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He caeayet 609TbCS OTKPbITH
BeAOCUNEA, 30HTUK AU AMEDPUKY.
Koraa g oTkpbiBato AMepuky, 4
nepe>xmnBaro no-CBOEMy CYacCTbe
OTKDbITHS, M 3TO 1 OTKPbIBAIO CBOIO
AMEPUKY, a HUKTO APYTrOH, 1 MHE
MPUHAAAEXKNT OPUTMHAABHOCTb

OTKPbITUSI.

Don’t hesitate when you have to
invent a bicycle, fashion a new
umbrella, or discover America.
When | discover America, | can
experience my joy of discovery.

| discover my own America, nobody
but myself, and | originate the

discovery.

Explosparyedpeni™
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“EOUM NAOBIXKEHCKNW —

McKyccTBO pOXKAAeTCs TOAbKO
AOBOBbBIO 1 CTPaAaHUEM, 1
MO3HAETCs M BOCMPUHUMAETCS
AYLLION AtO6ALLEN 1
cocTpaaaroei. B wyme ectb
wym, a He My3bika. Bocnpustue
MCKYCCTBa €CTb MHAMBUAYaAbHbIV
npouecc, Kak 1 ero co3uaaHue.

MHoto co3aaHHble
MPOM3BEAEHNS — MTAOA
BbICTPAAAHHOW >KMU3HU 1
YIMOPHOro TpyAa — IBHO
HY>KHbI AIOASIM U AOXKAYTCS
cBoero Beynoro 3puteas, Bo
4TO 5 IAYOOKO BEPIO CBOUM
M3AOMaHHbIM 1 U3PaHEHHbIM

CepALIEM.

MW

<
ABTOMOpPTPET
Self-portrait

HW3Hb B TBOPYECTBE.”

[puropmui OCTpoOBCKUH,
AOKTOP MCKYCCTBOBEAEHMSI.

boAee noAyBeka AAMAACh TBOpUECKasd AESTEAbHOCTb XYAOXHMKaA
Ecbma AaabixkeHckoro, Bobpasiuas B cebst KMBOMUCH, TeaTpaAbHO-
AEKOPALMOHHOE MCKYCCTBO, aKBapeAb, CTAHKOBbIM PUCYHOK. DTO M
AECATKM OPOPMAEHHBIX UM CriekKTakAeid B CTOAMYHbIX U nepucepuin-
HbIX TeaTpax, U cepmm KapTuH “fopoa Moero aetcTBa”, “KoHapmns”,
“AtobAMHCKOE KAapbuile B Mockee”, “BeuHblil KMA”, U UMKAbI pur-
cyHkoB “ABTonoptpetbl”, “Kapkacbl”, “KopHn” n aApyrue.

[Mpn >xmn3HM Edpm AaAbKEHCKMIA HE CTPEMUACS YTOAMUTb BAACTIM U
CUABHBIM MMpPaA Cero, He MCKaA Harpaa, 3BaHuWn, NpemMmn, 1 OTHOCUA-
€Sl K HAM BMOAHE CKEeNTUYECKU. XYAOXKHUKY NPETUAU KOPbICTOAIOOME
M KOH(OPMM3M, OH Mpe3npas AXXMBOCTb TaK HAa3blBAEMOr0O COLIMAAM-
CTMYECKOr0 peaAn3ma; OT KOHDBIOHKTYPLUMHbI M Kapbepu3ma HeyKoC-
HUTEABHO AEpPXKaACs B CTOpoHe. [peBbilie BCEro LEeHWA YECTHOCTb
B )XM3HM M UCKYCCTBE, BEPHOCTb CBOMM MPWHLMMNAM, NPEAAHHOCTb
r'YMaHUCTUYECKMM, AYXOBHbIM U, COOCTBEHHO, 3CTETUYECKUM LIEHHO-
cTam 1 naeanam. Ceon ybexxaeHns Epum AaabIdKEHCKMIA BOMAOLLLAA
B TBOPYECKOM MPAKTUKE, M 32 CBOIO HE3aBMCUMOCTb MAQTUA AOPOTYIO
LieHYy HeMmoHUMaHMs, HeBOCTPEBOBAHHOCTU TBOPUECKOrO NMOTEHLMAAA.
OH CTpacTHO >aXAaA CaMOro MpoCTOro M OAHOBPEMEHHO Camoro
GOABLLIOIO — BCE, UTO CO3AAA 32 AOATYIO XKM3Hb XYAOXKHMKA, MPUHECTH
B AQp CBOEI CTpaHe M CcorpaxkaaHam, v B 3TOM emy BbIAO 0TKa3aHo.

[Npu3HaHMe, Kak 3TO ObiBaeT HEPEAKO, MPULIAO C OMO3AAHMEM Ha
LEAYIO XXM3Hb, M BCe e UCTopUYecKas CrpaBeAAMBOCTb BOCTOPIKe-
ctBoBana. Co3paH MemopuanbHbii hoHA Edmma Aaabl>KeHCKOro,
MPOSBASIOLIMIA AEITEAbHYIO 3a00TYy O COXPAHEHMUM, U3YYEHWUM, MOMY-
ASIpPM3aLMKM TBOPUYECKOrO HAaCAEAMS XYAOXKHMKA. Bpems He Bceraa Bce
paccTaBAsieT MO CBOMM MeCTaM, HO B OTHolleHun Ecprma AaabikeH-
CKOrO OCTaeTCs HaAEXAQ, YTO 3TO MM$ MO MpaBy M MO AOCTOMHCTBY
OyAEeT HaBCeraa BMMCAHO B APaMaTMUeCKyl0 AETOMMUCb MCKyccTBa XX
CTOAETUS.
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Bcsikoe >kM3HeonucaHue HaumMHaetcs ¢ 0603HaUYeHNs BPEMEHU M MeCTa Aeit-
cteug. Edpmnm beHumoHoBMY AaablxkeHcknii poamnacsa 3 aBrycta 1911 roaa B
Oaecce.

PacckasbiBaTb 06 3TOM ropoAe MOXXHO GECKOHEUHO; AQXKEe HUKOTAQ He MoObiBaB-
wme B Oaecce 3HAIOT O Hel, Kak O €eAMHCTBEHHOM B CBOEM POAE FOPOAE C He-
NOBTOPUMO CBOEOObIUHbIM OOAMKOM, SIPKOW XapaKTEPHOCTbIO ero >KMTeAen C UX
YHUKaAbHbIM YyBCTBOM tOMOpa. ITO CBOeobpasne HaAOXKMAO TAYOOKUIA oTreva-
TOK Ha BCIO >KM3Hb M TBOPYECTBO Echrma AaablKEHCKOro, neBLa v 1306pasuTeas
“ropoaa ero aetcta”. Co3paHHas UM >XmBonmcHast Aetonucb OAecchbl AOCTOMHA
CTOSITb B OAHOM PSIAY C KHUramm AyULLIMX NMcaTeAeit OAECCKOM, MAM Kak ee MHOTAQ
Ha3bIBaIOT, 0XKHOPYCCKOM WIKOAbI — M.babeas, B.Kataesa, M.Mabda u E.MeTpoBa,
3.barpuukoro, K.IMaycrosckoro, FO.Oaewm n apyrmnx. O6 Oaecce Edpmm beHumo-
HOBMY BCMIOMMHAA BCErAQ C HEXXHOCThIO 1 AOOOBbIO.

“S1 pPOAMACS B MHTEPHALMOHAAbHOM ropoae, — nucaa E.AaabixeHckuit, — rae
KUAU U TPYAMAUCH BOK 0 OOK €Bpen M TYPKM, PYCCKME M YKPaMHLbI, MOASKM
M Hemubl. B apxutekTypHoe y6paHCTBO ropoAa BMUCHIBAAMCH LIEPKBM U CH-
Haroru, Koctea n kupxa. B Oaecce 93bik OblIA BPOAE PYCCKMIA, HO HAa CaMOM
AeAe “OAeCCKMIn” — CMA@B COAHLIA, MOPS M MHOXKECTBA 93blKOB, HAaCeASoWMX
YAOOHbIE AOMA He Bbille MATM 3Taxkel. 3AeCb AIDAM XOAMAM MO TPOTyapam,
YCTAQHHbIM LIAM(OBAHHbBIMKW KBaApPaTaMu MAUT U3 AaBbl Be3yBus, oTpaxkaBLum-
MM pasHble COCTOSHMS Heba, paCcCTUAABLIEroCs HaA STHM FOPOAOM.

MocToBble aKkKypaTHO YAOXeHbl OAMHAKOBOrO pasmepa OyAbIKHMKAMM, MO
06erMM CTOpoHaM KOTOPbIX POCAM OAypMaHMBaBLIME 3anaxom 6GeAble akatmu
M 10>KHbIe KallTaHbl, yKpalag B Mae KaXKAOro roAa 3TOT M3AyYaBLUMI CBET,
AOOPOTY M AACKY FTOPOA. A €CAU Bbl — MaAbUMK, U B BalIEM AOME BCE 3A0POBbI,
a Ha CTOAE, YCTAQHHOM LIBETHOM KAEEHKOM UAM GEAOI CKaTepTblo, LIYMUT AO
6Aecka HaAPaeHHbI CaMOBap, a Ha TapeAkax AexaT CKymbpus, o6AOXKeHHast
AOMTMKaMM SIPKO KPACHOTrO MOMMAOPA, 1 TEMAbIA CUTHbIN XAeH C pO30BOM Ha-
kAaerkon “lNekapHa KopoTSHCKOro”, To CKaXkmTe, MOo>KaAyMcTa, YTO BaMm ellle
HY>KHO, UYTOObI ObITb CaMblM CYACTAMBbBIM YEAOBEKOM Ha cBeTe?”

Bce 6bIAO, 04EBMAHO, He Tak 6e300AauHO, Tem BoAee, KOrAa PEBOAIOLMM M BOWM-
Hbl MOTPSICAM 1 NEPEBEPHYAM YCTOSBLIMICS ObIT. Bonpeku 1 Hanepekop Bcemy B
BOCMPUSTUM M BOCMOMMHaAHMAX MaAbumka Oaecca ocTaBaAach CaMbIM Npekpac-
HbIM TOPOAOM: “Moe cuacTbe ObITHS He YBaBMAOCh M TOTAQ, KOTAQ C PEBOAIO-
LIMEN MCUE3AM 1 CaMOBap, M CKYMBPMS, M TEMAbIA CUTHbIN XAe6, KOTAQ M3peAKa
rnepenasaAn Maaam, Makyxa, MamaAbira, MaMcoBas Kalla Ha KOKOCOBOM CaAe B
CTOAOBOM “Apa”. §l He MeHbLLEe YAMBASIACS M PAAOBAACS AepPeBSLLIKaM Ha Horax C
BEPXOM M3 MOMOBCKMX PW3, KOMOMHE30HaM, MPUCAQHHBIM M3 AMEPUKM, He B3U-
past Ha HeYAOOCTBO MOAb30BaHMSI UMM, 3aMEHMBLLIMM MHE MaTPOCCKY, KOPOTKME
LUTAHMLLKM M BECKO3bIPKY C HAAMUCbIO “OTBaXkHbIR”. B 3TU TpyAHble rOAOAHbBIE
rOAbl, C YaCTbIMM CMEHAMM BAACTM U AEHEXKHbIX 3HAKOB, AtOAM, OOAbHbIE OPIOLLI-
HbIM M CbIMHbIM TU(OM, COXPaHUAN AOBPOTY MPEXKHUX, CbITbIX AET”.
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Opecca — 3T0 MOPEe M COAHLE, YAMLIbI U GYAbBApbl, CaAbl U PbIHKM, HO MPEXAE
Bcero Oaecca — 3T0 OAECCUTDI, M MOHSITUS 3TN CAMTHBI U HEPACTOP>KMMbI. “Mos
Oaecca, — npoaorxkan Eprm beHLMOHOBKY, — UyAECHbIN FOPOA, U OMPEAEASIAACH
OHa He apXMTEKTYPOM, KaK HEKOTOPbIE FOPOAA B MMPE, 1 MOTOMY €€ Y MeHsi B Kap-
TUHax no4tn Het. HeT 1 Heba, noTomy uto ocoboro Heba, Kpome A0BPOro, Toraa
Hap Opeccor He ObIAO. BblAM 3aKaTbl U BOCXOABI M CEpoe, MOKPbITOE Tyyamu,
He6o, 1 cHoe, roayboe. “I Bbia Bevep, 1 ObIAO yTPO”. BbiAM AIOAM, 1 1X S HOCUA
B CBOEM AYLLE, UX MOMHMA M OLLyLLIAA GOAbLLE, YeM AOM Ha AeprbACOBCKOM, YTOA
Puweabesckor. Ho s Beab He Mapk LLlaraa, uto6bl OHM Y MEHSI BUCEAW B BO3AYXE
1 AeTaAm 1Mo Heby. OHM AIOOMAM KyLLIATb U MUTb, MM HY>KHbI ObIAM CTOA 1 TAPEAKM,
OHU €3AMAM Ha APOXKKAX, OHM TOPrOBaAM M MOKYMaAW, OHM paboTaAu U YUMAUCH.
“WN cotBOpMA Bor 3emMAI0”, @ OHM, OAECCUTBI, YCTAAAM €€ MAUTKAMM U BYAbIKHM-
Kamm, YAOXKUAM PEAbCbI U MYCTUAM MO HAM TpamBau PyCCcKo-GeAbrMIACKOro obiue-
cTBa. M MHe, XyAO0XKHUKY, OCTAaAOCh TOAbKO MOBEAATb 06 3TOM MPUBbIUYHBIMU AAS
MeH$ CpeACTBaMM, OTNYLLEHHbIM MHe borom TaAraHTOM”.

Maabumieckas namMsiTb O rOPoAe TOM MOPbl OKa3aAaCb HAa PEAKOCTb LLEnKoii;
MHOrO BpeMEHM CIyCT$, Y>Ke 3PeAblii 1 MHOTOOTbITHbIN XYAOXHMK YNIOMUHAA O
TOM, KaK TECHO M KOHKPETHO CBS3aHO ero TBOPYECTBO C OAECCKMMM BrieyaTae-
HUSMM ABTCKMX AeT: “Beaas kpacka B MOMX XOACTax, NMpeBpaTMBLLAsCS B LBET
M TOH, B39BLLas Ha cebs BOAbLLYIO MAACTUUYECKYIO U SMOLIMOHAAbHYIO HarpysKy,
CTaBLLUas 3HAUUTEAbHbIM KOMIMOHEHTOM MOMX KapTUH, POAMAACH, BOSMOXHO, OT
6eAo LBETYLLER akalumm 1M OT CBeYeK KallTaHoB, M OT GeAblx GpioK, MaTepya-
TbIX Ty(DEeAb, BbIAU3AHHbIX 3yOHbIM MOPOLIKOM, M pybOallek-TeHHUCOK” .

INosectBoBaHme 06 Oaecce npespallaeTcd B pacckasbl camoro Edpmma Aaabi-
>KEHCKOro. MOoXeT, KTO M 3HaA ee Ayulle U AOAbLLE, HO MAaAO KTO Tak TOYHO M
rAy6OKO YyBCTBOBAA Ty AYXOBHYIO, MPPaLIMOHAAbHYIO CYyBCTaHLMIO, KOTOPYIO
MOXHO 0603HauYMTb Kak eABa AWM HE MUCTUUECKMIT “AyX TOpoAad”, OMPeAEASIO-
LA €ro HeMmoBTOPMMOE CBOeOoOpasne 1 NPUTAraTeAbHOCTb.

bbina Oaecca, 1 370 OblAa, — BO BCIKOM CAy4ae, A Edprma AaabixkeHckoro, —
Oaecca esperickas. ITo BblA FOPOA €BPENCcKUX BeAHSKOB M Goraveil, Herouy-
AHTOB M YAMYHbIX TOPTOBLIEB, YYEHbIX PABBMHOB M HaxaAbHbix GaHAMTOB. fopoa
€BPENCKMX MO3TOB, My3bIKaHTOB, XYAOXXHMKOB, 32 KOTOPbIMU OLLLYLLIAACS MOLLIHbIN
MAQCT HaLMOHAAbHOM KyAbTYpbl. B Oaecce >xmuan 1 TBopuAn MeHaeae Moiixep-
Cchopum 1 LLIorom-Aneiixem, X.H.Baank 1 B.OKabotuHckmin, Axaa Xa AM M MHO-
rve Apyrue, COCTaBMBLLME CAABY M FOPAOCTb EBPENCKOM CAOBECHOCTMU.

Oaecckoe ToBapMLLECTBO I0XXKHOPYCCKMX XYAOXKHMKOB, Y4aCTBOBaTb Ha Bbl-
CTaBKax KOTOPOro MOYMTaAM 33 YECTb AYULLIME XYAOXKHUKM Poccum, MoKHO 6e3
0C060i HATSAXKKM Ha3BaTb PYCCKO-EBPENCKUM.

“EBpeiickyto Oaeccy” AaabKEHCKMIA 3HAA, UTO Ha3blBaeTCsl, Ha CAYX, Ha BKYC,
Ha owwyrmb. “IT0 BbIAM HE MO NacrnopTy 1 no obpaay obpesaHus, — nMUcaa xy-
AOXKHUK O CBOMX 3eMASIKaX M COMAEMEHHMKaX, — a MO KakMM-TO HEMOHSATHbIM
MHe 1 MO Ceil AeHb MpPU3HaKaM, eBpen, AEMCTBYIOLWME AMLIA B MX NMPOU3BEAE-
HMSX ToXKe ObIAM eBpesmMn, 1 g Toxe BbiA eBpen [...] BosHukaan Aobpble, MoA-
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BUXKHbIE U POAHBIE MHE Al0AM. W OHM OKa3aAMCh BAMXKE M MHTEPECHEE, YEM Te,
B OKPY>KEHMM KOTOPbIX 9 XXKMA”. TOAbKO B 3TOM aTMOCepe 1 MOTAO 3apOANTL-
CS M OKpEernHyTb HaLMOHAAbHOE CAaMOCO3HaHWME, BO MHOIOM OfMpeAeAMBLUIEe
BMOCAEACTBMM XapakTep TBOpYECTBa M MnpoBuaAeHmnst Epmma AaabikeHCKoro.
“Ayx TeiiHe, ayx babeAasi — 6AM3KM, MOTOMY UYTO OHM, KaK M AeBUTaH, MbICAUAM
HaLMOHAAbHBIMM KaTeropusMu, 0CTaBadCb €BpesSMM MO AyXy CBOEMY — M 3TO
OMPEAEASIAO M MX NCKYCCTBO. f 3HaA eBpeeB! Kak 4 1x 3HaA! M1 noTomy pucosaa
MX U C TaKMM YAOBOAbCTBMEM OOPALLIAACS K €BPENCKOM KM3HU" .

Bbina Oaecca eBpenckux XyAOXKHUKOB M Oblaa Oaecca eBpernckKMX peMecAeHH-
KOB, 3aMevaTeAbHbIX MacTepoB CBOEro Aeaa, M 3ta Oaecca OblAa AAS MaAbUM-
Ka HeobObluaiMHO MHTEpecHa 1 npuTarateAbHa. AAsS AaAbIKEHCKOrO cpeaa MMeAa
6OAbLLIOE 3HaUEHME: TaK CKAQABIBAAMCH €ro nepsble NPeACTaBAeHUs 06 OTHOLLIEe-
HUM PEMECAQ K MCKYCCTBY M, HAOOOPOT, O MAaCTEPCTBE M O MHOTOM APYToM. “S He
ObIA IOBEAVPOM U HE YMEA AEAATb KOAELL 1 CEPET, S HE YMEA YNHWUTD Yachl, — MMUCAA
BMocAeACTBUM EprM BeHUMOHOBMY, — 51 He ObIA KECTSHLIMKOM U HE YMEA AEAATb
rpobbl, s He ObIA CTOAIPOM U HE YMEA AeAaTh LKahbl MAM KOMOAbI, 9 He OblA
oTorpachom u He yMeA 1 He yMeto choTorpadpmpoBathb, 9 He OblA MapUKMaXepom
M He YMeA CTPUUb U BPUTb, HO I TOYHO 3HAA, Kak 3TO AeAaetcs. M q Ato6oBaAcs
AOBKOCTbIO, C KOTOPOW 3aKPOWMLLMK M3 XpOMa MAM LLIEBPO KPOUA TY(PAM MAM caro-
M, S BOCXMLLAACS, C KaKOM apTUCTUYHOCTbIO LUOPHMK CYUMA APATBY, @ CaroXKHMK
3a6vBaA B MOAMETKU AEPEBSIHHbIE TBO3AM, KaK AOBKO MEPEA 3aCOAKON CKYMOpHM
BbITAaCKMBaAAM, BPa3, >kabpbl M BHYTPEHHOCTU, HE MOPBAB HUXKHEN MepernoHKK,
COEAMHSIIOLLIEN TOAOBY C TyAoBMLLIEM. Eit Bory, 310 6bIAO He MeHee haHTaCTUUHO
M KPacKBo, Yem Al0OOE CLIEHMYECKOE AHCTBME, U MaAbLibl MX PYK BbIAM CTOADb Xe
M34LHbI, Kak y Xerdeua nam [maeabca.

Beankag wryka pemecao! M MHOrMe peMecAeHHWKM AOBOAMAM €ro (Pemecao)
AO apPTUCTMYHOCTM M AQXKe AO MCKyccTBa. [...] Aloboe peMecao HeceT B cebe
3AEMEHTbI, MOYTK ConpuKacalolwmne ero ¢ UCKYCCTBOM, HO UCKYCCTBO HUTAE U
HMKOTAQ He poAUTCS 6e3 pemecaa. “ApTUCTM3M” — B 3TOM MOHSATUM €CTb YTO-TO
OT KpacuBO, A€rkO BbIMOAHMMOIO, CloAQ K€ OTHOCUTCS U “BUPTYO3HOCTb”. DTN
XapaKTepUCTUKU, MO-MOEMY, UMEIOT OTHOLLIEHWE K MCMTOAHUTEAbCKON AESTeAb-
HOCTM, a He K CO3MAATEeAbHON” .

MaAbumKy ObIAO Ha KOO M Ha YTO CMOTPETb. TOAbKO B ero Aome, Ha basapHo,
pasmMellaAnCh MapukMaxepckasi U MacTepPCKME CTOASPA, >KECTSHLLMKA, YacoB-
iMKa. MHoro nosaHee B ouepke “focnoant LLINuu, 1 cbiHOBbS” AaAbIXKEHCKMIA
00HapPYKMBAET — CMYyCTS MOABEKA! — PEAKOCTHYIO MamsTb Ha BCE MOAPOOHOCTH
paboTbl KECTAHLLMKA, BMAOTb AO OTTEHKA KaXKAOrO LIBETA, 3BYKa, 3araxa.

Ho 6bira “nepsas” Oaecca, camas rAaBHasi M BaXkHasi, M HaXOAMAAChb OHA Ha
basapHoin (notom PakoBckoro, 3atem KoonepaTuBHOWM 1, HakoHel, KupoBsa)
yamue B Aoome N2100, noA Kpbillen KOTOPOro XKMAA CEMbS 3aCOAbLLMKA PbiObI
beHuUnoHa AaAbIXKEHCKOro: ero »keHa n cbiHoBbg — Boaoad, AaHuna n Ouma.
D10 BbIA AOM, TAE LLAPMAM AOOOBbL 1 COrAacue, U obMTaAa CeMbS C AOBOAb-
HO CKPOMHbIM AOCTAaTKOM, HO KOTOPYIO HY>Aa 00XOAMAQ CTOPOHOM. B 3TOM
TenAoOM AOMe AaAbKEHCKME MepexkMAM, Kak TOraa rOBOPWMAM, FepMaHCKYIo
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BOVHY, PEBOAIOLIMOHHbIE MOTPSCEHMS, nepunetTun [paxkAaHCKOW BOWMHbI C ee
HEM3MEHHbIMM CMYTHUKAMM — MOrPOMamMM, FOAOAOM, CMEHOM BAACTei, OAECK
1 Huwety H3IMa, MHAYCTpUaAM3aUmio, KOAAEKTUBM3ALMIO, IAEKTPUDUKaALMIO
1 npoune “-umn”.

CnycTe MHOro AeT, EpuM AaAbIXKEHCKMIA HanuLeT BKAOUYEHHY0 B ceputo “To-
poa Moero AeTcTBa” kapTuHy “CamoAepykaBue CBEPrHyTO”: pyllaT NamMaTHUKM
M MOHYMEHTbI, MOAMLENCKME BEPXOM OAIOAYT MOPSIAOK, HAPOAY TbMa, MHOTME
C KpacHbIMM B6aHTaMM Ha TPYAM, HO AMKOBAHUS M 3HTY3Ma3Ma YTO-TO He OLLy-
LaeTcs...

PeBoAloLMs, coBeTcKasi BAACTb, MapTMsi — 3TO ObIAM GECKOHEUHO UYXKAble Xy-
AOXHUKY M ero 6AM3KMM sBAeHMs. M no3aHee, BO “B3pOCAOI >Kn3HK”, Ecpum
AaAbIXXEHCKMI He 6pocancs Ha GappuKaAbl, HE yCTpaMBaA AEMOHCTPAUMU U
aKLLMM NPOTECTa, HO B OKPY>KaBLUEN ero AeACTBUTEABHOCTM MO OTHOLLIEHMIO K
00CAYKMBABLUEMY PEXKMM UCKYCCTBY, OE3AYXOBHOMY M MO CyTW OE3HPABCTBEH-
HOMY, U B KM3HW 1 B TBOPUYECTBE HEM3MEHHO COBAIOAAA AMCTAHUMIO, MOAKPE-
MAEHHYI0 0CO60ro POAA OAECCKOM UPOHUEN M CAPKA3MOM.

...OTel, MHOro paboTaA: NMOHaYaAy 3aCOAbLIMKOM PbiObl, BMIOCAEACTBUM TAQB-
HbIM Ha PbIGHOM pbIHKE; YMep OH, BYAyUn TAXKeAO GOAbHbIM, B roabl OTeue-
CTBEHHOW BOWHbI, B YPAaAbCKOM 3Bakyaluu. TeM He MeHee, CbIHOBbS MOAYUNAN
xopotuee o6pasoBaHue: BAaanmmnp 1 AaHumna ctaam Bpadamu, Epum — xyaodk-
HMKOM. HernpepekaembIM aBTOPUTETOM B CEMbE MOAb30BaAACh MaTb, MpPeAaH-
Has, Alobsuas, Myapas. B xu3Hb Edprma oHa BolAQ M 0CTaAach HaBCeraa, AO
CBOeN KOHUMHbI B 1970 roay, “raaBHbIM YeAOBEKOM”, 3a00TAMBOM M HEXXHOW

Mama

Mamma




Mama / Mamma
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MaTepblo, BCEMOHMMAIOLIMM U BCEMNpPOLLIAIOWMM APYFOM M COBETUMKOM. Ecpum
6e3rpaH1UHO AIOBGUA CBOIO MaTb, HEOAHOKPATHO PUCOBAA M MKCAA ee NopTpe-
Tbl, COCTaBMBLLKNE BOAbLLYIO CEPUIO KMBOMUCHbBIX M rpacmyeckux pabor.

“Mama” — 0OAHM M3 AYULIMX M, BO BCSKOM CAy4Yae, caMble MPOHWKHOBEHHbIE
NPOU3BEAEHUS XYAOXKHMKA.

BAMXKaiLLIMM aHAAOTOM 3TOM CEPUM MOTYT MOCAY>KUTb CTPokK Mcaaka babeas:
“Bce cMepTHO, BEUHAs XM3Hb CyXKAEHa TOAbKO MaTepu. M Koraa maTepu HeT
B XKMBbIX, OHa OCTaBASET Mo cebe BOCMOMMHAHWE, KOTOPOE HWUKTO elle He pe-
LAACS OCKBEpHUTb. [1aMsaTb 0 MaTepu NMUTaeT B HAC COCTPaAaHMe, Kak OKeaH,
6e3MepHbI OKeaH, NUTaeT pekn, paccekatolye BCEAEHHYO" .

MHoro nosaHee, y>xe B M3panae 0AMH 13 KpUTUKOB nucaa: “Camble npekpac-
Hble paboThl, KakMe Mbl KOTAQ-AMOO BUAEAM B M3pamae M Ayullve akapemu-
yeckme, Kakme BUAEA 9 CaM, — 3TO MOPTPETbI MOXMAOM MaTeEPU XYAOXKHMKA B
KapaHAalle M akBapeAu: TEXHMKA BMPTYO3HA, ollylieHne (hakTypbl NAOTU M
OAEXAbl — HECPABHEHHbI” .

Aetckme roabl EpMa AaabixXeHCKOro 6blAM, HAAO MOAAraTh, MPUMEPHO TaKMMM
e, Kak 1 BOAbLIMHCTBA ero CBEPCTHUKOB: MUOHEPCKME NMapaAbl M AEMOHCTpaLIMK,
TPYAOBas LWKOAQ, ABOPbI ¥ 6a3apbl, yAWLbI U GYAbBApbl, CaAbl U MASKM FOPOAR,
MCXOXXEHHOTO BAOAb W MOMEpPeK, 3HAKOMOrO A0 MOCAEAHEro Kamyllka. Mope —
BCErAQ MOPE, YyTb AU HE KPYTAbIi TOA. AaHXXepoH, (poHTaHbl, MOPT, BaTaru bec-
NPU30PHUKOB, pblbakK, rpy3unku... HaBepHoe, eAMHCTBEHHOE, UTO OTAMYAAO
MaAbuMKa, ObiAa HEOAOAMMAS CTPACTb K MEHUIO U PUCOBAHMIO; B KOHLIE KOHLIOB,
BOCTOPYKECTBOBAAO prcoBaHme. OTKyAa B3sAACh 3Ta CTPACTb-HANaCTb Y CbiHA 3a-
COAbLLMKA YEPHOMOPCKOM CKyMOPUM, 0ObIKHOBEHHOM Ha MEpBbIi B3rAsA €BPen-
CKOM OTpOKe C basapHoM yAMLIbI — HEM3BECTHO; BEPOSITHO, CyAbOQ, a C HeW, Kak 13-
BECTHO, He nocrnopuib. Tak MAM MHade, HO B 1925 roay Ecpmm AaablikeHCKM — B
ymcAe yyalmxcs Aydileit B Oaecce XyAOXKECTBEHHOM LUKOAbI, Ha3blBaBLUENCS B
Ayxe BpemeHn CTyAmelt COLMAAbHOMO BOCMMTAHMS, TA€ OCHOBHbIM MpernoAaBaTe-
Aem 6biA tOAmn Bepluaackmin. (BnocAeACTBUM AQAbIKEHCKMIA HAMULLET, MOXKHO
cKasatb, aBTobuorpacmyueckyio kaptuHy “Ctyams bepiuaackoro”, BoWIEALIyO B
cepuio “lopoa Moero aetcrtsa”.)

B koHue XIX 1 B nepsbix aAecatnaetnax XX seka Oaecca Obiaa OAHUM M3 BaXK-
HeMWMX KYAbTYPHbIX LEeHTPOoB Poccumn n YkpamHbl, TBOPYECKas XWM3Hb, UYTO
Ha3blBaeTcs, 6maa kAtodoM. OAHA 3a APYrO OTKPbIBAAMCh BbICTABKM XYAOX-
HUKOB — MECTHbIX M CTOAMYHbIX, XYAOXXECTBEHHbIX BrieYaTAeHNI ObIAO B 130bIT-
ke. Oaecckoe ToBapULLLECTBO KOXKHOPYCCKMX XYAOXKHUKOB 0ObEAMHSIAO TaKMX
BUAHBIX MacTepoB kak K. KoctaHau (beccMeHHblii MpeaceaaTeAb o6uiecTsa),
O.bepwaackuin, A.bykoseukuin, A.layw, C.KuwmHesckuin, T.DpaepmaH,
T.ABopHukos, [1.BoroknamH, B.3ay3e 1 aApyrunx. Ha BbictaBkax ToBapumiiecTsa
OXOTHO YYaCTBOBAaAM MHOIME W3BECTHblE, MPU3HAHHbIE XYAOXKHMKM Kunesa,
Mockesbl, MeTepOypra. B roabl yTBep>KAEHUS M PacnpoCTPaHeHMs MCKyCCTBa
aBaHrapaa Oaecca He ocTaBaAachb B CTOPOHE, OAHAKO, Beaylume mactepa ToBa-
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Cyxue Obidku
Dried fish

PULLLECTBA I0XKHOPYCCKMX XYAOXKHUKOB NMPOAOAXKAAM HECKOABKO OBHOBAEHHYIO
MMIMPECCUOHM3MOM TPAAMLIMIO PeaAr3ma.

IOanin PacbamaoBny bepuaackmii (1869-1956) — oAMH M3 caMblX KPYMHbIX
OAECCKMX >KMBOMUCLEB. B cBoe Bpemsl OH yUMACS B 0AeCCKol PucoBaAbHOW
wkone y K.KoctaHam n oaHodammabua Edmma, .AaabikeHckoro, nosaHee
B MMnepaTopckon Akaaemmnn xypaoxectB y H.KysHeuosa n M.PenuHa. Opa-
PEHHbIN KOAOPWUCT U MPEBOCXOAHBIA PUCOBaAbLUMK, bepliaackuit n3BecteH
KaK MacTep MCMXOAOrMYEcKoro nopTpera U GbITOBOro XaHpa, NPOAOAXKATEAD
peaAnCcTMYecKMX TPAAMLMIA, HaKOHEL, KaK TaAaHTAMBBIA W OMbITHBIA MeAaror
UMCTSAKOBCKOM LUKOAbI. Bepliaackumit GbiA B UMCAe HaMbGOAEee aBTOPUTETHBIX Ma-
cTepoB ToBapwLLLeCTBa 0XKHOPYCCKMX XYAOXHMKOB, CMCTEMATUUYECKN BbICTaB-
Asaca B Oaecce, Kuese, MNetepbypre, npuobLia CBOMX YUEHUKOB K XYAOXKe-
CTBEHHOW »W3HM Poccum.

Ecpmm AaAbIXKEHCKMIA Ha BCIO >KM3Hb COXPAHMA GAAroAApPHOCTb K CBOEMY Mnep-
BOMY HacTaBHuKy. [O.bepluiaackomy, Mo ero MHeHMo, oH BbiA 06s13aH MHOTUM
W, MPEXAE BCEro, TeM npodeccroHaAM3MOM BbICOKOTO YPOBHSI, KOTOPbIN BCer-
AQ OTAMYAA €r0 M CAY>KMA OCHOBOW M NMPEAYCAOBMEM TBOPUYECKMX CBEPLUEHWI.

HeckoAabko AeT 3aHMMancs Ecpmm AaabbkeHCkuit B cTyamm bepluaackoro; B
1928-0M CTyAMs npekpaTuAa CBoe cyllecTBoBaHue, a tOani Padamnaosmy ne-
peLlen B OAECCKMI XyAOXKECTBEHHbIM MHCTUTYT. 1o coBeTy yunteas Aaabl-
JKEHCKMM MOCTynaeT Ha OTAEAEHME TeaTPaAbHO-AEKOPALMOHHOIO MCKYCCTBa,
npenoaasatean kotoporo T.QDpaepmaH, A.layw, B.Mioarep aaBaan ocHoBa-



JIAHXKEPOH

BHumanuio
upMTaTeAen rnpeasaraem
OAMH 13 04EepPKOB

Ecbrma AaabikeHckoro.
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TEAbHYIO M PA3HOCTOPOHHIOI MOAroToBKy. Epum mocaepoBan coeeTy m HU-
Koraa 06 3Tom He coxkareA. B 1928 roay Edpmm AaabKEHCKMIA NOCTynaeT B
Oaeccknii XyA0XKEeCTBEHHbIA MHCTUTYT M B 193 1-0M ero 3akaHumBaer.

X0poLLo M3BECTHO, UTO ECAM YEAOBEK TaAAQHTAMB B OAHON ccpepe, TO ero oaa-
PEHHOCTb MPOSIBASeTCS U B APYruX. Epum AaAbKEHCKMIA MOATBEPAMA 3TOT
(peHOMEH, OCYLLECTBMB CBOWM TAAAHT He TOAbKO B XXMBOMWCU U PUCYHKE, HO U
B AuTepatype. “KpuTuku — yTBEPXKAAA XYAOXHMK — HE MOTAM CKa3aTb TOrO,
UTO 5 3Hal0 0 cebe U YTO AyMalo O CBOEM MCKYCCTBE. DTO AOCTATOUHbIA MO-
BOA NMpUOErHyTb K 6yKBaM, a He K MPMBbIYHBIM AAS MEHSI KPAckam M AUHUAM” .
Y3Kke Ha CKAOHe AeT, 6yayun B M3panae v 3aBepuiMB B OCHOBHOM paboTy Haa
“TopoAOM Moero AeTcTBa”, AaAbIKEHCKMIA peLlaeT NMPOAOAXKUTL ee APYrMMu
cpeacTBaMu. Tak poAMAaCh Cepms 0UEPKOB, 3aAYMAHHbIX MOHAYaAy Kak CBOEro
poAa KOMMEHTapuM K KapTvHam, HO B mpouecce paboTbl 3HAUMTEAbHO Mepe-
poctumx 3™ pamku. Pacckasbl E.AaabikeHckoro 06 Oaecce 1920-x roaos —
“AaHxepoH”, “Tocnoant LLnuu 1 cbiHoBbs”, “TlocAe HOUHOM 06AaBbI”, U APY-
rme — BoOpaAn B cebsi OrpoMHbIN 3anac 3HaHWI, HaBAIOAEHNI, BOCMIOMUHAHWNA,
KOTOpbIE HE BOLIAM M HE MOTAM BOMTK B KapTuHbI. Ouepk “INocAe HOYHOM 06-
AaBbl” BreyaTAsieT, ObiTb MOXET, He TOAbKO M HE CTOAbKO CBOWMMMW KOAAM3M-
MU, CKOAbKO MPOH3UTEAbHON AIOOOBbBIO U COCTPaAaHMEM K YeAoBeky, Gyab
TO 6ECnpU30PHUK UAM MAAOAETHSS MPOCTUTYTKA, HETEPNMMOCTbIO aBTopa K
hanblum 1 nokasyxe. HanvcaHHble SpkmnM, 06pasHbiM S3bIKOM, HACbIlLEHHblE
AOCTOBEPHbIMU MOAPOBHOCTSIMM, KOTOPbIE MPOCTO HEBO3MOXHO MPUAYMATb,
3TV OYepKM — HacTosas Autepatypa. Heony6AamMKoBaHHbIE A0 CUX MOP, OHU
MeXAY TeM OpPraHMYHO BMMCbIBAIOTCS B KOHTEKCT OAECCKOI BETBM POCCUICKOI
CAOBECHOCTMU.

K beAaor Apke, cOCTOSILLEN M3 ABYX MaAbIX M OAHOTO GOABLLIOIO MPOEMOB, Npy-
BOAMAM AMBO YeAOBEUeCKMe HOMM, AMBO HOTU AOLLIAAEN, BIPSXKEHHbIX B APOXK-
K1, AMOO UeTbipe KoAeca TpamBasi HoMep ueTbipe Pyccko-6eabruniickoro obiie-
ctBa. TpamBai HaumHaAa cBov nyTb oT Ctapo-llopTopaHKOBCKOM, YyTOUKY
weA no TMpacnoAbCKOM M 3aTemM NMPSIMMKOM ABMIAACS MO YCMEHCKOW yAMLe.
Ornban AAEKCaHAPOBCKMI MapK Mo MpaBoi CTOPOHE ero nepuvmeTpa U Bbl-
XOAMA K 3TOM camoi beAol Apke, Ha KOTOPOWM CpeAn BCAKOIO POAA AEMHbIX
yKpalueHuin Bbictynaam 6ykebl “AAHXXEPOHDB” ¢ 0TOUTbIM TBEPABIM 3HAKOM.
TpamBaii elLle He yCneBaA 3aTOPMO3MTb, Kak M3 HEro BbICKakMBaAM MaAbYyraHbl,
exaslume 3anuem. (HepaBHO g MX BCIOMHMA, KOrAQ CMOTPEA MO TEAEBM30PY Ha
BbINPbIrMBAIOWMX U3 BOAbI MMHIBMHOB B AHTapkTWAe.) boAee YMHHO BbIXOAM-
AV MOAOAbIE AIOAM U AEBYLLKM, B3SIBLIME OMAETBI, U C TPYAOM OMYCKaAM CBOM
HOTM C MAOLLAAKM HA 3EMAIO CTapble XKEHLLMHbI B GOAbLUMX MUKEMHbIX MaHamax
1N HEMOAOAbBIE MY>KUMHbBI B eLlle COXPAHUBLUMXCS COAOMEHHBIX LUASINAX C ABYMS
KO3blpbKamu, 1 MOTOMY MMEHYyeMbIX “3ApacbTe-A0-CBUMAAHUS” .
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KoAesl, Mo KOTOpOW ABWMraACs TpamBan, LUMPUHON OblAa B aplivH, U 3TUMM
napaAAeAbHbIMU peAbcaMm ObIA OMyTaH Becb ropoA. Eule HekoTopoe Bpems
NMOCAE PEBOAIOLMM HEKOTOpble “BaTMaHbl” CUMTaAM CBOelt MpodecCcUoHaAb-
HOW YeCTblo MPOBECTM MO BCEMY MyTW CBOEro CAEAOBaHMS CTakaH, AO KpaeB
HarNoAHEHHbI BOAOW, HW KaneAbKn He MPOAMB M3 Hero. KoHAYKTpUCChI BbiAM
MOAOABI 1, Kak BCE OAECCUTKM — CaMble KpacuBble AEBYLLIKW Ha CBETE, He CBap-
AMBBI, 1 He MOAbIMaAK “Xait Ha Bcio Oaeccy” M3-3a He B3STOro BoBpeMs GrAe-
Ta, Y TOBOPMAM, KaK MHOTME AEBMLbI B TOPOAE, UTO “rOTOBbI OTAATbCS eMy U
He MeHble”. Bce cnmHkm, 06MTble COAOMKOI, MEPEABUTAAMCh COOTBETCTBEHHO
JKEAQHMIO MACCaKMPOB M AaBaAM BO3MOXKHOCTb CECTb HA CUAEHUS AULIOM APYT
K APYry. Pyuku 3 6poH3bl Ha CMIMHKaX, ABEPSX M OKHaX ObIAM Bblue€KaHEHbI 1
OpHaMEHTUPOBaHbl. Bce OGbIAO NMPeAyCMOTPEHO, UTOObl UYEAOBEK, eAyLIMIA Ha
paboTy, He ycTaA. He Haa0 ObIAO YMOMMHATL UCTACKAaHHOE CAOBO O KYAbTYpe
M B3bIBaTb K B3aMMHOM BEXXAMBOCTM Maccaxkmpa U KOHAYKTopa. TpamBait cam,
CBOMM CYLLECTBOM, pacroAaraA K Takomy noBeAeHMIO.

