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AHHa UnbuHa

BepHocTb Teme.
O nanekom mn 6IM3KOM

TBOPYECTBO KAX/OMO HACTOSLLETO XYAOMHWKA, HE3aBUCKMO OT
ouULManbHOro NpU3HaHWUA W NONYNSPHOCTU, ABNAETCA YHU-
KanbHbIM BKNafoM B MUCTOpUIO UCKyccTBa. Cpean mactepos
KMBOMUCKU, CKYNbNTYPbl U rpaduKM, KOTOPbIX NPUYUCASIOT K

MOKONEHNIO

«ectTnaecCATHUKOBY,

Butanun HartaHoBuY

MeTpoB-Kamuyartckmii 3aHAN CBOE JOCTOMHOE MECTO.

yeHUK M.M.YepemHbixa, H.A.lNoHo-

mapesa u M.B.Motopuna cTan

nocnejoBaTe/ibHbIM MpojomKaTe-
neM TpaguuMA MOCKOBCKOWN LUKOAbI
cTaHkoBon rpadwmku. OH yHacnegoBan
OT CBOMX HACTaBHUKOB W MpeALIeCTBeH-
HWKOB TpeboBaTesibHOe OTHOLWIEHME K
cebe n cBoemy feny, npodeccroHanb-
HYIO KYNbTYpY.

BbictaBka npovsBeaeHuin Butanua
MetpoBa-KamuaTtckoro (1936-1993),
COCTOABLIAACA BeCHOW 3Toro roja B
3anax Pocculicko akagemum xypo-
XecTB, NpofieMOHCTpMpoOBana YAUBU-
Te/lbHOe MacTepcTBO aBTOpPa, WMPOTY ero
MUPOOLLYLIEHNA N POMAHTMYECKYIO 04a-
peHHOCTb TBOpYeCTBa.

Yenosek LUeneycTpeMieHHbIN, ¢u-
Nnoco(CKOro CcKnaja yma, yBNeYeHHbIN
HenojAenbHON, NepBO3JaHHOM Kpaco-
TO OKpyXalolero Hac Mupa, OH Obin
WUCKpPeHeH B CBOMX BOCTOprax nepej
HenpexoAAalwmMM Benvyuem [lpupogbl.
BnectAwmMn pucoBanblyMK, TOHKUN
KONOPUCT, HenoApaxaemblil Mar 4epHo-
6enoi 1 UBETHOW IMHOTPaBOPbI U NNTO-
rpadpun, Butannii lMetpos-Kamuatckuin
BHeCc B Hale n3obpasnTenbHOe UCKycC-
CcTBO co6CTBEHHOE MNOHMMaHWe 06pas-
HOW ApamaTypruv u ocobylo 3mouwuo-
HaJIbHYI0 MHTOHALMIO.

byayun nunyHoCTbIO, OZEepXUMOM
TBOPYECTBOM, CK/IOHHOIN K MOCTOAHHOMY
paclWMpeHnio XyA0XeCTBEHHOr0 Kpyro-
30pa, OH HeycTaHHO 3KCMepUMeHTUpO-
BaJl, COBEpPLIEHCTBYA Bblpa3nTeNbHble
CpefcTBa M TeXHWYecKue Mpuembl rpa-
(hMYecKoro M XMBOMWCHOrO fA3blKa B
CBOMX MPOV3BeEHUAX.

HeyToMUMBIA  nyTelleCcTBEHHUK,
cTpeMMBLUMIACA 3aneyatneTb B paboTax
HenoBTOpPMMble COCTOSAHWA MPUPOAbI,
HepackpbiTble gocene yAUBUTENbHblE
4yepTbl W3BECTHbIX MO NUTepaTypHbIM
MCTOYHMKaM, paccKasaMm Apy3ei yronKkos
POAHOW 3eMW, MacTep pacluMpA ropu-
30HTBI UCKyccTBa, o6pawasch, B
OyKBaNbHOM CMbICIe, K CaMblM AafbHUM
pybexam oTeuectsa. icTnHHO ero cTpa-

CTblO, BHYTPEHHe NoTpebHOCTbI0 AyLun
ctana Kamuatka. HaumHaa c nepBbix
NoesfloK Ha «Kpail 3eMn», XyAOXKHUK
HaCTO/IbKO NPOHMKCA 3MNYECKO No33u-
el 3TOro NoJslyoCTPOBa, XM3HbIO ero obu-
TaTeneid, abopureHoB - nofen npuser-
NINBbIX, FOCTENPUMMHBLIX WU He3aBUCU-
MbIX, YTO pelnn OTLOBCKYl (amunnio
cpenatb ABOWHON. Tak mosaBuioCb B
NCKyccTBe HoBoe wuMA - Butanuin
Metpos-Kamuatckuin.

