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TRENDS IN THE FINE ARTS OF TATARSTAN
IN THE 1970-1990S ON THE EXAMPLE
OF NARKIS PONOMAREV'S CREATIVITY

Summary: The article is devoted to the late Soviet pe-
riod of fine arts in Tatarstan — a republic with rich avant-
garde traditions, which was characterised by extraordinary
intensity of artists’ creative life during the 1970-1990s.
Today, this period of art, as a regional version of the sec-
ond wave of the avant-garde, still remains insufficiently
studied and requires more detailed and scrupulous study
and understanding.

The topic is considered on the example of one of the
most original painters of Kazan of the second half of the
20th century — Narkis Ponomarev (1946-1996), who is
considered by the author to be among the unofficial cir-
cle of artists.

The study introduces the personality of Ponomarev as
a self-taught artist and autodidact into the scientific con-
text for the first time. It is argued that, despite the lack of
the master’s professional art education and the resulting
difficulties (lack of recognition in the artistic communi-
ty, criticism from official art critics and officials, inability
to exhibit, and so on), he managed to form and devel-
op a self-sufficient and original art. Avant-garde tenden-
cies in the artist's work are identified and substantiated
based on an analysis of more than 60 Ponomarev’s works

In July 1993, the State Museum of Fine Arts of
the Republic of Tatarstan hosted a large-scale ex-
hibition, New Art. Yesterday. Today. Tomorrow. The
organisers of the exhibition were Kazan design-
ers, artist-designers E. Golubtsov, V. Nesterenko
and others, led by the ideological inspirer of the
project, art critic V. Tsoi. They intended to present
a retrospective of the Kazan avant-garde with an
emphasis on modernity, starting from the 1910s
and moving from era to era through unusual spa-
tial solutions reminiscent of scaffolding. The works
of Narkis Ponomarev were also exhibited at this
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mainly from private collections. Turning to the heritage
of Matisse, Picasso, Chagall, German expressionists, etc.,
without copying, only focusing on them, Ponomarev de-
veloped his own artistic concept. Using a variety of bright
colours, free volumetric strokes, turning to marginal sub-
jects or lyrical landscapes and fantastic images, he im-
bued his works with simplicity and primitiveness, in the
good sense of the word, of the image itself.

It is noted that creativity, which gained its fame and
recognition only in the post-Soviet period, was neces-
sary for Ponomarev as a way of understanding the world
around and oneself, as a therapeutic impulse for one’s
own alienation. The purpose of this article is to trace
the evolution of the artist, to reveal the role and signifi-
cance of Ponomarev's creative activity in the artistic life
of Tatarstan in the 1970-1990s. The presentation of new
trends and the introduction of new names into scientif-
ic circulation will help to identify paradoxes and facets
in the history of the second wave of avant-garde in the
era of the USSR.

Keywords: late Soviet art, expressionism, unofficial art,
autodidact artist, fine arts of Tatarstan, postmodernism,
Narkis Ponomarev.

exhibition and were noted in the press [1, 5]. It is
noteworthy that Ponomarev's artworks were almost
always used to illustrate notes and articles in pe-
riodicals dedicated to this exhibition.

Finally, in February 1996, Narkis Ponomarev's
long-awaited first personal exhibition took place
on the occasion of the artist's 50th anniversa-
ry; it lasted about a week (the exact number of
days varies among sources). It was not possible
to exhibit the works of an “inconvenient” artist
in the local Exhibition Hall of the Union of Art-
ists; the management found excuses. However,
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Il 1. Ponomarev N.I. Untitled. 1980s, hardboard, oil, private collection

Sofya Kondrashina, the director of the Zarechye
Museum of Military and Labour Glory, located
near the recognizable Red Gate in Kazan (Jubilee
Arch, a memorial building of 1888), suggested
one hall of the museum, which, despite the spe-
cifics of the institution and its remoteness from
contemporary art, was positively assessed. About
40 paintings were presented in this space, mainly
representing Kazan landscapes and portraits of
loved ones. There is no need to talk about exact
facts and lists of works; miraculously, a copy of a
poster, an invitation card and a very meagre list
of invitees were preserved. The exhibition was
organised by journalist and art observer S. Ko-
lina. "Narkis was happy that day” [2], the open-
ing of the exhibition “was attended by famous
art critics, artists, entrepreneurs and represent-
atives of the city's intelligentsia,” she later wrote
in local periodicals; however, no specific names
were given [3]. According to the memoirs of art-
ist Anatoly Egorov (b. 1948), who then came to
this exhibition by chance, there were indeed a lot
of visitors (about 60-70 people); however, Nark-
is Ponomarev looked confused and upset, which

was probably due to the absence of represent-
atives of the official authorities and profession-
al artists. Nevertheless, such a dialogue with the
viewer was necessary for the artist. Experienc-
ing severe physical pain from a serious illness
during this period, he urgently needed a per-
sonal exhibition as a last breath of fresh air be-
fore death. After 3 weeks the artist passed away.
Narkis Ponomarev was admitted to the Union of
Artists of the Republic of Tatarstan posthumous-
ly in 1996. His membership card was placed in
his coffin — his loved ones understood how im-
portant and valuable it was for him.

In 1998, two more chamber personal exhibi-
tions of Ponomarev's art were posthumously held.
They were arranged by the artist’s family with the
support of art critic R. Sultanova in the Exhibition
Hall of the Union of Artists and the Gorky Muse-
um in Kazan, evidence of which has not yet been
discovered.