CeMmeriHas NPOryAka B TpamBae BbIrAsiA€Aa Obl CTPAHHOW B HbIHELLIHEe CyeTAVBOE
BpPeEM4, HO B MO€, TOrAQ — HMYYTOYKK. [1ana, Mama 1 Mbl, TpOe MxX CbIHOBEM, Ha
TpamBaiHoW cTaHumu [NpeobpaxeHckas, yroA YCeHCKOW, B CyMepku, KOrAa Be-
yepa OblAM AAMHHBI, @ AHW KOPOTKM, CAAMAMCh B TPaMBai HOMepP ABaALIATb LLIECTb
M OTMNPABASAMCH B MyTELIECTBUE MO KOAbLIEBOMY MapLIPyTy. Mbl CMOTpeAn yepes
OKHO TpamBas Ha AIOAEN, TYASIOLLMX MO YAMLIAM, Ha OCBELLEHHble Mara3uHbl 1 UA-
AKO3MOHbI. Mbl MPOE3>KaAr MUMO ABYX MOAMLENCKMX YHACTKOB, A€ OAHOBPEMEHHO
pa3MeLLIAAMCh M MOXKapHbIE KOMAHADBI C KaAaHYOM. [10 GaAKOHUMKY TaKO KaAaHuM
XOAMA MO KPYry MOXapHWK, CAEASl, HE 3arOPeAOCh AU TAE M UTO B ropoae. Koraa,
ropoA OKyTbiBaA MOPO3 B [MMHYC] ABEHaALATb M HWMXKE rpaaycoB Mo Lleabcuio,
Ha MauTe KaAaHu1 NMoBucaA GEAbIN LLIAP, OMOBELLABLLIMI POAUTEAEN, UTO UX AETH,
TMMHA3UCTbl AO YETBEPTOro KAACCa, AOAXKHbI MpedbiBaTbh AoMa. KpacHbin wap Ha
KpecToBMHe MauTbl 0603HauaA, uTo rae-To noxap. OAHaXKAbI Halll TpaMBan OCTa-
HOBMACS, MPOMYCKas BbIPBABLUMXCS M3 LUMPOYEHHbIX BOPOT MOXKAPHOM KOMaHAbI
AOLLIAAEN, TAHYBLUMX NMOBO3KM C 6HOUKAMM, HANMOAHEHHbBIMU BOAOW, OOKAEEHHbIMM
MOXKapHbIMM B MEAHBIX KaCKax, 3aCTerMBaBLUMMM Ha XOAY Mosca C TONOPUKamm B
yexAax M OPALAIOLMMM METAAAMUYECKMMU KapabuHamu. Takue MoBO3KM BO3WAM
MHOXECTBO CKAQAHbIX AECTHUL], 6arpbl U TOACTble GPE3EHTOBbIE LIAAHTM, CBEP-
HyTble, KaK Tolme 3men. Bce yxxe CMIAD M CBETMAOCH OT 3aXKXKEHHbIX (hakeAOB
M 3BEHEAO KOAOKOAbHbIM HECKOHYaembIM 3BOHOM. Kaxkaas moykapHas KOMaHAQ
MMeAa CBOMX MOAYMEPLLEPOHOB, CO CBOEN OTAMYHOM MACTbio. B 3TOM CTpemMuTeAb-
HOCTM BbIAO UTO-TO 3axBaTblBaloOLLEE M OT CaMOro 3PEeAuLLa, U OT TOro, C KaKMm
PBEHVEM OAHM AIOAM >KEAAAM MOMOYb APYTMM AIOASM B nocTuriueit nx 6eae. O6
3TOM MOTAM MOAYMATb B3POCAbIE; Mbl XK€, AETH, BOCXMLLRAMCH AEMCTBUEM U 3pe-
AVILLIEM, M HALLIW 3MOLMM aBCOAIOTHO HEe COOTBETCTBOBAAM HU YyBCTBaM, HU MbIC-
ASM HaLLMX POAUTEAEN.

[MyTb Hallero TpamBas CA€AOBAA MUMO FOPAOCTM ropoAa M ero abopureHos —
OnepHoro Teatpa. O HeM roBOp1AM, UTO OH — Konust BeHckoro Teatpa, a pa3
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OH, Hall, Konug, ToO BEHCKUI — caMblil AydLLMIA B MUPE M 3HAQUUT, Hall — BTO-
por Ha ceeTe. TeaTp AEMCTBUTEABHO OblA OUEHb XOPOLL M HapsAeH. S B Hem
NPakTUKOBAA, Y4aCb B MHCTUTYTE Ha TPETbEM KYPCE, 3TO ObIAO YXKE MOCAE €ro
BOCCTAHOBAEHMUS.

Teatp 3aropeacs nocae onepbl “AemoH”. NpuunHa 6blira 0AHA, a TOAKOB —
MHOr0. 370 OblAa ApaMa He TOAbKO AASt AEMOHa, HO 1 AASt OAECCUTOB. [oBOpU-
AU, KAKOM-TO KOMUTET 0OPATUACS KO BCEM OAECCMTaM, K HACTOSILLMM M K OAEC-
CMTaMm B MPOLUAOM, PACKMAAHHbIM MO BCEM CTPAHE M 3arpaHmLEn, ¢ Npocb0oi o
NoOXXePTBOBaHMM Ha BOCCTaHOBAEHMe TeaTpa. [ToxxepTBoBaAn 60Aee ABYX MUA-
AMOHOB pybAeit. TeaTp BOCCTAHOBMAM, @ TEXHMYUECKYIO YaCTb CUAbHO YCOBEp-
LLIEHCTBOBAAM. bbIAM BbILUNTbI, BbITKaHbI, M HaNMCaHbl TPX 3aHaBeca Mo 3CKM3am
AnekcaHapa Skosaesnua foroBuHa. 1o ero xe ackmnzam 6biAM BHOBb CAEAAHbI
Aekopaumm K “Kapmen” 1 K Apyrim onepam 1 6Ganetam AAS elle Ayyllero, Yem
npexae, 06HOBAEHHOro Teatpa. 51 UMeA YecTb AepykaTb 3TW AUCTbI Bymaru u
KapTOHbI, Ha KOTOPbIX ObIAM HaMMCaHbl 3CKM3bl XYAOXKHUKAMM AYULLIEN WKOAbI
AEKOPaLIMOHHOI0 M306pasnTeAbHOrO MCKyCcCTBa. baaroaaps AdrmuaeBy cepaua
MHOIMMX 3puTeAert 3a pyOGeskom OblAM MOKOPEHbI AEKOPALIMAMM 3TMX 3amMeva-
TEAbHbIX PYCCKMX XYAOXHWMKOB. Te MOAroaa, uto 9 TPYAMACS B 3TOM TeaTpe,
AAAM MHE BO3MOXXHOCTb BMAETb, KakK 3TW 3CKMU3bl NMPETBOPSAMUCH B >KM3Hb. B
TeaTpe paboTtaan aa 6pata CapAOBHMKOBbBIX AEKOPATOPAMMU-MCTIOAHUTEASIMM.
IT0 3HAYMAO, YTO 3CKM3bl, Pa3MEPOM COPOK Ha LIECTbAECAT CAaHTUMETPOB, Mo-
CTyMaBLIME K HUM B AEKOPALIMOHHYIO, AOAXKHbI ObIAM CTAHOBUTbCS KYAMCaMM,
rnapyramMmm M 3apAHMKamuM Mo Mg9THaALATb METPOB B BbICOTY M ABaAlLaTb N4Tb
METPOB B LUMPUHY, T.€. KaXKAbIM M300pakaemblil MPEAMET, AOM, AEPEBO, KYCT
YBEAMUMBAAMCH B ABAALIATb-ABaALIATb MTh pas. Takoe pemecAo TpeboBaAo
OrPOMHOI0 YMEHMS M MacTEPCTBA, ECAM €elle YYeCTb, YTO KAeeBag Kpacka, Ko-
TOPOW MMCaAM AEKOpPaLMM, MPU BbICbIXaHMM MEHSAACh B LIBETE, MOKpas, OHa
Ka3aAacb TEMHOM M COYHOM, M €CAM He 3HaTb M He YMETb, BblCOXLUAs OHa CTa-
HOBMAACh CBETAOM U BSAOM. TeMrnepameHTHble Ma3ki KopoBMHA AOAXKHbI BbIAK
obpeTaTb Ha 3aAHMKe (DOPMY AEpPEBa, LIATpa MAM elle KakoM-H1UOYAb KOHKPET-
HOCTW. [T1caAn oHM AeAmKaHCaMM U DAEMLLAMM Ha AAMHHDBIX pydkax, MOAb3Y-
9Cb NepeABUIraeMort OFPOMHONM LMHKOBOW MAAMTPOM, COCTOSLLEN U3 MHOXe-
CTBa OTCEKOB, B KOTOPbIX M HAXOAVUANCH PA3BEAEHHbIE AAST 3TOM LeAM KPACKU.
Crapwmit n3 6patbeB OblA MOXOX BHELIHOCTbIO Ha aBTOnopTpeTt [oAOBMHA U
TOXE XOAMA B CEPOI XOALLLOBOM BAY3€e Mpr YepHOM OOAbLLIOM OaHTe. MAaALLNA
CTPaAaA 3aMosiM1, AAILIMMIUCS OT ABYX AO TPEX HEAEAb. Ha Hero 6bIA0 ropbKo
M CTPALIHO CMOTPETb, KOFAQ OH BbIXOAMA M3 3anos. OH Toraa NoxXoAMA Ha ro-
pembIK, M300paXKeHHbIX Ha KapTUMHAX NepeABMKHUKOB.

3aBepLUVIB Halle KOAbUEBOE nyTewecTtsne, HalmoOAHEHHbIE Brne4YaTA€eHUAMU, Mbl
BO3BpallaACb B AOM. Hac BCTpEYaAn TENnAO KaCbe/\belX neqeﬁ, LnreHne ca-
MOBapa C L‘lal;lHl/lKOM, 3aBepLllaBlLIMM €ro, Kak KOpOHa — 4YeAO KOPOA4. ﬂpKl/Iﬂ
CBeT KepOCMHOBOVI AaMIlbl MOA a6a>|<yp0M, CI'IYCKaIOLLleVICﬁ C NOTOAKaQ, N3AYHaA-
C4 TaK, YTO OTpa><aAcs 6enoi CKaTepTbio Ha CTOAE, Ha KOTOPOM YXKe CTOAAU
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natb papopoBbIX yallek B OAIOALAX C 30A0TOM KAaeMOUKOM M cepebpsHbii
NMOACTaKaHHMK CO CTakaHOM AAS Marbl. MaH$ K Hallemy BO3BpalLEeHWIO YCTaB-
ASIAQ CTOA PasHbIMM BapeHbSIMM, CAUBOYHBIM MACAOM, XA€OHMLEN 1 KOAOTbIM
caxapoM. BbikaaablBaAach 13 neprameHTHOM bymaru nacTpoma, KyrnAeHHas rno
AOpPOre AOMOW B raCTPOHOMMYECKOM MarasuHe AitzeHbepra. Boinms yan, Mama
c Boaoaein npocmaTtprBaAmn paHeL, M rOTOBMAM €ro K 3aBTPaALIHMM 3aHITUSM B
rMMHasun. Bce ykAaAbIBaAOCb COMAQCHO PacrmcaHuio B AHEBHWMKE, KOTOPbIi
Mama AepykaAa C TakUM TPerneToM. AHEBHUK BblA 3aMOAHEH MOYTH CMAOLIb M-
TepKamu, BEAb B KaXKAOM NaTepke OblAa 3HAUMTEAbHAs AOAS €€ YCUAMI U NpU-
AeXaHus. Hac yMbIBaAM M KAaAM B MoCTeAU. “AaHs, Tbl CriMLLIbY” — cripallimBaA
9 B TEMHOTE MAaalliero 6para. “Aa. A Tbi?” — BO3BpalllaA OH MHe MO BOMPOC.
“Aa, a Tbl!” — OTBEYAA eMY 4, U Tak HECKOAbKO pa3, Noka COH He OAOAEBaA Hac.
BbIAM AWM 3TM MMHYTbI CaMbIMM OAQXKEHHBIMM B MOEI >KM3HU? B aAeTcTBe BCe
MUHYTbl GAQXKEHHbI, €CAM Tebe TEMAO, Thbl CbIT U PAAOM Al0GSILASA Te6S Mama.

Mope y>e BMAHEAOCH M3 TPaMBaMHbIX OKOH, a KOFAQ MPOXOAMAM TOA apKo#,
OHO PacKpbIBAaAOCh BO BCIO WIMPb, FTOTOBOE MOrAOTUTb BCE U BCY, U HE OT XKe-
cTokocepams, a oT A6Bu. OT ropusoHTa A0 b6epera THyAaCb AAMHHAS MOAO-
ca, oTpakaBluas HeBblCOKoe B Hebe coAHLe. [MoAoca Kak Obl AeArAa Mope Ha
ABE 4aCTV M M3AyYaAa TaKoWM CBET, YTO Ha Hero GbIA0O GOAbHO CMOTPETb, KaK
60AbHO CMOTPETh HAa BOABTOBY AYTY, CBAPUBAIOLLYIO XKEAE30.

Moa AaHXKepPOHOM MOHMMAAOCH BCe nobepexxbe ¢ Mopem A0 bbiBlueit Aaun [po-
KYAMHA, TAE Ha Y3KOM KaMEHMCTOM, 3a>KaTOM CKaAamu Gepery, noTomM pasmectu-
AaCb BOAHAsi CTaHLMSI COBCAYXKalLMX, ObiBlwasg pAava “OTpaaa”’, C HECKOAbKMMM
pbibaubimm, GeAbiMm xnbapkamu. OHM CTOSIAM Ha YTPamMOOBaHHOM MAOCKOCTH,
OTBOEBaHHOM Y KPYTOro, M3 KPaCHOW FAMHbI, MOPOCLLEr0 3eAEHbIMMU KOAKUMMM
KyCTamu Kpasi ropoAa, OKalMASIBLLIErO MOYTH BCe nobepexbe. HekoTopble A0-
MMKM pPbl6aKoB ObIAM YBUTbI AMKMM BMHOIPAAOM, @ CIYCK K MOPIO COBEPLLIAACS MO
BbIPbITbIM B 3TOM K€ FAMHE CTYMEHSM, YCTAAHHbIM AoLLedkamu. Ha Gepery Bbi-
TAHYTble M3 BOAbI OTAbIXaAM MOCAE HOYHOTO AOBA CKYMOPMM M ObIYKOB LAAQHAbI.
CeTu ¢ HaHM3aHHbIMK GapOeAKamM CYLLMAMCh Ha XXepASX. Becaa cTosAn AblOOM,
KPacCHOW AOMACTbIO YNMpasich B HE0O0. be3 BCakmx AepeBsHHbIX 3a60pOB 1 MPOBO-
AOUHBIX 3arpaXkKAEHMIA 3TOT Geper NepexoArA B APyron, 6oaee necuaHblii, GOAb-
LM MO NAOLLAAKM Oeper, uMeHyembin AaHxxepoHom. OH OblA AMK, GecriaateH, 6e3
BCSIKMX MPU3HAKOB LIMBUAM3ALMM COBPEMEHHDbIX MASKENA. ECAM CTOSITb AMLOM K
OTKPbITOMY MOPIO, TO CA€BA HAYMHAACS “MaAbIi”, a MOTOM — “rAy6okmin Maccms”.
BunaHo, 3ta vactb Gepera 6pana Ha cebst OCHOBHOM yAap Mopsi, pa3bylueBasLue-
rocst U3 rAybuH, APasHMMOrO HM30BbIM BETPOM, M MO3TOMY OHa ObiAd YAOXKEHA
OFPOMHbIMM LIEMEHTHbIMM BAOKaMM (TOrAa CAOBO “GETOH” MOE YXO HE CAbILLIAAOQ.)
OHM AOAXKHbI BbIA YAEPIKATb CTPACTb BOAH M XKeAaHue O6epera ObITb MMM MOTAO-
LLeHHbIM. 3aBepLIaAcs “ray0oKmnii MaccmB” AEPEBSIHHBIM 3AAHMEM BOAHOI Craca-
TEAbHOM CTaHUMM M KYMAAbHSIMU C OTAEAbHbBIMM CTYMEHbKAMM, MAYLLIMMK B BOAY,
AAS MY>KUMH M OKeHWMH. Haa 3TuM 3aaHMem Bceraa passeBaAoCch 6@A0e NOAOTHM-
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e chaara ¢ nepekpeLLeHHbIMM YepHbIMM SKOPSIMM Ha hOoHe CriacaTeAbHOro Kpyra,
HaroAOBMHY KpacHOro. Boaa B 3Tom MecTe ObiAa 3bI0KON, LiBETa “OEPAMHCKON
Aazypu” 1 “cppaHLy3ckoit 3eaeHmn”. “TAy60KMii MaccuB” ObIA MPUCTAHMLLIEM YMEIO-
LUMX MAQBATh U HE UMEIOLLIMX BPEMEHM MY>KUMH U MOAOABIX Aloaer. Ha Boaee AoA-
rme CPOKM ero OKKYnmMpoBaAW B PEBOAIOLIMOHHOE M MOCAEPEBOAIOLIMOHHOE BPeMS
6ecnpr3opHUKM. 3AECb OHU HE KYMAAMCh, @ MbIAVCb 1 CTUPAAM CBOW GECTOAbIe 1
obecLBeveHHble 06HOCKM, MCKaAW BLLEA 1 OPUAM APYT APYTY FOAOBbBI CTEKAOM OT
6UTbIX 6YTbIAOK. [MOKa X CTUPaHbIE OAEXKAbI COXAM MOA COAHLIEM, GECMPU3OPHU-
KM MIpaAr B “04KO”, B KapTbl. B Takme M1HYTbI M HA HUX CHUCXOAMAO OAQXKEHCTBO,
M HAAEXKAbI BPOAMAM B MX, Ternepb yke 6e3BOAOCHIX M 6E3BLLMBbIX FOAOBAX.

AaHXepoH — paHLy3CKOe HE TO MM, He TO YTO-TO 0603HavalolLee CAOBO, a
AASI MEHS HU TO, HM APYTOe€, @ YaCTb XXM3HM, OCTaBMBLUIAs CAEA BO MHE Ha BCIO
XM3Hb. 5 6blBaA Ha AaHXXepoHe, Kak TOAbKO BOAA MOPS, M TOAbKO YepHoro u
TOAbKO OMbIBatoLero Oaeccy, MOrAa OCTYANTb Pa3ropsivyeHHOE M CHapyxXu u
M3HYTPU MOE TeAO. S LeA, CTPEeMUACS, GexaA K Hemy, U4TOObl Ha A3blKe UCTbl-
TaTb €r0 COAOHOBATOCTb M TEPMNKOCTb, YTOObI yUysTh 3anax MOPCKOW TpaBbl 1
MoAQ, YTOObI HAMOAHUTL CBOM AETKME ero MOPCKMM BO3AYXOM. 51 BUAEA MOpE,
CTaBllee AbAOM, MpunasgHHoe K 6eperam AaHxepoHa. S BuaeA Tebsi, Mope,
6ypHOe, Kak Ha KapTMHaX ABa30BCKOro. 5 BuaeA Te6s 6e3 3bi6M, TakUM yMU-
POTBOPEHHbIM, KakK Ha KapTuvHax XyAoxKHuka Mapke. S Buaea Tebs 3acTbis-
UMM, KakK CTaAb B KOAOLLHMKE, S BEPUMA B 3aMeuaTeAbHylo maeto BceBoroaa
Merepxoabaa npoiiTi nprspaky otua famaerta B cnekTakae rno Te6e. Tbl MeHs
XOTEAO HECKOAbKO pa3 0CTaBUTb y ce6s, HO, BUAHO, LLAAMAO MOKD MOAOAOCTD,
a MOXET, U BEPUAO B MOM TaA@HT. MOXET, HAaCTYNMUAO BPEMS MPUHSATb MEHS K
cebe HaBeuHO? A? MOXeT, Mbl, Tak AAQBHO He BMAEBLLUME APYT ApYyra, HO Tak
AGsLLIME APYT Apyra, 06pyUMMCS? ITO BEAb HE MOXKET UMETb 3HAUYEHMS], UTO
9 TAe-TO AaAeko oT Tebs, AaHxepoH? 5 Bceraa ¢ TO60M, 1 PIAOM.

Ho 6biBaAn peakue CAydam, KOraa S OTMPABASIACS KyMaThCs M3 AOMY, U TOTAQ 32
MHOM yBSi3biBaAach beaka. CBOO yAMLY S HUKOTAQ He BbiGUpaA Kak MyTb K MOPIO,
XOT$ U M0 HEM MOXKHO ObIAO MPSMMKOM MOMNAcTb K Hemy. 1o Moeit He XOAMAM Tpam-
Bau, a MO NapaAAeAbHbIM en, boAbLLo ApHayTckon 1 YcneHckon — Ad. B Tpamsaii
9 CTapaACs CeCTb MOCAEAHWM, MOBMCHYB Ha CTyMeHbKe, YToObl OblTh BUAEHHbBIM
BeAkor. ITO MHe He YAABaAOCh, Tak KaK >KEAABLUMX exaTb 3alilleM ObIAO MHOTO,
a 06ecrneynBaA0Ch 3TO AAAEKOCTbIO MPeObIBaHMS OT KOHAYKTPUCCHI M AEFKOCTbIO
CMPbITMBaHUS HA XOAY CO CTYMEHbKM, ECAM MPOXOAMA KOHTPOAEP. B obuiem, beaka
3HaAQ, UTO §1 €AY B TPaMBae, a 91 3HaA, UTO OHa GEXXMT HEBAAAEKE, BbICYHYB SI3blK,
oberas Bce BCTpeUaBLUMECS Ha ee MyTu npensTcTBus. Koraa s CXoAMA C TpamBasi,
Mp1ObIB Ha MECTO HAa3HAYEHMS, OHA Y>Ke 30PKO MOrAsAbIBaAA Ha MEHS!, pa3mMaxmBas
XBOCTOM TaK, 4YTO YAMBASIAO, KaK OH He oTpbiBaeTcs. [peaera papoctn y beakn He
6b1A0. OHa HOPOBMAQ BbICOKO MOACKOUMTb, YTOObI AM3HYTb MOE AMLIO, U YAOBAET-
BOpsiAacb, 06AM3bIBas MOM HOTW. Ha Bcex Aasiaa, UTo-TO HiOXaAd, OTCTaB, AOFOHSI-
A MEH$l, TPOMKO AblLLIA, BbICYHYB CBOW 913bIK. ITO BCE AOAXKHO ObIAO AOKA3aTb ee
MPUHAAAEXXHOCTb MHE, @ MOIO — €.
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[MpeoAOAEB MOAOTMIA M AAMHHBIN CMYCK K MOPIO, HAa Gepery CHUMaa ¢ cebs py-
6alliky, CaHAQAUM, M 3TU ABE BELLM YKYThIBaA B LITaHbl U NEPEBS3bIBAA MOSCOM.
beaka yxe ycneaa yTOAMTb CBOIO >KaXAy, BbIMMB 3HAaUMTEAbHOE KOAMYECTBO
MOPCKOM BOAbI. [MOAOXMB Ha KamyllKM C MECKOM CBEPTOK CBOEN OAEXAbI,
npocuA-npukasbiBar beake ctepeub Moe A06PO, a CaM OTMPABASIACS B BOAY.
Kaxkabl BCTynaBLUMIA HarpeTbiMM CTYMHSMM HOP B MPOXAQAHYIO, MOPCKYIO
BOAY 3HaeT, UTo 3T0 Takoe. Y MeHsi ObIBaAM Te >Ke OLLyLLeHWs, YTO U Y 3TOro,
KaxkAoro. OnucaTb 9 UX HE CMOTY 1, MOTOMY, A@Xe MbITaTbCs He GyAy. S ucrbl-
TbIBaA CTPAHHOE YyBCTBO, OYATO BCe AeXallme 1 cuasime Ha 6epery cMoTpsT
Ha MeH$, KaK Ha YeAOBeKa, BMepBble OAEBLUEr0 HOBbI KOCTIOM. MIMEHHO 3TO
UyBCTBO 00paLlleHNs Ha MEHsI MHOXKECTBA FAa3 BbIHY>KAAAO MEHSI AeCTBOBaTb
peLMTEABHO M KPacuBO. 51 BXOAMA B BOAY, KaK B CBOIO CTMXMIO, OTLUBbIPUBAA
CTYMHSMM HOT AEAEHSILLLYIO BOAY, HE YyBCTBYSl 6OAM B NMATKAX OT OCTPbIX KaMm-
Hel. Mpoias rayOrHy “Bblliie KOAEH”, HbIPHYB, 3HAA, YTO BbIHbIPHYTb U3 BOAbI
CMOry pa3pellnTb cebe TOAbKO Ha npeaeAe 6e3AbIXaHHOCTU. BbiHyB roAoBy 13
BOAbI, B3BAbIXaA TAYGOKO M YAOBAETBOPEHHO, HauMHas 3arpebath TO NpaBom, To
AEBOW PYKOWM, MAALLIMY YAQPSs MO MOBEPXHOCTU BOAbI BCEM NATEpPHEN, Aa Tak,
4TOObI XAOMOK CABILIAACS Tam, Ha bepery, npeanoAaraeMomy 3puTeato. Coxpa-
HWB BCIO 3CTETUKY M MAACTUKY ABMXKEHWI, 9 MOBOPAYMBAACS Ha CMIMHY 1 BUAEA
MABIBYLLYIO KO MHe beAky. §l 3HaA, Kak OHa MCCTPaAAAACh, MLLA BbIXOA MEXAY
AOATOM M >KEAQHMEM, AOAXKHAsi CTOPOXKUTb OAEXAY M MCKyLlaemas ObiTb psi-
AOM €O MHOW. MckylieHne 6pano Bepx, v oHa, GPOCUB MOCAEAHWIA B3TASA Ha
0AEXAY, BXOAMAQ B BOAY. A0OPABLIMCH AO MEHS, MbITAaAACh OT PAAOCTU MEHS
YyTOMUTh, B3OMPASCh MHE Ha CMMHY, HO, YCTIOKOUBLUMCD, MAbIAQ PIAOM, Aepka
rOAOBY BbICOKO HaA BOAOMW, LIAEMAs MEPEAHUMM AanamMu No Her. Boinag Ha Ge-
per, oTpsiXxvMBaAa NMPUCTABLLYIO BOAY K e HEBbICOKOW LepPCTU, 06AaBast AOAEN,
NPUHUMABLLIMX COAHEYHbIE BaHHbI MEAKUMM OPbi3ramu, Bbi3biBasi UX THEB 1 BO3-
MyLieHHe. 51 AOXKMACS MAALLIMS Ha TEMAYIO NMOBEPXHOCTb bepera, yMecTvB CBOIO
FOAOBY Ha CBEPTOK OAEXKAbI, KaK Ha MOAYLLKY.

beAka, OGyayun SIBHO MPOAETAPCKOrO MPOUCXOXKAEHMSM, MPE3PEB HEAOBOAb-
CTBO H3MMaHOB, HECKOALKO pa3 0OKaTbiBas CBOK CMMHY B Mecke, NpucTpau-
BaAaCb BO3Ae MeH4. M 4, 1 oHa, UyBCTBYS YAOBAETBOPEHME OT COAESHHOrO,
3aKMYPUB TAA3a, YXOAMAM B TAYOOKMIA COH. B “AeHb ueTBepThblit” co3AaHHOE
borom cBETMAO MHOIMO ThICU AET CMYCTS MOE COHHOE TEAO CAEAAAO MOXOXKMM
Ha 3aCyLlUeHHbIA NepraMeHT, KOTOPbIM MOI CTaTb HAXOAKOWM AASI apXEOAOrOB.
[pn nonbITKe COrHYTb CYCTaB OH M 3BYK M3AABAA 3aCYLUEHHOrO neprameHTa.
ToAbko Mope, co3aaHHOe borom B “AeHb TpeTnin”, MOrAO NMpMAATb MOEN KOXe
NpeXHIolo, CBOMCTBEHHYIO el 3AacTMUHOCTb. CAaBa BceBbllwHeMy 3a Bce co-
TBOpPEHHOE MM BO BCe “liecTb AHei”.

Mo 6epery X0AMAM MaAbYyraHbl, MPOAABLbI MPECHON BOAbI, HAAMBAIOLLME €€ B
3MAAMPOBAHHYIO KPY>KKY M3 OFPOMHOIO YalHKMKa, YKYTaHHOrO B Orpbi3KM BaT-
HOro 0AE51AQ, UTOObI yOepeub ee NPOXAAaAHOCTb. HEMOAOAbIE JKEHLLMHbI MPO-
AaBaAM “TOpAYyIO MIIEHKY” M3 KOP3UH, TOXe 00EPHYTbIX BATHbIMU OAESAAMM
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C LIEAbIO COXPaHEHUS ee TOPSYHOCTU. ITO BbIAO HArASIAHBIM MOATBEPIKAEHUEM
“3aKOHa coxpaHeHus Tenaa” A>KOyA4.

Pbibaku, >kuBLIMe PIAOM C AaHXXEPOHOM, XOPOLLIO 3HaAW MeHSl. 1 Ha 1X Teppu-
TOPUM YaCTO MUCAA ITIOAbI, BIIUCbIBasl B HUX MX GEAbIE AOMUKM C MAOCKMMM KPbl-
LAaMK, MX LiBETHbIE WAAAHAbI C MOAOOUBLIMMUCS MM MMEHAMM SKEHLLMH U AdXKe
MX CaMMX, MHOTAQ MO3MpoBaBLLMX MHe. OHM B Ao6oe pabouee Bpemst AaBaAn MHe
LWAAQHAY, YTOObI MOPE3BUTHCS HA MOpE CO CBEPCTHUKaMK. EcAu ke K Hum 06-
paLLaAMCh AIOAM, XKEAQIOLLME CHATb AOAKY Ha Yac-ABa, UTOObI MPOKATUTLCA MO
MOpIO, @ TPECTU OHWM HE YMEAM, TO KO MHe pbibak obpaliiaacs ¢ npocb6oi “no-
rpebcTn”, Tak Kak emy, pbibaky, “pasmMeHMBaTbCS Ha TakMe MEAOUM HET CMbICAQ”.
“Lle rayncTBo 3a Takm MaAbl IPOLLM OTAYYaTbCSt OT AMAQ”. XO39MH CTAAKMBAA AOA-
Ky B BOAY, 91 K€ YBOAMA €€ B rAyDb, MoAaAblLe OT 6epera. Toro XoteAn 60AbLINMH-
CTBO AOAKOHAHMMATeAeN. Sl CTaHOBUACS FTOHAOABEPOM C MAPON TSXKEAbIX BECEA, A
He C OAHWM, KaK MOAOXEHO TaM, B BeHelmm, 1 He nea, Kak Tam, HearnoAMTaHCKue
necHn. OHW CUAEAM HaMpPSXKEHHO, C HEMPUBbLIYHO GEeAbIM TEAOM B TpycMKax M
AMdpurKe, Ha KopMe. S MPOTHB HKX, BMOAOGOPOTA, BbICTABMB BrIEPEA AEBOE MAe-
40, KaK MPUHSTO Y pbiGAKOB, HAXKMMas Ha OAHO BECAO, BbIAEPKMBAS MPUBbIUHbIA
PUTM U NMPaBUAbHbINA KypC MPOTUB TeYeHus.

Mbl y)Xe MUHYT ABaALATb Kak YAQAMAMCb OT Gepera. Mou maccaxupbl, yBe-
POBaB B MEHS$, PELUMAMN BbIMUTb U 3aKycuTb. OH CHSA KpacHyto oAbry c 6y-
TBIAKM LLYCTOBCKOrO KOHbSIKA, OTKYTIOPUA €€ LITOMOPOM, HaAMA B cepebpsiHyio
PIOMOUKY U MoaHec MHe. [1epBbIit ke TAOTOK 06er MeHs 1 06AaA 3anaxom
KAOTOB, §1 €ro BbIMAIOHYA 32 6OPT, NPOMNOAOCKAB POT MOPCKOI BOAOW.

(C tex nop, A0 1956 roaa, 9 MOMHMA 3TOT BKYC U 3anax. 3abbiA ero g B kae
“KpacHbin Mak”, B CTOAELIHMKOBOM nepeyAake B MoOCKBe, Koraa AAEKCaHAP
[puropbeBny ThilAEp YTOCTUA MEHSI UM. DTOT HaMMUTOK MHE AOAFO HPaBMACH,
He3aBMCKMMO OT MapoOK M 3Be3A0YEK, AO BTOPOro nHgapkTa).

[MocMesiBLUMCH HaA MOE HEKOMIMETEHTHOCTbIO, OHM BbIMMBAAM M 3aKyCbiBaAM, 00~
HUMaAMCb U LIEAOBAAMCDH. YTOObI HE CMyLLIAThb MX M AQTb BOAID MX PyKam 1 rybam,
5 IOBEPHYACS K HUM CMIMHOM, He rpeb, a TabaHWA, yAEpP>KUBas AOAKY MPOTHB 3bl6M,
M rAa3a CBOM B 0UKax 0OpaTHA TYAQ, FAE FTOPU3OHT OTAEASIET BOAY OT Heba, MAM Ha-
060pOT, OHM CAMBAIOTCS BOEAMHO. MO pa3oLLEALLMIACA KYTUAQ 3aXOTEA MoKasaTb
coeit OheAnm, UTo emy MOpE Mo KOAEHO M BYATBIXHYACSI B BOAY, @ BbIHbIPHYA 63
BEpXHeil, BCTABHOM 30A0TOM YeAIl0CTH. Ecam 6bl 1 ObIA aKBaAAHTUCTOM, TO, HaBep-
HOE, M TOTAQ He PUCKHYA Bbl HbIPHYTb B BOAY M3-3a 6PE3rAMBOCTM MCKaTb YbWU-TO
BCTaBHble 3y6bl. Ho Toraa 1 cAoBo “akBaAaHr” He cyuiectsoBaro. C TPYAOM Bbli-
TAHYA ero Ha 60pT AOAKM 1 MouTH 6e3 TpycoB. OHU, HAMOKHYB, YepHble, AAUHHbIE
06OHAXXMAM AQAEKO YXKE HEe TaKOW YBEPEHHbIN 3aA, LIAEMHYBLIMIACS Ha AHO. Ero,
C MOAOBMHOW 3y60B, ee, CO BCeMW TPMALLAThIO ABYMSI, AOCTaBMA Ha Geper AaH-
»epoHa. MoTom Halll pbibak, Ha KOTOPOM XKMBOTO MecTa He ObIAO, a BCE CMAOLLb
TaTyMPOBKQ, BbIMMBAs FPAHEHbIN CTakaH CMBYXM, paccka3blBaA, kak “KOxumka, xy-
AO>KHUK, OAHMM MaxXOM Y ero naccaxupa Bce 3y6bl Bpas Bbilm6”.
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”B ECb M |/| P —- B 1931 roay Ecbrm AaAbI>KEHCKMIA, MOAYUMB AMMAOM 00 YCTEWHOM OKOHYaHMK
" yuebHOro Kypca teaTtpaAbHO-AEKOPALIMOHHOIO OTAEAEHUS XYAOXKECTBEHHOrO
TEATP MHCTUTYTa B MOAHOM 0b6beme, nokmaaet Opaeccy.

XYAOKHMKY BbIAO TOTAQ ABAALIATb AET, M OH ObIA MPEUCTIOAHEH YKEeAaHMS MPOsi-
BUTb Ce681. YUMTEAS M HACTABHMKM MO UHCTUTYTY OTKPbIAM MEPEA HUM KAAAE3b
npoeccrMoHaAbHOr0 MacTepPCTBa, AOMOAHEHHbIA MOAYTOAOBOI CTaXXKMPOBKOM
B OnepHOM TeaTpe (BOCCTaHaBAMBAAM MOCAe noxkapa aekopaumm K.KoposmHa
1 A.TOAOBMHA), a TakKe 0OLEHMEM C XYAOXKHMKAMM-AeKopaTopamm, OpaTbamm
CaAOBHMKOBbBIMM.

Kak TeaTpaAbHbI XYAOXHWMK AaAbIXXEHCKMIA pabOTaA MHOTO U YBAEUYEHHO,
BCEro MM 6GbIAO O(DOPMAEHO 76 CreKTakAen BO MHOIMX TeaTpax CTpaHbl. B
nepBble HECKOAbKO AET MOCAE OKOHYaHUSl MHCTUTYTa 3TO OblAM, B OCHOBHOM,
nepucepuiiHbie TeaTpbl — KpacHoaap, CtaamHrpaa, TawkeHT, Awxabaa, B
45-om — AAMa-ATa, B 1950-51 roaax — CapaToB; OTA€AbHble NMOCTAHOBKWU CO-
CTOSIAUCb Takke B TeaTpax MuHcka, BuabHIOCA, APYrvx ropoaoB. IT0 ObiAa,
ObITb MOXET, CypoBas, HO noAesHas LkoAa. Koraa B 1935 roay cembst Aaabl-
JKEHCKMX, HaKOHeL, oceAa B MoOCKBe, nepea XYAOXKHMKOM OTKPbIAUCb ABEPM
cTOAMYHbIX TeatpoB. C 30-x roaoB v Bcio BoiHy Edpm BeHumoHoBmY pabo-
TaAn B MockoBckoMm ApamaTuvieckom TeaTpe noa pykoBoacTBa (.KaeepuHa,
MMCaA, B YAaCTHOCTM, AEKOPALMM AAS apMENCKMX M (DPOHTOBbIX TeaTpos. B
1950-x — 60-x ropaax B TeaTpe CaTupbl, ApamaTMyeckom TeaTpe Ha TaraHke,
HaKOHELl, MOCAEAHSS nMocTaHoBKa B MaAom Teatpe B 1964 roay. Pabotaa Aa-

ICKU3 Aekopaumm
K 6arety “beaeer napyc

oamHokmi” no B.KataeBy

The scenery for
“Lonely White Sail”
by V.Kataev: a draft




IcKku3 pAekopaumm
K bareTy “beaeet napyc

oanHokmi” no B.KaTaey

The scenery for
“Lonely White Sail”
by V.Kataev: a draft
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AbDKEHCKMIA 1 Ha CTYAMM MOCKhMABbM, TAE B 30-X ToAaX ObIA XYAOXKHMKOM ABYX
rabMoB — “"MopsiHa” 1 “INocaepHss Houb”. Ewle BO Bpems BOWHbI, B 1942
roAy, B MaAeHbKOM NMPoBMHLMaAbHOM bopucoraebeke, B Aome KpacHon apmim
Ecpm beHLMOHOBMY OTKpPbIBAET CBOKO MEPBYIO MEPCOHAAbHYIO BbICTABKYy. JTO
6blAQ BbICTaBKaA TeaTpaAbHbIX 3CKM30B. PenyTauuns E.AaablXKeHCKOro, Kak Tea-
TPaAbHOIO XYAOXKHMKA, OblAQ AOCTATOUHO BbICOKOM M CcTabuAbHON. Ele 6oree
OHA YKpenuAacb NoCAe COCTogBLIENCd B 1962 roay BbICTaBKM €ro TeaTpaAbHbIX
paboT, AOMOAHEHHOW TaK>Ke XXMBOMUCHbBIMM Mei3a)xamu, NopTpeTamu, HaTiop-
MOpTamM, AMHOrpaBlopamm, MOHOTUNMAMK, odopTamn. B 1967 roay yyacTso-
BaA BO Bcecoio3HOM BbICTaBKe XYAOXHMKOB TeaTpa, KMHO M TEAEBUAEHUS, U
CHOBA YyCrnex.

