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EDUARD STEINBERG — ICON PAINTER OF THE
SOVIET AVANT-GARDE

Summary: Eduard Steinberg (1937-2012) is an artist
who combined the ideas of minimalism with the traditions
of Suprematism, symbolism, and Russian icon painting in
his nonconformist work.

He became acquainted with paintings by famous artists
— Picasso, Van Gogh, Matisse, Malevich, and the Supre-
matists, only through reproductions in albums and books.
Having trained his observation skills, Steinberg began his
career as an underground artist. To the average person, his
intricate figures, squares, and circles seemed to be a mean-
ingless abstraction; however, for the artist, they were a kind
of message from the abyss, expressed in encrypted form.

An internally religious man, Steinberg expressed deep
metaphysical meanings through iconic images, through
a cross, a circle, a line, conveying the boundaries of day
and night, mortal and eternal... The rigor, sharpness, se-
verity of his pictorial signs and symbols returns the view-
er to the Russian artistic tradition, founded even in the
15th century and going back to Theophanes the Greek

In the late 1950s and early 1960s, during the Thaw
in Moscow, various informal unions of artists began
to appear, connected not even by a single creative
stand, but rather by friendly ties and a similar way
of existing and perceiving reality. Among them, one
can single out the Kineticists (L. Nussberg), the Li-
anozovo group (O. Rabin), the union of Yu. Soost-
er (Yu. Sobolev, E. Neizvestny, etc.), the studio of E.
Belyutin, the circle of V. Yakovlev...

However, there were also “lone wolves” who main-
tained independence, freedom from creative unions
and friendly communities. These eccentrics, often
half-beggars, were only united, if even united, by
one thing — a categorical aversion to the socio-po-
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and Andrei Rublev. The artist's experiments with light can
be attributed to the traditions of the Moscow icon paint-
ing school and even to the teachings of theologians about
the nature of light.

Eduard Steinberg cannot be directly attributed to the
artists of the Severe style — a special trend in Russian
painting that gravitated towards Russian icon painting,
but expressed this in a different, hidden manner. Howev-
er, his original talent and unique view of the world were
very consonant with this phenomenon of Soviet painting.

It is interesting that Steinberg also gravitated towards
icon painting in his work, trying to intuitively discern a
special secret in it, a different philosophy and convey it
on canvas.

In the artist’s work in a harsh, spiritual time, the idea
of resurrection, temporary and eternal, was refracted in
a special way.

Keywords: Eduard Steinberg, icon, style, Thaw, Severe
style, Tarusa, artistic method, painting.

litical agenda and aesthetics of the Stalinist period.
At that time and after, such existence of creative in-
dividuals was called the underground. They could
not appear in public and openly express themselves,
including in art; however, they could not suppress
their own worldview and ideology either.

Eduard Steinberg, this unusual artist of the Soviet
era, can probably be attributed to the younger gen-
eration of individual personalists. He named Taru-
sa and the house of his father, Arkady Steinberg, a
poet, translator, and graduate of Vkhutemas, as the
origins of his work.

The elder Steinberg found himself in the midst of
terrible events — he went through the war, then end-

ed up in Stalin's camps, while maintaining the feeling
of life as a great gift, without losing the taste of each
day. Such an amazing perception of the surrounding
world was also present in his work; it became natu-
ral for his poetic language and was reflected in the
unconventional, talented translations of the works
of Van Wei and J. Milton. Having known M. Volos-
hin personally since his youth, he seemed to be from
that time, from the Silver Age; he carried this atti-
tude to life, to words, to close people. Steinberg Sr.
spent a lot of time in nature and drew strength from
there to live and create. His original poetic legacy
began to appear after his death, during the period
of Perestroika.

Due to the above-described reasons, it so hap-
pened that E. Steinberg’s mother, Valentina, who
came from a traditional Orthodox family, raised her
sons alone. In her difficult but humble life, one can
discern the character traits of real Russian women,
which fill classical Russian literature.

E. Steinberg’s childhood was fishing, evening
school, and solitude in Tarusa, where he rented a
room from Marya, the widow of a priest tortured
during the years of repression. Here he began his
painting studies, and this woman, knowing the pov-
erty of the tenant, shared a modest dinner with him.

When visiting the capital, he periodically lived
with his parents. A small room in a communal apart-
ment, which they shared between the three of them
until his father returned, became a place for creative
meetings and a living room for the younger gener-
ation of Moscow underground artists.

With its meager, even beggarly furnishings, this
room was similar to shelters in Gorky's works; how-
ever, it was distinguished by an artistic atmosphere
not only on the walls where the paintings hung, but
also by many hours of discussions of plans and art-
works, selfless work. In this room, everyone knew
about the fate of great artists, including, for exam-
ple, Van Gogh, who sold one painting during his
lifetime... Steinberg consciously chose this path of
underground existence, "non-acquisitiveness” in art,
being quite satisfied with a piece of stale bread and a
pack of dumplings brought by one of his more “well-
off” artist friends for a non-hungry dinner.

During this period, Steinberg’s palette gradual-
ly began to form and appear as monochrome, twi-
light-ochre, muted, and one-colour. He actively
painted his friends, the first famous plots appeared:
Tatar Wedding, Flower Seller, Janitor, You Will Not Re-
ceive Oblation, etc.

In the works of this time, in particular, portrait
characters, a certain similarity with Steinberg him-
self can be discerned as well as some romanticisa-
tion of the way of life that he led. The cycle of his
abstractions, painted with nitro paint and soon de-
stroyed by him, can be perceived as shocking. With-
out money for canvases, he was forced to work on
plain paper — with pencils, watercolours, ink. He of-
ten gave these works to friends.

The death of Marya in Tarusa in 1962 changed
Steinberg’s worldview and introduced a new motif
into his work. This loss gave birth to the idea of res-
urrection, unchanging, but new for everyone and
unique — the theme of the temporary and eternal.
The death of a loved one, who was an example of
kindness, beauty, and faith for the artist, as well as
active immersion in the poetic world of A. Blok re-
veal to Steinberg the meaning and high purpose of
a woman as an archetype of spiritual beauty. Dur-
ing this period, unconsciously repeating the motifs
of ancient shrouds with the Virgin Mary, he repeat-
edly painted female figures in his paintings, placed
horizontally in the landscape. The sense of a univer-
sal landscape created by the musical and rhythmic
structure of the paintings made these works some-
what consonant with the canvases of Borisov-Mu-
satov and even Vrubel.

From this time on, Steinberg’s interest in the works
of Russian religious philosophers awakened and
strengthened — P. Florensky, S. Bulgakov, N. Berdy-
aev, V. Solovyov. He even performed a secret bap-
tism and distanced himself from his comrades, with
whom he had closely communicated in previous years.

During this same period, his relationship, which
turned into friendship, began and strengthened with
E. Schiffers, a contemporary religious philosopher
who helped Steinberg understand himself at a new
stage of development and creativity and recognise
the archetypal formulas embedded in his works. In
1973, Schiffers published an essay, “The Ideograph-
ic Language of Eduard Steinberg”.

Through the concepts and philosophical catego-
ries laid down in N. Berdyaev's book, The New Mid-
dle Ages, Steinberg entered into a correspondence
dialogue with K. Malevich (who had died two years
before Steinberg was born), considering him an art-
ist of the “night”, and himself, in contrast to him, an
artist of the “day”.

