


Jxopmxuo MOPAHAN
Hamiopmopm. 1929
Xouict, Maciio

30,8 x 61,8

Giorgio MORANDI
Still-life. 1929

Qil on canvas

30.8 x 61.8 cm

«Tynno MEVMPOH
Jpy3vs 6 macmepckoil
1928
Jlocka, Macjio
157 x 126

« Guido PEYRON
Friends in the Studio. 1928
Qil on panel
157 x 126 cm
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Anexkcanap Poxun

IlckyccTBO IO Ty CTOPOHY (palm3ma

«MtanbssHcKoe ncKyccTBO 30-X roJ0B, 110 Ty CTOPOHY (hallii3Ma» — TaKOe Ha3BaHUE MoIy4yunia
BBbICTaBKa MPOM3BEICHUI XyI0XXKHUKOB, Ub€ TBOPUYECTBO BOIILIO B UCTOPUIO ¢ BeHelmaHckux
OMeHHaJIe TOro BpeMeH!. DTa sKcno3uiyd, oTkpbiTad B [1anaiio Crpounu Bo MiaopeHnm
¢ 22 centsops 2012 roga no 27 suBaps 2013, ctana ofHUM U3 LIEHTPaJIbHBIX COOBITUI B PSILY
He MeHee 3HAUMTEIbHBIX BLICTABOK, TAKMX KaK «DpaHcrc baKoH 1 cerogHsIIHee COCTOSIHIE
COBpPEMEHHOI0 UcKyccTBa» B LleHTpe coBpeMeHHOI KynbTyphl Ctpoiiu, «Bepmep deadrt-
CKMi1. 30710TOM BEK IOJJIAaHJICKOIO UCKYCcCTBa» B najauio Kyupunane B Pume u robuneitHast
perpocniekTuBa TBopuecTBa PeHaTo I'yrTy30, mocssieHHas 100-1eTro co THS poXKIeHUS Be-
JIMKOTO MacTepa, B KoMmiuiekce Butropuano B Pume, a Takke MexxayHapoaHasi pumcKasi Ou-
€HHaJle aHTMKBapOB B najaliio BeHelusi, nepcoHanbHas BbIicTaBKa padoT ['toHTepa KOkkepa
B AKajgeMuU UCKYCCTB B BeHeluu...

H BCE K€ B Uepeie BbIlle YITOMSHYTBIX
YHUKAJIbHBIX 3KCIO3ULNI 0c0b0e
MECTO IIPUHAICKUT MEePBOIA, IMOCKOIBKY
OHa JaeT BO3MOXHOCTb II0-HOBOMY OCMBI-
CJTUTh SIBJICHUS XYIOXECTBEHHOM KYJIbTY-
PBI TParMyecKoro, BO MHOTOM OTHO3HAYHO
BOCIIPMHMMAEMOI0 ¥ TPAKTYEMOTO IepH-
Ofla UCTOPUU €BPONENCKON UBUIN3ALNN
JIBa/IIaTOTO BEKa.

Bo BBeieHNM K KaTajory 3TOi BhIC-
TaBKU €€ OPraHU3aTOpPbl, CIIOHCOPBI U Ky~

paTophbl B IOCTATOYHO JIAKOHUYHOM (hopme
CTapaJiich 0003HAYUTh CBOIO KOHIIETTIIUIO
BUIECHHSI KICKYCCTBA HE CKBO3b MIPU3MY CO-
LIAAJIBHO-9KOHOMUUYECKUX, MIEONOTYe-
CKHX, MOJUTUIECCKHUX MPUUMH, TOPOINB-
KX (HaImsm, a yepes KU3HeCII0COOHOCTh
MOUTMHHO XyT0XECTBEHHON KYJIbTYDHI,
HMCTOPUYECKAst 3HAUMMOCTb KOTOPOI OITpe-
NEJISICTCS] UHBIMU, HEXETM UACOJ0rnIec-
KUMU JTOKTpUHAMM, MPOGhEeCCUOHATbHbI-
MU KPUTEPUSIMHU CAMOLIEHHOCTU TBOpYE-

CKOIf TMIHOCTU U €€ POJIM BHE Y3KO Bpe-
MEHHBIX TPaHMII B MCTOPUU MCKYCCTBA.
OHH, aBTOPbI BCTYIUTEIbHBIX TEKCTOB, He-
CJIy4ailHO CPABHUBAIOT Ty SKCITO3ULIIIO C
COCTOSIBLIICIICS TTOUTH TIOJIBEKA Ha3a/l BbI-
craBkoii «MckyccrBo Utanum 1915—1935»,
opranusoBaHHoii Kapio Jlionosuko Pan-
KaHTH. MHOIMe y4aCTHUKK TOI BBICTAaB-
KU 3asIBJICHBI CBOMMU paboOTaMu U 3[eCh,
HO B MHOM KOHTeKcTe. HazoBem b He-
KoTopble uMeHa: Ixopmkuo ae Kupuko,
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Kapno Kappa, JTiouno ®onrana, Kapio
JleBu, Maccumo Kantuiabu, Mapuno Ma-
puHH, JIxxopaxuo MopaHau, HaKoHell,
PAM, JI:xakomo Manuy, Penato I'yTTy30,
JIxxuno CeBepuHu. CeroaHs X TBOpUYEC-
KO€ Haclieie U3BECTHO BCEMY MUPY.
OpraHu3aTopbl IKCITO3UIIMY BKITIO-
YWJIM B €€ COCTaB Psi/l 3apyOeKHbIX MacTe-
POB, B TOM YMCJIC TTPOU3BEACHUS] HEMEII-
KX XynoxHukoB ['eopra I'pocca, OTTO
Jukca, Anonbda Linriepa, ube UCKYCCTBO
TOW TTOPBI TPEACTABISIO OUEBUIHBIA KOHT-
pacT 1Mo OTHOIICHUIO K paboTaM BhIIIIEHA-
3BaHHBIX UTATBIHCKUX COBPEMEHHUKOB.
YM03puUTebHO MO3BOJUM cebe BooOpa-
3UTh PSIIOM C UTATbSIHIIAMU U HEKOTOPBIX
COBETCKUX XYIOXKHUKOB CTATMHCKOM 3110~
XM, B YUCJIC KOTOPBIX BIIOJIHE MOTJINA OBl
HaiiTu noctoitHoe MecTo Asiekcanap Jleii-
Heka, Apkanuii Jlabac, Anekcanap Matse-
€B, MPOM3BEICHMST KOTOPBIX TAKXKe CIIpa-
BEIJTMBO PacCMaTPHUBATh IO TY CTOPOHY TO-
TayMtapusMa. biaromapst TanaHTy M mpo-
(heccroHaTbHOM KYJIBTYpe OHU CMOTJIU He-
3aBUCUMO OT MCTOPMUYECKUX YCIOBUN U
HUICOJIOTUIECKON KOHBIOHKTYPHI ITPEOI0-
JIETh TUKTAT MOJUTUYECKOTO ITopadole-
HUST TMYHOCTU. [IyXOBHOE MPOTUBOCTOSI-
HME TBOPYECKOI MHTEJITUTEHIINH BJIACTH,
KOHEYHO, He HOCUJIO XapaKTepa Helpu-
MUPUMOI 6OPBOBI, OTKPHITOTO CONPOTHB-
JIeHus1. BHYTpeHHsISI ONMMO3UILIMOHHOCTb,
98 PETBAKOBC
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HaBepHOE, BhIpaxajaach MPEXIe BCETO B
BEPHOCTH CBOEMY TTPU3BAHUIO OBITH XYIOX-
HUKOM, >KMBYILIMM, TOBOPSI CJIOBAMU AJIEK-
canapa IymkuHa, mo 3akoHaM caMuM Hajl
€0001i TTOCTaBJICHHBIM.

