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Tpoma

[o HeOaBHero BpeMeHw riaBHbIM cpes-
CTBOM Xy,D,O)KeCTBeHHOVI AMaHcunauunm
6blIM TEKCT U aBTOPCKas KOHLEnuus
— OHMW MO3BONANN OTAENNTb «CBOUX»
OT «4y)XMX» W 3afaBann TePPUTOPUIO,
CBOOOAHYIO OT JNIOMMKWM PbIHKA, Ha KO-
TOPOV BO3MOXHbI  Xy[0>KECTBEHHbIE
9KCMEPVMEHTbI, HEe 3aBUCMMbIE OT KOM-
MepYecKux TpeboBaHmii.

He 6ymeT npeyBenuyeHMeM ckasaTb,
4YTO cneunduyecknini A3blKk UCKyccTBa
Obln MOMMOWEH W OCBOEH PbIHKOM.
Jlio6oli ToBap ocHallaeTcsa KoHuenuuen
N CconpoBOAMTENbHBIM TEKCTOM, 6e3
KOTOPbIX OH HEKOHKYPEHTHOCMOCO6€eH
Ha TeppuUTOpPUN CBOBOLHOIO TOBApPOO6-
paLleHns. 9To 4acTo NpuUBOOUT K cre-
KYNSILMSIM U >)KOHTIMPOBAHMWIO TEKCTaMMU,
Hepo6pPOCOBECTHOMY  UCMOJIb30BaHMIO
NX KPUTNYECKOIO NOoTeHUMana.

B aToil HOBOW [ns NCKycCTBa CUTY-
auMnm  XyOOXKHUKM — MLWYT  0OXO[HbIE
nyTM ANs opraHusauuun Tepputopun,
HeI'IpOHI/ILl,aeMOI7I ona cnmynaunn mn Ko-
NMPOBAaHNS areHTamm, 3aHATbIMI B NPO-
N3BOACTBE TOBApPOB XYOOXECTBEHHOrO
noTpebneHus.

MapagokcanbHbiM  06Pa3oM  MPOEKT
®eopopa Ennsaposa oTeevaeT 3anpocy

Nno MOWCKY HOBbIX CTparteruii aMaHcu-
nauum un Xypoo>KeCTBEHHOW CBOOOAbI.

B npoekTe «Tpona» Mbl cTankusaemcs
Cc QopmManbHbiIM  METOLOM  OpraHu-
3aunMM  >KUBOMUCHOrO MNPOCTPaHCTBA.
Bonpekun BO3MOXXHOMY BreYaTNIEHNIO,
YTO B 3TOM MPOEKTE peYb MOET UCKIIO-
YATENBbHO O BO3HWKHOBEHMM YyBCTBa
BO3BLILLIEHHOrO MPU  CTOJIKHOBEHMWM
C OVKOW MpUpOAOH, KOTOPOE Mbl MO-
>KeM HaiiTu B paboTtax Kacnapa Jasuga
®dpugpurxa, 30ecb B NeEpPBYO oYepedb
peyb MOET O TEXHONOMMM >KUBOMUCK
N TeX MPOCTPaHCTBEHHbIX OTHOLLEHUSX,
KOTOpbIEe C €€ MOMOLLbIO OTKPbIBAKOTCS.
Cepusi paboT HanucaHa C HaTypbl,
OrpaHWYeHHOW  OOHOW  TPOMUHKOM,
BedyLlen OT pe3ngeHUnn Xygo>XKHUKa
K MprbpexxHo nonoce mops. Onsa cos-
OaHus  macliTtabHoro noBeCTBOBaHUS
aBTOp CoBepLuan nyTewwecTBrne CKopee
9K3NCTEHUMASIBHOE, HEXXENU NPOCTPaH-
CTBEHHOE. HeCcMOTpS Ha TO 4TO NyTb OT
CTyauUM [0 MOps 3aHMMaeT non4yaca,
XY[OOXXECTBEHHOE BHMMaHUe 1 TwaTesb-
HOCTb HabntogeHMs NO3BONSAOT aBTOPY
CXMMaTb NPOCTPAaHCTBO U AenaTb ero
PEKYPCMBHBLIM. BHYTpM >KMBOMMCHOrO

npoctpaHcTea  pabotr  Enmsaposa
Mbl MPU OJHKHOM BHMMaHUMA MOXXEM
OTKPbITb  6ECKOHEYHOE  KONM4eCTBO



CTPYKTYPHbIX OTHOLLEHUIA, HA 4YTO Ham
yKa3blBaeT WHCTaNAUMOHHAA 4YacTb
BbICTaBKW, rge Ha cemncarowmx ¢ notos-
Ka nojioTHax Mbl BUOUM YyBEJIMYHEHHbIE
0O OrpOMHbIX macLitTabos KpoLlueyHble
CbpaFMeHTbI BbICTaBJIEHHbIX KaPTUH.

