO JUIS XyIOKHUKOB  aOCOJTIOTHBIX HaYal. B MOmbITKE nX CUHTE-

TROPECYIO accollio COBPEMEHHOI'0 OT€YEeCTBEHHOIO apTco000-  €ro Kpyra: oOpaTHJICS K BOIIPOCAM BEpbl  3a OH CO3IAET HOBBIM IUTACTUYECKMUIA SI3bIK,
«Tearp-moct»; B -M o o

ocylmeCTBILT Cepiio LIECTBA TUII «YHUBEPCAJIbHOIO MacTepa».  HE B HEraTUBMCTCKOM TPAKTOBKe (IIPUCY-  OMUPAasCh HAa JOCTYITHBIN JJISI COBPEMEH-
COBMECTHBIX DOCKTOB B ero apcenane — muruiom MU®U o crie- 1€l BO MHOTOM ITOCTMOAEPHUCTCKOMY — HOTO MCKYCCTBa TEXHMYECKMiII apceHas

¢ rpynmnoit «UeMnioHbt

MUpa». IMaJIbHOCTU «IIPpUKJIaAHAsd MaTeMaTHUKa» C03HaHI/I}O), a C UICKPCHHUM MNPUHATUEM N APEBHIOK PEIUTHUO3HYIO TpaauIIMIO
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! 1985-1987: creation of a

group (together with the
poet Arkady Semenov and
the rock group “Vezhlivy
Otkaz”) called “Parallel
Actions”, which introduced
poetic performance on the
Moscow rock scene; 1987-
1988: an arts association
“Teatr-Post” established
together with composer
Kamil Chalaev and the band
“Metro”; 1988: several proj-

ects accomplished in cooper-

ation with an arts group
“Chempiony Mira” (Cham-
pions of the World).

2 Chahal, Gor. “Arming the
Eye”. In: “Khudozhestvenny
Zhurnal” (Arts Magazine),
No. 8,1995. P. 10.
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PROJECTS

Gor Chahal’s “Bread of Heaven”:

A special project of the Tretyakov Gallery

Gor Chabhal carried out his special project “Bread of Heaven” in collaboration with the Tretyakov
Gallery. Such projects are different from solo shows: each special project is usually focused on
a certain idea related to the oeuvre of a particular artist. One of the objectives of such special
projects is to present artistic innovations and to add to the gallery’s collection the works of the
best contemporary masters who, rather than producing separate pieces, are determined to gener-
ate a continuous body of work, following the avant-garde concept of arts synthesis.

Within the space of the gallery, the room where these experiments develop is at the conclusion
of the permanent exhibition of 20th-century art, just before the suite of rooms on the second
floor where the newest art trends are showcased: thus, the room connects the traditional and the

modern.

or Chahal is one of the most note-

worthy contemporary artists, proba-
bly the only one whose creative method
combines and synthesizes a scholarly
approach and the elements of a ritual. As
an “actual” artist, Chahal is of a type
rarely found in the Russian artistic com-
munity: a “universal master”, with a
diploma in science — applied mathemat-
ics, from the Moscow Institute of Engi-
neering and Physics (MIFI) — and also a
contributor to numerous creative experi-
ments undertaken in cooperation with
groups of poets, musicians and artists'.
But while the style of Chahal’s creations
seems to lie within the context of Actual
Art, in substance they are, in some sense,
at the other end of the spectrum.

In his work Chahal has attempted
something that artists from his circle nor-
mally avoid: his themes often concern

THE TRETYAKOV GALLERY / #42010

faith, without the negative attitude that
often dominates postmodern interpreta-
tions of this subject, but with a deep
awareness that true art simply cannot exist
without contact with the tradition of the
sacred, Christianity in this case. For the
artist, the antagonism at the heart of the
creative processes of the last century —
specifically, the opposition of beauty and
truth — is a cause for re-unification of the
two absolutes. In an attempt to synthesize
them he creates a new artistic language
relying on the technological devices avail-
able for modern artists and ancient reli-
gious tradition (“The Sun of Truth,
Goodness and Beauty”, 2004, Museums-
Quartier, Vienna). However, the artist
believes that such re-unification cannot be
achieved without certain efforts on the
part of both the art object’s creator and the
viewer. In other words, the artist concep-

tualizes the nascence of a work of art only
in terms of vigorous penetration of the
essence of an artistic proto-image: as the
result of the joint efforts of the artist and
the viewer. About his project “Arming the
Eye” (1995), Chahal said: “... We must
grow inside us a certain instrument that
would enable us to better see the essence
of an art object through the impermeable
layers of cultural and pseudo-cultural
incrustation”?. For Gor, as a classical
artist, the module of an artwork is a
human being, and more precisely, a
human being at a point when perception,
an inherent faculty of human nature, is
objectified (in the “MAN” project from
1997 a human being is both the object and
the subject of the “work”). The special
“scientific” vision necessary for percep-
tion of the essence of an image — and it is
the “resurrection of image” that engages
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the artist — is to be brought about with the
help of cutting-edge technologies that
afford the opportunity to “objectively” see
the ideal world.

