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Kpncrun Xondgenrapr

[Taynp Kiee — ITa6so Ilukacco:
IepeceKaroInecs BCeJIeHHbIE

Lentrp Ilayna Knee B bepHe ormeuaeTr cBoe maTuieTue
BbicTaBKON «Knee u Ilukacco» B 3HaK yBaKeHUs K JIByM
FUTaHTaM UCTOPUM MCKYCCTBA. DTOT MPOEKT IPEACTABISAET
BBIJIAIOIIIMXCS MACTEPOB B PaMKaXx €[JMHON TEMbI — HCCIIE[[OBa-
Hue TBopuectBa [1a6mo [Tukacco [Taynem Kinee — u oTkpbiBa-
€T HEU3BECTHbIE paHEE TOYKM COINPUKOCHOBEHUS MEXKJY
Humu. Ha BeIcTaBKe femMoHcTpupyeTcs cBbliie 180 nmpounsse-
nenunt u3 oo Llentpa [Nayns Kiee, My3sest coBpemMeHHO-
ro uckyccrea (MOMA) B Hrro-Mopke, Mysest TTukacco B
Bapcenone, My3ess beprrproena, HoBoil HanmoHasibHOM
rajepeu B bepiune n napukckoro Llenrpa Ilommupny. I1po-
€KT IOJIYyYWI NOAJEPKKY HACIEJHUKOB OO0UX XYIOKHUKOB.

PETbAKOBCKAS FANEPESA

see n [1ukacco cuMTaroTCsl BHIIAIO-
KLL(I/IMI/ICS[ aHTUTIONAMU U KaK XyIo-
JKECTBEHHBIE TIEPCOHATTMN OHM JEWCTBU-
TEJILHO COBEPIIIEHHO pa3Hbie. OMUH — po-
MaHTUK-WHTEJUIEKTyall, IPYyroil — foxa-
HUH-XU3HEN00; MO3TUYECKOe CaMOBBI-
paxeHnue Kiiee, ero CKIIOHHOCTb K caTupe
W MPOHUM KOHTPACTUPYIOT C JApaMaTHh3-
MOM, YyBCTBEHHOCTBHIO M CTPACTHOCTHIO
IMukacco.

HecMmotpst Ha MPOTUBOTIONOXKHOCTh
temnepamenTa, Kiee u [NMukacco Bce ke
MpUHAIJIEXATH K OJHOMY ITOKOJIEHUIO
¥ CTPEMWIACH K OOHOBJIEHUIO UCKYCCTBA,
obparasch K ICTOKaM TBOPUECKOH 2Hep-
riu JenoBeka. [1o pazHOOOpa3uio u 130-
OpeTaTeTbHOCTU KWBOITMCHOTO SI3BIKA
OHU UMEJI MHOTO OOIIIEeTO.

[Mukacco — 3TO sIBIEHUE TPUPOJIHI.
Bce coBpeMeHHUKM XyI0KHUKA TIOIIaBa-
JIVCh NEUCTBUIO €T0 Yap, KOTOPOe TIPOBO-
IIMPOBAJI0O WX JIMOO Ha 0E30rOBOPOYHOE
ofgobpeHue, 1ubo Ha Henpusatue. Ha
Knee IMukacco Takke mpousBen riy0bo-
yaiiiiee BrnieyatiaeHue. OmHako, Oymydm
KpaifHUM WHIVBUIYaJIMCTOM, OH He TIPO-
CTO TIOMAJ TION BJIWSIHWE, HO TOCTaBUJ
cebe 1enb MOHATH «McHaHua». B ero
XYIOXECTBEHHOM SI3BIKE CMEIIMBAINCH
BOCXUIIIEHVE U TOHKAsi HACMeEIITKa, TIPUSI-
THE W HeCoTJIacue.

Brionne BeposiTHO, uto Kiee u I1u-
Kacco BCTpeyasinch OBaxabl: B 1933 ro-
ny B Mactepckoi Ilukacco B Ilapuxke
u B 1937-m B nome Kiiee B bepre. Onn
BCeT/Ia POSIBIISITN XKUBOM MHTEPEC K TBOP-
4eCcTBY JIPYT Npyra, U Terepb, 70 JIeT ciry-
CTSI, IBa BEJIMKKMX MacTepa BHOBb COEIH-
HWINCH Ha OecTIpelleIeHTHON BBICTaBKe,
KOTOpasi TIO3BOJISIET TIOAPOOHO TIpOCIIe-
JIUTh WX BECbMa CIIOXHBIE B3aMMOOTHO-
IeHUs.

Huanor mexnay Kinee u [Tukacco co-
CTaBIISIET LIEHTP dKcno3uinu, rae [Tukac-
CO TIpe/ICTaBlIeH KaK ByHIepKuH, a Kiee —
Kak KpUTHUYEeCKY HACTPOEHHBII ayTcaiinep.
Pa6oram IMukacco rony6oro u po3oBoro
TIepUOIOB TIPOTUBOTIOCTABJIEHBI CATUPU-
yeckue KapTuHbl Kiee Ha ctexite. Pssmom
C KpYIHEUIMMU mpon3BeneHusiMu [1u-
Kacco rnepuoja Kyousma — «oTeeT» Kiee
Ha KyOW3M, 3Ty BEJIMKYIO PEBOTIOIUIO B VC-
kycctBe XX Beka. Kaptuna Kiee «/laHb
IMukacco» (1914) sBrsieTcst eAMHCTBEHHBIM
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Christine Hopfengart

The Zentrum Paul Klee:
Meeting Place of Klee and Picasso

The Zentrum Paul Klee celebrates its 5 years with the exhibition “Klee meets Picasso”
— an homage to two giants of art history, presenting these two imposing exponents of
modern art and taking as its theme Klee’s analysis of Picasso. The exhibition reveals
unknown interwoven links between Klee and Picasso. It comprises over 180 works from
the Zentrum Paul Klee, from numerous museums and private collections, such as famous
collections in the Museum of Modern Art, New York, the Museum Picasso, Barcelona,
the Museum Berggruen and the Neue National Galerie, Berlin and the Centre
Pompidou in Paris. The exhibition project is supported by the Picasso und Klee families.
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I< lee and Picasso are esteemed as out-
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tanding antipodes of the history of
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20th century art, though as artistic per-
sonalities they could hardly be more dif-
ferent. One was Mediterranean and
worldly, the other romantic and spiritual:
Klee’s poetic expression and his leaning
towards satire and irony stand in contrast
to Picasso’s drama, his sensuality and his
pathos.