Shiffers noted that “on a square canvas, elemen-
tary particles of the elements flow in the Light, which
both the Greeks and Yantra Yoga designate with ge-
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ometric symbols. Permeated with Light vibrations, el-
ementary particles of earth, fire, air, water, and ether,
weave a new body, a figure. If Steinberg comes to
“figurative” painting, he will paint icons, since only
saints have 'images’ and already irrevocable ‘liturgical
vestments—-bodies’; they are truly and invariably alive.
The average European, of course, does not recog-
nise them, because he or she is ‘truly alive’, whereas
saints are concepts from the realm of pre-industri-
al superstitions.” [2, p. 54]

Unlike the artists of the first wave of the avant-gar-
de, Sheinberg is firmly connected with Russian tra-
ditions, his land. He is close not only to the thinkers
of the early 20th century, but also to the prominent
representatives of the Slavophiles, who raised the
question of the relationship between Russia and the
West and declared the place of our country in the
world, the peculiarities of the Russian path.

Steinberg is far from blindly believing in social
and technical progress; on the contrary, he perceives
the history and events of the 20th century tragical-
ly, seeing a breakdown in what happened, a break
with the original Russian traditions. He writes that
in the Soviet country, the God-man was replaced by
a man-god and compares Malevich's Black Square
with God-forsakenness, with night and death.

However, Steinberg’s view of art is completely
different. Like icons, his paintings do not contain ei-
ther the gloom or the cruelty of time; they convey
the quiet, bright beauty of life. Like Weisberg, for
example, he deliberately and invariably emphasises
the exceptional, leading role of light, and the light
gray and bluish tones in his paintings do not serve
as a background, but penetrate each other, symbol-
ising universal unity.

In such a meaning of light, as well as geomet-
ric shapes and numbers, in the saturation of paint-
ings with various Christian symbols, the difference
between Steinberg's work and the first wave of Rus-
sian avant-garde is formed. He turns all the features
of the avant-garde on its other side and gives them
a deep symbolic meaning.

In the article "Between Modernism and Postmod-
ernism — Eduard Steinberg”, M. Huttel noted that the
gravitation towards Suprematism gives Steinberg a
special feeling for the laws of colour, line, and form.
Some techniques of classical modernism allow Stein-
berg to move not just to well-forgotten forms, but to
Russian icon painting. Even at the beginning of the
20th century, icon painting was considered one of
the beginnings, the birth of Russian art, expressing
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the absolute. Earlier, similar thoughts and connec-
tions were shared by the constructivists, by Malevich;
however, they were distinguished by greater immer-
sion, attachment to the material. For Steinberg, such
a connection with the sacred, holy ancient Russian
art was not just another creative stage or a response
to the history of Russian art. There was also a deep
religious connection.

It should be noted that since the mid-1960s, there
has been a steady interest in metaphysics among the
intelligentsia. Such concepts as existentialism, esoteri-
cism, and religion were often discussed. Steinberg was
keenly interested in these topics and found enthusi-
astic interlocutors not only in his wife G. Manevich
and friend E. Shiffers, but also in the books of his
favourite philosophers, where he seeked answers
to complex questions and connections between art
and religion.

The philosophy of antiquity smoothly led Stein-
berg to the desire to connect modernism with icon
painting. The mysticism of numbers was important
for him; numbers reflected the principles of exist-
ence, each of them meant something, and their syn-
thesis symbolised the general world harmony. It is
precisely these categories that Steinberg was guid-
ed by when he introduced numbers into his works,
in particular, 1, 2, 3, 4. They gave certain Christian
meanings to his paintings. Along with numbers, there
were also letters: for example, A, fl (our “alpha” and
"omega”) and individual words “sky”, “cross”, "heav-
en”, "house”, etc. Similar symbolic notations are also
characteristic of icon painting. With this approach,
a certain Christological interpretation of Steinberg’s
paintings is possible, in which the triangle symbolis-
es the Trinity, the cross — the crucifixion, the square —
the church, the circle — the halo. If we talk about art,
Steinberg, rather, turns to his intuition, which selects
suitable elements from past historical eras; history
itself serves him as a reason to revive his memory.

Steinberg creates a special, close in spirit to him-
self, cycle of paintings on a village theme. These
works seem to carry us through Malevich directly to
the icon: here, there are canonical tilts of the charac-
ters’ heads, and the outline of their hands, and the
spelling of the names...

Steinberg's letter to Malevich is a verbal creative
credo, where he expresses his attitude to the tradi-
tion of the Silver Age, the artistic equivalent of which
appeared to him through the images of the Earth
and the Sky as symbols of eternity.

Even in the early 1960s, Steinberg did not strongly
separate the Earth and the Sky. For him, it was a cha-
otic unity expressed in the pictorial material. How-
ever, by the end of the decade, he crystallised the
landscape structure of his works, making them more
plastic and luminous. The subject series of his paint-
ings with stones, fish, birds forms the “Earth Zone”,
and the illuminated backgrounds and depths refer
to the celestial sphere.

Steinberg conveys the eternal dialogue and op-
position of the Heavenly and the Earthly, Darkness
and Light through tonal interactions and transfor-
mations — from earthy darkness to heavenly white-
ness. In contrast to the works of past years, in new
paintings, such as, for example, Funeral Notice, the
Earth is a habitat, and the terrain is a human home,
a dwelling, symbolising a settled way of life, home
comfort, etc.

The surface of the Earth is not only a place of rest,
it also preserves the energy of different elements.
And by thickening the colours from sandy ocher to
rich earthiness of colour, Steinberg transforms the
canvas, according to its pictorial characteristics, into
a kind of pozem of Russian icons: the surface of the
earth, where the saints on the icon remain in eter-
nity. This tendency is clearly visible, for example, in
the painting Born — Died.

The artist’s later works are marked by a very re-
strained colour scheme with non-contrasting col-
ours, where hidden emotional experiences can be
revealed through subtle tonal gradations. The col-
ours taken for the background convey intonations
of secrecy and intimacy, like iconic images and back-
grounds. In Steinberg’s concentrated plastic worlds,
colour is introduced restrainedly, moderately, ascet-
ically, reminding us of the fluidity of life and the im-
pressions experienced.

When Steinberg introduces red into his paintings,
the environment is saturated with energy, it acquires
a powerful force, and the paint material hardens into
a smooth magical mass; here a parallel can be drawn
with the techniques of red-background icon paint-
ing. In such an environment, both concealment and
revelation are present, signs and figures appear and
disappear here... Such methods and points of view
connect Steinberg's painting with ancient Russian tra-
ditions and icon cinnabar, which was used to paint
the clothes of saints (in particular, by icon painters
of the Pskov school). The same can be said about
the symbolic beginning in the construction of con-
tours and lines that permeate the planes of many

compositions of the artist’s paintings. The contour
captures the elusive images of the heroes and grows
into the plane of the painting like the icon signs in
the whiteness of the gesso.

Thus, the renewal of Steinberg's artistic language
does not speak of a change in style, but of a transfor-
mation of his personal point of view on the infinite,
the religious, and in general testifies to the devel-
opment of a special spiritual view and perspective,
using which the artist looks at the world and repro-
duces it in his paintings.