JleBass nonutudeckasi noBecTka YyuynT
HaC COMNPOTUBASATLCA MpuBlieKaTesNb-
HOMY YyBCTBY HEM3BGEXHOCTU Pa3BUTKS
reHepanbHOro Kypca ugeonorum, UMeTb
CMeNIoCTb chaenatb napy LaroB Hasap,
N B3rNsSHYTb Ha [aBHO 3a6pPOLUEHHble
nyTWn, TYNUKOBbIE N OUCKPEANTUPOBAaB-
Lwne cebs B rnasax obllecTsa.

Ecnn roBoputbe O TeppuUtopun UCKYC-
CTBa, OOHON W3 Takmx 3abpOLUEHHbIX
TPOMMHOK, MHOIUMW COYTEHHOWN HEXW3-
HecrnocobHon, ABNsSeTCa NyTb pemecna
n cdopmanbHoM TOYHOCTU. WIMEHHO
K bopme Bce Yawe obpawatTcs
XYLOOXHUKK, HEM3OEXXHO Bbi3biBasi pas-
OpaXKeHne 1 noaseprascb, Kak npasu-
110, 06OCHOBAHHOW KPUTKKE CO CTOPOHB!
npodeccuoHanbHoro coobuectaa. Bee
Yyawe MOXHO BCTPETUTb XYAO>KHMKOB,
OTKa3bIBAIOLLMXCA OT BHATHbIX COMpPO-
BOAWTESIbHbIX TEKCTOB, HaBA3bIBAEMbIX
WHCTUTYUNSMUN 1 TPEOYIOLWNX OT KPUTU-
KOB HOBOrO TUMNa aHanu3a v BHMaHus.

BesycnoBHo, 310 Tpona onacHa. OHa
[encTBUTENbHO anckpeguTuposana
cebsi B MPOLUOM U CYSIUT OKYHYTbCS
B JIMNMKOE YyBCTBO MPEKPACHOr0 1 BO3-
BbILLIEHHOrO, CO BCEMU BbITEKAKOLLIMMMN
rnocneacTBusiMu, 3a KOTopble YenoBeye-
CTBY Y>K€ MPUXOANSIOCh pacniadmsatb-
csi. OHa OTKpbITa ANsi NCMONb30BaHus
ee HanpaBfieHUs1 B NUOEO0NI0rMYEeCKNX
uenax. OgHako, ecnm ObiTb OCTOPOXK-
HbIM, Mbl CMOX>XEM HaliTu 30ecCb 4YTO-TO
elle, YTO Mbl YyNyCTWAN B TOT MOMEHT,
Korga CoLn Ha gpyrov nytb — MyTb
TpaHcrpeccun, No KOTOPOMY pasBu-
Ba/loCb MCKYCCTBO Ha4ynHasi CO BTOPOM
nosioBuHbI XX Beka.

CnyxeHue pemecny, npogeccrnoHanb-
HbIi apceHan XyOoXXeCTBEHHbIX HaBbl-
KoB, hopMasnbHas TO4YHOCTb — BCE 3TO
MOXET OTKPbITb HOBYIO cBOGOLOY XyAo-
>KECTBEHHOr0 BbICKasbiBaHNA. BepHyB
B MCKYCCTBO Npo6aiemMaTuKy >XX1Bonmcu,
XYOOXHUK MOXET HalTu cebs Ha Tep-
puTOpUKN, 3aLLMLLIEHHON OT NOBEPXHOCT-
HOro KOnupoBaHus pPbIHKOM. Begb HeT
HWYEro CNoXKHee, 4YeM CKOMMPOBaTb
XOPOLLYH XXUBOMUCb — A1 9TOro nNpu-
JeTcsa caenaTb XOPOLUYH XXUBOMUCH.

Arnekcer Kopcu

The Path

The main tools of artistic emancipation
have been, until recently, the author’s
texts and concepts. They enabled
discrimination between “insiders” and
“outsiders” and carved out a space
free from the market logic—where
artistic experimentation was possible
outside of the constraining commercial
imperatives.