Despite all their differences in tem-
perament, Klee and Picasso still belonged
to the same generation and worked on the
renewal of art from the sources of human
creative energy. In the diversity and
inventiveness of their pictorial language,
they were similar to one another. Picasso
was a natural phenomenon, drawing all
his contemporaries under his spell and
provoking them into either approval or
opposition. Klee was also deeply impress-
ed by Picasso — but being a great individ-
ualist he did not simply succumb to his
influence, but set out with the aim of
understanding the “Spaniard”. His artis-
tic utterance displayed a mixture of admi-
ration and critical irony, of acceptance
and contradiction.

Klee and Picasso most probably met
each other personally on two occasions
during their life time: in 1933 in Picasso’s
studio in Paris, and in 1937 at Paul Klee’s
house in Berne. Apart from this, both
artists were keenly interested in each
other’s activity. And now — over 70 years
later — the two great masters meet again in
a unique exhibition at the Zentrum Paul
Klee which illustrates in detail the com-
plex relationship of the artists to one
another.
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The dialogues between Klee and
Picasso are at the focus of the exhibition,
showing Picasso as a precocious child
prodigy and Klee as a critical outsider;
works from Picasso’s Blue and Rose peri-
ods are opposed to Klee’s satirical glass
paintings. It shows major works by Picasso
from the cubist period and Klee’s response
to Cubism — this great revolution in the
history of art in the 20th century. Klee’s
painting “Homage to Picasso” from 1914
is his only tribute ever accorded to anoth-
er artist.

Through Cubism Klee came to know
Picasso’s works in the original for the first
time. The consequences for his work are
obvious and can be observed over a longer
period. Klee, however, developed a dis-
cerning approach to Picasso, and careful-
ly distinguished between positive and neg-
ative elements.

For Klee “analytical” Cubism in
particular represented an important
impulse. He derived a basic composition-
al design from it, in which he could inte-
grate motifs of different kinds. Klee
adopted cubist forms particularly for the
depiction of landscapes, but did not
respond to cubist representations of the
human body except when making a joke.
The innovative achievements of this way of
painting, its dissolving of the classical fig-
urativeness and the creation of new picto-
rial vocabulary, appeared in Klee’s eyes to
lead to the destruction of the living organ-
ism and to artistic randomness. With land-
scapes, however, he saw cubist structure to
a certain degree appearing in nature. The
further development of Cubism is evident
in his landscape pictures, in his Tunisian
watercolours or in “Quarry” (1915), a
watercolour in which he recognised the
cubist structures in the excavated walls of
the stone quarry at Ostermundigen near
Berne.

One particular pictorial form of
Cubism was the oval painting. Distinct
from rectangular canvases, the oval pic-
tures with their artificial shape acquired
the character of autonomous pictorial
objects — an idea which Picasso and also
Braque particularly liked.

Klee too was pleased with the oval
picture shape and gave many of his paint-
ings this typically cubist format. In partic-
ular he used this for “Homage to Picasso”
(1914), the painting with which he paid
his respects to his artist colleague. Unlike
Picasso, Klee developed the special shape
of his oval pictures not from the depiction,
but adopted it in the form of a quotation.
While Picasso intensified the cubes and
the surfaces in the middle of the picture,
relaxing them toward the edge, Klee

ITayns KIIEE Paul KLEE
Iocsawerue Homage to Picasso
IMukacco. 1914 1914, 192

Kapron, macno Oil on cardboard
38 x 30 38 x 30 cm

YacTHas Komnekuus Private collection

maintained his surface pattern on all sides
and intersected the inner rectangular
shapes with curved borders.

In 1912 the cubist system of painting
changed when Picasso and Braque began
to introduce items from reality into their
paintings — newspaper cuttings, strips of
wallpaper, wooden imitations or stencilled
word fragments. “Papier collé” was the
name given to the new technique, which
was a precursor of the Dadaistic collages
and extended the palette of artistic expres-
sive possibilities by means of the effect of
the material. Painted, drawn and glued
elements complement each other and cre-
ate complex combinations between
depicted and actual reality.

Klee must have come only in fleeting
contact with synthetic Cubism, as the new
direction was called, since during the years
of World War I the flow of information
between Germany and France was broken
off. Nevertheless in his works from the
1910s, it is possible to recognise artistic
methods which are similar to synthetic
Cubism, but which clearly bear Klee’s
mark. During this period Klee developed
his own entirely personal form of “papier
collé” — he cut up his own works and
reassembled them as new, in doing so
introducing no foreign materials but falling
back on his own reserves. In contrast to
Picasso he did not open himself to the
reality of everyday life, but remained with-
in the closed circle of his own universe.

t the beginning of the 1920s Klee and

Picasso were far apart from one
another. Around 1917 Picasso had com-
pleted a stylistic change to “classical”
forms, which many of his contemporaries
judged a retour a lordre, a conservative
return to figuration and objectivity. They
saw in the artist a revolutionary survivor
who had exhausted himself through
Cubism. Only a few observers were open
to the dialectic change hidden behind this
transition, and interest in Picasso the per-
son and his art dwindled.

Klee must have known of Picasso’s
new direction since the late autumn of
1920 when he was in Berne, where the
“Exhibition of French Painting” at the Art
Gallery showed an important example of
Picasso’s new direction, the picture
“Arlequin au loup” (Harlequin with
Mask), from 1918 (today it is in the Art
Museum in Basel). No reaction from Klee
was registered, but judging from his own
development, it can be presumed that the
“new Picasso” also became less interest-
ing for him. In the face of the increasing
stylistic diversity of his own works, and his
continuously far-flung fantasies seeking
with irony and wit an individual form for
each theme, Picasso’s reduced vocabulary,
orientated towards the antique and classi-
cal, seem to be diametrically opposed.
Faced with his own growing fame, the
declining appreciation for Picasso and his
apparently decreasing creative energy
might have calmed Klee somewhat.



B €0 TBOPUYECTBE MOCBSILLIEHUEM IPYTOMY
XYJTOXHUKY.

NmenHo c kybusma [Nayns Kiee Ha-
YaJl CBOE€ 3HAKOMCTBO C OPUTMHAIbHBIMU
npousBeneHussMu [1nkacco. 1o mpon3o-
wto B 1912 wim 1913 rony uepe3 paboThI
TaK Ha3bIBAEMOT'O NMPOTOKYOM3Ma U KapTH-
HbI, KOTOPbIE YK€ MOXHO OTHECTU K paH-
HeMy 3Tafy CHUHTETMYECKOro KyOu3ma.
[TocnencTBus n1st COGCTBEHHO TBOPYECT-
Ba KJjiee 0ueBUIHBI, KX MOXHO MTPOCIIEIUTD
Ha TPOTSKEHUU UINTEJIBbHOTO TMepuoa.
Opnnako y Kinee cpopmupoBasicsi Kputu-
yeckuil nmoaxox K Ilukacco, u oH 4eTko
paznuyan 1is ceOs MONOXUTETbHBIE U OT-
pUlIaTeIbHbIE CTOPOHBI cOOpaTa Mo LieXy.