Crenyer 0co00 OTMETUTh, UYTO UHU-
LIMATOPbI BHICTABKM pelliaid aKTyaJbHYIO
BO BCEX OTHOILLIEHMSIX 3a/1a4y: HE UTHOPU-
pys1 uctoprorpadry KOHKPETHBIX (PaKTOB
U COOBITUIA, HECOMHEHHOTO MPSIMOTO WJIA
KOCBEHHOTO IPECCHUHTa CO CTOPOHbI TOTA-
JIMTAPHOM TOCYIapCTBEHHOM BJIACTH, MO~
BeJieBaBIIell Cyap0aMu Hapoaa, OTKPHITh
MIEPCIIEKTUBY TOBOPUTH 00 MCKYCCTBE SI3bI-
KOM CaMOTO MCKYCCTBa. A 3Ta 9KCIT03U-
LIS, 0cobasl JJOTHMKa ee MOCTPOeHUs 1o
MMeHaM, TIPOM3BEICHUSIM, COIOCTaBIIe-
HUIO BEAYIINX XYIOXKCECTBEHHBIX IIKOJI,
LIECHTPOB UTAJIbSTHCKOM KYJIbTYpPbI TPUILIA-
TBIX TOIOB IMPOIILJIOTo cTojIeThs — PIio-
peHuun, Munana u Puma — narot npo-
CTOp HallleMy BOOOpaXKeHUIO, OTKPHIBAIOT
HOBBII YTroJ1 3peHMsT Ha He TaKoe elle aa-
Jiekoe npouuioe. EctecTBeHHO, )11 3TOTO
HEOOXOIMMO OTPELIUTHCS OT Y3K0JI000TO,
JIOTMATHYECKOTO U IMTOTPEOUTETHCKOTO OT-
HOILIEHUSI K UCKYCCTBY.

s Ha mpousBenaeHUs TeX JeT,
HCIIBITHIBACIIIb CIOXKHOE YyBCTBO JpaMa-
TUYECKOTO pa3sMeKeBaHMS, IIPOUCXOIUB-
1IEr0 MEXIY XYI0XKHUKOM U1 Bl1acThio. Mc-
TOPUYECKUIA OTBIT MOKA3bIBACT MapagoK-

CcaJlbHOE HECOOTBETCTBUE YCTOSIBIIUXCSI
MpEICTaBIICHUIA O TOM, YTO HanboJIee 3Ha-
YUTEIbHBIC, MACIITAOHBIC MPON3BEICHUS
HMCKYyCCTBa CO3IaBaIMCh IO 3aKa3y KOpo-
JIEBCKHUX JIBOPOB, TOCYIapCTBEHHBIX WH-
CTUTYTOB, LIEPKBU 1 BCEMOTYIIINX MeIIeHA-
TOB, 00JIaaBILIKX BJIACThIO IeHeT. BmecTe
C TeéM, TOCTaTOYHO BCIIOMHUTD «30JI0TOM
BeK TOJJITAHACKOTO HCKYCCTBa», YTOOBI
YCOMHHUTBCS B CIIPABEUTMBOCTU 10100~
HBIX YTBEPXICHMI, MOCKOJBKY HUIECP-
JJAHJICKME XYAOKHUKU paboTalyd Ha UH-
IVBUIYaJTbHOTO 3aKa34rKa, psSIIOBOTO TO-
pOKaHMHA, TIPEACTABUTEIST CPETHETO KJIac-
ca, Ha 1IeXOBbI¢ OOIINHBI, OTYETO X TBOP-
YECTBO HE CTAJI0 MEHEee 3HAYUMbIM, YeM
TO, KOTOPOE OOCITYy>KMBAJIO MHTEPECHI Bla-
CTH, TIPOCTIABIISIIO M YBEKOBCUMBAJIO €€.
DTOT (heHOMEH MOATBEPKAAET JIOTUKY BbI-
BOJOB aBCTpUiickoro Teopetrka XIX Beka
[enpuxa BénbdnuHa, yTBepKmaBIIero,
YTO MCTOPUS UCKYCCTBA CJIaraeTcs U3 MC-
TOPUU UCTOPUIA OTAETBHBIX MacTePOB U
UX npousBeneHuii. KoneyHo, peub uaet
HE TOJIBKO O XKaHPOBBIX U CIOXKETHBIX ITPEI-
IMOYTEHUSIX OObIBaTEICi, OT OPUEHTALIMH
Ha UX BKYC, OCTaBUM 3TO B CTOPOHE OT OC-
HOBHOM1 11eJ11 0030pa (hJIOPEHTUIACKOI BbI-
craBku. Hac mHTEepecyeT mpexmae Bcero
aKTyaJlbHOCTb KOHLEITIIUHA aBTOPOB 3KC-
MO3UIIMU HE C TOYKU 3PEHUST IOAa4YH ITPOo-
M3BEACHUIA OMpeaeIeHHOTO Nepuoa, ux
COOTBETCTBUSI WJI HECOOTBETCTBUS MIIEO-
JIOTMYECKUM JOKTPUHAM TOTAJTUTAPHOTO
rocyaapcTBa, a cama BO3MOXKHOCTb CyIIIe-
CTBOBaHMSI UCKYCCTBa, JaJIEKOTO OT yCTa-
HOBOK Ha OOCJTy>KMBaHUE TTOJIUTUYECKOM
BOJIM pEXUMa, XyIOXHUKOB, HaXOIWUB-
LIMXCS IO TY CTOPOHY BiacTu. [logasisio-
11ee O0bIIMHCTBO 9KCITOHEHTOB BbICTaB-
KU BIOXHOBJISIJIOCH UIEEi CO3MaHUS UC-
KyCcCTBa IS MICKYCCTBa, BO BCE BpeMeHa
CO BCEX CTOPOH TOJIBepraBILIeiicsi COMHe-
HUIO U KpUTHKe. Tak moyemy ke 3TOT BO-
MPOC BBI3bIBACT HOBBIII PE30HAHC, B HETO
BKJIAIbIBAeTCSl 0COOBIN cMbIC/? BhicTaBKa
«HUTanpsgHckoe uckycctBo 30-X rogos...»
JA€T BO3MOXHOCTb 0YePEIHON MOTMBITKE
OTBETUTh Ha HETO, MCXOMAS U3 3a7auH Te-
PEOCMBICITICHUS 9BOJTIOLINU XYIOKECTBEH-
HOW KyJIbTYPbI, CMEHbI HICTOPUYECKHUX (a3,
aMox U ctuieil. [locTkeHre 3aKkoHOMeEp-
HOCTEH 3TOTO IpoIiecca JIEKUT He TOJIBKO
B c(epe 3aBUCUMOCTH OT U3MEHEHMIT 00-
1LIECTBEHHBIX (popMalnii — OT MepBOOBIT-
HOOOIIMHHOTO, (heoqaTbHOTO, KaluTaIuc-
TUYECKOTO CTPOSI 10 MOCTUHAYCTPHUAIb-
HOIA 3pBI, HO M B MHO TIEPCTICKTUBE T10-
HUMaHUs 3aKOHOB UCKYycCcTBa. Bb1OOp aB-
TOPOB MOKa3aHHbIX MPOU3BEACHUI, 3Ha-
HME TBOPYECTBA KaxKIOTO M3 HUX ITO3BOJISI-
€T TIPUOIM3NUTHCS K UCCICIOBAHUIO TOM
MPpOGJIEMBI ¢ TTO3ULIMIT HOBOTO OTHOIIIE-
HUS K TAKOMY TOHSTUIO, KaK UCKYCCTBO
IUTSI ICKYCCTBA.