For Steinberg, the deep meaning of mystical
searches and geometric symbols is associated with
the answer to the question of the state of the body
and soul after death, where the Last Judgment and
Resurrection await.

Steinberg is deeply attached to his land. He him-
self said that “only in the village do you begin to
breathe and feel like a child of the ‘first day’. You
enter the house... Then you go for water, to the well
and shudder under the gaze of fellow villagers and
domestic animals...”. [5] And when he “speaks of his
desire to give a name to each bush in order to des-
ignate its presence in the fog of eternity, he clearly
defines the very essence of his work: to leave a trace
in the emptiness that borders on non-existence”. [5]

There is little colour in Steinberg’s works, mainly
red and brown, which were not chosen by chance and
go back to the art of icon painting and religious tra-
dition in general. Black is also present as a tribute to
the work of Malevich. However, white still predomi-
nates as a symbol of infinity and the personification
of space. “Steinberg’s circles and white rectangles
appear in two guises, signifying both the despair of
a man lost in the vastness of space and the triumph
of all-conquering life returning to normal.” [5]

The French critic and expert on Russian art, J.-C.
Marcade, noted that "Steinberg’s absolute original-
ity lies in the fact that he creates icon paintings, the
pictorial elements of which acquire an aspect of the
supersensory. In many ways, he develops the ideas
of Kazimir Malevich, who had a huge influence on
world painting”. [8]

Steinberg himself said: “For me, the icon is first
and foremost a space of worship, from which | draw
knowledge. The icon has different dimensions — reli-
gious, visual. It has a timeless artistic language that
leads to Byzantium. As an artist, | came from the Rus-
sian avant-garde, which was connected with the Rus-
sian icon. It was through the icon that | understood
Malevich and realised what | was doing. His square is
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also an icon, however, an icon of the church schism.
At that time, there were icons that were a red square,
that is, fire. The Skoptsy had them. In my opinion, the
national art that comes from the icon was discov-
ered by the Russian avant-garde, not the Itinerants.
My art is largely intuitive. Yes, | introduce numbers;
however, this is not the Jewish cult Kabbalah. On the
contrary, | was inspired by Byzantium: the number
‘3" is the trinity, ‘12" is the number of months... All
this is in Christian symbolism.” [8]

Critics and art historians view and analyse Stein-
berg’s work in different ways. Some seek a place
for him in the space of regional culture, others talk
about the affinity of his work with European meta-
physics, and others emphasise the universalism of
the philosophical and religious ideas embodied in
the artist’s paintings. However, it is certain that in his
works, Steinberg synthesises the main phenomena
of Russian art, previously in opposition to each oth-
er — symbolism, suprematism, icon painting.

His works weave together many Russian traditions
—ancient Russian icon painting and the aspirations of

the avant-garde of the early 20th century. Like icons,
Steinberg'’s paintings do not contain the gloom and
cruelty of life, they radiate a quiet, bright beauty.

In the Soviet Union as an atheistic state, a kind
of sublimation of religious feelings occurred: culture
and art became a special cult, an object of worship.
After the war, a museum of ancient Russian culture
was founded in the Spaso-Andronikov Monastery; in
the 1960s, people went to ancient Russian cities and
monasteries; the famous tourist route, the Golden
Ring, was formed; the legendary book, Black Boards,
by V. Soloukhin about icons was published; the film
Andrei Rublev by A. Tarkovsky appeared on the big
screens... All this seemed to elevate art to a pedestal,
giving the artist's activity an elevated status.

During the same time, artist Eduard Steinberg
worked, sublimating. He did not belong to the so-
called Severe style; however, in his own way, he
depicted images of the eternal, the divine in his
avant-garde paintings.
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SAYAP/, LUTEMHBEPT — MKOHOMWCEL
COBETCKOI'O ABAHTAPAA

AnHomayusa: 3dyapo LimeliHb6epe (1937-2012) — xy-
0oxHuUK, 06e0uHUBWULI 8 CBOEM HOHKOHPOPMUCMCKOM
meopuecmee udeu MUHUMAU3MA C MpaduyuAaMu cynpe-
Mamusma, CUMBoIU3Ma U pycckoli UKOHONUCU.

Jluweb no penpodykyusm 8 anbbomax u KHU2aX OH
3HAKOMUJICA € KAPMUHAMU U38ECMHbIX XyOOXHUKO8 —
lMukacco, Ban lNoza, Mamucca, Manesuya, cynpemamu-
cmos. HampeHuposag HacMompeHHocme, LlimeliH6epe
Ha4yuHaem Kak xyO0oXHUK noONno/1bs; e20 3aMblC/108amMeble
duzypel, keadpamel u Kpyau kasaauce obeieamesro bec-
cMbicneHHol abcmpakyueli, 00Hako 01 XyOOXHUKAG OHU
611U c80eobpasHeiM nocaaHuem u3 6e30Hel, 8bipaxeH-
HbIM 8 3awugposaHHoM sude.

LlImeliHbepe, Yenosek 8HympeHHe pesiu2uo3Hsil, 8blpa-
xaem anybokue Memagbusuyeckue CMbiC/1bl Yepes UKOHHbIe
o0bpasel, yepes kpecm, Kpyz, JUHUK, hepedasas 2paHuybl
OHA U Ho4u, bpeHHo20 u 8e4Ho20... Cmpo2ocme, pe3kocme,
CYpOB8OCMb €20 XUBONUCHBIX 3HAKO8 U CUMB0J108 8038pa-
waem 3pumens K pycckoli xydoxecmaseHHol mpaduyuu,
3an0xeHHoU ewé 8 XV seke u gocxodauweli k PeogaHy
lpeky u AHOpeto Pybaesy. A akcnepumeHmMebl XyO0XHU-

B koHue 1950-x — Hauane 1960-%, B nepnog «oT-
Tenenn» B MOCKBe CTanun MNOSBAATLCA Pa3IYHbIe He-
dopManbHble COr3bl XYAOXKHWKOB, CBA3aHHbIE Aaxe
He efMHOM TBOPUECKON NO3ULINEN, a CKopee, 4pY-
KECKMMM Y3aMK1 1 MOXOXKMM CrocoboM CyLLecTBOBa-
HWA 1 BOCHPUATUSA AencTBuTebHocTU. Cpeam Takmnx
MOXHO Bblgenntb knHeTtuctos (J1. Hycbepr), anaHo-
3oBckyto rpynny (O. PabuH), cotos HO. Cooctepa (HO.
Cobones, 3. HemsBecTHbIV 1 ap.), cTyauto 3. bento-
TWHa, Kpyr B. Akosnesa...

OaHaKo 6bIAN N <OAMHOKNE BOJIKM», AepyKaBLume
He3aBWCUMOCTb, CBOHOAY OT TBOPYECKMX COHO30B U
APY>XKeckmx coobuecTts. Takmx YyakoB, 3a4acTyto
NONYHULLMX, €CAIN YTO-TO U OB BEANHANO, TO TOBbKO

Ka co c8eMOM MOXHO OmHecmu K mpaduyusm MOCKo8-
ckoli ukoHonucHou wkosbl U daxe y4yeHusm 6o2oci0808
0 npupode caema.