OcHoBy aKageMunyecKow BbICTaBKU
TBOPYECKOro Hac/ieaus Mactepa cocra-
BWW NPOV3BeSEeHUSA, MPenMyLLeCTBEHHO
CO3/laHHble HenocpeACTBEHHO BO BpeMA
MHOFOYMCJ/IEHHbIX N0e3A0K Ha [anbHuii
BocTok u no BneyatneHMAM OT HUX.
JlnHorpasiopbl 1 nuTorpadun, pucyHKu
1 XKMUBOMUCHbIE paboTbl, KoTopble BblIn
npeacTaB/ieHbl B 3anax Ha lNpeyncTenke,
nepeAatoT B3BOJHOBaHHOE, pOMaHTMYe-
CKOe OLLYyLIEHWNE XYA0XKHMKOM GecKoHeu-
HOCTM BPEeMEHU 1 MpOCTpaHCTBa, Hepa-
CTOPXMMYIO, OPraHNYecKylo CBA3b Yeso-
BeKa W NpupoAbl. YBepeHHbI PUCYHOK,
KOMMO3MLMOHHAA LEeNbHOCTb, Oluylle-
HWe cBeTa U BO3jyxa, ocoboe BUAeHME
NpPOCTPaHCTBA, 3HAYMMOCTb OTAENbHbIX
AaeTanei, peanuin GbiTa KaMyajanos,
YYKOTCKUX XKWTenein onpeaensaoT nostu-
KY, POMaHTUYecKyl OKpacKy paboT
Butanua [lleTpoBa, BbIMOAHEHHbIX Ha
KamuaTtke n YykoTke. Heusrnagmmoe
BreyaTeHne Ha MacTepa Mpou3Benu
npefAaHnA W nereHabl, obblyan 3TWX
HapoAoB, C KOTOPbIMW OH CpPOAHWACH,
NMOHAB BCH HEMNOCPeACTBEHHOCTb U
AYXOBHYIO rMyO6uHY NX OTHOLLIEHWA K BeY-
HbIM LeHHOCTAM Mupo3gaHua. 06 3tom
NMOCTUXXEHUWN CBUAETENbCTBYIOT U XKMBO-
nucHas pabota «Mrpa kutos» (1975), n
nutorpadumn  «YyKoTCKUI pa3roBop»
(1983), «Coopbl B gopory» n «CeBepHbii
xneb» (obe - 1984), n Gonee paHHsAA,
BbinonHeHHas B 1972 ropy, - «[Mapoxog
¢ 6onblioin 3eMnun». ICKUMOCHI, YyKuW,
3BEHKU MOKOPUIN XYAOXKHWKA WCKpEH-
HOCTbIO M He3alWLLEeHHOCTbIO, OHU
cTanu Ans Hero 6paTbAMM K cecTpamuy,

Anpesb, no2ooa.
1972
Jintorpadusa
63x88

April, Weather.
1972
Lithograph

63 by 88 cm

CesepHbili xneb.
1984

LiseTHaa nutorpadusa
57x68

Northern Bread.
1984

Colour lithograph
57 by 68 cm

Eassen

NMOCKOJ/IbKY YACTOTA Y€JI0BEYECKUX OTHO-
WeHWU HUKoraa He Bbina 6bl OMpayeHo
AJIA HUX 3@BUCTbIO U ApYruMuy nary6Hbl-
MU 418 UMBUAU3ALMN NOCEACTBUAMMN.

[paduueckue cronTbl 1 oTAeNbHbIE
ANCTbl MacTepa BOCNPUHUMAlOTCA NO-
JOOHO MO3TMYECKUM caraM, OoTMeyeHbl
MeTadopuyHOCTbIO 00pa3HOro A3bliKa,
rapMoHVel 3eMHOTO U BO3BbILIEHHOTO.

