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This book is about an Artist and his vision of the world.

That is why one shouldn’t take the descriptions of the paintings just
word for word. It is very important to understand that it is the point of
view of an art expert dealing with description of pieces of art at a highly
professional level.

It is some kind of comparison with some already accepted in art
industry movements, trends, pre-existing images and works. A kind of
attempt to define the place of the artist in world culture. This descrip-
tion gives the possibility to make this paintings closer to people.

But looking at the pictures you should remember that they are the
reflection of the artist’s inner world, his uniqueness, his feelings, his
perception of reality inexpressible in words. You can only “join” them to
have some feelings inside you. Thus it will now be the reflection of the
uniqueness of yours.

OTa KHura — o XynoxHuke. Ero sugeHnn mupa.

Mo3ToMy He cTouT ByKBanNbHO NOHMMAaTb OMUCAHWA KapTUH. BaxHo
MOMHUTb, YTO 3TO — B3rNALN MCKYCCTBOBeAa, NpodpeccnoHanbHo paboTato-
Wero ¢ onMcaHMeM NPOnN3BedeHUN NCKYCCTBA. ITO CPAaBHEHME C HEKUMMU
NPUHATLIMU B NCKYCCTBE TEYEHUAMM, TEHAEHUNAMMU, paHee co3naHHbIMU
obpaszamu, Npon3BeaeHNAMMN, BOWERWMMMU B KynbTypy. OnpeneneHue
MecTa XyOooXHMKa B MUPOBOW KyrbType. BO3MOXHOCTbL coenaTb 3Tn
paboTbl 6numKe NOOAM Yepes onuncaHue.

Ho HYXHO NMOMHWTb, MAQA Ha KaPTUHDbI, YTO 3TO — OTPaXeHne BHYTPEH-
HEero Mmmpa cosnaBulwero nx 4yenoeeka, ero YyHMKanbHOCTH, €ro CcBnAeTesb-
CTBOBaHWMA peanibHOCTN, €ro nepe>K|/|BaHv||7|, KOTOpPbl€ HEBO3MOXHO
OonuncaTtb cioBaMin, a MOXHO NUWb NPUCOEONHNTLCA, U NPW B3rnAane
Ha HNX TaKXe NepexunTtb HeEYTO BHYTPU cebs. N sto yXe CTaHEeT OTpaxe-
Huem Bawen YHUKaJIbHOCTW.



Painted energy by Igor Kalinauskas

The name of Igor Kalinauskas is widely known — be-
ing a practicing psychologist, a reputable business
coach, the author of numerous publications, a musician
and an artist — Igor Kalinauskas seems to embody the
Renaissance “universal man” concept. It is hard to hold
back amazement when you first meet him. At his age
he remains cheerful and energetic like a teenager, he
is a tireless traveler, a competent and lively storyteller
who is able to retain attention of large audiences.
Kalinauskas is a striking example of a multifaceted hu-
man personality and how these facets can sparkle as
a result of hard work aimed at internal resources
activation.

The science of the XX century is known to have raised
the issue of psychology of creativity, however, the inter-
est was unilateral — scientists attempted to comprehend
the origin of human creativity studying the examples of
gifted creators. The phenomenon of a psychologist
having turned to the fine arts is particularly interesting.
It is quite obvious that being a recognized guru in prac-
tical psychology alongside with profound knowledge of
its laws allowed Igor Kalinauskas to set his creative
energy free and actualize himself as a multifaceted and
artistically gifted personality.

Nowadays Igor Kalinauskas exhibits his works at vari-
ousarts centres and galleries all over the world. Ap-
pealing vitality and sincerity are distinctive features of
Kalinauskas’ works for which they are greatly loved by
his admirers. The major source of the force which can
be felt from Kalinauskas’ works is the unique personal-
ity of the author, an inimitable story of a truly multi-
talented person.

The life history of Igor Kalinauskas is a fascinating sa-
ga worth turning into a film. Kalinauskas seems to live
three lives varied with adventures, sharp turns and in-
credible coincidences. We shall reserve the detailed ex-
position of the amazing epic for biographers of the art
ist and let us only touch upon the facts of Kalinauskas’
life which affected his formation as an original artist.

For a long while during the USSR times a graduate of
the famous Schukin Theatre School Kalinauskas prac-

ticed his major profession with dozens of roles in theat-
rical performances on various stages of the country. It is
not in vain that a noted Russian theatre theorist Pyotr
Yershov named his well-known work “Directing as
Practical Psychology”. In fact, the profession of a stage
director contributes greatly to deep penetration into
the man’s inner world. And having chosen this uneasy
profession Igor Kalinauskas soon discovered his interest
in psychology. During the USSR times, as Kalinauskas
notes, this interest was also boosted by the forbidden-
ness of the “fruit”. While logic was the first subject
excluded from the curricula of institutes of higher edu-
cation, it was psychology that was the second one.

At all times the passion for psychology did not just
initiate “wonderful discoveries” but also disturbed Igor
Kalinauskas greatly. Having plunged in the mysterious
world of human soul, he couldn’t just confine himself
to the traditional science, but concerned himself with
alternative methods and esoteric studies. Nowadays the
psychologist highly evaluates the experience gained in
multiple confrontations of views with his scientific
colleagues less disposed towards experiments.

Later on all these explorations of the artistic soul found
their reflection in his creative works — the titles of
numerous paintings, the early ones in particular, are
marked with his passion for secret spiritual practices of
different peoples and cultures. Kalinauskas started
painting quite late, at the end of the 1990s, but before
that he had taken up singing. Duet “DUO Zikr", one of
the soloists is Kalinauskas, celebrates its twentieth
anniversary next year.

What was it that brought a successful, established
person to the fine arts? As a rule most people at this
age feeling need for creative work fear to confess it to
themselves, while Igor Kalinauskas did not just dare
confess, but also dedicated a great part of his life to
painting...

When you consider this sharp turn in the life of Igor
Kalinauskas, it does not seem very surprising. The entire
life of this outstanding person was followed with the
fine arts alongside — being a stage director he daily
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encountered stage decorations, was on friendly terms
with artists, displayed a keen interest in the fine arts.
As a psychologist Igor Kalinauskas developed methods
of human resources release and proved the efficiency
of his know-how by his personal example.

Today Kalinauskas is one of the most successful prac-
ticing psychologists all over the post-soviet area, a
business coach, the author of thirty books published in
numerous languages, a musician and an enthusiastic

artist. He can be rightly named a cosmopolitan — con-
stantly travelling he never settles down for long in any
city. The major points of his attraction are Saint Peters-
burg, Moscow, Vilnius, Bratislava and, certainly, Kiev
where Kalinauskas comes from time to time since the
early 1980s.

Igor Kalinauskas is a self-taught artist. But it is
worth mentioning that in the world of modern art
this term carries no suggestion of the pejorative — we
know hundreds of examples when artists without



professional education attained a breathtaking suc-
cess on the world art-stage. Henri Rousseau and
dozens of “naive"” artists comprising the gold world
culture fund, Ukrainian artists Maria Prymachenko
and Kateryna Bilokur — the history of arts of recent
centuries definitely favours talents who lack academic
degrees. Kalinauskas admits that he intentionally
took up self-education, and as it was in his case that
he took a couple of classic painting lessons from one
of the best teachers from Saint Petersburg — and
understood that this way led nowhere which was sure
to destroy the vivid creative energy.

Energy is the key term in the art practice of Igor Ka-
linauskas. There is a huge energy flow in most of his
works hiding behind simple performance. And it sets
the audience into a vigorous vortex of emotions. “The
more colour mixing, the stronger connection” — it is
what graduates of classic fine art schools like to re-
peat. But this rule is not applied to Igor Kalinauskas.
He is not scared to work with pure colours, to blend
incompatible things, and he is not afraid to look naive
and incompetent. And this courage implies the power
of the author and his great example for all who re-
press their desire to create and enjoy their creations.

Kalinauskas obviously enjoys his creative work to a
great extent, he fancies talking about painting and its
technology — lacquers, oils, colours and brushes. And
it is this rough material aspect of the fine arts that
arouses a special tenderness in the famous psycho-
logist. "I would never manage to substitute photogra-
phy, video or any other modern kind of art for paint-
ing” — he says. However, nowadays Kalinauskas defi-
nitely feels tight within the frames of painting and he
is preparing his first series of sculptures for the exhibi-
tion in Kiev city art gallery “Lavra”.

Red, crimson, blue — these colours prevail in Kalin-
auskas’ palette and once more witness the strong
energetic supply characteristic of his art. Clear tones,
expressive performance — all these features bring the
works by Kalinauskas closer to folk art. And especially
they have common features with Mexican art, so
called “retablo”, which gave inspiration to geniuses
of the 20th century such as Diego Rivera, Frida Kahlo

and others. The creative works by Kalinauskas have
plenty of quotations — they refer to both Impression-
ism masterpieces and Fayum portrait. Thus, revising
classics the painter finds his own unique fine art
language.

Igor Kalinauskas tells interesting things about the
fine arts which he appreciates for the experienced
loneliness — that “good” loneliness being absolutely
necessary for the adequate inner progress of man.
And creative work does give a man a unique chance
to stay in solitude and even to start a dialogue with
resources and potentialities hidden deep inside our
inner “self".

The entire art of Kalinauskas expatiates with the
audience upon one “big” question — upon revelation
of inner potential and upon both outer (social) and
spiritual progress opportunity and necessity. Man has
no right for indifference, as man is born an inspired
and intellectual creature — Kalinauskas says. We all
have a grain of divine energy, turning us from a plain
blob of indifferent substance into unique creatures
endowed with personality existence. This humanistic
inspiration percolates through the entire work of the
artist, and it is no surprise. It is man the artist finds
the greatest inspiration in through all of his life either
as a stage director and psychologist or a keen person
having found happiness in standing in solitude by
easel.

Kalinauskas’ works can be relatively divided into
several major groups: portraits, landscapes and
abstract paintings. These groups are not observed
chronologically — Kalinauskas keeps devoting himself
to every of his favorite kinds of creation. The borders
between landscape and abstract paintings are quite
relevant, so there are numerous works which balance
between these two genres. The only thing hardly ever
seen in his works is inanimate objects. Kalinauskas is
not fond of painting objects, giving preference to any
relative forms of animate substance.

Alisa Lozhkina

art critic,
editor-in-chief, ART UKRAINE



sRuBonucHbie sHeprun Nropa haannaycraca

Nma Uropa KannHayckaca WpoKo U3BECTHO — Npak-
TUKYIOLWMNIA NCUXONOT, aBTOPUTETHLIA BU3HEC-TPeHep,
aBTOP MHOXeCTBa Nybnukauuim, My3bIKaHT N XyAOX-
HUK — Ka3zanocb 6bl, ropb KannHayckac Bonnotun
B ce6e peHeccaHCHYIo MeyTy 06 yHMBEpPCanbHOM Yeno-
BeKke. BnepBble BCTpeYasachb C 3TUM HEOPANHAPHbLIM
YenoBEKOM, C/TOXHO caepXaTb yansneHue. B ceou
rofbl KanuHayckac Becen v 3HepruveH, Kak mMoapocCToK,
OH HEYyTOMWUMBbIN NyTelWeCcTBEHHUK, O4€Hb OMbITHLIN
M APKUIN pacckasyuk, yMeLwWwmnin aepxartb BHUMaHne
OrpomMHom ayamtopun. KannHayckac nogaet Ap4vamn-
WM NPUMepP TOro, Kak MHOrO rpaHen 3a50XeHOo
B YenoBeYeCKomn NMNYHOCTU U KaK 3TU FpaHn MOryT 3a-
urpatb Nog BAMAHNEM HanpaAXeHHOW paboTbl MO akTu-
BaLWWN BHYTPEHHUX pecypcosB.

Hayka 20 Beka, Kak NU3BECTHO, MOBCEMECTHO CTaBU-
na BOMPOC O MCMXONOrnm TBOPYECTBA, OOHAKO
B OCHOBHOM BEKTOP UHTepeca 6bif1 OAHOCTOPOHHUM —
y4YeHble Ha NpuMepe TanaHTIUBbLIX TBOPLIOB MbiTa-
NNCb MOCTUYb 3arafKy MCTOKOB YeJIOBEYECKOMW KpeaTuB-
HoCTU. DeHOMEH Xe ncuxosiora, o6paTuBLIErocs
K n306pasnTenbHOMY UCKYCCTBY, B 3TOM KOHTEKCTE
0co06eHHO No60onbITEH. BNonHe 04eBNAHO, YTO UMEH-
HO rNy6MHHOE 3HAaKOMCTBO C 3aKOHaMM NnpakTnyec-
KO NMCUXONOrnu, NpMU3HaHHbIM Fypy KOTOPOW ABNAET-
cA Uropb KannHayckac, Mo3Bonunno emMy packpenocTuTb
CBOIO TBOPYECKYIO IHEPTUIO U 10 KOHLIa peann3oBaTb
ceb6a Kak MHOFOrpaHHYIO 1 XyAOXeCTBEHHO ofapeH-
HYI0 INYHOCTb.

CerogHsa Nropb KannHayckac akTUBHO BbICTaBsAeT-
CA B pa3fNyHbIX apT-LUeHTPax 1 ranepesx no Bcemy
Mupy. Moakynatowasa SHEPreTUYHOCTb N NCKPEHHOCTb —
OTNN4YNTENbHbIE YepThl Mpou3BeaeHn KannHaycka-
Ca, 3a KOTOpble X TaK NOBAT NOKNOHHNKN TBOpYe-
CTBa XyAOXHMKa. KOHeYHO Xe, rMaBHbIN NCTOYHUK
TOW Ccunbl, KOTOpas owyuaeTtcA B paboTax KanvHa-
ycKaca, — yHUKanbHasa IMYHOCTb aBTOpPa, HEMOBTOPU-
MasA NCTopUA YenoBeka NMONCTUHE Pa3HOCTOPOHHMX
fapoBaHMUN.

Buorpadua Urops KannHayckaca — yBnekatenbHas
cara, oqHO3Ha4YHO 3acny>XuBeatowas sKpaHu3aumnu.
KanuHayckac, kasanocb 6bl, XXMBET 3a TPOUX — TakK

MHOTO B €ro XW3HU NPUKITIOYEHUN, KPYTbIX MOBOPO-
TOB U HEBEPOATHbIX CTEYEHUI 06CcTOATENLCTB. Moa-
pobHoe M310XeHMe 3TOro YAMBUTENIbHOIO 3Moca Mbl
ocTaBMM 6rorpadamM mMacTepa, a B [aHHOW CTaTbe
no3Bonum cebe BKpaTLe KOCHYTHCA NULb TEX DAKTOB
13 Xu3Hu KanuHayckaca, KoTopble MOBAUAIN Ha €ro
CTaHOBMEHMe B Ka4eCcTBE CaMOObITHOrO XYAOXHUKA.

BbinyckHUK 3HameHuTOoro LyknHckoro yumnmuwa,
KanuHayckac B coBeTckoe BpeMs gonrue rogbl pa6o-
Tas No OCHOBHOM Npodieccnu — Ha ero CHeTy OecATKN
TeaTpanbHbIX MOCTAaHOBOK Ha PasfIMYHbIX NnolwanKax
cTpaHbl. Ho HemapoM 3HaMeHUTbIN PYCCKUN TEOPETUK
TeaTpa lNMeTp Muxannosuy EpwoB Ha3Ban cBoe 3Ha-
MeHUTOoe npousseneHne «Pexmnccypa Kak npakTu-
yeckas ncmxonoruaA». [lencrtemutensHo, Npodheccus
pexwuccepa o4eHb cnocobcTByeT rNyObUHHOMY Npo-
HUKHOBEHWIO BO BHYTPEHHMWI MUP YenoBeKa, U, Bbl6-
paB 3Ty HernpocTyio npodeccuio, iropb KannHayckac
o4YeHb O6bICTPO 06HapyXun B cebe MHTepec K NCUXo-
noruun. B coBeTckme BpeMeHa, Kak OTMeYaeT cam
KanuHayckac, 3ToT MHTepec nogorpeBancs eue
N 3aMpeTHOCTbIO «Mfioaa» — Befb eCN NepBon Anc-
uMnnuHon, kotopyto CTannH UCKOYN N3 NPOrpamMm
BY30B, 6bifia noruka, To BTOpo — UMEHHO MCUXONOTUA.

Bo Bce BpeMeHa yBnieYeHUe NCMXonoruen, noMmmo
«OTKPbITUA ANBHbIX», NpuHOocuUno Wropto KanuHayckacy
N MHOXECTBO XMTOMOT — MOrpy3MBLINCD B TAUHCTBEH-
HbI MUP YenoBeYeCKon OylN, OH He OrpaHNYnNCa
paMKaMu NCUXOJNIOTMY KakK TPaguLIMOHHOW HayKu,
aKTMBHO MHTEpeCcoBasicA HETPAOAULNOHHbLIMY MeTO-
AMKAMW 1 330TeprUYECKUMU yYeHUAMU. CerogHs
NCUXOJNIOr MO3UTUBHO OLIEHMBAET 3TOT OMbIT, NPMOG6-
peTeHHbI LIeHOW MHOXECTBA CTOJIKHOBEHUI C MeHee
CKMOHHbBIMU K 3KCMEePUMEHTaM KomneraMmu-y4eHbiMu.

Bce 3T nonckn TBOpYECKON AyliN aBTopa nosaHee
Haln CBOE OTpPaXeHne B ero TBOpPYECTBE — Ha3Ba-
HUA MHOIMX, 0CO6EHHO paHHKX, KapTuH KanuHayckaca
HecyT oTrneyaToK yBlneYeHUsa NOTaeHHbIMU AYXOBHbI-
MU NpaKTUKaMmn pasfnYyHbIX HAPOAOB U KYNbLTYP.
PucosaTtb KannHayckac Hayan AOBOJSIbHO NO3AHO —

B KOHUe 90-x, a nepef 3TMM Ha4van netb. fyat Duo Zikr,
OfHMM M3 CONNCTOB KOTOporo aAsnsaeTca KannHayckac,
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B cnenytowem rogy 6yneT npasgHoBaTh CBOe ABaALATy-
netue.

YTto xe npuMBENo yCnewHoro, CoOCToABWEroca 4ye-
JIOBEKA K 3aHATNAM VI306pa3I/ITeJ1beIM VICKyCCTBOM?
O6bI4HO Noan B TakoMm BO3pacTe edJyin N HyBCTBYIOT
HeobxoonMoCThb B TBOp4YecTBe, TO B 6oNbLWNHCTBE
cBOeM 60ATCcA cebe B 3TOM gaxe NMPU3HaTbCA, a |/|I'Opb
KaHI/IHayCKaC He TOJIbKO pewnica, HO N NOCBATUN
XKXnMponucn 6OJ'IbLIJyIO YacTb CBOEN XMN3HMU...

Ecnu 3agpymaTbcA, TO Takon NOBOPOT B XM3HM Kanu-
Hayckaca He KaXeTcA CTOMb YANUBUTENbHbIM. BcA XU3Hb
3TOro HesaypAOHOro YenoBeka npoluuna B6nmM3n nckyc-
CTBa — KaK TeaTpasibHbIN peXmnccep oH NOBCEMECTHO
CTaNIKMBASCA C 3afa4Yen XyooXeCcTBeHHOro opopmie-
HUA CLUEHMYECKUX Npou3BeneHnn, 6rns3ko apyxmn
C XyQOXHMKaMu, Bcerga X1MBO NHTepecoBanca nsobpa-
3UTenbHbIM NcKyccTBOM. Kak ncmxonor Urope Kanu-
Hayckac paspaboTan MeToanky ocBOOOXAEHMA pecyp-
COB YenoBeka U Ha co6CTBEHHOM MpuMepe rnokasan
OENCTBEHHOCTb CBOErO HOY-Xay.

CerogHA KannHayckac — oanH 13 Hanbonee ycnelw-
HbIX Ha MOCTCOBETCKOM MPOCTPAHCTBE MPaKTUKYIOLWMNX
ncmxonoros, 6U3HeC-TpeHep, aBTOP TPUHAALATU KHWUT,
M30aHHbIX HA MHOMMX A3bIKaXx MNP, My3bIKaHT 1 OYE€Hb
YBNE€YEHHbIN XyAOXHMK. OH MO NpaBy MOXET Ha3bl-
BaTb ce6sA rpa>kgaHNHOM MMpPaA — MOCTOAHHO MyTeLecT-
ByA, OH HW B OOHOM M3 rOPOAOB MMpa He ocepaeT
Haponro. Cpean OCHOBHbIX TOYEK MPUTAXEHWA B €ro
6unorpadun — CaHkT-MNMeTepbypr, MockBa, BunbHioc,
bpaTtncnaea u, KoHeuyHo xe, Kues, roe KannHayckac
rnepuoanyeckn okasbiBaeTcA ewle ¢ Hadana 80-x Ir.

Nropb KannHayckac — XxynoxXHuK-camoy4ka. Cneny-
€T, OHaKO, 3aMEeTUTb, YTO B COBPEMEHHOM UCKYCCTBE
3TO onpefeneHne AaBHO YyTPATUAO YHUUMKNTENbHbIN
OTTEHOK, — Mbl 3HaeM COTHUN NPUMEPOB TOro, Kak
XYOOXHMWKMW, HE MMEBLLME NpodieccMoHanbHoro obpa-
30BaHWA, DOCTUran yMONOMpaynTenbHbIX BEPLUH
Ha MMpPOBOW apT-cLeHe. AHpY Pycco n necATkn «Haue-
HbIX» XYAOXHMWKOB, BOWERLWNX B 30710TON hoHA MUPO-
BOW KyNbTYpbl, yKpanHckne mactepa Mapus MNprmaveHKo
n KatepnHa bunokyp — nctopma nckycctB nocneaHnx
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CcTONeTUi onpeneneHHoO 61aroBOMNT K HE MONYYMB-
WUM aKafgeMmn4eckon orpaHkmn TanaHtam. iropb
KannHayckac npn3HaeT, 4TO CO3HATeNbHO nolen

no nyTu camoobpazoBaHNA — B3AB Napy YPOKOB Kiac-
CMYECKOrO PUCYHKa Yy OAHOIO M3 NyYWnX MNTEPCKNX
nenaroroB., MOHAM: B €ro c/ly4yae — 3TO NyTb B HNKYAA,
TO eCTb rapaHTUpPOBaHHOE YOMINCTBO XMBOW TBOPYEC-
KON dHepruu.

DHeprua — KJ1lo4eBOe C/I0BO B XyAOXECTBEHHOWN
npakTuke Uropa KannHayckaca. B 6onbwnHCcTBE €ro
paboT 3a 04€BUAHOWN NPOCTOTON UCMONIHEHUA TaUTCA
OrPOMHBIV SHEPreTUYECKN NOTOK, YBEKAOWNA 3pun-
TenA B MOLWHbIA SMOLMOHaNbHbIN BOAOBOPOT.
«Bbonblue rpasu — 6onblie CBA3U», — NIOOAT NOBTOPATH
BbIMYCKHMKN KiacCMYeCKMX XyAOXeCTBEHHbIX BY30B.
Ho 3To npaBuno — He anAa Nropsa KannHayckaca.

OH He 6ouTcA paboTaTb OTKPbLITbIM LIBETOM, COYETATb
HecoyeTaemoe, He 6OMTCA NOKa3aTbCA HAUBHbIM

1 HenpodeccmoHanbHbIM. IMEHHO B 3TO CMENoCTn —
C1na 3TOro aBTopa N OrPOMHbIN YPOK BCEM, KTO
3aXaT B CBOEM >XeJNlaHMN TBOPUTb M NofyYaTb YAOBOJIb-
CTBUE OT COBCTBEHHOrO TBOPEHUS.

KanuHayckac, abcofiloTHO 04eBUAHO, MofyvyaeT
OFrpOMHOE YOOBONbLCTBME OT TBOPYECTBA, OH No6UT
rOBOPUTb O XXMBOMWUCKU, O €€ TEXHUYECKOWN CTOPO-

He — laKax, Kpackax, KUCcTax. UMeHHO 3ToT, rpy6bii,
MaTepuanbHbIA, aClNeKT XyOOXXeCTBEHHOro TBOpYe-
CTBa BbI3bIBAET Y 3HAMEHUTOrO NCUXONOora ocobyto
HEXHOCTb. «Hnkorga 6bl He CMOT MOJIHOCTLIO MPOMe-
HATb XMBOMUCb Ha poTorpadmio, BUOEO U KakKne-To
HOBeWlWmne BUAObl UCKYCCTBa», — oTMe4yaeT oH. OgHako
Ha OaHHbIN MOMEHT B paMKaXx cyrybo XnuBonmcHoro
MeguyMa KannHayckacy yxe onpenenieHHO TeCHOBa-
TO, U ANA BbiCTaBKU B KneBckon ropoackon ranepee
NCKYCCTB «JlaBpa» OH FOTOBUT MEPBYIO CEPUIO CKYIb-
NTYPHbIX 0O6bEKTOB.

KpacHbiiA, 6arpoBbIA, CUHUN — 3TX LIBETAa AOMUHMU-
pytloT B nanutpe KannHayckaca v NNWHUA pa3 CBU-
OeTenbCTBYIOT O MOLWHOM SHEpreTuyeckom 3apane
ero TBopyecTtBa. OTKpbITble TOHA, 3KCNPECCUBHOCTb
VCMNOJMTHEHWUA — BCE 3TN YepTbl POAHAT TBOPYECTBO
Uropa KannHayckaca ¢ «<HapoAHbIMU» rnpounssene-
HUAMUN. OcO6EeHHO ABCTBEHHO PabOThl XyOOXHMKA
nepeKknmMKalTCA ¢ MEKCUKAHCKUM MCKYCCTBOM — Tak
Ha3blBaeMbIMU «pPeTabio», B KOTOPbIX Yepnanu BOoOX-
HoBeHMe Takme reHuu 20 Beka, Kak flmero PuBepa,
®pupa Kano v ap. B TBopyectBe KanmnHayckaca MHO-
XECTBO LUUTAT — ero paboTbl OTChINAIOT U K WefeBpam
MMMNPECCUOHN3MA, U K haloMCKOMY NOPTPETY — nepe-

BapuBaA KNacCcuKy, XyAOXHWK HalyrbliBaeT CBOMN
COBCTBEHHbIN, YHUKANbHbIV M306pa3nTenbHbIN A3bIK.

Nropb KannHayckac o4eHb MHTEPECHO paccKasbl-
BaeT O TOM, 4YTO n3o6pasuTenbHOE NCKYCCTBO ANA
Hero B NepBylo oYepefb OYEHb LIEHHO OMbITOM OAM-
HOYecTBa — TOro «6y1aroro» oAMHO4YeCTBa, KOTOpoe
NPoOCTO HEO6XOOAMMO MHANBUAY ANA NOJHOLEHHOro
BHYTPEHHEro pasBuTunA. Beab nencTBmnTENbLHO, TBOP-
YeCTBO flaeT YenoBeKy NPOCTO YHMKaMNbHbIN WaHC
oCTaTbCA HaeaunHe ¢ cobomn, 1 maxe 6onee Toro —
BCTYMWTb B AMAsOr ¢ 3aNpATaHHbIMU B CaMOW ry6u-
He Hawero fl CKpbITbIMU pecypcamMu 1 NOTEHUMAMMU.

Bce TBOopyecTBO KanmnHayckaca Tak nim nHaye roBo-
pUT CO 3pUTeNieM Ha ofHy «6osbluyo» TEMY — O pac-
KPbITUN BHYTPEHHEro NoTeHunana, 0 BO3MOXHOCTH
N HEO6XOOUMOCTM He TOMbKO BHELWHEro, COLNANbHOrO,
HO 1 Npexpae BCero AyxoBHOro pocrta. Yenosek
He NMeeT NpaBa Ha paBHOAYLWMNE, OH POXAEH OAYXO-
TBOPEHHbIM N MbICAAWMM CYLWECTBOM — FOBOPUT HaM
KannHayckac. B kaXxaom 13 Hac ecTb Kpynuua He-
TBApHOW 3Hepruu, npeeppallaollas Hac u3 6GaHanbHbIX
CryCcTKOB paBHOAYIWHOW MaTepUN B YHUKalbHbIE CO3-
OaHusA, HageNeHHbIe MMYHOCTHLIM O6bITUEM. DTUM
rymMaHucTMnyeckum nadpocomMm nNpOHUKHYTO BCE TBOP-
YeCTBO XyAOXXHMKA, N 3TO HEYANBMUTENIbHO — BeAdb
MMEHHO B YefloBeKe OH Ha MPOTAXEHNN BCEN CBOEWN
XXN3HM HaxoanUT Hanbonblee BOOXHOBEHME, byab TO
B KayecTBe pexuccepa, NCMxonora niav NpocTo yBre-
YeHHOro YenoBeka, o6peTIlero cHacTbe B OAMHOKOM
npencToAHMn y MmosbbepTa.

MpounseeneHunsa Nropa KannHayckaca MOXHO YCNOB-
HO pa3fdennTb Ha HECKOJSIbKO OCHOBHbIX FPyMn: Nop-
TpeTHble paboTbl, MeN3axm, a Takxe abcTpakumu.
DTV rpynmnbl He pa3fAeneHbl XPOHOMOrMYeckn — Ha Kax-
OomMm 3Tane cBoero TBopyecTBa KannHayckac npogon-
XaeT 3aHMMAaTbCA KaXablM M3 No6MMbIX HarpaBsre-
HUI. paHWLbI MeXAay Nen3axHbIMK 1 abCTPaKTHbIMU
paboTamMu 0OBOMLHO YCIOBHbI, BEAb Y XyOOXHMWKA
€CTb Uenblil pAn npovn3BeaeHuin, banaHcmpyiowmx
Ha rpaHun 3TUX ABYX XXaHPOB. EAMHCTBEHHOE, Yero B pa-
60oTax KanuHayckaca npakTuyeckm He BCTPETUTb, — 3TO
HeopyweBneHHble NnpeameTsl. [NpeameTbl KannHayc-
Kac pycoBaThb ABHO He nobuT, oToaBas npenrnovTeHne
nobbiM, gaxe caMbIM YCTOBHbIM hopMamM OOyXOTBO-
peHHON MaTepun.

Anuca JloxkunHa
apT-KPUTUK,
rnaBHbIVi pegakTop XypHana ART Ukraine



Artist’s studio. Bratislava
MacTtepckasa xynoxHuka. bpatucnasa

Igor Kalinauskas took up painting relatively not long
time ago, having already won a fair name in the world
of art and science: a well-known keen art director,
writer, philosopher and psychologist, scientist,
professional musician (12 CD albums — vocal duets).

He started painting, already having the experience
of risky changes, yielding success though. Sure, one
needs courage to take up a brush in mature years,
because painting requires not so much the talent,
insight and intuition, but the sound knowledge, many
hours of training. Especially as it was so easy to feel
afraid of reproaches in amateurishness.

A stage designer creates painting close to architect-
ure. The setting (the wings, cove, backdrop, etc.) is
laid out in several planes. But the easel painter
places the whole immense space of the world in the
canvas plane. And no one - neither the lighters nor the
actors, or the natural space of the stage, or mise-en-
scéne created by the artist himself will help him. He
is lonely before the canvas and is in charge of every-
thing — he alone.

«Everything that has no tradition becomes plagiarism»
(Eugenio d'Orsay): reclamations on the complete
independence usually become illusory. Naturally, that
in the space of Kalinauskas interests there is a tangible
presence of De Chirico. Also we can find there Magritte,
to a large extent, and the great amateur Ciurlionis,

who has a hankering for the synthesize of sound, color,
and abstract symbols. Kalinauskas feels completely at
home in contemporary art, it is not new for him. But
he does not seek to fall into the main stream, put the
questionable quality of «relevance» to the personality
and clarity of self-expression.

His canvases, like stills of philosophical film, has its
own rhythm, its consistency and logic. They turned
to the eternal parable reasons — love, hope, harmony,
peace, overcoming of fear... Kaleidoscope of rapid
contemporary transnational life finds synthesis in the
artist paintings. Slowly and inexorably It captivates
the audience, touching the depths of soul, makes it
free and shows the hidden aesthetics of emotions
and perceptions. And with the inexorability of a
serious art quenches the thirst for peace of mind.

The musical-painting exhibition “The sage’s study”
shown in December 2004 was the theatre in many
ways — or at least a certain action, performance,
syncretic phenomenon of art where painting and music
were inseparable. The solemn-looking waterfalls,
descending the mountains slowly (as if shot by rapid
filming), the heavenly bodies flowing in the clouds were
resounding in a precise and accurate manner to the
music created by him, that was continuously sounding
in the hall, and the audience/spectators perceived the
image and sound in their natural synthesis.

The very “Last Supper” is an example of daring
modern approach to the eternal subject, living through
the plot that is familiar to particulars in the space of
other plastic environment. In the “Last Supper” the
artist balances on the unstable, though fruitful, verge
of material and non-figurative painting, entering the
dialogue with the world-known iconography of the
plot, trusting the spectator’s intuition.

Mikhail German

Professor, Doctor Fine Arts, Academician of Academy of Humanities,
Member of International Association of Art Critics (AICA),
chief research associate of State Russian Museum

Igor Kalinauskas. Paintings. Fond “Liki kultur”. St. Petersburg. 2005



The works by Igor Kalinauskas impress with their
exciting simplicity and power of inspiration... the point
is to maintain fidelity to your heart and soul — the two
being your guides on the way to conceive the
“inconceivable” wisdom, on the way to the celestial
light which is at the same time the pitch-darkness.
Just like the great Persian Sufi and poet Jalal al-Din
Rumi Igor Kalinauskas can say it with certainty:

... I'm not of earth, water, air or fire;

I’'m not of Heaven, nor the dust on this carpet...
...l am neither of the East nor the West,

no boundaries exist within my breast...

Igor Kalinauskas aspires to show that the elusive
beauty of soul reflected in outer objects and
experienced as the inner spirit reality grants the access
to the truth now and here. One should only learn to
see the world in a quite different light as if feeling
the touch of the celestial fire. For according to al-
Ghazali “powerlessness to cognize in full is the
cognition, glory to Him who created for people the way
to His cognition only through their powerlessness to
cognize Him".

There is something romantic and monumental implied
in many of his works. The tenderness of a poet-dreamer
and firmness of a warrior join together to make up
a unity. Therefore, despite the lyrical pathos, the
motives selected by the author are purely laconic and
symbolic. And there is the power in them, as there is
always the prevailing idea of the picture distinguished,
and it becomes an artistic metaphor or a sign that
exposes the intention of the author. I. Kalinauskas
treats colour with care and is strongly attracted by
one-colour works trying to reach the maximum result
by minimal means.

Algis Uzdavinys
Phil. Dr., Reseach Fellow at the Lithuanian Institute of Culture,
Philosophy and Art

Igor Kalinauskas. Paintings. Fond “Liki kultur”. St. Petersburg. 2002

Nowadays this kind of art seems of particular current
interest as there is a problem and yearning for its
consideration in it. The artist does not restrict himself
to the one and only passion, he also gives due to music,
philosophy, literature and esoterism. His pictures can
arouse empathy, sympathy, and there is always some
enigma and a chance to cognize it in them.

The topics of drama and loneliness scale up in his
works and that extends canvas frames and turns small
pictures into monumental canvases with inner potential
for their further space expansion. The owners of the
pictures by Kalinauskas from time to time admit that
his works change the space of apartments: there are
motion and impulse hiding behind their decorative
cogency.

Olga Kasyanenko

art critic

Igor Kalinauskas. Paintings. Fond “Liki kultur”. St. Petersburg. 2002



Tops
60x40 cm. Canvas, oil. 1999-2000

BepwunHbl
60x40 cm. XoncTt, macno. 1999-2000

Uropb KannHayckac co3gan HeCKONbKO COTEH XMBO-
MUCHbIX Npou3BeaeHnn. OH M3HAYasIbHO He ObIN CKo-
HEH XPaHUTb BEPHOCTb €EAMHCTBEHHOW MY3€, ero
yBneKkanu Hayka (ncuxonorus, donnocodus) n nute-
paTtypa — B 06enx o6nactax oH, HECOMHEHHO, Npeycrern,
CBUOETENIbCTBOM YEMY — YYEHbIE CTEMNEHN U MHOTO-
YucsieHHble nybnukaumum.

OH 1 NPU3HaHHbIN My3bIKaHT, aBTOP U UCMOJIHUTESb,
3anucaBwun 12 CD-anb60MoB (BOKanbHble Oy3TbI).
KapTrHblI OH HaYMHAaET NNcaTb, YXXe NMEA OMbIT PUCKO-
BaHHbIX, HO MPMHOCUBLUUX Ycriex nepemMeH. U Bcé xe
HY>XHO 6b1510 0c060€e My>XecCTBO, YTObbI, CTaB yXe
NMPM3HaHHbLIM PEXNCCEPOM, NMO3AHEE — U NMUCATENEM,
M YYEHbIM, PUCKHYTb 06PaTUTLCA K XXUBOMUCU — feA-
TeNbHOCTU, TPebyloLen He TONIbKO MPUPOOHOro napa,
HO N CUCTEeMbI 3HaHWUI, ANUTENbHbIX NIET TPEHNPOBKN
«rnas n pykm». MyxecTBo He ncnyratbca 06BUHEHUA
B NIIOOUTENBLCTBE, BO BTOPXEHUU B «4Y>XON NMpuxon» etc.

3pecb, 0QHAKO, YMECTHO BCMOMHUTL lNywknHa, no-
naraBLWero, YTo XyAoXHMKa HagobHO CyaAnTb MO 3aKo-
HaMm, UM cCaMUM «Had cob6oo co3gaHHbIMY.

XvBonuck, TBOPMMas Kak YacTb HEKOErO YHUBEP-
CanbHOro NencTBMA, KApTUHA, CTAHOBALLAACA Nepco-
HaXeM «CMeKTakJiA», roe XoJCThl, CBET, CaMa 3KCMo3u-
LMA 1 aBTOPCKaa My3blka, — 3TO ABMEHME B MPUHLNMNE
OT/INYHOE OT TPAAULIMOHHOW CTAaHKOBOW KapTUHbI.

