Hatanna BonckyHckan

Ho ecniu mei He npu3pak, ecau mel
JKUBASA NJIOMb, B03bMU YPOK C HAMYPbI.

WNocud bpoackuin

B TeueHue ABYX C NONOBUHOI MecALLeB B CTOKroibMckoM HauuoHanbHoM My3ee U306pasu-
TeNbHbIX MCKYCCTB Npoxoawna BbicTaBKa «Teno. UckyccTBo 1 Hayka».

B maciuTabHOM BbICTaBOYHOM NPOEKTe HApAAY CO LWBEACKUMM NpeAcTaBeHbl My3en [epma-
Hun n Hupepnanpos, Monbwu n lanun, Benuko6puranum, ®paHumm u Poccun. Usobpasu-
TeNlbHOe UCKYCCTBO M HayKa He Clly4aiiHO 00beAMHWINCD B paMKaX O/JHO BbICTaBKU, YTOObI
NnoKasaTb CXOACTBA U pasiniuma Mexay XyA0XKHUKaMU U y4eHbIMU B BOCMIPUATUM U usoﬁpa-
*eHum yenoBeyeckoro TEJTA, NocKobKy OHO Ha NPOTAXXeHWUU BEKOB GbUT0 1 €CTb OAHWUM U3
CaMbIX FN1aBHbIX 0GbEKTOB U XyAOKECTBEHHOr0 BOCMPUATUA, U €CTECTBEHHO-HAYy4HOro No3-
HaHuA. Kak Toraa rosopunun, magnum ignotum n mysterium magnum - BeavKoe HeBeAio-

Moe 1 BeJIuKoe 4yao.

OHLeNUMA BbICTaBKK, CTOMb J1aKo-
HWYHO U HeABYCMbIC/EHHO copMy-
NIMpOBaHHasA B CaMOM Ha3BaHWW, He

BBOAM/IA MHOTOYMC/IEHHbIX 3puUTeneil B

3abayxaeHve, OfHAaKO MapuTeTHOEe Npea-

CTaBleHWNe XyA0XKeCTBEHHOWN U Hay4yHoW ee

cocTaBnsioLwmx, 6e3ycnoBHoO, 06ecKypaxu-

Bano. HaBepHoe, NoToMy, 4TO B HalleM BOC-

NPUATAW NPOU3BeLEeHUI N300pa3uTeNbHO-

ro MUcKyccTBa HeT Mecta «camoctu». [Npe-

KpacHble BeHepa 1 AnonnoH, nsBasHHble B

MpaMope, HanucaHHble Ha XoJicTe Wan

HapucoBaHHble Ha bBymare, - 3T0 Befib He

Mbl, 3TO HEeKOe njeanbHoe npeacTaBneHne

0 TOM, KakMMM HaM Obl XxoTenocb ObITb.

A, Kasanochb 6bl, HMYeliHbIe BOCKOBbIE aHa-

TOMUYECKMe CKyNbNTypbl, B TOM Yuche C

YaCTMYHO CHATON KOXeM, «3KopLue», uaun

CTapyHHbIE PUCYHKM 1 FPaBIopbl, AeTalbHO

BOCMPOU3BOAALLME MbIlLbl U COCYAbI

yenoBeKa, — 3T0 Mbl. BHYTpY, NoA KOXHbIM

MOKPOBOM, BCe B OCHOBHOM OAVHAKOBbI —

TaK 4TO XOAM NO BbICTAaBKE U CMOTPMU, YTO Y

TebA nop YepenHon KOpobKoW, Kak coeau-

HeHbl MbILLbI CMWHbI, KaK pacrnonaraerca

nnoa B ytpobe mMatepu...

WpaeanbHoe 1 peanbHoe B Hemocpea-
CTBEHHOW 6/M30CTV M COMOCTaBiAEHUN -
TaKoBa 3Ta CTOKrofibMCKasA BbICTaBKa,
0XBaTbIBalOLWasA NATb BEKOB NapasiefbHo-
ro N3y4eHns 1 n306paxeHnn YenoBeyecKo-

NcKyccTBO M HayKa

ro tena. «Hayano Hayan» B MCKyccTBe -
aHaTOMUYECKMEe  PUCYHKU  BEVKOro
JNleoHapgo aa BuHuM 13 Konnekuun Kopo-
neBbl BenvKko6puTtaHuu, Kotopble 6binu
BbinosiHeHbl Mexay 1485 n 1515 rogamu,
N COBPEMEHHOCTb — XpyCTanbHas CKy/b-
ntypa AHHu Kattpenn «[loctyn BO3pyxa»
(1998), n3obpaxatolas nerkme Yenoseka,
1 BeJIMKONENHasa CKy/lbnTypa 13 po30Boro
mMpamopa Jlymsbl bypxya «CkpelieHHble
Horu» (1990). B npomexyTke mMexay XV u
XX BekamMu - HenpeB3o/AeHHble MacTepa
n300paXeHNA  YenoBeYECKOW  MOTU:
Hiopep n Pem6panar, Py6enc u Vopaanc,
Pubepa v 3Hrp... ApKo, XoTA U He cTONb
MacwTabHo, MpejcTaBieHO Ha BbICTaBKE
aKTyanbHOe UCKYCCTBO. TyT M «urpatoLas»
COBCTBEHHbIM TeNOM rofnaHaka u3 6bis-
weir KOrocnasum Mapuna AbpamoBuy
(Teno xynoxHUKa npuHaanexut nybnuvke,
cuynTaeT oHa), U uccneayowasn ceba UsHy-
TPU aHrIMYaHKa ManecTMHCKOro npouc-
xoxaeHna MoHa XaTyM, U NOCTOAHHO
MeHAlWaA CcBoe NMLO dpaHLy3cKan
XyAOXHMUa OpnaH.