In 2022, at the Hazine National Art Gallery of the
State Museum of the Republic of Tatarstan the au-
thor of this article organised another, larger-scale
personal exhibition of Narkis Ponomarev — “Oth-
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Il 2. Ponomarev N.I. Female profile against the background of a landscape. 1980s, oil on canvas, private collection

er Art”, which presented a retrospective of the art-
ist's work, uniting several large private collections.
The exhibition featured 55 works, of which only 5
were from the collection of the State Museum of
Fine Arts of the Republic of Tatarstan.

Despite Narkis Ponomarev’'s seemingly active
creative and exhibition biography, the entire con-
scious part of it was deprived of recognition. And
timid attempts to exhibit officially and join the Un-
ion of Artists were unsuccessful. This was due to the
fact that, as art critic V. Tsoi wrote about the artistic
situation of this period, “everything that remained
outside the figurative (objective) image was contemp-
tuously called ‘abstractionism’ and ‘formalism’ and,
accordingly, ‘'was not allowed' into respectable ex-
hibition halls” [4]. The lack of artistic education only
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reinforced the beliefs of my colleagues in unprofes-
sionalism. Some treated Narkis Ponomarev’'s work
with distrust and even ridicule; others just shrugged
their shoulders — the unprepared Kazan public did
not take the artist seriously.

For Narkis Ponomarev, painting was a deep-
ly personal, emotional, and sometimes dramat-
ic state of mind. When asked what was depicted
in his paintings, he always answered the same:
“Look, and you will see everything”. His work is
an expressive symbiosis of figurativeness and
abstraction. The author’s style appeared based
on the heritage of the world avant-garde of the
early 20th century — colouristic dominants and
expressive side of Matisse’s colour, the conscious
destruction of Picasso’s nature, allegorical em-

Il 3. Ponomarev N.I. Still life with a blue vessel. 1980s, hardboard, oil, private collection

bodiments in Chagall’'s primitive (with which the
artist was also connected by ethnicity), the gro-
tesque of German expressionists. By building a
private dialogue with the great history of art,
mixing artistic languages, eras and styles, Nark-
is Ponomarev developed his own self-sufficient
artistic strategy, which fits well into the frame-
work of autodidactics.

The most fruitful stage of Narkis Ponomarev’s
work certainly occurred in the 1980s. It is the
phase of maturity in the artist's biography — a
period of confrontations and difficult quests, the
creation of the "pink” and "blue” cycles (almost
according to Picasso), where the latter reflects
worldly suffering, which the artist felt acutely and
painfully, expressed in a numerous series of imag-
es of the blind, the crippled, alcoholics and oth-
er marginalised people. At the same time, Narkis
Ponomarev’s transition to the “pink” series also
marked a change from sadness and poverty, re-
solved in gloomy colours, to a more joyful rep-
resentation of the world: romantic landscapes
and portraits (including self-portraits), bathed
in warm light.

Regardless of the period of creation of works
or their style and theme, compositional structures
are always unexpected: they often use distor-
tion of space and defragmentation. The “char-
acters” of the paintings, entering into complex
interaction with each other, maintain cold indif-
ference — dynamic unity and detachment at the
same time. The artist's works of this period can
be considered as intellectual and creative phi-
losophising in images or “reflections” (the term
of art critic S. Kolina).

Freely experimenting with form and colour,
Narkis Ponomarev invariably remained faithful
to easel paintings in small formats, most often
on cardboard — it was more accessible. His viv-
id associative paintings often amounted to puz-
zles, perhaps containing coded messages. During
this period, still lifes appeared; they were main-
ly with jugs and fruit — a kind of Cezanneism in
an effort to experiment with the ponderability of
the subject, the materiality of colour (Evening,
1970s; Still Life. Yellow Vase, 1980). In this so-
called "synthetic” series, the artist worked on the
pictorial and plastic tasks that he set for himself:
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Ill. 4. Ponomarev N.I. On the street, at the kiosk. 1987, oil on canvas, private collection

in addition to crimson red and azure, his canvas-
es were saturated with emerald and amber yellow
(Still Life with a Pear; Still Life with a Blue Vessel,
1980s), turning into a chaotic centre of brush-
strokes. They conflict, pulsate, creating a tense
play of colour dominants, building up the lumi-
nosity and shape of objects.

Narkis Ponomarev's repeated theme, which
permeated his entire creative path, was the lyri-
cal and at the same time painful image of old Ka-
zan (Press House on K. Nadzhmi Street, 1980s; Old
Yards, 1980s; Kazan. Bulak, 1983; Kekin's House,
1990, etc.). The artist showed attentiveness to de-
tails: capturing crooked streets, unsightly court-
yards, dilapidated buildings, slanting arches,
humpbacked bridges of Bulak; he conveyed his
own philosophical perception of mortal existence.
The city, “painted with pain but also with love” [1],
is deformed — different scales, incongruous ap-
proximations establish new aesthetic principles in
the pictorial picture. In these works, Tsoi saw “ob-
jects of close study, the Socialist Art artist's an-
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alytical research” [4, P. 12]. Rather, the artist did
not manipulate visual stereotypes of Soviet prop-
aganda in his landscapes; he strived to convey
the image of the city, its character, by conveying
social orientation and the response of contem-
porary events. In the city landscapes depicting
Kazan, there is Narkis Ponomarev’s exception-
al love, opening an endless series of images be-
fore us. They reflect the artist's deeply personal
perception and understanding of the events that
happened here. Here, the symbolically and alle-
gorically executed city views are not only pictur-
esque plans and rhythmic colour spots but also a
new formative task in the range of the modernist
and avant-garde paradigm.

