A Topku paboTaeT Haj
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mural for the Newark
Airport Administration
Building. 1936

New York Federal Art
Project.
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Gorky and Matthew Spender
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lanepes Teiit MozepH,
Jlonnou. IproGpeteHo npu
nomnepxke pyseii [anepen
Teiit MozepH B 1971 roay
© 2010 Estate of Arshile
Gorky/Artists Rights Soci-
ety (ARS), New York

Waterfall. 1943

Oil on canvas

154 x 113 cm

Tate Modern, London
Purchased with assistance
from the Friends of the Tate
Gallery 1971

© 2010 Estate of Arshile
Gorky/Artists Rights Soci-
ety (ARS), New York

. TPETbAKOBCKAA AJIEPEA

Tom bupuenod

MEXOYHAPOOHAA MAHOPAMA

Apmni lopkn:
’KIBOIIHCEI] COOCTBEHHOU JIereH bl

Yxke 6Gonee 60 neT nmpouuio nocie npexjaeBpeMeHHON cmeptu Apiuuna [opku, HO MHTEpec
K HeMy He ocjabeBaeT. TOJbKO 3a MOCHEHEE AECSATUIIETUE YBU/EIM CBET TPU HOBbIE KHUTH
0 XY/I0KHUKE — OJJHOM W3 INIABHBIX MPEIIECTBEHHUKOB a0CTPAKTHOI'O 9KCIPECCUOHM3MA B AMe-
pUKe, TBOPUYECTBO KOTOPOTO PACCMATPUBAETCS KAaK «CBSI3YIOIEE 3BEHO» MEXJly MCKYCCTBOM
HoBoro Cgera 1940-x roioB u €BpONEVCKUMU XY/IOXKECTBEHHbIMUA TE€YEHUSIMU MEPBON TPETHU
mpouwioro Beka. PeTpocnekTrBHasi BbICTaBKa Npou3BefeHuin [opku, oTkpbiBuiasics B Mysee
uckycctB B Punanensdun B okTs6pe 2009 ropa, BecHoit 2010-ro nepeexana B JIOHJOHCKYHO
Tanepetro Teirt MopepH, a 3aTeM B JIoc-aHKesiecckuil My3ei COBpEMEHHOIO UCKYCCTBa. TaM OHa
NPOJITIUTCSL IO CEHTSAOPSI, 3aBEPIUUB, TAKUM 00pa30M, «TYpHE», KOTOpOE MO JHObIM MepKam
MOXKHO Ha3BaTh BECbMa BHYLIMTEJbHbIM U MAaCIUTAOHBIM.

9 MOJieMa BBICTAaBKM — KapTHHA «Xy-
NOXHUK C MaTepbio». MeHHO aTOT
IBOMHOI MOPTPET CMOTPUT HA 3pUTEICHU
C peKJIaMHOTO TUIakaTa, BIIOJHE 3aKOHO-
MEpPHO aneuInpysl K TeMe CEMEMHBIX KOp-
Heil xynoxHuka. [opku pomumics oxo-
50 1904 roma (ToyHasi AaTta HEM3BECTHA)
Ha I0XHOM Oepery o3epa Ban B Typuun,
B palioHe, HaceJIeHHOM MTPEUMYILECTBeH-
HOo apMmsiHamu. lllecTHaguaThio romamu
no3xe oH npuexan B CoeauHeHHbie LlTa-
ThbI, Tlie MOCTENIEHHO TMPOCIABUICS Kak
xynoxHuk. B 1924 rony Bocnanuk Ano-
sIH — TaKOBBI €ro HacTosIIne UMs u da-
MUJIUSI — Hayasl MOAMUCHIBATH CBOU Tep-
Bble KapTUHBI TCEBIOHUMOM ApIINI
Topku, 1 UMEHHO O ATUM UMEHEM OH

u3BecTeH ceroaHs. CmMeHa uMeHU U pa-
MWIMU — II1ar CAMBOJIMYECKUI ISl SMU-
rpaHTa, CTPEMMBIIETOCSI HayaThb XWU3Hb
3aHOBO. HamMeku XymoxKHMKa Ha POJACTBO
CO 3HAMEHUTHIM POCCUMCKUM THCaTeIeM
Maxkcumom [opbKUM, paBHO Kak U yT-
BEPKIEHUS O TOM, UTO OH HECKOJIBKO JIET
xoauna B Koy B Poccuu u B [py3uu, He
MMEIOT T10J CO00i HUKaKO# (haKTOJIOTH-
YECKOM OCHOBBI.

B nopy roHoct BocnaHuka BOKpyr
HEro U ero Hapona OyleBaau UCTOpruYe-
cKkue 0ypH, U BecbMa BEPOSITHO, UTO TaKast
CTpaTerusi — CKPBITh CBOE TMPEXKHEE «sI»
M CO3/1aTh HOBOE — JOCTaTOYHO TUMMMYHA
JIJIS1 JIIOJICH, Ybe MPOIILTIOe OBLIO OMpaye-
HO TIeYaJIbHBIMU 1 00JI€3HEHHBIMU BOC-

TPETbAKOBCKASA TAINEPEA

TMOMMHAHMSIMU (OTHAKO HEJIb3sl He TIPU3-
HaTh, YTO YJICHBI apMSIHCKOW IMACTIOPbI
yale BCero He of00psIIM TAKOTO O0TKa3a).
Byaymmii XymoXXHUK ObLT CpeIHUM U3
Tpex aereii. CeMbs XK1Jia B CEJIbCKOI MeCT-
HOCTH, OTCI0JIa COOTBETCTBYIOIIIE MOTH-
BbI (LIBETHI U Callbl), KOTOpbIe OYKBaJIbHO
MPOHM3BIBAIOT BCE €r0 TBOPUECTBO. Takke
MPOHUKHYTHI IETCKUMU U IOHOIIIECKUMM
BOCIIOMMHAHUSIMU €ro MmurucbMa. Mmmurpa-
L1 M pasilyKa CTaJld YaCTbl0 CEMEUHOM
HWCTOPUU C CAMbIX PAaHHMX JIET MaJIbulKa.
Orenr — CeTpak — yexai paboratb B AMe-
PUKY, KOTJIa ChIHY ObLITO YEeThIPE Tofa, OHU
BHOBb BCTPETUIUCH TOJBKO B 1920 romy.

Bocrnuranuem Bocmanuka 3aHnMa-
Jlach TJaBHBIM oOpa3oM ero Matb Illy-
maH. OHa e MOo3HaKOMMJIA ChIHA C XyI0-
JKECTBEHHBIMU TpanuusmMu. OauH U3 ee
POJICTBEHHUKOB CJIYXXWJI CBSIIIIEHHUKOM
B ITOCTPOEHHOI B X Beke 1epKBu CBSITOro
Kpecra Ha ocTpoBe AXTamap, 4To Ha 03€e-
pe BaH, 1 MaJIbuMK HaBepHSIKa BUAC YU~
BUTEJIbHBIE HACTCHHBIE POCITUCH M PE3HOIM
KaMEHHBII EKOp 3TOT0 XpaMa — 4acTb
OTPOMHOIO HacJeAusl HeKOraa BETUKOM
apMSTHCKOM KYJIBTYpPHI (B TY IMOPY, K COXa-
JICHUIO, MaJIo KOTro 3a00TuIa ero cyanoa
U COXPaHHOCTD).

