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JFormaunkrasaradasaspélistarp abstraktotelu unvalodu” Pols Hakslijs

Britu gleznotajam Polam Hakslijam (1938) ir bijusi visai butiska loma britu maksla gan ka starptautiski atzitam maksliniekam, gan ari
ka cienitam pedagogam. No 1976. gada vins pasniedza Karaliskaja makslas koledza, kur no 1986. lidz 1998. gadam bija gleznosanas profesors, bet péc
tam vinam tika pieskirts emeritéta profesora statuss. Vin3 ir bijis vieslektors ari Glazgovas Makslas skola. Vina makslas darbi ir atrodami nozimigakajas
vado3oarvalstu un Apvienotas Karalistes muzeju kolekcijas.

1984. gada Hakslijam tika pastits izstradat 22 keramikas sienu dizainus Kingskrosas dzelzcela stacija, tapat vin$ ir ari radijis darbus deju
studijai Rambert Dance Company (1991) un makslas galerijai PaIIantHouseGaIIery,Ci&seteré(2001).

Hakslijs bija Lielbritanijas Makslas padomes un makslas galerijas Serpentine Gallery konsultativo padomju loceklis. No 1975. lidz 1982. gadam vin$ bija
makslas galerijas Tate Gallery pilnvarotais, ka ari tas izstazu komitejas priekSsédétajs. 1987. gada vins tika ievéléts Karaliskaja Akadémija, un no 2000.
gada—taskasieris.

“Theshapes I paint create a play between abstract form and language” Paul Huxley

British painter, Paul Huxley (1938) has played a central role in British art both as internationally recognized artist and as a respected mentor.
He taught at the Royal College of Art from 1976, and was Professor of Painting there from 1986 until 1998, when he became Professor Emeritus. He has
worked as a visiting lecturer at Glasgow School of Art. His art work is to be found in important collections in leading international and British museums.
Huxley was commissioned to make 22 ceramic mural designs for King's Cross railway station in 1984, and has also produced work for the Rambert Dance
Company (1991) and Pallant House Gallery, Chichester (2001).

Huxley was a member of the advisory panels for the Arts Council of Great Britain and the Serpentine Gallery. From 1975 to 1982 he was
a Trustee of the Tate Gallery, and also served as chairman of its Exhibitions Committee. He was elected to the Royal Academy in 1987 and has been
itsTreasurer since 2000.

«Kugonucrole d)uzypbl, HANUCaHHble MHOK0 HA X0J1cme, ecmb Uepa Me)m)y aﬁcmpaKmHoﬁ d)OpMOlj uAsbikom» Mon Xakam

bputaHckuii xyaoxHmk Mon Xakcnm (1938) urpaeT LieHTpanbHylo posib B 6pUTaHCKOM UCKYCCTBE 1 KaK BCeMUPHO MPU3HAHHDINA XY LOMKHIK,
1 KaK yBaxaeMblii neparor. OH npenofaBan B KoponeBckom Konnegxe UCkyccrs ¢ 1976 roga, v 6bin npoheccopom no mBonuck Tam xe ¢ 1986
20 1998 roaa, KOrfa oH ctan noyeTHbIM npodeccopom. OH paboTan Kak npurnaiueHHbiii nektop B LWkone nckyccts Mmasro. Ero xygoxecTBeHHble
paboTbl MOXHO HATU B KOMNEKLMAX BeayLIMX MeXAyHapoAHbIX 1 bputaHckux my3ees. B 1984 rogy Xakcin nonyunn 3aka3 Ha BbinonHeHue
22 KepaMnyeckix HaCTEHHbIX NaHHO ANA ene3HoZopoxHoro Bok3ana Kunrc-Kpocc B JlongoHe, a Takke pabotan ana Rambert Dance Company
(1991) uPallant House Gallery, Ynuectep (2001).

Xakam 6bin uneHom KoHcynbTaTUBHBIX rpynn B CoBeTe No Aenam UckyccTs Benukobputanum u Serpentine Gallery. € 1975 no 1982 rog
OH UneH noneynTenbCkoro coBeTa B TeilT [anepee, 3a HUM Takxe NOCT NpefceaaTens ee BbICTaBOYHOro komuTeTa. OH Obin 3bpaH B Koponesckyto
Axapemuio B 1987 rogy n anaetca ee kasHayeem ¢ 2000 roga.



POLS HAKSLIJS: SESAS DEKADES

“Hakslijs ir izcils piemers makslinieka visaptveroSai — tik visaptveroai, cik vien cilvekam tas ir iespejams, — appemibai izpetit savu télaino valodu.
Valodu? Mélei ar to ir mazs sakars, tomér Hakslija formas butu jalasa ka frazes vai apgalvojumi, kurus vips izmanto atkal un atkal, katrreiz citadak,
un kuri ar katru jaunu gleznu kldst arvien atskirigaki. Tos var uztvert ari ka notikumus: vipa audekli ir ka arenas, kur krasu formas saduras
vai paslid cita citai garam, nondk konfliktd vai draudzigi pastav lidzas.” © Norberts Lintons, 1973

Sajaizstadéir parstavétas gleznas no sesdesmit Pola Hakslija dailrades gadiem, un gandriz visas ir no makslinieka personigas kolekcijas.