Among the enduring imagery of Narkis
Ponomarev, there are often images of marginal-
ised people (On the Street, at the Kiosk, 1987; In
the Old Yard, 1987; Scream, late 1980s, etc.). This
is a distorted and ugly world; Narkis Ponomarev's
people are “a single cast of our communal exist-
ence” [4, P. 12]. Painted in a few accurate strokes,

the inhabitants of old Kazan, cripples and vagrants,
war veterans resemble a caricature, however, not an
evil one but a condescending one. Sometimes the
author’s characters hypertrophy; their “plasticine”
bodies and/or limbs stretch out, creating internal
tension bordering on numbness in the viewer. The
artist's "grotesque theatre of the absurd” creates
a special expressionistic intonation. [5]

In some of Narkis Ponomarev's works, a so-
phisticated viewer will certainly find a symbolic
motif — the image of a short man in a hat; it is
a self-portrait of the artist, his unique signature,
changing depending on life situations: first, lone-
ly, and then, with the birth of his daughter, walk-
ing around the city with a stroller.

Narkis Ponomarev is an iconic figure in the late
Soviet fine arts of Tatarstan. Despite the drama in-
herent in his work and personal fate, his brush had
the incredible ability to saturate people’s hearts
with colour and civic passion.

The art of Narkis Ponomarev was not of an of-
ficial nature; nevertheless, it cannot be considered

an underground movement. Rare participation in
permitted exhibitions was a necessary form of ar-
tistic existence and the only opportunity to pub-
licly present his controversial works, which were
characterised by irony, grotesque and symbolism.
The artist’'s humble nature and reclusive lifestyle
were in no way identified with the new style that
he proclaimed with his work.

Today, the controversy surrounding the name
of this artist, the struggle of critical opinions and
assessments does not cool down. Meanwhile,
the art of Narkis Ponomarev had its own rebel-
lious path, the movement of which was impossi-
ble to predict. Recording the information about
such original and controversial artists will allow
us to have a complete picture of the country’s
late Soviet art.

We see prospects for further research of the prob-
lem in the publication of a catalogue of the artist's
works, as well as in the study of other personalities
of this period, which are still underrepresented and
have not received worthy publications.
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TEHAEHUWIN N3OBPA3SNTEJ/IbBHOIO NCKYCCTBA
TATAPCTAHA 1970-1990-X TT.
HA INMPVMEPE TBOPYECTBA
HAPKCA MOHOMAPEBA

AHHomayua: CTaTba NocCBALEeHa NO34HECOBETCKOMY
nepuogy n3obpasmntesbHOro NckyccTea TatapcraHa — pe-
cnybankm ¢ boratbiMun TpaALIMAMY aBaHrapga, kotopas
xapaktepusyetcs B 1970-1990-e rr. HeObbIYANHOWN UH-
TEHCMBHOCTbLIO TBOPUECKOMN XMU3HU XY[OXHUKOB. [aHHbIR
nepuoA UCKyCcCTBa, Kak PermMoHasbHbIli BapuaHT BTOPOW
BOJIHbl aBaHrapaa, Ha CeroAHsAWHNN AeHb NO-NpexHe-
My OCTaéTtca HeJOCTaTOYHO M3yUeHHbIM, TpebyeT bonee
JeTasbHOro N CKPYMyAE3HOTO U3yYeHUs N OCMbICAEHUS.

Tema packpblBaeTcs Ha NMpUMepe OAHOro M3 CaMblIX
cBOeobpasHbIx xuBonucLeB KasaHn BTOPOW NONOBUHbI
XX Beka — Hapkuca ViBaHoBuua lNMoHomapéBa (1946—
1996), KOTOPbIA NPUUNCASETCA aBTOPOM K HeoduLnanb-
HOMY KPYTY XYZ0XHUKOB.

B nccnesoBaHmm BnepBble BBOAUTCA B HayUYHbIM KOH-
TekcT nepcoHanma H. V. NMoHomapésa Kak XyA0XHMKa-
CaMOYyuYKM W aBTOAMAaKTa. ApryMeHTUpyeTcs, uTo,
HecCMOoTpA Ha OTCYyTCTBME NMPOPeCcCUOHaNbHOrO Xy-
AOXecTBeHHOro obpasoBaHMa y fJaHHOro mMacTepa
1 BbiTeKaroline OTCroAa CNOXHOCTU (HEMPU3HAHHOCTb
B XyA40>XXeCTBEHHOM coobLecTBe, KpUTMKa CO CTOPOHbI
oduuManbHbIX UCKYCCTBOBEAOB U YNHOBHUKOB, HEBO3-
MO>XHOCTb BbICTaBAATLCA U ApP.), OH CyMen chOopMmpo-
BaTb W pPa3BUTb CaMOJOCTaTOYHOE U OPUTUHaNbHOE
nckycctso. Ha ocHoBe aHanun3a 6bonee 60 npounssege-
HUi H. V. TloHoMapéBa, NpenMyLLeCcTBEHHO U3 YaCTHbIX
KONNEKUMWIA, BbIABAAOTCA U OBOCHOBBIBAOTCA aBaH-

