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Tom bupuenog

Jxopko Mopanau:
MacTep TUIINHBI

BricTaBka BbIJAIOWIErOCS WUTANBIHCKOro XyjoxkHMka XX Beka [Ixopaxko Mopanau
(1890—1964), npoxopmBiasi ocerbo 2008 rofa B Mysee MeTponomuren B Heo-Vopke, nvena
OTrPOMHBIN ycreX. DTa IKCHO3ULKS CTAJIa CaMOM MacIITaOHOIN Ha CErOfHSILLIHWIA IEHb PETPOCTIEK-
TBO¥ TBOpYecTBa Mopannu B CeBepHoii Amepuke. Tenepsb €il NpeicTOUT BO3BpALEHNE B HEM-
HOI'O U3MEHEHHOM (pOpMaTe Ha POJIMHY MacTepa, B bonoHsbto, 17151 nokasza B My3ee coBpeMeHHO-
ro uckycctBa (Museo d’Arte Moderna) naunnas ¢ 22 suapsi 2009 roga. iMmenHo B bosnonbe
Mopanju npoBest 60JIbIIYI0 YaCTh CBOE KU3HM, M TaM Ha UEHTPAILHON MIOIIAM FOPOJia HAXO0-
JATCSI €0 MEMOPHUAJIbHBIN MY3€ii.

€CMOTpSI Ha TO, YTO TIOCJIEe CMEpPTH

JIxxopmxko MopaHau ero paboTbl
B EBporie n1eMOHCTpUpPOBAJIUCH BechbMma
IUPOKO, B AMEpUKE XYIAOXHUK OBLT
TpescTaBIeH HaMHOTO cCKpomHee. Hema-
Jast 3acayra B ToM, uto Heio-Mopk cmor
YBUAETb BKCIO3ULIMI0 B MeTpOonoJnuTeH,
MPUHAMJIEKNAT HEJAaBHO YIIeIlIeMy Ha
neHcuio nupektopy Pwmmnme ne MoH-
Tebesu10, KOoTophblii 6oiee 30 et sBIsICS
rapaHTOM BEPHOCTU My3esl BBICOKUM
XyI0XKEeCTBEHHBIM TTPUHIIUTIAM.

«[TogoOHO XKMBOMUCHBIM paboTam
JI>xxopaxo MopaHau, HEOOJbIIUM IO
pa3Mepy U NIyObOKO JTMYHBIM 110 COepKa-
HUIO, WX aBTOPY OBLIM UYXKIBI CAMOBOC-
XBaJIeHUE U MPEBO3HECEHUE CBOEro Mc-
KYCCTBa, CTOJIb XapaKTepHbIE IS OOJIb-
IIWHCTBA BBIZAIOIIMXCSI MacTepoB XX
Beka. MopaHau CBOMCTBEHHBI CITOKOM-
CTBME, MHOTIA Jaxe HEKOTOopash OTYyXK-
JIIEHHOCTh M co3epuaTeJbHOCTh. OH ObLT
MOTPykeH B COOCTBEHHOE TBOPYECTBO,
€ro He BOJIHOBAaJIM OBICTPO CMEHSBILME
JIPYT Ipyra MOAHBIE TCHACHIIUY, — TTUIIICT
e MoHTeOesu10 B NpeaucIoBUM K KaTa-
JIOTY BBICTaBKM XYAOXHMKa. — HakoHen
MPUIILIO BpeMsl 0oJjiee IMPOKOTO MPU3-
HaHMS TBOpYecTBa MopaHau, JOCTOMHO-
ro 3aHSITh 3aC/Iy>KEHHOE MECTO B PSIy
JIYYIIUX TIpelcTaBUTEIeii COBPEMEHHOIO
HMCKYCCTBa».

IToka3 B MeTponojureH coBnai mno
MEHbIIE Mepe ¢ TpeMsl APYTMMM HbIO-
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Giorgio Morandi:

A Master of Stillness

The great Italian artist of the 20th century Giorgio Morandi (1890-1964) received major renown
in New York in Autumn 2008, with a landmark exhibition at the Metropolitan Museum of Art,
accompanied by a range of other shows at other galleries in the city. The largest retrospective in
North America for the artist to date, it will move back, in a slightly adjusted format, to the artist’s
hometown, Bologna, to be displayed at that city’s Museo d’ Arte Moderna from January 22. It was
in Bologna that the artist spent the greater part of his life, and where a museum dedicated to his
memory occupies an honoured place in one of the city’s central town square buildings.

hough widely enough exhibited in
Europe since his death in 1964, Gior-
gio Morandi’s work has been much less
known in America, and it must be in no
small part thanks to the dedication of the
retiring director of the Metropolitan muse-
um Philippe de Montebello, who over 30
years has ensured the artistic integrity of
that institution, that New York was able to
see the exhibition.
“Like his paintings, small in scale and
intimate in content, Morandi never fitted
into the declamatory, self-aggrandizing

mode of the most prominent 20th century
masters. He was a quiet, almost reclusive,
and deeply thoughtful man, content to
explore his own artistic preoccupations
without concern for the expectations of the
fast-paced world of artistic fashion,” de
Montebello wrote in a catalogue essay.
“The time is ripe for a vaster appreciation
of Morandi’s rightful place in the canon of
modern art.”

The Met show coincided with no less
than three other New York exhibitions —
a survey of works on paper at the Istituto
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Italiano de Cultura curated by Rinato
Miracco, who was responsible with Maria
Cristina Bandera for the Met exhibition; a
show of his etchings at Pace Gallery; and a
small monographic show at Lucas Schoor-
mans Gallery. Another significant exhibi-
tion is planned for early 2009 at Washing-
ton’s Phillips Collection.

It is a remarkable, and much-
deserved, exposure for an artist who
famously spent almost all his life in and
around his native Bologna; he only traveled
abroad twice towards the end of his life, and
never visited Paris, even though the work of
French artists, especially Cezanne, was
clearly highly influential for him, as were
the traditions of the Italian Renaissance
masters.