[IpenmyItiiecTBa TAKOTO MOAXO/A, €C-
TECTBEHHO, HE MCKJII0Yal0T 0OOCHOBAH-
HOCTb CJIOXKMBIIMXCSI TOUEK 3pEHUS U T€O-

JIxxakomo MAHILLY
JMaesuo. 1938
bpon3a. 48 x 58 x 53

Giacomo MANZU
David. 1938
Bronze. 48 x 58 x 53 cm



Mapuo CUPOHU
Cembsa. 1932 (?)
XoJcT, macio

167 x 210 x 6,5

Mario SIRONI

The Family. 1932 (?)
Qil on canvas

167 x 210 x 6.5 cm

petndeckux ¢opmys. OHU 00YCTIOBIECHBI
HEeo0XOIMMOCTBIO 0COO0T0 Poaa OCBOOOXK-
JICHUST OT CTEPEOTUIIOB MTOJIMTUKO-9KOHO-
MMYECKOTO MBIILICHUST OOJBIIMHCTBA aH-
ra’KMPOBaHHBIX KICTOPUKOB 1 COIIOJIOTOB,
YTO MPEIToJIaracT He3aBUCUMOCTD CYXKIe-
HUI O MPUPOJE UCKYCCTBA B €€ BHEBpPE-
MEHHOM TyXOBHO-3CTETUYECKOI LIECHHOCTHU
M XyIOXECTBEHHOM 3HAYMMOCTH.
O6paTtnMcs, HaKOHEIl, K KOHKPET-
HBIM TIPOMU3BEACHUSIM, MPEACTaBICHHBIM
B nanauio CTpoullu Ijs MpeaMeTHOTO
pa3roBopa 0 KOHIIETIIINY BEICTaBKU. Bo3b-
MeM, HaIliprMep, OJIM3KHUE TTO0 TEME CKYJTbIT-
TypHbIe paboThl MapuHo Mapunu «I1no-
Bel» 1 JItouro @oHTaHa «OMUMITHIACKHI
4eMITMOH». B To BpeMs 3TH, Kak U psin
JIPYTUX MacTepOB, YK€ BCTYIUIN B TIOPY
TBOpYECKOii 3pesoctu. HamoMHum yuta-
TeJSIM O KyJbTUBUPOBABILIMXCS (arims-
MOM Heagax — KyJIbTe OpyTaabHOM CHITBI,
apuiiCcKOro ayxa, IpoCIaBICHUH CBEpXUC-
JIoBeKa Kak 06asuca Biaactu. O0pa3sbl, co3-
naHHbIe B Te Toabl Mapunu u ®oHTaHa,
OTKPBIBAIOT APYTHE XapaKTephl U CYIbOHI,
00J1aJaloT MHBIMUA JTOCTOMHCTBAMU, OHU
JIpaMaTUYHbI B CBOEH IJIACTUYECKOI BbI-
pasurteabHOCTH. Cuila aTjeToB BOILIOIIe-
Ha He BO BHCIIHEH Maeaau3aluy HEKUX
repoeB, a B TUIACTHKE (DUTYP, CITYCTUBIINX-
¢Sl ¢ TTIOOEIHBIX MheIeCTaI0B, YYBCTBO TSI~
JKEJI0ro OpeMeHU CIIOPTUBHBIX PEKOPIOB,

OTCTPAHEHHOCTHU OT BHEIITHETO MUPA 3BY-
YUT B UX 00J1MKe. BoIMoTHEHHBIN B OpOH-
3¢, YeM-TO HAaITOMUHAIOLIWI POJIEHOBCKOTO
«MpIcuTens», IIOBEL CUAUT B paccaad-
JICHHOH T103€ Ha KECTKOM I10 CHIIY3TY,
BBIPE3aHHOM U3 JiepeBa «ITbeIeCTaIe», KO-
TOPBI TTONOOEH OMPOKMHYTOMY 00eIr-
cky. OOpa3Has 1paMaTyprusi OImyCcTOILIeH-
HOW CUJIBI PACKPBIBAETCSl B KOHTPACTHOM
COYETaHUM Pa3HBIX 10 Macce, pu3ndec-
KWM CBOICTBaM MaTepuajiax — MeTajie u
nepeBe, B JienKe (GUrypbl, MOACIMPOBKE
IJIACTUYECKOI (POPMBI, B paKypce U CH-
JIy9Te CKYJIBITYPHL. B ckymbritype «Omm-
MUIACKWUI YeMITMOH» , BBITIOJTHEHHON B pac-
KpallleHHOM TUIIce, 00pa3HbIil CMBICI Me-
penaH MHBIMU M300pa3uTeIbHBIMU CPEeI-
CTBaMU: 3[ICh IPYroe OTHOILIEHUE K 00be-
My, KOH(MUTYpamu, NHOM MOIX0M K pe-
LIEHMIO XYI0KECTBEHHOT0 3aMbIciia. DoH-
TaHa pacKpacKoil TMIICOBOI (PUTYpHI OT-
KPBITO UMUTHPYET TOHUPOBAHHYIO OPOH-
3y, TEM CaMbIM MpUaaBasi ONpeaeIeHHYIO
MPOYHOCTH UCTTIOJIB3YEMOMY MaTepuaiy, o
YeM CBUIIETEIBCTBYET U IIBET OCHOBAHMUS
KOMITO3ULINH,, HATTOMUHAIOILIETO CTPYKTY-
py ciouctoro KamHst. @poHTaTbHOE 06pa-
LLIEHKE aTJIeTa K 3pUTEII0, €0 103a, MOIII-
Hasl TUTaCTHKA JITTIKU OTJIMYAIOT 3TO TPO-
WU3BEICHNE OT CKYJIbNTYpbl MapuHU, HO B
yeM-T0 «ONMMIUUCKUI YeMITUOH» TIepe-
Kkiaukaetcst ¢ paboramu Ocuna LlankuHa.