Chahal’s special project “Bread of
Heaven” is a continuation of a previous
work, “Bread and Wine, and Mother-
Damp-Earth”, which was conceptualized
by the artist as the visualization of the
“experimental confirmation of the
hypothesis about the trans-physical
impact of the works of modern art on the
‘noosphere’”. Although art history experts
do not doubt that artwork has an impact
on human consciousness and on live
objects in the material world, they still
believe that it affects consciousness alone.
Chabhal in his work attempts to unite sci-
ence and art, staging an experiment,
through art, which confirms that the
impact reaches the material substance
while also calling on his colleagues to start
thinking about their responsibility for
their deeds.

The spatial composition “Bread of
Heaven” includes five series of artwork
united by a common idea encapsulated in
the name of the “work”; the first series,
“Mount Tabor”, comprises a gypsum
model of the hill fashioned after its topo-
graphic profile as well as the hill’s 3-D
model on the screen and photographs of
the model from different angles. Each
series is focused on some of the most
important themes of the New Testament
and Christian mentality as a whole.
Mount Tabor is the Mountain of Transfig-
uration; the artist’s idea is that every ledge
of the hill should be proportionate to, or a
little bigger than, a step of a staircase, so
that the climb would require some effort
(“The kingdom of heaven suffereth vio-
lence, and the violent take it by force”,
Matthew 11:12).

The next series — “Bread and Wine
and the Lord God Who He Is” — is a series
of photographs made using a reverse per-
spective and devoted to the main symbols
of the Gospel, which are visualized as
compositions featuring bread, wine, a
cluster of grapes, the Bible and theological
books. The artist photographed the same
collection of items from different angles.
When the angle of vision is changed, the
sizes and proportions of the objects
change too, in agreement with the princi-
ple of reverse perspective, affording the
viewer a glimpse of a different reality of
the familiar objects. The viewer is drawn
into the process of creation of a whole
image, which his or her imagination
should generate.

The series “Miracle” is the next set
of photographs on a canvas, “based on
miraculous happenings connected with
bread and wine, as related in the Gospel”.
The neat compositions created by Chahal
begin the exposition of the Gospel mira-
cles, such as turning bread into wine, the
feeding of the 4,000 and 5,000, and trans-
figuration of the material substance,
which, historically, is at the core of the
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(«Comnue IlpaBasl, Jloopa u KpacoTbi»,
2004, MuseumsQuartier, Bena). OgHako,
mo MHeHuto Yaxana, Takast akiysi HEBO3-
MOXHa 0e3 OMpeAe/eHHbIX YCWIMI Kak
CO CTOPOHBI CO3/1aTeNsl apTOOBEKTa, Tak
U CO CTOPOHBI 3puTesi. Bo3HMKHOBeHME
MPOU3BEIEHMS UICKYCCTBA OCYIIECTBIISICT-
¢Sl KaK aKTUBHOE MPOHUKHOBEHME B CYIII-
HOCTb XyJ0KECTBEHHOTO MPoobpasa, Kak
pe3yJbTaT COBMECTHBIX YCUJIUM XydOX-
Huka u 3putens. O cBoeM 1poekte «Bo-
opyxeHue rinaza» (1995) Top Yaxan roso-
puT cienyioliee: «Mbl TOJKHBI BBIPACTUTh
B ceOe HeKHii MprOOp, TTO3BOJISIOLINIA yCO-
BEPIICHCTBOBATD Hallle BUICHUE HETTOCPE -
CTBEHHOI CYIITHOCTH O00BbEKTa MCKYCCTBA
CKBO3b IIIyXYIO CTEHY KYJIBTYPHBIX U IICEB-
TTOKYJIBTYPHBIX HAIIaCTOBaHMIA»2. [Iist He-
ro, Kak JJIs1 KJIacCM4YecKOro XymoKHHKa,
MOJMyJIEM TIPOM3BENECHUST MCKYCCTBA SIB-
JISIETCS YEJIOBEK, MPUYEM C TOUKU 3PEHUS
00BEKTUBMU3ALIMM CBOMCTBEHHOIO YeJ0-
BEKy Ipoliecca BOCTIPUATUS (B MPOEKTE
«MAN» (1997) uMeHHO yeNI0BeK SIBISIeTCST
00BEKTOM U CYyOBEKTOM «paboThI»). Ocoboe
(€ero MOXHO OBLIO OBl Ha3BaTh «IPUOOP-
HBIM») 3peHIe, HEOOXOAMMOE JUIsI BOCIIPH -
SITUS CYIIIHOCTU 00pasa, — a XyIOXHHUKa
0oJ1ee BCero 3aHMMaeT MMEHHO «BOCKpelIle-
HUe o0pa3a» — NOKHO BOSHUKHYTh OJ1a-
roiapsi UCIMOJb30BAHUIO HOBEHIIIMX TEXHO-
JIOTHI, TPEIOCTABIISIIOIIMX BO3MOXHOCTh
«00BEKTUBHO» Y3PETh UICaTbHBIN MUP.
Hnero cBoeli mpenpiayiieii paboThl
«XJ1e6 1 BuHo u Marb-Cripa-3eMiis», siB-
JISIIOIIEIICS 110 €r0 3aMbICITY BU3yaIn3ali-
eil «aKCTIIePUMEHTAILHOTO TIOATBEPXKACHHUS
TUIIOTE3bI O TPAaHC(PU3NUECKOM BO3ICICT-
BUM TPOM3BEACHUIN COBPEMEHHOIO HC-