3dyapda LLmeliHbepea Henb3a HaANPAMY omHecmu K
XyOOXHUKAM «Cypogo2o cmusisi» — 0cobo20 HanpasieHus
8 pycckol xusonucu, mszomesuiezo K pycckoli UKOHONU-
CU, HO 8bipaxasuie2o 3mo 8 UHol, ckpbimol maHepe. O0-
Hako e20 camobbimHbIli maaaHm u caoeobpasHelili 832150
Ha MUp 661U 8eC6MA CO38YYHbI SMOMY ABNEHUI COBem-
ckoU xueonucu.

WHmepecHo, ymo LlimeliH6epe moxe msazomen & c8o-
éM meopyecmese K UKOHONUCU, NbiIMAsace UHMYUMuUeHo
pasznademe 8 Heli ocobyro maliHy, uHyro gunocoguro u
nepedame 3mo Ha xoscme.

B meopuyecmee xydoxHuka 8 cyposoe 6e30yxosHoe
spems ocobbim 06paszom npesomusace udes sockpece-
HUS, 8peMeHH020 U 8e4HO20.

Knrovessie cnosa: 30yapd LlimeliHbepe, ukoHa, cmuse,
«ommenese», «Cyposblli cmusb», Mockea, Tapyca, xydo-
KecmeeHHbIl Memod, KapMUHa.

OAHO — KaTeropunyeckoe oTBpaLleHne K coLlunab-
HO-MONNTUYECKOM MOBECTKE W 3CTeTUKE Nnepnosa
ctannHuama. MosobHoe bbITOBaHME TBOPUECKUX INY-
HOCTeN B TO BPEMS W NOC/IE Ha3blBaOCh «MNOAMNOJb-
HbIM». [TOABUTLCA Ha BUAY W OTKPBITO BblpaXaTb cebs,
B T.U. B ICKYCCTBE OHUW He MOI/IY, HO U HacTynuTb Ha
rops1o co6CTBEHHOMY MUPOBOCMPUATUAIO, MUPOBO3-
3pPEHUIO — TOXe.

Sayapaa LLTeliHbepra, 3TOro HeOb6bIYHOrO Xy-
HO>XKHMKa COBETCKOIO BPEMEHM, BEPOATHO, MOXHO
OTHeCTM K M1aLwemMy NMoKONEHUIO OANHOYEK-MEePCOo-
HanucToB. IcTokamm cBOero TBOpYeCTBa OH Ha3blBa-
et Tapycy v agom cBoero oTtua Apkagna AKMMOBUYA
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LtenHbepra — nosTa, NepeBoOAUMKa, BbIMYCKHUN-
ka Bxytemaca.

Crapwwi LWteliHbepr okasanca B nekse cTpall-
HbIX COBBITUA — NPOLUEN BOMHY, MOTOM OKa3acs
B CTA/IMHCKMX Nlarepsax, COXpaHsaa npu 3TOM OLLy-
LLeHWe XN3HW KaK BEIMKOro fjapa, He Tepsas BKy-
ca Kaxzoro AHs. Takoe yanMBuUTeNbHOE BOCMpUATUE
OKpY>KatoLLLero Mmpa BXOAMO U B ero TBOPYECTBO,
CTaHOBWIOCb €CTECTBEHHbIM /11 €0 MO3TUYECKOro
A3blka U OTKJIMKANOCh B HECTAHAAPTHbIX, TaNaHTAN-
BbIX NepeBogax npowvseegeHnii Bad Bas u x. Munb-
TOHa. C tOHbIX NIEeT 3HaBLWWI AMYHO M. BonowwmHa
OH 6yaTo 13 TOro BpemeHu, n3 CepebpsiHOro Beka,
MPOHEC 3TO OTHOLLEHME K XM3HU, K CI0BY, K 613~
KM ntogam. MHoro BpeMeHn LLteliH6epr-ctapLumnia
MPOBOAWA Ha NPUPOAE W Yepnan OTTyAa CUAbI XKUTb
n TBOpUTL. OpUrnHanbHOE NO3TMYECKOe Hacneane
€ro CTafno NosBAATLCA yXe Nocae CMepTy, B Nepu-
O/, «MepecTponKu».

Tak y>X CIlyunnochb B CUY BbILLEOMNMUCAHHBIX NPW-
UnH, yto MaTb . LLiTenHb6epra, BaneHTnHa leoprues-
Ha, MPOMCXOAMBLUAs U3 TPAAWLMOHHOW NpaBOCAaBHOWM
CEMbMW, pacTuaa CbIHOBeW ogHa. B eé TpyaHo, HO
CMUWUPEHHON XXM3HW YraAblBaroTCa YepTbl XapakTepa
HaCTOALLMX PYCCKMUX XKEHLLUH, KOTOPbIMUW HaMoJIHe-
Ha Knaccuyeckas pycckas uvTepatypa.

[Jetcteo 3. LLTeniHbepra — 370 pbibanka, Bevep-
HAR LWIKONa U yeauHeHWe B Tapyce, rae OH CHUMan
KOMHaTy Yy BAOBbI 3aMyUYeHHOTO B rofbl pernpeccuii
cBALleHHMKa Mapbu IBaHOBHbI. 34eCb OH Ha4MHan
CBOW 3aHATMS XMBOMUCHHIO M 3Ta XEHLLMHa, 3Has bea-
HOCTb KBapTUPOCBEMLLMKA, Aenia C HUM CKPOM-
HbIA Y>KNH.

BbiBas B cTONMLE, OH NEPUOAUNYECKM XMBET Y PO-
antenein. ManeHbkas KOMHaTa B KOMMYHaJIKe, KO-
TOPYIO OHM A0 BO3BPALLEHMA OTLLA AENAT Ha TPOMX,
CTaHOBUTCS MECTOM TBOPUECKUX BCTPEY M FOCTUHOWM
A4NA MAajLwero NOKONEeHNA MOCKOBCKUX XYJ0XHN-
KOB-«MOAMObLLNKOB».

CBoel ckyZHOW, faxKe HULLLEHCKOM 0BCTaHOBKOM
3Ta KOMHaTa HOMWHaNa FOPbKOBCKME HOUNEXKM, HO
OT/IMYanacb OHa XyAOXeCTBEHHON aTMocheport He
TONIbKO Ha CTeHax, rAe BUCeN KapTUHBbI, HO 1 MHO-
royacoBbIMU OHCYXKAEHNAMU MIAHOB U NPOU3Be-
AeHnin, camo3abeeHHoW paboTol. B aTo komHaTe
Nto60M 3HaN o cyAbbe BENNKUX XYAOXHUKOB, B T.4.,
Hanpwumep, BaH 'ora, npogasLuerocs Npu XXu3Hu O4HY
KapTuHy... Litein6epr oco3HaHHO BbIbpan 3TOT NyTb
MOANO/NbHOIO CyLLECTBOBAHUS, «HECTAXKaTeIbCTBa»
B UCKYCCTBE, BMOJIHE YA0BAETBOPAACh KYCKOM YEp-
CTBOTrO X/7e6a 1 Naykon nejabMeHel, NPUBE3EHHbIX
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KeM-To 13 6onee «obecneyeHHbIX» Apy3en-xXyAox-
HWKOB ANS HE TOI0AHOrO YXKUHa.

