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The exhibition "Marc Chagall and the European Avant-Garde" is important for Daugavpils Mark Rothko Art
Centre not only because it offers the opportunity to enjoy the "cream" of the 20th century art gathered together,
but also because under the same roof there are exhibited art works of the greatest and well-known artists of the 20th
century — Chagall and Rothko born in the same place which is Vitebsk province. At the same time it is an attempt
to at least slightly understand the art issues of the last century.

Speaking about the 20th century art we hear about modernism, mention the decline of modernism, as well
as in the confusion of concepts we change them to modem art, modernity and finally come to avant-garde, post-modernism
and contemporary art.

Of course, we can try to enter into the scrupulous theories of art science and trace back the classification
of art, seeing that avant-garde which we fraditionally perceive as the multi-faceted phenomenon and culture type
of the first half of the 20th century or "avant-garde of art phenomena that deliberately disassociates itself from
classical, constructive art and mass culture trends") is as well recognizable for its simple innovation, which being
the carrier of stylistic change, would be also applicable to the European conventional art system of the 15th — 18th
centuries where one style replaces another.

Also looking at the 20th century separately, we can see a lot of views and at the same time both
the contrast of modernism and avant-garde, and equadlization, for instance, in theory that the traditional avant-garde
originated from early modernism or the Formalesque movement, as exactly like this "immanent approaches
are focusing on abstraction, relationships between form and content, material and psychology" 2 European art
of this period is "a stage for dialectical dispute between the artifactual and naturalistic mimesis which succeeds
in dynamic antimimetic orientation towards universalizing abstraction influenced by the interaction between
the European and the world art."3

This interaction also vividly demonstrates itself in the intercontinental relations of art. People tend to think
that at this time Europe sank into deep marasmus and it was dominated by ideological and philosophical vacuum,
in the result of which the impotence of European art flourished, thus enabling abstract expressionism to replace
once thriving Paris with New York. But then the U.S. arf was also dominated by the vacuum or as Mark Rothko said,
"... the art was lonely. There were no galleries, no collectors, no critics, and no money. Yes, it was a golden age,
because we had nothing fo lose, but we had what to strive for." Thus, there can be seen quite an interesting quirk
that American Abstract Expressionism and the New York School of Art emerged under the direct effect of European
surrealism so that later in the reverse order it would inspire European post-war arfists.

Looking back on countless views, theories and debates we can see that neither modernism, nor avant-garde,
nor any other art movement has a concrete beginning as well as a possible end: there will always be both avant-garde
and arriere-garde. Each of the art expression periods is connected with the time of changes in culture, art and ideas
in general, thus in order fo understand nowadays or the present change of time, we should also fry to understand
the avant-gardists, which will be only possible if we are able to cordially live our own time.

Valentins Pefjko,
Art Theorist at Daugavpils Mark Rothko Art Centre

| Pele, S. Latviesu makslas teorijas vésture: Makslas definicijas valdoso laikmetu ideju kontekstd (1900-1940). Disertacija. R. — 2007, p. 66.
2Smith B. Modernism's History: a study in twentieth-century art and ideas. New Haven; London, 1998, p. 5.
Sibid, p.11.



Izstade ,,Marks Sagdls un Eiropas avangardisti' ir nozimiga Daugavpils Marka Rotko makslas centram ne vien
tapéc, ka ta piedava iesp€ju vienkopus baudit 20. gadsimta makslas ,.kréjumu”, bet ari tapéc, ka zem viena jumta
fiek izstaditi novadnieku - kadreizéja Vitebskas guberma dzimuso izcilako un pazistamako 20. gadsimta makslinieku
M. Sagala un M. Rotko — makslas darbi. Vienlaikus tas ir mégindjums vismaz nedaudz iedzilinaties un izprast pagdjusa
gadsimta makslas peripetijas.

Rundjot par 20. gadsimta makslu, més dzirdam par modernismu, pieminam modernisma norietu, ka art
jédzienu misékli tos nomaindm ar moderno makslu, modernitati, idz beidzot nondkam pie avangarda,
postmodernisma un laikmefigds makslas.

Protams, var méginat iedzilinaties skrupulozajas makslas zinatnu teorijas un izsekot makslas iedaljumam,
ieraugot to, ka avangards, kuru fradiciondli uztveram ka 20. gadsimta pirmas puses daudzslanainu paradibu
un kultGrtipu jeb ,,mdkslas paradibu avangardu, kas apzindti norobezojas no klasiskas, konstrukfivas makslas un masu
kultdras virzieniem"! ir tikpat veiksmigi atzistams par vienkarsu novatorismu, kurs, bdams stilistisko parmainu neséjs,
bUtu piemeérojams ari Eiropas 15.-18. gadsimta makslas konvenciondlajai sistémai, kurd kads viens stils nomaina citu.