KyccTBa Ha Hoochepy», Top Yaxan mpo-
JIOJKAeT CIelnpoekToM «Xieo Hebar.
151 crenuanucToB B 00J1aCTU UCTOPUU
HMCKYCCTBA BO3IEHCTBIE XyI0KECTBEHHBIX
MPOMU3BEACHMUII HA CO3HAHUE 4YeoBeKa
U 3KUBbI€ 00EKThI MATEPUATIBHOM ITPUPO-
IIbI, C OIHOM CTOPOHBI, HE MOUIEXKUT COM-
HEHUIO, HO C IPYTOi — BCE 3Ke pacrpocTpa-
HSIETCSI TOJIBKO Ha 00J1acTh co3HaHus1. Top
CTPEMUTCS O0BEAMHUTD HAYKY U KCKYCCT-
BO, IEMOHCTPHUPYS B XyI0KECTBEHHOI (hop-
M€ DKCIIEPUMEHT, BO3[ACHCTBIE KOTOPO-
IO pacIpoCTpaHsIeTCs AaxKe Ha MaTepUIo.
Bmecte ¢ TeM OH IpU3bIBACT COOPATHEB 110
LIeXy 3aayMaThbcst 00 OTBETCTBEHHOCTH 3a
CBOU JIESTHUSI.

[IpocTpaHCTBEHHAST KOMITO3UIIMS
«XJ1e6 Heba» BKITIOYAET IMITh LIMKJIOB, KO-
TOpBIE CBSI3bIBACT OOIIAsT Mesl, BBIHECEH-
Has B Ha3BaHue. KaxIblii 13 HUX OCBella-
eT HanboJiee 3HaUnTeIbHBIE TeMbl HoBOTO
3aBeTa U B LIEJIOM XPUCTHUAHCKOIO MUPO-
Bo33penus. [lepBoiil n3 UKIOB — «Da-
BOp» — IpeacTaBisieT co00il B OyKBasib-
HOM CMBICJIE TIPOEKT: 3TO ILIaCTUYECKUIA
MakKeT MOJIENIN TOpblI, CO3MAaHHBIA Ha OC-
HOBE Ie0e3MYeCKOro yeprexa, a TakxKe
€ro TpexMepHoe M300pakeHKe Ha IKpaHe
u ororpacdun B pa3HbIX pakypcax. Kax-
NIBIN yeTyn Oyayiieit moaenu ropsl Ilpe-
00paXkeHUsI, 110 3aMbIC/TY XyI0XHUKA, T0JI-
KeH OBbITb COpa3MepeH JICCTHUYHOM CTy-
MEeHU WM HEMHOTO IPEBBILIATD €€, YTOOBI
MOABEM COBEPIIAJICS C HEKOTOPHIM TPY-
oM («LlapctBo HebecHoe cumoro Gepet-
csl, ¥ YIIOTPeOJISTIONINEe YCUINE BOCXUIIA-
10T ero» Matd. 11:12).

Hwkin «Xne6 u Buno u Cymuii Toc-
noab» — cepust pororpaduii B 00OpaTHOI

MPOEKTHI

MePCIEeKTUBE, MOCBIICHHAS OCHOBHBIM
€BaHIeJILCKMM CMBOJIaM, BU3yaJIbHO IIPE/i-
CTaBJICHHBIM B psie KOMITO3ULIMIA C U30-
OpaxkeHueM xyieba, BMHA, BUHOTPAIHOM
rpo3nu, bubauu u 6orocay:keOHbIX KHUT.
OnHy U Ty K€ IMPEAMETHYIO KOMITO3UILIUIO
XYIOXHUK (poTorpadupyer ¢ pasHbIX TO-
yek. MI3MeHeHue pakypca TpaHChHOpMHU-
pyeT pa3Mepbl ¥ MPOMOPLUK IIPEIMETOB
COIIACHO MPUHIIUITY 00paTHOM IIepCIeK-
THUBBI ¥ IPUOTKPHIBAET 3PUTEIIIO HOBYIO
peabHOCTb YK€ 3HAKOMBIX Belleil. 3pu-
TeJIb BOBJIEKACTCS B CO3MaHUE LIETOCTHO-
ro o0pasa, KOTOPBIii JOJKEH BOSHUKHYTh
B €r0 BOOOPaXKEHUU.