A BMeCTe C HAMMW U PAAOM C HUMWU -
Y4YeHbIe MYXW, YbM CNaBHbIE MMEHa TaKxke
NpPUHAANEXAT UCTOPUM U UYbU BOCTUXKEHUA
6e3mepHo crnocobCTBOBaNM pacuBety Kak
HayKu, TaK 1 1306pa3nTenbHOro UCKYCCTBa,
MyCTb jaXe N3BECTHOCTb UX HbIHe ycTynaet

a
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Xy0oxXHUK, pucyrowuli
KeHwuHy. 1538
paBlopa Ha epeBe
no pa6orte

Anbbpexta [llopepa

The Artist Sketching
a Woman. 1538
Woodcut

from Albrecht Durer

Mpunuceisaertca
CuMoHy JlyTTuxeiicy.
Hamiopmopm

C Yepenom.

Oxono 1635-1640
Xoncr, Macno. 47 x 36

Attributed

to Simon Luttichuys.
Still Life with a Skull
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rPOMKON  cnaBe  XyAOXHWUKOB-TeHMeB.
Hazosem, k npumepy, hxynmo Kaccepuo -
aBTopa onybavkosaHHoro B 1600-1601 ro-
Aax TpyAa no wmcropuu aHatomun. Vnn
n3BecTtHoro aHatoma AHpgpeaca Besanusa:
Ha BbICTaBKe MpeAcTaB/ieHa ero KHWra,
HaneyataHHas B 1543 roay, n Hago npus-
HaTb, YTO OTAE/bHble WANIOCTPaLUU U3
3TON 3aMeyaTeNbHOW KHWUMM O CMX Mop
¢durypvpytoT B yuebHUKax aHaToMuUu Ans
xuBonucues. W, HakoHeu, Ppepepuka
Pioiiwa c ero «Tesaypycom no aHaTomum»
(1701-1716); 3akynneHHas lNetpom | Kon-
nekuma @. Proiwa coctaBuna ocHoBy
netepByprckoit KyHcTkamepbl.

BbicTaBKa HarnAaAHO A0Ka3bIBaeT, 4To
pa3BUTKE UCKYCCTBA M HAayKM B UX CONMKe-
HUAX W PaCXOXAEHUAX MPOMCXOAMT MO
cnvpanu. MATb BeKOB Ha3aj, XyAOKHUK 1
yyeHbli-aHaToM OyKBaNbHO AOMONHANN
ApYyr Apyra, eciv He COBMeLanvcb B
OAHOM nuue (Tak, Mo yTBEpXAeHWIo
X.BeiHMaHa, KpynHemwwin roanaHACKUn
nensaxuct Axkob BaH Péncgan 6bin u
XVPYpProMm, npuyeM, Mo HeKOTOpbIM JAaH-
HbIM, AaXe MOr caywaTtb JeKuuu
®.Pioiwa). Mpwv oTcyTCTBUM CpeACTB Mexa-
HMYecKon (MKcaumm yBMAEHHOMO camble
CKpynynesHble HabnlOAEHWA 3CKynamnos
6biny 6bl GecnonesHsl, 60 MOMy4YeHHbIE
3HaHVA He MOTM NepeAaBaTbCA HU Konne-
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The

Art and Science

Natella Voiskounski

he human body was, is and always
Twill be at the centre of attention for

both art and science; it is the point
where all paths meet, both asking ques-
tions and finding answers. The human
body inspires and disqusts, it is idealized
and distorted, exhibited and hidden, exte-
riorized and interiorized, yet remains the
“terra incognita” to which all roads lead.

The idea of combining art and sci-
ence in one exhibition project was a real
success, since not only hundreds of years
ago but also foday science (and especially
medicine) and art remain united in the
attempt “to understand the body".

The Stockholm Nationalmuseum
showed the fascinating results of various
Renaissance studies. The Renaissance
man - an artist or a man of medicine -
was not satisfied with a purely ideal or
proportional approach fo the human body.
The need to gain an impression more sig-
nificant than “what-the-eye-sees” led both
artists and scientists to the idea of “using”
death in order to study life and the living.
In this, joint efforts were needed, since at
that time no means of any long-term fixa-
tion of images existed. Thus, either a sci-
entist needed fo be a good artist, or an
artist needed to be present and make
drawings at the dissection table.

The very right to dissect a dead body
was a breakthrough against the position of
the Church, one which once achieved has
continued fo the present day as a source of
scientific knowledge and artistic qualifica-
tion, since it enabled the realization of the
complex mechanisms of the action of the
human body. Results included drawings by
Leonardo da Vinci from Britain’s Royal col-
lection, as well as his “Homo ad Quadra-
tum et ad Circulum” from the Louvre; and
the engravings by the anatomist Andreas
Vesalius from the Hagstromer Medico-His-
torical Library. Both these outstanding fig-
ures provide a starting point from which to
view the results of 500 years of coopera-
tion between artists and physicians to
depict, visualize, acquire knowledge of and
cure the human body. As the curators
state: “Penetration, excoriation, illumina-
tion of the human body (subsequently per-

“If anything is sacred the human body is sacred.”
Walt Whitman

Magnum Ignofum and Mysterium Magnum

The exhibition “The Body. Art and Science” proved a major attraction in Sweden this Spring, with its eternal, all-
embracing search for a distinctive identity finding brilliant and eye-catching realization at Stockholm’s
National Fine Arts Museum. Its curators and contributors to the catalogue (published in Swedish, with an
English summary) included Torsten Weimarck, Merten Snickare, Eva-Lena Bengtsson, Ove Hagelin, Mens Holst-
Ekstrum, Karin Siden, Ulrika Nilsson, Eva Ehren Snickare, Solveig Julich, and Ingela Lind. The two forewords to
the catalogue were written by Solfrid Soederlind and Jan Lindsten. Generous contributions from museums and
private collections from the Netherlands, Germany, Russia, Great Britain, France, Poland and Denmark to the
exhibition made the result a major international project.

opmpem Portrait

AHOpeaca Bezanusa of Andreas Vesalius
paBiopa Ha gepese Woodcut from the book
13 KHuru “De humani “De humani corporis
corporis fabrica libri fabrica libri septem”
septem”. 1543 1543

fected with the help of X-rays and other
techniques) probably constitutes the
greatest, most variegated and singly most
important project in Western culture from
the Renaissance onwards.”