B ntone 1993 roaa B TMUIN PT cocTtosanacbk mac-
wrabHas BbicTaBka «HoBoe nckycctBo. Buepa. Ce-
roAHs. 3aBTpa». YCTpouTenn BbiCTaBKM — Ka3aHCkme
An3anHepbl, XyAOXHUKU-NpoekTupoBLwuku E. . Fo-
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rapamncrckme TeHAEHLUUM B TBOPYECTBE XYAOXHMKA.
Obpawasnck kK Hacneaunto MaTtucca, MNukacco, Warana,
HeMeLKNX 3KCMPeCcCUOHNCTOB 1 AP., HO He Konupys,
a NNLb OpreHTUpyacb Ha HuX, H. . NoHomapés Bbipa-
60Tan cBOIO Xyj0XeCTBeHHY0 KoHuenuwuto. MNMpuberas
K 6boraTcTBy ApKUX Kpacok, cBobogHoOMy 06 BEMHOMY
Ma3Ky, obpaliancb K MapruHaabHbIM ClOXeTaM MAn
NVPUYHBIM Neli3axaM U paHTacTMyecknm obpasam,
OH Hacblllan CBOV NPOU3BEeAEHUA NPOCTOTON U NpU-
MUTMBHOCTbIO, B XOpPOLLEM CMbIC/e 3TOro CA0Ba, ca-
MOro n3obpaxeHus.

OTMeuaeTcs, YTO TBOPYECTBO OblIO HEOBXOAMMO
H. V. TloHomapéBy kak cnocob no3HaHWs Mupa BOKPYr
1 camoro cebs, kak TepaneBTUYECKUA MMNYNbC Ha CO6-
CTBEHHYHO OTUYXZAEHHOCTb, KOTOPOE MOJyYNNO CBOKO 13-
BECTHOCTb W NMPW3HaHWe AWLLb B MOCTCOBETCKNIA NEPUOL.
Llenb gaHHOM cTaTbu — NPOCAeAUTL IBOIOLMIO XYAOXKHU-
Ka, PackpbiTb POJIb U 3HaUEHME TBOPUECKOW AeATENbHOCTM
H. V. MoHoMapéBa B XyA0XeCTBEHHOM XU3HW Tatapcra-
Ha B 1970-1990-e rr. MpeacTaBneHME HOBbIX TEHAEHLN
1 BBeZleHME B HayUHbI 060POT HOBbIX UMEH ByayT crno-
cobCTBOBATbL BbIABNEHUIO NapaZoKCOB U rpaHel B UCTO-
puv BTOPOR BOAHBI aBaHrapga B anoxy CCCP.

Knrouessie cnosa u ¢passl: nosdHecosemckoe uc-
Kyccmeo, 3KCnpeccuoHU3M, HeoguyuaibHoe UCKyccmeo,
XyO0XHUK-asmooudakm, uzobpasumesibHoe UCKyccmao
Tamapcmaxa, nocmmodepHu3mM, Hapkuc lNMoHomapés.

ny6uos., B. A. HectepeHko v ap., BO rnaBe C naem-
HbIM BAOXHOBUTENEM MPOEKTa, UCKYCCTBOBEAOM
B. A. Lloli,— HamepeBanucb NpeacTaBuUTb PeTpocrek-
TUBY Ka3aHCKOro aBaHrapga ¢ akLLeHTOM Ha coBpe-

MeHHOCTb, HaumHas ¢ 1910-x rr. XX Beka, nepexoas
N3 3MOXM B 3MOXy Yepe3 HeobbluHble MPOCTPaH-
CTBEHHbIE PeLLeHMs, HaNmOMMWHaroLWMe CTPOUTENbHbIE
neca. MpowusseaeHns Hapkuca NoHomapésa Takxe
3KCMOHNPOBANNCL Ha AAaHHON BbICTaBKe U bblin OT-
MeueHbl B npecce [1, 5]. MpumeuatenbHo, UTO ANA
WANOCTPUPOBAHMSA 3aMeTOK M CTaTell B nepuoanye-
CKOW neyaTu, NOCBALLEHHOW 3TOWN BbICTaBKe, MOYTH
BCerga ncnoab3osanv pabotbl Hapkuca MNoHomapésa.