«Bcé, 4TO HEe umeeT TpaauUnn, CTaHOBUTCA Nfarmna-
TOM» (DyxeHuno o'Opc): NpeTeH3MM Ha MOJIHYI0 CaMo-

CTOATENbHOCTb OKa3bIBAOTCA, Kak NpPaBusIo, Ui-
No30pHbIMU. ECTECTBEHHO, YTO B MPOCTPAHCTBE
nHTepecoB KannHayckaca owyTMmMo NpUCyTCTBUE

Ne Knpuko, MarputTta, B 3Ha4YNTENBHOW Mepe N BENNKO-
ro guneTaHTa YiopneHunca, CTpeMUBLIETOCA K CUHTE3Y
3BYKa, LIB€TA N OTBNEeYeHHOro cumBona. KanmHayckac
AOMa B COBPEMEHHOM UCKYCCTBE, OH HE YyX[ eMY.
Ho oH BOBCe He CTPEMUTCA BOATU, KAK MHOIMe, B main-
stream, MOCTaBUTb COMHUTENIbHOE KAYeCTBO «aKTYy-
ANbHOCTU» HAd WHANBUAYANbHOCTbLIO N ACHOCTbIO
CaMOBbIPAXeEHUA.

Ero xoncTbl, Kak cTon-kaapbl donnocodmnyeckoro
counbmMa, MMeIOT CBOW PUTM, CBOIO NOCnenoBaTeNb-
HOCTb W NOruKY. B npnHuune, oHn o6palleHbl K BEYHbIM,
NPUTYEBbLIM MOTUBAM — NIOGBMW, HaoeXae, rApMOHUN,
NMOKOO, MPEeOOOoNEeHNIO CTpaxa.

Kanenpnockon cTpeMuUTeNnbHOW COBPEMEHHOM TPAHC-
HaUMOHANBbHOM XN3HWM HAXOANT MUPHbIA CUHTE3
B KapTMHaX XyAOXHMKa. MeaneHHO 1 HeOTBPaTUMO 3a-
BOPaXKMBAET OH 3pUTENA, cONpuKacanachb ¢ rnybrnHamm
ero aywm, ocBo6oXaasn ee 1 3acTaBnAsA BUAETb NOTAEH-
HYIO 3CTETUKY CKPbITbIX SMOLIMIA 1 NpeacTaBieHNN.

N ¢ HEyMONMMOCTbIO CEPLE3HOrO XYAOXECTBA YyTONA-
€T XaXkay AylWeBHOro NoKos.

Ero My3blKanbHO-XMBOMNCHAA 3KCNO3NLINA-KOHLIEPT
«KabuHeT Myapeua» — ToXe CBOEro poaa oKpyKalo-
WA 3pUTENA U ClylwaTena «KapTUHHbIW 3an ayLwmn»
(Bildersaal der Seele), no BbipaxeHuto lrepmaHa lecce.

KanuHayckac nomMoraet 3puTento ¢ MomMoLlbio n3obpa-
XEHHbIX UM MeannTeNbHbIX BOOOMAOoB U LieNeHeoWwmnx
B TOPXECTBEHHOM MOKOE CBETWUJI, C MOMOLIbIO TAWH-
CTBEHHbIX M TOPXECTBEHHbIX Menoanuin obpaTnUTbCA
K CO6CTBEHHOMY CO3HAHMIO, YTOObI OTbICKATbL B HEM
pe3oHaHC BUAMMOMY U ychbllwaHHOMY. W o6pectun
HOBOE MOHMMaHWe cyLiero B cebe 1 B Mupe.

XynoOXHWUK UILEeT NepBOOCHOBbLI 6bITUA, MUda, obpa-
WasACb, €CTECTBEHHO, N K TOMY, YTO MPUHATO Ha3bl-
BaTb «KONNEKTMBHbLIM 6ecCo3HaTeNbHbIM», K MaMATH,
XpaHALWenca B KynbType 1 Bepe. Tak BO3HUKAET LINKN
«TalHaA Bevyepsa», roe XyooXHUK BMIOTHYO MOOAXOANT
K HedpUrypaTUBHOW XNUBOMWUCK, HOBEPAA CBOIO MbIC/b
M MHTYULIUIO YNCTOM cbopMe, NNacTUYeCcKoMy HamMeky,
HaxofA B NaTeTMkKe KPacoK U JIMHUA 0OBOJIbHO Bblpa-
3UTeNbHOCTW ANA peanusauum cBoero MacwtabHoro
3amblcna.

Muxann lepmaH

npogheccop, AOKTOP NCKYCCTBOBEAEHUA, akaaeMuK AkageMum
rymMaHuTapHbIX HayK, yneH MexayHaponHow accounaumm
XYn0XeCcTBeHHbIX KpUTUKoB (AICA), rnaBHbIf HayYHbIA
coTpyaHuk lfocynapcTBeHHoro Pycckoro Myses

Igor Kalinauskas. Paintings. ®oHa «Jlnku KynbTyp». CaHKT-leTepbypr. 2005



PaboTbl xynoxHuka Nropsa KannHayckaca nopaxatot
CBOEW BOJIHYIOLWEN NPOCTOTON N CUON BAOXHOBEHMUSA. ..
[MaBHOE — COXpPaHNTb BEPHOCTb CBOEMY CEPALY M Ay-
we — ABYM NyTEBOAMTENAM Ha NYTU K MOCTUXEHMIO
KHEMOCTMXXMMOWN» MYAPOCTU, K FOPHEMY CBETY, KOTO-
PbI B TO X€ BPeMA eCTb HENMpoHMLUaemMasa TbMa.
NMono6HO BENMKOMY NEPCUACKOMY MO3TY-cydouio [1xa-
nanb anb-AnHy Pymun, U. KannHayckac MOXET C yBepeH-
HOCTbIO CKa3aTb:

MHe uy>Xabl 3ariag M 30CTOK, MOPA U ropbl — A HUYEH.
XKuBy BHe YeTbipex CTUXuu, He pab H1 Heba, Hu 3eMiy,
A B HbIHEWHEM, A B IPOLIOM AHE — TEKY, MEHAACL, KaK Py4eu.

WN. KanuHayckac cTpeMUTCA NokKasaTtb, YTO HEYTOBU-
MasA KpacoTa AyWW, OTPaXeHHaA BO BHELWHUX Npea-
MeTax U nepexnBaemMasn Kak BHYyTPEHHAA peanbHOCTb
Aayxa, Kak MeyTa 0 HEMOCTUXUMOM NePBOOCHOBE, OT-
KpblBaeT HaM OOCTYM K UCTUHE 30ecb U cenyac. Hapo
TOJNIbKO HAaYyYUTbCA CMOTPETb HAa MUP UHLIMW Fa3amu,
Kak 6bl YyBCTBYA MPUKOCHOBEHME HeEOECHOro nname-
HU, n60, cornacHo anb-rfasanu, «6eccmnue No3HaTb
[0 KOHLIa ecTb No3HaHWe, cflaBa ToMy, KTO co3nan ans
nopen nyTb K EFo nosHaHuUIo Tonbko Yyepes beccmnue
nosHaTtb Ero».

Bo MHOrMx nponsBeneHnAX XyaoXHUKa YyBCTBYETCA
HEYTO POMaHTNYECKOE U MOHYMeHTanbHoe. HexXHocTb
Me4yTaTeNbHOro NoO3Ta U CTOMKOCTb BOMHA COeanHA-
loTCA B OHO Uenoe. [No3ToMy, HECMOTPA Ha NMpuryec-
KNI nacpoc, MOTUBbI, BbiIBMpaemMblie aBTOPOM, cyrybo
NaKOHNYHbI U CUMBOJINYHBI. B 3TOM KpoeTca ux cuna,
n6o BCcerna BblAenAeTcA AOMMHMPYIOLan naea Kap-
TUHbI, KOTOPAA CTAHOBUTCA XNBOMUCHOW MeTadhopoi
WM 3HAKOM, packpbliBaowWMM 3ambicen aBTopa. U. Ka-
NMHaycKac 6epexHO OTHOCUTCA K LIBETY M MOCTOAHHO
TAroTeeT K MOHOXPOMMUM, CTapascCb MUHUMaNbHbIMMU
CpeacTBaMm 0OCTUYb MakcMManbHoro adpdpekTa. Ero
nersaxm NMeT ABHYIO CUMBOJIMYECKYIO Harpy3Ky
M 4acTo CTAHOBATCA anneropnAMmM 0yXoBHOrO Npo-
3peHusA. Mup kak 6bl pacnapaeTca Ha nepBOHayvanbHble
3NeMeHTbl — 3eMJ1io, Boay, BO3AyX, oroHb. Ocob6o nop-
YepKMBAETCA Napannenb Mexay BHEWHUM MaMeHeM
M BHYTPEHHUM OrHeM, yKasblBaloWNM Ha 6oxecTBeH-
HYlO Mpupoay AylWX N €€ MMMAHEHTHYIO CBA3b C MUPOM
6ecnnoTHbIX aHrenoB N HEMOHOB.

Co3paeTca BneyatneHue, yto . KanuHayckac nuet
TakKoe OTHOLEHME Mexay Cy6beKTOM U 06beKTOM, Npu
KOTOPOM CyObeKT He TONbKO ncyesaeT B okeaHe Pearb-
HOCTMW, HO 1 caMa PeanbHOCTb CTaHOBUTCA KOHKPETHbIM
yenioBevyeckMM cybbeKTOM — 3puUTenem, NPUCYTCTBUE
KOTOPOro TBOPUT BHELWHUIN 06bEKT, NpeBpallas ero
B y4aCTHMKA 3CTETUYECKOWN «MCnoBean». Mo3TomMy Xynox-

HUWK KaK Obl MpefAnaraeT HaM NepecTynuTb NOPOr
06bIAEHHOr0 CO3HaHNA N MOYYBCTBOBAaTb OFHEHHbI
TPeneT AyLWKW, MOXOXWUIA Ha YyAECHbIN LIBETOK, KOTOPbIN
packpbIBaeTCcA He Mo rpaduky, yCTaHOBNEHHOMY CyeT-
HbIM pa3yMoOM, a TOJIbKO MO MUNOCTN Bceobuero bbi-
TWA, HaxodsALWero cBoe BonnoueHne B obpase Bepsl,
no6BM 1 Hapexabl.

CornacHo lN.A.®nopeHCKOMY, «4eM OHTONOrnyHee
OYXOBHOE MOCTUXEHUE, TeM beccropHee NpUHNUMaeT-
CA OHO KaK YTO-TO AaBHO 3HAaKOMOe€, aBHO XAaHHoOe
YyenoBeyeckMM Co3HaHMeM. [la u1 B caMOM fiefnie, OHO
€CTb pagoCTHasA BECTb U3 POANMBIX rMy6uH 6bITHA,
3abbiTan, Ho BTallHe neneemas NamMsATb O OYXOBHOWN
poaunHe». KaptuHbl UN. KannHayckaca Kkak pas umeioT
penkoe KayecTBO CY>XNTb HE MOMEXOWN, @ HacTaBfe-
HMEM Ha NMyTU K OYMLIEHMIO AyWN N ee 0OHOBMEHNIO.

Anrvc YxnaaBuHac
HAOKTOpP d)l/lﬂOCO(bCKMX Hayk, Hay'-IHbIﬁ COTPyAHUK JlnToBckoro UHCTUTYTa
KynbTypbl, prnocopum u NckyccTea

Igor Kalinauskas. Paintings. @oHg «J/luku KyneTyp». CaHkT-leTepbypr. 2002

CerofHA 3TO MCKYCCTBO KaXeTCA OCOOEHHO aKTyarb-
HbIM, MOCKONbKY B HEM eCTb NpobniemMa u cTpemMmneHune
ee 06cyanTb. XyOoXHWK He orpaHuYnBaeT cebs B Xu3-
HW edWHCTBEHHbIM YBRe4YeHneM, oTaaBas daHb TakXxe
My3bike, punocoduu, nurepatype u 3zotepuke. Ero
KapTWHbI CNOCO6HbBI BbI3BaThb CONEPEXUBAHUE, COYYB-
CTBUeE, B HUX BCerfga ecTb 3aragka Y BO3MOXHOCTb ee
paspeLeHuns.

Tembl Tparegun M oauHOYECTBA, 3ByYaline B €ro
pa6oTtax, obpeTaloT MacwWTabHOCTb, YTO pa3dBUraeT
paMKu XOJICTOB U NMpeBpallaeT Hebonblne KapTUHbI
B MOHYMEHTanbHbI€ MNOJIOTHA C BHYTPEHHUM MOTEH-
LUManoM K UX NPOCTPaHCTBEHHOMY pacWNPEHUIO.
Bnapgenbubl kapTnH KannHayckaca He pa3 oTtMmeyvanu,
4YTO ero paboTbl MEHAIOT MPOCTPAHCTBO NMOMELLEHUN:
3a X OeKopaTMBHON y6eamTenbHOCTbIO Nogyac nps-
4yeTcA OBUXEHUE, UMMYbC.

Onbra KacbssHeHKoO
nckyccreosen

Igor Kalinauskas. Paintings. @oHa «Jlnku KynbTyp». CaHKT-leTepbypr. 2002



Barbara’s portrait
80x60 cm. Canvas, oil.
2010

NMopTpeTt Bap60opbi
80x60 cm. XoscT, macso.
2010
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Portraits. llopTpeTsi

Kalinauskas describes man not just as Aristotle’s “political animal” (zoon politikon,
{Qov TTONITIKOV) but as a creature rising far above the horizontal stratum of existence,
a medium, a contemplator.

What is man? Can human essence be reduced to the social projection (mask)
only? Is man a blob of energy lost in this world and will sooner or later reunite
with the initial Unity he got his existence from? Kalinauskas’ dynamic palette
and colour energy bring us to the idea that he is predominantly a “heathen”
artist, the artist for whom the world and man (being inseparably linked) seem
to be equal.

However, this perception of Kalinauskas could be a considerable simplification.
By his energetics Kalinauskas is really close to pantheistic comprehension of the
world, but after taking a closer look at his portraits one comes to a conclusion
that such a fresh “heathen” perception of life is balanced with the Christian idea
of man (as an individual creature with personality standing outside the terrestrial,
“insoluble” in the world’s landscape).

Kalinauskas' portrait painting is an attempt to discover the energy core of human
personality, to take man from the routine of our regular living sphere into the
noumenal sphere. Here faces and figures are turned into certain energetic hiero-
glyphs. But every sign-hieroglyph maintains inimitable identity: discovering the
inner “energetic scheme” of man the artist does not transform a face into a mask
or a sign, but carefully protects the personal inimitable essense and charm by
pictorial means.

The symbolic, relative language of Kalinauskas’ portraits in some way reminds
the language of icon; where according to the ideas of the Eastern fathers the
main task was to depict personality and its essence through personality, where
it is the main principle of visualization. The symbolic language both in icon and
in Kalinauskas' works is not an end in itself, not the reduction of a living man
(possessing inimitable existence) to an impersonal idea-sign, but it is just a means,
an artistic language which allows the artist to look inside a man several existential
layers “deeper” than his momentary psychic status.

What can we discover “behind” the body, “behind” the face, “behind” the
given physical qualities of man? Byzantine icon (and later East-Slavic icon) depicts
man in the way he is discovered in eternity: in plenitude of his godsent gifts.
Contrariwise, Kalinauskas depicts man “now and here”, just the way man exists
in this world: with all aspiration for the celestial spheres and at the same time
being bound with the terrestrial realia. And in this sense his works are dramatic
which was always avoided by Byzantine icon tradition.

Kalinauskas’ man seems to experience “metaphysical splits”. On the one hand,
he is full of transcendental cosmic energy and he is a sign of celestial world. On
the other hand, this very man is deeply engrained into this world, is full of desire
to live "here and now"”, is brought by life into correlation with “horizontal area”.

Hence, double identity, contradiction between the “sign” of man and his lifestyle;
and finally the drama of man, which has always been the main figurative principle in
European art (just like personality principle in icon painting) starting from Antiquity.

In this antique sense, man by Kalinauskas can be called theatrical. He suffers splitt-
ing and he is as if crucified between the one he is fated to be (a sign, a scheme) and
the one he desires to be right now, at this very moment following his nature (often
liable to disobey the heavens).



Martin’s portrait
80x60 cm. Canvas, oil.
2010

MopTtper MapTuHa
80x60 cm. Xoncrt, macso.
2010
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Roman'’s portrait
80x60 cm. Canvas, oil.
2009

NMoptper PomaHa
80x60 cm. Xosnct, macso.
2009
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Kalinauskas’ painting seems to balance between the Christian and Antique
(heathen) anthropological paradigms. A man by Kalinauskas can be identified
as an "actor”. But here the notion of “acting” should be seen exceptionally in its
antique sense (avoiding identification of acting with “hypocrisy”, which is found
in the New Testament “hypokrités” (=an actor, a hypocrite). There is only one
sense for the “actor” here: a man being a tragic hero and a participant of the
God-human drama.

The man depicted by Kalinauskas is far from being a saint (a saint like Christ or
those we see in icons). But he is not taken “hostage” by this world of sin. This man
is a tragic creature, hesitating, deviating from the “energetic scheme” fated to
him, but at the same time being deeply implanted in it and unable to be himself
in isolation from the celestial conception.

What is it this “energetic scheme”, which Kalinauskas intends to discover in his
portraits? It is a certain “concept of man”, certain means of man’s belonging to
existence - to God, to the world, to another man, to grass, to landscape. In other
words, it is a fated lifestyle of man which creates his personal uniqueness. It is
like an “icon” of man, his symbolic scroll of deeds during his life, his “fated role”.
Using the terms of Byzantine anthropology, “energetic scheme” means “tropos”
("tpotrog”, Greek), i.e. a way of existence of man, represented not in his actual
(fallen, sinful) state, but in its intact initial beauty.

In this sense the portraits by Kalinauskas are a medium between icon (which
depicts personality according to the Church) and European painting (trying to
see man through his psychological states). When icon always represents man
“there” (in eternity), illusionistic painting since the Renaissance always depicts
man "here”, Kalinauskas attempts to see man in his actual dramatic state being
split between “there” and “here”.

Alongside this, Kalinauskas treats his “man” kindly. Although, he often depicts
man opposed to his “divine role”. He is caught by the artist not at a moment of
sin (when man is a caricature of his own “tropos”) but in some “averaged” living
state, as if before painting him the author took quite a time to studiously “weigh”
“the right” and “the wrong”, the entire dichotomous balance in the personage.

Roman'’s portrait
80x60 cm. Canvas, oil.
2011

MopTper PomaHa
80x60 cm. Xosnct, Mmacsio.
2011
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Rado’s portrait
70x60 cm. Canvas, oil.
2010

NopTtper Papo
70x60 cm. XosicT, macsio.
2010
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YenoBek KannHayckaca — 3T0O He TOJIbKO «MOIMTUYECKOE XMBOTHOE» (zoon
politikon, {@ov TToAITIKOV) ApUCTOTENA, HO U CYLLEeCTBO, PaduKanbHO MPEBbI-
watoulee ropmM3oHTanbHbIA NNacT 6bITMA, MeanyMm, codepuaTtensb.

Yto ecTb yenosek? MoxeT N1 oH ObITb CBeAEH K CBOEN coLManbHOW NpoeKkunm
(Macke)? ABNAETCA NN OH 3aTEPABIUMMCA B 3TOM MUpPE CrYCTKOM 3HEeprum, Koto-
pbIf paHO MM NO30HO BOCCOEANHMUTCA C NepPBUYHbIM EQnHbIM, 13 KoToporo oH
nonyyun ceoe 6biTne? INHaMuYHasA nanuTpa v LiBeToBas sHepreTrka KanmHayckaca
kak 6yaTo NOOBOAAT HAC K MbIC/IN, YTO OH — XYAOXHMWK MPENMYLECTBEHHO «A3bl-
YeCKMN»; XYAOXHUK, ONA KOTOPOro Mup 1 Yyenoeek (NpebbiBas B Hepa3pbIBHON
Marnyeckom cBfA3n) kak 6bl paBHOLIEHHbI.

Takow B3rnAn Ha KannHayckaca, ogHako, 6bi1 6bl CyLWecTBEHHbIM YPOLEHNEM.
Mo cBoeli 3HepreTuke KannHayckac 0eicTBUTENbHO BIM30K K MaHTENCTUYECKOMY
BOCMPUATUIO MMPa, OAHAKO, MPUCMOTPEBLNCL K €ro nopTpeTam, MpMxoaunilb
K BbIBOAY, YTO CTOJMb CBEXEee «A3bl4eckoe» YyBCTBO XMU3HU 30€Cb YpaBHOBELWEHO
XPUCTMAHCKOW ngeemn Yyenoseka Kak cylecTBa IMYHOCTHOrO, NepCcoHanbHOro
N B 3TON CBOEI NepCoOHaNbHOCTM He CBOAUMOIO HU K YeMy NpupoaHoMmy (To ecTb
«HEepacTBOPMMOro» B Nnemnsaxe n Mupe).

MopTpeTbl KannHayckaca — nonbiTka 06HaXMWTb dHEPreTMYeckoe AApPo YeroBe-
YECKOW NMYHOCTW; BbIBECTW YETOBEKA U3 NPUBLIYHOW HaM cdpepbl XXU3HU — 0bbl-
OEeHHOCTU — B cchepy HoyMeHanbHoro. Jluua un conrypbl 30ecb NpeBpalleHbl
B HEKME dHepreTuyeckme nepornndbl. OQHaKO KaX bl TaKOW 3HaK-uepornmnd
COXpaHAeT HEMOBTOPMMYIO MHAMBUAYANIbHOCTL: 06HaXasa BHYTPEHHIOK «3Hepre-
TUYECKYIO CXeMY» YenoBeKa, XyAOXHUK He NpeBpallaeT OKOHYaTeNnbHO NMUO
B MacKy Unu 3HaK, HO 6epeXxHO OXpaHAET XNBOMUCHBIMW CPeACTBaMU NTNYHYIO
HEeNnoBTOPMMOCTb N 06afAHNE NOPTPETUPYEMOTO.

CMBONMYECKUIA, YCOBHBIN A3bIK NOPTPeToB KannHayckaca 4eM-To HanoMmHaeT
A3bIK MKOHbI, FMaBHOW 3afayeit KOTOPOW, COMNMAacHO MbICIN BOCTOYHbIX OTLIOB,
ABNANOCb U306 paxeHNe NINYHOCTU, MPUPOLbI BOUMOCTa3NPOBaHHON (To ecTb
n3ob6paxeHHON Kak cofepxaHmne MMYHOCTU 1 Yepes NMNYHOCTb, FAe OHa CTaHOBUTCA
rmaBHbIM NpUHLIMNOM nsobpasntenbHocTh). U B nkoHe, n B paboTax KannHayckaca
CMMBONUNYECKUI A3bIK — 3TO He camoLesb, He cBeleHMe XunBoro (obnapatowero
HenoBTOPMMbIM HbITUEM) YenoBeka K 6€3nMYHON naee-3HaKy, a NWb CPEACTBO,
TONbKO XYAOXECTBEHHbIN A3bIK, MO3BOMAOWMNA XYAOXHUKY 3arfAHYTh B YeNloBeka
Ha HeCKONbKO BbITUNHBIX YPOBHEN «rNy6HXKe» ero CUIOMUHYTHOTO MCUXNYECKOTO
COCTOAHMUA.

YTO MOXHO HaTU «3a» TENOM, «3a» NMLUOM, «3a» PMU3NYEeCKON OAHHOCTbIO Ye-
noseka? BusaHTuiickas (v cneaytowas el BOCTOYHOCABAHCKAA) MKOHa nsobpa-
XaeT yenoseka TakMM, KakUM OH OTKPbIBAETCA €l B BEYHOCTU: B NMOMHOTE €ro
6naropaTtHbIX napoB. KannHayckac, HanpoTue, n3obpaxaeT YenoBeka «3gecb U
cenyac», XXMBOMMUCYA ero TakMm, KakumM OH eCTb B 3TOM MUpe: C ero yCTpeMIieH-
HOCTbIO K Heby 1 TOPHUM chepaM, HO ONHOBPEMEHHO U MPUBA3AHHOTO K 3eM-
HbIM peanuam. Ul B 3ToM cmbicne B paboTtax KannHayckaca npucyTcTByeT apama-
TUYHOCTb, KOTOPOW BCErAa Yyxpaanacb BU3aHTMINCKAA UKOHOMMUCHaA Tpaauuus.

Yenosek KannHayckaca kak 6bl nocaxeH Ha «MeTadmsnyeckuii wnarat». C oa-
HOW CTOPOHbBI, OH UCMONTHEH TPAHCLUEHOEHTHON KOCMMNYECKON SHEPrun, ecTb
3HaKOM M3 Mupa ropHero. C opyrow — 3TOT Xe YenoBek rnyboKo YKOPEHEH B 3TOM
MUpe, NCMOMHEH XeNnaHWA XNTb «3[eCb N cenvacy», XN3HEHHO COOTHECEH C «ropu-
30HTaNbHOW MNOCKOCTLION.



Matush’s portrait
80x60 cm. Canvas, oil.
2009

NMopTtper MaTtywa
80x60 cm. Xosnct, macso.
2009

OTclona — pa3faBoOeHMe, NPOTMBOPeYnNEe Mexay «3HaKoM» YenoBeKa M ero Cnoco-
60M XW3HUW; HaKOHeLU, ApaMa YyenoBeka, KoTopas (Mogo6HO TOMY Kak B UKOHE
NPUHLUWN NMYHOCTHOCTN) BCerpa ABNAMachb rMaBHbIM NPUHUUNOM n3obpasntenb-
HOCTWN B €BPOMNENCKOM UCKYCCTBE, HAYMHaA C aHTUYHOCTU.

B 3TOM — aHTMYHOM — cMblIcne YenoBeka KanvHayckaca MOXHO Ha3BaTb TeaTparb-
HbiM. Ero Tep3aeT paspneneHue, oH kak 6bl pacnAT Mexay TeM, KeM eMy npeanu-
caHo 6bITb cynbboli (3HaK, cxema), U TeM, KEM OH Xo4eT ObITb cenyac, B 3Ty MUHY-
TY, MOBMHYACb CBOEeW (4acTo yao6OCKIIOHHOW K HenocnylwaHuio Heby) npupope.

Xueonucb KannHayckaca kak 661 6anaHcmpyeT Mexay XpUCTUAHCKOM U aHTWY-
HOI (A3bl4eCKOl) aHTPOMOJIOrMYeckuMM Napagurmamm. Yenosek KannHayckaca
MoXeT 6bITb OMO3HaH KaK «akTep». Ho NOHATME «akTepcTBa» 30ech cnegyeT
NMOHUMaTb NULLb B €r0 aHTUYHOM CMbIche (M3beras oToXAECTBNEHUA Mexay «nuLe-
MepueM»un akTepCTBOM, KOTOPOE NPUCYTCTBYET B HOBO3aBETHOM «MMOKPUTUCY
(=akTep, nuuemep)). «KAKTEPOM» YenoBeKa 30eCb MOXHO Ha3BaTb NMLWb B OQHOM
edWHCTBEHHOM CMbIC/Ie: KaK TParn4yeckoro repos 1 yyacTHMKa 6oroyenosevec-
KO Opambl.

Yenosek, n3obpaxaemsblin KannHayckacom, He cBAT (mopoo6HO XpucTy nnbo
CBATbIM, KOTOPbIX Mbl BUAWUM Ha MKOHax). HO OH 1 He «3anoXHWK» Mupa rpexa.
DTOT YenoBek — CyLWEeCTBO Tparmyeckoe, Konebnioweecs, oTKNOHALOLIEeCA OT Npea-
NMWCaHHOW eMy CBbIlE KIHEePreTUYeCKOn CXeMbI», HO BMeCTe C TeM rnyboko
B HEWN yKOPEeHEeHHOe U He cnocobHoe 6bITb CO60I B OTPbIBE OT FOPHEro o cebe
3ambicna.

YTo Xe Takoe 3Ta «IHepreTuyeckas cxema» YenoBeka, KOTOPYIo, Kak HaM KaXeT-
cA, NbiTaeTcAa o6HaxXUTb B cBomx noptpeTax KannHayckac? 31o Hekas «unpaen ye-
noBeka», HeKUi cnocob, KOTOPbLIM YenoBeK NpuYacTeH 6biTuio — Bory, mupy,
Apyromy 4yenoBeky, TpaBe, nensaxy. pyrumMmum cnoBamm, 3TO 3afaHHbIN CBbiWe
Ccnoco6 Xun3HW YenoBeka, KOTOPbINA CO3MAAET €ro INYHOCTHYIO HEMOBTOPUMOCTb.
3T0 Kak 6bl «MKOHa» YyernoBeKa, CUMBOJSINYECKUN CBUTOK €ro XU3HEHHbIX AeAHUN,
ero «CBATanA ponb». cnonb3syAa TEPMUHONOIUIO BU3aHTUNCKON aHTPOMNONOru,
«3IHepreTnyeckas cxema» — 3TO «TPOMNOC», TO eCTb CNocob HbITUA YenoBeka,

HO M306paxeHHbIN He B akTyanbHOM (Maglem, rPEXOBHOM) COCTOAHUN, a B CBOEK
HenoBpeXOeHHOW NepBUYHON KpacoTe.

B 3TOM cmbicne nopTpeThl KanuHayckaca — HeYTO cpegHee Mexay MKOHOMN
(koTopasn, cornacHo yyeHuto LlepkBu, n3obpaxaeT MMYHOCTb) N EBPOMENCKOn
XMBOMUCHIO (MblTaloWeNCcA yBUAETb YenoBeka CKBO3b ONTUKY €ro NCUXMYECKUX
cocTosAHUI). Ecnn nkoHa n3obpaxaeT YenoBeka Bcerga «tam» (B BeYHOCTH),

a UNNI03NOHUCTMYECKanA XNBOMNCL CO BpeMeH Bo3spoxaeHunsa Bcerga «3necb,
To KannHayckac nbiTaeTca yBuaeTb ero B akTyanbHOM ApaMaTU4yeckoM COCTOAHUM
pa3neneHHOCTU MeXAY «TaM» U «30ecb».

BmecTe ¢ Tem B3rnAn KannHayckaca Ha YyenoBeka MOXHO Ha3BaTb 4O6GPbIM.
Benb n306pa>KeHHbIN UM YeNOBEK XOTA YacTO N MPOTUBOCTOUT CBOEN «HebeCHOM
ponu», OOHAKO 3aCTUIHYT B3rNAOOM XyOOXHMKa He B MOMEHT rpexa (koraa 6bl oH
BbIrNANEN KapunKaTypoi Ha COOCTBEHHbIV «TPOMOC»), HO B HEKOEM «yCpelHEeHHOM»
XN3HEHHOM COCTOAHMMW, CIOBHO Nepef TeM, Kak n306pa3nTb CBOEro nepcoHaxa,
aBTOpP OONro M CTapaTeNibHO «B3BELWBAN» B HEM «006PO» U «3110», BECb AUXOTO-
MUnYecknin 6anaHc.
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June. Summer beginning
60x40 cm. Canvas, oil.
2000

MoHb. Hauano nera
60x40 cm. XoncT, macso.
2000
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Landscapes. lleiizasxn

Kalinauskas' landscape works are a kind of bridge between his portraits and
abstractions. Always intentionally relative, often performed with a certain portion
of literariness, despite the simplicity of their performance his landscapes suggest
the audience some perfect space of Spirit, which Igor Kalinauskas is conversant
with being a practicing psychologist.

Harmony and the quest for it is the tenor of the landscape painting by Igor
Kalinauskas. Seemingly, the artist involves the viewers into a fascinating game,
offers to meditate together about semi-real sites of nature thus looking into the
most hidden corners of their own souls.

And again in his landscape works we discover the impress of the syncretic out-
look of Kalinauskas. Here we find purely antique motif of a lonely standing tree,
and Christian illusions, and esoteric elements... Kalinauskas admits that he paints
mostly from memory and not from life — detailed likeness with prototype for his
landscapes is not a matter of principle.

Painted in different periods of creative work, Kalinauskas’ landscapes show a
great variety both in techniques and in contents, but still most of them display
certain similarity — the unique fund of energy and absolute belief in magic power
of the fine arts. Paraphrasing the familiar dictum of Descartes, "l depict; therefore
I am” —this way we can identify the artistic credo of Igor Kalinauskas.

It is the faith in depiction that distinguishes him from numerous contemporary
artists. Thoroughly knowing the technique of artistic process these A1 specialists
forgot about the explosive power that appeared by fate in their hands, they lost
their faith in painting and its magic. Igor Kalinauskas keeps faith and this faith
fills all his works and particularly landscapes where the artist reaches the highest
scale of expressive power alongside the apparent minimum of technical competence.

Delicate colour match, bright or one-colour works create fantastic and wonder-
ful and at the same time real worlds for the viewer arousing various emotions in
his soul.

The Turchianske Valley
70x210 cm. Canvas, oil.
2000

TypuaHckana gonvHa
70x210 cm. Xosnct, macsio.
2000



Lone traveller
60x50 cm. Canvas, oil.
2002

OAVHOKWNIA NYTHUK
60x50 cm. XoncT, macro.
2002
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Pup Mountain
50x60 cm. Canvas, oil.

Fopa Myn
50x60 cm. XoncT, macno.
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Other bank
60x50 cm. Canvas, oil.
2001

Apyron 6eper
60x50 cm. Xonct, macrio.
2001




Way home
40x60 cm. Canvas, oil.
2001

NMyTb pomoi

40x60 cm. Xonct, macrio.

2001
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MensaxHble paboTbl ropsa KanvHayckaca ABNAIOTCA CBOEro poaa MOCTOM
MeXAay ero NopTPETHLIMY MPOU3BEeAeHUAMM U abcTpakumamMmK. Bcerga HapounTo
YCNOBHble, HANUBHbIE, YaCTO BbINMOMHEHHbIE C ONpeAeneHHON AoNen nuTepaTyp-
HOCTW, OHN, BOMPEKMN MPOCTOTE UCMONIHEHWA, TOBOPAT CO 3pUTeNieM O HEKOeM
naoeanbHoM npoctpaHcTee flyxa, npo koTtopoe Uropto KannHayckacy Kak npakTuky-
olleMy NCcMxosaory u3BeCcTHO HemMano.

fapMOHMA, ee NepMaHEeHTHbIA MONCK — BOT NENTMOTMB Nen3a>XHOro TBopye-
ctBa Nropsa KannHayckaca. XynoxXHWK Kak 6bl BOBIEKAET 3pUTeNsA B yBNeKaTesb-
HYlO Nrpy, NpennaraetT BMecTe NOMeANTUPOBATb Hafd rnosiypeasnbHbIMN BUAaMun
npupopabl, 3arNAHYB TaKUM 06pa3oM B CaMble MOTaeHHbIe YronKy CBOEN AyLWu.

W BHOBb B nem3axHbIx paboTax KannHayckaca Mbl BUOUM OTNEYaTOK €ro CUH-
KpeTM4Yeckoro MMpoBO33peHMs — 30ecb 1 Cyry6o aHTUYHbIN MOTUB OAMHOKOIO
oepeBa, U XPUCTMAHCKME anmo3nm, 1 330Tepuyeckme anemMeHTbl... KanmHayckac
NPU3HaeTCA, YTO Yalle BCEro pUCyeT He C HaTypbl, a MO NaMATW — ANA ero nensa-
el getanbHOe CXOACTBO C MPOTOTUMOM He UMeeT NPUHUNMNMNaNbHOrO 3Ha4YeHUA.



Easter morning
40x60 cm. Canvas, oil.
2001

NacxanbHoe yTpo
40x60 cm. Xonct, macrio.
2001

Mensaxwu, BbinonHeHHble Niropem KannHayckacom Ha pa3HbIX 3Tanax ero TBop-
4YecTBa, BeCbMa pa3Hoo6pasHbl 1 MO TEXHUKE UCMOMHEHUA, U MO cofepXaHuio,

1 BCE e 6ONbWNHCTBO M3 HUX HeceT B cebe 4To-To obliee — yHUKanNbHbIA 3apAn
3HepPreTMYHOCTM 1 6e3yCNOBHYIO BEPY B MOYTU Marnyeckyio cmny nsobpasmutens-
Horo TBopyecTBa. «fl usobpaxato, 3HaYUT A CylWeCcTBYyO» — TaK, Nnepedpasmpyn
3HaMeHuUToe uspeyeHme flekapta, MOXHO 0603HaUYNTb XyAOXECTBEHHOE Kpeao
Nropsa KanuHayckaca.

NmeHHO Bepa B nsobpaxeHne oTINYaeT ero OT MHOXeCTBA COBPEMEHHbIX XY-
AOXHWKOB. [IOCKOHaNbHO Bnagesa TEXHONOrMen XyaoXeCcTBEHHOro npoLecca, 3T
npodpeccnoHansl cBOero aefia AaBHoO 3abbinu 0 TON B3PLIBOOMACHOM Cune, KOTo-
pas Boneto cyneb okasanacb y HUX B pyKax, pasyBepuimncb B XUBOMNCK U ee Maruu.
Uropb KanuHayckac BepuT — 1 3Ta Bepa 3apAxaeT Bce ero paboTbl, a B 0cobeH-
HOCTM Nensaxw, roe, kazanocb 6bl, MPU MUHMMYME TEXHNYECKUX YMEHUIA XYOOX-
HWKY yAaeTCA AOCTUYb YANBUTENBbHOW Bblpa3nTEeNbHOW CUTbI.

ToHKOe coyeTaHme KpacokK, APKME UMK e MOHOXPOMHbIe paboTbl cO3AaloT AnA
3puTena dhaHTacTMyYeckue, YyaecHble N B TO Xe BPeMsA pearnbHble MUpPBI, 3aTpa-
rmeas CBOMM 3BYy4YaHWEM B fiylle CMOTPALWEro pasfinyHblie NnepexnBaHusa.
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Woman'’s flavor. One of the versions
100x100 cm. Canvas, oil.

3anax XXeHwuHbl. OfHa N3 Bepcuii
100x100 cm. XoncTt, macro.
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Abstraction. Adcrpakinn

Splitted, hesitating between his own will and his “energetic scheme” a man
lives in the similar splitted world. It is inside this world where Kalinauskas looks
for harmony and unity and those structural elements which are able to reunite
the world.

But if most landscapes by the artist denote the insight into potentiality of
another world with greater harmony, then his series of abstractions indicates
an attempt to discover some “clips” of existence. “Blue Space”,”Ball of Fire”, the
tetralogy of elements “Earth”, “Water”, “Fire”,”Air”, the series “Wandering
Stars” — all these “fallouts” from our world into the space of the noumenal are
not random. They indicate the regular quest for the artistic and ontological
“initial elements” able to recover man fallen out of the initial overwhelming unity
of the world.