The artistic component of the exhibi-
tion is supported by the scientific: Camera
Obscura and Camera Lucida added accura-
cy fo the process of drawing. As Leonardo
da Vinci wrote of Camera Obscura: “Who
would believe that so small a space could
contain the image of all the universe? O
mighty process!” (On a contemporary note,
the artist Abelardo Morell uses Camera
Obscura in his photographs. One can see
his upside-down houses, both strange and
delightful, at the Art Institute of Chicago,
at the exhibition “A View with a Room”).
X-ray apparatus, computer diagnosis with
colour picture on a computer screen, and
other effects have opened another horizon
to contemporary artists.

Anatomical drawings of the body,
along with richly illustrated medical trea-
fises, wax casts, sculptures, paintings,
photographs and installations, dominate
the Stockholm exhibition. Leonardo da
Vinci's drawings appear in parallel with
the video installations of Mona Hatoum,
Rembrandt's “An Eye Operation” with
Annie Cattrell’s fine glass sculpture of the
human lungs “Access”, Jacob Jordaens
“King Candaules of Lydia Showing his
Wife to Gyges” with Louise Bourgeois’
pink marble sculpture “Jambes Enlacées”,
Annibale Carracci's red chalk drawing
“Reclining Nude Youth” with Lenart Nils-
son’s “Intestines of a New-born Baby”,
Auguste Rodin’s graphic work “Seated
Female Model” with Marc Quinn’s marble

AnHnb6ane KAPPAYYU Annibale CARRACCI

Jlexkawudi Reclining
06Ha)eHHbIl HoWa Nude Youth
KpacHbliit Men Ha Bymare Red chalk on paper
35,3x 39,2 35.3 by 39.2 cm
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raM, Hu TeM Gonee *uBonucuaM. Takum
obpasom, oT aHaToMoB TpeboBanoch Bna-
JeTb Xy/LOXKeCTBEHHbIM MacTepCTBOM, UW...
AN NpW BCKPbITUM Heobxoaumo Obinio
NpuCyTCTBUE XyAOXHWMKa. MprMepbl TOMY —
paboTa PembpaHaTa «YpoK aHaTOMWM [OK-
Topa [enmanHa» (1656) unu npeacrasnen-
Hoe Ha BbICcTaBKe nonoTHO AapuneHa bake-
pa «Ypok aHaTomun poktopa ®pepepuka
Proviwa» (1670). A ecnv BCMOMHWUTL aHaTo-
MUYecKre 06bEeKTbI B He CTONb creuuanb:
HbIX MBOMUCHBIX ClOXeTax, TO OHW Mownc-
TVHe M300MbHBI: OAHMX TONMbKO HaTop-
MOPTOB C YepernoMm HanucaHbl coTHW. [la n
CaMW Bpayu BbI3bIBaAN y XyAOXKHUKOB
HenocpeAcTBeHHbIN MHTepec. Hanpumep,
Kacnap KeHkenb Hanucan noptpeT Ynoda
Pyn6eka-crapero (1687), [asug Pukept
MacTepcku n306pasun KabuHeT aHaToMa
(1639), An Mayputc KuHkxapa Hanucan
rpynnoBoi NMOPTPeT npejcTaBuTeNe b
ann xupypros Amcteppama (1744), ypok
no octeonorun B 1619 rogy 3adukcupo-
Ban Huikonac Snwmac lMukeHoi, a AH BaH
Hek B 1683 roay - ypok aHaTOMuu LOKTO-
pa ®penepuka Proiwa. HaBepHoe, B npes-
cTaBieHUn 00ObIYHON NYBANKM aHaTOMbI 1
XuBonucubl 6bK Tak 6113KK, YTO He Beer-
Aa pasnnyanuch, u ux, 6biBano, B o1HaKo-
BOM Mepe nobausanucb. VI TeM n apyrum
HepefKo NpuUNucbiBanW HEBO3MOXHble
MOCTYNKW, AaXe 3N104eAHNA ~ 0TKyAa UHaye
B3ATbCA JiereHe, yroMAHYTON, K Npumepy,
A.CMNywKuHbIM:

A boHapommu? <...> u He Bbin1
Yéuiiyero cozdamenb BamukaHa?

Ecnn aHTMuYHOCTb, pYKOBOACTBYACH
naeanbHbIMU NMPOMNOPLMAMU YENIOBEYECKOTO
Tena, epeHocuna Nx B apXuTeKTypy («...3T0T
YTOHYEHHbI XpaM - BCero Avlib MaTtemMatu-
YecKoe M306paxkeHMe OAHOW AeBULbl U3
KopuHda..» - uutmpyet apeBHero aBTopa
®unmnn Komap, ubA NpeBOCXOAHAA KHUra
«/cKyccTBO M YenoBeK» HeflaBHO Nepesese-
Ha Ha pyCcCKui A3bIK), To B 3noxy Bo3spoxae-
HWA XyAOXHUKOB NepecTasno yA0BleTBOPATb
«MaTeMaTnyecKoe» onucaHve Tena. Tem He
MeHee Haj0 OTMETUTb, 4YTO TeopuA Nponop-
unii BaoxHosnana u Jleonapao aa Bunun
(«Henosek Butpysusan, ok. 1492), n [liopepa,
n @®pa Jlyky Mavonu (B8 1509 rogy 3tor
MOHax-(paHLUVMCcKaHel, onybavMKoBan CBOH
paboty “Divina Proportione”, Te. «boxe-
cTBeHHas nponopumns»). A lbepo aenna
®paHyecka, 4ToObl HanMcaTb IMLO Yenose-
Ka B NepcreKTVBe, Npov3BOAWI U3MEPEHNA
nopsAKa cTa TPMALATU TOYEK — MOAXOA
Gosiee yeM HayuyHbIiA, 3HAKOMbII U aHTPOMO-
MeTpuCTaMm, U — BNOCNeACTBUW — CO3AaTeNsAM
MPOrpaMM CKaHMpOBaHUA U306paxeHNIA.