Hakoneu, 6ueHHane B CaHn-Tlayro, bpasuaus. B KoHTekcTe TeaTpaAbHO-
AEKOPaLMOHHOIO MCKYCCTBA MepBOM MOAOBMHbI M cepeanHbl XX Beka Echum
AQAbIKEHCKMIA  3aHMMAA BMOAHE oOrnpeAeAeHHylo nosuumio. CueHorpadgus
pycckoro aBaHrapaa 1910x-20x roAoB, Kak yAbTPapaAMKaAbHOro, Tak u 6o-
A€e YMEepPEHHOro TOAKa 0CTaBaAaChb emy B MpUHLUMIE Yy>KA0M. Tem 6oaee, UTO
“30A0TON BeK” ee K 3TOMY BPEMEHM OCTaACs no3aan. Bckope nocae okoHua-
HUS MHCTUTYTa AQABDKEHCKMI O(POPMUA HECKOABKO MOCTAHOBOK B AyXe pac-
NPOCTPAHEHHOr O TOTAQ KOHCTPYKTMBM3MA, HO MPOAOAXKEHWNS HE MOCAEAOBAAO.
’KrBonucel, no npu3BaHuio M “no cTpactu”, npesbllle BCEro LLEHMBLUMIA LIBET
KaK OCHOBHOW HOCUTEAb CMbICAOBOIO M 3MOLMOHAABHOTO HAaMOAHEHWS CLLEHM-
yeckoro o6pasa, Epum AaabKEHCKMI, OTHIOAb He OTGpachiBasi HOBATOPCKM



IcKku3 pAekopaumm
K bareTy “beaeer napyc

oAnHokmi” no B.KaTaeBy

The scenery for
“Lonely White Sail”
by V.Kataev: a draft
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OMbIT aBaHrapAa, peLUMTEAbHO NMPEANOUYNTAA TEATPAAbHO-AEKOPALMOHHYIO XM-
BOMWCb, OCHOBAHHYIO Ha OOLLIENPU3HAHHbBIX 3CTETUYECKMX HOPMaX U KpUTepu-
gx. “Pycckas WKoAa XyAO>KHMKOB TeaTpa, — nucaA E.AaabkeHCKkMii, — uMeAa B
cBOMX psiaax Bpybeas n ToaoBuHa, AoOyxxmHckoro u bakcra, LLlaraaa v Tbiw-
Aepa, PabuHoBmya 1 Panbka. Aaxe KOraa TeaTp CTaA YBAEKATbCS KOHCTPYK-
TUBU3MOM, TO XYAOXKHMKM, KOTOPbIE B HEM TPYAUANCH — AKYAOB 1 DKCTEP, AAb-
T™MaH 1 TaTAMH — OblAM He MeHee 3amellaHbl Ha GOAbLLION, XYAOXKECTBEHHOM
>KMBOMWUCHOM KYAbTYpe.”

B a3ToM pycae Eprm AaabI>KEHCKIMIA M COCTOSIACS KaK TeaTpaAbHbIN XyAOXKHMK. Cy-
AUTb 0 ero paboTe B TeaTpe 3aTPYAHUTEABHO, MOCKOAbKY CMEKTaKAM, KaK U3BECT-
HO, CXOAST CO CLIEHbI, @ 3CKM30B AEKOpaLMii COXPaHMAOCD, K COXKAAEHMIO, MAAO.
B peneptyape AaabiKeHCKOro OblAa M oTedecTBeHHas (foroab, OCTPOBCKMIA,
Yexos, lopbkuit) n mmpoas (ToabaoHK, LLnaaep, baab3ak, bomaplue) kaaccuka;
6oAee Bcero coBpemeHHas aApamaTyprus — B.Kataes, M.CeabBuHckmi, A.faAny,
A.Apby3os, M.LLIaTpos, H.3apxu 1 apyrue. 3puteabHble 06pasbl 3TUX 1 APYTMX
CreKTakAeM Nnpu BCem Mx pasHoobpasmun 06beAMHSAO MPUCTPACTME XYAOXKHMKA
K >KM3HEHHOI KOHKPETHOCTM LIeAOrO M BCEX AETaAeil, BPEMEHHas M AOKaAbHas
XapaKTepHOCTb — HO He ByKBaAbHas, a Mo CYTH M MO AyXY, M300pETaTeAbHOCTb B
CLEHMYECKON YCAOBHOCTM 06pa3HbIX M MPOCTPAHCTBEHHbBIX PELLEHUI, HaKOHeL,
MHOrOLBETHOCTb M AEKOPATMBHOCTb, COOTHECEHHblE C 3aMblCAaMM ApamMaTyp-
ra, pexuccepa, aktepos. B oAHMX cAyuyasix 3To OblAa CKopee TeaTpaAnM3oBaHHas
rpacpuka, B Apyrmux — 6pockas AeKOpaTMBHOCTb LIBETA U KOMMO3MULMIA, B Tpe-



Cy3aanb
Suzdal
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TbWX — TPAHCPOPMALIMS M MepeTekaHne OAHUX MOTUBOB B APYrMe, a BOT Yero
He 6bIA0 B TBOpUecTBe E.AaAbIKEHCKOro Kak TeaTpaAbHOrO XYAOXKHMKA, Tak 3TO
MOMME3HOM POCKOLLM MOCTAHOBOK, BHELIHMX 3(heKTOB Npu CKYAOCTM MAM Ba-
HaAbHOCTM 06pasHbIX pelleHnit. BnocAeACTBMM, CO3AaBasi 3CKM3bl AEKOpaLIMit
K “3akarty” M.babeas, AanbpetTo “Aymbl npo Onaxaca” 3.barpuukoro, “nbecam
MOEM Tembl”, MO CAOBaM XYAOXKHMKA, EpuM AaabI>KEHCKMIA LLIMPOKO M CBOBOAHO
MOAb30BaACS GOAEE YCAOXKHEHHBIM A3bIKOM CLIEHMYECKOrO rpOTeCKa 1 OBELLECT-
BAEHHbIX MeTacop.

Ha npoTsxkeHnn TpuaLaTM AeT TeaTp OCTaBaACS M UCTOYHWMKOM CYLLECTBOBA-
HU4, U TAaBHOW, HO HE eAMHCTBEHHOM, TeMOM M COAep>KaHWeM TBOPYECKOM
Kn3Hm Ecbrma AaabikeHckoro. Kn3Hb BeAb He CTOMT Ha MeCTe, BCE Bpems
MPOUCXOAST KakMe-To COObITUS, 3HAUMTEAbHbIE, Ba)KHble M HE OYeHb, BO3HM-
KaloT HOBbIE 3aAaun 1 npobAembl. B 1939 roay Edprma AaablXKeHCKOro NpuHu-
MaioT B UAeHbl Coto3a COBETCKMX XYAOXKHMKOB. TOrAQ »Ke OH MoAy4aeT 3aKasbl
Ha AEKOpaTMBHbIE MAHHO AAS MaBMAbOHOB BCeCcol03HOM CeAbCKOXO35MCTBEH-
How BbicTaBkM “CBekAa” (1936) n “CesepHbii KaBkas. Kpbim” (1939). INpn ma-
A€LLe BO3MOXHOCTM CPbIBAACS C MECTa M OTMPABASIACS B AdAbHME M BAMXK-
Hue cTpaHcTeua. B 1959 roay nobbisaa B TaaAnHe 1 Pure, npruBes HECKOAbKO
OueHb YAAUHbIX Mer3axeit, U ¢ Tex nop “3a60AeA” CTaHKOBOW >KMBOMUCHIO. B
1950-60-x ropax — B AatBun, CpeaHenr Asun, Ha Kacnmm 1 A30BCKOM MOpE,
B Kocose Ha lNpukapnatbe. [lepexoa OT TeaTpaAbHO-AEKOPATUBHOM >KMBOMM-
CU K CTaHKOBOWM MOTpebOBaA HE TOAbKO TBOPUECKOM, HO M MCUXOAOTMYECKON
nepectporku. “OluylieHme 6bIA0 Takoe, — MPUHAETC XYAOXKHMK, — Kak OYATO
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Ha Kame

On Kama river

9 BOLLEA B AEASHYIO BOAY, AO 3TOrO HarpeBLUMCh Ha coAHLe”. C 0coboit paso-
ctblo nucan B HoBropoae, Cyspane, Ha CeBepe HemoBTOpPMMbIE MO KpacoTe
M FapMOHMK ApeBHepycckre Xpambl — Knpuaao-beaosepckuin n MepanoHToB
MoHacTbipu Ha beaomopbe, Coduitckmin cobop, SpocaaBoso Asopuiie, AHTO-
HueB 1 IOpbeB MoHacTbipu B HoBropoae, uepkoBb [MokpoBa Ha Hepaun. A BOT B
pabounx 1 WaxTepckmx noceakax IepmMckoro Kpas BOSHMKAA CepUs MHAYCTPU-
AAbHBIX AAHALIAMTOB, BMEYaTASIOLMX MPAaYHOBATOM, YIPIOMOM TOHAAbHOCTbIO,
ApamMaTMYeckMMM MHTOHaumamn. M 3aech xe nensaxun “CoAHue B TymaHe”,
“INMpeamectbe”, “Cepbiit AeHb” (Bce — 1963 T.) M ApyrMe, BOCCO3AQIOLLME UHYIO
Poccuio — yborve aepeBeHbku, XMypble M36bl BAOAb PA3MOKLLIMX B OCEHHMX
AOXKAIX AOPOT, TakMe e nacMypHble AHU. B kpyTom “3amece” naamTpbl, 060-
CTPEHHOM OLLYLEHUN CMABHOM LIBETOMAQCTMKM MPUPOAbI BUAMTCS MpUyacT-
HOCTb XYAOXHMKA K MOCKOBCKOW LLUKOAE, MOLLHOM TPaAMLIMM OTEYECTBEHHO-
ro KOAOPM3Ma, MAYLLEA OT >KMBonucK “OyOHOBOBaAeTLEB”, elle paHblie OT
K.KoposuHa 1 Coto3a pycckmx XyAOXKHUKOB. Aa 1 BooOLLe, Kak MHE MpeACTaB-
AgeTcq, nedaxun Edprma Aaabi>KEHCKOro B NepcrnekTrBe ero TBOPUYeCKoro Ha-
CAeAMS, OCTAlOTCS HEAOOLLEHEHHbIMM, KYAbTYpa LIBETA M MAACTUKM COEAMHSET
AVMPUYECKMI MOATEKCT 06pasa C CypoBOM, My>KECTBEHHOM 3MMUYHOCTbIO MepPBO-
3AAHHOWM NPUPOAbI, “03BYYE€HHOCTb” MPOCTPAHCTBA C FAYOOKMM MPOHMKHOBE-
HMEM B CaMylo CEPALIEBMHY TPAAMLMOHHOIO POCCUIMCKOro nemsaxa.



OctaHkuHo / Ostankino
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KyBiumH 1 BobAa

Still life with jug
and fish

Ocobyto rpynny paboT COCTaBMAM aKBapeAM, BOCCO3AQIOLIME ABOPLIOBblE
MHTepbpbl OcTaHkMHO (1948 1 1965) n KyckoBo (1976). BupTyo3Ho BAaases
CAOXKHOM M Takon GAAroAapHOM TEXHMKOM akBapeAr, E.AaAbIKEHCKMIA CymeA
cbepedb PeAKOCTHYIO CBEXECTb M HEMoCPeACTBEHHOCTb KapTMHHOIO obpasa,
He Aomnyckas npy 3TOM HUM OAHOWM MOMpPaBKM MAM HeBepHOro maska. CeeTo-
HOCHa$ MPO3pPayYHOCTb (PaKTypbl, EAMHCTBO LIBETOBOM raMMbl, FapMOHMS 3BYY-
HOro, CA€rka MpWrAyLIEHHOro KOAOpPWTa, 6e3ynpeyHoCTb NMPOCTPAHCTBEHHbIX
OTHOLUEeHWI, HaKOHeL, LapCTBEHHAs POCKOLLb 3TUX MapaAHbIX MOKOEB 1 BCEro
aHTypa’ka CO3AI0T OLYLIEeHME BEAMYABOM, TOPXKECTBEHHON MPa3AHUYHOCTU.
B dwmAnrpaHHon y3opuaToCcTi LLeAOro n AeTaneit, yTOHYEHHON M3bICKAaHHOCTH
uBeTa, rpaukm, NAACTUKM CAbILIATCS OT3BYKM 3Moxm “Mupa nckyccrtsa”, ano-
XM U3SILLHOIO CTMAM3ATOPCTBA M HAArOPOAHOIO 3CTETM3MA.

A KOraa TeaTp MpMKOBbIBAA XYAOXKHMKa K MOCKBE, TO OH MOr paboTatb Aaxe
... Ha KyxHe. Ero HaTiopMopTbl (akBapeAb M Temriepa) BroAHe “ AeMOKpaTUYUHbI”
Mo CloXKeTam, yallle Bcero pbibbl — BOOAQ, TapaHb kKpacHas M kambana beaas,
TYLWIKA KypuLibl, AYK, YECHOK, PEAMC, MOCYAQ, HO KpacoTa >KMBOMMCK NMOAHMMA-
€T 3TU HenpuTs3aTeAbHble HATIOPMOPTbI Ha YPOBEHb AyullMX PaboT B3biCKa-
TEAbHOr0 XYAOXKHMKA.

MpuwAO Bpems, Koraa paboTa B TeaTpe CTAaHOBUTCSI XYAOXKHMKY He B PaAOCTb,
a B TArOCTb; C COXKAAEHUEM UAKM 6e3, HO E.AaAbIXKEHCKMIA C Hell paccTaeTcs.
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“OAHOM M3 NMPUYMH YXOAQ CO CLeHbl Teatpa, — noscHseT Edpum beHuMoHO-
BMY, — ObIAV HEMOMEpPHbIE MOCATAaTEAbCTBA PEXKMCCEPOB Ha M306Pa3UTEAbHOIO
CTOPOHY CMEKTAKASl, OHW HEe TOAbKO AMKTOBAAM UYTO U FTAE U KaK, HO AdXKe Camu
OPOPMASAN CMEKTAKAM. A MOTOMY MM XYAOXKHMK, MOHUMAIOWMIA TeaTp, Kak
MPUAOKEHUE NMAACTUYECKMX MAEW, BOMAOLLEHHbIX B M300pa3uTeAbHble 06pasbl
APaMaTypruyeckoro npousBeAeHus, GakTmieckn He BblA Hy>KEH, MOTOMY-TO
Ha CLeHe MOSBUAMCb TEXHOAOIM, YMEIoLLME B MaKeTe BOMAOTUTb MAEIO PEXMC-
cepa. CrtaHKoBasi KapTWHa, MOSBMBLLALCS M3-MOA MOer KMCTM B 1967 roay,
MOTFAQ POAUTBCS MMEHHO TOTAQ, KOTAQ 9 OCTaBWMA CLEHY, O(hOPMMB K 3TOMY
BpeMeHu 6oAee CEMUAECSTU CNIEKTAKAEN, TA€ B MOMX AEKOpaLIMsX AeNCTBOBA-
AV aKTepbl”.

M aanee: “OcTaBuB paboTy B TeaTpe, yLiAa CyeTa, 0CBOOOAMAAC YepernHas KO-
pobKa 0T APYrMMM MPUAYMaHHbIX 06Pa30B, OT HaBS3aHHbIX MHE MECT AEMCTBUS
1 cobbiTnit. S 0CBOBGOAMACS OT 0053aTEAbHO MPUCYTCTBYIOLMX ApaMaTypra C
€ro nbecou, OT pexkuccepa C ero NAAHOM CreKTakAs, OT akTePOB M akKTpUC, He
JKeAQOLLMX UrpaTthb B NAaTbe (PMOAETOBOrO LBeTa, TaK Kak “3T0 mux ctaput”. Y
MEHS$ MOSIBUAACh BO3MOXKHOCTb MOAYMaTh 00 OKPY>KaloLLeM MeHS Mupe”.

TeaTp ocTaAcd B MPOLIAOM, HO MCKYCCTBO CLIEHWYECKOrO AEeCTBA OCTAAOCh
C XYAOXHMKOM HaBceraa. 970 He ObIAO HOCTAAbIMUYECKMM BOCMOMMHAHUEM O
MOAOAOCTU B KYAMCAX TeaTpa, HO MepexXmMToe M OCO3HAHHOe MPUHSITUE Tea-
TPAAbHOCTM B LUMPOKOM 3HAUYEHWMM MOHATMS W B Ka4eCTBE OAHOIO M3 BaXkKHeWn-
LUMX CAQraemblX TBOPYECKOro MeToaad. EcAn KOHKpeTHee n HarAsiAHee, TO 3TO
6yAeT co3paHue Tak Ha3biBAEMbIX CLIEHAPUEB MAU AMOPETTO B BUAE 3aKOHYEH-
HbIX LIMKAOB 3CKM30B AeKopaumii — 6e3 HaaexXAbl U 6e3 pacyeTa Ha UX CLeHU-
yeckoe BorMAolleHue, Hanpumep, K “3akaty” M.babeas, “Ayme npo OnaHaca”
3.barpuukoro, “Ymubim Bewam” C.Mapluaka. “PaboTa AAg Teatpa, — NoscHIeT
EdprM AQAbIKEHCKMIA — € ero crneumduueckuMmn 1 pasHoobpasHbiMm Tpebo-
BaHUSIMM M BO3MOXXHOCTSIMM, CBOMCTBEHHBIMM, MOXAaAy#, TOAbKO TeaTpy, pas-
BMBaeT BOOOpakeHMe XYAOXKHMKA, NMPEAOCTaBASS eMy M3BECTHYI0 CBOOOAY B
BbIOOpE KOMMO3ULIMOHHbBIX CPEACTB U CMOCOOOB BblpaxkeHusi. [oaTomy 1 Mo
ceil AeHb, S MPOAOAXKAIO MMCaTb TeaTPaAbHble 3CKM3bl, B 3TOM >XaHpe Bblpa-
XKalo CBOM XYAOXECTBEHHbIE 3aMbICAbI, CBOE OTHOLUEHMe K XU3HU [...]. Te nbe-
Cbl UIAV MHCLIEHUPOBKM, KOTOPbIE §1 BbiGMpaio, TPebyioT Nati u 6oAee 3CKM30B.
Tem Aerye, Kak MHe KaxkeTcsl, U BepHee Bblpa3nTb 3aMblCeA aBTopa U cebs. 1o
e XeAaHue “BbIrOBOPUTHCA” PYKOBOAUT MHOIO, KOTAQ § MULLY HATIOPMOPThI,
nersaxmu, noptpetbl”.

Ecbmm AaabikeHcKkmin “BbiIroBapuBaACs “BCIO CBOIO TBOPYECKYIO >KM3Hb.



Pacrenuns / Plants
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Bce Mbl poAOM M3 AeTcTBa — 3Ta GaHaAbHasi, AO NMpeAeAa 3aTackaHHasi M 3a-
MYCOAEHHAs CEHTEHLIMS He CTAHOBWUTCS MeHee MCTUMHHOM. B camom npsmom u
OyKBaAbHOM 3Hau4eHMM OHa OTHOCUTCS K Edpmmy AaabikeHckomy. Ero raaBHoe
TBOpYECKOE CBEpPLUEHME TaK M1 HasbiBaeTcs — “fopoa Moero aetctea”. Cara 06
Opecce — 0KOAO ABYXCOT (!) rAaB YHMKAAbHOTO, EAMHCTBEHHOIO B CBOEM POAE
3MNYECKOro U AMPUYECKOro NMOBECTBOBAHMS B LIBETE U AUHMSIX.

“TyTb K npuyaAy” GbiA AOATUM M TPYAHBIM. [epBble KapTHHbI LMKAQ BO3HMKAM
B 1962 roAy, HO YCAOBMS AASI BOMAOLLEHMS 3aMbICAQ CAOXKMAUCH AWLLb B KOHLIE
60-X rOAOB, KOTAQ XYAOXKHMK PACCTAACS C TEATPOM M LIEAMKOM MOCBATMA cebs
CTaHKOBOM XMBOMMUCK. “Tak 9 MPUOAMXKAACS K 3aBETHOM LieAr [...] v npuilea B
CBOW AOM Ha yamue basapHoii, a notom PakoBckoro, a notom KoonepatuBHom,
a notomM Kupoga, yamue B ropoae Oaecca MOMX IOHbIX AET, MPULLIEA HA MECTO
AEVCTBUS, HE OTXOAS OT MOAbGEPTA M XOACTOB B MAacTEPCKOM Ha yAMue Basu-
AOBa B ropoae Mockaa [...]. Tenepb, Koraa € roaamm yuiaa cyeta, — MPOAOAXKAA
AAABIKEHCKMIA — KOTAQ 3@ CMMHOM OOABLLIOM KYCOK XM3HM, KOrAa OCTaellbCsl
OAMH Ha OAMH C CaMMM CO0OOM, BO3HMKAIOT 06pasbl MOEn MOAOAOCTU, MOEt
Opecchbl, Tpexy O IHOCTM M 3apUCOBbIBAlD CBOM Tpesbl”. XYAOXKHUK yXKe He
B CMAaxX ObIA HECTM, YTO Ha3blBAETCH, Ha ropOy rpys BOCMOMMHAHWI, Gpems
HOCTaAbIMM (XOTS U HE AIOOMA 3TO CAOBO) MO CTPaHe ero AeTCTBa. XYAOXKHMK
CpaBHUA cebs ¢ kopabAeM, BO3BPATMBLUMMCS M3 AAAbHErO NAaBaHus: “M ecan
KopabAb, MyCTb Kak MeTacopa, NpuLLIeA B CBOM AOK OTAOXHYTb, OCBOOOAMTHLCS
OT paKyLleK, MPUCTaBLLMX K €ro AHULLY, TaK U S — B3AOXHYA CBOBGOAHO M AErKO,
o6peTs cBoe MPOLIAOE. ITO MPOLIAOE CTAAO HACTOSILMM AAS MEHSI, M MOE Ma-
CTEPCTBO M YMEHME ero Bblpas3nTb CTAHYT CTOAb XK€ HaCTOSILLMM U AAS APYTUX.
O, npotaoe 6bIAO CTOAb MHOrOO6PasHO, MyCTh AaXKe B HEGOADBLLIOM apease ero
AEMCTBUIA. AAS CBOETO BOMAOLLEHMSI OHO NMOTPE6OBAAO MHOXKECTBO KapTOHOB,
XOACTOB M 6OAEE UEM AECSTb AET YMOPHOro TPyAQ. ... B BocmomMuHaHum v Bo-
0OpaXkeHMn AHEM M HOUbIO BO3HMKAAM YAMLbI 1 O6yAbBapbl OAECCbI MUHYBLLMX
BpEMEH, TEKYLLMIA BAOAb M MOMEPEK MX HECKOHYAEMbIi MHOFOMOAOChI MOTOK
OAECCUTOB, U OCBOOOAUTBLCS OT 3TUX BUAEHMIA MOXHO ObIAO TOABKO OAHUM
CnocoboM — BOMAOTUTb MX B XKMBYIO, MyAbCUPYIOLLYIO MAOTb XKMBOMMUCHbIX 00-
pa30B, HAAEAMB MX CAMOCTOSITEAbHbIM M CAMOAOCTATOUHbIM ObiTEM” .

M ewe 06 oaHoM. Bosspauerne B Oaeccy ero AeTCTBa CTaAO AAS XYAOXKHM-
Ka CBOEro poAa BMPTYaAbHbIM, BOOOPaXkaembiM YXOAOM M3 TaK yrHeTaBllei
M OCKOPOASIBLLIEN €r0 OKPY>KaloLLIen AEACTBUTEALHOCTM, YXOAOM B FOPOA €ro
AETCTBA, rAe OH OblA Tak cuacTAMB. BCio CBOIO cO3HATEAbHYIO >KM3Hb Edhum Aa-
ABDKEHCKMIA HAaXOAMACS B COCTOSIHUM BHYTPEHHEro, He auLLIMPyeMOro KOH-
AMKTa C COBETCKOM AEMCTBUTEAbHOCTbIO. “[0poA Moero AeTcTBa” okasaAcs
OAHOW U3 apeKBaTHbIX (POPM 3TOM CKPbITON KOH(OPOHTALLMM.

XoTeAoCb 6bl OCTAHOBUTHCS HA OAHOM MOMEHTE, HE MMeloLLieM, Ka3aAoCh Obl,
NPSIMOro OTHOLLEHWS HU K MTPOGeCCUOHAABHOMY MCKYCCTBY, HU K XYAOXKECTBEH-
HOWM KpUTHKE. Peub MAET 06 MCKPEHHOCTU M HEMOCPEACTBEHHOCTM B TBOPUECTBE,
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KOTOPbIE, MPK ONPEAEAEHHbIX 0OCTOATEALCTBAX, MPUOOPETAIOT 3HAUEHUE SCTe-
TUYECKMX KaTeropui. ITo caMo coboil pasyMeeTcs; MCKPEHHOCTb XYAOXKHMKA,
KaK OAHa M3 COCTaBASHOLIMX 00Pa3HOM CTPYKTYPbl, 0ObIYHO, KakK Obl BbIHOCUTCS
3a CKOOKM, a MEXKAY TEM Takoro poAa paBHOBECHE OLLEHOYHOro GaAaHca BCTpe-
YaeTCsl, AAAEKO He Bceraa. Epmm AaAbIXKEHCKMI — XYAOXKHUK 6E3YCAOBHOM MC-
KPEHHOCTM; ero abCOAIOTHbIN CAYX OTTOPraeT MaAenLyto (ablib. XYAOXKHUKY
Yy>Abl CTOAb PACnpOCTPaHeHHbIE B COBETCKOM MCKYCCTBE HAa3MAATEAbHOCTb U
0CTOYepTEBLLME BCEM MOPAAM3ATOPCKME NMPOMNOBEAM U MOYYEHNS; OH HE MAEAAU-
3UpYyeT 1 He MpuUyKpalluMBaeT HU CBouMX repoes, H1 Opaeccy 20-X roAOB — rOpoA
Mcaaka babeas 1 benn Kprka, HO 1M He MPUHMXKAET MX, HE CMEETCS HaA HUMM,
HO AMLLb YABIGAETCS UM M MMLLET TaKMMM, KaKUMM OHM ObIAM 1 KaKMMKU OCTaAMUCh
B NamsiTu coBpemeHHnKa. OH — He 6eCcCTpacTHbI HaBAIAATEAb M CO3EpLATEAD,
a “AeNcTByloLLEE AULIO, COYYACTHUK U ConepekmBaTeAb”.

O kapTuHax umkaa “lopoa Moero aeTcTBa” nmMcaTb M Aerko, M TPyAHO. Aerko,
MOTOMY UYTO CEPUM MPUCYLLE MOYTU KAACCUYECKOE EAMHCTBO BPEMEHU M MecTa
AENCTBUS, PaBHO Kak M €AMHCTBO CTWMAS, YKMBOMMCHOM MaHepbl, Bblpa3UTeAb-
HbIX CPEACTB — M 3TO MPU BCEM MX pa3HOOOpasmmn 1 rmbkoctun. Bee acHo n Het
HMKaKMX CEKPETOB M HAMEKOB, MHOCKa3aHWI M YCAOXKHEHHbIX MeTadop M acco-
UmMaumii, NCUXOAOrMYECKMX M3bICKOB M T.M. HO CTOMT TOABKO MPUCMOTPETHCS,
Kak 3arapok OOHapy»kKmBaeTcsl B M30bITKE... TPYAHO MOTOMY, 4TO, OYKBAAbHO,
KaXkAas M3 ABYXCOT KapTMH LMKAQ — 3aBepLIEHHOe NPon3BeAeHM e UCKYCCTBA U
YK€, B CMAY 3TOr0, 3aCAY>KMBaeT, MO MeHbLUEN Mepe, BHUMATEAbHOIO aHaAM3a.
Bce BMecTe oHM 06pasyloT eAnHyIo Mo3amnky Obita 1 6biTis OAECChbl 1 0AECCH-
TOB, M yTpaTa AaXKe OAHOIO KyCO4Ka CMaAbTbl 060pauMBaeTcs yiepbom AAs ee
LLeAOCTHOCTM.

KnBONMMCHBIN LMKA, KaK ObIAO CKa3aHO, COCTOUT M3 ABYXCOT KapTUH, M PaccKas
00 OAHOM MAM HECKOABKMX MOXET 03HauaTb 0OMAHOE HEBHUMAHUWE K APYTUM,
He MeHee BaXKHbIM M MHTEPECHbIM. DTOT MECTPbIA, LWYMHbIA, FOAOCUCTbIA MUP
CTOAb I'YCTOHACEAEHHbIN, YTO MO KOAMYECTBY OOMTaTeAeH Ha KaXKAbI KBaApaT-
HbI METP MAOLLAAM OH YAEPXKMBAET MEPBEHCTBO CPEAM BCEX CTPaH U rOpOAOB
nAaHeTbl. BOT nepenunch HaceAeHMs, COCTaBAEHHAs OAHMM M3 KPUTUKOB: MY>KUM-
Hbl M >KEHLUMHbI, AETW, CTapMKK, CTaPyXn, AABOUHMKM, AEAbLLbI, )KYAUKK, MacTe-
poBble, MPOCTUTYTKMU, aABOKATbI, PaBBMHbI, MUAMLIMOHEPbI, HAAETUMKM, Boraun,
apTUCTbI, AMKME BUHAIOKHMKM, MaTPOChl... Cpeaa 06UTaHMS: YAMLbI, GyAbBapbI,
PbIHKM, Kae, MacTepCKune, TeaTpbl, KBapTMPbl, PECTOPaHbl, ABOPbI, CMHAroru,
NPUTOHbI, KAAAOMLLA, GaHKM, MASKM, Mara3uHbl... B 3TUX KapTuHaX BCe raaBHOe
M BCE HErAnaBHOE, BCE — 3HAUMTEAbHOE, M BCe — He3HaunTeAabHoe. [puHdaTas B
00LecTBe Mepapxus LEeHHOCTEN NMOCTaBAEHa, ECAM XOTUTE, C HOT Ha FOAOBY.

BbipaxkeHune “Bca Opecca” nmeeTt onpeAeAeHHbIi UPOHUYECKUIA MOATEKCT, HO B
AQHHOM CAyYae 3TO He MpocTo runepboAa, a KaHpoBas XxapakTepuctuka. Nepe-
UUCASITb CIOXKETbl AQABIKEHCKOTO — 3aHsATME HEOAArOAAPHOE, TE AU UHbIE YIy-
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LLLEHNS MOTYT OKa3aTbC$sl CYLLECTBEHHbIMU. A MOHATHE “KAaccudmKkaums” CAML-
KOM aKaAEMWYHO M He OYEeHb OTBEYAET TAaKOMY XXMBOMY M TBOPYECKN HeMpeA-
CKa3yeMOMy SIBAEHMIO MCKYCCTBA, Kakoi NpeAcTaBAsgeTcs cepus “lopoa moero
AeTcTBa”. PadymeeTcs, NpMBOAMTL 3TH paboThbl K 06LLEMY 3HAMEHATEAID HeT
HEOOXOAMMOCTH, U BCE Ke MHTEPECHO NMPOCAEAUTb HEKOTOPbIE HUTU, CKPEMNAS-
IOLLIME Te MAM MHble PabOTbl B HEKYIO LLEAOCTHOCTb. TaK, Hanpumep, “mMaccoBkm”
Kak xapaktepHas yepta obuiectBeHHOro 6bita 1920-x roaos. 910 1 “INMr1oHep-
ckuit napaa” (“Mbl Ky3Heubl...”), n “MaeBka ¢dabpukn umerun P.Atokcembypr”,
n “Aa 3apascTByet 1-e mas”, n “B caay Tpe3Bocti”, u MHormne apyrue. K Hum
MPUMbIKAIOT CIOXKeTbl HOBOTO 6biTa — “INy6Anuka”, “boabluag nepemera”, “B
ctyamm bepuiaackoro”, “My3sbikasbHag WwkoAa CTOASPCKOro”. A B MapaAAeAb K
HUM AOXMTCS He (DOPMaAbHOE, HO CTUXMIHOE M TPAAMLIMOHHOE MHOTOAIOABE
"Toauok”, “Aepubacosckas”, “I'Nocae 6azapa”, “AMypckune BoAHbl”, “CTapbli
6asap yTpom”, n Apyrue.

I10 1 ectb “Bca Opecca”’, cocTosilias M3 AECATKOB M COTEH OAECCUTOB W,
OYEBMAHO, MHAMBMAYaAAM3ALIMS KaXKAOFO M3 HMX — 3aAava He NpoCTO HEBO3-
MOXHasl, HO BbIAQMbIBAIOLLLASICS U3 0OLLEro 3aMbICAQ: TO OblAA 3MOXa MACCOBbIX
AENCTBUIA M MAaCCOBOIO CO3HaHMS — B NMPOTMBOBEC “CTAPOPEXKMMHOMY” MHAMN-
BMAYyaAM3My. AIOAM B TOAME Ha KapTuMHaX AQAbIKEHCKOrOo — Ha OAHO AMLLO,
elle ToyHee — 06e3AMYEHbI, U 3TO He Karnpu3 XyAOXKHMKA, He NPUEM, HO 3aKOH
namaTh, BPEMEHHONM PeTPOCneKLMM NPOCTPAHCTBA, CAMTOrO C MCTOPUYECKNM
BPEMEHEM.

ToAna To 6YPAMT, Pa3AMBasCh MO YAMLIAM M MAOLLAASM, TO 3aMEAASIET PUTM, U
OT Hee OTMOYKOBbIBAIOTCS HEOOAbLLME FPYNNKK, OYAb TO MOCETUTEAN PECTOpa-
Ha “MeaBeab” nan “Kade 6bisiiero @aHkoHn”, paboTHMLA Ha 3aCOAKE CKYM-
O6prM MAM npavkn “BOAbLION CTUPKK”, HEMPEMEHHbIE 3PUTEAN AIOObIX YANMY-
HbIX MPEACTABAEHWI M MPOUCLIECTBUI — LMpKa, 6OPbObI, MOXOPOH — apTUCTKM
Bepbl XoAoaHOM MAM anpekTopa Llepabkoona.

[Npn >KeAaHWM, MOXKHO BbIAEAWUTb CLEHbl M3 eBPEeMCKOM >KM3HWU: “XaHyka”,
“Xyna B TaHUeBaAbHOM KAaacce 3uHrepa”, “@puaa BbIxoamT 3amyx”, “LLloi-
xet”, “EBpeiickas cBaabba”, “Cunarora”, “Cappouke oT Oumbl”, “Cumxat-
Topa” n Apyrue. 3AeCb MHOTO COYHOTO, HE3AOOMBOTO IOMOPA, MHOTO AYLLIEB-
HOM TEenAOThbl, 6AAropacnoAOXKEHHOCTH XYAOXKHMKA K CBOUM TeposiM 1 CBOUM
3puTeAam. [opoa OTKpPbIBAET HaM CBOIO “YaCTHYIO XKM3Hb” C TaKMMM CIOXKETaMM
Kak “becnpu3opHukn Ha TAybokom maccuse”, “B 6aHe McakoBuua”, “Bops-
BYHAEPKMHA" U T.M.

B 3TOM nAaHe oYeHb BaXKeH yPOBEHb XXM3HEHHOM M MCTOPUYECKON AOCTOBEP-
HOCTM U1, COOTBETCTBEHHO, YPOBEHb HaLIEr0 AOBEPUS K M300pakeHnsaIM. Mox-
HO, KOHEYHO, MPOBEPUTL 3TO MOCPEACTBOM COMOCTABAEHUS C AUTEPATYPHbIMMI
ncTouHrKamu. ToAbKo oAMH npumep, M.babeas: “BeTep LiaTaacs M1UMO AaBO-
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YeK, CUSILLMIA TAa3 3aKkaTa MapaA B Mope, U Hebo BbIAO KPaCHO, Kak KpacHoe
UMCAO B KaneHAape. ToproBAst MPUKpPbIAACh yke Ha AeprbacoBCKOM, U HAAET-
UMKM MPOEXAAM Ha TAYXYIO YAULLY K MyOAMUYHOMY AOMY. OHM exaAn B AQKOBbIX
3KMMaXKax, pPasoAeTble Kak MTULbl KOAMOPU, B LBETHbIX MMAMXKAKaX, rAa3a Bbl-
ny4YeHbl, OAHA HOra OTCTABAEHa K MOAHOXKE, a B CTAaAbHOM MPOTSHYTON pyke
KaXKAbI A€p>KaA OYKET, 3aBOPOYEHHbIN B ManmMpocHyto bymary. OTAakMpoBaH-
Hble MPOAETKM ABWMIAAMCb LIArOM, B KaXXAOM 3KMMaXKe CMAEA OAMH YEAOBeK C
O6YKETOM, M Kyuepa, TOpUYaBLUME Ha BbICOKMX CUAEHUSX, YKpalleHbl ObiAM GaH-
Tamu, Kak Lwacdepa He cBaabbax. CTapble eBperkn B HAKOAKAX AEHUBO CAEAMAU
3a TeYEHWEM 3TOM MPUBbLIYHON NMPOLLECCUM — OHU ObIAM KO BCEMY PAaBHOAYLLHbI,
CTapble 3T eBpenkn”.

KaptuHa Edpmma AaabikeHckoro “HaAetumkm eayT KpyTuTb AOOOBL” XOTS U
6An3ka K Tekcty M.babeas, HoO OHa He AMTEpPaATYPHOrO MPOUCXOXKAEHMS: Xy-
AOXKHMK CO3AABAA HE MAAIOCTPALIMK, a YepraA 13 6oraToro 3amnaca coOCTBeH-
HbIX HAaOAIOAEHMIA 1 BrIeYaTAEHMI.

XYAOKHMK UCTIbIThIBAA K POAHOMY FOPOAY HEXHYIO AOOOBb M NMPUBA3AHHOCTD,
A06OBb, CAOBPEHHYIO U3PIAHOM AO30M MPOHWM, HE A3BUTEAbHOM M paspyLia-
jolen, Ho AoOGpoit, GAaroXKeAaTeAbHOM, B KOTOPOM, Kak MHE NMPeACTaBASETCS,
BMAMTCS YepTa eBPEenCKOro HaUMOHAAbHOIO XapakTepa M, COOTBETCTBEHHO,
€BPEeNCKOro MCKycCTBa.

“Topeub 1 A06poTa, CKOPOL 1 IOMOpP, FOpe U cmeX, — nucan Epum AaabikeH-
CKMI — M3BEYHbIE CMYTHUKN MOEro HapOAQ, AaBLUME eMy BO3MOXXHOCTb BbICTO-
STb BO BCEX €ro HeB3roAax, — M eCTb HallMOHaAbHAs YepTa UCKYCCTBa eBpen-
CKOTO XYAOXHMKA MAM XYAOXKHMKA, UbM MPeAKM ObiAM eBpesmu.”

Bpems TeueT, CAOBHO Mecok, MeXKAy MaAblLiamMu, M Ha Hawei namsatu 20-e
rOAbl — FOAbl AETCTBA XYAOXKHMKA, CTAaHOBATCA “CTapbiM AOOPbIM BpemeHem”,
a MPOHMS nepeTekaeTt B 3Aeruio... [10 3TOMy MOBOAY MO3BOAMM cebe Anpuve-
CKMI nacca>k 0AHOro 13 KpuTnkos — M. Aelmnckoro: “Ham He aAaHo yke B Oe-
AbIX TEHHMCKAX M OEAbIX, YeCy4OBbIX OpIOKax CMAETb MOA MOAOCATbIM TEHTOM
Kadhe, He AaHO MuaTbCs Mo ByAbBapy B MPOAETKe AMxaya, 06beAaTbCs CBEPX
Mepbl M HAAOBHOCTM Ha Ubeit-TO CBaabbe, CMOTPETbL C BOCTOPrOM M Y>KaCoM Ha
3anps>keHHbIX B KaTahaAk AOLIAAei MoA GeAbIM CETHAaTbIM MOKPbIBAAOM M Ha
MOKOMHULY B GeAbIX Ty(eAbkax B OTKPbITOM rpoby, HE AQHO CAYLIATb YXaHbe
AYXOBOrO OpKeCcTpa, HaAPbIBAIOLLErO ALY LIONEHOBCKMM MapluemM. M MaAbum-
KOM, KOTOPbIt CTOMT TaM, CPEAM 3PUTEAEN, KOHEYHO, MOT Bbl BbITb U1 5, HO BOT
BCTPETUTBLCS C HUM 4 Y>Ke HUKOrAQ He cMory...”