It would not be a stretch to pose that
this specific language of art has been
now absorbed and harnessed by the
market. Any product today comes
ready with a concept behind it or some
accompanying text, which have become
a competitive prerequisite for staying
afloat in the free market economy. This
often results in speculative or deceptive
use of texts, misuse of their critical
power.

Given this new context, artists have
been seeking new and ingenious ways
to reestablish a space to get protection
against emulation and copycatting by
agents who produce items of artistic
consumption.

Ironically, the project by Feodor Elizarov
matches the need for new strategies
to empower emancipation and artistic
freedom.

By Alexey Korsi

In The Path project, we are faced with
a formalistic method of organizing the
painterly space. Contrary to how it might
seem, as if this project dealt exclusively
with the emerging feeling of the sublime
as we encounter wild nature—the feeling
exemplified in the body of works by
Caspar David Friedrich—the focus here
is actually on the process of painting
and the spatial relationships that it
reveals. This series is painted from life,
bound by the locale, which is the one
footpath leading from the artist’s house
to the seashore. However, this large-
scale narration comes from an author’s
journey in the existential plane, rather
than spatial. Despite it takes half an hour
to walk to the seashore, artistic attention
and careful observation allows Elizarov
to compress the space and make it
infinitely recursive. Within this pictorial
space, we can, given due attentiveness,
discover an infinite number of structural
relations, as is suggested by the
installation part of the exhibition, where
canvases hanging under the ceiling
replicate blown-up fragments from the
wall-mounted paintings.

Left-leaning agendas teach us to resist
the appealing sense of inevitability
in the general developmental course
of ideology, to have the courage in



taking a few steps back to also consider
other, long-forgotten paths, which
are socially perceived as dead-end or
discredited options.

In terms of the artistic realm, one
of such  forgotten  paths—deemed
by many to have run its course—
is the path of craftsmanship and
formalistic precision. Form has been
more and more popular focus for
artists, inevitably causing irritation
and well-grounded criticisms from the
professional community. There have
been increasingly many artists who
refuse to provide clear accompanying
texts that are the default imposition
by institutions, who require of critics
additional analytical effort and attention.
This path is certainly treacherous. It
was indeed discredited in the past and,
as it promises a rewarding journey into
the beautiful and the sublime, there are
consequences that we had already had
to pay for. It has potential to be utilized
for ideological purposes. However, with

due cautiousness, we can potentially
discover here something new that had
previously been overlooked as we
exchanged this path for the other—the
path of transgression, which was taken
by art in its development the second half
of the 20th century.

Respectful craftsmanship, professional
repertoire of artistic skills, formal
accuracy—can all drive new freedoms
of artistic expression. Reintroducing
issues of painting into the artistic
territory, the artist then can actualize in
this space shielded against superficial
borrowing by the market. After all, there
is nothing more challenging than to copy
a good painting—this will mean creating
another good painting.
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Codma KoBanesa: Accouumpyetcs nu y Tebs NpoeKkT «Tpona» ¢ TBOMM JINYHbIM
nytem?

®deopop Enusapos: B nobom crydae 310 TBOPYECKUIA NMYTb, KOTOPbIN, BUAMMO,
B MOEM BO3pacTe NpoXoaaT MHorue. K copoka rogam ¢ To60i NpoNcXoouT HEKOe
CTaHoBJEHUE. W 3TO NyTb, CKNaapIBaOLLMIACA N3 TPOM U 3KCMEPUMEHTOB, CBOErO
popa HakonneHne 6araxa u onbiTa, KOTOpPbI NPeACcTaBsieH B 3TOM NPOEKTE.

C.K.: Pacckaxu 4yTb-4yTb nogpobHee npo haHuy3ckue kanaHku. lNodvemy Tobl
Bbl6pan MMEHHO 3TO MeCTO?

