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Bnagnumup Jleeawos
BukTop Monkos:
cekpeT n3obpaxeHus

«Pycckoe MckyccTBO OT MKOHbBI O HALMX JHEN XO4ET roBo-
PHUTb O MUPE MHOM. <...> A3bIK UCKYCCTBA OTAMYAETCS TEM,
4TO OH FOBOPMUT O MMpPE MHOM, O KOTOPOM MOXET CKAa3aTb
TONBKO OH OAMH. <...> YTO Xe Takoe MUp MHOE DTO 1 MUP,
KOTOPbIM HOM OTKPbIBAET PENMrsi. ITO U MMP, KOTOPbIMA HaM
OTKPbIBAETCS TONbKO YePe3 UCKYCCTBO. ITO U MUP, NIEXALUMIA
B NepeceyeHmnm 3TUX ABYX MUPOB. <...> B NI06OM criyyae uc-
KYCCTBO €CTb <...> BTOPXEHWE MUPQA MHOTO B HALW MMpP, <...>
B Hawy McTopuio <...> Mbl MOXEM CKA3QATb, YTO MMP MHOW HE
€CTb MHOM MMP, O €CTb HALWA COBCTBEHHAS MCTOPUYHOCTD,
OTKPBITAS HOM 3[1€Cb M CEMYACH.

Bopwuc Ipovic.

MocKOBCKMI POMAHTUYECKMI KOHLENTYATM3M

TepneTb He MOTy COLMANUCTAYECKMIA PEANN3M: BCS 3TA
nsonpopykums — ot Anekcangpa lepacumosa go Pepopa
PeleTHMKOBO — KAXETCH MHE YXACHO TOKCUYHOM rafOCThIO.
Koraa-to nobun gpyroe nckyccreo — HeoduumansHoe co-
BETCKOE, NPEeBPATMBLIEECS 3ATEM B COBPEMEHHOE PYCCKOE.
OpHako yxe [LOBOILHO JABHO, ECN HE CYMTATL CHACTIIMBBIX
MCKITIOYEHMI, OHO MPEACTABNAETCS MHE MyMNoBATbIM —
M, K HECYACTbIO, COBCEM HE B TOM CMbICTe, B KOKOM [yLukuH
rOBOPMA O MO33MK. 3ATO Yem Aarblue, Tem Bonblie MHe



HPABSTCS MHOTOYMCIIEHHBIE siBNeHMs, 0bpasytowme obLmp-
HYO OKPAMHY MO3AHECOBETCKOTO OMULMABHOTO MCKYCCTBA.
OT KHMXHO-XYPHQNIBHOM MAMIOCTPALMM, TEATPA, KMHEMO-
Torpada U AHUMALMK AO BCAYECKOW «UHTENIUTEHTCKOM»
nMTepaTypsl U xusonucu. MIMeHHO B 3TOT Kpyr v nonagaet
TBOpYecTBO BukTopa lMNMonkosa, paboTaswero ¢ koHua
1950-x Bo MOMeHTa cBOEl Tparnyeckom 1 Henenom rubenm
B 1974-M, korga, nbiTascb MOMMATL MALIMHY, OH ClyTan
TAKCHM C MHKACCATOPCKMM OBTOMOGKNEM 1 Bbin 3acTpeneH.

BpemeHun c Tex nop npowno BnonHe JOCTATOYHO,
4TOBbI TBOPYECTBO XYAOXHMKA YO 3a Npeaesnbl nons
3peHus nybnmkn. Mano Toro, 3a 310 Bpems npouso-
WNA ele M KAPAMHAbHAS NePEeMEeHa CAMOro 3Toro 3pe-
Hus. BMecTe co Bcemu npounmmn peBonoumsiMm B HaLle
CTPAHE CIYYMIACh PEBOMIOLUMS KYJIbTYPHAS, COBEPLIEHHO
MOMEHSIBLUAS LLEHHOCTHble KpuTepuu. [Npuyem 1o, 4TO
npexHee MOAMNONbHOE UCKYCCTBO MOMEHSIOCh MECTAMM
c odbMUMANBHBIM, HE CYTb AAHHOM PEBOSIOLMM, A TOMLKO
ee cHIoMUHYTHbIR 3 dekT. CyTb Xe, noxanyi, B BO3BpaATE
M3 NO3AHEKOMMYHUCTUYECKOM, TUXOM U CKYYHOM BAHbBKM
C NAYKAMM HA WYMHYIO U CKY4HYIO CTON6OBYIO fOpOry
ncropmn. M B 4aCTHOCTH, B NPUCOEAMHEHMM MECTHOTO MC-
KYCCTBA K MHTEPHALMOHAIBHOMY CO BCEMM BbITEKAIOLLMMM
M3 3TOro nocneacTeusmu. M ecnu B «GOPEBONIOLMOHHOM,
TPAAMLMOHHO foMopoLLeHHOM onTuke [Nonkos — kpynHas
durypa, opuruHanbHbIiA XUBOMMUCEL, OAMH M3 cospaTenei
«CYypOBOTO CTUAIS», MPEATEYA MCKYCCTBA JIEBOMOCXOBCKUX
CeMMAECATHWKOB (B 4acTHOCTH, xuBonMcK TatbsHbl Hasa-
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PEHKO) M BCE TAKOE MpoYee, TO C MOMOLBbIO ONTUKK «MO-
CNepeBONOLMOHHOW» ero He pasrsfeTb BOBCE.
MonobHas HEBUAMMOCTb M eCTb 3PDEKT BbILLEYNOMSIHY-
TOM NepeMeHbl 3pEeHMSsl, CMbICTT KOEFO B TOM, Y4TO LIEHTPASIb-
HO€ [J15 UCKYCCTBA NOHSTUE M30BPAXKEHMS TEPSET MOYTHU HTO
BCSKMM cBOM cmbich. [1o kparHen Mepe, BCIKMIA NPexXHHH
cmbicn. Teneps Begb no 6onblueit YacTm o6 UcKyccTBe roBo-
PAT He «M306PA3UTENBHOEY, O «BU3YANbHOE», OKLEHTUPYS
3pH1TENbCKOE BOCMPUATME BMECTO ABTOPCKOrO (cospatowero
06pas) gericTaus. Yo eCTb KOCBEHHAS KOHCTATALMS O4EBHA-
HOrO: OKT M306paxXeHMs PPATMEHTA MATEPUALHOTO MUPA
nepecraet BbiTb PyKOTBOPHLIM, U BMECTE C €70 PYKOTBOP-
HOCTbIO MCYe3deT BeCb TBOPYECKMM OMbIT, HO NPOTHXKEHMM
TOKOrO OKTA BO3HMKAOWMIA. AKT ONOCPEAyeTcs, d UMEHHO
nepefoBepsieTcs TEXHUYECKMM YCTPOMCTBAM M, COOTBET-
CTBEHHO, M3 HEJIMHEMHOro B CBOEM JIOTUKe AEUCTBUS NO
M306pakeHUIo Yero-nMbo NpeBpaLLAETCs B NPSMOE KOMM-
poBaHue Bu3yanbHoi obonoukn. CHauana onocpenyowmm
MHCTPYMEHTOM CIyXMWT PpOTO-, 3aTEM KUHO- 1 BUAEOKAMEPQ,
a 6nMKe K HOCTOSILLEMY MOMEHTY — BCEBO3MOXHbIE LMdpO-
Bble YCTPOMCTBA. 3Q ABTOPOM, YTHE3AMBLIMMCS B POSIM One-
paTOPA 3THUX YCTPOWCTB, OcTaeTCs Nuwb dyHKums (B Havane)
BLIGOPA MATEPUANA M TEXHONOMMM KOMMPOBAHMS U (B KOHLE)
APAHXMPOBKM, KOSUIAXMPOBAHMS, MHCTANIMPOBAHMS NOMY-
YEHHbIX KOMMWI B OKOHYATENbHOW POpPME, MPEnbIBISIEMON
3pMUTENIO B KAYECTBE XYAOXECTBEHHOrO NMPOU3BEeAEeHMS.
Bce, uto pacnonaraertcs Mexay 3TUMM KPAMHUMM TOUKAMM,
€CTb YMCTO TEXHUYECKMI NPOAYKT. Ero kauectso moxet 6biTh



CAMBIM PA3HBIM, HO B OGOM Crlyyae 3TO — TeXHMYecKoe
KQYeCTBO, M €ro He CrieAyeT MyTaTb C KAYECTBOM SCTeTHYe-
CKMM, KOK BCE YALLE CIy4aETCsi HA BbICTABKAX CETOfHSLIHErO
MCKYCCTBA, KOTOPOE 3KCMIYyATMPYET 30XBATLIBAOLLME AYX
HOBEMLME BOCTUXKEHMS TEXHONOMUM.

Bmecte ¢ aeromatmsaumeit nponssoacTsa us3obpa-
XEHWS B MCKYCCTBE 3AMyCKAETCS APYroM, napannenbHbin
npouecc. bbiToBas Bellb M3 NPOCTPAHCTBA XM3HU Nepeme-
LOeTCst B CBOEM HEM3MEHHOM BMAE B 30HY S3CTETUYECKOTO
CO3epLAHMS U TEM CAMbIM CTOHOBMTCS (XYAOXECTBEHHbIM)
3HOKOM camoit cebs (kak HexymoxecTBeHHOM, BbITOBOM,
busmnueckoit sewm), kak 6bl NpespawiaeTca B cobcTeeH-
Hoe n3obpaxeHne-konuio. DTy roNOBOJOMHO NPOCTYIO
onepauuio snepseie npeanpuHnmaet B 1900-x rogax
Mapcens [iowan, nas Hosomy aptedakTy umsa ready-made
(roToBbiit 06bexT). JleT cembaecaT cnycts M3obpeTeHHbI
MM NPUEM NMPUOBPETAET LWMPOKYIO MOMYNAPHOCTb BMECTE
C «TEXHWUYECKOM BOCMPOU3BOANMOCTbIO» (TepMmuH BansTepa
BeHbiMWHG), 30KNaAbIBAS OCHOBY TOTO TMNA 3CTETUYECKON
MPAKTHKM, KOTOPOE B CEFOAHSILLHEM MUpPe GUTYpUPYET NOA
MMEHEM COBPEMEHHOTO UCKYCCTBAY.