B kommnozunusx, omnpeaessieMbixX
Kak aHanutuyeckuil kyousm, Ilukacco
JIOMaeT KOHTYpbl (UTyp U MPEAMETOB U
pacrosiaraeT Ux B HECKOJIbKUX MEepCIeK-
THBaxX ofHOBpeMeHHo. [l Kiee nMeHHO
aHAIUTAYECKUI KyOu3M okasaics oco0o
BaXXHBIM TTOOYIUTETHHBIM CTUMYJIOM. OH
BbIpabOTaJl HA €r0 OCHOBE 0A30BBIN MOA-
X0 K KOMIO3ULIMH, Kyla MOXHO OBLIO
WHTETPUPOBATh CaMble Pa3Hble MOTHUBBI.
ITpexne Bcero Kiee ucnonb3zoBan Kyou-
CTAYECKYI0 (hpOpMy NPU HAMTUCAHUM TIEii-
3aXeil, B U300paXeHUU 4YeJIOBEYECKOTo
Tejla OH oOpalajics K npueMam Kyousma
pa3Be uTo B 1IyTKY. HoBaTtopckue noctu-
JKEHUS TOMOOHOTO MOIX0/1a K KUBOIKUCH,
pa3MbIBaHUE KJIACCUYECKOU (hUTYypaThB-
HOCTU U CO3[JaHUE€ HOBOTO XXUBOIUCHOTO
s3b1ka Kiiee BocmpyHUMAN Kak MyTh K Je-
CTPYKIIMY XUBBIX OPTAHU3MOB U XYyI0XKe-
CTBEHHOMY Tpou3Boiy. OQHAKO B OTHO-
LIEHUU Tei3axeil OH, HAMpPOTUB, BUIET
HEKOE COOTBETCTBUE KyOMCTUYECKUX
CTPYKTYp XuBO# mpupone. [JdanbHeiiee
pa3BuUTHE KyOM3Ma TakXke, HECOMHEHHO,
OTPa3WIoCh Ha €ro Mei3axHou XKUBOIMU-
cu. DTO MPOCIIEXKUBACTCS, HATPUMED, B TY-
HUCCKUX akBapesisix win pabdore «Kame-
HooMHsT» (1915), BHOXHOBJIEHHO U3PHI-
TBIMU CTEHAMU KOTJIOBaHa KAMEHOJIOMHU
B OctepmyHaureHe 6au3 bepHa.

CremyeTr OTMETUTH, YTO TIEPBOHA-
yajibHOE 3HaKOMCTBO Kiiee ¢ S13bIKOM Ky-
Ou3Ma MPOU30ILIO HE TOJIBKO Yepe3 XKu-
BOIUCh, HO U YePEe3 IPaBIOPbI U PUCYHKU
IMukacco. OH, 6e3ycIOBHO, BUIET UJLTIO-
crpaiuu [lukacco k pomany Makca 2Ka-
kob6a «CeH-Maropenb». [TepBbie TOMBITKA
MPUMEHUTh MpPUEMbl KyOu3Ma K cOOCT-
BEHHBIM [MOBECTBOBATEbHBIM MUHUATIO-
paM nokasanuck Kinee tpynHbimu. Tem He
MEHee BCKOpPE OH BOCIPUHSI Mpo3pay-
HbI€ JIMHEWHBIE CTPYKTYPbI U MPOIOJIKAT
HCTOJIb30BaTh UX B KAUECTBE aOCTPaKIINiA,
r1le CMOT BOIUIOTUTh U CBOU OPUTUHAJIb-
HbI€ KOJIOpUCTUYECKUE peleHus. «Jon-
TOBpeMEeHHOe» BO3JIeiicTBe KyOru3mMa Ha
TBopuecTBo Kiiee mMposiBUIIOCH TIaBHBIM
00pa3oM B TOM, 4TO OH (popMUPOBAIT 00-
LIYI0 CTPYKTYPY CBOMX KOMIO3ULIUI Ye-
pe3 Kybuctuyeckue noctpoeHus. Jaxe
B ropasfo 6osee mo3gHUX paborax mne-
prona «bayxayca» 3To BIUSIHYE TTO-TIPEX-
HEMY OILLYTUMO.

OnmHUM U3 CBOWCTBEHHBIX KyOM3MY
MPUEMOB CTajia OBalIbHAsA (popMa KapTh-

Hbl. B oT/iMyue oT mpsIMOYTrOIbHBIX XOJ-
CTOB OBaJIbHAs (hopMa MpuaaBaia mojJoT-
HaM XapakTep aBTOHOMHBIX OOBEKTOB,
4YTO 0COOEHHO HpaBuioch [Tukacco u bpa-
Ky. Kiee taxxke to0u oBajibl, U MHOTHE
ero paboThl clelaHbl B TUITMYHOM IS
Kybusma cdbopmate, HO B oTiinuue oT [1u-
Kacco OH UCIOJIb30BaJI OBAJIbHYIO (hOpMy
KapTUH He KaK OCOOBIil M300pa3uTelib-
HBII TIpUEM, a B KauecTBe IUTAThl. [1u-
Kacco HarpoOMOXIal KyObl M TUIOCKOCTH
B IIEHTPe KOMITO3MIINU, pa3rpyxas ee
K KpasiM, a Kiee pacnipenensin uzodpaxe-
HUe TI0 BCeii MOBEPXHOCTU U BHYTPEHHUE
TIPSIMOYTOJTbHBIE (hOPMBI TIEpeceKaINCh
Y HETo ¢ Iyroo0pa3HbIM KpaeMm.

B 1912 romy xwBomMCcHasI cucteMa
KyOusma mnpereprnena usMmeHeHus. [lu-
Kacco u Bbpak crasu BBOOUTH B CBOU pa-
OOTBI 3JIEMEHTHI OKpYKAroIleil TeiCTBU-
TEJIbHOCTUA — BBIPE3KH U3 Ta3eT, MOJIOCKHN
000¢eB, NepeBsTHHbIE MOMEIN WU HaHe-
CeHHBIe TI0 TpadapeTy dparMeHTHI CIIOB.
HoBast TexHuka, MoaydInBIIasi Ha3BaHUeE
papier collé (HakneeHHast bymara — ¢dp.),
— TIpEIIeCTBEHHUIIA TANaNCTCKIX KOJIIa-
Xell — pacmmpuia auamna3oH BbIpasu-
TEJBHBIX BO3MOXHOCTed. C TOMOIIBIO
JOTIOTHSIBIINX PYT APYTa KUBOMMUCHBIX,
PUCOBAaHHBIX U HAKJIEEHHBIX 3JIEMEHTOB
MOXHO OBUTO CO3aBaTh CJIOXHBIE KOM-
OMHAIMU M300pakeHHBIX W PEaTbHBIX
(dparMeHToB.

