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XYLOXHWMK MUXANTT LLIEMAKIAH

ey, LLlemskuHa Gbin kabapamHuem, BXOOMBLUMM B ApeBHMit knaH KapaaHossix,

[O CWX MOop COCTaBAfOWMIA YacTe Hacenenus KabaponHo-bankapum u

Ocetun, a Hekorga ykoperuslumiics Takxe 8 Poccuun u 8 Espone v goslumii
MUPY HEMano TANaHTAMBLX NioAei (cpeay HUx usobpetatens KOpPAQHHOTO Bana
Ixeponamo Kapaaro). Mats npovcxoamna M3 CTAPUHHOMO PYCCKOTO ABOPAHCKOMO
poaa [lpeateueHckmx. Pamunua  Lemakmn  npuroagnexana 6Genomy  oduuepy,
YCHIHOBMBLUEMY POHO OCWMPOTEBLIETO OTUA  XYAOXHMKA W BCKOpe norvbliemy
B I'pcxnoHCKoM BOWHeE.

Muxaun Muxaiinosuy LWemskun poguncs 8 1943 rogy 8 Mockse. [letctso nposen
B [epmanuy, roe oteu ero cnyxun BoeHHboM komenaaHtom. C 1957 no 1971 .
xun 8 Jlennnrpage. B amv rogel oH yuntes B CpefHeit XyLoXeCTBEHHOM WKone npw
Akagemmn XyLoxecTs 1 3NaTUPYyET COBETCKYIO BIACT CBOMM 3CTETUYECKMM M BBITOBbIM
nosegernem. OH BbIN UCKIIOYEH 13 WKOMB U MOMELLEH HO BPEMS B NCUXBONbHILY CO
CTAHAQPTHLIM B T€ rOfbl «AMCCUAEHTCKUM> AUATHO30M «BSNOTEKYLLAS WH30PPEHUS>.
BoinyiieHHbi Ha nopyku 6narofaps CTAPAHUAM MATEPU, XYLOXHWK YCTPAMBAETCS
HO pPa3nuuHbix pPaboTax W MPOAOMXAET CBOE XyAOXEeCTBeHHOe 0bpa3oBaHuWe,
COMOCTOSITENBHO M3Y4ast CTAPBIX M COBPEMEHHBIX MACTEPOB. HaunHas ¢ 1962 ropa oH
Y4QCTBYET B BHICTOBKAX, KOTOPHIE BCE 30GKPLIBANMCS OPIAHAMM BACTU HO BTOPOM MM
HQ TPETUM AeHb. XYLOXHWK NOABEPraeTcs NOCTOSIHHbIM OBLICKAM, LOMPOCAM 1 BCAKOTO
popa npecneposanmsm. B 1971 r. Lemsknra apectossisaioT v seicsinaiot us CCCP ¢
YCOBMEM HUKOMY HE COOBLLIATL O BbIE3AE W HMYEro He OpaTs ¢ cobor. OH yesxaeT B
MNapux, roe ero paboTsl, BHBE3EHHbIE OUMIOMATAMK, BECTABNSET ranepest uHs Bepru.

C 1971 r. lWemskun xuseT B [Napuxe, senet boremHsii 06pas XusHu, ApyxuT C
Brnagrmupom Beicoukmm 1 npu 3TOM GKTMBHO PABOTAET, MOCTENEHHO MprobpeTas
MM B XydoxecTBeHHbx kpyrax. Haxogscs o Ppanumm, kak nosxe B Amepuke,
Kyaa oH nepebpancs B 1981 r., coxpaHseT KpOBHYIO CBA3b C PYCCKOM, M npexae
BCEro neTepOyprekow, KynbTypOM, OPraH13OBEIBAS BLICTABKM, M3AABAS KHUMM, KYPHAMb! 1
MNACTUHKM CBOMX KOMMET 1 APY3eW, B YOCTHOCTM, QnbMaHaX «AnonnoH-//», rae MHorve
XYOOXHUKM U IMTEPATOPSI NOANonbs nybnukytorcs srepssie. B 1989 r. Cotos xynoxHikos
npurnawaet LWemsknHa ¢ Gonbluoit peTpocnekTvsHol BeicTaekoi B Mockay, nocne dero
OH HOYKMHAET perynsapHo noceluate Poccuio n Kaekas.
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Teopuectso LLlemskuHa nopaxaer 6oratctBom GaHTA3MM, pA3HOOBPA3MEM XAHPOB,
XYHOXECTBEHHBIX NPUemMoB U TexHnk. OH MACTEPCKM BNALEET NMHUEN, TAK Xe KK S3bIKOM
ueTa, GaKTypbl M MAACTUYECKMX OOBEMOB. B TeueHMe CBOEM XM3HM B MCKYCCTBE PACKPLIBAET
pA3HbIE OCMEKTb CBOETO BMAEHWS MMPA B XMBOMMCHBIX M rpaduueckux cepusx, paboTaet ans
TeaTpd, CO3AAET KHiHble unnioctpauyi. Kak ckynbntop 8 Poccun oH npocnasuncs npexae
Bcero csomm moHymertom [letpy | 8 MMetepbypre. MNMamsathuk ycrarosner 8 1991 rogy sosne
[NeTponasnosckoro cobopa w1 MPEACTABISET CUOSLIErO HA CTyNe MMNepaTopd, 4ei obpas
BOCXOMMT K 3HOMEHMTOM «BOCKOBOW nepcoHe» baprtonomeo Pactpenny, Ho oTmedeH neuatsio
HEMOBTOPUMOTO LUEMSIKMHCKOTO CTuns. [lns ropoaa, B KOTOPOM OH He TOMbKO CHOPMMPOBANCS
KK XyOOXHMK, HO MCMbiTan Ha cebe AOBMEHME roCydopCTBEHHOM MaLvHb, LLemsakun cospan
TAKXKe MAMSTHUK XEPTBAM MOMUTUYECKMX penpeccuii Ha HabepexHoi Pobecnbepa Hanpotvis
3HaMeHUTOM TIopbMbl «KpecTbl», y koTopoi AHHO AXMATOBGO, KOK CKA3aHO B ee «Peksreme,
«CTOSNA TPUCTA 4aCOB». MOHYMEHT STOT — BEPCUS 3HOMEHUTBIX «CPMHKCOB M3 gpesHx Py 8
Ervnte», Haxogswxcst Boane netepOyprexkoi Akagemmnn XynoxecTs. B otnmume ot cBoux gpesHIx
MPOTOTHMNOB, NMLIA LIEMSIKMHCKIX CHUHKCOB HAMOMOBKHY XEHCKME NULA, HOMOMOBKHY Yepernal.

XOT B NAMSITHWKE XEPTBAM PEMPECCH U B HEKOTOPLIX rpaduueckmx umknax Lemskuro
MPUCYTCTBYET BMNOMHE KOHKPETHbI COUMONbHLIA NPOTECT (HekoTophie ero rpaduuyeckme
pAbOTH NEPEKNMKAIOTCS C AHTUPALIMCTCKUM TBOPYECTBOM HEMELKMX SKCMPECCHOHMCTOB, B
yactHoc I Mpocca), 8 uenom teopuectso LLlemakmHa npeacraenset coboit dpunocodekoe
ocmeicneHue gencTautensHocTr. OBpasbl XyOOXHUKA M3HAUYAEHO CBEPXPEQNbHI, MPOHUKHYTH
BCEMPOHWKAIOLLEN MPOHWEN M BBIPOXAIOT NPEACTABIEHUE O MMUPE KOK UTPE MPPALMOHAIbHBIX
cvn. CBolt TBOPYECKMIT METOL, MACTED XOAPOKTEPU3YET KK «METADU3MYECKUN CUHTETUIMY,
XOTSl €r0 MOXHO OMNpefenuts TaKKe KOK «MEeTAPU3MUECKMA aHANU3», MOCKOMbKY C €ro
MOMOLLBIO BHISIBIAETCS HEKASH TOMHCTBEHHAS MUKPOCTPYKTYpa Bbitvs. He cryuaitHo LLlemsikit
CPOBHMBOET CBOIO PYKY XYLOXHUKA C PYKOW MA3HOMO XMPYPrd, O OOHWUM M3 CaMbIX Bn3Kimx
emy mactepos XX seka ssnsetcs [lasen PunoHos, conaTenb «aHAMUTUYECKOTO NCKYCCTBAY.

LLlemskvHG BOMHYIOT 3Qrapku 3apOXaeHWs xmn3mu  [xusonmchbie cepun «KokoHsb» 1
«KyBWmHbI»), HO Npexae Bcero TarHb cmepTy. [locneanre HOXOAIT NPSIMOE BOMOLEHME
B page pabor, B yactHocTH, B cepusax «Dantomb», «<Arrens cmeptu» u «Hpeso [Napuxa.

[MNoHMMaHWE MMPQ KK HEKOM Urpbl OOYCIIOBUIO MOCTOSHHBIN MHTEPEC MACTEPA K TEATPY M K
HOPOAHbBIM KAPHOBAbHBIM NPEACTABNEHMIM. KaK TeaTpanbHbil XyAOXKHVK, OH GBTOP MHOXECTBA
3CKM30B K PeanbHbim 1 BoOBpaxaembimM cnektaknsm — k onepe LLloctakoeuya «Hoe» (no
[oronio), k «banaranumky» brioka, k Tpem 6anetam CrpasuHckoro, HO npexae Bcero k 6anety
«[LlenkyHuuk», CO3aAHHOMY, KOK 13BECTHO, HalkoBCKUM Ha cloxeT ckasku [odmara. 3ameHns
ropMaHOBCKUX Mbilielr Ha Bonee rpoTeckHbix Kpbic, LLlemakmn nepeocmbicinn (B TecHom
cotpyaHmiectse ¢ ampuxepom B. fepriesbim) Bce npeabioylme nOCTOHOBKM 3HOMEHUTOTO
CMEKTaKNS M BOCCO3AAN B PA3HbIX XYAOXECTBEHHBIX TEXHUKAX OTPOMHBIA MUP KPBICUHOTO
KOPONEBCTBA CO BCEMM €r0 COCIOBUSMM, OT KOPOSS A0 MPOCTOrO HOPOAA W OT KPbICUHOTO
«Hanoneowa» fo «eeteparas. [NapannensHo B ero UckyccTse MOCTOSHHO BO3HMKAIOT ryOoKue
W TOYHbIE NPY BCEM UX NAPABOKCANLHOCTY OOPA3bl CAOMVX TBOPLIOB TEATPAIbHBIX CNEKTAKEN —
V. Crpasurckoro, C. Harunesa, B. HuxuHckoro. He meree akTyanbHa ans xyooxHUKa Tema
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KOPHABANG, BOMIOWAIOWETO HAPOAHYIO CMEXOBYIO KymbTypY, OMUCAHHYIO B CBOE BPEMS
M. BaxuHbim, 1 CTUXMIO HOPOAHOTO TBOPYECTBA, B OOPA3AX KOTOPOTO XM3Hb HEOTAEIMMA
or cmepTut. Takoe ero «KapHasan [letepOypra», BOCXOAsWMIA K NETPOBCKMM KAPHOBAIOM
XVIIl Beka, B KOTOPOM MPEACTAIOT MOPON YCTPALIGIOWME «IMUYUHB> OOUTATENEN CTAPOro
[Netepbypra.