Hakslijs piedzima Londona 1938. gada. Trispadsmit gadu vecuma vin3 saka apmeklét makslas skolu Herova, bet péc tam septinpadsmit gadu
vecuma iestajas Londonas Karaliskaja Makslas akadémija. Akadeémijas absolvéSanas bridi — 1960. gada — vin3 jau bija pastavigi izpétijis
dazadas 20. gadsimta modernisma kustibas izpausmes formas un pat iepazinies ar jaunakajiem procesiem Nujorka.

DaZu gadu laika vin$ bija izkopis ipadu stilu un sacis izstadit savus darbus, atri vien izpelnidamies atzinibu no vadoSajam galerijam
un kuratoriem. 1964. gada VaitCepelas makslas galerijas direktors Braiens Robertsons uzaicinaja vinu piedalities novatoriska izstadé “Jauna
paaudze”, kas plasaku auditoriju iepazistinaja ar vairakiem jauniem maksliniekiem, tostarp, Patriku Kolfildu, Deividu Hokniju un BridZitu
Railiju. Saja izstadé Hakslija darbi no“teko3as” sérijas batiski ietekméja jauno abstraktas glezniecibas Zanru.

“Jau no pasa sakuma Hakslija gleznas ietvéra sevi atskirigus vienumus, katrs no kuriem vienmer ir reagéjis uz otra raidito stimulu. Gleznas kaut
kada zina ir eksistencialas; bet formu mijiedarbiba, pat atseviska, izoléta otas triepiena fiksesana panak morfologiskas izzinas atturigu
intensitati” © Braiens Robertsons, 1969

“Tadejadi 1963./64. gada, “cinoties” ar krasas kontrolétu kustibu, vinu ieintereséja abstraktas formas sniegto iespéju lidziba ar istu materialu,
ar kaut ko vielisku, piemeram, tinti, bezé masu vai piloSu sveces vasku. Vipa velakajas gleznas formas nevaldami plast vai vilpojas
ka noslepumaini baseini. Visa Hakslija dailradé valda uzskats, ka formam ir vairak neka viena dimensija. Tds piesaista no perspektivas skatu
punkta atkariba no ta, ko tds dara vai kur tam vajadzétu atrasties uz audekla.” © Anna Seimiira, 1969

Izstade sanemta pirma godalga palidzeja finansét Hakslija pirmo talo braucienu uz Ameriku, kur vin3 iepazinas ar vairakiem vado3ajiem
maksliniekiem no Nujorkas skolas, tostarp, ar Marku Rotko, Barnetu Namenu un Li Krasneru. Nakamaja — 1965. gada vin$ atgriezas Amerika,
Soreiz uz diviem gadiem ka Harknesa stipendiats. Pla3aja studija, kas atradas kada pilsétas centra nama béninos, vina dailrade ieguva lielaku
mérogu un, atvadijusies no biomorfisma, pievérsas monumentalai geometrijai, ka rezultata tapa konceptuali stratégiski darbi.

“Sajd periodd formas vina gleznds saka funkcionét ka jau zinami persondzi, kas paradds dazadds nepdrtrauktas dramas situdcijas. 1967./68.
gada vins paplasindja $i darbibas lauka nozimi, ieviesdams taisnstura krasas atslégu. Ta izvertas par pieraksta formu pagatnes procesu, kuru
rezultata situdcija ir tada, kadu mes to redzam, fikséSanai. Tadéjadi divas 1968. gada gleznas vins ierosina formu neesamibu vai likvidésanu.
Viena trijstaru sérija formas ir dzéstas ar melnu krdsu, cita tas pastav ka gaisaki plankumi uz zemes, kur, Skiet, Sis formas kadreiz ir guléjusas.
Krasu atsléga fiksé to izzusanu. Péc tam Si atsléga pati kldst par objektu, aiznemdama gandriz vai pusi gleznas. Ta darbojas ka spogulis Matisa
glezna, kas atklaj jaunu dimensiju, rosinot domu, ka no gleznas var secindt vairak, nekd patiesiba ir paradits.”© Anna Seimura, 1969



20. gs. 70. gadu beigas Hakslijs bija izveidojis desmit personalizstades Londona, Nujorka, Lisabona un Rotveild, Vacija. Péc tam vins sanéma
Linbury Trust balvu, kas maksliniekam deva iespé&ju gadu veltit pétniecibai, neraizéjoties par citiem pienakumiem. Intensiva darba perioda
rezultata radas peléka “studijas sérija”. Sis sérijas gleznas bija pirmas, kuras Hakslijs izmantoja jaunu kubisma un sirredlisma avotu analizi;
un, iespéjams, ta bija pirma reize abstrakcionisma gleznieciba, kad apzinati tika izmantotas vésturiskas atsauces uz personiska modernisma
pirmsakumu.