It seems that many works by Kalinauskas cannot claim individuality and they echo
similar compositional and colour findings of abstractionist artists of the earlier
generations. However, after plunging into Kalinauskas’ model of the world of
"elements” and the initial, one can notice features which distinguish the artist
from a number of other native artists working in similar format.

Kalinauskas’ abstractions possess substantial energy owing to two basic features
both of which correspond with “folk” art full of romantic magism: that special,
heathen perception of space “thingness” and that faith in the reality of the
depicted characteristic of ancient cultures and so scarce in modern art.

Kalinauskas’' elements are not “poems in colour” but something “fleshful”,
“thingful”, viscous. Here the artist approaches antique, heathen ontological
intuition. At the same time it is this “folk” and “antique” perception of the world
that sets the artist free from the temptation which many other artists who claim
to expose just that very Christian perception of the world traditional for the
European culture couldn’t avoid. The naive, often close to being “primitive”,
paintings by Kalinauskas possess a charge of vital power. No matter whether you
accept his fundamental principles of existence or not, his paintings lack that
atmosphere of literariness unfortunately quite often characteristic of some
abstractionists.

The word “clips” is not random here. As “clip” is not just a part of unity, it is
also something “mechanical”, almost “rough” (but not literary, not invented).
The function of “clips” here is to keep the construction together, never let it fall
to pieces. “Fire”, "Air”, "Water”, "Earth” are ancient magic elements and here
they wage a struggle against the splitting forces of “this age”: individualism,
fake sexuality, blind hedonism. Which of these “generations of Gods"” shall gain
the victory? Can the archaic “elements” bring the splitting, crumbling, losing
shape ones to unity? So far as the confrontation depicted by Kalinauskas
simultaneously takes place both in the sphere of the phenomenal and of the
noumenal, the victory should go to the elements possessing greater energy and
greater vital power.

In this context the series of “Wandering Stars” is of particular interest for us,
because here we observe colour “explosion” which originates from the initial
“nothing” and layer by layer forces out the splitting into nonexistence. Thus,
it (colour) adds everything on its way to the Unity.

The self-exposing Unity, the light emanating from It and getting materialized,
the initial energy changing riza colours, “inhalation” and “exhalation”, “splitting”
and “reuniting” of space. All these motives of “birth/rebirth of the world” are



Man'’s flavor. One of the versions
100x100 cm. Canvas, oil.

3anax Mmy)X4uMHbl. OfHa U3 Bepcuii
100x100 cm. Xosnct, Mmacsio.

joined by Kalinauskas together in the image of a “wandering” saving star which
appears to us to save our world from fatal splitting.

The new space by Kalinauskas, full of novelty of colour, is the space of trans-
figuration in which the splitting is mastered or being mastered on the new level
of space evolution. And this is what distinguishes Kalinauskas’ abstractions from
his portraits, where the point of view has a dual character and allows looking at
man both from outside and inside. Kalinauskas’ abstract works are meditative,
but after a closer look they appear to be dramatic referring the viewer to the
initial series “birth-death”.

In Kalinauskas’ abstractions time flies a bit more slowly than in his landscapes
and portraits. It loses its linear character and goes back to ancient pre-Christian
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Birth of the Planets
Diptych. 100x100 cm. Canvas, oil.

PoxxaeHune nnaHert
Aunntunx. 100x100 cm. Xonct, macrio.

concepts of cyclic trait of existence. By turning to new cosmic realities the artist
changes his “optical devices”. As if the incidental disobedience and sin (man’s
real state) are taken out of the brackets here and the viewer is plunged into a
diverse situation, where existence is subject to regularity, and the world drama is
removed by a new space life cycle.

Though visually referring the viewer to the spherical model of time and space,
the artist however adheres to the method of artistic paradox even here, destroy-
ing the ideal cyclic cosmic space with a new unexpected motion of “wandering star”.
“The unexpected” and “the new” interfere with the regularity cyclic model here.
However, what is the extent of randomness of this new trajectory? And what is




the “wandering star”? Is it an image of Incarnate Word which broke down the
“cyclic” time flow or another antique “regularity” (we haven’t yet apprehended
distinctly)? In other words, will the “wandering star” ever come back to us or was
its appearance on human horizon ultimately unique and will never happen again?
The answers to these questions are diverse. And the artist leaves the viewer an
opportunity to make up his mind which space-time model is to his liking. Antiqu-
ity or Christianity? No matter what the artist’s answer is, first of all it is expressed
artistically by means of painting. And the incompleteness implied by painting is
another side of artistic charisma of Kalinauskas’ who prefers intuitionism of artistic
practice to dogmatism of one or another philosophy.




Cosmic embyos
100x100 cm. Canvas, oil.
2005

Kocmuueckmne zapoabium
100x100 cm. Xosict, macso.
2005
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PaspeneHHbIr, konebnowninca Mexay CBOEBOJIMEM U CBOEN «3HEPreTUYeCckon
CXeMOWN» YyenoBeK XMBET B TakOM Xe pa3feneHHoM Mmupe. I uMeHHO u3HyTpun
M B 3TOM Mupe KanmHayckac niet rapMOHUIO 1 €AMHCTBO, @ TakXe Te CTPYKTYp-
Hble 3/IeMeHTbl, KOTOPbIe CNOCOBHbI 3TOT MNP BOCCOEANHUTb.

Ho ecnu 60nbWNHCTBO Ner3axen XyAoXHWKa — 3TO NPO3PEHNA O BOSMOXHOCTHN
gpyroro, 6onee rapMOHUYHOIO MMpa, TO ero abCcTPaKTHbIN UMK CBUAETENbCTBY-
€T 0 NOoMbITKE OroNINTb HeKMe «cKpenbl» 6bITMA. «CMHee NPOCTPaHCTBO», «Or-
HEHHbIW Wap», TeTPanTUx CTUXnin «3emna», «<Boga», «OroHb», «Bosgyx», cepma
«bnyxnpaiowme 3Be3abI» — BCe 3TN «BblMafeHNA» U3 Hallero Mnpa B NPOCTPaH-
CTBO HOYMEHaNbHOro Hecny4anHbl, CBUAETENbCTBYIOT O CUCTEMATUYECKOM NONC-
Ke TeX XYAOXECTBEHHbIX M OHTONIOrNYECKMX «MEPBOCTUXUIA», KOTOPbIE CNOCOOHbI
06beaNHNTL BbINABLLIEro U3 NepBoHavYaNbHOro BCEEANHCTBA MUpPa YenoBeKa.

Ka3sanocb 6bl, MHOTrne abctpakTHble paboTbl KannHayckaca He MOryT npeTeH-
OOBaTb HAa OPUIMHANbHOCTb, BTOPA aHaNOrMYHbIM KOMMO3NUMOHHbBIM U LIBETO-
BbIM peleHNAM XyOOXHNKOB-abCcTpakUMOHNCTOB 6onee paHHUX MOKOMEHUA.
OnHako, MorpysuBWNCL B MOAENMPYEMBbIA XYAOXKHUKOM MUP «CTUXUIN» N NePBUY-
HOro, MOXHO 3aMeTUTb YepThl, KOTOopble BbiaenaoT KannHayckaca nus pana Apyrux
OTeYeCTBEHHbIX XyOOXHUKOB, paboTalowwmx B 3TOM popmaTe.

Ab6cTpakumn KannHayckaca obnagatoT 3Ha4UNTeNbHOW 3Heprnen 6naropaps
aByM 6a30BbIM OA HUX KavyecTBaM, 06a U3 KOTOPbIX KOPPECNOHAMPYIOT C UCMOJI-
HEHHbIM POMaHTUYECKOro Marn3mMa «HapoaHbIM» UCKYCCTBOM: 0COBbIM, MOYTH
A3bIYECKUM OWYLEHNEM «BELWHOCTU» KOCMOCA U TOW BEPOW B peanbHOCTb U30-
6paxaemoro, koTopas 6biia Npucylla APEBHUM KynbTypaM 1 cTonb nedonunTHa
B COBPEMEHHOM UCKYCCTBE.

Ctuxun KanuHayckaca — 3T0 HEYTO NIOTHOE, BA3KOE, BEWHOE; 3[eCb XyAOXHMK
ckopee 6nmxe K aHTUYHOW, A3bIYECKOW OHTOMOrMYECKO UHTYNUUK. BMmecTe ¢ Tem
MMEHHO 3TO, YC/TOBHO rOBOPA, «KHApPOAHOE» N «aHTUYHOE» BUAEHME MUpPA OCBO-
6oxpaeT XxynoXxHuka oT cobasHa, KoToporo, K npuckopbmio, He ynanocb nsbexaTb
MHOIMM XWBOMMUCUAaM, NPeTeHAYIOWNM Ha TO, YTO OHM pacKkpblBalOT UMEHHO
TpaouUMOHHOE AN €BPONENCKON KyNbTypbl XPUCTUAHCKOE BUAEHME MUpa.
HauBHble, 4acTo rpaHMYalmne ¢ «NPUMUTUBOM» KapTuHbl KannHayckaca obnapatoT
3apAOOM XU3HEHHOCTU: MPUHMMAaeTe Bbl NN HET ero BUaeHne nepBooCcHOB bbl-
TUA, OHU NULWEHbI TON aTMoCepbl MNTEPATYPHOCTN, KOTOPAA, YBbl, HEPEOKO
npucylla HeKOTopbIM abCcTPakLUNOHUCTaM.

CnoBo «CKpenbl» 30ecb HecnyyarnHo. Beab «ckpena» — 3TO He TONbKO 1EMEHT
eNHCTBA, 3TO elle HEeYTO KMeXaHN4eckoe», NoYTn «rpyboe» (Ho He nuTepaTypHoe,
He BblAyMaHHoe). DYHKUNA «CKpen» — AepXaTb KOHCTPYKLUMIO B €ANHCTBE, HE AaTb
en pacnacTtbca. «OroHb», «Bo3nyx», «Bopa», «3emna» — opeBHME Marnyeckme cTu-
XU 30eCb BCTYMAaloT B eAMHOBOPCTBO C CUlaMU pasdeneHua «Beka cero»: MHAu-
BMAyann3MoM, nxeceKkcyanbHOCTbIO, C/ienbiM reqoHN3MoM. Kakoe 13 «nokoneHunmn
60roB» oQepXuT B 3TON cxBaTke Nobeny? CMOryT NIn apxanyHble «CTUXUU» NPU-
BECTW K €ANHCTBY pacnapaiolleecs, Kpowauleecs, Tepaouwee dopmy? Mockonbky
NPOTMBOCTOAHME, O KOTOPOM MOBECTBYET XMBonucb KannHayckaca, npomcxoauT
OfHOBPEMEHHO B cchepe heHOMeHanbHOro U HOyMeHanbHOro, Hano AymaTb,
4YTO Nob6enAT anemMeHTbl, obnanaowmne 6onblwen SHEPTNEN U BONbLIEN XU3HEH-
HOCTbIO.



Cosmic embyos
100x100 cm. Canvas, oil.
2005

Kocmuueckue 3apoabiwm
100x100 cm. XosncT, Mmacsio.
2005

B 3TOM KOHTeKcTe 0cobblii HTEpPEC ANA HaC NPeacTaBnAeT cepma «bnyxaaloWwmnx
3Be3», rae Mbl CTAHOBMMCA CBMAETENSAMU «B3pblBa» LBETA, rae nocneaHun, pas-
BOpa4ynBasnCb N3 NEPBUYHOIO KHUYTO», C/ION 3a CZIOEM BbITECHAET pasfdeneHune
B He6bITUe, Npuobuwan kK EguHomMy BCé, 4To BCTpeyvaeTca emMy (UBETY) Ha NyTu.

Camopa3sBopaumBaioueecs EnnHoe, smaHupylownn us Hero n opelwecTens-
IOWNIACA CBET, MeHAOWanA pU3bl LIBETa NEPBO3IHEPTUA, KBAOX» U «BbIAOX», «pa3fe-
neHne» N «eANHEeHNe» KoCcMoca. Bce 3T MOTUBBI «poxaeHMA / BO3POXAEHUA MUpa»
obbeaunHeHbl KannHayckacom B o6pase «bnyxnatowen» 38e3abl-CnacuTenbHULbI,
KOTOpas NOABMAETCA B MOMe HaWero 3peHuns, 4Tobbl cnacTu Haw MUp OT CMepTo-
HOCHOTrO pa3feneHuns.

HoBbIN, NCMONHEHHbIN HOBMU3HbI LIBETa KOCMOC KannHayckaca — 3ToO KOCMOC
npeobpaxeHHbI, KOCMOC, B KOTOPOM pasfeneHmne npeonosieHo / npeogonesa-
eTCcA Ha HOBOM 3Tane KOCMMYeckow 3sonioumnun. Ul B 3Tom oTnnyme abctpakumim
KannHayckaca oT ero nopTpeToB, Fae Touka 3peHusa kak 6bl ABONCTBEHHA, NO3BO-
NAET B3rMAAHYTb Ha YENOBEKA «U3BHEN» U «U3HYTPU». ABCTpakTHbIe paboTbl Kanu-
Hayckaca 6onee MeaMTaTUBHBI, U BCE Xe, BHUMATENbHO NPUCMOTPEBLNCH
K n3o6paxeHuio, 3amMeyvaelllb, YTO ApamMaTnyeckoe 3aecb NPUCYTCTBYET, OTCbINas
3puTena K NePBUYHBIM LNKNIaM «POXAEHUA-CMePTU».,

Bpems B abcTpakumnax KannHayckaca Te4eT HECKONbKO MHaYe, YeM B €ro nen-
3axax n noptpeTtax. OHO TepAeT CBOI NMMHENHOCTb, BO3BPALLAACh K APEBHUM
OOXPUCTMAHCKUM MPEACTaBIEHMAM O LUMKINYHOCTY 6bITnA. Obpallanacb K HOBbIM —
KOCMUYECKMM — peanuaM, XyOoXHMWK Kak 6bl MeHAeT cBoio onTuky. Cry4yanHoCTb
HernocnywaHmAa 1 rpexa (To ecTb akTyanbHaa cUTyaumnaA YenoBeka) 3neck Kak 6bl
BblHeCeHa 3a ckobKy, a 3pUTeNb NOrpyxXaeTca B COBEPLIEHHO NHYIO CMTyaLuio, rae
6bITVe NoAYMHEHO 3aKOHOMEPHOCTU, @ MMPOBasA ApamMa CHATa HOBbIM, HaCTy-
MUWBLUMM LUMKNOM B XU3HWN KOCMOCA.

OnHako v 30ecb, BM3yanbHO OTCbINan 3puTena K cpepryeckon mogenu Bpeme-
HU W NPOCTPAHCTBA, XYOOXHMK OCTAaeTCA BEPHbIM MeTody XyNOXeCTBEHHOro
napapnokca, JoMaa naeanbHO UMKNMYHOE NPOCTPAHCTBO KOCMOCA HOBbIM He-
oXunpaaHHbIM ABMXEHMEM: «bny>aaloLel 38e3abi». B LMknnyeckylo moaenb «3a-
KOHOMEpPHOro» 30ecb BTOPraeTca «cylydanHoe», «HoBoe». OgHaKo HaCcKoNbKO
3Ta HOBasA TpaekTopuA cyvanHa? M uto Takoe «bnyxpatowasn 3sesga» — obpas
BonnoTuBlerocsa CnoBa, KOTOPOE HapyWMIIO «UMNKINYECKOe» Te4eHe BpEMEHMH,
unu ewwe ofgHa (He 0O KOHLUA MOHATaA HaMW CEerofHs) aHTUYHasA «3aKOHOMEPHOCTb»?
Opyrumm cnoBamMu, BEpPHETCA NN «bnyxpaatowasn 3se3na» Yepes Kakoe-To BpeMs
nnun ee NoABNEeHNE Ha FOPU3OHTE YenoBeka 6biNo abCcoNTHO YHUKANBLHO 1 yXe
He noBTOpPMTCA?

OTBETbI Ha 3TU BOMNPOChI HE OAHO3HAa4YHbI, @ CaM XYAOXHWUK, MO HaWeMy MHEHNIO,
OCTaBMAET 3pUTENI0 BO3MOXHOCTb CAMOMY ONMpPenenmTbCA, Kakasa NpoCcTpaH-
CTBEHHO-BpPEMeHHas mMopenb eMy 6nmxe, aHTUYHOCTb UM XPUCTMAHCTBO. Kaknm
6b1 HN 6bIN OTBET XYAOXHMWKA, OH NPeXAe BCEro BblpaXeH XyAOXeCTBEHHO, cpen-
CTBAMM XUBOMNUCK. M 3Ta XMBOMMCHAA «HEOOCKA3aHHOCTb» — ellle oaHa rpaHb
XynoxecTBeHHoro obasaHmnA KannHayckaca, npeanoynTaiolwero MHTYUTM3M xyno-
KeCTBEHHOW NpaKTUKM AOrMaTM3My TOM UNn nHom meTtadpusnyeckon comnococpum.
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The Bowl

120x270 cm. Hard board, tempera.
1997

Zarasai

50x40 cm. Canvas, tempera.

1998

Yawa

120x270 cm. Opranut, Temrepa.
1997

3apacai

50x40 cm. Xoncr, Temnepa.
1998
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The Bowl

The elements of water, skies and life are united in this work around the figure
of the bowl — a world’s ancient symbol (remember Jemshid’s goblet taken from
the myths of Persia, in which the whole world was reflected, or Christian Chalice
of Holy Gifts). The solar disk, the verdure of trees and the blue of water seem
to set off the bowl; and at the same time we find they exist by its virtue and
emerge from it. It is worth mentioning that the intentionally enlarged solar disk
contends with the bowl and at the same time accentuates it. The unity of
composition is reached by means of this opposition. The artist names this picture
his first work. The history of its creation is particularly interesting: having had
little experience in painting but keeping the concept in his mind the artist was
amazed to observe how he mixed colours, took a brush and started creating...

Zarasai

The narrow wedge of the highland lake is seen through the rock cleft. The plot
seems trite. But the delicate yellow of the skies takes the picture away from
vulgarity, at the same time releasing “tension” imposed by the highland scenery.
The delicate yellow is antithesis of the dark green and black, the enlightened
gold of the sky is opposed here to the rough, earthen interference of the rocks
(a mythologist would name it “chthonic”). This gold of the sky is the answer to
the earth’s fervent inquiring. One can say they picture continues the search for
"The Bowl" although in another vein. The centre of its composition is the lake
(a fragile area of life accumulation) being maintained by this very opposition.
As the artist admits this place is very dear to him, and it is connected with many
moments of his life including sudden insights and feelings.

Three Cypresses

Cypress was considered a symbol of funeral mourning by the ancient. We re-
member the Hellenic myth telling about Apollo who turned a beloved young
man into this sad tree. His name was Cypress; he was suffered greatly mourning
the beloved deer he had killed by accident. The bottom line of the myth is the
overcoming sufferings and even death in art (as well as the impossibility to over-
come it utterly). The “triplicity” of the cypress in the picture refers to Christianity
concepts.



Three Cypresses
60x50 cm. Canvas, tempera.
1998

Tpwn knnapuca
60x50 cm. XosncT, Temnepa.
1998

Yauwa

Ctuxuun Bofabl, Heba 1 XM3HN 06beAuHEHDbI B 3TOW paboTe BOKpyr o6pasa yawwu,
OpeBHero MMPOBOTo CMMBOSa (MOXHO BCMOMHUTL Yaly [kemMiuimaa, B KOTOPOW
oTpaxkanca BeCb MUp, U3 MU ONOTrNN MEPCOB NN XPUCTUAHCKNI noTup co CeA-
TbiMu Jlapamu). CONHeYHbIN ANCK, 3eMeHb NepeBbeB U CMHEBA BOAbl Kak Obl 06pam-
NAOT Yally 1 B TO Xe BPEMSA — BUOHO — CyWeCTBYIOT 6naronaps en, packpbiBaloTcA
13 Hee. Hapo OTMETUTb, YTO HAPOUYUTO YBESIMYEHHbI ANCK COMHLUA U ocnapuBaeT
«MepPBEHCTBO» Yalin, U BMeCTe C TeM noayepkusaeT ero. KomMnosmunoHHoe eanH-
CTBO OOCTUTaeTcsA 3neck GnarogapA STOMY COMOCTABMEHMIO. 3TY KapTUHY XYOOXHUK
cyMTaeT cBoel nepeoii paboTon. MHTepecHa NCTOpUsA ee HanucaHNsA: UMeA He OYeHb
601bLWON OMbIT B XXMBOMUCK, HO fiep>Ka B CO3HAHUK 3aMblicen paboTbl, XyOOXHUK
c yousneHnem Habnionan, Kak OH cMellBaeT Kpacku, 6epeT KUCTb N HaYMHaeT
BonnowaTk...

3apacan

Y3KNIM KNNH rOPHOTO 03epa BUAHEETCA CKBO3b pacwennHy B ckanax. Kasanocb
6bl, CtoxeT 6aHanbHbIN. Ho HeXHas XenTusHa Hebec BbIBOOAUT 3Ty KapTUHY 3a npe-
Oenbl NOWSIOCTM, KCHUMAsA» B TO Xe BPeMs HarnpAXeHHoe HacTpoeHne, 3agaBaemoe
ropHbIM naHawadgToM. HexHana XenTrusHa — aHTUTE3NC K TEMHO-3ef1eHOMY
N YepHOMY, NPOCBEeTIEHHOE 30110TO Heba cnopuT 3aech C rpybbiM, 3€MAAHBIM
(Mundbonor 6bl ckasan — «kXTOHUYECKMM») MOPbIBOM CKaJl. DTO 3051070 Heba — oTBeT
Ha CTpacTHoe BornpouwaHue 3emnn. MoxHO ckasaTb, YTO KapTUHA NpoaosnXaeT
NOUCK «Yalm», XoTA N B HECKONbKO MHOM Kitoye. KOMMO3ULIMOHHbIN LIEHTP ee —
03epuo (Xxpyrnkoe cpefoToume XM3HU) XPaHUTCA UMEHHO 3TUM NPOTUBOCTOAHMEM.
Kak 3amMeyaeT camM XyOOXHMK, 3TO MECTO eMY O4YeHb HIM3KO U CBA3aHO CO MHOTMMM
MOMEHTaMM ero Xun3Hu, B TOM 4Yncie HeOXXNaaHHbIMN NPO3pPEeHNAMN N NepeXnBa-
HUNAMMW.

Tpw kmnapwuca

Krnnapuc y npeBHUX cymTanca cuMmBonom norpebanbHoin ckopbu. Kak Mbl nom-
HUM, SNANHCKUIA MU pacckasbiBaeT, YTO ANONIOH NpeBpaTus B 3TO nevasnbHoe
nepeso nobe3HOro emy loHouwy — Kunapurca, KOTOpbIN TAXENOo cTpapnan, onnaku-
BaA cny4vaniHo yéutoro um niobumoro oneHs. Mo cytu, cMbicn 3Toro mudpa B npe-
OOoNeHUN CTpajaHWA U faxe CMepPTU B UCKYCCTBE (HO U O HE[OCTAaTOYHOCTH,
HernosiHoTe Takoro npeopaosneHuns). «TPONCTBEHHOCTb» KMMapuca Ha NosfoTHe Kop-
pecrnoHanpyeT yxXe ¢ XPUCTUAHCKUMWN KOoHUenTamMu.
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Silence. The Lovers
70x80 cm. Canvas, tempera.
1998-1999

TuwunHa. BniobneHHble
70x80 cm. Xosnct, Temnepa.
1998-1999
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Silence. The Lovers

The lovers in this picture are surrounded by the silence of eternity, expressed in
rich dark blue colour (by the way this colour was considered the funeral colour
in ancient times). Filled with local life their dark figures are detached from each
other. And it even seems that the very moment of detachment is conveyed here -
their bodies are painfully bending and avoiding each other. But the surrounding
silence itself requires this corporal detachment. Their touching white heads, the
enormous white sun (God?) do not abolish the tragedy of detachment, but even
emphasize it, accentuating the conflict between the merging souls and the
detached bodies.

TuwwuHa. BniobneHHble

Bnio6neHHble Ha 3TOM KapTUHE OKPYXEHbl TULUMHOW BEYHOCTU, BblpaXKeHHOWN
HaCbIWEHHbIM TEMHO-CUHUM LBETOM (KCTaTX, B APEBHOCTM 3TOT LIBET CYUTANCA No-
rpebanbHbiM). IX TEMHeoWNe, HanuTble elle 30elHeR XU3HbIo Tena oTCTPaHeHbI
opyr ot apyra. KaxeTtca naxe, 4to nepefaH camMmblii MOMEHT OTCTPaHEHUA — Tena
Bnto6neHHbIx 6onesHeHHO n3rmnbatoTca u nsberaioT opyr apyra. Ho 3To TenecHon
OTCTPaHEHHOCTU TpebyeT cama TUWKMHA, nx okpyxatowasn. Conpukacatowmecs be-
nble ronosbl, 6enoe rpomanHoe conHue (bor?) — He CHAMAIOT TparMama pasbeaun-
HEHWA, HO N1Lb ero yCUNMBaioT, NoAYepPKUBanA KOHMINKT Mexay CNmBaloWmnmMm-
CA Aywamwu n pasgeneHHbIMn TenamMu.



The Gypsies
40x40 cm. Cardboard, tempera.
1998-1999

UbiraHe
40x40 cm. KapToH, Temnepa.
1998-1999

The Gypsies

The vivid festivity of the work speaks for itself. As Goethe admitted, we Euro-
peans avoid bright colours due to uncertainty about taste. Contrariwise gypsies
are not afraid to use bright colours having preserved ingenuousness of perception
of life in all its originality despite any outer influence. They know that bright
colours and festivity are not primitive, and there can be profound perception of
life hidden behind this “carnival”. And this is expressed through divine golden
sky, bird-like figures of the couple and a touching thin tree of life around which
the sacrament takes place.

LbiraHe

KpacoyHas npa3gHUYHOCTbL 3TOM paboTbl FOBOPUT camMa 3a cebA. Mbl, eBpo-
nerubl, Kak 3ameTun lete, n3-3a HeYyBEePEHHOCTUN BKyca n3beraemM ApKnUx TOHOB.
HanpoTuB., UblraHe, COXpPaHMBILME, HECMOTPA HU Ha KaKue BHEeLWHNe BIMAHUA,
HernocpencTBeHHOCTb BOCAPUATUA XMN3HN BO BCel ee CaMOBbITHOCTH, APKUX
TOHOB He 60ATCcA. OHUM 3HAIOT, YTO APKUE KPACKWN U MPa3AHUK — OTHIOAb HE NPUMU-
TWUB, YTO 3a 3TOWN KapHaBaNbHOCTbIO MOXET CKPbIBaTbCA OYeHb rnybokoe NoHu-
MaHMe 6bITUA (BbipaXXeHHOE Ha KapTUHe BOXECTBEHHO 30M10TbIM HE6OM, NTUYBUMK
Tenamm 6pavyoWmnXca U YMUIbHO TOHKMM APEBOM XU3HU, 06beAnHAIWNUM BO-
Kpyr ce6A coBepLatoieeca TanHCTBO).
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The Evening Walk
40x40 cm. Cardboard, tempera.
1998-1999

BeuepHAA nporynka
40x40 cm. KapToH, Temnepa.
1998-1999




The Evening Walk

A man and a dog are trapped by the thickening blue of night (foreboding of
death?) and the spots of greenery (of the life leaving?). The winding of their
figures emphasize the inner unity of the owner and his dog. There is no tragic
detachment of bodies observed here (and this is also expressed in the winding)
as it was in "The Lovers"”. Contrariwise the figures are integrated; more precisely
the figure of the dog follows and extends the figure of the owner. But there is no
potential discovered by the detachment in “The Lovers”. The unity of the owner
and the dog is self-sufficient; it leads nowhere, withdrawn into itself. And this
aggravates the loneliness of the man. Take a closer look at old people going for
a walk in parks with their beloved and often odd dogs. Their loneliness is exactly
the same — it is reserved.

The Apostle

The apostle raised his hand towards the beard and is about to bite his finger.
In the East this gesture implies amazement. The apostle is amazed at the mystery
of existence revealed to him, and this amazement carries no hint of confusion.
There is a cheerful willingness to execute the will of Christ expressed on his face
(even if it is martyrdom, what is pointed out by the purple on his shoulders). It is
not a simple amazement the meaning of which was understood even in the
heathen world (according to Aristotle amazement is the beginning of any philo-
sophy), it is the amazement of a very special kind: we experience it when all of
a sudden we meet a beloved old friend after having been long time apart.

BeuepHAA nporynka

Yenosek 1 cobaka Ha 3TOW KapTUHE 3aXaTbl rycTelolen cMHeBOW Beyepa (npen-
YyBCTBUEM CMEPTU?) N NATHaMMU 3eneHn (yxoaawwen XunsHm?). U3rmbol nx ten
nooyYepKrBaloT BHYTPEHHEE eNUHCTBO X03AMHA U Ntob1Moro nca. 3oecb HeT Ton
Tparnyeckom oTCTPaHeHHOCTU Ten (TakxXe BblpaXXeHHON n3rnbom), kak Bo «Bnto6-
NEeHHbIX», HAMPOTUB — Tefla eAnHbl, TOYHEE TeNo Nca Kak 6bl MOBTOPAET U Npo-
AOOJIXaeT Teno x03AMHa. Ho 30ecbk HET 1 TEX BO3MOXHOCTEN, KOTOpPble OTKPbIBAEeT
pa3opBaHHOCTb BO «Bnto6neHHbIx». ERMHCTBO X03AMHA U Nca — caMoaoBneiole,
OHO HMKyOa He BefeT, 3aMKHYTO Ha cebe. M 3To nuwwb ycyrybnaetT ooaMHOYeCcTBO
yenoseka. NMpncMoTpUTECh K CTapUKaM, KOTOpbIE FTYNAIOT BE4epPOM B Napke
CO CBOMMM NIOBMMbIMM, HacTO HenenbiMn cobavykamm. OHU MMEHHO TaK — 3aMKHYTO
OONHOKMN.

AnocTon

AnocTon nogHec pyky kK 6opofae — KaxeTcs, OH FOTOBUTCA NPUKYCUTb nanedu.
Ha BocToke 3TOT XecT BblpaxaeT yamBneHne. ANoCToN yansfeH TanHoM 6bITus,
packpbIBLWENCA Nepea HUM, HO B 3TOM yAMBMNEHUN HET pacTepAaHHOCTW. Ha nuue
CBATOro HanncaHa 6oapan roTOBHOCTb UCMOMHUTbL BOMIO XpUCTOBY (BNNOTb
0O My4YeHMYeCTBa, Ha YTO yKa3blBaeT HaKMHYyTaA Ha nneyn barpaHuua). 3oech
He NPOCTO yaMBReHNe, 3HaYeHe KOTOPOro NoHMMan v Aasblveckuin mup (yamene-
HUe — Hayano BCAYEeCKoro nobomynpra no ApMUCTOTENIO), HO YAVBIIEHUE COBEPLLEH-
HO 0co60ro panoOCTHOro CBOWCTBA: TaK YAMBIAIOTCA, HEOXUAAHHO BCTPETUB Mocne
AONrow pasnyku gaBHero n nlobumoro apyra.

The Apostle
60x40 cm. Canvas, oil.
1999

Anocrton
60x40 cm. XoncT, macso.
1999
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The Fresh Breeze

50x50 cm. Canvas, tempera.

1998

CBeXuii BeTep
50x50 cm. Xonct, Temnepa.
1998

The First Star
60x40 cm. Canvas, tempera.
1999

MepBan 3Be3na
60x40 cm. XoncT, Temnepa.
1999

The Fresh Breeze

A simple and light-coloured picture. Tearing the white of the clouds the fresh
breeze inspires the green mountain mass with a new life. It is the old age that
meets the youth and as a result gets younger. It is one of the brightest examples
of worlds-landscapes by the artist.

The First Star

A small solitary circle in the corner of the picture is out of keeping with the
wellbeing of summer evening: the greenery, the blue of the skies and the golden
sun still being high. This star is the first reminding of death for a man still full
of life. This reminding seems to be external and even useless, some annoying
ambiguity; but it exists, and one will never forget the first star. The simplicity
of composition substantiates the philosophic perception of the picture.

The Secret Path

The Chinese hieroglyph which denotes a hermit-monk consists of two keys: a
man and a mountain. The strict sense of its inscription: a man goes to mountains.
And only there, having secluded himself and risen over the fussy world the hermit
can touch the mystery of existence. Such solitude is not loneliness. Pale, twilight
shades, the enormous bulk of mountains covered with snow far away, the curve
of the road promising something unexplored - all these call man’s attention to
self-cognition, to the final insight of his own and of the world.

CBexuii BeTep

MpocTas u ceeTnana paboTta. CBexuniA, paspbiBalownii 6ennsHy obnakos Betep
BObIXaeT HOBYIO XXWN3Hb U B 3eMIeHbI MacCMB ropbl. DTO CTapOCTb, KOTOpas BCTpe-
YaeTCA C IOHOCTbIO U CaMa MOJIOAeeT OT 3ToN BCTpeyun. OAvH U3 APKMX NPUMeEpPOB
nensa>xen-MnpoB XyaoXXHUKa.

MepBas 3Be3na

OOVHOKWIA, ManeHbKUA N OTCTPAHEHHbIN B Yron KapTUHbI 6enblil KpyXXOK ANC-
rapmMoHupyeT c 6naronony4ynem neTHero Beyepa: 3efieHblo Tpas, CUHeBOW Heba
1 BCE elle BbICOKUM U 30/10TbIM COMHLUEM. DTa 3Be3[a — NepBoe HanoMuHaHue
O CMepPTU ASIA YeNoBeKa, elle MNOMHOTo XN3HW. DTO HaNOMMHAaHWe KaXeTCA Nnoka
YeM-TO BHELWHNM, AaXe HEHYXHbIM — 0OCaAHbIM HEOPA3yMEHUEM, HO OHO eCTb,
1 O nepBoOW 3Be3e yXe He 3abbiTb. Punocodpckoe 3By4aHNe KapTUHbI YCUTUBAET-
CA 3a CYET NPOCTOThbl KOMMNO3NLNN.

TaliHbIN Ny Tb

KuTtanckunin nepornndy, o60o3HavaloWwmnii MoOHaxa-oTWeNbHUKA, COCTOUT U3 ABYX
KJlo4Yen: YenoBek 1 ropa. bykBanbHbIN CMbICN HAYEPTaHMA: YeNOBEK YXOOUT B ro-
pbl. TONbKO TaM, YEAUHUBILMCb, MOAHABWWNCL Hafl CYeTHBIM MUPOM, MOABUXKHUK
MOXEeT MPUKOCHYTbCA K TallHe 6bITNA. Takoe yeANHeHNe He eCTb OONHOYeCTBO.
bnenHble, cymepeyHble TOHa, 3aCHEXEeHHasA rpomMapa rop Bganu, NnoBopoT AOPO-
rn, obelwalowWwunii HemsBegaHHoe, — BCEé MaHMWT YenoBeka K No3HaHuio cebs, K no-
cnegHeMy npo3speHuto cebsa n mupa.



The Secret Path
60x40 cm. Canvas, oil.
1999

TaliHbIA NYTb
60x40 cm. Xonct, macrio.
1999




Pilgrimage Into Fire
Triptych. Original version.
100x80 cm. Canvas, oil. 1999

XoxxaeHne B OroHb

Tpuntux. [NlepBoHayvyasnbHaA BEPCUA.

100x80 cm. Xonct, macno. 1999

Pilgrimage Into Fire
Center section of triptych.
Released version.

100x80 cm. Canvas, oil. 1999

Xo)xxpeHue B OroHb
LeHTpanbHasA 4aCTb TPUMNTUXA.
DuHanbHasa BepPCu.
100x80 cm. Xosnct, macno. 1999
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Pilgrimage Into Fire

Looking at the picture you unintentionally remember the words written in
Pascal’s Memorial, in which he describes his mystical experience of seeing God:
“...Fire. God of Abraham, God of Isaac, God of Jacob, not of the philosophers
and the scholars. Certitude. Certitude. Feeling. Joy. Peace... Total submission to
Jesus Christ. Eternally in joy for a day’s training on earth”. The white angel
(a human soul) in the picture seems to appear before God with these very words.
In addition the Trinity of God is implied by the form of triptych itself. The three
self-sufficient and at the same time inseparable fire centres make up a very
interesting and bold in novelty solution in the sphere of iconography of the Trinity.

XoxpaeHne B OrOHb

MAanA Ha KapTUHY, HEBONbLHO BCNOMMHaelsb cnosa ns «Memopwuana» Nackans,
B KOTOPOM OH OMNMCbIBaeT CBON MUCTMYeCckui onblT borosnaeHusa: «...OroHsb. bor
ABpaama, Ncaaka n NakoBa, a He punococoB n yuyeHbix. Bepyin, Bepyn, no-
4yyBCTBYM PapocTb 1 Mup... OTBeprato ce6a. OTnatocb B pykn XpuUCToBbl. BeyHas
PapocTb 3a Manoe ucnoiTaHue Ha 3emne». KaxeTcs, 4to 6enbiii aHren (4enose-
Yyeckas Oywa) Ha KapTuHe npeacTout bory nmeHHo ¢ 3Tumun cnosamu. Mpwn 3Tom
Tpon4yHOCTb boxecTBa 3apgaHa yxe camoii bopmMon TpunTmxa. Tpu eanHbIX
M B TO Xe BpeMA Hepa3AefbHbIX OFTHEHHbIX LLleHTPa — OYe€Hb MHTEpPEeCHOe 1 faxe
HEeCKONbKO 1ep3KOe MO HOBM3HE peLleHne XyAOoXHMKa B 0611acT MKOHorpadum
Tpouusbl.



The Self-Portrait
60x40 cm. Canvas, oil.
1999

ABTOnopTper

60x40 cm. XoncT, macso.

1999

The Self-Portrait

Self-portrait always implies risk. Bunin wrote: “The soul of another is a dark
place, our own is much a darker one”. How can an artist depict himself avoiding
errors and exaggeration? Can an artist express in the image not just his perception
of himself, but the divine idea? To portrait not the today’s “himself”, but the real
"himself”. There is something iconic in the childishness of “The Self-Portrait”.
The light blue eyes of the author are wide open to the world, the orange (not
golden! - it could imply a shade of sainthood) background frames the figure

without suppressing the viewer. As if the artist is looking out of the window into
the street, towards the world, the sun and people.