OnyCcTUM CTOAb HaCTblit, XOTS U He 0693aTeAbHbIN B GUOrpadhusax XyAO>KHUKOB
3Tan cbopa matepmana, He ObIAO HY>XKAbl YTO-AMGO MCKaTb. “MHe HU4ero He
HaAO ObIAO BblAyMbIBaThb, — n1caA Edpum beHumoHoBMY, — MHe He HaAo ObiAO
Hanpsratb Nnamatb, “nenea Kaaaca ctyyaa B Moe cepaLie”, Kak y YAEHLUMUIeAs.
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Tak MOU OAECCUTbI U OAECCUTKM, MOM POACTBEHHMKU U HE POACTBEHHUKM He3-
YAEPXKHO PBAAMCb Ha XOACTbI, pasmellasiCb Ha UX MAOCKOCTU. M Bce OHM BbiAK
FAQBHbIMU, U BCe ObIAU MHE AOPOTM, U MOTOMY-TO M MPULWIAOCH OTKA3aTbCsl OT
KAQCCMYECKOM BO3AYLLIHOM U AMHENHOM MePCreKkTUBbI, YTOObl HUKOrO He 06u-
AETb M3 HMX. A MeCTa Ha KapTUHE OHM BbIBUMPAAM camm, pasmelllasicb yA0BGHO,
B 3aBMCUMOCTM OT KOAAM3NIA”.

3A€eCb BMAOTHYIO MOAXOAMM K MPOGAEME MPUMUTMBA, KaK COCTaBASIOLLEN TBOP-
4eckoro Metoaa. MHOMMM KpUTHKam, uncasiumm Eprma Aaabl>keHckoro no Be-
AOMCTBY MPUMMTMBA, NOKA3aA0Cb, YTO 3TUM OHM PELLIMAM BCE BOMPOCHI: OAMH
M3 HUX Aa)ke HallleA MecTo AaAbDKEHCKOMY B cTaTbe “HanBHOe MCKycCTBO B
M3panae”. Ha camom aeae Bce He Tak NpocTo: Epmm Aaabl>KeHCKMIA Mo BCem
napameTpam He “HauB” M He MPUMMUTUB, @, B KaKOM-TO Mepe, BeCbMa OTHOCU-
TEAbHOWM, MPUMUTUBUCT, MHBIMU CAOBaMM, NPOMeCccMoHaAbHO 06pa3oBaHHbIN,
MCKYLIEHHbIN B MAaCTEPCTBE XYAOXHMK CO3HAaTEAbHO U LIeAEYCTPEMAEHHO pa-
6oTaeT “noa NpuUMMTIB”, 06peTas B HEM MCTOYHMK TBOPUYECKOro 0OHOBAEHMS,
HernocpeACTBEHHOIO XYAOXHWYeCKoro nepexxmBanHus. O AeTepMUMHUPOBAH-
HOCTM “COBETCKOro MPUMUTMBU3MA” M3PANAbCKMIA MCKYCCTBOBeA Mapk LLlenc
BbICKa3aAcd Tak: “Takasi MaHepa MOMOraeT COBETCKOMY XYAOXHUKY AOCTWUYb
Cpasy ABYX LieAel: He OTCTYMUTb CAMLLKOM AQAEKO OT BU3YaAbHOW PeaAbHOCTM
M OTOABMHYTbCS Kak MOXHO AaAblue OT omLMarbHOIO coupeaansma”. Bepo-
ATHO, 3TO Tak, HO 3TO He BCS NMpPaBAA. 3a BCEMM 3TUMM O0OCTOATEALCTBAMU U
CY>KAEHMSIMU MPOCMaTPUBAETCS B XYAOXHMKe rAaBHoe: Ehrm AaablkeHCKmii
npexAae BCero nepBoCTaTelHbli XXMBOMMCEL,, U TAaKOBbIM OH OCTAeTCs BO BCeEX
TBOPYECKMX U >KM3HEHHbIX CUTyaumsax. ITO O3HA4yaeT, YTo LBET, XOTd U He
€AVMHCTBEHHOE, HO, BCe XXe OCHOBHOE, Bblpa3nTeAbHOE CPEACTBO, Hecyllee B
cebe OrpoMHYI0 HarpysKky: CMbICAOBYIO, KOMMO3ULMOHHYIO, SMOLMOHAAbHYIO.
TOAbKO OAHOW KapTuHbI “3ae3kuii ABOp” OGbIAO Bbl AOCTATOUYHO, UTOObI MpU-
3HaTb 3a EhpMOM AaAbI>KEHCKMM MECTO B psSAy AyULIMX KOAOPUCTOB CBOErO
BpemeHu. B Bocnpmatnm oAHOrO M3 KPUTUKOB-3pUTEAEN BO3HMKAET Takas na-
antpa Edpuma AaabikeHckoro: “CkopOeH uepHO-6eAblil 3MoC O PEBOAIOLIMN,
MOAABASIET YEPHbIN 1 I'YCTO-3€AEHbIN B M3006paXKeHUM CTbIHYLLEN 3UMHEN YAU-
Ubl B TOAOAHbIV FOA; LLEMWUT AyLLY MPOH3UTEAbHbIN CMHe-3eAeHbl “Beuepa Ha
CTApOM pbIHKE”, 1 XKYTKO CTAaHOBMTCS, KOrAQ BXOAMLIb B aAO€ MAAMS$, CAOBHO

nn

ncxoadilee oT KapTuHbl “Haw Teatp roput””.

Bocnpusitie n npouteHne KapTMHbI — 3TO TOXE CBOEro poAa Mckycctso. He
06bI4HOE, MOBCEAHEBHOE, HO 0C000E, XYAOXKHMYECKOEe 3peHMe aBTopa, ero no-
3ULMSI, M €ro OTHOLLEHMWE K M306pakaeMoMy, HaBEPHOE, M eCTb CaMOe TPYAHOE,
HO M camMoe BakHOe B MOHMMaHWM XYAOXKHMKA M ero npousseaeHuin. “Oaec-
ca” — 3TO OCTAaHOBAEHHOE KMUCTbIO XYAOXKHMKa BOCMOMMHAHWE, CBOEr0 POAA
cton-kaap. Oaecca Ha kapTuHax E.AaAbI>KEHCKOro — 3TO ropoA ero AeTCTBa,
ropoA, YBUAEHHbIN rAazamu pebeHka 1 NOAPOCTKa, HO BOCCO3AAHHbBIN YKe He
pebeHKOM, a 3PEeAbIM M OTMbITHBIM XYAOXKHMKOM. BO3MOXHO AM COBMelleHMe
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3TUX ABYX B3rASAOB Ha NpouAoe? ECAM TOAbKO OCTaHeTCsl OOLEenpUHATLINA
A3bIK MPOPECCHOHAABHON M306Pa3UTEABHOCTH, HO M3 KaPTUH UCYE3HYT Gecxu-
TPOCTHasl HAMBHOCTb M HEMOCPEACTBEHHOCTb “OUeBMALLA B KOPOTKMX LITAHULL-
Kax”, a C HUMM M oYapoBaHue “rpes o aoeTctBe”. Ecan cTmAM3oBaTh “noa Hame”,
nomepKHeT 0basiH1e eCTeCTBEHHOM, a He HAPOUMTOM, MCKPEHHOCTU aBTOPCKMX
MHTOHauMiA. Epumy AaAbI>KEHCKOMY YAAAOCh OpraHnuHo, — 6e3 3a3opa, — Co-
BMECTUTb 3TV MOAXOAbI B EAMHOM 06PA3HON CUCTEME, HaWTH 3TOT S3bIK U yOe-
AWTb 3pUTEAS, UTO OH HaMboAee aAeKBaTHbIN, BbiTb MOXKET, M €AMHCTBEHHO
BO3MOXXHbIM B 3TOM TBOPYECKOW CUTYaLMN.

DTa ABOMCTBEHHOCTb, a €CAM TOUYHEEe, — YABOEHME, — B3TASAOB pebeHKka 13
AETCTBA M B3POCAOIO, BbIPOCLLEro M3 3TOro AETCTBAa XYAOXKHMKA, 3aCTaBUAO
AQAbIXXEHCKOrO MepecMOTPeTb MHOTOe M3 Ka3aBLIMXCS He3blOAEMbIMU OCHOB
TPAAMLMOHHOM M306pa3UTEAbHOCTH, BBECTM dAEMEHT “urpbl”. Hauaa ¢ Toro,
4TO YNpasAHMA KAAQCCUMYECKYIO AMHEMHYIO, @ 3a0AHO W BO3AYLUHYIO Mepcrek-
TUBY. BoccTaHOBAEHHas B CBOMX M3HAUYaAbHbIX MpaBax MAOCKOCTb XOACTA OKa-
3bIBaeTCs TPYAHO COBMECTMMOM, C OYKBAaAbHOCTbIO HAaTYPHOIO BUAEHMWS, ero
o6bemMaMmn 1 rAyOMHOM NMPOCTPAHCTBA. XYAOXKHMK OYATO pa3rAakmMBaeT yTio-
roM MPOCTPAHCTBO YAMLbI UAK OyAbBaApa, YKAAAbIBAeT HaB3HWMYbL AOMa U BCIO
3Ty y30p4YaToCTb M PUTMMYECKYIO FE€OMETPUIO pacLiBeuMBaeT MHOXKECTBOM
YBAEKATEAbHbIX AeTaAeil. M 3TO He KYHCTLUTIOKM, He MOBOA AAS AEMOHCTpa-
LMKU M3OLLPEHHOTO YMEHUS, HO Croco6 MPOCTO M HArASAHO AOHECTU AO BCEX
M KaXKAOTO MPOUCXOASLLEE BO BCEX MOAPOOHOCTSX. [Mpu 3TOM, B OTCYTCTBUM
peaAbHOW NepCrekTUBbI CTb elle OAMH BaXKHbIA CMbICA: Mbl, 3pUTEAU, ByAyum
BTSIHYTbIMM XYAOXXHWKOM Ha CLEHMUYECKYIO MAOLLAAKY €ro repoes, U NMpuUTOM,
OTOABUHYTbIE OT pa3blrPbIBa€MbIX MHTEPMEAMIA, OKa3blBaemcsl, Kak Obl, B UHOM
NPOCTPAHCTBE, U 3TO HEOAOAMMOE MPOCTPAHCTBO, NMPOCTPAHCTBO MUHYBLUMX
6e3B03BpaTHO AET, 60AEE TOr0, MCTOPUYECKMX IMOX, CTABLUMX AETEHAOM U He-
TYCKHEIOLLMMM BOCMIOMUHAHUSIMU. MeXXAY 3pUTEASIMU M aKTepamm CTEKAIHHAs
CTeHa: BCe BUAHO, HO 06L1aTbCs OHU HE MOTYT U HE AOAXKHbI.

MrpoBoe Hayaro, GaraHcupytoLlee Ha 3bIOKOM rpaHM MEXAY “Tak ecTb” M “Kak
6YATO”, BbICTYMAET Mopoit B CaMbIX HEOXKMAAHHBIX M MapaAOKCAAbHbIX CUTYaLM-
91X, AMM30AAX, MOAPOOHOCTSX. [MoCETUTEAN OAECCKMX PECTOPAHOB M Kache YAOOHO
PaCMOAOXMAUCH 32 CTOAMKAMM, HO 3TO TOABbKO MO3bl CUASLLMX, & CTYAbEB-TO HeT!
Ty CTPAHHOCTb 3PUTEAD MPUHMMAET HE B CBETE IAEMEHTAPHOI0 XXM3HENoA0OMS,
a Mo 3aKOHaM Mrpbl U CBOErO POAQ AOTOBOPA MEXAY XYAOXKHWKOM, €ro repos-
MW 1 ero 3puTeAaMu. McuesaeT HaroHsIoLas TOCKy Cepbe3HOCTb, YCTynas MecTo
OAECCKMM PO3bIrpbllliaM, CMELLKaM, YAbIOKam “MoHapoLLKy”: BEAb BCE-TakM 3TO He
TbmyTapakaHb, a Oaecca, BcemmpHas CToAMua tomopal

Mrposaﬂ CTUXUA BbINAECKMBAETCA Ha YAULbI OAeCCbI, npeo6pa>|<a9| ropoa B
YANBUTEAbHYIO AE€KOPaUnto, B KOTOpOl71 OKa3blBalOTCA BO3MOXXHbIMN ABYXMEP-
Hbl€ TPpaMBan, HEBEPOATHbIE NnepeceveHnsa peAbCOB, YBUAEHHbIE CBEPXY Y30pPbl
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OYABIDKHOM MOCTOBOM, @ AOMa, AEPEBbS, U3BO3UMKM — B OPTOFOHAABHOW MPO-
eKLUmK.

TeopuecTBo EdhpriMa AaAbIKEHCKOro, — a 0AeCcKast cepust TOMy npumep, — 00-
pa3HoOe MbILIAEHME, U KaK TOAbKO YTO OMMCAHO, OCTPO MapaAokcaAbHO. He nao-
CKOMY, OAHO3HAYHOMY MPABAOMOAOOMIO CAEAYET XYAOXKHUK, HO CBOOOAHOMY U
pacKpernoLeHHOMY BOOBPaXKEHUIO: TO, UTO OH M300paXkaeT, — 3TO U PaccKasbl,
NMOBECTBOBAHMSI, U B TO >Ke BPemsl MPUTUM, BOMAOLLEHHbIE B CBET U LIBET YCAOB-
HOro MPOCTPaHCTBa MUMbI M A€reHAbl BECEAOTO, YHMKAAbHOIO ropoaa. YCAOB-
HOCTb 3Ta TeaTpaAbHa MO CBOEN XYAOXKeCTBEHHOM npupoae. EcTb TeaTpbl 0AHO-
ro akTepa, a kapTuHbl Eprma AaabI>KEHCKOro — 3TO TeaTp 0OAHOIO XYAOXKHMKA,
3arnevaTAeHHbI Ha MAOCKOCTM XOACTOB. Pa3BmBasg 3Ty MbICAb, OAMH M3 KPUTU-
KOB >XMBOMUCYET Takoe 3peAulle: “MAeT crekTakAb O YEeAOBEUYECKOWM >KM3HM,
HavaBwmiics B Oaecce, okoHuUMBLIMIACS B MockBe. Ceituac 9BUTCS pexxunccep,
MOAQCT 3HakK, M OXKMBYT OCTAHOBAEHHbIE KaApPbl BOCMOMWMHAHWMIA O MPOLUAOM U
OyAyLLEM: MOCKAYYT MPOAETKM U OAECCKME HAAETUMKM, HAUYHYT MPOryAMBATHCS
AIOAM B KOTEAKAX, MOAHUMET MacxaAbHbli GOKAA CTapblil eBpeit, rpsHeT CKpu-
nouka...”. Cam XyAOXXHWK — 1 aBTOP, U pexxmccep, U AeKOpaTop-NoCTaHOBLLMK,
1 FAQBHOE AEMCTBYIOLLLEE AMLLO 3TOrO YBAEKATEABHOIO CreKTakAg. “fopoa Moero
AETCTBA” CTaA BaXKHEMLUMM TBOPUYECKMM CBEPLUEHMEM TBOPYECKOM >KM3HU Edu-
Ma AaabbkeHCKoro. CTO CeMbAECST LLEeCTb KapTUH HamnmMcaHbl UM B MOCKOBCKOW
MacCTepCKoW, elle MpUMEPHO ABaalaTh AobaBAeHbl K HUM B Mepycaamme. Ho,
KaK 0Ka3aA0Cb, 3aKOHUYMTb paboTy HE MeHee TPYAHO, YeM ee HavaTb, M6O ckasa-
HO B BaBmAoHCKOM Taamyae: “He 0653aH Tbl HauaTb CBOIO paboTy, HO M He BO-
A€H KOHUMTb ee”. B ncrnoBeam XyAo>KHMKa — NpuBKYC ropeun: “O, CKOAbKO pa3
S AYMaA, UTO OYEePEAHO XOACT, MPUCTABAEHHbI K CTEHE — KOHeL, MOel cepuiu,
M MOen MpOLWAOM >M3HM! A Ha 3aBTpa, YTPOM, B CTYAMM CTaBUMA CAEAYIOLLMN
XOACT, 6EAbIN, 3arpyHTOBAHHbINA MHOO, Ha MOAbOEPT, U CHOBA MbICAEHHO BbIXO-
AVA 13 Moero aAoma Homep 100 Ha basapHoit yauue (no3aHee neperMeHOBaHHOM
B PakoBckoro, a euwe nosxe B KoonepatuBHyio 1 B KnpoBa), 1 HanpaBAsIACS
Ha cTapblii 6a3ap 1AM cBopaumBaa Ha [peobpaskeHckyto yamLy. M X0AMA ¢ no
CBOEMY AQAEKOMY MPOLLAOMY, YyBCTBYS TEMAO COAHEUHbIX AyYelt MAM CTYXKY Be-
Tpa “lopblWHAK”, 3anax KaAeHbIX KalTAaHOB Ha MPOTUBHSIX, MAM LLMMAIOLLMIA BKYC
CeAbTEPCKOM BOAbI C CMPOMOM “CBeXKee CeHO”, 3BYK 3BOHKA TpamBas MAM LIOKOT
KOTbIT AOLLIAAEM, 3aMPSXKEHHbIX B APOXKKM, MAWM THYLUMX OUHAIOMM, M CHOBA M
CHOBA, POXXAAAMCb KapTHHbI, U Tak BOAEe AECATU AET U BOAEe CTa CEMUAECSTH
KapTuH. Kakne-To Ayulle, KakmMe-To Xy>ke, HO BCE MOM, M BCE MHE AOPOTH, 1 3a
BCE Hecy MOAHYIO OTBETCTBEHHOCTb”.

3Ty OTBETCTBEHHOCTb nepes OAeCcon U opeccuTamu, nepes CBOMMU reposiMm
1 3puTeAamm Epum AaAbI>KEHCKMIA HEC C AOCTOMHCTBOM M Al0GOBbIO. “KapTu-
Hbl AQABIKEHCKOrO My3blKaAbHbl, — 3aKAIOYAET aBToOp aAbOoMa “Topoa Moero
AETCTBA”, — MHTOHaUMS ux onpeAeAeHHa. OH roBOPUT O Mpa3AHUYHOM U AO-
6pOM BOCTIPUSTUI MMpa — TOTAQ U Terepb”.



“KPACHAS
KOHHULAY
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OAHaXAbl, 3aKpblB TOABKO YTO MPOUMTAHHYIO KHUrY, Ecpmm AaabKeHCKmii
owyTuA, uto Mcaak babeab BolleA (BOPBAACSH, BAOMMACS...) B €0 XKM3Hb MPoY-
HO M HAaBCErAQ, U HE TOAbKO MOTOMY, YTO B HEOO03PMMOM MHOIOLLBETbE MUPA
XYAOXHUKY MMAee BCero OblAM 3arycTeBlUME Ha MaAMTPe MucaTeAs Kpacku
OAecchl, AEAO LAO O GOAEE TAYOUHHBIX MOHATUAX, “AAS MeHs “KoHapmms” —
CBMAETEAbCTBYET AQAbIKEHCKMIA, — BblAa TEM Ke, YemM BUOAMS 1 MUDbI AAS
MHO>KECTBa XYAO>KHMKOB, MOBOAOM M TOAYKOM K Mepepaye CBOMX UYBCTB U
nepe>kmBaHmnin”.

Khuura Mcaaka babeast ctana €ro KHUroM, M OH y>Ke C Heil He pacCTaBaAcs.
OueBMAHO, BbIAO U CyLLLECTBEHHOE pa3AMume: babeAb — CcBMAETEAb M Hemno-
CPEACTBEHHbI YYaCTHUK COObITUIA, KOTOPble AQAbI)KEHCKMIA BOCTIPUHSIA, YTO
Ha3blBAETCS, U3 BTOPbIX PyK. DTa AUCTAHLUMS B M3BECTHOM Mepe COKpaTMAacCh,
6Aaroaapst Ha PEAKOCTb MHTEHCUMBHOMY, XYAOXKHMYECKOMY NMepesKMBaHMIO TeK-
CTa, NPETBOPEHMS €ro B MaTepuaA MCKYCCTBa, AUTEPATYpPbI, B BU3yaAbHble 00-
pa3sbl xxuBonuck 1 rpadmkmn. (Mockoabky “KoHapmma” He nepeBOAMTCS aAek-
BATHO Ha ApYyrue s3blku, B mepeBoaax, — a ux boaee 20-t1, — kHura M.babeas
BbIXOAMT MOA Ha3BaHvem “KpacHag koHHuuQ”). 3HauyeHne “KoHapmun” B
TBOpYeckon Guorpacpum Edmma AaabikeHCKOro orpomMHo. Pacckasbl Babeas
0 paXkaaHCKOM BOMHE MOOYAMAM XYAOXKHMKA TAY6Xe BHUKHYTb B Te “npo-
KASTbIe” BOMPOCh! ObITUS, KOTOPbIE TaK BOAHOBAAM M MUCATEAS, U XYAOXKHUKA:
>KM3Hb 1 CMEPTb, BEPHOCTb M MPEAATEAbCTBO, AOOOBb M HEHABUCTb, KMBOTHOE
M AYXOBHOE B YeAOBeKe, HaKOHeLll, “Y4aCTHbIN” BOMPOC — PEBOAKOLMS U eBpeu.
AaAbIKEHCKUI BOLIEA B 3TO MOAE MPUTSKEHWS HE CTOPOHHUM HaOAIOAQTEAEM,
HO CO3MAQTEAEM, U 3TO CTaAO MPEAMNOCbIAKOM HOBOrO 3Tarna ero TBOpYecTBa,
He TOAbKO MOSIBAEHMSI MHbIX TEM, CIOXXETOB, NEPCOHaXKe, HO M 0OHOBAEHMS
CTUAUCTHMKM, ellle lMpe — TBOPUYECKOrO MUPOBUAEHMS.

babeAb kak Obl packpenocTMA TBOPYECKOE CO3HAHME XYAOXKHMKA, AAA EMY YIO-
UTEAbHOE OLllyLleHne CBOOOAHOIO BOAEM3bABAEHUS. “BabeAb OAMXKE XYAOXK-
HUKY, Yem A0BOIM APYTron, — MMcan APYr AaAbIXXEHCKOrO, XYAOXKHMK BaaeHTHH
[NoASKOB, — OTCI0AQ Ta OCTPas KMBOMUCHas TpaHcdopmaLms babereBckmx 06-
pa3oB 1, TEM He MeHee, AMLIEHHbIX BCAKOM MAAIOCTPATMBHOCTU. YNCT MCTOUHMK
M AQAbLLE YMCTO BCE, HECMOTPS Ha CYPOBYIO MPaBAY KOAAM3MIA M OOHAXKEHHbIX
cTpacten”. B pacckasax M.babeas AaAblXKEHCKOro MOKOPUAO EAMHCTBO AUPU-
4Yeckoro HavaAa C MPOHWEN, NOPa3UTEAbHON TOYHOCTM HATYPHOTO BUAEHMS C
0Ccob0ro poaa rpoTeckoM, Aep3kMmM MeTtadopamm, HEOXXMAAHHbIMM runep-
60AaAMM M CTPACTHOM HETEPNUMOCTbIO K CAOBOOAYAMIO, MYCTO3BOHCTBY, Mpe-
TEHUMO3HON puTOpMKe. babeAb pelMTeAbHO OTMEXEBAACS OT Kakoro-An6o
MPUrAQKMBAHMS M NMPUYKPALLMBAHMS SKM3HU U UCTOPUM, OH XOAMA BYKBAAbHO
Ha Kpalo AO3BOAEHHOrO, Ha rpaHM GPYTaAbHOrO HaTypaAM3ma — B MPOTMBOBEC
HPaBOYYEHMSAM UM HA3MAATEAbHbIM GAHAABHOCTAM, PACCAAOAEHHOM YYyBCTBU-
TeAbHOCTU. [TncaTeAb He WaAMA HU “CBOMX”, HM “Uy>KnX”, 1 CpOC C ero repoes
ObIA cTpor n becrnowaaeH. He cayvaitto “KoHapmus” babeAst Bbi3BaAa CTOAb
SPOCTHbIN rHeB ObiBwero komaHampa Ilepsoint Konuon apmumn C.byaeHHoro,
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CoAb, U3 LMKAQ PUCYHKOB
no “KoHapmun” M.babers

Salt, from the series of
drawings “I.Babel — Red
Cavalry”

M TOAbKO 3aCTYNMHMNYeCTBO Makcrma rOpbKOFO 3aCAOHUAO MNCaTEAd OT TaXKe-

AbIX MocAeACTBUIA. COpPOK AeT crycTs AaAbI>KEHCKMI MO CBOEMY OTO3BAACH Ha
3TOT KOH(AMUKT: ABa KOHHMKA, @ HAa MECTe MX FOAOB MOrPYyAHble MOPTPETHI B
30A0YEHHbIX paMax KomaHaapma CeméHa BbyAEHHOro B AereHAApHbIX ycax u
Kanma Bopoumaosa. Cutyaumst HeobbluHas 1 CTpatHoBaTasi, MOXHO CKasaTb
cloppeaAmcTmyeckas.

Aopora Aaabl)keHCKOro HaBcTpeuy babeaio He 6biaa NpSMON 1 ykaTaHHOM: “K
M.3.babeAlo, 3aMeUaTeAbHOMY MUCATEAID U MOEMY 3eMASIKY, I TIOACTYMUACS
He cpa3y. OH OblA HEAOCSITAEM, M 3TO AMLIAAO MeH$ Bepbl B cebsl. TOAbKO B
1964 roay. Koraa MHe CTaAo 53 roaa, M s yxe OblA Ha ABaALIATb AET CTap-
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we Toro babeasi, KOTOpbIN CO3AaA “3akat”, g HaMMcaA 3CKM3bl K 3TOM TAY6OKO
NMPaBAMBOI MbeCe, a MO3)Ke MHOI ObiAa CAEAAHA CLIeHMYeCcKas MHTeprpeTaLms
“KoHapmmn” 1 HanucaHbl 3CKM3bl AEKOPALIMIA, KOTOPblE ObIAM BbICTABAEHbI Ha
Bcecolo3Hon BbicTaBke paboOT XYAOXKHMKOB TeaTpa M KMHO M Ha OueHaae, B
Can-Tlayro. Bot yxke 60Aaee ABYX AET 9 MULLY HA TEMbl 3TOr0 BbIAAIOLIErOCS
TpareAMMHOro NPOM3BEAEHMS. ITO HE UAAKDCTPALLMM, XOTS OHU U UMEIOT CBOUM
NepBOMCTOYHMKOM AUTEPATYPHOE Mpomn3BeseHne”.

Eule oaAHO aBTOpCKOE BbiCKasbiBaHWE 06 0COBEHHOCTAX TBOPUYECKOro MpoLec-
ca. “IepBbIM LIArom K HAaKOMMBLUMMCS BO MHE >KEAQHMSIM, MOXET HaAEXKAAM,
MOXeT MeuTaHuaM, OblAM KapTUHbI, HamnMCaHHble MHOI, BO3HMKLIME MOCAE
npouteHus, u He pas, “KoHapmun” Mcaaka babeas. M oHM He cpasy BO3HMK-
AU. AO HUX 9 CO3AQA MO 3TOMY MPOU3BEAEHMIO CLIEHAPUI, CO3AAA CBOM TeaTp
M MOTOM CBOWM AeKOpalMu, CBOe TeaTpaAbHOE AEMCTBO MepeHec Ha XOACT, a
nAaCTUYeCcKoe BblpaxkeHue (To, YTO Ha3blBalOT POPMON) CaMO HAWAOCh. AMLLb
NOTOM § MPUCTYMUA K KOMMO3ULMSM, TAE He (DOH MMEA TAABEHCTBYIOLLLEe 3Ha-
yeHne, a AloAM, B HMX yyacTBylowme”. BoT Tak B 1967-68 roaax no MoTvBam
“KoHnapmumn” babeas OblAa CO3AaHA CEPUS KAPTUH, M 3TO ObIA AaAbIXKEHCKMIA, a

4

He “KoMmeHTapuin” K babeaio.

“Pabon”, “Tepann”, “IecHs”, “YecHnk”, “IckapporHblit TpyHos”, “CbiH Pab-
61", “UsmenHa”, “Baosa”, “Coab”, “ACTOprs OAHOM AOLLIAAM” U APYTHE, U KaXK-
AOE€ M3 HMX — CAOBHO CT'yCTOK TBOPYECKOM 3HEPrum, MOAMUTAHON MCXOASLLMMM
oT npo3bl babeAas Tokamm BbICOKOM 4acTOTbl.

XYAOXHMK HE CTPEMUTCS K BYKBAAbHOM TOYHOCTM BPEMEHN M MECTa AENCTBUS,
BakHee 6bIAO BOCCO3AATb MPOHMU3bIBAIOLLYIO KHUIY aTMOCepy ApamaTiama,
Tparnyecknx cyaeb CBMAETEAel M YYaCTHUKOB FpakAaHckon 6oiHu. Muca-
TEAb, @ BCAEA 32 HUM U XYAOXKHMK, MOBY>KAQIOT HAC B3TASIHYTb HA 3TN KOAAU3UN
rAa3zamm COBPEMEHHMKOB, B YAaCTHOCTM TeX, KTO BblA BTAHYT B rAyboKMe 1 3a-
TSOKHbIE NMPOTUBOCTOSIHUS PEBOAIOLIMM U eBPECTBa.

OTHOLWEHNS 3TN BbIAM HEOAHO3HAUYHBIMM M MPOTUBOPEUMBbLIMM, 3aMyTaHHbIMMU.
C 0AHOW CTOPOHbI paspyLleHne OAMO3HOM YepTbl OCEAAOCTU, AMKBUAALIMS THE-
TyLWen, eABa AM HE MUCTMYECKOM, BAACTM FeTTO, HAaAEXAQ Ha HaLMOHAAbHOE
paBHOMpaBMe M yTonmyeckas nepcrekT1Ba CBETOHOCHOTO BYAyLLEro — BCe 3TO
He MOMAO He MPMBAEKaTb EBPEEB HA CTOPOHY PEBOAOLMK. BeAnkas n morylie-
CTBEHHA CMAQA MAAIO3MM! “DTO 3aMeuaTeAbHO, 3TO — peBoAloLMS! — BOCKAMLA-
eT Myapbin feaann, — A peBOAIOLMS — 3TO U YAOBOALCTBME [...] PeBoAtouns —
3TO XOpOLlee ABAO XOPOLUMX AAEN [...] U 9 xouy nHTepHaumoHaAa AOOPbIX
AIOAEI, 9 XOUY, UTOObI KaXKAYIO AyLY B3SIAM Ha Y4YeT M AaAM Obl e/ naek no
nepBoi karteropmm”.

Ho ecTtb 1 aApyrag, ctopoHa: “INoAsik CTpeAsiA MOTOMY, UTO OH — KOHTPPEBOAIO-
ums. Bbl cTpeaseTe noTomy, UTo Bbl — peBoAloums [...] Ho xopouwmne Aloan He
yO6MBaIOT. 3HAUUT, PEBOAIOLIMIO AGAQIOT 3Able AlOAM” .
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M BCe 3TO NPOHU3aHO MPUCYLLMM E€BPENCTBY MUCTULM3MOM, YYAOBMLLHOM, C
TOYKM 3PEHNS 3APABOrO CMbICAQ, B3PbIBYATOM CMECHIO PEBOAIOLIMOHHOIO 3H-
Ty3nasma 1 61MOAENCKON MyAPOCTM, BOAbLHOAYMCTBA HUCMPOBEPraTeAei OCHOB
1 TaAMyAMYeCKoi Tpaamummn. (bamkanwmin npumep: 6oe MNMepeoit KoHHom ap-
mmun Mcaak babeab 1 ero >ke caoBa: “EBpeit, KOTOPbI CEA Ha KOHS, y>Ke He
eBpeit”.) A BOT 4TO pacckasbiBaeT M.babeAb O CbiHE KMTOMMPCKOrO paBBMHa
M KOMaHAMPEe CBOAHOTO NMoAka Mabe bpataaBckom: “3aech Bce ObIAO CBAaAEHO
BMECTEe — MaHAQTbl arMtatopa M NamsaTku eBpeiickoro noata. [MopTpeTbl Ae-
HMHA M MaiMOHMAQ AeXaAM PSAOM: Y3AOBATOE XKEAe30 AEHMHCKOro 4yepena
M TYCKAbIA LWIEAK MOpTpeToB Manmonuaa. MNpsab SKEHCKMX BOAOC GbiAa 3a-
AOXEHa B KHMXKY MOCTaHOBAeHMI LLlecToro cbesaa napTmum, a Ha MNOASIX KOM-
MYHUCTUYECKMX AMCTOBOK TECHWAMCb KPUBbIE CTPOKM APEBHEEBPENCKMUX CTU-
XOB, MEeYaAbHbIM U CKYMbIM AOXKAEM MAAAAM OHU HA MeHSt — CTpaHuubl “INecHn
necHen” u peBOAbBEPHbIE MATPOHbI”. A elle XYAOXHMK M300paXkaeT CTaporo
MYAPOrO paBBMHA TO BHM3 FOAOBOI CO CBUTKOM Topbl, TO BO FAaBe CTOAQ, a Mo
CTOPOHaM ero Takue e cKopbHble eBpeu B LIAANax U ¢ bopopamu. Hespumo
CTOSIBLUME 32 MAEYAMM MUCATEAS! €ro MpeAkr 06peAn MAOTb B KapTUHAX ero
3eMASIKa 1 COMAEMEHHMKa.

“KoHapmus” npeobpasmnaa Teopueckmin 06Amnk Ecpma Aaabixkerckoro. Ha cme-
HY peaAmCTy — aBTOPY NOPTPETOB MaTepM, Nneisa>ken, HaTKOPMOPTOB, HAa CMEHY
aBTOPY “OAECCKMX paccka3oB” — He babeAsi, HO AaAbI)KEHCKOIO C MX, YCAOBHO
roBops, “HavBoM” M OYeHb CBOEOOPA3HbIM MPUMMTMBM3MOM MPUXOAMT “6a-
POUHBIA” AQAbIXKEHCKMIA C er0 HOBOMPUOOPETEHHOM CTPACTHIO K PE3KMM KOH-
Tpactam 6e3 NoAyTOHOB, MOTPsicaloWMM BoobpaxkeHue runepboram. YyBcTBo
Mepbl, CTOAb XapakTepHoe AAs GOAbLWMHCTBA paboT Edprma AaabiXeHCKOro,
yTpaunpaeT 0093aTeAbHOCTb cBoero npucytcteus. (M.babeab: “IbiraHne 3a-
KaTa pPa3AMAOCH HaA HUM, MAaAMHOBOE M HEMpaBAOMOAOOHOE, Kak HaABMralo-
wascs cMepTb”.) Beaea 3a babeaem, a ckopee Bcero B “aBTOHOMHOM pekume”,
Yy AQAbI)KEHCKOrO BO3HUKAET TAroTeHWe K HeoOblYHOMY, M3 pSAA BOH BbIXO-
AduieMy. Bo BTopoM, vyepHo-6eAoM BapuaHTe pucyHKoB K “KoHapmun” eule
6oAee ollyTMa “6apodHas cTrxma”: “TyT CMEPTOHOCHO OYLIYIOT CTUXMIAHbIE
CUAbI, pa3byskeHHble PEBOAIOLMEN, M LAPUT XaoC, — MUCaA OAMH U3 KPUTK-
KOB, — pa3MeTaBLUMECs TKaHW, AMHAMMKA MX CKAAQAOK, HEOObIUHbIE PAKYPChl,
HenpuBblYHag nepcrnekTra. CMellleHne NAAHOB, MIPa Ha KOHTPAcTax YepHOro
1 6eAoro, a Kak (pMHaA YEAOBEYECKOM XKM3HM, HO U BEUHbIN CMBOA ee — ropsi-
Las ceva NPoOXOAMT Yepes BCe AUCTbI Cepun. B HMX BOAS M MbICAb XYAOXKHMKA
no6GexAQI0OT CTUXMIO; MOPA3UTEABHO MACTEPCTBO LITPUXA M PUCYHKA B LLEAOM”.
B obpasHyio peub n306pasmnTeAbHOro snoca “KoHapmmm” opraHMyHO BXOAST
chaHTacMaropum, npuembl U 06pasbl, OTCbIAAIOLLME HALly MamaTh K 3KCMpec-
CMOHM3MY, @ MOXET 1 K CloppeaAn3my. HaapbIBHbIE, B3BMHUEHHbIE, eABa AU
He Ha rpaHu UCTepuu, MHTOHaLMK 3BYYaT B KapTWHe, HOCALLEeN pa3BepHyToe
Ha3BaHuWe-uuTaTy: “l[A€ elle Bbl HaMAeTe Takoro, Kak Mo oteu?” MpayHoe
TpexuBeTbe 6arpoBO-KPaCHOro, HOYHOM CUHEBbBI U CAenslero 6eAoro, onpo-
KMHYTas CBeYva M NMOAHOAYHME 32 B3AOMAHHbIM OKHOM — BCE 3TO, He MOBTOPSS
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TekcTyaAbHO babeas, okasbiBaeTcsl GAM3KMM K ero npo3e, npexxAe BCero, aMo-
LIMOHAABHOWM HaMPS>KEHHOCTbIO 06PA3HON peun, ee B13yaAbHOIO BOMAOLLEHMSI.
He pa3 Bo3Bpataacs Eprm AaabikeHCKMI U K 06pasy CTaporo MyAporo es-
pest [eaann. B 0AHOM M3 KapTWH CUASLLMIA HA YNIOMSHYTOM B pacckase rpam-
MooHe TepaAn nMapuT Hap MecTeuykom. Mcnoab3oBaHHbIM Lllaraaom mMoTmB
BOCMapeHMs AYXOM HAA LUTETA HM Ha MOTY He yMaAsSeT TBOPYECKOM CaMOCTO4-
TEABHOCTM XYAOXHMKa. M He cAy4vaiiHO, BUAMMO, BO3HMKAET, OYEBMAHO, He
npgamasi, Ho ONOCpPeAOBaHHas NepekAnyYKa ¢ M3BeCTHbIMM cepmamm A.Tbilaepa
20-x roaoB: “paXkaaHcKas BoMHa Ha YkpanHe” 1 “MaxHoBlumHa”. “KoHapmmg”
Bceraa 6biaa AloOUMbIM AeTuiiem Edprima AaabI)KEHCKOTO, OH OUeHb AOPOXKMA
3ToM paboToM, M B BbIHY>KAEHHOM PasAyke C HEM CO3AAA BTOPOM BapuaHT — B
yepHo-6eAoi rpaduike.

Bo MHorom 6am3ka k “KoHapmun” cepust no MOTMBaM Moambl .barputikoro
“Ayma npo OnaHaca” (1965-1967). XyAO>XKHMK Ha3BaA 3TOT LUMKA “AMOPETTO”,
TOAbKO MHCLIEHM3ALMS MO3MbI OCYLLLECTBASIAACH He Ha Gymare 1 He Ha CLieHe, a
B KapTMHAX, KOTOPbIE MOXHO ObIAO BOCMPUMHMMATB M KakK 3CKM3bl AEKOpaLIMHA,
M KaK CaMOCTOSTEeAbHble KOMMNO3nuUmMn. OCHOBHYIO TOHAaAbHOCTb — ApamMaTw-
YEeCKYI0 M TPEBOXKHYIO — OMPEAEAMA OUYEHb BblPa3UTEAbHbIA 3aHaBeC: Ta4yaHKM
M TEAETU C 3aApaHHbIMU B HEOO oraobAasmu. HanpsxeHue Bo3pacTaet, noka
He pasps>kaeTcs B 3aKAIOUMTEAbHbIX ClieHax “Y6uitctBo KoraHa” n “Pasrpom
MaxHo".

BHeluHe Bce ckAapbiBaAoCh GaaroobpasHo. Y Edwmma beHumoHoBuua 6Gbina
CBOSI MacTepckas Ha yauue BaBuaoBa, paboTanoch yAOOHO, MPUXOAMAM APY-
3b9, KOAAETM, COBECEAHMKMN. AAABIKEHCKUIA APYKUA C AAEKCAHAPOM ThlillAe-
POM M TeaTpaAbHbIM XYAOXHMKOM A.BacnabeBbiM, obwancs ¢ H.LIeATAMHbIM,
BbICOKO LieHUA >KuBonuchk B.Bercbepra. O AaAbI)KEHCKOM MMCaAM B XKypHaAax
“Teatp”, “TeopuectBo”, “MockBa”, “lOHocTb”, “OroHek”, “CoBeTnw lenm-
AaHA” 1 Apyrux; B 1975 roay B n3aateabctBe “COBETCKMIN XYAOXKHUK” YBUAEA
cBeT aAbbom “Topoa moero aetcrtea”. M Bce-TakM, MOCAE CMEPTM matepu B
1970 roay, Ecdorm BeHumoHoBMY BriepBbie 3aroBopuA 06 0Tbe3ae. Mexay Tem
AOUb XYAOXHMKa, BukTtopuns, cobpasack 1 yexaaa ¢ AByMst AeTbMu B M3panab.
C cblHOM BUKTOpPOM CAyuMAach 3ammHKa: eMy MpeACTOSIAO NMPOBECTU B OTKase
eLle He OAMH TOA.

Kntb n pa6OTaTb CTAaHOBMUAOCbL BCe TpyAHeEe, He XBAaTaAO BO3AyXa. [ToHnma-
HUA, B KOTOPOM TaK HY>XXAaeTCs KaXKAbI XYAOXXHUK, OH TaK 1 HE BCTPETUA.