“Kubismu un sirrealismu Hakslijs uzskatija par divam galvenajam kustibam divdesmita gadsimta maksla, un sava dailradé vips vienmer pieversas
tam. Sis divas kaislibas palidz izskaidrot vipa parpemtibu ar dudlisma ideju. Vienlidz spécigi aizraudamies ar logisko kartibu un iracionalitdti, vins
sabiezina robeZu starp tam, sadalot katru audeklu uz pusem. Divas pretéjas dalas, Skiet, iemieso visiem zinamo cilveka spriedzes stavokl,
un Hakslijs nemégina slept to atskiribas. GluZi preteji, vins mus aicina iesaistities nebeidzamaja dialoga starp daudzskautnaino trauksmi
novienas puses un ramu, aprekinatu harmoniju no otras puses.” © Ricards Korks, 1998

‘Studijas sérija’ atkal pievérsas stavosas formas témai, kura bija raksturiga seSdesmito gadu beigu darbiem un péc tam tika turpinata velako
laiku gleznas, pieméram, ‘modus operandi sérija’ 1980. gadu beigas un ‘anima animus sérija’ 1990. gados, kuras Hakslijs iepazistinaja
arkoncepciju par mijiedarbibu starp dazadiem hipotétiskiem attéla, plakanu krasu lauku, liniju, gaisménu un kolazu télojumiem.

“Hakslija glezniecibas logiska attistiba turpinajas 20. gadsimta 90. gados. Sadalitais attels tagad bija kluvis par neatnemamu vina makslas
iezimi. No monohromiem astondesmito gadu darbiem lidz strikti disciplinetiem zimejumiem, bet vienmer galvenais bija daildarba uzbave, un, kad
Hakslijs kerds pie garas jaunu gleznu sérijas, vins integreja ritmisku likliniju Ziméjumu audekla kreisaja pusé un sabidija krasainas plakanu formu
kolonnas labaja. Un atkal Hakslijs rotalajas ar télojuma telpu. DaZreiz formas, ciesi turedamas uz virsmas, radija iluzoru pdrvietosanos gaisa
telpa, it katas batu atseviskas leni slidosas lidmasinas, kas pagrieziena bridiir fiksetas statiska kadra.” © Deivids Torps, 2005.

Kops 3i gadsimta sakuma Hakslijs daudz celo un izstada savus darbus Austrumazija. Vin3 ir uznémies ari veikt vairakus liela méroga sienas
ziméjumus, no kuriem jaunakais ir tapis izstadei Vita Vitale, 2015. gada Venécijas biennales ietvaros. Saja izstadé parstavétas jaunakas
gleznasir tapusas Sidarba konteksta.

“Sis gleznas var skist divpoligas savds formu un krasu saspélés. Més izjitam to pievilksanas un atgrasanas spéku — miisu skatiens tiek vilks
uz vienu pusi un tad uz otru. Patikamas formas nepatikamas krasas mudina likoties ripigak. Hakslijs izmanto savus geometriskos instrumentos,
lai panaktu psihologisku efektu. Tie projicé nemieru un dara mds baZigus savos pienémumos... Pirmaja bridi Hakslija gleznas liekas visnota/
vienkarsas un grafiskais, tacu tds ir sarezgitas un neizzinamas. Mes jiutam vélmi tds aplikot atkal un atkal, jo zinam, ka Hakslijs kaut ko dara,
mums nezinot.” © Barbara Makadama, 2016



PAULHUXLEY: SIXDECADES

“Huxley is an outstanding example of a painter totally — as totally as is possible for any human being to be anything — intent on exploring his pictorial
language. Language? The tongue has little to do with it, but it is reasonable to read Huxley's forms as phrases or statements which he uses again and
again, always in different ways which become more importantly different as we study his paintings one after the other. One can also experience them
asevents: his canvases as arenas on which colour forms meet or pass by, come into conflict or stand together convivially.” © NorbertLynton, 1973

This exhibition unveils paintings from six decades of Paul Huxley's work and is almost entirely drawn from the artist's own collection.

Huxley was born in London in 1938, he attended art school in Harrow at the age of thirteen and then at the age of seventeen he entered
the Royal Academy Schools in Central London. By the time he graduated from the Academy in 1960 he had independently explored various
approaches to the modernist movements of the twentieth century and had even become well informed about the most recent developments
in New York.