HakoHeu, B deBpane 1996 roga coctoanaco gon-
roxgaHHas nepsas nepcoHanbHas BbicTaBka Hap-
kuca NoHomapésa no cnaydato 50-neTHero obunes
XYAOXHWKa, KOTOpas ANnaacbk OKONO Heaenn (Tou-
HO€e KO/NIMYeCTBO AHel B UCTOUYHUKAX Pa3HUTCS).
DKCNOHNPOBaTb PaboTbl «HEYA0OHOrO» XyAOXHMKA
B MeCTHOM BbicTaBouHOM 3asne Coro3a XyA0XKHU-
KOB BO3MOXHOCTWN He 6blN0, PYKOBOACTBO Haxo-
Anno otroBopku. A BOT agupektop Myses 6oeBoi
n TPYAOBOW CnaBbl «3apeybe», pacnoaarasLiero-
CA Henoganéky oT y3HaBaembix B KazaHu KpacHbix
BopoT («HOBunenHas apka» — MeMopuanbHOE CO-
opy>xeHue 1888 roga), Codpbs MuxaiinosHa KoHapa-
LUMHA NPeANoXMAa OANH 33N My3es, YTO, HeCMOTpA
Ha cneunduKky yuypexaeHuns n ero oTAanéHHoOCTb
OT COBPEMEHHOrO NCKYCCTBa, HbIN0 NONOXKUTENb-
HO oueHeHo. B 3ToM npocTpaHcTBe 61110 Npes-
CTaBaAeHO 0k00 40 XMBOMUCHBIX NPON3BEAEHWH,
npeacTaBAAOLWLMX B OCHOBHOM Ka3aHCKuWe nerisa-
XM 1 nopTpeTbl 6113KnX. FOBOPUTL XKe O TOYHbIX
dakTax u cnuckax paboT He NPUXOANTCH, YYAOM CO-
XPaHUANCh 3K3eMnasp aduLLM 1 NPUTNACUTENBHOTO
6uneta, fa 1 BeCbMa CKYNoM CMUCOK NpUrialwéH-
HbIx. OpraHu3auuer BbICTaBKM 3aHMManach XypHa-
nncT n apT-o603peBatens C. 3. KonnHa. «Hapkuncc
(C.3.KonuHa ncnonb3yeT ABe «C», OAHAKO UMSA XY-
[LOXHMKA MULIETCA C OAHOM «C», UTO MOoATBEPXKAe-
HO JOKYMEHTaNbHO) BblN CHACTAUB B TOT AeHb» [2],
Ha OTKPbITUE BbICTAaBKN «MPULLIN N3BECTHbIE UC-
KyCCTBOBE/bl, apTUCTbI, NPeANpPUHMMATENN U NPea-
CTaBUTENN TOPOACKON UHTENIUIEHLMN», — Nncana
OHa Mo3jHee B MECTHbIX MePUOAMNYECKUX N3JaHN-
AX, OAHAKO KOHKPETHbIX MMEH Ha3BaHO TaK U He
6b110 [3]. CornacHO BOCMOMMUHAHUAM XYAOXHU-
ka AHaTonmsa Hukonaesnua Eroposa (r.p. 1948),
nonasLUero Torga Ha JaHHyr BbICTaBKYy Cay4ali-
HO, noceTuTenen 66110 N BNpPaBay MHOroO (OKOJO
60-70 uenosek), Ho Hapkuc NMNoHomapés BbIrnsA-
Aen pacTepsiHHbIM U OTOPYEHHbIM, YTO, BEPOAT-
HO, 6bIJI0 CBA3AHO C OTCYTCTBMEM MNpeacTaBuUTeNen
odnuManbHOM BAACTU N NPOdECCUOHANbHbIX XY-
JOXHWKOB. TeM He MeHee NoAobHbIV Ananor co

3puTtenem 6bin HEOHXOAUM XYAOXKHUKY. VicnbiTbiBas
CUbHYHO dU3MYeckyto 60/1b OT TAXENON 6oNe3HU
B 3TOT MepPMOA, OH OCTPO HY>KAa/CA B MEPCOHab-
HOU BbICTaBKe KakK B MNOCAEAHEM [10TKE CBEXEro
BO3JyXa nepeg cMepTtbio. CNycTa Tpu Heaenn xy-
JO>XHMKa He ctano. B Coto3 xygoxHukos Pecny-
611K TaTapctad Hapkuc MoHoMapés 6b1n NPUHAT
B 1996 rogy NOCMEPTHO, YNEHCKUIA BUIET MONOXM-
2N C HAM B Tpo6 — 6AU3KME NOHMMANN, HaCKOb-
KO 3TO 6bI1I0 A4/151 HEFO BaXHO W LLEHHO.

B 1998 roay nocMepTHO COCTOANNCH eLLé ABe Ka-
MepHble nepcoHasbHble BbicTaBki H. V. NoHomapésa,
YCTPOEHHbIe CEMbEN XYAOXHUKA NPU NOAAEPXKKE
nckycctsosega P.P. CyntaHoBoW B BbicTaBOUHOM
3ane Coro3za xygoxxHMKoB 1 Mysee A. M. Topbkoro
B Ka3aHu, cBnaeTeIbcTB O KOTOPbIX Ha AaHHbIN MO-
MeHT 0BbHapy>XuTb He yAanocs.

B 2022 roay B HaunoHanbHOW XyA0XKeCTBEHHOM
ranepee «XasnHa» MW PT aBTOpoM faHHOW cTaTbt
6blna opraHn3oBaHa oyepegHas, 6osee macwTab-
Haa nepcoHanbHas BbicTaBka Hapkuca NoHomapéBa
«[lpyroe nckyccTeo», NnpeAcraBuBLIas peTpocnek-
TUBY TBOPYECTBa XYAOXHMKA, 06besMHMBLLAA He-
CKOJIbKO KPYMHbIX YaCTHbIX KOAeKUMIA. Ha BbicTaBke
3KCMOHMPOBAaNOCh 55 NpounsBeseHNit, N3 KOTOPbIX
avwb 5 n3 cobpanuns TMUN PT.