®.E.: Tak cnoxunacb cygbba, 4To A 4acto Tam ObiBailo. Camo nobepexbe
NPOU3BOANT Ha MEHSI O4YeHb CWUIbHOE apxanyeckoe BrevaTfiEHUE, HaCTOJSIbKO
JINYHOE, YTO S HaYMHal0 MepeXXunBaTb, HABEPHOE, MUCTUYECKNE MOMEHTLI, Koraa
6poXXy Tam oauH. B aTOM MecTe KaxeTcsl, YTO YENIOBEK He HYXEH, TO eCTb Thl
HaxoOWWbLCS B MeCTe, e oulyliaellb, YTO OGPEHHOCTb M BCE YeNoBeYecKue
CTpacTy YXOASAT Ha Apyroi nnad. MNponcxoaut nepesarpyska, nepeocMbiCeHNe
BCEN CBOEW >XMN3HW W CYLLECTBOBaHMS Ha 3TOW nnaHete. S gymato, 3TO OOVH U3
MMMNYJSbCOB, KOTOPbLI MOATONKHYN K co3faHuio paboT. JleT wecTb Hasapd, koraa
s1 HaYan e3guTb Tyaa , i 3aHMMancs opyroli cepueit, a aTn paboTbl NOAYHYNINCE Kak
npoposikeHne. MHe O4YeHb HPaBUTCS CUHTE3UPOBATb PEANNCTUHECKYHO UCTOPUIO
C TpaHCchOPMUPOBaHHbLIM BreYaT/IEHUEM, 3TO MO3BOUSIO HallynaTb opMyny
B MOEM pemechie. 51 paboTato ¢ XMBonuckto. Muily nopTpeThl, Nel3axu, a 30ecb
BCE 3TO NPEBPATUNOCh B CBOEro POAA CUHTETUKY. S cuuTato, Y4To nobas ocHosa
— 3TO peanuam, Npu 3TOM BCE NOAN, BCE XYAOXKHUKNA HAYMHAIOT C BieYaTeHus.

C.K.: KaxeTcs, 4TO y KaXKA0N KapTVHbI ECTb SIPKO BbIPaXKEHHbI NpegHasHaYeHHbI
el uBeT.

®.E.: Kakoii, Hanpumep?

C.K.: Hanpmmep, Ha OOHMX — MNeCO4YHO-XEeNTble OTTEeHKW, Ha [Jpyrux —
TeppakKoTOoBble, HA TPETbUX — NPEeNnMyLLECTBEHHO CUHME.

®.E.: Korga Tbl NyTellecTBYyelLLb, NMPOXMNBAaELLb BCE BMECTE, [eHb 3a [AHEM, Korga
Thl HAXOQWLLUBLCS B MOVCKE U ABUKEHUN K KAKOMY-TO UHTEPECHOMY MECTY, KOTOPOE
Tebs HakoHeL-To ByoopaXkuT, TO BCE CTAHOBUTCS! OYEHb JINYHBIM — 11 MO LIBETY,
1 No copme. Y MeHsl He BbUIO Lienn: 30ecb CAENaTb 3EMEHYI0 KapTUHKY, a 30ecb
— KpacHyto. MHe kaxeTcsl, 4TO [efilo B CaMOM MECTE: NMoponbl U CTPYKTYpbI Npu
pPasHOM OCBELLEHUM [OHS OAl0T LBET — KaK OnpefefieHHbln hunbTp, KOTOPbIi
1 NPOSIBUJICS B LIBETOBOM CTaHOBJIEHWMN NMPOEKTA.




C.K.: B 4yeM ocHoBHasi 0CO6eHHOCTb 3TOro Mmecta? B Bo3pacTte rop, o6ayBaembIx
BETPOM C oKkeaHa?

®.E.: Bce-Taku c Mops. Tbl TaM HyBCTBYELLL ANANON MEXAY 3eMneli BOJOMW, KoTopas
MUJIIMOHBI NET TOYMT Nobepexbe, Npespallas ero B abCoNoTHO MU onornyeckoe
NPOCTPaHCTBO. TO eCTb cTa4YMBaeT KaMHu1, NpopybaeT B nopodax Apipbl. Bce aT0
BMECTE NPeBPaLLaeTCcs B YHUKaNbHYIO CynepCTpPyKTYpY.

C.K.: Tbl roeBopwu, 4TO 4YyBCTBYELLUb B 3TUX MeCTax MMEHHO apXaunky. N B cBoux
pa60Tax Tbl NONbITaNCA cNpATaTb MI/ICbI/I‘-IGCKI/Ie CHO>XETbl.

®.E.: 9310 He coenaHo cneunansHo, 1 He paboTaro ¢ MUMNYECKMIN NEPCOHaXKaMMN.
C.K.: [me-To BCcTpeyvaTcs aHMMmanncTn4eckmne obpassbl.

®.E.: [0e-TO OHM eCcTb, OHM CamMu MOSABASIOTCH, U 3TOT MOMEHT HY>XHO MonMaThb.
B 3TOM e 1 eCTb OCHOBHOW pe3ynbTaT TBOPEHNS.