There is a remarkable tranquility, even
introspection to much of the artist’s work.
The best insight into the Met exhibition
that I have found comes in the words of
writer and critic Nancy Yousef. “Hung in a
modern underground octagonal space, it
was a tunnel-like circuit that was actually
rather appropriate for appreciating both the
variation and the obsessive iterations of the
work. | was struck by the early paintings,
which were very minimalist — early Picasso
in form but unmistakably inflected with the
style and spirit of the quotidian details
found in Renaissance Italian fresco paint-
ing,” Yousef wrote. “Certainly the chro-
matic scheme — brown, beige, gray, occa-
sional rust and orange — which he sticks to
for decades is reminiscent of fresco. All the
paintings are small scale and most belong to

series — the same jars, pitchers, bottles fig-
uring in different arrangements. The mid-
late works were especially effective in the art
of (non) repetition. I know that he is exper-
imenting with light and volume and shadow
in these series, but the effect of seeing them
together for me was more of a hovering
vision... how things appear if you turn away
for a moment and turn back, blink, return
in a different mood. And yet the consisten-
cy was astonishing in spite of the variation.
I fell into a very peaceful meditative state
looking at these paintings. They were utter-
ly accessible, absolutely abstract, and
poignantly tangible. There was no narrative,
just a series of fully realized moments
reduced to warm tonalities in two dimen-
sional forms that one might, or might not,
coax into three dimensionality. The paint-
ings were so pure in a 20th century way, but
also intimate. The intelligence of Picasso

Hamiopmopm. 1943
Xorict, Macio. 25 x 30

YacTHasi KOJUIEK IS

Natura Morta
(Still Life). 1943
Oil on canvas
25 x 30 cm

Private collection

and Cezanne, the sensuality and reflective-
ness of Rothko... impersonality, but no
coldness.”

Morandi’s hometown of Bologna
played a crucial role in his life, and
the great majority of his works were created
in the studio he had in the family house on
Via Fondazza (he lived there with his three
sisters for the greater part of his life), with
views of a courtyard. Morandi found the
city “more beautiful” than Florence,
though admitting that Florence had more
important works of art. He studied at the
city’s Academy of Fine Arts from 1907,
moving away from the academic traditions
that still dominated there at the beginning
of the 20th century; he returned to the
Academy as a professor of etching in 1930,
working there until retirement in 1956.

The artist’s studio, a distinctive and
sparse space with the range of objects — bot-
tles, pitchers, vases, shells and books — that
feature in his still-lifes, has been reassem-
bled at the museum dedicated to his art,
which since 1993 has occupied space on
Bologna’s Palazzo d’Accursio. (Just as the
no less evocative studio of Russian artist
Dmitry Krasnopevtsev, to whom reference
is made at the end of his article, has been
restored in Moscow’s Museum of Private
Collections). A propos, the opening of the
Metropolitan exhibition in Bologna in Jan-
uary will coincide with the opening of the
Casa da Morandi, located in the Via Fon-
dazza house, as a collection of books, doc-
uments and other research material devoted
to the artist.

In summers and during the years of
World War II he would retreat to the moun-
tain village of Grizzana, where the majority
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of his landscapes were painted. But to
depict Morandi — as has sometimes been
done as a critical reaction — as an insular
artist who remained firmly within his
accustomed and insular space would be
wrong. Although he travelled abroad only
twice at the end of his life, his knowledge of
contemporary artistic trends, particularly
from France, was considerable, sometimes
gleaned from black and white photographs
printed in the leading Italian art magazines
of his day.

The Venice Biennale also proved a
crucial point of reference: Morandi’s first
visit there in 1910 allowed him to see rooms
devoted to Renoir and Courbet, while ten
years later he saw the work of Cezanne,
arguably the most important (loose) influ-
ence on the artist, with whose work he was
well acquainted well before 1920. Morandi
himself exhibited at the Biennale from 1928
onwards, winning the first prize there in
1948.

Rome was another destination, and
he participated in group shows from 1914
onwards, first in the Esposizione Libera
Futurista in that year, when he was associ-
ated with that movement; he met Umber-
to Boccioni and Carlo Carra in1913, and
later trips to Rome, as well as to Milan
which was then the major gallery centre in
Italy, brought him contact with Giorgio de
Chirico. In his work of the late 1910s, the
style of Futurism influenced Morandi,
although in a highly individual style that is
distinctly his own, and later moved on to
what has been termed his “metaphysical
painting”.

The question of influence seems an
important one, for an artist whose works
seem simultaneously timeless and clearly in
the European artistic tradition (the Metro-
politan exhibition also draws attention to
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lesser-appreciated references to classical
Oriental art). Its curators term Morandi as
the last representative of figurative painting
but also “the poet of its crisis”.

He studied the Italian renaissance tra-
dition in great depth. In an autobiographi-
cal essay of 1928 (published in the Fascist
magazine “L’Assolto”, and because of that
background somewhat avoided by schol-
ars), he wrote: “Among the ancient
painters, the Tuscans are those that most
interest me — Giotto and Masaccio above
all. As for their modern contemporaries,
I regard Corot, Courbet, Fattori, and
Cezanne as the most legitimate heirs to the
glorious Italian tradition.” He also cited on
other occasions the influence of Ucello, but
strangely did not acknowledge Piero della
Francesca directly in that essay — a point
that the scholar Neville Rowley in a cata-
logue essay attributes to the fact that
Morandi was so intricately involved with
Piero’s work that reference became almost
unnecessary.

Nevertheless Piero appears in the
“lista preferenziale”, compiled by the
renowned art critic Roberto Longhi, a
longterm friend and critical supporter of
Morandi, collecting the artists with whom
Morandi, and Longhi himself, felt affinity:
“in chronological order: Giotto, Masaccio,
Piero, Bellini, Titian, Chardin, Corot,
Renoir, and Cezanne.”

Chardin is certainly a prototype for
Morandi’s still-lifes (the artist had for
many years illustrations from an album of
Chardin’s works on his studio walls);
Cezanne’s influence dominates in his
landscape work (look, for example, at the
spatial resemblances between Cezanne’s
1892-1894 “La Maison Lezardee” and two
landscapes by Morandi from 1927-1928).
Nevertheless Morandi’s range goes far
beyond these two categories, including fig-
urative paintings and self-portraits (two
notable examples date from the early
1920s). His later watercolour work
approaches “white on white”, exquisitely
playing off the faintest hints of colour

against the texture of the paper itself
(itself, arguably another allusion to classi-
cal Oriental art).

The first decade after his graduation
from the Academy were particularly pro-
ductive for the artist, despite the fact he had
taken up a job as a primary school drawing
teacher to earn a regular living (he
remained in the post until his appointment
as professor of etching 15 years later); he
was drafted into the army in 1917, but dis-
charged after some months for medical rea-
sons.

He was associated with various
groups — like the “Valori Plastici” from
1918 to 1921, which sent some of his works
in a major group exhibition to Germany in
1921; the next year de Chirico, who
described his painting as “the metaphysics
of the most common objects”, introduced
him to the “Fiorentina Primaverile”.

However, from after the mid-1920s he
largely moved away from such group con-
tacts, though that’s not to say that he lived a
solitary life in Bologna — instead he had a
close circle of friends, including artists and
academics. Increasingly, and especially in
the last decade of his life, his acclaim meant
that he was regularly visited by artists and
curators. A sign of his greater renown in
Italy is the appearance of his paintings in a
number of feature films of the post-War era,
most notably in Federico Fellini’s “La
Dolce Vita”.

