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[aHHbIN KaTanor n3paH K BeictaBke pucyHkos KOpus Mpadesa «HOpuii Mpayés:
PYCCKUiA Xy0XHUK B Hibto-Mopke».

KOpwuin Mpayes (1937-2000) — pycCKuii XygOXXHUK, MOKNHYBLUUIA CTpaHy B 1977 rogy n aMurpupo-
Baswui B CLLIA. Beiexan na Poccuu, 6ygyydn 3penbim Xygo>KHUKOM, peann3oBasLlummM cebs B pam-
Kax OeKopaTMBHO-NPUKNAAHOro NCKYCCTBA, HO TanaHT prcoBanbLLUMKa 1 XXNBONMUCLA OH CyMen
packpbITb MuLLL B Huto-Mopke. B 2005 roay npoLunv ase nepcoHanbHble BbicTasku KOpus Mpa-
yeBa B TpeTbskoBckol lanepee B Mockse u B Pycckom Mysee B CaHkT-lleTepbypre, cTaBLume
OTNPaBHON TOYKOW B M3y4eHun ero Hacnegus. B 2013 rogy EkatepuHbyprckuin my3en nsobpasm-
TeNbHbIX UCKYCCTB NPEACTaBWA MacLUTabHyH BbiICTaBKy pUCyHKoB KOpus Mpadesa.

MponsseneHnst XyooXKHNKA HAXOAATCS NPEUMyLLECTBEHHO B cobpaHum ero cynpyru E.A. Mpave-
Boii (Hbto-Mopk), a Takke B konnekLmmn FocyapCTBEHHOrO My3es 306pasuTesNbHbLIX CKYCCTB
uMm. MNyLwKnHa, NocynapcTBeHHON TPeTbAKOBCKOW ranepen, flocynapcteeHHoro Pycckoro myses,
EkaTepnHOYprckoro Mysest u3obpasnTenbHbIX MCKYCCTB.

Published on the occasion of the exhibition «Yuri Grachev: Russian artist in New Yorks».

Yuri Grachev (1937-2000) left the Soviet Union in 1977, already a mature artist, with considerable
accomplishments in the field of decorative-applied arts. However, his true artistic talent in painting
and drawing could only be realized during his life in New York. In 2005 Yuri Grachev’s works were
posthumously exhibited at two major Russian museums; the State Tretyakov Gallery in Moscow
and the State Russian Museum in St. Petersburg.

His works are in their permanent collections and also in Pushkin Museum in Moscow

and Ekaterinburg Museum of Fine Arts. In 2013 the Ekaterinburg Museum of Fine Arts in Russia
showed 190 drawings of Yuri Grachev (charcoals, pastel, one-line) that he produced

in New York in 1980s.
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HbIO-MNOPKCKASA MPA®UKA
OPUA TPAHEBA

FOpuii I'paues nokuuyn CCCP B 1977 rony u, sxusst 8 Heio-Mopke, MHOro 1 pasHoo-
OpasHo purcoBail yriieM, haomacrepom, nacresbio. [lepBbie TISATH J1eT — UCKII0YUTEIh-
HO, TIOCKOJIbKY Y HEro He ObLJIO MACTEPCKOI, M035Ke — depeays PUCYHKU HA Gymare
¥ SKUBONIUCHBIE PaOoTHI. [ TaBHBIE KauecTBa ncKyccTBa ['padyeBa, TeM He MeHee, He 3a-
BHICEJIU OT aBTOPCKOU TexHuKHU. Ero pabors! Bceryia ocTphl o popme, SKCIIPECCUBHBI
0 KOMIIO3UTIUY, UCITOJTHEHBI TPOTECKA U OAJTAHCUPYIOT HA TPAHU MEKIY MCKPEHHUM
coIepe;KMBaHUEM OOJeIeHHBIM CyIbOOM ITePCOHAKAM W UPOHUYECKUM IHAPKEM,
MESKIIy IpaMoOi 1 KoMeauen.