AsTonopTpeTt

ABTOMOPTpPET — BCerpa puck. «Yyxas aywa noteMku, CBosA Kyna TeMHen»,—
nucan byHnH. Kak xe XynoXHUKy HapucoBaTth cebs, nsbexas ownbok n npe-
yBennyeHunin? MoxeT, Bbipa3uTb B o6pase He cBoe NpeAcTtaBneHne o cebe,
Ho 60XeCTBEeHHbIN 3amMbicen? HapncoBaTb He cebs HbIHELWHero, Ho cebs HacTosAWero.
B meTckoCTu «ABTONOPTPETa» €CTb HEYTO UKOHUYHOoe. CBeTno-ronybbie rnasa
MacTepa WWUPOKO PACKPbITbl HABCTPEYY MUPY, OPaHXeBbI (He 30M0ToN! — 3TO
6b1n0 6bl y>Xe NpeTeH3nen Ha CBATOCTb) hoH obpamnaAeT ourypy, He nogaBnAA

3puTens. XyAoXHUK Kak 6bl BbIrMAQbIBAeT N3 OKHAa Ha ynuvuy, HaBCTpeyvy Mupy,
COMHUY ¥ NloaAM.
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Woman's portrait
60x40 cm. Canvas, oil.
1999

MopTpeT XeHWMHbI
60x40 cm. Xonct, macrio.
1999
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Woman's portrait

In this work one can see iconicity similar to that in “The Self-Portrait”. But we
will not reproach the author for monotony of style. His portraits are as monotonic
as icons are. Portraying another person the artist expresses the person’s idea, ab-
solutely inimitable and the one and only concept of God about this person. Here
is the portrait of a mature, established woman. Her light blue dress and volumi-
nous ginger hair emphasize her femininity. But why is there fright, detachment,
harboured sadness in her eyes? This sight confuses, hampers contemplation of
pure femininity, discovery of the woman'’s personality and her personal tragedy.

MopTpeT XeHLWWHbI

B 3ToM paboTe YyBCTBYETCA Ta K€ UKOHMYHOCTb, YTO U B « ABTOMOPTPETEY.
Ho He 6ymem ynpekaTb MacTepa B 0QHOO6pasunu CTUiA, MOPTPETLI aBTOPa OOHO-
ob6pasHbl B TOM Xe CMbIC/e, YTO N MKOHbI. PUcyA opyroro 4yenoeeka, XyooXHUK
BblpaXxaeT ero naeio, NPUHUUNMAaNbHO HEMOBTOPMMbIN U €ANHCTBEHHbI 3aMblcer
Boxuin 06 3ToM YenoBeke. BOT NOpTpeT 3penoi, COCTOABLIENCA XEHWNHBbI.
Ee cBeTno-rony6oe nnaTbe U pbiXXKe MblWHbIE BOMOCh MOOAYEPKNBAIOT XEHCKOE
Havyano. Ho oTKyma 3TOT UCMyr, OTCTPAHEHHOCTb, 3aTaeHHasA rPycTb BO B3ope?
3TOT B3MNIAQ CMYLLAET, MellaeT Co3epLAHMI0 YNCTON XXEHCTBEHHOCTU, OTKPbIBas

B M306paXKeHHOW XEHLWMHE Npexae BCero NIMYHOCTb — YeNIOBEKA CO CBOEN
Tpareauen.



Pani Virginia
60x40 cm. Canvas, oil.
1999

NaHn BupruHva

60x40 cm. Xonct, macrio.

1999

Pani Virginia

It is another portrait painted in the same style. But the type of woman is dif-
ferent here. A gold-haired lady is closely looking at the viewer. | dare compare
this image with the image of Kassandra. Similar golden hair, similar strained
prophetic sight. Phoebus-Apollo illumes her with his rays, granting the tragic gift
of prophecy. The virgin-soul in the shape of a white swallow is rushing to her God.

MaHwn BupruHua

Ewe oaouH NopTpeT, BbIMOMHEHHbIN B TOM Xe MaHepe. Ho TUn XeHWWHbI 30ecb
apyron. 3on0ToBoJI0CaA famMa NnpucTanbHO CMOTPUT Ha 3puTensa. PUCKHY CpaBHUTb
3TOT 06pa3 c o6pa3om KaccaHapsbl. Te Xe 30110Tble BONIOChI, TOT Xe& HanpPAXEHHO-
npopoyecknin B3rnAg. ®e6-AnonnoH o3apsAeT ee CBOMMMU fly4amMu, apyowmmm
Tparuyecknn npopoyecknin gap. dywa-geea B Buge 6enom 1acToukm ycTpemns-
eTcA K ceoemy 6ory.
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Pieta’s Vision
80x60 cm. Canvas, oil.
1999

BupeHume MNMbetbl
80x60 cm. XoncT, macso.
1999
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Pieta’s Vision

The iconic golden sky, the exultant curliness vitality of the greenery, silver grey
indifferent water flow make up the surrounding for beweeping the God-man.
The figures of Christ and Mother Mary are placed in some privacy — this cry is not
for show, not for “others” to see.

BupeHwue MbeTbl

30510T0€ MKOHMYHOE HeHO, TOPXKECTBYIOLWAsA, AaXe HECKONbKO BUTasbHas
B CBOEW KYAPABOCTM 3e/IeHb, CEPO-CTallbHOE, PaBHOAYLWHOE TeYEeHE BOA — TaKOBO
obpamneHue nnaya Han boroyenosekom. ®urypsbl Xpucta n fleebl Mapuu yeaun-
HEeHbl — 3TO MJia4 He Ha NoKa3, He ANA «BHEeWHUNX».



Portrait of Eva
60x80 cm. Canvas, oil.
1999

NMopTper EBbI

60x80 cm. XoncT, macro.

1999

Portrait of Eva

A contemporary woman with the ancient name Eva (“Life”) is depicted against
the background of the pink desert sky. But what does this “contemporariness”
of the woman consist of? The features of her face, her hair, her tenacious look
At the view could exist today, yesterday, millenniums ago. And one can guess
from her clothes only that the woman is a contemporary of ours’. Thus looking
into her eyes the artist sees the archetypical, ancient, initial in her. The combination
of the pink sky and the ochreous mountains makes a special magical impression,
and the landscape seems to become the “time machine” and makes it possible
for us to discover “that very Adam” and “that very Eve” (whom the human race
originated from) in ourselves and our contemporaries.

MopTpeT EBbI

CoBpeMeHHas XeHLWMHa ¢ ApeBHUM nMeHeM EBa («XKn3Hb») nsobpaxeHa
Ha dhoHe po3oBoro Heba nNycTbiHU. OfHaKo B YeM, COOCTBEHHO, «COBPEMEHHOCTb»
M306paXxeHHOM XYAOXHMNKOM XEHLWNHbI? YepTbl ee nuua, BONOChl, yCTPEMIIEH-
HbIA HA 3pUTENA UenKuii B3rnan — BC& 3TO MOr/o ObITb U CErOfdHA, U BYEpa,
1 HEeCKOJIbKO ThICAYENeTUN Hazad, a 0 TOM, YTo usobpaxeHHaa KannHayckacom
>KEHLWHa — Halla COBPEeMEHHMLA, MOXHO AoragatbCA Nk Mo ee ogexanae. Tak,
B3rNIAHYB B rNa3a COBPeMeHHULIE, XYAOXHMK BUANT B HEN apXeTUNn4yeckoe, ApeB-
Hee, cO6CTBEHHO M3HaYanbHoe. CoyeTaHMe Po3oBOro Heba N OXPUCTLIX FOp co3paeT
ocoboe Mmarmyeckoe BneyaTneHne, KOrga nensax npeBpallaeTca B «MaWnHy Bpe-
MeHW», MO3BOJIAILYIO HAM YBUAETb B cebe 1 COBPeMEHHMKAX «TOro CaMoro
Apama» n «Ty camyto EBy», U3 ceMeHU KOTOpPbIX HEKOrda npounsoluen pog 4eno-
BeYeCKMN.
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The Desert Song
60x80 cm. Canvas, oil.
1999

MecHA NycTbIHN

60x80 cm. XoncT, macso.

1999
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The Desert Song

Among the scorched sky and boundless pale yellow sands the solitary small
white cloud seems to be the messenger from another world. Who knows, what if
it brings hope for revival and bloom to the desert. Delicate poetry in this work is
mostly reached by the miserliness of artistic means of expression. The sand that
bleached in sunlight, drops of white — and this is it.

Zarasai Star

Sometimes the world seems to be heaven, and a savage garden seems to be
Eden. Such Eden is shown on this canvas. Divine gold appears through branches
of trees changing the river into molten metal, and its shore into Eden. These
trees even seem to remind Adam and Eve, who used to stand like this, close to
each other, hand in hand, and talk to God. We remember the lines by Zabolotsky:
“And like thin trees we stood in the clear emptiness of the skies”. But the sky in the
picture is full of light and somehow reminds the Bethlehem Star and awaiting
a miracle.

MecHA NyCcTbiHW

OpnuHokoe 6enoe 06navyko KaxeTcsA NOCNTaHHUKOM MHOTO MUPa CPenn BbIXXKEH-
Horo Heba n 6eckpaliHux 6negHO-XeNnTbix NeckoB. KTo 3HaeT, MOXeT OHO HeceT
NycTblHE Hagexay Ha BO3poXAeHue 1 pacuBeT. TOHKaA NO3TUYHOCTb PaboTbl
OoCTUraeTcA BO MHOFOM MMeHHO 6narogapsa cKynocTy XyAOXeCTBEHHO-BbIpasu-
TenbHbIX CpencTB. Mecok, BblUBETWNN Wenk He6a, HEMHOro 6enoro — u BCé.

3apacanckas 3Be3fa

WNHorpa mup kaxeTcA paem, 3abpolieHHbIn cad — dneMoM. Takol gem 1 nokasan
HaM XYOOXHMK Ha 3TOM MosioTHe. boxecTBeHHOe 3010TO NpoCBeYNBaeT CKBO3b
BETBU OepeBbeB, Npeobpaxan peky B pacrnyaBneHHbIn meTann, a 6eper ee —
B parickuii can. KaxeTcsa naxe, 4To 3TV AepeBbs — BOCNoMuHaHne o6 Aname u Ese,
KOTOpble KOrga-To BOT Tak CTOANU PAOOM, pyKa K pyke, n pasroBapuanu ¢ borom.
BcnomuHaloTca cTpoku 3abonioukoro: «A Mbl CTOANW, TOHKUE AepeBbs, B 6ecUBeT-
HoW nycTtoTe Hebec». Ho 3gecb HE60 MCNONIHEHO CBETa M YEM-TO HaNOMUHaEeT
Budbneemckyto 38e3ay 1 oxmngaHue vyna.



Zarasai Star
90x70 cm. Canvas, oil.
1999

3apacaiickan 3Be3ga

90x70 cm. XosncT, Mmacrio.

1999
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Ah, Sigute
60x40 cm. Canvas, oil.
1999

Ax, CuryTte
60x40 cm. XoncT, macro.
1999
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Just Olia
70x60 cm. Canvas, oil.
1999

NMpocTto Ona
70x60 cm. Xosct, Mmacrio.
1999

Just Olia

It is a portrait of a strong woman whose features display something Scythian.
Her violet eyes bring a sudden tone into the portrait and create a shade of
eccentricity.

Ah, Sigute

The skilled combination of three shades of green specifies the inner harmony
in the woman’s image. Voluminous ginger hair is in contrast with the green, and
emphasizes sensuality of the model.

MpocTto Onsa

MopTpeT CMNBLHOM XEHIWWHBI, B YepTax KOTOPOW o6HapyXMBaeTCA AaXe HEYTO
ckndpckoe. droneToBble ra3a BHOCAT B MOPTPET HEOXMAAHHYIO HOTY, cO3AaloT
OTTEHOK 3KCTpaBaraHTHOCTW.

Ax, CuryTe

MacTepckoe coyeTaHMe Tpex OTTEHKOB 3€/1IEHOTO LIBETA 3afaeT BHYTPEHHIOIO
rapMoOHMUIO XeHCKoro obpasa. MNblWwHbIe pbIXXNe BOMOCbI KOHTPACTUPYIOT C 3ene-
HbIM 1 NOAYEpPKNBAIOT YYBCTBEHHOCTb MOAENM.
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Window To the Other World
70x60 cm. Cardboard, oil.
1999

OKHO B gpyron mup
70x60 cm. KapTOH, Macsio.
1999
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Window To the Other World

It is the first abstraction by the author. The artist shows how different the other
world is. There is no clue to give a proper description of a new feeling. Actually,
everything is different in the other world, not as we naturally see it. There is no
"how it actually is” and “how it should be”. The expression of this difference still
reveals that very childishness of perception and harmonious sincerity in colour
combination similar to those in the other works by the author (besides abstractions).
The other world is inexpressible; it is just as kind and wonderful as this one. The
power of art is in the facility to express the inexpressive.

OKHO B opyrom mup

MepBas abcTpakTHaA paboTa aBTopa. XyAOXHUK NMoKasbiBaeT HaM abCoNOTHYIO
MHaKOBOCTb 3TOro Apyroro Mmupa. He 3a 4To 3auenunTbcA, YToObl ONUCaTh HOBOE
BrneyaTneHune. IeiCTBUTENBHO, B 3TOM APYroM Mupe — BCé NO-Apyromy, He Tak, Kak
06bI4HO 3TO NpeacTaBnAeTcA. OTCYTCTBYET «Kak OHO Ha CaMOM [iefie» U «KakK OHO
OOMXHO 6bITb». HO B 3TOM MHAKOBOCTW Mbl BUOAMM TY Xe OeTCKOCTb BOCMPUATUA
M rapMOHUYHYIO HEMOCPEOCTBEHHOCTb B COYETAHUM KPACOK, YTO U B APYrmnx
(He abcTpakTHbIX) paboTax macTepa. Apyro MUp — HeBbIPa3uUM, HO TakK Xe fobp
M npeKpaceH, Kak 1 3TOT. B TOM-TO 1 cuna nckyccTBa, 4YTO OHO MOXET BbIPa3nTb
HeBbIpasumoe.



The Call

80x60 cm. Canvas, tempera.
1998

3o0B

80x60 cm. Xosict, Temnepa.
1998

The Call

The interference of the fiery-golden ball in the human well-ordered world
splits it in two. The curving green of groves fades away; recently amiable the blue
of the skies grows darker. Something beautiful, majestic, but at the same time
bloody intrudes into this world. The work is very interesting from the point of
view of philosophic symbolism; though it permits various interpretations. And

the reason is that the call is not the answer. The audience should give their answers
everyone their own way.

30B

BTop>eHVe OrHEHHO-30/10TOrO Wapa B yNOPAOOYEHHbIA MUP YenoBeka packa-
nbiBaeT ero Hageoe. MepkHeT 3eneHasn KyOpABOCTb KyLeW, rycTeeT ele HegaBHO
Takas npuBeTnuBasn cMHeBa Heba. HeuTo npekpacHoe, LapCTBEHHOE, HO U KPOBa-
BOE BTOpPraeTtca B 3TOT MUp. O4eHb MHTepecHas B nnaHe punocodckoro CMMBo-
nu3ma paboTa, gonyckaiollasn, BApoyYeM, pasHble TonkoBaHuA. U 3170, HaBepHo,

NOTOMY Tak, YTO 30B — elle He oTBeT. OTBET AONXEH AaTb caM 3puTenb. U kax-
OblA OT30BETCA NO-CBOEMY.
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Peter. The Rock
60x60 cm. Canvas, oil.
2001

MeTtp. Ckana
60x60 cm. XoscCT, Macro.
2001

58

Peter. The Rock

The steep rock with a slim, almost weightless cross towers over the sea. Christ
told the Apostle: “And | also say unto thee, that thou art Peter, and upon this
rock | will build my church; and the gates of Hades shall not prevail against it".
Likewise, secured by this very cross on the top, the rock in the picture will not be
flown over or smashed up by waves. The sea is slack, and the rock seems to enjoy
the tranquility. But this tranquility is rooted not in relaxation, but in recognizing its
power and readiness for struggle. The Saints in icons show similar tranquility.

MeTp. Ckana

KpyTasa ckana, BeH4aHHaA TOHKUM, NOYTN HEBECOMbIM KPECTOM, BO3BbIWAETCA
nocpenun mops. Xpucrtoc ckasan Anocrtony: «M fl rosopio Tebe, Tbl — lNeTp,
1 Ha 3Tol ckane fl noctpoto LlepkoBb Moto; 1 BpaTa aga He oponetoT ee» (Mdp. 16:18).
Tak 1 3Ty ckany, Ha KapTUHe MacTepa, He 3axJIECTHYT U He Pa3obbloT BOSTHbI MOP-
CKWe, 3aNnoroM 4Yero Cry>XuT MMEeHHO 3TOT TOHKMI KPecT Ha ee BeplumHe. Mope
Ha NONOTHEe TMXO0e, CKana, Ka3anocb H6bl, HacnaXxaaeTcA NOKOEM, HO 3TO He MOKOM
pa3HeXeHHOCTWN, HO MOKOW, UCMOJTHEHHbIA CO3HAaHUA CBOEW CUMbl U 6OAPOW ro-
TOBHOCTU K 60opbbe. Tak CNOKONHbI CBATbIE HA NKOHAX.



Mystery of Fire

“Keep your mind in Hell, and despair not” — this is God’s answer to the prayers
about deliverance from temptation uttered by St Silouan of Mt Athos, the famous
ascetic of the past century. The picture seems to reveal this experience to the
viewer. His figure solitary, a bit stooped, the ascetic faces the omnitransforming
flame. He seems to follow the feat of the Saviour who sank into the hell. But the
hell is not godforsaken (remember the Bible: “If | climb to the sky, you're there!
If 1 go underground, you're there!”). The prevailing background of the work points
it out and it is similar to that in “Pilgrimage Into Fire”. It is worth noticing that
there is a certain difference: in “Pilgrimage Into Fire” the soul rises to God, the
direction is bottom-up; in “Mystery” it is top-down, namely, it is descending to
the Hell. In “A Walk” the saved soul is dressed in sparkling white, and in “Mystery”
the repentant soul is dressed in black taking the great schema.

Mwuctepua orua

«[lep>Xun ym CBOW BO age U He OT4YamBancA», — UMEHHO Tak oTBeTun bor nseect-
HOMY XPUCTUAHCKOMY NOABUXHUKY npolnoro Beka CB. CunyaHy AQOHCKOMY
Ha ero mMmosbb6bl 06 N36aBNEHUM OT UCKYLWeHWA. KapTuUHa XynoXHWKa Kak 6bl OTKpPbI-
BaeT nepep 3puTenem 3ToT onbIT. OanMHoKas, cnerka corbeHHan urypka non
BUXHUMKa NpeacTonT Bcenpeobpaxatowemy orHo. OH kak 6bl MoBTOpAET NOABUT
CnacuTens, cowenwero B npencnogHiolo. Ho n an He BrnonHe octaBneH borom
(BcnomMmHuM 6ubnerickoe «Kak nogHUMYcb B Hebeca — Tbl TaMm, CNyLWYCb B Mpenc-
noaHioto — BOT Tbi!»). Ha 3TO yka3biBaeT OCHOBHOW POH paboThbl, TOXAECTBEHHbIN
POHY «X0oXOEHUA B OroHb». O6paTMM BHUMaHME TakXe Ha cfiefylollee pas-
nuyme: B «XoXAeHUM» Aywa BocxoauT K bory, oBnxeHne ee HanpaBneHoO CHU3Y
BBepX, B «Mncrepmmn» xe 4enosBek HUCXOAUT CBEPXY BHU3, UMEHHO HUCXOANT
BO af. B «XoxpaeHun» cnaceHHas aywa obnayeHa B 6enble cBepKalowmne pumsbl,
B «Muctepmn» aywa Katowanaca obnavyeHa B YepHble OfeAHNA BENIMKOW CXUMBbI.

Mystery of Fire
90x70 cm. Canvas, oil.
1999

Mwncrepua orusa
90x70 cm. XosncT, macso.
1999
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Jolly Hong Kong
80x60 cm. Canvas, oil.
1999

Becenbii ropoa NOHKOHI
80x60 cm. XosicT, Mmacsio.
1999
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Jolly Hong Kong

This jolly Hong Kong somehow reminds us Dufy’s “Nice”. One can never guess
the hugest trade and industry centre of Asia in the city depicted. No, it is a jolly
seaside city where the buildings are colourful, the sea is blue, and the sky is high.

It is a festival of life apart from the rest world over the mountain. No evil will reach
this place.

Becenbii ropoa FOHKOHT

3T0T Becesbli TOHKOHT YeM-TO HanoMuHaeT Huuuy Jiodu. Hukak He ckaxellb,
rMAQA Ha MONOTHO, YTO 30€Cb N306paXxKeH KPYNMHENLWNN TOPFroBbIA N MPOMbILL-
NEeHHbIN LUeHTp A3nn. HeT — 3To Becenbin, APKMA MPMMOPCKUIA ropof, roe gomMa
LIBETHblE, MOpe CUHee, a HeEHO BbICOKOE. DTO MpPa3gHUK XU3HWU, OTAENEHHbIN
OT MPOYEro Mmpa BbICOKOW ropol. HN4To oypHoe HMKorga He nonaget clofa.



Forgotten Europe. The Castle
60x60 cm. Canvas, oil.
1999

3a6biTan EBpona. 3amok
60x60 cm. XoscT, macsio.
1999

A

Forgotten Europe. The Castle

“"These ruins are sacred for us”, — Versilov said (one of the characters in “The
Raw Youth”, also published as “The Adolescent” or “An Accidental Family”, by
Dostoevsky). The picture shows us these very ruins. And we see something
wonderful, so much familiar and important to us, but we see it disappearing,
falling into oblivion, passing away, turning into a dream (the pink of the skies).
The subdued colours in the work, the fanciful smoothed contours of the hills make
an impression of something distant and unstable. Unintentionally we ask ourselves:
“ls it real? Or is it a dream? Does this castle exist, does Europe still exist? What if
they never existed? What if neither the castle nor Europe ever did”.

3a6biTasa EBpona. 3amok

«3TW KAMHW CBALWEHHbI ANA HAac», — roBopun BepcnnoB, oanH 13 nepcoHaxemn
«[MoapocTka» [loctoeBckoro. KapTuHa XyAoXHWKa Kak pa3 1 nokasblBaeT Ham
3TN KaMHU. Mbl BUOMM YTO-TO NMpeKkpacHoe, poaHoe, 04eHb BaXHOe AnA Hac,
HO BUONM €ro yXe yXOaAlnM, HUCNAdalowWnM B COH, CMepPTb, MeuTy (PO30BbIl LIBET
Heb6a). MpurnyweHHble Kpacku paboTbl, MPUYYANNBO CraXeHHble oYepTaHUA
rop cosnatoT BNeyaTneHne Yero-To Aanekoro n Heycton4ymeoro. HeesonbHoO cripa-
wuBaewsb ceba: «ABb Nn 3T0? Unn coH? EcTb 1N eLle 3TOT 3aMOK, eCTb 11 Booble
EBpona? A MOXeT 1 He 6bIN0 HUKOrAa HMKaKoro 3aMka U H1MKakor EBponbI?»

61



62

The Treasure Island

60x40 cm. Canvas, oil. 1999
Depth

100x100 cm. Canvas, oil. 1999
Peace. Mountains in Fog
60x40 cm. Cardboard, oil. 1999

OCTPOB COKPOBULY

60x40 cm. Xosct, macno. 1999
rny6uHa

100x100 cm. Xonct, macsno. 1999
Mokoii. Flopbl B TymaHe

60x40 cm. KapToH, macso. 1999

The Treasure Island. Depth. Peace. Mountains in Fog

The common stylistic approach unites these canvases. Besides the maximum
simplicity of means — one prevailing colour in each of the pictures, the artist
obtains the maximum aesthetic expressiveness. The contours of hills hardly visible
through heavy fog, the dark blue whirlwind strong in its tranquility, the depth,
and the narrow green line of the dream island sinking in the gold of ocean-sky
— each of these images express one idea in one colour. The colour itself becomes
symbolic here. If these pictures are experiments, they are indeed a success.

The Forerunner

“And as they departed, Jesus began to say unto the multitudes concerning John,
What went ye out into the wilderness to see? A reed shaken with the wind? But
what went ye out for to see? A man clothed in soft raiment? behold, they that
wear soft clothing are in kings’ houses. But what went ye out for to see?
A prophet? yea, | say unto you, and more than a prophet” (Matthew 11:7-9).
Depicted by the artist the portrait of the Forerunner illustrates Christ’s words.
There is no sentimentality, no phychologism, we only see a man-warrior, one of
those who enrapture the Kingdom of Heaven. There is one new Christian feature
in the work — there is a slight smile on John’s lips. And this smile (not just on the
lips, but in the eyes as well) eases the Old Testament sternness of the Baptist and
betokens the joy of the oncoming New Testament.

OcTpoB cokpoBu. My6uHa. Nokon. lopbl B TymMaHe

3TN NoNOTHa 06bedNHAET eNHOEe CTUNUCTUYECKOE peleHue. Mpu Makcmarnb-
HOI NPOCTOTE CPEACTB — AOMUHNPOBAHUM B KaXXAOW U3 KapTUH OQHOrO LBETA,
XYOOXHWK nO6MBaETCA MaKCMMarbHOW 3CTETUYECKOW BblpasutTensHocTu. EnBa
BUAHEIOWNECA CKBO3b MAOTHbIN TyMaH 0YepTaHMWA rop, MOLHbIA B CBOEM CMOKOM-
CTBUU TEMHO-CUHWUI BUXPb — Fy6uHa, TOHKAaA 3eleHas Nofocka OCTPOBa-MeuyThl,
yTonatoujas B 30510Te okeaHa-Heba, — Kaxabl 13 3TUX 06pa3oB BbipaxaeT OAHUM
LUBETOM OfHy uaeto. TyT cam LUBET CTAHOBUTCA CUMBONOM. ECnun 3TV KapTUHbI — 3KC-
NepMMEHT, TO, HaAO CcKa3aTb, BMOJIHE YAABIUIMNCA.

MNMpenTeua

«Korpa xe oHu nownu, incyc Hayan roBopuTb Hapoay 06 MloaHHe: 4TO CMOT-
peTb XoOaunu Bbl B MYCTbIHIO? TPOCTb N1, BETPOM Konebnemyio? YTo xe cMOTpeTb
Xoaunu Bbl? YenoBeka 1, oQeToro B MArkmne opexnabl? HocAwme markne opexasbl
HaxoAATCA B YepTorax Lapckmx. YtTo xe cMmoTpeTb Xoaunu Bel? npopoka? fla, ro-
BOpIo BaM, U 6onblie npopoka» (Md. 11:7-9). MopTpeT MNpenteyn, HaNnNCaHHbIN
MacTepomMm, NoYTn 6yKBanbHO NANOCTPUPYET cnoBa Xpucta. HMKakom ceHTU-
MEHTanbHOCTU, HUKAKOrO MCUXONOrn3mMa — BUAEH My>X-BOWH, MPOPOK, M3 TeX, YTO
BocxuwatoT cunoio LlapctBre HebecHoe. BOT pa3Be HOBaA XpUCTMaHCKaA YepTa —
ycTa VloaHHa TPOHYThI nerkon ynbibkoi. 3Ta ynbibka (M He TONbKO Ha ycTax,
HO 1 BO B3rnfAfe) CMAr4yaeT BETXO3aBETHYIO CYPOBOCTb KpecTutens, npeasellasn pa-
nocTb 6nmsocTtm 3aBeTa HoBoro.
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The Forerunner
50x40 cm. Canvas, oil.
1999

NMpepteua
50x40 cm. Xoncr, macno.
1999
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Alone
120x80 cm. Canvas, oil.
2001

oaviH
120x80 cm. Xosnict, macsio.
2001
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One can make the army
120x90 cm. Canvas, oil.
2000

W oaviH B none BOuH
120x90 cm. Xonct, macso.
2000

One can make the army

The dark greenery, the trunk wrapped in branches, the solitary tree grew deep
into the sand of a rocky desert. Neither selfhoodness, nor death domineers here,
but the tree does. And it is the reason why it stands here clinging to life. Its growth
reinforces life, it is the sermon of life; therefore this struggle is not vain.

N oaovH B none BouH

OOuHOKOe nepeBo — TeMHasA 3efleHb, NCKOPEXEHHbIN BeTpaMu CTBOJ, — LIEMKO
BPOC/IO B MECOK CKaNNCTON NyCcTbIHN. He caMOoCTb 1 CMepTb, HO OHO 3A€Cb XO3AWUH.
B 3TOM cMbICn ero cToAHNA, ero uenkocTu. Ero pocT — yTBepxaoeHmne Xn3Hu, npo-
noeenb XW3HWU, NO3TOMY ero oanMHokasa 6opbba He HamnpacHa.
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Believe!
Canvas, oil.
2000

Rejoice!
Canvas, oil.
1999-2000

Bepyn!
Xonct, macrio.
2000
Papyica!
Xonct, macrio.
1999-2000
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Believe!

There is a huge well-built church towering on the shore of the sea chute. It is
not oppressive with all its grandeur. Contrariwise, there is something warm and
tender and even jolly in it (in its features). The pinkish colour of the tiled dome is
so tender and jolly. The church here is not opposed to the enormous precipice of
the shore. They do not contradict; the church makes its existence possible and
thus saves it. The precipice becomes as important and even necessary as the church
is. The nature and church run into one image, one harmonious unit, praising the
Creator, calling to belief. Moreover, the picture seems to be fanned with delightful
breeze from Hellas. Isn’t it the source of its harmony?

Love!

Getting over the green voluminous inertness of trees (of life) the white miracle
of belfry (of love) bursts into the skies. Though there is no anguish in this outburst,
which is observed in Gothic masterpieces. It is balanced, natural, and blissful. It is
white, clear and airy like first love. The work is sincere and inspiring.

Bepyn!

Ha 6epery Mopckon CTPEMHMHbI BbICUTCA Kpenkas, nagHasa rpomMana LepKBu.
OHa He nopaBnAeT CBOMM Benuymem. HanpoTtns — B Hell (ee oyepTaHMAX) ecTb
YTO-TO TEMMOE, HEXHOE 1 faxe Becenoe. Tak, HEXeH 1 BeceNl po30BaThili LIBET
Yepenuubl, NOKpbIBalolWen Kynosna xpama. LilepkoBb 3necb He aHTUTE3NC K FPO3-
HoMy 06pbIBy 6epera. OHa He oTpuLaeT ero, oHa faeT eMy 6bITb 1 TEM Cracaer.
O6pbIB OKa3bIBAETCA TAKMM X€e BaXXHbIM U HYXHbIM B 3TOM MUpPE, Kak U Xpam.
Mpupopa 1 LlepKOBb CIMBAIOTCA B €ANHbIA 06pa3, eAnHOe rapMoHNYHOE Lienoe,
cnaBsulee TBopua, NpusbiBalollee k Bepe. M ewwe: kaxeTcs, 3Ta KapTUHa oBesAHa
CnapoCTHbIM BeTPOM dnnaabl. He oTciona nu ee rapMOHUYHOCTL?

Bosznio6u!

Jlerkoe 6enoe 4yno KonokonbHU (no6BK) BpbiBaeTcA B He6o, Npeogonesasn 3ene-
HY'0, TAXENOBATO-MbIWHYO KOCHOCTb AepeBbeB (KM3HWM). Mpuyem B 3TOM NopbiBe
K Heby HeT TOro Tparn4yeckoro HagpbiBa, KOTOPbIN MOXHO YBUOETb B lWiefeBpax
roTuku. NMopbliB ypaBHOBELEH, ecTecTBeHeH, 6naronaTteH. OH 6en, YACT 1 BO3Aay-
weH, Kak nepeas nob6oeb. O4YeHb NPOCTas 1 cBeTNan paboTa.



Love!
Canvas, oil.
1999

Bo3znio6nu!
XoncT, macno.
1999
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The Night
40x60 cm. Canvas, oil.
2000

Houb
40x60 cm. XosncT, macso.
2000

The Night

This painting is also a bit childish in style but quite mature in expression of deep
secret feeling. With certain tension the bloody eye of the moon looks at the vague
dark mass below. What does it see there? Does it care about the life creeping in
ashes? The artist raises a question, but gives no answer.

The Enchanted Forest

The combination of two shades of red and black makes the viewer feel certain
tension. The forest itself is also tense — its motion is constrained. It seems we are
going to see something different if the forest is uncharmed. The magic tone prevails
over the aesthetic one in the picture. Primitive painting makes similar impression.

Houb

PucyHoK onATb-Taku NOYTU AETCKMIA NO CTUIIIO N MPOAYMAaHHO B3POC/bIA MO CKPbI-
TOMy rny6okomy 4yBcTBY. KpoBaBbI/ Ff1a3 HOYHOIO CBeTUMNa HaNpPAXEeHHO CMOT-
pVT NOBepX HeomnpeaeneHHO TeMHeoWeN MacCbl BHU3Y. YTO OH BUAUT BAANW N YTO
eMy [0 KoMnouwallenca BO npaxe XusHn? XyaoXXHWUK 3agaeT 3aragky, HO He gaeTt
oTBeTa.

3aKonaooBaHHbIN nec

CoyeTaHune ABYX OTTEHKOB KPacHOro N YepHOro LUBeTa NOpoXAaeT oxBaTbiBalo-
Wyto 3pUTeNA HanpAXeHHOCTb. HanpAXeH cam nec — ero ABNXeHNE CKOBaHO.
KaxeTcA, ecnu Yapbl 6yOyT CHATbI, Mbl yBUAWUM HEYTO CylleCcTBeHHO apyroe. Maru-
yeckan cTopoHa nNpeobnanaeT B 3Tol paboTe Had 3cTeTUYeckon. Cxoxue BnevaT-
NeHWnA Bbl3blBaeT NepBOO6bITHAA XUBOMUCH.
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The Enchanted Forest
60x40 cm. Canvas, oil.
2000

3aKkonfgoBaHHbIN nec
60x40 cm. XosncT, macho.
2000



Vision of the Sacred City
80x120 cm. Canvas, oil.
2000

BupeHue cBALlEHHOro rpapa
80x120 cm. XoncT, macso.
2000

Vision of the Sacred City

“1 did not see a temple in the city, because the Lord God Almighty and the Lamb
are its temple. The city does not need the sun or the moon to shine on it, for the
glory of God gives it light, and the Lamb is its lamp” (Revelation 21:22-23). It must
be these lines from The Revelation of St. John the Divine which inspired the artist
to create the image of Heavenly Jerusalem. The artist is far from literary compliance
with the Holy Writ. For example, the city described by the Apostle has a square
shape; in the picture its walls make up a crown — a regal diadem on the top of the
hill. But the artist had no intention to comply with strict iconography of New Jeru-
salem. And this is the reflection of the author’s humility. This is not yet the city,
but the vision of it and aspiration.

BuneHwue cBAlweHHOro rpana

«Xpama xe A He Buaen B Hem, n6o locnoab bor Bcepepxurtens — xpam ero,
n ArHed. Ml ropoa He MeeT Hy> bl HN B COMHLIE, HX B NlyHe ANA OCBELEHNA CBOErO,
n6o cnaesa boxuna oceeTuna ero, N cBeTUNbHUK ero — ArHeu» (Anok. 21:22-23).
OymaeTca, 4To NMeHHO 3Tu cTpokn NoaHHoBa OTKpPOBEHMA BOOXHOBUMN XyOOX-
HVKa Ha co3naHune obpasa HebecHoro Mepycannma. Mactep pnanek ot 6ykBanb-
Horo cnenoBaHuA 6ykee MncaHuna. Tak, HanpuMmep, ropod, ONNCcaHHbIA ANOCTONOM,
nmeeT hopMy KBaopaTa, a 30ecCb ero cTeHbl 06pasyioT BeHel — LapCTBEHHYIO Ana-
aemy, BeH4Yatouwyio ropy. Ho XxynoxHuK n He ctaBun nepen coboi 3agaym cneno-
BaTb CTporon ukoHorpadum HebecHoro Nepycanuma. U B 3ToM NpoABUNIOCH
CMUpeHune MmacTepa. OTO NMokKa He caM rpafl, Ho ero BUgeHune — YasaHume.
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Initiation
150x220 cm. Canvas, oil.
1999

NoceBAaweHne
150x220 cm. XosncT, macro.
1999
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Initiation

When Mefistofeles offered Faust to visit the Temple of Mothers, the latter got
seized by fear. Femininity is a scary power in its chthonic roots. It is not sentimental,
but a dreadful power giving birth and bringing death. The cult of Mother of Gods
was savage and bloody in some aspects, but tender and vivifying in the others.
Similar to the essense of nature — both bearing and killing. The women on the
canvas are about join this terrible power. That is why their faces are so grave.
But at the same time they are extremely affectionate and feminine, so that the
sacrament attributes in their hands look insignificant (like an adornment, a play-
thing).

Fire Space

The artist continues experiments with colour symbolism. This ginger fiery whirl-
wind is not the divine fire (compare the colour with that in “Pilgrimage Into Fire"),
it is the terrestrial fire. It is the fire of human suffering, torments and aspiration
(however not estranged from God). It is worth mentioning that the author used
here the colour similar to that of the sphere inside which Mother Mary bewept
Christ in “Pieta”.

MocBAweHne

Korpa Meductodens npeanoxun @aycty nocetntb xpam Matepen, TOT Ucnbl-
Tan MUCTUYECKMN yXac. XKeHCTBEHHOCTb — CTPalWHa B CBOMX XTOHNYECKMX OCHO-
BaHUAX. OHa He CEHTUMEeHTalbHa, 3TO CTpallHaA cufa — poxaatowan v rybsawas.
KynbT MaTepu 60roB 6bi1 AWK U KPOBaB B HEKOTOPbLIX €r0 MPOABNEHUAX, U
HeXeH M XNBOTBOPALL B APYrnx. Kak camo BonnouweHne ANKon npuponbl — ybu-
Balolwen n nopoxpaiolen. XeHWwmnHbl Ha NOMOTHE XyAOXHMKA FOTOBATCA NpWn-
o6WNTLCA K 3TON rPo3HON cune. NMo3ToMy Tak cepbesHbl ux nuua. Ho oHn nNpu
3TOM MNpenesibHO HEeXHbl U XXEHCTBEHHbI — TakK MOYTUN HeCEepPbe3HO (KaK YKpaLleHus,
UTPYLLKW) BbITMAQAT aTpUOYyThl TAMHCTBA B UX PYKaX.