Manutpa WreliHbepra B 3TOT nepnog HaymHaet
nocreneHHo GopMMpPoBaThCA 1 ABASET ceba MOHO-
XPOMHOW, CyMepeUYHO-OXPUCTON, C OAHOTOHHbIMM
npuraywéHHbiM1 uBeTamu. OH akTMBHO NULLIET CBO-
UX Apy3er, MOABAAIOTCA NepBble N3BECTHbIE CHOXETbI:
«TaTapckas cBagbba», «[TpogaBel, uBeToB», «/BOpP-
HUK», «Tbl He MONYUWLLb BO3AAAHbA» U Ap.

B paboTax 3TOro BpemMeHu, B 4acTHOCTH, NOp-
TPETHbIX MepCcoHaxax, yrafiblBaeTca onpeaenéHHoe
CXOACTBO C caMuM LLITenHBeprom, n HekoTopas po-
MaHTU3aLMsa TOro obpasa XM3HW, KOTOPbIN OH Be-
A€T. Kak anataxk MOXHO BOCMPUHUMATb LMK ero
abcTpakLmi, HanMcaHHbIX HATPOKPACKOM 1 BCKOpe
YHUUTOXEHHbIX UM caMuM. be3 fieHer Ha XOACTbl, OH
BbIHY>X/€eH paboTaTtb Ha NpocToin bymare — KapaH-
Jallamu, akBapesbto, TyLbto. 3K PaboTbl OH YacTo
Aapwn Apy3bam.

KoHunHa Mapbu ViBaHoBHbI B Tapyce B 1962 T.
MeHsieT MMpoBO33peHue . LLiTelHbepra n BBOAUT
HOBBIA MOTUB B €ro TBOPYECTBO. JTa NoTeps poXAa-
€T Y Hero naero BOCKpeCceHUs, HeM3MeHHYH0, HO AnA
KaXkZ,0ro HOBYIO 1 CBOHO TEMY BPEMEHHOIO U BEYHO-
ro. CMepTb 6/1M3KOro YenoBeKa, KOTOPbIA Obln Ans
XYAOXHUKa NpUMepoM Jo6poThl, KpacoTbl U BEPD,
a TakKe aKTMBHOE MOrpy>KeHne B MO3TUYECKUA MUP
A. Bnoka oTkpbliBatoT LLTelHbepry cMbica 1 BbiCO-
Koe npejHa3HaueHme XeHLWMHbI Kak apxeTvna ay-
XOBHOW KpacoTbl. Heoco3HaHHO NOBTOPSAS MOTMBbI
APEeBHUX MaLaHnL, ¢ boropoguueld, oH B 3TOT Nepu-
O/, HEOAHOKPATHO MULLET B CBOMX KapTUHAX XXeHCKMe
burypsbl, pacnonoXeHHble TOPU30HTaNIbHO B Nei3a-
xe. OulylieHre BceneHcKoro naHgwadra, co3sasa-
€MOro My3blKalbHO-PUTMNYECKUM CTPOEM KapTWH,
Jenano 3T Npou3BeseHUs B UEM-TO CO3BYUHbIMU
nonotHam bopuncosa-MycatoBa u gaxe Bpy6ens.

C 3toro BpemeHu y LLitenHbepra npocbinaetcs u
YKPENAAeTca MHTepec K TpyaM pPyCcCKUM Pennrnos-
HbiX punocopos — . nopeHckoro, C. byarakosa,
H. Bepasesa, B. ConoBbeBa. OH gaxe coBepLuaeT 06-
pASj, TalHOTO KpeLLeHWs 1 OTAaNAeTCs OT COPaTHUKOB,
C KOTOPbIMU TECHO 06LWanca B NpejblayLine rogpi.

B 3TOT >e nepmog, 3aBA3bIBAOTCA U KPEMHYT ero
OTHOLLEHUS, Nepelueawine B a4pyx0y, c E. LUnddep-
COM — COBPEMEHHbIM PEANrMO3HbIM GUAOCOPOM,
KOTOpbI nomoraeT LLtelinbepry NoHsTb cebst Ha Ho-
BOM 3Tane pa3BuTLA U TBOPYECTBA U Pacrno3HaTh 3a-
NOXKEHHbIE B €ro NPOn3BeAeHMAX apXxeTunmyeckmne
dopmynbl. B 1973 r. Wnddepc onybankyet ouepk
«MNpeorpadpuueckmii a3bik dayapaa LWTenHbepra».

Yepes noHatus n punocopckme kateropun, 3a-
NoxeHHble B kHure H. bepasesa «HoBoe cpegHe-
BeKOBbe», LLTeHbepr BCTynaeT B 3a04HbIV gnanor
¢ K. Manesnuyem (TOT ymep 3a ABa roga 4o poxge-
Hus LLTenH6epra), cumtas ero Xya0XKHUKOM «HOUM»,
a cebs, B MPOTUBOMONOXKHOCTb EMY, — XYZAOXHU-
Ka «AHA».

E. lWnddepc otmeuan, uto «Ha KBagpPaTHOM Mo-
noTHe Bo CBeTe CTPYATCA NEMEHTaPHbIE YacTuLbI
CTVXMI, KOTOPbIE U TPeKkn, N AHTpa-inora obo3HavaroT
reomMeTpuyeckumMm cumaonamu. NMpoHusaHHele Cee-
TOBbIMW BUOpPALMAMMN 31eMEeHTapHbIe YacTULLbl 3eM-
NN, OTHSA, BO3AyXa, BOAbI 1 3dupa TKyT HeKoe HOoBOe
Teno, Hekyro purypy, — ecan LLTenHbepr npuaér K
«bUrypaT1BHOM» XXMBOMWCK, OH CTAHET NNCaTb UKO-
Hbl, MO0 «IUKU» U yXKE HEOTMEHSEMbIE «PU3bl-Te-
Na» MeT NNLUb CBATbIE, MOA/IMHHO N HEU3MEHHO
>KUMBblE, KOTOPbIX CPEeAHNI eBponeeL, KOHEYHO, He
npusHaeT, 60 OH «MOANNHHO XMB», @ CBATbIE —
3TO MOHATMA N3 061aCTN AOUHAYCTPUANBHBIX Cye-
Bepun». [2, c. 54]

B oT/mumne oT XyA0XXHMKOB NEPBON BO/IHbI aBaH-
rapaa, 3. LleinHbepr Hakpenko cBsi3aH C pycCKMMM
TpagnumamMu, ceoen 3emnén. OH 611M30K He TOIbKO
K MbICIUTENsIM Havana XX Beka, HO 1 pKUM npes-
CTaBUTENAM CaBAHODUNOB, CTaBUBLLMX BONPOC 06
OTHoLeHun Poccnm 1 3anaga v 3asBAABLUKX O MecTe
HaLLei CTpaHbl B MUPe, 0COBEHHOCTAX PYCCKOro NyTw.

LLITeMHBepr Aanék oT CNenon Bepbl B COLMANbHbIN
N TEXHUYECKMI MPOrpecc, HanpoTUB, OH Tparnyecku
BOCMPUHMMAET UCTOPUIO 1 cobbiTna XX Beka, BUASA
B MPOM30LUEALLNM HAaA/OM, Pa3pbiB C MCKOHHbIMM
pyccknmMu Tpagmumamu. OH MULLIET, UTO B COBETCKOM
cTpaHe borouenosek 611 3aMeHEH YenoBeKO6Orom
1 cpaBHMBaET «HépHbIn kBagpaT» K. ManeBuua ¢ 60-
rOOCTaB/IEHHOCTbIO, C HOUbIO U CMEPTBHO.