TeM COMBIM XyAOXECTBEHHAS MPAKTUKA M3 CO3AAHMS
M306paxXeHMit NPeBpaLLaeTcs B 3aHSITME MO BHIBOPY Ma-
TepMana st HUX U KOHEYHOWM APAHXMPOBKE: UCKYCCTBO,
TOK CKA3ATb, MeHsieT MecTo obuTaHus. B peaynstare Bo3-
HMKAIOT NO KPAMHEN Mepe TPU CyLLeCTBEHHeMNLWMnX db-
dekTa. Bo-nepsbix, XyAOXHMK, M3BABASSCL OT PYYHOro
TPYAQ, 13 ABTOHOMHOTO KYCTAPSI-OAMHOYKM NPEBPALLAeTCs
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B Y4OCTHMKA OBLLECTBEHHOrO NPOM3BOACTBA: NpuobpeTas
cBo60Ay B OAHOM CMbICNIE, TEM COMBIM TEPSIET €€ B APYTOM.
Bo-BTopbix, M3obpaxeHue, yTpaumsas pykoTBOPHOCT,
PeAyLMpyeTcs A0 HYNS XYAOXECTBEHHOCTH, CTAHOBMTCS
3CTETUYECKM HEBUAMMBIM — NOMPOCTY COBOKYMHOCTbIO AbIP
B HOBOM NMPOCTPAHCTBE MPOM3BOACTBA BU3YANbHBIX LEH-
HocTel. B-TpeTbux, HOBOE aCTeTMYECKOE MPOCTPAHCTEO,
BLINECHYBLUMCb 30 MPEAENbl 3TUX AbIP U OKPYXMB MX CO-
601, BOMNOTUBLUINCh BO BCAYECKMX MHCTANNALMAX, MHCTUTY-
LMOHAMbHBIX U MPOYNUX CPEAAX, CMELUMBAETCS C BHELLHMM
MMPOM, CMELMANU3UPYSCb TENEPb, CKAXEM TAK, HA €0 KOH-
LenTyanbHOM AU3aiHe. MIMEHHO 3TO 3040NM0 AO CeropHsiLu-
HWUX CBEPLUEHWI UMEN B BUAY BbILUEYNOMAHYThIN BeHbsmuH,
MUCABLUMI O MMCTUYECKOM MCTOKE JTI060ro YHUKABHOIO
(unTam: pykotBopHoro) nsobpaxenus, nsbaeneHue ot Ko-
TOPOrO OH BUAEN B TEXHUYECKUX CPEACTBAX KOMMPOBAHMS.
MMeHHO TexHMYeCcKoe KOMMPOBAHME CMELLAET SCTETUKY M3
M306PA3UTENBHOTO 3a3ePKAsbs B MPOCTPAHCTBO PEANBHOE,
coumanbHoe. Tak, N306pakeHne-yHUKAT, HEBAXHO, XOPO-
ee MAW MNOXOE, CTAHOBMTCA 3HOKOM QNbTEPHATUBHOTO
06pasa Xu3HK ero aBTOPaA, M3 NPEXHEH HOPMbI — YyTb K
HEe ACKEe30M: 3CTeTCTBOM, GYHAAMEHTANUIMOM MK bpH-
KOBCTBOM.

* % %

Ho ewe HepaeHo Bce obcTosno nHave. CeepxueHHOCTb
M306PAXEHMs BO Nbly COBETCKOrO LAPCTBA COXPAHANACH
MHOTO [0fblle, YEM B SHEPTUYHO ICTETUIUPYIOLLMUXCH 3eM-



10 nsax k 3sanagy ot Hero. YyTb M HE OTPULATENbHbIN rpagyc

OKYJbTYPEHHOCTH POAHbIX MPEAENOB B KOYECTBE ECTECTBEH-
Horo 6anaHCa NOAPA3YMEBAN MHTEHCUBHYIO KOHAEHCALMIO
COBOKYMHO/ 3CTETUYECKOM SHEPTUM B €AMHUYHBIX TOYKAX-
M306paXeHNsIX, OTYEro Te BLIFMSAENN NPAMO-TOKM BUAE-
HUSIMM MHBIX MUPOB. KaKOBBIMM MO CyTU CBOEM M SIBASNMCS,
eCn, KOHEYHO Xe, y MX cosfaTeneit 6bina focTaTouHasl
K Tomy cnocobHocTb. Y onkosa oHa, HeCOMHeHHO, Bbina:
30 HEAONTYIO XM3Hb OH yCren HaCO3AABATL TAKUX MUPOB
B AOCTOTOYHOM KonmyecTee. [TocTaebTe pagom penpoayk-
un «Crpouteneit bpartcka» (1960) u «Ocennmx poxaein»
(1974) v nokaxute ToMy, KOMY 3TOT MOCTEP HEBEAOM: HM
30 YTO He [OoragaeTcs, YTO KAPTUHbI MUCAHbI OLHOM U TOM
xe pykoi. M paxe coecem 6anskue no Bpemenn pabortsi,
kak, k npumepy, «CesepHas nechsi» u «Cembsi bonotosbix»
(06e — 1968 ropa), cnosHo Bbl caeNaHbB PA3HBIMM MOALMM.
Sl roBOpIO HE TOMBLKO O TOM, YTO B XYAOXECTBEHHOM KPYTY,
K KoTopoMmy npuHagnexan Nonkos, Nogo6HLIX NPUMEPOB
He Hanpelws. []eno B Tom, 4To BOOBLLE NPK BLICOKOM YPOBHE
Ka4YecTBA NOJ06HAS UBMEHYMBOCTE — KPAHE PEAKAs B UC-
KyCcCTBE Bellb.

B cBs3u ¢ 3TUM, HOBEpHOE, NULLYLLME O XYAOXHUKE OT-
MEYaIOT ero «NPUBEPXEHHOCTb K CTUIM3ALMMY, NOJ KOTOPOM
IBHO PA3YMEIOT BlIEYEHNE UMEHHO KO MHOMMM OBBLEKTAM.
Ho HeraTeHOro B Ty 3MoXy TEPMMHA «3KNEKTUKA» M3bera-
10T, BBIPAXASIC MHOCKA3ATENBHO: «KPYT XYAOXECTBEHHBIX
MHTEPeCcoB MAcTepa Gbin UCKIOYUTENBHO WHPOK U PA3HO-
obpaszeH». Cam xe XyAOXHMK B JHEBHWKE O CBOEH TBOpYe-
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cKoi MeTofe 3aknoyaet cnegylolwmm obpasom: «Muorpa
HEBONbHO BO3HWMKAET NEPES, IMA3aMM CTHIb TOFO MM MHOTO
MacTepa, KOTOpbIM MOACKA3bIBAET CPEACTBA BOMMOLLE-
Hus <...>. [logYMHKTL BCE 3TO M MCNONb30BATHL AN HaMbonee
NOMHOTO BLIPAXEHMWS BHYTPEHHEro CMbicna paboTsl — BOT
rnaeHoe. Bo Bpems pabotel Hag, , Ctpoutensmu bpatcka”
MHe 6binn 6anskn Kopun u KopHenny baba; ,bpuraga ot-
AbIXaeT” CO3AABANACH NOA BO3AEHCTBUEM PYCCKOM MKOHbI;
.dBoe” — c BocnomuHarnem o CpegHesekosbe u bottnyen-
mm; ,MeseHckue BRoBb" — nog BAMSHUEM MKOHBI, TPApHKH
B ABA LBETA XyAoXHuKa [ypus 3axapoea, nponseeaeHui
Snb [peko... Cenvac Punonos u Laran»'.

To ecTb, No ero cobCTBEHHOM MbICM, OH BoObLLE He
CTUAKU3YET, OH MOAYMHAET U UCMONb3yeT, OKA3bIBAETCS
noJ, BO3AENCTBUEM APYIUX XYAOXHMKOB POAM pPeLleHus
cOBCTBEHHBIX 30404, M BHELIHEro (A CTUAM3aLMS CBA3AHA
c BocnpownasefeH1em 6onee BCEro BHELWHErO U Y4yXOoro —
1306pasnTensHOM MaHepsl) B 3TOM BECKOHEYHO MeHbLUE,
YeM BHYTPEHHETO, MbICTIEHHOTO, SMOLMOHANBLHOTO, HEBU3Y-
anbHoro. Ml MmaHepa ero ot nofBepXeHHOCTU BO3LEHCTBUAM
CTAHOBMTCS He MeHee, a bonee MHAMBMAYAnbHOM. MHAKBK-
AYQNBHOCTb 3€Ch HE O3HAYAET EAMHCTBA NEPCOHANLHOTO
93bIKA, PA3 OT PA3y BOCNPOM3BOANMOTO B HEU3MEHHOCTH.
Hanpotve, MHAMBMAYQNLHOCTb 3AKIIOYAETCS KAK PA3 B OCO-
6OM YYBCTBUTENBHOCTM K MPEAMETY, CIOXETY, MUPY, KOTOPbIM
nsobpaxkaetcs. Matepus 3TUX MMPOB BCSKMIA pa3 pasHas,
OTTOrO M BUA MX TPEBYET BCAKMI PA3 YHUKANBHOM «HACTPOM-
KM», eOMHUYHOTO S3bIKA €ro M306PaXeHMs.
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5l BoBCe He cTpeMnioch ¢ nopora 3asensTb [lonkosa
30aB3TbIM BU3MOHepoM. [ns Havana Bypem cuutaTthb ero,
HY CKQXeM, MyTeLeCTBEHHUKOM. [lyTelwecTBEHHMKOB B TOM
COBETCKOM cTpaHe bbino MHoro. Ho TypucTbl, anbimMHKUCTl,
NONSIPHUKM, FEONOTU-POMAHTUKM U CTPOUTENM rONyBbIX ro-
POLOB fepXanuch oblieaemokpaTnieckux popm bercrea
OT «CyeTbl TOPOAOB M MOTOKOB MALWMH». A BOT nyTele-
CTBEHHUKM-XYAOXHWUKM MPELNOYUTANN SIUTAPHbIE U3BOLbI
sckanunama. Mx npodeccus yxe cama no cebe — nober 3
LapcTBa ObLecTBEHHOM HEOBXOAMMOCTH, U3 YETO ClIedyeT,
4TO M NYTELECTBUS XYAOXKHMKOB, B MPUHLMME, UMEIOT He
OfHO NnLWb reorpaduyeckoe namepenue. Mx uensimm moryt
6bITb «MecTa (0BBEKTBI) CUMbI» COMOrO PA3HOTO NOPAAKA —
KyJbTYPHO-MCTOPUYECKOTO, [lyXOBHOTO, MeTadopHnieckoro
M. A