MponssegeHna Butanua HartaHo-
Buya NerpoBa-KamuaTtcKoro, uneHa-Kop-
pecnoHieHTa AKageMuUM Xy[LOXKecTs,
npodgeccopa, B TeYeHUU NATU feT, C
1988 no 1993 rogbl, Bo3rnaBasABLLEro
KpacHoAapcKnii rocyfapcTBeHHbIV XyAO-
KECTBEHHbI WHCTUTYT, ABNAIOTCA He-
OTbEMJIEMOM YacTbi0 OTEYECTBEHHOrO
1300pa3nTeNbHOr0 UCKycCTBa, 0coboi
cTpaHuuei ero wctopuun. Hacnepue
3TOro 3aMeyaTeNnbHOro Mactepa cTano
OAHON M3 COCTaBAAKLWMX MacwTabHoM
BbICTAaBOYHOW MPOrpaMMbl, NMOCBALLEH-
Ho 250-neTnio 0CHOBaHWA YHUKaNbHO-
ro TBOpYecKoro yuypexzaenus - Poccuin-
CKOI aKafeMnn XyAoxecTB.
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Faithful to His Subject:
Far Away Yet Close

The creative achievement of any good artist, no matter if he
is officially praised and publicly known or not, is his unique
contribution to the history of art. Among painters, sculptors
and masters of graphic arts who are viewed as representing
the generation of the 1960s Vitaly Natanovich Petrov-Kam-
chatsky has his own, honourable, niche.

pupil of Mikhail Cheremnykh,
ANikoIai Ponomaryov and Mikhail

Motorin, he committed himself to
the traditions of the Moscow school of
easel graphics. From his teachers and
predecessors he inherited the rare qual-
ity of judging his own work from the
position of a strict perfectionist; he
inherited their professional culture.

The exhibition of works by Petrov-
Kamchatsky (1936-1993) that took
place in the Russian Academy of Arts
this spring well demonstrated his
remarkable skill, his wide perception of
life, and his talent as a romantic soul.

As a man of purpose, a philosopher,
delighted with the inimitable primeval
beauty of the surrounding world, Petrov-
Kamchatsky was sincere in his delight
praising the grandeur of nature. With
the brilliant skill of a master of drawing,
of an excellent colourist and, one may
say, of a magician of black-and-white as
well as of colour linocut and lithography
Petrov-Kamchatsky introduced in Russ-
ian art something of his own vision of
dramatic imagery and his specific emo-
tional intonation.

Genuinely dedicated to his work,
always developing his artistic potential,
the master would never stop experi-
menting, perfecting the imagery and
technique of his graphic and painterly
language.

A determined traveller who would
seek to picture every momentary
change in nature’s state, and to show
the wonderful, so far unknown - or only
from literature and naturalists’ narra-
tions - corners of his land, Petrov-Kam-
chatsky broadened the horizons of
Russian art, picturing literally the terra
firma of his homeland. Kamchatka
became the object of his true affection,
of his creative urge. Starting from his
first voyages to that far-away area the
artist was so much imbued with the epic
poesy of the peninsula, the way its
native inhabitants lived, their friendli-

ness, hospitability and individuality of
character, that the artist decided to add
a second name to his surname and
became known as the artist Vitaly
Petrov-Kamchatsky.

His exhibition in the Academy of
Arts was made up mainly of works
resulting from his numerous expeditions
to the Far East, created either in Kam-
chatka or on his return home. The
linocuts and lithographs, drawings and
paintings exhibited in the rooms of the
Academy on Prechistinka Street in
Moscow convey the excitement and
romantic feeling of an artist who sings a
hymn to the infinity of time and space, to
the organic marriage of man and nature.
It is his assured lines, integral composi-
tion, sense of light and air, his vast vision
of space and the importance he attach-
es to small details, the “realia” of every-
day life of the inhabitants of Kamchatka
and Chukotka that creates the poetic
intonation of Vitaly Petrov's works from
the Far East.

The artists came to like the local
people, with whom he made friends and
felt at home. He was greatly impressed by
their legends and customs which, as he
realized, were fo convey the spiritual inti-
macy of their relations with the eternal
values of this world. Petrov-Kamchatsky
tried to bring this realization into his
paintings and graphic works like “Whales
Playing” (1975), “Chukchi Having a Talk”
(1983), “Starting Out for a Journey” and
“Northern Bread” (both 1984), and “A
Boat from the Mainland” (1972).