Within a few years he had developed a distinctive style and begun to exhibit his work receiving early recognition from leading galleries
and curators. In 1964 the Director of the Whitechapel Art Gallery, Bryan Robertson, invited him to take part in 'The New Generation',
a groundbreaking exhibition that introduced a number of young artists such as Patrick Caulfield, David Hockney and Bridget Riley to a wider
audience. Works in this show from Huxley's 'fluid series' became highly influential within the genre of new abstract painting.

“From the beginning, Huxley's paintings have comprised different units seen always in tensile response to each other's stimulus. The paintings
are in some ways existential; but the interaction of shapes, even the registration of an individual, insulated brushmark, achieves the restrained
intensity of morphological enquiry.” © Bryan Robertson, 1969

“Thus in 1963/64, when he was dealing with the controlled movement of paint, he was interested in the possibilities of the abstract form's
resembling a plausible material, something with substance like ink, meringues or dripping candle wax. Later paintings have shapes that pour
predatorily like, or hang about enigmatically like pools. Throughout Huxley's work there is always the suggestion that the shapes are more than
one-dimensional. They are often drawn in terms of perspective according to what they are doing or where they are supposed to be on the canvas.”
© Anne Seymore, 1969

The first prize awarded in this exhibition financed Huxley in his first extensive trip to America and there he became personally acquainted with
anumber of the leading artists of the New York School, in particular Mark Rothko, Barnet Newman and Lee Krasner. The following year, 1965,
he returned on a two year Harkness Fellowship. With a large downtown loft as a studio his work expanded in scale and moved from
abiomorphicnature toamonumental geometry and eventually works with a conceptual strategy emerged.

“At this period the shapes in his pictures begin to work as established characters reappearing in various situations of a continuous drama.
In 1967/68 he extended the significance of this field of action by introducing a rectangular colour key. In particular it serves as a record of past
processes which have resulted in the situation as we see it. Thus in two paintings of 1968 he proposes the absence or removal of shapes. In one
aseries of triangles is obliterated by black paint, in another they exist only in terms of the lighter patches on the ground where it seems they must
once have lain. The colour key records their passing. Subsequently the key becomes an object in its own right, even to taking up almost



half the painting. It functions rather like the mirror in a picture by Matisse which reveals another dimension, suggesting that more can be deduced from
thepainting than actually appears there.” © Anne Seymore, 1969

By the late 1970s Huxley had mounted ten solo exhibitions in London, New York, Lishon and Rottweil, Germany. He then received a Linbury
Trustaward which provided for a year's period of research away from the pressure of other commitments. Anintensive period of work resulted
in the grey 'studio series' which were the first paintings in which Huxley applied a new analysis of cubist and surrealist sources; possibly
thefirstinstance in abstract painting where conscious historical references were made to its own modernist origins.

“Cubism and Surrealism are recognised by Huxley as the two cardinal movements of twentieth-century art, and he makes continual reference
to them in his own work. These twin loyalties help to explain his persistent preoccupation with duality. Attracted by logical procedures
and irrationality in equal measure, he dramatizes the division between them by splitting each canvas into halves. The two opposed parts seem
toembody a recognisable human state of tension, and Huxley makes no attempt to hide their differences. On the contrary, he offers us an invitation
to become involved with the perpetual dialogue between labyrinthine restlessness on the one hand and calm, calculated harmony on the other.”
© Richard Cork, 1998

The 'studio series' reintroduced the theme of the standing form that had previously been a feature in works of the late sixties and now
was continued in subsequent paintings, for instance in the 'modus operandi series' of the late 1980s and the 'anima animus series' of the 1990s,
where Huxley presented the concept of interactions between differing hypothetical renderings of image, flat colour field, line, chiaroscuro
and collage.

“The logical progression of Huxley's painting continued into the 90's. The divided image now the sine qua non of his art. From the monochromatic
works of the eighties on tightly disciplined drawing was always central to their construction and as Huxley embarked upon a long series of new
paintings he integrated curvilinear rhythmic drawing on the left half of the canvas and shifted the coloured columns of flat shapes to the right.
Again Huxley plays with pictorial space. Sometimes, the shapes although holding tight to the surface, create the illusion of moving in atmospheric
space as ifthey were the separate planes of a slowly turning mobile caught fora moment in stasis.” © David Thorpe, 2005

Since the early years of this century Huxley has travelled and exhibited extensively in Eastern Asia. He has also undertaken a number of large
scale wall drawings, the most recent being in the exhibition Vita Vitale, part of the 2015 Venice Biennale. The most recent paintingsin the present
exhibition have their origin in this work.