Mutep Mayns PYBEHC Peter Paul RUBENS

CycaHHa Susanna

ucmapypl. 1614 and the Elders. 1614
Xoncr, Macno Oil on canvas

66 x 51 66 by 51 cm

OAHaKo HU yMO3puTeNbHas, HY Konu-
YyecTBeHHaA COCTaBAAMOWAA WAeaNbHON
KpacoTbl He Y0BNETBOPAAN NbITINBbIN YM
yenoseka 3noxu BospoxpeHna. Bparta
aHTW4HoCTM - porta antiqua - 6bian Harny-
X0 3anepTbl: Ja¥e CaMblii N3BECTHbI U3
ApeBHerpeyecknx 3ckynanos [unnokpat

An MACCENC
Berepa Kugepes. 1561
Xonct, macno. 130 x 156

Jan MASSYS

Venus Cythereia.1561
Oil on canvas

130 by 156 cm

MEXAYHAPOOHAS MAHOPAMA

He NMpoW3BeN 33 CBOK W3Hb HWU OZHOMO
BCKpbITWA. XyAOKHUKaM yxe Mano 0Obiio
TONIbKO HabnwopgaTtb, — AAA TOro 4toObl
noHUMaTb 1 TeM Gonee n3obpaxaTb CUb-
Hble 3MOLMOHaNbHbIE COCTOAHWSA, pe3Kue
KeCTbl, ABUXKEHWS KOHeYHOCTe 1 NoBOpO-
Tbl TeNl, UM HYXHbl OblNM 3HaHWA O TOM,
KakuM 06pasoM M C NOMOLbI KaKUX
MbILLL, COBEPLUAKOTCA BCE 3TU ABVKEHUA.

Bocxuuwasnch npeBoCcxofHbIM yMEHU-
em AHToHuo lNonnaiono n3obpaxarb Yeno-
Beyeckoe Teno, [xopaxo Basapu obbsac-
HAN 370 Tak: «OH MoHMMan oBHaXeHHbIX
Nlyylle BCEX CBOMX  MpefLecTBeHHUKOB,
MOTOMY YTO M3yyan aHaTOMMio, cauMpas C
TPYMOB KOXY, 4TOBbl NOHATb, KaK COKpalla-
l0TCA MbllWLbl..» [leiicTBUTENbHO, Aaxe
HebBonblwme pabotbl MMonnaiono, xpaHa-
wmeca B ranepee Ydduum so OnopeHuyun
(Hanpumep, «lepakn u rugpa»), cayxat
TOMY NOATBEPXKAEHUEM.

W Jleonappo, n Padasnb, n Muke-
nangxeno, u YenmHu B cBoeM TBOpYecTBe
OMNMpanncb Ha OMbIT BCKPbITUIA, Kak Obl
COBMeLLAs MOHATUA «BUAETbY N «3HATb).
B cBoux «[HeBHMKax» JleoHapao nucan:
«fl npenapupoBan c AECATOK uenoBeye-
CKWX Tesl, KONancs B KaX/4oM opraHe, pas-
ABWran Menbyaiilume 4acTuubl NAOTW..» -
eMy paspewunnn fenatb BCKPbITUA B
6onbHuue CanTa-Mapua Hyosa Bo ®no-
peHumu. A nocne BCTPeYM C BEMKMM aHa-
ToMOM Mapkom AHTOHueMm penna Tope
JleoHapao sKoObl Jaxe nnaHuposan
HanucaTb - WAWM HapucoBaTtb? - yyeb-
HUWK... AHaTOMbl BAOXHOBASAAW W NO3TOB.
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sculpture “Jamie Gillespie”, Albrecht
Durer’s drawings with Georg Pauli’s
“Youths Bathing”, Jan Massys’ “Venus
Cythereia” with Orlan’s mad-artistic-med-
ical experiments. Group portraits of
famous physicians’ and anatomists’ class-
es and their attentive disciples (August
Malmstrom’s “An Anatomy Lesson with
Professor Carl Curman”) also figure.

The informational and educational
effect of the exhibition cannot be overesti-
mated. Natural human curiosity and aes-
thetic attitudes are satisfied equally: within
the exhibition space the viewer's attention
switches from medical atlases to better-
known (and formerly seen in museum set-
tings) classical paintings and sculptures,
following almost all the stages of the devel-
opment of art and medical science. Death
and autopsy become both a point of depar-
ture and a starting point fo derive knowl-
edge and fo study life. The Stockholm exhi-
bition presents a wide spectrum of scien-
tific heritage. Here one can see the
incunabula “De Humani Corporis Fabrica
Libri Septem” of Andreas Vesalius which
later inspired Charles Baudelaire to
include in his “Fleurs du Mal” (“Flowers of
Evil") the verse “Le Squelette Laboureur”
(“Skeleton with a Spade”):

“In the anatomical plates

That lie about on dusty quais
Where many cadaverous books
Sleep like an ancient mummy,
“Engravings to which the staidness
And knowledge of some old artist
Have communicated beauty,
Although the subject is gloomy,
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Mpunuceisaertca
Kacnapy Kenkenio.
TNopmpem Ynogpa
Pydbeka-cmapwezo
1687

Xoncr, macno. 87 x 67

Attributed

to Kaspar Kenckel.
Portrait of Olof
Rudbeck the Elder
1687

Oil on canvas

87 by 67 cm

Jlynza BYPXYA
CKpeujeHHble Ho2u
1990

Po30BbIit Mpamop

Louise BOURGEOIS
Jambes Enlacees. 1990
Pink marble

THE TRETYAKOV GALLERY #3' 2005

“One sees, and it makes more complete
These mysteries full of horror,

Skinless bodies and skeletons,

Spading as if they were farmhands.”