CoxpaHsis CBOIO OPUMMHANBHOCTb, UCKYCCTBO LLlemsknHa Hepeako sBnseTcs TBOPUECKMM
npeTsopeHnem 0bpasoB OANZKMX MACTEPY MNPOU3BEAEHMIT MMPOBOrO WckyccTea. Ero
MOBUMBIF NcaTens — yXe ynomsHyTsi DpHCT Teopop Amapeit [odman, cospatens
Myraiowyx GaHTOCMArOpUi, BOMMOWAIOWIMX TEMHBIM MUP MOACO3HAHWS BMECTE C ODpa3amu
HOXeCTBEHHOW MMPOBOM TAPMOHUM, KOTOPAS OTKPLIBANACH B €r0 NPO3€e BAOXHOBEHHOMY
My3bIKaHTy nm noaty. Ocoboe npuctpactue LLiemskuH nMTaeT K TBOpYECTBY 3HAMEHUTOTO
dpaHuysckoro rpasepa XVII sBeka Xaka Kanno, ubs MpoHus v rpoteck nnexsnu ee
l[opmaHa, cospasaswero «paHTasunm B ctune Kanno», a B cBOem 3ccCe O XyLOXHMKe
BOCXMLIOBLIErOCs €ro 4epTOM 13 Komnosuumn «VIckylerune cB. AHTOHUS», y KOTOPOTO
«HOC BHIPACTAET B BUAE PYXbsl, U OH BECMIPECTAHHO LENUTCS MM B DOXbETO YeNoBEKa» .
CnoBa 3T MoryT 6biITb OTHECEHBI U KO MHOTMM NepcoHaxam LemakunHa, y koTopbix HOC
CTAHOBWTCS KAK Obl elie OAHOM KOHEYHOCTLIO M NMPKU 3TOM HAMOMMHAET TO NTUYMIA KITIOB,
1O x060T cnoHa. Takxe 6nunsok xynoxHuky PpaHcucko [ois, aBTOp «kanpuunoc»
«aucnapartecs (6e3yMcTs), NO3aHUX MHPEPHANbHBIX <MOCKAPAAOB» U «4EPHOM XMBOMMUCHU»
B «[lome rnyxoro».

Cpeau opyrx UCTOUHMKOB BAOXHOBEHMS MacTepd — [oronb u [JocToeBckui, coBpemeHHble
nucatenu u noatsl (B. Beicoukut, M. Bponcmﬂ), xynoxtvku B. Kangunckuin u @. bakoH,
QO Takke OEe3bMAHHBIE CO3LATENM PUTYANBHO-MATMYECKOTO MCKYCCTBA PA3HBIX BEKOB
v Hapogos. [lepcoHoxu [odmaHa wnmM OXBOYEHHbI TMOENbHBIM HOBAXAEHWEM TEPOW
«[TpecTynneHuns U HaKa3aHWs», BAOXHOBEHHbINA W MOMHbIA OPYTANLHOM SHEpPrM Boicoukmi
W OOXe Kinaccuyeckure obpasbl MyWKUHCKOM «Pycarkm», COXpaHss mpucylime um YepTs,
craHossTca alter ego camoro xynoxHuka. LLemakun «tpaHchopmmpyeTs, seipaxasce ero
CIIOBAMM, H4yX0e, XOTs U brmskoe cebe TBOPUYECTBO — B CODCTBEHHOE.

Takoi «TpaHchopmaumeit» gBaseTcs MoKa3aHHas Ha BeicTaske B Mysee Boctoka
rpaduyeckan cepua «Pucyrku B ctune «azer» (2002-2004).

AnoHckoe CrOBO  «A3eH»  (MHAMMCKOE «OXbHO», KWTAWMCKOE «4aHb»] O3HAYaeT, no
CNOBOM M3BECTHOM MCCNEefoBATENbHMULb AANbHEBOCTOYHOM GUNOCODMM U MCKYCCTBA
T. ToUropbeBoit, «COCPEROTOUEHMES, YUEHME O ROCTUXEHMM O3APEHUs («caTopU»), COCTOAHMS
HE3AMYTHEHHOCTU CO3HAHMS, NPU KOTOPOM NEPECTAIOT PA3MMYATLCS BHELLHUIA U BHYTPEHHM
MMP W BLISBISETCS MOAMMHHAS NPUPOAA BCero»?. Yaerue 1o npuwno & Kutar nz Vngum s VI
wn Hauane VI seka, 8 Xl pacnpoctpaHmnocs B AnoHumm 1 nopoamno ocobyio XMBOMMCHYIO
wkony. Cneundrieckon 0COBEHHOCTLIO KUBOMUCH «A3EH» SBASTIMCH CMOHTAHHOCTL OBPA308,
BO3HMKOBLUMX B MOMEHT TBOPYECKOrO O3CQPEHMSs, KOTOPOMY MPEALECTBOBANG LIMTENbHAS
M HOMPSXKEHHOs OyxOBHAsi paboTa, OTCYTCTBME CTEPEOTUNOB, OCOBAS NAKOHUYHOCTb U
BHYTPEHHMIA OMHAMU3M CTUNS.
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[MpUMepOM A3EHCKOM XMBOMMCU MOXET CIYXWTb HOXOAAMIACS B 3KCrnosuumm Myses
Boctoka wepesp snoHckoro xypoxHuka koHua XV — navana XVIII seka Kuno TocioHa
«OBe3bsiHbl NOBST OTPAXEHME MyHbl». becnnoaHsie 3aHITU 06e3bsIH UNNIOCTPMUPYIOT NOCTYNAT
6yaamsma ob WAMO30PHOCTM BUOMMOM PECNbHOCTU, B TO BPEMS KAK BCS KOMMO3MLMS
SBNSETCH NOPAUTENHBIM MO XYLAOXECTBEHHOM CUNe CBUAETENbCTBOM O KDACOTE, rAPMOHMM
W eguHCTBE BbITUS, KOTOPbIE OTKPLIBAIOTCS MPOCBETIEHHOMY B30PY A3EHCKOro MACTEPA.

LLemskuHy B XMBONMMCK «a3eH» OIM3KM, Mpexae BCero, NApPOAOKCANbHOCTb MbILEHUS W
WHTYMTUBHO-CNOHTOHHBIM XOPAKTEP TBOPYECKOrO MeToAa. [ 1o NoBomy «A3eHCKOM» Cepun OH
MCcan, B 4acTHOCTM: «PUCyHKM 3TU — pe3ynbTaT CBOBOAHOM UMNPOBM3ALMM, FAE KOHTPOMb HAZ
NUHWEN OCyLLECTBAAETCS 30 NPEAENaMM MOErO CO3HAHWS. [ lepBoit SBNSeTCs NMHUA, K yxe
MOTOM, KOK PE3YNbTAT HEKOEro KOMMIEKCHOMO NMPOLECCd, OHA TPAHCHOPMMUPYETCS B 06PA3».

Co3naHHble, KOK M TBOPEHMS A3EHCKMX MACTEPOB, C MOMOLLBIO MOHOXPOMHOTO PUCYHKA HEPHOI
Tywbio komnoauun LLlemskuHa «cepuiitbly, SBMSIOTCS pa3pabOTKON TOM WM UHOW TEMb.
AbcTparupyiollyie 0bpasbi He MOAAAIOTCS OAHO3HAYHOM MHTEPMPETALMM, COAepXaT B cebe
«MOMEHT HEOMPERENeHHOCTM> (MX COBEPXAHME KOHKPETU3MPYETCS B QBTOPCKMX HA3BAHMSX),
HO BBIPOXKQIOT BMOMHE «UMTAEMOE» 3PUTENEM UYyBCTBO. [OK, NWCTHI NMOL OBLWM HO3BAHMEM
«/HTPUra» CO3AAIOT HACTPOEHME TPEBOXHOTO OXMAAHMS KAKOTO-TO TPArM4ECKOro CobbITHS.
MHoroumMcneHHble «MPOMYNKM», «CTPAHHMKM», «KOUEBHWKM» WM TSXENO Opedylie, KAk no
3Tany, «OTBEPXEHHbIN» kaTopxXHWK XKaH Banexar 13 pomara B. [oro 1 coBpemeHHbii «33k»,
nucatens B. Llanamos sonnoLuaioT uaeto yenosedeckoro nyt, kotopyio cam Lemsikin cuntaet
[OMVHUPYIOLLIEN BO BCEM CBOEM Livikie. B Hem NpeacTaioT Takke akTepbl BCEX BUAOB 1 XEMOHHbIE
BRIOONEHHbE, BOCKpewatowpe atmocdepy «ranantHoro» XV seka, npuapaku 1 GaHToms,
30CTABSIOLLME BCNOMUHATS KOLWMAPh! [ovin. PaHTa3Ks XyLOXHMKA POXIAAET BCE HOBLIE U HOBbIE
obpassl. [logpaxas Kanno, oH MeHsieT Maclitabsl, yMeHbLAeT durypbl MM NOKA3LIBAET WX
KpyrnHbsim mnaHom. OneprpyeT pe3kumm U OCTPBIMU TUHMSMIM, MITKUMM W TEKY UMM KOHTYDOMM 1
POBMBITBIMM MSTHAMM KPOCKHM, YNOZ00NAs MOPOM CBOM PUCYHKU MEPOTMPUHECKOMY 3HAKY.