Arl skatot 20. gadsimtu atseviski, varam redzét viedok|u lérumu un lidzas gan modernisma un avangarda
pretnostafisanu, gan pielidzindsanu, pieméram, teorija, ka tradiciondlais avangards izaug no agrind modernisma
jeb formalesque virziena, jo tiesi ta ,imanentds nostadnes ir virzitas uz abstrakciju, formas un satura, materidla
un psihologijas attiecibam"2 §t laikposma Eiropas maksla ir "skatuve dialekfiskajam stridam starp artefaktisko
un naturdlistisko mimézi, ko vainago dinamiska antimimétiska versfiba uz universalizéjosu abstrahésanos, ko ietekméja
Eiropas un pasaules makslu mijiedarbiba”3

St mijiedarbiba sevi spilgti pierdda am makslas starpkontinentalajds attieciods. Médz uzskafit, ka Eiropa 3aja
laikd sliga dzila marasma un taja valdija ideologijas un filosofijas vakuums, ka rezultata zéla Eiropas makslas
impotence, kas |ava abstraktajom ekspresionismam aizvietot kadreiz plauksto$o Parizi ar Nujorku. Tacu tolaik armf ASV
maksla valdija vakuums jeb, ka teica Marks Rotko, ,,..madksla bija vientula. Nebija ne galeriju, ne kolekcionaru,
ne kritikas, ne naudas. Ja, tas bija zelta laikmets, jo mums nebija ko zaudét, tacu bija uz ko tiekties". Tadejadi atklgjas
visnotal interesants kalambrs, ka amerikdnu abstraktais ekspresionisms un Nujorkas glezniecibas skola radads tiesa
ietekmé no Eiropas sirredlisma, lai velak reversa kartibd iedvesmotu Eiropas péckara maksliniekus.

Atskatoties uz neskaitdmajiem viedokliem, teorijam un debatém, jasaskata tas, ka nedz modernismam, nedz
avangardam, nedz arm kddam citam makslas virzienam nav konkréta sakuma, k& arf nav iesp&jamas beigas: vienmér
pastavés gan avangards, gan ari arjergards. Katrs no makslas izpausmes periodiem saistas ar parmainu laiku kultora,
maksla un idejas kopuma, tapéc, lai més spétu izprast misdienas jeb misdienu parmainu laiku, mums jamégina
saprast arm avangardistus, kas bUs iesp&jams tikai tad, ja prafisim izjusti izdzivot pasi savu laiku.

Valentins Petjko,
Daugavpils Marka Rotko makslas centra makslas teorétikis

1 Pelse, S. Latviesu makslas teorijas vésture: Makslas definicijas valdoso laikmetu ideju konteksta(1900-1940). Disertacija. Riga, 2007, 66. Ipp.
2Smith B. Modernism's History: a study in twentieth-century art and ideas. New Haven; London, 1998, p. 5.
3Turpat, 11. Ipp.



BbicTaBKa "Mapk LLIAraa u xy AOXKHWKM €BPOMNEMCKOro ABAHIAPAQ' 3HAYMMA AAR Aayrasnmacckoro Apt-LleHtpa
M. MapKa POTKO HE TOABKO TEM, HTO OHA MPEAOCTOBASET BO3MOXXHOCTb HOCACOKAOTLCS "CAMBKAMM' MCKYCCTBA 20-r0
BEKQ, HO U TEM, YTO MOA OAHOWM KPbILLIEM BBICTABAEHbI MPOMU3BEAEHMS 3€MAAKOB — LLIaraaa 1 Potko — Hanboaee
BbIAQHOLLIMXCS M 3HOMEHUTBIX XYAOXKHMKOB 20-r0 BEKA, HEKOTAQ POAMBLLIMXCS B Butebckom rydbepHmm. OAHOBPEMEHHO 3TO
TAKXKE M BO3MOXHOCTb XOTb HEMHOTO yI'/\y6l/ITbC$| 1 NOHATb NepuneTmm MCKYCCTBA MPOLLIAOIO BEKA.

FoBops 06 nckycctee 20-ro BeKA, Mbl CAbILLMM O MOAEPHM3ME, YTOMUHOEM 30KAT MOAEPHM3MA, A TAKXKE
B TEPMUHOAOTMHECKOM CYMOTOXE 3AMEHSEM MX HO MOAEPH, MOAEPHOBOE MCKYCCTBO U, HOKOHELL, MEPEXOAMM
K GBAHIAPAY, MOCTMOAEPHU3IMY 1 COBPEMEHHOMY MCKYCCTBY.

PaszymeeTtcs, MOXHO yrAyOAaTbCS B CKPYMyAE3HbIE TEOPUM MCKYCCTBOBEAEHMS M MPOCAEAUTD
30 NEPUOAM3ALLMEN MCKYCCTBA, 3AMETUB, HTO ABAHTAPA, KOTOPbIM TOAAMLIMOHHO PACCMATPUMBAEM KAK MHOTOCAOMHOE
BAEHME B UCKYCCTBE NEPBOW MOAOBMHbI 20-r0 BEKA U TUM KYAbTYDbIl MAM "OBAHIAPA XYAOXECTBEHHbBIX SBAEHUI, KOTOPbIN
OCO3HAHHO OTAEAAETCS OT KAQCCUYECKOTO, KOHCTRYKTMBHOIO MCKYCCTBA M HAMPABAEHMIM MACCOBOM KyAbTYpbI'] TaKXe
YCMELLIHO NPU3HAETCS OBbIKHOBEHHBIM HOBATOPCTBOM, KOTOPOE, BYAY4M HOCUTEAEM CTUAUCTUHECKMX MEPEMEH,
OTHOCMTCS M K KOHBEHLIMOHAABHOM CUCTEME MCKYCCTBA EBpOMBI 15-18 BEKA, A€ OAMH CTUAD CMEHSET APYTOM.