B 1967 ropy, B pasrap cBoero «poMaHa» C CEBEPOM,
BukTtop lMonkoe npsimo HasbiBaeT Npupomy 3THUX MOMCKOB-
nyTewectsuit: «<He 3Hato, kak Ha 3anage, a y HAc yxon
B cebs (Ha ceropHaWHMIA aeHb) Heobxoamm. M 3To He yxop,
a npuxop k cebe <..>». 3ByYMT pagMKanbHO, HO BHELLHE,
HQ MOBEPXHOCTU XM3HM, Y HETO BCE BbIMMAAMT TAK XeE, KAK
My MHOMUX KOJIIer U BOOBLLE COrPaXAAH: KOMCOMOMbCKME
CTPOMKM, TOMNLKO YTO YMOMSIHYTLIM pycckuit cesep, Tapyca
M OKPECTHOCTH, BOWHA, HAPOA, MKOHA u ny6okK, MywkuH
n 1. A. To ecTb Bpofe 6bl BCe 3TO HA CTO NPOLEHTOB B AyXe
BPEMEHM, HMYETO IMYHOTO, HO TOJILKO O TOM MOPSI, MOKA HE
BMOMLLb MOMKOBCKMX KAPTUH. MIMEHHO OHM — pokasaTens-
CTBO TOTO, 4TO [j15 HETO 3TO HE OfiHM CIOXETHI, TEMbI, CTEPEO-

Bukrop lMonkos
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TUMBI, MOABI M NPOYME MUSES SMOXM, HO eLle M NMepPCOHASb-
Hble MMPbI, PEANTM30BABLUME CUMBONTMYECKMUIA NMOTEHLMAT,
3AN0XEHHbIM B Npupoae n3obpaxenus: «...Y MeHs camble
NPEeKPACHbIE MUHYTHI B paboTe — 3TO OTKPbITUE, OXMBIEHUE
PABHOAYLWHBIX, GE3PABNNYHBIX AN1Si MEHS 4O TOTO BPEMEHM
NOHATMM, BeWen. I OXMBAAIO UX, OHUM — MeHs». B ceomx
MyTewecTBUAX OH CO3AAET-OTKPLIBAET NApPAsenbHble NPO-
CTPAHCTBA TAM, FA€ Apyrue-npoune obHAPYXMBAIOT AWLLb
HaBop CYyBEHMPOB, STHOrPAPUYECKMI PEKBUIHT.

«fl nexan Bo3ne CTeHbl HQ YACTOM MOMY U CMOTPEN HA HMX
chusy. To nu s 3agpeman, To fM 3a6bICs, HO, OYHYBLUMCb,
SICHO YBMAEN BCIO CLEHY, KOTOPAS CABMHYNA U BPEMS,
M NMPOCTPAHCTBO, M UX XWU3Hb, U MOIO XM3Hb <...>», —
nuweT Nonkoe o Havane paboTsl Hap KapTUHOM «Boc-
nomuHanms. Baosbi» (1966). Bot oH, cnosHo 66l yepes
CThIK KOAPOB B GUIIbME, 3TOT CABMI B NAPAIIENbHbIA MUP.
XyBOXHUK YNOMMHAET, 4TO 0BPA3OM AMsi KOMMO3ULMK eMY
CNYXWI HOYUHOIOLWMIA YBARATH LBETOK MMOHA: GUrypbl BAOB
pPa30LWnCh NenecTkamu, 3anyctus xoposop. Kak useTHow
BUTPOX-PO3a, BNPABEHHbIA B CEPbIM KAMEHb CPEAHEBE-
KOBOro cobopa, nepes HOMKU KPACHbIE BAOBbI B CEPOM M3~
6SIHOM MMpE, 3TAKAsi CEBEPHO-PYCCKAS TOTUKA.
Mckyccteosen Onbra f6noHckas 3amevana, 4to non-
KOBCKME NEPCOHAXM — «He KOHKpeTHble BAoBbl OTeyecTBeH-
HOM: Te B WecTuaecaTbie B COBCEM He TAK yX CTApbI»?,
4YTO 3TO BAOBbI CPA3Y BCEX MMABHbIX BOMH Poccum npowwnoro
Beka. Ho nopospesato, 4To 1 ee TPAKTOBKA CAMLLIKOM



14 «dbusmyeckas». Ckopee BLoBbl elie B HONbWEN CTEMNEHM

«pyrme» — LBETHbIE B MMPE, TAE BCE JINLIEHO LBETA — He
TONBKO MHTEPbEP M36bl, HO M NEM3aX 3a OKOWKOM. M Tonb-
KO 3epKano cnocobHO OTPA3MTL KMBOE-KPACHOE, AA elue
OrOHbBKM MOTYXLEH O PUONETOBOrO NAPbI AHIOTUHBIX M1A30K
HQ KPY>XeBHOM casndeTke B GbIBLUEM KPACHOM YTITy, A€ BME-
CTO MKOHBI — nopTpeT Mapkca aa GoOTOKAPTOUKA MYXKUMHbI
(oTua-cbiHa-myxa-6pata) B BoeHHOM dopme.
CrocobHocTb npespawats camsie obwue mecta
B He4To ocobeHHoe u oaywesneHHoe y [lonkoea Bbipa-
XeHa c o4yeBMaHoOCTblo. YT0, Kazanock 6bl, MOXET BbITh
6onee 06e3NMYEHHBIM, YEM KPACHOE AJ1si COBETCKOTro
yenoseka? Tonbko BOT LBET OAEXA ero BAOB, MO KACATENb-
HOM HAMOMHMWB O HEPEBOJIOLMOHHOM, MPEKPACHOM
kpacHom [Netposa-BoaknHa, ckopei u cunbHel Bcero
MPOYUTLIBAETCS CMMBONMYECKM — KAK 3HAK YYBCTBEHHOM
CTPACTH, KK HAPAA, HEBECT JOMNETPOBCKOrO ELLE BPEMEHMU.
Kak noMHMM, B Ka4ecTBe OAHOTO M3 UCTOYHMKOB BIIMS-
HMSt COM XYLOXHMK YKA3bIBAS HO iBYXLUBETHYIO rpaduky [y-
pus 3axaposa. [Mprem aeyxupeTtkn cam no cebe sdpdekTeH,
HO OfJHO 3TO He Moo Bbl CTATL MPUYMHON €0 UCMOMbL3OBA-
Hus Monkoeeim. OH pepko pabotan abcTpakTHo-Gopmarb-
HO, W ANl 3AMMCTBOBOHMS LIBETOBOTO PELLEHMS JOMXKEH Bbin
CYLLECTBOBATL KOKOM-TO O4Y€Hb PEAbHbIM NOBOA: B OCHOBE
€ro UCKyCCTBA BCErAa NEeXand Xu3Hb, d He noHsite. [Jpyroe
AEeNo, YTO M306paxeHme X13HU yA0BNETBOPSIO €ro, b
6yayun fOBEAEHO 00 YPOBHSA cMMBONM3Ma («MeHblue yae-
NATb BHUMAHMS MYCTAKAM B HATYpPe, TONbKO CNEAUTb 3a ee
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CYLWHOCTbIO pagu Toro, 4tob BLIPA3WUTL CunbHee eex). Bor
M YEePHO-KPACHOE, CKOHAEHCHPOBAHHOE MM BO «Bposax»
[0 CMMBOJIA, CKOPEJ BCErO MMENO OYeHb KOHKPETHOE MPO-
ncxoxgetve. K npumepy, Ha cTeHaX fepeBeHCKMX JOMOB
OH BCE BPEMs BUAEN KPACHbIE 3B€3bl — MO YMCAY YLIEALMX
HQ BOMHY, MPUYEM ECAN Y 3BE3AbI KOHLbI BblN YEPHBIMMU,
3HQYMT, YLIEAWMI C BOMHbI TAK M He BEpHYncs... Minu Bbino
YTO-TO ele, He CyTb. [NaBHOe, 4TO peanbHbii cybeTpart
BCeraa npucytcreyet. M npodeccroHanbHas 30BUCMMOCTD,
YenoBeYEeCKas HEBO3MOXHOCTb 6e3 Hero 4To-To fenatb
MOXeT BOX0auTh A0 rpoTecka. Tak, pabotas Hap OfHOM
M3 NYYLWMX CBOMX KAPTUH «XopoLwui yenosek 6bina 6abka
AHUCBA», OH BOXMAANCH OCEHM, YTOBbI NOEXATh B LEPEBHIO
Benerox (rae ero sHakomyio AHKCbIO M XOpOHMAK) nucaTh
MMEHHO TaMOLWHMeE XenTble nucTbs Ay6a. Mpu Tom uto
MOHEPA MUCbMA 3TOM KAPTUHBI — MKOHHO»-yCNOBHAS KOK
BoobLUE, TAK M MO 4ACTU U3OBPAXEHMS PACTUTENBHOCTH.
Ho 370, cobcTBEHHO, MOHSTHO: YCNOBHOCTL M PEAIM3M
Y HOLEro aBTOPA CYLECTBYIOT CIMTHO — BCE PABHO KAK
6aHansHoe 1 ocoberHoe. Peannam pacteopsietcs B ycnos-
HOCTM, BLITATMBAS €€ HA YPOBEHb «OAYLIEBEHHOCTU»: «Ha-
TYPY HYXXHO UCMPABASTL, KK FPEKM, U 3ATEM, MCKOBEPKAB,
OnNsATh BO3BPATUTLCS K HATYpPHOM HaType». MckoBepkaHHas
«HATYpHAst HATYpa» y [1oNKoOBA — He YTO MHOE, KAK pe3yrib-
TaT pepopmaumn (Mnu onaTb xe CTUAM3ALMM — KOK Npea-
NOYMTANM FOBOPUTbL COBPEMEHHbIE [1OMKOBY KPUTHKM, As
KOTOPbIX TEPMMH «AedOPMaLMsi» MMen Cyrybo pyraTesibHbii
cmbicn). Mpuyem nprem aedbopmMaLmMm XyAOKHUKOM UCMOb-
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NyCTb OYEHb JIMYHO NPENAPUPOBAHHOM, HO CTUAM3ALMM
4y>KOrO BM3yQsIbHOTO S3bIKA, BO-BTOPLIX, B LENSX CO3AAHMS
5KCMPECCHBHOM KOHCTPYKLMU M30BPAXKEHMS, €€ BHYTPEHHEN
BEPHOCTU TOM CAMOM «HATYpPHOIM HaType». M B niobom cny-
yae 31a aepopMaLM — OTHETANBO rPAPUYECKOM NPUPOADI.