Crnenyromas cepusi pororpacduii Ha
XoJicTe — UK «Yyno» — caenaHa «Imo Mo-
TUBaM YYAECHBIX SIBIICHUIA, CBSI3aHHBIX
¢ xJe6oM 1 BUHOM B EBaHrenuu». Jlako-
HUYHbIE KOMITO3UIIMK, CO3aHHbIe [opoM
Yaxaom, cayxkaT 3pUTeNI0 KIHYOM, OT-
KPBIBAIOIIMM IIEPCIIEKTUBY €BaHTEIbCKUX
yynec (IpeBpallieHus xjieba B BUHO, Ha-
CBIILIEHMs] YE€ThIPEX U IISATU ThICSY, IPe0d-
pakeHUsT MATEPUH ), TIPEIBAPSIIOIINX B C-
TOPMM XPUCTHAHCTBA €BXapHUCTUYECKOE
TanHCTBO. Eciin OTTaakuBaThcs OT UOAEU
Kapena CBacbsiHa O TOM, UTO XyIOKHUK HE
YTBEPXKAaeT U He OTPUILIAET SIBJICHUIA MU~
pa, HO Ha3bIBAET, «BbICKA3bIBACT» UX, TO
[JIArOJI «BBICKA3bIBAET» KAK HEJIb3sl JIyd-
1Ie MOAXOAUT K M300pakeHUsIM XJIeOOB
u pbi0 Topa Yaxana. Co3gaHHbIe UM 00-
pasbl, Ha MIEPBBIIA B3IJISI, POCTHI, CIOB-
HO OykBHI asipaBuTa. OMHAKO XJIeO, PhI-
Obl, BUHO M BOJA, YBUIECHHbIC XYIOXHU-
KOM CKBO3b «3aXKMIaTeIbHbII (DOKYC CHIIBI
BHUMAaHUs U JTI00BM»3, HEOXUIAHHO CTa-
HOBSITCSI MHOTO3HAYHBIMM, TIPY 5TOM OHU
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Christian Sacrament of the Table (the
Eucharist, or the Lord’s Supper). If we
are to adopt the opinion of Karen
Svasian, according to whom the artist
neither confirms nor negates events of the
world, but rather names and articulates
them, then the verb “to articulate” is the
best word to apply to Chahal’s images of
the loaves of bread and fish. At first
glance, the images created by him are as
simple as the letters of an alphabet. The
bread, fish, wine and water, seen by the
artist “excited by the power of attention
and love”?, suddenly become polysemic,
with no single possible interpretation —
not even a sum of such interpretations —
fit for full understanding, and yet they
afford to an attentive viewer a glimpse of
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something that lies beyond the realm of
the visible.

One of the most expressive series of
photographs, “Sacrifice”, characterized
by its creator as “symbolic stages of the
Eucharistic Lamb in the course of the
Liturgy of Preparation and the Divine
Liturgy”, is an assortment of images of a
light-bearing, gold-like substance. Light
and gold reference not only the proto-
phenomena of the Christian mentality, but
also the artist’s previous works, where
these substances were represented as
indispensable for the generating of forms
(“Love”, 1997, Moscow, Marat Guelman
Gallery; “Joy”, 2002, Moscow, Fine Art
Gallery; “Mein Gold”, 2002, Moscow,
Marat Guelman Gallery).

The sculpture “The Light of the
Triple Sun” — “a visualization of the
Heavenly Forces’ breakthrough into real
space” — serves as a counterpoint to the
general composition. The image of the
Light of the Triple Sun, found in certain
icons, in Chahal’s sculpture acquires a
three-dimensional form and a different
(from bottom up) trajectory in space,
compositionally closing and interlinking
all the themes both in terms of substance
and in terms of form.

Thematically, all the series as a whole
arrange themselves into a structure that
goes up like a flight of stairs, with move-
ment both vertical and horizontal. “Bread
and Wine and the Lord God Who He Is”
is the prototype of the Eucharist corre-
sponding with the sacrament of commun-
ion. “Miracle” represents the miracles of
turning water into wine, the feeding of the
4,000 and 5,000, and the transfiguration
of the material substance which, histori-
cally, is at the core of the sacrament of
Eucharist. “Sacrifice” represents the sym-
bolical transfiguration of the material sub-
stance of bread and wine (the Eucharistic
lamb) into the body and blood of Jesus
Christ, who sacrificed himself for the peo-
ple’s sake. “The Light of the Triple Sun”,
the divine force shooting through matter
and transfiguring it, is the symbol of the
transfiguration of the world that was made
possible by this redemptive sacrifice.