C.K.: To ecTb Tbl HE MOXELLb CKa3aTb, rae HanTn «asaHa»?

®.E.: Mory ckasaTb, HO B 9TOM U CEKPET, YTOObI 3puUTeNb NpULLEN Ha BbICTaBKY,
BKJIHOYU 0BpasHOE MbIAEHUE, N eMy Obl OTKpbIIacb Tpona, KOTOPYK OH cam
YBUAUT B KaXKAOW M3 3TUX KoMNo3uumin. V1 3a cyeT notepn maclutaba, KOTOpyHo
Mbl Bonsiowaem 6narogapsa 60onblUMM OOBbEKTaM, Mbl Kak pa3 CMOXXEM caenatb
TOTaNbHYIO MHCTaNAAUUIo, KOTopasa MNOAHOCTLIO Nornotut 3putens. OH cTaHeT
ManeHbKMM, a nocne macwTtab ero BocnpusaTus nameHutcs. EcTb ewe opHa
nctopusa. Mol ¢ Jlewen xotenn pobutbcs notepu macwTaba 3a cyeT dopmara
N B3rnsaga, 3a CHET KOMMO3UUMOHHBIX U LUBETOBbIX pelleHnin. Kak peanncT, Kak
Tbl FOBOPWLUbL, 1 MOr Obl pelwunTb 3Ty 3agadvy, HO Torga Obl 3TO BCEe BbIrNAOeNo
COBEPLUEHHO MHa4ve. To ecTb Mope 6bino 6bl MOpeM, He6o — Hebom, TpaBa —
TpaBoOW, OePEBO — AepPeBOM. A 3[0eCb 3TO HEKME CTPYKTYPbl, KOTOPbIE S UCKan.
KomMnosuuum useToBbIX CTPYKTYP. OTO COBEPLLUEHHO Pa3Hble UCTOPUM, MOCKObKY
A caM OT4YacTU COYMHSAN peanuCTUYecKne Bugpl, cobmpasi OCKOJIKM 06pa3os,
OCKOJIKU/ BreYaTfieHUn OT 3TOro nyTeLecTBnsa B 60MbLLONM Nassn.

C.K.: To eCcTb He BCe HanncaHo ¢ HaTypbI?
®.E.: KoHe4vHo. TofbKo nepBble NMMYNbChl 6bin 3apruCcoBaHbI.

C.K.: Kak 4enoBeky, npuLleqlieMy Ha BbICTaBKY, HaliTU CrNpsTaHHble B paboTax
cnyyariHble 1 HE TONbKO 06pasbl?

®.E.: Bce yxe ectb B paboTtax, Hago NPOCTO 3puUTENd K 3TOMY HEMHOXKO
NOATONKHYTb. Mbl )Xe BCe-Takun BOLLEOHUKN Yy Tb-4HyTb.

C.K.: Henb3s e KaxxgomMy npu BXxoae fasaTb NOACKA3KM?

®.E.: A n He Hapo. lNMycTb NpuUXoaUT M CMOTPUT HA TEKCTYpbl, HA >XUBOMUCh,
Ha KaKne-To KOMMO3ULIMOHHO-MNAaCTUYECKME NOen — 3TO MHE Ka)KeTCsl Ba>KHbIM.
Mbl >xe ons aToro genaem BbiCTaBKN?

C.K.: [a, n BCe e uHorga nomMoratb 3puUTeNiio TOXXe HeobXoaMMO, NOTOMY HTO
XYOOXHUK rogamn 3aknafbiBaeT CMbICAbl, @ 3pUTENb TPaTUT Ha 3TO ropasgo
MeHbLUe BpeMeHu. VI 310 HopmanbHO. o3TOMy emy CTOUT MOMOYb XOTb YTO-
TO MOHATb, YTOOLI 3aNyCTUACHA NPOLECC YyrafblBaHUS U OCTaMCb CBOUW JIUYHbIE
Bne4vatneHms. Pacckaxkm npo HasBaHne «Tpona». CBA3aHO 51 OHO, BO-MEPBbIX,
C TBOMM (hbM3NYECKUM NepeEMELLEHNEM?

®.E.: A 6bl He genan akueHTa Ha TepputTopmnanbHblie rpaHuubl, 3TO €CTb, HO
He nepBOCTErneHHO.

