


. TPETbAKOBCKAA FAJIEPEA BbICTABKU

HNpuna Hukungoposa

AnpbepTo
/I;KakoMeTTH
CKyJIbOTYypa,
’KIIBOIINCD,
rpadpuka

AstoputeT locynapcTBeHHOro My3est n300pa3UTEIIbHbBIX HUC-
kyccrB uMeHn A.C.IlymknHa BO MHOTOM CKJafiblBaiIcst Oja-
rojiapsi €ro JUAEPCTBY B IPOBEJCHUN KPYITHBIX MEXYHAPO/-
HBIX IPOEKTOB. BhICTaBOUYHAS IEATENBHOCTD My3€sl HE Orpa-
HUYUBAETCS BOIIOLEHUEM MJIEH, CBSI3AHHBIX C MHOTOJIETHUM
U3y4eHueM coOCTBEHHOM KoJuieKmu. MIHTepec u 3HaUnTE N b-
HbIE YCWINS €r0 COTPYJHUKOB Bcerja ObLIN HallpaBJICHbI HA
peanu3anuio MpoeKTOB, WIUTIOCTPUPYIOLIMX CTPAHULIBI UCTO-
puM “300pa3UTEIIBHOIO UCKYCCTBA U TOMOIHSIOMKX MPpooe-
JIbI My3€MHON 9KCHO3UIMU. Y3Ke He OJIHO IeCATUIIETUE MOoJl-
NepKIBAETCS TPAAUIKS BICTABOK MPOU3BENCHUI XY/IOXKHU-
KOB-MOJIEPHUCTOB 1 KJIACCUKOB aBaHTapfHOTO UCKyccTBa XX
Beka. IMMWU umenn A.C.IlymikuHa nepBbIM 3HAKOMWI 3pU-
Tenst ¢ TBopuecTtBoM [Inkacco, Mopumnbsiau, Hrogu, Mupo,
Hamm, Marpurra, Monnipnana, Yopxona. Copok JeT Ha3aj
TaK#e MOKa3bl ObLIM HACTOSIIAM KYJIBTYPHBIM IIOKOM, CMe-
JIOW IEMOHCTpAlMell MHOTO XY[03KECTBEHHOT'O s13bIKa Ha (o-
HE «3CTETU3UPOBAHHON MU(OJIOTUN» TOTATUTAPHON CTPAHBI.

poBeIeHNe BBICTaBKU «ANbOEpTO

JixxakomeTt. CKyJIBITYpa, XKUBO-
Much, Tpapvka» MOXHO MPU3HATH OOJIb-
IIKUM COOBITUEM B KYJIBTYPHOM >KWU3HU
Poccuu. INoaroroska nepsoro mokasa 0o-
IIUPHOTO Haclemusl XymoXXHuKa B Moc-
kBe u Cankr-IleTepOypre Obuta corps-
JKeHa € Cepbe3HBIMU TPYIHOCTSIMH, KOTO-
pble, HECMOTpPsSI Ha B3aUMHBIN WHTepec
YYaCTHUKOB TPOEKTa, WHOTAA Ka3aiuch
HernpeogoauMbiMU. [lpuBecTn Bce cTO-
POHBI K COTJIACHUIO B OTHOIICHUM MPEI0-
CTaBJICHUSI TIPOU3BEICHUI, X TPAHCTIOP-
TUPOBKU U 9KCTIOHMPOBAHMS YAATIOCh HE
cpasy. [leperoBopsl ¢ IIBEHIIApCKUMM

napTHEepaMM, JUTMBIITMECS HECKOJIBKO JIET,
NMBaXIbl TPEKpallaUCh TMOKa HAKOHeI]
jgerom 2008 roga He ObUIO MOAMMCAHO
cornamenue mexny Ponmom beiienepa
(bazenp), mBeiinapckum KyHcTxaycom
n ®oHgom Ansbepto dxakomert (LLio-
pUX), ABYMs KPYIHEUIIIMMU POCCUNCKH-
MU My3esiMU — [ocynapcTBEeHHBIM DpMU-
taxeM 1 [MUU numenun A.C.Ilymkuna.
CyacTiuBOe OCYILIECTBJIECHUE TMPOEKTa
M €ro HeCOMHEHHbIN ycrex y 3puTesei
OTPaBIBIBAIOT YCUIINSI, BIIOXKEHHBIE B Op-
TaHU3aIMIO BHICTABKH.