3HakoMmcTBO Kilee ¢ CUHTETUYECKUM
KyOM3MOM, BEPOSITHO, ObUIO HE OYEHb
OCHOBATeNbHBIM, ITOCKOJBKY B TIEPHUOL
[TepBoit MUpOBOIF BOMHBI MOTOK MH(POP-
maruu Mexny lepmanueit u @paHumeit
npepBaics. OqHako ¢ 1910-x romoB B ero
paboTax yxke MOXHO OITO3HATh COOTBET-
CTBYIOIINE XYNOXECTBEHHBIE TIPUEMBI,
KOTOpBIEe TIPYU ITOM SIBHO HECYT OTIeya-
TOK ero coOCcTBeHHOU cTrmucTrku. Kiee
pa3BUBAET COBEPIICHHO UHAVBUIYATHHYIO
(dopMy nanbe-KoJIe: pa3pe3aeT CBOU pa-
OOTHI HA YaCTU U COOMPAET UX 3aHOBO, HE
n00aBysisT HUKAKUX TTOCTOPOHHUX 3JIe-
MeHTOB. B mpoTtuBomnonoxuocts [Mukac-
CO, OH He BITyCKaeT OKPYXaloIIylo Ieii-
CTBUTEJIBHOCTD B CBOE TBOPUECTBO, & OCTa-
€TCsl B paMKax COOCTBEHHOU BCEJICHHOI.

B xoMmo3uiuu, co3maHHbBIE OKOJIO
1920 rona, Kiee Hepenko BKiouan Oyk-
BBI, HO U 3[IeCh OH He MCTIOTb30BaJl TIPU-
BBIUHBIX i1 KyOu3Ma KOMOWHAalMWiA,
a BBOIWJT B KAPTWHBI JIVIIIb TANHCTBEHHEIE
ab0peBUaTyphl WIM OJUHOYHBIE JIUTEPHI,
CMBICJT KOTOPBIX OBIT TIOHSITEH JIUIIb €My
camoMy. B pabore «bykBeHHast KapTuHa»
(1924) Knee mpuMeHWI CBOIO TEXHUKY
KoJUTaxa 1o MaKCUMyMY, UCTIONIb3Ys pa3-
JIMIHBIE BUIBI MAaTEPUAJIOB M (PparMeHThI
OyMary 1 TTOKPhIBasi X TTOJTHOCTBIO Mac-
JIOM, TaK YTO BUIWMOIl OCTajach JWIIb
abcTpakTHasi CTPYKTypa KoJuiaxa, a ero
KOMMYHWKATUBHBINI KOHTEHT OKa3aJics
CKPBIT OT 3pUTEISI.

BaxHeiiieil yacTbiO BBICTABKU SIB-
nsioTcst pabotsl [Mrkacco croppeanncTu-
yeckoro nepuona, 1920-x n 1930-x ronos.
HNedopMuUpoBaHHBIE TeJla U UCKaXKEHHbBIE
JIMIIa coTpUKacaloTcs ¢ aHTa3UHHBIMU

[Tayns KIIEE
Axmep. 1923
ByMara, HaKJICCHHas
Ha KapTOH, Macjio
46,5 x 25

YacTHasi KOJUIEKLUS
Llseituapus (Ha XxpaHeHUU
B Llentpe IMayns Knee),
Bepn

Paul KLEE

Actor. 1923,27

Oil on paper

on cardboard
46.5/45.8 x 25 cm
Private collection on loan to
Zentrum Paul Klee, Bern
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MEXXAYHAPOAHAA MAHOPAMA

rpoteckamu Kjiee, 4To BBIpa3UiIoch B Xy-
JIOXKECTBEHHOM [JMajiore, KOTOPBIA TiIy-
0OKO TIOBJIMSUT Ha €r0 TIO3MHUE PabOTHI
1930-x. BonbiiedopmarHbie TipousBene-
Hus [Mukacco, B yacTHocTH ero «boib-
1I1e XEHIIWHbl», noaTtoiakHyau Kiee
K OTXOMy OT MaJIbiXx (hOpMAaTOB M CO3.a-
HUIO KPYITHBIX TOJIOTeH. OTKPOBEHHOE
otobpaxeHue amornuii y [ukacco Takxke
6nuT0 TTomXBaueHo Kiiee, Ha 3TOI OCHOBe
OH Pa3BUBAT COOCTBEHHBIE BHIPAZUTEIb-
Hble TexHUKY. OIHaKO HECMOTPSI Ha CTHU-
MyJibl, moiayyeHHble oT [lukacco, Kiee
BCe e HEM3MEHHO COXPaHsT He3aBUCH-
MOCTb, KOTOpAsI IejTaeT ero paboTsl 6e30-
K1OOYHO y3HaBaeMbIMU. bymyuu kpaii-
HUM WHAVBUIYAIVCTOM, OH TiepehopMy-
JupoBan s cedqa uneu [luxkacco u Ha
OCHOBE €r0 YYBCTBEHHOCTH W JpaMaTH3-
Ma CO3/1aBaJl KOMIIO3UIINH, TTOJTHBIE 9MO-
LIMOHAJIbHOCTU M 1033uu. [1adoc [Mukac-
CO TIOATAJTKUBAJI €TO K SKUBOITMCHBIM KOM-
MEHTapUsIM TTapOANITHOTO XapaKTepa.

B Havane 1920-x ronos Kiee u I1u-
Kacco ObUIA OBOJIbHO JAJIEKU JOPYr OT
npyra. [IpumepHo B 1917-m IMukacco no-
BEPIIMJI CBOM CTUTMCTUIECKUI TIepeXOi
K «KJIaCCMYeCKUM» (hopmMam, 9TO MHOTHE
U3 COBPEMEHHUKOB PaCUEHUIU KaK refour
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ITayns KIIEE
Kenuwuna,
8bIKPUKUBAIOU4AS
npokaamus. 1939
I'pynToBannas
Gymara Ha KapTOHe,
aKBapelb, TeMIepa,
KapaHpau

32 x24

YacrHast KOJITICKIIUA,
IIBeiiapust (Ha XxpaHEHUH
B Lentpe IMayns Knee),
BepH

Paul KLEE

Woman Cursing
1939,913
‘Watercolour, tempera
and pencil on primed
paper on cardboard
32 x 24/23.6 cm

Private collection on loan to
Zentrum Paul Klee, Bern

Another factor, which must have
strengthened Klee’s self-confidence vis-d-
vis Picasso, was his own success in Paris,
where in 1925 he had several exhibitions.
The Surrealists recognised Klee as the
forerunner of their own ideas — an honour
which he shared with Picasso. Other frac-
tions of the Paris art world would celebrate
him as a German Romantic and visionary
poet of spiritual depths. This unexpected
regard led not only to Klee being appreci-
ated as the only German artist in
Germany who had succeeded in arousing
interest in Paris, but also must have given
him the assurance that he was able to
compete in the Paris art world with his
own pictorial language.