OaHako B3rasg LLtenHb6epra Ha UCKYCCTBO CO-
BEPLUEHHO MHOW. MNoA0BHO MKOHaM, ero KapTuHbI
He coAep>XaT HU MPaYHOCTU, HW XXECTOKOCTU Bpe-
MeHU, NepeAaBas TUXYH, CBET/IYIO KPaCoTy XXWU3HMW.
Kak, Hanpvmep, Belicbepr, oH HamepeHHO U Hens-
MEHHO MOAYEPKMBAET NCKNHOUNTENIbHYIO, BEAYLLYHO
poJib CBETa, a CBETNO-Cepble 1 ronyboBaTble TOHa
Ha ero KapTMHax cny>xat He GOHOM, a NPOHMKAKT
ApYr B Apyra, CMMBOM3NPYA BCceobLiee eANHCTBO.

B TakoM 3HaueHWUn cBeTa, a Takxxe reomeTpuye-
CKMX GOPM 1 umncen, B HaCblLLLEHUW KapTWUH pa3nnu-
HbIMW XPUCTUAHCKUMU CUMBOAaMK, GopMupyeTcs
oTanune TBopUecTBa LLTeliHbepra ot nepBoli BOAHbI
pycckoro aBaHrapga. Bce ocobeHHoCTM aBaHrapaa

OH pa3BOpauMBaET MHOM CTOPOHOM U NPUAAET UM
rnybokoe CMMBOIMYECKOE 3HaYEHMeE.

B cratbe «Mexay MoAepHN3MOM 1 MOCTMOAEPHN3-
MoM — 3ayapga LWTelrtH6epr» M. XtoTTens otmeuvan,
YTO TArOTEHWE K CynpemaTmamy gaét LtenHbepry
0cobbIM 06pa3oM NPOUYBCTBOBATb 3aKOHbI LiBETA,
JviHUKM 1 dopmbl. HekoTopble NpUEMBbI Kaaccuye-
CKOro MogepHu3ama nossosnsert LLteiHbepry nepe-
MTW He NPOCTO K XOpoLo 3abbiTbiM popMaMm, a K
pycckol nkoHonucu. Ewé B Havane XX B. MKOHO-
MNCb OTHOCU/IM K Ha4anaM, 3apOXKAEHUIO PYCCKOro
MCKYCCTBa, BblpaxkaroLLiee abcontoT. PaHee noxoxume
MbIC/IN U CBA3M BCTPEYAINCh Y KOHCTPYKTVMBUCTOB,
y K. ManeBnua, ogHako oTanyanmcb 6onbluen no-
rPY>XEHHOCTbIO, NPUBA3aHHOCTLIO K MaTepuany. Ans
LLITeMHGepra e nofobHas CBA3b C CakpaibHbIM, CBf-
LLeHHbIM JPEBHEPYCCKMM UCKYCCTBOM ABAANACH He
oyepeaHbIM TBOPYECKMM 3Tarom UM OTKJINKOM Ha
NCTOPUIO PYCCKOrO MCKYCCTBA. 34€echb bblia 1 ray6o-
Kas pennrnosHas cBs3b.

HeobxoaMMO OTMETUTB, UTO C cepeamnHbl 1960-x
IT. B Cpefe NHTEeANUTeHL N Habato4aeTcs yCTOMYM-
BbIV MHTEpeC K MeTadmsmke. Hacto obcyKaaemMbiMm
CTAHOBATCA TakmMe NMOHATUSA, KakK 3K3UCTEHLMANN3ZM,
330Tepwika, penurus. LLteHbepr X1BO nHTepecyeT-
CA 3TUMMN TEMaMM U YBNEUYEHHbIX cObeceHNKOB Ha-
XOAMT He TONbKO B CBOeW XeHe . MaHeBuY u apyre
E. Wnddepce, HO 1 B KHWrax NrobUMbIX prnocodos,
rfe VLWeT OTBETbI Ha C/I0XKHbIe BOMPOCh! U CBA3M UC-
KyCCTBa 1 pesmnrmn.

dunocodpms aHTUUHOCTU NNaBHO NoABoAAT LLiTelt-
Hbepra K >XenaHWHo CBA3aTb MOZAEPHU3M C UKOHO-
MUCbro. BaxkHO 3HaueHWe Ans Hero nMena MUCTUKa
yncen, B KOTOPOM UMCAa OTpaxKaau NPUHLMMbI Cy-
LLLeCTBOBaAHMS, KaXAaa U3 HMX YTO-TO 3HaUMNa, a nx
CUHTE3 CUMBOAM3MPOBa OBLLYHO MUPOBYHO FrapMo-
HWt0. IMEHHO TaKMMM KaTeropmamm pyKoBOACTBYeT-
csa LLteliHbBepr, Koraa BBOAWUT B CBOW PaboThl Uncaa,
B yactHocTy, 1, 2, 3, 4. OHN NpuaaroT onpesenéH-
Hble XPUCTUAHCKME CMbIC/bI €ro KapTuHaM. Bmecte
C Uncnamm BCTpeyvaroTcs 1 BykBbl — Hanpumep, A,
A (Hawwn «anbda» n «omera») N oTAeNbHble CI0Ba
«HebOo», «KpecT», «<Hebo», «4oM» U Ap. Moxoxme cum-
BOJINCTCKME 3aMnnCX XapakTepHbI U AN UKOHOMUCK.
Mpv Takom Nnoaxoae BO3MOXHa onpeaenéHHan Xpu-
cTo/lornYeckas MHTepnpeTauns KapTuH LLteinHbep-
ra, B KOTOPbIX TPEYroabHUK CUMBON3MPYET TpowLly,
KpecT — pacnstue, KBagpaTt — LepKBY, KPYTr — HUM-
6a. Ecam roBoputbes 06 nckycctse, To LLteliHbepr,
cKkopee, 0bpaLLaeTcs K CBOEN UHTYMLMK, KOTOPast Bbl-
6upaeT noaxoaaLLme 31eMeHTbI U3 NPOLUAbIX UCTO-
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PUYECKMX 3MOX; CaMa UCTOPUS CTYXKMUT eMy NOBOZLOM
418 OXKUBAEHUA NaMATY.

LLteliHBepr co3aaét ocobbin ana cebs, 61m3Kni
Mo AyXy, LKA KapTWH Ha AepPeBEHCKYO TeMy. U 3Tu
npoun3BeAeHnsa NPOHOCAT Hac Kak 6yaTo ckBo3b Ma-
JleBMYa HaNPAMYHO K UKOHE: 34eCb N KaHOHNYeCKne
HaKJ/IOHbI FOJI0Bbl NEPCOHaXeN, N abpuc pyK, U Ha-
nncaHe UMEH...