Eme B 1930-e ronmbr JI>kakoMeTTH
ObUI TIPUHST M O0JIACKAH MapuKCKOM

Aesmonopmpem. 1920
Xoucr, Macio. 41 x 30
Poup Benenepa, Basens

4 Kenwuna-noxka
1926-1927

Bponsa

144 x 51 x 23

Douj AnbbepTo
IxakomeTTH, ropux

Self-portrait. 1920
Oil on canvas
41 x 30 cm

<« Spoon Woman Beyeler Foundation, Basel

1926-1927
Bronze

144 x 51 x 23 cm
Alberto Giacometti
Foundation, Zurich
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. THE TRETYAKOV GALLERY CURRENT EXHIBITIONS

Irina Nikiforova

Alberto

Giacometti
Sculpture,
Paintings,
Drawings

Henpuamnas eeuyb,
Ha eblbpoc. 1931
Bponza. 22 x 22 x 29
Pouy AnbdepTo
I>xakomertH, Iopux

Disagreeable Object
(To Be Disposed of)
1931

Bronze. 22 x 22 x 29 cm

Alberto Giacometti
Foundation, Zurich
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Koaecnuya. 1950 »
Bpon3za. 167 x 69 x 69
Pouy AnsbepTo
JxxaxomerT, Llropux

Chariot. 1950 »
Bronze

167 x 69 x 69 cm
Alberto Giacometti
Foundation, Zurich

The exhibition ‘Alberto Giacometti.
Sculpture, Paintings, Drawings” is the lat-
est in the Pushkin Museum of Fine Arts’
series of large-scale international projects,
which in themselves reflect much more
than ideas brought about by the long
examination of its own collections. The
museum researchers’ inquiring minds and
painstaking efforts have always been
aimed at projects illustrating different
stages of arts history that fill in the gaps of
the museum’s existing displays. Such proj-
ects introducing Modernist artists and clas-
sics of 20th-century avant-garde art have
included exhibitions devoted to Pablo
Picasso (the first in Russia), Amedeo
Modigliani, Raoul Dufy, Joan Mir0,
Salvador Dali, René Magritte, Piet
Mondrian, and Andy Warhol. 40 years ago
such shows were a veritable cultural shock,
a bold display of a different art language
against the background of the “aestheti-
cized mythology” of the totalitarian state.
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t would not be an overstatement to say

that the Giacometti exhibition is a
landmark in Russia’s cultural life.
Preparations for the first show of the
artist’s considerable legacy in Moscow
and St. Petersburg faced many hurdles
which, in spite of the reciprocal interest
of its participants, sometimes appeared
insurmountable. It took quite a while for
all parties to agree to mutually acceptable
terms for loaning, transporting and dis-
playing the artwork. The negotiations
with the Swiss partners, which lasted for
several years, reached deadlock twice.
But finally, in summer 2008, an agree-
ment was signed by the Beyeler
Foundation in Basel, the Art Museum
and the Alberto Giacometti Foundation
in Zurich, and two of Russia’s major
museums — the Hermitage and the
Pushkin Museum of Fine Arts. That the
project was ultimately achieved, enjoying
real success with viewers, justifies the
effort put into organizing the exhibition.

As early as the 1930s Alberto Giaco-
metti (1901-1966) won heartfelt recogni-
tion among the bohemian community in
Paris; in the 1940s he became popular in
America thanks to shows at Pierre H.
Matisse’s gallery; and in the 1950s he
became an undisputed leader of the
European avant-garde. But until now the
work of this legendary, internationally
famous artist was little known to Russian
viewers.

Many regarded his art as a reflection of
contemporary philosophical ideas and ana-
lyzed how different avant-garde trends
influenced the development of his style. The
theoretician of surrealism André Breton
believed that Giacometti’s sculptures were
an ideal illustration of surrealist aesthetics.
The French philosopher and playwright
Jean-Paul Sartre believed that Giacometti’s
28 TPETbAKOBCKAS TANEPESA
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art was based on the principles of phenome-
nology; he wrote that Giacometti’s images
were “always halfivay between ‘nothingness
and being’”. The essay about the artist, writ-
ten in 1947 and titled “The Search for the
Absolute” (“La Recherche de I’Absolu”) is
an analysis of the existential essence of his
art. However, Giacometti himself, who left
us a journal tracing the evolution of his style
in notes and literary works, was against the-
oretically linking his work to any trend in
philosophy or any art movement.

Shunning scandal and high-sounding
manifestos, Alberto Giacometti conveyed
in his sculptures his feelings. He acknowl-
edged: “Mostly I work for the sake of emo-
tions I experience when 1 create.”
Giacometti’s frantic devotion to work is
well known — when he got carried away, he
would take no notice of time, would feel
neither hunger nor fatigue, and would go
without sleep for days. He was obsessed
with art and put all his energy into his
search for ways to penetrate the nature of
things, trying to discover the true founda-
tion of existence.

Giacometti gained his first art experi-
ence in the studio of his father, the Swiss
painter Giovanni Giacometti. Alberto
became aware of the power of his talent
early on: “As a child I was infinitely happy
and enjoyed thinking that I could paint
everything I saw.” Impressionable and
exceptionally gifted, Giacometti came of
age in a creative environment: in his par-
ents’ house in the tiny municipality of
Stampa many items — furniture, carpets,
chandeliers — were made either to his
father’s design or by his father’s hands.
Alberto had at his disposal the family’s
library with a very rich collection of art
books. He copied the works of old masters
from their illustrations, and painstakingly
studied drawing and painting.

#4'2008

Pyka. 1947

Bponza. 57 x 72 x 3,5
Douy AnsbepTo
I>xakomert, ITopux

The Hand. 1947
Bronze

57 x 72 x 3.5 cm
Alberto Giacometti
Foundation, Zurich

Travel to Italy and acquaintance with
the works of old masters, such as Tintoretto,
Giotto, and Mantegna, became for the
young artist an important stage in the awak-
ening of his artistic individuality. Later he
reminisced that it was then that he first felt
the despair of a person seeking the unat-
tainable in art — seeking to reflect a true life
hidden behind the illusory “realness” of the
material world.