OrHeHHO€e NPOCTPaHCTBO

XyOOXHUK NpoAonXaeT 3KCNePMMEHTUPOBAaTb C CMMBOJIMKOW LiBETa. OTOT
OpaHXeBbI OFHEHHbIN BUXPb — HE OFOHb BoXeCcTBEeHHbIN (Cp. C LLBETOM «XoXae-
HUA B OFTOHb»), HO OFOHb 3€MHOM. DTO OrOHb YeTOBEYECKUX CTPACTer, TeEP3aHni
W ycTpemneHu (He oTopBaHHbIX, oAHaKo, oT bora). MpumevaTenbHO TakXe To,
YTO UMEHHO 3TUM LIBETOM HapucoBaHa cdepa, B KoTopon [leBa Mapus onnaku-
BaeT XpucTa B «llbeTe».



Fire Space
100x100 cm. Canvas, oil.
2000

OrHeHHoe NpPocTPaHCTBO
100x100 cm. XoscT, Macsio.
2000




Power Place
120x90 cm. Canvas, oil.
1999

MecTto cunbi
120x90 cm. Xoncrt, macsio.
1999
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Power Place

The skies descend, the earth ascends rushing high. Upwards and downwards,
the skies and the earth, masculine and feminine. The ancient concepts of the
female Earth and the male Sky inseminating it are refuted. There is some paradox
in “Power Place”; we discover the male phallic Earth rising up and lusting for the
Sky, and the spiral space of the female Sky showing sudden passivity and express-
ing unexpected consent. Lovingly the Earth conquers the Sky, and with tenderness
the Sky yields to the phallic rock personifying the Earth.

MecTo cmnbl

HE60 HMUCXOOWT, a 3eéMJ1A BO3BbIWAETCA, yCTpeMHFlFICb BBbICb. Ber n HN3, 3eMnA
1 Hebo, XeHCKoe U Myxckoe. [lpeBHMe MUdUuveckre NpencTaBleHUs o XeHe-3eM-
ne n oceMeHsAWEM ee MyX4YnHe-Hebe ONPOKUHYTbI. «MeCTo CUMMbl» OKasbiBaeTCsA
TakXe MeCcTOM U cUTyalnen HeKoero napamnokca, Tak Kak Myxckoe, dpannunyeckoe
Hayano 3necb NpeacTaBfieHo B3ObIGNeHHOW BBEPX, BoXAenewwen Heba semnen,
a cnupaneBMaHoe NPOCTPaHCTBO Heba, HaNPOTUB, HEOXWAAHHO MAaCCUBHO, XEH-
CTBEHHO, IEMOHCTPUPYET HEOXMAAHHYIO FOTOBHOCTb OTAATLCA. 3eMiA NIOOOBHO
3aBoeBbIiBaeT He60o, a He6O HEXHO OTAAETCA NEPCOHUPULINPYIOLLEN 3eMITIO CKa-
ne-cphannocy.



Loneliness
50x60 cm. Canvas, oil.
2001-2002

OAuHOYecTBO
50x60 cm. Xonct, macro.
2001-2002

Loneliness

Above the cliff there is a cross, and at the bottom grows a lonely mighty tree.
Both the cross and the tree are deliberately singled out and compared to each other.
There is no way for such a high and huge tree to grow among other trees. Loneli-
ness is its destiny. A man coming of Christ is just as lonely and alienated from the
other people as this tree. Moreover, sometimes he feels as if he was abandoned
not only by the rest of people but by God as well. Let us recall the terrible words
of the Lord on the Cross: “Farther, why hast thou forsaken me? (Father, why did
you abandon me?)” And looking at the painting we have a feeling as if neither the
earth, nor the forest, nor the sky have anything to do with the lonely tree and
cross. This work is much more profound than it may seem at first sight.

OnnHoyecTBo

Han o6pbiBOM CTOUT KpecT, nod o6pbIBOM pacTeT oAMHOKOE MOryyee 0epeBo.
W KpecT 1 oepeBO HapOUYMTO BbIAENEHbI M CONOCTaBMIEHbI APYT C Apyrom. Takoe
BbICOKOE U packnanctoe AepeBo He pacTeT cpeamn Apyrux aepeebes. OanHoYe-
CTBO — ero ygen. Takum xe oauHOKMM, OTOPBAHHbIM OT flloael, CTAaHOBUTCA Yeno-
BEK, nOywnii 3a Xpuctom. bonee Toro — nHorga oH YyBCTBYET Ce6A NOKUHYTbIM
He TonbKo NnoabMu, HO 1 Borom. BcnomHmMm cTpalHble cnoBa locnopa, ckasaHHble
UM Ha kpecTe: «OT4Ye, 3a4eM Tbl MeHA ocTaBun?» (Map. 15:34). Tak U Ha NONOTHe
XYOOXHMKa — KaXeTCs, YTO HY 3eMIe, HU flecy, HU Heby HeT 0o KpecTa 1 gepeBa
HMKakoro gena. dTa paboTa - rnybxe, 4eM MOXeT NOKa3aTbCA Ha NepPBbIA B3rNAL.
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Sunset in Pathos
80x60 cm. Canvas, oil.
2001

Alone 1l

60x50 cm. Canvas, oil.
2000

3akar B MNacpoce

80x60 cm. Xosnict, macsio.

2001
oaun Il

60x50 cm. Xonct, macro.

2000
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Sunset in Pathos. Alone II. The Gate

The sea, the sky and the clouds — here are the artistic means of expression
in these three works. The means are meager and everlasting. But they help
the artist say so much! The chimerical loneliness of the white swirling cloud
in “Alone 11"”... the menacing shreds of the clouds in “The Gate"”, the gate of
Sun-God... the airy white disc of the moon, hanging over the boundless clouds
andwaters, as if preserving their infinity... They are three absolutely different
themes. But the unity of the means of expression in these works unexpectedly
predetermines their intrinsic unity. They are the three faces of the same soul,
three different expressions of the same thought. The mystagogy of “The Gate”
brings us into a mysterious space of a different world. The initiate only can see
the world, can recognize it.

3akart B Macpoce. OnuH Il. BpaTa

Mope, He60, obnaka — TakoBbl Bblpa3nTeNbHblE CPEACTBA XYAOXHMKA B 3TUX
Tpex paboTtax. CpeacTBa CKynble U BEYHblE, HO KAK MHOTO MOXHO CKa3aTb C NX
nomolblo. XmmMmepuryeckoe ogmHoyecTBo 6enoro, knybsaweroca obnaka B «Ofn-
HOM», FPO3HAaA Pa3opBaHHOCTb Ty4 — BpaT bora-ConHua Bo «BpaTax», BO3OywWHO-
6enbln ANCK NYHbI, NOBMCIWIMIA Haa 6ecnpenenbHOCTbIO 06NakoB U Boa (M Kak Obl
XpaHAWKUI 3Ty 6ecnpenenbHOCTb), — TPU abCoNoTHO pasHble TeMbl. HO eAnHCTBO
Bblpa3UTENbHbIX CPEACTB HEOXUAAHHBIM 06pa3oM onpenenAeT N BHYyTPEHHee
(cMbICNIOBOE) €AMHCTBO 3TUX paboT. DTO TPY KA OQHOW M TOW Xe Aywun, Tpn
pa3HbIX BbIPaXeHUA OOHOWN U TOM Xe MbICN.



The Gate
50x60 cm. Canvas, oil.
2001

Bparta
50x60 cm. XoncT, macno.
2001

The Gate

In the whirlwind of yellow-brown clouds with a purple tint, flying up like theatre
sets, the Fire from Heaven is seething. The mystical picture of the vortex-like clouds,
letting the primordial sun through, evokes a strong inner impulse which occurs
at moments of attention focus. At such moments special kinds of forces come on
stage. In different religions and doctrines they have different names. But the
essence is always the same: the force which seems to be under Man’s control is
able to deprive us of the very sense of reality. Intimidating it is impending like a
force of nature, the element which destroys everything on its way. This force is
both beyond and inside Man. The artist’s attempt to get closer to understanding
the nature of the force verges on danger, but it captures and enchants him, gives
his creativity the real sense of eternal search and understatement.

BpaTta

B BMXpe XenTo-KOPUYHEBLIX C INNIOBbIM OTIIMBOM 0651aKOB, B3feTaloWmx, Kak
TeaTpalnbHble gekopaunn, KUNUT HebeCHbIN oroHb. MuUcTMYeckan KapTUHa BUXpe-
06pasHbIX Ty4, OTKPbIBAIOLLNX NEPBOOLITHOE COJTHLIE, CONEPXMUT CUMNbHbIA BHYTPEH-
HUIA UMNYIbC, KAKOW 6biBa€T B MOMEHT KOHLIEHTPaUMM BHAMaHWA. B Takue
MWHYTbl OEACTBYIOT 0COObIE CUIbI, B PA3INYHbIX PENIUTUAX N YYHEHUAX UMelowne
pa3nuyHoe obbAcHeHMe. Ho cyTb oagHa: cuna, KoTopas KaxeTcsA NoABNacTHON
Yyenoseky, cNocobHa NUWKNTL €ro YyBCTBa peanbHOCTU, HAABUTaACh CTPALIHO, Kak
NPUpPoOAHasA CTUXUA, YHMYTOXaloWwanA BCE Ha CBOEM NYyTK. DTa cua BHe YenoBeka
W BHYTpM ero. MNonbiTka XyAOXHNKa NPUOAN3NTLCA K €€ MOHMMAaHWUIO rpaHnymnT
C ONAacHOCTbIO, HO OHa 3axBaTbIBaeT, OKONAOBbLIBAET N NpuAaeT TBOPYECTBY HaCcTOA-
WKW CMbICST BEYHOTO NMOUCKa N HEAOCKa3aHHOCTW.
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The Snail
40x40 cm. Canvas, oil.
2002

Ynutka
40x40 cm. Xonct, macsio.
2002
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Scent of Coffee

The work is part of the cycle “Pranks”. The artist has shown the elements of
fire, water, earth and air in his works. This one is dedicated to the element of
coffee. This element is an open, dynamic whole which is odorous, besotting and
invigorating at the same time. The very nerve of the coffee scent is sensuality
which is perfectly conveyed by the artist. No wonder in Europe coffee was
considered to be an obscene and barbarian drink for a long time. Bach even
composed a special Coffee Cantata ordered by the Coffee House of Zimmerman
of Leipzig so as to “rehabilitate” the drink.

The Snail

Like the previous work “The Snail” is part of the cycle “Pranks”. The bottle-
green house of the snail is self-closed. The slow movement on the canvas goes
from the edges to the centre. It evokes a feeling of some snail-like self-sufficiency.
It reminds us of a fable by Aesop: Zeus invited all animals (as well as a snail) to his
palace for a feast. They were all delighted by both the house and the reception.
The snail was the only one who said that her house was far more beautiful than
that of Zeus'. As a punishment Father of Gods and people made her carry the so
highly cherished house of hers forever. But speaking about the snail we cannot
but recollect that it is also a symbol of unceasing movement toward the goal. It is
the snail that can crawl over a razor blade without being hurt. It can reach its
goal quiet and as if unnoticeable. But the very goal is almost utterly impossible
for others to reach even though they are considered to be “more powerful”
creatures.

3anax kodpe

PaboTa BxoanT B Umk «Wanoctm». Y XyAOXHMKa €CTb KapTUHbI NPO CTUXMIO
OrHA, CTUXUKX BOAbI, 3€MNK, BO3AyXa. DTa — NPO CTUxMio kodoe. ITa CTUXMA — pa-
30MKHYTOe, AMHaMU4YHOe Lienoe, ncTovalollee aypMaHswe-6oapAlnin apomar.
HepBs kodhenHOro 3anaxa — Y4yBCTBEHHOCTb, M 3TO OYE€Hb XOPOLO NepeAaHo Mac-
TepoMm. Hepapom B EBpone nonroe BpemMs kode cumTanca HenpucTonHbim, 6a-
cypMaHCckumM HanuTkom. bax paxe Hanucan «KodenHyto kaHTaTy» (No 3akasy
KopertHoro poma LiummepmaHa 13 Jlennuwmra), 4To6bl ero «peabunutupoBaTb».

Ynntka

Kak n npeabinywan pabota, «Ynutka» BxoauT B unkn «lWanoctu». By Tbino4yHo-
3efleHbI AOMUK YNMUTKM caMO3aMKHYT. MeaneHHoe ABMXeHWEe HanpaBneHo
Ha NONOTHEe OT KpaeB K LeHTpy. TyT Kakoe-TO UMEeHHO yIMTOYHOe caMmodoBfieHune,
YAMTOYHaA CAMOAOCTAaTOYHOCTb. BcnommHaeTcs 6acHA 330na npo ynuTky: 3eBc
npurnacun Bcex 3gepem (M ynmuTky, KOHeYHO) B CBOW ABOopeL Ha nup. Bce 6binn
BOCXMLEHbI 1 AOMOM, 1 MPMEMOM, TONbKO NMLUb OAHA YNMUTKa ckasana, 4To ee
AOMUK NpekpacHel 3eBCOBLIX NanaT. B HakasaHue oTeu 6oroB 1 niopern obpek
YNUTKY HOCUTb CTOJMb BOXAENEHHbI POAHON AOMUK € coboi Bcerga. Ho He Bcé
TaK nevanbHO — yNnTKa elle N CUMBOJ HeNpeCcTaHHOro ABNXeHUA K uenun. imew-
HO ynuTKa nepernonsaet nes3sue 6pPUTBLI, HE NOBPeOUB CBOErO Tefa 1 He3aMeTHO
AocTUras Luenu, kotopas NpakTU4eckn HeQoOCTUXMMa APYTrM, 6ornee «CUNbHbIM»
cyuwiecteam.



Scent of Coffee
40x40 cm. Canvas, oil.
2002

3anax Koche
40x40 cm. XoncT, macso.
2002




Mystery of Loneliness. Wayfarer
80x80 cm. Canvas, oil.
2004

Muctepua oguHouecTBa. NyTHMK
80x80 cm. Xonct, macsio.
2004
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Mystery of Loneliness. Wayfarer

The way to God and light goes through the red-hot sands of the desert. The
journey is a mystery. The loneliness of this sacrament does not lead to despair but
acquires the meaning of a test. As a Chinese proverb says: “Everyone eats and goes
their way by themselves”. That is true. But what is more important is the destination
and the very purpose of the journey. In this regard the proverb comes to one’s
mind — “Loneliness is the shortest way to God".

MwucTtepua ognHoyectBa. MyTHNK

MyTb kK Bory, NyTb K CBETY NEXUT Yepes packaneHHble OKpacHa Neckun NMycTbiHK.
MyTb Yepes HNX — TaUHCTBO. OONHOYECTBO B 3TOM TaMHCTBE NprMobpeTaeT CMbICH
MCMbITaHWA, @ HE MPUBOAUT K OTYaAHUIO. «KaXabI eCT caM U NpoXoauT CBOW NyTb
B OAMHOYKY» — FTOBOPUT KMTalcKas rnocsosmua. Bece Tak, HO BaXHO — Kyaa Yenosek
MaeT u ans yYero oH ectb. Cama cob6oi BCMoMmHaeTca nociosuua: «OanHovec-
TBO — 3TO KpaTyanwmn NyTb K bory».



Slovak Shambala
50x60 cm. Canvas, oil.
2000

CnoBaukasn Wam6ana

50x60 cm. Xonct, macsio.

2000

Slovak Shambala

In our opinion, even the most prosaic and average European country has its
mysteries and the heart hidden from the strangers, its hidden capital — Shambala.
I think that this Shambala (since the artist used this metaphor) is God’s plan for
this country and its people.

Cnoaukas WWlambana

Naxxe camana npo3aunyHas, C Halwen TOYKN 3peHnn, cpegHeeBponenckasa cTtpaHa
MMeeT CBOU TalHbl, CBOE HEQOCTYMNHOE NOCTOPOHHEMY B3rnAady cepale, CBOIO
COKpoBeHHYto cTonuuy — Wambany. lymaeTca, ata Wambana (pa3 yX XyooXXHUK
NpUMeHNn 3Ty MeTadopy) ecTb 3amMbicen boxuin 06 3Tol cTpaHe, 0 ee Hapogae.
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Faith beginning
50x50 cm. Canvas, oil.
2001

Hauano Bepbl
50x50 cm. Xonct, macro.
2001
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Asylum
50x60 cm. Canvas, oil.
2002

Y6emmnue
50x60 cm. Xonct, macro.
2002

Asylum

The rock on the shore opens with a cave. What is to be found there inside?
This may be a hermit monk living in the cave. Or the place may be the home
and shelter for robbers. A cave is always an asylum and a mystery. Fleeing from
Cronus, Rhea gave birth to Zeus in a cave in Crete. On arrival at Ithaca Odysseus
found shelter in the cave of nymphs (where Phaeaces left him sleeping). But at
the same time a cave can be an entrance to Hades or a dragon’s lair. So a cave
is an asylum but not for everyone. A traveler may seek there shelter from a
thunderstorm. But those who are tired and careless run the risk of forgetting
their destination.

Yéexunue

CroAwan Ha 6epery ckana olweprBaeTca 3eBOM newepbl. YTo 3a 3TUM 3eBOM?
MO)KeT, TaM XUBET MOHaX OTWweJNIbHUK, a MOXET, 3TO NpuctaHunile pa36OI7IHI/IKOB?
Mewepa - Bcerpa y6exmuue n Bcerga TanHa. Cnacasacs ot KpoHoca, Pesa poauna
3eBca B [lukTterickon newepe Ha Kpute, Oguccen Hawen NpuioT No npmubbITUN
Ha WTaky B newepe HUMQ (Tam ero cnAWero ocTaBunn peaku), HoO newepa MoxeT
6bITb TakXe BXOOOM B A Unu Nnorosom OpakKoHa. Tak 4TO ecnu newepa n ectb
ybexuule, To He Ana BcAKOro. OHa MoXeT 6bITb BpeMEHHbIM NpUcTaHuLleM ans
NyTHWKa, YyKpbiBalOWWUM OT HENOroabl BHEWHEro Mmmpa, HO TanT B cebe onacHoCTb
AnA NyTHUKa yCcTaBwWero h HeBHNMaATENIbHOIro — OH pUCKyeT 3abbITb O MecTe Ha3Ha-
YyeHunA.
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The Bleak World
40x60 cm. Canvas, oil.
2000

MpuspayvHblii Myup
40x60 cm. Xonct, macsio.
2000
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The Bleak World

The icy peaks of pure mind without a tiny hint of life are cold and bleak. Their
burst of pride is the burst of self-sufficiency, a break-through into nowhere. As
Zabolotsky wrote about the glaring peak of Kazbek: “Away from the plowed
fields, in silence high above the world it was inanely frightful and constituted
double danger to people. No wonder that awake and downcast Khevsurs were
just glancing at its sharp dead slopes”.

Mpur3payHbIi MUp

JNlensAHble BEPLWNHBI YMa, HE OXUBREHHbIE XUBOW XN3HbIO, — XONOAHbI U NpU3pay-
Hbl. VX ropabii NopbIB — 3TO NOPbIB CAMOAOBNEHNA, MOPbIB B HAKYAa. 3a6onouknia
Tak nucan o ceepkatollein sepwmnHe Kasbeka:

A OH, B oTHasieHbe OT rallieH,

B HagMupHOW cBOEV BbilLVHE,

Bbis1 TONIbKO 6€CCMbIC/IEHHO CTPaLUeH
U niogsAam onaceH BOABOMVHE.
Hepnapowm, cripOCOHOK MOHYpPbI,
BHu3y, ns cena csoero,

JInwb MenbKkoM CMOTpesnin XeBCypbl
Ha mepTtBbI€e rpaHu ero.



The Pink Mount
50x60 cm. Canvas, oil.
2001

Po3oBas ropa
50x60 cm. Xonct, macsio.
2001

The Pink Mount

The absolutely unrealistic pink mountain on the dark-blue background produces
an impression of a dream. It seems that the pink colour of the Dawn Goddess Eos’
rosy fingers overcomes the massive rocks making them light and airy.

Po3oBas ropa

AG6COMIOTHO HepearbHan Po30Bas ropa Ha TEMHO-CMHEM (DOHE Co3aaeT Brneyar-
neHve cHa. KaxeTcs, po3oBbIi UBeT (0T6necK paccBeTa — PO30BOMNEpPCTOn 30c?)
npeogoneBaeT MaCCMBHOCTb NOPHbIX Nopona, AenaeTt nx nerknMm n Bo3aywHbIMMW.
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The Primary

Triptych. 170x100 cm, 140x140 cm. Canvas, oil.
2005

NepBunyHoe

Tonntux. 170x100 cm, 140x140 cm. X
2005
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Mystery of Loneliness. Space
80x80 cm. Canvas, oil.
2004

Muctepua oguHouectBa. Kocmoc
80x80 cm. Xonct, macrio.
2004

Mystery of Zikr
100x100 cm. Canvas, oil.
2005

Mwuctepusa 3ukpa
100x100 cm. Xonct, macro.
2005
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The Primary

In this work the artist also follows the traditions of the Holy Trinity iconography
but in a angelic frame. It seems that the angels whom we see on the sides of the
triptych are those on top of the heavenly hierarchy described by St. Dionysius
Areopagite. The painting seems to be breathing with the energy of the tiny parts
that the world was created from. And according to the Bible the angels themselves
are Creations of Fire.

Mystery of Loneliness. Space

The orange-red whirlwind is the combination of the earthly and heavenly in
the never motionless and ever self-suppressing human soul. The human with a soul
like this is lonely, alienated from the others and everyday vanity. But it doesn’t
mean that he is closed to the outside world. The latter (the orange colour) is
“inside” him, but insofar he himself is “inside” God — the wise man identifies
the world with God. Such a person really holds in himself the entire world, the
Universe — Space. The orange colour is the colour of energy. And this is the one
which is selected to highlight the square of Energy in “The Great Whole".

Mystery of Zikr

Zikr (in Arabic literally «cRemembrance [of God]») is the main prayer ceremony
of Sufism, this is an analogue of the Orthodox “smart doing”. In fact, this is praising
to Allah. The highest form of such a practice was "“zikr of the chosen (by God)”
(“zikr al-Hawass") — the prayer ceremony performed by an ascetic Sufi individually.
In my opinion this is the zikr shown by the artist.

MepBuyHoe

M B 3To paboTe BMAHA BCE Ta Xe MKOHOorpadma Tponubl, HO YXe B aHIefIbCKOM
obpamneHnn. KaxeTcsa, 4To aHrenbl, KOTOPbIX Mbl BUONUM Ha 60OKOBbIX YacTAX
TpUNTUXa, — BO3rNaBUTENN Tolh HebecHo nepapxum, o kotopow nucan Ce. AMoHu-
< ApeonarunT. KapTuHa ObIWNT 3HEpPrnen Tex 4acTuu, N3 KOTOPbIX COTBOPANCA
Mup. VN camu aHrensl, no bubnun, — TBOPEHMA U3 OrHA.

MwucTepua oanHovectea. Kocmoc

OpaHXeBO-KpacHbI BUXPb — COEANHEHME B BEYHO NOABUXHON N CAaMOAOBIEI0-
wer aywe YyenoBeka AOMNbHENO U FOPHEro, 3eMHOro 1 6oxecTBeHHOro. Yenosek,
MMeIOWMn TaKyto Ayly, — OANHOK, OTCTPaHEeH OT MioAen, XUTencKon cyeTel. Ho aTto
He 3HAYMT, YTO OH 3aKPbIT ANA MUPaA, MUP «MPUCYTCTBYET» B HEM (OpaHXeBbIN
LBET), HO MOCTOJbKY, MOCKOJMIbKY OH CaM «NPUCYTCTBYeT» B bore — myapeu Bo3-
BOAUT MuUp K bory. Takoi YyenoBek AeACTBUTENIbHO BMeLaeT B cebs BeCb Mup,
BceneHHyio — Kocmoc. OpaHxeBbIl — LBeT dHeprumn. IMeHHO 3TuM LBETOM BbifieneH
KBagpaT dHeprua B «bonbwom Llenom».

MwucTtepusa 3ukpa

3nKkp — no-apabckm 6yKBanbHO «MOMUHAHUE» — ABAAETCA LEHTPASNIbHOM MOSIUTBEH-
HOW NPaKTUKON B cydpnsme, aHanorom npaBoCciaBHOro yMHOro genanus. Mo cytm,
3To cnaBocnoBue Annaxa. BbiClwimm BMAOM Takol NpakTUkuy 6bin «3mkp n3bpax-
HUKOB [BOXbMX]» (3UKP anb-xaBacc) — MONNTBA, TBOPUMAA NMOABUXHUKOM-CydpriemM
B yeAuHeHnW. BepoAaTHO, MeHHO TakoW B1A 3nKpa v NokasbiBaeT HaM XYAOXHMUK.



Soul
100x100 cm. Canvas, oil.
2003

Aywa

100x100 cm. XosncT, Mmacsio.

2003

Soul

In the canvas “Mystery of Loneliness. Space” the soul is shown in its struggle
against passions while here we see it purified and changed. The light-dark bluish
whirlwind is personalized and enlightened by Man.

Aywa

Ecnu Ha nonoTHe «MucTtepusa ognHo4vecTBa. Kocmoc» aylwa yenoseyeckas 6bina
nokasaHa B 60peHNN co cTpacTAMMW, TO 30eCb Mbl BUAMM AYLLY yXe OYULIEHHYIO
1 npeob6paxeHHyto. fonyboBaTo-CUHNI BUXPb BPEMEHUN NEPCOHANN3NPYETCA U NPo-
CBETNAETCA YeTOBEKOM.




Gold of Ancestors
Triptych. 200x140 cm. Canvas, oil.
Version of 2010-2011

30n0TO NpeAKoB
Tpuntux. 200 x140 cm. Xon
Bepcuna 2010-2011 rogos
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Gold of Ancestors
Triptych. Central Part.
The version of 2012

3onoTto npeakos
LleHTpanbHasA 4acTb TPUMTHXA.
Bepcuna 2012 rona
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Gold of Ancestors

The actual source of inspiration for the artists here is iconography. As Florensky
said, it is in icons where the universal human ideal of the beautiful was revealed
most fully. This is the gold which our ancestors bequeathed to us, the touchstone
which is supposed to be the measure of every act of creation. Any good painting
is iconic. Any good painting is a window to the Kingdom of God (as Florensky
said). Here is the idea which unites the three works. We see the darkened faces
of the Saints but the light (sky-blue) overcomes the darkness (grey-brown) and
the feeling of temporary distance vanishes. We can see the Saints right here and
now and as if we could even talk to them. We should point out the artist’s
humbleness — he doesn’t paint icons, he sings a song of praise to the icon as Art
which is at the heart of our culture. The latter is ancient and forgotten and at
the same time carefully preserved and renewed.

Altar

The work is made in the same manner as ‘Gold of Ancestors’. This makes it
even more interesting to compare the iconography of the Trinity in this work and
in “Pilgrimage Into Fire”. In the latter the Trinity is shown beyond the Heaven
while in this painting we see the Trinity in its dispensation and care of the world.
In the first painting Man ascends to God, while in the second one God descends
to Man. On seeing the two angels who are bending their knees in front of the
third one, one remembers the Holy Fathers’ words about the Son and the Holy
Spirit, the two hands which God the Father created the universe with.

30M10TO NpPeakoB

NencTBUTENBbHBIN NCTOK TBOPYECTBA MacTepa — UKOHONWUCb. IMEHHO B MKOHO-
nucu, kak 3ameTtun dnopeHckUii, Hanbornee NoNHO HbiN BbIABNEH BCEYENOBE-
YecKui naean npekpacHoro. 3To TO 30/10TO, KOTOPOe 3aBellanu HaM Npeaku, ToT
NPO6HbLIN KaMeHb, MO KOTOPOMY Mbl OOJIXKHbI CBEPATb KaXXAbli CBON TBOPYECKMIA
akT. Jllobasa xopouwasn XNUBOMNNCb — UKOHMYHA. JTlo6asa xopoLwas XUBOAUCL — OKHO
B LlapcTBO BoXbe (MO BbIpaXeHMo TOro e MIopeHCcKoro). TakoB obWwmnin cMbIcrl,
obbennHAWMA 3TN Tpy paboTbl. Mbl BUOVM MOTEMHEBLUME NTMKU CBATBIX, HO CBET
(HebecHO-cMHUI) 6opeT TbMy (CEPO-KOPUYHEBYIO), U OlyLIeHNE BPEMEHHON ANC-
TaHUWW NponapaeT. Mbl BUANM CBATbIX YK€ 3AeCb M cenyac, 1, KaxeTcA, MOXeM
6ecenoBaTthb C HAMU. Hapno OTMETUTb CMUPEHME aBTOPA — OH HE PUCYET NKOHBbI,
HO noeT xBanebHYyo NecHb NKOHE KaK MCKYCCTBY, NexawemMy B OCHOBE Hallen
KYNbTypbl — APEBHEN U 3a6bITON, HO ONHOBPEMEHHO HEPEXHO COXPaHEHHOWN
1 06HOBMEHHON.

AnTtapb

Pa6oTa BbINOMHEHA B TOM X€ MaHepe, YTo 1 «30/10TO NpeakoB». TeM UHTepec-
Heln cpaBHUTb NKOHOorpadmio Tpoulbl B 3TON paboTe 1 B «XOXAEHNUN B OFOHb».
Tam Tpounua — 3aHebecHa, 30ecbk TpouLia NpeacTaBfieHa B CBOEM HOMOCTPOU-
TenbCTBE, MoneYyeHnn o mmpe. Tam YenoBek NoaHMMaeTcA K bory, 3peck — bor
HUCXOAUT K YyenosekKy. BuaAa AByX aHrenoB, CKNOHMBLUMXCA Nepea TPeTbUM, BCMO-
MUHaewsb cnoa CBATbIX OTUOB 0 CbiHe 1 CBATOM [lyxe — ABYX pyKax, KOTOPbIMU
bor-OTeu TBOPUN BceneHHylo.



Altar
200x160 cm. Canvas, oil.
2010-2011

AnTtapb
200x160 cm. Xonct, Mmacsio.
2010-2011
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Four Elements. Water
100x100 cm. Canvas, oil.
2010

YeTbipe cTuxun. Bopa

100x100 cm. XoncT, macso.

2010

Four Elements. Water. Fire. Air. Earth

Each element is shown in its whirlwind of colour — a combination of the static
and motion. The whirlwind combines both Heraclitus fluidity and Parmenides
serenity and unity. The whirlwind is not chaos, it is an entity, and it is a body. No
wonder ancient people personalized and deified elements. It should beemphasized
that the human soul for the artist is also a whirlwind (see “Soul”). Such an approach
sometimes seems to be much more true to life than the contemporary waves of
probability or superstrings theories.




Four Elements. Fire
100x100 cm. Canvas, oil.
2010

YeTbipe cTuxum. OroHs
100x100 cm. XosncT, macsno.
2010

YeTbipe cTnxmn. Bona. OroHb. Bo3ayx. 3emna

Kaxxpaa cTuxmAa nopaHa B CBOEM LIBETe Yyepes3 BUXPb — COYEeTaHMe CTaTUKN 1
ABUXeHUA. Buxpb coBMellaeT B cebe 1 repak/IMTOBCKYIO TEKYYECTb, U MapMeHU-
OOBCKME MOKOW N €ANHCTBO. BUXpb — He eCTb XaocC, OH HEeYTO Uenoe, OH — Teno.
Henapom opeBHUE NePCOHNPULNPOBANU U 060XECTBAANN CTUXUK. OOBPaTUM BHU-
MaHue — ayla YenoBeyeckas AnA XyOoXHMKa Toxe BUxpb (cM. «dywa»). MHorpa
KaXeTcs, YTO B TaKOoM rnoaxofe 6onblue XMU3HEHHOW NpaBAbl, Y&M B COBPEMEH-
HbIX BOJTHaX BEPOATHOCTM UIN CynepCcTpyHax.
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Four Elements. Air
100x100 cm. Canvas, oil.
2010

YeT1bipe cTuxum. Bospayx

100x100 cm. XoncT, macso.
2010
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Four Elements. Earth
100x100 cm. Canvas, oil.
2010

YeTtbipe cTuxun. 3emna

100x100 cm. XoncT, macso.

2010
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Wandering Stars
100x100 cm. Canvas, oil.
2005

Bbnyxnpaowune 3se3fbl

100x100 cm. Xonct, macso.

2005
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Wandering Stars

“Star differs from star in glory” the Apostle said. But for the epithet “wandering”
and the colour diversity of the canvases, we might say that these are “portraits”
of angel stars shown through the same symbols of the colour and whirlpool. But
actually these are portraits of humans, to be more precise — the portraits of their
souls, wombs and hearts.

Bnyxpaioouwwe 38e30bl

«3Be3fa oT 3Be3[bl Pa3HUTCA B claBe», — roBopun Anocton. Kasanocb 6bl, MOX-
HO CKa3aTb, YTO 3TO «MOPTPEThI» 3BE3[-aHreNoB (AaHHbIE Yepes Ty Xe CUMBOMUKY
uBeTa 1 BMXpA), ecnn 6bl He 3NnTeT — «bnyXpaowme» U LBEeTOBOE pasHoobpasune
nonoTeH. HeT, 3To BCé Xe — NOpTpeThl NII0Ae, To4YHee Aaxe — Ay nogen, nx ytpob
1 cepaeu.



Wandering Star. Claret
100x100 cm. Canvas, oil.
2005

bnyxpaouwasn 3se3fna. bopno
100x100 cm. XoncT, Mmacso.
2005




Thy Will Be Done
70x60 cm. Canvas, oil.
2002

«[la 6ypeTt Bona Teoa»
70x60 cm. XosicT, Mmacsio.
2002
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Thy Will Be Done

The stooping figure of the angel symbolize the humility of every living thing
(=all creation) before the Creator. The mysterious red background is accurately
constructed keeping the view in tension. The concentric red circles are locked in
“concentration” which is not just the visual dominant of the picture, but also
the point where the cosmic energy comes from.

The Great Whole

Light is substantial. Its flashes are similar to space breath, but this breath is
imperceptible for the artist. Space breathes the colour. Ripples in this breath set
the tempo of human life. Inhalation and exhalation. Life and death. Beginning
and end. All these phenomena do not exist by themselves; they consist in the Great
Whole. The energy of the wine-red circle (Eternity) creates the world. The orange
circle (Energy) witnesses the triumph of life flaring up in full measure. The dark
and light blue circle (Spirit) is the circle of life incarnated from white. And the
final circle (Infinity) is the circle of “living” death, the sphere where the cold of
the black and blue colour is unable to defeat the power of red (the red here is
“cooled down" to the tragic violet colour). There is a small violet spot pulsating
weakly in the centre of the “living” death. It is the heat the cold failed to devour;
it is the life the core of which the death failed to reach. The death of space is not
definitive. And tomorrow the violet spot will give rise to the life with renewed force.
“The Great Whole" is the hymn of never-dying life, hiding away from the cold of
death in its core and bursting out again with new energy to start a new cycle.

«[la 6yneT BonA Teoa»

CorbeHHasn cdomrypa aHrena cMMBONM3MpyeT CMUpPeHNe TBapu (=co3naHuns) nepen
TBOpPLOM. 3arafo4Hblil KpacHbIA OOH YeTKO CTPYKTYPMPOBaH, AEPXMUT 3puTens
B HanpsxeHnn. KoHUeHTprYeckmne Kpyru KpacHOro 3aMblKaloTcA B «CPefoToUnm»,
KOTOpPOE ABMIAETCA HE TOSIbKO BU3YalibHON IOMUHAHTOM KapTUHbI, HO U TOYKOW,
OTKyAa npomncTekaeT KOCMUYecKkasa 3Heprua.

bonbwoe Llenoe

CeeT maTepuaneH. Ero Bcnbiwkm nogo6Hbl AbIXaHWIO KOCMOCA, HO 3TO AbiXaHue
yNOBUMO ANA B3rnAna XyAoXxHuka. Kocmoc ablwnT uBeTomM. A nynbcaumsa 3Toro
OblIXaHWA 3a0aeT PUTM XU3HU Yenoseka. Boox v Bbinox. XnsHe n cmeptb. Havano
1 KoHel. Bce 3To He camocylume (=cylwecTBylowme camu no cebe) ABNEHNA, a YacTn
xmuBoro «bonbworo Llenoro». SHeprua 6opaosoro kpyra (BeyHocTb) cosnpaeT
Mup. OpaHXeBbIN KPYr (DHeprua) — cBUAETENbCTBO O XM3HM BOCTOPXECTBOBAB-
Wewn, BCMbIXHYBLWENX B cBOoel nonHoTe. CnHe-rony6oi kpyr (dyx) — Kpyr XuU3sHu,
Bonsowatouenica us 6enoro. U, HakoHeu, nocnenHuii Kpyr (BeckoHeYHOCTb) —
3TO chepa «KMBOW cMepTU», chepa, rae Xoof YepPHOro U CMHEro He cnocobeH
0o KoHUa nobeanTb cMny KpacHoro (KoTopoe «oxnagmnocb» 3geck A0 TParnyeckoro
d1oneToBOro). B ueHTpe «XXNUBOW CMepTu» NyNbCUPYET efe 3aMeTHasA PUoneTo-
BaA TOYKa. DTO TEMNO, KOTOPOE He CMOT NMOMNOTUTb XONo[, XN3Hb, 0O CPEA0TOYUA
KOTopou He cMorna gobpaTtbcAa cMepTb. CMepPTb KOCMOCa HE OKOHYaTeslbHa, U 3aB-
Tpa 13 P1ONEeTOBOWN TOYKM BHOBb BCMbIXHET 6arpAHbIA paccBeT 6bITUA. «bonbwoe
Llenoe» — 3T0 F’MMH XWU3HW, TMMH HEyMUpalowWwei XU3HW, ywenlwen «s ceba» ot
xonopa cMepTun, YTo6bl BHOBb BCMbIXHYTb SHEPTMEN U XU3HbIO Ha Cnedyiolen

cdase.