MEXAYHAPOOHAA MAHOPAMA

PaccmoTtpenHble mpoun3BeneHus He-
00XOIUMO JOMOJHUTH OPOH30BBIM «Jla-
BuaoM» [Ixkakomo Manuy. M300paxeH-
HBIA CUASIIMM Ha KOPTOYKaX MaJbyUK
C TIOJTy3aKPBITHIMU TJIa3aMU, C XyIbIMHU,
CJIOBHO OIIIYTIBIBAIOIITMY TTPOCTPAHCTBO
repen coboil, pyKaMu CJiellia, Hu4eM He
CBSI3aHHBIN CO CBOMM MU(DOIOTMYECKUM
TPOTOTUIIOM, — TIOUCTUHE 00pa3 Tparu-
yeckuit. CaMo mosiBieHre B (parmcTckoit
Wtanuu Takoil paboThl KaxeTcsi HEBO3-
MOXHBIM. brecTsiuas sernka coroeHHoi
Gurypsl pebeHKa, CBETOTEHEBAsT MOJIE/IN -
pPOBKa TIJIACTMUYECKOIl (POPMBI KPYTJIOit
CKYJTBITYPHI BOCXUIIAIOT XYIOXKECTBEH-
HBIMU KauecTBaMU, BUPTYO3HBIM MacTep-
cTBOM MaHity.

MpI yke He 3amyMbIBaeMcsI, KOTaa 1
BO MM 9eTO CO3IaH 3TOT MPOH3UTENIb-
HBIi1, Tparnyeckuit oopas. OnpeaeaeHHbI-
MM YyepTaMu MOI0OHOTO CBOMCTBA OTMe-
YeHa M TeppakoToBast durypa jexarieit
MOJIONIOM KEHIIHBI, OCBEIIIEHHON COJTH-
1eM, — padota Aptypo MaptuHu, yBie-
YEHHOTO CJIOXKHBIMU paKypcamu, IBUXKe-
HUEM UM UTPoii cBeTa  TeHU. Hampotus,
pabota Anonabdo Buinra — mopTper us-
BECTHOTO aBUaTOpa, COBEPIUMBILIETO Te-
penet u3z Uranuu B bpasunuio, BeIpyO-
JIEHHBII B MpaMope, C UCTIOJIb30BaHUEM
1mo3010Thl. CKyJIbITYpa, N300pakaroniast
MPOCJIABJIEHHOTO JIETYMKA C BOJIEBBIM,
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HETIPEKJIOHHBIM B30POM ITyCTHIX TJIA3HMII,
CTAaHOBWTCS TPEATeUe UICOIOTUIECKOM
SCTETUKU TOTAIMTAPHOIO UCKYCCTBA Bpe-
MeH ¢ammama. Takre KOHTpaIyHKThI Ha
BBICTaBKEe HEOOXOMVMBI [UTST YCUTICHUS ee
KOHIIeTITYaJIbHOM OCTPOTBI.

Cpenu KUBOIMKMCHBIX TPOU3BEICHUIA
HAa30BEM M paCCMOTPHM JIMILb HECKOJIbKO,
B CWJIy TOTO, 4TO (hopMaT TaHHOTO KC-
Kypca He IO3BOJISIET PaCIIMPUTh €T0 Tpa-
HMIIBL.

Tloxanyii, mepBbIMU IOJIOTHAMM, KO-
TOpbIE OTBEYAIOT CYyObEKTUBHBIM LIENISIM 1
3amayam obospesaress, OyayT «py3bs B
MacTepckoii» u «[loptpet xupypra ['yaib-
Mo [lackyanmHo» kuctu Penaro ['yrry3o.
B HUIX BOTIIOIIEHBI T CaMble MBICIHU, TT03-
BOJISTIOIINE paccyknaTh 00 MCKYCCTBE Ha
sI3bIKE UCKYCCTBA, KOTOPbIE MPEBATUPYIOT
B KOHILEIILUU BEICTaBKHU. TBOpUYECKOE BO-
oOpakeHue, YyBCTBO 11BeTa U (DOPMBI, pU-
CYHKa U KOMIIO3UIIMH, TIPOCTPAHCTBA U
CBeTa — TO, YTO MO3BOJISICT HAM BUIETh U
BOCIIPUHUMATD [TPOU3BEIECHUST KUBOIIU-
CH, CKYJIBIITYPBI, TpachKK He CKBO3b MTPHU-
3My COIepKaTeIbHBIX CIOXETOB M MOTH-
BOB, TeM M XaHPOB, a HA YPOBHE XyHI0XKe-
CTBEHHOCTHU MX UCIIOJIHEHUSI, HA YTO MO-
KEeT OKa3bIBaTh BIUSHUE TOJBKO TAJIAHT U
npodeccoHaIbHOE MaCTePCTBO.

[Tpu 3TOM HEOOXOAMMO TTONTPOOOBAThH
abCTparupoBaThCst OT MHOXECTBA IIPUBXO-
NSAIIAX MOMEHTOB, KOTOPBIE YBOISIT HAaC B
CTOPOHY OT MPOOIEMBI YNCTOTO BOCTIPUSI-
THS ¥ TIOHUMaHUST He KOHKPETHBIX MCTO-
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PUYECKHUX YCIIOBMIA, 8 SKU3HECTIOCOOHOCTH
HMCKYCCTBa HE3aBUCUMO OT BPEMEHMU.

B manHOM cityuae yMeCTHO BCIIOM-
HUTh TEOPETUIECKNE PacCyXICeHUs OJre-
CTSIILIETO PYCCKOIO TEOPETHKA U XYIOKECT-
BeHHoro kputnka Hukomnas [lyHuna, o
cJIoBaM KOTOporo, ¢hakTypa ecTb He 4TO
HMHOE, KaK 3pUTEJIbHO 3aItevaTieHHOe ITep-
BOE BIIeYaTJIEHUE OT KAPTUHBI, TIPY B3LJISI-
[Ie Ha KOTOPYIO, €CJIM Cpa3y I0CjIe 3TOro
3aKPBITH I71a3a, B TAMSITH OCTAHETCS TJIaB-
HOE, YTO U OIpeessieT MoHITHe Gakry-
pbl. BO3MOXHO, MMEHHO C TAHHOTO MO-
MEHTa HAYMHAETCS IIPOLIECC YYBCTBEHHO-
TO BOCTIPUSITUSI TIPOU3BEICHMS UCKYCCTBA
He B €ro OIKMCcaTeJIbHOM, NICTOPUKO-JTUTE-
paTypHOIi COOMPATeIbHOCTH, a Yepe3 OIILy-
LLICHKS U IOHMMAaHUSI MaTepHaja, CPEACTB
¥ TIPUEMOB XyTOKeCTBEHHO BHIPA3UTEb-
Hoctu. Ha 3T ocobeHHoctu pador Pe-
Hato ['yTTy30, 1 He TOJIBKO €ro, XOTeJI0Ch
Obl Ipexae Bcero choKyCcHpoBaTh Hallle
BHUMaHUe. 2KMBOTIMCHAST SHEPTreTHKa Kpa-
COK, TUTACTMYECKOE pacIipeesieHre 1IBe-
TOBBIX MacC BHYTPU KOMITO3UIIMOHHOM
CTPYKTYpbI KapTUHBI ['yTTY30 «/IpYy3bsi B
MacCTepCKOI», KOJOPUCTUIECKUE BAIEPhI
M, HaKOHeIl, peleTka CIMHKKA KPOBaTH,
Ha KOTOPOii B pa3HbIX 1103aX, KPeCTO00-
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Anonsdo BUIIAT
Apmypo Deppapun. 1929
[To3onoueHHbIIT MpamMop
60 x 60