B cospoHHbX MM 0OPa30X Mbl HE HOWMAEM BEpbl B WM3HAYQILHYIO FOPMOHMIO MUPO3AAHMS,
KOTOpPAs BbINA NMPUCYLLA PENUIMO3HOMY CO3HOHMIO [3EHCKOTO MACTEPA M KOTOPAs Bbina Tak
HY>XHO YENOBEKY M YENOBEYECTBY HA BCEX STAMAX €ro «MyTh». Ho B HWX eCTb aKTYANbHOCTb U
cooTBeTCTBME LyXy BpemeHu. LLlemakmnH — BbICOKOOBAPEHHBIN XYOOXHMK HALIEN KPU3MCHO
AN KyTbTYpbl M TYMOHUTAPHOTO  3HAHMS «MOCTMOAEPHUCTCKOM» 3MOXM, C OOMbLUOW CUION
BLIDOXCQIOLLMI €€ XAPAKTEPHblE YepTsl. 1 4TO BECbMA HE YOCTO BCTPEYAETCS B HALUM [HM,
BLIDQXKQIOLLM 3TW YepThl SCTETUYECKVMMM CPEACTBAMM, MHOTO3HAYHbIM, TTYOOKUM U HECYLLVM B
CaMOM cebe HEKOE TaPMOHMYECKOE HAYANO A3bIKOM MAIACTUHECKOTO MCKYCCTBA.

AnunHckas H.B.,
BEAYLLMI HayuHbIl coTpyaHuk [MB,

KAHOMAAT NCKYyCCTBOBEOEHNA

! JlutepatypHsie marudecTs sanagHo-esponelickux pomartukos. M. 1980. C. 176

2 T. Tpuropeesa. Anorckas xypoxectserras Tpaguums. M. 1979. C. 346
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THE ARTIST MIHAIL CHEMIAKIN

of the population of Kabardino-Balkaria and Ossetia; some members of the clan lay

down roots in Russia and Europe, giving the world many talented people (among them
Giorolamo Cardano, Renaissance man and inventor of the Cardan shaft). The artist’s mother
descended from the Russian arisfocratic family Predtechensky. “Chemiakin” is the name of a
White Army officer who adopted Prince Cardan’s young orphan, only to perish shortly thereafter
in the Russian Civil War.

Chemiokin/s father was a member of the Kardanov clan that to this day makes up part

Mihail Mihailovich Chemiakin was born in 1943 in Moscow. His childhood years were spent
in Germany where his father served as Commendant of various occupied cities. From 1957-
71 the artist lived in Leningrad. During this time he studied at the High School of the Repin
Academy of Fine Arts and shocked the authorities with his aesthefics and his behavior. He was
expelled from the special high school and temporarily incarcerated in a psychiatric hospital
with the then-standard “dissident diagnosis” of “sluggish schizophrenia”. Once released on his
mother’s recognizance, the artist took various menial jobs and continued his artisfic education
independently, studying the old masters and modermn art. Beginning in 1962 he exhibited his
works; all his shows were shut down by the authorities after two or three days. The arfist was
subjected fo consfant searches, interrogations and all kinds of harassment. In 1971 Chemiakin
was arrested and expelled from the USSR, on condition that he not inform anyone of his
departure and that he take nothing with him. He went to Paris, where his works, smuggled out
by diplomats, were exhibited at the Dina Viemy gallery.

Beginning in 1971 Chemiakin lived a Bohemian life in Paris, was friends with the Russian
bard Vladimir Vysotsky, and all the time worked actively, making a name for himself in arfistic
circles. While in France, and later in America, where he moved in 1981, the artist conserved
his blood tie to Russian and in particular Petersburg culture, organizing exhibitions, publishing
books, journals and recordings of his colleagues and friends, most notably the almanach of
post-Stalinist underground art and literature “Apollon-77", where many “unoffical” artists and
writers were published for the first time. In 1989, the Union of Artists of the Soviet Union invited
Chemiakin to present a major refrospective exhibition in Moscow, after which the artist began
making regular trips to Russia and the Northern Caucasus.

Chemiakin's art dazzles with the wealth of fantasy, the diversity of genres, of artistic
themes and techniques. He is a master of line as well as of the language of color, texture
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and form. Throughout his life in art he reveals different aspects of his vision of the world
in various series of paintings and graphic works, works in the theater, illustrates books.
As a sculptor he is perhaps best known in Russia for his monument to Peter the Great in
St. Petersburg. The monument was installed in 1991 next to the Peter and Paul Cathedral
and represents the emporer seated in an armchair, an image drawn from the famous
“wax figure” created by Bartolomeo Rastrelli but carrying an unmistakeable Chemiakin
stamp. For the city in which he not only came of age as an artist, but also experienced
the pressure of the machine of the state, Chemiakin also created a monument to the
victims of political repressions, which stands on the Robespierre embankment, across
from the legendary “Kresty" prison, where Anna Akhmatova, as she wrote in her poem
"Requiem”, “stood three hundred hours” waiting for the release of her son. Chemiakin's
monument is a version of the famous “Sphinxes from ancient Thebes in Egypt” which
stand in front of the Repin Academy of Fine Art. Unlike their prototypes, the faces of
Chemiakin’s Sphinxes are half young woman, half skull.

Although in Chemiakin’s monument to victims of political repression and in some graphic
series there is a fully concrete social protest (some of his graphic works remind the viewer
of the anti-Fascist work of the German Expressionists, particularly G. Grosz|, on the whole
Chemiakin's oeuvre represents a philosophical contemplation of reality. The artist's imagery
is super-realist, imbued with omnipresent irony, and expresses a vision of the world as play
of irrational forces. The master calls his method “Metaphysical Synthesism”, although one
could equally call it “metaphysical analysis”, as with the help of analysis a certain mysterious
microstructure of being emerges. It is not by chance that Chemiakin compares his hand with
the hand of an eye surgeon and that one of his favorite 20th Century painters is Pavel Filonoy,
creator of “analytic art”.

Chemiakin is concemned with the mystery of birth (as in his “Cocoon”and “Botfles” paintings), but
even more with the secrets of death. These secrets find their form in many works, particularly in

nou

the series “Phantoms”, “Angels of Death”, “Le Venire de Paris”.

The concept of the world as a sort of game led to the artist’s contstant interest in theater and
popular carnival manifestations. As a theatrical designer he is the author of many skefches
for real and imagined productions — Shostakovich's opera bouffe The Nose, Aleksandr
Blok's Balaganchik, three Stravinsky ballets...but most famously The Nutcracker, created by
Tchaikovsky on the theme of a tale by E.T.A. Hoffman. Replacing Hoffman’s mice with the more
grotesque rats, Chemiakin reimagined (in close collaboration with conductor Valery Gergiev)
all the previous versions of the famous ballet and created in a variety of artistic techniques an
enormous raf kingdom with all its social classes, from the king to the simple people, and from
a rat “Napoleon” to a rat “veteran”. In his art, we often see profound and incisive portraits
of the creators of theatrical productions — |. Stravinsky, S. Diaghilev, V. Nijinsky. No less
important for the arfist is the theme of the carival, the embodiment of popular comedic culture
described by Mikhail Bakhtin, and the energy of folk art, in whose imagery life is inseparable
from death. Such is his “Carnival of St. Petersburg”, based on petrovian carnivals of the 18th
Century, in which we often see the “masks” of the residents of old Petersburg.
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His favorite author is, again, ET. A. Hoffman, creator of frightening phanfasmagories that embody
the dark world of the subconscious along with images of the heavenly world harmony that opens
up fo inspired musicians and poets in his prose. Chemiakin has a special aftachment to the work of
the famous 17th Century French engraver Jacques Callot, whose irony and grotesque captured
Hoffman in his day, inspiring his “Fantasies in the siyle of Callot”, and in his essay about the arfist
Hoffman praises his demon in the composition “The Temptation of St. Anthony”, whose “nose grows
in the form of a rifle, which he constantly aims at pious men.” These words could be applied to many
of Chemiakin's characters, whose noses become one more limb and at the same fime remind the
viewer of a bird's beak or an elephant's frunk. Francisco Goya, the author of the “Caprichos” and the
"Disparates” (Madness), and the “black paintings” in the “House of the Deaf”, is also a kindred spirit.

Among other sources of inspiration of the master are Gogol and Dostoevsky, contemporary
writers and poets (V. Vysotsky, |. Brodsky), the artist V. Kandinsky and Francis Bacon, as well
as the anonymous creators of ritual-magical art of different epochs and peoples. Hoffman's
characters or the hero of “Crime and Punishment”, seized by a fatal delusion, the inspired poet
Vysotsky with his brutal energy, and even the classical images of Pushkin's “The Mermaid”,
while conserving their characterisfic traits, become the arfist’s foils. Chemiakin “transforms”, to
use his term, works by other authors — while they may be close to his work in spirit - info his own.

The series of works on paper presented in the exhibition af the Museum of Oriental Art “Drawings
in the Zen style” (2002-2004) is one such transformation.

The Japanese word “Zen” (Sanskrit “dhyana”, Chinese “Chan”] means, in the words of
noted scholar of Far Eastern philosophy and art T. Grigorieva, “concentration, the study of the
achievements of epiphany (“satori”), of a state of unshadowed consciousness, in which the
external and infernal worlds cease to be distinct and the true nature of things emerges.” This
teaching originated in Buddhist India in the 6th Century AD, in the 7th or early 8th Century
appeared in Ching, in the 13th Century spread to Japan and gave birth to a school of painting.
A specific characteristic of Zen painting is the spontaneity of images that appear in a moment of
creafive inspiration, preceded by lengthy and intense spiritual work, the absence of stereotypes,
a special succinciness and infernal dynamism of style.

An example of Zen painting in the Museum of Oriental Art is the masferpiece of Japanese
artist Kino Tosyun “Gibbons chasing the reflection of the moon”. The gibbons' fruitless pursuit
illustrates the Buddhist postulate of the illusionary nature of seen reality; at the same time, the
whole composition is a stunning witness to the beauty, harmony and unity of being, which
reveals ifself to the enlightened view of the Zen master.

Chemiakin in his Zen paintings is close first of all to the paradoxical character of the thought and
infuitive-spontaneous nature of the creative method.