Pucyngu I'paueBa mpusieraior, rmpesxkae BCero, mpod)ecCuoHAILHBIM MACTEPCTBOM —
BUPTYO3HOCTHIO (pIOMACTEPHON JIMHUM, KOTOPAs MOKeT 00pHcoBaTh 6e3 OTPhIBA CU-
JIy9T HeJIoON (PUTYypPHI, 1M, C OPYTOil CTOPOHBI, HECKOJILKUMM YTOJABHBIMU IIITPUXAMI
BBICTPOUTE MPOCTPAHCTBO MHTEpPhepa MIU (pparMeHTa TOPOACKOM YIMIILI C TPOTY-
apom u momamu. Eite ogHO BaskHOe MX Ka4yeCTBO — YHHUKAJIbHAs BHYTPEHHSSI CBO-
0oma o0pallleHust ¢ JIUHUWEeHN, ISTHOM, IITPHIXOM, KOTOPas COBEPIIeHHO eCTeCTBEeHHO
BKJIIOUAET U YMEHIEe OIePeThCs Ha OIBIT CBOUX IIPeAlleCTBeHHUKOB. Ilpuuem, rosos
HA HBIO-MOPKCKUE PUCYHKU YIJIeM, IIPeACTABISIONINE IIePCOHAKEN TOPOICKOI0 «IHAY
WIN TeX, KTO OKA3AJICA TaM OJIarogaps HeyJadHOMY CTE€YEeHHIO 00CTOATEeIbCTB — HIU-
X, 0e3MOMHBIX U T.I., — MBI He MOKEM He IIPOYEePTUTL YMO3PUTEIbHYIO JIMHUIO,
YXOIAIIYI0 CBOMM HAYAJIOM B TOBOJILHO gajekue BpeMmeHa Mepounma bocxa u Ilurepa
bpeiirens, JKaka Kanno ¢ ero nmurinom «bemcrsus Boiiub», ®pancucko Ioitn ¢ ero
nerenmapabiMu «Kampuaoc» n «/luciraparec», a ganee TSHyILyocs K 6ojiee 6JIM3KUM
K HaM BEKaM, 3aCTABIAS BCOOMHUTH YHUKAIbHBIX « Huimux» memoorenenHoro pyc-
croro xynoskauka XVIII seka UBana Epmenesa. Cpequ yronbabix pucyHkoB Kpust
I'paueBa BeTpedanuch u apyrue: ropasao 0ojiee ONTUMUCTUYHBIE, MHOTIA MPOHINY-
HbIe, MHOIIA — IIPOCTO HAIIOJIHEHHbIe BHYTPEHHUM II03UTUBOM, HAIIOMUHAS B DTOM
u kauposble pucyHku Ilasna @eporosa u Jleonuma CoroMaTkuHa, 1 HEKOTOPEIE Ce-
PUU BEIIAIOIIUXCS cOBeTCKUX prucoBaabIimukoB 1920—1930 rogos, Hanpumep, Huko-
nas Kynpesaosa, Muxania CokojioBa u Apyrux X COBPEMEHHUKOB.