B 1910 romy cembsi mepeexana B
Ban — riaBHBINM TOpO NMpoBUHLIMK. [IBa
roga CIycTs BOCcbMWIEeTHUII BocmaHuk
cdoTorpacdupoBalics ¢ MaTepbio B OJHOM
U3 MECTHBIX (DOTOATENIbe, CHUMOK OTITpa-
BWIM OTILY, XXMBIlIeMy Toraa Ha Pom-Aii-
nenze. Tor B ¢cBOIO ouyepenb Toxke choTo-
rpacupoBajcs U OTOCaal CBOM MOPTpET
ponHbiM B Typuwmio. 3ameuyaTiieHHbIE Ha
obeux ¢ororpadusx (0cCoOEHHO OTelr)
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Arshile Gorky:
A Summation Too Soon

More than 60 years after his early death, the work of Arshile Gorky continues to be reassessed:
the last decade alone has seen the appearance of three new biographies of a figure who is now
seen as one of the key forerunners of Abstract Expressionism in America, and a “bridge”
between earlier European directions and the New World in the 1940s. A major retrospective
exhibition of the artist opened at the Philadelphia Museum of Art in October 2009, before trans-
ferring to Tate Modern in London over the Spring, and will close this September at the Muse-
um of Contemporary Art in Los Angeles — by any standards, an impressive “tour” for such an

artistic project.

he exhibition’s poster image, Gorky’s

“The Artist and His Mother” in the
version dated from 1926 to 1936, rightly
brings our attention squarely back to
Gorky’s origins. He was born about 1904
— the exact date remains unknown — on
the southern shore of Lake Van in Armen-
ian Turkey; 16 years later he reached the
United States, where he would quickly
establish himself as an artist. His birth
name was Vosdanig Adoian, but he began
to sign his first pictures in 1924 by the
name by which we now know him, Arshile
Gorky. It was a gesture that would prove
symbolic for an immigrant trying to assert
a new identity in a new country: his own
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suggestions and claims that he was related
to the well-known Russian writer Maxim
Gorky, or that he had been partly educat-
ed in Russia and Georgia, had no ground-
ing in historical fact.

His early years were troubled by the
forces of history affecting him and his
nation alike, and such a strategy — the
concealment of an old identity, and the
construction of a new one — has been seen
as not untypical in figures for whom the
past brought back vulnerable and painful
memories (though it earned the disap-
proval of other members of the Armenian
diaspora in the artist’s lifetime). Vosdanig
was the middle child of three born into a

family then living in the country, and rural
motifs, such as orchards and flowers, recur
in different forms throughout his work (as
they do in his letters). Migration and sep-
aration would be part of his family life
from an early age: his father Setrag went to
work in America when Gorky was four,
and the artist would not see him again
until his own arrival in New York in 1920.

His mother Shushan thus played a
crucial role in his upbringing, including
his introduction to art and artistic tradi-
tions: among her relations were priests at
the Church of the Holy Cross on the
Island of Akhtamar on Lake Van, and he is
certain to have seen the distinctive paint-
ings and stone carvings there, among the
many remains (by then, sadly, often neg-
lected) of the once great Armenian cul-
ture. In 1910 the family moved to the
provincial capital of Van, where two years
later the eight-year-old Vosdanig would be
photographed with his mother in a city
photographic studio; the image was dis-
patched to his father, who had by then set-
tled in Rhode Island, and had sent his own
studio photograph back to his family from
the United States. Both images (especial-
ly the father’s) make their sitters appear
grander, and we assume more prosperous,
than may well have been the case.

It is likely that Shushan had sent the
photograph of herself with her son at least
partly as a reminder of the family’s exis-
tence, and to encourage her husband to
proceed with his plans eventually to
reunite the family in America. It was only
after his own arrival in America that
Gorky rediscovered the photograph
among his father’s possessions there — by

which time it was already a remnant of a
past life, one that had by then vanished
completely. The impact of World War I
and the following Armenian genocide
would change forever the world in which
the Adoians had lived; it sent a huge num-
ber into exile, taking with them their
Armenian identities, both cultural and
personal. In the summer of 1915 the
Adoian family fled from Van to Yerevan,
passing through the religious centre of
Ejmiadzin along the way, where the artist
saw more of his national history in its
remarkable churches. Survival in Yerevan
proved difficult but possible, and the
young man continued his education,
while his elder sister was sent on with rel-
atives to America. However, the impact of
the Bolshevik revolution, which triggered
Armenia’s short-lived declaration of inde-
pendence, and equally that of failed har-
vests and resulting famine, would be cata-
strophic for the family: the artist’s mother
Shushan died of starvation in March 1919,
and it was only a combination of provi-
dence, resilience and help from relatives
that meant that Adoian-Gorky and his
younger sister Vartoosh were able to
escape as refugees through Georgia to
Constantinople, where they spent four
months before sailing to New York.

Symbolic tribute to his family, and a
remembrance of these terrible times that
were so crucial in Gorky’s development as
an artist, could be seen in the exhibition
gallery, half way through the course of the
new show, collecting together both pic-
tures of the artist and his mother; the sec-
ond, much paler in its colours, but never-
theless very close to its prototype, is dated
from the same year of commencement,
1926, but apparently completed as late as
1942 (if the word “completion” is indeed
accurate for such a continual re-worker of
his canvases). They are the culmination of
his figurative work — “realistic” hardly
seems an adequate description — charac-
terized by their blocks of colour, frontal
and hieratic perspectives, distinctively
unfinished hands, and a smooth, flattened
finish that resulted from Gorky’s laborious
(and thus, time-consuming) scraping
back of earlier paint layers. The two works
were hung alongside others in the same
style, among them two dating from 1937,
Gorky’s own “Self-portrait” and “Portrait
of Master Bill”, of his friend Willem de
Kooning, the Dutch-born artist with
whom Gorky would be connected for the
rest of his life, not least in the school that
would come to known as Abstract Expres-
sionism.