B 1977 roay, koraa y Edpmma beHUMOHOBMYA CAYUMACS BTOPOW MH(DAPKT, OH
BHOBb 3aAymMaAcs 06 oTbe3ae. boaee Bcero BoAHOBaAa cyabfOa KapTuH M pu-
CYHKOB — BCero, 4to 6biA0 HapaboTaHo 3a noABeka TBopuectBa. C HOAbLIMM
TPYAOM COBPaAM ABaALIATh ThiCAY pyOAeit Ha yrAaTy rpabuUTeAbCKOM MOLANHDI
(M 370 — 3a cBOM pPabOoThI !), YTO COOTBETCTBOBAAO CpeAHei 3apraaTe 3a 10 AeT.
DTOro XBaTMAO Ha BbIBO3 620 KapT1H M pUCYHKOB. Koe-uTo nprobpeAn pasamny-
Hble My3en, B MX UNCAe TeaTpaAbHbI My3eit nMeHn A.baxpyLumHa, HO rAaBHble
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npobAemMbl He peLiaAnch. Hanboaee 60Ae3HEHHBIM yAAPOM ObIA 3amnpeT Ha “pe-
natpuaumio” cepumn “KoHapmma”. Hukakme XAOnoTbl He AEMACTBOBAAM, KapTu-
Hbl MOMECTMAM B XpaHMAMLLE MUHUCTEPCTBA KYALTYpbI. “IToHavaAy oTel XxoTeA
CO3AATh HEKYIO aCCOLMALMIO XYAOXKHMKOB, KOTOPbIE MOTAM Gbl YOEAUTH BAACTb
npeAepykaliyx, Co3AaTb XPaHWUAMLLE, TA€ Obl HAXOAMAMCb PabOTbl XYAOXKHM-
KOB, 1 MO NEPBOMY TPebOBaHMIO BLICTABKOMOB AASI KOMMCCHIA MO OpraHmM3aLmm
BbICTABOK OHM MonaAaAu Gbl Ha BbICTaBKM B XOpollem coctoaHum. OTell 3Haa,
YTO 3amnacHuKM B Poccum — 310 MOrMAbHUKKM PaboT”. AaAbIKEHCKMIA XOAMA K
A.lNAacToBy, KykpbiHMKCaM, K KOMY-TO elle, YOeXKAaA NMOAAEPXKATb MAEIO, HO
BCe BbIAO TLLIETHO.

Bbixoaa He 6bir0. O6pemeHsITb KOro-AM60 3a60TOM O TaKOM KOAMYECTBE Mpo-
N3BeAEHUIN He XoTeAoCh. M Ehrm AaabIKeHCKMIA pellaeTcsl Ha OTUYasHHbIN Mo-
CTYMOK: YHUUTOXXUTb OKOAO ABYX TbICSY KAPTWH, aKBapeAei, PUCYHKOB. .. TOAb-
KO 3HAUMTEABHO M03AHee, y>Ke nocae cmepTh EchrMa AaAbIXKEHCKOro, ero cbiHy
BuKTOpY YAQAOCH BbI3BOAWUTL U3 MUHMUCTEPCKOTO XPaHUAMLLA MAEHEHHYIO TaM
“KoHapmuio”. ApamaTtuyeckoe “npotuaHue ¢ Poccuein” CMAbHO MOAEMACTBOBAAO
Ha Xyp0XHMKa. PaHa B Aylle Tak 1 He 3aTSHyAaCb; HAAO MoAaratb, 3TO YCKOPY-
AO (haTaAbHbI KOHEL, ero >KM3HMU.

“S1 — B Mepycaanme”, “A — B PamoTe”, “A — B M3panae” — Takom >XKMBOMMCHOM
TPUAOTMEN O3HAMEHOBAA XYAOXHMK COCTOSBLIEeCs oceHblo 1978 roaa npu-
6biTHe B M3panab.

HaunHaAacb HOBAs >KM3Hb, M HAUMHAAACb OHa C MPUBKYCOM FOPbKOro pa3o-
yapoBaHus. EprM AaabIKEHCKMIM HMKOrAQ He 3aUMKAMBAACS Ha “eBpencKom
Bornpoce”, 1, Npu 3TOM, eMy BCeraa ObIAO MPUCYLLE PasBUTOE HaLMOHAAbHOE
CaMOCO3HaHMe: BO BCe BPEMeHa M BO BCeX 0BCTOATEALCTBAX OH OLLYLIAA cebs
eBpeeM. “S HeBepylOLLMIA YEeAOBEK, — TOBOPUA OH, — HO MOM OTbe3A U3 Poc-
cuMmn — 3TO cyrybo eBpenckmini NocTynok. S He mor noexaTb Bo PpaHumio, He
OCTaACH, XOTS U PEKOMEHAOBAAM, B BeHe — HM B KoeM cAyuvae, g exaa cloaa. Ho
cenyac g YyBCTBYI0, YTO Tam, B Poccun, g BbiA OOAbLLE EBPEEM, YEM 3AECH” .

B M13panae, eAMHCTBEHHOW B M1pe eBPENCKON CTpaHe, XYAOXKHUKY He XBaTaAO
... eBpenckocTh. Eprm AaabIXKEHCKMIA TO AW HE MOT, TO AWM HE XOTEA MOHSTH U
MPUHSATb, UYTO MEXAY eBpesamn Poccum, cpeam KOTOPbIX OH BbIPOC, CAOXKMACS
KaK AMYHOCTb M KaK XYAOXHMK, C OAHOI CTOPOHbI, M M3PaUAbTSIHAMM, C APYTOH,
KaK rOBOPUTCY, AUCTAHLME OFPOMHOI0 pa3smepa. “S npmexaa ctoaa € Takon Alo-
0OBbIO M HAAEXKAOM, a Ternepb MHe 0OMAHO, MOTOMY YTO CTpaHa 3Ta — He eB-
peiickas. 51 He 6epycb aHaAM3MPOBATb, HO KOHCTATMPYIO AAS CeBS YMCTO IMO-
LMoHaAbHO: M3panAb — 3T0 He eBpen. Y HUX >Ke HeT HMKAKoro BoobpaxeHus!
M 310 eBpen-1o? LleHnTCs TOAbKO BCe 3anaaHOe, aMepurkaHckoe — a M3panab
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He MOKeT ObiTb 3aMaAHOM CTPAHOW, Yy Hero Apyrve (opmbl, Apyrne UCTOKM
opmmpoBaHus. EBpen B M3panae TepstoT CBOM eBPENCKMIA AyX U 0OAKK, OpU-
EHTMPYIOTCS Ha 3anaAHOE, aMEPUKAHCKOE, M OT 3TOr0 MHE OYeHb rPyCTHO”.

B M3panab EpuM AaabKEHCKMIA penaTpumpoBancs, ByAyun yke Mo>kKMAbIM
UEAOBEKOM, CO CBOEI CHCTEMOM YCTOSIBLUMXCS B3rASIAOB, YOEXKAEHWUI, MPeA-
MOYTEHWUI, U €My TPYAHO ObIAO MPMHATH 3aMeHy €€ Ha COBCEM MHOE MUPO-
BMAEHME. VAN, Tak MpeKkpacHO 3By4yaBlIMii HAa OAECCKMX OyAbBapax M Oa-
3apax, 3AeCb MoYTN He CAbllleH, a ¢ uBpuToM Ecpum beHumoHoBMY Tak U He
MOAAAMA. PelumTeAbHbli MPOTUBHUK TOTAAUTAPHO-OOABLLIEBUCTCKOTO PEXMMA,
OH HeAOYMeBaeT, MOBCTpeYaB TO, UTO Ka3aAOCb eMy MOXOXKMM Ha peLnAMB
HaCMAMS HaA CBOOOAHOM AMUYHOCTBIO. “S1 cUMTaA, UTO TYT AOAXKEH ObITb abCO-
AIOTHO APYTOM TWM FOCYAQPCTBEHHOCTM, a Ternepb 9 He MOHUMAlo, TAe KOHYa-
€TCS ABMOKpPaTHs U HAUMHAETCS HEUTO TOTAAMTApPHOE: BOT BHYUYKa MOSI YUMT B
wikore TAHAX — obs3aTteabHo. Ho nouemy xe, eCAn AEMOKPaTUS, HAAO YUNTb
“06s3aTeAbHO"?”

OTyUy>KAEHME YTAYOASIAOCH: peyb LAA Y>Ke He 00 MHTerpaLmm B UCKyCCTBE CO-
BpemMeHHOro M3pamag, Ho 0 HeMmpusSTUK ero, B3aMMHOM HernoHUMaHuU. Aaabl-
XKEHCKMIA BbIA OYeHb AAAEK OT O(PULIMO3a COBETCKOrO MCKYCCTBA, AOrMaTuye-
CKOro MOHMMaHMs peaansma, Tem 6oaee, CoOLMAAUCTMYECKOTO. B TO ke Bpems,
OH He MOr MOHATb W MPUHATb HPaBbl M 3aKOHbl XYAOXECTBEHHOrO pblHKAa U
CBOOOAHOI KOHKYPEHLMM; CAMLLIKOM MHOTO€ B OKPY>KaBLUEl ero AENCTBUTEAb-
HOCTW ero LOKMPOBAAO, OCKOPOASIAO, pasapakaAo. “S1 He MpuUeMAI0 BCsikue
“-113Mbl”, 04EHb BO3MOYKHO — 91 YCTApPEA, HO C 3TUM Y>KE€ HUUETO He NMOAEAAELLb.
DopmMaAbHOE UCKYCCTBO BE3AE M BCErAQ MHE UYYXAO, HY, CKOAbKO MOXKHO Ha
3TOM CreKkyAupoBaTb? HMKTO He ropAMTCS CBOMMM HaLMOHAABHBIMU KOPHSIMM,
XYAOXHMKM He CTPEMSITCS Bblpa3uTb CBOM HAaLMOHAAbHbIN AyX [...]. AeAo He B
TOM, YTOObI NMCaTb TOAbKO EBPENCKME MEPOTAM(bI, @ UMEHHO B AYXE, KOTOPbIN
AAHO XYAOXKHUMKY BblpasuTb.” M pasee: “Ha xyA0>KHMKA 3A€Cb CTPALLHO BAMSI-
eT MepKaHTHMAbHasi ctopoHa. B Poccum oHa upesBbivaiiHo caaba, hakTuueckm
MoYTM OTCYTCTBYET. TO OYEHb BaXKHO, M MOTOMY 9 CBbICOKA CMOTPIO Ha TeX,
KTO CMOTPMT CBbICOKA Ha HaC, XyAO>KHWKOB, npuexasLimx u3 Poccun”.

CMTyaLl,l/]ﬂ YCAOXHAAACL, M1 3TO CKa3blBAAOCb Ha HACTPOEHUN 60OAE3HEHHO ya3-
BMMOIo M1 O4eHb OAMHOKOI0O XyAO>KHMKa.

BbIpBaHHbINM 13 MPUBbLIYHOM AAS HEFO TBOPYECKOW CPEAbI, M3 Kpyra Apy3eHn, CBep-
CTHMKOB, cobeceaHNKoB, EpuM BEeHUMOHOBMY TSIXKEAO MEPEXMBAA STY BbIHYXK-
AEHHYI0 M30AaLMI0. HesHaHue MBpUTa AULLIAAO OBLLIEHNS C MECTHBIMU XYAOXKHU-
KaMu, OrPaHNYMBAAO TBOPYECKME M XKM3HEHHbIE KOHTaKTbl. [109BMAMCh, NpaBAa,
M HOBblE APY3bS — XYAOXKHUKM, MO3Tbl, KPUTUKM, HO 3TO HE OYEHb M3MEHMAO CU-
Tyaumio. AaAbDKEHCKMM NMPEAOCTaBUAM ABYXKOMHATHYIO KBapTMPY — OHA XKe U
MacTtepckas, B He CaMOM YIOTHOM U >KMBOTMUCHOM, MOYTU AMLLEHHOM 3€AEHU Me-
pycaAMMCKOM KBapTaae. XKUA 1 paboTaA B Uy>KOM, Tak U HE OOXKMUTOM XKUAMLLE,
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ABTOMOpPTPET
Self-portrait

3abbiBasi B TBOPYECTBE O HEOOXOAMMOCTM 3apabaTbiBaTb MOA AEBM3OM “BCE Ha
npoaaxy”. Ho o “BTopoit amurpaummn” 1 MbiCAK He ObIA0. “OTCI0AQ 9 YKe HUKYAQ
He yeay, ObITb TYT — MOI POK, Aa M (hU3MYECKOe COCTOSIHUE He Mo3BOoAsieT. M ele
9 MOHSA: MHE HUTAE B MMPE HUUTO He MHTEPECHO, Kak, BNpoyeM, U 3Aecb. MHe
XOPOLLO TOAbKO MEPeA XOACTOM, MOKa eCTb YTO cKasaTb”.

EMy 6bIAO UTO CKa3aTb: KaXKAbIl AEHb C PACCBETOM BCTaBaA K MOAbOepTy. Mo
€ro CAOBaM, “KpacmA XOACTbl”, 1 3TO e AMHCTBEHHOE, UTO MOMOraA0 XyAOXKHM-
Ky BbIXXWTb. PaboTaa MHOro, B MOAHYIO CMAY, HEB3Mpasl Ha BO3PacCT, HEAYTH,
ObITOBbIE U MHblE HEYPSAMLIbI, MOXET, U BNpaBAy NPeABUAS OAM3sLLeecs 3a-
BEpLIEHME SKM3HEHHOTO MyTU. A AAS BOCMIOMMHAHWMIA M HEeyTMXatoLen TOCKM
0CTaBaAMCb HOUM 6e3 CHa M MOKOS.



CbIH pabbu, n3 UmkAa
KapTmH no “KoHapmmmn”
M.babers

The Rabbi's son from
the series of drawings
"l.Babel — Red Cavalry"
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He yTrxana 60Ab pasAyku C BbICTPAaAAHHLIM M OCOOEHHO AIOGUMbIM AETHLLEM —
“KoHapmueir”. B Mepycaaume XyAOXHUK MbITaeTCS BOCCO3AATb 3TU PaboThl
3aHOBO: CAeAaA Ha 6GabeAeBCKMe CIOXKeTbl BOCEMHAALATb GOAbLUMX YepHO-
6eAbIX PUCYHKOB.

YT0-TO MOAYUYMAOCDH, UTO-TO HE COBCEM TaK, Kak XOTEAOCb, HO 3TO 6GblAO MPO-
AOAXKEHME TOW >KM3HM, U XYAOXKHUK 3TUM AOPOXMA. AaTbl He CTaBMA, OAHA
KapTMHA CAOBHO MepeTekaAa B APYrylo, BO3HMKAAQ MAAIO3MS MPOAOAXKEHUS
BPEMEH W MPOCTPAHCTBA, HEMPEPbIBHOCTM TBOPUECKMX npoleccoB. He oTtny-
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ckaa 1 “lopoa AeTCTBA”: OAECCKMIM LUMKA MOMOAHMACS B M3panae ABYyMS Ae-
caTKaMn PYHAAMEHTaAbHbIX MOAOTEH. Edpym BeHUMoHOBMY He 3alMKAMBAACS
Ha NPOLUAOM, ABEPb B €ro TBOPYECKMIA MMP OCTaBaAachb NPUOTKPbITON. Ho He
CTOABKO AASI M3PAMAbCKMX BMEYATAEHUI, CKOAbKO AAS BUAEHHOTO M Mepexu-
TOro, TOro, YTO HAaKOMMAOCb 32 MHOTME FOAbI M Cervac 0XKMAAAO CBOEro Yvaca.
B M3panae XyAOXKHMK MHOIO M YBAEUYEHHO PUCYET: ero PMCyHKM COCTaBUAM
0Cco0OYyI0 1 B BbICLIEN CTEMEHWU, NMPUMEYATEAbHYIO YaCTb €ro TBOPYECKOro Ha-
cAeams. PrcoBan AaAbKeHCKMiA BCceraa, 0Co6eHHO MHOro B 70-x roaax B Mo-
ckBe. Toraa 6bIAM HavaTbl M OCHOBATEAbHO MPOABUHYTbI FpadmMyeckme LUMKAbI
“ABTonopTpeTbl” 1 “Kapkacbl”.

[MpoaoAKeHHas B M3paunae cepus “Kapkacbl” — 0AHA M3 CaMbIX MHTEPECHbIX
M OpUrMHaAbHbIX paboT Edmma AaabixkeHckoro. [epBblii TOAUYOK AaAM MOCe-
LeHMS MACTEPCKOM 3HAKOMOTO CKYAbMTOPA: KapKachl AAS OYAYLLIMX NMPOM3Be-
AEHWUI CAOBHO >XMAM CBOEM, MOTAEHHOM OT AIOAEN XM3HbIO. ITO NPU3PAYHOE,
€ABa AW He CIOPPEAAMCTMYECKOE, MapaHOMAAAbHOE ObiTMe, Tak MoxXoXee Ha
YEeAOBEYECKOE, I3BUTEAbHO 1 HECMOLLLAAHO MapOAMPYIOLLEE €ro, MPON3BOAMAO
CUAbHOE BrevaTaeHne. Kapkac noa 30HTOM, Kapkac MOAPYru, U BOT UX yxe
ABOE€, KapKac C rasetamu, ¢ OyTbIAKOM BOAKM 1 pblboit, B TaAece... [MoBeaeHme
KapKacoB, 3TUX “3aMecTUTeAein” YeAoBeKa M YeAOBEYECKMX BMeYvaTAeHU, CTa-
HOBMTCS arpecCMBHbIM, 3arayLlag AMpuyeckme MHToHaumu. “CTpaHHbIn Mmp, —
nMcaAa AOYb XYAOXKHMKA, — Kak Obl HEpeaAbHbI, HO CO BCEMWM DAEMEHTaMM
peaAbHOCTM, 3aTIrMBaA M yBAEKAA OCTPOTOM M AMHAMMKON” .

Mo MHOMY, HO, MO CYTH, Ty Xe TeMy TParmueckom Yy>A0CTH1, U30AMPOBAHHOCTU
OT pPeaAbHOro Mmpa NpoAOAXKaeT rpadguueckas cepmsa “Kopuu” (1980-1981).
AAAErOPUYHOCTL 06pasa MOXXHO PACKOAMPOBATb, MO MHEHMIO AOUEPU XYAOK-
HMKa, Tak: “becrnomollHble KOPHM, YTOMAEHHbIE XXM3HbIO, CBETUAUCH MYAPbIM
CMUpeHUeM € cyabboi”. HaBepHoe, BO3MOXKHO M ApYroe npouTeHue: cam Xy-
AOXKHUK HE CMUPUACS, HO CMOPUA C CYyAbOOM A0 KoHLA. OAMH U3 KPUTUKOB
yTBEPXKAAA, UTO B “Kapkacax” Mbl “oluyllaeM OTUY)KAEHWE OT CUMBOAOB XpU-
CTMaHCTBA”, a UMKA “KOpHKW” “BbipakaeT CTPEMAEHUE XYAOXKHMKA, HANTN AM-
TepaTypHbI CUMBOA AAS CBoel aann”. [1paBo, 3T MHTepnpeTaLmn CAMULLIKOM
CBOEBOAbHbI: TPYAHO MOBEPUTb, UYTO AQAbIKEHCKMIA BOMAOLLAA TAKOrO POAA
HaAyMaHHble accoumaumm.

Mexay Tem “KopHu” Kak 6bl MPOAOAXKMAUCH LIMKAOM PUCYHKOB “PacTtenus
Mepycaanma”. OCBOOOXKAEHHbIE OT MHOCKA3aHWI, OHM MOKOPSIOT TLLATEeAb-
HOCTbIO MCMOAHEHWS, BHUMAHMEM KO BCEM MOAPOOHOCTSM, (haHTACTUUYECKOW
TEePNeAnBOCTbIO aBTOpa.

B ob6wmpHoin cepun “Astonoptpetbl” EdrmM AaAbKEHCKMIA CTPOro M npu-
CTPacTHO BCMaTpMBaeTCcs B ce6S U CBOWM BHYTPEHHUIA MUP, U HET AAS HEro
60oAEe CYpOBOro CyAbM, YeM OH CaM. ABTOMOPTPeTbl AQAbIXKEHCKOrO OuYeHb
KOHKPETHbI 1 NMCUXOAOTMUHbI; TEM CUAbHEE BMeyaTASeT NMOPOXKAEHHbIA BOCMa-
AEHHbIM BOOOpaXkeHMeM KOLLIMapHbIi 06pas: ero ke roAoBbl, HaHW3aHHbIE Ha
BETBUCTble pora CO6CTBEHHOro uepena 1 Ha HOHe HaBA3UYMBOrO MOBTOPEHMS
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CBOEro MMeHW. B cepmm KoAraxxeln XyAOXKHMK compsraeT raseTty “npasaa” u
OUKM — CUMBOA >KECTOKOTO AQBAEHMS 00LLECTBA U €r0 MAEOAOTUM Ha YeAOBeKa
M ero YacTHYIO XXW3Hb.

M Kakum xe Pa3nTEAbHbIM, HE YKAAAbIBAIOWMMCA B CXEMbl KOHTPACTOM 4BU-
AaCh, Kak 06blYHO, pa3BepHyTas B cepuio, “O6HaxeHHas”, cBeTauascs obas-
HMeM IOHOCTUN N HEXKHOCTH.

Cepug “INacnapty” — 370 CKOpee NCMXOAOTMYecKas pas3psaka XyAOXKHMKa, nepe-
>KMBaBLUEro ApamaTnyecky HanpsKeHHble XM3HEHHbIEe M TBOPUYECKME KOAAUSUM.
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OuyuieHne XpynkocTv M HEAOATOBEYHOCTM KPacoTbl B 3TOM MMpe He MOKM-
AaeT Hac 1 nepea paboTamm, COCTaBMBLIMMMK LUMKA “CBeT 1 TeHb” (Temnepa).
HaTiopMOpTbl AEACTBUTEABHO KaXKyTCS COTKAHHbIMM M3 CKOAb3SILLErO CBETa U
MPO3payHbIX TEHEN, 0OTEKAIOLWNX ACAUKATHENLLME LIBETOBbIE HIOAHCbI, @ B HMX
BbICBEUMBAIOTCS TOHYANLLNE AYLLIEBHbIE ABUXKEHUSI.

“BeAnKas 3arapka ObITUS, — pa3mbllIASeT BUKTOpUa AaablxkKeHcKasl, — HEeMpeA-
CKa3yeMOCTb pPyCAQ, B KOTOPOE ero TBOPYECTBO HarpaBAsSeT CBOM NMAOAOTBOP-
Hble CMAbl. HackoAbko “Al0BAMHCKOE KAAAOMLIE” OTPaXkaAO AYLIEBHbIA Ha-
CTPOM AaAbI)KEHCKOT0, HACTOABKO HEOXXMAAHHBIM IBUAOCH CO3AQHME B TOT XKe
NneproA CBETAEMLIMX XOACTOB “Oaecchbl” — Takmx, kak “Koxuept LLy6epra”, n
“Cappouke oT Dumbl”, “Xyna B TaHLKAAcCe 3uHrepa” 1 APyrmx; oyapoBaTeAb-
HbIX PUCYHKOB PACTEHMM, HEXKHbIX, TOHKMX PUCYHKOB OOHaXKEHHOM HaTYypbl, Ce-

nn

puKn XOACTOB “AceHbka B nepeckase aeaylikm Epyuma AaabikeHckoro””.

9710 6bIAO KaK B3pbIB, KaK M3BEPXKEHME, HO HE OTHEADILLIALLEN AABbl OTHASHUS,
a UNCTENLLIEro POAHUKA, PaAOCTM pebeHKa, ero HemoCPeACTBEHHOCTM U BOC-
TOpra nepeA OTKPbIBALMMCS MY BNepBble MHOFOKPACOYHbIM, MHOTOMEPHbIM
M1poMm. [TOBOAOM CTaAM NMPEAECTHbIE B CBOE HAMBHOCTU U CTUXMIHOM, HEOCO-
3HaAHHOW TaAQHTAMBOCTM, PUCYHKM BHYUKM MSTU AET OT poay. pukacasch K
3TOMY MMPY, BOMpas B cebst MarHeT3m TBOpYeCTBa, kak urpbl, Epum benumo-
HOBMY CAOBHO MPOXOAMA UYepe3 FOPHUAO AYLIEBHOTO OUMLLEHMS OT KOPOCTbI
OyaHei. Aeayllka He M306paXkaA BHYUKY, HO OCTOPOXHO U AEAMKATHO Mpu-
OAMXKAACS K CPEAOCTEHbIO AETCKOTO TBOPYECTBA, K MUPY, NPEACTaBLIEMY FAa-
3aM He B3pPOCAOro, HO pebeHka. He cTMAM3aums, NycTb AaXKe UCKYCHas “noa
HauB”, a 6e30CTaTOUYHOE PACTBOPEHWE MHOrOOMbITHOrO MacTepa B MepBOMC-
TOKax TBOPYECTBA, KaK TaKOBOro.

Ho yitn ot cebs elle HUKOMY He AaHO. MToxka »u3Hb cBoto, Epum Aaabl-
JKEHCKMIM MPpUCTYNaeT K CO3AAHMI0 CEPUM KAapTUH M PUCYHKOB “Beunbiit xuna”
(1979-1982).

O AapbixeHckom 6biA0 cka3aHo: “OCTpo nepecTpasaBlUMii TOPecTU Beka U
CMEPTEAbHO paHEeHHbIn MMK”. Ha CKAOHE AeT XYAOXHMK CAOBHO MEepeAUCTbl-
BaeT KHUTY >KM3HM — CKOPOHYIO AETOMUCH “XOXKAEHMI MO MyKam”. BOT TOAbKO
Ha3BaHus 3Tnx komnosuumii: “Uudopmaumns”, “INonan 8 OBUP”, “A B Tpex
Amuax”, “A Hapo A xmnTb?”, “OTuagHure”, HakoHel, TpmunTux “poluAoe Bceraa
CO MHOR” — 1 TaK yepes BCe YeTbipHaALaTb paboT, M TOALKO B OAHOM — “My3bl-
Ka” NMPOPBAACS Ha3peBaBLIMIA KaTapcuc. M nouTtu B KaxxAon paboTte — aBTonop-
TPET XYAOXHMKA KakK 3HaK AMYHOCTHOrO, MCMOBEAAABHOIO XapakTepa Cepuu.
“BeUHblIi )KMA” — MOCAAHME XYAOXKHMKA HaM, HbIHELLIHMM 1 OYAYLLMM 3PUTEASM,
“BeuyHomMy 3puTeAin” — AQAbIXKEHCKMIA MUCAA — 3arAaBHbIMKU ByKBammM, — HO He
BCE €ro YCAbILIAAW 1 MOHSAM...
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IT0 ecAm Mo GOABLIOMY CUETY, @ CEFOAHS M €XKEAHEBHO, MO CAOBAM AQYEPU XY-
AOXHUKA, “He3aBMAHAS CyAbba IMUIPaHTa A0 KOHLIA XKM3HU — BOT C YeM HaAO
6bIAO y>kKMBaTbCSl. [TpOHM3bIBaIOLLAS TOCKA HACTOMUYMBO BO3BpALLlAaAd KapTUHbI
MPOLWAOro, 06pa3 MaTepu BCe yalle SBASACS B 6ECCOHHbIE HOUM. Tak POAMAACD
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cepusa “AtobAnHcKoe Kaaabmie B Mockse”” .

KTo-To 13 noatoB ckasaa, yto PoAnHaA — 3TO 3€MAS U MOTMAbI OTLLOB. Poau-
Ha PaCKOAOAACh: 3eMASl OTHbIHe — Dpeu-Mcpasab, MOTMAbI OTLOB — TaM. “Ato-
O6AMHCKOE KAaADOMLLE” BO3HUKAO U3 CTPEMAEHMS MPEOAOAETb B MPOCTPAHCTBE
TBOPYECTBA 3TO Pa3ABOEHME.

DTy Cepmio MOXHO MPOYECTb, KaK LIENouky ObITOBbIX CLIEHOK: XOPOHST M TakK, M
3AaK, 6orato 1 yoboro, C OpKecTpom 1 6e3, XOPOHST YAAPHMKOB TPyAa M MPOCTO
“MHTEAAUTeHTHOro YeAoBeKka”, PAAOBbLIX 3alUMTHUKOB OTeyecTBa M Aaxe HeMeLl-
KMX BOEHHOMAEHHbIX. Bcem Mo cyTi 0AMH KOHeL, — MOCAEAHWIA AOAT XKMBYLLMX, a
MOTMABLLMKM MPMBBIYHO M PABHOAYLLIHO BbIMMBAIOT M 3aKYCbIBAET TYT Xe, Y OT-
KPbITOM MOTUAbI, BCE 3A€Ch MPOCTO U BYAHUYHO, 6e3 KaKUX-AMOO M3bICKOB Ma-
CTepa, UCKYLIEHHOrO B MCKYCCTBE KOMMO3ULIMM U KOAOPUTA: B Yac MPOLLIAHMS He
AOAXKHO ObITb MEABTELLEHMSI CYETbI MAM Pa3APasKatOLLErO MyCTO3BOHCTBA.

Ho MO>HO BOCMpUHSTHL “A0OAMHCKOE KAaabMLLE” 1 B APYTOM PerncTpe — Kak
ray6okoe, BbICTpasaHHOE (PUAOCOUUECKOE PAa3AYMbE XYAOXKHMKA O XKM3HU U
CMEPTU — MO Ty CTOPOHY A0Opa M 3Aa, Kak MPUKOCHOBEHME K BEYHOCTU. M B
3TOM, Mo yOexAeHUo AaAbIKEHCKOrO, COCTOMT BbICLIEE MPeAHA3HAUYeHne MC-
kyccTBa: “INpuaaHme SIBAEHWUIO BEYHOCTU CPEACTBAMM M3006Pa3UTEAbHBIMM, My-
3blKaAbHbIMUW, AUTEPATYPHbIMK — U €CTb NMpou3BeAeHue nckyccTa”. [peoao-
A€B “3eMHOe NpUTIKeHNe” KOHKPETHOI O CIOXKeTa, OKa3blBaeMCs B MapameTpax
AYXOBHOW COCTaBAsitoLLeN mckycctBa Epruma AaabikeHCKOro, 1 ecan nyTb K
Hel ObIA HEAETKMM M HEMPOCTbIM, TO 0CBOOOAMTLCS OT €ABA AW HE Marnyeckoi
ee BAACTN HEBO3MOXKHO.

AMUYHOCTb M TBOpUecTBO Edhrma Aaabl>KEHCKOro, Kak y>Ke He pa3 MoATBEpPXK-
AAAOCb, SIBAEHME YHMKaAbHOe. M CTOAb >Ke eAMHCTBEHHbIM B CBOEM pOAE
NPEACTABASIETCS yCMNEX XYAOXHMKa B M3panae, ycrnex Npu>KM3HEHHbINA, MOXHO
CKa3aTb, (DEHOMEHaAbHbI, KOTOPOrO0 HE YAOCTaMBAACS HW OAMH XYAOXHMK-
penaTpuaHT. ITOT yCrex AaXe TPYAHO 0ObSCHUTb, HO Tak CAOKMAOCH, HECMO-
Tps Ha TO (@ MOXeT 6AaroAaps TOMy), YTO HMKAKMX TOUYEK COMPUKOCHOBEHUS
XYAO>KHMKA M3 Poccum ¢ coBpemMeHHbIM MCKYCCTBOM M3panas He BblAo.

AaAbIKEHCKUI NprexaA B M3panab He € MyCTbIMKM pykamu: npuBe3 boaee Lie-
CTUCOT KapTWH, aKkBapeAen, pUCyHKoB. B nx umncae 176 kapTtuH cepumn “Topoa
Moero AetcTBa”. Tak UTo BbIAO YTO MOKa3aTh.

Yxe B KoHLe 1979 roaa, cocTosiAacb nepBasi, nepcoHaAbHad, BbicTaBka Ecprma
AQABDKEHCKOTrO B TAQBHOM My3ee CTpaHbl — My3ee M3panag B Mepycaanme.



52 | EOUM NALBIXXEHCKUIA — PUCYHOK, AKBAPEJTb, TEMIMEPA

Ycnex 6biA DaHTacTnueckuii! Bropas nepcoHaabHas coctosiaack B 1980 roay,
B HoBoW ranepee Xaidckoro yHmBepcmuteTa. IKCMOHUPOBAAUCH 69 “0AeCCKMX”
KapTWH, B TOM YMCAE M3 TeX, KOTOPble He NMokasbiBaAucb B Mepycaanme u 18
pucyHkoB no “KoHapmumn”. M cHoBa ycrnex, HeOCNopMMbIiA, EAMHOAYLLHBbIMN.

MckycctBo EcprmMa AaabIXKEHCKOrO 0Ka3blBaeTCs BOCTPeOOBaHHbIM, U 3TO He
ObIAO CKOPOMMHYIOLLIEH MOAOW, HO MOAHO3BYUHbIM U YOEAUTEAbHbIM OTBeE-
TOM Ha NOTPeOHOCTb M3PAMALCKOro O0LEeCTBa B “HOPMAAbHOM” MCKYCCTBE U,
npu 3TOM, UCKYCCTBE XYAOXHMKa-eBpes. B Hauane 1982 roaa eule oAHa Bbl-
CTaBKa — B MepyCaAMMCKOM AOMe XyA0XKHMKa: cepun “Mama”. “Beunbiit xuna”,
“Kapkacbl”, “KopHn”.

“Ycnex BbICTaBkKM B My3eoH Mcpasab, — BcnomMuHaeT Buktopus AaabiKeH-
CKasl, — NoAapmMA eMy BO3MOXKHOCTb MPOSIBUTb CBOE COLMAAbHOE HEPaBHOAY-
wme. AaAbIKEHCKMIA OTAAA KapTMHY Ha ayKUMOH B MOAb3y OOAbHbIX AETeit-
XPOHMKOB, 1 ee NPoAaka NPUMHECAA CaMbii GOAbLLION AOXOA”.

O Edhrme AaabI>KEHCKOM rOBOPSIT M MULLYT. MaAO KTO M3 U3PAMAbCKMX XYAOXK-
HWMKOB, AQXKe 3HAMEHMTbIX, He FTOBOPS Y>Ke O HOBbIX pernaTtpuaHTax, UMeA Takyto
npeccy. O AaAbIKEHCKOM MMCAAM HE TOABKO PYCCKO3bIYHbIE, HO U MBPUTCKME
raseTbl M XKYpPHaAbl, YTO PEAKOCTb BABOMHE, BeAyLLMe KpUTUKM — Mrpuam Taab,
Mewup PoHeH, AaBna Aap, Mocnd AewmHekmin, ArekcaHap BepHuk, HuHa Bo-
poHeAb, Padhana HyaeabmaH, Meryaa Kase, LL. LlykepmaH, npodeccop Kamd,
AOKTOp XodMaH M Apyrue. “BbicTaBka OTKpbIAA M3PAMAbCKOM MyOAMKE >KM-
BOMMWCb, KOTOpasi MPeACTaBAseT COO0M HacToslee YyAo, — nncara Mupuam
Taab, — TexHMKa AaAbIKEHCKOrO CTOAb >K€ OPWUIMHaAbHA, KaK U ero CTWAb U
Tema. [1peacTaBAgeTCs BeCbMa XeAaTeAbHbIM CO3AaTh B M3paunae crieymans-
HbIA My3ei, 4TOObl XPaHWTb U BbICTABASTb B HEM MPOU3BEAEHMS AaAbIKEH-
ckoro”. Euwe oaHO BbickasbiBaHne Meupa PoHeHa B rasete “Jerusalem Post”:
“CoBepLIeHHO HeobbluHbI 06pasHbii NamaTHUK Opecce ABaALIATbIX TOAOB C
aKLIEHTOM Ha eBPencKylo KM3Hb Tam 9BASeT coboi BbicTaBka kapTuH Eduma
AAAbI>KEHCKOr0 B MepyCaAMMCKOM My3ee. KapTUHbI 3TU He UMCTO peaAncTuye-
CKME, HO M HE YMCTO BbIMbILIAEHHbIE: OHW MPEACTaBASIOT COOOM CTUAM3BALMIO
BbICOKOTO YPOBHSl U OTAMUYHO CAEAaHbI KOMMO3ULIMOHHO, C TAYOOKMM MOHUMa-
HMEeM MPUHLMMIA TPYNMMPOBKM M KPACOUHbIX FAPMOHWI, 3TO HaMBHbIA CTUAb,
HO, B TO K€ BPEMS, BECbMa MHTEAAEKTYaAbHbI. MacTepckun n3obpaxkas Macchbl
opm (ToAny Atoaen, ropbl ap6y30B MAM Gouek C pbiBOK, HAMOAHEHHbIE MH-
Tepbepbl), XyAOXKHUK, OAHAKO, He TepsieT CBOOOAbI MasKa M He CHUCXOAMUT K
BbIMMCbIBAHMIO CKYUHbIX YaCTHOCTeN. byAyun BHUMATEAbHbIM K AeTaAsaM (K Oy-
AbIXXHUKY MOCTOBOM MAM MAMTKAM MapkeTa), OH HUKOTrAQ He 3abbiBaeT 3a 3TON
A€eTaAbto 06L1ero, 3a AepeBbamu — Aeca. OH UTHOPUPYET NMepPCrnekTUBY U TAy-
6VHY KapTHHbI, HO pa3pabaTbiBaeT CIOXKET Ha MAOCKOCTM M Ha MEPEAHEM MAAHE.
OuapoBaTeAbHas BbiCTaBKa AaAbIXKEHCKOrO AOKa3bIBaeT, UTO CHACTAMBBIA AyX
OTKPBLITOCTU LapuT B HaunoHaabHOM My3ee B Mepycaanme”.
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BblAO Mpu3HaHKME, HO He ObIAO MOHUMAHWS. KPUTMKOB MpeAbliiaAn ABE “npu-
MaHKK” 1 06e YBOAMAM Ha AOXKHBINA MyTb. Eprma AaAbIKEHCKOrO YMCAMAM MO
BEAOMCTBY COBETCKOr0O (aHTMCOBETCKOro ?) HOHKOH()OPMMCTCKOro, eABa AM
He AMCCUMAEHTCKOrO MCKYCCTBA, a OH TakoBbIM He OblA. Apyroi nepekoc — B
CTOPOHY YMCTO €BPENCKOM TeMATMKM, KaK TAABHOM U UYyTb AW HE eAMHCTBEH-
HO AOCTOMHOWM B TBOpYECTBE XYAOXHMKA. KoppekTupys 3T HETOYHOCTH,
P.HyaeAbMaH yTBep>KAAA, UTO “rAaBHOE B HEM — Ta OCb, BOKPYT KOTOPOM pas-
BEPTHIBAETCS €ro XMBOMUCb — CBOAMTCS AAS MEHS He K 3HAKaMm rpyrnoBbiM MAM
AaXKe HaLUMOHAAbHBIM, a K 00LWeYeAoBeYeckmm” .

Ycnex ycnexom, HO, Mpu 3TOM, HU OAMH M3 M3PaMAbCKMX My3€eeB He nprobpea
KapTuH Eprma AaablXKEHCKOro, M 3TO FTOBOPUAO XYAOXHMKY 0 MHOroM. CyTb
BOMPOCA HE B 3TOM, HO rAe-TO 0AM3KO. TO, paAm Yero XyAOXKHMK rnpuexaa B W3-
PanAb, HE CBEPLUMAOCD, U OH, AAXKe He MPUOAM3UBLLIMCH K LIEAU, YTPATUA HAAEXK-
AYy. B 3TOM KOAAM3UM BUASTCS M U3AEPXKKM “COBETCKON” MEHTAAbHOCTM: Tam
BCE 3aBMCEAO OT BAACTEM, HAUMHas C MaCTEPCKOM, >KMAbS, XOPOLIMX KPaCoK U
T.M. T rAy6OKO 3aceBLiMe NPEeACTaBAEHUS O B3aMMOOTHOLLIEHMSAX XYAOXKHMKA
1 rocypapctBa EoM AaAbI>KEHCKMI HEBOABHO MPOELMPOBAA Ha KapAMHAAbHO
MHYIO TBOPYECKYIO M KM3HEHHYIO CUTYauuio, 1 3To haTaAbHOe 3a06AY>KAEHME
CTAAO MCTOYHMKOM MHOIMMX nepexxmBaHunin. “OH XoueT He NpoaaTh, — MOSICHSA
P.HyaeAbMmaH, — a 0TAaTb CBOE TBOPYECTBO €BPENCKOMY HApOAY B AMLE €ro
omLMAABbHBIX OpraHn3aumin. KoMy-To 3T0 Noka)keTcs CTpaHHbIM, HO AAS Edon-
Ma AaAbI>KEHCKOTO 3TO 06EPHYAOCH >KM3HEHHOM Tpareanen”.

BecHon 1982 roaa rotoBMAach elle oAHa, — YeTBepTas B M3panae, — nepco-
HaAbHasl BbICTaBKa B My3ee “ AoM 1ckyccTBa” B kubyLe iH-Xapoa. Hesaaoaro
AO OTKPbITUS XYAOXKHMK MOEXaA Ha BbICTaBKY, OCMOTPEA M OCTAACH AOBOAbHbIM
M 3aAaMM My3e$l, U pa3BeCKOM KapTyH.