The Great Whole
200x200 cm. Canvas, oil.
2010

Bonbuwoe Lenoe
200x200 cm. XoncT, macno.
2010
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Eternity
Canvas, oil.
2010

BeyHoCTb




Energy
Canvas, oil.
2010

dHeprusa
Xorict, macsio.
2010




Spirit
Canvas, oil.
2010

Ayx
Xonct, macro.
2010
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Infinity
Canvas, oil.
2010

BecKOHe4YHOoCTb
Xonct, macno.
2010




Portrait of Catherine
80x60 cm. Canvas, oil.
2010

NMopTtper KatapuHbl
80x60 cm. XoscT, Macsio.
2010

Portrait of Oligarch
100x80 cm. Canvas, oil.
2011

MopTpeTt onurapxa

100x80 cm. Xoncrt, macso.

2011
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Portraits of Catherine, Alexander Nikolaevich, Oligarch, Galina

We have already spoken about the artist as a portrait painter (see “Woman'’s
Portrait”, “Pani Virginia”). We can hardly add anything brand new to the previous
analysis. The style is the same as well as the icon symbols. In contrast to “Wandering
Stars” in such paintings the inner is shown through the external. But as Goethe
said: “Stupid are those who don’t judge by appearances”. There is always a direct
visual impression lying at the heart of the true judgment of a person. The most
important point is that the external wouldn’t remain just outward appearance
but point out to the inner, even more — they should create some unity, a single
entity. So to create and to express this single entity is an artist’s task. We must
point out that in this series of the paintings the artist coped with the task perfectly.
Special mention should be made of the portrait of oligarch. We can literally see
how strong-willed and shrewd the person is. At the same time we see that the
power and money haven't actually brought much joy into his life. This is especially
noticeable in contrast with the other paintings. We cannot but remember “The
Portrait” by Gogol as well as the portrait of “The Forerunner” in which the face
of “the greatest prophet in the Old Testament” grasps our attention by its expressive-
ness and even “savagery”. The latter is so typical of those being ascetic who chose
life in the uninhabited and wild space of a desert.

MopTpeTbl KaTapuHbl, AnekcaHapa Hukonaesun4a, onurapxa, lanuHel

Mbl yxe roBopunu o6 aBTope Kak XyooXHuKke-nopTpeTucte (cm. «MopTtpeT
KEHWMHbI», «MaHn BupruHnsay). K sTomy pazbopy BpAQ M MOXHO npnbaBuTb
YTO-TO MPUHUMNMANBHO HOBOE. TOT Xe CTW/b, Ta XXe NKOHNYHaA CUMBOJIMKA.
B otnnuue ot «bnyxpaowwnx 38e3n» BHyTPEHHEe OaHO 30eCb Yepes BHELWHee,
HO, Kak 3ameTun leTe, «Myn TOT, KTO He CyAWUT MO BHEWHOCTU». B ocHoBe BepHOro
CY>XOEHWNA O YenoBeKe BCeraa NexnT HerMocpeacTBEHHOE, BU3yalibHOE BrieyaTsieHue.
BaXxHoO, 4TO6bI BHELWIHEe HE OCTaBanoCh NUb BHEWHWM, HO YKa3biBasnio Ha BHYTPEH-
Hee, TOYHee Jaxke — co3aaBasno C HAM eanHCTBO — Lenoe. Co3aaTh (Bbipa3uTb) 3TO Le-
noe — 3agayva XyooXHWKa, 1, Halo CKa3aTb, B 3TOW cepun NOPTPETOB aBTOP C HEN
BrnosHe cnpasunca. Oco6eHHO ciefyeT OTMETUTbL MOPTPET onurapxa — 3putesnb
6yKBanbHO BUOAUT Hecrmbaemyto BOMO M MPOHULIATENIbHOCTb 3TOr0 YenoBeKa.
Ho oH BMAWT 1 TO, YTO BNACTb U A€HbIN HE OOCTaBUNN eMy 0cobon panocTu. B Haum-
60nbluel CTENEHM 3TO 3aMETHO MO KOHTPACTY C APYrMMU nofioTHamMmun. HeBonbHO
BCnomMuHaeTcA «MopTtpeT» lorona. CunbHOe BNeYvaTiieHe NpoOu3BOANT TakXke
nopTpeT lNpeaTeyun, roe NnMUO «Bennyanwero N3 NpopokoB BeTxoro 3aBeta»
OCTaHaBNMBAaeT BHUMaHUeE 3puTena CBOEN BbIPa3nUTENbHOCTbLIO U AaXe «ANKOCTbIOY,
CTONb XapaKTepHOW ONA NOABUXHMKA, KOTOPbI NOABA3aNCA B HEOOXUTbIX, ANKUX
NPOCTPaHCTBaxX NMYCTbIHW.



Portrait of Alexander
Nikolaevich

80x60 cm. Canvas, oil.
2010

NMopTper AnekcaHppa
HukonaeBunya

80x60 cm. Xonct, macsio.
2010
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Ah, Alexander Nikolaevich
65x54 cm. Canvas, oil.
1999

Ax, AnekcaHap Hukonaesun4
65x54 cm. Xosnct, macsio.
1999
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Ah, Alexander Nikolaevich

His eyes shut, deep in thought the man retreated into himself. But the gesture
of holding a cigarette retains him in the reality of “here and now"”. It is the
portrait of a man caught by the artist in his in-between state (between the state
of retreating into himself and the world, his social life and relation to other people).
Deep in his thought the man seems to be awaiting a word from the interlocutor
(the viewer). And this “awaiting” creates a very special effect - the man with his

eyes shut and unavailable for the viewer leaves an impression of an interlocutor,
a man in close contact with the viewer.

Ax, AnekcaHap Hukonaesuny

3aKkpbIB rfasa, MyX4unHa ywen B cebsa. Ho XecT pykun, gepxallen nanmpocy, uen-
KO NEePXUT «ylleawWwero» B CUTyauumn «3aecb 1 ceryac». DTo NOPTPET YenoBeKa,
BbIXBAY€HHOTO B3rMAQOM XyAOXHMKA B MOrPaHNYHON CUTyauum mexay cobom
(npebbiBaHMe B cebe caMOM) N MUPOM (XKM3HbIO coOLManbHON, o6paleHHOCTLIO
K Opyrum). 3anyMaBLINNCA O YEM-TO CBOEM MYXUMHA Kak 6yaTo XOeT cfloBa OT COo-
6ecenHuKa (3putens). U 3To «oxmnoaHue oTeeTa» co3paeT YAMBUTENbHbIN 3chdoekT —
MY>UMHA C 3aKPbITbIMU, HEAOCTYNHbIMMW 3PUTENIO FNa3amMu OCTaBnAEeT BnevaT-
neHune cobecenHnKa, To eCTb YeNOBEKA, HAXOAALLErOCs CO 3pMUTenemM B CBA3N.



Portrait of Galina
Canvas, oil.
2011

NMopTtper NannHLI
Xonct, maco.
2011
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Conception

Triptych. 60x60 cm. Canvas, oil. 2004
Power of Warrior

150x50 cm. Canvas, oil. 2010

3auaTtme

Tountux. 60x60 cMm. Xosct, macio. 2004
Cuna BoMHa

150x50 cm. XoncT, macno. 2010
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Conception
The synergy of the divine and human will shown through the red-orange
whirlpool (a new body is being created) is the theme of this work.

Power of Warrior

In the middle of the painting there is the human soul (the blue whirlwind) in
its anticipation of God and the world. Neither God (the powerful red stream) nor
the broken human passions (the orange) can shutter its serene courage. The blue
colour conveys the combination of power and humility in Man of Valor. As Clive
Luis would most likely say: “This is the greatest combination of all the possible
ones.” Kambey (“Seven Samurai” by Kurosawa) was an example of such a warrior.

Christ to the People

The wide open eyes of Christ’ are watching people. The artist seems to have
caught the very last moment of His earthly life, to have conveyed His last glance
at the world. All done, all said — what is to do is to have the last gulp from the
Bowl which Jesus prayed about in Gethsemane. And there is no hate or anger to
His tormentors in King’s eyes. His eyes are clear and serene. They are the eyes of
the Winner.

3avaTtne

CuHeprusa boxecTBEHHON N YeNOBEeYECKOW BOMY, NepenaHHas Yepes KpacHo-
OpaHXeBbIN BUXPb (TBOPUTCA HOBOE TENO — HOBOE €AVNHCTBO) — TAKOBA TEMA 3TOMN
paboTbl.

Cuna BovHa

LileHTp nonoTHa — YyenoBeyeckas aywa (ronyb6on BUXpb) B NpeacToAaHun bory
1 MUpy. HU MOLWHbIN KpacHbIN NoTok (Bor), HM pa3opBaHHbIe YerloBeYeckue
cTpacTy (OpaHXeBoe) He MOKONEeBNIOT ee CNOKONHOro MyxecTBa. fony6on uBeT
rOBOPUT O COYETAHUM CUIbI U CMUPEHUA B HobnecHoM YenoBeke («MpekpacHen-
WeM coYeTaHUN N3 BO3SMOXHbIX», — 3amMeTun 6bl Knane Jlbilonc). Takum BOMHOM
6b1n Kam631 n3s «Cemu camypaes» KypocaBbl.

XpucToc K nogam

Linpoko packpbiTbie rnasa Xpucra CMOTPAT Ha nioaen. KaxeTca, 4To XyAOXHN-
KOM CXBayeH nocnegHnm Mur 3eMHOM Xn3Hn Xpucta, nepegaH nocneqHUn B3rnan
Ero Ha mup. Bcé cnenaHo, Bcé ckazaHo — 13 Yawwn, o kotopown Nncyc monunca
B fedpcMmaHckoM cafy, ocTanocb AONUTL NoceaHni rnoTok. Ho Bo B3rnAne Lapsa
HeT HEHaBUCTU 1 3N106bI K CBOMM My4uTeNAM. B3op ero ficeH n cnokoeH. 3To
B3rnAan MobenuTtens.



Christ to the People
100x70 cm. Canvas, oil.
2010

Xpucroc K niogamM
100x70 cm. XoncT, Macso.
2010
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Path of Fire
100x100 cm. Canvas, oil.
2011

Nlopora orxsa
100x100 cm. XoscT, Macsio.
2011

Path of Fire

In a sea of crimson flame winds a path going into the distance. The soul (angel)
is preparing to step on the path in its ascent to God. And it seems God created
this path on purpose — for this particular soul.

Nopora orHa

MNMocpean Mmopsa orHA 6arpAHOro BbeTCA, yXoAsa BAanb, gopora. flywa (aHren)
rOTOBMTCA BCTYNMUTb Ha Hee B CBOEM BOCXOXAeHMU K bory. U kaxeTcs, 4To 3TOT
nyTb 6bI CrieumnanbHO COTBOPEH OCMOAOM MMEHHO AMA 3TON OyWu.




Fire-maker

80x60 cm. Canvas, oil.
2012

Master of Fire
80x60 cm. Canvas, oil.
2012

Macrtep orHa

80x60 cm. XoscT, Mmacsio.
2012

XO3AMH OrHa

80x60 cm. XoscT, Mmacsio.
2012

Fire-maker. Master of Fire

The works develop the theme of “Mystery of Fire”. The main difference is that
the emphasis here is shifted to the image of the ascetic. In the “Mystery” it is
Fire that is more emphatic, in these works it is Man. In the first case we deal with
mystery, in this case — with the mystagogue. The painting “Fire-maker” as if
showing a soldier in flames, in his element, is consonant with “Master of Fire".
In the latter inside the mystery is Man who is able to control the flames subdued
to his magic power.

MacTep orHA. Xo3auH orHs

PaboTbl npogonxatoT TemMy «Muctepum orHaA». MaBHOe oTNMYMe — BHUMaHWe
nepeHeceHo 3necb Ha o6pa3 NoABUXHMKA. TaM Ha MePBOM MylaHE OroOHb, 3AeCh —
yenosek. TaM MuUcTepus, 3aecb — Muctaror. Pabota «MacTep orHa», kak BOMH
B M/IaMeHU, B CBOEWN CTUXMN, MEPEKIINKAETCA C «XO3ANHOM OFHA», rAe BHYTPU MUC-
Tepumn yxe YenioBekK, CNocobHbIN 0by3naTh NnamMs, NOKOPMBLIEECA €ro Marnye-
cKom cune.
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Star. Birth
120x120 cm. Canvas, oil. 2010

3Be3pna. PoxxaeHne
120x120 cm. Xonct, macso. 2010
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Golden Dream
100x100 cm

2010

il

s, O

Canva.

N COH

3onorol

2010

. Xoncrt, macsio

100x100 cm
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Uriel
80x60 cm. Canvas, oil.
2010

Ypuans
80x60 cm. X
2010




Star. Birth. Golden Dream

In the first painting we see the birth of a star — an explosion. In the second one
there is its mature golden flame. The flame is so serene and beautiful that it can
be easily taken for a dream. In these works we should pay a special attention to
the symbol of cross which, according to Florensky, lies at the base of everything
existing. In these works the stars are as if born by the cross and at the same time
they themselves give birth to the cross. The diagonal lines convey the flow of
energy while the following up explosion and glare indicate its release.

Uriel

According to the Orthodox beliefs Uriel (Uriil) is the Archangel ruling over the
heavenly bodies. After the Fall of Man he was chosen by God to guard the gates
of Paradise. The artist follows the traditions of classical iconography (even though
using unusual colours), by which the Archangel was portrayed with a drawn sword
in his right hand and a flame in his left one. His name is Flame of God. St. Innocent,
Archbishop of Kherson wrote the following about him: “As an Angel of light, he
enlightens human minds revealing useful truths to them; as Angel of Divine Flame
he inflames the hearts with love to God and purifies them of the impure earthly
affections”.

Fire

Making its way through the cold of cosmic night the terrestrial fire, the fire of
sacrifice, busts out of the abyss of human despair. The fire demands the answer
from God. Man expects mercy from the Skies — warmth, fullness of life, happiness.
There was no answer given yet. And it implies dramatic tone of the picture. But
here the fire burns the cold of space and singes the heavenly body with its vital
energy.

3Be3na. PoxpeHne. 30n0Tom COH

Ha nepBoM NonoTHe Mbl BUAMM pOXAeHMe 3Be30bl — B3pbIB. Ha BTOpon — ee
3penoe, 30510Toe ropeHne. flopeHne HaCcTONBKO CMOKONHOE 1 NpeKpacHoe, 4YTo
€ro MOXHO flaXe NPUHATb 3a COH. Hago oTMeTUTbL CMMBONUNKY KpecTa (nexaluero,
no ®nopeHCcKoMy, B OCHOBaHUM CyLlero) B 3Tux paboTax. 3Be3abl Ha MONOTHax
Kak 6bl pOXOEHbI KPECTOM M B TO Xe BPeMsA CaMM NMOpPOoXAAIOT KpecT. inaroHanb-
Hbl€ MOJSIOCbl — 3TO MOCTYMNJIEHNE SHEPTUN, a CleayowWwnii 3a Hel B3pbIB N CUAHNE —
ee BbicBOHOXOEHME.

Ypuanb

B npaBocnaBHon Tpaauuunm Ypuanb (Ypuun) — apxaHren, BnacTByoWWUA Had
cBeTUnamMun HebecHbIMU. Mocne rpexonaneHns Yenoseka oH 6bin NocTaBneH
Borom oxpaHAaTb BpaTa PaA. CornacHo TpagnUMOHHOW NKOHOTrpadmn, KOTOPOW
cnenyeT XyoOXHUK (XOTA U UCNONb3yA NpPY 3TOM HeobOblYHble LIBETA), €ro N3o-
6paxkanu ¢ o6HaXeHHbIM Me4YOM B NMPaBoOW PyKe 1 C OTHEHHbLIM MJIaMeHEM B Je-
Bol. Camo nms ero — OrHb boxuin. MHHOKEHTU XepCOHCKUI TaK NMMNCan O HEM:
«Kak AHren cBeTa, OH NpOCBeLWAaeT yMbl JlloAel OTKPOBEHUEM UCTUH, ONA HUX
nonesHbix; kak AHren OrHA BoxecTBeHHOro, oH BocnnamMeHsaeT cepaua nob6oBbio
K Bory n uctpebnsaeTt B HUX HEYNCTbIE MPUBA3AHHOCTN 3€MHbIEY.

OroHb

MpoTopratowmnnca ckBO3b X004 KOCMUYECKOM HOYM 3€MHOMN OFOHb — OFTOHb
XEPTBEHHbIN, BCMbIXHYBLIWA N3 FNYOUHBbI YeNIOBEYECKOTO OTYaAHUA. DTOT OrOHb
TpebyeT oT bora oTBeTa. Yenosek xaeT oT Heba MUNOCTU — Tenna, NOMHOTbI XMN3-
HW, c4acTbA. bor ewle He oTBETUS, N 3TO NpUAAET KapTUHe 0Ccobyio APamMaTUYHOCTb.
Ho yxe cam oroHb nNoxupaeT xonoa KOCMoca, onanAa MepTBOe CBETUNO 3Hepru-
€N XU3HN.

Fire
200x140 cm. Canvas, oil.
2011

OroHb
200x140 cm. Xonct, macio.
2011
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The Meeting Place

80x80 cm. Canvas, oil. 2010
MecTto BcTpeun

80x80 cm. Xonct, macno. 2010

Man/Woman

150x90 cm. Canvas, oil. 2011
Man/Woman

150x90 cm. Xoncrt, macno. 2011
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The Meeting Place

The two arrows point to the place of meeting, highlighted by a few strokes
of luscious pink. It gives an impression that these were the arrows that created
this centre. That is how two people meeting create a new reality.

Man/Woman

As you may easily guess this is the Yin and Yang expressed by the 21st century
language of art. The symbols are extremely simple — the letters M and W reflect-
ing each other. The upper corner is the Yin whereas the wave going up from
the under is the Yang. They are conveyed through the red and pink colours. In
fact, the artist has created a new hieroglyphic symbol which is identical to the
conventional one by meaning. This is the only work which the artist calls “concept-
ual”, that is “coming from the mind not from the heart”.

Joy

We have already touched upon the symbols used in this painting many times.
A few whirlwinds randomly placed on the skin colour canvas on the green-golden
background convey the joy of human meeting and communication. The latter is
always a little chaotic, unpredictable and full of joy. This is an unintended feast.

MecTo BCTpeuun

[Be cTpenbl, ykasyolwmne Ha MecTo BCTPeUMN, BbiieNIeHHOE HECKONIbKUMU COYHbI-
M1 Ma3kamMu po3oBoro. KaxeTca, YToO MMEHHO CTpeNiku co3ganu 3ToT LUeHTp. Tak
BCTpeYa Niogen TBOPUT HOBYIO peanibHOCTb.

Man/Woman

Kak HeTpyaHO gorapaTbCs, 3TO UHb U fiH, BblPaXXe€HHbIe XyAOXEeCTBEHHbIM A3bl-
koM 21 Beka. lNpenenbHO NpocTaa cMMBoOnmMKa — 6ykebl M 1 W, oTpakaiowue apyr
apyra. Myxckoe (yron cBepxy) v XeHckoe (BOJIHA CHU3Yy) Havyana nepenaHbl Yepes
KpacHbI 1 po30BbIN LBeTa. Mo cyTn, aBTOp co3nan HOBENWNIA nepornnduyeckmm
CMMBO, MO CMbICTY TOXXAECTBEHHbIN TPaANUNOHHOMY. EOnHCTBEHHaA paboTa,
KOTOPYIO aBTOP Ha3blBaeT «KOHLIeNTyanbHON», TO eCTb «Mayllen ot yma, a He oT
oywm».

PapocTtb

Heckonbko cnyyaiHO pa3MelleHHbIX Ha MONOTHE TENECHOrO LIBeTa BUXPEW (CUM-
BOJINKY KOTOPbIX Mbl YK€ He pa3 3aTparnBanu) Ha 3e51IeHO-30/10TUCTOM CDOHE
BbIpa>aloT PafoCTb YeNIOBEYECKOW BCTPeUn u obuweHunsA. Takoe obweHne Bceraa
HECKOJIbKO XaOTM4YHO, HENpPeaAcKa3yeMo 1 BCceraa pafoCcTHO. 3TO CllyYanHbIn
npasaHuK.



e

Joy

il.

ol

Canvas,

60x60 cm.
2011

PapocTb

maciio.

Xorcr,

60x60 cm.
2011
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Igor Kalinauskas: the art of being yourself

Modern society suffers from permanent neuroses. People
in big cities feel more estranged and lonely; they experience
unbearable boredom and pain because of the inability to
become a complete personality, to find integrity, and lost
acuity of feelings. In this situation it is a psychologist who
acquires great importance as he is a person who has assumed
the role of a confessor in our secularized and uncharmed
world, a healer of souls and, in a sense, a magician able to
advise a path to salvation to a lost soul, to give them hope
for a better future.

The hero of our story, Igor Kalinauskas, is known as a
psychologist, as well as an efficient business coach. He is
surrounded by hundreds of students, admirers and just
friends, acquired on his long and complicated life journey
from all over the world. Alongside with psychology, Igor
Kalinauskas is engaged in the fine arts, he organizes exhibi-
tions in various art centres and galleries all over the world.

—Igor, could you tell us how your passion for art began?

Igor Kalinauskas: | have been interested in art since child-
hood. Once | spent a whole year attending the Palace of
Young Pioneers and Schoolchildren to paint in watercolours,
and one of my paintings was even exhibited at the city art
exhibition. Music, painting, theater, poetry, literature — this
entire world of art has always been taking an important place
in my life. At the same time, | got interested in philosophy
and psychology. It was a kind of protest against the Soviet
reality. As we all remember, Lenin excluded the study of
logic from the university curriculum, and then Stalin excluded
psychology. And | decided to study psychology as a sign of
disagreement.

Psychology and art were two parallels which went to-
gether for so long, and they first met in the profession of
a stage director. | deeply admire Pyotr Mikhaylovich Yershov;
he influenced me enormously — he wrote a wonderful book,
named “Directing as a Practical Psychology”. And actually,
all my theatrical activities, some studios and etc. were just
something medium between a psychological research labo-
ratory and the theatre as it is. That’s why | used to be at
times accused that my directorial creations were more like
lectures than performances.

— And did you yourself act in those performances?

- Yes! | am quite a good actor. Even being a stage director,
I was always an expert in replacing actors. For example, when
someone got ill, the head of the troupe tried to catch me
when | was on my way from my morning rehearsal and told
me: “You will have to play tonight”. And that very night
| was on stage.
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— Were you a director of the classical or the avant-garde
trend?

— | graduated from the Shchukin Theatre School. That's why
I am a follower of Schukin style, so to say a Vachtangov's
director. It speaks for itself. The more time passes, the more
strongly | get convinced that | do fancy “theatre of game”,
unpredictable, not the conventional one, but that of game.

For example, here in Kiev, when | had a small playhouse,
| put on the stage the performance which | love greatly. It
is named “Yurodiya” and based upon the novel “Crime and
Punishment”, as if seen with the eyes of the weak-minded.

— It is very interesting ...

- Yes, it was a really interesting experiment. The perfor-
mance was announced as “Performance-prayer in four
parts”, and, of course, every part of it contained a prayer.

At that time my friend Boris Tiraspolsky and | were very
interested in vocational psychology. And we managed to
ascertain that Stanislavsky borrowed all his psycho-tech-
nique and all the exercises from the book “Raja Yoga” by
Ramacharaka, an American who studied in India. That's
why, at the time, when everything foreign was prohibited,
in all theatrical institutes of higher education and technical
schools (at those times they existed!) the first-year boys and
girls studied raja yoga being unaware of it and thinking that
they were taught according to Stanislavsky system.

Later we managed to find out some other things. Thus,
our system named “Fire Flower” was born. And when
I legalized it, it became known as “Differentiated Functional
State” — DFS.

| developed all those methods for the theater, but it
turned out that our system can be more widely applied.

I used it in the clinic, where | worked with people suffering
from sicknesses after the Chernobyl disaster. | also applied
it to my work with the highest rank sportsmen. And, in
general, I've been practicing it myself through all my life.

— Could you describe your system in a few words
for people who have never heard of it?

— The main point of the process is the activation of inter-
nal resources. The fact is that a person has a huge internal
potential, which he practically never uses. And even if he
does, then he employs it accidentally. This huge internal
potential is accessible. I've spent 50 years to discover the
essence using various sources and practices. And by doing
this | ruined my own reputation. You know, I studied from
a Sufi master, | plunged into all sorts of adventures just to
try the maximum of the possible in practice. And finally,

I managed to extract the information of purely technical
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nature. Certainly, it is not easy, but it is accessible. It is nei-
ther mysticism nor magic; it’s the way into yourself. | follow
this way in my own life, as well as in work and creativity.

— When did you take up the fine arts?

— As a stage director, I've put more than sixty plays on stage.
And naturally, | have always worked with artists and stage
designers. | have always dealt with artists, enjoyed to call
on them, to visit their studios, to smell the paints, and to
see the works of various genres and styles. But | didn’t draw
anything myself.

So many-many-many years passed. At the age of 48 | took
up singing. And so the duet named “Zikr” was born, now
it celebrates its 20th anniversary next year. And in some
1996 or 1997 — | can’t remember exactly now — | suddenly
found fancy in painting in gouache and watercolors. | draw
fantastical flowers and other things. But it was not serious.

And to be earnest it all started this way. We had a Psycho-
logical centre in St. Petersburg, and when the guys were
finishing repairing it, | said, “Oh! It would be nice to place
a kind of a long picture here. Please, get the surface ready
for me and I’ll paint”. But | forgot about it. A month later,
they called me and said, “lgor, we have prepared every-
thing: paints, brushes and everything is grounded”.

| arrived, reached the second floor, and there was a piece
of wood chipboard of immense size, 1 centimeter thick and
professionally grounded. The workers found the guys who
knew how to make a real ground and bought all the Italian
tempera in St. Petersburg. So what could | do? In general,
it took me a week to prepare. | had never really painted
before. Then, using all the same activation system, with great
interest | watched my own hand, that knew which brush to
take, how to apply paint, etc. It seemed that my hand knew
it all and | just kept the overall intention under control. It
was extremely interesting.

Generally speaking, | struggled and struggled, and
eventually | painted the picture. | called it “The Bowl". It
traveled in St. Petersburg for a very long time. It appeared
in every Centre we opened. And it finally found its owner
three or four years ago, when | left St. Petersburg. He took
it to his country house and placed it there. He had to drive
huge hooks into the wall, because that wood chipboard
was a terribly heavy thing.

— How dlid you make up your mind to continue this experience?

— Once we moved to Lithuania, to Zarasai for the summer.
There was a big wonderful wooden house on the lakeshore.
And suddenly I said - it’s always interesting for me to hear
something in me speaking surprising things: “You know
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what, guys? Let’s take tempera and canvases with us...”
And we did so. We set up the easel. There | gave lessons,
talked to people. And | began to paint simultaneously.

— Did you study painting and drawing techniques some-
where?

— | tried to take lessons in St. Petersburg. | found the
best teacher. | took one lesson, paid him for three and
didn’t attend the lessons anymore. | realized that if | go
on learning from him, | would no longer be a painter.

Sure, | read a lot. But almost everything was invented on
the spot. My own textures, my own methods. They might
have existed long before. But | discovered them for myself
and on my own. | kept trying and learned from my own
mistakes. Quite soon | started painting in oil. These oils are
unique — they are produced by one Dutch company. It is
called H20. Such oils can be diluted with water. And they
also produce water-soluble lacquer for the oils. It is now my
favourite and the one and only oil for the rest of my life.

—In fact, it is a very interesting piece of experience. Only
few people, even with inherent abilities and acquired
capabilities, will dare become an artist at mature age. The
Soviet educational system (and probably not only the Soviet
one) erects some kind of invisible barrier between man and
art. And frequently, the better education and upbringing
a person has, the more insurmountable that barrier is. As |
understand, you managed to overcome this inner obstacle.

— Well, all my life I've lived with art, music, theater. The
theater combines all the aspects: music, painting, costumes,
and architecture, and what not. In general, | prefer if ever
to do something to do it well. | spent first three years by
easel, regardless of my mood, and every single day. | painted
something abstract or simply moved the brush on the canvas,
matching colors, textures.

— As a psychologist and as a master, do you recommend
your students to take up arts?

—No, I don’t. The only thing | recommend is to listen to
symphonic music. Because symphonic music is the most
complete and direct point of contact to what is called the
internal resource. It is a variety of vibrations, and body cells
respond to them.

In general, my students make up their own mind what to do.
Some of them paint, even exhibit. They try themselves out.
But | haven’t seen anyone working 24 hours a day like | do.
I am “dipsomaniacal”, and if | want to express something —
I announce that | have a “day of the artist”, and do nothing
else.



— One of your works is called "Dedication to Van Gogh".
In a number of works one can see references to the works
of Modigliani and the Fayum portraits. It is clear that the
artist has studied the history of art. What role for your
creativity does your acquaintance with the works of
distinguished predecessors play?

— A very important one. | believe that there is no inner or
personal progress without emotional connection with
culture. What is culture? It is something that has overcome
time. It is something that tells us not about the things one
has done in the surrounding world, but about the person
itself, and his inside. And there is so much inside. Of course,
some have more influence, some less. For example, Van Gogh
or Modigliani, | also love Decadence, “World of Art”, Mucha,
Klimt. It is beautiful. It is exquisite. | like portraits by Kramskoi.
| like Dali. He is a genius. But | like his book “Diary of a
Genius” even more (laughs). | like expressionists very much,
including the American abstract expressionism by Pollock,
and others. These are the things that touch me greatly, which
| can join emotionally.

The last time when | was in London | visited the Frieze Art
Fair. | saw lots of trash works there and then, all of a sud-
den — wow! Something genuine! - and then again trash and
trash and trash...

— Well, it’s a fair. It is a big exhibition of everything. For ex-
ample, Art Basel is generally a trial for human consciousness.

— | didn't visit Basel. | went to Milan for Milano Internazionale
Antiquariato. | also went to Zurich, Switzerland, to Geneva.
I need to be able to feel emotional touch to this or that piece
of art. For example, | can’t feel emotional touch to a baby
mattress cut with a gas burner and poured over with plastic,
and it costs 80,000 euro. And | can’t feel the same pride as
the gallery owner feels saying that they were lucky to sell
8 of them in London but only 4 here. But if | try hard, | can
come up with a concept that childhood is in danger, etc.

— Contemporary art is built up on the eternal opposition
of painting and new media: photos, video, and computer
graphics. Why did you choose the traditional medium of
painting?

- First of all, | take physiological delight in painting.
Secondly, as far as | know, oil is the biggest mystery. With
all those modern technical means no one can definitely
describe the processes going on while the oil is drying out.
It is the traditional means that masterpieces of world art
were created by. | mean they all overcame ages, lived till
now, and we can feel emotional touch to them. No one
knows to what things of our time people will be able to feel

emotional touch to in 100 years’ time. But | am conservative.
I think Man has always been the essence. And the subjective
inner world of a man as it is in this case. | have always been
interested in this particular person. | do not know why, it
just happened so.

— Your interest in Man is reflected in your works, because
so many of your works are portraits ...
- Yes, of course. I've written more than 400 portraits.

— Do you mostly paint the portraits of your students and
friends?

— No, they are just the four hundred people who asked
me to make their portraits. | paint only when I'm asked to.
In order to formalize the process, we called it art therapy,
because people ask a lot of questions while I'm making their
portraits. | don’t want a person to sit silent and motionless
in front of me for hours. | just ask them not to move for a
second from time to time. In general we are talking during
the process.

I love it. | do not know where those images which appear
on the portraits come from. For example, while portraying
one person his “baby-me” appears. You show him the result
and he says, “Oh, | have the same photo; it's me being 12 years
old”. While portraying another person something mature
comes up and he says, “Oh, that’s my mom or my dad”.
And you start portraying someone with his hair, not his face
or eyes. Why does it happen so? There is some kind of mystery
between you and the person in the process of portraying;
and | appreciate it. This is extremely interesting to me, so | do
not raise the price for portraits, so that they remain avail-
able for people. And | paint in oil very quickly; you get a
color portrait in one session. The next day I'm finished with
some technical details, and brush it up, without the person.

— Does it help you to understand Man?

— Oh, | haven't used such a category as “understand” for
twenty years. | try to feel, to experience. Perception of
volume - yes, it is a matter of one instant.

— Well, then, how does the portraiture help you feel people?
—Well, I have developed such a habit: when | see a man
I try to feel him, to tune in. And then he reveals himself.
Every person is a huge world. I've been a professional
psychologist for so many years, and | still admire Man, Man
surprises me. What are all those technical devices opposed
to Man? They are just pieces of iron (laughs).
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Man is something amazing. | also like space very much,
just as it is and all what it is filled with. It is very important
to me. | have an old-time romantic love for painting land-
scapes. | almost never paint from nature. Sometimes | take
photos, but it is also just partly the reason. | mostly improvise.

- Recently, abstract motifs have dominated in your works.
And in particular, you have created two interesting series -
“Wandering Stars" and "The Last Supper”. They are permeated
with the same mood. How did you decide to take up abstrac-
tion?

— Those are works about space.

— External or internal?

— Space is unique. | take it differently than most people
do. Because it sounds for me, it bears some information.

And “The Last Supper” has a very strange story. When |
was in Milan, | managed to see the famous Da Vinci’s “Last
Supper” twice. | wanted to see the original for a long time.
| wanted to know what the matter with that picture was.
No wonder that this picture is talked about so much. And
| was very impressed by this masterpiece. Then | “saw” the
project which was called “Last Supper” later on. From that
very moment | knew how many canvases there would be,
and | knew what the composition would be like. And | also
knew that the pictures would be wearing glass frames. But
first | said to myself, “I don’t have time for this”. | have it
inside, and that's OK. In a while | was in Lithuania and
suddenly | heard myself specifying to my assistants what
canvases to order. And my instructions were precise: definite
quantity of canvases of a definite size. And | was really
impressed. | came back in a few months and saw that the
canvases had been delivered. And after three “dipso-
maniacal” weeklong periods the project was ready.

— Do you conceptualize your work or just get pleasure
from the mechanics of the process?

— Well, it happens very often that I'm sitting, drinking
coffee, working on my computer and then a sudden impulse
comes to me. | stand up and begin painting, sometimes
even without changing clothes — so many clothes perished
in oils. And there are pictures that | premeditate. In general,
painting is my loneliness, joyful solitude.

— A productive one.

- Yes, and a positive one.

At this very moment only a few things exist: me, the canvas,
the paint and the brush. And that’s it! And nothing else, and
nobody else, even if there is a huge crowd of people sitting
next door.

— You are a very energetic artist and, obviously, an energetic
person. And what are your favorite colours?
— It depends on what you mean.

— Well, roughly speaking, what pot of paint do you use
more often?
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— Wine-colour. In general, the color of gore, the color of
dark red wine. This is the color | like most of all. Sometimes
just for the mood, for self-sensation | take a canvas and
paint some fantasy landscape. actually a monochrome one,
with different shades of wine colour. It just gives me a sense
of satisfaction.

— You are not afraid of pure colors. Some artists believe
that, “the more you mix, the greater connection you get”.
And pure colors are for the icon-painters and naive artists.

— It is obvious, that here you can see my love for Petrov-
Vodkin. | adore him! He does use icon-painting methods.
Anyway, | simply like pure color. | like clarity. In the art of
stage direction it is called the diction of behavior. Every-
thing should be clear. You shouldn’t have trouble with
some work of art. You shouldn’t think about it too long to
understand it. What you need is the clarity. And | don't like
the dirt of mixture. Nobody washes the brushes as often
as | do. And it is always clean in my studio, which you can
rarely see anywhere else. My friends-painters are very
surprised with this when they drop in on me.

— And is your work as a psychologist and art related?
Do they interact somehow?

— No, they don't. | always try to separate one from the
other. | say, "My friends, today | have a day of artist”.
To avoid this habit of giving directions, such as “This picture
is about this or that”.

— So you disable your inner commentator, don’t you?

- Yes, | do. The main fact in the arts is the image, but
not the didactic or concept. For some reasons | am often
disappointed with contemporary art... When | see all those
installations and so on... Of course there you can find
something extraordinary, but mostly you see a concept that
is @ miserable attempt of mechanical thinking, an attempt
to showboat somehow. Sorry for the rude word.

- You can’t help that.

— Yes. | painted a conceptual picture all of a sudden not
so long ago. The concept is as follows: | am driving a car, and
suddenly | realize that the letter “W" is an inverted “M", its
reflection. And | painted a picture called “Man/Woman".
This “M" is being reflected in water, and it turns into “W".
And there is some other stuff as well. But the texture and
color of the background are very interesting. However, none
of my clients got interested in it so far... And | understand
them. Because it is a pure concept. This is for mind. You
can't feel an emotional touch to it.

— And how do you separate these two spheres of your life?
How did you come to this? What is to be done to achieve
this?

—You know, there’s an individual, it is a set of social rela-
tions. But nobody needs it. Everyone needs a Person.
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— That is the mask, isn’t it?

—Yes, it is. In ancient Greece that was what they called
Mask. But now we denote some format by this word. All
the society needs is a format and the rest is useless. That's
why we are trying to add the relations of private life to the
social interaction. And if you have the skill, you can create
those persons using the inside of yourself. And they will be
alive. | have a lot of them...

— A lot of persons?

- Yes, of course. There is a practical psychologist, an expert
Igor Kalinauskas. There is an artist, he even has another
name INK, but that person is also me. There is a musician
and a singer Igor Silin. | took this last name in my mother’s
honor, that’s her maiden name. There is a specialist in eso-
terism with the name of Abu Silg. And so on, and so forth.
They are not me, they are my creations.

— How much influence did your experience in esoterism
have on the person, which was engaged in painting?

— Well, you know, at first | thought so too. But today | can
say one thing: there is no esoterism. There was a conspira-
torial cryptographic system so that some psychotechnolo-
gies were not accessible for the public. And there has
always been and always will be such a “human institution”,
which deals with the only thing, with human studies. It
doesn’t conquer the nature, does not develop the civiliza-
tion, it just studies what Man is. It is a simple question that
cannot be answered. It's psychology, practical psychology
and practical philosophy of the subject.

Why couldn’t | travel abroad during the USSR time? | have
never been engaged in politics. | dealt with psychology and
philosophy of the subject. There wasn’t a more prohibited
topic in the Soviet Union both in art and science. So | was
working in the sphere of an “alien” art, an “alien” psycho-
logy and an “alien” philosophy.

And then, when there was a great capitalist revolution,
it suddenly appeared that there were so few specialists in it.
Nobody dealt with it, it was not in demand. And by that time
I had gained so much!