Gorky’s path to becoming a practising
artist was rapid. He enrolled at the
New School of Design in Boston in 1922 at
the age of 18, and soon moved on to work-
ing there as a teaching assistant. He visited
Boston’s museums frequently, teaching
himself from what he saw on his visits, as
well becoming an avid reader of art period-
icals; unlike many of his contemporaries,

Xyooxcnux ¢ mamepoio
1926-1936

XoucT, Maciio

1524 x 127

Myseit amepuKaHCKOro
HCKyCCTBA YUTHI

Jap xynvena Jlesu Mapo
u Hataure Topku B maMsith
00 1x oTLe
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The Artist and His
Mother. 1926-1936

Oil on canvas

1524 x 127 cm

Whitney Museum of Ameri-
can Art, New York

Gift of Julien Levy for Maro
and Natasha Gorky in
memory of their father
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Courtesy of Dr. Bruce
Berberian

TPETbAKOBCKAA FANEPEA

INTERNATIONAL PANORAMA

/ THE TRETYAKOV GALLERY /

#2'2010

75



INTERNATIONAL PANORAMA

he never visited France, and his knowledge
of artistic movements there was absorbed
from publications as well as, later, from
personal meetings. In 1924 Gorky trans-
ferred to New York, where he taught at the
sister institution of the Boston school
(among his pupils there was another future
Abstract Expressionist, Mark Rothko).
Moving on to the city’s Grand Central
School of Art in 1925, he was appointed a
member of staff there in the following year.
Only six years after his arrival in the New
World, he was confirmed as an artist, and
his situation appeared reasonably stable. In
1927, already becoming acquainted with
many of the better-known artists in the
city, he moved to a sizable studio on Wash-
ington Square.

His assimilation of contemporary art
was effectively auto-didactic, and he
immersed himself in the work, first and
most notably, of Cezanne. Gorky’s
description of this process, dating from
1932 and confirmed by his subsequent gal-
lerist Julien Levy, has become famous: “I
was with Cezanne for a long time, and now
naturally I am with Picasso.” His “Pears,
Peaches, and Pitcher” is as perfect a tribute
to Cezanne’s art as any — not, it should be
noted, an attempt to copy the older artist,
but rather to explore his practise, to
immerse himself (something in the manner
of a pupil to his teacher) deeply in the work.

New York itself was a city increasing-
ly engaging with contemporary art — the
Museum of Modern Art opened there in
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On long-term loan

to the National Gallery
of Art, Washington, image
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1929 (Gorky would show three works in
an exhibition of young artists there the fol-
lowing year). The collection of Albert E.
Gallatin opened at the same time as part
of New York University, close to Gorky’s
studio, as the Gallery of Living Art (this
collection was finally donated to the
Philadelphia Museum of Art — thus visi-
tors to the first stopping-place of the
Arshile Gorky retrospective had the
chance to see the artist’s own work along-
side pieces which he had first seen in the
Gallery of Living Art). Later points of
inspiration, as well of course as Picasso,
included Miro, Leger, and de Chirico,
with the last artist’s example particularly
evident in the “Nighttime, Enigma and
Nostalgia” series of drawings dating from
1931 onwards. By now Gorky was adding
in elements that are more purely his own,
as well as confirming his expertise as a
master draughtsman.

Gorky’s reversion to drawing after
his earlier work in oils was at least partly
the result of economies forced on him by
the consequences of the 1929 financial
crash and subsequent Great Depression.
Though not yet an American citizen (he
would become one only in 1939), Gorky
became part of various of the New Deal’s
public works art projects from 1933
onwards, most notably the Works Progress
Administration’s Federal Arts Project
where he was engaged as a muralist. His
most important mural project was for
Newark Airport — the work there was
hardly well received, and much did not
survive the 1940s — but we can see the
effect of these experiments with scale, as
well as associated moves towards partial
abstract forms, in paintings like “Organi-
zation”, dated 1933-1936.

Such public works aside, Gorky
continued through the later 1930s with
two notable series, known as the
“Khorkom” and “Garden in Sochi”
paintings, which he would continue
through until around 1943. The first refers
to the name of the place of the artist’s
birth around Lake Van, the second to the
Black Sea town (which Gorky had never
visited), but both became more gener-
alised “poetic” locations for his artistic
imagination anchored in rural settings.
They draw, to different degrees, on visual
associations from his childhood, which
Gorky was ready to put into words. At the
request of a curator, he described the
imagery that runs behind the “Garden in
Sochi” images: “My father had a little
garden with a few apple trees which had
retired from giving fruit. There was a
ground constantly in shade where grew
incalculable amounts of wild carrots, and
porcupines had made their nests. There
was a blue rock half buried in the black
earth with a few patches of moss placed
here and there like fallen clouds.”

The detail and sharpness of the
memory is striking, yet it is association
working here in a free manner that runs
through these pictures, rather than any-

BBIVISIIAT OoJsiee MPeACTaBUTENIbHBIMU U,
MOXanyi, 0ojiee MpeycrneBaloluMU, YeM
oHU ObLTM Ha caMoM jene. He mckimoue-
Ho, yto lllymaH mocnama MyXy CBOit
(oToropTpeT ¢ CHIHOM OTYACTH ISl TOTO,
YTOOBI HATIOMHUTH EMY O CYLLIECTBOBAHUU
CeMbM, a TAKXKe B HAAEXIE, YTO ITO MOJI-
TonkHeT CeTpaka K aKTUBHBIM IEHCTBUSIM
10 OCYILECTBJICHUIO TIIaHa UX BOCCOEIM-
HeHUst B AMepuke. [opku oOHapyxXui
CHUMOK TOJIbKO Tociie npuesna B CIIA,
nepedupasi OTLIOBCKUE Belll, KOTOpbIE K
TOMY BPEMEHHU CTaJI He HoJiee YeM OCKOJI-
KaMM TMpPeXXHEN XKU3HU.

IlepBast MupoBasi BOiiHa U MOCEI0-
BaBLIMI 32 HEW T€HOLMA apMsH IOJIHO-
CTbI0O M3MEHWIU MHP, B KOTOPOM XWJa
ceMbsi AIOSTH 1 MX coceii. MHorue apMmsi-
He ObUIM BBIHYXXAEHBI TMOKWHYTH CBOU
JIOMa, «YHOCSI» C COOOI STHUYECKYIO ca-
MOOBITHOCTb, HAIIMOHAJIBHYIO KYJIBTYPY
U, KOHEYHO, COOCTBEHHYIO UIEHTUYHOCTb.
Jlerom 1915 rona cembst AnosiH Gexana u3
Bana B EpeBaH uepe3 Dumuans3uH, B Xpa-
Max KOTOpOTO OyIyIIMii XyTOXHUK T03-
HaKOMUJICSI C HOBBIMU ISl HETO 0oOpa3La-
MU HALIMOHATBHON UCTOPUU U KYJIBTYDBHI.
XoTh 1 He 0e3 Tpyaa, HO CeMbsl cymelia
yctpouthesi B EpeBane. Crapiiyio 104b
OTMpPaBWIM K POACTBEHHUKAM B AMepu-
KY, a IoHOIIIa Mponoyrkua yuedy. OmHako
nanbHeie coObITUSI — OOJbLIEBUCT-
CKasi peBOJIOLMSI, TI0CIe KOTOpoit ApMe-
HMSI OOBSIBUIA HE3aBUCHUMOCTB, a TakKXke
HEypOXau U TOJIOf — CTaJIM ISl CEMbU Ka-
tactpodoii. Lllyman ymepaa ot ucrorie-
Hus B MapTe 1919 roxa, u nuine 61arona-
psl IPOBUICHUIO, a TaKXKe COOCTBEHHOMY
YIIOPCTBY U TIOMOIIM CO CTOPOHBI POACT-
BEHHUKOB ANOSH-IOpKU M ero muiamiias
cectpa Baptyir cmoru 6exxath uepes [py-
3110 B KOHCTaHTHHOMOb, a OTTY/A YeThI-
pe MecsLa crycTst oTIuibITh B Hpio-Hopk.