4 anpeast 1982 roaa — camoy6mincTeo Edpmma beHumoHoBMYa AaAbIKEHCKOTO.

O6 MCTUHHBIX MPUYMHAX CMEPTU XYAOXKHMKA BO BCEM MOAHOTE YK€ HE y3HaeT
HMKTO: TalHOe TalHOro AaAbIXXEHCKMIA yHEC ¢ coboi. AoUb XyAOXKHMKA Buk-
TOpUs NMpeAoCTeperaeT OT CKOPOMAAUTEAbHbIX Cy>XXAeHWi: “He 3abbiBaiite o
FAQBHOM: BHYTPEHHMI MMP XYAOXKHMKA — 3TO 0COObI, TAMHCTBEHHbI MUp. To,
4TO BbI3bIBaeT B HEM YYBCTBO CTPAAAHWMS MAM BOCTOPra, HAaC MOXET OCTaBUTb
abCOAIOTHO PAaBHOAYLLHbBIMU, Mbl MPOXOAMM MUMO OObLEKTOB, KOTOPble 0bpa-
LAlOT Ha cebs ero 060CTPEHHOe BHUMAHME, OTCI0AA HaLLK OLWMOOYHbIE Onpe-
AEAEHMs “CTPaHHOCTM” ero NMoBeAeHMs, MoKa OH XMB, M Halu 6e30TBETHble
BOMPOCHI — MOCAE ero cMepTn”.

K cBoeit cMepTu AQAbI)KEHCKMIA LLIEA AOATO AOPOTOM, @ 32 HMM MO NgTaM LAQ
CMepPTb. XYAOXHUK 3HAA O Hel, OLLYLLIAA ee MPUCYTCTBME, YyBCTBOBAA €€ HEeOT-
BpatumMoe npubAmnkeHme. OH 3apaHee O0CTaBMA 32 COO0M MeCTO Ha “At0OAMH-
CKOM KAaabuuLe” — Haarpobue, Ha Hem haMMAKMS, UMS, AaTa POSKAEHUS; HAAO
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TOAbKO MPOCTaBUTb AATy cMepTu. B cepum “BeuHblit KMA” XYAOXKHUK MOSIBAS-
eTCs TPUXKADBI — pacnsThii, 3a KOAOUEl NPOBOAKOM, MPOH3EHHbIN CTpeAamu,
Kak cesaTon CebacTbsH. B “4 B M3panae” onaakaa cebs B rpoby, npu ceeTe cTa
ABaALLIATM NMOMMHAAbHBIX cBevelt. B “Topoae moero aetctBa” kKaptuHa “LLnea”,
MOXOPOHbI M elle pa3 MoXopoHbl, B “KoHapmmnn” OYKBAaAbHO BCE O >KM3HM M
cMepTH, “ABTonopTtpeThbl”, “Kapkachl” — Tak MAM MHAYe O CMepTH, AO U MOCAE
Hee. TpMALATb KapPTHH B cepun “AoOAMHCKOE KAaabuMLLe B MockBe” — 0U4eBUA-
HO, BCe O CMEPTU. XYAOXHMK FOBOPMA O HEM MOPOit KeCTKO, 6e3 cyeBepHOro
CTpaxa, Ho 1 6e3 HamyCKHOro COCTPaAaHUsl M, CTOAb XK€, XaHXKECKOro CO4yB-
ctBug. C beccTpalivem — MAM B OTHYassHUMZ — OH MbITAe€TCS NOCTaBUTH cebs BO
BCe CMTyauuu, nprMepmBas CMepTb Ha cebs, Ha NpOLLIeALLyiO XM3Hb. “TBop-
4eCTBO AQABDKEHCKOro, — pasmbiwgAa P.HyaeAbmaH, — npeAeAbHO AWYUHBIN U1
NnoToMy 06pallleHHbIN K KaXKAOMY, He TOAbKO K “eBpeto” uam “oaeccuTy”, pac-
CKa3 0 ABYX IaBHbIX MOMEHTax YeAOBEYECKOMN KM3HM — O AETCTBE 1 CMEPTH, O
SPKOM CBETE M XOAOAHbBIX CyMepKax, 0 “CMexe, CyTOAOKE, cyeTe” — 1 06 0AMHO-
yecTBe”. XYAOXKHUK CaMm, MO XKM3HU 1 N0 TBOPUECTBY, MPUrOBOPUA cebs 1 cam
NpUBEA BEPAMKT B UCMIOAHEHME. M B CMEPTM YEeAOBEK OCTAeTCs C Hell OAMH Ha
OAMH, Y K&KABIA YMUPAET B OAMHOYKY.

Pa3py6uB ropAMEB Yy3eA XKM3HM, XYAOXKHMK OCTaBUMA B HAaCAEACTBO HEMAAO
npo6AeM 1 MpoTUBOpPeYnit. NpusHaHMEM OH He OblA 0BAEAEH U MPU XKU3HU, HO
HeNmoHUMaH1e CAEAOBAAO 3a HUM Kak npuwmntoe. He ncue3Ao oHO 1 CeroaHs.
CKOAbKO Pa3s CAbILLIAA OT HEKOTOPbIX XYAOXKHMKOB: “Yero emy, AeckaTb, He XBa-
TaA0? BbICTaBKM B KPYMHENLLIMX My3€esiX, BHUMAHME MPECChl, yCrex — Aa O TakoM
HE MeUTaA HM OAMH M3 Hac!” 3abAy>KAEHUS U MPEeAPACCYAKM CMAOLLL M PSIAOM
OKa3blBAIOTCS AOATOBEYHEE MOMEHTA MCTUHDI.

“$1 xouy, 4TO6bl MCKYCCTBO MOErO OTL[A COXPAHUAOCH. S X0y, 4TO Obl €ro Npo-
U3BEAEHMS BUAEAK. S X0y, UTOObI OHM MOMaAaAm B My3en. M aToro 9 xouy He
NMOTOMY, UYTO § CblH CBOEro OTla M AEAAl0 3TO Kak HAaCAEAHMK, a MOTOMY, 4YTO
S XOpOLLO 3HAI0 MCKYCCTBO OTLA, AOOAID 3TO MCKYCCTBO M X0y, UTOObI OHO
JKMAO”. — BUKTOP AaAbIXKEHCKMA.

DTy CTpaHULLY CAEAOBAAO Obl 03arAaBUTb “XKM3Hb MOCAE KU3HW". YXOA XYAOXK-
HMKa M3 KM3HM elle He O3HauyaeT KOHel, ero TBopueckoro 6biTus. M ceivac,
CMyCT$S FOAbBI, OllylllaeM He3pumoe nNpucyTcTBue Ecpnma AaAbKEHCKOro B CO-
BPEMEHHbIX: XYAOXKECTBEHHbIX Mpoueccax. bbiTb MOXXET TOAbKO cernvac, Koraa
MCKYCCTBO M XYAOXKHMKM XX-TO, HbIHE Y>Xe MPOLIAOrO, Beka CTaHOBITCS AO-
CTOSHMEM WUCTOPUU, Mbl, MYCTb HE B MOAHOM O0Obeme, HO XOTS Obl B MEPBOM
NPUBAMIKEHNM OCO3HAEM MaclITabHOCTb AMYHOCTM M TBOpUecTBa Edmma Aa-
AbBIKEHCKOr0O, €ro MecTo M 3HayeHne B KOHTEKCTe MCKYCCTBa M €ro, 1 Hallero
BpemMeHu. 3a6biTh, BbIUEPKHYTb XYAOXHUKA, U3bSITb €ro 13 MCTOPUUECKON na-
MSTM UCKYCCTBA HEBO3MOXKHO: MM$ €ro BMMCAHO B AETOMUCb CBOErO BPEMEHM,
YTO Ha3blBaeTCy, OTAEAbLHOM CTPOKOW.



WU3Hb
MPOLOJIKAETCS
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...Bonpekun Bcemy BbICTaBka B My3ee DMH-XapoAa BCe >Ke OTKPbIAACh: MOCAEA-
HSS NPUMXKM3HEHHAd M nepBas nocmepTHad, B 1985 roay B nepycaaMMcKom
AoMe XyAOXKHMKA COCTOSIAMCH Bevep namatu E.Aaabi>keHckoro n HeboAblias
BbiCTaBka ero npomsseaeHuit. Eule oaHa, nmepcoHaAbHas BbicTaBka, B 1988
roay, B MepycaAnmckon ranepee Bepbl [yTknHOM. Mexay Tem BO3HWK Memo-
puaAbHbIi oHa Edbrma AaabikeHckoro CBOKO OCHOBHYIO 3aaady hOHA BUANT
B MOMNYASPU3aLIMK, U3YUEHUN, COXPAHEHUN TBOPYECKOTO HACAEANS XYAOXKHMKA.
OAHO 13 aKLMIA B 3TOM HarnpaBAEeHMM CTaAa OpraHm3aums B Hayaae 1992 roaa
pPEeTPOCNEeKTUBHOM BbICTAaBKM MPOM3BEAEHWNA AAAbI)KEHCKOTO B AOHAOHCKOM
Concourse Gallery, Barbican Centre n nsaatue aabboma. BbicTaBkm caepo-
BaAM oAHa 3a apyroi: “Oaecca” n “KoHapmus” B ranepee LLlyaamuT B Teab-
AswuBe (1993), Mysein beH-AaBua B knb66yLe bap’am (1995), my3eit Mane-Kar
B Xarnde (1996), HakoHel, B My3ee amacrnopbl B Teab-ABuBe (2001), B pam-
Kax OOLMPHOM XYAOXKECTBEHHO-AOKYMEHTAAbHOM BbICTaBKM, MOCBALLIEHHOWM
“eBpenckon Oaecce”, ee UCTOpUM 1 ObITY, ee BKAAAYy B KYALTYpPHbIE 1 00LLe-
CTBEHHble ABMXKeHMs KoHua XIX 1 Hauaaa XX BEKOB: BKAIOYEHME B Hee KapTuH
E.AaAbI>KEHCKOrO ObIAO €CTECTBEHHbIM M CaMO COOO0I Pa3yMEIOLLIMMCS.

Mms Edprma AaabIdKeHCKOro nprobpeTaet eBponenckyio 1 MUPOBYIO pernyTa-
umio. Beaep 3a AoHAOHCKOM peTpocnekumein 1992 roaa nocaeaoBasa nepco-
HaAbHas BbicTaka B Gregory Gallery B Hblo-Mopke B 1996 roay, cnycTs Tpu
roAa — elle oAHa TaM xe. HanboAaee MHOrOrpaHHOM 1 MPeACTaBUTEAbHOM CTa-
Aa BbicTaBka 2002 roaa B Rutgers University, Hbto-A>xepcu, NOArOTOBAEHHas
Ha OCHOBE KOAAEKLMM COBETCKOro, HOHKOH(OPMMUCTCKOro nckycctsa HopTtoHa
AO0AXa M 3KCMOHMPOBaHHas B XyAOXeCTBEHHOM My3ee Linmmepan.

AHM 1 TOABI OTCUMTBIBAIOT HEOTBPATHUMbIIA Ger BpemeHu: oT Edprma AaabixkeH-
CKOrO Hac OTAEAseT yxke 6oAee ABaALLATU AET. ITW U MPEALIECTBYIOLME UM
AECATUAETUS ObIAU BpemeHem rAYBOKOro M 3aTSxHOro Kpusmca ryMaHmcTu-
YEeCKMX, AYXOBHBIX M 3CTETUYECKMX LEHHOCTEN M KpuTepwmeB. [paHuubl M30-
6pa3nTEeAbHOr0 MCKYCCTBAa Pa3MblBalOTCS BMAOTb AO MCUE3HOBEHUS, BHEXY-
AOXECTBEHHble (DOPMbl AEITEABHOCTU BbITECHSIOT Takme (PyHAAMEHTaAbHbIe
AePUHMLMM, KaK NPO(ECCMOHAAbHAS rPpamMoTa, BAAAEHME CPEACTBAMMN XKMBO-
MMCK, PUCYHKA, MAACTUKN; TEXHOAOTMW BU3YAAbHOM MHPOPMATUKM MOAMEHSIOT
06pasHble CTPYKTYpbl M, B KOHEYHOM CUETEe, TBOPUECKYIO MHAMBUAYAAbHOCTb
XYAO>KHMKA. B 3TOM cuTyaumm ocobeHHO BadkHasi pOAb BO3AAraeTCst Ha XyAOXK-
HMKOB, COBPEMEHHbIX MO MPOOBAEMATHKE 1 B TO XKe Bpems paboTalolmx B pycae
1306pa3sMTEAbHOrO MCKYCCTBA B TOYHOM CMbICAE MOHATUS. OAHMM M3 TakMx
KPYMHBIX, BbIAQIOLLMXCS MAaCTEPOB BTOPOM MOAOBUHbI XX cToAeTHS ObiA Ecom
beHunoHOBNY AaAbIXKEHCKMIA.
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ABTOMNoOpTpET
Self-portrait

TBOpueckmii NoTeHUMAA MOAEPHM3MA, CYAS MO BCEMY, MCUEPMaH: XYAOXKHMKAM
HOBOIO MOKOAEHMS NPEACTOMT HA OCHOBE OfMbITa MPeALLIEeCTBEHHNKOB BO3Bpa-
LeHme K (hurypaTMBHOMY MCKYCCTBY, NPOECCMOHAAM3MY, SCTETUYECKMM KPW-
Tepusam. Ecorm AaabikeHcKMid BbIA “XpaHUTeAeM OrHs”, 1 0UYeHb BaXKHO, YTOObI
3TOT OrOHb He yrac.

Bblpa3MTeAbele CpeACTBa MCKYCCTBa MOIyT ObITb OYEHb Pa3HbIMKU, HO 3TO
HENCYNCANUMOE MHOFOO6pa3Me Hal'lpaBAeHMVl, CTUAEBbIX N MHAMBUAYAAbHbIX
BapMaHTOB, B KOHEYHOM CcYeTe, CBOAUTCA K OTHOLUEHUIO XYAOXKHMKa 1, COOT-
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BETCTBEHHO, €ro TBOPYECTBA K YEAOBEKY, K TeM N'YMaHUCTUUYECKUM LLEHHOCTSIM
N MAEaAaM, Ha KOTOPbIX M 3UXKAETCS UMBMAM3ALMS. B anoxy Teppopusma — Ao-
KaAbHOIO MAM MaCLITabHOr 0, arpeCCUBHbIX BOVH, YHVUXKEHUS U MOAABAEHMS AUY-
HOCTM UCKYCCTBO YBaXKEHUS U AlOOBM K YEAOBEKY M UEAOBEUYECTBY OKA3bIBAETCS
CaMbIM BaXKHbIM 1 HEOOXOAMMbIM AASl BCEX M KAXKAOTO, CPEACTBOM BO3BpalLe-
HUS AOCTOMHCTBA, MCKYCCTBA, XYAOXKHMKA, TBopyecTBa. Echmm AaabikeHckui
nsberaa naTeTMYeCKMX MHTOHALMI, HO Mbl, BCTYMUBLIME B MHYIO 3MOXY, KOrAQ
CHOBa BO3POXAQIOTCS TaKMe MOHITUS, KaK AyXOBHOCTb, HDABCTBEHHAsl, 3TUYe-
CKast 0OCHOBA TBOPYECKOW AEITEAbHOCTM, HAaKOHeLl, AeBaAbBMPOBAHHAs, HO ellle
>KMBOTBOPSLLAS KPACcoTa B KM3HM M UCKYCCTBE, Mbl — HE MOXKEM 0601TUCH 6e3
HMX, U MOTOMY, CHOBa M CHOBA, BO3BpaLLlaeMCsl UICTOPUYECKON M AMYHON Namg-
Tbio K 06pasy 60AbLIOro XyA0XKHMKa, Edprima beHumoHoBMYa AaAbIKEHCKOTO.

SHBapb — Anpeab 2003
Teab-ABuB, M3panab






Ha croaunke
On a side of table
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KepOCI/IHOBaﬂ Aamra

The kerosene lamp
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ButeHbka xBopaet

Vitenka ailing
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TawkeHT, Meapecce
Tashkent, Madras
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[eopruesckuii cobop
St. George Cathedral
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ToAbKO 4TOObI HE ObIAO BOVHbI
No war
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B cBo60AHbIST Yac

During a break
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Bukouka npuuécbiBaetcs
Vikochka brushes
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Aobparacb A0 MOAYLIKM

Finally head on the pillow
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Paccka3s o CeBactonoae

Story about Sevastopol
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Kom6pur 2, u3 umkaa pmcyHkos
no “Konapmmn” M.babeas

The Commander of the Second Brigade
from the series of drawings “I.Babel —
Red Cavalry”
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McTopus oAHOM AoLiaam U3 UMKAQ pycyHKOB 1o “KoHapmun” M.babeas
The story of a horse from the series of drawings “I.Babel — Red Cavalry”
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Koctéa B HoBorpaae m3 umkaa pucyHkos o “Konapmumn” M.babeas

The church in Novograd from the series of drawings “I.Babel — Red Cavalry”
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Kapkacbi / Carcasses
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Pacrenmns / Plants
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Pacrenns / Plants
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Pacrenuns / Plants
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Pacternns
Plants
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Pactrenmns / Plants
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Pacrenmns / Plants
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Pacrenmns / Plants
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Pacrenmns / Plants
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Pacrernns/ Plants
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KopHu / Roots
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PacteHnns
Plants
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PacteHus
Plants
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Pacrenuns / Plants
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Mama / Mamma






Art is only born out of love
and compassion and can only
be understood by a loving and
compassionate soul. Noise
consists of noise, not music.
The perception of art is an
individual process, like its
creation.

My works, which are the fruit
of a life full of suffering and
hard work, are clearly needed
by humanity and will find their
Eternal Viewer. | sincerely
believe in this with all my
wounded and broken heart.

MWMW

<
ABTOMopTpeT
Self-portrait

“YEFIM LADIZHENSKI —
A LIFE IN ART.”

Grigory Ostrovskiy

Doctor of Arts

Yefim Ladizhenski created art for more than half a century, includ-
ing oil paintings, theater scenery, watercolors, and easel drawings. He
was the author of scenery for dozens theatrical shows, of the series of
paintings “The City of My Childhood”, “Konarmiya”, “The Lyublino
Graveyard in Moscow”, “The Eternal Jew”, and of cycles of drawings,
such as “Self-Portraits”, “Frames”, “Roots” and others.

During his life Yefim Ladizhenski did not strive to be in good favor with
the powers that be, did not seek rewards, prizes and titles, and was
actually quite skeptical about them. The artist loathed mediocrity and
conformism, he despised the lies of the so-called socialistic realism;
he had no interest in following popular trends or in careerism. Above
all he valued honesty in life and in art, adherence towards one’s prin-
ciples, devotion to humanistic, spiritual and aesthetic values and ide-
als. Yefim Ladizhenskiy held true to his ideals in his art and he paid a
high price for his independence, the price of being misunderstood and
his artistic potential being undervalued. He passionately wanted the
simplest, and at the same time, the most important thing, — to make a
gift of everything that he had created during his long life as an artist to
his country and compatriots, and that was denied to him.

Recognition, as it often happens, came a whole life late, but justice
finally did prevail. Yefim Ladizhenski Memorial Foundation, which
takes care of preserving, studying and popularizing the artist’s legacy,
has been created. Time does not always put everything in the right
place, but in the case of Yefim Ladizhenski there is hope that this
name will be rightfully forever inscribed into the dramatic annals of
twentieth century art.



“S0, I WAS
LIVING IN ODESSA
THEN...”
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Every biography begins with denoting the time and place of action. Yefim Ben-
tsionovich Ladizhenki was born on August the 3rd, 1911 in Odessa.

One could talk about this city endlessly; even those who have never been to
Odessa know that it is a unique and dazzling city, whose colorful inhabitants
possess a fantastic sense of humor. This uniqueness has deeply influenced the
life and art of Yefim Ladizhenski, a singer and portraitist of the city of his child-
hood. The pictorial chronicle of Odessa that he created is worthy of the books of
the best writers of the Odessa school, also known as the South-Russian school,—
I.Babel, V.Kataev, L.II'f and E.Petrov, E.Bagritskiy, K.Paustovskiy, Y.Olesha and
others. Yefim Bentsionovich always recalled Odessa with tenderness and love.

“l was born in an international city, — he wrote, — where Jews and Turks, Rus-
sians and Ukrainians, Poles and Germans lived and worked side by side. The
city’s architecture encompassed Orthodox churches and synagogues, Protestant
churches, and Catholic ones. The language was seemingly Russian, but actually
“Odessan” — the blend of the sun, the sea and a multitude of languages, inhab-
iting comfortable houses, no more that five stories high. Here people walked
on sidewalks, paved with polished squares of Vesuvian lava, reflecting different
states of the sky that spread over the city.

Streets paved with neat, identical cobble-stones were lined on both sides by
stupefyingly fragrant acacias and southern chestnuts, which adorned this kind
and bright city each May. And if you are a boy, and everyone in your family is
healthy, and on the table covered by a colored oil-cloth or a white cloth there
is a boiling samovar, polished to the point of shining, the plates are filled with
mackerel and bright red tomatoes, and warm rough bread with the rose label of
“Korotyanskiy’s Bakery”, then tell me please, what else do you need to be the
happiest boy alive?”

Obviously, everything was not quite as cloudless, especially after revolutions
and wars shook and overturned the established way of life. In spite of and
against everything, in the perception and memories of the boy Odessa remained
the best possible city: “My happiness did not subside even when the revolution
led to the disappearance of the samovar, of the mackerel and of the warm rough
bread, when we only rarely came by malai, makuha, mamalyga, corn porridge
made with coconut milk in the “Ara” canteen. My amazement and joy were un-
diminished at the sight of leg-shaped pieces of wood wearing priests’ chasubles
and overalls from America, which replaced my earlier sailor’s jacket, shorts and
cap with the inscription A Brave Soul. In those hard, hungry years, with their
rapid changes of power and currency, the people even when ailing with typhus
still kept the kindness of previous, fat years.”.

Odessa is the sea and the sun, the streets and the boulevards, the gardens and the
markets, but first of all Odessa is the Odessites and these concepts are one and
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the same. “My Odessa, — continued Yefim Bentsionovich, — is a wonderful town
and, unlike many cities of the world she wasn’t defined by architecture, which is
why there is almost none of it in my pictures. There is no sky either, because there
was no special sky, other than a kind one, over Odessa. There were sunsets and
sunrises, a grey cloudy sky and a clear blue one. “And there was evening and there
was morning”. There were people, and | carried them in my soul, | remembered
and felt them better than a house on the corner of Deribasovskaya and Rishelievs-
kaya. But I am not Mark Chagall for them to hang in the air and fly in the sky. They
liked to eat and drink, they needed tables and plates, they drove buggies, they sold
and bought, and they worked and studied. “God made the earth”, and they, the
Odessans, paved it with tiles and cobblestones and put rails on it and started the
Russian-Belgian society trams. And |, as an artist, only had to tell about this by my
usual means, using whatever talent God gave me”.

The boy’s memory of the city of that time turned out to be astoundingly firm; many
years later the already mature and experienced artist spoke of how closely and sol-
idly was his art connected with his childhood impressions of Odessa: “The white
paint on my canvases that has turned into color and tone, that has taken a signifi-
cant plastic and emotional role, that has become an important part of my paintings
was possibly born out of the white blooming acacias and chestnut flowers and
white pants, textile shoes cleaned with tooth powder and T-shirts”.

My tale of Odessa turns into the stories of Yefim Ladizhenski himself; perhaps,
someone had known it better or longer, but hardly anyone had so deeply and
precisely felt the spiritual and irrational substance that can be dubbed “the ge-
nius of the city” and that defines its unique allure.

Odessa was, at least for Yefim Ladizhenski, a Jewish Odessa. It was a city of
Jewish poor men and rich men, wealthy traders and street peddlers, studious
rabbis and impudent bandits. A city of Jewish poets, musicians, and artists,
who carried a powerful layer of national culture behind them. Mendele Moiher-
Sforim and Sholom-Aleihem, H.N.Byalik and V.Zhabotinskiy, Ahad Ha Am and
many others, who constituted the fame and glory of Jewish literature, lived and
worked in Odessa.

The Odessan Association of South-Russian artists, whose exhibitions boasted
the paintings of the best Russian artists, could have been called Russian-Jewish
without stretching the truth.

Ladizhenski knew “The Jewish Odessa”, so to say, by hearing, by taste, by feeling.
“These were Jews not by passport or the circumcision ritual, — the artist wrote of his
fellow — townsmen and tribesmen, — but by some signs, which are unclear to me to
this day, the heroes in their works were also Jews, and | was a Jew tool...] Good, ac-
tive people of a kindred spirit appeared. And they turned out to be closer to me and
more interesting than those who surrounded me.” Only this atmosphere could lead
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to an ethnic self-identification, which to a large extent defined Yefim Ladizhenski’s
art and world view. “The spirit of Heine and the spirit of Babel are close, because
they, like Levitan, thought in ethnic categories, remained Jews in their spirit — and
that defined their art too. | knew Jews! Did | know them! And that was why | drew
them and turned to the Jewish life with such pleasure.”

There was an Odessa of Jewish artists and there was an Odessa of Jewish artisans,
remarkable masters of their trades, and that Odessa was very interesting and alluring
to the boy. The environment mattered a lot to Ladizhenski: thus his first concepts
of the relationship between art and craftsmanship and, conversely, of mastery and
many other things, were born. “l was not a jeweler and could not make rings and
earrings, | could not repair watches, — wrote Yefim Bentzionovich later, — | was
not a tinsmith and could not make coffins, | was not a joiner and could not make
drawers or wardrobes, | was not a photographer and could not and cannot take
photographs, | was not a barber and could not shave and cut hair, but | knew
precisely how it was done. And | admired the dexterity with which a shoemaker’s
cutter cut shoes or boots out of box-calf or kid leather, | admired the artfulness of
a harness-maker spinning waxed thread, a shoemaker driving wooden nails into
soles, how they pulled out the fins and the innards with one adroit movement
before salting mackerel, without tearing the membrane connecting the head and
the body. | swear it was no less a fantastic and beautiful sight than any scenic
performance, and their fingers were as elegant, as the fingers of Heifez or Gilels.

A great thing craftsmanship is! And many craftsmen brought it to the level of
artfulness or even art. [...] Any craft has elements nearing it to art, but nowhere
and never is art born without craftsmanship. The concept of artfulness has the
connotations of something made prettily and easily, ditto for virtuosity. These
characteristics, | think, deal with performing activities, not with creative ones”.

The boy had whom and what to watch. In his house on Bazarnaya street alone
there was a barber’s, a watch-shop and the shops of a joiner and a tinsman. A
long time later in his essay “Mister Shpitz and sons” Ladizhenski shows— after
half a century! — an amazing memory of the details of a tinsman’s work, up to
the nuances of each color, sound, smell.

But there was the “first” Odessa, the most important one, and it was located
on Bazarnaya street (later Rakovskogo street, then Kooperativnaya and, at
last, Kirova), house number 100, where the family of the fish salter Bentsion
Ladizhenski lived: the head of the family, his wife and sons — Volodya, Daniil
and Yefim. In their home love and agreement abounded; the family lived quite
modestly, but never sank into poverty. In this warm place the Ladizhenski lived
through the German War, as it was then called, the revolutionary shocks, the
troubles of the Civil War with its constant companions — pogroms, hunger,
and changes of power; the rise and fall of NEP (New Economic Policy),
industrialization, collectivization, electrification and other “~ions”.
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Festive mamma
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Many vyears later Yefim Ladizhenski would paint a picture “Monarchy
Overturned”, a part of the cycle “The City of My Childhood”: monuments are
being destroyed, policemen on horseback are keeping the people in check, the
crowds are enormous, a lot of people are wearing red ribbons on their chests,
but there seem to be no rejoicing or enthusiasm...

This was also true in the years to follow. The revolution, the Soviet power, the

Communist party-these were all things infinitely remote from the artist and his
loved ones. Later, during the “adult life”, Yefim Ladizhenski did not go to the
barricades, nor did he not participate in demonstrations or protests, but he kept
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a distance without fail from the surrounding reality and especially from the kind
of art that served the regime, callous and in essence immoral. This distance was
reinforced by the special kind of Odessa irony and sarcasm.

The father worked a lot: first, as a fish salter, later, as a director on the fish mar-
ket; he died of a serious illness in the years of the Second World War, in the
Urals evacuation. Nevertheless, the sons received a good education: Vladimir
and Daniil became doctors; Yefim became an artist. The mother was an un-
disputed authority in the family; she was devoted, loving and wise. In Yefim’s
life she entered as and remained forever, until her death in 1970, “the most
important person”, a caring and tender mother, an understanding and forgiving
friend and advisor. Yefim’s love for his mother was boundless; he has drawn and
painted a number of her portraits, which constitute a large series of drawings
and paintings.

“Mother” is one of the best and certainly the most heartfelt work by the artist.
The closest counterpart of the series might be the lines of Isaac Babel: “Every-
thing is mortal, only the mother is destined for eternal life. And when she is no
longer alive, she leaves a memory behind her, which nobody has ever dared
to desecrate. The memory of our mother breeds compassion within us, like the
ocean, the endless ocean, feeds the rivers throughout the world”.

A lot later, already in Israel, one of the critics wrote: “The best works that we
have ever seen in Israel and the best academic works | have ever seen myself are
the portraits of the artist’s aged mother in pencil and watercolors: the technique
is brilliant, the feeling of the texture of flesh and clothing is incomparable.”

The childhood years of Yefim Ladizhenski were, one has to assume, quite similar
to those of most children his age: pioneers’ parades and demonstrations, work
school, yards and markets, streets and boulevards, the gardens and beaches
of the city, that has been walked through everywhere and known to the last
stone. The sea is always the sea, almost the whole year round. Lanzheron, the
fountains, the port, the gangs of homeless boys, the fishermen, the dockers...
Perhaps the only thing that distinguished the boy from the others was an intense
passion for singing and drawing; in the end, drawing prevailed. Where this pas-
sion came from to the son of a Black Sea mackerel salter is unknown; most prob-
ably, it was fate and, as it is well known, it is not to be argued with. One way or
the other, in 1925 Yefim Ladizhenski joined the students of the best art school
in Odessa, which was called in the spirit of the time Social Upbringing Studio,
and where the leading teacher was Julius Bershadski. (Afterwards Ladizhenski
would write, one can say, an autobiographic painting “Bershadski’s Studio”,
which became a part of “The City of My Childhood” cycle.)

In the end of the nineteenth century and during the first decades of the twen-
tieth, Odessa was one of the most important centers of Russian and Ukrainian
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culture; the creative live was very active. Artists’ exhibitions opened one af-
ter another — both local artists and artists from the capitals provided impres-
sions aplenty. The Odessa Association of South-Russian Artists united such re-
nowned masters as the Association’s constant director K.Kostandi, Y.Bershadski,
D.Bukovetski, A.Gaush, S.Kishinevski, T.Fryerman, T.Dvornikov. P.Volodikin,
V.Zauze and others. Many well-known artists from Kiev, Moscow, and Peters-
burg gladly took part in the Association’s exhibitions. In the years of avant-
garde art’s spreading Odessa did not step aside, however the leading masters
in the Association continued the realistic tradition, slightly renewed under the
influence of Impressionism.

Yuli Rafailovich Bershadski (1869-1956) was one of the most important Odessa
artists. In his time he was a student of Odessa Art School, taught by K.Kostandi
and Yefim’s namesake, G.Ladizhenski, later in the Emperor’s Art Academy,
as a student of N.Kuznetsov and |.Repin. A talented colorist and an excellent
draftsman, Bershadski is known as a master of psychological portraits and of
the everyday genre, a successor of the realistic tradition and a talented and
experienced teacher of Chistyakov’s school. Bershadski was among the most
authoritative masters of the Association of South-Russian artists, he had regular
exhibitions in Odessa, Kiev, Petersburg, and brought his students closer to Rus-
sian creative life.

Yefim Ladizhenski kept a life-long gratitude towards his first master. In his opin-
ion, he had a lot to thank Y.Bershadski for, first of all, that high level of profes-
sionalism, which had always marked him and which was the basis and precon-
dition of creative successes.

Yefim Ladizhenski studied in Bershadski’s studio for several years; in 1928 the
studio ceased to exist and Yuli Rafailovich moved to the Odessa Art Institute.
On his teacher’s advice Ladizhenski entered the theater and scenery depart-
ment, where the teachers — T.Fryerman, A.Gaush and V.Muller — offered a
solid and all-round education. Yefim took the advice and never regretted it. In
1928 Yefim Ladizhenski entered the Odessa Art Institute and graduated from it
in 1931.

It is well known that if someone is talented in one sphere, his talent will show
itself in other fields too. Yefim Ladizhenski confirmed this phenomenon, having
fulfilled his talent not only in art and drawing, but also in literature. The crit-
ics, as the artist contended, — “could not say that which | know about myself
and think of my art. This is reason enough to use letters instead of the lines and
paints that | am used to”. When he already was an aged man, being in Israel
and having mostly finished work on “The City of My Childhood”, Ladizhenski
decided to continue the cycle using another medium. Thus a series of essays,
conceived at first as comments of a kind to the paintings, was born. In the pro-
cess of writing, the essays, however, became something significantly larger than
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mere comments. Y.Ladizhenski’s stories about the Odessa of 1920s, “Lanzher-
on”, “Mr. Shpitz and Sons”, “After a Night Round-up”, and others, gave place to
a huge wealth of knowledge, observations and memories that did not and could
not enter the paintings. The essay “After a Night Round-up” impresses one not
only and perhaps even to a lesser degree with its collisions, but also with an
intense love and compassion towards other people, be it a down-and-out or
an underage prostitute, with the author’s intolerance of hypocrisy. Written in a

vivid graphic language, full of realistic details that simply could not have been
invented, these essays are true literature. Unpublished to this day, they, how-
ever, fit organically into the context of the Odessa branch of Russian literature.



LANZHERON

We offer one of
Yefim Ladizhenski’s
essays to the readers’

attention.
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One could get to the White Arch, consisting of two small and one large spans,
either by human feet, or by the horses’ legs that were pulling a buggy, or by
the four wheels of a Number Four tram of the Russian-Belgian Society. The
tram started its way from the Staro-Portofrankovskaya street, went a little while
through Tiraspolskaya and then segued straightly through Uspenskaya street.
It passed the Alexandrovskiy park on the right-hand side of its perimeter and
came directly to this very White Arc, on which, among various stucco mold-
ings, were inscribed the letters “AAH>XEPOHDB” with the last letter broken off.
The tram did not stop yet, when the boys who traveled without a ticket jumped
off. (I recalled them recently, when | saw penguins jumping out of the water
in Antarctica.) Young men and girls, who had paid for their rides, came out
more orderly and the last to come out were old women in large soft hats and
no-longer-young men in the yet-existing large straw hats with two peaks,which
were for that reason called “Hello - Good-bye”.

The rails that the tram ran on were about two and a half feet apart and ran
through the whole city. Even for some time after the revolution certain tram
drivers felt it a matter of professional pride to drive a glass filled with water to
the brim through their whole route without spilling a drop. The conductresses
were young and, like all the Odessa girls, the most beautiful girls in the world,
with a kind character. They never raised “a shout to be heard by all Odessa”
because of a ticket not taken in time. Like many girls in town they said, “I'd
sleep with him, no less”. The seat backs, complete with straw covers, could be
moved according to the passengers’ desire, so that they could easily sit down
facing each other. Bronze handles on the seat backs, doors and windows were
minted and ornamented. Everything was done so that a person going to work
would not get tired. One did not have to speak tiredly about culture and ask
the conductor and the passenger to be courteous to each other. The tram itself
moved one towards behaving politely.

A family outing in a tram would seem strange in the present hasty times, but it
did not do so in the least back then. Father, Mother and we, their three sons,
entered the tram number twenty-six on the tram station Preobrazhenskaya and
embarked upon a journey by the circular route. We looked through the tram
windows at people walking the streets, and at the brightly lit shops and cinemas.
We passed a police station, that also housed a fire brigade with its tower. A fire-
man walked a gallery of this tower, watching for fires. When the city was envel-
oped by frost of twelve degrees Celsius below zero or lower, a white ball was
hung up on the tower’s mast, informing the parents that their children, fourth-
graders and younger, were to stay at home. A red ball on the mast meant a fire
somewhere. Once our tram stopped, letting through horses, which stormed out
of the wide fire brigade gates. The horses were pulling carts, filled with water
barrels, to which were glued the firemen in brass casks, who were fastening their
belts with small axes on them and clinking their metal carbines. Such carts car-
ried a lot of folding ladders, hooks and thick tarpaulin fire-hoses, rolled up like
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thin snakes. Everything was already shining in the light of burning torches and
ringing in an unending bell ring. Every fire brigade had its own half-percherons
of its own distinct color. There was something breathtaking in this swiftness,
both because of the sight itself and because of the fervor with which these fire-
men wanted to help others in the catastrophe that fell upon them. This was what
the adults could think; we, the kids, admired the sight and the action, and our
emotions were absolutely unlike those of our parents.

On its way our tram passed the pride of the city and its natives, the Opera The-
ater. They said about it that it was the copy of the Viennese Theater, and since
it, our theater, was its copy, the Viennese Theater was the best in the world,
which means that our theater was the second best. The theater was really very
good and pretty. | practiced in it when | was an art school student in my junior
year, which was already after its rebuilding.

The theater had caught fire after a performance of The Demon. There was only
one reason, but a lot of speculations. It was a drama not only for The Demon, but
also for the citizens of Odessa. It was said that some committee addressed all
the Odessans, present and past, dispersed over the whole country and abroad,
with a request for donations for the theater’s reconstruction. Over two million
rubles were collected. The theater was rebuilt and the technical part was greatly
improved. Three curtains were sewn and painted, using Alexander Yakovlevich
Golovin’s sketches. His sketches were also used for the new Carmen scenery
and for other operas and ballets scenery for an even better than before theater.
| had the honor of holding the sheets of paper and carton that the sketches of
the artists belonging to the best decorative art school were drawn on. Thanks
to Dyagilev the hearts of many spectators abroad were swayed by the scenery
by these wonderful Russian artists. The half-year that | worked in the theater
gave me a chance to see how these sketches were brought to life. Two brothers
Sadovnikov worked in the theater as scenery-makers. The sixty-by-forty cen-
timeters sketches that entered their scenery-room had to become wings and
backdrops fifteen meters high and twenty-five meters wide, which meant that
every object, house, tree or bush had to become twenty or twenty-five times as
large. This workmanship demanded great skill and mastery, especially consider-
ing that the glue paint, which was used for scenery, changed its color after dry-
ing; when wet, it seemed dark and juicy, when dry, it would easily become light
and weak, unless great care was taken. Korovin’s temperamental brush-strokes
had to become something concrete on the backdrop, a tree or a tent. They used
flat paintbrushes on long handles, using a moving zinc palette, consisting of a
lot of sections with paint solutions. The elder of the two brothers looked like
Golovin’s self-portrait and also wore a gray canvas robe with a big black bow.
The younger brother had drinking binges, which lasted two or three weeks. It
was painful and scary to look at him when he was coming out of a binge. He
looked then like the sorry souls painted by the Peredvizhniki.
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Having completed our round trip and full of impressions, we returned home.
We were met by the warmth of the tiled stove and the hissing of the samovar
with its kettle on top of it, like a crown on a king's forehead. The bright light of
the kerosene lamp hanging from the ceiling shone from under the lampshade
so brightly that it fell on the table like a white tablecloth. Five china teacups
with golden-edge saucers were already on the table together with a silver glass-
holder with a glass for Dad. Manya would put out various jams, butter, bread
and broken sugar on the table just before our return. We would take out pastries
bought on our way home in Aizenberg’s grocery shop. After tea, mother and
Volodya looked through his bag and prepared it for tomorrow’s gymnasium les-
sons. Everything was put into the bag according to the timetable in the pupil’s
journal, which mother held with such awe. The journal was filled almost ex-
clusively with As, and there was a significant part of her effort in each one. We
were washed and put into bed. “Danya, are you asleep?” — | asked the youngest
brother in the darkness. “Yes. And you?” — he returned my question. Yes. And
you?” — | responded to him, and so we went on several times, till sleep took
hold of us. Were these minutes the most blissful in my life? In one’s childhood
all the minutes are blissful if you are warm and full, and your loving mother is
nearby.

The sea could already be seen from the tram windows and it showed itself fully
after we passed the arch, ready to swallow everything and everyone, not from
cruelty, but from love. The long stripe, reflecting the low sun, went from the
horizon to the seashore. The stripe seemingly divided the sea into two parts and
emanated such light that it was painful to look at it, as it is painful to look at a
Volt’s ark that is welding iron.