The books of other anatomists, such
as Val Verde and Eustachius, and the artist
Pietro da Cortona, whose anatomical atlas
was published in 1741, are presented
alongside masterpieces of visual art, some
of them depicting outstanding men of
medicine. These include Adrien Baker's
“The Anatomy Lesson of Dr. Frederick
Ruysch”, from 1670 and in the collection
of the Amsterdams Historisch Museum,
and the would-be-or-not “chef-d'oeuvres” -
products of sophisticated projects by con-
temporary artists who use their own body
as a means of artistic self-expression, con-
text and subject matter. Thus Mona
Hatoum participated with her video instal-
lation “Corps Etranger”, from 1994, which
makes the viewer travel into the insides of
the artist's body to follow an endoscopy
examination - such an installation being a
real combination of art and medicine. Her
other installation, “Exodus”, comprises two
separate suitcases linked by hair - a very
impressive dramatic and, no doubt, poly-
semantic image in which the artist uses
ready made and naturally-made elements.
Another contemporary participant Jouni
Partaten made in pencil a suite of very fine
drawings of the penis; Marina Abramovich
was “Freeing the Body” - her own body in
one of the numerous performances.
“Real”, in other words traditional art was
presented too; among the best, a brilliant
marble sculpture by Louise Bourgeois, a
matriarch of contemporary art.

The ideal (artistic), the real (scientif-
ic), and the hardly possible (anomalies and
pathologies) are combined in the halls of
the Nationalmuseum, and produce a very
varied effect on the public. And though the
exhibition is organized thematically, the

impatient viewer may switch his or her
attention from the idealized beauties of
Sandro Botticelli or Johan Tobias Sergel
to a wax figure of an embryo, from the
“Venus Cythereia” of Jan Massys to
Jeanne Dunning’s “The Blob II”, or from
Frederick Ruysch’'s preparations of the
parts of human body fo Jan van Neck's
painting “Anatomy Lesson with Dr. Freder-
ick Ruysch Dissecting the Corpse of a
Child” ... This double - or even ftriple -
reaction no doubt leads to a certain con-
fusion in the viewer's emotional state, as
fear and pleasure, curiosity and discom-
fort, surprise and indifference are mixed in
the observer’s mind and soul like juice and
spirits in a cocktail. The confusion reaches
an extreme when viewers are forced fo
ask themselves whether the impression
matches that of an anatomical theatre or a
Fine Arts Museum ...

Perhaps the only figures who seem
not to be confused are the artists them-
selves: despite modern technologies,
including photography and X-rays, new-
comers fo art schools are still making
anatomical sketches of human skeletons
and crania. Some such brilliant studies
and sketches are also exhibited (for exam-
ple, Lena Cronqvist’s “Skeleton Torso”).

The Stockholm exhibition enables
the viewer to compare the old (classical)
and the new (contemporary), as well as
the new and the newest (actual). And here
the unexpected juxtaposition provokes a
stimulus, effectively asking how should
we regard the bold artistic attempts of
contemporary artists, which are some-
times almost too intimate to look at, furn-
ing the viewer or spectafor into a spy.
Mona Hatoum is not the only figure in the
field of “actual” art who uses her own
body as experimental material. The
French artist Orlan experiments literally
with plastic surgery, her message being:
“Beauty can take appearances that are

Tak, AHgpeac Besanuii, BepHee, ero Tpak-
Tat 1543 roga “De humani corporis fabri-
ca libri septem” («®abpuka yenoseyecko-
ro Tena») «cnpoBoLMpOBan» BNOCNeA-
ctBum Wapna boanepa Ha BK/OYeHUe B
«LlBeTbl 3n1a» cnepyowmx cTpok n3 «Cke-
nera-semnepoba» (B8 nepesoge [M.AHTO-
KOJ1IbCKOTO):

...3amemuwb pBaHbie ucmsol
AHamomuyecKux KAGpmuHOK.

JasHo mabauysi cmepaucs mam,
Ho Kaxemcs, xy0oxHuK semxuli
lModnpasun ux uenoro memxod,
lpudan kpacusocme ux 4epmam.

U, ymobbl mauHcmeo 3a 2pobom
Bo3mosxHo ascmseHHel 0mKpbime,
OH npedocmasus 3emJ110 pbimb
JluweHHbIM KoXU 3emMiepobam.

Cronetus cnycTs n3yyeHne aHaTOMUM
ctano obA3aTeNbHbIM ANA  CTYAEHTOB-
XYAOXHWKOB, ecTecTBeHHO, 6e3 ocBoeHus
onbiTa aytoncuu. Ha BbicTaBke B CTOKronb-
Me rnpejcTaBneHa KapTuHa ABrycta
ManbcTpema «Ypok aHaTtomum ¢ npodecco-
pom Kapnom KypmaHom», Ha KoTopoii 6yay-
Wwme XyAOXKHUKM BHUMATeNbHO CleadAT 3a
06bACHeHNAMY NpenojaBaTens.

Ecnu noceweHne BbICTaBKM = 3TO
nyTelecTBMe BO BPeMeHM, TO Jlerko 3ame-
TWTb, YTO MIAaBHbIE NEPMOAbI NapannenbHo-
ro UM B3aMMoOObYCIOBNEHHOTO Pa3BUTMA
CMEHAIOTCA HEPOBHbIMU W HEepPBHbIMU
nepuoAaMy pacxoXAeHUs: UCKYCCTBO TO
coeAvHAETCA C HayKoi, To 3aberaer Bne-
peq, a TO 3aAePXMBAETCA Ha napy BEKOB Ha
yXKe JOCTUTHYTOM, He No6onbITCTBYA U He
3ajjaBanacb M3NUWHUMK Bonpocamu. Yto
e KacaeTcsi HayKu, TO OHa He nossonser
MO3ry OTAbIXaTb, BEPHEE, 3TO MO3T MOACTe-
rVBaeT YenoBeKa K No3HaHumio cebsa 1 Mupa.
Kamepa-obckypa u kamepa Jliombepa,