C. K.: XopoLuo, BO-BTOpbIX, 3TO HEKOTOpasa MeTadopa — XyOOXXECTBEHHbIN NyTb.
B-TpeTbux, aTO 1 OyKBasibHbII CMbICT — MPaKTUYECKM BO BCex paboTax ecTb
n3obpaxkeHue nyTn. ECTb rOpuU3oHT 1 TOYKa, K KOTOPOW KOMMO3ULIMOHHO CBOOATCSA
BCE NnaHbl.

®.E.: He BO Bcex paboTax eCcTb rOpuU30OHT, €CTb U ApYrne pakypcbl M306paKeHus.
[(naBHOE CKopee He roOpuU3OHT, a pasHble MacLUTabbl, C KOTOPbIMU Mbl paboTaem.
Buomwb, BCe paboTbl pelleHbl MNO-pasHOMY C TOYKM 3PEHUS KOMMOo3uuuu,
N He Be3de 3TO MOXHO cyuTaTb. HO OHWM B OnpeaeneHHOM CMbICne B3auMHO
npoposxatTecs. Ecnn rosopute npo mMetadopy Tpomnbl, TO €CTb elle Ba>KHbIN
acnekT. Jna MeHs XXUBOMUCb — 3TO PEMECIIO, U MHE BaXKHO B HEM MOCTOSAHHO
HaxoauTbCs. S NpebbiBad B NMOCTOSAHHOM BHYTPEHHEM MOWCKE 1 guasnore C Tem,
Kak MHE CyLLeCTBOBaTb B 3TOW PeasibHOCTU Kak XYAOXHUKY. Kakue BapuaHThbl
pPasBUTUSA XKMBOMNUCK B COBPEMEHHOM MIMpPeE S MOy NpennoxXxuTb cebe? [a, aTo Mos
Tpona, HO eLle NyTb. [lyTb — 3TO OOBOMIBLHO cepbe3Hoe 3asBneHne: «Mon nyTb!».
A elle ManeHbKWin ans BCEro aToro.

C.K.: TBon paboTbl, HA CaMOM [efe, MOXXHO paccMaTpusaTth Nof PasHbiM yriom?

®.E.: [la, HekoTOpPble U3 HUX NOAOOHLI FOI0rpPaMmMe, KOTOPYHO MOXXHO NepeBepPHYTh,
1 oHa 6yneT AaBaTb COBEPLLUEHHO ApYyron 06pasHbIi psa.

C.K.: [Ja, HanpumMep, BMECTO Nnensa)ka NosiBNAETCS YENOoBeK.



®.E.: Ho 51 Tebe aTOro noka He Nokaxky. OTo fioBywWwKa. A NOTOM, KOrga Tbl 3TO
BUAVLLb, Tbl NOHNMAaELLb, YTO TaK N eCTb.

C.K.: [la, aTo HeoGpaTuMbIii MPOLIECC, Thl Y>KE BUAMLLb TONbKO 3TOro YenoBeyKa.

®.E.: [la, n 7ol nonana. Ho 310 He KOHCTaTaums gakra, Kak B doTtorpacdun. S
yBaxaro oTtorpadumio. Ho Korga XypoXKHUK, HasbiBaloWmii cebsi XKMBOMMCLEM,
pucyeT no doTorpadun, Kak genarT O4eHb MHOMMe COBPEMEHHbIE XYLOXXHUKMU,
MHE KaXKeTCAa 9TO HenpaBuibHbIM. 1 He nonb3ylcb oTorpaduren Kak
NepPBOUCTOYHMKOM. S cno, em Kawy c yTpa u notom — xon! «3BoHo4ek!
®depeHbKa, HAOO Tam NOpPUCcOoBaTb, TankyM HageHb 1 gy nuwu!». Hapo cebs B aToT
TpaHC Kak-TO BBOAMTb. [1N151 3TOro Hy>KHO BPEMS 1 HA[l0 XXepTBOBaTb NOYTY BCEM.

C.K.: N Bce-Taku, 4To6bl OBUTLCSA HY>XKHOrO Tebe adhekTa, Thbl XOHELLb JOMNOSIHUTD
>KMBOMUCb MHCTannAuuen?