Pucynru I'payeBa ToHKUM (hromMacTepom, riae 3a0aBHBIX T'POTECKHBIX TTEPCOHAKEN,
IIOAYAC Pa3bIIPHIBAIOIIUX HEOOJIbIINE CIIEHKU, 3HAUUTEIbHO OOJIbIIIE, TAK K€ Cpasy
Y3HaBaeMbl, HO U TaK K€ BCTPAUBAIOTCA B CUJIBHYIO Ipa)uecKyIo TPAIUIIUIO, TIPAB/Ia,
MPUHALIEKAITYIO ITPENMYIIEeCTBEHHO ITpoIiiomy, XX CTOIeTU0. 34eCh €CTh OCHOBA-
HUSA JJISI CPaBHEHUS ¢ IPOU3BeIeHUIMU TAKOI0 ;KaHpa, KaK CHUIySTHAs KapuKaTypa,
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IIe CTOJIb BajKHYI0 Poib chirpann sKam Jitdens, Xepnyd bumerpymn, amepuraHckue
JKYyPHAJILHO-Ta3eTHbIe KapuKaTypucThl. C IPyroil CTOPOHBI, yMEeHNEe 3aKII0UNTD 11e-
JIYI0O MU32HCIIEHY B OJIHY 3aMKHYTYIO JIMHUIO 3aCTaBJIsSeT BCIIOMUHATH O MACTEPCKUX
pucyurax I1a6mao [Iukacco u Aupu Matucca, roe COBpeMEeHHOCTD ITPOTATUBAIA PYKY
kiaaccuke. M, HaKOHeIl, 5T PUCYHKHU B YeM-TO O4€Hb I10-IeTCKU, TPOraTeIbHbI 1 Ha-
MOJTHEHBI ICKPeHHUMU JOOPHIMU UyBCTBAMU aBTOPA.

ITacrenu IOpus I'paueBa — emre oguH MU €ro OPUTMHAILHOK I'paduKU. 31ech TOKe
BCe JIBIIITUT UPOHUEHN, TPOTECKOM, & 9acTo U 100pbiM oMopom. O6pairiaeT Ha cebst BHU-
MAaHIe CMeJIOoe OIIePUPOBAHYE [IBETOBLIMU IIATHAMI, KOTOPHIE KAK ObI PA36pOCAHEI 110
BCeM TMOBEPXHOCTU OYMAasKHOTO JIMCTA, MHOTIA BBIXOAA 34 TPAHUIIEI KOHTYPOB, a MHO-
roa 1 BoBce He coBmagad ¢ HuMu. lTpuxu u auHUM TO JIeIAaT 06beMHYI0 (DOPMY, TO
JINIIL 0003HAYAIOT KOHTYPHI (huryp u mmpeaMeros. IlacrenpHbie paboThl XyTOKHUKA
B Hpio-Mopke opraHnvHO BIUTAIN OIBIT AMEPUKAHCKUX A0CTPAKTHBIX SKCIIPECCHO-
HICTOB, PA0OTHI KOTOPBIX €My TOBEeJIOCHh YBUIETh B My3esX U rajepesx, 1 B 4eM-TO
OKA3a/IMCh CO3BYYHBI IIPOUCXOAUBIINM HAPAJLIIFHO 1 HE3ABUCUMO UCKAHUSIM TAKUX
BBIIAIOIINXCS CIIOHTAHHBIX HEODKCIIPECCUOHNCTOB, Kak sRan-Mumens backua.

Pa6orass B8 CCCP mo smurpanuu, IOpuit I'paueB HakonmI GOJIBIIION KYIbTYPOJIOIH-
YEeCKUU OIBIT, KOTOPHII, C OJHOM CTOPOHBI, OLLI OTPAaHUYEH IJIABHBIM 00PAa30M OT-
€UYeCTBEHHBIM HCKYCCTBOM, JOCTYIIHOM B T'OCY/JIapCTBEHHBIX My3€sX, a C APYyro —
ocTaBajIcs Kak ObI OJI CITY/IOM, ITIOCKOJIBKY OOJIBIITYI0 YACTh BPEeMEeHU XYH0KHUK ObLT
BBIHYK/IEH 3aHUMATHhCSI M3TOTOBJIEHUEM 3aKa3HbIX robeneHoB. st coGcTBeHHOTO
TBOPYECTBA y HETO 0CTABAJIOCH coBceM MaJjio Bpemenu. OKa3aBIIMCh B MIPOIlecce Tie-
peceeHus: B AMepuKy Ha HeKoropoe Bpemsi B Pume, u mosxe, yxe B Horo-Hopke,
I'pagyeB m3yuan eBpoIleiickoe U aMEepPUKAHCKOe MCKYCCTBO OT 310X Bo3poskaeHUs
70 COBPEMEHHOCTH B My3esiX U rajiepesx. Bo3aMosKHO, 110/ BIMSHUEM BIIeYATIEHUIA
OT BCTpeY C IOAIMHHUKAMU BBHIJAIONINXCA TBOPEHUN 3HAMEHUTBIX MACTEPOB STOT
OOJIBIIION OITBIT, YK€ IMPUCYTCTBOBABIIINI B TBOPYECKOM Oaraske XyI0KHUKA, AKTUBH-
pOBAJICS U CTAJI HEOTHEMJIEMOM YaCThI0 €70 aBTOPCKOI'O CTHIIS.