“These paintings can appear bipolar in their play of forms and colors. We experience attraction and repulsion — our eyes are being pulled
to one side and then the other. Agreeable forms in uncomfortable colors defy us to look more closely. Huxley employs his geometric tools
to psychological effect. They project unease and make us anxious in our assessments . . . Huxley's paintings appear so simple and graphic on first
glimpse, but they are complex, ungraspable. We feel we must look again because we know Huxley is doing something behind our backs.”
© BarbaraMacAdam, 2016



MO XAKCTIN: LUECTb AECATUNETU

«XaKkciu a81emca 8bI0aWUMCA NPUMEPOM MOMAIbH020 XyO0XHUKA, M0 eCMb HACMOJIbKO, HACKOIbKO 8006LLe 803MOXHO GbiMb KeM-mo.
Mo noHumaeuws, uccnedya e2o u300pazumensHblli A3biK. He umeemca 8 udy A3bik Kak opzaH, — nPocmo 00XHO NPOYUMbIBAMb (opMbl
Xakcnu kak ppazel unu ymeepxdeHus, KOmopsle OH UCNO/b3yem CHOBA U CHOBA, 8Ce20a NO-PAsHOMY, U Mbl HAYUHAEM NOHUMAMb 3MY pasHulyy
HAMHO20 J1yyule, eCiiu U3yyaem e20 KapmuHsl 00Hy 3a 0py20li. MoXHO 80CNPUHUMAMb UX KaK COOLIMUA: X0ICMbl KAK dpeHd, Ha Komopoli
gemogble hopMbl BCMPeyarmca unu pacxo0amcd, 8Cmynaom 8 KoH@GAUKM unu 3adywesHo obwaromcd.» © Hopbept JluntoH, 1973

I1a BbICTaBKa 00HAXAET UTOT LeCTAeCATUNETHEN TBOpLIECKOVI Kapbepbl [ona Xakcmn npeacraBnaer paﬁOTbI 113 COOCTBEHHOIA KOJITEKLIMN Xy LOXKHIKa.

Xakcnm pogunca s JloHgoHe B 1938 rogy, OH noceLLian XyA0XeCTBeHHYI0 LLKoNy B X3ppoy B TPUHAALATb 1eT, a 3aTeM, B CeMHafiLaTb, OH NOCTYNIA B LUKOMY
Koponesckoii Akagemun B LeHTpe JloHaoHa. Ko BpemeHn okoHuaHua Akagemuu B 1960 rofly oH camoctoATenbHo npobosan ceba B pasHbix
MOZ\ePHUCTCKUX HanpaBReHnAX ABAALATOr0 Beka W Obin JOCTaTOYHO XOPOLIO MHYOPMUPOBAH O Camblx mocnefHux cobbituax B Hbto-Wopke.

B TeueHne HeckonbKux neT oH pa3paboTan 0cobblii CTUAb ¥ Hauan BbICTaBAATb CBOW PaboTbl, MONYUMB paHHee NPU3HAHMe CO CTOPOHBI BEAYLLAX
ranepeii u kypatopoB. B 1964 rogy aupektop Whitechapel Art Gallery, bpaiian PobepTcoH, npurnacun ero npuHaTb yuactue B npoekte «<Hogoe
MOKO/EHNe» — HOBATOPCKOI BbICTaBKe, KOTOpaA MpefcTaBuna paj MONOAbLIX XYAOXHUKOB, Takux Kak Matpuk Kondung, [3sug XokHu
u Bpumxkut Paitnu ana 6onee wupokoii ayautopum. Pabotbl Xakaim «Tekyuune cepun» B 3HaUUTeNbHOI Mepe NOBANANN Ha pa3BuUTHe XaHpa
HOBOIl a0CTPAKTHON XNBOMUCH.

«Ye ¢ camozo Hayana kapmuHel XaKciu 8KA0YAOM 6 Ce0A Quaypsl, KAX0as U3 KoOmopslX peaeupyem Ha UMnybC, udywul om cocedHel
uzypel. B kakom-mo cmbicie KapmMuHb! IK3UCMEHYUANbHbL, HO 83aUModelicmaue ux 3eMeHmos, daxe (ukcayus omoenbHo 639mM020 MA3Ka
Kucmu co30aem owjyLjeHue coepxanHoll umetrcugHocmu.» © bpaitaH PobepTcoH, 1969

«Takum o6pazom, 8 1963/64, koHmponupys 08uxeHue Kpacku, Xy00OXHUK UCNbIMbIBA 803MOXHOCMU A6CMPAKMHOU popMbl UN30pHO
HANOMUHAMb BeweCmBeHHble Mamepuansl, makue Kaxk, mywb, coipoe 6e3e uu kanakowul 60ck caeyu. B 6onee no30Hux pabomax e2o ropmel
HeynpasnseMo Nbieym uau Konebomca Kak mauHcmeeHHsle 6accelibl. Bo scex pabomax Xakciu npeonondzaemcs, ymo XugonucHsle
topmbl He 00HOMepHbI. OHU YaCMO HANUCAHYI, C MOYKU 3peHUsA Nepcnekmu8sl 8 COOMBeMcmauU ¢ meM, Ymo OHU 0esarm Uu 20e OHU 00SKHbI
Gbimb Ha xoncme.» © InH Ceitmyp, 1969