The subject of Mount Tabor is a key
one, on a par with the themes of the Sacri-
fice and the Triple Sun — it is both the base
and the summit, the beginning and the
end of the way. Along this way, the miracle
of turning water into wine and feeding the
4,000 and the 5,000 happens and, finally,
the redemptive Sacrifice, reproduced as a
miracle in the Divine Liturgy, is made.

Thus, the “Bread of Heaven” in
some sense is an attempt to reproduce “an
icon in space” — in other words, the
treatment of real space which acquires,
through art, a content, as the classic
examples of devotional art that transfigure
and alter space preparing it for serving as a
medium of communication with another
world; in Chahal’s case, with the world
lying beyond an unreachable horizon. The
desire to re-instate art in its primeval role
as a medium makes the artist think that
“...the return of artists, in the age of the
Renaissance, to linear perspective is tan-
tamount to the artists’ loss of a desire to
look beyond the horizon... loss of interest
in the divine world”.

The treatment of space both inside
and outside the image, as well as a dia-
logue with the productive ideas of the
avant-garde, have become the main form-
generating principle for the artist. The
reverse-perspective photographic images

3 Svasian, Karen. The Poet and Critic in Rainer Maria Rilke’s
book “Sonnets to Orpheus”. Moscow, 2000. P. 125.

# Term coined by Alexei Lidov.

HE WCYEpIbIBAIOTCS HU OOHUM U3 BO3-
MOXHBIX TOJIKOBAaHUI U axe X obiieit
CYMMOM, HO TPUOTKPBIBAIOT BHUMATEIb-
HOMY 3pUTEJTIO HEUTO JIeXKalllee 32 TPaHbIo
BUIUMOTO.

«XKepTBa» — omHa U3 HanboJee BbI-
pa3uTeNbHBIX cepuii dororpaduii, Ha3-
BaHHBIX aBTOPOM «CUMBOJIMUECKUMHU CTa-
nusiMu EBxapucTuyeckoro ArHiia B Te-
yeHue MPOCKOMUIUU U boxecTBeHHON
JIMTYPrUW», — TPEACTaBIsIET COOOU psii
M300paxkeHUil CBETOHOCHOM, TMOI00HOI
30J10Ty cyocTaHIIMU. CBET U 30JI0TO OTChI-
JIAIOT 3pUTENSI He TOJIbKO K MepBodeHo-
MEHaM XPUCTUAHCKOTO MUPOBO33pEHUS,
HO W K mpeabinynmm pabotam Yaxana,
B KOTOPBIX HAa3BaHHBIE CyOCTAHIIMU 3HA-
YUITUCh HETIPEMEHHBIM YCJIOBUEM 00pa3o-
BaHUs dopmbl («JI1060Bb», 1997; «Mein
Gold», 2002 — Tanepes Ienbmana, Mo-
ckBa; «Pamoctb», 2002, lanepest «Daitn
apT», Mockga).

KoHTtpamyHKTOM 00111eii KOMITO31-
LMK CTAaHOBUTCS CKyJabnTypa «Tpucon-
HeuHblii CBET» — «BU3yanu3alus IMpo-
pbiBa HebecHbix Cuil B peabHOE TTPOCT-
paHcTBO». Berpeuatoruiicsi Ha MKOHax
00pa3 TpuconmHeyHOro cBeTa oOpeTaeT
B cKyJbnType lopa TpexmepHyo dhopmy
U MHYIO (CHU3Y BBEPX) OPMEHTALIMIO B IIPO-
CTpPaHCTBE, KOMIMO3UIIMOHHO 3aMbIKast
U CBSI3bIBas MEXIY CO0O0Il Bce TeMBbl Kak
10 CONEpPXKaHMUI0, TaK U Mo hopMme.