OTKpbITUE PEHTTEHOBCKUX Jyyeid, HaKoHeL,
tdoTorpacdmsa (a HblHE U KMHO/BMAEOCHEM-
Ka, 1 ronorpadus, U KOMMbIOTepHas TOMO-
rpacus) - Bce OHU BMecTe BbIGMAN MOYBY
13-Noj, Kazanocb Obl, BEYHbIX peanucTnye-
CKMX yCTOEB N306pa3nTeNnbHOro UCKYCCTBa.
Mocne (cnepyet, npaBaa, NOMHUTL CTapylo
UCTUHY: «MOC/Ie 3TOr0» He 3HAYUT «BCef-
CTBUME 3TOro») M306peTeHns U BBEAEHUA B
LUIMPOKMI 0OUXOA CPeACcTB TOYHOW M AONT0-
BEYHOW perucTpaumn nboro obbekTa B
MCKYCCTBE MPOM30LLEeN O4YeBUAHBIA nepe-
JIOM: XYLOXHUKaM W CKy/lbntopam cTano
Ka3aTbCA He0CTaTOYHbIM TONbKO M306pa-
aTb BeHeL, TBOPEeHUs, rapMOHM3MPOBaTb
ero u ntobosartbeA UM... B nonbiTkax go6-
paTbCA [0 CyTW HacTan Nepuoj pasnioxe-
HWA BHELIHero BMAMMOro ob6bekTa unn

Anuun KATTPENN
Jocmyn 8o3dyxa. 1998
Crekno

Annie CATTRELL
Access. 1998
Glass

An Canpepc
BaH XEMECCEH

Xupype
Mpano

Jan Sanders
van HEMESSEN
The Surgeon

Prado Museum
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cy6beKTa Ha 31eMeHTbl, NPUYYAINBOIO
CMeLLeHNA 3/1eMEHTOB MeXAy coboi, TpaH-
copmaumm nx, uckaxeHus, runepbonmsa-
LMU OAHUX 3/IEMEHTOB U MpeyMeHbLUIeHNA
nmbo cokpbiTuA Apyrux. Kopoue, Hauanca
BEJINKUI XY[OXECTBEHHbIA 3KCNepuMeHT
Haj NpupojoN Bellen W Haj 4enoseye-
CKWM TeJOM, 1 3TOT 3KCMepuMeHT AANTCA
Mo ceil AeHb.

Mopno6Ho TOMy Kak MeauLuMHa KagHo
coBMeLlana onncaHve HopMbl C U3y4eHneMm
aHOManuii, Tak 1 XyLOXHUKU C LlaBHUX Nop
He nepecTaBany KOHLEHTPMPOBaTb BHVMA-
HUWe Ha YeNoBeYECKMX YPOACTBAX, aHAaTOMU-
YeCcKOW NaToNorMM M HUKOMY He [oCTa-
BNSAIOWMX PafoCTM BO3PACTHbIX W3MeHe-
Huax. 3agonro o ¢oTorpaduyeckoit pbl
XMBOMKCLbI BMECTE C BpayaMu NyHKTyab-
HO 3anevyartneBan¥  MHOFOYMCNEHHble
OTKJIOHEHWA 0T HopMbl. B 3Kkcnosmumm
npeacTaBneHa uspaHHaa B [lapuxe B
1772-1773 ropax KHWra c puCyHKamu
OAHOTO M3 N3BECTHbIX PPaHLIY3CKUX XyAOXK-
HuKoB KaHa Mopo, caenaHHbIMK € HaTypbl
1 3aneyatmnesBlwMn repmadpoautoB (Jean
Moreau. “Garson et Fille Hermaphrodites
vus et dessines d'apres nature par un des
plus Celebres Artistes”). B aToM xe pasgene
GburypupytoT 1 3acnmpToBaHHble 3KCMOHa-
Tbl 3HaMeHuTon KyHcTkamepbl n3 CaHKT-
Metepbypra. Hy a Tem, KTo He nHTepecyeTca
APEBHVMMW MaHYCKpPUNTaMU WAW  KOMy
HeKorza 3acKounTb B My3elt Ha Bacunbes-
CKOM OCTpOBe, NoXanyi, AOCTaTO4HO BblNo
6bl BCMOMHUTb CAENaHHbIE C HAaTypbl PUCYH-
Ku JleoHapgo vnv lMpnanaaiio nnu «o6e3o-
OpaxeHHble» GoraTblM BOOOpaxeHneMm
XyAOXHMKa XX Beka paboTbl PpaHcuca
B3KoHa, ero 3HaMeHWTbIX NpeALlecTBEeHHM-
koB [Mabno MNukacco, CanbBagopa [anu
unn Bunnema [le KyHuHra.

BbicTaBka «Teno. MickycctBo 1 Hayka»
HarmAAHO AEMOHCTPMpYeT BCe BO3pacTa-
IOLLMI MHTEPEC K 3TOM TeMe COBPEMEHHbIX
npeactaBuTeneil n306pasnTenbHbIX UC-
KyccTB. [InA HbIHEWHMX XYLOXHMWKOB, B
0C0BEHHOCTU TaK HasblBaeMbIX aKTyasb-
HbIX XYA0XHVKOB, COGCTBEHHOE TENo - He-
CMoco6HbIN HACKY4UTb 3KCTMOULMOHUCT-
CKUiA 06bEKT U n306paxkeHUs, N GecKoHey-
HbIX nepthopmMaHCcoB MO0 MHCTaNAALMNA.
KaK v BenvKue MacTepa npowusioro, Ho Npu
3TOM BOOPYXMBLUMCb COBPEMEHHBIMU TeX-
HOMOrMAMYK, OHM 0bpalaloT CBON B30Op
BHYTPb Ye0BEYECKOro TeNa, B TOM yunche -
cBoero cobcTBeHHoro. Tak, MoHa Xatym,
MCMoNb3yA LWPOKO NPUMEHAEMbIN B MeAN-
LMHe MEeTOA 3HAOCKOMMUU, NpeacTaBuna Ha
CTOKTIO/IbMCKOW BbICTaBKe BUAEOMHCTaNNSA-
umto “Corps etranger” («HesHakomoe
Teno», 1994) - cBoeobpasHoe 03By4YeHHOE
(naxke MysblKanbHOe) «nyTeliecTBMe» Mo
BHYTPEHHOCTAM XyAOXHWLUbl. Brneyatnser
ee e uHctannaums “Exodus” («Mcxom»), B
KOTOpOW Ba YeMojaHa COeAMHAIOTCA KaK
Obl MPOPOCLIMMUN CKBO3b (UOPOBbIE CTEH-
KW YenoBeYeCK1MM BONOCaMU.