HecmoTps Ha KaxyLlytocs Ha NepBbIv B3rNsA4 ak-
TUBHYHO TBOPYECKYH U BbICTaBOUHYH brorpadputo
Hapkuca [NoHOMapeBa, BCA CO3HaTenbHas eé vacTb
6blna NMWeHa Npu3HaHmsa. A pobkne NonbITKA Bbl-
CTaBUTbCA opuLManbHO 1 BCTynuTb B COO3 XyA0XK-
HWKOB He YBEHYaNNCb YCNeXoM. IT0 6bIN0 CBA3aHO
C TeMm, YTO, KakK nucana nckyccrteosey, B. A. Lloli o xy-
[O>XECTBEHHOMN CUTyallum 3TOrO NepUoAa, «BCE, YTO
OCTaBasnocCh 3a npegenamun burypatmeHoro (npea-
METHOr0) n306paxeHuns, NPe3pmuTeNbHO MMeHOBa-
Nocb «abCTpakuMoHN3MOM» U «hOopPMananN3MoM»
N, COOTBETCTBEHHO, «He MyLLaNoCb» B pecnekTa-
6enbHble BbICTaBOYHble 3anbl» [4]. OTcyTCTBME XY-
J0XecTBeHHOro obpa3oBaHnA TOAbKO MOAKPENAANO
ybexxaeHusa Koaner no uexy B HenpodeccmoHanmns-
me. OgHu oTHOCKMAKCH K TBOpYecTBY Hapkuca MNo-
HOMapéBa C HeJOBEPUEM U Jaxe C HaCMEeLLKOWN,
Apyrue anb pa3Bognan pykamm — HenoArotos-
NeHHas KasaHckas nybamnka He BOCNpPUHMMana xy-
JAOXHMKA.

[na Hapkuca NoHomapéBsa XXnBOMNMUCb — 3TO ry-
60KO JINUHOE, 3MOLMOHANbHOE, MOPOK ApaMaTUUHOe
cocTosHMe Ayln. Ha Bonpoc, 4to n3obpaxeHo B ero
KapTMHax, OH oTBeYas BCerga oanHakoso: «CMoTpu,
M BCE yBnAMULWb». Ero TBOpUYECTBO — 3TO BbIpasu-
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TeNbHbIV CMMBWO3 GUTYPaTUBHOCTU 1 abCcTpakuum.
Hacneave mnposoro aBaHrapaa Havana XX seka —
KONOPUCTUYECKME JOMUHAHTBI U 3KCMPECCUBHYHO
CTOPOHY LBeTa MaTuncca, co3HaTeNbHYH AeCTpyK-
uuto HaTypbl lMNnkacco, anneropmyeckre BonoLle-
HWA B NnpuMmuTnee LLlarana (c KOTOPbIM XyAOXHMKa
CBA3bIBa/ M HaLMOHa/bHbIM NPU3HaK), rpOTecK He-
MeLKMX IKCNPEeCCMOHNCTOB — npeobpasoBanoch
B aBTOPCKWI CTUAb. BbicTpanBas npuBaTHbIV Ana-
nor ¢ 60/bLION NCTOPUERN UCKYCCTBa, NYTEM CMe-
LWEHMA XYAOXECTBEHHbIX A3bIKOB, 3MOX U CTU/EN,
Hapkuc MoHomapés BbipaboTtan cBOKO caMozocCTa-
TOUHYHO XYAOXECTBEHHYH CTpaTerunto, YTo BMOAHE
BMWCbIBAETCA B PaMKN aBTOANAAKTUKM.

Hanbonee naog0TBOPHbINA 3Tan TBOpYecTBa Hap-
kuca MoHomapéBa, 6e3ycnoBHo, Npuwéncs Ha 1980-e
rogbl. 310 $asza 3pesocTn B bruorpadun xya0xHu-
Ka — nepwog NpoTMBOBOPCTB M TPYAHbIX MCKaHW,
CO3/,aHNA «PO30BOro» U «roayboro» LUKNOB (Nou-
T no lukacco), rae B nocnesHeM oTobpakaroTcs
MUPCKNE CTpaZaHuUs, KOTOPble XYAOXHWK OLLyLLaN
OCTPO 1 6ONE3HEHHO, YTO BbIPa3nAOCb B MHOMO-
UNCNEHHOM cepun M30BpaXKeHWI Crenblx, Kaaek,
a Tak>Xe ajiKoroJnKoB U MNPOYMX MapruHanos. B To
e Bpems nepexog Hapkuca NoHomapéBsa K «po30-
BOW» cepuyn 0603HaUYUN 1 CMEHY MeYann 1 HULLETHI,
PeLIEHHbIX B MPayYHbIX TOHax, Ha bonee pagocTHOe
npeAcTaBAeHNE MMPaA: POMaHTMYECKME Ner3axu
M NopTpeThl (B TOM Uncae aBTONOPTPETHI), 3aan-
Tble TENAbIM CBETOM.