The artistic talent of 20-year-old
Giacometti bloomed when he moved to
Paris, became a student at the Académie
de la Grande Chaumiére, and started
studying at a workshop of the “frantic”
Antoine Bourdelle. The dynamism and
inner drama of Bourdelle’s sculptural
works were very close to Giacometti’s still
undefined artistic search. At the same
time, the shy provincial lad was stunned by
the drive and energy of the artistic life in
the cultural capital. In that period he made
drawings and sculptures, energetically try-
ing many of the techniques developed by
contemporary artists. He lived through
successive periods of enthusiasm for
Cubism and Dadaism, and became an
eager adept of André Breton, when the lat-
ter brought out his second manifesto of
surrealism with its “revolutionary,” politi-
cal thrust. Following his older colleagues’
advice, Giacometti visited the ethnogra-
phy department of the Museum of Man
(Musée de I’Homme), where he was fasci-
nated by the forms of the primitive art of
Africa and Polynesia.

With the enthusiasm of a neophyte,
Giacometti overcame the influence of the
artistic manner in which he had been
schooled — his father’s style — accusing it
of inadequacy. In the excitement of a “new
convert” avant-garde artist he committed
an act of familial blasphemy by publishing
in Breton’s magazine “Surrealism in the
Service of the Revolution” (“Le
Surréalisme au service de la révolution”)
his essay “Yesterday, Quicksand” (“Hier,
sables mouvants”). Based on the facts of
his own life, the essay also contained a
malicious attack on his past. The sadistic
pleasure he felt when torturing insects,
violence against his family members, and
finally, the mortal sin of fratricide — all this
was spurted out by the author with the joy
of a child intoxicated by his audacity and
impunity. His father’s death, which fol-
lowed shortly after, traumatized and
sobered up Giacometti.

He anxiously absorbed all that was
new, and had a talent for masterfully ren-
dering it in art, visually conveying the
meaning of his insight. But he was quick to
lose interest if the object was not in line
with his artistic goals. Collaboration with a
group of surrealists left a major imprint on
his art, and yet it was just a preamble to his
“high style”.

Honoré de Balzac’s short story “The
Unknown Masterpiece” (“Le Chef-d’ocu-
vre inconnu”) which Alberto Giacometti
read in the early 1940s became for him an
artistic manifesto of sorts.



ooremoii, B 1940-e Gyiaronapsi BoicTaBKam
B Tanepee IMbepa Matucca (Hpio-Mopk)
OH TIpUOOpeEIT MOMYJISIPHOCTb B AMepUKe,
¢ 1950-x crtam OeccrOpHBIM JHUIEPOM
€BpOIECKOro aBaHrapJHOTO UCKYCCTBA.
Ho no cux mop TBOpYECTBO JIET€HAAPHOTO
XYIOXHUKA, U3BECTHOTO BCEMY MUDY, Ma-
JIO 3HAKOMO POCCUICKOMY 3PUTEIIO.

CoOBpeMEHHUKHU BUICIM B €ro Hc-
KYCCTBE OTpaxkeHHe (PpuaocopcKux umeit
U aHaJV3UPOBAIM BIUSHUE Pa3TUIHBIX
aBaHTapIHBIX HAIIPaBJICHUII Ha pa3BUTHE
ero ctuiis. TeopeTuk croppeannuaMa AHI-
pe BperoH cumTanm pabGOTHI CKyJBITOpa
WUIeaTbHOW WJUTIOCTpAalluel 3CTeTUKU
ctoppeanucroB. dpaHiy3cKuii mcarelb,
dunocod u apamartypr XKaun ITonxs Captp
CUMTaJI, YTO TBOPYECTBO JIXKaKoMeTTh
ITOCTPOEHO Ha MPUHIMIAX (heHOMEHOJI0-
TMH, a CO3IaHHbIe UM 00pa3bl CYIIECTBY-
0T «Ha TOJITYTH MEXIY ObITUEM U HUYTO».
Occe Captpa o xynoxHuke «Crpemiie-
HUe K AbcomoTy» (1947) siBasieTcst aHaIu-
30M 3K3UCTEHIIMATbHON CYIIHOCTU €ro
uckycctBa. OmHako caM [IxkakomMeTTu
OMpoOBeprajl B CBOUX 3aIllMCIX U 3cCcCe
J1100Y10 MPUBSI3KY K KAKOMY-JI1M00 Hampa-
BJIEHUIO B (prs10cOPUU U NCKYCCTBE.