The final form in which Morandi will
be celebrated as a master of his century, if
not indeed of the entire European tradition,
is his etching work. Essentially he taught
himself the form during his last year at the
Academy. Working strictly in black and
white, he used the demanding hard ground
etching technique, involving the direct use
of acid and ground (which he prepared
himself), as distinct from engraving. The
first catalogue of his graphic works was pref-
aced by a phrase from Odilon Redon, “Il
faut respecter le noir”, which perfectly
catches the later artist’s achievement.
Resemblances to Rembrandt, in subject

MOPKCKMMU BBICTABKAMU TTPOU3BEACHUN
Mopannu: B UTanbgiHCKOM WHCTUTYTE
Kkyaerypbl (Istituto Italiano de Cultura)
JNIEMOHCTPUPOBAIUCH €ro rpaduyeckue
paboThl (PKCITO3ULIMIO KypupoBal PuHa-
TO MuUpaKkKo, KOTOpHIi cOBMecTHO ¢ Ma-
pueit KpuctuHoit banaepa opraHu30BbI-
BaJl ¥ BBICTaBKY B MeTpomnoauTteH); B Pa-
ce Gallery 6bUTH TIpeICTaBICHBI O(DOPTHI,
HeboJIbIIasi MOHOTpaduIecKast BbICTaBKa
npouuta B raiepee Lucas Schoormans.
Ele omuH BaXXHBIN TTOKa3 3aIUIaHUPOBAH
Ha Havasio 2009 roga B my3ee Phillips Col-
lection B BainHrroHe. DTOT BrieyaT/siio-
MM BBICTABOYHBIN MapaoH — 3aciy-
JKEHHOe TpW3HAHWE TaJlaHTa WUTaJIbsH-
CKOro MacTepa.

DKcno3uius B MeTporiojauTeH Hau-
JIy4IIUM 00pa3oM BBISIBIJIA CYTh TTIOMCKOB
mactepa. [loxaiyii, Hauboee TOYHO ITO
chOpMYIMPOBAHO MUCATEJEM U KPUTH-
koM Hancen FOced: «PasmerieHHbIe B co-
BPEMEHHOM ITOJI36MHOM BOCBMUTPAaHHOM
MPOCTPAHCTBE, €ro padoThl MpencTalu
Kak Obl B HEKOEM MOI00MYU TYHHEJS, YTO
JIaBaJio BO3MOXXHOCTh OLICHUTh KaK U3Me-
HEHUSI, TAK 1 MHOTOYMCIIEHHBIE TIOBTOPE-
HUSI B TBOpYECTBE XydoxHMUKa. S Oblia
MnopaxeHa ero paHHell XXWBOIHUCHIO, OT-
JIMJarolielicss MUHUMAaTU3MOM: TT0 hopme
3T0 paHHuii [lukacco, HO MO cBOeMy
CTUJIIO U IyXy HaITOMUHAET, cKopee, dpe-
CKOBYIO XWBOITMCh WUTaJbsIHCKOTO Bo3-
POXJIEHUST CO CBOMCTBEHHBIM €l BHUMa-
HUEM K JIeTaJISIM.

KoneuHo, 11BeToBast raMMa, IocTpo-
€HHasl Ha COYeTaHUU KOPUIHEBOTO, OeKe-
BOTO, CEpPOro I1IBETOB, C BKPAIUIEHUSIMU
1IBETa P>KaBUYMHBI M OPAHKEBOTO (2 B 3TOM
raMMe OH THCaJl HECKOJIbKO JIeCSITKOB
JIET) accouuMupyeTcsi ¢ GpecKoBOi XKUBO-
nucelo. Bce HebGombimoro pasmepa Ku-
BOITMCHBIE pabOThI, KaK IpaBuiIo, oopasy-
FOT CEPUM — COCY/IbI, KYBIIWHBI, OYTBUIKH,
M300paXXeHHbIE B Pa3HbIX COUYETAHUSIX.
IIpousBeneHust Goyee 3pesioro Ieproma
JNEMOHCTPUPYIOT MCKYCCTBO (aHTH) ITOB-
TopeHus. VI3BECTHO, UTO XyTOXHUK IKC-
MEePUMEHTUPYET ¢ OOBEMOM, CBETOM U
TEHBIO B 3TUX CEpUSIX, HO KOIrJa BUIUIIIb
UX BMeECTe, BO3HMKAET OIIYyIIEHHWE Ia-
peHus... Takoe NPOUCXOAUT C Bella-
MM, KOTJIa Ha CEKYH/Iy OTBOpaYMBacIIbCs,
a TIOBepHYBIIUCH, 3aMeyaelllb, YTO OHU
BBIIJISLAAT MHavye. M Bce Ke MOCTOSTHCTBO
XYI0KeCTBEHHbIX 00pa3oB MopaHau npo-
CTO TIOPAa3WUTETHbHO, HECMOTPsS Ha BCe
Bapuanuu. [isinst Ha 3T paboThI, s TO-
rpy3ujacb B YMHUPOTBOPEHHOE MeEIMTa-
TUBHOE cocTostHMe. OHM Ka3alluch abco-
JIIOTHO TIOHSITHBIMU, COBEPIIIEHHO a0CT-
PakKTHBIMHU, HO OJHOBPEMEHHO OYEHb
ocs3aeMbIMU. B HMX He OBLIO HUKAKOTO
TTOBECTBOBAHUSI, TIPOCTO CEPUsST TOJTHO-
CTbIO OCO3HAHHBIX MOMEHTOB, CBEIEHHBIX
JIO TETUTbIX OTTEHKOB B ABYXMEPHBIX (hOp-
Max, KOTOPbIE MOXXHO XOTb M C HATSIKKOM,
HO TIPUHSTH 32 TPEXMEPHOE N300paxkeHne
MpeaAMETOB B MpocTpaHCTBe. B mpousBe-
JIIEHUSIX 3TOro0 MacTepa BOIUIOTUJINCH
YUCTOTA U UCKPEHHOCTD, KaK X MIOHUMa-
Ju B XX BeKe, HO BMECTe ¢ TeM, B HUX

3aKJIIOUYEHBl U JINYHBIE TIEPEeXKUBAHMSI.
Wurennexr Ilukacco u Ce3aHHa, 4yB-
CTBEHHOCTb U pedIeKCUBHOCTh PoTKO,
OTCTPAaHEHHOCTh, HO HE XOJIOMHOCTb».