Paccmartpreasg 20-1 BEK OTAEABHO, MOXHO YBUAETb PA3AMYHBIE MHEHMS: OAHOBPEMEHHO
MPOTUMBOMOCTABAEHNE MOAEPHM3MA ABAHTAPAY, MX MPUPABHMBAHME. HaMpHMmep, B TEOPUM O TOM, YTO TPAAMLIMOHHbBIM
COBQAHIAPA BbIPACTAET U3 PAHHETO MOAEPHM3IMA MAM HOMNPABAEHMS formalesque, "MMMAHEHTHbIE YEePTbl KOTOPOTO
HOAMPABAEHbI HO ABCTPAKLMIO, HO OTHOLLIEHUS MEXAY DOPMOM U COAEPKAHMEM, MATEPUAAOM U NMCUXOAOTUEN"
EBponelckoe MCKyCCTBO 3TOTO BPEMEHU — 3TO "CLLEHA AAS AMAAEKTMHECKOTO CMOPA MEXAY APTEGOAKTHBIM U
HATYPOAUCTUYHBIM MUMEIUCAMM, KOTOPbIM BEHYIAET AMHOMMUYHAS OHTUMMMETHNYHAS HAMPABAEHHOCTb HA
YHMBEPCOAbBHOE ABCTPANMPOBAHME, MOSBUBLLIASCS B PE3YALTATE B3IAMMOAEMNCTBMA EBPOMNENCKOTO M MUPOBOTO
nckyceTsa'3

3TO B3AMMOAENCTBME APKO MOKA3bIBAET CEDS M B MEXKKOHTMHEHTAABHbBIX B3AMMOOTHOLLIEHMAX UCKYCCTBA.
HekoTopble MCCAEAOBATEAM CHUTAIOT, YTO EBPOMA 3TOrO BPpEMEHM BbIACQ MOrPY>XKEHA B TAYOOKMIM MAPC3M U B HEM LLAPUA
MAEOAOTUHECKMM M OUAOCOCDCKMIM BAKYYM, B PE3YALTATE HEro MPOLIBETAAQ MMMOTEHLMS EBPOMEMCKOrO MCKYCCTBA,
KOTOPQs MO3BOAMAC ABCTPAKTHOMY SKCMPECCUOHM3MY 3AMEHNUTL HEKOTAC MPOLBETAOLLIMM Mapux Ha Hblo-Mopk.
OAHCOKO M B OMEPUKAHCKOM MCKYCCTBE TOTAQ TOXE LLAPUA BOKYYM MAM, KOK TOBOPMA Mapk POTKO, "...MCKYCCTBO BbIAO
OAMHOKMM. He BbIAO HW TAAEPEN, HN KOAAEKLMOHEPOB, HWU KPUTUKM, HU AEHET. AQ, 3TO BblA 30A0TOM BEK, MOTOMY-HTO
HAM BbIAO HEYETO TEPATb, HO BBIAO K YHEMY CTPEMMUTLCH'". TAKMM OBPA30M PACKPLIBAETCS BECbMA MHTEPECHDIN
KAAGMBYP: AMEPUKAHCKMI ABCTPAKTHbIN SKCMPECCHMOHM3M 1 Hblo-MOPKCKas LLKOAQ XXMBOMMCH MPOM3OLLIAM OT
MPSMOTO BAMAHMSA EBPOMENCKOrO CIOPPECAMIMA, YTOObI MO3XKE, B PEBEPCHOM MOPSAKE, BAOXHOBAATh MOCAEBOEHHbIX
XYAOXHUKOB EBpOMbI.

OrafAbIBASCb HO MHOTOYMCAEHHbIE TEOPUK, MHEHMS 1 AEDATbI, HEOOXOAMMO OTMETUTD, HTO HN Y MOAEPHM3MA,
HW Yy OBAHIAPAQ MAKM KOKOTO-AMOO MHOTO XyAOXECTBEHHOTO HAMPABAEHMSA HET H KOHKPETHOTO HAYAAQ, Ht KOHKPETHOTO
KOHLLQ: BCETAQ OYAYT CYLLLECTBOBATb M ABAHIAPA, M APbEPTAPA. KAXKABIM M3 MEPUMOAOB XYAOXKECTBEHHOIO BbIDOXKEHMS
B LLEAOM CBA3AH C OOLLIMMM NEPEMEHTMM B KYABTYPE, MCKYCCTBE, MAEAX; MOITOMY, YTOOBI Mbl MOTAM AyHLLIE MOHSTh
COBPEMEHHOCTb MAM HbIHELLIHEE BPEMS, HOM HEOBXOAMMO MOMbITATLCS MOHATL ABAHIAPAMCTOB. OAHOKO 3TO ByAeT
BO3MOXHO TOABKO MPK YCAOBUN YMEHUA COMUMM HYBCTBEHHO MPOXMBATL CBOE BPEMA.