TemaTnuecku Bce IUKIIBI BBICTpau-
BalOTCSI B CTPYKTYPY, BBIPACTAIOLIYIO Ha-
rnofo6ue JeCTHUIIbI, BMECTE C TeM IIBU-
JKEHUE MPOUCXOAUT U B BEPTUKAIBHOM,
M B TOPU3OHTAJIbLHOM IOTOKaX. «XJjeO
u Buno u Cymuii [ocmoas» — mpooGpas
EBxapuctuu, cOOTBETCTBYIOIINI TAMHCT-
By npuyactus. «4ymo» — npeobdpaxeHue
MaTepuH, TipeBapsiolee B UCTOPUU XPU-
CTHUAHCTBA €BXapUCTUUYECKOE TaUHCTBO.
«XKepTBa» — CUMBOJIMYECKOE Mpeodpa-
KeHMe MaTepuaibHOI CyOCTaHIIMU XJie-
0a M BUHa (eBXapMCTUYECKOTro ATHIIA)
B IJIOTh U KPOBb MTPUHECIIIETO XEPTBY 3a
moneit Mucyca Xpucra. « TpuconHeuHbIi
CBeT» — O0XeCTBeHHas CUja, MPOHU3BI-
Baiolllasgs MaTepuio M Tpeodpaxkaromiast
ee, — CIMBOJI IPe0OpaKeHsT MUpa, CTaB-
1IEr0 BO3MOXHBIM MMEHHO Ojaromaps
HCKYNUTENIbHOM XepTBe. Tema ropsl Pa-
BOp — 9TO OCHOBaHUE U OJHOBPEMEHHO
BEpIIMHA, HAYaJIO U LeJdb YT, Ha KOTO-
pom coBepiaetcst Yyno rpeBpaliieHus Bo-
NIl B BUHO, HACBIIIEHUS YE€ThIPEX U MSITU
TBHICSIY U, HAKOHELl, UCKynuTenbHas XKep-
TBa, MOBTOpsieMasl KaK 4ydo B OoxecT-
BEHHOW JIUTYpPrUu.

«X71e6 Heba» — B ornpeneieHHOM po-
IIe TIOMbITKA BOCCO3[aHUSI «IIPOCTPaH-
CTBEHHOI MKOHBI»*, TO €CTh paboTa ¢ pe-
aJIbHBIM MPOCTPAHCTBOM, Yepe3 NCKYCCTBO
00peTalonMM HaTMOJTHEHHOCTh HAaIoa0-
Oue KJIacCMYecKMX 00paslioB, KOTOpPbIE

4 Tepmun A.M.JTupoBa.

5 .
Heawyenro M. CHoBa 0 «HEHAYUHOCTH» OOPATHOI NEPCHIEKTUBDI,
WA IPUMEHEHNe 0OPaTHOI nepenekTiBbI B hoTorpacpum.
http://ye145 narod.ru.

Yyoo. 2010
XorcT, npsimast
UV-nevatsb
130 x 200

Miracle. 2010
Direct UV print
on canvas

130 x 200 cm

Yyoo. 2010
Xodmcr, npsiMast
UV-neyatsb
130 x 200

Miracle. 2010
Direct UV print
on canvas

130 x 200 cm

npeodpaxaloT MPOCTPAHCTBO, OPTaHU3Ys
€ro [UIsl BOCTIPUSTUSI MHOTO MUpa (B CITy-
yae ¢ [opom Yaxanom — mupa, Jiexaiiero
3a HelocsATaeMOol JTMHMEI TOPU30HTA).
PabGora ¢ mpocTpaHCTBOM KakK BHY-
TPU U300paXKeHUsl, TaK U BOBHE, a TaKXKe
NIAAJIOT C CO3UIATEIbHBIMU UISSIMU aBaH-
rapaa CTaHOBSITCS IS MacTepa OCHOBHBIM
dopmoobpasyromum rnpuHLunoM. Moto-
rpacduu B 00paTHOI MEPCIIEKTUBE, BBITTOJ-
HEHHbIE C TTOMOILIBIO CTIeUATbHON ONTHU-
KU1®, BOCTIPOM3BEICHHbIE HA XOJICTE U SIB-
JISTIIOLIME OO0 M300pakeHMST OCHOBHBIX
€BaHTEeJIbCKUX CUMBOJIOB, CIOBHO MPU3Ba-
HBI YTBEPAUTD «B3TJISIT 32 TOPU3OHT» B Ka-
YecTBe 0O BEKTUBHOI, MaTEMaTUUECKU 10~
KazaHHOU peanbHOCTU. [Ipenmnoururens-
HOCTb MPSIMOII WJIM OOpaTHOM MepcreK-

MPOEKTbI

TUBBI, BO3HUKAIOIIAsI B UCKYCCTBOBEIUE-
CKOM JuCKypce XX BeKa, BUTUTCS XyI0XK-
HUKY KaK HEOOXOIMMOCTb UX CUHTE3a He
110 IPUHUUITY apU(METUUECKOTO CIIOXKe-
HUSI, HO B OXMIAHUU Yyda OTKPOBEHMUSI,
CIIOCOOHOTO MPUOTKPHITh EAUHCTBO U Lie-
JIOCTHOCTh MMpa uepe3 Aep3HOBEHHYIO M0~
MBITKY B3MJISIHYTh 32 TOPU3OHT U YBUIETH
HEBUIMMOE.