The local people - the Eskimos,
Chukchi, Tungus - won the heart of the
artist by being as frank as the day and as
naive as children. They became his
brothers and sisters, because for them it
would be unthinkable to cast a shadow
on the sincerity of relations with each
other by such evils of civilization as
envy, for instance.

Petrov-Kamchatsky's graphic suites
and separate sheets look like Northern
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Yykomckuli pasaosop.
1983

LisetHan nutorpadus
42x53

Chukchi Having a Talk.
1972

Colour lithograph

42 by 53 cm

Wepa kumos.
1975

Opranut, macno
90x70

Whales Playing.
1975

0Oil on hardboard
90 by 70 cm

sagas which, though narrated in a lan-
guage starred with metaphors, follow
the harmony of the earthly and the
heavenly.

Vitaly Petrov-Kamchatsky was an
Associate Member of the Academy of
Arts, and Professor and Warden of the
Krasnoyarsk State Institute of Arts
(1988-1993). The works of the master
have become part of Russian artistic
heritage, a remarkable page in the his-
tory of Russian art. His solo exhibition
was well timed to be part of the large-
scale campaign to celebrate the 250th
anniversary of the Russian Academy of
Arts.
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Cepreit Opnos

Bec U HeBeCOMOCTb —
Kateropuu usnyeckme

Bec n HeBecoMoCTb — KaTeropuu cmsmyeckune, oHN e n punocodckme. Bee
HenoAbeMHble M BCe Hauneryanwme npeametbl UMEKT CBOK APKO Bblpa-
XeHHyto hunocoduto. LLitaHra, rupa n Katok-acanbroyknaaymk — Llesapu u
ABryctol «Mimnepumn Beca». B cot3e ¢ Hen — «imnepus HEeBeCOMOCTU».
3necb CBOM repoun: ByMaXHbIi CAMONETUK, ByMaHbIN KOpabnuk, ny3sipu B
6oKane WamnaHCKoro 1 NeTALWNA B NNLO TONOAUHbIA MyX.

Kynbntopa Mwuxauna [lpoHoBa
Cysnekna ¢dunocodpua Beca. Vpen

HbloToHa oH pas3BuBaeT B cdepe
nnactukn. OH npeacTaBun KaToK-
acdanbToyKnaguMK Kak camylo coBep-
LIEHHYI0 MalUWHY TOTajbHOMO BblpaBHU-
BaHUA W CrNaXXMBaHUA LLepOXoBaToCTen
(«Jlyqwan mawwuxa», 2003). Katok - 6nu-
Xanlwunii poACTBEHHUK KaHLEeNApCKoro
npecc-nanbe 1 KHomKu. C NoMoLLbio 3TMX
(heHOMeHaNbHbIX NpeMeToB BCE JOMKHO
6bITb HAaBEYHO MPUKPENIeHO K CBOeMy
pa3 v HaBceraa yCTaHOBMEHHOMY MECTY.
JlvKTtaTypa Beca, BblpaXeHHasA B CKyJb-
NTYPHOM NpeAMeTe - 3TO U ecTb BblCOKanA
XyAoxecTBeHHana ¢unocopual B Hepas-
Hem npolwnom Knac OnbaeHbypr npeacta-
BWJ1 TUNOBOW, CTaHAAPTHbLIN NpeaMeT Kak
BE/INYECTBEHHbIN apXUTEKTYPHbIA MOHY-
MeHT B TrpaHAMO3HOM TMPOCTPaHCTBE
(MeTannnyeckunin 6oNT, HOXHWLbI, MpU-
wenka ans 6enbs). bnarogaps Boobpaxa-
emMoMy MacwTaby TMMOBOM NpeAMeT cTan
CUMBONIMYECKUM CBepX0ObeKToM. IToT
CBOEro poja MOHyMeHTaJIbHbIN runeppe-
anu3M  Mo-CBOEMY  MHTeprnpeTupyert
Mwuxann JpoHos. OrpomHasa cTranbHan
KHOMKa NpeBpaLiaeTcs B 06beKT ¢ ABYMSA
CYLWHOCTAMU: OAHOBPEMEHHO U aTpubyT
«BONbLWON KaHuenapuwu», u Mofjenb
ANCKOOOPa3HOro «KOCMMUYECKOro Tenay.
Kaxercs, Boga — He4YTO BEYHO M3MeHYUn-
BOe, Mpo3payHoe u Heynosmmoe. Ho Beap
N OHa MMeeT CBOM CTPOro UCHUCIVMbIE
napameTtpbl - Bec, 06beM, XMMUYECKYIO
dopmyny. lpoHoB npeacTaBun «pusmye-
CKylo (unocoduio» BoAbl B yBECUCTOM
GpoH30BOM Kybe, Ha3BaHHOM «1 KM® H,0»
(2005). BHywwuTtenbHoe 3penuwie! Bepo-
ATHO, TaK BbIMAAENMN «OKaMeHeBLIWe»
Boabl KpacHoro mops, koraa Mowcert Ben
no Hemy Hapog. [laxxe ®apaoH co Bcem
CBOWM BOWCKOM He CMOXeT BbIMUTb BeCb
3T0T 06bEeM BOAbI A0 Kanau.