HeTpyaHo AoragaTbCA, YTO aKTUBHO
VLLYLLMX HOBbIE MYTV COEANHEHUS WCKYC-
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Masen YENTNLLEB
BrympenHuli netisax VIl
(HYepen) 1949

Bymara, yronb,
aKBapesb

305x%x 21,6

Pavel TCHELITCHEW
Interior Landscape VII
(Skull). 1949
Charcoal and
watercolour on paper
30.5by 21.6 cm

eHwuHa-maHeKeH.
1843

Female-Mannequin.
1843
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not considered beautiful ... My problem
was never fo become more beautiful, but
different ...”

This exhibition, although devoted to
a cerfain - fo some extent - limited
theme, nevertheless provides consider-
able and invaluable data to speculate on
the roots of the development of contem-
porary art in general. The juxtaposition of
the classical and actual has brought to
reality an urgent and topical question:
What is art foday? One answer might be
that “actual” art is not the exclusive actu-
al art. Such a ferm, “actual”, means
appealing to the humane, and not only
using and applying the achievements of
science, information and communication
technologies, or installations and happen-
ings. Both the so-called “traditional” Marc
Quinn and Louise Bourgeois are no less
actual than Orlan or Mona Hatoum. Con-
temporary artists working in fraditional
manners with the depiction of the human
face and body are certainly actual, and
some of them - who knows which indeed?
- will be in fime called “classics”, just as
the very notfion of the “classical” might
refer not only to the art of a glorious past,
but to a mark of quality in art.

One thing is clear: beautiful or ugly,
normal or abnormal, young or old, live or
dead - the human body will remain a farget-
subject for art and science forever. The exhi-
bition at the Stockholm National Fine Arts
Museum represents a superb landmark on
the eternal route of travel in search of
human - and humankind’s - bodily identity.

MoHa XATYM
HesHakomoe

nesno. 1994
BugeouHcrannauyua

Mona HATOUM
Corps Etranger. 1994
Video installation

CTBa M XM3HW HEOAHOKpATHO rnocelyana
naesn, B 4eM-TO OpUrMHaNbHanA, a No «ram-
OyprckoMmy cuyeTy» — He O4YeHb: MOAMEHUTb
nsobpaxeHue (Ha XoncTe, Ha BUAEOMNIEH-
Ke, Ha ApyrvMx HoCUTenAXx) Tena Henocpen-
CTBEHHO XWBOW NOTbIO, T.e. CAMUM TeJOM.
Hanpumep, B 1993 rogy BepHap basunb
BbicTaBun B LleHTpe Momnuay «kuByto»
KapTUHY = XMBYIO 0OHaXEHHYIO XEHLLUHY.
HeytoMumas MapvHa AGpamoBuy npep-
CTana Ha CTOKrofibMCKOW BbICTaBKe B Mpu-
BbIYHOM AnA cebs o6GHaXeHHOM BuAe B
BUAEOMHCTaNNALUN «OcBoboxpaeHue
Tena». BcnoMHMM ele, Kak aBCTPUIACKUIA
XyBOXHUK ApHynbd PaiiHep obpaliaercs K
«A3bIKy Tena», cosjaeasa u3 nauua ¢apc-
rPOTECK-LIapX, UK 3HAK «aBTOMNACTUKM»
(cepua “Face Farces”, 1974). OpnaH ¢
3aBWJHbIM pBEHMEM NpoJenbIBaeT OnbiTbl
¢ cobcTBEHHBIM NULOM, 4TOObI UCMbITaTb
BO3MOXHOCTW MIaCTUYECKOW XVPYPrum u
nonbITaTbCA CTaTb APYroi», paspyLasa TeM
CaMbIM yCTOMYMBbIE MAeanbl KpacoTbl. Hy
a KOMMblOTEpPHblE WCKaXeHUA (Mectamu
OCTPOYMHble, MecTamMu CTpalHoBaTble,
mecTaMu BoOOLe Heonucyemble) 3nek-
TPOHHbIX (oTorpaduin  YenoBeyeckoro
LA 1 Tena CToNIb MHOFOYMC/IEHHbI, YTO He
CTOUT M MbITaTbCA NEPEYNCIATH UX.

TakoB coBpeMeHHbIN BUTOK COeanHe-
HWA WCKYyCCTBA C MeAMLMHON, HO BOT
CMbICN A€AHUIA XY[OXHUKOB OT MHOIMX
3puTenen, Aaxe VCKYLLEeHHbIX, BpeMeHaMu
yckonb3aeT. [la, aKkTyanbHOe WCKyCCTBO,
MOCTPOEHHOe Mo 3aKoHaM Loy-6u3sHeca,
MOYTW BCErAa 3naTaxHo, MectaMn 0CTPOyM-
HO, 4aCTO KpacuBo, K TOMY e o Gonbluei
4yacTW JAeMOHCTpUpYeT HeTpMBUaANbHbIN
B3rAA Ha 3n1060AHeBHble npobieMbl.
OpaHaKo BO3HWMKaeT ps, BONPOCOB, KOTOPbI-
MU 33/jal0TCA MHOTME: YTO NpeAcTaBiAlT
coboit BugeomHcTannauna MoHbl XaTym,
onbiTel OpnaH (C HUMKM MOMIM MO3HaKo-