BOJIOHI)H ChITpajia Ype3BbIYAlfHO BaX-
HYIO pOJib B XXU3HU MopaHau: 601b-
11asi YacTh MPOM3BEACHUI cO3laHa UM B
ponuTteabckoMm noMe Ha Bua ®onnaiiia.
Ero mMacrepckast — IpoCTOpHOE TTOMEIIIe-
HHUE C OKHaMU BO JBOD, IJe¢ KYBIIWHBI,
Ba3bl U OYTBUIKM COCEACTBOBAJIM C PaKO-
BMHAMHM M KHHMTaMM — ObLla BOCCO31a-
Ha B My3ee, IMOCBSIICHHOM WCKYCCTBY
xynoxHuka. C 1993 roma sKCmo3uius
My3esl 3aHUMaeT BUIHOe MecTo B [lanari-
1o 1 AKKypCHO, PACIIOJIOXEHHOM B ca-
MoM 1ieHTpe ropoaa. (Takum xxe odpazom
BOCCO3/IaHa B MOCKOBCKOM My3see JacTt-
HBIX KOJUIEKIIMI HEe MeHee TIpuMedaTelib-
Hasl MacTepckash PYCCKOTO XYIOXHUKa
Jmutpus KpacHormneBleBa, 0 KOTOPOM
noiimeT peub B KOHIE cTatbu). Kcrartm,
B siHBape 2009 roga ofHOBPEMEHHO C BbI-
craBkoii B bosoHbe oTkphiBaeTcs u JJoM-
My3eii Mopanaun Ha Bua ®oHpgauna,
MOCETUTEIM KOTOPOTO CMOTYT YBUIETh
KOJIJISKIIMIO KHUT, MTOKYMEHTOB M IpYy-
rue 3KCMOHaThl, CBSI3aHHbIE C MMEHEM
XyIOXKHUKA.

Mopanau cuutan, 4to bonoHbs
«rpekpacHee DaopeHIMM», TIPU3HABasl,

Ietizaxc. 1935
Xomer, Macro. 60 x 71
Tanepest coBpeMeHHOrO
uckyccrsa, Typun

Paesaggio (Landscape)
1935

Oil on canvas

60 x 71 cm

GAM, Galleria d’Arte Moderna
e Contemporanea, Turin
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onHako, uyro ®iopeHIMU HTOCTAIOCH
OoJible 1IeAeBpoB MckyccTBa. B 1907—
1913 romax oH oOyuaicss B OOJOHCKOM
AkaneMun M300pa3UTEeIbHBIX WCKYCCTB,
11ar 3a I1aroM OTXOMIST BCE TajIbIlle OT aKa-
JIEMUYECKHUX TPAIULIMI, KOTOpbIE ApUIU
B ee Kiaccax B Havyasme XX Beka. B 1930
TOly XyIOXHUWK BEpHYJICS B aKaaeMUIO
yX€ B KauecTBe IperojaBaresisi TpaBlo-
PBI ¥ OCTaBaJICS TaM JIO yXO/ia Ha MIEHCHIO
B 1956 rony.

JletHue ce3oHbl MopaHau TMPOBO-
IWI B TOpHOIl aepeBHe [puiana, raoe
HamMCcaHbl MHOTHE €TO Tel3aXu (XymoxkK-
HUK paboTayl TaM U B Tobl BTopoit Mupo-
BOI1 BOIHBI). OnMHAKO ObLIO ObI HEBEPHO
Ha3BaTb MoOpaHaM «OTTOPOAMBIINMCS OT
OKPYXaIOIEeTo MUPa, He BBIXOAWBIIUM 32
paMKHU TIPUBBIYHOTO Y3KOTO IPOCTpaH-
CTBa», KaK TMOPOM OT3bIBAIOTCSI O HEM
KpUTUKU. XOTd MopaHau Bble3kan 3a
IPAaHUILy JIUIIb IBaXIbl B TIOCIEIHUE
TOJIbl XKM3HU M TaK HUKOTIA U HE YBUIET
Ilapuka, oH OBLT XOpOIIIO OCBEIOMIICH
O COBPEMEHHBIX XYIOXECTBEHHBIX TEH-
NIEHIIUSX, OCOOEHHO O TeX, KOTOPhIE MPpHU-
vt u3 @panuuu. MHOrma KCTOUHUKOM
MHOOPMALIUU JIJIST HETO CIIYKUJIN YEPHO-
oenbie hoTorpaduu, ornyoJUKOBaHHbIE B
BEAYILIMX UTATBSIHCKUX XypHaiax Tex JIeT.
BeHenmaHckas OMeHHalle TakKke SIBUJIach
11t MopaHau BaxKHON TOYKOM OTcueTa: B
CBOI1 MEPBBIN MPUE3 HA MEXTYHAPOIHYIO

TPETbAKOBCKASRA MANEPEA HE TRETYAKOV GALLERY / #4'2008 87



INTERNATIONAL PANORAMA

and technique, are certainly apposite. In
both rural, as well as his urban landscapes,
among them his very first etching, “The
Bridge on the Savena River in Bologna”
from 1912, and still-lifes catch Morandi
showing his masterful use of the cross-
hatching technique which gave him as
many as 12 possible gradations between
black and white.

Morandi’s involvement with and influ-
ence on Soviet art of later genera-
tions is documented, and dates from the
late 1920s. In a catalogue essay for the exhi-
bition “Morandi. An Artist of Europe” held
in Brussels in 1992, the writer Giovanni
Schweiller recalls the story in an essay
“Morandi, Schweiller et Ternovets: une
rencontre europeenne”:

“An interesting episode of collabora-
tion between Giorgio Morandi and my
father dates back to 1927-1930 and con-
cerns cultural relations between Italy and
Russia, which started over 60 years ago in
1926 and which only experts are aware of.
The two characters in question are my
father Giovanni Schweiller (1889-1965),
publisher, editor and art critic, and Boris
Nikolaevich Ternovets, the director of the
Museum of New Western Art in Moscow in
the 1920s and 1930s. The museum was
closed after the war and its collection was
divided between the Pushkin Museum in
Moscow and Hermitage in Leningrad.

“In 1924, Ternovets was in charge of
the Soviet pavilions at the Venice Biennale
and in 1927, at the International Exhibition
of Decorative Arts in Monza. He started

professional contacts with the representa-
tives of Italian culture, and in particular
with Giovanni Schweiller, with whom he
exchanged letters with from 1926 to 1936.

“It took several months to decide
which works should be exchanged between
Russian and Italian artists (the latter would
enrich the Moscow museum). In 1927,
Schweiller suggested an exchange to
Morandi, who accepted the proposal and
contacted the Russian critic. In his letter
dated 1930, Ternovets praised Morandi’s
print and sent him the details of the Russian
artists suggested to participate in the
exchange. Their correspondence, which
totals 17 letters and five postcards, includes
the following notice from Morandi to Sch-
weiller dated 12 April 1930:

“Dear Schweiller, Thank you very
much for your letter and the interest you
show in my work. It is with great pleasure
that I have read the letter from the director
of the Moscow gallery. His proposal
exceeds my request. Be sure that I will send
you a dozen photographs as soon as possi-
ble. As for the painting for the Moscow
gallery, I will be very glad to provide you
with one. I must add that for the time being,
only old works are available, as my few
recent paintings are being exhibited in
Venice and Pittsburg at the moment. But [
would like to send you a new work of high-
quality. Two paintings should soon be back
from America where they have not been
sold and certainly will not be. They will be
exhibited in New York from 13 May to 1
June and then brought back to Italy at the
end of the month. One of those two paint-
ings, “Natura Morta” 1929, is reproduced
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Tetizaxc. 1962
Xoncer, macno. 30 x 35
Myseit Mopauau. Bosnonbs

Paesaggio
(Landscape). 1962
Oil on canvas

30 x 35 cm

Museo Morandi, Bologna

in Madame Sarfatti’s book. That’s the one I
would like to give. Thank you and please
pass my thanks to the director of the
Moscow gallery. My greetings to Vitaly.
Yours, Morandi.”