— How many books have you written?
— 12 as of today. They have been translated into Lithuanian,
Czech and Slovak, three into English, and three into German.

— How important is it for you to chat with fellow artists?
Who do you make friends with?

— I have no time to be friends. If he is an author, if he is a
creator, he is busy, he sculpts and paints. But when we meet
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the main thing is the spiritual response. We do not teach
each other how to work, we're just talking. You can like or
dislike some paintings or things. But what is important for
me is that the person should be the primary source. | want to
see this source in his paintings, in his poems, in his songs.

I want to see the presence of the person in something that
he created. His personal presence.

— Many contemporary artists are indifferent to the
manufacture and just like designers they prefer to have
their works executed somewhere in China. Have you ever
been tempted by such an idea?

—No, | haven't. | cannot entrust anyone with doing my work.

— They can do everything there in China.

— | cannot entrust someone else with painting the back-
ground. This is the alienation of productive forces, accord-
ing to Marx (laughs).

— Let’s go back to your recent works. How was your tech-
nique born? And how do you execute the spherical works?
—You know, I'm done with it. | have worked in this style

for many years. What's the point? Quite a long time ago |
found out that a painter should be able to draw a freehand
circle. Without a compass. And | began trying. | looked and
said: a CD. Or a vinyl disk. I liked the effect. I think I should
spread a rumour if processed with laser it can play music.
For me, the top of abstraction is music and improvisation.
And here is the same thing — the music of space, so to say.
Now | am interested in other things.

— What kind of things?

— Now | have the period of “pearls and gold”, as | call it.
And the texture. Well, let’s see what comes out... By now
it's five works - a triptych and two large independent two-
meter works.

— Does Igor Kalinauskas the artist have many admirers?

— Quite a few. If taking into account the portraits | painted
to order, then | have at least 400 admirers. And as for the
pictures... There three serious collectors only in Slovakia.

— And what connects you with Slovakia?
— It just happened so.

— How did it happen that you got there?

— My friend and student from Kiev Alexander Vinogradny
got there somehow; he began to teach in the city of Zilina.
I came to him.



Slovakia is a wonderful country. First of all, it is the Slavs.
And they are Catholics. And also they are Europeans, and
peasants. They have virgin nature there. There is a huge
number of extant and ruined castles. Two or three hundred
years ago money was coined for the whole of Europe in
Kremnica. Wow! There is a great church! Now it is given to
the Franciscans. There is an abandoned Graveyard with grass
up to your waist. And there you can find cast-iron head-
stones, and none of them is gloomy. | painted thirty and
they all were sold like hot cakes. In Slovakia, St. Petersburg
and Moscow. Why? They are lively. There is iron casting
of the end of XVIII - the beginning of IXX century, and
a church. We found a person who was responsible for its
maintainance. He opened it for us. The church did not
function at that time, | did not even know for how many
years, since the city’s last mine was closed. It was clean in-
side for sure. There was a painted wooden sculpture. There
was also an altar icon named “Meeting of Jacob and baby
Jesus”, a huge one, painted in oil. There were only two ba-
bies on that picture, two little boys. And on the altar — the
sculpture of two dancing miners wearing glad-rags of that
time. It was incredibly beautiful. And it was a church. No-
thing was stolen. Nothing was damaged.

Two years later | got there again | saw that the Graveyard
was cleaned, everything was looked after. | don’t know why,
but the Franciscans built a hostel nearby there. Later | even
made a donation for those Franciscans. This is a very special
place.

— Where do you live permanently nowadays?

— The only thing | can say for sure is that | haven’t stayed
for more than 4 days at one place since last September. But
to be honest, | was in Bratislava for 6 days before | came here
in Kiev. | live on board of the plane.

— Where do you travel?

—The route is simple: Bratislava — Moscow - Kiev — London.

— How do you find time to paint? Where are your studios
situated?

—You knowy, it's like in that anecdote: we surprise ourselves.
In Bratislava my friends rented a very good studio in an old
house on the second floor with the ceiling 4 meters high.
Ideal conditions for work.

And in Lithuania | have a farm house. There | wrote the
“Last Supper”.

In Moscow there is a studio. However, | haven't worked
there for a long time. But there are so many of my works,
my panels in different styles are on all doors. There are

"Four Elements”, “Earth”, “Air”, “Water”, and “Fire”, in the
hallway.

— And what is your connection with Kiev?

— Oh! Kiev is a very important city for me! | first appeared
in Kiev, when | was in blacklist. | couldn’t find job anywhere,
and | had a baby son. | had a small theatre in Kiev for some
time.

— And what was it called?

— At first it was called the "The 16th madman”. So funny,
as if there were 16 madmen. And then it was called some-
thing like “Fire Flower".

— And what year was it?
— It was in 1992, | think. The theatre existed for some time,
but then our sponsor let us down and it was over.

— Do you continue to work as a stage director? Do you fell
like shooting a movie?
- Yes, | do.

— And what will it be about?
— It will be about rabbits. About people-rabbits (laughs).

— Something like video art. And you say that you are not
interested in video art.

— No, rabbits — it's a name in soviet style. | mean it is going
to be a movie about people taking part in experiments, tests.
I know this sphere very good, | worked as such a volunteer
“rabbit” for about three years. It is a very strange world.

— How interesting.

— Once | even wrote a scenario application. Balayan liked it.
We wanted to start shooting. But we didn’t find money at
that time.

— So you are a multi-dimensional person. Are you practi-
cally a man of the Renaissance type?

— Well, yes. There were Titans of the Renaissance, and
| am a “dwarf” of the Renaissance.

— What would you like to achieve in your artistic creativity?
What is your maximum project?

— Nothing. Nothing. Maximum - it is the minimum. | just
enjoy the process. And if | stop getting pleasure from
creativity, | will consider that | have no right to take it up.
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Urops Rammnayckac: nckycerBo 0bITh cO00I

CoBpeMeHHoOe obLecTBO CTpafaeT OT NepMaHeHTHbIX HeB-
po30oB. B 6onblumx ropoaax foau owyuatoT Bcé 6onbluee
OTYYX[AEHWEe, OAMHOYECTBO, HEBBIHOCUMYIO CKYKY 1 60nb OT
HEBO3MOXHOCTU CTaTb MOMHOLEHHOMW NIMYHOCTbIO, 06pecTu
LIeNIOCTHOCTb M YTPaYeHHYIO OCTPOTY YyBCTB. B aTOM cntya-
LM OFPOMHYI0 BaXHOCTb 06peTaeT NCUXONor — YenoBek,
B3ABLWMWNA Ha ce6A B HalleM CEKYNAPU3IMPOBaHHOM U pac-
KONAOBaHHOM MUpE posfb NCNOBeAHMKA, BpavyeBaTena Yyeno-
BeYeCkMx Ayl 1 B KAKOM-TO CMbICiie Mara, cnocobHoro
nopckasaTb 3abnyauBlueMyca MHANBUAY MY Tb K CMACceHMIo,
paTb eMy Hagexay Ha nyduwee 6ynyulee.

lepon Hawero pacckasa, iropb KannHayckac, n3secteH
VMEHHO KaK MCUXOSIOr, a TakXe 3 peKTUBHbIN BU3Hec-
TpeHep. Ero okpy>XaloT COTHM y4EHUKOB, MoyuTaTenemn
M NPOCTO APY3€en CO BCEFro 3eMHOrO Wapa, NpnobpeTeHHbIX
Ha OONroM N HEMNPOCTOM XWU3HEHHOM NyTW. Hapsaay ¢ ncmxo-
noruven, ropb KannHayckac 3aHMMaeTcs n306pa3mTenbHbIM
NCKYCCTBOM, MPOBOAMT BbICTaBKM B Pa3fINYHbIX apT-LEeHTPax
M ranepesx No BcemMy Mupy.

— Uropsb, pacckaxunTe, Kak Ha4a/loCb Balle yBe4YeHNE
UCKycCTBOM?

— WckyccTBOM A1 MHTepecoBanca ¢ camoro getcrea. Kak-to
Llenbl rog Xxoausn B AOM NMMOHEPOB, p1coBan akBapenu, oaHa
M3 HMX AaxKe norasa Ha ropoackyto BbicTaBKy. My3blka, XXUBO-
nucb, TeaTp, CZIOBO, MO33UA, IUTepaTypa — BECb 3TOT MUP
NCKYCCTBA BCeraa 3aHMMan orpoMHoOe MeCTO B MOEW XN3HW.
MapannenbHO y MEHA BO3HUK MHTepec K dounocoduu n ncm-
Xonoruu. 3To 6bia cBoeobpasHbIN MPOTECT NPOTUB OKPYXKa-
IoLLeN COBETCKOW AeNCTBUTENBbHOCTU. Belb, Kak Mbl MOMHMUM,
CHa4vana u3 nporpamMmsbl ob6yyeHuns B By3ax JleHWH yb6pan
noruky, a notom CranuH yépan oTTyaa v NCUXOJOTMIO.

W A B 3HaK CBOero Hecornacua pewwunn 3aHUMaTbCA NCUX0-
noruven.

STV ABE NUHUWN — NCUXOSIOTNA N UCKYCCTBO — Yy MEHA Kakoe-
TO BpeMsA WAW NnapanesnibHo, N COWNCb OHWN CHavyana B Npo-
deccnm pexunccepa. A oveHb nobnio MeTpa Muxannosuya
EpwoBa, OH oka3an Ha MeHA OrPOMHOE BINAHME — Y HEro
eCTb 3aMeyaTeNnbHanA KHUra «Pexmccypa kak npakTnyeckas
ncuxonorua». W, co6cTBEHHO roBops, MOW 3aHATUA TeaTPOM,
CTYOUM BCAKME N MPOYEE — OHM BCE ObINM YEM-TO CPEAHUM
Mexay uccrepoBaTenbckor nabopaTtopumenn No NnpuknagHom
NCUXONOTrNN N TEaTPOM KaK TakoBbIM. [T03TOMY MHOrAa MeHs
naxe 06BUHANM B TOM, YTO MOU PEXMNCCEPCKME TBOPEHUA —
3TO He CneKTaknu, a NeKuunu.

— A Bbl CaMy Urpasu B 3TUX CrieKTakIAax?

— Oa! A Hennoxown akTep. faxe byaoyyun pexmccepom, Bce-
roa ocTaBasica cneunannucTtom no CpoyHbiM BBogam. Ha-
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npumMep, KTo-To 3aboneBarn, HavyanbHUK TPYMMbl IOBU MEHS,
Korga A Wwen co CBoen yTpeHHen peneTuunum, 1 roBoOpuII:
«Beyepom Hapo urpatb». I Tem xe Beyepom A BbIXOAUS

Ha cueHy.

— Bbl 6b1511 peXNCCEePOM KI1acCUYECKOro v Xe aBaHrapa-
Horo Tonka?

— fl okoHuun WyknHckoe yymnnuuie. NMNo3Tomy, ectecTBeH-
HO, A WYKWUHCKWI, TaK CKa3aTb, BaXTaHroOBCKUMN pexmnccep.
3TnM BCEé ckazaHo. Yem Honblue netT npoxoauT, Tem rnybxe
A y6exnacb B TOM, 4TO Nto6/o MTpOBON TeaTp, HEOXUAAH-
HbIW; HEe NUTEpPaTYPHbIN, 8 UMEHHO UTPOBOWA.

3pecb, B KneBe, Hanpumep, Korga y MeHsa 6bii TeaTpuk,

A NOCTaBWN CreKTak/b, KOTOPbIN 0YeHb Niob1io, — «lOpoamna»,
no matepmanam pomaHa «llpectynneHne n HakasaHue», Kak
6bl YyBUAEHHOIO rNasamMu IOPOANBBIX.

— OYeHb UHTEPECHO...

—[a, 370 6bIN AEACTBUTENBHO NIO6OMbITHLIA SKCMEPUMEHT.
MNMocTaHOBKa 6blfla aHOHCMPOBaHa Kak «CrnekTakyb-MONNTBa
M3 YeTblpex YacTen», U, eCTECTBEHHO, KaX[dan ee 4acTb OT-
6vBanacb MoONMTBOW.

Mbl ¢ MOUM apyrom bopucom Tupacnonbckum B TO BpeEMSA
OYeHb NHTEPECOBANUCb NCUXOTEXHUKAMM, U HaM yaanock
yCTaHOBUTb, 4TO CTaHWNCNIaBCKNIA BCIO CBOIO MCUXOTEXHUKY
TBOpPYECKM NO3auMCTBOBanN 13 KHUru «Papxa-mnora» Pama-
Yapaku — 6bIn Takon amepukaHel, yunswuinca B UHauu, —
CTpaHuUa K CTpaHuue, BCe ynpaxHeHus. Mos3Tomy, koraa
BCé 6b110 3aMnpelleHo, BO BCEX TeaTpalibHbIX By3ax U TEXHU-
KymMax — Torga ewe n TexHUKymbl 6binn! — Ha mepBoM Kypce
ManbyMKU N O€BOYKU 3aHUMaNNCb pagXa-noron, camu
TOro He 3HafA, AyMas, YTO OHM yyaTcA no cucteme CraHu-
CNaBCKOro.

NMoTomM Ham ymanoch 3aLenuTb Apyrve sewun. Tak poau-
flacb Halla CMCTeMa, KOFHEHHbIA LIBETOK» MO-HAaPOAHOMY,

a Korpga A ee neranv3oBan, OHa CcTana Ha3blBaTbCA «[nd-
depeHUpoBaHHOE PYHKLIMOHaNbHoOe cocToaHue» — JDC.

A-To BoObLle pa3pabaTbiBan BCe 3TU BEWW AN TeaTpa —
HO OKa3asnocb, YTO Hala cucTeMa MMeeT WMPOoYHanLnin
CNeKkTp NpUMeHeHus. l ncnonb3oBas ee U B KNMHUKe, Korpa
pa6oTtan c YepHOObINbLAMUY, N K CMOPTCMEHaM BbICILEro 3lue-
NIOHa NPUMEHAN, N BoobLe caM BCO XU3Hb ee NPaKTUKYIO.

— Mornu 661 Bbl 0XapakTepu3oBaTh Ballly CUCTEMY B He-
CKOJIbKUX C/I0Bax AJ1A JII0AeN, KOTOPble HUKOrAa C Heu
He CTaslkuBasncb?

— CyTb npouecca — 3TO aKTUBaUWA BHYTPEHHNX PeCypCOB.
leno B TOM, 4TO y YenoBeka, y cybbekTa, eCTb KONoccanb-
Hbll BHYyTPEHHUIN pecypc, KOTOPbIN OH NpakTU4eckn Hurage
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He NCrnonb3yeT, a eCNn UCNosb3yeT, TO CTly4YanHO. DTOT KONMOC-
CanbHbI BHYTPEHHUI pecypc AOCTYMNeH. f moTpaTuia MHOro-
MHOro BpemMeHu — 50 neT — Ha To, YTO6bI M3BNEYb CyThb U3
pasnnYHbIX NCTOYHNKOB, MPAKTUK, — A BCIO penyTauunio cebe
Ha 3ToM 3arybun. NMoHumaeTe, A y4nnca y cydminckoro mac-
Tepa, A Be3an BO BCAYECKME aBaHTIOPbI, YTO6bI TONLKO NO-
npo6oBaTb Ha NPaKTNUKe MakCUMYM BO3MOXHOFo. I MHe
yOanoch B UTOre u3Bneyb MHOOPMaLIUIO YNCTO TEXHONOTU-
Yyeckoro xapakTepa. KoHe4yHo, 3To HEMPOCTO, HO 3TO AOCTYnM-
HO. DTO HE MWCTMKA, HE Marusa, 3To NyTb B cebA. U A nnyHo
NCronb3ylo 3TOT NyTb U B CBOEN XMN3HW, U B paboTe, 1 B CBOEM
TBOpPYeCTBE.

— Korpga xe Bce-Taku Bbl MPULWIN K 3aHATUAM M306pasu-
Te/1bHbIM UCKYCCTBOM?

— Kak pexwuccep A noctaBun 60Mblue WeCcTUaeCcAT cnek-
Taknen. W, ectecTBEHHO, A NOCTOAHHO B3aMMOOENCTBOBA
C XyOOXHUKaMu, cueHorpadamu. A Bcé BpemMsa NMen aeno
C XYOOXHWUKaMM, BCIO XMW3Hb N06MN XOOANTb K HUM B FOCTH,
B MacTepckme, YyBCTBOBATb 3aMmaxm Kpacok, CMOTpPEeTb Ha
paboTbl pa3HbIX XaHPOB 1 cTunein. Ho cam A HUYero He
pucoBan.

MNoToM NpoLwWNo MHOro-MHOro-MHOro neT. B 48 neT A Ha-
Yyan netb. Poounca ayst Zikr, koTopomy B 6yayuwem rogy mc-
nonHutcA 20 net. A B rogy anak 1996-m nnn 1997-m - cen-
Yac TOYHO He BCMOMHIO — A OMNATb BAPYr Havan 6anoBaTbcA
ryawblo-akBapesblo, pyucoBan dpaHTacTUYECKNE LIBETOYKN
M npoyee. Ho 310 BCé 6bINO HECEPLE3HO.

A Bcepbe3 BCe Hayanocb Tak. Y Hac 6bin Mcmxonornye-
CKU UeHTp B MnTepe, N, korga pebATa 3akaH4YMBaNM Tam
peMOHT, A ckasan: «O! Tak cioga 6bl XOpPOLWO ANNHHEHbKYIO
TaKylo KapTUHY NnoBecuTb. [NoaroTtoBbTe MHeE BCE, 3arpyH-
TyWTe, A Hanuwy». Ho 3a6b1n 06 3ToM. Mpolen Mecal, MHe
3BOHAT, roBopAT: «iropb Hnkonaeswuy, Mbl BC& NOAroToO-
BUMU: KPAaCKK, KUCTU, BCE yXXe 3arpyHTOBaHO». A NpUXoxy,
MoaHMMaloCb Ha BTOPOM 3TaX, a Tam nexuT nuct OCI,

B CAHTMMETP TOJNWWNHON, HEOOBATHbLIX pa3MepoB, Npodec-
CMOHANbHO 3arpPYHTOBAHHbINA, — OHM HalWnNW pPebAT, KoTopble
3HaIOT, KaK coenatb HAaCTOAWMWNA FPYHT, CKYNWUAN BCIO NTalnb-
AHCKYIo TeMnepy B MNeTepbypre. Yto 6110 genatb? B obuwem,
A Hepento peneTupoBan. fl Xxe HAKOraa A0 3TOro TONIKOM He
pvcoBan. Ml BOT, CNonb3yA BCE Ty Xe CMCTEMY aKTUBaLNK,
A C UHTEepecoM Habnonan 3a CBOen Pykon, KOTopas 3Hana,
KaKylo KUCTb B3ATb, KAK HAHOCUTb Kpacky 1 T. 4. MosA pyka
Kak 6bl camMa BCE 3TO yMena, A NPOCTOo Aep>Kan nof KOHT-
ponem obwwnii 3ambicen. 3To 6bINo 6€3yMHO NHTEPECHO.

B o6wwem, My4nncs A, My4msncs, HO B KOHEYHOM UTore
Hanucan. KapTnHa Ha3biBanacb «4awa». OHa 04YeHb OONro
nyTewecteoBana no Mutepy. e 6bl Mbl HN OTKpPbIBANN
LeHTpbl, OHa 06A3aTeNbHO Oblfa TaM, a MOTOM, yXe Korga
A yexan n3 Mutepa, roga Tpu-4eTbipe Hasad, oHa obpena
BflagenbLa — YeNnoBEK YBE3 €€ B CBOM 3aropoAHbI AOM U
nosecun Tam. Mpuwnock B6GUBaTbL B CTEHY OFPOMHbIE
kptokun: nuct JCI - y>XxacHo TAXenas wryka.

— Kak BbI pelwnnce npoaoIXnNTb 3TOT OMbIT?
— Kak-To Ha neTo Mbl nepeexanu B JInTBy, B 3apacan, Ha
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6eper o3epa, B 3aMeYaTeNbHbIi AepeBAHHbLIN 6ONbLWYLWNA
oom. U A Bopyr roBopto (MHe Bcerga MHTEPECHO ChbllaTh,
KakK 4TO-TO BO MHe BAPYr FOBOPUT HEOXMAAHHbIE ANA MEHA
Belm): «3HaeTe 4YTo, pebATa, NaBanTe BO3bMeEM € CO60M TEM-
nepy v Xoncthbl...» Tak n caenanu. MonbbepT noctaBunu,

A TaMm Ben 3aHATUA, becepoBan ¢ noabMu. A napasnienbHo
CTan pucoBaTb.

— Bbl roge-1o 06y4anuicb TeXHOMOMMU XUBOMUCH, PUCYHKa?

— Al npo6oBan 6patb ypoku B Mutepe. MHe Hawnn camo-
ro-camoro ny4iwero npenonasatensa. A B3Aa oAUH YPOK, 3a-
nnatvun emMy 3a Tpu 1 6onblie Tyaa He xoaun. fl MOHAR, 4TO,
ecnu 6yay y HEro y4mTbCA peMeciy, nepectaHy 6bITb XyOooX-
HUKOM.

EcTtecTtBEHHO, A MHOro Yntan. Ho B o0CHOBHOM BCE 130-
6peTanocb Ha xody. CBou hakTypbl, CBOM Npuemsbl. MoxeT,
OHM 1 CyllecTBOBaNN AaBHbIM-AaBHO. HO A nx oTKpbiBan
ana ce6s cam. MNpob6oBan, yumnca Ha owmnbkax. JOBONbLHO
6bICTPO A Nepelwwen Ha Macsno. Mpuyem Macno yHMkanbHoe
(onHa ronnaHackanA dovpma ero genaet) — H20 HasbiBaeTcA,
TO €CTb 3TO Mac/iAHble KpPacku, KOTOpble MOXHO pa3baB-
nATb Bogon. K HemMy oHu elle oenaloT BOAOPaCcTBOPUMbIE
naku. Tenepb 3TO MOW €AUHCTBEHHbIN U CaMbl MOOUMBbIN
MaTepunan — Ha BCIO XWU3Hb.

— B camMomM fesie, 3TO 04eHb MHTEPECHbIN OMbIT — HEMHOTMe
J0auv, faxe co BpOXAEeHHbIMY faHHbIMY v 6raronpuobpe-
TE€HHbLIMY BO3MOXHOCTAMM, PELIAIOTCA B 3PE/TOM BO3pacTe
3aHUMaTbCA NcKyccTBOM. COBETCKas CUCTEMa BOCINTaHUA U
06pa3oBaHuA, a MOXET bbITb, HE TO/ILKO COBETCKAasA, BO3BO-
OUT MeXay 4eJIOBEKOM U NCKYCCTBOM KaKOU-TO HEBUANMBbIA
6apbep. Y 3ayacTyro yeM ny4duie y YesoBeKa BOCIUTaHME,
TeM 6osiee HENPeogoiuM 3ToT 6apbep. Bbl, A Tak MOHU-
Maro, cMor/iv Mo6opoThb 3TO BHYTPEHHEE MPENATCTBUE.

— Hy, A Xe BClo XWU3Hb XU NCKYCCTBOM, MYy3bIKOW, TeaT-
pom. TeaTp — 3TO BCE: M My3blKa, U XXMBOMUCH, N KOCTIOMBI,
M apXMTEKTYpa, N Yero TaM TONbKO HeT. fl Boobuie nobio
€C/n yXX YTO-TO Aenatb, To xopowo. MNepBble Tpu roga A Kax-
Obl OeHb CTOAN y MonibbepTa, HE3aBUCMMO OT TOro, 6bIo
Yy MeHA HacTpoeHne nnu Het. Mucan 4To-To abcTpakTHOE
VNN NPOCTO BOAWUI KMCTOYKOM — coveTan LBeTa, pakTyphbl.

— CBOMM y4YyeHrKaM, KaK NX MacTep, rCUxoJior, Bbl PEKO-
MeHgyeTe 3aHUMaTbCA UCKYCCTBOM?

- HeT, A pekomeHAy1o TONbKO OAHO — clywaTb CUMAPOHM-
yeckylo My3blky. MoToMy YTO cMMAOHMYECKasa My3blka —
3TO MaKCMMasibHO MOMHOE M HEMOCPEACTBEHHOE NMPUKOCHO-
BEHME K TOMY, YTO Mbl Ha3blBaeM BHYTPEHHUM PeCYypPCOM.
3To BUGpaUMK, U HA HNX pearnpyloT KNeTKN opraH1M3Ma.

A Tak — MOU YYEHUKN PELLAIOT CAMU, KTO YeM ByneT 3aHu-
MaTbcA. HekoTopble pUCyIoT, Jaxe BbICTaBNATCA, NpobyioT
cebs. Ho Tak, Kak A, cyTkamMu, — A YTO-TO He BuAen, YTobbl
KTO-TO paboTan. [IoToMy YTO A 3aMOWHBIN, N €CAN MHE YTO-TO
XOYEeTCA BbIPa3uTb — A 0ObABMAID, YTO Y MEHA «deHb XyHOX-
HUKa», 1 6oMblie HU4YEeM He 3aHMMaloCh.

— OfHa m3 Balwmx paboT Ha3zbiBaeTcA «locBAweHe BaH



lory», B page npou3BegeHn 3aMeTHbI OTCbIIIKU K TBOP-
yecTBy MoaunnbaHu, K ghaloMcKuM rnopTpetam. To ecTb
BUAOHO, YTO aBTOP M3y4asl UCTOPUIO UCKYcCTB. KaKyio posib
O71A Bawero TBOPYeCTBa UrpaeT 3HakOMCTBO C TpyAaMu nMme-
HUTBIX NpeawecTBeEHHNKOB?

— OueHb BaxHyto. 1 Booble cymTato, 4To 6€3 IMoUmoHanb-
HOro NPUCOEAVHEHUA K KYNbTYpPe HET BHYTPEHHErO, CybbeKT-
HOro pasBuTuA. YTo Takoe KynbTypa? 37O TO, YTO NEPEXUIIO
BpeMA. DTO TO, YTO paccka3biBaeT HE O TOM, YTO YeNOBEK
caoenan BO BHEWHEM MUpPE, @ O CAMOM YenoBeKe, O TOM, YTO
y Hero BHyTpu. A TamM, BHYTpU, — o4eHb MHOro. KoHeuHo,
KTO 60nblie OT3bIBAETCA, KTO MeHblue. BoT, Hanpumep, BaH
lor nnu 10T Xe MoaunneaHn. Kpome Hux ob6oxato nekanaHc,
«Mwup nckyccra», Myxy, KnumTa. 3T0 KpacnBo. 3TO U3bIC-
KaHHo. Miobnto Kpamckoro-noptpetucta. Janm nto6sio — oH,
KOHEYHO, reHnn. Ho ewwe 6onble nobto ero KHUXKY «3a-
MNCKKN reHmna» (cmeeTtca). OYeHb M6 3KCNPECCUOHUCTOB.
B TOM uncne n aMmepuKkaHcknm abCcTpakTHbIA IKCMPEeCccmo-
HU3M — [Monnoka n apyrux. 3To Te Belwun, KOTOpble MeHA 3a-
TparmealtoT, K KOTOPbIM i MOF'Yy SMOLIMOHaNbHO Npucoeau-
HUTbCA.

B nocnenHui pas 6bin B JIoHOOHe Ha Apmapke Frieze,
O4YeHb MHOIO Ha HEN Mycopa, a NoTom BaApyr 6ax! — kakas-
TO HacToALWAA BElb — M ONATb MyCOp, Mycop, Mycop...

— Hy, 370 Xe Apmapka. bonblwoy CMOTp BCero Ha ceeTe.
ApT-ba3enb, Hanpumep, — 3To BOobuje NcrbiTaHVe AJA Yerno-
BEeYEeCKOro CO3HaHWA.

A Ha ApT-basene He 6bin. A 6611 B MunaHe Ha Milano
Internazionale Antiquariato. B LWWBenuapum 6bin, B Lilopuxe.
B )KeHeBe Toxe. HO MHe HYXHO, YTOObl A MOT SMOLIMOHASb-
HO MPMCOEANHMNTLCA K TOMY AN NHOMY MPOUN3BEAEHMIO.
Korga A BUXY pa3pe3aHHbIA ra30BOW ropefikon oeTCckumn
MaTpacukK, 3annTbi NAAcTMaccon, 1 3To ctomT 80 ThicAY
€BpPO, a ranepuct MHe ropgo coobuaer, YTo B JlIoHOoHe 6bina
yAaya — 8 wWTyK Nnpofanu, a 30ecb TONbKO YeTbipe, — A He
MOry K 3TOMy Np1McoeanHnNTbCA. Ho ecnn A, KOHeYHOo, HanpsA-
rycb, TO MOry NpuaymMaTb KOHLENT, YTO, MOJI, AETCTBO
B OMACHOCTU U T. M.

— CoBpeMeHHOe UCKYCCTBO MOCTPOEHO Ha BEYHOM Ofl-
rMo3nuUny XNBOMUCU N HOBbIX Meauna — cpoTorpagumu,
BUAEO, KOMMbIOTEPHOU rpagpmku. [loyemy Bbi Bbibpanu
TaKoy TPaANLNOHHbIV MeanyM, KaK XUBOMNChH?

— Bo-nepBbIx, A nofyyaio oT XNBONUCKU pusmonorunye-
ckoe ynoBOnbCTBUE. BO-BTOPbIX, HACKONBKO MHE M3BECTHO,
MacnAHasA Kpacka — 3To camasn 6onblian 3aragka. lo cux
nop Npu BCeX COBPEMEHHbIX TEXHUYECKUX CPEACTBaX HEBO3-
MOXHO OHO3HaYHO OMnmncaTb, YTO 3@ MPOLIEeCC MPONCXOANT
B Mac/IAHOM Kpacke, KOoraa oHa BbicbixaeT. IMeHHO Tpaau-
LIMOHHBIMW CpeACcTBaMM caenaHo 60MbINHCTBO WeAeBpoB
MUPOBOIro UCKyccTBa. Bcé 310 nepexwnno Beka v gowno go
Hac, U K 3TOMY MOXHO NpucoeanHnTbcA. K 4yemy 13 Hawero
BPEMEHUN CMOTYT NPUCOEANHATLCA NIOAN Yepes CTO NIeT, Mbl
He MoXxeM 3HaTb. Ho A koHcepBaTop. A aymato, 4To BCeraa,
BO BCe BEKa, €CTb aBHOE — 1 3TO YesnioBeK. B naHHoMm cny-
Yyae — cybbeKTMBHbIN MUP YenoBeka. BOT 3TOT gaHHbIN, KOH-

erTHbII7I yenoBekK MeHA BCcerga nHTepecoBarl. Al naxe He
3Halo No4YeMy,; TaK CJTIOXUNOCh.

— 3TOT Ball MHTEPEC K YE/IOBEKY OTPaXaeTCcA u B TBOP-
4yecTBe, Beflb OrPOMHaA AOJIA Balnx paboT — MopTPETHI...
— KoHeuHo. MopTpeToB A Hanucan 6onee 400.

— B 0CHOBHOM BbI NULWETE MOPTPETHI Y4EHUKOB Y B/IN3KNX
nonen?

— HeT, 370 NpocCTO YeTbipecTa YeNoBEK, KOTOPbIe KO MHEe
obpaTtmnucb. A nuwy Toraa, Koraa Ko MHe obpaluatoTcs.
YTobbl Kak-To 0POPMUTbL NpoLIecc, Mbl Ha3Banu ero apT-
Tepanuemn, NOTOMY YTO NapannenbHO NI0AN, MOPTPETHI
KOTOpPbIX A Ny, 3aAaloT MHe Maccy BonpocoB. MHe xe He
Hapo, YTo6bl YenoBeK YacamMu cupgen nepeno MHOW HeMno-
ABUXHO 1 6eccnoBecHo. JIMwb nHoraa npouwy 3acTbiTh Ha
MUWHYTOYKY — a Boobule, Mbl pa3roBapuBaem, oblaemcs.

Al cam oboxato 3ToT npouecc. fl He 3Halo, oTKyaa npu-
XOOAT Te 06pa3bl, KOTOpbIe B pe3ynbTaTe oTobpaxaiTca
B mopTpeTax. BoT, Hanpumep, 0AHOro YyenoBeka nuiiellb —
M BbiCKakuBaeT ero getckoe f. [Nloka3biBaewb emMy — a OH
roeopuT: «ON, 0a y MeHsA ecTb Takaa cooTorpadums, 3To Xxe
A B 12 net». ipyroro 4yenoseka nuuwewb — BOAPYr YTO-TO Ta-
Koe B3pocsioe npockakmpaeT: «On, 3TO MOA MamMa UM Mon
nana». OQHOro No4YemMy-To Ha4yMHaelb NMCaThb He C rnas,
nuua, a ¢ Bonoc. No4vemy? EcTb Kakasa-To 3aragka B TOM, YTO
NPOUCXOAUT MexXay TO60N U 3TUM YENOBEKOM, — 1 3TO ANA
MeHA OYeHb LIEHHO. 9TO 6€3yMHO MHTEPECHO, MO3TOMY A U
He NOBbIWAIO LeHY Ha NOPTPeTbl. YTo6 OHM GbINN OOCTYMHbI
nogam. U ewe A nuwy o4eHb 6bICTPO, Mac/ioM, LIBETHOWN
NOPTPET B OAMH ceaHc. Ha cnenylowmii neHsb, yxe 6e3 yeno-
Beka, nonenbiBalo TEXHUYeCkue aeTanu, NoanpasnAto Bcé.

— CkaxuTe, a 3TO BaM MOMOraeT MoHATb Yesl0BeKa?

— Oi, A yxe neT ABafAUaTb He NONb3ylOCb TaKOW KaTeropm-
€N, KaK «MoHATb». [loYyBCTBOBATh, NEPEXUTb. BocmpuHATL
ob6bem — 3To cpasy.

— Xopowo, Torga Kak 3aHATUE MOPTPETHON XUBOMNCHIO
rmomMoraeT BaM ro4yBCTBOBAaTh /Il04eN?

Hy, y MeHs BbipaboTanacb Takasa npuBblyka. Korga A Buxy
yenopeka — NPUCTpPanBaloCb B pe30HaHC K HeMy. A ganblue
OH packpbiBaeTcA. Kaxabin 4enoBeKk — 3TO OFPOMHbIN MUP.
A cTonbko neT NnpodeccnoHanbHO 3aHUMalOCb NCUXOSOM-
€, N BCE paBHO BOCXMILAIOCH YENOBEKOM U YAUBAAIOCH EMY.
Hy 4To Takoe annapaTypa pAOOM C YeNTOBEKOM — Xefne3o
(cmeeTcs).

YenoBek — 3TO yanBUTENbHaA WTyKa. U ewe A o4yeHb
no6nio NpocTpaHCcTBO. Booble kak TakoBOe U TO, YEM OHO
HanoNHeHOo. OTO ANA MEeHA O4YeHb BaXxHO. C JaBHUX pOMaH-
TUYECKUX BPEMEH Y MEHA ocTanach JIlo60Bb NMcaTb Nensa-
XW. l NOYTWM HMKOrAa He Nuwy ¢ HaTypbl. MHorpa penato
doTorpaduu, Ho 3TO ToXe TONbKO NoBoA. B oCHOBHOM 1A
dbaHTasmpyto.

- B nocnegHee BpeMs B Baluvx paboTax JOMUHUPYIOT
abCTpaKTHbIE MOTUBLI. Bbl, B YaCcTHOCTH, co3ganv ABe
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MHTepecHble cepumn — «bryxpatowume 38e30bi» v «TariHas
BeYyepsA». OHU MPOHUKHYTbI KAKUM-TO O6LMM HaCTPOEHNEM.
Kak Bbl nepeuwnu k abcTpakymm?

— 370 paboTbl O NPOCTPaHCTBE.

— BHewHem viv BHyTpeHHeM?

— [NpocTpaHcTBO 0AHO. fl BOCMPUHMMAIO €ro nHaye, 4em
60nbWNHCTBO Ntogein. MoToMy YTO OHO ANA MEHA 3BYUUT,
HeceT MHdOpMaLNIO.

A «TaiHaA BeyepA» — 3TO OYEHb CTPAHHAA UCTOPUA.
Korpa s 6611 B MunaHe, MHe ABaxAbl yAanocb nobbiBaTh
y 3HameHuTon «TanHoOW BeYyepu» JleoHapao. Bxueyio yBu-
OeTb NOANMHHMK A XOTen AaBHO. [loToMy 4YTO penpoayKunu
penpoaykLuMAMM, HO B YeM Xe TaMm aeno? He 3pA xe o6
3Tol paboTe Tak MHOro roBopAT. 'y MeHsA 6b110 OYeHb
CUNbHOE BMeYaTieHne oT 3TOro NponsseaeHnsa. A noTom
A «yBUAEN» TOT NPOEKT, KOTOPbIVA B pe3ysibTaTe Ha3Bas
«TariHOW Be4yepen». IMEHHO Takoe KOIMYeCTBO XONCTOB,
WMEHHO Takaa koMno3muwua. Al cpasy 3Han, 4To 3To byayT
CTeKknAHHbIE pambl. Ho cHavyana cam cebe ckasan — Ha 3To
HeT BpeMeHU. ECTb 3TO y MeHA BHYTpW, HY 1 nagHo. Yepes
Kakoe-To BpeMsA A yxe B JIuTse — 1 BAPYr C/bllWy, KAK CBOUM
NOMOLLHMKaM AUKTYIO, Kakne 3aKkasaTb XOncThl. [puyem
YeTKO: CTOJIbKO-TO WTYK, TaKOro-To pasmepa. [lymato: Hu-
yero cebe. MNpuresxalo ewe Yepes nonTopa-aBa MecAua —
XONCThbl CTOAT. I BOT — Tpy 3anoA No Hedene, OTPaBnAACh
nakamu, noyTn 6e3 cHa — NPOEKT FOTOB.

— Bbl KOHLeNnTyanu3upyeTe CBOe TBOPYECTBO W/, CKOPEE,
CKJIOHHbI K MOJ1IyHE€HUIO YAOBOJILCTBUA OT CAMOUN MeXaHUNKN
XyOoXeCcTBEHHOro rpoyecca?

— Y MeHs YyacTo Tak 6bIBaeT: A CUXY Mblo Kode, Ha KOM-
nbioTepe YTO-TO Aefalo — U BAPYr HaKaTbiBaeT MMMYIbC.