Adolfo WILDT
Arturo Ferrarin. 1929
Marble with gilding
60 x 60 cm

pa3HO U300paKeHbI TPU (UTYPHI, — pe-
meTKa, obo3HavaoIas TpaHully, 1Mo Ty
CTOPOHY KOTOPOU ApamaTuyeckas Iiy-
OuHa oOpeTaeT 0COOYIO MCHUXOJIOTHYEC-
Kyto okpacky. [lomoOHast MpOHUKHOBEH-
HOCTb 3/IeCh JIOCTUTAeTCs TIPEXKIe BCETO
XyIOXXECTBEHHBIMU CPEJCTBAMU, HE Tpe-
OYIOIIMMU JIUTEPATYPHOTO UCTOJIKOBAHUS
XapaKTepoB U cyaed mepcoHakeil B KOH-
TEKCTe UCTOPUIECKOI CUTYaITNU. DTH Ka-
YyecTBa OMPEeIIIOT M YYBCTBEHHbBIN Mar-
HetusM «I[loptpera xupypra 'yaiabmo Ilac-
KyannHo». HepBHas muHaMuKa XUBOIIMC-
HO CTPYSIIIUXCST CKIaMoK XajaTa Bpaya,
PUCYHOK PYK U UX CEHCOPHOE JIBUXKEHUE,
MepeuBbl MU KOHTPACTHI 1IBETA U 3aCThIB-
1ee B 3TOM OypJIsIleM OKPYXEHUU CO-
CPeIOTOYeHHOE, O0palieHHOe K HEKOeMY
MOCTOPOHHEMY HaOJII0AaTeIO JTULIO 10K~
TOpa PSIZIOM C KapHaBaJbHOI MacKoii me-
pemaloT BOCIIPUSITHE aBTOPOM IOPTpeTa
TeX TParmdeCcKMXx JieT.

B ToM Xe KOHTEKCTe, HO Ha UHOM
SMOLIMOHALHO-TICUXOJIOTUYECKOM YPOB-
He CJIeIyeT pacCMaTpUBaTh MCTIOJTHEHHBII
WPOHUM, TTIEPEXOISIIEii B rpoTeck, «ITop-
TpeT xXynoxuuka dumurio ge [Mucuca ¢
nonyraem» kuctu Kapio JleBu. [Ipyroe
BIIiCUaTIIeHUE, Oarogapsi UMEHHO XXKUBO-
MUCHOI CHCTeMe, BOSHMKAET OT KAPpTUHBI
«MasieHbku (PpaHILy3cKuit conmaT», 30-
Opaxartonieit Toro camoro Ilucuca, Koto-
poro abCoIIOTHO B MHOM M300pa3UTENb-
HoI cTuiiucTuke Hanucan Jlesu. U onars
[JIaBHBIM KPUTEPUEM BOCIIPUSITUSI CMBIC-
J1a 37eCh SIBJISTIOTCS] HE OTMCcaTe/IbHbIE Je-
TaJv U aTpUOYThl KOHKPETHOTO BPEMEHMU,
a UX Xy[IO>KeCTBEHHasl TpakToBKa. [Ipama-
Typruyeckue KauecTBa oopasa, CUMBOJIU-
Ko-MeTadopuyeckas CyTb MOHYMEHTaIb-
HOTO TI0 XapakTepy OOJIBIIOrO pUCYHKa
yriaem Kapno Kappa «Bocxopsiasg us
MOTWJIbI» TIOpaxaeT TOU Xe Bblpa3uTe/ib-
HOCTBIO 3ByYaHUsl, KOTOPYIO IPUAAET Ipa-
(uyeckoii, mogodHoOI ppecke, meTado-
puudeckoit pabore cam Marepuai. 2Kup-
HBI ¥ ChIMYYUIA YTOJIb HA TUIOTHOM, OXpU-
CTOM caxapHOil Oymare, >XecTKasi KOH-
CTPYKILIMSI PUCYHKA, OTIPEIEISIONIErO Up-
peasbHyI0 TIPOCTPAHCTBEHHYIO Cpeny, B
KOTOpOW TMOSIBJISIETCSI XXKEeHCKasl durypa.
K cTonb ke sipkuM mpumepam BOILIOIIe-
HUS XYI0KECTBEHHOCTH KaK TaKOBOM OT-
HOCUTCSI HeOOJThIAs ITO pa3Mepy KapTHUHA
Maccumo Kammueu «lpirane». Hamu-
CaHHasi MacJISTHBIMU KpacKaMu Ha XOJICTe,
OHa MOKET BbIIepKaTh 3HAYUTEIBHOE YBE-
JIMdeHune, 61aronapst Xxapakrepy KOMIO31-
LIMU Y XXUBOMMCHOI MOBEPXHOCTU, BU3Y-
aJIbHOM pebe(PHOCTH, YTO MBICIEHHO KaK
OBI IPOELIMPYET U300pakeHre Ha OOJIBIITYIO
TUIOCKOCTh, POJTHUT €€ CO CTEHOTHCHIO.
ITo-cBoeMy MCIONb3yeT KauecTBa MaTe-
puana, B JaHHOM CJlyJyae TakKxKe MacasiHOI
KMBOTIMCHU Ha xojicte, Mapuo Toumu B
MaJIeHbKOM KapTuHe «DUryphl ¢ apXUTeK-
Typoii», MPU PeNnpoayLUPOBAHUN KOTO-
poit 6e3 ykazaHus pa3Mepa BO3HUKAET



MEXXAOYHAPOOHAA MAHOPAMA

OILIyI[[EHIE MOHYMEHTAIBHOCTH, MACIITa0-  Mapwo TOLILIUA
HOCTH u300paxeHusi. U 3neck nogobHoe  Pueypel c apxumerxmypoii
BIICYATIICHUE M3HAYAIBHO CBSI3aHO He ¢ XOJICT, Macio

. . 116,3x 72,9
CIOXXETHO-CO/IepKaTeIbHOM KaHBOM MPO-
U3BENEHMA, @ C TEXHUYECKUM MacTePCT-  Mario TOZZI
BOM, TapMOHMEN NPONOPUUNA, BUNEHU-  Figures with Architecture