Regarding his Zen series, he wrote, in particular: “These drawings are the result of free improvisation,

where control of the line is effected beyond the limits of my consciousness. First the line appears,
and only after that, as the result of a certain complex process, it is fransformed into an image.”
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Like the creations of the Zen masters, Chemiakin's monochromatic drawings in black ink are
“serial”, they represent the exploration of one theme or another. Abstracted images that do not
produce a single simple inferprefation, contain “an element of indefiniteness” (their content is
specified in the author's titles), but express a feeling that is fully “readable” for the viewer. Thus,
the works under the general title “Intrigues” create a mood of anxious anficipation of some
fragic event. The many works entitled “Strolls”, “Travelers”, “Nomads” or the heavily treading
"miserable” Jean Valjean from the Victor Hugo novel, and the contemporary “zek” (prisoner in
the Stalinist camps), the writer V. Shalamov - all embody the idea of the human journey, which
Chemiakin himself considers to be the dominant theme of the whole series. In the series we also
see all sorfs of actors, gallant lovers, reincarnating the atmosphere of the “gallant” 18th Century,
ghosts and phantoms, reminiscent of the nightmares of Goya. The arfist’s imagination produces
more and more images. Imitating Callot, he plays with scale, diminishing figures or showing
them close up. He works with sharp and precise lines, soft and flowing outlines and spots of
paint, approaching in his drawings hieroglyphic signs.

Inthe images created we do not find a beliefin the original harmony of the universe, which was
characteristic of the religious consciousness of the Zen master and which was so important to
man and mankind at every stage of his “journey”. But in them there is topicality and the spirit
of our times. Chemiakin is a highly gifted arfist of our “post-modern” eraq, critical for culture and
humanitarian knowledge; he expresses the character of this era with great strength. And, very
unusual for our days, he expresses these characteristics with aesthetic means, in a complex,
profound plastic language, which carries in itself a certain element of harmony.

Apchinskaya N.V.
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PCYHKN B CTUIITE «A3EH»

bictaska Llemskmnio 8 Mysee Boctoka 3HakomuT 3pwtens ¢ meTogom paboTs,
kotopbit M. LLlemMsikuH CBA3BIBAET C NPUEMAMM [O3EHCKMX MEOUTALMM, XOTS MMM
He MCYepMbIBOETCS 3CTETUYECKMI CMBICT STOM CEpUM WM, TOYHEE, CTPYKTYpPH,
BKIOYAIOWEN B CeOst LEnylo KOMMO3ULMIO CEpWit, MOCKOMbKYy 00pasupl Ans CBOWX
PUCYHKOB XYHAOXHUK HAXOAMT HE TOMbKO Yy CTAPMHHBIX KMTAMCKMX U SMOHCKMX MACTEPOB,
HO W B rpadwuke Pembpanara u [onn. CoegnHeHue MPOTUBOMONOXHOCTEN ABMSETCS
OOHUM M3 TNIOBHBIX MPUHUMNOB LWEMSKMHCKOWM SCTETUKM, KOTOPYID OH OBO3HAYaeT Kak
METADU3UUECKUIA CUHTETU3M, MPEANONAraioWMi B XyAOXHWKE CNOCOBHOCTb COYeTATh
PO3NMYHBIE — U HEPEOKO HA BHELIHEM MIAHE B3AWMOWCKMIOYaoWME — GOPMbl 1 CTUM B
Hosoe Uenoe. B uckycctee LLlemskuHa Bcerna npucyTcTayioT — 4axe MHOTAA OopioTCs Apyr
c apyrom — age TeHpeHun. OOHa M3 HUX BEAET K MOBLILUEHHO MNACTUYECKO-OOBEMHO
TPAKTOBKE 0OPA3A, OYEPUEHHOTO SCHBIMW U TBEPABIMU NnHUAMM. [lpyras cTpemntcs K Tomy,
yto eue KAHOMHCKMI HO3BIBAM «PA3MBITOCTSIMMY. KOMMNO3MLMS CKNOABIBAETCS U3 MNATEH,
NULWEHHBIX YETKUX KOHTYPOB. LLITpuxm nprobpeTaioT nerkuii, HeynoBMMmo OMHAMMUHBIA —
«TAHLEBAMbHbIN» — XAPAKTEP, KOrAA B OBICTPOM ABMXEHWUM OHM CIMBAIOTCS APYr C APYIOM,
0bpa3yst CeTky MnepeceveHuil, HembiCMMbix no ceoeit cnoxHoctn. B 1960-e rog
npeobnafona nepsas NIACTUYECKAs TEHAEHLMS, HAWEALIAs CBOKO 30BEPLIEHHYIO GOPMY B
wnniocTpaumsx k fodmary un [loctoesckomy. Bropas xe muHcnmpuposana ctunnctuyieckme
YNPaXHEHUs B OBNafeHUM npremamm esponeiickoit rpadukm XVl seka ¢ ee putmmnieckoit
NErKoCTbIO 1 My3bIKANbHOCTBIO B CTUNe pokoko. Co BpeMeHeM «pa3MBITOCTU» — B HEMANOW
CTEMNeHn Nof BIUSHUEM APEBHEKUTANCKOrO 1 AMOHCKOTO UCKYCCTBA — CTAMM NPHobpeTaTs
ons WemskunHa Bce bonbwee 3Haderne, u k Hadany 2000-x rofos «A3eHCKUA» CTUMb
BLICTYMWN B €ro rpaduke KaK BHYTPEHHE HEOOXOAUMBIN MPOTUMBOBEC PABOTE HAL PSAOM
MOHYMEHTOB C UX TMNEPTPOGUPOBAHHOM MNACTUYHOCTLIO. B BO3HMKLLEN CepUM XyLAOXHMK
CK/IOHEH YCMATPUBATL MPOSIBIIEHWE CBOMX OCHOBHBIX SCTETUUECKUX UHTYMLMI; PEanm3auys
MX BO3MOXHQ TOMbKO MPMU YCIIOBUM AOCTUXKEHUS BHICOYAMLIMX CTyneHek MacTepCTsa.
H1o0b MO OOCTOMHCTBY OLEHWTb 3T PUCYHKM, CRefyeT OTPELUMTbCS OT MPeapacCyaKa,
COMIACHO KOTOPOMY LEHHOCTb BELM OMNPEAEnseTcs ee pPasmMepamu U obbemamu, d
TAKXE NUTEPATYPHOM HOCHILLEHHOCTBIO W OKTYANbHOCTbIO CloXeTd. [ToHagobunocs MHoro
BPEMEHM, NOKA OCO3HANM: MEN3aX CO CTOrOM CEHA HE MEHEe, A MHOTAA 1 Bonee 3HAYUM C
3CTETUYECKOM TOYKM 3PEHMS, YEM KAPTUHL HO OMONENCcKMe Unu NCTopruieckme Temsl. Takxe
CrieflyeT NPU3HATb, YTO B CYUTAHHBIE MIHOBEHMS BHIMOSHEHHbIA PUCYHOK MOXET MO CBOUM
[OCTOMHCTBOM MPEBOCXOAUTb MHOTOMETPOBLIE W TLLATENBHO BHIMMCAHHbIE MOMOTHA. [l
[3EHCKMX MACTEPOB 3TO BObINO CAMO CODOW pa3yMeioLLENCs UCTUHOM. TLaTensHas OTAENKA
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BELUM C STOM TOYKM 3PEHMs SBASNACH Ckopee HefocTatkom. CNOHTAHHOCTb TBOPYECTBA
6biNa CBA3GHA C OCHOBAMM [A3€H-OyAAMICKOrO MMPOBO33pPeHMs. MppaumoHanbHOCTS,
abCypaHOCTb, MHTYWTMBHOCTb MPOTMBOCTOSIA  PACCYAOYHOMY MOAXOMAY, CXEMATU3MY
1 HOTYPONUCTUYECKOMY BOCMPOW3BEAEHMIO SBNEHNI BHELWHETO MMUPA.

OcHoBaTenem A3eHCKOro TedeHH s B ByAan3me CUMTAETCS, COMACHO NPEeaaHUIO, UHAMMCKMI
moHax boaxmnaxapma, xmelumii 8o sTopoit vetsepti VI seka. Camo cnoBo «a3eH» NporcxoauT ot
CAHCKPUTCKOTO «fXWMAHG», O3HAYCBLIETO OMPEAENEeHHYIO CTyMEHb HA BOCBMUUYNEHHOM MyTH
pasentua rora. C VIl Beka uenbio A3EHCKOM MeauTaumm CTano AOCTUXEHME «BHE3AMHOMO
npoceeTnenus» (kuT. «By», an. «catopw»). [lyxoBHoe «moHuMaHMe» (an. «koaH») He
NOAKCBANOCH OAHOZHAYHOM BEPOANM3ALMM U HOXOAMIO CBOE BHPOXEHWE B CMOHTAHHOM
PVMCOBOHMM YEPHOM TYLWbIO WM 3ArQAOYHO-MPPALMOHAMBHEIX U3PEeYeHHsax. [lepexuTsiit
«CMBICTT» BOM/IOLLONCS B MO33MM Yepe3 «3AIMOBHOE BHICKA3bIBAHUE»: KPATKYIO KIIOYEBYIO
Ppasy MM [axe TOMLKO OAHO CNOBO. B rpaduke xe Takylo ponb MOMO CHIpaTh NSTHO
TYLWbIO MK BHICTPBI MA3OK KUCTbIO. [TpMHLMA CMOHTAHHOCTM TBOPYECTBA NAPAAOKCANBHO
couetancs ¢ TBepAO PA3PABOTAHHON CUCTEMOM MKOHOrpadUUueckmx KaHoHOoB. [leitsax
CMMBONM3MPOBAN «MECTO MPOCBETNEHMs». bambykossie BeTM, crvBbl v UBeTs (opxmaen) —
CUMBOJTH YMCTOTH, CO3EPLATENBHONO NMOKOS M MOHALWECKOTO oamHoYecTaa. KaHoHMYecky
M306PAXANUCH YUUTENS U HACTABHMKM, OCTUILLME MOAHOTE COBEPLIEHCTBA.

OTKa3 OT MHOTOLBETHOCTY M OTKPHITUE MOHOXPOMHOWM XMBOMUCH, CTABLLIEN OCHOBHBIM BUAOM
A3eH-Oyanuickoro TBOPYECTBA, ObIMO 3ACTYrOi BENWMKOTO KUTAMCKoro mactepa Baw Bas
(699-730). OH Hayan MCaTh UCKTIOYUTENBHO TOIBKO YEPHOM TyLWbIO. TOHANBHOE EAMHCTBO
€ro Npom3BEAeHUI OTPAXANO rapMOHMIO yH1Bepcyma. Ban Bar paspabotan «pasmbityios
MOHEPY MUCbMA, B KOTOPOW CAM XYHOXHWMK YCMOTPWMBAN POf «OTKpoBeHus»: «[lanekue
fepesbs — 6e3 BeTBel, fanekue BeplwmHsl — 6e3 kamuei. OHu, kak OPOBM, TOHKM, HEXHBI.
Hanexve Teuerbs — 6e3 BonHbl. OHM B BEICOTAX C TY4AMM PABHbI. [OKOE B 3TOM OTKPOBEHbE!»