Klee, however, accepted the honour
calmly. Neither in 1925 nor in 1929, when
there were comprehensive exhibitions of
his art in the representative Paris gallery
Bernheim Jeune, did he bother to travel to
the French capital and deepen new con-
tacts through personal acquaintance. He
had become a self-confident artist who felt
at ease with his incomparable individuali-
ty, and with being called the “Weimarer
Hexenzahn” (Weimar Witch’s Tooth) by
the poet Louis Aragon.

A focal point of the exhibition are
Picasso’s works of his surrealist phase in
the 1920s and 1930s. The deformed bod-
ies and distorted faces of this period coin-
cided with Klee’s grotesque fantasies, and
led to a pictorial conversation which pro-
foundly influenced his late works in the
1930s. Picasso’s large scale paintings,
and in particular his “Large Women”,
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ITa6n0 TMKACCO
2KeHwyuna 6 cumeti
utnsne u po3oeo-
AUAOBOM NAAMBE
17 mapra 1938
XoJ1CT, Maciio

46 x 38

YacTHast KOJUIeKLusI,
Iseitapust

Pablo PICASSO
Woman with Blue Hat
and Mauve Dress,

17 March 1938

Oil on canvas

46 x 38 cm

Private collection,
Switzerland

ITayns KJIIEE
Hemonuveckas
Jleou. 1935
I'pynToBannas
MEIIKOBHHA

Ha KapTOHE, Macllo
150 x 100

Uentp IMaynst Kiee, bepa

Paul KLEE

Lady Demon
1935,115

Oil and watercolour
on primed burlap
on cardboard;
original frame

150 x 100 cm

Zentrum Paul Klee, Bern




\

a lordre (Bo3BpamieHue K TIOPSII-
Ky — {p.) — KOHCepBaTHUBHBIN BO3BpaT
K TIPEAMETHOCTH U OOBEKTUBU3MY. Xy-
JOKHUKA CTaJId CUYUTATh BEeTepaHOM 3a-
BEPIIUBIIEHCS PEBOTIONNN, UCTOIIUBIINM
ceds1 KyousmMoM. Jlulllb HeMHOTHME Ha-
OIIIOaTeNI OKA3aINCh OTKPBITHIMU TSI
MUATEKTUIECKUX U3MEHEHUN, TaWBIINX-
CsI 32 OTUM TIEPEXOIOM.

Kiee, BeposiTHO, TTO3HAKOMMUJICS
C HOBBIM HAampaBJieHUEM B TBOPUYECTBE
IMukacco mo3mueit ocennto 1920 rToma,
korga Obi1 B bepHe. Tam Ha BbICTaBKe
dpaHITy3cKOl XUBOITUCH B XyIOKECTBEH-
HOIl Tajepee HEMOHCTPUPOBAJICS Baxk-
HBI 00pa3ell HOBOTO HaIlpaBlIeHUS
B TBOpuecTBe [Tukacco — kapTuHa «ApJe-
krH B Macke» (1918, HprHe — B Xymoxe-
cTBeHHOM My3ee basens). Her Hukakux
CBEJICHUH O peakiuy Ha Hee CO CTOPOHBI
Kiee, HO ecni cymuTh 1O €ro NajbHe-
1eMy TBOPYECTBY, MOXHO TPENIOJO-
KUTh, 9TO 3TOT «HOBBIN [lnkacco» cran
IUTSI HETO MeHee MHTepeceH. Bospacraro-
1ee CTUTMCTUIECKOe pa3HOOOpa3ue mpo-
u3BeneHuit Kiee, monet ero danrasuu,
TpeOylollleil WHAUBULYATbHOU (OpMBI
JUTSI KaXKIOTO CIOXeTa, M OrpaHUIeHHBIN
cioBapb [1ukacco, onuparoniuiicst Ha aH-
TUYHOCTh U KJIACCHUIKY, TIPEICTaBIISIIOTCS
IaMeTPATbHO TTPOTUBOTIONOXHBIMU. Ha
¢doHe pactyieit cnaBbl Kiee cHUXeHUe
nomrysipHocT [1rkacco u ero, Ka3anoch
ObI, yOBIBaloOIasi TBOpYecKas SHEPTUs
CJIOBHO HECKOJIbKO YCITOKOUJTU TIEPBOTO.

Eiie omnH hakTop, KOTOPHIif MOT YK-
penuth camoouieHKy Kiee — ycnex B [1a-
pwxke. B 1925 romy oH mpoBen Tam Hec-
KOJIbKO BBICTaBOK. CIOppeavicThl TTPU3-
HaJld B XYOOXHUKE TIPEAIIeCTBEHHUKA
CBOUX COOCTBEHHBIX WJIE, 3Ty 4eCTh OH
paznenmun ¢ [Mukacco. dpyrue dpakimm
TTAPMKCKOTO XYIOXECTBEHHOTO COO0IIIe-
cTBa TIpuBeTCTBOBaM Kiee kak Hemerr-
KOTO pOMaHTHKa W TI03Ta-BU3NOHEpa IIy-
XOBHBIX TIyowH. CTONMb HeOoXumIaHHas
TPaKTOBKa HE TOJIGKO TIpUBETa K TOMY,
YTO OH OKA3aJICST eAMHCTBEHHBIM HEeMell-
KUM XyTOXXHUKOM B [epManum, KoMy yna-
JIOCh BBI3BaTh K cede uHtepec B [lapuxe,
HO U, BEPOSITHO, TIpUIAJIa MY YBEPEHHOCTh
B TOM, 9TO SI3bIK €r0 XXWBOITCU BITOJTHE
KOHKYPEHTOCTIOCOOEH.

Kiiee BocnpuHST MONOOHYIO YecTb
criokoitHo. Hu B 1925, Hu B 1929 rony,
KOTIIa TIPEICTABUTEIbHBIE BBICTABKU €TO
paboT TPOXOMWJIM B COJMIHOMN TTapyxK-
ckoii ranepee bepHxaiiMa-Miaaiiero, on
Jae He TIOTPYIUIICS Che3IUTh B CTOJTUILY
®paH1un, 4TOOBI YKPETTUTh HOBBIE KOH-
TaKTHI JIMIHBIM 3HAKOMCTBOM. Kitee cran
YBEpEHHBIM B ce0e XyTOXKHUKOM, TTPUeM-
JIOIIUM COOCTBEHHYIO YHUKAJIBHOCTD U
€ro He cMyIIalo, Koraa noat Jlyu Aparon
HaspiBan ero “Weimarer Hexenzahn”
(BeabMuH 3y0 u3 Beiimapa).