B cuny obcrositenscts nonyuns rpacduyeckoe obpa-
sosanue, Bukrop lNMonkos ¢ camoro Havana xoten 6biTb
XMBOMUCLEM, LOBOJNBHO BLICTPO XMBOMMUCLLEM CAENANCS
M B KOYECTBE TOKOBOTO BOLIEN B MCTOPMIO PYCCKOTO MC-
kycctsa. Ho mbicimn npu sTom rpaduuecku. Ero peitcren-
TENbHO 3aMeYaTeNbHbIE PUCYHKM MPEEMCTBYIOT LOBOEHHON
coeTckoM rpaduke, Toi ee Tpaguumu, uto uaet ot Obuwe-
ctea crankosuctos (OCT), B yactHocTn ot Anekcangpa
Hewrekn n pannero tOpus MNMumerosa. A nporpammHble
KAPTHUHBI — CBOEOBPA3Has «rpadmyecKas XMBOMUCE», CO-
CTOALASH B TPYAHBIX OTHOLUEHUAX C LBETOM W PAKTYPOM, HO
30TO 4ETKO APTUKYSIMPOBAHHAS TMHEMHO M KOMMO3ULMOHHO.

Ecnn 0bpatiTbes K AHATOMMYECKMM AHANOTUSIM, 3TA
XMBOMUCb — ropasno 6onblie cKenet U pasBeTBAEHHAs
HEPBHAS CUCTEMA, Hexenn kposb M koxa. O ckenete 4yTb
MO3Xe, YTO XE [O HEPBHOM CMCTEMbI, TO MMEHHO rPadHKa
bonee APYrMx PyKOTBOPHbBIX MCKYCCTB Y4yBCTBUTENbHA KO
BCEMY TOMy HeBepbanM3yeMoMy, HO 3aTO BOMMIOLLE pe-
QNbHOMY, MHOXECTBEHHO AETANbHOMY Pa3HOObpa3uio, 13
KOTOPOro AUCTUNAMPYETCS U ByX BPEMEHM, U MOM-KYNbTypd
snoxu. B BU3yanbHOM cMbiciie NOM-KynbTypa COBETCKMX
LIECTMAECATLIX-CEMMAECSTbIX MO NMPEUMYLLECTBY rpaduyHa:

Bukrop lMonkos
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KHMXXHQS M XYPHANBHAS UAMIOCTPALMS, TUNOTPApHKA, OHM-
Mmaums 1 Tomy nopobHoe. Huuero ma storo lMNonkoe Bpoge
66l 1 He cTUIU3yeT BYKBANBHO, HE UMUTUPYET, HO GepoMo-
HOM 3MOXM Ero XMBOMUCh POHMUT U3PsAHO. HYero cTouT yxe
10, KaK no6oBHO NpoyepyeHa B kapTuHe «[poe» (1966)
CTPOYKA HA LXMHCAX, 3TOM ONULETBOPEHUM 3AMNpPEenesb-
HOWM CBOBOAbI ANt MHOMUX NMOKONEHM COBETCKMX MPAXAAH.
M MOXHO NM He 3AMETUTb TOTO, YTO BhILLEYMNOMSHYTAS KAp-
TMHO — COBEPLIEHHO UANIOCTPALMs 13 XypHana «fOHoCTb»,
TAK Xe KaK NofoTHO «3umHue kaHukynbl» (1972) — noutw
YTO YKPYMHEHHBIA KAAP M3 COBPEMEHHOTO eMy MynbTdhub-
Ma. Mnu 4o no-aeBuubM HOPUCOBAHHbIE FONOBKMU-TNIA3KM-
pyuku MywkmHa n KepH 13 ogHormeHHoM kapTtuhbl 1974
rofd — Mo CyTM OMMOX BYHAEPKMHAY-XyAoXHuue Hape
Pyweso#, a peByuke c xoncta «Monogsie n3 gepestun Yna-
HOBO» TOrO €& rofid OBHOM MWL KPOLIEYHOM KOPOHBI He-
pocrtaer, 4Tob obepHyTbes kakoi-HMbyab [MpuHueccon-74.

CkasaHHoe — He ykop. Peub BoBce He 0 TOM, XxopoLo
MNM NAOXO 3TO B NpUHLMNE, d 06 ocobeHHOCTH, o cneundu-
Ke — MHAMBMAYANbHOM M 3noxanbHoi. Bes ata nunuywas
K F1a3aM «Meno4YEBKA» NPeACTABASET OAHO U3 NPOSIBIEHMIA
3MOLIMOHAIBHOM XM3HH, LO3Y cBOBOARI, 4TO BbiNa OTNYLLEHA
TeM niopgsiM. He cnydaito xe Bce bonee-MeHee BOsbHble
OBUXEHMSI, BCE HOBALMM B HOA3EMHOM YOCTM KYTbTYpbl CO-
BEPLUANMCH B MASIBIX W MPUKICGAHBIX BUAAX UCKYCCTB, B TO
BPEMsl KOK [IABHbIE BMALI OCTABAMMCH XECTKO HOPMUPO-
BAHHBIMK. M opuruHansHocTb Xxueonuck [Nonkosa kak pas
B TOM, YTO BO3MOXHOE HQ KyNbTypHOM nepudepun oH ymen
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ponroro spemenn. OTYero ero KAPTUHLI CErOfHs ANs HAC
TAK M CTPAHHBI.

Hy a Tenepb o monkoBckoi XMBOMMCH KAK CKeneTe,
O KOHCTPYKLMK ero n3obpasutensHbix mupos. Ecan rpy6o,
NPOCTPAHCTBO ero paboT AENMUTCS HA iBA TUNA — 30KPLITOE
M OTKpbIToe. A B MPOCTPAHCTBE OTKPLITOM OYEHb BAXEH
MOTHB BXOLA-BbIXOAA M HaMpasneHue Barnaaa. Nepsas
M3 3HauMMbIx kapTuH astopa, «Crpoutenn bparcka», no-
KO3bIBAET NepCOHAXEeN, NPEeACTOSMX HOM B BUAE KMKOH-
HbIX» CMITySTOB HO TEMHOM (OHE, M B STOM TEMHOTE, KPOME
AQbHUX OTOHBKOB, MOYTU HMYero u HeT. B 1o Bpems kak
HQ GHAIOMMYHBIX MOSIOTHAX €ro TOBAPMLLEN MO «KCYPOBOMY
CTUMIOY» MONSIPHUKM, MNOTOTOHb, HEPTAHUKM UIIM CTPOUTENH
AEMOHCTPUPYIOTCS HA poHe cyrybo [HEBHbIX Ner3axen,
B3OY[OPAXKEHHbIX TPYAOBbIMM CBEpLLEeHMsIMU. Ecin e ewe
YMOMSIHYTb O NIArepHbIX HaKOMKax, kotopsie [Nonkoe cHa-
yana 13obpasun Ha pyKax CBOWX repoes, d MOTOM — OT
rpexa nofanbiiue — ¢ HUX y6pan, To CUMBONMYECKMI CMbICH
TOM TEMHOTbI, YTO Y 3TUX repOEB 30 MIEYAMM, B MPOLLIOM,
CTQHOBMTCS SICEH COBEPLLEHHO.

MocnepHss, HeOKOHYEHHAs, NonkoBckas pabota
«Ocennue goxan» (1974) — nonHas npoTMBONONOXHOCTb
Tonbko yto onucanHor. OauHokas ¢urypa nosta Ha no-
pore foma B MUXainOBCKOM BMAHA CO CMMHBI, C JIMLOM
BMONOGOPOTA M 3AKPLITHIMK FMMA3aMM. Tenepb He repou Ha
HOC, HO Mbl HO FEPOSi U CKBO3b HEFO CMOTPUM HA BeCcKoHeu-
HO MENAHXOMNMUYHBIM PYCCKMI NEN3AX KAK B €AUHCTBEHHO

Bukrop lMonkos
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peansHoe Byayuiee. A 3aKpbiTble 1A3a M NO3a NO3TA,
CMMBONU3UPYIOLME ETO BHYTPEHHEE FrOPEHbe, KAPTUHHO
ACCOUMMPOBAHbI C KOCMOCOM NMPUPOZbI.