€M NIPOCTPAHCTBEHHOIA, cBeToBO3ayINHOK  Oil on canvas
cpensl. M, Hampumep, HaTiopmopts  116:3x72.9cm
JIxxopmkuo MopaHau, KOTOpPbIE MTOT00HbBI
ABTOITOPTPETAM COCTOSTHUS TYTITN XYTOXK-
HMKa. Ha IpoTsokeHUY HECKOMBKUX AeCsT-
TUJIETUI OH UCIOJb30BaJ OJHU U Te XKe
MpeAMETHI JOMAITHEro o01uxoaa B CBOeit
xuBorucy. OIHAKO KOJOPUCTUYECKUE
rpagaiyu, U3MEHEHUs CTeTIEH! OCBEIIIeH-
HOCTH XKUBOIMCHOI'O IMPOCTPAHCTBA, ITpe-
HMMYIIECTBEHHO (PPOHTAIBHO PACITONIOKEH-
HBIE TT0 OTHOIIEHUIO K 3PUTEITI0 OOBEKTHI
M300pakeHMs BBICTPAUBAIOTCST B 9MOITNO-
HaJIbHYIO cary XX1U3Hu MopaHau.
MHorue oTIMYMTeIbHbIe KayecTBa
WICKYCCTBA JJIST UCKYCCTBA JINIIb YAaCTUIHO
0003HaYeHBI B 3TOM KPaTKOM, 0030pHOM
TEKCTe, B KOTOPBIA HE BOIILIO MpeacTaB-
JICHUE 1LIEJIOTO Psiia MHTEPECHBIX MPOU3-
BeJICHUI, KOTOPbIE MOTJIM OBl CTaTh JO-
CTOWHBIM MPOJOKEHUEM PACCMOTPEHUS
BbIILIEHa3BaHHBIX PA0OT, HATJISIAHON WJI-
JIIOCTpalyeld KOHCIIEKTUBHO 0003HAYEH-
HBIX 3a/a4 pa3roBopa 00 MCKYCCTBE Ha
sI3bIKEe MCKYCCTBA. B MX 4YMciie TOJKHBI
ObUIM OKa3zaTbCsl KapTUHBI [abpusie
Myuuu, IxoBannu Konacuuuu, xxuHo
Jixupunxemnu, Bunuuuo Ilanagunu,
[Munno Puio, Axumxu Yecca, Mapuo
CHpOHHU...
TBopuecTBO psiia y9aCTHUKOB IaBHO
BOIIIO B UCTOPUIO MUPOBOTO UCKYCCTBA
XX Beka, OHU 13 HUX OCTAJIUCh B €T0 Bpe-
MEHHBIX I'paHULIAX, IPYTUe MepeliarHyjin
B Oymyllee, B UX YKMCIIE, Ha HaIll B3TJIS,
Jlrouno ®onrtana u Kapno Kappa, Ma-
puHo Mapunu u Jxxopmxkuo MopaHau,
I'enpu Myp u @pancuc bakoH, Bacumnmit
Kannuxckuii u Bnagumup TatmuH, Ezed
boiic u Otro llnemep, AHpu Matucc u
XKopx Pyo, ITadno [Mukacco u Xyan Mu-
po. BO3MOXHO, MbI HEIOOUEHUBAEM APY-  JIxosanuu KOJACUYYU
IrMX MacTepoB, Ha XyIOXECTBEHHOe Ha-  Hamiopmopm c ysemrom
crlelie KOTOPBIX Mbl BCE elle cMoTpum  /pomeu. 1937
Yyepe3 MPU3MYy UCTOPUISCKUX CTEPEOTH - ;(; J;CT’;;aC”O
noB. dopeHTHiicKast BicTaBKa B [1anari- o
1o Crpouuu, Haiel0Ch, IIOMOXET COBpE- Giovanni COLACICCHI
MEHHBIM MCTOPUKAM UCKYCCTBa U Xymo-  Still-life of the Protea

2KE€CTBECHHBIM KpUTHUKaM CACJIaTh IMOCJIE- 19.37
IOILIME IIaru M3 IJi€eHa JUTECpaAaTYPHBIX Oil on canvas
Ayiol paryp 78.5x 95 ¢cm

WLUTIO3UMA.

B 3axitoueHue 106aBUM, UTO SKCITO-
3unus «MranesiHckoe nckyccto 30-x ro-
TIOB, IO TY CTOPOHY (hallin3ma» BKIOYaia
B ce0s1 pa3nesnbl 1u3aifHa u 1eKOpaTUBHO-
TIPUKJIATHOTO UCKYCCTBA, a TakXke (hakTo-
rpaduyeckyio TOKyMEeHTAIINIO, MaTepu-
aJibl U3 UCTOPUM apXUTEKTYpbl, KWHEMa-
torpacda u ororpacduu TeX JeT, 4TO 03~
BOJISIET 3PUTEITIO TIPEICTaBUTh OObEKTUB-
HYI0 KapTHHY BPeMEeHU U CIeaTh CBOU
BBIOOD.
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Kapino KAPPA
Bocxooswasn uz moeunvt
1938—1939

Yrosb Ha caxapHoii
Oymare, HaKJIeEeHHOM
Ha xosict. 181,5x 99,5

Carlo CARRA

Female Figure Rising from
the Grave. 1938-39
Charcoal on sugar paper
glued onto canvas
181.5x99.5 cm

« Penaro I'YTTY30
ITlopmpem xupypea
Tyanvmo Ilackyanuno. 1935
danepa, Maciio
98 x 66

« Renato GUTTUSO
Portrait of Guglielmo
Pasqualino, Surgeon. 1935
Qil on plywood
98 x 66 cm
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Art Beyond Fascism

Running at Florence’s Palazzo Strozzi until the end of January 2013, the exhibition “The
Thirties. The Arts in Italy Beyond Fascism” features artists who came to public notice after
exhibiting at the Venice Biennales during Italy’s Fascist era. It provides an opportunity to cast
a fresh look at the artistic culture of this tragic historical period of European civilisation in
the 20th century — one with regard to which there has been little variance of opinion to date
among its interpreters and judges.

n their preface to the exhibition cata-

logue the curators tried to concisely ex-
press their vision of art — not through the
lens of the socio-economic, ideological or
political causes of Fascism, but through the
lens of the vitality of a true artistic culture.
The historical importance of this culture
rests on foundations different from ideo-
logical precepts, on professional criteria
such as the autonomous worth of the cre-
ative personality, and that personality’s role
outside the constricted temporal bound-
aries of the history of art. Significantly, the
authors of these introductory texts com-
pare this new exhibition with the show “Art
of Italy: 1915-1935” (Arte moderna in
Italia: 1915-1935) organised nearly 50
years ago by Carlo Ludovico Ragghianti.
Work by many participants of that earlier
exhibition are featured at this new one as
well, only in a different context, among
them Giorgio de Chirico, Carlo Carra,
Lucio Fontana, Carlo Levi, Massimo
Campigli, Marino Marini, Giorgio
Morandi, and finally, RAM, Giacomo
Manzu, Renato Guttuso and Gino Sev-
erini. Today their creative legacy enjoys in-
ternational renown.