N3 Bcex Mudoaorniyeckux nepcoHa-
Keil HamOosblMit uHTepec y Ilukacco
BbI3bIBaST MuHoTaBp. C 1933 roma ueno-
BEKOOBIK M3 KPUTCKUX MUMOB BHICTYIIAET
B KaueCTBe TIPEACTaBUTENISI M CBOETO poja
NMBOMHUKA XyHOXHWKAa — 3TO TeJIeCHOe

ITa6no ITMKACCO
Kenwyuna, cudauwyasn
6 kpecae, Kanmbt.
1927

XoiJicT, Macino

128 x 978

®ownn Beiienep,
Peiin/basens

© 2010 ProLitteris, Ziirich

Pablo PICASSO
Woman in an
Armchair, Cannes.
1927

Oil on canvas

128 x 978 cm
Fondation Beyeler,
Riehen/Basel

© 2010 ProLitteris, Ziirich

BOILIOIICHUE XU3HEHHON CWIBI U CTpa-
CTH, HO OJHOBPEMEHHO U XepTBa, U HO-
cuTesb MOpaibHOM BUHBI. Kak nucan ¢o-
torpad bpaccaii, «mst aBTopa “IepHukn”
IpeBHEe MUQOJIOTUYECKOE XUBOTHOE,
MOJTy4YeI0BEK-TOIYObIK, O4eHb TOXOXKE Ha
TOPO — ObIKA UCTTAHCKOI KOPPU/IbI, HaJle-
JICHHOTO TaMHCTBEHHON BYJIKAaHWUYECKOW
sHeprueit. [lukacco ouryTwI 3T TeMHbIE
CWIbI BHYTpU ce0s1 U npupydyus ux. Ero
MuHOTaBp cTaJl BOILIOLIEHNEM 3I00HOTO
YYyTOBUIIA C MBIITYITAMU XapoM HO3MIPSI-
MM, pa3dyBaloLIMMUCS OT BO3OYXIEHUS,
YyOBUILIA OMTACHOTO, Pa3yMEeTCsl, HO U CO-
o6pasutenbHOro. OH KPYXXUT BOKPYT CIISI-
IIUX JIEB, a 3aTeM HaOpachIBaeTCSl HA UX
MPU3bIBHO 0€33aLIUTHBIE TeJIa».

TPETbAKOBCKAA FANEPEA

MEXOYHAPOAHAA MAHOPAMA

Kitee, BeposiTHO, BOCTIDUHSIT TaKOe
camoorpeneneHue [lukacco Kak BHI30B
W CYeJ HCOOXOMMMBIM CIIeIaTh OTBETHBII
mar. Ero «CkenTuuusM B OTHOILIEHUM
ObIKa» OBLI JIUIIIb TTIEPBOM peaklneit, a 3a-
TEM IIOSIBUJINCH M UHBIE «OTBETHBIE OOpa-
3bl». OTKIIMKOM Kiiee Ha ObIKa 1 MHHO-
taBpa [ukacco cran «Ypke» (Urchs). Camo
3TO CJI0BO, M306peTeHHOe Kitee, roBopu-
JIO O €TO HAMEPEHUU: 3MIECh IIPUCYTCTBYET
u Ochse (HeM. — OBIK), U €T0 BRIMEPIIIHIA
npaponuteab Auerochse (HeM. — Typ).
Kpowme Toro, cioBo “urchig” B 6epHCKOM
nuaniekTe (OHETUIeCK! CXOIHO C BepXHe-
HEMEIKUM “urig”, IT0 03HAYAET «TIPUPOII-
HBII, CaMOOBITHEIN». B oTiauume ot ObI-
KOB YPKCHI, IO 3aMBICTy XYyOOXHHUKA,
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induced Klee to abandon his small scale
format and create large canvases. And
Picasso’s drastic depictions of emotions
were also taken up by Klee and from
these he developed his own expressive
moods. Despite all the stimulation which
Klee derived from Picasso, he neverthe-
less always maintained the independence
which makes his work unmistakable. As a
great individualist, Klee formulated
Picasso’s ideas for himself, and from
Picasso’s drama and sensuality made
compositions full of sensibility and poet-
ry. In addition, Klee’s pictorial commen-
taries were seldom without a deeper
meaning or irony; Picasso’s pathos par-
ticularly provoked him to parodistic
commentaries.

A telling example of Klee's ironic
attitude regarding Picasso can be found in
a group of works which represent parodies
of Picasso‘s Minotaure and of his bulls,
which occupied the Picasso‘s attention as
much as no other mythological figures.
From 1933 onwards the Minotaure
appears as the artist’s double and repre-
sentative, as the embodiment of vitality
and passion, but also as a victim and bear-
er of moral guilt. The photographer
Brassai wrote: “For the painter of
Guernica the ancient mythological ani-
mal, half human, half bull, stood close to
the ‘toro’ of the Spanish bull-fights, who
is endowed with secret, volcanic strengths.
Picasso had sensed these dark forces with-
in himself and humanised them. His
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ITayns KIIEE
Beepxy u enusy. 1932
475 x 29,2
I'pynToBannas
OGymara Ha KapTOHe,
aKBapenb

BepnuHckuit
TocynapcTBeHHBII My3eit,
HaLlPIOHaJI]:Haﬂ raiepes,
my3eit BeprrproeHa

Paul KLEE
Above and Below
1932,228
‘Watercolour on
primed paper on
cardboard

475 x29.2 cm
Staatliche Museen zu
Berlin, Nationalgalerie,
Museum Berggruen

ITa6no ITMKACCO »
Cuoawuii apaekun
Ha KpacHom ¢ome.
1905

Kapron, akBapeinb

" Tymb. 572 x 41,2
BepnuHckuit
TocynapcTBeHHBII My3eit,
HaumonainbHas rajepest,
Mmy3eit beprrploena

© 2010 ProLitteris, Ziirich

Pablo PICASSO »
Seated Harlequin on
Red Background. 1905
Watercolour and
Indian ink on card-
board. 572 x 41.2 cm
Staatliche Museen zu Berlin,
Nationalgalerie, Museum
Berggruen

© 2010 ProLitteris, Ziirich

Minotaur personified the sardonic ‘mon-
ster’ with steaming nostrils enlarged with
excitement, certainly dangerous but quick
witted, which circled round sleeping girls
and then plunged upon their challenging
defenceless bodies.”