[Be 3T KAPTHHBI (KAK TOYKM HQYANA M KOHLA TBOP-
4ECKOro MyTH) 30MKHYThI B TPMATUX €lle OAHOM, aBTOMNOp-
TpeTHoi — «Pabota okonuenax (1970). YepHo-HouHOM
bOH ¢ «BONOTHBIMM OFHSIMM» FOPOAA M CLEHWUYECKM APKOE
ocBelueH1e nepeaHero nnaHa sgeck 13 «Crpoutenei», 3a-
KpbiTble r1a3a nepcoHaxa — u3 «[lylwkuHa», a nonoxexue
TENA, PA3OMKHYTOCTb PYK M MPK 3TOM 3AMKHYTOCTb CUAY-
3TA — HeYTO CpeaHee Mexay HUMM. [1o3ToMy M cMOTpHM
Mbl B HOYHOE OKHO KOK B CTPOHHO CMELIAHHbLIE MPOLLIoe-
6yayliee, BXOA-BLIXOM, A0 KOHLA HE MOHMMAS CTEMeHM
0606LWeHMs, 30KTIOYEHHOTO B HO3BAHMMU: B KOKOM TAKOM
cMbicrie paboTa aBTOPA OKOHYEHA?

Bce 371 Bx0abI-BbIXOA! BiepBble GOPMUPYIOTCS, NOXA-
ny#, Tonbko B «Meserckom umknes. MpocTpaHcTBo oTKpbIBA-
eTcsl C TPYAOM — YTOBbI BCKPbITb €10, XyAOXHMKY TpebyeTcs
CHOYANA NPOTECTUPOBATL 3AKPLITYIO BEPCHIO M306PaKEHHO-
ro Mupa. [NporcxoanT 3To, KAK 1 MONOXEHO B TO BpeMs, bna-
roAaaps 30MMCTBOBOHMIO OMBITO MKOHOMMCH: 3EMHASsH TBEPAbL
ONPOKMABIBAETCS HA 3PUTENS, 30AMPAACh K BEPXHEMY KPaio
KAPTHHbI, KONMYecTBO Heba, COOTBETCTBEHHO, CTPEMMTCS
K Hynio. Bnepsbie nocnegosatensHo — xots U popMab-
HO — 3TOT NpueM ucnonb3osaH B xute 1965 ropa «bpuraga
otabixaeT». Ha 1o, 4Tobbl HACITUTE MPUEM CMBICIOM, NOHA-
nobwuncs ewe rop. M ot B 1966-M nosensioTcs, ¢ 0fgHOM CTO-
poHbl, «[lBoe», c Apyroi, Nnepeas 13 <Me3eHCKMUX» KAPTUH —



20 «Bocnomunanme. Boosbi». «[poe» — npsmo-taku obpasel,

30KPBITOrO MPOCTPAHCTBA: IOHOLLA M AEBYLUKA 30XKATbI MEXAY
MOBEPXHOCTBIO 3eMK (C3aaM) M PU3NUECKON NOBEPXHOCTbIO
kapTuHbl (cnepeau). M uto xapakTepHo: B AanbHeMwWwem YyTb
1M He Bce paboTbl HA BPAYHYIO TEMY UCMIONBIYIOT Ty MM MHYIO
BEPCHIO FEPMETUYHOTO MMPA — HE MHAYE KAK YCTOMUMBYIO
MmeTtadopy Tynmka. Bo «Baosax» xe B 3aMKHYTOM NpOCTpaH-
CcTBe BrepBeble NPopy6aeTcs OKOLKO BO BHELWHMIA Mip. Bpoae
KOK elUe HEPELUUTENbHO, B N1eBOM BOKOBOM CTEHE, M B 3TO
OKOLLIKO OAHA 13 Babynek norsasbieaet. A gBa roga crycrs,
B «CeBepHOM necHe» Noao6bHOE Xe OKOLIKO BO3HMKAET yXe
HO MPOTMBOMONOXHOM, NPABOM CTEHE, HO HA Cel pas3 Ms-
[MTCS B HETO 3AE€3XMi MonogeL,. 3aTo Apyroe, rMaBHOE OKHO
BO3HMKOET MPSIMO MOCEPEAMHE, M HALL B3MSA IETUT K HEMY
KOPMAOPOM, CO3AAHHBIM PUIYPAMM NEPCOHAXEN: CNPABA —
rocTei, AAHHBIMM B XONOMHbIX TOHAX, CNEBA — MOIOWMX UM
CTapyLiek B JIMIOBOM-PO30BOM-KPACHOM M, MPOAOIIKAS MX
PAd, YK€ HA CMHEelOLEeM OKOLLIKE — MATMYEeCKMi «KPACHbIN
LBETOK», TO 1 IEN0 NoCceLuatoLit nonkosckue paborsl. A 3a
OKHOM — BeckpaitHee NPOCTPAHCTBO, NONHOE BO3AYXA, rae
B OJMH LIBET JIEHTA PeKM U BevepHee Hebo.

B 570 BospywHoe mope y [Monkoea mbl nonapaem,
NOXANYH, NN ABAXALI: B « IMLWKMHE» 1 B «Malickom npasg-
Huke» (06e — 1972 ropa). M obHapyxueaem 3gecs Ty, 4To
B «CeBepHOM necHe» fepxand KAMepPTOHOM JIAAOLLKY U Ha-
3bIBANIAC «EBOYKOM-Menoauei». Tenepb OHA, KK NCKUxaror,
BCTPEYAET HAC Y BXOAA B M306paxkeHue, 4ToBbl yBECTH B €10
npocTop. M npoctop 3TOT ABHO METAPU3MYECKOrO TONKA.

Bukrop lMonkos
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B Tom xe ropy Monkos nuiweT ewie ofHy «<ME3eHCKyIo»
kapTuHy — «CeBepHas 4acoBHsi». [ae npocTop nNpocTpaH-
CTBA CHOBA [AH BOAM3M, HO MPK 3TOM, KOK U B KOPTMHAX
CO BAOBOMM, 3 MPEAESOM. YXe He CKBO3b OKHO M36bl,
a Yepes BPATA YACOBHU. TaM BUAHBI peka, Hebo ¢ obnaka-
MM, AepeBeHckue cpybbl Ha xonme aa benas nowags. Ho
[MOBHOE, YTO MPSIMO 30 MOPOrOM CTOMT MASTbYMK U 3A4APO-
BAHHO MMSAMT B CYMPAK YACOBHM, MPSIMO HA HAC. [naguT m3
BPE3AHHOMW B KAPTUHY MEHbLIEN KAPTUHbI, 30KITIOYEHHOM
B POMKY BXOAHOro npoema. Hag KoTopbim, yXxe B «Hallem»
NPOCTPAHCTBE, MAPST TPM KPACHBIX aHrend. M Mbl 3HaeMm,
4TO 3TA CTEHA — 3ANAHAS, HO KOTOPOM MULLYT NOCMEPTHBIN,
Crpaweiit Cya. M a1a cTteHa ¢ aHrenamu otaensiet Hac ot
COJSIHEYHOTO MMPA M OT MASIbYMKA, 3ACTLIBLIErO Y BXOAA
B HEro.

Ecnu kTo couteT ckasaHHOe mpeyBennyeHMEM, MyCTb
CPUBHUT 3Ty KAPTMHY C paHHeM, cospanHom B rog Kapub-
ckoro kpuauca (1962) u Hasbisasweiics «OH UM He 3a-
Buayet, unu Barnag M3 morunsi». Bot otkyna komnosuums
«CeBepHO/ 4OCOBHM», OTKYAA B3MIIsiA, KOTOPLIM Mbl OTBEYA-
em Barnsay manbynka. CobCTBEHHO, 3TO B3rNAA TONBLKO BO
BTOPYIO OYepefb HALL, O NMPEXAE BCEro — B3rs, XyAOXHN-
Ka. MIMeHHO ero nepsbiM BTSIHYNO B cOBCTBEHHOE M306pa-
XeHWe, CAENano 13 XyfoXH1Ka — nepcoHaxem. [ogobHsIi
onbiTy MNonkosa He eanHnyeH. [papyc asTonepcoHaxHoCTH
y HEro pe3Ko BO3PACTAET B MOCEAHME FOfAbl KM3HM, KOTAC
oH BykBanbHO obnavaeTcs B 0Aexabl COBCTBEHHbIX repo-
es. CHayana B WwuHens oTua (HO CAMOM Aene — B WKHenb



22 TecTs) B OLHOMMEHHOM 3HaMeHUTOM paboTe BCe TOro xe

1972 ropa. 3atemM B HOPSIA HOYANA MO3AMNPOLLNOrO BEKJ,
koraa paboTaeT HaA KAPTUHAMM, NOCBALEHHbIMM [yLKMHY.
Mpu 5TOM CUMATOMATUYHO, YTO M FEPOM, C KOTOPLIMU OH
OTOXAECTBISAETCS, HE U3 YUCNA XMBBIX, M MPOCTPAHCTBO M30-
BpaxeHus CTaHOBUTCS BCe MeHee ¢uanyHbIM. [laxe koraa
BbIMISIAMT BMOJTHE PEASIbHBIM — KAK B KAPTUHE «XOPOLLUMIA Ye-
noeek 6bina 6a6ka AHKCbS», TAE NPOBOXAIOLLME NOKOMHULY
YKPBIBQIOTCS OT BOXK/AS, KOTOPOTO HET, U BCE MOTOMY, 4TO, MO
MBICIIM XYAOXHMKA, BOXAb 3TOT — MX COBCTBEHHbIE CNE3bl.