WM30eras armaraxa v rpOMKUX JIeKJia-
pauuii, AnpboepTo JIXKaKOMETTH BOILIO-
a1 B TIACTUYECKUX KOMITO3UIIMSIX CBOM
yyBcTBa. OH npusHaBaiics: «B ocHoBHOM
s paboTaro paau AMOIMI, KOTOPbIE UCTTbI-
TBHIBAIO, TOJILKO KOTIa HAXOXYCh B ITPOIIEC-
ce cosupaHusi». MaHaTnueckas IOTJIO-
IIEHHOCTh TBOPYECTBOM ITO3BOJISIA MY
MOMPOCTY HE 3aMeyaThb BPEMEHM, CyTKa-
MM He UCTIBITHIBATH TOJIONA, ITOTPEOHOCTH
B OTIbIXe U CHe. Bcio aHepruio oH oTaa-
BaJl TIOMCKaM crocoba MPOHUKHOBEHUS
B CYTh SIBJIEHMI, CTPEMSCH OTKPHITh IO/ -
JIMHHYIO «ITOKJTaIKy» OBITHSI.

TlepBblil Xy10XECTBEHHBIN OIMBIT
Anb0epTO MOJYYMJI B MACTEPCKOI OTIIa —
mBeiapcKoro kuponucia JXKoBaHHMK
JIxxakomeTrtu. Ele pedbeHKoM AnbbOepTo
OCO3HaJl cuily cBoero napa: «B metctBe
s1 ObIT OECKOHEUHO CUACTIIMB M HacCTaX-
NAJCsl MBICTBIO, YTO MOTY HapucoBaTh
BCE, UYTO 51 BUXY». BrieyaTiiuTesnbHBIN,
HaJeJIeHHBI He3aypsiTHBIMUA CIIOCOOHO-
crtsiMu, JI’kakoMeTTu poc B aTMocdepe
TBOpuecTBa. B moMe poauresneil B ropoake
Cramrie MHOTHE TIpeIMEThl MHTEphepa —
Me0eb, KOBPHI, JIIOCTPBI — OBLIN clesia-
HBI OTIIOM WJIM U3TOTOBJIEHBI 11O €TO ITPO-
ekTaM. B pacniopsikeHUM Ab0epTo Haxo-
nuachk cemeiiHas Oubaroreka ¢ borareit-
LM COOpaHMEM XYIOKECTBEHHBIX M3/a-
Huil. OH 1eJIeHanpaBJIeHHO 3aHUMAJICs
PMCYHKOM U XXMBOTHCBIO, KOMUPOBAI
MMPOM3BECHUS CTapbIX MAacTepPOB IO
WJUTIOCTPAIIMSIM B KHUTAX.

TMoe3nku B UTanuio 1 3HAKOMCTBO
¢ pabotamu cTapbix MactepoB — TuUHTO-
perro, xxoTTO0, MaHTeHbU — CTalu ISt
IOHOTO XYIOXHHKA CEePbEe3HbIM 3TallOM
B OCO3HAHMM COOCTBEHHOI TBOPYECKOM
uHAuBKUAYyanbHOCTH. [lo3xke [Ikakomer-
TU BCIIOMUHAJ, YTO TOTJa BIEpPBbIE OLILY-
TUJ OTYAsSIHUE 4YeJOBEKa, CTPEMSIIIErocs
K HEIOCTMXKMMOMY B MCKYCCTBE — OTO-

BbICTABKIA

Yenosek,
nepecelcamuquft
naouiaown. 1949
Bpon3a. 68 x 80 x 52
Donpg AnsbepTo
JxkakomerTH, ropux

Man Crossing a Square
1949

Bronze. 68 x 80 x 52 cm
Alberto Giacometti
Foundation, Zurich

OpasuTh MOMJIMHHYIO XW3Hb, CKPBITYIO
3a MHUMOI peaJbHOCTBIO MaTepuajbHO-
TO MUpa.

BsiaroTBOpHBIMM /151 pa3BUTHS TBOP-
yeckoro gapoBaHusi 20-JeTHEero AJjib-
oepro Obutu miepeesn B [lapux, yueba B
Akanemuu Ipanna Illombep, mocelieHue
MAacCTEepPCKOI «HeMCTOBOro» AHTyaHa byp-
nenst. JnHaAMUIHOCTD M BHYTPEHHU Apa-
MaTu3M OypIesleBCKOM TUTACTUKHU OKas3a-
JINCh HEOOBIKHOBEHHO OJIM3KM €llle Heo-
CO3HAaHHBIM HCKaHUSIM JI>)KaKoMeTTH.
CKpPOMHOTO IPOBUHIIMAIBLHOTO IOHOIIY
MOTPsIC/Ia aKTHUBHAsl XYHIOXEeCTBeHHast
KU3Hb KYJIBTYpHOI cToiulbl. OH pHco-
BaJl U JICTIAJI, 3aMMCTBYsI MHOTOE U3 (hop-
MaJTbHBIX TIOMCKOB COBPEMEHHBIX XyITOX-
HUKOB, MOCJIeI0BATEJIbHO MePEXUI yBJIe-
yeHHe KyOM3MOM M Jalanu3MOM, OXOTHO
MMOAYMHUJICST aBTOPUTETY OCHOBOITOJIOXK-
HUKa croppeanusma AHjape bperoHa c ero
«BTopbiM MaHMdecTOM croppeain3mar,
WMEIOIIUM PEBOJIOIMOHHYIO, TTOJUTH-
yeckylo 3akBacky. [lo coBeTy crapmmx
KoJUIeT Tocella] dBTHoTrpaduyuecKuii
otaen My3sesa denoBeKa, TIe HaXOIWJIT

TPETbSIKOBCKASA TAIEPEA

BIIOXHOBEHHE B IJIACTUUYECKUX (opMmax
MPUMUTUBHOTO MCKyccTBa ADPUKH U
[TonuHe3uu.