Mucbmo 3. WtenH6epra K. ManeBuuy sBnsert co-
601 cnroBecHOe TBOpUECKOe KPeAo, Fae UM BbIPaXKeHO
OTHOLeHWe K Tpaamummn CepebpsHoro Beka, XyAo-
>KECTBEHHbIN 3KBMBaNEHT KOTOPOW ABU/ICH eMy Ye-
pe3 obpa3bl 3eman 1 Heba kak CMMBOJIOB BEHYHOCTM.

Ewé B Hauane 1960-x rr. LUteMHbBepr cnabHO He
pasgenset 3emnto n Hebo, ans HEro 310 xaoTn4HoE
€JMHCTBO, BblpaXKeHHOE B XXMBOMWUCHOM MaTepuane,
HO K KOHLYy AeCATUAETNS OH BbIKPUCTaNNN30BbIBa-
eT MNeM3axkHbI CTPoi cBoux paboT, genas ux bonee
MAACTUYHBIMUN N CBETOHOCHBIMU. MNpeaMeTHbIR pag
€ro KapTuH € KaMHAMMU, pbibamu, NTMLLaMK 0bpasy-
eT «30Hy 3eMan», a NPOCBETNIEHHbIE GOHBbI U rNyHm-
Hbl OTCbINAIOT y>Ke K chepe HebeCHOM.

BeuHbIi gnanor n npotneonocTaeieHne Hebec-
Horo ¢ 3eMHbIM, TbMbl 1 CBeTa nepesaétca LUten-
H6epromM 4yepes TOHa/ibHble B3aUMOAENCTBUSA U
NnepeBONOLEHNA — OT 3EMANCTON TEMHOTbI A0
HebecHon 6enn3Hbl. VI B NpoTMBONOMIOXHOCTL pa-
60TaM NPOLUbIX €T, B HOBbIX KapPTUHAX, TaKMUX, Ha-
npumep, Kak «[oxopoHka», 3eMns ABASETCA CPeAoM
0buTaHMsA, a MeCTHOCTb — YeI0BEYECKUM JOMOM,
KUANLLEM, CUMBOAN3NPYS OCEANOCTb, AOMALUHWUIA
KOM®OPpPT u 4p.

MoBepXHOCTb 3eMan ABAAETCSA HE TONbKO MECTOM
YMOKOEHWS, HO U COXPaHSET S3HEPrUIO Pa3HbIX CTU-
XV, VI Npu CryweHnmn Kpacok oT nec4aHoml oxpbl
[0 HacbILWEHHOW 3eMancToctn upeta LtenHbepr
npeBpaLLaeT Xo/CT MO CBOUM >XMBOMMUCHBIM Xapak-
TepUCTUKaM B NoAobMe «Mo3emm» pyccKUX MKOH:
NMOBEPXHOCTW 3EMAN, TAe CBATbIE Ha NKOHe Npebbl-
BaOT B BEYUHOCTU. DTa TEHAEHLMS XOPOLLO Npocie-
XWBaeTcs, HanpuMep, B kapTuHe «Poannca — ymep».

Mo3aHwe paboTbl XyA0XKHMKa OTMEYEHBI COBCEM
CAep>KaHHbIM KOJIOPUTOM C HEKOHTPACTHbIMU LiBETa-
MW, Te Yepe3 TOHKMe TOHaNbHble rpagaLmmn cnocob-
Hbl MPOSABUTLCA CKPbITbIE AYLIEBHbIE NEPEXNBAHUSA.
B3aTble ans GoHa Kpacku nepesaroT MHTOHALMM CO-
KPOBEHHOCTN U MHTUMHOCTU, NOAOBHO MKOHHBIM
obpasam 1 doHam. LiBeT B coCpesOoTOUEHHbIX NAa-
CTuyeckmx mupax LLtelrinbepra BBOAUTCA cAep>KaH-
HO, YMEPEHHO, acKETUYHO, HaNOMMHasA O TEKY4eCTu
KU3HM 1 NePeXmnTbIX BNevaTaeHn .
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Korga LUteH6epr BBOAUT B KapTUHBI KPACHbIM
LiBET, TO OKpY>KatoLwasa cpesa HacbIlaeTcs aHepre-
TUYECKW, NPUOBPETaET BAACTHYO CUY U KPAaCOYHbIN
MaTepuan 3acTbiBaeT POBHOW Marmyeckom Maccow,
N 34eCb MOXHO NPOBECTV Napasnesb C Npuémamm
KpacHodOHHOW MKOHONWCK. B Takol cpese npucyT-
CTBYIOT U COKPbITUE, U OTKPOBEHME, 34eCb NPOCTY-
narT MU NCUYE3aroT 3HaKN U durypobl... Takne MeToabl
N TOYKM 3PEHUS CBA3bIBALOT XMBOMKWCH LLITelHbepra
C APEBHEPYCCKUMU TPAAULMAMMN N UKOHHOWN KMHO-
Bapbto, KOTOPOW MUCaNW OAeXAbl CBATLIX (B YaCTHO-
CTW, UKOHOMMCLbI MCKOBCKOW LLIKOJIbI). TO YK€ MOXHO
CKa3aTb 1 NPO CUMBOANYECKOE Ha4ano Npu NOCTPo-
€HWUW KOHTYPOB W IMHWIA, NPOHM3bIBAFOLLUX MaHbI U
MAOCKOCTA MHOTUX KOMMO3ULMIA KapPTUH XYJ0XHW-
Ka. KOHTyp 3anevaTtneBaeT ycko/b3arolime 06aMKm
repoee 1 BpPacTaeT B NJIOCKOCTb KapTWMHbI MOA06HO
«3HaMEHUWAM» UKOHbI B Hesn3He neBkaca.

Takum obpa3om, 06HOBNEHME XYAOXKECTBEHHOTO
a3blka LLTeliHbepra roBopuT He 06 N3MEHeHWM CTU-
JINCTUKM, @ O TPaHCHOPMaLIMN INYHOM TOUKU 3PEHUS
Ha 6eCKOHeYHOe, PeNNrMo3HOe 1 B LIeJIOM CBUAETENb-
CTBYET O CKNajblBaHNM 0COBOro AyXOBHOrO B3rnsja
N pakypca, KOTOPbIM XYAOXHUK CMOTPUT Ha MUP U
BOCMPOW3BOAMNT Er0 B CBOMX KapTMHaX.

Fny6oKUiA CMbIC MUCTUYECKMX MOWCKOB U FreoMe-
Tpu4eckmx cumBooB ans LLteliHbepra cBs3biBaeTcs
C OTBETOM Ha BOMPOC O COCTOSHWU Tena v AyLum no-
cne cmepTy, rae A&t CTpaluHbIv cyA n BockpeceHwe.