Mo cnosam yxe ynomunasLerocs Netpa Kosopeserko-
MIAALEro, «TeMa cMepTu BoobLie BCEraa nputsrusana
xypoxHuka. <...> [onapas B nob0oi HE3HAKOMBIN ropog,
MonkoB NepBbiM fENOM OTNPABASNCS HA KNAAGMLLA M nofon-
ry rynsn TaOM, pasrisgeiBas MOTWIIbI, YATAS HOAMMCH HA Na-
MSTHUKQX, BLICYMTLIBAS MO AATAM BO3pacT»®. BoT 1 k ceoemy
copokaneTuio (cnyumeluemycs onatb xe 8 1972-m) Monkos
nenaet paboty, rae Ha GoHe KNAABULLEHCKMX KMTAPHUCOB
M306PaXEH NONYNPO3PAYHBINA QHrEN C OTPE3AHHOM rOI0BOM
XYBOXHMKA B pyKe M ero o6e3rnaBieHHbIM TENIOM Y HOT.
A LecTbIO rofAMM PaHbLLE MMENA MECTO U PEAbHAS MOMbIT-
ka camoybwuitctsa. Ja u cama rubens He ctana ans [Nonkosa
COBEpPLUEHHON HEeOXMAaHHOCTbIO: «[To cBMAeTenbcTBAM
BAU3KMX APY3EM, B MOCNEAHUE AHM C HMUM MPOUCXOAUNO
YTO-TO HEMOHATHOE, OH CTaN OCOBEHHO HEPBHBLIM U Tpe-
BOXHbIM. TPYAHO CKA3ATb, SIBASMIOCH N 3TO NPefYyBCTBUEM
CKOPOM CMEPTU UK AeNno BbiNo B O4EPEAHOM XM3HEHHOM
Kpu3uce, Ho Ben cebs [Nonkos He Tak, kak obbivHO. 3a He-

Bukrop lMonkos



23

penio po rmbenn ox nossoHun A. PyTkuHy, ¢ KOTOpbIM He-
saponro go storo esaun 8 PepanoHToBO, M cKasan, 4To
XOYET MOMPOLLATLCS, MOTOMY YTO YXOOMT M3 XU3HM, BEnen
noxopoHuTs ero B Beneroxe. Copeasuuiicst nocne Takoro
3BOHKa K [Nornkosy Ha BpsHckyto, PyTkuH 3actan xyaoxHuka
CUAALLMM B MOCTEPCKOM OAETHIM B MYLIKUHCKMI dpak»?. Hy
a 12 Hoabps 1974 ropa xynoxHuk [Nonkos, kak 1 nost
MywKuH, norub ot nynu, NPABAQ, BbIMYLUEHHON HE U3 Ay3ib-
HOTO MMCTONETA, A U3 CTBOJIA HEAAEKBATHOTO MHKACCATOPA.

* % %

B kakom-To cmbicne 3Ta cyapba B Te Xe rogbl 6bina onuca-
HO BPYTMM XYROXHUKOM. B 1972-75-m Toxe rpaduk no
o6pasosatuio Mnba Kabakos cosgan umkn 13 gecstu anb-
60MOB, HO3BAHHBINA UM «[ecatb nepcoHaxem». Kaxapiit 13
anbbOMOB 3AKOYAN «CIOXET-NPUTHY» 06 OAHOM M3 TAKMX
nepcoHaxeit. [o cnosam asTopa, 310 BCeraa Hbin «BnoHe
JIMTEPATYPHbIA repoi, 0bypeBaeMmblit TEMOH-COCTOSIHUEM
M MPOXMBAIOWMI STy TEMY-COCTOSIHUE OT HAYANA O KOH-

ua (...) nepconax sabonesaet ceoeit ,mpeei”, poctmraet
B KOKOM-TO MOMEHT CBOErO PACLBETA M HAMPSKEHMS U Yepes
kakoe-To Bpems (...) nornbaer...»”

Cunraetcs, 4To NPOOBPA3AMM STUX IUTEPATYPHbIX Nep-
COHQXeM BblM peanbHbIe MOANONbHbIE XYAOXHUKU-MOAEP-
HUCThl, 3Hakomble Kabakosa. MIMeHHO mx xynoxecTBeHHble
«MOHWUM» XUTPOYMHBIM OTEL, MOCKOBCKOTO KOHLLEMNTYanM3ma
0bpatin B cloxeTbl CBOMX anbbomos. Mx maHum — HO He
XM3Hb 1 He cMmepTb. YTo Kacaertcs Monkosa, To oH yx



24 TO4HO He Bbin XyBOXHMKOM aHaerpayHaa. M He kakas-To
ocobast MaHMs NPUBENA Ero K CMEPTH: ero MAHWEN KaK pas
u BbInIa cMepTb, KAK pas u Bbino mnckycctso. Ho Bce pasHo
nonyuaetcs, yto Kabakoe onucan TpaekTopuio, 4TO co-
BRana ¢ nuuuen cyabbsl Monkosa. Onucan, otcTpaHeHHo
OXBATUA B3MMAKOM, HO, B OTnume ot [Nonkosa, He npowwen
no Her. He npoxwun, He cnuncs co ceoumu reposimu. He
BOLLEJN B KAPTMHY M HE Y3HAN LENCTBUTENBHOTO CEKpPEeTa
M306paxeHus.

1 Cm. noppobree B HepasHeit monorpaduu: M1.11. Kosopesenko-mnaawnit. Buktop
Monkos. Mockea, lanepes «AptKomunteph», 2012.

2 Cwm. http://v-popkov.ru/ru/about/

3 M.M. Kosopesenko-mnaawuit. Buktop Monkos.

4 Tam xe.

5 MUnes Kabakos. 60-70e. 3anuckn o HeodpuunansHoi xusuu 8 Mockse. HITO,

Mockea, 2008, c. 137.
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Vladimir Levashov
Viktor Popkov: The Secret
of Representation

“Russian art, from the age of icons to our time, seeks to
speak of another world. [...] What makes [the language of
art] different is the message it has to convey about the other
world — something that only art can say. [...] What is the
other world? It is the world opened up to us by religion. It
is the world that opens itself to us only through the medium
of art. It is also the world that is situated at the point where
those two worlds intersect. [...] [A]rt [...] involves impinge-
ment of that other world on our own [and] our History. [...]
And what may we finally conclude? Precisely this: that other
world is not another world at all; but it is our own historicity,
revealed to us here and now.”!

| can’t stand socialist realism; all that visual produce — from
Alexander Gerasimov to Fyodor Reshetnikov — looks like
terribly toxic rubbish to me. Once | liked a different kind of
art, unofficial late Soviet art that later turned into contempo-
rary Russian art. For quite a long time, however, that art, with
some lucky exceptions, has seemed to me a bit silly — alas,
in a very different sense of the word from that Alexander
Pushkin used when talking about poetry. Instead, what | like
more and more are numerous phenomena that form the wide
periphery of official late Soviet art: from book and magazine
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literature and painting popular with the intelligentsia. It is in
this range that one can put Viktor Popkov's work, produced
between the late 1950s and 1974, the year of his tragic
and absurd death, when the artist, trying to hail a taxi, mis-
took a cash transit car for a cab and was shot down.

Since then enough time has passed for the artist’s work
to have disappeared from the public view. Moreover, that
view has radically changed over the years. Along with all
sorts of other revolutions happening in Russia, the country
went through a cultural revolution that altered its existing
value criteria. Further, the fact that the old underground
art scene has swapped places with the official one is only
a transient effect of that revolution, rather than its upshot.
The upshot seems to be the country’s return from the late
communist “bathhouse with spiders in every corner”, quiet
and dull, to the noisy and dull highway of history. It involves
the merging of the local and the international art scenes,
complete with all its consequences. If the “prerevolutionary”,
traditional domestic scope showed Popkov as a major fig-
ure, an ingenious painter, one of the founders of the “severe
style”, the forerunner of the 1970s “left-wing movement” of
the Moscow Artists’ Union, an individualist tendency with
a modernist slant, and all the rest of it, our “postrevolution-
ary” scopes leave him totally invisible.

This invisibility is, in fact, the result of the above-men-
tioned change of view, which means that the notion of
representation, central to art, loses almost all meaning. Or
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at least, all its former meaning. Because nowadays one
does not talk about the “fine arts”, with their strong tradi-
tion of figurative representation, but of the “visual arts”,
emphasizing the viewer’s perception instead of the author’s
action (that is, representation). That is implicitly stating the
obvious: the act of representing a fragment of the material
world no longer involves something created by the artist’s
hands; thus, the entire creative experience that would other-
wise emerge in the course of this act disappears. The act is
mediated — namely, put in the hands of technical devices;
consequently, its nonlinear logic of representation is lost,
the act replaced by the direct copying of a visual shell. The
role of the mediator is first given to a photo camera, then to
a film or video camera, and then, nearer the present time, to
various digital devices. The author, snuggling behind these
devices to operate them, is left with two roles: at the begin-
ning, he selects material and chooses a copying technique;
atthe end, he arranges, makes collages and installs copies,
giving them some ultimate shape which is presented to the
viewer as a work of art. Whatever happens between the two
endpoints is a product of pure technology. Its quality can
vary hugely, but in any case it is a technical quality, not to
be confused with an aesthetic one — as happens more and
more often at shows displaying recent art which exploits the
latest breathtaking advances of technology.

The production of images in artis automated, a process
running in parallel with anothe. An everyday object is moved
in its unchanged form from the space of living into the zone
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(that is, a non-art, everyday, physical object), turning, as
it were, info its own replica image. This puzzlingly simple
operation was first performed in the 1900s by Marcel
Duchamp, who called the new artefact a ready-made.
About seventy years later, his trademark device, alongside
with “mechanical reproduction” (Walter Benjamin’s term),
gains wide popularity, laying the foundation for the kind of
aesthetic practice that in the present-day world goes by the
name of “contemporary art”.