The painting referred to in this corre-
spondence must be one of the two in the
collection of the Hermitage (both were
transferred there from the Moscow Muse-
um of New Western Art, after the closure
of that institution in 1948). And Morandi’s
work was certainly seen in group exhibi-
tions of Italian art in the 1960s, as well as a
solo show at both the Hermitage and
Pushkin Museum of Fine Arts in Moscow
in 1973.

It was certainly seen there by Dmit-
ry Krasnopevtsev, whose stylistic similari-
ties with the Italian artist attest to a com-
mon current in European art of the pre-
ceding generations (like Morandi,
Krasnopevtsev was also an accomplished
etcher). Both are commonly termed artists
who worked, in different ways, in the
“metaphysical school”, concentrating as
they both did on the constant fluctuations
of familiar everyday studio objects — the
bottles, jars and other vessels for which
Morandi has on occasions been dismissed
critically as “the bottle painter”. Both
show varying degrees of attachment to the
European tradition of colourism, best
known in the similarly chamber style
works of Soviet artist Vladimir Weisberg —
for whom, along with Morandi the influ-
ence of Cezanne was crucial.

All three artists largely avoided for the
most part any involvement in “public”
artistic life, prefering the space of their
characteristic studio environments and
repeated, detailed examination of their
chosen objects (and in Morandi’s case the
landscapes of his native region). It is the
nuance of such examination that becomes
almost meditative. In a way that speaks,
Krasnopevtsev in his diaries wrote: “Having
tried all available means of getting to know
the object, looking at it from all angles,
every available point of view, staring at the
interior and inspecting, although mentally,
the form of the object from within, as if it
were hollow, weighing everything up... Hav-
ing done this, I know that I only have a
superficial knowledge of the object.”

It is arguably presumptuous to link
the words of one artist to the work of anoth-
er, but Krasnopevtsev’s words speak pro-
foundly. Just of those of a critic Roberto
Longhi, writing on Morandi as able to
“touch the core, the essence of things”
might be applied to the Russian artist.

But let us leave the final word to
Morandi himself, who wrote: “Even in as
simple a subject, a great painter can achieve
a majesty of vision and an intensity of feel-
ing to which we immediately respond.”

The author and the Tretyakov Gallery
Magazine express gratitude to the
Metropolitan Museum of Art, New York,
and to the Museo Morandi, Bologna for
help in the preparation of this article.

BbIcTaBKy B 1910 romy oH yBuaen 3aibl,
MOCBSIILIEHHBIE TBOpPYECTBY PeHyapa u
Kyp6e, a 10 stet criyctst — pabotsr Ce3aH-
Ha, OKa3aBIlle Ha ero TBOPYECTBO camMoe
3HAYUTEIbHOE (BO MHOIOM €T0 PACKPEIT0-
cruBiiee) Bausiaue. Haunnas ¢ 1928 ro-
a XyIOXHHUK TakKXe BBICTABIISIT CBOM
paboThl Ha OueHHaze, a B 1948-m mony-
YT IEPBYIO IIPEMMUIO.

BaxubiM 111 MopaHau ropomom
obL1 Pum, rie ¢ 1914 roga mactep yuyacTBo-
BaJl B KOJUIEKTUBHBIX BBICTABKaxX, B 4acT-
HOCTU — B BbIcTaBKe CBOGOIHBIX hyTypH-
ctoB (1914), Ha KOTOPOIi CTaJl CUMBOJIOM
sToro nBrkeHus. B 1913 rony xymoxHUK
Mo3HaKOMUJICs ¢ YMOepto bouuonu u
Kapnom Kappa, a B 6oJ1ee 1o3nHux noesi-
Kax B Pum, a 3areM u B MunaH (KpymnHeii-

LM B T€ TOMAbl LIEHTP XYIO0XXECTBEHHBIX
ranepeii B Mrtamuu) — c¢ JIXopmko mge
Kupuko. B mpousBeneHusIX, CO3IaHHBIX
B Havasie 1920-X, HECOMHEHHO, CKa3biBa-
eTcsl BAusiHue QyTypu3Ma, XOTsI OH TpaH-
copMHpoBaJiCS B OCOOBII CTUIIh, XapaK-
TEpHBIN TOJBLKO Ut Mopanau. Briocien-
CTBUM 3TU TpaHCOpMaLUU Ha3Bald Me-
TaU3NIECKOM KUBOTHUCHIO.

Bompoc o TOoM, 4TO TOBIMSUIO Ha
dopMUpOBaHUE aBTOPCKOTO CTUJISI, OYEHb
BaXXeH, OCOOCHHO MJIsl XYNOXHMKA, Ube
TBOPYECTBO KaXETCs CYIIEeCTBYIOIIUM
BHE BPEMEHM M TeM HE MeHee CO Bceid
OUEBUMIHOCTBIO Pa3BUBAET €BPOINEICKYIO
XYIOKECTBEHHYIO TPAAWUIINIO. DKCIO3U-
vt B MeTporoIuTeH gaeT BO3MOXKHOCTh
MpOCACANTbL W JIPYr¥e, MEHee sIBHbIC

Hamiopmopm. 1951
Xoncer, macio. 36 x 40
Myseit Mopauau, Bosonbs

Natura Morta
(Still Life). 1951
Oil on canvas
36 x 40 cm

Museo Morandi, Bologna

accolMaly ¢ KJIacCUYeCKOl BOCTOYHOMI
JKUBOIUCHIO. KypaTophl BBICTaBKU CUMTA-
1oT MopaHay TIOCIETHUM TIPEACTaBUTE-
JieM (bUrypaTMBHOM XKMBOITMCH, a TakKe
«II03TOM €€ KPU3HUCa».