JI’KakOMeTTH € 2HTY3Ma3MOM Heo-
¢uTa Mpeoaosies YCBOCHHYIO UM TIPEXIe
«IIIKOJTy», OTLIOBCKYIO JXMBOITMCHYIO CHUC-
TeMy, U300JIMUNB e HEeCOCTOSITeIbHOCTD.
B axxuoTaiium «HOBOOOpalleHHOTO» aBaH-
rapaucTa OH COBEPIINJI KOIIYHCTBEHHOE,
ony6yMKoBaB B XypHasie bpetona «Ciop-
peau3M Ha CJIy>K0e peBOJIIOLIMU» JIUTEpa-
TypHBIii omyc «Buepa. 3b10yune TecKu».
B aTOM COUMHEHNM, OCHOBAaHHOM Ha (pak-
Tax aBTOOWMOrpaduu, TPUCYTCTBOBAIU
daHTa3nm (CaIUCTUYECKOE HACTaXKICHUE,
MoJIydaeMoe OT M3eBaTeIbCTB Hall Hace-
KOMBIMU, HACWIe Hal WieHaMU CEeMbH,
CMEPTHBII rpex OTieyOuiicTBa), BbISIBUB-
1IIMe TT0ICO3HATEIbHYIO arpeCcCUIO XyI0XK-
HHUKa K cBoeMy Tipoiiomy. ITocpenctBom
OINMMCAHUs Pa3pyIIUTEIbHBIX NeWCTBUI
OH CTpPEMUJICSI B BOOOpPaKeHUU OCBOOO-
JIIUTBCS OT JKECTKUX PAaMOK OOIICTIPHHSI-
ThIX Tpamuimii. [lociemoBasias BCKOpe
CMepTh OTIIa paHuJIa U oTpe3Buia [Ixkako-
METTH.
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Jec. 1950
Bpomnsza. 57 x 61 x 49,5

Kyncrxayce, Hiopux

The Forest. 1950
Bronze
57 x 61 x 49.5 cm

Kunsthaus, Zurich
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Cmosawasa oOHaxceHHas »
6e3 pyx. 1954

Bpown3za. 56,5 x 13 x 18,5
®oup Ansbepro JIKaKOMeTTH,
Iliopux

Standing Woman »
without Hands. 1954
Bronze

56.5x 13 x 18.5 cm

Alberto Giacometti Foundation,
Zurich

Eloquently and simply Balzac put
into words and summarized the goal of the
artist’s agonized quest. Wisdom itself
speaks through the painter Frenhofer:
“Beauty is a thing severe and unapproach-
able, never to be won by a languid lover.
You must lie in wait for her coming and
take her unawares, press her hard and
clasp her in a tight embrace, and force her
to yield. Form is a Proteus more intangible
and more manifold than the Proteus of the

legend; compelled, only after long
wrestling, to stand forth manifest in his
true aspect. Some of you are satisfied with
the first shape, or at most by the second or
the third that appears. Not thus wrestle the
victors, the unvanquished painters who
never suffer themselves to be deluded by all
those treacherous shadow-shapes; they
persevere till Nature at the last stands bare
to their gaze, and her very soul is
revealed.”




OH >XaJIHO BITMTHIBAJ W TaJaHTIMBO
WHTEPIpPETUPOBal BCe HOBOE, obJeKas
B XYIOXECTBEHHYIO (hOpMY, BU3yaJbHO
BbIpaXkasi CMBICJI OCO3HAHHOTO, OJIHAKO
JIOBOJIBHO CKOPO TePsiJ UHTEPEC, €CITU 3TO
HE COOTBETCTBOBAJIO €ro LIEJsIM B UCKYC-
ctBe. COTPYIHUYECTBO C TPYMIION CIOp-
pEaIMCTOB OCTAaBUJIO CEPbE3HBIN Cleld
B TBOPYECTBE XYyIOXHHUKA, HO SIBUIOCH
JIMITb HEOOJBIIMM 3TarioM Ha IyTH K
«BBICOKOMY CTUJTIO».