Thus artistic practice ceases to be the production of im-
ages, or representations, and becomes an activity aimed at
selecting material for them and arranging the final results;
art changes its habitat, so to speak. As a result, there emerge
at least three extremely important consequences. First, the
artist, getting rid of manual labour, stops being an independ-
ent artisan working on his own and becomes a participant
in public production: he gains freedom in one sense only
to lose it in another. Second, as a representation loses its
handmade quality, its artistic quality is reduced to zero, so it
becomes aesthetically invisible — just a set of holes in a new
space where visual values are produced. Third, the new
aesthetic space, overflowing these holes and surrounding
them, embodied in various installations and embraced by
institutional and other environments, mingles with the outside
world, its speciality now being, let us say, the world's con-
ceptual design. This is exactly what Benjamin meant when,
long before the achievements of our age, he wrote about
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the mystical origin of any unique (that is, handmade) repre-
sentation, which, in his view, could be got rid of by means of
mechanical reproduction. It is the latter that shifts aesthetics
from beyond the looking glass into the real, social space.
That is the way a unique representation, no matter how good
or bad, becomes the sign of its author’s alternative way of
life, ceasing to be the norm and nearly turning into ascesis,
be it aestheticism, fundamentalism or freakiness.

* k%

And yet, things were different up until recently. The super
value of represented image, frozen into the ice of the Soviet
realm, was preserved for much longer than in the lands to
the west of it, which were undergoing active aestheticiza-
tion. That our motherland was cultured to almost below zero
implied that, to maintain a natural balance, its combined
aesthetic energy had to condense at a number of single
points, or represented images, which made them look like
visions of other worlds, no less. Which they essentially are,
provided, of course, their creators have talent to make
them so. Popkov certainly did: in his short life he managed
to create a great many of such worlds, all different at that.
Put a copy of The Builders of Bratsk (1960) next to one of
Autumn Rains (1974) and show them to someone unfamiliar
with the master — they would never guess that both were
painted by the same hand. Even works made within a very
short time, such as, for instance, A Northern Song and The
Bolotovs Family (both 1968) look as if they were painted by
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examples can be found in the art circle Popkov belonged
to. The thing is that, when the quality of work is high, such
fluidity is generally very rare in art.

It is perhaps because of this fluidity that critics writing
about the artist point out his “penchant for stylization”, by
which they clearly mean his attraction to many objects. How-
ever, they avoid the term “eclectic”, which had a negative
meaning in that era, instead resorting to oblique formulae:
“the range of the master’s art interests was extremely broad
and varied”. As for the artist himself, his diary entry on his
creative technique concludes as follows: “Sometimes you
see, despite yourself, a certain master’s style before you,
which gives you some clues about possible means of imple-
mentation. [...] To subordinate it and use it in order to express
the inner meaning of the work to the fullest degree — that's
the most important thing. Working on The Builders of Bratsk,
| felt close to Korin and Corneliv Baba; | painted The Team
Resting under the influence of the Russian icon; A Couple,
with the memories of the Middle Ages and Botticelli; The
Widows of Mezen, under the influence of the icon, Gury
Zakharov's two-colour graphics and the works of El Greco...
Now it's Filonov and Chagal.”?

In other words, following Popkov’s own thought, he
never stylizes, only subordinates and uses things, falling
under other artists” influence for the sake of solving his own
problems, this process being far less exterior (because
stylization is linked primarily to the reproduction of things
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exterior, things that belong to someone else — of a man-
ner of representation) than it is interior, mental, emotional,
nonvisual. As a result of his susceptibility to influences, his
manner becomes more rather than less individual. Here
individuality does not mean the unity of one’s individual
language, reproduced time and again without variation. On
the contrary, it is his special sensitivity to the object, story,
world being represented that constitutes the individuality of
Popkov’s manner. The matter his worlds consist of is always
different, which is why their appearance always requires
a unique “tuning”, a one-off language to depict them.

| am not trying to present Popkov out of hand as an
inveterate visionary — far from it. To begin with, let us think
of him, say, as a traveller. There were many travellers in that
Soviet land. But while hikers, mountaineers, polar explorers,
romantically inclined geologists and the builders of dream
cities kept to publicly available methods to escape “the
bustle of cities and traffic flows” (to use a line from a song
by Vladimir Vysotsky, one of the most popular Soviet singer-
songwriters), artist travellers preferred the elite variety of
escapism. Their profession is in itself an escape from the
realm of public necessity, meaning that their travels, by their
nature, also have more than just a geographic dimension
to them. Their destinations can be “places (or objects) of
power” of various kinds: cultural-historical, spiritual, meta-
phorical and so on.

In 1967, when his affair with the North was in full
swing, Viktor Popkov spoke directly of the nature of his travel



56 quests: “l dont know about the West, but in our country (at

the moment) you have to escape into yourself. In fact it is
not so much an escape as a homecoming.” Radical though
it may sound, on the surface his life looked similar to that of
many of his colleagues and, more generally, fellow coun-
trymen: Komsomol construction projects, the Russian North
as already mentioned, the town of Tarusa and its environs,
the war, the people, the icon and the traditional Russian
woodcut print, Pushkin etc. In other words, it all seems to be
hundred per cent in the spirit of the time, nothing personal,
but that is only until you see Popkov’s paintings. Itis his works
that prove that not only does he find stories, themes, stereo-
types, fashions and other musts of the era in those things,
but also personal worlds that realize a symbolic potential
built into the nature of representation: “The most beautiful
moments in my work are those when | discover and bring
alive concepts and things that have, until now, looked aloof
and indifferent in my eyes. We bring each other to life.” In his
travels the artist creates and discovers parallel spaces where
others find just a collection of souvenirs, ethnographic props.

“Lying by the wall, on the clean floor, | looked up at them.
I must have slept or dreamt perhaps, but when | came to
| clearly saw the whole scene, which shifted both time and
space, both their life and my own,” Popkov writes of how
he began work on his painting Memories: Widows (1966).
Here it is, that shift into a parallel world, seen as if through
a frame splice in a film. The artist mentions that the idea of
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composition came from the image of a wilting peony: the
figures of widows spread out like petals, launching a circle
dance. We see them like a stained glass rose framed by the
grey stone of a mediaeval cathedral, the red widows in their
grey world of huts, northern Russian gothic of sorts.

The art historian Olga Yablonskaya pointed out that
Popkov's characters are “not the widows of the Great Pa-
triotic War, who were not that old in the 1960s"3, so these
women must be the widows of all the major wars Russia
fought in the last century. Yet | suspect that her interpretation
is too “physical”. It is more that the widows are “different”
to an even greater extent: they have colour in the world
where everything — not just the hut's interior but also the
landscape outside — is devoid of it. Only a mirror is capable
of reflecting what is alive and red, as well as the lights of two
pansies, faded to purple on a lace doily in the former red
corner, where the icon has been replaced by a portrait of
Marx and a photo of a man (be it a father or brother, a son
or husband) in military uniform.

Popkov's ability to turn the most commonplace things
into something special and alive is clearly expressed. One
would have thought that a Soviet person would find anything
red highly impersonal. And yet the colour of his widows’
clothes, serving as a tangential reminder of Petrov-Vodkin's
nonrevolutionary, great red, is more likely to be read sym-
bolically, producing the strongest impression, as a sign
of sensual passion, as bridal attire in the long-gone days
before Peter the Great.
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Remember that the artist himself mentioned Gury
Zakharov's two-colour graphics as one of his influences.
Although the two-colour device per se can produce a great
effect, that alone could not have been the reason for Popkov
to use it. He rarely worked in an abstract, formal manner,
so there must have been some very real motive for him to
borrow that colour solution; at the base of his art was always
life rather than concept. Then again, when it comes to the
representation of life, it could only satisfy him when distilled
to symbolism. (“Pay less attention to trifles in the model, just
watch its essence in order to express it more strongly.”) So
it was with black and red, condensed to a symbol in Wid-
ows — it is most likely to have come from a very particular
source. For instance, he kept seeing red stars on the walls
of village houses, their number matching the number of
men gone to war, a star with black points meaning that the
man never came back... Or it could have been something
else — it does not matter what. What matters is that the real
substrate is always there. And the artist’s professional de-
pendency on it, his human inability to do anything without it,
can sometimes turn grotesque. For example, working on one
of his best paintings, Granny Anisya Was a Good Person,
he would wait for autumn to go to the village of Velegozh
(where Anisya he used to know was buried) to paint not just
any yellow oak leaves, but their local ones — even though
it is painted in a manner that is “iconic” and conventional
overall, and particularly with regard to vegetation. Anyway,
that is easy to understand: conventionality and realism coex-
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ist in the artist's work, merging together, just like the banal
and the special. Dissolving in conventionality, realism pulls
it up to the level of “animateness”: “You have to correct the
model, like the Greeks did, and then, once you've distorted
it, go back to the model per se.” Popkov’'s “model per se”
in its distorted state is nothing but the result of deformation
(or, again, stylization, as his contemporary critics preferred
to call it, the term “deformation” having a strictly damning
sense to them). Moreover, the artist used the deformation
device in two ways: first, as already mentioned, to achieve
a highly personalized but nevertheless stylized version of
someone else’s visual language; second, to create an ex-
pressive construction of an image which, deep inside, would
be true to the “model per se”. At any rate, the nature of this
deformation is distinctly graphical.

Having studied graphic art due to some circumstances,
Viktor Popkov always wanted to be a painter, which he
became quite soon, and it was as a painter that he entered
the history of Russian art. And yet his way of thinking was that
of a graphic artist. His genuinely remarkable drawings stem
from prewar Soviet graphic art, a tradition dating back to the
Society of Easel Painters (OST), particularly from Alexander
Deyneka and early Yuri Pimenov. His programmatic works
are a peculiar form of “graphic painting” which, although
having a complicated relationship with colour and texture,
is clearly artficulated in terms of line and composition.

To use anatomical parallels, his painting is akin to
a skeleton and a highly branched nervous system, to a much
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the skeleton a little later; as for the nervous system, graphic
art, more than anything else made by the artist's hands,
is sensitive to that unverbalizable and yet glaringly real,
numerously detailed variety which, for a given epoch, is
distilled into both its zeitgeist and pop culture.