Bbicwas Harpaga, npucyxaeHHan Xakcnu Mo utoram BbICTaBKM, ana eMy BO3MOXHOCTb yexaTb Ha rof B AMepuKy, TAe OH JIMUHO
MO3HAKOMUNCA C LieSIbIM PAAOM BeAYLLMX XyA0KHUKOB Hblo-10pKCKOIA WKONbI, B yacTHOCTI, Mapkom PoTko, bapHeTom HblomeHom 1 Jin
KpacHep. Mo Bo3BpaLyeHun, B1965 rogy oH nonyuun crunenguio Harkness Fellowship Ha ABa roga 1 cMor apeHoBaTh B LeHTpe 60bLuoit
yepAiaK B KauecTBe CTyANM. 3AeCb OH BbIXOAWT Ha HoMbLune GopMaTbl 1 ABUrAETCA 0T 6MOMOPGHBIX GOPM K MOHYMEHTaNbHOI reoMeTpUH,
B KOHEYHOM UTOre, BbipabaTbiBas CTPATEruio CBOMX KOHLENTyanbHbIX pabor.

«B3mom nepuod puzypei 8 e20 kKapmuHax HaYUHaM pabomams Kak U38ecmHble NEPCOHAXU, NPOABAAACH 8 PA3NUYHbIX CUMYAYUAX beckoHeyHol
opamsl. B 1967/68 oH pacwupun 3Hadyexue 3moeo noas Oelicmeus nymem 68e0eHUs NPAMOY20/1bHO20 48emosozo kawyd. B yacmHocmu,
OH CIIyXUm 8 Kayecmee Mampuybl NPOWITbIX NPOYECCo8, KOmopsle npuseaU K momy, ymo Mol 8udum. Takum 06pazom, 8 08yx kapmuwax 1968 ox
npednazaem omcymcmaue U Ucye3HoseHue hopm. B odHol u3 cepudl c mpey20mbHbIMU HOPMAMU OHU N02aLLeHs! YepHOL Kpackol, 8 Opyeoli oHuU



Qywecmeylom Kak Gosiee (8emsible NAMHA HA 3emie, 20e KAXemCd, OHU K020a-mo Jiexanu. Lleemosol KMoy ukcupyem ux ucye3HoBeHUe.
Bnocredcmeuu smom kntoy cam cmaHosumcs 06sekmom, 3aHUMAs NOYMU Nos0BUHY kapmuHsl. OH (yHKYUOHUpYem ckopee Kak 3epKano 8 KapmuHe
Mamucca, komopas omkpbigaem Ho8oe U3MepeHUe, npednosIazas, Ymo 8 KapmuHe 60bLIE (MbICA, YeM MoXem NoKa3amb(a.» © I Ceitmyp, 1969

K koHuy 70-X Xakcnin opraHu3oBan eceThb NepcoHanbHbIX BbicTasok B lonaone, Hblo-Hopke, luccaboue u Potseiine (Tepmaxua). Toraa xe ow
nonyuun Harpagy Linbury Trust award, no3gonuBLuyt emy Ha rog yiiTi OT rpy3a HacyLHbIX 3a60T 1 3aHATbCA uccnesoBaHuAMu. Meprog
NHTEHCUBHOI PaboTbl BbINUCA B CEPbIX «CTYANIAHBIX» CepuAX, ABNALYNXCA NEPBLIMI OMbITAMU, B KOTOPbIX ObIN NPUMEeHeH HOBbII aHan3
Kybr3ma u coppeannu3ma, kak nnatdopmbl; BO3MOXHO, BNepBble B abCTPaKTHOI XMBONMCH 3T0 MPO3BYYaNo Kak 0CO3HaHHbIE NCTOpUYecKine
CCbINKN Ha MOAEPHUCTCKIME NEPBOUCTOUHMKM.

«Ky6usm u cloppeanusm oco3naromca Xakcau Kak 08a KapoOUHanbHelx HanpasseHus 8 uckyccmee 20-20 8eKa U OH NOCMOAHHO 0MCbIAAEM K HUM
8 (BouXx cobcmeerHblx pabomax. Imo NOCMOAHHOE BHUMAHUE K 08yM NepeouCmoyHUKAam 00BACHAem e20 NpusepXeHHo(Mb — udee
dsolicmeeHHocmu. B pagHol Mepe yeneyeHHbIL 102uYeckuM NOPAOKOM U UPPAYUOHANbHLIM, OH Opamamusupyem 2paHuly mexoy Humu,
pazdenas Xoncmel Ha 08e N0M0BUHbI. [lge npomugobopcmeylowjue yacmu kak Gydmo gonsiowanm y3Hagaemoe yenoseyeckoe COCMOAHUE
HanpAXeHHoCMU u Xaxkciu He npednpuHUMAaem HUKAKoU NoneIMKU CMA2YUMb ux pasuyue. Hanpomus, oH npu2nawaem Hac 6Cmynumes 8 8e4HbIL
0uanoz xaomuyecko20 08UXeHUA C 00HOU CMOPOHBI U 838eWeHHO 2apMoHUU ¢ Opy20il.» © Puuapp Kopk, 1998