MpeactaBuB «camoe TAXenoe»,
JlpoHOoB BoOAyLIeBAsETCA «caMblM Jer-
kum», OH BocCnpousBoauT B GpoH3e
O6yMaxHbIn camoneTnk («AsaponnaH»,
2001) n 6ymaxHblin Kopabnuk («Kopa-

Banenku. 2001
BpoHsa
23%x29x32

Valenki

(Winter felt boots). 2001
Bronze

23 by 29 by 32 cm

6nuk», 2000), nepeaaet Bce dakTypHble,
TaKTWU/bHble KayecTBa Oymaru u gaxe ee
uset! OH obpaliaerca K CTUXUU TKaHW,
HO He MpULLENNEHHON W NPUKHOM/EH-
Hoi, a cBobogHo obGneratowen Tena,
(opMbl M NPOCTPaHCTBO. Hepruio cKna-

JIOK onpefenAlT 3Heprua Tena U Hpas
nepemeHumBblin BeTpa. CKnagku nerkom

HUCnagatlLLler TKaHU 1 ecTb UL U Npo-
¢unb Betpa. B Komnosununm «Beuep B
BusanTtun I» (2000) xyaoxHUK «nopTpe-
Tupyet BeTep CpeanseMHOMOpbS, BeTep
xpuctnaHckoro CpeaHeBeKOBbs, BeTep
packpenoleHnsa ayxa... B 1998 rogy Bos-
HMKaeT UMK paboT noj obwmm Ha3BaHwW-
eMm «[locneaHun pgeHb [lomnew».
MrHoBeHME >KW3HU OCTAHOBJIEHO WU
BOMJIOLLEHO B COBepLUEHHOM (hopMe XKeH-
CKoro Topca. XyAoXXHUK n3bupaet nosnyio
tdopmy. Opexpaa, cknagyaTas TKaHb, HeBe-
coman o6onoyKka BO3HWMKAIOT KaK MeTa-
¢dopbl nerkoro Tena.

Crunuctnka [lpoHoBa He nvweHa
agonoumn. B komnosmumax 1980-x
rofoB npeo6sajaloT AOKYMeHTanbHOCTb
cloXeTa M npeaMeTHbIX Aetanen. Yacto
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XYAOXHWUK U36UpaeT nepcoHaxu, CUIok
06CTOATENbCTB BBEPrHyTble B 3KCTpe-
ManbHyl cuTyauuio, nogen, 3abbiTbix
6oroMm n obwectsoM. «CakcodoHucm™
(1987) B ywaHKe, BaTHUKe U BaneHKax
3apabaTtbiBaeT Ha XW3Hb Ha ynuue. OH
oborifeH GopTYHON, HO UHCTPYMEHT CBA-
LLleHeH AJ1A Hero, KaK penuKBUus.