The visual element of 1960s-70s Soviet pop culture
is for the most part graphical: book and magazine illustra-
tions, typographics, animation and similar. Although Popkov
does not seem to stylize or imitate any of that directly, his
painting positively reeks of the pheromone of the era. Take,
for instance, A Couple (1966) and the way the artist lov-
ingly traces the stitching on a pair of jeans, that epitome of
extreme freedom for many Soviet generations. One can’t
help noticing that the painting is truly an illustration from
the popular magazine Youth, just as another one, Winter
Holidays (1972) is almost a blow-up from a cartoon of the
same period. Similarly, the little heads-eyes-arms of Pushkin
and Kern, drawn in a girly manner in an eponymous 1974
painting, are in fact an homage to the prodigy artist Nadya
Rusheva, while a girl in The Young From the Village of Ul-
anovo, painted in the same year, only needs a tiny crown
to turn into some Princess ‘74.

This is not meant as a blame. What is interesting is not
the quality of those works, be it good or bad in principle, but
their special features, individual and epochal. All those petty
trifles you cannot get out of your eyes are one of the expres-
sions of emotional life, the sliver of freedom those people
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had been allowed. It is no coincidence that all more or less
free movements, all innovations in the overground part of
Soviet culture were happening in the minor and decorative
arts, while the major genres remained strait-jacketed. The
original quality of Popkov’s painting lies in his long-lasting
ability to move anything possible on the cultural periphery
right into the centre. That is why his works look so strange
to us today.

And now for Popkov’s painting as a skeleton, that is,
the structure of his pictorial worlds. Roughly, the space of
his works can be divided into two types, closed and open.
And when it comes to open space, the motif of entering and
exiting and the direction of the viewer's gaze are extremely
important. The first of the author’s major paintings, The
Builders of Bratsk, shows characters as “iconic” silhouettes
against a dark background, the darkness almost completely
empty except for some distant lights. Compare that to similar
canvases, where his fellow adherents of the “severe style”
present their polar explorers, rafters, oil workers or builders
invariably against day-time landscapes agitated by work-
ing achievements. And if we remember those labour camp
tattoos that Popkov painted on his characters’ hands and
then, to be on the safe side, removed them, the symbolic
meaning of the darkness these characters have left behind
becomes crystal clear.

Popkov's last, unfinished work, Autumn Rains (1974) is
the complete opposite of the one just described. The lonely
figure of the poet standing on the doorstep in the village of
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his eyes closed. It is no longer the characters looking at
us — here we look at the character and through him, at
the infinitely melancholic Russian landscape, as if into the
only real future there is. As for the poet’s closed eyes and
his pose, symbolizing the fire burning inside him, they are
pictorially associated with nature’s cosmos.

The two paintings, representing the start and the end of
the artist’s creative life, are complemented by another, the
self-portrait Work Finished (1970), forming a closed trip-
tych. Here the black night background with its “will-o’-the-
wisp” of the city and the brightly lit, stage-like foreground
are from The Builders, the character’s closed eyes, from
Pushkin, while the position of the body and the opened up
arms contrasted with the closed up silhouette are somewhere
in between. That is why we look in the night window as if
into some odd past-present, entrance-exit mixture, unable
to fully understand the degree of generalization embedded
in the title: how is the author’s work finished?

Perhaps itis The Mezen Series where all those entrances
and exits take shape for the first time. Space is opened with
an effort, to open it up the artist first has to test a closed ver-
sion of the depicted world. As was the norm in those days,
that is made possible by an experience borrowed from icon
painting: the earth topples on the viewer, hiking up towards
the upper edge of the canvas, while the amount of the fir-
mament, consequently, tends to zero. This device is consist-
ently — if formally — used for the first time in the 1965 hit

Viktor Popkov



63

The Team Resting. It took another year to saturate the device
with meaning. And then, in 1966, there emerge, on the one
hand, A Couple, on the other, Memories: Widows, the first
in The Mezen Series. A Couple is nothing short of a speci-
men of closed space: a young man and a young woman
are squeezed between the surface of the earth (at the back)
and the physical surface of the canvas (at the front). What is
typical is that nearly all Popkov’s subsequent works on the
subject of marriage use some version of a hermetic world,
an established metaphor for a dead end if ever there was
one. In Widows, instead, closed space is cut through, a little
window onto the outside world appearing for the first time. It
is still somewhat tentative, this window in the left-hand side
wall, one of the grannies looking out of it. Two years later,
in A Northern Song a similar window appears, this time on
the opposite, right-hand side wall, but here it is used by
a dashing fellow, just visiting here, as a mirror. Yet there is
also another window, the main one, right in the middle, our
gaze flying to it through a corridor formed by the figures of
characters: on the right we see guests, painted in cold tones,
on the left, the old women singing for them, dressed in ma-
genta, pink and red, and beyond them, continuing their line,
at the window glowing with blue, the magic red flower that
keeps cropping up in Popkov’s works. Outside the window,
a boundless space full of air, the ribbon of a river and the
evening sky the same colour.

Looking at Popkov’s works, we dive into that sea of air
just twice, | think: in Silence and in May Day (both 1972).
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held her palm like a tuning fork and was called the “melody
girl”. Now she meets us at the entrance to the picture, like
a psychagogue, to take us into its wide space. This space is
definitely of metaphysical nature.

The same year Popkov paints another of his Mezen
works, A Northern Chapel. Here the wide expanse of space
is once again close by and yet, like in the widow paintings,
beyond. This time it is seen not out of the window of a house,
but through the gates of a chapel. Beyond them are ariver,
the sky with clouds, village log houses on a hill and a white
horse. But most importantly, a boy is standing just the other
side of the threshold, looking enchantedly into the darkness
of the chapel, straight at us. He is looking out of a smaller
picture, embedded in the main one, framed by the doorway.
Above it, in “our” space, three red angels are hovering. And
we know that this wall is west-looking, the one where the
afterlife, the Last Judgement is always painted. This wall with
the angels separates us from the sunny world and from the
boy, completely still at its threshold.

Should anyone think the above an exaggeration, let
them compare that painting with an earlier one, made in
1962, the year of the Cuban missile crisis, and titled He
Does not Envy Them, or A Look From the Grave. That is
the origin of the composition used in A Northern Chapel,
as well as of the look with which we return the boy’s look.
In fact, this look is ours only by proxy — it is the artist’s,
first and foremost. It was the artist who first got drawn into
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his own picture and transformed himself into a character.
Popkov experienced that more than once. The degree to
which he identifies with his characters increases in his later
years, when he literally dresses in their clothes. First it is his
father’s greatcoat (actually his father-in-law’s greatcoat)
in an eponymous work painted in the same year, 1972
again. Then, working on his Pushkin paintings, he dons
a nineteenth-century dress. It is also symptomatic that the
characters he identifies with are not among the living, while
the picture space grows less and less physical. This is true
even of those paintings in which it looks quite real, like in
Granny Anisya Was a Good Person, where the mourners
are hiding from rain that is not there, all because the artist
thinks of their own tears as the rain.

According to Pyotr Kozorezenko Jr, “the artist always
found the subject of death generally attractive. [...] Whenev-
er he came to a new place, Popkov would go to a cemetery
first thing, he would walk there for a long time, looking at
graves, reading inscriptions on monuments, calculating ages
from dates.”* So turning forty (in the same year of 1972)
Popkov produces a work where, against the background
of cemetery cypresses, a semitransparent angel is pictured,
the artist's severed head in his hand, the headless body at
his feet. Six years previously there was also a real suvicide
attempt. His death itself did not come as a complete surprise
to Popkov. Kozorezenko writes: “According to his closest
friends, there was something wrong with him in his last
days, he grew especially nervous and anxious. It is hard to
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was prompted by yet another life crisis, but Popkov did not
behave the way he usually did. A week before his death he
called A.Rutkin, with whom he had gone to Ferapontovo
shortly before that, and said he wanted to say goodbye
because he was about to leave this world, and told his friend
to bury him in Velegozh. On hearing all that, Rutkin rushed
to Popkov's, to Bryanskaya, and found the artist sitting in
his studio, dressed in a tailcoat like Pushkin’s.”> And then,
on 12 November 1974, the artist Popkov, like the poet
Pushkin, was shot dead, though not with a duel pistol but
with an inept courier’s gun.

* k%

In a sense, Popkov's fate was described in the same period
by another artist. In 1972-75 llya Kabakov, also a graphic
artist by background, made a series of ten albums entitled
Ten Characters. Each album contained a “parable story”
about one of the characters. According to the author, they
were always “pretty much literary protagonists seized by
a certain state of mind, which was also a theme, and liv-
ing this theme through, from the beginning to the end. [...]
A character falls ill with his “idea”, reaching his peak as the
tension builds, and after a while [...] he dies...”¢

It is thought that the prototypes of those literary char-
acters were real underground modernist artists, Kabakov's
friends. Apparently, the cunning father of Moscow con-
ceptualism turned their artistic “manias” into stories for his
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albums. Their manias — but not their life or death. As for
Popkov, he never was an underground artist. It was not some
peculiar mania that led to his death: it was death itself, art
itself that was his mania. And yet Kabakov happened to
trace a trajectory that coincided with Popkov’s fate line. He
traced it, held it with an estranged gaze, but, unlike Popkov,
never followed it. Never lived it and never merged with his
characters. Never entered the picture and never knew the
real secret of representation.

1 Boris Groys, “Moscow Romantic Conceptualism”, in Primary Documents:

A Sourcebook for Eastern and Central European Art Since the 1950s, Laura Hoptman
and Tomés Pospiszyl (eds), New York: Museum of Modern Art, 2002, 162-174.

2 P.P. Kozorezenko Jr, Viktor Popkov, Moscow: Galereya Art Komintern, 2012.
http://v-popkov.ru/ru/about/

Kozorezenko, op. cit.

Ibid.

Ilya Kabakov, The 1960s—70s. Notes on Unofficial Life in Moscow, Moscow: NLO,
008, 137.
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