"CrypuiiHble’cepun B0306HOBAAIT Temy YCTOiRYMBOI GopMmbl, KOTOpas paHee Bbina XapakTepHOil YepToii B paboTax KOHLA LecTuaecATbIX
rofoB, 1 Tenepb Obina NPoA0MKeHa B MocnedyloLux KapTuHax, Hanpumep, B ‘modus operandi cepun’ koHua 1980-X rof0B 1 ‘aHMMa aHUMYC
cepun’1990-x rozoB, rae Xakcm NpeacTaBun KOHLENLMK0 B3aUMOALACTBIA MeX Y TaKUMU Pa3fMuHbIMI M306pa3uTenbHbIMU NpUeMamm,
KaK N0cKoe LBETOBOE N0Jle, TNHNUA, CBETOTEHb U KOMNaX.

«Jlozuyeckoe passumue 8 xugonucu Xakciu npodonxanoce u 8 90-e 200b1. PazdenenHbili 06pas A6ngemca menepb HenpeMeHHsIM ampu6ymom
€20 UcKyccmaa. JJuxeHue om MOHOXpOMHbIX pabom 80CbMUOECAMBIX K CMPO20 BbIBEPEHHOMY PUCYHKY 8Ce20 3aHUMANO YeHMPaabHoe Mecmo
8 KUBONUCHBIX KOHCMpYKyuAx. Tenepb Xakcau npucmynun k npodosxumensHol Cepuu HO8bIX KAPMUH, 8 KOMOPbIX OH UHMe2puposan
KpugosuHeliHbIT pummuYHbIl PUCYHOK HA N1€80L NOM0BUHE X0ACMA U COBUHYI L8emHble CMon6Ybl NAOCKUX Gu2yp Ha npasol nososuHe. Oname
Xakcnu uepaem ¢ uzo6pasumensHbiM NPOCMPAHCMBOM. MIH020d, (hopMbl, XomsA OHU U NAOMHO NPUE2AIM K NOBEPXHOCMU, CO30AKOM U3
08UXeHUA 8 amMoCepHoM npocmpaHcmee, Kaxk eciu Ovl OHU 6biu 0MOeNbHBIMU NAOCKOCMAMU MEOIEHHO 8PAWaKWe2oca Moouss,
Ha M2HoseHUe noliMaHHo20 8 MoMeHm HenodsuxHocmu.» © David Thorpe, 2005

C nepBbix NeT 3TOro CToneTa XaKU MHOMO MyTewwecTBOBaN W LIMPOKO BbiCTaBnAncA B BoctouHoilt Asun. OH Takke co3jan pag
KpynHOMacluTabHbIX HAacTeHHbIX PUCYHKOB, MOCNeAHUIA M3 KOTOpbIX yuacTBoBan B BbicTaBke Vita Vitale, kak uactb 2015 BeHewmaHckoii
bueHHane. Camble nocnefHNe KapTUHbI B HbIHeLLHeli BbICTaBKe 0TCbINAKT K 3Toi paboTe.

«3Mu KapmuHel npoABnAMCA 6UNoNApHO 8 ux uzpe Gopm u ysema. Mol ucneimeigaem npumaxeHue U OmmankugaHue — HaW 832140
CKOAb3UM Mo 8 00Hy CMOpoHy, mo — & dpyeyw. Coenacylowuecs GopMel 8 HEKOMPOPMHbIX 01A 21A3a KPackax 3acmasnifiom Hac
82N140bi8ambCA  Gos1ee 8HUMAMENbHO. XAKCIU UCNO/Mb3yem 80U 2eoMempuyeckue UHCMPyMeHmbl 019 NCuXom02uyecko2o 3ggekma.
OHu npoeyupyrom Gecnokolicmeo u 3acmagaaom HAc COMHeBAMbCA 8 HAWUX OYEHKAx U 80CNPUAMUSAX... KAPMUHbI XAKCIU Kaxymca
npocMblMU U 2pAduyHbIMU HA NepebIll 832150, HO OHU 20pa300 cioxHee. Mol 4ygcmayem, Ymo mbl Q0XKHbI CMOMPemb CHOBA U CHO8A, YMoBbl
Y3Hamb, Ymo mam ckpbimo 3a 3aHasecom .» © Barbara MacAdam, 2016



Nokrasas / Shades / OtrenHku, 1962
emulsija, ella, audekls / emulsion and oil on linen canvas / 3mynecus, macno, xoncm, 172 x 172 cm