U, Beposaruo, IOpuii I'paues mmeHHO TOrma CMOT CTATh HACTOSIINM HACIETHIKOM
GOJTBIIION ¥ MHOTOTPAHHON XY/T0KeCTBeHHOM TPATUITNU, KOTOPAS BOILUIOTUIACH B €T0
MCKYCCTBEe — HE3aBMCHUMO OT BU/IA U KaHPA, B KOTOPOM PaboTasl XyI0;KHUK.

I'oBopst 06 »TOM, yMECTHO HAIIOMHUTEL OOUH 13 A(opu3MOB y:Ke yIIoMsHyToro sKa-
Ha-Murensa Backua — cocefa HaIIero XyaosKHUKA 110 HLm—ﬂopKy: «Kasxkmast nuaMsa
noapasyMeBaeT HeuTo». He Oyer mnpeyBejimueHrneM CKa3aTh, YTO 3THU CJIOBA B 0OJIb-
L1001 Mepe oTHocATCcA U K rpaduke Opusa I'pagesa, Begp ero JIMHMA HUKOIIA He ObI-
BaJIa CAyJaHON MM Heo6I3aTeIbHOM.

AHOPEW TONCTOW

LOKTOP UCKYCCTBOBEAEHWS, [EAICTBUTESIbHBIN
4eH Poccurickon Akagemun XygoxXecTB



OPNI TPAYEB.
MACTEP PUCYHKA

«Bcio ¢Bo10 JKUBHD 51 TI00UJI PHUCOBATH, M AasKe A0 CAMOI0 KOHIIA...» — IIPU3HABAJIC
B CcBOel xymoskHn4ecKkoii crpactu Opuii I'paues ysxe Ha ucxone sxkuszau 8 2000 romy.

Ero TajaHT pHCOBAIBINNKA B IOIHOM Mepe packpbuics auimb B Heo-Hopke, kyna
OoH sMurpupoBaa B 1978 rooy u roe BBIHYKIEH OBLI HAYaTh C HYJIS CBOIO Hpodec-
cuoHaJbHYI0 Kapbepy. Pertenue yexars n3 CCCP 6b110 MPpUHATO MM CO3HATEIHHO,
HCKJIIOUNTEIBHO Pai 00peTeHns CBOOOAbI B MCKycCTBE. PealbHOCTh OKa3a10Ch Oojiee
CJIOKHOM, YeM MpeJICTABISIacCh U3ajieKa, HO DTO He CTAJI0 MPEeIATCTBUEM JIJIsT TBOP-
YEeCKOT0 Pa3BUTHUS MacTepa, UMEeHHO B AMeprKe 00PeTIIero CBO NHANBU/TYAJIbHOCTD.

Ilepexom I'paueBa OT CTPOTOTO AKAIEMUYECKOTO, KITPABUIBHOTO» CTUJS PUCOBAHUS
K CBOOOTHOMY, HA OHOM JBIXaHUU CIEIAHHOMY U300PAKeHUI0, JIOTUYEeH W HEeUu3-
0eskeH. PrucyHOK — myIia n300pa3uTeIbHOI0 MCKYCCTBA, C HETO HAUYMHAETCS JH00e
Npou3BejieHe, B HEM COCPEe/IOTOYeH HEKUU HepB TBOPYECTBA, JAIOIIUI Ty CTEeHb
CBOOOTBI I HETTIOCPEICTBEHHOCTH, YTO BJIeYeT JII000T0 MacTepa.