The organisers included works by sev-
eral non-Italian masters, such as Ger-
many’s George Grosz, Otto Dix and Adolf
Ziegler, whose art of that period stands in
apparent contrast to that of their Italian
peers of the same era. We could also imag-
ine side-by-side with the Italians several
Soviet artists of the Stalinist era, like
Alexander Deineka, Arkady Labas or
Alexander Matveev, whose works are ar-

guably located beyond totalitarianism.
Thanks to their talent and professional cul-
ture they were able to rise above historical
circumstances and their ideological envi-
ronment, and resist the drive towards po-
litical enslavement of their personalities.
The spiritual stand-off between the artistic
intelligentsia and the authorities, however,
was nothing like a fight to the bitter end, or
open resistance. Perhaps the artists’ intro-
spective opposition came, first of all, in the

form of their loyalty to their artistic voca-
tion, and the stance of a figure who lives,
to quote Alexander Pushkin, according to
the principles he has prescribed for himself.
The initiators of the exhibition were
faced with a truly modern challenge: they
had to introduce opportunities for talking
about art in the language of art, without ig-
noring specific historical facts and events —
the realities of direct or indirect pressure
from totalitarian state power steering the
destinies of individuals. With its chosen
arrangement by names and works rooted in
comparison of the leading art schools and
centres of Italian culture of the 1930s, such
as Florence, Milan and Rome, it unleashes
our imagination and provides new insights
into the not-yet distant past. To achieve
this, narrow, dogmatic and consumerist at-
titudes to art need to be cast aside.
Looking at the artwork of the period,
the viewer becomes aware of the dramatic
disconnection between the artists and the
authorities. History shows us a paradoxical
move away from the entrenched belief that
the most significant and important works of
art were created on commission for royalty,
state institutions, the church or powerful art
patrons who ruled through their economic
power. If one remembers the “golden age of
Dutch art”, however, the fairness of such
statements becomes questionable: the
Dutch artists were working for private cus-
tomers, ordinary citizens, representatives of
the middle classes and guilds — and this did
not make their art less valuable when com-
pared to art that served the interests of, and
extolled and immortalised, the state.
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Jliouno ®DOHTAHA
Onumnutickuii yemnuon. 1932
Kpaitenslii rurc

121 x92x 70

Lucio FONTANA
Olympic Champion. 1932
Coloured plaster

121 x 92 x 70 cm

Aptypo MAPTUHU
Kenwuna noo
connyem. 1930
Teppakota

44,5 x 148 x 68

Arturo MARTINI
Woman in the Sun
1930

Moulded terracotta
44.5 x 148 x 68 cm
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This phenomenon confirms the logic
of the conclusions of the 19th-century
Austrian theoretician Heinrich Wolfflin,
who argued that the history of art is com-
posed of the histories of individual artists
and their works. Certainly, we are talking
here not only about genre and narrative
preferences of commoners, about catering
for their tastes — let’s not factor these con-
siderations into the main objectives when
considering the Florence exhibition. What
we are interested in most of all is not the
modern relevance of the concept of the
creators of the show from the viewpoint of
presentation of the artwork of a certain
period or this artwork’s conformity (or
lack thereof) to the ideological dogmas of
a totalitarian state, but rather the mere
possibility of the existence of an art reluc-
tant to become a servant of the political
regime, the existence of artists who placed
themselves on the other side of state
power.

The overwhelming majority of the
artists featured drew inspiration from the
idea of creating art for art’s sake — a stance
that at all times has been questioned and
criticised. Then why does this question
again strike a chord with the public, why
has it been vested with special meaning?
“The Thirties. The Arts in Italy Beyond
Fascism” provides a new opportunity to
try to answer this question with a view of
re-thinking the evolution of artistic culture
and the process of the arrival of new his-
torical periods, époques and styles to re-
place the old ones. Insights into the
principles of this process are anchored not
only in the dependence on changes in so-
cial formations — from primitive commu-
nal, feudal, capitalist systems to a post-
industrial era — but also in different ap-
proaches to understanding the principles
of art. If one takes into consideration the
choice of the artists featured at the show
and is familiar with each one’s oeuvre, one

can begin studying this problem using a
new approach to such a notion as art for
art’s sake.

The advantages of such an approach
certainly do not invalidate established
viewpoints and theoretical formulas. They
are pre-conditioned by the necessity of a
special liberation from the stereotypes of
politico-economic thinking held by a ma-
jority of partisan historians and sociolo-
gists, which presupposes independent
judgement with regard to the timeless spir-
itual and aesthetic worth and artistic im-
port of the nature of art.

Considering the concept of the show,
it’s worth looking at two thematically close
sculptures, “The Swimmer” by Marino
Marini and “Olympic Champion” by
Lucio Fontana, both of whom were then,
like some others, at a point of artistic ma-
turity. The ideals cultivated by the Fascists
should be remembered — the cult of brute
force and Aryan spirit, glorification of the
superman as the basis of state power. The
images created in those years by Marini
and Fontana show other characters and
destinies and have different strengths; their
drama is conveyed visually. The athletes’
physical might is highlighted not through a
superficial idealisation of abstract heroes
but in the shapes of the figures of the men
who stepped down from the medal stands,
in the sensation of the heavy burden of ath-
letic records and estrangement from the
outside world. Made of bronze and recall-
ing somewhat Rodin’s “The Thinker”, the
swimmer is seated in a relaxed pose on a
sharp-edged wooden “pedestal” resem-
bling an upturned obelisk. The visual nar-
rative of exhausted strength is rendered
through a contrast combination of materi-
als with different mass and physical prop-
erties — metal and wood — through the
shapes of the figure, modelling of the
forms, the angle and silhouette of the
sculpture.
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In “Olympic Champion”, made of
painted gypsum, the meaning is conveyed
through a different visual vocabulary: this
sculpture is marked by a different approach
to volume, configuration, and execution of
an artistic concept. Painting gypsum,
Fontana openly imitated toned bronze, thus
lending a certain hardness to the material
used — this is also evidenced by the colour
of the base, which resembles the structure of
foliated rock. The athlete’s frontal position
vis-d-vis the viewer, his pose and lusty forms
distinguish this piece from Marini’s work,
although “Olympic Champion” somewhat
recalls Ossip Zadkine’s works.

Giacomo Manzu’s bronze “David”
also deserves attention: the figure of a boy
sitting on his haunches, eyes half-closed,
with the lean hands of a blind man that
seem to explore the space in front of him
by touch, and without any ties to his myth-
ical prototype, is a truly tragic image. The
mere fact that such a work was created in
Fascist Italy seems incredible. The bril-
liantly executed stooped figure of the child
and the chiaroscuro modelling of the
shapes of a round sculpture are fascinating
for its artistic perfection and Manzu’s con-
summate artistry.

e LT

We are no longer interested in when
and for what purpose this heart-wrenching
and tragic image was created. Some such
qualities also distinguish Arturo Martini’s
terracotta image of a young woman lying in
the sun — the work of a sculptor fascinated
with elaborate angles and the movement
and interplay of light and dark. Adolfo
Wildt’s sculpture, by contrast, is a piece
made of gilded marble, the portrait of a fa-
mous aviator who flew from Italy to Brazil,
who is represented with a forceful, fierce
look in the empty sockets of his eyes that
looks like a precursor of the ideology-dri-
ven aesthetics of totalitarian art of the Fas-
cist period. Such counterpoints are vital for
highlighting the show’s conceptual edge.