MUTbCA MOCKBUYY Ha ee HelaBHel BbICTaB-
ke doTtorpacuit), paboTbl U3BECTHOTO ame-
puKkaHckoro dotorpada Mat Vopk, koto-
pble OHa cjenana B aHaTOMW4Ke (OHK
BbicTaBnanuce B Mockse B 1999 rogy), unu
tdotorpadun Knayamm @PexpeHkemnep,
3KCMOHMPOBABLUMECA B Mae HblHeLWHero
roga B lambypre Ha BbicTaBKke «J/IMYMHKN -
3MbpuoHb (“Imago - Embryo”), n pa6otbl
APYrnX XyAOXKHWNKOB (B TOM YMCie y4acTHU-
KOB HeAaBHell MocKoBCKoWi GueHHane nim
9-i1 MexayHapoaHoW XyA0XKeCTBEHHON Ap-
Mapku «ApT-MockKBa»), MCMONb3yWOLWMX B
CBOEM TBOpYeCTBe [OCTUXEHWA BbICOKMX
TEXHOMOrMI, — CPOCLLYIOCA C COBPEMEHHbI-
MW TEXHONOTMAMU HayKy, WU WCKYCCTBO,
unn Heuyto Tpetbe? W He npuBeayt nu
nofo6Hble OMbITbl K BbIXONAWMBaHUIO
€aMoro LLeHHOro — JINYHOCTU XyAO0XHUKa?
A TeM caMbIM - K YaCTUHHOMY pPa3MbIBaHIO
Cy6BEKTUBHOTO, PaspyLleHnio UHAUBUAY-
albHOrO, PaCTBOPEHMIO KPeaTUBHOTO B Tex-
HoKpaTnyeckomM? Wnu TexHonormuyeckume
MeToAbl, B TOM YuC/lie U HOBeilmne A0oCTu-
XeHVA B MesuLMHe, ONTUKe, XMMUK (HOBble
noauMepbl, HOBble MUIMEHTbL...) WK
MUKPO3/IeKTPOHUKe, ABATCA (yHAaMEHTOM
ANA peann3auun «CaMoCTU» Xy[0XKeCcTBeH-
HOW NINYHOCTM HOBOTO TMNa?
CTOKronbMcKas BbICTaBKa He TONIbKO
CTaBUT Cepbe3Hble BOMPOCHl, OHA TaKxe
AaeT BO3MOXHOCTb MO AOCTOMHCTBY OLje-
HUTb TanaHT WU BblyYKy COBPEMEHHbIX
XYAOKHUKOB, paboTaloLLyx B pycne peanu-
CTUYECKMX TPasULMIA 1 CO3[aK0WMUX Yan-
BUTeJIbHbIE N0 CBOEMY MacTepCTBY U Bblpa-
3uTeNbHOCTV npousseseHus. Mpumepom
MOXeT CNYXWUTb YXe yNoMWHaBluaAcA
CKyNbMTypa maTpuapxa (XoTA MOXHO Has-
BaTb ee 1 MaTpyvapxoM) MUPOBOrO MCKYC-
ctBa Jlynsbl Bypxya, paboTbl coBpemeH-
HbIX CKaHAWHABCKMX XYAOXHWMKoB. Ecnu
OHWN BbINOJIHEHbI B BeKaMW MWCMbITaHHOM

Mep BU3EH

Bonyok. 1998
CKy/nbNTypa U3 BOCKa 1
BoJoC

Per WIZEN

Spinning Top. 1998
Sculpture in wax and
hair

OP/IAH

Onbm
camoaubpuduzayuu
2001

ORLAN
Self-Hybridation
2001

Beprap BA3UJ1b
«KuBas» KapTuHa.
1993

Llentp Xopxa Momnuay

Bernard BAZILLE
“Live” picture. 1993

Centre Georges Pompidou

TEXHWKeE, TO YTO Ke, OHW He aKTyaNbHbl?
lpaBo, TpyaHO B 3TO NOBEpUTD.

Ho pa3Be MoxHo cobpaTb NoA Kpbl-
Wwer OAHOrO-eAUHCTBEHHOIO CTOKIO/bM-

CKOro My3es BCe TO, 4TO MyCTb peanncTuy-
HO, NYCTb WCKaXXeHHO n3obpaxaeTr yeno-
BeYecKoe Teso U 0CTOMHO ObITb BbICTaB-
NleHHbIM: MacTepoBWTOe, TanaHTIuUBOE,
BpeMeHaMu - KTO 3HaeT - BeJINKOe 1 reHu-
anbHoe? [pu oTtcyTcTBUM BpemeHHéﬁ
ANCTaHUMM «cOMBalOTCA» OPUEHTUPLI U
«ByKCyloT» KpuTepuu, a MaclwTtab craHo-
BUTCH, YBbI, NOYTW HEPA3INYUMBIM...

MoToMy BbIBOZ, TaKOB: KaXKAOMY 3pu-
TeNl0 cnepyeT [OBepATb COBGCTBEHHOMY
XYA0XKeCTBEHHOMY BKyCYy U yMeTb BUAETb
B COBPEMEHHOM Henpexopasllee. IKCnosu-
ums «Teno. ickyccTBo U HayKa» He 3aKpbl-
BaeTCA, HA060POT, OHa BbIXOAWT 3a CTeHbI
my3es B Ctokronbme. CBoeo6pasHoe npo-
JomxeHe ee - B noboit ranepee cospe-
MEHHOr0 MCKyCcCTBa BO BCEX ropojax U
CTpaHax, rAe HaAeTCA COOTBETCTBYIOLLAA
daKTypa, MOMHOXEHHaA Ha TalaHT K
OKpalleHHan CBEeXWM 3CTeTUYECKUM YyB-
ctBoM. [of06HOMY NoaxoAy K Teme «Teno.
McKyceTBo 1 HayKa» yuuT, XOTb U HeAB-
HbIM 006pa3oM, CTOKrofbMCKas BbICTaBKa.
970 TOT cayyait, Koraa HesiBHOe 0byyeHne
3t dexTBHee N1060BOrO.
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