BaAeHTHH lMeTbko,
MCKYCCTBOBEA AQYraBMMACCKOro Apt-UeHtpa mm. Mapka POTko

1 Pelse, S. Latviesu makslas teorijas vésture: Makslas definicijas valdoso laikmetu ideju konteksta(1900-1940). Disertacija. R. — 2007., 66. Ipp
2Smith B. Modernism's History: a study in twentieth-century art and ideas. New Haven; London, 1998, p. 5
STam xe. c. 11



Marc Chagall is one of the legendary arfists of the 20th century. The artist, who has born in Vitebsk (Belarus)
and died as the citizen of France, became the master whose signature style is undeniably recognized in different
parts of the globe.

This exhibition presents the creative work of Marc Chagall on the scope of the 20th century avant-garde art
classicism, stylistic innovations and formal search of the Western European and American artists. The creative work
of Georges Braque, Alexander Calder, Alberto Giacometti, Fernand Léger, André Masson, Henri Matisse, Joan Mird,
Pablo Picasso, Jean-Paul Riopelle, Antoni Tapies and Raoul Ubac allowed to significantly expand the boundaries
of art thinking of the time. "The artists of the 19th century realized that they constantly need to have a model in front
of their eyes, in the 20th century they realized that they should not see the model at all', noted American writer
Gertrude Stein in her memories about Picasso.!

Art has always been a buffer between reality and human consciousness. Art evolves along with the life
generating it and the change of its sculptural language is a natural reaction to the realities of the new era. Stein
wrote in her essay about Picasso, "When | was in America, | flew a lot with airplanes for the first fime in my life and
when | looked down at the earth, | saw that it is all cubistic although cubism was created when no artist yet has seen
it from an airplane. | saw there on the ground a network of Picasso's lines, radiating in different directions, building-up
and destroying themselves, | saw the simple solutions of Braque, | saw the wandering lines of Masson, yes I've seen
it all and again | was convinced that the creator is modern, he realizes what is modern when contemporaries still
do not know it, he is modern and since the 20th century is the century which sees the earth as it was never seen,
the earth gets the enormity that it never had before."?

Alfernation and even coexistence of Fauvism, Expressionism, Futurism, Cubism, Orphism, Constructivism, Purism,
Abstract Art, Dadaism, Surrealism, Pop Art and other trends make the 20th century an exceptional time in the history of art.

The work of Marc Chagall stands out remaining figurative on the background of turbulent plastic
experiments and searches of his contemporaries. However lifelikeness and naturalism traditionally understandable
fo viewers are most often used by the artist for completely different purposes. In the work of Chagall motifs,
metaphors and the likeliness of everyday reality are transformed by individual perceptions of the author and create
other worlds. "In my paintings there is no detailed stories — no fairy tales or folk legends - said Marc Chagall. Maurice
Denis has said of the French synthesists of 1889 that their paintings were "surfaces covered with colours arranged
in a certain order." For the Cubists a painting was a surface covered with forms in a certain order. For me a picture
is a surface covered with representations of things (objects, animals, human beings) in a certain order in which logic
and illustration have no importance. The visual effect of the composition is what is paramount. Any other non-structural
consideration is secondary."3

From the 20th century we inherited freedom of searching, unrestrained variety of forms, free coexistence
of different artistic codes, traditions and tendencies. By looking on the works of artists of that time, we can fry
fo understand them and even understand ourselves. According to Sartre, "culfure doesn't save anything or anyone,
it doesn't justify. But it's a product of man: he projects himself into it, he recognizes himself in it; that critical mirror
alone offers him his image."4

What felt real yesterday, at the present day, when the 20th century has passed away, probably allows
us to see differently.

Liudmila Khmelnitskaya
Director of Marc Chagall Museum in Vitebsk

1 Crasin I. Mukacco // CtasiH . AsTobrorpachms damc b. Tokaac. Mukacco. Aekumm B Amepuke. M.: 5.C.I—Mpecc, 2001. C. 343.
2|bid, p. 388

3llaraa M. O gopQHLLy3CKOM XMBOMMCH. AEKLIMS, MPOYUTAHHAS B KOAMEAXE MayHT-XOAMOYK, aBrycT 1943 / mapT 1946 // Laraa M.
O6 uckycctse u KyabType. loa pea. b. Xapiasa. M.: TekcT, 2009. C. 140-141.

4Captp XK.M. Crosa. M., 1966. C. 173.



Marks Sagdls pieder 20. gadsimta legendaro makslinieku plejadei. Makslinieks, kurs dzimis Baltkrievijas pilséta
Vitebskd un aizsaulé aizgdjis ka Francijas pilsonis, ir kluvis par Meistaru, kura maksliniecisko rokrakstu nesaubigi pazist
dazdadds zemeslodes dalds.