®.E.: ,D,a, Halla 3agada npespatnTb BCe pa6OTbI BMECTE B TOTa/IbHYO MHCTaNNALNIO.
M 4T0bbI 3TO cpoenarb, HaMm H806XO,D,I/IMO JKNBOMNCb NpeBpaTtnTb B 06beMHbIE U
peanncTnyeckne 00bekTbl. N 3a cYeT 3TOro, MHE KaXKeTcs, Y Hac nony4nTca
,D,O6I/ITbCF| TPaHCUEeHAEHTHOCT BOCMPUATUA. Ba)kHO, 4TOGbI MHCTannAaumna crtana
nepexop,H0|7| CTyI'IGHbKOVI N3 Mmpa peasimctn4ecKoro B Mmp >XmMBornncu.

C.K.: Ckonbko B DEencTBUTENBHOCTM 3aHNMaeT popora oo Tex MNCTUHECKNX MecT?

®.E.: Tpu-yeTbipe Haca Hy>KHO NPeononeBaTb 3TV TaK HasbliBaeMble TPOrbI, YHTOObI
Jo6paTbesa Ao nobepexbs. MNogbexaTb Ha MalUVHe Tyaa HEBO3MOXHO.

C.K.: M Hy>kKHO [o6upaTbCst U BO3BpPALLATLCS MELLUKOM?

®.E.: [la, 1 Bce 3TO BpeMs Tbl HAXOAMLLBLCS B CBOEro pofa TpaHce. Tbl Aaxe He
3aMevaellib, KaK Mpoxoduvllb 3TOT MyTb, — CaMO OKPYXXEeHue, cama npupona,
KoTopas OTKpblBaeTca Tebe Kak Harpaga B KOHUe MyTu. 9To Toxe HeceT B cebe
KaKOW-TO CUMBOJINYECKUIA NMOATEKCT.




Sofiya Kovaleva: Is this project, The Path, associated with your personal journey?

Feodor Elizarov: It is, at any rate, an artistic journey, which, apparently, at my age
many people embark on, too. By forty you accomplish a certain coming of age. It’s
a journey, comprising different paths and experiments, in a way, building up your
background and experience, that’s what’s on display in this project.

S.K.: Tell me more about the French Calanques. Why did you choose this particular
place?

F.E.: It’s just that I've spent a lot of time there. The coast itself makes a very strong
impression on me, an archaic impression so personal that as | go to walk there alone
| begin to experience, | could say, mystical moments. This place makes you think
that humans are unnecessary, that is, you are in a place where human frailty and
passions do not matter so much anymore. You get to reboot, to rethink your entire
life and existence itself. | think this was one of the drivers behind creation of this
work. About six years ago, when | started going there, | was in process of working
on another series, and this one turned out to be a sequel. | like to synthesize realistic
narratives with transformed impressions, this was how | got true insight into my
craft. | paint. | do portraits, landscapes, and here—it all got together in a synthesis.
| believe that, whereas the first principle is always realism, all people and all artists
get prompted by an impression.

S.K.: It seems that each painting has been assigned a distinct color.
F.E.: What would it be?

S.K.: For example, some are sandy-yellow, others terracotta, and others yet
predominantly blue.

F.E.: On the road, living in its entirety day after day, in search and in motion towards
a new and interesting place that excites you, finally, everything becomes very
personal—in color and in shape. | didn’t set out to make a green picture here and
a red one there. | think it’s about the place itself: the rock and landscape formations
produce different colors under different lighting. It’s like a filter, which manifested
itself in the color palette of the project.

S.K.: What is the core characteristic of this place? The old age of mountains shaped
by the wind from the ocean?

F.E.: It’s a sea, actually. You can glean there the dialogue between land and water,
sapping the coast for millions of years, turning it into an absolutely mythological
space. Cutting away the rock, boring holes in the formation. All this together turns
into a unique superstructure.

S.K.: You mentioned these places gave you an archaic feel. And you try to embed
mythical stories into your works.

F.E.: It wasn’t on purpose, | don’t work with mythical characters.
S.K.: Some paintings have animalistic images.

F.E.: They’re out there, and as they show up this needs to be reflected. That is,
by the way, the main result of the creation.

S.K.: So you can’t tell me where to look?

F.E.: | could tell you, but that’s the secret. For the viewer at the exhibition to
engage visual thinking, so that he can see his own path opening in each of these
compositions. And as proportions get lost among large objects, this makes possible
a total installation, which will completely immerse the viewer. He will become small
himself, and after, the scale of his perception will change. There is another story here.
Lesha and | wanted to negate proportional scale via the format and the workings
of vision, via techniques based on composition and color. A realist, as you put it,
| could get this done too, but then it would look completely different. That is, the
sea would be the sea, the sky be the sky, grass be grass, trees be trees. Whereas
now we have structures I've been looking for. Color structure compositions. These
are completely different cases, because | myself did compose some realistic views,
collecting bits and pieces of images, fragments of impressions from this journey
and putting them together into a big puzzle.