ITpounTtanHblii AnpbepTo JlxKako-
MeTTM B Hayaise 1940-Xx romoB pomaH
Onope ne bamp3aka «HeBemombrii 1e-
JIeBp» CTaJl JIJISi HErO CBO€OOPa3HO MPo-
rpamMmoii. SIipko u npocto banb3ak or-
penenus 1ejlb MYYMTEIbHBIX IOUCKOB
XynoxHuka: «Kpacora crpora u cBOeH-
paBHa, — TOBODUT CTapblii >KUBOITHCEII
®penxodep, — OHA He JaeTcs TaK IIPO-
CTO, HY>KHO TOKUIATH OJIaroTpUsSITHBIM
4ac, BBICJIEXXMBATh €€ W, CXBATWB, JEp-
XKaTb KpemnKo, YTOObl MPUHYAUTH €€
K cmaue. @opma — st0 Ilporeii, Kyma
0oJiee HEyJOBUMBII U OOraThlil yxullipe-
Husmu, dyem Ilporeit B mude! Tonabko
rnocJje J0Jroil 60pbObl €€ MOXHO MPUHE-
BOJINTh IOKa3aTh ceOsI B HACTOSIIEM
Bune. Bbl Bce JHOBOJILCTBYETECH MEPBBIM
00JIMKOM, B KAaKOM OHa COrJlallaeTcsl BaM
rmoxKasaTbCs, WIW, B KpallHEM ciydJae,
BTOPBIM, TPETbMM; HE TaK IEiCTBYIOT
OOPILIBI-TTOOEIUTENN. DTU HETIPEKIOHHBIE
XYIOXKHUKU HE AaloT ce0sl 0OMaHyTh BCSI-
YeCKMMHU M3BOPOTAMM U YIIOPCTBYIOT,
IoKa He TPUHYIAT MPUPOILY ITOKa3aTh
ce0s1 COBEpILIEHHO HArou, B CBOei UCTUH-
HOW CyTW».

JI’KaKOMETTH YIIIeJT OT IyCTOTO OTpa-
JKeHUS BHELIHEel 000JIOYKU MOJENH,
HETIOBOPOTJIMBOI 4eJIOBEYECKOM IIJIOTH.
Ouuiast co3maBaeMblil UM MUP OT HAHOC-
HOTO copa, XYIOXHMK BBIYICHSIT CMEPT-
HYIO TUIOTb MaTepUU U OCTaBJISLT B UTOTE
(aHTacTHyecKyo sHepruio myxa. lom 3a
rogoM AsiboepTo JIxKakoMeTTH Mpeooie-
BaJl COINPOTUBJICHHWE MaTepuaia, 3acra-
BJISUT €T0 3By4aTh KaMEpPTOHOM, Tiepema-
Bas SMOLIMOHaJIbHOE HampstkeHue. [loc-
Jle nuTepaTypHbiX 1ieaeBpoB Kadku,
Kamio, Captpa, bekkera npousBeneHust
JI>KakOMETTU  SIBJISIFOTCS ~ BU3YaJbHBIM
BOIUTIOIICHUEM TPAaruuecKOoro OIYIIEeHMS
00rooCTaBJIEHHOCTH YEJ0BEKA.

JI>kKakOMeTTH M3MEHUJT BOCTIPUSITHE
TPaIUILIMOHHBIX BUIOB M300pa3nTEeIbHO-
IO MCKYCCTBA, CMellal TpueMbl 00padoT-
KM MeTajlJla M KMBOIMCHOW ITOBEPXHO-
ctr. Ero peBoJionust B NCKYCCTBE 3aKITIO-
JaeTcsl B pa3pylleHWH TOTO TJIaBHOTO,
YTO, COOCTBEHHO, COCTABJISIIO CKYJIBIITY-
PY: OH «yIIpa3IHWI 00beM»; 1e(POPMHUPO-
BaJ (UTYpBI 10 TOHKOCTH JIC3BUIA; BBEJ
CKBO3HbIE KOHCTPYKIIMM KaK IpPOTECT
MPOTUB TPAAULIMOHHOTO IIACTUYECKOTO
SI3bIKa C €ro TOTYEPKHYTOU OCsI3aeMO-
CTbIO U BecOMOCTbI0. [TouTu GecrioTHbIe
BepTUKaJIbHbIE (PUTYpBI COOUpAOT U
YICPKUBAIOT JTF000E TIPOCTPAHCTBO — OT
MY3€HOTO MHTEphepa 10 TOPOJICKUX TUIO-
1aaei, Hachllask BCE BOKPYT cebsi 0co-
ObIM MarHeTM3MoM. OHM He HYXKIAITCS
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CURRENT EXHIBITIONS

Working with human models
Giacometti was least of all interested in
shallow reproduction of the outward
appearance, the clumsy human flesh.
Peeling off the accidental and superficial
from the world he was creating, the artist
cast aside the mortal flesh of the material,
finally laying bare the fantastic energy of
spirit. Year after year Alberto Giacometti
worked to overcome the resistance of mat-
ter, giving it voice and making it vibrate
like a tuning-fork conveying the artist’s
emotional strain. His models are beings
with a naked nerve. The extreme psychol-
ogism of his images is full of suffering. Like
the literary masterpieces of Franz Kafka,
Albert Camus, Sartre, and Samuel
Beckett, Giacometti’s works are a visual
embodiment of the tragic sentiment of
humans abandoned by God.

Giacometti changed the perception
of traditional visual arts, combining the
techniques of iron moulding and those of
32 TPETLAKOE
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moulding the plane of a painting. His
breakthrough in art consisted in eliminat-
ing the very essence of sculpture — he
“abolished volume”, deforming his figures
to the point when they are thin as knife-
blades. The see-through structures were a
protest against the traditional language of
sculpture with its emphatic palpability and
weightiness. The narrow vertical lines of
the nearly fleshless models absorb and hold
any sort of space — from the interior of a
museum to city squares, saturating every-
thing around with a special magnetism.
The models do not call for unhurried con-
templation, or any kind of smooth walk-
around: his sculptures are pointed and
expressive, and they dominate the space as
giant, sharply-drawn graphic images.