Faced with Picasso’s mythological
self-staging, Klee obviously felt chal-
lenged to make a statement. “Scepticism
about the Bull” was just a first reaction
and during the next two years, further
“counter representations” followed.
Klee’s answer to Picasso’s bull and
Minotaur portrayals was the “Urchs”. The
name — a word invented by Klee — clearly
shows his intentions. The ox is just as pres-
ent here as the aurochs, the extinct pro-
genitor of the farm beast. In addition the
word “urchig” in Berne dialect lies pho-
netically near to the high German “urig”,
meaning earthy. Unlike bulls, the
“Urchses” are characterised as rare and
antiquated beings, bordering on the
ridiculous.

In several series of works an entire
catalogue of “Urchses” developed. There
are the “Urchs, Undecided”, the
“Irritated Urchs”, and “Old Urchs”, then
the “Urchs by the Water”, the “Urchs,
Wandering Downhill” and the “Urchs
Fleeing”. At least 12 pencil and brush
drawings from the year 1939, and three
more from the year 1940 play upon this
motif. Unusual among them is the “Urchs
from the Heroic Age”, with which Klee
quotes a mythological relative to the
Minotaur.

In looking at the “Urchses”, it is
hardly necessary to remark just how fun-
damentally they differ from Picasso’s
Minotaurs and his bulls. Their aggression
and violent pathos stand in opposition to
an almost idiotic peacefulness.

Between 1937 and 1940, Paul Klee
painted heads and faces in unusually large
numbers. Presumably some of them are
portraits of acquaintances and contempo-
raries, while others are anonymous depic-
tions. A “portrait gallery” of this nature is
unique in Klee’s legacy: all his life the
artist was extremely interested in the
appearance of his human companions and
had thought up an appropriate pictorial
form for several personalities. Previously
he had never dedicated entire series of
sketches to human physiognomy. The
question of the reasons and inspiration for
this new kind of work group leads again to
Picasso — in many of Klee’s heads, typical
qualities of Picasso’s individual stylistic
characteristics, his deformations and dis-
placements, can be observed.

With Picasso, too, the focus on
human physiognomy grew during the sec-
ond half of the 1930s. Long series of female
busts and half-figures were created, which
in many cases are portraits of his two,
highly differing lovers, Marie-Thérése
Walter and Dora Maar. With continually
new approaches, Picasso varied his picto-
rial language achieving characterisations
not through mimicry, but by choice of
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TTa6smo IIMKACCO
Tonosa wenwuHbL
(Mapu-Tepe3s) angpac
u 6 npoguawv. 1926
Bymara, kapanpam,
Mmed. 62 x 47
TocynapcTBeHHast rajepesi,
LTyTTrapT (KoseKuus
rpacuku)

© 2010 ProLitteris, Ziirich

Pablo Picasso
Head of a Woman
(Marie-Thérése)
Frontal and

in Profile. 1926
Pen and chalk on
paper

62 x 47 cm
Staatsgalerie Stuttgart /
Graphische Sammlung
© 2010 ProLitteris, Ziirich
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colour and playing with forms. He painted
the same head, once coloured and in almost
geometric segments, another time in pastel
colours and soft, artistic forms. Clothing
and head-covering were also used for new
variations as much as gesture and posture.

Klee adopted many of these impulses
while in no way following Picasso in his for-
mal radicalism, and also took some of his
inventions of form as the reason for sub-
dued satire. Many of his new portraits he
painted with paste paint or oils on paper, a
technique which led to an unusual bold
colourfulness, entirely different from the
delicately shaded watercolours of his earlier
years. As in previous years, Klee quoted
from Picasso’s asymmetries and his distort-
ed eyes. But as in those days, he could only
accept the displaced mimic as the expres-
sion of an exceptional psychic state and
internal disturbances, since form for him
was always directly linked to the content
and psychological expression of the charac-
ter. While Klee came with these heads very
close to Picasso, the fundamental differ-
ences remain.

In conclusion, the exhibition unveils a
confrontation of two artistic universes and a
cultural highlight of international signifi-
cance, and demonstrates how both artists,
in quite different ways, wrote a new chapter
of art history in the 20th century.

ITa6ao TMKACCO
Hnmepwep
macmepckou

€ 2UNCO80IL 20108011
u pykot. Jlero 1925
Xouict, Macio

979 x 131,1

My3eii COBpeMEHHOTO
nckycersa, Hoio-Mopk

© 2010 ProLitteris, Ziirich

Pablo PICASSO
Studio with Plaster
Head and Arm
Summer 1925

Oil on canvas

979 x 131.1cm

The Museum of Modern
Art, New York

© 2010 ProLitteris, Ziirich



ITayns KIIEE
Kenwyuna 0as 60206
1938

Bymara, HakiieeHHast
Ha KapTOH, IIBETHbIE
11aCThl, aKBApPEIlb
443 x 60,5

®onn Beiienep,
Peiin/Basens

T
Paul KLEE by
A Woman for Gods .
1938, 452 & 1|
Coloured paste and “‘ |
watercolour on paper L | ¥ |""
on cardboard ’
44.3 x 60.5 cm
Fondation Beyeler,
Riehen/Basel

»

KUBOTHBIE pEIKWE, IOMOTOIMHBIE, Ha
TpaHu KOMUYHOTO.

Heckonbkux cepuii ypkcos Kiee
XBaTWJIO Obl Ha LEJBIA KaTalor: «YpKc
HepeLIUTENbHbIN», «Pa3npaxeHHbIN ypKe»,
«Crapblif ypKC», «YPKC y BOIBI», «YpKC,
CITyCKAIOTIIUICS C TOPhI», «YPKC, Cracaio-
muiics GerctBoM»... He MeHee MIOXWHBI
PUCOBaHHBIX U XWBOIUCHBIX pabot 1939
rona u ete Tpu 1940-ro oOBITPHIBAIOT TOT
K€ MOTUB. Bpsia i1 ecTh HyXXa OTMEYATh,
CKOJIb (DYHIIAMEHTAJILHO OTJIMYUE YPKCOB
oT MuHotaspa [lrkacco win ero ObIKOB.
ATpPECCUBHOCTb M HEWCTOBAsI CTPACTh TIO-
CJIETHUX TIPSIMO TIPOTUBOITOJIOKHBI TTIOUTH
WIVOTHYECKON 0e3MSITEXXHOCTU CO3MaHMIA
Knee (ommnyaercss or HUX JMIlIb «YPKC
reporyeckux BpeMeH»). Kiee enie Gosee
ycuausl KoHTpact ¢ padoramu [lukacco,
WCTIOTHUB HEKOTOPbIe PUCYHKH C YpKCa-
MM B HaApOYUTO NETCKOI MaHepe. TakoB
«YpKC CIyIaoIuii», rae He TOJIbKO KOH-
Typ HApUCOBaH HEYBEPEHHO, HO U MOYTH
OTOPOUIEHO BCSIKOE€ 3HAHWE aHATOMMU.
Hpamarusmy [Tukacco mpoTUBONOCTaBe-
Ha JIEMOHCTPAaTUBHAs1 HAUBHOCTb.