B 3ane, pacrnonoxeHHOM B cepeinHe
SKCMO3UIINH, BBICTABJIEHBI /1Ba MOJOTHA,
Ha KOTOPBIX XYIOXHUK 3amevatien ceOst
C MaTepblo — 9TO JaHb YBaXKEHUSI CEMbE
Apiumia [opky 1 HanmoMuHaHKe 00 yxKac-
HBIX COOBITUSIX, CBITPABLIUX CTOJb BaX-
HYIO POJib B €ro cTaHoBieHuu. KapTuHel
CXOXM MeXIy co0oif M HayaTbl MOYTU
OIHOBpeMeHHO — B 1926 romy. OmHako
OJlHA 13 HUX BBITIOJIHEHA B OoJiee OJIeTHbIX
TOHAX U, CYJIs TIO BCeMy, ObLTa 3aBeplieHa
Juiib B 1942-M, eciv, KOHEYHO, CJIOBO
«3aBeplleHre» MPUMEHUMO K TOJIOTHAM
XyIOXHHKA, MOCTOSTHHO MX J0Pa0aThIBaB-
mero. B aTux mopTperax 10CTUTIN 3eHUTA
¢urypaTUBHbIC (BpSII M UX MOXHO Haz-
BaTh PEATUCTUYECKUMI) TEHIEHIIUU B €TO
TBOPYECTBE, BbIPA3UBIINECS B UCTIOTB30-
BaHUU 1IBETOBBIX OJIOKOB, (hPOHTATBHOIM
U MepaTUIeCKOl MepCreKTUBDI, SIBHO He-
3aBePILIEHHOM U300paXKeHUU PYK, a TAKXKe
B IVIAIKOM U TUIOCKOCTHOM TMUCBME, KOTO-
poe SIBJISUIOCH Pe3yIbTaToM Toro, uto [op-
KU TUIATEJIbHO W TIOAOJTY COCKaOJIMBa
paHHUE KPaCOYHbBIE CIIOU. DTH 1BA TPOU3-
BE/IEHUsI DKCIIOHUPYIOTCSI B OKPYXEHUU
NIPYTHUX, BBITIOJTHEHHBIX B TOM K€ CTUJIEe
pabort, BKJIouas nBe kaptuHbl 1937 rona:
aBTOMOPTPET XyAoxHUKa 1 «[lopTpeT mac-
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tepa buina». Macrep buwin — He Kto
WHOM, KaK Apyr ApIlnia XyIoXHUK Bui-
neMm ae KyHuHr pomom u3 losuaHmuu.
C HuM [opku ObLT CBSI3aH HE TOJIBKO APY-
JKECKMMH, HO M TBOPYECKUMM y3aMU
B paMKax 3apOXIaBIIErocsi HarpaBIeHUsI
B MCKYCCTBE, KOTOpPOE TIOJNYYMJIO Ha3Ba-
HUE «a0CTPAKTHBIN KCIPECCUOHU3M».

l“opm OBICTPO cTall MpodhecCuOHAIb-
HBIM XynoxXHUKOM. B 1922 rony B 18-
JIETHEM Bo3pacte OH mnoctynui B HoByto
LIKOJNy au3aiiHa B BocToHe, a Bckope
rocJie ee OKOHYaHUs CTajl paboTaTh TaMm
K€ TOMOLIHUKOM Tpenofasarenis. OH
PETYJISIPHO Tocellan 60CTOHCKUE MYy3eH,
YUMJICSl HAa YBUJIEHHBIX TaM oOpasiax
U 3ar0eM YUTaJl XKYPHAJIbl 10 UCKYCCTBY.
B ominyune oT MHOIMX COBPEMEHHUKOB,
Topku HuM paszy He Obu1 Bo DpaHuuun
U TTIOTOMY 3HAaKOMUJICSI C Pa3HOOOPA3HbI-
MU TEUYCHUSIMU BO (DPAHILYy3CKOM MCKYC-
CTBE MO MYOJIMKAILMSIM, a IO3/Hee IO
pacckazaMm mpueskaBinX 13 EBporibl.
B 1924 romy xynmoxHuK rmepedpaics
B Hblo-Vopk, rie ero BHOBb OXHAAIO

rperoxaBaHue, 1 OMsITh B LIKOJIE TU3aii-
Ha (cpeau ero HbI-MOPKCKUX YUCHUKOB
ObLT IPYroi SIpKWiA TMpeacTaBUTENb a0-
CTPaKTHOTO 3KCIPEeCCMOHM3Ma — Mapk
Potko). B 1925-m [opku niepetuen B [Iko-
JIy UCKYCCTB, PACIIOJIOKEHHYIO B 3MaHUU
HbIO-IIOpKCcKoro Bok3aa [pana CeHtpar,
U B CJIE/IYIOILEM TOIY MOJTYYHJI IOJKHOCTD
LITaTHOTO Tpernonaasarens. He mporuio
M ILIEeCTH JIeT TMocjie mepee3na Apiiuia
B HoBblli CBeT, a OH yKe 3aHsUT MPOYHOE
MECTO B XY/IOXECTBEHHBIX Kpyrax 1 ooec-
revns cebe JOBOJIbHO CHOCHOE U CTa0UITb-
Hoe cyiiecTBoBaHue. B 1927 rony oH no-
ceJIWICs B MPOCTOPHOM CTYIMM Ha ILJI0-
manyu BammHrron CKBep U MOCTENEHHO
MMO3HAKOMMUJICSI C HBIO-MOPKCKUMHU XY-
IIOKHUKAMU, MHOTHE U3 KOTOPBIX ObLTU
K TOMY BPEMEHH XOPOILIO U3BECTHHBI.
CoBpeMeHHOe UCKyccTBO Topku oc-
BauBaJl CaMOCTOSITENIbHO, U TIEPBBIM Xy-
ITOKHUKOM, B Y€l MUP OH CaMO3a0BEHHO
norpy3uicsi, ctan CezanH. B 1932 romy
Topku mpoM3HeC Ha 3TOT CUET CTABIIYIO
3HaMEeHUTOI (pasy, JOCTOBEPHOCTh KO-
Topoit moaTBepawa JxynbeH JleBu —
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thing more exact; witness the fact that
critics have debated whether one of the
central images in the pictures is a pair of
shoes, or (of all things) an Armenian
instrument for churning butter. The grow-
ing influence of Surrealism in America,
and in particular its associated branch of
Automatism, is evident increasingly in
Gorky’s work, too; following the precepts
of Automatism, images grew as much out
of the unconscious, rather than conscious
mind or memory; images that we assume
may be recognisable shapes could equally
be manifestations of something more
abstract. The balance between these two
directions, Surrealism and abstraction,
would determine the art of the final
decade of Gorky’s life.

he retrospective exhibition gave spe-

cial prominence to the artist’s 1943
painting “Waterfall” — it becomes the cru-
cial work of the last decade of Gorky’s life
(in the Tate Modern show it was the only
painting, except for “The Artist and His
Mother”, that hung with enfilade views
from other galleries). It becomes symbolic
of his return to nature that would bring a
new level of inspiration and energy; the
sexual images, connected to both human
and natural fertility, are as strong as any-
thing in his earlier work. In 1941, Gorky
set out to drive across America to San
Francisco with paintings for an exhibition
to be held there, accompanied by an 18-
year-old journalist Agnes Magruder,
whom he would marry in Nevada in
September of that year (from then on, she
would be known by the pet name
“Mougouch™).