Pa6otbl 1980-x rogoB MoxHo pac-
cMaTpuBaTb KaK CBOEro poja «nepe-
LBVDKHUYECKNIY rneppeanvsm Cloxera.
ABTop GanaHcupyeT Ha rpaHu Hasupa-
TeNbHOCTU U rPycTHON MpoHun. OH nso-
6pakaeT NOXKUNOro MY>KYMHY B U3HOLLEH-
HOW ofexae v cTapbix GalwMakax, Moto-
wero non («feHepan-maiiop Knaspauii
Anekcangposuy KomapoBckuii-dwan-
nap Ae BbuoHKyp, KoMaHanp nenb6-reap-
v YnaHckoro Ero Bennuyectsa nonka B
otctaBke» (1985).

[poHoBa 3aHuMaeT «dunoco-
(hCKU» BOMpOC - B YEM CEKPET Ntofei «C
nMeHem»? Kakvum 06pa3oMm «umMs» BO3HU-
KaeT 13 TeHn 6e3BecTHoCTM? be3 noxHo-
ro nacdoca, NoyTV NpusemneHHo nsobpa-
eH «OnHwWTenH» (1984). OH BHelwHe
HMYEM He OT/NIMYAeTCA OT COTEH ThbICAY
MYXKYMH B CTAHAAPTHOM JJIHHOM NankTo
M HafBMHYTOM Ha Nob wWnAne-KoTesKe.
lNepcoHax «cKpbiBaeTca» 3a Kamydnu-
pyloLLen TUNOBOI OAEXA0MN.

[lpyrovi BapuvaHT MHCLEHNPOBKMN —
rpynnosou noptper  «Myapeub»
(1989). XynoxHUK n3obpaxkaeT cBOUX
npy3eit B 0067MKe aHTUYHBIX U BOCTOY-
HbIX MYyApeLoB.

PobuH Iyd. 1996
BpoHsa
75x32x32

Robin Hood. 1996
Bronze
75 by 32 by 32 cm

KHonka. 2002
Cranb
24x33x33

Thumbtack. 2002
Steel
24 by 33 by 33 cm
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B komnosuumn «lpoccmeiictep»
(1988) aBTop npeacTtaBnser cebs, cuas-
MM Ha TpoHe. BbicoKas cnvHKa ¢ MoHO-
rpammon «[l. M» ([lpoHos Muxawnn) yseH-
YyaHa TpeyrosnibHoM wnAnon Hanoneowa.
MepcoHax «npumepser cebsa K TPOHY
WCTOPWUW, Ha €ro KONEeHAX paccbinaHbl
CMeTeHHble C UTrpafbHOI AOCKM Liaxmar-
Hble ¢Gurypbi.

XyAOXHWKa MHTepecyeT apxetun
KOpONA, CHOXMBLUMIACA B CKasKax U
¢donbknope. B npeacraBneHun macc,
KOpOJib, KaK W Mpe3unieHT, AOMKeH ObiTb
MOJSIOAbIM, 3HEPTUMYHbIM, YAAYIUBBIM 1
yBepeHHbIM B cebe. [l. (oH e [poHOB)
n306pasun «HeTUNUYHbIX» «IpycTHOrO
kopona» (1987) n «Craporo Kopons»
(1995). 3TM nNMWeHHble penpeseHTaTUB-
HOCTW MepcoHaxu-punocodbl npescra-
BNAIOT «KOPONIEBCKYID CYLHOCTbY B
(hONbKNOPHOM MpenoMaeHUN.

B koHue 1980-x - 1990-e roab! M.
CO3/aeT JIerko y3HaBaeMblil aBTOPCKUN
CTWNb, MPUAYMbIBAeT CBOW, Napannienb-
HbI1 peasibHOMY, UrpoBoi Mup. BosHuka-
€T Lenbli NapoAVHbIA NaHTeOoH, aHano-
TMYHBIA XYAOXECTBEHHbIM BbIMbICAaM
TBOPLIOB NMOCTMOAEPHM3MA.

XYAOKHUK MMUTUPYET KynbTOBble
cTatyaTku - «PobuH lya» (1996), «OxoT-
Huk» (1997), co3paer daHTacTnyeckme
aHTponoMopdHble cyLiecTBa, CJ0BHO
ABMBLUMECA U3 MUpa AyxoB, - «HouyHble
roctu» (1987).