Stizstade rada Marka Sagala dailradi uz 20. gs. avangarda makslas klasiku fona, Rietumeiropas un Amerikas
makslinieku stilistisko inovaciju un formalo meklgjumu konteksta. Zorza Braka, Aleksandra Koldera, Alberto Dzakometi,
Ferndna Le?&, André Masona, Anr Matisa, Huana Miro, Pablo Pikaso, Zana Pola Riopela, Antoni Tapiesa, Raula
Jubaka dailrade |ava bUtiski papladinat sava laikmeta makslinieciskds domasanas robezas. ,,19. gs. makslinieki
saprata, ka vinu priek3a visu laiku ir jab0t modelim, savukart 20. gs. viniem bija skaidrs, ka uz modeli skafities vispar
nedrikst," — atZiméja amerikanu rakstniece Gertride Staina savas atminas par Pikaso!

Maksla vienmér ir kalpojusi par buferu starp realitati un cilvéka apzinu. Maksla evolucioné kopad ar dzivi,
kas rada makslu, un makslas plastiskas valodas izmainas ir dabiska reakcija uz jaunad laika redlijgm. Sava eseja
par P. Pikaso G. Staina rakstija: ,,Kad biju Amerikd, es pirmo reizi diezgan daudz lidoju ar lidmasindm, un, kad
es skafljos uz zemi, redz€ju, ka ta visa ir kubistiska, bet kubisms tika radits tad, kad neviens madkslinieks vél nebija
uz zemi skafijies no lidmasinas. Tur — uz zemes — es ieraudziju Pikaso finiju samudzindato fiklu, kurs pletas uz visdm pusem,
gan palielinoties, gan samazinoties. Es no augsas redzeju ari Braka vienkarsos risindjumus, Masona klejojosas [inijas.
Ja, es to visu redz€ju, un es no jauna parliecingjos, ka raditdjs ir musdienigs un vins saprot, ka musdienigi ir ari tad,
kad laikabiedri to vél nezina, un, ta ka 20. gs. ir kluvis par gadsimtu, kurs redz Zemi ta, k& to nav redz€jis neviens cits,
Zeme iegUst to grandiozitati, kuras tai nekad nav bijis."2

Fovisma, ekspresionisma, futlrisma, kubisma, orfisma, konstrukfivisma, pUrisma, bezpriekimetisma,
dadaisma, sirredlisma, popadrta un citu makslas virzienu seciga nomainisands un pat idzaspastaveésana padara
20. gs. par neatkartojamu laikmetu makslas vésture.

Marka Sagdla dailrade uz vina laikabiedru dinamisko, plastisko eksperimentu un mekléjumu fona izcelas
ar priekSmetiskuma saglabdsanu. Tacu lidzibas ar dzives situacijam un naturdlismu, kas tradiciondli ir labi saprotams
skafitdjam, makslinieki visbiezak izmanto pavisam citiem mérkiem. Sagadla dailradé ikdienas realitGtes motivi,
metaforas un lidzibas autora individudlas uztveres ietekme tiek parveidotas un rada jaunas pasaules. ,Mands gleznas
nav nekadu izvérstu sizetu — ne pasaku, ne tautas teiksmu," — saka Marks Sagdls. Moriss Dent 1889. gadad par francu
makslinieku sintézistu gleznam ir teicis: ,,Tas ir virsmas, kuras noklatas ar kradsdm zindma secibd.” Kubistiem glezna
ir virsma, kas ir noklata ar figradm zindma secibd. Man glezna ir virsma, kas ir piepildita ar lietu téliem (priek§metiem,
dzivniekiem, cilvékiem) zZindma secibd, kuriem nav nekada sakara ar logiku un kas nerisina ilustrativus uzdevumus.
Kompozicijas vizudlais efekts — 10k, kas ir galvenais. Visi paré&jie apsvérumi, kas neietekmé struktru, ir otr§lgirTgi".3
Mantojuma no 20. gs. més ieguvam mekléjumu brivibu, neapturamu formu daudzveidibu, dazadu maksliniecisko
kodu, fradiciju un kaislibu brivu lldzaspastavésanu. leskatisimies to makslinieku darbos, kuri ir radosi stradajusi Saja
laika, méginasim saprast vinus un méginasim saprast sevi. K& raksfija Sartrs: ,,KultGra neko un nekad neglabj un
neattaisno. Tacu ta ir cilvéka veidojums: vins sevi tajd projice, sevi taja ierauga; tikai Sajd kritiskaja spogull vins ierauga
savu seju."4

To, kas vél nesen tika uztverts ka pasreizéjais, Sodiena, kad 20. gs. jau ir kluvis par pagadjuso gadsimtu, varbot
laus mums ieraudzit savadak.

Ludmila Hmelnicka,
Vitebskas Marka Sagala muzeja direktore

1 CrawiH I. Mukacco // CtawH . AsTobuorpacbus Samc b. Tokaac. Mukacco. Aekumm B Amepuke. M.: 5.C.I.-lpecc, 2001. C. 343.

2 Turpat, 388. Ipp.

3 Waraa M. O copaHLLy3CKOM KMBOMUCH. AEKLIMS, MPOYUTAHHAS B KOAAEAXKE MAyHT-XOAMOYK, ABryCT 1943 / mapT 1946 // LLiaraa M.
O6 uckycctse u KyabType. loa pea. b. Xapiasa. M.: TekcTt, 2009. C. 140-141.