In the summer of 1942 the couple
made the first of their summer journeys
from New York to the New England coun-
tryside that would so inspire Gorky’s work
in the years before his death. That first trip
was for only two weeks, to stay with the
artist Saul Schary in Connecticut, but the
following year they returned to the Vir-
ginia house of Mougouch’s father to
spend six months — she nursed their
newly-born daughter, while he worked
intensely, initially with drawings. As
Mougouch remembered at the end of the
year: “This summer was the real release of
Gorky. He was able to discover himself
and what he has done is to create a world
of his own but a world equal to nature,
with the infinite complexities of nature
and yet sweet, secretive and playful as
nature is.”

“Waterfall” was a case in point, with
a sense of flow of movement of water run-
ning from the upper right hand corner to
the centre, from which we can imagine its
fall to the bottom of the canvas. And yet,
do we also find two standing, embracing
figures — a woman to the left, a male form
holding her from the right — at the very
centre of the canvas? Gorky was also
working here with the painterly technique
of “dripping”, where he wiped off dried
paint on the canvas with turpentine with a

rajiepucT, SKCMIOHMPOBABIIUI BIOCIEI-
CTBUU pabOThI XyNOXHUKA: «$ 107T0 ObLT
¢ Ce3aHHOM, a Ternepb, COBEPIICHHO €C-
TEeCTBEHHO, 4 ¢ [Tukacco». Ero HattopmopT
«[pymm, nepcuku u rpadmH» — IpeKpac-
Has Bapualus Ha Temy CezaHHa. Crenyet
OTMETUTb, YTO B 3TOM pabote [opku He
TMbITAJICSl KOMMMPOBATh CTapliiero codbpara
10 1IeXY, HO MCCIIeIys €ro MPaKTUYeCKUi
OTIBIT, LIETMKOM OKYHYJICSI B €r0 TBOpYe-
CTBO (TTOAO0OHO YYEHUKY, BCELIEJO0 TOTJIO-
LIECHHOMY TBOPYECTBOM HACTABHUKA).

CoBpeMEHHOE MCKYCCTBO 3aBOCBbI-
Bao B Heio-Mopke Bce GOMbLIMIA MHTE-
pec cpenu XyIoKHUKOB U MyOJIUKU. DTO
CTaJI0 OCOOEHHO 3aMETHO TIOC/Ie OTKPbI-
st B 1929 rogy Mysest coBpeMeHHOTO
HWCKyccTBa (Ha cieayronmii ron lopku
MPEeACTaBUI TPU KAPTUHBI HA TPOXOIUB-
1Ieil TaM BBICTABKE MOJIOJBIX XYIOXKHU-
koB). B Tot sxe nepuon Heio-Mopkekuit
YHUBEPCUTET, HETOAAIEKY OT KOTOPOTO
obuTtan Apini, oTKpbLI «lanepero 3 KuBo-
IO HCKYCCTBa» C IKCIIO3ULIMEN KOJUIEK-
uu Anboepra l[annaTuHa. Dto codbpaHue
ObUIO BIOCJEACTBUMU TOJapeHo duia-
nenbhuiickomy My3seto UCKYCCTB, TT0O3TO-
My TIOCETUTEIM PETPOCTIEKTUBBI ApIIniia
Topkn B Punaneasduu MOIJIM BUAETH
KaK ero TBOPEHUsI, TaK U Te MPOU3Bele-
HMsI, KOTOpbIE OH CaM BIIEpPBbIE YBUJEI
B «lanepee xxuBoro uckyccrar. [loanHee
HMCTOYHMKAMM BIOXHOBeHUs misi [opku,
nomumo [lukacco, ciayxunu XyaH Mu-
po, @epnan Jlexe u Ixopmko ne Kupn-
KO, TIPUYEM BJIMSIHUE TMOCIETHETO 0CO-
OCHHO OCTPO YyBCTBYETCSI B TpahnyecKoit
cepun «Houb, TailHa M HOCTAJIBIUSI»,
Havaroii B 1931 romy. K Tomy BpemeHu
B TBOpuecTBe [OpKU y3Ke OTUeTIINBO 3a3BY-
Yaju UHIUBUAYAIbHbIE HOTHI, U OH MPHU-
00pes MacTepcTBO KakK PUCOBAJIBIIUK.

Pesynsrar 6upskeBoro Kpaxa 1929 ro-
na 1 Benukoii gerpeccun ot4act 00b-
SICHSIET, TIOYEMY XYIOXHMK TOCje Hec-
KOJIbKUX JIET KMBOIMCHBIX OIBITOB Tie-
PEeKITIOYIIICS Ha TPauKy U BBITIOJTHEHUE
3aKa3HbIX paboT. XOTsI rpaxkaaHUHOM
CLUIA Topku cran tonpko B 1939 romny,
HauuHas ¢ 1933-ro oH mosyyan 3aKkasbl B
paMKax pasJIMYHbIX XYyIOXKECTBEHHBIX
MPOEKTOB, WHUIIMMPOBAHHBIX aIMHHU-
crpauueit Pyssensra. HaumbGonee kpym-
HbIM U3 HUX Obul DenepaibHbIil KyJb-
TYpHBIN TPOEKT YTpaBieHUsI OOLIEeCT-
BEHHBIX paboT, MO KOHTPAKTY KOTOPOTO
XYHIOXHMK BBITIOJTHWJI HACTEHHBIE POC-
nucu. CaMbIM 3aMETHBIM MTPOEKTOM TeX
JIeT cTasia pocnuch Hbroapkckoro aspo-
rnopta. HecMmoTpsi Ha TO 4YTO OHa He
CHHCKaJIa 0COOBIX MOXBal U 3HAYUTEIb-
Hasl ee yacTh Obula yTpaueHa B 1940-e
TO/Ibl, B HEKOTOPbIX KapThHax [opku, —
Hanpumep, B «Opranuzauun» (1933—
1936) — oiymiawTcsl OT3BYKU XYIOXKe-
CTBEHHOTO BKCIEPUMEHTa C JTOBOJBHO
pPOOKMMU ellle YCTPEeMJICHMSIMU K a0-
CTPAKTHOM XXUBOITUCH.