M3ydas KnTaMCKylo M SNOHCKYIO XMBOMMCH, O TAKKE KEPAMMKY C €€ YMbILUNEHHbIMM
nogtekamu, marnbamu u TpetmHamm, M. LemsknH Haxogmn cxopHsle npuiems y psad
3anagHoesponeickmnx mactepos. B otnnune ot mckyccrsa [lansHero Boctoka B Espone
BMOTb [0 MMMNPECCUOHUCTOB, MEPEOLEHMBLUMX TPOAMLMOHHYIO CHUCTEMY 3CTETUYECKMX
LEeHHOCTEN, NPUOABANM YPE3MEPHOE 3HAYEHME OTAENKE U BHIMUCAHHOCTM MPOU3BEAEHMIA.
CROHTOHHOCTb He LeHMnack. 3an13aHHble, GnecTalume OT NAKA NOAOTHA BHyLWanu Honblue
posepwst. XyAOXKHUKAM NPUXOAMIOCH CYMTATLCS C TPEOOBAHMAMI CBOWX 3AKA3UMKOB, HO A1
cebs — B TULLM MOCTEPCKMX — OHW PUCOBANM B MAHEPE, BO MHOTOM YAUBUTENBHO OAM3KOM K
n3eHckow rpaduke. PeMBpaHAT NOrpyxancs B TAMHbI CBETA 1 TEHW. [OWist BHEC B 3Ty TEXHMKY
3neMeHT rpotecka. Pucyrkn PomHes nopaxanu BupTyosHoM anerantHocTtbio. LLlemakuH
YUYUICS He TOMbKO GOPMAbHOMY MACTEPCTBY, HO M 4yBCTBOBAS OOMbLUYIO OAM3OCTL K
MUPOOLLYLLEHMIO STUX XYAOXHWKOB, KoTopoe Bcneq 3a O. LUnenrnepom cneayet HassaTs
paycrorckum. OHO NPOHU3AHO BHYTPEHHEN IMHAMMUKOW, AYXOM WCKAHWIA U CTPEMIEHNEM K
6eckoHeuHocTu. [osTomy npu GoMbLIOK POACTBEHHOCTM A3EHCKON rPpAdUKe LUEMAKMHCKAS
Cepwst OCTAETCs MPOHM3AHHOM HE CTOMLKO OYAANCTCKMM, CKObKO $GayCcTOBCKMM Ayxom. [o
CNOBAM CAMOTO XY[OXHMKA, BCE €0 PUCYHKM «A3EHCKOrO» CTUMS «MOAYMHEHbI MAee NMyTh».
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C XyLOXECTBEHHO-TEXHUUECKOM CTOPOHLI 3TO HOXOAMT CBOE BHPAXEHWE B TAPMOHUYECKMX
COOTHOLUEHUSIX MeXAy CBETOM W TEHblO, NPEOMONEHMM MPUHUMNG «COAENAHHOCTM» B
nosb3y «PA30PBAHHOCTMY, «ODO3HAUYEHUM HEODOIHAYEHHOCTM», NIOOOBAHMM MOLTEKAMM
M PA3MBITOCTSIMK. B pesyrnbTaTte BO3HWMKAET «MSTHO, 3aKio4eHHoe B dopmy». [pu Takom
CMOHTOHHOM PUCOBAHMM B CO3HaHMM LLlemsknHa ¢ OrpoMHOM CKOPOCTHIO MPOHOCSTCS
COTHM ODPA30B, KOTOPLIE OH 3ATEM YIINIOTHAET B OOHOM pucyHke. MHorve npounsseneHys
0BCTPaKTHE 1 BECCIOKETHH, TEM HE MEHEE MOXHO B PAMKAX LOHHOM CEpWM BHAEUTH
HECKOJIBKO TEMATUHECKMX TPYMM, XOTA roaHMUG MeXOy HMMK OOCTATOYHO pPAcCribiB4ATA.
X — C HEKOTOPBIMM WCKIIOUYEHUSIMU — OTIMYAET 3AMNEeYATNEHHOCT FOGMAHUAHCKMMM
HACTPOEHUAMM.

Sprct Teopop Amagen [odmaH 3aHMMOET coBeplieHHO ocoboe, TouHee rOBOPS,
LeHTpanbHoe MecTo B xu3Hu 1 TBopyecTee M. LLemsknHa. B ero npownseenermsax xynoxHuk
HOXOOMT POACTBEHHOE MMPOBO33PEHUE, OCHOBAHHOE HA  MHTYMTUBHO-3CTETUYECKOM
MOCTUXEHUM PABMNYHBIX MIAHOB ObITUS B MX OECKOHEUYHbIX MepeceydeHusx, NPOeKLMsx
metamopdosax. fobMaH CO3AABAN POMAHTUYECKU-TPOTECKHbE O0DPA3b, Yepes KOTopbe
MPOCBEYMBAIOT «MHBIE MMPbI», 4TO BCErdd npuenekano K Hemy Lllemskuna. Haunbonee
COOTBETCTBYET TOPMAHOBCKOM KOHUENUMM ABOEMMPUS PYNNA PUCYHKOB MOf ObBLMM
sarnasrem «PaHTombl». BeinonHeHHbie B CNOHTAHHO-O3EHCKON MAHEPE, OHW MO CBOEMY
KOMMO3UUMOHHOMY MOCTPOEHUIO B TO Xe Bpems ONM3ku K BU3MOHEPCKOM rpaduke [odiu.
O6a XyLOXHWKA rPOTECKHO PA3BMBANM MOTHB BTOPXKEHMS B 3EMHON MWD NOTYCTOPOHHMX,
NpY3pauHbix cun. Ha ogHoM NMCTe HOPUCOBAHG OrPOMHAS KPbICA (BpsSa M CTOMT CHOBG
NoOAYEPKMBATE, YTO OMO3HOBOEMOCTb OOPA3Q BTOPWYHA MO OTHOWEHMIO K MEPBUYHO
BO3HMKLUMM KOMBUHOLMSM MATEH, PA3MBITOCTEN M WTPUXOB). Baanu suareiotcs yenosedeckye
durypku. 3a xonMmom B Hebe NOKA3ANMCh MKK TpeX OPEROBO yxmbinsioLmxcs daHTomos. Ha
[PYTOM PUCYHKE LOMUHUPYET M30BPAXEHUE OTPOMHOTO Yepend, Neper KOTOPbIM TECHATCS
vcnyranHsie niogu. B Takoro poga npowssegerusx LLlemskunn obpataetcs k GaycToBCKoO
TEME PU3MBILNEHNS O CMEPTU KAK NMepexoae B APYroi mup. XyAOXHWK NOKA3bIBAET BCIO
TWETHOCTb YCUIUI YCTPAHWUTLCS OT 3TOW TalHE. OHA CNOCOBHA BO3HWKHYTb NEPEf, KOXAbIM
4€N10BEKOM MOAOOHO ranfioUMHATUBHOMY YEpEny HA LEMSKMHCKOM PUCYHKE W YXKACHYTb
CO3HAHWE, HEe MOLTOTOBMEHHOE K «BCTPEYE» CO CMEPTHIO, XOTs HEBELOMO ANl CAMOro
cebs Hecylee ee cumbl B COBCTBEHHbIX MybUHAX. B Bonee gyxoBHbie 3MoxM HAMOMMHAHME
«memento mori» («MOMHM O CMEPTU») MPOBYXAANO He UyBCTBO BGE3LICXOAHOCTU U YXACd, A
CTPEMIIEHME XUTb B TAPMOHUM C BoxecTBeHHBIMM 3akoHamu. ng LLlemskuHa pasmbiunetme
O CMepPTH CTUMYIMPYeT TBOPYECKOE BOOOPAXEHUE M SBASETCH UCMBITAHHBIM CPEACTBOM
BO3BBICUTbCS HOZ, HYXAAMM M 3060TAMM NOBCEAHEBHOCTM.

Hpyroit neMTMoTUB Cepuu OTMEUEH NEYATLIO TEATPANBHOCTU. PUCYHKM M30BPaXAIOT CLEHH
13 CMEKTaKMs, GBTOPOM KOTOPOTO SIBASETCS CAMA XM3Hb. CpOBHEHME XU3HKM C TEATPOM
6bIN0 PACIPOCTPAHEHO B UCKyCCTBE OAPOKKO. B 0BHOBNEHHOM BAPUAHTE OHO BO3POAMIOCH
y pomaHTvkos Havana XIX seka. Mbicib O TeaTpanbHOCTU M AOXe MAPUOHETOHHOCTM
4eNOBEYECKOrO CYLIECTBOBAHMS NPOHKM3EIBANO BCe TBOPYeCTBO [odmaHa. OHO cBA3AHO C
OLLYLLEHMEM POACTBEHHOCTU XMU3HM CHY MIU, KOK CKA3AM Obl MHAYMCTHI, <BENMKOM MANIO3MM»:
Maiie. Inaton Gbin yOexaeH B TOM, Y4TO YyBCTBEHHLIE BNEYATNEHMS 3ACIOHIIOT OT HAC
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mup upen. LoneHraysp npusHaBan Mnnio3opHO-CHOBUAYECKMA XAPAKTED OBLIGEHHOTO
CO3HAHWS. Ha OBHOM M3 LEMSKMHCKUX PUCYHKOB CcAenaHa Hagnucs: «Mel — oTpaxeHue B
sofoeme Bpemern. Con — oTpaxeHie xusHu. XKuaHb — oTpaxeHue cHa. Takoe Bo33peHue
YCMOTPMBAET MCTOKM PEAbHOCTU B METAPU3NYECKOM M3MEPEHUU: B MUPE QPXETUMOB,
NpoeKUMe KOTOPOro NPEACTAET BCE MHOrOObpa3me GOopm 3eMHOM UCTOPUM. Y POMAHTUKOB
YYBCTBO KOHTPACTA MEXAY WMOEAIOM 1 ObTOM BCETAA BHI3LIBANO YYBCTBO MPOHWM W BENO
B WMCKYCCTBE K MOBbILLIEHHOM BOCMPUMMUMBOCTM K FPOTECKHBIM PAHTA3MSM, MACKAPAAAM,
IOMOPUCTUHECKMM NPEBPALLEHMSM, CIOBOM, KO BCeMy Tomy, 4To Muxaun baxtuH Hassisar
KOPHOBANbHEM MupooLlyleHuem. OHO NPUCYTCTBOBAMO BO BCE Nepuofsl LUEMSKUHCKOTO
TBOPYECTBA, MO3TOMY W B A3EHCKMX PUCYHKOX 13 KOMOMHOLMM DABMBITHIX MATEH XYLOXKHUK
«BBIYUTHIBAS TEATPAMbHbIE OOPA3LI U CLEHKM.