The surface of the bronze castings
retain the prints of Giacometti’s hands as
he touched the clay. Their refreshing
materiality together with the masterful
artificial patination of the bronze and
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Mydxcckou 6rocm,
Huio-Hopk 11. 1965
Bponsa

46,5 x24,5x 152
Douy AnsbepTo
I>xakomert, ITopux

Bust of a Man,

New York I1. 1965
Bronze

46.5 x 24.5 x 152 cm

Alberto Giacometti
Foundation, Zurich

intricate colour shadings from a warm
ochre to cool tints of green bring to our
minds, among other things, spacial paint-
ings. His paintings and drawings, con-
versely, are marked by sculptural tech-
niques: the artist did not secure his images
within sharply drawn silhouettes but
seemed to be modeling objects, bodies and
faces grappling for their form and accurate
position in space by tracing the lines again
and again. The plane of the paper or the
canvas gained volume, and the streamlined
strokes were weaving the image, preserving
the dynamics of the sculptor’s keen eye.

The artist unexpectedly found solu-
tions to the challenges he identified for
himself in the simplest things — thus, a
pedestrian crosswalk sign inspired, in the
late 1940s, a whole series of figures of
“Men Walking” and “Men Crossing a
Space”, and the models of sculptures
hugged in a corner of the cramped Parisian
studio formed a composition and a fresh
image (“Forest”, 1950). Giacometti’s
sculpture “The Hand” (1947) was inspired
by his favorite story of Balzac — the artist
left many sketches on the margins of his
favorite book. He literally made an illus-
tration to the words of one of the story’s
characters who said that the plaster cast of
a live person’s hand forever remains but a
dead mass: “The aim of art is not to copy
nature ... We must detect the spirit, the
informing soul ... a hand ... is not only a
part of a body, it is the expression and
extension of a thought that must be
grasped and rendered.”

He was discontented as only a genius
could be: “All that I can achieve is so
insignificant in comparison to what I can
see, and would be likely tantamount to
ruin.”  With these words Alberto
Giacometti expressed the true feelings of a
person who was obsessed with art and
whose creative goals imparted meaning to
his life. In a great measure it was thanks to
his brother, the talented sculptor and
designer Diego Giacometti, that these
goals were fulfilled. For over 40 years
Diego lived in the shadow of his excep-
tional brother Alberto. Diego’s faithful
service to his older brother, and moral and
financial support, help in the realization of
ideas and, finally, the accomplishment of
the most important part in the process of
creating a sculpture — casting clay models
in bronze in his own foundry — proved a
true feat.

Diego’s collection, together with the
artist’s wife’s Anette Arm collection and
the gifts from younger brother Bruno,
became the basis of the Alberto
Giacometti Foundation in Zurich, whose
reserve items have been loaned for the
Moscow exhibition. The small show fea-
turing about 60 of Giacometti’s works
spans all periods of his artistic life, begin-
ning from an early self-portrait influenced
by his father’s style to his last project — a
sculptural composition for the plaza in
front of the Chase Manhattan Bank
Headquarters in New York.



B MEUICHHOM CO3epIllaHWU, IJIABHOM
KpyrosoM ob6xone. OcTpble BbIpa3UTesb-
HbIE CKYJBITYPbI LAPSIT B MPOCTPAHCTBE
KaK TMTaHTCKME, YeTKO IMPOPUCOBAHHBIC
rpacduyeckre U300pakeHusl.

TToBepxHOCTb OPOH30BBIX OTJIMBOK
coXpaHuJa CJaelbl MPUKOCHOBEHUS PYK
[Ixakometrtn K TimHe. MakTypHOCTh B
COYeTaHUM C MAcCTepCKUM MaTUHHUPOBA-
HHUEM CO CJIIOXXHBIMU TOHAJTbHBIMU TIepe-
XOHaMU OT TEIUIOM OXPhI JO XOJIOMHBIX
OTTEHKOB 3€JICHOTO ITIO3BOJIIET CPaBHM-
BaTb W3BasHUS C TIPOCTPAHCTBEHHOM
XuBonucblo. KapTuHsl, pucyHku, odop-
Thl JI’KakKOMeTTH, HAIpOTUB, COmepxKar
NnpueMbl paboOThl CKYJbNTOPAa: OH HE
3aHUMaJIcs (puKcanneil 00pa3oB YETKUM
KOHTYPHBIM PUCYHKOM, a CJIOBHO MOJe-
JIMPOBAJI IMPEIMETHI, TeJIa 1 JINLa, «Hallly-
MbIBasi» UX (OPMY U BEpHOE TOJIOKEHHUE
B MMPOCTPAHCTBE MHOTOKPATHBIMU TTOBTO-
peHustMU KOHTypa. [liockocTh Gymaru
U XoJICTa oOpeTaniu o0beM, OOTeKalolue
IITPUXU TKAJIA M300paxkeHUE, COXpaHSIs
IUHAMUKY «KUBOTO 3PECHMS».