Al BcTalo — nHorpa paxe 3abbiBalo NepeoneThbCsA, MHOIO
opexnabl Norn6éno B Kpacke, — nay 1 nuwy. A ecTb KapTUHBI,
KOTOpble A 3apaHee NpoayMbiBato. Boobuie xmBonuce —
3TO MOe oAMHOoYecTBO. PanocTHoe oanHo4YecTBO.

— lponykTnBHOe.

—[1a, " NO3NTUBHOE.

B 3TOT MOMEHT CyLeCTBYIO TOMbKO f, XONICT, KPACKN U KUCTb.
Bcé! N Hukoro, HMYero. f[laxe ecnm B cocefqHe KOMHaTe Ha-
XOOWUTCA ToNMna nioaen.

— Bbl 04eHb 3HepPreTUYHbIV XyOOXHWK W, 04€BUAHO, SIHepre-
TUYHbIV YesloBeK. A Kakue Balu niobumele UBeTa?
— CMOTpA rae, CMOTPA B YEM.

— Hy, rpy6o roBops, kakas 6aHKa ¢ Kpacko y Bac camas
nonynapHaa?

— boppo. Boobuie uBeT 3aneklencsa KpOBW, LUBET TEMHO-
ro KpacHoro BUHa — ero A nobnio 6onbuwe Bcero. A naxe
MHorga BOT MPOCTO ANA HAaCTPOEHUA, ANA CAMOOLYyLEHNA
6epy XONCT N NULLY KaKON-HMOYOb paHTa3UNHbLIN Ner3ax.
MOHOXPOMHBIV MPaKTUYECKU, C Pa3HbIMU OTTEHKaMu H6op-
noBoro. NMpocTo MHe 3TO NOoCTaB/AET YAOBO/IbCTBUE.
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— Bbl He 60MTeCh OTKPBLITbIX UBETOB. HeKOTOpbIe XNBO-
MUCLbI CHUTAIKOT, MOJI, «60sIbLIEe rPA3N — 6O/IbLIE CBA3U».

A OTKpbITble UBETa — yaes NKOHOMUCLUEB N HANBHbIX XYHOX-
HUKOB.

— OueBMAHO, 30eCb CKa3biBaeTcA MoA Nto6oBb k MNeTpoBy-
BoakuHy. fl ero npocTto o6oxato! OH QEeNCTBUTENBHO MC-
NMonb3yeT MKOHOMUCHbIE Xoabl. [la 1 BooblLe A niobnto
YnCTbIn UBeT. Al No6/I0 ACHOCTbL — B PEXUCCYpe 3TO Ha3blBa-
eTcAa AnkuunA noseaeHuA. lonxHo 6biTb YntabenbHo. Yto-
6bl He KpoccBOpA, 3aragka — koraa noMaellb FofNoBY, YTO
TaMm, K YeMy, — a BOT 3Ta caMas ACHOCTb, YNTabenbHOCTb.

A rpAsb A Boobule He no6nto. Tak, Kak A MO KNCTU, — pea-
KO KTO UX MoeT. Ml Tak, Kak YNCTO Y MEeHA B MaCTEPCKOM, —
penko y Koro 6biBaeT. XyqoXHMWKW, MO ApY3bA, 3aX0AAT

1 BCerga YaMBATCA 3TON YNCTOTe.

— A Ballla feATe/IbHOCTb KakK rcuxosiora v TBOPYECTBO AJIA
Bac cBA3aHbl? OHY KaK-TO nepeceKkatTca?

— Hukak. Al Bcerga ctapatocb nepekstoyaTbCca, NpocTo 6epy
M rosoplo: «Bcé, npy3bA, CeroaHA y MeHA AeHb XyAOXHMKa».
YTobbl He HbINO 3TOro NepcTa, ykasylowero: «dTa KapTu-
Ha Npo TO-TO, MPO TO-TO, MPO TO-TO».

— To ecTb oTK/II04aeTe B cebe KOMMeHTaTopa?

— [a. maBHOE Beab B UCKYCCTBEe — 3TO 06pas, a He AmMaak-
TUKa N He KoHUenT. l moyemy 4acTo pa3oyapoBbIBalOCh B
COBPEeMEHHOM UCKYCCTBE... Bce 3T nHcTannaumm v npo-
yee... EcTb, KOHEYHO, BeNMKME BElN, HO B OCHOBHOM — OAVH
KOHLIENT, TO eCTb Xasnkaa NoTyra MexaHN4eckoro mMmoiuine-
HWA, MOMNbITKA KaK-TO BbINEHAPUTbLCA, N3BUHMUTE 3a rpyboe
CNnoBo.

— He 6e3 Toro.

—[la.  HepaBHO BAPYr Hanvcan KOHUENTYyanbHYI0 KapTu-
Hy. A KOHLUenunA B YeM: A eQy B MallVHe, 1 BAPYT A0 MeHA
poxoawuTt, 4to «W» — 3To nepeBepHyTasa «M», oTpaxeHue.

W a Hanucan kapTnHy «Man/Woman». BoT «M» — n oHO Kak
6b1 B Bofie oTpaxaeTca, u nony4yaetca «\W». I Tam kakme-
TO WTY4YKN. HO 04eHb NHTEpEeCHbI hakTypa 1 LIBET CAMOTO
doHa. OOHaKo 3TOM KAPTUHOM TaK O CUX NMOP HUKTO U3
MOWX KNTMEHTOB U He 3anHTepecoBanca... I A nx noHnmato.
MoToMy 4TO 3TO YMCTbIN KOHLENT. TO ANA ronossbl. K 3Tomy
Henb3A 3MOLIMOHAaNbHO NMPUCOEANHUTBLCA.

— A Kak BaM ynaeTcsA pa3fesnTb ABE 3TN CQhepbl Ballesn
Xun3Hn? Kak Bbl K 3TOMy ripyxoaute? YTo gnAa 3Toro Hy>XHo
caenartb?

— BuaunTte nun, eCcTb NINYHOCTb — COBOKYMHOCTb COLIMANbHbIX
cBAszen. OHa HUKOMY Hadur He HyXHa. Hy>XHa nepcoHa.

— Macka 10 ecTb?

—[la, B [ipeBHen peunu 310 6bia Macka. Ho cenyac meol
0603Ha4YaeM 3TUM CTOBOM HEKYI0 TaKOBOCTb, POPMAaTHOCTb.
BoT 3To 1 upeT B ynoTpebneHne B cOLMyMe, a OCTaNbHOE —
HMKOMY He HYXHO. MNo3ToOMy Mbl NMbiITaeMCA B coUnanbHoe
B3aMMOOENCTBME BHECTN OTHOLWEHWUA YAaCTHOW XU3HMN.

A MOXHO U3HYTPW, U3 cebA, ecnin Tbl Blageellb MacTePCTBOM,
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cOo30aBaThb 3TN NMepPCOHbI. npl/lqu OHN 6y£lyT XuBble. Y MeHA
nX MHOTO...

— lepcoH?

—[a, a kak xe. ECTb npakTU4eckni NCNxonor, sKkcnepT
Nropb Hukonaesuny KannHayckac. ECTb XyAOXHWUK, y HEro
naxe uma apyroe — HK, xoTa 310 — ToXe A. ECTb My3bIKaHT
1 neeeu iropb CUIVH — 3TO B 4YeCTb MOEN MaMbl, B3A/ eé
neBuYblo hamunuio. ECTb cneumanuct no 33o0Tepuke ¢ nme-
Hem A6y Cunr. U T. 4., U T. M. 3TO He A, 3TO MO NPOU3BE-
AEeHMA.

— A HacKo/IbKO CUIIbHOE BAINAHNE OKa3as Ha Ty Bally rnep-
COHY, KOTOpasA 3aHUMaeTCA XUBOMUChLIO, Balll 330Tepuye-
CKUW onbIT?

— Bbl 3HaeTe, A cHavyana Toxe Tak Mmbicnmn. Ho cerogHsA
A MOTry CKa3aTb OAHO: HUKAKOW 330TepunKKn HeT. CyllecTBo-
Bafla KOHCNUpPATUBHAA WKNdpOoBanbHaA cMcTeMa AN TOro,
4YTO6bI ONpeneneHHbIe MCUXOTEXHONOMMN He Bbinn obLwe-
OOCTYMHbIMM. U cywecTByeT, 1 cywecTBoBan, 1 Bcerga 6ynet
CyLWeCcTBOBaTb TAKOW BOT KMHCTUTYT YerloBeKa», KOTOPbIN
3aHMMaeTCA OQHNUM-EeANHCTBEHHbBIM — N3y4aeT YenoBeKa.
He nokopseT npupoay, He pa3BmBaeT unsunmnsauumto. NMpoc-
TO M3y4yaeT: YTO Takoe YyenoBek? MpocTor BONpoc, Ha KOTO-
pbli HEBO3MOXHO OTBETUTb. ITO NMcuxosnorusa. NMpakTnyeckas
ncuxonornsa N npakTuyeckasa punocoduma cybbekTa.

MNMoyemy A B coBeTCKOe BpeMsA Obl HeBble3AHON? A HU-
Korga He 3aHMMarnca NOANTUKON. fl 3aHMMancA NCUXoNorn-
el n dounococdumen cybbekTa. bonee sanpelweHHoOW TeMbl B
CoBeTckoM Coto3e He 6bino. U B nckycctee, n B Hayke. lMo-
3TOMY Yy MeHSA 6bINIo «He Halle» NCKYCCTBO, «He Hala» mncu-
XOJIornA N «He Hawa» cpunococus.

A NoTom, Korga npovsoLrna Bennkaa Kanutanncrmyeckas
peBoniouna, BAPYr 0ka3anoch, YTO TakuUx CneunanncToB
pa3-aBa n ob4yenca. IOTOMY YTO HUKTO 3TUM He 3aHMMarn-
CA — 3TO He 6b110 BOCTPeOOBaHO. A y MeEHA yXe K 3ToMy
BPEMEHM Oro-ro CKONbKO BCEFO HaKOMmIoch!

— MHoOro v KHUr BaMu HarmcaHo?

— Ha cerogHsa — 12. OHM NnepeBeaeHbl Ha NINTOBCKNI, Yell-
CKWW, CNIOBALKUIA, TPU — Ha aHTNUACKWIA, TP — HA HEMEL-
KNI A3bIK.

— Kakoe 3HayeHVe nuMeeT a4 Bac obLjeHue ¢ Kossera-
MU-XyOOXHUKamu? C KeM 13 HUX Bbl OPYXUTE TNYHO?

— NpyXunTb Hekoraa. [ToTOMy YTO ecnn OH aBTOP, €C/IN OH
co3paTenb, TO OH 3aHAT, OH BasAeT i pucyet. Ho korga Mol
nepecekaemcs, rnaBHoOEe — 3TO AyWeBHbIN OTKAUK. Mbl He
yKa3sbiBaeM OpYyr Opyry, kak pabotaTb, a npocto 6ontaem.
YTO-TO MOXET NMOHPAaBUTbLCA, YTO-TO MOXET HEe MOHPaBUThb-
CA 13 Belen, KapTUH. Ho MHe BaxHO, YTO6bI YenoBek 6bin
NepBOMNCTOYHNKOM. YTO6bI Kaxaaa KapTMHa — 3TO U3 Hero.

Kaxpasa noama — u3 Hero. Kaxkgan CTPOYKa NnecHM — U3 Hero.

lNoHWuMaeTe, 3TOT MOMEHT NPUCYTCTBUA YeOBEKA B CO3AaH-
HOW MM BEelUM, B 3TOM NPOUN3BENEHNN, B 3TOM TEKCTE.
Ero nMyHoe cy6bLeKTUBHOE NMPUCYTCTBMIE.
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— MHorne coBpeMeHHbIe XyOOXHUKN paBHOOYWHbI
K MaHy@haKkType v rnpeanoyYynTaloT, Kak v An3aviHepbl, 3aKa-
3bIBaTb UCMOSTHEHWE CBOUX paboT roe-Hnbyab B Kutae.
Bac Hukorga He cobsia3HANa Takada ngesa?

— HeTt-HeT. A HMWKOMY He MOry nOBEPUTb HanncaTb CBOIO
paboTy.

— Tam, B Kutae, BCé MOryT.

— fl He Mory noBepUTb OPYroMy YenoBeKy Hanmcatb PoH.
DTO OTYYXXAEHME NPON3BOACTBEHHbIX CUi, Mo Mapkcy
(cmeeTcs).

— [aBaviTe BepHeMCA K BalnM rpou3BedeHNAM nocsed-
Hero nepuoga. Kak poavnack Balla TEXHVKA M KaK Bbl
vcrionHaeTe chepuyeckue paborsbl?

— Bbl 3HaeTe, A yxe ¢ 3TUM 3akoH4YMI. A MHOro neT pabo-
Tan B 3Ton MmaHepe. CyTb B 4yemM? fl KOrga-To 4aBHO y KOro-
TO MpPOYen, YTO XYAOXKHUK AOMKEH YMETb OT PYKN Hapuco-
BaTb Kpyr. be3 umpkynsa. N 3asenca. U ctan npo6oBatb. Mo-
cmoTpen n ckasan: «CD». Unu rpamnnacTuHKa BUHMUNOBasn.
MHe noHpaBunca agpdekT. lymaio, Hago 3anyCcTUTb fereH-
Oy, YTO ecnv Na3epom CHATb — TO 6yaeT My3bika. ANA MeHsA
BepwunHa abcTpakumm — 3To My3bika, MMnpoBusauusa. Ul Bot
30ecb — TO Xe camoe. My3bika NpOCTPaHCTBa, CKaXeM Tak.

Cenyac A yBnekca gpyrmMm selamum.

— Kaknmun?

— Y MeHA ceryac nepuoa «>KemM4yr-3ofioTa», Kak A ero
Ha3sbIBalo. U chakTypa. Hy, NOCMOTpUM, 4YTO U3 3TOrO BbIN-
ger... MNoka BbIWwno NATb paboT — TPMNTUX U OBE OTAESNIbHbIE
paboTbl, 04eHb Honblwne, ABYXMETPOBbIE.

— Y Uropsa KanvHayckaca-xyaoxXH1UKa MHOro rnoyntarenen?

— Hemano. Ecnn cuutatb NO nopTpeTam, KOTOpble Yy MeHA
3aka3biBanu, — 7o 400 yenoBek Kak MUHUMYM. A 4YTO Ka-
CaeTCA KapTuH... Y MeHA, K npnumepy, Tonbko B CnoBakmn
TPW cepbe3HbIX KonnekumoHepa.

— A yTO cBA3bIBaeT Bac co CrioBakneun?
— Tak cnoXunnocsb.

— Kak Bbl TaM OKa3anuncb?

— Mow gpyr n yyeHuk, knesnaHuH AnekcaHap Hukonae-
BUY BUHOrpamHbIN, KakUM-To 06pa3zomM okasasnca Tam, Ha-
Yyan BecTu 3aHATUA B ropoae XXunuvHa. i K HemMy npuexarn.

CnoBakuA — 3TO yaMBUTENbHaA cTpaHa. Bo-nepBbix, 3TO
cnaBsAHe. W npn 3ToM KaTtonuku. Nl npn 3sTom eBponenusbl,
M Npu 3TOM KpecTbAHe. Tam oeBCTBEHHasa npupoaa. PasHo-
obpasve — orpoMHOE KONMYECTBO COXPAHUBLIMXCA U NONY-
paspylweHHbIX 3aMKOB. KpeMHuMLa, rae — He MOMHI0, ABECTU
WM TPUCTa NeT Hasad, — YeKaHUIM MOHeTy AnA Bcen EBpo-
nbl. Tam ecTb LepkoBb — Bay! Celivac ee otaanu ppaHum-
cKaHuaMm. 3abpolueHHbIN NOrocT — TpaBa Mo NosAc. B Hel
YYryHHbIE NUTble HaArpo6bA — HU OAHOro MpayHoro. f Ha-
nucan TpmauaTb WTYK — BCe pa3ownnck. B Cnosakuu,

B MNuntepe, B Mockee. MrHoeeHHoO. [Toyemy? OHM Becenble.
YyryHHoe nnTbe, KoHel 18 — Hayano 19 seka. M LepkoBb.



MbI Hawnw YenoBeka, KOTOPbIA OTBEYAET 3a €€ COXPaH-
HoCTb. OH OTKpbIN HaM. LlepkoBb He paboTana kK Tomy Bpe-
MEHMU, He 3Halo Aaxe CKOJIbKO NleT — € TeX Mop Kak B ropoae
3aKpbIN MOCNEAHIOI0 WaxTy. Hy, To, 4TO TaM 4YUCTO, — 3TO
NOHATHO. [lepeBAHHAA CKyNbNTypa, pacnnucaHHasa Kpackown.
AnTapHaa MKOHa, OrpoMHasA, MacoM HanucaHHas, —
«BcTpeya mnaneHues incyca n Akosa». To eCcTb Ha 3TOM
OrPOMHOM MKOHE — HEe MKOHE AaXxe, He MOMMU YTO — ABa
MfnageHua, v Bcé. [IBa maneHbkUX nauaH4ymka. AntapHas
CKYNbNTypa — C ABYX CTOPOH — TaHLUYylOWMWeE WaxTepbl B Nna-
panHou opexnae Tex BpeMeH. 3To Bce 6€3yMHO KpacuBo.

N 310 LepkoBb. Hnuero He pasrpabneHo, He NoBpeXAEHO.

Yepes oBa roga A CHOBa Tyaa npuexarn, CMOTPIO — MOrocT
BbIYNLIEH, YXOXEHO BCE. A pAOOM nocTpounu obuary dppaH-
LMcKaHUbl, He 3Halo, 3a4eM. A MOTOM faxe NoXepTBOBaHME
coenan 3TMM cppaHUncKkaHUaM. 3To ocobeHHoe MecTo.

— A rge Bbl ceniqac XunBeTe MoCTOAHHO?

— Al Mory cka3aTb TOYHO — Ha4YMHaA C CEHTABPA NPOLWNOro
rofga gonblie YeTblpex AHEN A HArAe He 3agepXxuBancs. Bor,
npaega, cenyac A nepen npuesnom B Knes wecTb AHer 6bin
B Cnosakwuu, B bpatucnase. fl He Bbine3sato U3 camornera.

— A Kyna Bkl e3guTe?
— MapuwpyT npocton: bpatncnasa — MockBa — Knes — JIoH-
[OH.

— Kak Xe Bbl ycrieBaeTe 3aHNUMaTbCA XNBOMUCbIO? Qe
y Bac mactepckue?

—3HaeTe, Kak B TOM aHekfaoTe, — camu yamenaemca. MHe
B bpaTucnaBe oyeHb xopoLyio MacTepckyio pebaTta cCHANN —
BE/INKOJENHYI0, B CTAPOM AIOME, Ha BTOPOM 3Taxe, MOTOMKMN
no yetbipe MeTpa. MipeanbHble ycnosusA anA paboTsbl.

A BJlntBe y MeHA Ha xyTope AoM. Tam A nucan «TanHyto
BeYeplo».

B MockBe ectb MacTepckas. [paBaa, A yXe 0aBHO TaM
He paboTan. Ho Tam Bcé yBewaHo MoumMu pabotamm —
Ha BCex ABepAX Aaxe MOW NaHHO B pa3HbIX CTUAAX. B kopuao-
pe BUCAT «YeTbipe cTuxnm»: «3emna», «Bosnyx», «<Boga»,
«OroHb».

— A uTo Bac cBA3bIBaeT ¢ Knesom?

— O! KueB - 3T0 OnA MeHsA o4eHb BaXHbI ropoa! BnepBbie
A noasunca B Kuese, korga xoaun ¢ Bon4bum bunetom —
MeHA Hurae He 6panu Ha paboTy, a y MeHA — ManeHbKui
cbiH. Kakoe-To Bpemsa y MeHA B Knese 6bin cBOM HE6OMbLLON
TeaTtp.

— A KaK OH Ha3bIBaJicA?

— OH cHayvana HasbiBanca «16 Ncnx», Mbl CMeANNCb —
16 ncnxoB. A NOTOM Kak-TO elle Ha3bIBanca, YyTb N He
«OrHEHHbIN LIBETOKY.

— A B KakoM rogy 370 6bi/10?
— B 1992-m, kaxeTcAa. Mbl npocywecTBoBanu Kakoe-To
BPEeMsA, HO MOTOM CMOHCOP Hac 6pocus, N BCE 3aKOHYUIOCh.

- Bbl npoponxaete pabotaTh Kak pexuccep? Het v y Bac
amMbuLnii CHATb KUHO?
— EcTb.

— A 0 yem oHo 6yneT?
— O kponukax. O noaax-kponukax (cmeeTcs).

— [pakTunyecku Buaeo-apT. A Bbl FOBOPUTE, YTO HE NHTE-
pecyeTecb BUOeo-apTOM.

— HeT, Kponukun — 3To A Tak NO-COBETCKM Ha3bIBalo. To eCTb
3TO 6yneT KMHO 060 BCAKUX UCMbITYEMBbIX, MOAOMbITHbIX.
A1 Xopowo 3Hato 3Ty cpeny, cam npopaboTan KPONKOM-
no6poBosibLIEM OKOMO TPEX NET. 3TO OYEHb CTPaAHHbIN MUP.

— Kak nHTtepecHo.

— fl paxe Kak-To Hanucan cueHapHyto 3aAaBky. OHa ewe
banasHy noHpaBunacb. Mbl yXxe xoTenu cHuMMmaTb. Ho geHer
Torga He Hawnw.

— To ecTb Bbl — MHOIOMJ/laHOBaA JINYHOCTb, (haKTUYECKU
4e/1I0BEK PEHECCAHCHOro Tuna?

— [1a. OHM 6bINY TUTaHbl BO3POXAEHUA, @ A — KUMATUNb-
HMK BO3POXAEHUSA.

— A yero Bbl xoTenn 66l OCTNYb CBOUM XY0OXECTBEH-
HbIM TBOpYeCTBOM? KaKow y Bac rnpoeKkT-MakKcumym?

— Huyero. Hnyero. Makcmmym — oH Xe MUHUMYM. fl Npoc-
TO nonyvato yaoBosbCTBME OT Npouecca. U ecnn A nepectaHy
roJsiyyaTb OT TBOpPYECTBa YAOBONbLCTBUE, TO Byay cunTaTth
cebA He BpaBe UM 3aHNUMaTbCA.
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BbicTaBka «bnyxnaowwne 38e3abi»

CeHTAGPL 2008

BunbHioc, Jlutea

lanepesa «Actus magnus»
BbicTaBka « ABCTpakTHasA 3pOTUKa»

Wionb 2006

Kues, YkpanHa

AmepukaHckan Toprosas Nanata
BricTaBka «bnyxpaiolwme 38e3abi»

MapT 2006

MwunaH, Utanna

My3eln Hayku n TexHnku JlleoHapao aa BuHun
BbicTaBka «TanHasA Be4vepsa: yx, Mnotb, KpoBb»

Oexkabpb 2004
CaHkT-MNeTepbypr, Poccun
Nom-my3en U.Bpoackoro
BbicTaBka «KabuHeT Mara»

NioHb 2003
CaHkT-MNeTepbypr, Poccun
NHK-kny6

BbicTaBka «CTUXNA OrHA»

®eBpanb 2003

CaHkT-MNeTepbypr, Poccun

NHK-kny6

BbicTaBka «Muctepusa oguHovyecTBa»

Hosa6pb 2002
CaHkT-MNeTepbypr, Poccua
NHK-kny6

BbicTaBka «[locBAweHne»

AxnBapb 2003

BunbHioc, Jintea

lanepes «Stiklo karoliukai»
BbicTaBka «Muncrtepuma ognHo4vecTsa»

MapT 2001

MockBa, Poccua
lanepes «Mapaoun3»
BbicTaBka «llanoctn»

®espanb 2001
CaHkT-MNeTepbypr, Poccun
lanepes «Manntpa»
BbicTaBka «[locBAweHmne»

ABryct 1998
KayHac, llutBa
Oom MepkyHaca

MioHb 1998
CaHkT-MNeTepbypr, Poccun
®oHa cBoH6OAHOro pycckoro
COBPEMEHHOTO UCKYCCTBA
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Bibliography of Igor Kalinauskas

Igor kalinauskas is a famous psychologist, PhD, philosopher
and the author of several books. He is known for his dis-
coveries in psychology and unique works in stage direct-
ing. He was the first to describe “The syndrome of assured
future”. This discovery shows that people are so much
inclined for security and predictability in their life and
activities that they are most likely to agree on some un-
favourable but assured forecast for the future, rather than
to choose the tension of uncertainty which may bring them
success.

Also he is the founder of the intellectual instrument called
the method of quality structures which has no analogies
(MQS). This method gives an opportunity to perceive the
whole entity and consciously operate it. This method came
into being ecstatically. But the major stimulus were the works
of Juri Lotman in the field of semiotics.

The peculiarities of practices and technologies that were
developed and put into practice are that they help people
discover intellectual and emotional indigenous resources.
The effect of such discoveries gives people the opportunity
to act independently in any sphere they choose using the
acquired knowledge about their personal resources.

Igor Kalinauskas is the author of the following books:

“Alone With the World”
(RU, SK, CZ, LT). Eight editions published since 1991 to
2009

"Art of Living”

(RU, ENG, SK, CZ, LT). Four editions published since 1994.
The last edition, corrected and complemented by the
author, was published in 2003.

“Spiritual fellowship”
(RU, SK, LT). Three editions published since 1996 to 2003.

“In search of Light”
Published in 2001

“Sitting well”

The first edition was published in 1997. The book had
three re-editions. The last edition, corrected and
complemented by the author, was published in 2003.

“Games, as played by “1”

(RU, LT). The first edition was published in 2002.
The second edition, corrected and complemented,
was published in 2003.
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“Male and female beyond the doorstep of Eden”
(Together with Eva Veselnickaja). Published in 2004.

“Games, as played by "We".
The fundamentals of psycho behaviour: theory and
typology. Published in 2005.

“Transformation”.
Published in 2006.

"Fire Flower"”.
Published in 2008.

“Light shaped me out of Darkness”.
Published in 2009.

“Transformation. Notes of a journey. Instructions for
HOMOSAPIENS".
Published in 2009.

“Intellectual Adventure - the Origins of Being”.
Published in 2010.

"Intellectual Adventure - the Revolution of
Consciousness”.
Published in 2010.

“The woman’s wisdom and the man’s logic. The war of
the sexes and the principle of complementarity”.
Published in 2011.

“The path into yourself. The Games of ordinary life”.
Published in 2012.



bubaunorpadusa Urops Rannnayckaca

Uropb KannHayckac — elle 1 M3BECTHbIN NCUXONOT, AOKTOP
HayK, hmnocod 1 aBTop KHUT, YeNnoBeK, U3BECTHbIN OTKPbI-
TUAMU B NCUXONOTMN U YHUKANbHBIMU paboTamMu B pexmc-
cype. OH nepBbIM B Mupe onucan «CMHAPOM FrapaHTUpo-
BaHHoOro 6ynyuero». 3To OTKPbLITUE MOKa3ano, YTo YeNnoBeKy
0O TaKoW CTeneHW CBOMCTBEHHO XenaTb rapaHTui CBoen
XW3HWU N OEATENbHOCTW, YTO MHOTMe NIOAN CKopee corna-
CATCA C He6NaronpPMUATHbLIM, HO FAPaAHTMPOBAHHbLIM MPO-
rHO30M, YeM MOMAYT Ha HaMpAXeHNEe HEONPEeAeNneHHOCTH,
KOTOpas, MOXET 6bITb, MPUHECET UM YCMEX.

Tak>Xe OH aBTOpP He MMeEIOLWEro aHanoroB NHTENNEeKTY-
aNbHOro NHCTPYMeHTa NoA Ha3BaHWEM MeTOA KavyeCcTBEH-
HbIX cTPYKTYp (MKC). MKC naeT BO3MOXHOCTb YeJI0OBEKY
BOCMPUHMMATb LieSIoe N ONePMPOBaATh MM B CO3HaHUMN.
MeTon poannca 3KCTaTUYeCKMM NyTem, HO OCHOBHbIM TOMY-
KOM 0717 3Toro 6b1in paboTsl KO.M.JloTmaHa B o6nactu
CEMUOTUKMN.

OCco6EeHHOCTM NPaKTUK U TEXHONOTNI, pazpaboTaHHbIX
M NPYMEHAEMbIX aBTOPOM, 3aKJ1l04alOTCA B TOM, YTO OHU
NoOBOAAT YenoBeka K 06Hapy>XeHNio CO6CTBEHHbIX BO3-
MO>XHOCTEN Kak B MHTeNNIeKTyallbHOW, Tak 1 B SMOLINOHasb-
HOW cpepe. D hekT TaKOro packpbiTUA cebsa naeT BO3MOX-
HOCTb YenoBeKY CAMOCTOATENIbHO OENCTBOBATL B N060M
13 Bbl6paHHbIX UM 0b6nacTen, Monb3yAcb 06peTeHHLIMU 3Ha-
HUAMM O CBOMX BO3MOXHOCTAX.

Uropb KanuHayckac ABNAETCA aBTOPOM CledyoWnX KHT:

«HaeanHe ¢ Mupom»
(pycckuia, cnoBauKuUi, YewWwCcKUn, MMTOBCKK). NMepBoe n3-
paHuve Bbiwno B 1991 r., nepensgaBanacb BOCEMb pas.

«XnTb Hago!»

(pycckuia, cnoBauUKnUM, TUTOBCKUIA, YELWCKUIA, aHFIIMACKIIA).
MNMepBoe n3paHue Boiwno B 1994 r., yeTbipe pasa nepe-
nsnaeanacsk. MocnenHee nsnaHue, NCNpaBieHHOE U OO-
MosIHEHHOE aBTOPOM, BbinyuweHo B 2003 r.

«JlyxoBHOE cOObIWECTBO»
(pycckunia, cnoBaukuii, NMTOBCKUIA).
N3paHa B 1996 .

«B mounckax CeeTta».
N3paHa B 2001 .

«XOopolwo cnanum».

lMepBoe nsnaHme Bolwno B 1997 r., KHUra Bbigep>kana Tpu
nepeuspgaHus. MNocnegHee nsgaHue, nepepabotaHHoe

M AOMOSIHEHHOE aBTOPOM, Bbiwso B 2003 1.

«Urpbl, B KOTOpPbIe Urpaet A»
(pycckuia, nutoBckuim). MepBoe nspnaHue Boiwsno B 2002 r.,
BTOpPOe€, NCrpaBfieHHOe U oornonHeHHoe, — B 2003 1.

«MyXUMHa 1 XeHWwmnHa. 3a noporom Pasa»,
B COaBTOpPCTBeE C E. BecenbHNLKOMN.
N3paHa B 2004 1.

«Urpbl, B kKOTOpble nrpaet Mbl. OCHOBbI Ncnxonorumn
noBefeHnA: TEOPUA U TUNONOTrUA».
M3paHa B 2005 1.

«lMpeobpaxeHune».
M3pnaHa B 2006 r.

«OrHeHHbIN LIBETOKY.
N3pnaHa B 2008 r.

«CBeT BbIienun MeHA U3 TbMbI».
MN3paHa B 2009 T.

«MpeobpaxeHue. MyTeBble 3ameTkn. UHKcTpykuma ansa
nonb3oBaTtenen HOMOSAPIENS».
N3paHa B 2009 1.

«NHTennekTyanbHaa aBaHTiopa. IcTokn 6bITUA».
MN3pnaHa B 2010 .

«MHTennekTyanbHaA aBaHTiopa Il. PeBoniouna co3HaHMA».
N3paHa B 2010 .

«XeHckasa MyapocCTb U MyXcKasA norvka. BonHa nonos
UM NPUHUNN AONONHUTENBHOCTUY.
M3paHa B 2011 1.

«MyTb B ce6a. Irpbl 06bIAEHHON XN3HNY.
M3naHa B 2012 1.
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Duo Zikr

The vocal duet Duo Zikr is a brand new phenomenon
in the sphere of music. It was founded by Igor Silin (a pseudo-
nym of Kalinauskas) and Olga Tkachenko in 1993.

The duet was on tour in many countries of the world from
Australia to America and released 22 albums.

Jim Bessman, special reporter of “Billbord”
(New York):

“Jazzmen have at least some song context that serves
them a field of improvisation, whereas Zikr creates the
melody of the song. But besides the dynamic improvisation
that affects the audience so deeply, Zikr amazes by
astonishing passion of voice and performance manner”.

Andrew Stewart, music critic (London):

“The two, a man and a woman came to the stage, sat
opposite one another, closed their eyes and in some instants
the show began that one may hardly call “singing”. That is
music without words where you can dimly discern the just
one thing - the involvement in something peculiar. That
is so unusual that at first an inexperienced visitor would
stay in complete perplexity. Being puzzled he is trying to
remember everything that he’s already heard before about
guttural singing, shaman sorcery and other attributes of
esoteric art. Nevertheless that will appear to be neither of
them or anything else. Perhaps we can say about such thing
they are “everything and nothing” at the same time”.
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Discography of Duo Zikr

“Voice message”, 2010

“The Breath of Space”, 2008
“Angels in the city”, 2008
“Premonitions of shooting star” 2007
“Sound of magic”, 2006

“Soul in the arms of God”, 2005
“Happy, happy Crazy”, 2005
“Spring Journey”, 2005

“Place of Power”, 2003

“Mystery of the Fire”, 2003

“In Search of Light”, 2001 (2 CD)
“Free Flight”, 2000

"Duo Zikr", 1998

“The Wandering of souls”, 1998
“To the twilight of times”, Paris 1998
“To the beginning of times”, 1998
“"The Wormwood star”, 1996
"Vertical Section”, 1996
“Creation of the World"”, 1996
“Time that Dance”, 1996
“Mystery of the Cup”, 1994
"Voices", 1993



JlysT Zikr

BokanbHbi ay3T Duo Zikr, co3naHHbI B 1993 rogy Avickorpadpma pyasta Zikr
Uropem CunuHbiM (TBOpYeckmin nceBooHMM KanuHayckaca)
n Onbron TkayeHKo, NpeacTaBnsaeT co6on coBepweHHO «Voice message», 2010
HOBOE fABNEeHMeE B MYy3blKallbHOM UCKYCCTBE. «[bIxaHne npocTpaHcTBa», 2008
Oy>T racTponnpoBan No MHOrMM cTpaHaMm Mupa — oT «AHrenbl B ropoge», 2008
ABCTpanuu 0o AMepUKmn — 1 BbiNycTun 22 anbboma. «Premonitions of shooting star», 2007
«Sound of magic», 2006
Mxum BeccmaH, cneuvianbHbI KOPPECNOHAEHT «Soul in the arms of God», 2005
XypHana «bunn6opa» (Helo-Mopk): «Happy, happy Crazy», 2005
«Ecnu gXa3mMeHsbl pacrionaraloTt, o KparHen mepe, rne- «BeceHHee nyTewecTBUe», 2005
CeHHbIM KOHTEKCTOM, B KOTOPOM OHU MMIIPOBU3NPYIOT, TO «MecTo cunbl», 2003
Duo Zikr cioBHO co3naeT Meioguio NecHy, KoTopas poxmaa- «MwucTepua orHa», 2003
€TCA BMeCTe CO 3ByKamu rosoca. Ho, kpome guHaMun4Hom «B nowuckax ceeta», 2001 (2 CD)
MMIPOBU3aLINM, 3aCTaBAOLEN CayWaTesa UCMbITbiBaTb «CBob6oaHbIN nonet», 2000
YHVKaslbHbIe repexunBaHns, OTKPbIBAeTCA Apyras CTOPOHa «l06bunerHbIn», 1998
Duo Zikr. 3T0 owenomrisoLee NnPUTAXEHNE CTPACTHU B Ca- «CtpaHcTBMA ayw», 1998
MUX rosiocax N MaHepe NCNOJIHEHNA BOKa/IMCTOB». «K cymepkam BpemeH», Mapux, 1998
«K Havany BpemeH», 1998
DHApto CTIoapT, My3blKanbHbIA KPUTUK (JTOHAOH): «3Be30a nonblHb», 1996
«[lBoe, My>X4nHa v XeHLWWNHa, BbIVAYT Ha CLEHY, CAQYT «BepTukanbHoe ceyeHue», 1996
HaripoTuB Apyr Apyra, 3aKpoIoT rfia3a, N Yepes Kakoe-To «CoTBOpEHME Mupa», 1996
MrHOBEHVe Ha4YHeTCA AeNCTBO, KOTOPOEe TO/IbKO OY€Hb IMpu- «TaHuylowee Bpema», 1996
6/1M3UTENIbHO MOXHO Ha3BaTb rneHnem. 3To 6yaeT My3bika «MwucTtepusa yawmn», 1994
6e3 c/10B, HOT Y MeIoANY, B KOTOPOW CMYTHO yrafbiBaeTcs «lonoca», 1993

TOJIbKO OfHO — MPUOBLYEHHOCTb K H€MY-TO OCO6EHHOMY.
370 6yneTr HacTo/1bKO HEOObLIYHO, YTO MepBOE BPEMSA He-
WUCKYLWEeHHOMY 3PUTENI0 CYXXAEHO NPebbiBaTh B MOHEN-
wem HegoymeHun. HegoymeBas, OH MbiTaeTcAa BCIOMHUTD
BCé, 0 YeM eMmy Korga-nmbo JoBoANNOCk C/bIWAaThb: O ropsio-
BOM MeHUU, WaMaHCKNX 3aKIINHAHUAX N MPOYNX aTpubyTax
330Tepuyeckoro nckycctea. Y Tem He MeHee 3To He 6yneTt
HU TeM, HU APYruM, HY YeM-1nbo ewe. [oxanyw, o Takux
Belax rpPMHATO FOBOPUTb, YTO 3TO OAHOBPEMEHHO <1 BCE
N HUYTO».
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baarogaprocTn

AnekcaHopy BuHorpagHomy
EBe BecenbHunukom
TBOpYECKMM MacTepckum «XpoHoTton» (MockBa)
Onbre TkavyeHKoO

Maeny MNeTpoBuyy
KaTtapuHe KopoocoBon
MapTnHy Kpeuaky

MaTywy Ceanaky

PanoBaHy bpeuke

PomaHy JlocoBckomy

AHHe Tka4yeHko

Annce JIOXKMHOWN

AHapeto DegopoBy

30€e 3BUHALIKOBCKOM

Onbre BuneHkuHom

Nope ApoBon

WapyHacy lMekacy
Karandash Design
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