4 Caprp XK.M. CaoBa. M., 1966. C. 173.



Mapk LLIaraA BXOAMT B YUCAO AETEHACPHBIX TBOPLLOB XX CTOAETUS. XYAOXKHMKY, POAMBLLIEMYCS B OEAOPYCCKOM
Butebcke 1 ymepLLemy roaKAGHUHOM PPAHLK, YAGAOCH CTATb MACTEPOM, YEM TBOPHECKMIN MOYEPK BE30LLIMOOHHO Y3HAIOT
B PO3HbIX YOCTIX 3€MHOTO LLIAPA.

3TA BbICTOBKA MPEACTABAIET TBOPHECTBO MapKa LLIaraaa Ha dooHE KAQCCHKM QBAHIAPAHOTO MCKYCCTBA XX BEKA,
CTUAMCTMHECKMX HOBALLMI M OOPMAABHBIX MOMCKOB XYAOXHMKOB 3anaaHOM EBponsl M Amepmki. TBopyecTBo XKopxa bpaka,
AnekcaHapa Koaaepa, AAbDepTo AXakomeTTn, PepHaHa Aexe, AHpe MaccoHa, AHpr Matmicca, XyaHa Mupo, Mabao
Mukacco, Xar-Noas Pruoneasd, AHToHM Tanmeca, Payas KOBAKA MO3BOAMAO 3HOHUTEABHO PACLLIMPMUTL MOAHMLLbI
XYAOXECTBEHHOIO MbILLIAEHMS CBOETO BPEMEHMU. (B AEBATHOALIATOM BEKE XYAOXKHMKM MOHAAM YTO MM MOCTOSHHO HY>KHQO MepeA,
FACI30MM MOAEAb, B ABOALLOTOM BEKE OHM MOHSIAM HTO HO MOAEAb CMOTPETb HEAB3S BOOBLLLE)), — OTMEYAAQ OMEPUKAHCKAS
nucareAbHULa FepTpyaa CTAMH B CBOMX BOCMTOMMHAHMSX O Mkacco.!

McKycCTBO BCEraa BbIA0 Bydpepom MeXAY PEAABHOCTHIO M YEAOBEYECKMM CO3HOHMEM. MICKYCCTBO 3BOAOLIMOHMPYET
BMECTE C MOPOXACIOLLIEM ETO XM3HBIO, U M3MEHEHNE €70 MAACTMHECKOTO A3bIKA — ITO ECTECTBEHHAS PECKLIMA HO PEAAMM HOBOTO
BpemeHu. B ceoem acce o MNMkacco CtamH mcana: «Koraa s BbIAa B AMEPHKE, 9 BMEPBbIE AOBOABHO MHOTO AETOAC
COMOAETAMM M KOTAC 1 CMOTPEAC HA 3EMAIO, § BUAEAQ YTO BCH OHA KYOUCTHYHA, A KyOM3M BbiA CO3AAH KOTAQ ELLLE HM OAMH
XYAOXKHUK HE BUAEA €€ 13 ADPOMACHA. 9 BUAEAQ TOM, HO 3EMAE, NAYTUHY MUKACCOBCKMX AMHWM, PO3DEraoLLMXCS B PA3HbIE
CTOPOHbI, HOPALLMBAIOLLIMX CeO8 1 CeBd PA3PYLLICIOLLIMX, 1 BUAEAC MPOCTbIE PeLLIEHM BpaKa, 5 BUAEACQ DAY>KACIOLLIME AUHMM
MaccoHa, AQ 5 BCE 3TO BUAEAQ M § CHOBA YOEAMAQCSH YTO TBOPELL COBPEMEHEH, OH MOHMMOET HTO COBPEMEHHO KOTAQ
COBPEMEHHMKM ELLIE STOTO HE 3HAIOT, OH XKE COBPEMEHEH M MOCKOABKY ABOALICTbIM BEK CTOA BEKOM KOTOPbIN BUAMT 3EMAIO TOK
KOK HE BUAEA €€ HW OAMH APYIOM, 3EMAS MOUMOBPETAET TY MPAHAMO3HOCTb KOKOM Y HEE HUKOTACH HE BbIAON. 2

MOCAEAOBATEABHOE YEPEAOBAHME M ACOKE COCYLLIECTBOBAHME GOOBM3MA, SKCMPECCHMOHMIMA, COYTYPU3MA, KyOM3Ma,
OPdOU3IMA, KOHCTPYKTMBM3MA, MYPHU3MA, BECTIPEAMETHOCTU, ACACM3IMA, CIOPPECAM3MA, MOM-APTA U ARYTWX TEHEHMIN ASACIOT
XX BEK MICKAIOYMTEABHBIM BDEMEHEM B MUCTOPMM MCKYCCTBA.