CkynbnTypHast Kommosumus «®Pa-
BOp» — €l1Ie OIHA TPaHb PaOOTHI C BOCTIPU-
situeM npoctpaHcTia. [Taen PrnopeHckuii,
Pa3MBIIUISABIIMN O MpobdJieMe 00paTHOI
MEPCIEKTUBBI, MUILIET: «... TeorpadpuyeckKast
KapTa U ecTb u300paXxeHue 1 He eCTh Ta-
KOBOE, — He 3aMEHSIeT CO00I0 MOITUHHBINA
00pa3 3eMJIM, XOTsI Obl B TEOMETPUIECKOIM
abCTpakiMU, a JTUIIb CIYXUT K YKa3aHUIO
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Tpucoaneunwiii
Ceem. 2010
Bponza

100 x 50 x 50

The Light of

the Triple Sun. 2010
Bronze

100 x 50 x 50 cm

accomplished with a Fresnel lens®, repro-
duced on a canvas and featuring the main
Gospel symbols, seem to be intended to
establish a “look beyond the horizon” as
an objective, mathematically-proven real-
ity. Chahal’s artwork casts a completely
new light on the arguments about the
appropriateness, desirability or equal sig-
nificance of axonometric, linear and
reverse perspectives put forward by several
researchers — his oeuvre shows the neces-
sity of synthesizing the perspectives not by
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simple arithmetic addition but in antici-
pation of a miracle of epiphany that can
partly reveal the unity and wholeness of
the world, in a bold attempt to look
beyond the horizon and to see the unseen.

The sculptural composition “Tabor”,
based on a topographic profile of the hill,
along with a 3-D model on screen and
photographs, represents yet another mode
of approaching the perception of space.
Pavel Florensky, who reflected on the
problem of reverse perspective, wrote:

“...a geographic map both is and is not a
representation — it does not replace the
true image of the earth, not even in geo-
metric abstraction, but only serves to
point to a certain characteristic of the
image ... A representation, no matter what
principle is applied to establish whether
points in the represented object match
points in the representation, invariably
only signifies, indicates, suggests, points
in direction of the original.”® Thus the
model “points” to the hill, which, in turn,
presumably emblematizes an original
unseen to the eye. Pictures of reality
accomplished and firmly secured in place,
each of which is only a parcel of the visible
world, together with the photographs and
the 3-D model are no longer meaningless
fragments of a broken mirror — they occu-
py an appropriate place in the synthetic
worldview created by the artist. In terms of
the different variants of perspective, all
images, all “works” filling the space are
akin to one word uttered in different lan-
guages. They all are connected through a
single conceptual core, each one insepa-
rably linked with the others the way linear
and reverse perspectives complement each
other. (Because lines converging at the
horizon part again beyond that boundary.)
Thus, a real space becomes filled with
invisible lines of correspondence of
images, essentially in agreement with the
principle on which the creation of an icon
in space, understood as a standard of
sacred space, is based’.

The creation of such a space is a very
complicated work. Perhaps this explains
why the artist “does not practise installa-
tions”. External space as created by the
artist is internalized through the viewer’s
perception, becomes transformed itself,
and affords to the viewer a glimpse of the
new aspects of visible reality, inviting him
or her to watch his/her own observation.

Thus, the space of Gor Chahal’s
work is not a cerebrally-conceived space of
linear perspective where the visible reality
must be corrected for the sake of observing
the relevant principles of representation,
nor is it a chaos of self-expression; this is
an attempt to create a new system of per-
ception that encompasses and reconciles,
organically, rationally and with mathemat-
ic precision, the known viewpoints.

A crumpled sheet with a drawing in
the “Tabor” series indicates that achieving
the ideal is desirable but impossible as yet:
the ironic instruction of “how to under-
stand oneself”. Here Gor Chahal situates
himself as an heir to, and continuer of,
early 20th-century Futurist ideas with
their unprecedented daring and equally
disarming humour.

5 Ivashchenko, Igor. Yet Another Reflection on the ‘Unscientific
Character’ of Reverse Perspective, or Application of Reverse
Perspective in Photography. At: http://ye145.narod.ru.

¢ F lorensky, Pavel. Selective Works of Art. Reverse Perspective.
Moscow, 1996.