Bez nosaukuma Nr. 29 / Untitled no 29 / be3 Ha3BaHus no 29, 1963
ella, audekls / il on cotton duck / macno, xoncm, 171.5x 171.5 cm




Plustosas formas 1/ Fluid Forms 1/ Tekyuue dpopmbl 1, 1964
ella, audekls / il on cotton duck / macio xoncm, 127 x 127 cm




Plsto3as formas 2 / Fluid Forms 2 / Tekyuue ¢popmbl 2, 1964
ella, audekls / il on cotton duck / macno, xoncm, 127 x 127 cm




Bez nosaukuma Nr. 48 / Untitled no 48 / be3 Ha3BaHus no 48, 1965
akrils, kolonofifs, audekls / acrylic resin on cotton duck / akpun, karugpone, xoncm, 172 x 172 cm




Bez nosaukuma Nr. 86 / Untitled no 86 / be3 Ha3BaHus no 86, 1967
akrils, audekls / acrylic on cotton duck / akpun, xoncm, 175 x 175 cm



Karalis / King / Koponb, 7969
akrils, audekls / acrylic on cotton duck / akpun, xoncm, 172 x 172 cm



Bez nosaukuma Nr. 113 / Untitled no 113 / be3 Ha3Banua no 113, 7970
akrils, audekls / acrylic on cotton duck / akpun, xoncm, 203 x 203 cm




Bez nosaukuma Nr. 117 / Untitled no 117 / be3 Ha3gatua no 117, 1970
akrils, audekls / acrylic on cotton duck / akpun,xoncm, 203 x 203 cm




Bez nosaukuma Nr.119 / Untitled no 119 / be3 Ha3saHus no 119, 7970
akrils, audekls / acrylic on cotton duck / akpun, xoncm, 188 x 188 cm




Miru3ais un dzivais / Dead & Alive / MepTBblii 1 xxuBoii, 1977
akrils, audekls / acrylic on linen / akpun, xoncm, 203 x 203 cm



Duets / Duo / lyat,71980
akrils, audekls / acrylic on linen / akpun, xoncm, 195.5 x 195.5 cm




lek3ejais / Interior / BryTpentuit, 1980
akrils, audekls / acrylic on linen / akpun, xoncm, 172 x 172 cm




Mans otrais Es / Alter Ego / Bropoe I, 7982
akrils, audekls / acrylic on linen / akpun, xoncm, 195.5x 195.5 cm




Modus Vivendi, 7982
akrils, audekls / acrylic on linen / akpun, xoncm, 195.5x 195.5 cm




Metronoms / Metronome / MetpoHom, 1979
akrils, audekls / acrylic on linen / akpun, xoncm, 203 x 203 cm




Divkarsais attéls / Double Image / [IBoitHoli 06pa3, 7982
akrils, audekls / acrylic on linen / akpun, xoncm, 167.5x 167.5 cm




Quod Erat Demonstrandum |, 7988
akrils, audekls / acrylic on linen / akpun, xoncm, 172 x 172 cm




Spéletaji / The Players / Urpoku, 7989
akrils, audekls / acrylic on linen / akpun, xoncm, 152.5x 152.5 cm



Rita raga / Morning Raga / YtpeHHas para, 7993
akrils, audekls / acrylic on linen / akpun, xoncm, 172 x 172 cm




Pitagora sapnis / Pythagoras' Dream / Cou ludaropa, 7995
akrils, audekls / acrylic on linen / akpun, xoncm, 172 x 172 cm



Anima Animus IIl, 7998
akrils, audekls / acrylic on linen / akpun, xoncm, 195.5x 195.5 cm



Mutatis Mutandis I, 7999
akrils, audekls / acrylic on linen / akpun, xoncm, 195.5 x 195.5 cm




Mutatis Mutandis lll, 7999
akrils, audekls / acrylic on linen / axpun, xoncm, 172 x 172 cm




Proteus |, 2001
akrils, audekls / acrylic on linen / akpun, xoncm, 172 x 172 cm



Proteus I, 2007
akrils, audekls / acrylic on linen / axpun, xoncm, 172 x 172 cm



Sadursme / Encounter / CronkHoBeHue, 20712
akrils, audek! / sacrylic on linen / akpun, xoncm, 152.5x 152.5 cm




Tris elipses / Three Ellipses / Tpu annunca, 2074
akrils, audekls / acrylic on linen / akpun, xoncm, 152.5x 152.5 cm




Aptumsums / Eclipse / 3aTmenue, 2016
akrils, audekls / acrylic on linen / akpun, xoncm, 152,5x 152,5 cm




-

Juras izmainas / Sea Change / 3meHenuns Ha mope, 2016
akrils, audekls / acrylic on linen / akpun, xoncm, 188 x 188 cm
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