HezaBncumMo oT nepuoga co3paHunsa npounsse-
AEHNIA UAN UX CTUANCTUKN U TEMbI, KOMMO3MLNOH-
Hble MOCTPOEHMA BCerga HeEOXUAaHHbI: B HUX 4acTo
MCMOAb3YeTCA NCKaXKeHWe NPOCTPaHCTBa, dedpar-
MeHTauus. «[lepcoHaxm» KapTWH, BCTYMas B CIOX-
HOe B3anMMOJAeNnCcTBMe ApYr C APYroM, COXpaHAT
XON0AHYHO 6e3yyacTHOCTb — AMHAMUYECKoe ean-
HeHWe N OTPELLEHHOCTb OA4HOBPEMeHHO. PaboThl
XYAOXHMKa 3TOro nepuroga MOXHO paccMaTpuBaTth
KaK WHTeeKTyalbHO-TBOpYeckoe GunaocopcTo-
BaHWe B obpasax, WA «pa3mbILIN3MbI» (TEPMUH
nckyccrsosega C. 3. KoanHown).

CB060OAHO 3KCNEepUMEHTMPYS ¢ GOPMOM U LiBe-
TOM, Hapkuc [ToHOMapéB HeM3MEHHO COXpPaHaa Bep-
HOCTb CTaHKOBOW KapTMHe Masblx pOpMaToB, Yalle
BCEro Ha KapToOHax — OHW bblan aoctynHee. Ero
ApKasa accoumaTMBHAA XXMBOMUCh 3a4acTyro CBO-
Annacb K pebycam, B KOTOPbIX, BO3MOXHO, 3aKO-
AVpOBaHbl NocnaHusa. B 3ToT nepunog nosBuanch
HaTHOPMOPTbI, MPENMYLLECTBEHHO C KYBLUMHAMM
N GpyKTamm — 3Taknii Ce3aHHM3M B CTPEMIEHUN
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MO3KCNepUMEHTUPOBATb C BECOMOCTbIO NpesMeTa,
MaTepuanbHOCTbIO UBeTa («Beuep», 1970-e; «Ha-
TrOpMOPpT. XXénTas Basza», 1980). B 3Tol, Tak HazbIBa-
€MOW «CMHTETMUECKOM» CepUM, XYAOXKHUK paboTan
Hag, XXMBOMUCHO-MNACTUYECKMMM 33Z,a4aMu, KOTOpble
OH CTaBW/ nepeg coboin: KpoMe HarpoBo-KpacHOro
W Na3ypu ero noaoTHa HacbITUANCH U3YMPYZAHbBIM
N AHTaPHO-XXENTbIM («HaTiopMOpT ¢ rpyLien»; «Ha-
TIOPMOPT € roaybbiM cocynom», 1980-e), npeBpaTmB-
WNCb B XaOTUYHYHO TyLLy Ma3koB. OHW KOHOAUKTYHOT,
Ny/AbCUPYHOT, CO3AaBas HanpPsXXEHHYIO Urpy LBe-
TOBbIX JOMMWHAHT, BbICTPanBatoT cBetocuay un dop-
My 06BbeKTOB.

CkBo3HOW Temoli Hapkuca NMoHomapéra, npo-
HW3bIBaIOLLEN BECb €r0 TBOPUYECKUN NyTb, CTan An-
pUYecKnii 1 Npu 3ToM 60ae3HeHHbIN 0bpa3 cTapoin
Kasanu («Jom neuatun c ya. K. Hagxmn», 1980-¢;
«Ctapble gBopebl», 1980-e; «Ka3zaHb. bynak», 1983;
«[lom KeknHa», 1990 n gp.). XygoXXHUK nposBaseT
BHMMAaTE/IbHOCTb K AeTaNAM: 3arneyatieBas CKpUBIEH-
Hble YAULbl, HENPUrNSAHbIE ABOPbI, BETXME 3aHWA,
Kocble apku, ropbaTble MOCTUKN bynaka, TpaHCam-
pyeT CBOE cO6CTBEHHOE PUIOCOPCKOE BOCMPUATUSA
H6peHHOoro cyuiecTtBoBaHua. fopoa, «HanMCcaHHbIN
€ 601btO, HO U1 € NtoboBbIO ToXe» [1], AedopmMupyeT-
€ — pa3HoMacLTabHOCTb, Hecoobpa3Hble coNnxKe-
HWS yCTaHaB/IMBAIOT HOBblE 3CTETUYECKME NPUHLMMBI
B XXMBOMUCHOW KapTuHe. B. A. Lloli Buaena B 31ux pa-
60Tax «06BEKTbI MPUCTANBHOIO U3YUYEHNS, aHaN-
TUYECKOro NUCCNe0BaHMA XYAOXHMKA «COoL-apTa»
[4, C. 12]. Ckopee, XyfOXHUK HEe MaHUNyanpyeT
B CBOMX Meli3aXkax BM3yasbHbIMWU CTEepPeOTMNaMM
COBETCKOM NnponaraHzbl, a CTPeMUTCA nepesatb 06-
pa3 ropoga, ero xapakrep, NoCpesCTBOM nepegayu
COUManbHOM OpMEHTaLMN N OTKINKOM COBPEMEH-
HbIX COBbITUI. B ropoackux nensaxax, n3obpaxaro-
wmx KasaHb, — mnckatountenbHas arobosb Hapkuca
MNMoHomapéBsa, OTKpbIBatoLLan nepes Hamu becko-
HeuHyto yepeny obpazos. OHM oTpaxatoT ray6o-
KO NMYHOE BOCMPUATUE U OCMbICIEHNE COBBITUN,
Npoun3oLWeALNX 34eCb, CAMUM XYAOXHNKOM. CUM-
BOJIMYECKM Y MHOCKA3aTebHO UCMOHEHHbIE FTOPOA-
CKMe BUAbI 34eCb HE TONbKO XMWBOMUCHbIE MAaHbI
N PUTMUYHbIE LiBETOBbIE MATHA, HO U HOBasA dop-
MOTBOpYECKas 3aZiava B AnanasoHe MOAEPHUCT-
CKOW ¥ aBaHTapAHOW napagnrmel.