XyIOXHUK HEOXUAAHHO HaXOIdWJ
pellleHrs] MOCTaBJIEHHBIX TMepen coboit
3aJla4 B CaMBIX IIPOCTHIX Bemlax. Tak,
TIOPOXXHBIN 3HAK ITEIIeXOMHOTO Tepexoaa
TOCTYXXWJI TOJTYKOM JJIsl CO3IaHUST B KOH-
e 1940-x cepuii «Mnymme» u «Ilepece-
KalolIre TPOCTPAHCTBO», a COCTaBJIEH-
HbI€ XaOTMYHO B YTy TECHOI MapukKCKOM
MacTepPCKOI MOJeIU CKYJbNTYp 00pa3o-
BaJI1 KOMITO3UIINIO M CTaJIM HOBBIM Hali-
NeHHbIM ob6pasoM («Jlec», 1950). Ha co3-
JaHue cKyabnTyphl «Pyka» (1947) xymox-
HHUKa BIOXHOBMJ «HeBemomblil 1reneBp»
banbzaka. OH OyKBaJIbHO WLTIOCTPUPYET
CJIoBa OJIHOTO M3 TEPOEB O TOM, UTO Clie-
MOK C XMBOW pPYKH OCTAHETCS JUIIb
KYCKOM O€3XM3HEHHOU IUIOTH: «3agaya
HCKYCCTBA HE B TOM, YTOOBI KOIMMPOBAThH
MPUPOJY, HO UTOOBI €e BbIpaxkaThb. ...Ham
JTOJKHO CXBAaThIBATh AYIITY, CMBICIT, XapaK-
TEepHBIN O0JIMK Bellleil U cyliecTs. ...Pyka
HE TOJBKO COCTaBJISIET YacTb YeJoBeve-
CKOTO Tejla — OHa BBIpaXkaeT M TPOHOJI-
KaeT MBIC]b, KOTOPYIO HAJ0 CXBATUTh
U TepeaaTh».

JI>kakoMeTTH ObLT Ha/leJIeH HeyIOB-
JIETBOPEHHOCThIO TeHus: «Bce, yero s
MOTY JIOCTMYb, CTOJb HUYTOXHO B CPaB-
HEHUM C TE€M, YTO sI MOTY BUIIETb U, CKO-
pee, OymeT paBHOIIEHHO Kpaxy». B atmx
CJIOBaxX BBIPaKeHbI MOUIMHHBIE YyBCTBa
YyeJloBeKa, OJEPKUMOTO UCKYCCTBOM, JJISI
KOTOPOTO TBOPYECKHE LU SBJISLIUCH
CMBICJIOM KU3HU.

WX mocTmkeHHe CTajao BO3MOXHBIM
BO MHoroMm Omaromapsi Jduero JIxkako-
METTU — TaJIAHTIIMBOMY CKYJBIITODY, IH-
3aliHepy Me0ean W IPOEKTUPOBIIUKY
UHTEpbepoB, OoJiee 40 JileT ocTaBaBLIEMY-
csl B TEHU TeHUAJIbHOTO CTapllero opara.
Ero BepHoe ciyxeHue AnbOepTO, MO-
payibHast U prHAHCOBAs MOIIEPKKa, MO~
MOLIb B peajiv3aluu UAEW U, HAKOHEL,
OCYIICCTBJIICHME CaMOTO BaXHOTO 3Talla
paboThl Ham CKYJBLITYpOil — mepeBoja
JIMHSHBIX MOjieJieii B OpOH30BbIE OTIUB-
KM B COOCTBEHHOM JIMTEHHOM IIpOU3-

Hlazarowuil weaosex IT
1960
Bponza. 189 x 26 x 110

Ponpt Beitenepa, Basenb

Man Walking II. 1960
Bronze
189 x 26 x 110 cm

Beyeler Foundation, Basel

BOIACTBE — MOXHO Ha3BaTb HACTOAILIVUM

TTOABUTOM.

Ha ocHoBe coGpaHusi /Iuero, koJ-
JIEKUMHU BIOBBI XYJIOXHUKA AHETTHI ApM
1 gapoB MJjaaiiero Opara bpyHo ObLI
obpazoBaH ®oHn AboepTo [IKakoMeTTn
B Llropuxe. HeGosnbilasi BhICTaBKa, BKIIIO-
yagiast 60 pabot [KakoMeTTH, OCHOBHASI

BbICTABKN

YacTh KOTOPBIX ObLTa MpeaocTaBaeHa hoH-
JIOM, OTpa3uja Bce Mepuoibl TBOPYECTBA
Mactepa OT paHHEro aBTOINOPTPETa, BbI-
MOJHEHHOIO TOJ BJIUSHUEM OTLIOBCKOM
>KUBOTIMICH, IO TIOCIIEMHETO (HEOCYIecT-
BJIEHHOT'0) MMPOEKTa — CKYJIbITYPHOI KOM-
Mo3uuuu s Tulowlanu mepen Yeiis
ManxatTeH 6aHKoM B Hpro-Hopke.
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