XyIOXHUK YBJIEUCHHO WCCIIENOBAT
TPaIUIINKA UTATbSTHCKOTO Bo3poxmeHust.
B 1928 romy B aBTOOMOrpacduyeckom
ouepke (OmyOJIMKOBAaHHOM (halllCTCKUM
XypHasioM «JI’AccoTbTO» U TIOTOMY pell-
KO yrnomuHaemMoM) MopaHau mnucan:
«Cpenu CpeaHEeBEKOBBIX XYIOXHUKOB
MEHSI 0COOEHHO MHTEPECYIOT TOCKAHIIbI —
npexnae Bcero Jxkorro mu Maszauyo. Yro
K€ KacaeTcsl COBPEMEHHBIX XYIOXHU-
KOB, 5 cumTato, uto Kopo, Kypbe, Partro-
pu u Ce3aHHa MOXHO CIIPaBeIINBO Ha3-
BaTh HACJeIHMKAMU CIIaBHBIX TPamUIIUiA
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MEXOYHAPOOHAA MAHOPAMA

UTAIbSIHCKOW XYIOXECTBEHHOMW LIKOJIbI».
B wHOI cBSI3M OH BBHICKA3ajCcs O PO
VY4enno, HO, Kak HU CTPaHHO, HU pazy
He ynomsiHyn Ilbepo menna @PpaHuecka.
WccnenoBatenp TBOpuecTBa MopaHau
Heswibp Poynu mosaraet, 4Tto XymOsKHUK
HACTOJIBKO TECHO ObUI CBSI3aH C TBOpYE-
ctBoM [Ibepo, 4TO Takoe YHOMUHAHUE
Ka3aJioch €My IMPOCTO U3JTUIITHUM.

Tem He meHee nemnna PpaHuecka
rnonaj B «CIUCOK M30paHHBIX», COCTaB-
JIEHHBINT M3BECTHBIM KPUTHUKOM Pobepro
JloHTM — CTapbIM IPYroM U TOKJIOHHU-
KOM TBopuecTBa MopaHau. B aror nepe-
YeHb BOLIM MMEHA XYIOXHUKOB, OJIM3-
KIX UM 000UM TIO JyXY, — «B XPOHOJIOTH-
YecKoW MocienoBaTebHOCTU: JXKOTTO,
Maszauuo, Ilsepo, bennunu, Tuinuman,
Ilapnen, Kopo, Penyap m Ce3aHH».
IlapneH, HECOMHEHHO, HE3PUMO MpPU-
CYTCTBYET B HaTropMopTax MopaHau (Ha
CTeHax B €ro MacTepCKOil MHOro JieT
BUCENM WJUTIOCTpAllMM M3 ajanboma, Io-
cpsueHHoro Illapaeny); Bausinue Ce-
3aHHA OIIIYIIAETCsI B MEW3akKHbIX paboTax
XyIOXHUKA (TaK, TTPOCTIEKNBAETCS CXOI-
CTBO B INPOCTPAHCTBEHHOM TOCTPOCHUU
nByX neisaxeit Mopauau 1927—1928 ro-
OB M KapTUHBI (DpaHIly3CKOTO XUBO-
micia «JoM ¢ TpemMHaMu B CTEHax»
1892—1894 ronos). OnHAaKO TBOPYECTBO
MopaHau He OrpaHUYMBAEeTCsl JUIIb
3TUMHU XaHpaMU: OH CO3[aBaJl 0Opa3HbIe
KOMITO3UIIMY, aBTOTMIOPTPETHI (IBa Hau-
6oJiee MpUMeYaTeIbHbIX U3 HUX OTHOCSIT-
ca kK Havdany 1920-x). Bonee mozmHue
aKBapesv, BHITIOJTHEHHbIE B TEXHUKE «Oe-
JIBIM TI0 ©eIoMY», BOCITPOU3BOJIST U3bIC-
KAaHHYI0 WIpy TOHYAMIIUX OTTEHKOB
1Beta Ha ¢oHe (HaKTypHOU Oymaru, 4To
caMo 1o ceOe BbI3bIBACT B MaMSITH KJlac-
CHUYECKYI0 BOCTOYHYIO TPAIULIHUIO.

C 1914 roma MopaHau nperogaBait
pUCOBaHME B HAYaJIbHOW IIKOJE, YTOOBI
KaK-To 3apaboTaTh Ha XKU3Hb (OH ObLT yUU-
TejaeM Ha mpotrsckeHuu 15 mer). B 1917
TOJIy €ro MPU3BIBATM B apMUIO, HO Yepes
HECKOJIbKO MeCsIIIeB KOMHMCCOBAIU 10
MEIMIIMHCKUM TOoKa3aHusiM. TeM He Me-
Hee TepBoe NECATUIeTHE TI0Cie OKOHYA-
HMSl akajgeMuu ObLIO ISl XYHZOXHUKA
Hanbosiee HACBIILEHHBIM B TBOPYECKOM
orHowmeHun. B 1918—1921 romax Mopan-
I COTPpYyOIHWYAJ C Tpynmoi «Bamopm
Tlnactuum», OTHpaBUBIIEH HECKOIBKO
ero paboT Ha KPYIHYI KOJUIEKTUBHYIO
BBICTAaBKY B [epmanuio; B 1922-m Ixxop-
ko ne Kupuko, xapakrepus3oBaBLIW
TBOpUECTBO MopaHau Kak «MeTadbusuKky
CcaMbIX TPOCTHIX TMPEIMETOB», BBEJI Xy-
JOXKHUKA B KPYT YYaCTHUKOB BBICTABOK
«@PpopeHtuHa [Tpumasepue».

Hauunas ¢ cepeaunbl 1920-x romnos
MopaHau B 3HAYUTEIBHOW CTeTIeHU
OTHATUICS OT TBOPUYECKMX TPYIII, XOTS
MPU BTOM HEJb3sl CKa3aTh, YTO OH BeEJ
KU3Hb OTIISJIbHUKA: Y HEro OCTaBaJICs
KpyT OJU3KUX ApY3eil, B KOTOPBIii BXOIU-
JIM XyIOXHUKU U ydeHble. B mocnenHee
NECSATUIICTHEe XHM3HU K TMPU3HAHHOMY
MacTepy ITOCTOSIHHO TpUE3XKaId KUBO-
MUCLIbI, TIPENCTABUTEN PYTUX TBOpYE-

ckux mpodeccuii. [Tpu3HaKOM OOIBIIOMN
nonyasipHoctd Mopannu B Utanuu cra-
JIO TIOSIBJIEHUE €Tr0 MPOU3BEIEHUI B psie
(GUIBMOB B MOCIEBOEHHbIE TONbI, B 4aCT-
Hoctu — B «Cragkoit xuzan» Oenepuko
DennHm.