Touching on the paintings, perhaps
Renato Guttuso’s “Friends in the Studio”
and “Portrait of Guglielmo Pasqualino,
Surgeon” are the first pieces that corre-
spond with this reviewer’s subjective view-
point. These works are representative of the
ideas enabling a discussion about art in the
language of art — the ideas that dominate
the concept of the exhibition. Artistic
imagination, the feeling of colour and
form, drawing and composition, space and
light are the qualities that enable us to see
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Maccumo
KAMITUJIbU
Lvieane. 1928
XozcT, Macio
96,5 x 75,5

Massimo
CAMPIGLI

The Gypsies. 1928
Qil on canvas
96.5x 75.5cm

Mapuno MAPUHH
ITnosey. 1932
JlepeBo
113,5x43,2x 50

Marino MARINI
The Swimmer. 1932
Sculpted and

carved wood
113.5x43.2x 50 cm
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Kapno IEBU
Tlopmpem Puaunno
de INucuca ¢ nonyeaem
1933

XoscT, maciio

60,5 x 50

Carlo LEVI
Portrait of de Pisis
with a Parrot
1933

Qil on canvas
60.5 x 50 cm

Penaro I'YTTY30
Jpy3vsa 6 macmepckoii
1935

Jlocka, Macio

62 x 77

Renato GUTTUSO
Friends in the Studio
1935

Qil on panel

62 x 77 cm
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and feel paintings, statues and drawings not
through the lens of narratives and motifs,
themes and genres, but in terms of crafts-
manship — something which can be influ-
enced only by talent and professional
mastery. We have to disengage ourselves
from external circumstances which lure us
away from the problem of pure perception
and from understanding the viability of art
irrespective of time period, instead of
within a specific historical context.

It would be apt to recall the theoreti-
cal musings of the brilliant Russian theo-
retician and art critic Nikolai Punin, who
said that texture was nothing more than a
visually captured first impression produced
by a painting, looking at which, if one
closes one’s eyes immediately after seeing
it, one retains in memory the essence of the
work, which defines the notion of texture.
Perhaps at this point we see the beginning
of the process of sensual perception of a
work of art not as an aggregate of descrip-
tive, historical and literary features, but
through experiencing and understanding
the materials, means and techniques of
artistic expressiveness.

We can see this in Guttuso’s and
other artists’ pieces, as in the picturesque
vibrancy of colours, distribution of colour
patterns inside the compositional structure

of Guttuso’s “Friends in the Studio”, its
tone values and, finally, the railing of the
bed on which three figures are depicted
crosswise in varying poses — the railing
marks off the boundary beyond which the
dramatic depth takes on a special psycho-
logical colouration. Such soulfulness is
achieved here first of all by artistic means
that do not require any interpretation of
the figures’ characters and destinies within
the context of a historical situation. These
qualities also define the sensual magnetism
of “Portrait of Guglielmo Pasqualino, Sur-
geon”. The nervous dynamics of the pic-
turesquely arranged smooth folds on the
doctor’s gown, the lines of the hands and
their sensory motion, the interplay and
contrasts of colours, and the doctor’s face,
frozen within this agitation, concentrated
and directed at a strange observer — this
face beside a carnival mask conveys Gut-
tuso’s take on the portrait of those tragic
years.

Karlo Levi’s “Portrait of de Pisis with
a Parrot”, a piece full of irony bordering on
grotesque, needs to be explored within the
same context, but on a different emotional-
psychological level. The painting “Little
French Soldier”, featuring the same man,
de Pisis, whom Levi represented in a com-
pletely different visual style, produces a
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different impression, thanks precisely to the
colour scheme. In this piece, too, the main
criteria for fathoming meaning are not de-
scriptive details and attributes of a specific
time period, but their artistic interpretation.
In “Female Figure Rising from the Grave”,
a large monumental drawing with coal by
Carlo Carra, the narrative qualities of the
imagery and the symbolical, metaphorical
essence have the same astonishing expres-
siveness as that lent to the graphic, fresco-
like, metaphorical piece by the material
itself: the greasy and flaky coal on thick,
ochreous, sugar paper; the rigid structure of
the drawing underlying the irreal space in
which the female figure appears.

Massimo Campigli’s small piece
“The Gypsies” is an equally compelling
example of pure artistry at play. The char-
acter of the composition, pictorial surface
and visual salience make this oil painting
on canvas fit for enlargement on a consid-
erable scale, provoking the mind into pro-
jecting it onto a larger surface, almost like
a wall painting. Mario Tozzi originally uses
the qualities of the material — in this case,
too, oil and canvas — in a small painting
“Figures with Architecture”, which, when
printed without an indication of its size,
creates the impression of a monumental
and large image. Here, too, such an im-

pression is initially generated not by the
piece’s narrative but by the artist’s techni-
cal skills, the harmony of proportions and
the vision of space and light and dark
arrangements. Or, for instance, the still-
lifes of Giorgio Morandi, which in effect
represent self-portraits of the artist’s states
of mind. For several decades he painted the
same household objects, but the colour
gradations, changes in the degree of illumi-
nation of the pictorial spaces, the habitual
placement of objects in frontal position in
relation to the viewer create an emotional
saga about Morandi’s life. Similarly, paint-
ings by Gabriele Mucchi, Giovanni Co-
lacicchi, Gino Ghiringhelli, Vinicio Pa-
ladini, Pippo Rizzo, Gigi Chessa and
Mario Sironi offer opportunities to con-
sider the characteristics of art for art’s sake,
and for conversation about art in the lan-
guage of art. The exhibition included sec-
tions devoted to design and the applied
arts, as well as documents and materials
related to the history of architecture,
cinema and photography of that period —
an array of artefacts that provide viewers
with the opportunity to form an objective
panoramic view of the times and to make
their choice.

The oeuvre of some of the featured
artists has long become part of the history

JI>xuHo
JAKNPUHXEIN
Komnosuyus Ne 7. 1934
Xosct, Macio

73,5 x 60

Gino GHIRINGHELLI
Composition No 7. 1934
Oil on canvas

73.5 x 60 cm

of 20th-century world art. Some remain
within the century’s temporal boundaries,
others have progressed into the future — this
latter group includes, in our opinion, Lucio
Fontana and Carlo Carra, Marino Marini
and Giorgio Morandi, Henry Moore and
Francis Bacon, Wassily Kandinsky and
Vladimir Tatlin, Joseph Beuys and Oskar
Schlemmer, Henri Matisse and Georges
Henri Rouault, Pablo Picasso and Joan
Mir6. We may be underestimating other
artists, whose artistic legacies we still view
through the lens of historical stereotypes.
The exhibition at the Palazzo Strozzi in Flo-
rence will, I hope, help modern art histori-
ans and critics to further disengage
themselves from the spell of literary illusions.
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