TeopuecTso Mapka LLaraaa Ha dooHe BypHbIX MAQCTUHECKMX SKCMIEPUMEHTOB M MOUCKOB EM0 COBPEMEHHMKOB
BbIAEASETC COXPAHERMEM APUYPATUBHOCTU. O AHOKO >XXM3HEMOAODME 1 HOTYPOAAUCTUHHOCT, TOQAMLIMOHHO MOHSTHBIE
3PUTEAIO, YOLLLE BCETO MCTOAB3YIOTCS XYAOXKHMKOM B COBEPLLIEHHO APYTUX LIEASX. B TBOpHecTBe LLaraana moTebl, MeTAGOOPbI
11 MOAOCBMS OBBIAEHHOM PEAABHOCTH MPEOBPA3YIOTC MHAMBUAYTABHBIM BOCMIPUATHUEM ABTOPA M CO3ACHOT MHbIE MUPbI. (B MOMX
KQPTUHOX HET HUKAKMX PA3BEPHYTHIX CIOXETOB — HWY CKA30K, HWM HOPOAHbIX MPEACHMIM, — FOBOPMA Mapk LLIaraa. — Mopmc Aerm
TOK CKO30A B 1889 roAy O KOPTUMHAX AOPAHLLY3CKMX XY AOXKHUKOB-CUHTE3MCTOB: (3TO MOBEPXHOCTH, MOKPbIThIE KPACKAMM
B OMPEASAEHHOM MOPIAKEN. AAT KYOUCTOB KOPTMHA — 3TO MOBEPXHOCTb, MOKPbITAS GOUIYPAMM B ONPEAEAEHHOM MOPSAKE.

A MEHS KOPTHUHA — 3TO MOBEPXHOCTb, 3ANMOAHEHHAS OBPA3AMM BELLIEM (MOEAMETOB, XKMBOTHBIX, AKOAEI) B ONMPEAEAEHHOM
MopsAKE, KOTOPbIM HE MMEET HUKOKOTO OTHOLLIEHMS K AOTUKE M HE PELLIAET MAAKOCTPATUBHBIX 30ACH. BM3yaAbHbIM Sd0dpekT
KOMIMO3MLIMM — BOT 4TO TACBHOE. BCe NMpoume COOBPAXKEHMS, HE BAUSIOLLIME HA CTRYKTYPY, BTOPOCTEMEHHbN. 3

B HaCAeACTBO OT XX BEKA Mbl MOAYHMAM CBOBOAY MCKAHMM, BE3YAEPXXHOE PA3HOOBPA3ME dOOPM, CBODOAHOE
COCYLLLECTBOBAHME PA3AMHHbIX Xy AOXKECTBEHHbBIX KOAOB, TOOAMLIMM M MPUCTPACTMN. BCMOTPUMCS B PABOTbI XY AOXKHMKOB,
TBOPMBLLIMX B 3TO BPEMS, MOMITAEMCS MOHSTH MX M MOMbITAEMCS NOHATL ceB4. Kak mcaa CapTp, «KyAbTYPO HUYETO 1 HUKOTO
He CMACAEeT M HEe OMPABALIBAET. HO OHA — CO3ACHME YEAOBEKA: OH CEDS MPOELIMPYET B HEE, Y3HAET B HEM CEOS; TOABKO B STOM
KPUTUIECKOM 3EPKAAE OH BUAMT CBOM OBAMK), 4

To, 4TO eLLle B4ePA OLLLYLLIAAOCH HACTOALLIMM, AEHb CETOAHILLIHMI, KOrAQ XX BEK CTOA Y>KE BEKOM
MMHYBLLIMM, MOXET ObiTb, MO3BOAUT HOM YBUAETb MO-MHOMY.
AOAMMAC XMEABHMLIKAS,
AmpekTop Myses Mapka LLaraaa 8 Butebcke

1 Crasr I". Mukacco // CramH I AsToBuorpadpms Samc b. Tokaac. Mukacco. Aekumm 8 Amepuke. M.: 5.C.I.-Mpecc, 2001. C. 343.
2Tam xe. C. 388.

3llaraa M. O gopQHLLy3CKOM XMBOMMCH. AEKLIMS, MPOYUTAHHAS B KOAMEAXE MayHT-XOAMOYK, aBrycT 1943 / mapT 1946 // Laraa M.
O6 uckycctse u KyabType. loa pea. b. Xapiasa. M.: TekcT, 2009. C. 140-141.

4Captp XK.M. Crosa. M., 1966. C. 173.