ITomMKMO rocynapCTBeHHBIX 3aKa30B,
B KoHIIe 1930-x 1 mpuMepHo 10 1943 ro-
na Topku paboTan Haja IBYMSI IpUMeya-
TEJIbHBIMU CEPUSIMU, M3BECTHBIMU Kak
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«Xopkom» n «Can B Coum». [lepBas us
HUX TOJTy4nJia HAMMEHOBaHUeE 110 Ha3Ba-
HUIO JIEPEBHU, PACTIONIOXKEHHOM Heroaa-
JieKy oT o3epa Ban, B Coun xe Apiuwi
HU pa3y He ObLI, OHAKO 00a 3TU MecTa
ctaiyd OOOOIIEHHBIMU «ITO3TUYECKUMM»
afgpecaMu Ha KapTe ero XyJIO0KeCTBEHHO-
ro BooOOpaxeHus, C(PopMHUPOBABLIETOCS
B CeJIbCKOI MecTHOCTU. B pabote Hat 00e-
UMU KapTUHaMM [OpKM TaK WJIM MHa4e
yeprnag o0pas3bl M3 3alacHUKa IETCKMX
BIICYATJICHUI, TPUYEM C TOTOBHOCTBIO 00-
Jiexai ux B ciosa. 1o nmpocbbe ogHOrO U3
KypaTOpOB OH TIONEJIWJICSI BOCIIOMUHA-
HUSIMU, KOTOPBIMU ObUTM HaBEsSTHbI 00pa-
3pl «Cama B Coun»: «Y Moero oTia ObL1
cajJuK, a B HEM — HECKOJIbKO sI0JIOHb, KO-
TOpbIe YK€ He TUIOAOHOCWIM. Tam ObLT
0COOEHHO 3aTCHEHHBI yJyacTOK: Ha HEM
POCIIO HEMBICTUMOE KOJUYECTBO JTUKOM
MOPKOBM M obOuTanu aukooOpasbl. Ele
ObLT ToJy0oil OYJBIKHUK, HAMOJOBUHY
BKOITAHHBIN B YEPHO3€M M MECTaMM TMO-
KPBITBIM TIITHAMU MXa, TOXOXHWMHU Ha
yrHaBIIMe Ha 3eMJIIO O0JIaKa».
JleTalbHOCTh U KMBOCTb 3THX BOC-
TMMOMMHAHUM TIPOM3BOMASAT CHUIJIBHOE BIIE-
yaTjeHue, XOTS CaMM KapTHUHBI CKopee
BBITIOJIHEHBI KaK CBOOOIHBIE accollda-
LIMM, HEXEJIU TOYHbIC BOCTIPOM3BEACHUS
KOHKPETHBIX MecT. Hampumep, KpuTHUKU
HE TMpeKpallalT CIOPUTh O TOM, YTO
MpeacTaBisieT co00i OMMH U3 KITFOUEBbIX
00pa3oB 3THX TOJOTEH — TO JIM 3TO Tapa
OOTHMHOK, TO JIU pacIpoCTpaHEHHOE B ap-
MSTHCKUX JEPEBHSIX TTPUCTIOCOOIEHUE ISt
B30MBaHUg Macia. B TtBopenmsix Topku,
pPaBHO KakK U B aMEPUKAHCKOM MCKYCCTBE
TOro Tiepuoaa, CTAaHOBUTCS Bce OoJiee
3aMETHBIM BJIMSIHUE ClOppeaii3Ma U ero
OTBETBJICHUSI — aBTOMAaTU3Ma. ANEIThI

MEXXKAYHAPOOHAA MAHOPAMA

aBTOMAaTH3Ma YTBEPXKIAIM, YTO XyIOXe-
CTBEHHbIE 00pa3bl POXKIAIOTCS B TOACO3-
HaTeJbHBIX IIyOMHAX, a He B CO3HAHUU
win rmamsitu. O0pa3sbl, KOTOPbIE, Ha TIep-
BBIiA B3IJIsII, HAITOMUHAIOT HAM 3HAKOMBIE
BEILX, MOTYT B PaBHOI CTEIEHU Ka3aThCsI
MPOSIBIEHUEM Yero-To 0oJjiee abCTpakT-
Horo. PaBHOBecue MeXIy STUMHU IBYMSI
HaIlpaBJICHUSIMU — CIOppeaii3MOM U ab-
CTPAKLMOHU3MOM — M OIPEAEIIIO TBOP-
YEeCKUI MyTh XyJIOXHMKA B ITOCICIHEE JIe-
CATUJIETHE €T0 XKU3HU.

1941 rony [opku Ha MallIMHe rmoexan

B Can-®paH1icko, B3sB ¢ co00ii pa-
OOTHI JUISI OTKPBIBABIIEHCS TaM BBICTAB-
ku. Ero compoBoknana 18-1eTHsIST XKyp-
HanucTKa ArHec Marpynep, ¢ KOTOpoii oH
B CEHTSIOpe TOro xe roga oopMuI Opak
B HeBane (c Toit mopsl 3a Hell 3aKpenu-
JIOCh JTACKOBOE TTPO3BUIIIEC «MyTYIII»).

B 1942 rony yera BriepBbIe TTpoBeja
JIETO B CEbCKOM MecTHOCTM B HoBoii
AHIIIUM — 3TOT Kpail cTaj IIeapbIM HUC-
TOYHUKOM BIOXHOBeHMS 1151 [OpKU B T0-
cJIeMHUE TOABI ero XU3HU. Cymnpyru mpo-
011 B KOHHEKTHKYTE JIMIIb 1BE HEENH,
BOCITOJIb30BABIINCH TOCTEIIPUUMCTBOM
xynoxHuka Cona Illapu. B crenytomem
TOJly OHU MPOBEJIH LIECTh MecsilieB B Bup-
JIXKWHUU, B JoMe oTiia ArHec. Mosonas
J)KEHa HSHYWJIa HOBOPOXICHHYIO J0Yb,
a Topku HanpsikeHHO paboTall B rpaduke
M KUBOMMCH. MyTyIill BCIOMUHANA: «DTUM
sieToM [OpKM LIETMKOM pacKpernoCTUICs.
OH cMor obpecTu cebs1 U co31aTh CBOM
MUP — abCOJNIIOTHO MHAUBUAYAIbHBIM, HO
aJleKBaTHBIN MPUPOJIE BO Beeil ee Oe3rpa-
HUYHOI CJIOKHOCTHU U B TO K€ BpeMs clla-
HOCTHbBIM, CKPBITHBIA W WIPUBBINA, KakK
OHa caMa».
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cloth (it can be seen in the bottom right
hand quarter of the picture), leaving the
drips visible, a notable departure from his
previous practise of building up layers of
paint with great care.

For Gorky the years immediately
following America’s entering World War 11
in 1941 appear almost pastoral within the
context of wider world events, but these
too would directly affect his own small
working milieu. The Nazi invasion of
France was the final point in a process evi-
dent from the years that had immediately
preceded it, namely the relocation of sig-
nificant figures from the European artistic
community to the New World, in particu-
lar New York (the American critic Harold
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Rosenberg, an early advocate of Gorky’s
work, caught the phenomenon in his 1940
essay “The Fall of Paris™).