LteriH6epr rnyboko npmBsA3aH K CBOEN 3eMJe.
Cam OH roBOpW/, UTO «TOJIbKO B AepeBHE HauMHa-
elb AblwaTbh U YyBCTBOBaTb cebsa pebeHkoM ,nep-
BOro AHA". Bxoauiib B A0OM... 3aTeM uaellb 3a BOAOW,
K KONOALY M B3AparvMBaellb Noj B3rNs40M O4HO-
CenbYaH M AOMALLHUX XMBOTHbIX...» [5] U koraa oH
«TOBOPUT O CBOEM XeNaHWM AaTb UMA KaXa0My Ky-
CTUKY, YTOObI 0603HAUNTbL €r0 MPUCYTCTBUE B TYMaHe
BEYHOCTM, OH YETKO ornpejenseT camy CyTb CBOEro
TBOPYECTBa: OCTaBUTb C/eZ B NyCcTOTe, KOTopas rpa-
HUYNT C HEBbITUEM». [5]

B pabortax LLTenH6epra Mmano uBeTa, B OCHOB-
HOM 3TO KpacHbI/ N KOPUYHEBBIN, KOTOPble Bbibpa-
Hbl HE C/TyYaliHO N BOCXOASAT, K MCKYCCTBY MKOHOMMUCH
W B LEOM PesiurnosHon tpaauumm. MNpucytcreyet
M YEPHBIN LBET Kak AaHb yBaxeHusa TBopyecTBy K.
ManeBuua. Ho npeo6nasaet Bcé-Takn Henbiii kak
CMMBON HECKOHEYHOCTN N ONNLIETBOPEHME NPOCTPaH-
ctBa. «Kpyru n 6enble npaMoyronbHuky LLtenHbep-
ra NpeAcTatoT B ABYX MNOCTACsAX, 3HaMeHys coboi n
OT4YasHWe YenoBeka, 3aTepsaBLLerocs B Heobo3pm-

MOM MpPOCTPaHCTBE, 1 TOPXKECTBO BCcernobexaato-
LM XXM3HW, BO3BPALLLAFOLLLENCS Ha KPYrn CBOs». [5]

®paHLy3CKUA KPUTUK, SKCNEPT NO PYCCKOMY UC-
kycctBy X.-K. Mapkags oTmeyan, uto «abcontoTHas
opurnHanbHocTb LLTeliHbepra cocTonT B TOM, UTO
OH CO3/aeT KapTUHbI-MKOHbI, N306pa3unTesibHbIe 3/e-
MEHTbI KOTOPbIX MPUOBpPETarOT aCneKT CBEPXUYB-
cTBEeHHOro. Bo MHorom oH passuBaet naeu Kasmmumpa
ManeBuua, okazaBLLEro OrpPOMHOE BAVSHWE Ha MU-
POBYHO XUBOMUCH». [8]

Cawm LUTeliH6epr roeopma Tak: «MKoHa A1 MeHS
npexse BCero nNpocTpPaHCTBO Ky/bTa, U3 KOTOPOro
A yepnato 3HaHWA. IkoHa nMeeT pasHble n3Mepe-
HWA — pPeNnTrMo3Hble, BMU3yasbHble. Y Heé BHeBpe-
MEHHOW XyA0>XX€eCTBEHHbI A3blK, KOTOPbIA BeAET
K Bn3aHTum. Kak XyA0XHUK, S BbiLLea N3 PycCKOro
aBaHrapAa, KOTopbli bl CBSI3aH C PYCCKON MKOHOW.
VIMeHHO yepe3 nkoHy A noHan Manesnua n ocos-
Han To, UTo cam Aenato. Ero kBagpat — ToXe MKOHa,
HO MKOHa LLlepKOBHOrO packona. Toraa 6biau NKOHBI,
npeacraBastoe cobon KpacHbI KBagpaT, TO eCTb
oroHb. OHM BUcenn y ckonuos. Ha Moi B3rasg, Ha-
LMOHaNbHOE, nayLliee OT MKOHbl NCKYCCTBO OTKPbI
PYCCKUI aBaHrapg, a He nepeaBuXHUKN. MckyccTBo
Y MeHsl BO MHOFOM WHTYUTUBHOE. [la, i BBOXY UNCIIO,
HO 3TO He Ky/nbToBas eBpeinckas Kabbana. Hanpo-
B, A wen ot Busantun: yndpa «3» — 3to TpomnLa,
«12» — uncno MecsLeB... Bcé 310 ecTb B XpUctuaH-
CKOW CUMBOANKE. [8]

KpuTrkm 1 nckycctBoBesbl NO-pasHOMY paccma-
TPUBALOT M aHaAM3MpytoT TBopuecTBo 3. LLTeiiHbepra.
OZHW MLLYT eMy MeCTO B NPOCTPaHCTBE PErvoHasb-
HOW KyAbTypbl, BTOPble FOBOPAT O POACTBEHHOCTM
ero TBOpYeCTBa eBPOMNEeNCKon MeTapu3nke, TpeTbU

NoAYEpKMBatOT YHUBEPCaNn3mM Gpuaocopckmx n pe-
JINTNO3HbIX WAEN, BOMIOLWEHHbIX B KAPTUHAX XYA0X-
Huka. OfHaKo HeCOMHeHHO To, YTo LLTenHGepr B
CBOWX MPOUN3BEAEHUAX CUHTE3NPYET rNaBHbIe sBJe-
HWS PYyCCKOro UCKYCCTBa, paHee HaxoAuBLUMECA B
OnNno3nLmMmn ApYr K A4pyry — CUMBOAW3M, CynpeMa-
TU3M MKOHOTMUCh.

B ero npowvsBeseHmAx cnaeTeHbl BOEAMHO MHO-
rve pycckve Tpaamumm —apeBHEPYCCKasn MKOHOMUC-
Hasl XXMBOMWCb M YCTPEM/IEHUS aBaHrapaa Hayana XX
Beka. KapTuHbl LUTteliHbepra, Kak 1 MKOHBbI, He CO-
Aep>KaT MPaUHOCTM U XECTOKOCTU XMU3HW, N3Ny4yas
TUXYHO, CBET/IYHO KPacoTy.

B Coetckom Coro3e Kak aTencTnyeckom rocy-
JapcTBe NpousoLlna cBoeobpasHas cybammaums
PEeANTMO3HbIX YYBCTB: KyJbTypa Y UCKYCCTBO CTanu
0CObbIM Ky/bTOM, NPeAMeTOM NOKAOHeHwWs. MNocne
BOWHbI B CNaco-AHAPOHNKOBOM MOHACTbIpe bbl
OCHOBaH My3el ApeBHepyCCcKoM KyabTypsbl, B 1960-
€ rofibl 04N OTNPABAAOTCA B MOXOAbI MO APEBHUM
PYCCKMM ropogam 1 MOHacCTbIpaM, obpa3syeTca ns-
BECTHbIV TYPUCTUUECKUIA MapLIpyT «30710TOE KOb-
LLO», BbIXOAMWT NIereHAapHas KHura «4épHble 40CKm»
B. ConoyxvHa 06 MKOHax, Ha LUIMPOKUX 3KpaHax Mno-
ABnfeTca puabM «Angpein Pybnés» A. TapkoBCKOTO...
Bcé 310 Kak 6bl BO3BOAMIO NCKYCCTBO Ha Mbeje-
CTa/, NpUAaBano JeATeNbHOCTU XYAOXKHMKA BO3BbI-
LUEHHBbIN CTaTyC.

B 370 >xe Bpemsa paboTan, cybanmumpys, xynox-
HYK Sayapg LWtelriHb6epr. OH He OTHOCUACA K Tak Ha-
3bIBaEMOMY «CypPOBOMY CTUJIHO», HO CBOEOOPa3HbIM
06pa3oM BkNajpblBas B CBOM «aBaHrapAmMCTckme» Kap-
TUHbI 0Bpa3bl BEYHOro, HOXKECTBEHHOTO.
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