GEORGES BRAQUE
LORLZS BRAKS
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ALEXANDER CALDER
ALEKSANDRS KOLDERS
ANEKCAHAP KOAAEP
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Alexander Calder

Colour lithograph

Krasaina litografija

LiBeTHOSs AUTOrPAdOUS

1975, 378 x 554 Derriere le miroir, Ne 212, 1975




Alexander Calder

Colour lithograph

Krasaina litografija

LiBeTHas AmMTOrpadoms

1954, 380 x 558 Detrriere le miroir, Ne 69-70, 1954




9961 9G1 oN JIOMIW 3] 8I8LUST 6/T X 8LE ‘9961
BMAPOAIOLMY BOHLOET]

PliyIOO| PUIPSDIY

ydoibouyyl 1nojoD

Jap|pD ISpPUDXSY




MARC CHAGALL
MARKS SAGALS
MAPK LLATAA
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Marc Chagall

Vision of Paris. Colourlithograph

Parizes vizija. Krasaind litografija

Buaenune Mapwmxa. LsetHas autorpadoms

1952, 354 x 530 Verve, Ne 27-28, 1952, Mourlot 81, Cramer Ne 23




Marc Chagall

The Sorrel Horse. Colourlithograph

Brunais zirgs. Krasaind litografija

KopuiHesas aoLuaab. LiseTHas AMTorpadoms

1952, 370 x 533 Derrivr le miroir. Chagall. Ne 44-45, 1952, Mourlot 61, Cramer Ne 21




Marc Chagall

Sun with Red Horse. Colour lithograph

Saule ar sarkano zirgu. Krasainad litografija

COAHLLE C KPACHOW AOLLIGAbLIO. LBeTHas antorpadoums

1979. 308 x 416 Derriur le miroir. Chagall. Ne 235, 1979, Mourlot 945, Cramer Ne 110




ALBERTO GIACOMETTI
ALBERTO DZAKOMETI



Alberto Giacometti

Colour lithograph

Krasaina litografija

LiBeTHas AMTOrpadchus

1954, 378 x 552 Derriere le miroir, Ne 65, 1954




FERNAND LEGER
FERNANS LEZE
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Orabix B AepesHe. o paboTe, BbITOAHEHHOM B 1955 1. LiBeTHaSs AmuTOorpadoms

The Outing. Affer the work made in 1955. Colour lithograph
379 x 560 Detrriere le miroir, Ne 121-122, 1960

Atputa laukos. PEc 1955 .g. darba. Krasainad litografija

Fernand Leger




Fernand Leger

The Outing. Colour lithograph. After the work made in 1943-1951

Atputa laukos. Krasaind litografija. Péc 1943.-1951. g. darba

OTabIX B AepeBHe. LieTHas antorpadoms. Mo paboTte, BbinoAHEHHOM B 1943-1951 T.
379 x 560 Verve, Ne 27-28, 1952




ANDRE MASSON
ANDRE MASONS
AHAPE MACCOH



André Masson

The Torrent. Colour lithograph
Straume. Krasaina litografija

MoTok. LiseTHas antorpadpms

1952, 353 x 532 Verve, Ne 27-28, 1952




HENRI MATISSE
ANRI MATISS
AHPU MATUCC



Henri Matisse

Sorrows of the King. Colour lithograph
Karala skumjas. Krasaina litografija
Mevanb KOpoAs. LseTHas antorpadous
1952, 336 x 448 Verve, Ne 27-28, 1952
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JOAN MIRO
HUANS MIRO
XYAH MUPO



Joan Mird

Colour lithograph
[\(eNellaleNlifele](eljile]
LlBeTHas AuTOrpadoms

1951, 260 x 792, 378 x 813 Derriere le miroir, Ne 36-37-38, 1951




Joan Mird

Dog Barking at the Moon. Colour lithograph
Suns, kurs rej uz ménesi. Krasaind litografija
Cobaka, ACIOLLLAs HA AYHY. LLBeTHas anTorpadoms
1952, 353 x 530 Verve, Ne 27-28, 1952




Joan Mird

Original lithograph IX. Colour lithograph
Originallitografija IX. Krasaina litografija
OpurmHaabHag anTorpadoms IX. LisetHas autorpadoms
1972, 317 x 494 Joan Miro. Der Litoghraph. Vol. I. 1972
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LLBeTHag AuTOrpPadbms

Colour lithograph
[\(eNellalellifele](eljile]




Joan Mird

Colour lithograph
Krasaina litografija

LIBeTHas AMTOrPadoms

1960, 379 x 279 Derriere le miroir, Ne 121-122, 1960
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Joan Mird

Colourlithograph
Krasaina litografija
LLBeTHas AMTOrPadoms

1971,378x556 Derriere le miroir, Ne 193-194, 1971




Joan Miré

Colour lithograph

Krasaina litografija

LiBeTHas AUTOrpacOUS

1973,379x556 Derriere le miroir, Ne203, 1973
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PABLO PICASSO
PABLO PIKASO
NMABAO NMUKACCO



Pablo Picasso
Black-and-white lithograph
Melnbalta litografija

YepHo-6eAas AMTOrpadoms
1964,270x 365,378 x 559 Derriere le miroir, Ne 144—145-146, 1964
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JEAN-PAUL RIOPELLE
ZANS-POLS RIOPELS
XAH-NMOAb PUOTIEAD
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ANTONI TAPIES
ANTONI TAPJESS



Antoni Tapies

Colour lithograph

Krasaina litografija

LiBeTHas anTorpadoms

1968, 379 x 555 Derriere le miroir, Ne 175, 1968




Antoni Tapies
Colour lithograph
Krasaina litografij

LLBeTHas AuTOrpadoms

1979, 379 x 556 Derriere le miroir, Ne 234, 1979




Antoni Tapies
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