The growth of Surrealism in North
America was one such factor, with its
associated influence on American artists;
the movement had clearly been growing in
prominence before the war, with the first
exhibition by Salvador Dali held in 1934
by Gorky’s future gallerist Julien Levy —
Dali and his wife Gala moved to America
for eight years from 1940 — as well as the
Museum of Modern Art 1936 show of
“Fantastic Art, Dada, Surrealism”. In
Gorky’s immediate life the most signifi-
cant new figure was André Breton, whom
the artist first met in 1944; they became

close, and Breton would suggest the some-
times mysterious titles of some of the
artist’s remarkable works of this period,
like his “The Liver Is the Cock’s Comb”
from 1943-1944.

The first of Gorky’s four exhibitions
at the Levy gallery took place in early
1945, and despite severe problems with his
health over the years, the fourth (and
final) show there in March 1948, would
earn him the praise from critic Clement
Greenberg that has so coloured his
posthumous reception. “Gorky at last
arrives at himself and takes his place —
awaiting him now for almost 20 years —
among the very few contemporary Ameri-
can painters whose work is of more than
national importance,” Greenberg wrote.
“Gorky, in my opinion, has still to paint
his greatest pictures. Meanwhile he is
already the equal of any painter of his own
generation anywhere.”

It proved an all too tantalising quali-
fication: within four months, Arshile
Gorky was dead. The final years of his life
had brought one disaster after another: a
fire in January 1946 at the Connecticut
studio he had been working in destroyed
almost a year’s work; diagnosed with can-
cer of the intestine around the same time,
the artist came through an emergency
operation, and returned to the country to
recuperate and work, in some cases recre-
ating works that had been burnt with new
and different resonances. He worked on
new material too, initially, given his
reduced strength, in drawings; subse-
quently he returned to canvases, with
remarkable energy. However, in June 1948
he was injured in a car accident — his gal-
lerist Levy was driving — and fractures in
his neck left him unable to work with his
painting arm. His marriage had already
become strained, and his wife Mougouch
left him, taking their two children. Final-
ly, after repeated warnings to friends and
acquaintances, he hanged himself on July
21 1948.

Suddenly works that had been
acclaimed as his most significant to date
became his “last” paintings, with all the
associations of hindsight implied by that
term. The temptation to follow such an
inherently Romantic line is only con-
firmed by the fact that the titles of some of
his very final works included “Agony” and
“Summation”. “Gorky: Painter of his
Own Legend” was the title of a posthu-
mous tribute by Elaine de Kooning, wife
of his old friend the artist Willem. Along-
side the legend of the émigré working with
the material of his faraway Armenian
childhood in the New World, there was
now the legend of the artist who died by
his own hand while still in his prime.
Gorky was only 44 at his death: had this
“summation” been not final, but that of a
“to date”, mid-career reassessment, the
future of American art in the decades that
followed would have likely been notably
different.

HoquHoe MECTO Ha PETPOCTIECKTUB-
HOI BBICTaBKE OTBEICHO TMOJOTHY
1943 roma «Bomomam». OpraHuzaTopbl
COUJIM €TO KIJIIOYEBBIM JJI51 3aKTI0OYUTEb-
HOTO TepuoAa TBOPYECTBA XyTOXHUKA
(B Tanepee Teiir MoaepH Tosbko «Bomo-
mag» W, pasymeercsl, «XyJIOXHHUK C Ma-
TEpblO» JIEMOHCTPUPYIOTCSI TaK, 4TOOBI
WX MOXHO OBLIO YBUIETb M3 APYTUX
3a510B). KapTrHa cumMBoIM3UpyeT BO3Bpa-
mwenue [opku K mpupone, 4To Jajio emy
HOBBIW 3apsii BIOXHOBEHUSI U DHEPTUMU.
CekcyallbHble 00pa3bl, CBSI3aHHbBIC C Te-
MaMU TUIOIOPOANS B TIPUPOIE U B YesO-
BEYECKOM OOILECTBE, HUUYTh HE YCTyIa-
10T TI0 CHJIe JIIoOOMY M3 00pa3oB, CO3MaH-
HBIX XyJOKHUKOM paHee.

«Bonomnan» OTKpbhIBaeT HaM 3TOT
MUp, NepeaBast IBUXKEHNE BOJbI U3 BepX-
HEro IMpaBoro yrjia KOMMO3ULIMK B LIEHTP
M OCTaBJIsid HallleMy BOOOpaXKeHWIO J10-
MBICTIBATh JATbHEUIITYIO TPAEKTOPUIO MO-
toka. Ho mpurisimumcsi: B caMoM LieHTpe
M300paKeHMSI MOXKHO 3aMETUTD JIBE (DUTY-
PbI, KOTOPBIE CTOSIT, OOHSIBIIKCH. ClieBa —
JKEHIIMHA, a crpaBa — OOBUBIIUIL ee py-
KamMu Myx4uHa. [Opku mpumeHun 3nech
JKUBOITUCHBINA MPUEM «IPUIIIUHI». IIPO-
MUTAHHOM CKUIMIAPOM TPSIIKOW OH CTU-
paJi, XoTb ¥ He A0 KOHLIA, 3aCOXIIYIO Kpa-
CKYy C TOJIOTHA (CJebl TOATUPKU BUIHBI
B HWXKHEH TpaBoOl 4acTU KapTHUHBI). DTO
03HAMEHOBAJIO CYIIIECTBEHHOE U3MEHEHUE
CTWJISI XYNOXHMKAa B CPaBHEHUM C €ro
MpeXHe MaHepou.

Boennas mopa — HaunHas ¢ 1941 ro-
Jla, Koraa AMepuKa BCTymnuiaa Bo Bropyio
MMPOBYIO BOWHY, — OblIa I Apliuia
MOYTH OE3MSITEXKHOM M0 KOHTPACTY C pa-
3BITPABLUIMMUCS B 9TO BpeMsI COOBITUSIMU,
HampsIMyl0 3aTPOHYBIIMMU €T0 3aMKHY-
Ty10 TipodeccroHaNIbHYIO cpeny. Hanmcr-
ckast okkynauuss @DpaHuuM mnocraBuia
TOUKY B Mpoliecce, KOTOPBIii pa3Bopayu-
BaJICsl Ha MPOTSKEHU Y HECKOIbKUX MPe[I-
LIECTBYIOIIMX JIET, a UMEHHO B SMUTPALIUU
BUIHBIX AesATeell eBPOINeNCcKO Kylib-
Typbl B HoBblli CBeT, ocobeHHO B Hblo-
Mopk. DTOT (heHOMEH OIHcaT aMepHKaH-
ckuii kputuk [aponba PozeHbepr, otHUM
U3 TIePBbIX OLIEHUBIINI TBOpuecTBO [op-
ku (acce «[lagenue [Napuxa», 1940). Pe-
3yJITATOM TIE€PECeIeHUs] CTalo ObICTpOe
pasBuTHe croppeannsma B CeBepHoii AMe-
pUYIKe U yCUJIEHUE €TO BIUSHUSI Ha aMepu-
KaHCKUX XyJI0XXKHUKOB. [IBUXEHUE 3TO SIB-
CTBEHHO HaOMPaso CUITy elle B TPeABOCH-
HbIE TOMIbI: BCIOMHUM TEPBYIO BHICTABKY
CanbBaznopa Jlaau, KOTopblii BMECTE C JKe-
Hoii nepeexan B CLLIA B 1940 rony u npo-
JKUJT TaM BOceMb JieT. BricTaBKa mpounsse-
neHuii JJanu 6su1a yerpoeHa B 1934 rony
JIxxyneeHom JleBu. Benen 3a Jlesu u My-
3eil COBpeMEHHOTO MCKYCCTBAa OPTraHU30-
Bai B 1936 rony skcrnosunuio «PaHTta-
CTUYECKOe MCKYCCTBO, Jalau3M, cloppe-
aTn3M».