Lanzheron was defined as the entire seaside and the sea up to Prokoudin’s for-
mer dacha, where on the narrow rocky shore a water station for Soviet workers
was situated, which had formerly been the dacha “Otrada”, with several white
fishers” huts. They stood on flattened ground, captured from the steep edge of
the town, which was encircling almost all of the seashore. The red clay edge
was overgrown with green thorny bushes. Some of the fisher huts were en-
twined by wild grapes and steps made in that very clay and covered by wooden
tiles led down to the sea. The fishermen’s scows after a night’s work of catching
mackerel and bullheads lay resting on the shore. Nets dried up on poles. Oars
stood with their red blades pointing up. Without any wooden or wire fences
this shore melted into a larger sandy shore, called Lanzheron. It was wild and
free of charge, without any signs of civilization of the modern beaches. If one
stood facing the open sea, the “small” and after that, “the deep tract” were to
the left. Apparently, this part of the shore took upon itself the larger part of the
fury of the sea, enraged by the low wind and storming from its very depths; for
that reason it was covered with huge blocks of cement (I had not yet heard the
word “concrete” then.) They had to hold back the passion of the waves and
the shore’s desire to be swallowed up by them. The “deep tract” finished at
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the wooden building of the lifeguard station and the bathhouses with separate
steps for men and women leading into the water. Above this building there was
always a white flag with black anchors crossed over a half-red life-saving circle.
The water in this place was choppy, of the colors of “Berlin blue” and “French
green”. “The deep tract” was a haven for people who could swim but did not
have much time. In revolutionary and post-revolutionary times waifs occupied
it for longer periods of time. They did not come here to swim, but to wash
themselves and their sexless and colorless rags, to search for lice and to shave
each other’s heads using broken bottle glass. While their washed clothes were
drying under the sun, the waifs played cards, “twenty-one”. In such moments
they were also visited by bliss and hopes entered their by now hairless and lice
free heads.

Lanzheron is either a French name or a French word that means something, but
for me it is neither of these, but a part of my life that has remained with me
forever. | started coming to Lanzheron as soon as the seawater — and only that
of the Black Sea where it washes Odessa — could cool my body, which was hot
both from the inside and from the outside. | walked, | rushed, and | ran towards
it to feel its saltiness and bitterness on my tongue, to smell the seaweeds and
the iodine, to fill my lungs with the sea air. | have seen the frozen sea, welded
to the shores of Lanzheron. | have seen you, Oh Sea, stormy as on Aivazovs-
kiy’s paintings. | have seen You without ripple, peaceful as on the paintings by
the artist Marque. | have seen You frozen like steel in a furnace, and | believed
in the terrific idea of Vsevolod Meyerhold for Hamlet’s father’s ghost to walk
on you during the play performance. You wanted to keep me with you a few
times, but apparently took pity for my youth or maybe You even believed in my
talent. Perhaps, now is the time to take me forever? Eh? Perhaps we, who have
not seen each other for such a long time, but love each other so strongly, ought
to become engaged? It cannot matter that | am somewhere far away from you,
Lanzheron, can it? | am always with you, | am nearby.

But on those rare occasions that | went to swim from home Belka went after
me. | never chose the street | lived on as the way to the sea, even though it led
straight to it. There were no trams on my street, but they did run on the parallel
ones, Bolshaya Arnautskaya and Uspenskaya. For that reason | preferred them
to my own street. | tried to be the last one to board the tram, hanging on the
step, so as to be seen by Belka. | did not manage to do this, since there were
a lot of would-be free-riders and it was possible to be one if one was far from
the conductress and could jump off the step easily if one saw a controller. Any-
way, Belka knew that | was riding in the tram, and | knew that she was running
nearby with her tongue hanging, going round all obstacles on her way. When
| got off the tram, having arrived to my destination, she was already looking at
me with a vigilant eye, wagging her tail with such force that it was surprising
that it was not torn off. Belka’s joy knew no bounds. She attempted to jump
up high enough to lick my face and had to content herself by licking my feet.
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She barked at everyone, smelled something, hang back and then ran after me,
breathing loudly, hanging her tongue out. All of this had to prove that she be-
longed to me and | to her.

After the long and gently sloping descent to the sea, | took off my shirt and san-
dals on the beach and tied them up with my trousers and belt. Belka had already
slaked her thirst, having drunk a lot of seawater. Putting the bundle on the sand
and stones, | asked — ordered Belka to look after my stuff and went to the water.
Anyone who has entered cool seawater with warm feet knows what it is like.
| had the same sensations as this everyone. | could not describe them and for
this reason | will not even try. | had a strange feeling that everyone sitting and
lying on the beach was looking at me, like at a man who puts on a new suit for
the first time. This very feeling of a lot of eyes on me forced me to move decid-
edly and beautifully. | entered the water as if it were my element, kicking the
ice-cold water with my feet, not feeling pain in my heels from the sharp stones.
After passing the “above the knees” depth and diving, | knew that | would allow
myself to dive out of the water only at the limit of breathlessness. After putting
my head out of the water, | inhaled deeply and contentedly, starting to row with
the right and the left hands in turn, striking the water with the flat palm so that
the slap could be heard there, on the shore, by the imaginary spectator. Keeping
all the aesthetics and plastics of the movements in place, | turned onto my back
and saw Belka swim towards me. | knew how she had suffered, torn between
duty and desire, the duty of guarding my clothes and the temptation to be near
me. The temptation took over and she entered the water after throwing a last
look at the bundle. After reaching me, she tried to drown me by climbing on my
back, but after quieting down she swam near me, holding her head high over
the water, slapping it with her front paws. After coming out on the shore, she
shook off the water from her short hair, dousing it on the sunbathing people,
provoking their anger and resentment. | lay down flat on the warm beach, put-
ting my head on the bundle of clothes, as if on a pillow.

Belka, being of clearly working-class origins, disdained the vexation of the newly-
rich and rolled a few times in the sand. Then she lied down near me. Both | and
she, feeling deeply contented with our deeds, entered a deep slumber. The great
light that God created on the fourth day after many a thousand years turned my
body into a dry parchment, which could have become a good find for archaeolo-
gists. When | attempted to bend a joint it sounded like dry parchment too. Only
the sea, created by God on the third day, could return the previous elasticity to
my skin. Thank the Lord for everything that he created during all the six days.

Boys selling fresh water wandered the shore, pouring it into a metal mug from
a huge kettle, which was wrapped in a quilt in order to conserve its coolness.
Aged women served hot corn from baskets, which were also wrapped in quilts
in order to keep it hot. It was a graphic demonstration of Joule’s law of the con-
servation of heat.
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The fishers living near Lanzheron knew me well. | often sketched on their terri-
tory, painting their flat-roofed white houses, their colored scows with the wom-
en names that they liked and even themselves, who occasionally modeled for
me. They would give me a scow at any time during working hours to have fun
at the sea with my friends. And if people who could not row wanted to rent a
boat for an hour or two, a fisher would turn to me with the request to row, since
there was not point for him to turn to such trifles. “It is stupid to leave my busi-
ness for such small money”. The master would push the boat into the water and
[ would lead it away from the shore. That was what most of those who rented
boats wanted. | became a gondolier, though with two heavy oars and not one as
is the custom there in Venice, and | did not sing Neapolitan songs either. They
were sitting tensely with their unusually white bodies in underpants and bras on
the aft. | was opposite them, half-turned away, putting the left shoulder forward,
as is the custom among fishers, stressing one of the oars, holding the familiar
rhythm and the right course against the undertow.

We were about twenty minutes away from the shore. My passengers, believing
in me, decided to drink and eat. He took the red tin wrapping off the bottle of
Shustov cognac, opened it with a corkscrew, poured it into a silver wineglass
and gave it to me. The very first mouthful burned me and smelled of bedbugs; |
spit it out into the sea and washed my mouth with seawater.

(Since then till 1956 | remembered this taste and smell. | forgot it in the “Red
Poppy” café in Moscow’s Stoleshnikov side-street, when Alexander Tyshler
treated me to it. | liked this drink for a long time, regardless of brands or number
stars, till | had my second infarct.)

Having laughed at my incompetence, they were drinking and eating, hugging
and kissing each other. In order to avoid discomfort and to allow complete
freedom to their hands and lips, | turned my back towards them, stopped row-
ing and backed the oars and turned my eyes in glasses to where the horizon
divides the water from the sky, or maybe, contrariwise, where they become
one. My enthusiastic client decided to show his Ofelia that the sea was noth-
ing to him and jumped into the water. He dived out missing his top jaw,
which was artificial and made of gold. Even if | had been a scuba diver, |
think | wouldn’t have dived into the water to search for someone’s teeth. But
then even the word “scuba” didn’t exist. | barely managed to pull him back
on board - and almost without his underpants. They were long, black and
wet and they slipped off and showed his unsure ass, which fell on the bot-
tom of the boat. | delivered him, with only half his teeth, and her, with all her
thirty-two ones, to Lanzheron’s shore. Later our sailor, who did not have a
bare piece of skin, only tattoos, liked to tell the story, while drinking a glass
of cheap vodka, of how “Yuhimka, the artist, punched out all the teeth of his
passenger with one strike”.
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In 1931 Yefim Ladizhenski leaves Odessa after graduating from the scenery de-
partment of Odessa Art Institute.

The artist was then twenty years old and he was full of ambition. The teachers
and masters of the university opened a deep well of professional skill to him,
which was enhanced by a half-year internship in the Opera Theater (the scenery
by K.Korovin and A.Golovin was being reconstructed after the fire) and by com-
munication with the scenery artists, the Sadovnikov brothers.

This was Yefim Ladizhenski’s paradigm of thinking as a theater artist. It is hard
to judge his theater work, because, as it is known, performances leave the stage
and few scenery sketches have been left, unfortunately. Ladizhenski’s repertoire
included both Russian (Gogol, Ostrovskiy, Chekhov, Gorky) and foreign (Gold-
oni, Shiller, Balzac, Beaumarche) classics; most of all modern plays — V.Kataev,
I.Sel’vinskiy, A.Galich, A.Arbuzov, M.Shatrov, N.Zarhi and others. The visual
images of these and other performances with all their variety were united by
the artist’s dedication to life-like specificity of the whole and of all the details,
their time and local character — not literally, but in their meaning and spirit, by
his inventiveness in the scenic convention of image and space decisions, and,
finally, by the polychromatic and decorative direction of the scenery, in con-
nection with the ideas of the playwright, the director, and the actors. In some
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cases it was more like drawing adapted for theater, in others — loud decorative
colors and composition, in the third ones — transformation and smooth flow of
one concept into others. One thing, however, was absent from Y.Ladizhenski’s
art as a theater artist, namely demonstrative splendor, exterior effects combined
with scarce or banal images. Later, creating scenery sketches for “Sunset” by
I.Babel, libretto “Thoughts of Opanas” by E.Bagritskiy, “my theme plays”, using
the words of the painter, Yefim Ladizhenski freely and widely used the more
complex language of scenic grotesque and embodied metaphors.

Ladizhenski worked on scenery a lot and with passion; in all, he created scenery
for 76 performances in numerous theaters. During the first several years after his
graduation he mostly worked in provincial theaters — in Krasnodar, Stalingrad,
Tashkent, Ashhabad, in 1945 — Alma-Ata, in 1950-51 — Saratov; also there were
occasional performances in the theaters of Minsk, Vilnius and other cities. It was
a tough, but a very useful school. When in 1935 the Ladizhenski family finally
settled in Moscow, the doors of the capital’s theater’s opened to Ladizhenski.
Starting from the thirties and through the whole war Yefim Bentsionovich worked
at Moscow Drama Theater under F.Kaverin, he also made, in particular, scenery
for the army and the front theaters. In the fifties and sixties he worked at the
Satire Theater, at the dramatic theater at Taganka, finally, the last performance
was in the Malyi Theater in 1964. Ladizhenski also worked at the Moscow Film
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Studio, where he was an artist for two films in the thirties: “Moryana” and “The
Last Night”. The war hadn’t finished yet when Yefim Bentsionovich opened
his first personal exhibition in the small provincial Borisoglebsk, in the Red
Army House, in 1942. It was an exhibition of theater sketches. Y.Ladizhenski’s
reputation as a theater artist was quite high and stable. It grew even stronger after
his 1962 exhibition of theatrical works, enhanced by his landscapes, portraits,
still lives, lithographs, single types, and etchings. In 1967 he participated in the
USSR Theater Artist Exhibition and was a great success again.

Finally, there was the biannual exhibition in San-Paulo, Brazil. In the context
of theater and scenery art of the first half and the middle of the XXth century
Yefim Ladizhenskiy occupied a quite defined position. The scenography of
Russian avant-garde of the 1910-1920, both ultra-radical and of the more
reserved kind, was alien to him in general, especially since its golden age
was by then in the past. Soon after his graduation Ladizhenski designed a few
performance in the spirit of the then-common constructivism, but there was no
continuation. An artist by calling and by “passion”, who valued color above
all as the main medium for emotional and meaningful interpretation of the
scenic image, Yefim Ladizhenski, without rejecting the new experiments of the
avant-garde, decidedly preferred scenic and theatrical art, which was based
on generally recognized aesthetic norms and criteria. “The Russian school of
theater artists, — wrote Y.Ladizhenski, — boasted among its ranks Vrubel and
Golovin, Dobuzhinskiy and Bakst, Chagall and Tyshler, Rabinovich and Falk.
Even when the theater started going into constructivism, the artists who worked
there —Yakulov and Ekster, Altman and Tatlin, — [were] no less based on the
great artistic culture.”

For thirty years the theater remained both the main source of income and the
main, although not the only, subject and content of Yefim Ladizhenski’s creative
life. Life is never still; something happens all the time, sometimes it is something
important, sometimes not: new tasks and problems arise. In 1939 Yefim Ladizhenski
becomes a member of The Union of Soviet Artists. At the same time he gets a
commission for decorative panels for the agricultural exhibitions “Beets” (1936)
and “Northern Caucasus. Crimea” (1939). He used any opportunity to take off
his place and to go to a journey, near or far. In 1959 he went to Tallinn and Riga,
brought a few very good landscapes and became very keen on easel painting. In
the fifties and sixties he did it in Latvia, Central Asia, on the Caspian and Azov
Seas, and in Kosovo. Switching from theater art to easel painting demanded not
only creative but also psychological adaptation. “I had the feeling, — admits the
artist, — of entering ice-cold water after basking in the sun “.

He especially liked to paintin Novgorod, Suzdal, and in the North, where he could
find the inimitable in their beauty and harmony old Russian temples — Kirillo-
Belozerskiy and Ferapontov monasteries on the White Sea, Sophia Cathedral,
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Yaroslavovo Dvorische, Antony’s and Yuri’s cathedrals in Novgorod, the
Pokrova-on-Nerli church. And the workers and miners communities of the
Perm’ area gave birth to the first series of industrial landscapes, impressing by
their grim, somber tones and dramatic intonations.

And then there are the landscapes “The Sun in the Mist”, “Outskirts”, “A Grey
Day” (all — from 1963) and others, recreating another Russia — squalid villages,
somber huts along by-roads wet after the fall rains, likewise somber days.
The colors are mixed a lot in the palette, the sharp feeling of the strong color
plasticity of nature shows the artist’s connection with the Moscow school, the
powerful tradition of the Russian colorism, arising from the art of the “Jack of
Diamonds”, and even earlier, from K.Korovin and the Association of Russian
Artists. In general, it seems to me that Yefim Ladizhenski’s landscapes remain
undervalued in the overall picture of his artistic legacy; the culture of color and
plasticity connects the lyric subtext of the image with the stern, full-hearted epic
of the virgin nature, the space’s fulfillment “in sound” with a deep uncovering
the very heart of the traditional Russian landscape.

Another unique group of works are the watercolors recreating the palace interiors
of Ostankino (1948 and 1965) and Kuskovo (1976). Being a wizard of the com-
plex and very rewarding watercolor technique, Y.Ladizhenski managed to keep
the rare freshness and directness of the painting’s image, without a single cor-
rection or misplaced brushstroke. The texture, full of light and transparency, the
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unified color palette, the harmony of a resounding, if slightly obscured color-
ing, the impeccable space relationships, and, finally the royal splendor of these
grand halls create an impression of a kingly, festive celebration. In the precise
ornament of the parts and the whole an appeal to the epoch of “The World of
Art” can be heard, the epoch of exquisite styling and noble aestheticism.

And when theater obliged the artist to stay in Moscow, he could even work...
in the kitchen. His still lives (watercolor and tempera) are quite “democratic”

in their themes, most often fish, be it roach or flounder, a hen carcass, onion,
garlic, radish, dishes, but the beauty of the painting lifts these modest still lives
to the level of the best works of the demanding artist.




111 | YEFIM LADIZHENSKI — A LIFE IN ART

A time came when working in the theater stopped being a joy for the artist and
became a burden; with regrets or maybe without them, Y.Ladizhenski left it.
“One of the reasons for leaving the stage, — Yefim Bentsionovich explains, —
were the exorbitant demands made by the directors on the visual side of the
performance, they did not limit themselves to dictating what, and where, and
how, but they also designed the performances. For that reason they did not need
an artist who understood theater as an application of plastic ideas, embodied in
the visual images of a play; for that reason technologists appeared on the stage
who could fulfill the director’s ideas in the setup. The easel paintings that were
born under my brush in 1967, could appear only after | left the theater, having
designed by that time more than seventy performances where actors appeared
together with my scenery”.

And later: “After | stopped working for the theater, the bustle stopped, my brain
was freed of other invented images, of places of action and events forced upon
me. | became free of the necessarily present playwright with his play, the direc-
tor with his performance plan, from actors and actresses that did not want to
appear in a violet dress “because it made them look older”. | got a chance to
think about the surrounding world”.

The theater may have remained in the past, but the art of the scenic image
remained with the artist forever. It was not a nostalgic remembrance of youth
spent behind the stage, but a conscious acceptance of theatricality in the broad
meaning of the word as one of the most important components of his creative
method. To be more specific, it would be the creation of the so called scenarios
or librettos as finished cycles of scenery sketches — without hope or reliance on
their embodiment on the stage — for example, sketches to I.Babel’s “Sunset”,
E.Bagritskiy’s “Thoughts of Opanas”, S.Marshak’s “Clever Things”. “Working
for the theater, — Yefim Ladizhenski explains, — with its specific and various de-
mands and possibilities, characteristic, | think, only of the theater, develops the
artist’s imagination, allowing him a certain freedom of choice for composition
devices and methods of expression. For this reason | continue to paint theater
sketches to this day, | express my artistic ideas and my ideas of life in this genre
[...]. The plays or dramatizations that | choose demand five or more sketches.
This makes it easier, in my opinion, to express myself and the author’s concept.
It is the same desire to speak myself that leads me when | am working on still
lives, landscapes, and portraits”.

Yefim Ladizhenski was “speaking himself” throughout his whole creative life.
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All of us come from our childhood - this banality does not become less true no
matter how often it is repeated. It refers to Yefim Ladizhenski in its most direct
meaning. His most important creative achievement bears that very name, “The
City of My Childhood”. This saga of Odessa has about two hundred (sic!) chap-
ters of a unique epic and lyric story told in color and lines.

“The way to the dock” was a long and winding one. The first paintings of the
cycle appeared in 1962, but the conditions for fulfilling the idea came only at
the end of the 1960s, when the artist parted with the theater and devoted him-
self fully to easel painting. “Thus | became closer to the goal | dreamt of [...] and
came to my home on Bazarnaya street, and then Rakovskogo, and then Koop-
erativnaya, and then Kirova street in the Odessa of my youth, came to the place
of action without leaving my easel and canvases on Vavilova street in Moscow
[...I. “Now, when the bustle has passed after all these years, — Ladizhenski
continued, — when a large part of life is behind me, when | am alone with my
self, the images of my youth appear before me, the images of my Odessa, | am
dreaming of my youth and painting my dreams”. The artist could no longer bear
on his shoulders, so to say, the burden of nostalgia (even though he did not like
this word) for the country of his childhood. The artist compared himself to... a
ship returning from a long journey: “And if a ship, as a metaphor, returned to
its dock to have some rest, to get rid of the shells that are stuck to its bottom,
so did | breathe lightly and freely after returning to my past. This past became
the present for me and through my mastery and my skill in expressing it it will
become just as real for others. Oh, the past was very diverse, even in a small
area of its actions. It demanded a lot of cartons and canvases and more than
ten years of hard work to capture it.” Day and night the streets and boulevards
of Odessa’s past appeared in the artist’s memory and imagination, the infinite
flow of Odessans speaking in many voices traversed them and the only way to
be free of these visions was to embody them in the living and pulsing flesh of
images on the paintings, to give them a separate and self-contained being.

One more thing. The return to the Odessa of his childhood became for the art-
ist a kind of escape from the reality that pained and offended him so much into
the city of his childhood, where he had been so happy. Throughout his adult
life Yefim Ladizhenski was engaged in an interior, undeclared confrontation
with the Soviet reality. “The City of my Childhood” turned out to be one of the
adequate forms of this hidden conflict.

I would like to dwell upon one thing that apparently does not bear a direct rela-
tion to either professional art or art criticism. | mean sincerity and directness
in art, which can take the meaning of aesthetic categories in certain circum-
stances. This is supposed to be understood; an artist’s sincerity as one of the
components of the image structure is usually taken for granted, however, such
equilibrium of evaluative balance is by no means universal. Yefim Ladizhenski
was an artist of absolute candor; his pitch-perfect ear rejects the smallest insin-
cerity. The edification and preaching, so common in Soviet art and so tiring for
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everyone, are completely alien to the artist; he idealizes and beautifies neither
his heroes, nor the Odessa of the roaring twenties — the city of Isaac Babel
and Benya Krik. On the other hand, he does not lower them or laugh at them
either, but only smiles at them and paints them like they were depicted in the
memory of a contemporary. Not of a dispassionate observer, but, using the art-
ist’s words, “an active person, a deeply-feeling participant”.

It is both hard and easy to write about the pictures that form the cycle “The City
of My Childhood”. Easy, because the series is characterized by an almost classi-
cal unity of time and place of action, together with a unity of style, manner and
means of expression, with all their variety and flexibility. Everything is clear and
there are no hints or secrets, no allegories or complex metaphors and associa-
tions, psychological tricks, etc. However, should one look at the cycle more
attentively, an overabundance of riddles can be seen... Hard, because each of
the two hundred paintings is a complete work of art and deserves, if for no other
reason than that, at least an attentive analysis. Taken together, they form a single
mosaic of Odessa’s being and everyday affairs and the loss of even one piece of
glass would become a loss for the integrity of the whole.

The cycle of paintings, as has already been said, consists of two hundred pictures
and a description of one or several might mean a slighting inattentiveness to oth-
ers, no less important and interesting. This motley, noisy, vocal world is more
densely populated than any country or city on the planet. Here is the popula-
tion census, made by one of the critics: men and women, children, old men, old
women, grocers, businessmen, rogues, artisans, prostitutes, solicitors, rabbis, po-
licemen, bandits, rich men, performers, cart drivers, sailors... Occupying: streets,
boulevards, markets, cafes, workshops, theaters, apartments, restaurants, yards,
synagogues, dens, graveyards, banks, beaches, shops... In these paintings every-
thing is the most important thing and not the most important one, meaningful and
meaningless. Accepted social hierarchies have been turned upside down.

This is “all of Odessa”, consisting of tens and hundreds of Odessans and, evi-
dently, individualization of each and every one of them is not only an impos-
sible task, but also one that does not fit the overall scheme: it was an epoch of
mass actions and mass conscience as opposed to “old regime” individualism.
People on Ladizhenski’s paintings have similar faces or, to be more precise, are
faceless, and that is not an artist’s whim, not a trick, but a law of memory, of
introspection of the space taken together with historical time.

The expression “all of Odessa” has a certain ironic subtext, however here it is
not a mere hyperbole, but a genre characteristic. It is not a fruitful task to list
Ladizhenski’s plots, since any omissions can turn out to be significant. And
the concept of classification is too academic and does not correspond well
with such a living and creatively unpredictable art phenomenon as “The City
of My Childhood” seems to be. Of course, there is no point in bringing all
these works to the common denominator, but it would be interesting to fol-
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low some threads that bind some or other works into a certain kind of unity.
For example, “massovki” (large crowds) as a characteristic part of the society’s
activities in the 1920s. This shows in “Pioneers’ Parade” (“We Are Smiths...”),
and “R.Luxemburg Factory’s May Outing”, “Hurray For May the 1st”, and “The
Garden of Sobriety”, and in many others. This is closely related to scenes of
the new everyday life-"The Public Library”, “The Lunch Recess”, “In Bershad-
ski’s Studio”, and “Stolyarski’s Music School”. These paintings are paralleled
by those showing not the formal parades, but the traditional and spontaneous
crowds-"Bazaar”, “Deribasovskaya”, “After the Bazaar”, “Waves of the Amur”,
“Morning at the Old Bazaar”, and others.

One moment the crowd is roaring, flooding the streets and squares, the next
one it is slowing down and small groups separate from it, be it the patrons of the
“Bear” restaurant or “Ex-Fancony’s Cafe”, a woman-worker at mackerel-salting
or the laundresses of “The Big Laundry”, the ever-present spectators of any
street performances or happenings-the circus, wrestling, burials — of the actress
Vera Kholodnaya or the director of Tserabcoop.

If one is so inclined, one can single out scenes of Jewish life: “Hanukkah”,
“Hupa in Zinger’s Dance Class”, “Frieda Is getting Married”, “Shoihet”, “A Jew-
ish Wedding”, “Synagogue”, “To Sarah from Fima”, “Simhat-Torah” and others.
Here we find a lot of juicy, kind humor, a lot of warmth and evidence of the
artist’s goodwill towards the subjects of his paintings and his viewers. The city
opens up its “private life” with such plots as “Waifs at the Deep Tract”, “In Isa-
kovich’s Bathhouse”, “Borya-the Wonder Child”, etc.

In this respect, the paintings’ resemblance to life and historical validity are very
important, and correspond to the level of our trust in them. Of course, one can
test this using comparison with literary sources. Here is just one example from
I.Babel. “The wind was staggering past the benches, the sunset’s shining eye was
falling into the sea, and the sky was as red as a red number in the calendar. Trade
was already over on Deribasovskaya, and the bandits rode to a whorehouse on
quiet street. They were riding in varnished carriages, dressed up like humming-
birds, in colored jackets, with bulging eyes and one foot on the foot board, and
in the steely outstretched arm each one held a bouquet, wrapped in cigarette
paper. The shiny carriages moved in a trot, each holding one man with a bouquet
and the coachmen, hanging out of their tall seats, were adorned with bows, like
bridegrooms on weddings. Old Jewish women followed the procession lazily
with their eyes — they were indifferent to everything, these old Jewish women”.

Yefim Ladizhenski’s painting “Bandits Are Driving to Make Love” is close to
I.Babel’s text, but it is not of literary origins: the artist did not create illustra-
tions, but used his own deep well of impressions.

The artist was attached to and loved his native city tenderly; this love was not
without a good dose of irony, irony not of the caustic and destructive kind, but
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a benign, well-wishing one; it seems to me that this kind of irony is a part of the
Jewish national temperament and, correspondingly, of Jewish art.

“Bitterness and kindness, sadness and humor, sorrow and laughter, — Yefim
Ladizhenski wrote, — which always accompanied my people and allowed it to
deal with all its troubles, — are a national characteristic of a Jewish artist or of an
artist whose ancestors were Jewish.”

Time flows like sand between our fingers and in our memory the twenties, the
years of the artist’s childhood, become “the good old days”, and irony turns into
elegy... With this regard we allow ourselves to quote a lyrical passage, writ-
ten by one of the critics, I.Leschinskiy: “No longer could we sit under a café’s
striped canvas in white T-shirts and white tussah pants, fly along the boulevards
in a fast carriage, to eat more than we wanted or needed to on someone’s wed-
ding, to stare with awe and admiration on hearse horses under a white cover
and on the deceased in white shoes in an open casket, listen to the loud wailing
of the brass band’s Chopin march. And the boy who stands there among the
spectators could certainly be me, but | shall never be able to meet him...”

Let us omit the quite common, although not mandatory, stage of artists’ biog-
raphies: the stage of material collection, since there was no need to look for
anything. “I did not have to invent anything, — Yefim Bentsionovich wrote, — |
did not have to strain my memory, “Klaas’s ashes knocked on my heart”, as in
Eulenspiegel’s case. Thus my Odessans, my relatives and non-relatives were
leaping on the canvases, settling on their surfaces. And all of them were the
most important, and all of them were dear to me, and that was the reason | had
to stop using the classical airy and linear perspective — in order not to offend
any one of them. And they chose their place on the painting themselves, taking
it with comfort according to their place in the story.”

Here we closely approach the issue of primitivism as a part of the artist’s creative
method. Many critics classified Yefim Ladizhenski as a primitivist and thought
that this solved all the problems: one of them even found place for him in an
article, entitled “Naive Art in Israel.” In truth, everything is not quite as simple:
Yefim Ladizhenski was neither naive nor primitivist by all characteristics, but only
a very relative primitivist, in other words, a masterful artist with professional edu-
cation works under the tenets of primitivism quite consciously, finding a source
of creative renewal and direct artistic experience in this way. Israel art critic Mark
Sheps said the following about the determinants of “Soviet primitivism”: “Such
a manner allows a Soviet artist to kill two birds with one stone — to move as far
away as possible from the official Soviet realism without abandoning the visual
reality”. This is probably so, but this is not the whole truth. All these judgments
and circumstances do not tell us the most important thing about the artist: Yefim
Ladizhenski was first of all a first-class painter, and he remained that in all every-
day and creative situations. This means that color was not the only, but still the
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most important means of expression, bearing a huge significance: it shows the
meaning, the composition and the emotions of the paintings. The painting “An
Inn Yard” would alone be enough to gain a place among the best colorists of his
time for Yefim Ladizhenski. One of the critics and spectators perceived the fol-
lowing palette of Yefim Ladizhenski’s paintings: “Sad is the black-and-white epic
of the revolution, depressing is the black and dark-green in the picture of the cold
winter street in a hungry year; touching is the piercing green-blue of “Evenings at
the Old Market” and one becomes terrified after entering the scarlet flame, which
seems to be spreading from “Our Theater Is Burning”.

Perceiving and reading a painting is also an art of a sort. Not the ordinary, every-
day, but a special artistic vision of the painter, his position and attitude towards
the subject of his painting are probably the most difficult to see, but also the most
important in understanding the artist and his paintings. “Odessa” is the artist’s
memory, a stop frame of a kind. The Odessa of Y.Ladizhenski’s paintings is the
city of his childhood, the city seen by a child and a teenager, but recreated not by
a child, but by a mature and experienced artist. Is it possible to combine these two
visions of the past? If only the conventional language of professional art stays in the
paintings, they will become devoid of the naivete of “an eyewitness in short pants”
and of the charming “dreams of childhood”. “Naive” styling will dim the charm of
natural sincerity of the author’s intonations. Yefim Ladizhenski managed to com-
bine these approaches organically, without affectation, in a single image system, to
find this language and to persuade the spectator that it is the most adequate one in
this creative situation, perhaps even the only one possible.

This duality or, more precisely, the doubling of the visions of a child and the
adult artist, who grew out of that child, forced Ladizhenski to revise many of
the basics of traditional art, which seemed immovable before, and to introduce
elements of “play”. He began with phasing out the traditional linear and, while
he was at it, atmospheric perspective. The surface of the canvas, which was
returned to its initial status, turns out to be hardly compatible with the literate
character of traditional vision, with its volume and depth of space. The artist
seemingly smoothes out the space of a street or a boulevard, laying down the
houses, and colors all this ornamental and rhythmic geometry with a variety of
fascinating details. And these are not tricks, not a way to demonstrate virtuosity,
but a method of clearly and persuasively reaching each and every viewer in all
the details. Moreover, the absence of a real perspective has another important
meaning: we, the spectators, after being dragged by the artist into the scenic
area of his heroes and, at the same time, being removed from the episodes that
take place, turn out to exist in a different space and this impenetrable barrier is
the barrier of years that have passed without return, more than that, of historic
epochs, which have become a legend and an undying memory. There is a glass
wall between the actors and the spectators: everything is visible, but they can-
not and ought not to communicate.
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The element of play, balancing on the thin line between “it is so” and “as if”,
shows it face occasionally in the most unexpected and paradoxical situations,
episodes, and details. The patrons of Odessa’s restaurants and cafés are com-
fortable by the tables, but these are only the poses of sitting people — the chairs
are not there! The spectator sees this oddity not in the terms of elementary like-
ness to life, but according to the laws of play and an agreement of sorts between
the artist, his subjects and his viewers. The boring seriousness vanishes, giving
way to Odessa practical jokes, giggles, and smiles: after all this is not Paris,
Texas, but Odessa, the world capital of humor!

The element of play flows out onto the streets, transforming the city into a
marvelous scenery, where one can find two-dimensional trams, astounding rail
intersections, the patterned cobblestone pavement seen from above, but the
houses, trees and the coach-drivers in orthogonal projection.

Yefim Ladizhenski’s works and imagination are sharply paradoxical, and the
Odessa series is an example of that. The artist does not follow the two-dimension-
al, unambiguous verisimilitude, but his free and unfettered imagination: his paint-
ings are both stories and tales and, at the same time, parables, myths and legends
of a unique gay city, embodied in the light and color of a symbolical space. This
conventionality is theatrical in its nature. There are single actor theaters, but Yefim
Ladizhenski’s paintings are a single artist theater, shown on the canvases’ surface.
Furthering this point, one of the critics describes the following: “A performance
of human life is going on, which started in Odessa and was finished in Moscow.
Soon the director will come and give a sign and the stopped frames of memories
past and future will come alive: the carriage and Odessan bandits will start mov-
ing, people in bowler hats will start walking, the old Jew will raise his Passover
glass, a fiddle will start playing...” The artist himself is the author and the direc-
tor, and the decorator and the main hero of this fascinating performance. “The
City of My Childhood” become the crowning achievement of Yefim Ladizhenski’s
creative work. He painted one hundred seventy-six works in his Moscow studio,
and added approximately twenty in Jerusalem. However, it turned out that it is
not easier to finish working than to start, for it is said in the Babel Talmud: “You
are not obliged to start your work, but nor are you free to end it.” There is a taste
of bitterness in the artist’s confession: “Oh, how many times did I think that the
new canvas, standing against the wall, was the end of my series and the end of my
past life! But on the morning of the next day | put the next white canvas, grounded
by me, on the easel in my studio and left house number 100 on Bazarnaya street
(later renamed Rakovskogo street, and later still Kooperativnaya and Kirova) in my
mind’s eye and went to the old bazaar or turned on Preobrazhenskaya street. And
[ was walking in my distant past, feeling the warmth of the sun’s rays or the cold
of the “Goryshnyak” wind, the smell of roasted chestnuts, or the nipping taste of
Seltzer water with the “fresh hay” syrup, the sound of a tram’s bell or the horses’
hooves, pulling carts or buggies, and again, and again paintings were born and
so it was for more than ten years and more than one hundred seventy paintings.
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Some of them turned out better, some worse, but all are mine and all are dear to
me, and | am fully responsible for all of them”.

This responsibility to Odessa and its inhabitants was carried by Yefim Ladizhen-
ski with love and pride. “Ladizhenski’s paintings are musical, — the author of
“The City of My Childhood” album concludes, — their intonation is definite. He
speaks of kind and celebratory perception of the world — then and now.”

Once, having closed the book he just finished reading, Yefim Ladizhenski felt
that Isaac Babel entered (broke into, rushed into...) his life strongly and forever.
This was not only because out of all the unimaginably various colors of the world
the artist loved those that were present on the Odessa palette; deeper issues
were in action. “For me Konarmiya” — says Ladizhenski, — played the same role
that the Bible and myths did for a multitude of artists-a reason and a stimulus for
expressing my feelings and experiences”.

[saac Babel’s book became his book and he never parted with it. Obviously,
there was a significant difference: Babel was an eyewitness of the events and
took a direct part in them, whereas Ladizhenski perceived them only indirectly.
This distance was, to a certain extent, shortened by the wonderfully intense re-
living of the text by the artist, re-shaping it into the material of art, changing
literature into the visual images of paintings and drawings.

(Since the title “Konarmiya” cannot be adequately translated into other languag-
es, in translations, — and there are more than twenty of them, — .Babel’s book is
entitled “The Red Cavalry”)

The importance of “Konarmiya” in Yefim Ladizhenski’s creative career is im-
mense. Babel’s stories of the Russian Civil War moved the artist to think more
deeply of the “accursed” questions of existence that interested both the writer
and the artist so deeply, - life and death, loyalty and betrayal, love and hate, the
animal and the spiritual in the human being, and finally, a “personal” question —
the Revolution and the Jews. It is known that an artist thinks with his paintbrush
in hand and fulfills his thought in the flesh and blood of the painting’s image.
Yefim Ladizhenski did not enter this gravitational field as an outside observer,
but as a creator, and this became the reason and the moving force behind a new
stage of his creative work, not only of the appearance of new subjects, plots and
characters, but a renewed style and, speaking even more broadly, a renewed
way of seeing the world.

Babel in a way freed the artist’s creative conscience, gave him a breathtaking
feeling of freedom of expression. “Babel is closer to the artist than anyone else, —
wrote a friend of Ladizhenski, the artist Valentin Polyakov, — thence the sharp
transformation of Babel’s images in the paintings, however far from being a mere
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illustration. The source is pure and pure is everything else, despite the harsh real-
ity of the collisions and naked passions”. Ladizhenski was swayed by the unity of
the lyrical and the ironic in [.Babel’s stories, of the astounding precision of nature
descriptions and a special kind of grotesque, by the daring metaphors and unex-
pected hyperboles. And, too, by a passionate refusal to tolerate wordiness, empty
talk, pretentious rhetoric. Babel refused decidedly to smoothen up and beautify
life and history; he literally walked on the brink of what was allowed, on the brink
of brutal naturalism — as opposed to morals and edifying banalities, and relaxed
sentimentality. The writer spared neither friends, nor enemies, and his demands
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towards his heroes were strict and unrelenting. It had not been an accident that
Babel’s “Konarmiya” provoked the fury of the ex-commander of the First Cavalry
Army, S.Budennyi, and only the protection of Maxim Gorkiy saved the writer
from serious consequences. Forty years late Ladizhenski reacted to this conflict
in his own way: two horsemen, and instead of their heads there are half-length
portraits in gilded frames of Army Commander Semyon Budennyi with his famous
mustache and Klim Voroshilov. It was certainly a weird and scary situation, one
could say a surrealistic one.

Ladizhenski’s road towards Babel was not a straight or smooth one: “I was not
able to get to working with the material of 1.Babel, a wonderful writer from my
city. He was inapproachable, and this robbed me of belief in myself. Only in
1964, when | was 53 years old and already twenty years older than the Babel
who created “The Sunset”, did | paint sketches for this deeply truthful play; later
[ also made a scenic interpretation of “Konarmiya” and painted scenery sketches
that were shown on the Soviet Exhibition of Works of Theater and Cinema
artists and on the San-Paulo Biannual exhibition. | have been painting themes
from this great tragedy for more than two years. These are not illustrations, even
though they do have the work of literature as their source”.

Here is one more comment by the author on his creative process. “The first step
towards the desires that have been growing in me, perhaps even hopes and
dreams, were the paintings | did after reading Isaac Babel’s “Konarmiya” many
times. And they did not appear all at once. Before that | had created a script
of this work, my own theater and scenery, moved my scenic performance to
canvas, and the plastic expression (that which is called form) was born by itself.
Only later did | turn to compositions, where not the background played the first
fiddle, but the people who took part in them”.

Thus a series of paintings based on Babel’s “Konarmiya” was created in 1967-68,
and it was pure Ladizhenski, not a “commentary” to Babel.

“The Rabbi”, “Ghedali”, “A Song”, “Chesnik”, “Trunov from the Squadron”,
“The Rabbi’s Son”, “Treason”, “The Widow”, “Salt”, “The Story of a Horse” and
others are all like a storm of creative energy, fed by the high frequency electric
current emitted by Babel’s prose.

The artist does not strive for literal accuracy of time and place of action; it was more
important to recreate the atmosphere that permeated the book, the atmosphere of
drama, and the tragedy of the eyewitnesses and participants of the civil massacre.
The writer, and the artist after him, force us to look at these collisions with the
eyes of contemporaries, including those who had been drawn into the deep and
prolonged standoffs between the revolution and the Jews.

The relationships between those last two were ambiguous and tangled. On the
one hand, the destruction of the pale and the removal of the distressing, almost
mystic, power of the ghetto, the hope for ethnic equality and the Utopian
perspective of a bright future could not fail to gain the support of the Jews for
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the revolution. How great and powerful illusion is! “This is wonderful, this is
revolution —the wise Ghedali exclaims, — and revolution is a pleasure too [...]
Revolution is a good deed by good men [...] And | want an International for the
good men, | want every soul marked and given first-rate provision”.

But there is another side: “The Pole shot, because he was counter-revolution.
You shoot because you are revolution [...] But good men don’t kill. This means
that the revolution is done by evil men.”

All of this is permeated by the Jewish mysticism, a horrible, from the common-
sensical point of view, mix of revolutionary enthusiasm and Biblical wisdom, of
radical freethinking and Talmudic tradition. (An immediate example: the First
Cavalry Army soldier Isaac Babel and his own words: “A Jew on a horse is no
longer a Jew”.) And here is what 1.Babel says about the son of a Zhitomir rabbi
and a regiment commander llya Bratslavski: “Everything was heaped together
here — agitator’s pamphlets and a Jewish poet’s notes. The portraits of Lenin
and Maimonides were lying side to side, the wiry iron of Lenin’s skull and the
dim silk of Maimonides’es portraits. A lock of a woman’s hair was put into the
volume of the Sixth Party Congress decrees, and lines of ancient Hebrew verses
were scribbled in the fields of Communist pampbhlets; they fell on me in a sad
and sparing rain — the pages of the Song of Songs and revolver rounds. The
artist also shows an old rabbi upside down with a Torah scroll and at the head
of a table, surrounded by likewise sorrowful Jews in hats and with beards. The
writer’s forefathers, who were invisibly standing behind his shoulders, gained a
new life in the paintings of his fellow townsman and contemporary.