ToeTbst TemaTuyeckas rpynna TAKXe He SBASETCH NPUHLMMMANBHO HOBOM ANS XyLOXHMKA.
Ewe 8 1960-e rops o 06pallancs K M300PAXEHMIO «TANIAHTHBIX CLEH». DTOT XAHP BO3HUK
B 3noxy pokoko 8o Pparumm. B XX seke nogobHsle KOPTUHLEI NPEoCTABASIM OBUIbHbIN
Matepuan Ang Mx NApOAMMHOM MHTEPNpPeTauMy, 30 KOTOPOW HEePEeAKO CKPbIBOETCH
HOCTANbMYECKOE YyBCTBO YTPATH KPACOTH W CTPEMEHKE, XOTS Obl MPU MOMOLLM MPOHMK,
BEPHYTLCS B «napaans». B netepbyprekuit neprog LLlemskuH yacto usydan npousseaeHus
XVIII cTonetns ans cBoMx SKCNEPUMEHTOB C GOPMAMM UCHESHYBLLMX CTUNEN. B «aseHckux»
PUCYHKAX OH ye He npuberaeT K Takum obpasuam. Mactep BHUMATENLHO BCMATPHMBAETCS
B TO, 4TO FOBOPST €My CMOHTAHHO BO3HMKLIME KOMMO3WLMK. VHaYe npeapacnonoXeHHas
aywa ysugena Osl, BeposTHO, coscem nHoe. Cosepuas Takue pUCYHKM, 3pUTENb BCTynaeT
B BOODOpPOXOEeMOe MPOCTPAHCTBO, MPefOCTaBMsiOWee MNOMHylo CBOOOAYy ANS PO3BUTUS
cobcTBeHHOM GaHTasMu. XyAOXHWK HMYEro He MPEednuCLBAET W HE MOy4YaeT, HAaoOopPoT,
OH XOYeT PACKPENOCTUTb CO3HAHME OT YAPYYAIOLLEN BAACTU MOBCEAHEBHOCTU U OTKPHITH
NpOCTOP ANS TOAHCLEHAMPOBAHMUS B MMP POMAHTHYECKMX 0bpasos. Emy camomy suastcs
B «PA3MBITOCTAX» CTPAHHMKM, OpeayLive Ha GOoHe 3a4apPOBAHHbIX NaHAWAdTOB. [3eHckas
MOHEPA PUCOBAHMS CTANA MyTEM BHYTPEHHETO COBEPLUEHCTBOBAHMS. LLlemskuH He cTasmT
nepep coboi paccyfouHO CHOPMYNMPOBAHHLIX LENEN W He CiedyeT BHELHUM Hopmam. Ero
BeyeT cBobofda. M pucyHKM MpMmallaioT BCTYNWTL HA TPOTMy, Befyluyto B ee uapcTao. OHo
Xe, ToBops GUBNENCKUM S3BIKOM, €CTb LAPCTBO «HE OT MUPA cero». Heobxoammsl yeunus,
4TOObI OLLYTHTE CBOIO MPUYACTHOCTb K 3TOMY 3a6bIToMy Mupy. Ele [natoH yumnn o nosHaHum
KOK QHaMHEe3Wce (BOCMOMMHAHMM), BEAylleM 3Q TPAHMLE, OYEPYEHHBIE POXAEHMEM W
cmepTbio. B 3Ton ceasu LemsikuH roBOpHT O CBOUX PUCYHKAX KAK Peanm3aLmm TEOpUm
OMbITA «METAPUINYECKOTO BOCMOMUHAHMS>. BcmaTpuBasice B «A3eHCKyIi0» Cepuio, BO3HMKAET
YYBCTBO MEPEXOAA B PACLIMPEHHOE COCTOSIHME CO3HAHMS, BbHICBOOOXAAIOLLErocs OT
MOTEPUANNCTUYECKOTO MUMHO3A.

Bnagmmump Visaros
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DRAWINGS IN THE "ZEN" STYLE

which Chemiakin associates with the techniques of Zen meditation, although the aesthetic

meaning ofthis seriesisnotexhausted by these techniques or, more precisely, ifs structure --
the artist finds models for his drawings not only in the works of ancient Chinese and
Japanese masters, but also in the graphic works of Rembrandt and Goya. The combination
of opposites is one of the central principles of the Chemiakin aesthetic, which he calls
Metaphysical Synthesism, which for the artist means the ability to combine different -
and often superficially mutually exclusive — forms and styles in a new whole. In the art
of Chemickin two tendencies are always present, sometimes battling with one another.
One of these leads to the highly plastic definition of the image, indicated by clear,
hard lines. The other strives to what Kandinsky termed “blurriness”. A composition
is formed from spots devoid of clear outlines. Pen strokes create a light, ineluctably
dynamic - “dancing” - character, when in rapid movement they run one into another,
forming a grid of intersections unthinkable in their complexity. In the 1960s the first -
plastic - tendency was dominant, finding its completed form in the illustrations to Hoffmann
and Dostoevsky. The second tendency inspired stylistic exercises in the mastering of European
primas of graphic art of the 18th Century with its rhythmic lightness and musicality in the
Rococo style. With time “blurriness” - to some degree under the influence of ancient Chinese
and Japanese art - began to gain in importance for Chemiakin and in the beginning of the
2000s the “Zen" style appeared in his drawings as an internally necessary counterweight
to work on a series of monuments with their exaggerated plasticity. In the resulting series the
arfist fends to see the appearance of his basic aesthetic intuitions; the realization of these is
possible only with the highest degree of virtuosity. In order to assess these drawings properly,
the viewer should abandon prejudice, according to which the value of a work is determined
by its size and volume, as well as its literary content and the topicality of its subject. A great
deal of time was needed before viewers came to understand that a landscape with a bale
of hay is not less, and sometimes is more, meaningful from an aesthetic point of view, than
paintings on Biblical or historical themes. In the same way it is appropriate to admit that o
drawing created in a few seconds can surpass in its merits enormous, carefully detailed
paintings. For the Zen masters this was a self-evident fruth. The careful working of an object
from this point of view was more of a deficit. The spontanaeity of creation was tied to the
basic Zen Buddhist world view. Irrationality, absurdity, intuitiveness were opposed to a
rational approach, schematicness and naturalistic depictions of the outside world.

‘ his exhibition at the Museum of Oriental Art acquaints the viewer with a method of work
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The founder of the Zen movement in Buddhism is considered to be , according to tradition,
an Indian monk named Bodhidharma, who lived in the second quarter of the VI Century. The
word “Zen" originates from the Sanskrit word “Dhiana”, or a particular step on the eight-part
road of the development of the yoga. Beginning in the VII Century the goal of Zen meditation
became the affainment of “sudden enlightenment” (Chinese “wu", Japanese “satori”). The
spiritual “understanding” (Japanese “koan”) did not lend itself to definitive verbalization and
found its expression in spontaneous drawing with black India ink or mysterious-irrational dicta.
The experienced “meaning” was embodied in poetry through “telegraphic remarks”: a brief
key phrase or even a single word. In graphic art a spot of ink or a rapid brush stroke can play
the same role. The principle of sponfaneity of creation paradoxically combined with a firmly
worked system of iconographic canons. A landscape symbolized “a place of enlightenment”.
Bamboo branches, plums and flowers (orchids) were symbols of purity, contemplative peace
and monastic solitude. Teachers and their pupils, who had achieved complete perfection, were
depicted canonically.

The rejection of colorful palettes and the discovery of monochromatic painting, which became
the main form of Zen Buddhist art, was the achievement of the great Chinese master Wang
Wei (699-730). He began to paint exclusively only with black ink. The tonal unity of his works
reflected the harmony of the Universum. Wang Wei developed a “blurry” manner of painting, in
which the artist himself found a whole series of “epiphanies: “Distant trees — branchless, distant
crowns — without stones. They are like eyebrows, thin, delicate. Distant currents — without waves.
They are equal to the storm clouds in height. Here is the discovery!”

Studying Chinese and Japanese painting as well as ceramics with their deliberate drips,
indentations and cracks, M. Chemiakin found similar approaches in the work of a number
of Western European masters. Unlike the art of the Far East, in Europe, all the way up to
the Impressionists, excessive importance was assigned to finishing work and the detail of
a painting, overestimating the traditional system of aesthetic values. Spontaneity was not
valued. Heavily worked paintings, shiny with vamish, elicited more trust. Artists had to take
into consideration the demands of their clients, but for themselves, in the quiet of their studios,
they drew in a manner in many ways stunningly similar to Zen graphics. Rembrandt immersed
himself in the mysteries of light and darkness. Goya brought fo this technique an element of
the grotesque. Romney's drawings stun the viewer with their virtuous elegance. Chemiakin
studied not only formal technique, but also felt a greater affinity for the worldview of these
arfists, which, following O. Spengler, might be called Faustian. It is penefrated with inner
dynamism, the spirit of searching and striving towards infinity. For this reason, Chemiakin’s
series on Zen graphics remains infused not so much by a Buddhist as by a Faustian spirit.
In the artist’'s own words, all of his drawings “in the Zen style” “are subject to the idea of
the path.” From an artistic-technical point of view this finds its expression in the harmonious
relation between light and dark, the overcoming of the principle of “finishedness” in favor
of “torn-apartness”, “definition of indefiniteness”, the play of drips and blurred edges. As a
result, a “spot within a form” appears. In the process of such spontaneous drawing, hundreds
of images flash through Chemiakin’s consciousness with fremendous speed, from which he
then uses a single drawing. Many works are absfract and non-subjective, nonetheless it is
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possible fo defermine a few thematic groups in this series although the difference among them
is somewhat elusive. With few exceptions these series are distinguished by the impression of
a Hoffmanesque mood.