MopaHau 3aciayXeHHO CUMTaeTcs
OIHUM U3 JIyYIIUX €BPOIENCKUX MacTe-
poB TpaBiopbl. OH CaMOCTOSITETLHO Hay-
YUJICSl ITOW TEXHUKE B aKaleMUM; pado-
Tasi «4epHBIM MO OeJoMy», TPUMEHSIT
CJIOKHYIO TEXHUKY BBITPABIWBAHUS TIO
IJTOTHOUW TIOBEPXHOCTU C MCITOJIb30BaHU -
€M KHUCJIOTBl U TPYHTa, KOTOPbIIA TOTOBUII
CaMOCTOSITEIbHO. DNUTPadOM K IIEPBOMY
KaTaJjiory ero rpaduiecknx paboT craia
dpaza Onunona Penona «YepHblil 1BET
JIOCTOMH YBaXKEHUSs», YTO ACHCTBUTEILHO
SIBJISIETCSI TIPU3HAHWEM BBICOYANTIINX
JIOCTVKEHUI XYI0XHUKA.

YKkazaHue Ha cXOACTBO MopaHiau
¢ PeMOpanaroM — Kak B ClOXeTax, Tak
W B TeXHUKE — TaKXe BIIOJTHE YMECTHO.
B cBoux cenbckuMx M ropoackux meisa-
Kax (B TOM YMCIIe B CaMO IepBOii TpaBIo-
pe «Moct uepe3 peky Casena B boimo-
Hbe», 1912), paBHO KaK 1 B HATIOPMOPTaX,
MopaHayu [eMOHCTPUPYET MacCTEpPCTBO
TOTIePEeYHON IITPUXOBKHU, C TOMOIIBIO
KOTOpOU eMy ymajoch mepenath 12 pas-
JINYHBIX OTTEHKOB CEPOTr0 U YEPHOTO.

BJ‘[I/IHHI/IG MopaHau Ha COBETCKHUX
XYJIOXHUKOB CTaplIero MOKOJICHUS
WMeeT JOKYMEHTAIbHOE TONTBEPKIeHIE
U TipociiexxuBaercs ¢ KoHua 1920-x ro-
noB. B cratee «MopaHau. XynoxXHUK U3
EBporbl», MOATOTOBICHHON TMucaTeneM
JxoBanHu LllaiiBuinepom jisi Karanora
Oproccenbckoil BbicTaBkKM 1992 rona,
TPUBOIUTCS CJCMYIOIINIA 3MU30/ U3 pa3-
nena «Mopanau, Hlaitsumiep u TepHoBel:
BcTpeuya B EBpore»: «MHTepecHbIi (akT
coTpynHuuectBa JIxkopmko MopaHou ¢
MOUM OTIIOM OTHocuTcsi K 1927—1930
rofaM M KacaeTcsl POCCUIMCKO-UTaIbsTH-
CKUX KYJBTYPHBIX OTHOILEHUI, HayaB-
muxcst 6osee 60 et Hazan, B 1926 romy,
¥ U3BECTHBIX JIUIIb Y3KOMY KpYTY CITelra-
JucToB. JIBa yesioBeKa, O KOTOPbIX MOWIET
peub, 310 bopuc Hukonaesuu TepHoBel
(B 20-x m 30-x romax Bosrmasnsit [ocynap-
CTBEHHBI My3€il HOBOIO 3aIaJHOrO MC-
KyccTBa B MOCKBE, IBEpU KOTOPOTO HaB-
cera 3aKpbUTUChH TIOCJIE BOWHBI, 8 KOJUTEK-
1MUY ObLTW TOJeJIeHbl MexXTy My3eeM um.
ITymkuna B MockBe u Dpmutaxem B Jle-
HUHIpajae) u Moii orelr JxkoBanHu Illaii-
pwuiep (1889—1965), KHUrOM3maTENb,
PEeNakTop W UCKYCCTBOBEI».

B 1924 rony TepHoBen oTBeyan 3a
noarotoBKy naBmwiboHOB CCCP Ha Bene-
IIMaHCKOW OueHHane, a B 1927-m — Ha
MexiyHaponHOM BbICTaBKE IeKOPATHB-
HOro uckycctBa B Monue. OH Havan
o0IIaThCSI C NESATENSIMU WTaTbSHCKOU
KYJBTYPBI, B TOM uucie ¢ JIXKOBaHHU
[laitBuiepoM, ¢ KOTOPBIM TEPEruChi-
Bajics B1926—1936 romax.

«B TeueHMe HECKOTBKUX MeCsIeB
YTOUHSIIOCh, KAKUMU paboTaMu 0OMEHSI-
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IOTCSI PYCCKUE U UTAIbSHCKUE XYTOXHU-
KU (3TUM paboTaM OBLJIO CY>KIEHO B HaJTb-
HeiileM 060raTuTh KOJJIEKLIMIO MOCKOB-
ckoro my3est). Tak, B 1927 rony LlaiiBun-
JIep 00paTuiICsl C 3TUM BOTIpOocoM K Mo-
paHIM, KOTOPBIM TIPUHSIT TIPEUTOKEHWE
U CTaJl MepemnuchbiBaTbCsl HAMpsIMyIO C
Tepnosuom. B 1930 rony TepHoBen Ha-
mpaBuil MopaHau XBajieOHBIE OT3BIBBI O
ero rpaBiope W MH(OpPMALMIO O PYCCKON
KapTMHe, Ha KOTOpYyI0 TIpeaaarajioch
00MeHaTh paboTy MopaHnu. 3aBs3anach
repenucka, KoTopasi HaCUMTHIBACT CeM-
HaauaTh MHUCEM, MSITb OTKPBITOK U Clie-
nytoiee coobiieHrne Mopanau LlaiiBu-
sepy oT 12 anpenst 1930 roma: “YBaxae-
Mbiii rocnionun [laiiBuinep! Bbosbinoe
crmacubo 3a MUCHbMO U TMPOSIBIEHHBIN
uHTepec. I ¢ GONBIIMM YIOBOJTHCTBUEM
MPOYUTAT TUCBMO IHUPEKTOPA MOCKOB-
ckoro mysesi. Ero npeanoxeHue npeBoc-
XOIUT BCE MOMW OXWAaHus. $1 Hampasiio
BaM JiecATOK (otorpaduit B Gmikaiiiee
BpeMsi. YTo KacaeTcst KapTUHBI UISI MOC-
KOBCKOTO My3esl, 51 C OOJIBIINM YIOBOJb-
ctBueM npuuuiio ee Bam. [lobasito, of-
HaKo, YTO B HACTOSIIIMI MOMEHT pacro-
Jlaraio JIMIIb CTapbIMU paboTaMu, Tak Kak
MOW TIOCJIeHNE KapTUHBI BBHICTABIISIOTCS
ceituac B Beneuuu u [MurrcOypre. Tem He
MEHee MHE XOTeJoChb Obl MpUCIaTh 4YTO-
HUOYIb M3 TOCIEIHETo, KaKyl-HUOYIb
Cephe3Hylo Belllb. JIBe MOUX KapTUHBI
CKOPO TTOJKHBI BEPHYTHCSI U3 AMEPUKU:
UX He TMOJyYWIOCh TaM MponaTh U yXe
SIBHO He monyuantcs. Mx Oymyr BeicTa-
BiaTh B Heto-Mopxe ¢ 13 Mast 110 | mioHs,
a B KOHIIE Mecsilla MPUBE3yT 0OpaTHO
B Wranuio. OnHa u3 aTux KaptuH, Natura
morta ot 1929 roma, mpuBOIUTCST B KHUTE
manam Capdarttu. Kak pa3 ee s u xoren
onl iepenath B Poccuto. biaronapro Bac,
U, TIOXaJylicTa, TiepenaiiTe MO0 Oyaro-
JAPHOCTb TUPEKTOPY MOCKOBCKOTO MY3€s.
IlepenaBaiite npuset Butanu. MUckpeHHe
Bamr, Mopanmu”».