Mexmy 1937 u 1940 romamu Kiee
TIWIIIET TOJIOBBI W JIUIIA B HETPUBBIYHO
0OJIbLIOM JI HEro KojauyectBe. MOXHO
MPEATNOJOXUTb, YTO YaCTh U3 HUX — TIOP-
TPETHI €T0 3HAKOMBIX ¥ COBPEMEHHUKOB,
JIpyTYe MOJEJY TaK U OCTAINCh HEU3BECT-
Hbl. [lopTpeTHas rajiepesi Takoro poja He
umeeT aHasoroB B Hacienuu Kiee. Bero
KU3HBb XyJTOXHUK WHTEPECOBAJICS BHEIII-
HUM BUJIOM CBOMX 3HAKOMBIX U pa3pada-
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-

TBIBAJI HEKYIO BU3YyaIbHYIO (hOpMY, Mpue-
MJIEMYIO [UISI U300paxkeHUs OMpenesieH-
HbIX TUIOB. PaHee, ogHaKo, OH HUKOra
HE TIOCBAIIAJ YEJOBEUYECKOMY JIUILY
LIeJIbIX cepuii pUCYHKOB. Pasranka mpu-
YMH 3TOr0 BHOBb npuBoauT K [lukacco.
Bo mMHorux paborax Kiee MOXHO oTMe-
TUTh TUTIMYHBIE CTWJIMUCTUYECKUE OCO-
OeHHOCTHU, CBOMCTBeHHbIe Ilukacco —
nedopMannio U cMelleHue.

Y IMukacco ocoboe BHUMaHUE K Ye-
JIoBeYeCKON (PU3MOHOMMKE TaKXKe OTMe-
4eHO BO BTOpoU rmosioBuHe 1930-X TomoB.
Toraa um ObUTH cO3aHBI OOJIBLINE CEPUU
JKEHCKUX OI0CTOB U MONy(Uryp, Koropbie
BO MHOTHX CJIy4yasix SIBJISUTACH MOPTpeTa-
MM €TO JABYX, OYeHb OTIIMIAIOIIUXCS IPYT
oT Apyra itoooBHuUll — Mapu-Tepe3 Banb-
tep u Jopsl Maap. [lpononxasi uckatb
HoBbIe moaxoabl, [lukacco MeHsu1 cBoOit
KWBOMUCHBIN SI3bIK, JOOMBAsICh UHIUBU-
NyaJbHBIX XapaKTePUCTUK HE 4epe3 MU-
MMUKY, a 4Yepe3 BbIOOp 11BeTa U UTpy ¢ dhop-
Mamu. OHY U TY e TOJIOBY OH ITHCAT TO
B SIPKOM IIBETE 1 C TIOYTU TEOMETPUUECKH -
MU CEIMEHTaMU, TO B MACTEJIbHBIX TOHAX
U CO CMSITYEHHbIMU (Gopmamu. Beibop
OJIEKIbl U TOJIOBHBIX YOOPOB UTPaJl B 3TUX
BapUalUsIX HE MEHBIIYIO POJib, YEM XKECT
wid 1no3a. s u3o0pakeHus YyBCTBU-
TeJNbHOM U maccuBHOU Mapu-Tepes Banb-
TEp OH MPEANOYUTAN CIVIAKEHHbBIE, OKPY-
riible (hOPMBI, VTSI SKCUEHTPUYHOM J1opbl
Maap BbIOMpas 3KCTpaBaraHTHbIE HLUTSITIbI
U 3KCIIPECCUBHbBIE TIO3bI B COCTOSIHUU T10-
kosi. Bo MHorux cnyvasx INukacco 3axo-

MEXOYHAPOAHAA MAHOPAMA

JIAJ1 B CBOMX AKCIIEpPUMEHTaX ¢ (POpMOi Tak
JTAJIEKO, YTO UCKAKEHHbIE JINLA CTAHOBU-
JIUCh HEY3HABAEMbIMU WUJIM CJIIOBHO pac-
MaJaINCh Ha OTIEIbHbIE, OYATO CIy4ailHO
coOpaHHbIe BMecTe (DparMeHThI.

Kiiee BoCIpUHSJT MHOTHME U3 3TUX
WMITYJIbCOB, XOTSI HUKOMM 00pa3oM He
cnenosai 3a [1ukacco B ero hopmManucTu-
YECKOM pPaJuKaln3Me, a HEKOTOpble U3
GOopMaNbHBIX U300peTEeHU KOJJIeTH
cranu 151 Kitee moBoioM K HesIpKo BbIpa-
JKEHHOMH, HO Bce Xe catupe. MHorue u3s
€ro HOBBIX MOPTPETOB HAMMCaHbI MacTa-
MM WIM MacjioM Ha Oymare, moaoOHas
TEeXHWKa MPUBHEC]A HEMPUBBIYHYIO IS
HEro pe3KOCTb U HAMOJHEHHOCTh 1IBETa,
YTO CYLIECTBEHHO OTJINYAIOCh OT TOHKUX
OTTEHKOB akBapesieii 6ojiee paHHUX JIET.
Knee mo-npexHeMy LUTUpYET acuMMe-
tputo [lukacco u ero BUAECHUE, OTHAKO
WCKaXEHHAas MUMUKA MPUHUMAETCS UM
JIUILIb KaK BbIpaXXE€HUE 0CO00ro rmcuxmye-
CKOTO COCTOSIHMSI WJIM BHYTPEHHUX TPO-
onem. 6o dbopma mist Knee HersMeHHO
ObL1a HAMPSIMYIO CBSI3aHAa C COAEePKaHUEM
U BBIpaXEHUEM IICUXOJOTUU IEepCOHA-
JKEM, U XOTS OH TMOJIONIEJ B CBOMX MTOPTpe-
Tax o4yeHb Onm3ko K Ilukacco, dyHma-
MEHTAJIbHOE Pa3Inuyre COXPAHSIIOCH.

BrictaBka B bepHe packpbiBaeT
MPOTUBOIOJIOXKHOCTb ABYX XYIOXECTBEH-
HBIX BCEJIEHHBIX W SIBJIEHUU KYJIBTYphI
MMPOBOTO 3HAYEHUS U MOKa3bIBAET, KaK
00a XyJoOXHHUKA, CJeAysl COBEPIIEHHO
Pa3HBIMU MYTSIMU, BIKCAIA HOBYIO TJ1aBY
B UCTOPUIO UCKYcCcTBa XX CTOJETHUS.
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