Ernst Theodor Amadeus Hoffmann occupies an utterly special, that familiar to the artist, based
on the intuitive aesthetic comprehension of various planes of being in their infinite intersections,
projections and metamorphoses. Hoffmann created romantic-grotesque images through which
shine “other worlds”, and this has always atiracted Chemiakin to him. Chemiakin’s group of
drawings filed “Phantoms” most closely dovetails with the Hoffmann conception of two-world.
Executed in the spontaneous Zen manner, in their compositional sfructure they are also close
fo the visionary graphics of Goya. Both arfists grofesquely developed the theme of invasion
of the earthly world by other-worldly, ghostly forces. On one sheet, a gigantic rat is drawn (it
hardly seems necessary to point out here again that identification is secondary to the primary
appearance of a combination of spots, blurred lines and strokes). In the distance human figures
can be made out. Behind the hill in the sky appear the faces of three deleriously frowning
phantoms. Another drawing is dominated by an enormous skull before which huddles a crowd of
frightened people. In this sort of work Chemiakin appeals fo the Faustian theme of contemplation
of death as a move info another world. The artist demonstrates all the vanity of efforts to remove
oneself from that mystery. It is capable of appearing before each of us, like the hallucinogenic
skull in Chemiakin's drawing, and terrify a consciousness unprepared for “meeting” with death,
while, unbeknowst to itself, carrying death’s force in its own depths. In a more spiritual age,
the reminder “memento mori”, excited not a feeling of ireparability and horror, but a desire to
live in harmony with God's law. For Chemiakin confemplation of death sfimulates the creative
imagination and is a known means of rising above the needs and concerns of everyday life.

Another leitmotif in the series is marked with the stamp of theatricality. The drawings depict
scenes from a play whose author is life itself. The comparison of life with theater was widespread
in the art of the Baroque period. In an updated version it was reborn among the romantics of the
early 19th Century. Thoughts of theafricality and even of the marionette-like human condition
infuse all the works of Hoffmann. Itis tied to the sense of the connection of life to dream or, as the
Hindus would say, the “great illusion”: maya. Plato was convinced that emotional impressions
obstruct the world of ideas from view. Schopenhauer recognized the illusory/dream-state
character of ordinary consciousness. On one of Chemiakin's drawings the artist wrote: “We
are the reflection in a body of water of Time. Dreams are reflections of life. Life is the reflection
of dreams.” This view takes into account the roots of reality in the metaphysical dimension: in the
world of archetypes, the projection of which represents all the variety of forms of earthly hisfory.
The romantics' feeling of contrast between the ideal and existence always elicited a feeling of
irony and led in art fo a heightened sensibility to grotesque fantasies, masquerades, humorous
fransformation, in a word, to all that which Mikhail Bakhtin called “camival world-feeling”. It
is present in all periods of Chemiakin's arf, thus in the Zen drawings from a combination of
"blurred” spots the artist “read” theatrical images and scenes.

The third thematic group is also not altogether new to the artist. In the 1960s he began to depict
"gallant scenes.” This genre arose in the age of Rococo in France. In the 20th Century similar
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pictures provided voluminous material for their parodic interpretation, behind which is often
hidden a nostalgic feeling of loss of beauty and a striving, albeit with the help of irony, to return
to “paradise”. In his Petersburg period Chemiakin often studied works of the 18th Century for his
experiments with forms of disappeared styles. In the “Zen" drawings he no longer refers fo these
images. The master carefully examines what spontaneously appearing compositions suggest fo
him. An otherwise predisposed soul would most likely see something else entirely. Contemplating
these drawings, the viewer enters into an imaginary space, where he finds complete freedom
for the development of his own fantasy. The artist prescribes and preaches nothing - on the
contrary, he wants to unfetter the consciousness from the oppressive power of ordinariness and
open an expanse for franscendence info the world of romantic images. He himself sees in the
"blurriness” wanderers, roaming on the background of enchanted landscapes. The Zen manner
of drawing became the path to inner improvement. Chemiakin does not set himself rationally
formulated goals and does not follow external norms. He is pulled along by freedom. And the
drawings invite the viewer to step onto the path leading to freedom’s kingdom. I, in Biblical
terms, is a kingdom “not of this world”. Efforts are essential to sense one's connection to this
forgotten world. Plato taught knowledge as anamnesis ([memories), leading beyond the borders
of birth and death. In this connection Chemiakin speaks of his drawings as the realization of the
theory and experience of “metaphysical memories”. Examining the “zen” series, the viewer has
a sense of crossing over info a broadened state of consciousness, freed of materialistic hypnosis.

Vladimir lvanov
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AOAMA C PEBEHKOM. 2002. Tyws, 6ymara. 20,8 x 14*

WOMAN WITH A CHILD. 2002. Ink on paper. 20,8 x 14
22
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AHTEJIbI. 2003. Tyws, 6ymara. 21 x 14,7
ANGELS. 2003. Ink on paper. 21 x 14,7
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Ceepxy: MIPU3PAK O3EPA. 2004. Tyws, bymara. 25,4 x 35,5
Above: THE PHANTOM OF THE OPERA. 2004. Ink on paper. 25,4 x 35,5

TAHELL 2004. Tyws, 6ymara. 25,3 x 35,4
DANCE. 2004. Ink on paper. 25,3 x 35,4
23
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CPEOAHEBEKOBAS CLIEHA. 2004. Tyws, 6ymara. 25 x 35,6
MEDIEVAL SCENE. 2004. Ink on paper. 25 x 35,6
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Ceepxy: IUWJIUTPUMBI. 2004. Tyws, 6ymara. 25,7 x 35,7
Above: PILGRIMS. 2004. Ink on paper. 25,7 x 35,7

MU3THAHHUKMW. 2004. Tyws, 6ymara. 25,5 x 35,3

EXILES. 2004. Ink on paper. 25,5 x 35,3 07
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UHTPUTA. 2004,/2012. Linpposas neyats, bymara. 42 x 39
INTRIGUE. 2004,/2012. Digital print on paper. 42 x 39

30
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Csepxy: HOYHOE IN'YNAHbBE. 2004. Tyws, 6ymara. 19,5 x 35,6
Above: NOCTURNAL REVELS. 2004. Ink on paper. 19,5 x 35,6

MPU3PAKMWU. 2004. Tyws, bymara. 28 x 35, 1
GHOSTS. 2004. Ink on paper 28 x 35,1
33 l
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NMPOTYNKA: TAJIAHTHbIM BEK. 2004,/2012. Lindposas neyats, Gymara. 39,5 x 49

A STROLL: THE GALLANT AGE. 2004 ,/2012. Digital print on paper. 39,5 x 49
34
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APOTYNKA. 2002/2012. Undposas neuats, Gymara. 37,5 x 52
A STROLL. 2002,/2012. Digital print on paper. 37,5 x 52
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®AHTOM. 2004 /2012. Lndposas neuats, Gymara. 146 x 103
PHANTOMS. 2004 /2012. Digital print on paper. 146 x 103

37

Chemiakine15.08.indd 37 17.08.12 16:59



TEATP. 2004,/2012. Linpposas neqars, ymara. 31,5 x 55,7
THEATER. 2004,/2012. Digital print on paper. 31,5 x 55,7
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KOKETKA WM BJTIOBJIEHHbBIN 3ASLL. 2004,/2012. LUnpposas nevars, bymara. 37 x 58
COQUETTE AND A BESOTTED RABBIT. 2004,/2012. Digital print on paper. 37 x 58

40
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BPOOSAMME AKTEPbI. 2004 ,/2012. Lndposas neqats, Gymara. 38 x 57,7

WANDERING PLAYERS. 2004 ,/2012. Digital print on paper. 38 x 57,7
41
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BEHELLUAHCKUE BEJIbMOXXU-UHTPUTAHBI. 2004,/2012. Lindposas neyars, bymara. 38,5 x 49
VENETIAN GRANDEES AND CONSPIRATORS. 2004,/2012. Digital print on paper. 38,5 x 49
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MPOTYNKA. 2004 ,/2012. Lngposas neyats, Gymara. 33,5 x 56,5
A STROLL. 2004,/2012. Digital print on paper.33,5 x 56,5

43
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BPOASAYME AKTEPbI. 2004,/2012. Lndposas neyats, ymara. 41 x 56

WANDERING PLAYERS. 2004,/2012. Digital print on paper. 41 x 56
46
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MYZAPELUBI. 2004. Tyws, 6ymara. 24,9 x 35,5
WISE MEN. 2004. Ink on paper. 24,9 x 35,5

48
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Caepxy: UBTHAHHUKMW. 2004. Tyws, 6ymara. 25,2 x 35,3
Above: EXILES. 2004. Ink on paper. 25,2 x 35,3

NPA3AHBIE I'YNAKW. 2004. Tyws, 6ymara. 25,7 x 35,8
MERRY REVELERS. 2004. Ink on paper. 25,7 x 35,8
49
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UHTPUTA. 2004,/2012. Lngposas neyats, bymara. 37,5 x 52,5

INTRIGUE. 2004,/2012. Digital print on paper. 37,5 x 52,5
S
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BEMYLUMM. 2002. Tyws, 6ymara. 21 x 14,3

A RUNNER. 2002. Ink on paper. 21 x 14,3
52
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UHTPUTA. 2004,/2012. Lndposas neyats, Gymara. 36 x 34
INTRIGUE. 2004,/2012. Digital print on paper. 36 x 34
54
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HAXOZKA. 2004,/2012. Linpposas neqats, bymara. 27 x 51,5
A FIND. 2004,/2012. Digital print on paper. 27 x 51,5
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BJTIOBJIEHHBIE: TAJIAHTHBIM BEK. 2004,/2012. Liudposas neuars, Gymara. 40 x 40

LOVERS: THE GALLANT AGE. 2004/2012. Digital print on paper. 40 x 40
59
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TMLNAHCKAS CLUEHA. 2004,/2012. Lindposas nedars, Gymara. 43,5 x 39
“SPENISH” SCENE. 2004,/2012. Digital print on paper. 43,5 x 39
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UHTPUTA. 2004,/2012. Lndposas neyats, Gymara. 40 x 54
INTRIGUE. 2004 /201 2. Digital print on paper. 40 x 54
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D®AHTOMBI. 2004,/2012. Linpposas neuats, bymara. 72,5 x 106,5
PHANTOMS. 2004,/2012. Digital print on paper. 72,5 x 106,5 .
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UCKYLLEHUE MOBA. 2004,/2012. Linpposas neyats, 6ymara. 37,5 x 51,7
THE TEMPTATION OF JOB. 2004 ,/2012. Digital print on paper. 37,5 x 51,7
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BU3UTEPLLUA. 2003/2012. Lndposas neqars, ymara. 40 x 57