“Konarmiya” greatly changed the art of Yefim Ladizhenski. The realist author of
mother’s portraits, landscapes, and still lives, the author of “Odessa tales” —not
by Babel, but by Ladizhenski, with their, so to say, “naivete” and very peculiar
primitivism is changed into a “baroque” Ladizhenski with his newfound passion
for stark contrasts without halftones and astounding hyperboles. The sense of pro-
portion that characterizes most works by Yefim Ladizhenski, is no longer a must.
(I.Babel: “The sunset’s flames poured over him, raspberry-colored and unlikely as
the impending doom.”) Following Babel, or, more probably, of his own accord,
Ladizhenski becomes interested in the unusual, the extraordinary, the out-of-the-
way. In the second, black-and-white, version of the drawings for “Konarmiya” the
“baroque element” is felt even more clearly: “Here the forces of nature, woken
by the revolution, rage murderously and chaos reigns, — wrote one of the crit-
ics, — drapery is ablaze, the dynamics of its creases is shown in unusual views
and in new perspectives. The planes of vision are shifted, a game is played with
the contrast of black and white, and a burning candle — an eternal symbol of hu-
man life and its finality — is present on all the sheets of the series. The will and
the thought of the artist defeat the elements on them; the mastery of the stroke
and the drawing in general is astounding.” The image system of the art epic of
“Konarmiya” is organically permeated by phantasmagoria, techniques and im-
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ages alluding to expressionism and, perhaps, even surrealism. Wrought-up and
strained, verging on hysteria intonations can be heard in the painting bearing the
long title-quote: “Where can you find another one like my father?” The gloomy
three color combination of blood-red, midnight black-blue and blinding white,
a toppled candle and the full moon behind the broken-into window — all of this,
without repeating Babel contextually, turns out to be close to his prose, first of
all, in the emotional tension of the image system and its visual representation.
The image of the wise old Jew Ghedali has been also visited many times by Yefim
Ladizhenski. On one of the paintings Ghedali is sitting on a gramophone, which
was mentioned in the short story, and soaring over the borough. The motif of the
spirit soaring over the shtetl, which had been used by Chagall, does not diminish
the creative independence of the artist. And the indirect correspondence with the
well-known 1920s series by A.Tyshler, “Civil War in Ukraine” and “Makhno”, is
apparently not coincidental. “Konarmiya” has always been Yefim Ladizhenski’s
favorite child, he valued this work very much, and when he was separated from
it he created a second version in black-and-white graphics.

The series based on E.Bagritskiy’s poem “Thinking of Opanas” (1965-1967) is
in many respects close to “Konarmiya”. The artist named this cycle a “libretto”,
but the poem was staged not on paper and not on a stage, but in paintings, that
can be perceived both as scenery sketches and as self-sufficient works. The
main tone of the series, dramatic and worrying, was defined by the very expres-
sive curtain: carts toppled sideways. The tension grows, until it finds release in
the concluding scenes “Kogan’s Murder” and “Makhno’s Defeat”.

Outwardly everything went well. Yefim Bentsionovich had a studio on Vavilova
street; it was comfortable to work there; friends and colleagues visited him. Ladi-
zhenski was friends with Alexander Tyshler and the theater artist A.Vasiliev, com-
municated with N.Tseitlin, valued the art of V.Weisberg highly. Such magazines
as “Teatr”, “Tvorchestvo”, “Moskva”, “Yunost”, “Ogonyok”, “Sovetisch Heimland”
and others wrote about Ladizhenski; in 1975 the album “The City of My Child-
hood” was published by the “Soviet Artist” publisher. And yet, after his mother’s
death in 1970 Yefim Bentsionovich speaks of emigration for the first time. Mean-
while, the artist’s daughter Victoria and her two children went to Israel.

The son Victor, however, had to wait a year to be allowed to leave. It was be-
coming increasingly more difficult to live and work; there was want of air. He
did not find the understanding that is so badly needed by every painter.

In 1977, when Yefim Bentsionovich had his second infarct, he began thinking of
leaving again. He was most worried by the fate of paintings and drawings, the
result of half a century’s work. With great effort twenty thousand rubles were
found to pay the he levy (for his own works!), which was the average salary for
ten years. This was enough for 620 paintings and drawings. Some things were
purchased by various museums, including the A.Bakhrushin’s Theater Museum,
but this did not solve the most important problems. The most painful blow was
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the prohibition against the “repatriation” of the “Konarmiya” series. No efforts
could help, and the paintings were put into storage at the Ministry of Culture.
“At first father wanted to create an association of artists, which could persuade
the powers that be to create a repository for paintings; in this way the paintings
would be available for exhibitions at first demand and get there in a good con-
dition. Father knew that store-rooms in Russia were graves for paintings”. Ladi-
zhenski went to A.Plastov, the Kukryniksy, to some others, tried to persuade
them to support the idea, but all was in vain.

There was no choice. The artist did not want to burden anyone with this huge
amount of works. And so, Yefim Ladizhenski takes a desperate measure: he
destroys about two thousand paintings, watercolors, and drawings... Only a lot
later, already after the death of Yefim Ladizhenski, does his son Victor manage
to free the imprisoned “Konarmiya” from the ministry’s storage. The dramatic
parting with Russia influenced the artist a lot. The wound in his soul never
healed; one has to assume it shortened his life.

“ Am in Jerusalem”, “I Am in Ramot”, “I Am in Israel” — this trilogy of paintings
marks the artist’s arrival to Israel in 1978.

A new life was beginning, and it was beginning with the taste of bitter
disappointment. Yefim Ladizhenski was never too keen on the “Jewish question”,
and, at the same time, he always possessed a developed ethnic feeling: at all
times and in all circumstances he felt himself a Jew. “I am not a religious man, —
he used to say, — but my leaving Russia is purely a Jewish act. | could not go
to France, | did not stay there, even thought it was recommended to me, or in
Vienna — by no means — | had to come here. But now | feel that there in Russia
| was more of a Jew than here”.

The artist lacked Jewishness in Israel, the only Jewish country in the world.
Yefim Ladizhenski either could not or would not see and accept that there was a
huge difference between Russian Jews, among whom he grew up and formed as
a personality and as an artist, and between the Israelites. “I came here with such
love and such hope, and now | am hurt, because this is not a Jewish country. |
do not analyze, but | state this purely emotionally: Israel isn’t Jewish. They do
not have any imagination! Are these supposed to be Jews? Only everything from
the West and America is valued, but Israel cannot be a western country, she has
other roots, and other forms of existence. Jews in Israel lose their Jewish spirit
and form, start looking up to the West, to everything American, and this makes
me very sad”.

Yefim Ladizhenski immigrated to Israel being already an aged man, with his own
already formed system of views, ideas and preferences, and it was hard for him to
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accept in their the place an entirely different world view. Yiddish, which sounded so
nicely in Odessa’s streets and boulevards, could seldom be heard here, and Yefim
Bentsionovich was unable to come to grips with Hebrew. A decisive opponent of
the totalitarian Bolshevist regime, he was perplexed upon meeting what he thought
to be repression of freedom. “I figured that they had to have a totally different kind
of state here, and now | don’t understand where democracy ends and something
totalitarian begins: say, my granddaughter has to study Tanach at school. But if it is
a democracy, why does she have to study it?”
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The alienation deepened: the issue was no longer one of being integrated into the
art of modern lIsrael, but of rejecting it, of mutual misunderstanding. Ladizhenski
was very far from official Soviet art, from the dogmatic understanding of Realism,
especially Soviet Realism. At the same time, he could not understand or accept
the ways and laws of the art market and free trade; too many things shocked him,
offended him, and annoyed him in the surrounding reality. “l do not accept any
of the various “-isms” —it might be that | am obsolete, but this cannot be helped.
Formal art is always and everywhere alien to me, come on, how long can one
speculate on this? No one is proud of his ethnic roots, the artists do not try to
express their national spirit [...] the heart of the matter is not in writing only Hebrew
hieroglyphs, but in the spirit that the artist can express.” And further: “The money
side of the question influences the artist a lot here. In Russia it is very weak, in fact,
it is almost absent. This is very important and for that reason | look down upon
those who look down upon us, the painters who come from Russia “.

The situation was becoming increasingly more difficult and that influenced the
mood of the fragile and very lonely artist.

Torn out of his habitual creative environment, from the circle of friends and
peers, Yefim Bentsionovich was very depressed by this forced isolation. His lack
of Hebrew knowledge prevented him from communicating with the local artists,
limited both creative and ordinary life contacts. There were, however, new
friends — artists, poets, critics, but this did not change the situation significantly.
The Ladizhenskis were given a two-bedroom apartment-cum-studio, in a not
too cozy or picturesque Jerusalem neighborhood, which almost lacked greenery.
He lived and worked in a new apartment that did not become comfortable,
forgetting about art because of the necessity to earn money under the motto
“everything is for sale”. But there was no issue of a “second emigration”. “I
shall never leave this place, to be here is my fate, and my physical condition
would not let me to do so anyway. And | have also understood that nothing is
interesting for me anywhere in the world, just as it isn’t here. | feel well only in
front of a canvas, while | have something to say”.

He did have something to say: he stood in front of the easel every day at dawn.
In his words, “he painted canvases”, and this was the only thing that allowed
the artist to go on living. He worked a lot, in full force, in spite of age, ailments,
everyday problems, etc. Perhaps he foresaw the nearing end of his life. And for
memories and unabaiting sorrow there were the nights without sleep or rest.

The pain of parting with the favorite child of his effort, “Konarmiya”, did not
subside. In Jerusalem the artist tries to recreate these works: he did eighteen
large black-and-white drawings, based on Babel’s motifs.

Some turned out well, some did not, but in any case it was a continuation of that
life, and the painter valued this. He did not mark the dates on the drawings, so that
one seemed to flow smoothly into another, and thus an illusion of a continuation
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of time and space appeared, an illusion of continuous creative processes. “The
City of My Childhood” did not let go of him either: the Odessa cycle grew by
twenty large scale canvases in Israel. Yefim Bentsionovich did not live only in the
past; the door into the world of his imagination stayed open. But it was mostly
open not for Israel impressions, but for those things that he had seen and lived
through during his many years and that had patiently waited for their time to
come. In Israel the artist draws a lot and with great zeal: his drawings constitute a
special and a very interesting part of his artistic legacy. Ladizhenski always made
drawings; he made especially many in the seventies in Moscow. This was when
he began and developed the graphic cycles “Self-portraits” and “Carcasses”.

The series “Carcasses”, which was continued in Israel, contains some of the
most interesting and original works by Yefim Ladizhenski. The first impulse for it
was given by visiting the studio of sculptor friend: the armatures of future works
seemed to live their own hidden lives. This ghostly, almost surreal, paranoid be-
ing, so like the human life, bitterly and mercilessly copying it, made a strong im-
pression. A carcass under an umbrella, a carcass of a girlfriend — and soon there
are two of them; a carcass with newspapers, with a bottle of vodka and with a
fish, in a thales... The behavior of the carcasses, these “substitutes” for humans
and human impressions, becomes aggressive, deadening lyric intonations. “This
strange world, — wrote the painter’s daughter, — seemingly unreal, but with all the
elements of reality, drew one into it and enthralled one by its sharp dynamics”.

The graphic series “Roots” (1980-1981) continues essentially the same theme,
although in a different way, of tragic alienation and isolation from the real world.
In the opinion of the artist’s daughter, the image’s allegory can be decoded in
this way: “The helpless roots, tired of living, shone with a wise resignation to
their fate”. Probably, another reading is also possible: the artist himself had
not resigned, but went on struggling against fate till the very end. One of the
critics posited that in “Carcasses” we can “feel the alienation of the symbols of
Christianity”, whereas the cycle “Roots” “expresses the artist’s desire to find a
literary symbol for his aliya (repatriation)”. To be honest, these interpretations
seem too far-fetched: it is hard to believe that Ladizhenski used such contrived
associations.

Meanwhile, “Roots” were in a way continued by the graphic cycle “Plants of
Jerusalem”. Freed of allegories, they win the viewer’s regard by their meticulous
attention to detail, by the masterful technique, and by the author’s fantastic
patience.

In the numerous series “Self-portraits” Yefim Ladizhenski peers into his own
self and inner world strictly and closely; and there is no sterner judge of him-
self than him. Ladizhenski’s self-portraits are very specific and psychological;
the stronger is the impression from the nightmarish image, born of an inflamed
imagination: his own heads impaled on the branched horns of his own scull, on
the background of unceasing repetition of his name. In a series of collages the
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artist puts together the “Pravda” newspaper and glasses —a symbol of the soci-
ety’s and its ideology’s hard pressure on the human and on private life.

And what an astounding, unexpected contrast was the, as usually serialized,
“Nude”, shining with the charm of youth and tenderness.

The “Passepartout” cycle is rather a psychological relief for the artist, who was
going through dramatic conflicts of life and creativity.
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The feeling of fragility and brevity of beauty in this world does not leave us
when we are looking at the works in the “Light and Shadows” cycle (tempera).
The still lives do actually seem to be woven of fleeting light and transparent
shadows, flowing around the smallest nuances of color that express the most
sublime motions of the soul.

“A great puzzle of existence, — Victoria Ladizhenskaya meditates, — is the unpre-
dictability of the route that his creative energy takes. Inasmuch as “The Lyublino
Graveyard” expressed Ladizhenski’s state of mind, the creation of the lightest
canvases of the Odessa cycle, such as “Shubert’s Concert” and “To Sarah from
Fima”, “Hupa in Zinger’s Dancing Class” and others, was a great surprise, as were
the charming drawings of plants, the tender and delicate drawings of nudes, the
series of canvases “Asen’ka Retold by the Grandpa Yefim Ladizhenski”.

This was like an explosion, like an eruption, not of the lava of despair, but of
the purest fountain of a child’s joy, its simple joy and amazement at the multidi-
mensional and multicolored world that opens itself to it for the first time. It was
sparked by the charming in their naivete and spontaneous talent drawings by the
artist’s five-year-old granddaughter. In touching this world, taking into him the
magnetism of creation as play, Yefim Bentsionovich went through a cleansing
from the everyday burdens. The grandfather did not imitate the granddaughter,
but carefully and delicately approached the essence of the child’s creativeness,
into a world shown to a child and not to an adult. It was not a stylization, not
even an artful one, “as if naive”, but an unending dissolution of the experienced
master in the origins of creation.

But no one can escape himself. Summing up his life, Yefim Ladizhenski starts
creating the series of paintings and drawings “The Eternal Jew” (1979-1982).

It has been said about Ladizhenski that “he had suffered the century’s troubles
acutely and was mortally wounded by them”. The over the hill painter seems to
leaf through the book of his life — a sorrowful chronicle of “walking in agony”.
Here are the tell-tale titles of these compositions: “Information”, “Got into OVIR”,
“My Three Faces”, “Does One Have to Live?”, “Despair”, at last, the triptych “The
Past Is Always with Me” — and so in all the fourteen works, and only in one of
them, “Music”, the author’s catharsis managed to happen. And almost in every
work there is a self-portrait of the author as a sign of the personal, confessional
character of the series. “The Eternal Jew” is a message from the painter to us, the
present and the future spectators; Ladizhenski wrote in capital letters “To the Eter-
nal Spectator”, but not everyone has heard and understood him...

But this is the large-scale picture; today and every day, according to the paint-
er’s daughter, “the unenviable fate of an emigrant till the end of life — this was
what he had to live with. The permeating sadness brought back the pictures of
the past, the mother’s image came back more and more often during sleepless
nights. Thus the series “The Lyublino Graveyard in Moscow” was born.
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One of the poets said that motherland is the land and the graves of the forefa-
thers. The motherland had split: the land from now on was Erez-Israel, but the
graves of the forefathers were left behind. “The Lyublino Graveyard” came to be
out of the desire to conquer that split in the creative space.

This series can be interpreted as a chain of everyday scenes: they bury people in
this way and in that way, richly and poorly, with an orchestra and without one, they
bury prized workers and simply “intelligentsia”, ordinary defenders of the mother-
land and even German POWs. Everyone, in essence, ends in the same way — the
living perform the last rites and the gravediggers customarily and without emotion
drink and eat here, at the open grave; everything is simple and everyday here,
without any trick by the master, who is well-versed in the art of composition and
coloring: in the hour of parting there should be no hustle or annoying vanity.

However, one can perceive “The Lyublino Graveyard” in a different register, as
deep philosophical meditation by the artist on life and death, backed up by a
great deal of suffering and transcending good and evil, touching upon eternity.
And this, by Ladizhenski’s persuasion, is the ultimate goal of art: “Expressing
eternity by painting, music, or literature — this is art”. Having surpassed “the
earth’s gravitation” of a specific plot, we find ourselves in the parameters of the
spiritual part of Yefim Ladizhenski’s art, and if the way towards it was neither
easy nor light, then all the more impossible it is to free oneself from its nearly
magical power.

The person and the art of Yefim Ladizhenski, as has been many times confirmed,
is a unique phenomenon. And in the same way unique is his success in Israel,
success in life, which had never been achieved by any other immigrant artist
before. It is even hard to explain this success, but that is how everything hap-
pened, in spite of (or, maybe, thanks to) the artist’s not having any points in
common with Israel’s contemporary art.

Ladizhenski did not arrive in Israel empty-handed: he brought more than six hun-
dred paintings, watercolors, and drawings. Among them there were 176 paintings
of the series “The City of My Childhood”. Thus, he had much to show.

The first personal exhibition happened as early as the end of 1979 in the main
museum of the country — the Israel Museum in Jerusalem. The exhibition was a
fantastic success! The second personal exhibition took place in 1980, in Haifa
University’s New Gallery. 69 “Odessa” paintings were shown, including those
that had not been shown in Jerusalem, together with the eighteen large “Konar-
miya” drawings. And again success came, unequivocal and unanimous.

Yefim Ladizhenski’s art turned out to be in demand, and it was not a fad, but
a resounding and persuasive response to the Israel society’s need for “normal”
art and, at the same time, the art of a Jewish artist. In the early 1982 another
exhibition takes place in the Jerusalem Artist’s House: the series “Mother”, “The
Eternal Jew”, “Carcasses”, and “Roots”.
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“The success of the Museon Israel exhibition, — remembers Victoria Ladizhens-
kaya, — gave him the chance to express his social awareness. Ladizhenski gave
a picture to be auctioned off with the proceeds going to chronically ill children,
and its sale brought the largest income”.

Yefim Ladizhenski is talked and written about. Few of Israel’s artists, even fa-
mous ones, let alone new repatriates, had such publicity. Not only Russian, but
also Hebrew newspapers and magazines wrote about him, which is doubly rare,
including articles by the leading critics ~Miriam Thal, Meir Ronen, David Dar,
Josef Leschinski, Alexander Vernik, Nina Voronel’, Rafael Nudelman, leguda
Kave, S.Zukerman, professor Kamf, doctor Hoffman and others. “The exhibition
opened to the public in general painting, which is a veritable miracle, — wrote
Miriam Thal, — Ladizhenski’s technique is as original as his style and subjects. It
appears very worthwhile to create a special museum in Israel to keep and exhibit
Ladizhenski’s works”. Here is what Meir Ronen wrote in the Jerusalem Post: “A
very unusual and full of images monument to Odessa of the twenties with an ac-
cent on Jewish life there is shown in the exhibition of Yefim Ladizhenski’s paint-
ings in the Jerusalem museum. These paintings aren’t purely realistic, but they
aren’t a pure invention either: they are a stylization of a high level and are done
very well from the compositional point of view, with a deep understanding of
the principles of grouping and color harmony; it is a naive style, but at the same
time a very intellectual one. While he is masterfully depicting masses of forms
(crowds of people, mountains of watermelons or barrels of fish, detailed interi-
ors), the artist does not however lose the freedom of stroke and does not stoop
down to detailing boring particulars. Being attentive to detail (to a cobblestone
or floor tiles), he never forgets the whole behind this detail, the forest behind the
trees. He ignores perspective and the depth of a painting, but works on the plot
on a plane and in the front. The charming Ladizhenski exhibition shows that the
happy spirit of openness reigns in the National Museum in Jerusalem®.

There was recognition, but there was no understanding. The critics were lured
by two “baits” and both led them astray. Yefim Ladizhenski was classified as a
Soviet (anti-Soviet?) nonconformist, almost dissident artist, but he wasn’t one.
Another skewed way of looking at his art was to see the Jewish theme as the
main, and almost the only worthy one, subject of his work. Correcting these im-
precise judgments, R.Nudelman posited that “the most important thing in him,
the axis, around which his art unfolds, does not seem to me to be something
about a group or even a nation, but to deal with the whole of humanity”.

Success might be success, but not a single Israel museum bought Yefim Ladi-
zhenski’s paintings, and this meant a lot for the artist. This is not the gist of
the question, but close to it. That what the artist had come to Israel for did not
happen, and he lost hope without even getting closer to his goal. One can see
the rudiments of “Soviet” mentality in this collision: there everything depended
on the powers that be, starting with a studio, a place to live, good paints, etc.
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These deeply ingrained ideas of the relationship between artist and state were
unwittingly projected by Yefim Ladizhenski onto a very different life and cre-
ative situation, and this fatal illusion became a source of numerous disappoint-
ments. “He wants not to sell, — explained R.Nudelman, — but to give his works
to the Jewish people in the person of its official organizations. It might seem
strange, but this became a life tragedy for Yefim Ladizhenski.”

In the spring of 1982 another exhibition in Israel — the fourth one — was being
prepared, a personal exhibition in the Ein-Harod kibbutz. A short while before
the opening, the artist went to the exhibition, examined and was satisfied by
both the museum halls and by how the pictures were hung.

On the 4th of April 1982 roaa Yefim Bentsionovich Ladizhenski committed
suicide.

No one will ever know the true reasons of the artist’s death fully: Ladizhenski car-
ried the secret of secrets with him to the grave. The artist’s daughter Victoria warns
us against quick judgements: “Do not forget the most important thing: the inner
world of an artist is a special mysterious world. Something that makes him suffer
or wonder may leave us completely indifferent; we pass objects, which call for his
sharpened attention, thence our mistaken definitions of the “strangeness” of his
behavior, while he is alive, and our unanswered questions after his death”.

Ladizhenski walked a long road towards his death, and death followed him close-
ly. The artist knew about him, felt his presence, felt his ineluctable approach. He
left a lot for himself in advance at the “Lyublino Graveyard” — a monument with
the last name, the first name, and the date of birth; one only had to fill in the date
of death. In the “Eternal Jew” series the artist appears thrice: crucified, behind
barbed wire, and pierced by arrows, like St. Sebastian. In “Myself in Israel” he be-
moaned himself in a coffin, in the light of one hundred and twenty burial candles.
In “The City of My Childhood” there are the painting “Shiva”, burials and burials,
in “Konarmiya” literally everything is about life and death, “Self-portraits”, and
“Carcasses” are in one way or the other about death, and what comes before
it and follows after it. There are thirty paintings in the “Lyublino Graveyard in
Moscow” — obviously, all are about death. The artist sometimes spoke about
him sharply, without superstitious, with despair? — he tries to place himself in all
situations, trying on death on himself, on the past life. “Ladizhenski’s work”, —
R.Nudelman thought, — “is a very personal and for that reason directed towards
everyone, not only a “Jew” or an “Odessan”, tale of two chief moments of human
life — of childhood and death, of the bright light and the cold twilight, of “laugh-
ter, helter-skelter, and hustle” and of loneliness”. The painter himself, in his life
and in his art, sentenced himself and acted upon the verdict. In death a man is
alone with him, and everyone dies alone.

After slashing the Gordian Knot of life, the painter left a legacy of many prob-
lems and contradictions. He did not lack recognition while he was alive, but
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misunderstanding seems to have been glued to him. It has not stopped today.
Countless times | have heard from some painters: “What did he lack? Exhibi-
tions in the largest museums, the attention of the media, success — this is more
than any one of us could dream of!” Misjudgments and prejudices often turn out
to live longer than the moment of truth.

“I want my father’s art to be preserved. | want his works to be seen. | want them
to get into museums. And | want this not because | am my father’s son and heir,
but because | know his art well, love his art and want it to stay alive”. — Victor
Ladizhenski.

This page should have been named “Life After Life”. An artist’s death does not
mean the end of his creative existence. And now, after many years, the unseen
presence of Yefim Ladizhenski can be felt in contemporary artistic processes.
Perhaps only now, when the art and the artist of the twentieth, now the previous
century belong to the past we can, probably not fully, but at least to a certain
degree, realize the true scope of Yefim Ladizhenski’s person and his art, his
place and meaning in the artistic context of both his and our time. It is impos-
sible to forget, to cross out the artist, to pluck him out of art’s historic memory:
his name is written into the annals of his time in capital letters.

...In spite of everything, the exhibition at the Ein-Harod museum did open: the
last lifetime one and the first posthumous one. In 1985 the Jerusalem Artist’s
House saw an evening in memory of Y.Ladizhenski and a small exhibition of his
works. Another personal exhibition took place in 1988 in Vera Gutkina’s Jerusalem
gallery. Meanwhile, the Yefim Ladizhesnki Memorial Fund came into being. The
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Fund considers its main task to be popularizing, studying, and preserving the
painter’s artistic legacy. One of the steps in this direction was the organization
in early 1992 of a retrospective exhibition of Ladizhenski’s works in London’s
Concourse Gallery, Barbican Centre, as well as the publication of a catalogue.
The exhibitions followed one another: “Odessa” and “Konarmiya” in the Shulamit
gallery in Tel-Aviv (1993), the Ben-David museum in Bar’am kibbutz (1995), the
Mane-Katz museum in Haifa (1996), finally, in the Diaspora museum in Tel-Aviv
(2001), in the context of a broad art and documentary exhibition dedicated to
“Jewish Odessa”, its history and everyday life, its part in the cultural and social
movements in the end of the XIXth and the early XXth centuries: the inclusion of
Y.Ladizhenski’s paintings was natural and self-evident.

The name of Yefim Ladizhenski is acquiring a European and a worldwide
reputation. The London 1992 retrospective was followed by a personal
exhibition in New-York’s Gregory Gallery in 1996 and another one three years
later. The exhibition in Rutgers University, New Jersey in 2002 became the
most multi-faceted and representative one. It was prepared on the basis of the
collection of Norton Dodge Museum of Soviet Non-conformist Art and shown
in the Zimmerly Art Museum.

Days and years count out the flow of time: more than twenty years separate
us from Yefim Ladizhenski. These and the preceding decades were a time of a
prolonged and serious crisis of humanistic, spiritual and aesthetic values and
criteria. The borders of art are being washed down to the point of complete
disappearance, non-art forms of action are crowding out such fundamental
definitions as professional literacy, knowledge of the means of oil painting,
drawing, plastic; technologies of visual computing are being substituted for
image structures and, in the end, the creative individuality of a painter. In
this situation a special role must be played by artists, who are modern in their
problematic and at the same time working in the traditions of fine art. One such
great, outstanding master of the second half of the twentieth century was Yefim
Bentsionovich Ladizhenski.

The creative potential of Modernism seems to have been exhausted; the
painters of the new generation will have to return, using the experience of their
predecessors, to figurative art, to professionalism and aesthetic criteria. Yefim
Ladizhenski was a “keeper of the flame”, and it is very important that this flame
does not go out.

Art’s visual means can be very diverse, but this countless multitude of schools,
of variants of style and individuality, in the end boils down to the artist’s, and
correspondingly, his work’s relationship to man, to humanistic values and
ideas upon which civilization is based. In the epoch of terrorism, global and
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local, aggressive wars, humiliation and suppression of individuality the art of
respecting and loving man and the humanity turns out to be of the utmost
importance and necessity to each and every one, the means of returning dignity
to art, the artist and creation. Yefim Ladizhenski avoided passionate intonations,
but we who have entered a new epoch, when such concepts as spirituality,
and the ethical, moral basis of creative activity and the devalued but life-giving
beauty of art and life are being reborn, cannot do without them and for that
reason we turn, time and time again to the art and person of a great artist, Yefim
Bentsionovich Ladizhenski.

January — April 2003
Tel-Aviv, Israel
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BUOIPAGUA

poanAcs B ropoae Oaecca

Yyéba B CTyAMM BbINYCKHMKA neTepbyprckoit MiMnepaTopckoi AKaAemMmmn Xy-
AoxecTB HO.bepuwaackoro, B OAecckoM XyA0XKeCTBEHHOM MHCTUTYTE Ha Tea-
TpaAbHOM dhakyAbTeTe (yunteas A.fayw, B.Mioaaep, I.Dpaepman).

Hauaro TBOpuecKkon AesTeAbHOCTH, paboTa Ha cueHax Teatpos KpacHoaapa,
TawkeHTa, Aluxabasa, CTaanHrpasa.

Pabota Ha cTyammn “Moccuabm”. C 1939 1. yaen Coto3a COBETCKMX XYAOX-
HUKOB. B mepmoa 2-01 MMPOBOW BOVHbI O(DOPMASIA Bbl€3AHbIE CMEKTAKAM AAS
apmMmn B MOCKOBCKOM ApamatmnyeckoM Teatpe. B 1942 r. coctosiaach nepBas
nepcoHaAbHasl BbICTaBKa 3CKM30B Aekopauuii B bopucoraebeke.

XYAOXHMKOM YUYaCTBOBAA B MOCTAHOBKe ABYX (hMAbMOB “MopgaHa” u “INocaeaHss
HOUb”, M BoAEE CEMMAECATU CNeKTakAeN no nbecam bomaptue, foroas, Octpos-
ckoro, LLnaaepa, CyxoBo-KobbiamHa, Topbkoro, Yexosa, Toactoro, [Npuctam,
Aone-ae-Bera, Maskoeckoro, Kataesa, Mapiuaka, ApOy3osa, Po3oBa 1 Ap. B
TeaTpax AAama-Ata, CapatoBa, BuabHioca, MuHcka, Tyabl, bpsHcka, MockBbl.

OdopmaeHre ABYyx NaBMAbOHOB Ha Bcecoto3Hoi CeAbCKOX039MCTBEHHOM Bbl-
cTaBke B MockBe. TBopueckue noe3Aku no CTpaHe, yyacTre BO BCECOIO3HbIX,
pecnybAMKAHCKMX U MOCKOBCKMX KOAAEKTUBHbBIX BbICTaBKax.

2-asi nepcoHaAbHas BbiCTaBka — B MockBe Bo BcecotozHom TeaTpaabHOM 06Lie-
cTBe — utor 30-AeTHe TBOPUYECKON AEITEABHOCTM: 3CKM3bl AEKOPALMI U KOCTIO-
MOB, Nen3a>K1, HaTIPMOPTbI, MOPTPETbI, AMHOrPABIOPbI, MOHOTUMMK, ODOPTHI.

PaboTa B MockoBckmx Teatpax: ApamaTnyeckom Ha TaraHke u omanase Maaoro
Teatpa

nn

Cospanure umkaoB “U.babeab — “KoHapmms””, “Mama”. Hauyano paboTbl Haa
!

cepuent “Opecca — ropoa Moero AeTcTea”.

YuacTne B XyAOXXeCTBeHHOWM BbicTaBke “bbeHHane B CaH-llayro”.
3-bsi NepcoHaAbHas BbiCTaBKa — B MOCKBE B AOME XYAOXHMKA.

Pabota Haa umkaammn “Oaecca — ropoa moero aetcrtsa’, “Kapkacol”, “Pacte-
Hua”, “ABTonoptpetbl”. 1975 — Bbinyck aAbboma “lopoa Moero AetcTBa” B
nspateAbcTBe “CoBeTCKMIN XYAOXKHUK” .

Bblesa B M3panab. Tparnueckas akums yHUUTOXeHMs okoAo 2000 paboT ns-3a
HEBO3MO>KHOCTM OMAATUTb OFPOMHYIO MOLIAMHY 32 BbIBO3 COOCTBEHHbIX paboT.
BbiB03 0k0AO 600 paboT, NpoLEALINX “ceAekumto”.

MpoaoAkeHne paboTbl Haa UMkAaamm “Opecca — ropoa moero aetcrsa’, “Pac-
TeHns”, Hauyaao paboTbl HaA rpadhMyeckor YacTbio U3 cepum “Beutbii kna”.
[lepcoHanbHas BbiCTaBka B My3eoH Mcpasab B Vepycaanme, nepcoHaAbHas
BbiCTaBka B HoBow laAnepee Xandckoro yHnBepcuteTa.

T NKAAMU: AMHCKOE KA L YHbIN ,
Pabota Hap umkaamm: “AobAmMHCKOe KAapbuwe B Mockse”, “BeuHbiin xuna”
"KopHu”, “AceHbka B nepeckase XyA0XKHMKa, AeAyLkn AaabkeHckoro”, "CeeT
1 TeHb”, “ABTONOPTPETHI”.

3-b4 nepCcoHaAbHasd BbICTaBKa B Aome XYAO>XKHMKa B l/lepyca/\MMe.

Tparnyeckasi CMepTb XyAOXKHMKA.
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BIOGRAPHY

Yefim Ladizhinsky born in Odessa, Russian Empire

Attended art studies in the studio of Y. Bershadsky, a graduate of the Petersburg
Royal Academy of Fine Arts-; and graduated from the Theatre Faculty of the
Odessa Arts Institute, under A.Gaush, V.Muller and G.Frayerman.

First professional work designing scenes for theatrical performances in Krasnodar,
Tashkent, Ashkhabad, and Stalingrad.

Worked at the “MOSFILM” studio. A member of the Soviet Artists’ Union from
1939. During the Second World War he designed scenery for touring theatrical
performances of the Moscow Drama Theatre. In 1942, he performed the first
one-man show of scene designs in Borisoglebsk.

The artist participated in the production of two films, “Moryana” and “The Last
Night”, and in more than seventy theatrical performances — among them plays
by Beaumarchais, Godol, Ostrovsky, Schiller, Sukhovo-Kobilin, Gorky, Chekhov,
Tolstoy, Priestley, Lope de Vega, Mayakovsky, Katayev, Marshak, Arbuzov, Rozov
and others — staged in Alma-Ata, Saratov, Vilnius, Tula, Bryansk, and Moscow.

Designed two pavilions at the All-Union Agricultural Exhibition, Moscow. He
took part in theatre tours throughout Russia. Participated in national, regional
and Moscow group exhibitions.

Second one-man show in Moscow, at the Soviet Theatrical Society, showcasing
thirty years of creative activity, including theatrical scenery sketches and
costumes, landscapes, still life, portraits, prints, monotypes, and etchings.

Theatre work: Moscow TAGANKA Dramatic Theatre, and a branch of the
Moscow MALY Theatre.

Creating series “l.Babel — The Red Cavalry” and “Mamma”. Beginning of work
on series — “Growing in Odessa “.

Participation in the biennial art exhibition in Sao Paulo, Brazil.
Third one-man exhibition, at the Artists’ House in Moscow.
Work on series — “Growing in Odessa“, “Carcasses”, “Plants” and “Self-Portraits”.

“The Town of My Childhood” album published by “The Soviet Artist” Publishing
House.

Emigration from Soviet Union to Israel. The tragic destruction of about 2,000
paintings which could not be taken out of Russia without the payment of a huge
customs tax. Repatriation of about 600 paintings permitted to be taken out of
the country after “selection”.

Continuation of work on the two series — “Growing in Odessa” and “Plants”.
Start of the graphical section of the series “The Eternal Jew”.

One-man show in the Israeli Museum, Jerusalem ; and one-man show in the
New Gallery of Haifa University.

Work on series — “The Lyublin Cemetery in Moscow”, “The Eternal Jew”,
“Roots”, “Asenyka as seen by the Artist, her Grandfather Yefim Ladizhinsky”,
“Light and Shade”, and “Self-Portraits”.

One-man show in the Jerusalem Artists’ House.

Tragic death of the artist.
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GROUP AND
ONE-MAN EXHIBITIONS

1934  Tashkent, the 2-nd All-Uzbek Exhibition of Artists

1939  Moscow, the Artists’ House, Youth Exhibition

1942  Borisoglebsk, One-man Exhibition, the Red Army House

1944  Moscow, Tretyakov Gallery, “The War and the Rear”

1951  Saratov, Radishchev Museum, Exhibition of Theatrical Stage Designers
1953  Moscow, Spring Exhibition of Moscow Artists

1955  Moscow, Exhibition of Works Painted in the Academic Dacha

1956  Moscow, the 2-nd Exhibition of Water Colour Paintings by Moscow Artists
1956  Moscow, Exhibition of Theatre and Cinema Artists

1957  Moscow, the 3-rd Exhibition of Water Colour Paintings by Moscow Artists
1957  Moscow, Exhibition to the 1-st All-Union Congress of Soviet Artists

1957  Moscow, the All-Union Art Exhibition, Manezh

1958  Moscow, the MOSKH Autumn Exhibition

Ha otkpbitun soictaskn 1959 Moscow, Exhibition of Sketches of Theatrical Costumes

1959  Moscow, Exhibition of Paintings, Drawings and Ceramics

1960  Moscow, Pushkin State Museum of Fine Arts, the 2-nd Exhibition of Etching
1960  Moscow, Manezh, Art Exhibition “The Soviet Russia”

1960 Moscow, Manezh, Exhibition of Paintings by Moscow Artists

) ) 1960  Moscow, Exhibition of Water Colour and Ceramics of Moscow Artists

At the opening of the Yefim 1961  Moscow, the All-Union Art Exhibition at the Academy of Arts

Ladizhenski Exhibition, 1969 Moscow, One-man Exhibition in the Central Theatrical Society
The Israel Museum, (Catalogue published)

Jerusalem 1979 1962  Moscow-Kiev, the 2-nd All-Union Exhibition of Etching
1962  Moscow, Exhibition to the All-Russian Conference of Stage Designers
1964  Moscow, “Moscow, the Capital of Our Homeland”
1965 Moscow, “The Great Patriotic War in Works of Stage Designers”
1965 Moscow, Manezh, the 2-nd Republican Art Exhibition “Soviet Russia”
1966  Moscow, Autumn Exhibition of Moscow Artists
1967  Moscow, Manezh, the All-Union Exhibition of Theatre and Cinema Artists
1967  SaoPaulo, Biennial Art Exhibition

1969  Moscow, the Moscow Artists’” House, One-man Exhibition,
(Catalogue published)

1970  Moscow, Manezh, “100 Years of Lenin’s Birthday”

1973  Moscow, Manezh, Exhibition Dedicated to the 24 th Party Congress
1975  Moscow, Manezh, “30 Years of Victory Over Fascism”

1976  Moscow, Manezh, the 3-rd Art Exhibition “Soviet Russia”

1977  Moscow, the All-Union Exhibition of Drawing

1979-1980  Jerusalem, the Israeli Museum, One-man Exhibition
(Catalogue published)
Haifa, the Haifa University New Gallery, One-man Exhibition
(Catalogue published)

1982  Jerusalem, the Artists’ House, One-man Exhibition

E. AaabpkeHckoro
B My3eoH Mcpaenb,
epycarnm 1979
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POSTHUMOUS
EXHIBITIONS

1982
1985

1988
1992

1993
1995
1996

1999
2001-2002
2002

2004
2005
2005

2007

2007

Ha oTkpbiTin BbicTaBKu
E. AaabrkeHckoro

B My3eoH Mcpaenb,
Uepycarmm 1979

At the opening of the
Yefim Ladizhenski
Exhibition, The Israel
Museum, Jerusalem 1979

Kibbutz Ein-Harod, Mishkan le-Omanut Museum,
One-man Exhibition

Jerusalem, the Artists’ House,
One-man show ‘In Memory of the Artist Yefim Ladizhinsky’

Jerusalem, Vera Gutkin Gallery, One-man Exhibition

London, Barbican Centre, Concourse Gallery,
Retrospective Exhibition (Catalogue published)

Tel-Aviv, Shlomit Gallery, One-man Exhibition

Kibbutz Bar-Am, Ben David Museum, One-man Exhibition

Haifa, Mane Katz Museum, Group Exhibition.

Haifa, Mane Katz Museum, One-man Retrospective Exhibition
New-York, Gregory Gallery, One-man Exhibition

Tel-Aviv, Diaspora Museum, One-man Exhibition (Catalogue published)

New Jersey, Zimmerli Art Museum, Retrospective Exhibition
(Catalogue published)

GINA Gallery of International Naive Art, Tel Aviv, Israel:

The Na i ve World. Na i vism: Revisited

Madrid, Spain, Eboli Galeria de Arte.

[l Muestra de Arte Na i f Europeo

The Jerusalem Theatre. “Asenyka as seen by the Artist, her Grandfather
Yefim Ladizhinsky”

Ann Loeb Bronfman Gallery
Reconciling Worlds: The Work of Soviet Artist Yefim Ladyzhensky
September 6 — December 30, 2007

December 2007 — January 2008

Retrospective Exhibition "Yefim Ladyzhensky" in Cetral House of Artist,
Moscow
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