7 Burckhardt, Titus. Sacred Art of the East and West. Moscow,
1999.

Tpucoaneunbiii
Ceem. 2010
CkynbnTypa, 6poH3a
100 x 50 x 50

The Light of

the Triple Sun. 2010
Bronze

100 x 50 x 50 cm

HEKOTOPOTO ero Mpu3Haka... u3oopa-
JKeHMe, M0 KaKoMy Obl MPUHIUIY HU
YCTaHABIMBAJIOCh COOTBETCTBUE TOYEK
M300paxkaeMoro M TOYeK M300paxkeHMUs,
HEMHHYeMO TOJbKO O3HAyaeT, yKasyeT,
HaMmeKkaeT, HAaBOAUT Ha TMpeacTaBlIeHue
MOMIMHHNKa»®. Mozenb, co3nanHas Yaxa-
JIOM, «yKa3yeT» Ha ropy, KOTopasi B CBOIO
ouepeb 10JKHA 3HAMEHOBATh COOOI He-
KU HEBUAMMBIIA I71a3y MOMIMHHUK. Do-
Torpacduu 1 TpexmMepHasi MoJeslb — Kap-
TUHBI PEATbHOCTH, KaXAasi U3 KOTOPBIX
TPEACTABISIET COOOU TONBKO YACTUUKY BU-
OMMOTO MHUpa, — yXe He SIBJISIIoTCsT Gec-
CMBICJIEHHBIMM OCKOJIKaMU pa30UToro
3epKajia, HO 3aHUMaloT CBOe Oe3yCIOBHOE
MECTO B CO3UIaEMOM XYIOXHUKOM CHUH-
TeTUYECKOM MUpPOBUIeHUN. Bce n3oodpa-
JKEHUSI, HAMOJHSIIOIINE MPOCTPAHCTBO
«paboThl», C TOYKU 3PEHUS] BAPUAHTOB
MEePCIEKTUBHOTO BOCIIPUSATHUS MOTOOHBI
OIHOMY CJIOBY, CKa3aHHOMY Ha Pa3HbIX
si3bIKax. Bce OHU CBsI3aHbI €IMHBIM CMbI-
CJIOBBIM IIEHTPOM U HEPa3pbIBHO CBsI3a-
HBI IPYT C APYTOM MOAOOHO MIPSIMOIL 1 00-

paTHOIl TMepcreKTUBaM, AOMOJHSIONINM
Ipyr apyra (Beib JUHUM, CXOISILIUECS
K TOPU3OHTY, 32 TOPM30HTOM BHOBb pac-
xomasTcst). TakuM 06pa3oM, peasibHOE TTPo-
CTPAHCTBO HAIOJTHSIETCS HEBUIUMBIMU
JIMHUSMU COOTBETCTBUSI M300pa>ke€HUI,
B YeM, COOCTBEHHO, 1 3aKJTI0YAETCs TPUH-
LM CO3IaHUSI TPOCTPAHCTBEHHOW MKO-
HbI, IOHUMAaEMbIil KaKk 3TaJlOH caKpalib-
HOTO MpOCTpaHCTBa’.

CoszgaHue MogoOHOIO MPOCTPAHCT-
Ba — HeOObIYAliHO clioXkHas padoTa. Bu-
TIMMO, TIO9TOMY aBTOP U HE MPAKTUKYET UH-
cTamsauuit. OpraHu30BaHHOE UM BHEIIIHEe
MPOCTPAHCTBO MOCPEICTBOM BOCIIPUSITHUS
CTAaHOBUTCS ISl 3pUTEJsi BHYTPEHHUM.
H3mensisick camo, OHO TPUOTKPBIBAET HO-
Bble TPAaHU BUAMMOI peabHOCTU, MPU-
raniasi 3puTesisi MoHadMI0AaTh 32 COOCT-
BeHHBIM HaOmtoneHueM. [IpocTpaHcTBO
pab6ot Yaxasa He sIBASICTCS] yCIIOBHBIM TPO-
CTPaHCTBOM MPSIMOY MEPCIIEKTUBbI, P
co0TI0eHUST TPaBUJI KOTOPOI TPUXOIUT-
Cs1 KOPPEKTUPOBATh BUAUMYIO PEATbHOCTD,
HO 3TO U HE XaoC CaMOBBIPaXeHUs. DTO

MPOEKTbI

TOMBITKA CO3UIAHUST HOBO CHCTEMBbI BOC-
NpUATUS — OPTaHWYHOM, ompaBAaHHON
U MaTeMaTU4eCKHU BbIBEPEHHO BKJIIOYAIO-
el B ce0s1, MPUMUPSIOLIEH U3BECTHbIE
TOUKU 3pEHUSI.

O cTpeMJIeHUHM K uaeany, HO Bce Ke
HEBO3MOXHOCTH €T0 JOCTUKEHUS CBUIIE-
TEJbCTBYET CMSTBIM IpacUyecKuii JUCT,
BKJIIOUEHHBIN B 1UKI «DaBop»: UPOHU-
yecKass MHCTPYKIUSI «KaK IOCTUYbL ca-
Moro cebsi». 3neck Top Yaxan mpencraet
repen 3pUTesieM B KauecTBe HACIeAHUKA
U TIpofioyKaTest PyTypucTUUECKUX uaei
Havasa XX BeKa C HUX OecrpuMepHOIit
NIEP3HOBEHHOCTBIO U CTOJIb Xe 00e30py-
>KMBAIOLIM IOMOPOM.

6 Daopenckuii 1.A., cBeHHK . VI30paHHbIe TPY/IbI MO CKYCCTBY.
M., 1996. C. 7-68 (OGpaTHast mepcneKTipa).

7 Bypixapo T. CakpanbHoe uckyceTo Bocroka u 3anaja. M., 1999.
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