Hepeako cpean ycTtonumBbix obpa3os Hapkuca
MoHOMapéBa BCTpeyatoTcs obpasbl MaprMHanos
(«Ha yauue, y knocka», 1987; «B ctapom agsope»,
1987; «Kpuk», koH. 1980-x 1 4p.). DTO UCKAKEHHbIN
Y ypoaamBbln Mup, ntoamn y Hapkumca MoHomapésa —

«EAUHBIA CNEMOK C HAaLLEro KOMMYHaabHOrO HbITUS»
[4, C. 12]. HanncaHHble HECKONbKMMW TOUHbIMU Ma3-
kamun obuTatenu ctapoi KazaHu — kaneku n 6poas-
1, BeTepaHbl BOMHbI HAMOMWHAIOT KapukaTypy, HO
He 31y, a CHUCXOAMTeNbHYH. Nopoi NepcoHaxmu
aBTOpa rMnNepTpoPUPYHOTCA, UX «MAaCTUANHOBbIE»
TeNa U/Man KOHEUYHOCTU BbITATMBAKOTCS, pPOXAas
B 3puTesie BHYTPEHHee HanpsaXeHne, rpaHmyallee
c oueneHeHneM. «[poTeckHbIn TeaTp abcypaa» Xy-
JBOXHMKa CO3AaéT 0COBYH 3KCMPECCUOHUCTUYECKYHO
MHTOHaumto [5].

B HekoTopbIx npounssegeHnax Hapkuca lNoHo-
MapéBa UCKYLIEHHbIN 3pUTE/Ib HEMPEMEHHO OTbILLLET
CMMBOJIMYECKMI MOTUB — 0Bpa3 HeBbICOKOTO MyX-
UMHbI B LIAAMNE — 3TO aBTOMOPTPET XYAOXHMKA, ero
cBOoeobpa3Has NOAMNUCh, MEHSAOLLASACA B 3aBUCMMO-
CTW OT XXM3HEHHbIX CUTYaLMIA: CHayana OAMHOKOTO,
a C POXAEHMEM JOYEPU — MPOTyAnBaroLLerocs no
ropoAy y>e C KO/sICKOW.

Hapkwuc MoHomapés — 3HakoBas durypa B no3a-
HecoBeTCKOM M306pa3nTenbHOM UcKyccTBe TaTap-
cTaHa. HecmoTps Ha gpamaTn3m, CBOMCTBEHHbIV ero
TBOPYECTBY W IMUHOMN cyabbe, ero KucTb obnagana
HeBepOATHbIM CBOMCTBOM HaCbILLATh LBETOM W rpax-
JaHCKOW CTpacTbio cepaLia Nrojen.

WckycctBo Hapkuca lNoHoMapéBa He HOCK0 odu-
LabHOTO XapaKTepa, B TO Xe BPEMS €ro Henb3s npu-
UNCANTB U K aHAerpayHAHOMY ABUXKeHUo. Peakoe
yyacTue B pa3peLLéHHBbIX BbiCTaBKax 66110 Heobxoam-
MO GOPMOI apTUCTUHECKOTO CYLLECTBOBAHUS U €4MH-
CTBEHHOWM BO3MOXHOCTbHO NMy6ANYHO NpeaCcTaBUTb
CBOMV HEOAHO3HauHble PaboTbl, A/1 KOTOPbIX OblAN
XapaKTepHbl MPOHWUS, FPOTECK U CMMBOAM3M. [okop-
HbIA XapaKTep XyAOXHWKa 1 3aTBOPHMYeCKMn obpa3
SKN3HWU HUKAK HE OTOXAECTBASANCE C HOBOW CTUINCTU-
KOV, KOTOPYHO OH MPOBO3r/aLlias CBOVM TBOPUECTBOM.

CerofHs cnopbl BOKPYT MMEHW 3TOFO XyA0X-
Huka, bopbba KPUTUYECKUX MHEHWUI U OLEHOK He
ocTbiBarOT. Mexay Tem y nckyccresa Hapkwuca lNo-
HOMapéBa Obl1 CBON MATEXHbBIW NYTb, ABUXKEHMNE
KOTOpOro npeayragatb 66110 HEBO3MOXHO. A K-
CUPOBaHWe CTOJIb OPUTMHAJIbHBIX U HEOAHO3HAUHbIX
XYA,0XXHWKOB MO3BOUT BBICTPOUTL LLENOCTHYHO Kap-
TUHY NO3/HECOBETCKOrO UCKYCCTBA CTPaHbI.

MepcnekTnBbl asbHEWLLEro NCCaef0BaHNS NPo-
61eMbl Mbl BUAMM B U3JaHUM KaTasora npounsee-
AEHUN XYA0XKHUKA, @ TakKXKe B U3YUEHUN APYTuX
MepCcoHaANi 3TOTO NEPUOAA, AO CUX NMOP HeAOCTa-
TOYHO MPEACTaB/IEHHbIX M HE MOJYYMBLUMX LOCTON-
HbIX M34aHUN.
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