MepcoHaxun un3 Boobpaxaemoro
MUpa HazensaTcA HeobblYHbIM 0BINKOM.
Y «Yenoseka goxas» (1992) «anaroHanb-
Ho-KanenbHaaA» cTpykTypa Tena. [poce-
Kalolme ero Teso Kocble NMHUK, 0b6pasy-
0T CTWIbHBIA  rpau4ecKnii pUCYHOK.
«Mapomwuk» (1989), nepenpasnaowmin
Lylwn Yepe3 MepTBble BOAbl, HajeNeH
ABYMA JMLaMu, TpemA rnasamun 1 AByMA

ManeHbKMMM BecnaMu. Y HbIpsAbLLMKa Ha
CMWHe BbIpacTaeT MAaBHWUK AenbduHa -
«Yemnuon» (1996). MasHaa dwurypa
BOOOpaXaeMoro naHTeoHa - Noan-61mns-
Heupbl. Camaa pasukanbHasa metamopgo-
3a - cpactaHue AByx u Gonee ¢uryp B
€AVHOe, KONNEKTMBHOE» MHOrOrofoBoe
Teno - «OcbmuHoM (1994).

Bbictynas B ponu cueHapucta, [.
CO3/laeT aBTOPCKUIN YHUBEPCYM, B KOTO-
pbli cBOGOAHO BXOAAT repou Knaccuye-
cknx mugos. MNpy 3ToM oHK NpeTepnesa-
10T NapoauniiHyto TpaHcdopmaumio. «Ono-
thepH» (1994) 13 rpo3Horo 6ubnenckoro
BOVTeNA NpeBpaLlaeTcs B MeYTaTe/lbHOro
cosepuatena 3sesgHoro Heba. B «Tpex
rpauusax» (1995) durypbl coBmewatotes
B ofHy, obpa3ys Bu3yanbHblii pebyc B
Ayxe Urposbix Komnosuumun Mayna Knee
n XyaHa Mupo.
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Weight and Weightlessness —

Physical Categories

Weight and weightlessness are physical — and
also philosophical — categories. All the heavi-
est and lightest things have their pronounced
philosophy. Weights and a road roller are the
Caesar and Augustus of the “Empire of
Weight”. Allied to it is the “Empire of Impon-
derability”, the heroes of which are paper
aeroplanes and boats, champagne bubbles
and fluff from poplars flying into your face.

he sculptor Mikhail Dronov, fascinat- « Beuep & Busarnmuu II.

I ed by the philosophy of weight, devel-
ops Newton's ideas in the sphere of

plastic arts. He represents the asphalt
roller as an ideal machine for the total lev-
elling and smoothing of roughness (“The
Best Machine”, 2003); the road roller is the
closest relative of office paperweights and
drawing-pins. These phenomenal articles
are used for attaching every single thing
unalterably and forever to its place. The
dictatorship of weight, expressed in a
sculptural item - that is high artistic phi-
losophy! Not long ago Claas Oldenburg
represented a common, standard thing as a
majestic architectural monument in a vast
space (mefal bolt, scissors, clothes-peq):
thanks to the imaginary scale, something
ordinary has become super-symbolic.

This kind of monumental hyperrealism
is interpreted by Mikhail Dronov in his own
way. His immense steel drawing-pin becomes
a subject with two essences - at the same
fime a “big office” item and a model of a dis-
coid “space body”. We think of water as being
eternally changeable, fransparent and elu-
sive. But it also has its strict countable param-
eters - weight, volume and a chemical formu-
la. Dronov represents water’s “physical philos-
ophy” in a weighty bronze cube named
«1 km® H,0» (2005). A cubic kilometre of
water collected (or rather cast) in this cube is
an inspiring sight. The “petrified” waters of the
Red Sea must have looked like this when
Moses was crossing it with his people. The
whole of Pharaoh’s army could not have
drunk a cubic kilometre of water to the dregs!