A LADY VISITOR. 2003 ,/2012. Digital print on paper. 40 x 57 o7
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Csepxy: MPU3PAKMWN. 2004. Tyws, 6ymara. 24,8 x 35,7
Above: GHOSTS. 2004. Ink on paper. 24,8 x 35,7

MHKBU3UTOPDI. 2004. Tyws, 6ymara. 25,7 x 35,6

INQUISITORS. 2004. Ink on paper. 25,7 x 35,6 60
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®EHUKC. 2004,/2012. Lindposas neqats, Gymara. 76 x 106
PHOENIX. 2004,/2012. Digital print on paper. 76 x 106
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HAXOMKA. 2004,/2012. Linpposas neyars, bymara. 32,5 x 51
A FIND. 2004,/2012. Digital print on paper. 32,5 x 51

/2
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TMLUNAHCKAS CLEHA. 2004,/2012. Lindposas nedars, bymara. 44 x 39
“SPENISH” SCENE. 2004,/2012. Digital print on paper. 44 x 39
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DAHTOMBI. 2004 ,/2012. Lindposas neqats, Gymara. /2 x 103
PHANTOMS. 2004,/2012. Digital print on paper. 72 x 103
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3J1A9 UHTPUTA. 2003. Tyws, 6ymara. 25,3 x 17,1

78 EVIL INTRIGUE. 2003. Ink on paper. 25,3 x 17,1
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TAHLIOPbI. 2002. Tyws, 6ymara. 15,3 x 17,4
DANCERS. 2002. Ink on paper. 15,3 x 17,4
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TAHLLOPbI. 2002. Tyws, 6ymara. 15,3 x 17,3
DANCERS. 2002. Ink on paper. 15,3 x 17,3
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APOTYNKA. 2003,/2012. Lindposas neuats, Gymara. 71 x 101
A STROLL. 2003,/2012. Digital print on paper. 71 x 101
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AUANOT. 2002. Tyws, 6ymara. 15,2 x 17,4

38 DIALOGUE. 2002. Ink on paper. 15,2 x 17,4
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AKTEPbI. 2002. Tyws, 6ymara. 15,5 x 17,3

ACTORS. 2002. Ink on paper. 15,5 x 17,3 80
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IDKEHTJIBMEH. 2004. Tyws, 6ymara. 35,6 x 25,8
GENTLEMAN. 2004. Ink on paper. 35,6 x 25,8
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CKBAWP C XXEHOW. 2004. Tyws, 6ymara. 35,2 x 25,5
SQUIRE WITH HIS WIFE. 2004. Ink on paper. 35,2 x 25,5
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TAHLUYIOLME MOHAXW. 2002. Tyws, 6ymara. 14,6 x 21
DANCING MONKS. 2002. Ink on paper. 14,6 x 21
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AUANOT. 2002. Tyws, 6ymara. 15,2 x 17,6
DIALOGUE. 2002. Ink on paper. 15,2 x 17,6
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BAPOH MIOHXTAY3EH (MOJIET HA NYLUEYHOM S4PE). 2004,/2012
Ln¢posas nedars, bymara. 59,5 x 80

BARON MUNCHAUSEN (FLIGHT ON A CANNONBALL). 2004,/2012

Digital print on paper. 59,5 x 80
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PEMBPAHAT BAH PEMH. 2003. Tyws, 6ymara. 25,3 x 17,6
REMBRANDT VAN REIN. 2003. Ink on paper. 25,3 x 17,6
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BECEAA 3AMUA. MAPTbILLKW. 2003. Tyws, 6ymara. 25,4 x 17,6

CHAT WITH A RABBIT. MONKEYS. 2003. Ink on paper. 25,4 x 17,6
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AETCTBO. 2002/2012. Liudpposas neuars, Gymara. 31 x 23,5

190 CHILDHOOD. 2002,/2012. Digital print on paper. 31 x 23,5
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HEOXWUOAHHAS BCTPEYA. 2002,/2012. Lindposas neuats, Gymara. 45,5 x 33,5
AN UNEXPECTED ENCOUNTER. 2002,/2012. Digital print on paper. 45,5 x 33,5
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BECE[A. 2002/2012. Linpposas neqars, bymara. 45,5 x 33,5
CHAT. 2002,/2012. Digital print on paper. 45,5 x 33,5
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ULLYLWME UCTUHDI. 2004 /2012. Lnpposas neyats, 6ymara. 75,5 x 107
SEEKERS OF TRUTH. 2004 ,/2012. Digital print on paper. 75,5 x 107
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OETCTBO. 2002/2012. Liupposas nedars, bymara. 31,5 x 25
CHILDHOOD. 2002/2012. Digital print on paper. 31,5 x 25
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DAHTOMBI. 2004,/2012.
Lnpposas neqars, bymara. 63,5 x 109
PHANTOMS. 2004,/2012.

Digital print on paper. 63,5 x 109
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OXMIOAIOLLMIM AHTES. 2002,/2012. Linpposas nedars, Gymara. 50,5 x 34,5
WAITING ANGEL. 2002,/2012. Digital print on paper. 50,5 x 34,5

| 144
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OCTOPOXHbIA U YBEPEHHBIW. 2002. Tyws, 6ymara. 14,5 x 17,7
CAUTIOUS AND ASSURED. 2002. Ink on paper. 14,5x 17,7
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BEHELIMAHELL. 2003. Tyws, 6ymara. 25,3 x 17,3

150 VENETIAN. 2003. Ink on paper. 25,3 x 17,3
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NEN3AX CO CTPAHHUKAMM
2004,/2012. Ungposas neuats, Gymara
62,5x109,5

LANDSCAPE WITH WANDERERS
2004,/2012. Digital print on paper
62,5x109,5
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MANTOMHUKMW. 2004 ,/2012. Linpposas neyats, Gymara. 78 x 109
PILGRIMS. 2004/2012. Digital print on paper. 78 x 109

| 156
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Ceepxy: ®AHTOM. 2004. Tyws, 6ymara. 25,3 x 35,5
Above: PHANTOM. 2004. Ink on paper. 25,3 x 35,5

KPECTOHOCLIbI. 2004. Tyws, 6ymara. 16,7 x 25
CRUSADERS. 2004. Ink on paper. 16,7 x 25

17.
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Cheml

ABCTPAJIMMCKUM MEM3AX. 2004,/2012. Lindposas nevars, Gymara. 56 x 108

AUSTRALIAN LANDSCAPE. 2004 /2012. Digital print on paper. 56 x 108
158
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PA3FOBOP NTULIbI CO CKAJIOW. 2004,/2012. Lindposas neyars, Gymara. 75,5 x 107
CONVERSATION OF A BIRD WITH THE MOUNTAIN. 2004,/2012. Digital print on paper. 75,5 x 107

Chemiakine15.08_2.Indd 159 20.08.12 12:23



CPUHKC. 2004. Tyws, 6ymara. 25,2 x 35,7
SPHINX. 2004. Ink on paper. 25,2 x 35,7

MANTOMHUKMW. 2004 ,/2012. Linpposas neuats, Gymara. 72 x 100,5
PILGRIM. 2004 ,/2012. Digital print on paper. 72 x 100,5
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BOTMPOLLAIOLLMIN Y KAMHS. 2004,/2012. Ludposas nevats, Gymara. 73 x 101

A PETITIONER BY THE ROCK. 2004,/2012. Digital print on paper. 73 x 101
162
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COUHKC. 2004,/2012. Linpposas nedars, Gymara. 75 x 108
SPHINX. 2004,/2012. Digital print on paper. 75 x 108
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MEPTBbIA TUMKA. 2004. Tyws, 6ymara. 23,3 x 35,5

TIMKA IN DEATH. 2004. Ink on paper. 23,3 x 35,5
164
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BCTPEYA C BOASHbIM. 2004,/2012. Linpposas neyars, bymara. 42 x 53
ENCOUNTER WITH A WATER SPIRIT. 2004,/2012. Digital print on paper. 42 x 53

NOPKA. 2002. Tyws, 6ymara. 21 x 14,4
SPANKING. 2002. Ink on paper. 21 x 14,4
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MAXOPAOM. 2003. Tyws, 6ymara. 25,4 x 18,9

BUTLER. 2003. Ink on paper. 25,4 x 18,9
178
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18 BEK. JIIOBUTEJIb MOKOA. 2002. Tyws, 6ymara. 23,7 x 17,3

EIGHTEENTH-CENTURY LOVER OF TRANQUILLITY. 2002. Ink on paper. 23,7 x 17,3 170
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XKEHLUMHA C OEBOYKOM. 2003 /2012. Linpposas neuars, Gymara. 53 x 41
A LADY WITH A GIRL. 2003/2012. Digital print on paper. 53 x 41

186
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NOACMATPUBAIOLUME. 2003 /2012. Lindposas neuats, Gymara. 77 x 108
SPIES. 2003 ,/2012. Digital print on paper. 77 x 108
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MNEC LWAPJIEMAHb. 2006. Tyws, 6ymara. 20,4 x 18,4
MY DOG CHARLEMAGNE. 20006. Ink on paper. 20,4 x 18,4

215
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3NOBPEAHBIN «Ax. 2002. Tyws, 6ymara. 22,9 x 16,5 3HATOK. 2002. Tyws, 6ymara. 21 x 14,1
THE MALICIOUS “A”. 2002. Ink on paper. 22,9 x 16,5 AN EXPERT. 2002. Ink on paper. 21 x 14,1

219
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8-800-200-76-69 PONY
www.ponyexpress.ru Russia  CIS - Worldwide EX P R E SS

OKCMNPECC-OOCTABKA | NOrnMcTUKA | B/30BbI/ CEPBIUC
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Katanor seictasku B focynapcteenHom mysee BocToka

MWXANTT LLEMAKINH

PucyHku B cTune «aseH»

FTOCYIOAPCTBEHHbIM MY3EM BOCTOKA
119019, Mocksa, Hukutckuit 6ynssap, a. 12a
WWW. orientmuseum.ru

CIMPABKI MO TENTEGOHAM:

(495) 691-02-12 (aammuructpaTop);
(495) 691-82-19 (3akas skckypcuii);
(495) 691-49-66 (nekTopwit)

Hacw paborsi: exepnresHo (kpome detsepral ¢ 11:00 go 20:00. Kacca pabotaet go 19:30
Mo vetsepram ¢ 12:00 go 21:00. Kacca pabotaet o 20:30. BuixoaHol aeHb — noHeaensHUK

[Meuats odpceTHas

Ornevatrano OOO «Ksnco MHrye»
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