S.K.: So, not everything was written from life?
F.E.: Sure. Only first impressions got sketched.

S.K.: How can a viewer at the exhibition discover hidden images in the canvases,
random and not so random?



F.E.: Everything’s already in there, the viewer only needs a little nudge. We are, after
all, all magicians to a degree.

S.K.: We can’t give it all away with clues, can we?

F.E.: You don’t have to. Let people come and examine the textures, the paintings,
the ideas behind composition and plastic forms—I think this is important. Isn’t that
the why for making exhibitions?

S.K.: Yes, but sometimes it is also necessary to help the viewer, because the artist
had spent years layering on these meanings, but then the viewer has so much less
time. This is perfectly fine. It is worthwhile then to aid the viewer with context, not
to get lost in guessing or personal impressions. Tell me about the name, The Path.
Is it primarily referring to your physical movement?

F.E.: | would underscore spatial boundaries, there is this component but it’s not
primary.

S.K.: Okay, secondly this is a kind of metaphor—for an artistic journey. Third, a
literal meaning: almost all canvases contain the image of a path. There is a horizon
and a vantage point where all planes converge in the composition.

F.E.: Not all of the paintings have a horizon, and there are different angles of
perspective too. The horizon is not key, what’s key are the different scales that
we employ. You see, across works we used different solutions in composition, it
cannot be generalized. But they are in a way mutually complementing.

To the metaphor of the path, there’s another important aspect. For me, painting is a
craft, and it’s important for me to practice it continuously. | am constantly engaged
in an internal search and dialogue regarding how to exist in this reality as an artist.
What pathways for development of painting in the modern world can | conceive?
Yes, this is my path, but it is also my journey. Journey is a charged word: “My
journey!” I’'m still too young for this.

S.K.: So your work can actually be viewed from different angles?

F.E.: Yes, some of them are like a hologram that can be turned upside down to
produce completely different imagery.

S.K.: Certainly, for example, when instead of a landscape, it looks like a human
figure.

F.E.: But | won’t reveal this yet. It’s a trap. And then, when you actually see it, you
know it’s true.

S.K.: Yeah, you cannot undo it, once you see a man there, that’s the only thing you
get to see.

F.E.: And then you’re screwed. But that’s not registration of fact like in a photograph.
| respect photography. But when an artist, a self-proclaimed painter, paints from
photography, as many contemporary artists do, it seems wrong to me. | don’t use
photographs as a source. | wake up after sleep, get my breakfast in the morning,
and then—hop! “The bell is ringing! Darling Fedor, need to paint, put on your slippers
and go at it!” You need techniques to somehow snap into this trance. It takes time
and sacrifices, almost everything must go.

S.K.: And yet, in order to achieve the effect you want, you supplement painting with
installation?

F.E.: Yes, our task is to make the works here as a whole into a total installation.
And to achieve that we need to make paintings into three-dimensional and realistic
objects. | think this allows us to achieve perceptual transcendence. It is important
that the installation becomes a steppingstone to get from world of realism into the
world of painting.

S.K.: How long does it actually take to get to such mystical places?

F.E.: It takes three to four hours of traversing these so-called paths to finally arrive
to the seashore. It cannot be accessed by a car.

S.K.: And you have to walk there and back?

F.E.: Yes, and all this time you experience some kind of trance. You don’t even
notice how you’re going down this path—the environment itself, the nature itself,
which opens up to you as a reward at the end of the journey. This, too, has a
symbolic subtext.
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XoncT, macno Oil on canvas
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XoncT, macno Oil on canvas
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XoncT, macno Oil on canvas
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Portentum Portentum

2019 2019
XoncT, macno Oil on canvas
70 x 90 cm 70 x 90 cm

orog Ne 1 Study No. 1
2018 2018
XOJCT Ha KapToOHe, Macno Canvas on cardboard, oil

15 x 20 c™m 15 x 20 cm
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1o Ne 2 Study No. 2
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XOnCT Ha KapToHe, Macso Canvas on cardboard, oil
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oTon Study
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Feodor Elizarov (1981, Moscow)

Graduated from Surikov Art Institute in Moscow in 2005 (Studio of Scenic and
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student at Surikov Art Institute in Moscow. Member of the Moscow Union of
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