OueBuaHO, MopaHIU UMeN B BUILY
ONHY M3 IBYX KapTUH W3 KOJUIEKLHNU
Opmutaxa (00e ObLIN MepeBe3eHbl B Dp-
MuTax u3 My3ses 3alagHOTO MCKYCCTBa
B MockBe 1ocJie ero 3akpbitus B 1948 ro-
ny). PaboTsl mMacTepa, HECOMHEHHO, Je-
MOHCTPUPOBAINCH HA BBICTABKAX WTAJb-
STHCKOTO HCKyccTBa B 1960-x, a Takxke
OTZIeJIbHO B DpMuTaxe U B My3ee nzoopa-
3UTENBHBIX MCKyccTB uMeHM A.C.Ilymi-
knHa B MockBe B 1973 romy. Ckopee
BCEro, Ha OJTHOM M3 3TUX BbICTABOK, MPO-
U3BeIeHNE, O KOTOPOM UJIET peub B Mepe-
nucke, yBuaena Amutpuii KpacHomneBies.
CTWINCTUYECKOE CXOACTBO paboT pyc-
CKOTO U UTAJIbSIHCKOTO XyIOXHUKOB CBU-
JIETEIbCTBYET 00 OOIIMX TEHACHLMUSIX B
pPa3BUTUM €BPOIIENICKOTO U Teorpaduie-
CKM BKJIIOYEHHOTO B HEro COBETCKOTO
uckycctBa (KpacHomeBueB, kak 1 Mo-
paHau, OBLT MPEBOCXOMHBIM TPABEPOM).
WX yacto Ha3bIBalOT «MeTahU3UKaAMU»:
OHU CIeIWIU 3a TeM, KaK IMOCTOSHHO
U3MEHSIOTCS TIpeIMeThl B CTyOAUM —
OyTBUIKM, KYBIIWHBI W TIPOYUE COCYIBI
(M3-3a 4acTOro M300paKeHUsI KOTOPBIX

Hamiopmopm. 1961
Xouicr, macio. 25 x 30
Mys3eit Mopanan, Bononbst

Natura Morta
(Still Life). 1961
Qil on canvas
25 x 30 cm

Museo Morandi, Bologna

MopaHau uHOTAA MPEeHEOPEXUTETbHO
Ha3bIBAIOT «XyJI0KHUKOM OyThUIOK»). O0a
aBTOpa OCTAaBAJIMCh B OINPENEICHHOM CTe-
TIeHN TIPUBEPXKEHIIAMU TPAIULINKN €BPO-
MneicKoro KojiopusMa, Haubojee SIpKo
MpOCJeXUBaIOIIecsl B KaMEPHBIX pa-
00Tax OPYroro COBETCKOTO XyHOXKHUKA
Bnagumupa Beiicbepra, Ha KoToporo,
Kak 1 Ha MopaHnu, cujbHeiilliee BIus-
Hue okazan Ce3aHH.

Mopanau, KpacHonesieB u Beii-
cOepr mpakTMYecKM He YJacTBOBAIU B
«OOIIECTBEHHOM» XYIOXECTBEHHOM KM3-
HU, TIpeAriounTasl paborath B 000C00-
JICHHOM TIPOCTPAHCTBE CBOMUX CTyOUI
U HaOIIOIATh 32 U3TI00JEHHBIMU TTpeIMe-
TaM¥ WK TIei3aXKaMy pOIHBIX MECT. DTOT
MpOIeCC HAOIIONEHUs JTOCTUTAT TaKOW
CWIbl KOHIEHTpAlIMM, YTO CTAHOBUJICS

cpomHu MenuTtanuu. OmHaXKIBI B CBOEM
nHeBHUKe [Imutpuii KpacHomneBlieB Hamu-
cal: «fl mcripoboBas Bce JOCTYITHBIC Cpe/i-
CTBa, YTOOBI TIO3HATH TIPEIMET; ST CMOTPEIT
Ha Hero ¢ Pa3HbIX YIJIOB M BCEBO3MOXHBIX
paKypcoB, TBITAJICS MBICJIEHHO TPOHU-
KHYTh BHYTPb, Kak eciu OBl OH ObLI
MOJIBIM, ¥ M3y4aTh ero (popMmy WM3HYTPH,
B3BeLIMBAJ ero... MicripoGoBas Bce, st MOTy
C YBEPEHHOCTBIO CKa3aTh TOJIBKO TO, YTO
3HAI TPEAMET JUIIb MOBEPXHOCTHO».
Kax co3By4HBbI €ro MbICITU paboTaM UTaTb-
STHCKOT'O Xy[IOXKHUKa!

Koneuno, HyxxHO 00amaTh onpese-
JIEHHOI CMEeJIOCTbIO, YTOOBI OTHECTU 3TU
cJI0Ba M K paboTaM UTATbsTHCKOTO MacTe-
pa, HO BbICKa3biBaHUsI KpacHomnesieBa
Ype3BbIYAfHO TJIYOOKU W YOeIWTEeTbHBI,
BIIpoYeM, Kak 1 (hopMyJIMpoBKU PobepTo

Jlonru, nucasuiero, yto MopaHau cro-
co0eH «IOWTH A0 CYTH, 1O KBUHTICCEH-
LINY BEIIECTBEHHOTO».

WM Bce-Taku oCTaBUM TOCJEAHEE
cJI0BO 3a camMuM MopaHau, KOTOpBId
yTBepxkaan: «Jlaxke B caMOM MPOCTOM Ha
BUJI TPEJAMETE BEIUKHUI XyJOXHUK MO-
KET JOCTUYb BEPIIUH U300pa3UTETbHOTO
MacTepcTBa U TOU TIyOMHBI UyBCTBOBA-
HUSI, KOTOpasi HaXOIUT B HAC MTHOBEH-
HBII OTKJIMK».

Asmop u peoaxyus xypHaaa «Ipe-
MbAKOBCKAsL 2anepes» Bbipaxcaiom 0aazo0-
daprocmb Mysero Memponoaumen (Horo-
Hopx) u Mysewo Mopanou (Boaonvs) 3a
COMPYOHUYECMBO 6 NO00MO6Ke MOl
cmambl.
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