Yto kacaercs auvHOM ku3Hu [op-
K1, TO 3HAKOMCTBO ¢ AHape bpeTroHOM
B 1944 ropmy ctano caMbIM 3HAUUTETbHBIM
MPUOOPETEHNEM /TSI XYI0KHUKA B TOT I1e-
puoa. OHU KPenKo CAPYKUIUCh, U UMEH-
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HO bpeToH mozackasan 3aragoyHble Ha-
3BaHUsI HEKOTOPBIX M3BECTHBIX paboT
Topku, Hanpumep monoTHa «[leyeHp —
9TO METYIIMHBIN rpebeHb» (1943—1944).
IlepBast U3 yeThIpex BbICTaBOK [op-
kU B rajiepee JleBu coctosiiach B Hauasie
1945 rona u, HecMOTpsI Ha TeJeCHbIE He-
IIyTU, OT KOTOPBIX XyJOKHUK CTpagal B TO
BpeMsI, yeTBepTas (IoceNHsIs1) BhICTaBKa,
opraHu3oBaHHas JleBu B mapte 1948-ro,
3aciayxuia rnoxsanry kputuka Kiementa
Ipun6epra. UMeHHO 3TOT OTKJIMK MOBJIH -
SUT Ha TIOCMEPTHYIO DEITyTalHuIo XYIOX-
HuKa. «[Opku HakoOHeI-TO Halea ceds
U 3aHSUT CBOe MecTo (Ttocie moutu 20-1eT-
HEeTo OXWAAHUS) CPeAU TeX KpaiiHe HeM-
HOTOUMCIEHHBIX aMEPUKAHCKUX XYIOX-
HUKOB, Ubsl paboTa 3HAUMMa HE TOJIbKO
IIJISI aMepUKaHLIeB, — nican [puHbepr. —
4 monararo, 4TO OH ellle He co3[al CBOU
JIyqiive KapTuHbl. Bee ke oH HUUYTh He
YCTyTaeT JI000MY XyIOKHUKY CBOETO MO-
KOJIEHUsI B JIIOOO! TOUKE 3eMHOTO I11apax.
ITpopoueckass oueHka I[puHOGepra
BCKOpE HEOXUIaHHO OKpacuiach B 3710-
BelllMe TOHA: Yepe3 ueThipe Mecsiua Ap-
muia [opku He cTano. B mociaeaHue roabt
KM3HU HEecyacTbsl TaK U TpecaenoBalu
xynoxHuka. [Toxap B KOHHEKTUKYTCKOM
cTynuu B siHBape 1946 roga yHUUTOXWI
MOYTH BCE, UTO OH cienan 3a roa. [1pu-
MEpHO B TO ke BpeMsi y [opku oOGHapy-
KWW pak KUIIeYHMKa, MOTpeboBaiach
CpoYHasl omepaius, Mocjie KOTopoil oH
BEPHYJICSI B CBOM 3aropoJHbIN 1OM, YTO-
Obl BOCCTAHABJIMBATh CUJIbI U pabOTaTh.
Hexotopble U3 cropeBHIMX KapTUH Xy-
TOKHUK BOCCO3[aJl, BHECS] B HX HEOXU-
naHHble HIoaHChl. [Tucan [opku 1 HOBBIE

MEXOYHAPOAHAA MAHOPAMA

KapTuHbl. M3-3a HemocTaTka cuil OH CHa-
yasa 3aHsuics rpacdukoil, HO 3aTeM C Y-
BOCHHOI 2HEprUeit BEpHYJICsS K KUBOIU-
cH, OJIHAKO HeHamosro. B nioHe 1948-ro
AplIWI TocTpaiaJl B aBTOMOOMJIbHOM
aBapuu (3a pyiaem cunen Jlesu), B pe-
3yJIbTaTe MOJTYYEHHbIX TIEPEJIOMOB Y HETO
ObL1a 00e3ABMKEHA KUCTh pyKu. Torma xke
nasia TPelIuHy ceMeiHas X13Hb. Myryin
ylla OT Hero, 3abpaB Cc co00il 0boux
neteii. 21 utons 1948 roma [opku ocytie-
CTBWJI TO, O UYeM HE pa3 TOBOPWI APY3bsIM
U 3HAKOMBIM — TTOKOHYWJI XKU3Hb CaMO-
yOUiiCTBOM.

[Tocne ero cMepTH paboOThI, CYMTAIO-
myecss caMbIMU 3HAUUTETbHBIMU U3
BCEr0, YTO OH CO3[aJI, CTAJIU €TO «ITOCJIe]-
HUMU» KapTUHAMHU, CO BCEM TIPY30M
PETPOCIIEKTUBHBIX ACCOLMALIMA, CBOM-
CTBEHHBIX TOMY ompezeneHuo. Y Hazpa-
HUSI HEKOTOPBIX U3 MPEICMEPTHBIX padoT,
Hampumep <«AroHusi» u «[logBeaeHue
WUTOTOB», SIBJISIIOTCSI TOMY MOJATBEPKICHU -
eM. «lopku: XuBomucel cOOCTBEHHOIM
JIETEHIIbI» — TaK Ha3Baja CBOIO KHUTY 00
yILIAIIEeM XyIoXXKHMKEe DeitH ae KyHuHT,
JKeHa ero craporo japyra Bunema ne
Kynunra. Psaoom c nereHnoit 06 amurpaH-
Te, co3natonieM B HoBoMm CBere oOpasbl
U3 JETCKUX BOCIIOMUHAHUI O JaJIEKOM
ApMeHuU, BO3HUKJIIA JIETEHAA O XyIOXHU-
Ke, KOTOpBII HaJoXuia Ha cebs pyKu
B TIOPY pacliBeTa CBOETO TalaHTa. ApIIu-
a1y Topku 6bL10 Bcero 44 roma, Korja oH
yMep. OKaXuCh «TOIBEACHUE UTOTOB» HE
OKOHYATEJIbHBIM, a IPOMEKYTOUHBIM 3Ta-
TOM, B TOCJIEAYIONINe ACCATUICTUS] aMe-
PUKaHCKOE UCKYCCTBO, BO3MOXKHO, Pa3BU-
BaJIOCh ObI HECKOJIBKO MHAYE...
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