Having represented “the heaviest”,
Dronov is also inspired by “the lightest”. He
sculpts in bronze a paper aeroplane (“The
Aeroplane”, 2001) and a paper boat (“The
Little Boat”, 2000), reproducing all paper’s
factile and texture qualities and even its
colour! He appeals to “the element of fabric”

2000
BpoH3a, kameHb
60x60x40

Evening in Byzantium II.
2000

Bronze, stone

34 by 24 by 24 cm

Csamoti [Temp. 2001
BpoH3a, KameHb
34x24x24

St. Peter. 2001
Bronze, stone
34 by 24 by 24 cm

- not grafted or pinned but freely enveloping
bodies, shapes and space. The energy of
folds is defined by the body's energy and
wind’s changeable mood. The folds of a light
flowing fabric are the face and profile of the
wind. In the composition “Evening in Byzan-
fium I (2000) the artist makes a “portrait” of
the wind of the Mediterranean, the wind of
the Christian Middle Ages, the wind of spiri-
tual liberation... In 1998 there appears a
cycle of works named “The Last Day of Pom-
peii”. A moment of life is stopped and embod-
ied in a female torso’s perfect shape. The
artist opts for a hollow form, and the clothes,
the folded fabric, and the weightless cover
appear as metaphors of a light body.

Dronov's stylistics has shown elements
of evolution. In his compositions from the
1980s, priority is given to the documentary
nature of the plot and physical details. The
artist often selects characters driven by cir-
cumstance into extreme conditions, forgot-
ten by God and society. “The Saxophonist”
(1987), in village winter clothes, earns his
living on the street. Fortune has turned away
from him but his musical instrument is as
sacred for him as a relic.

Such works of the 1980s can be con-
sidered as a kind of hyperrealism of plot that
was peculiar to the “Peredvizhniki” (Wander-
ers) movement. The artist balances on the
boundary between moral teaching and sad
irony, as he represents an elderly man in
worn-out clothes and old shoes, working as a
cleaner (“Major-general Klavdij Alexan-
drovich Komarovskij-Eshappar de Bion-
court, Commanding Officer in the Emperor's
Own Uhlan Life-Guards, Retired”, 1985).

Dronov is preoccupied with a “philo-
sophical” question - what is the secret of
people “with a name™? How does a “name”
appear from obscurity? “Einstein” (1984) is
represented without any false pathos - quite
ordinarily. He looks like hundreds of thou-
sands of men in their standard long coats
and bowler hats pulled over their eyes. The
character is “hiding” behind his common
camouflage clothes.

Another variant of the artist's “staging”
is the group portrait “Wise Men” (1989),
where he represented his friends as classical
and oriental sages.

In the composition “The Grossmeister”
(1988) the artist sculpted himself on a
throne. Its high back with the monogram
“D.M." (Mikhail Dronov) is crowned with
Napoleon's cocked hat. The character “tries
on” the historical throne, as chess-men
swept off the board lie scattered on his lap.

The artist’s interest is the king's arche-
type as it appears in fairy tales and folklore.
According to the idea of the general public, a
king - like a president - should be young,
energetic, successful and self-assured.
Dronov created his “atypical” “The Sad King”
(1987) and “The Old King” (1995). These
character-philosophers, deprived of repre-
sentative features, are an image of the
“king's essence” seen through the prism of
folklore.

At the end of the 1980s and in the
1990s Dronov sets up his easily recogniza-
ble artistic style, inventing his own game
world, one existing in parallel fo the real one.
There emerges a whole parody of a pan-
theon, similar fo the artistic fantasies of the
postmodernists.

The artist imitates the cult statuettes of
ancient inhabitants of the Earth - “Robin
Hood” (1996), “The Hunter” (1997) - and
creates imaginary anthropomorphical
beings which seem to have come from the
world of the spirits, as in “Night Guests”
(1987).

The characters from this imaginary
world are given an unusual appearance.
“The Rain Man” (1992) has a “diagonal-
dropping” body structure, with oblique lines
crossing his body, forming a stylish graphic
pattern. “The Ferryman” (1989), taking souls
across the dead waters, has two faces, three
eyes and two small oars, while a diver (“The
Champion”, 1996) has a dolphin’s fin grow-
ing on his back. The main figure of this imag-
inary pantheon is twins. The most radical
metamorphosis is the accretion of two and
more figures into one “collective” multi-
headed body of “The Octopus” (1994).

Playing the role of script-writer,
Dronov creates an authorial universe into
which the heroes of classical myths are free
fo enter. At the same time they undergo a
parody of transformation. From a terrible
biblical warrior, “Holofernes” (1994) turns
into a dreamy contemplator of the starry sky.
In “Three Graces” (1995) three figures coa-
lesce into one, forming a visual rebus in the
manner of the polyphonic compositions of
Paul Klee and Joan Miro.
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