OcHOBa UMIPOBU3AIIMOHHOIO PUCOBAHM ['padyeBa — He TOJIBKO IIPUPOTHAS OPraHU-
KA ero TAJIAHTA, HO ¥ 00raThIi IPod)ecCuOHAIBLHEIN OIIBIT B chepe IeKOPATUBHO-TIPU-
KJIQIHOTO MCKYCCTBA, II03BOJIABIINI 3aHUMATHCA YUCTO «(POPMAIBHBIMI» IIOUCKA-
MM B BIIOXY colipeainsMa (abcTpaKTHBIEe roGeleHbl M TKaHU CO3JaBaJIICh UM BMecTe
¢ xeHoit Enuzaseroii B 1960-1970-e ronp! 1aske B paMKax 0(pUIIMATLHBIX 3aKa30B).

CB000OIa MHAUBUIYAJILHOIO BEIOOPA U OTCYTCTBUE 00S3aTeIbHBLIX TPEOOBAHUI B Xy-
noskecTBeHHOM cpeme Hpio-Mopka 3aBepimmim mporece ero OKOHYATEIbHOTO yxoma
oT araJeMUYecKux KaHoHoB. OcoO0eHHO ILIOMOTBOPHBLIMU A1 I'padeBa oKazaauch
1979-1984 ronsl, Korna XyI0KHUK «BU3yaIbHO» ocBansas Hpeo-Mopk.

MHoOroHaIMOHAIBHBIN I'OPOI, KOTOPBII IIOCTOSTHHO «OYPJIMT» HOBBIMU UAESIMU, TEX-
HOJIOTUAMM, CTUJIAMHA, HUKOTJa He CIIUT, IIPMBHEC B TBOPUYECTBO PYCCKOI'0O XyIOKHM-
KA HEOKUIAHHbIE Y HEeIIPUBBIYHBIE [IJIS HEr0 00pashl — HUIIMX, 0€3I0MHBIX, OPOJIAT,
YIMYHBIX MY3bIKaHTOB, HAITOJITHMWJI X OCTpOﬁ OMOIINMOHAJIBHOCTBIO, IICMXOJ/JIOTTI3SMOM.
HedopMupoBaHHbIe JIUIA, IOPOl O€CCMBICIEHHBIE YIBIOKUM — CBOEOOPA3HBINA TeaTp
MACOK, IOJICMOTPEHHBIX B HbIO-HMIOPKCKOI MOA3eMKe, Ille HPUYYIJINBAs Urpa CBeTa
¥ TeHel ImpeBpalaeT Bce B PaHTACMATOPUIECKOe 3PEIUIIe.

IOpuii I'paueB o61ama1 TOHKUM 1 TOGPBIM YyBCTBOM IoMopa. [laske cambpie «TeMHBIE»
MEePCOHAKY €r0 PUCYHKOB BBITVISIAT TEILIBIMU, YeI0OBEUHBIMU, 4 MHOTIA U POMAHTH -
geckumu. OHU — BOILIOIIEHNE He TOJIBKO CTPATaHUN TeX, KTO OKA3aJICsl Ha 000YMHe
SKIM3HU, HO U CBOOOIBI, BeInuns ux ayxa. Mcrmonb3ys 06001eHHbIe KpyIHbIe (DOPMBI,
06;1a4as1 TepoeB B «OATAXOHHBIE» OJIeK/IbI, OH MIPUIAeT UM IrOp/Ibie M03bl, CIOBHO BbI-



SIBJISISI B CBOUX TIEPCOHAKAX MYIPOCTh M BeJimdue OGUOJIeNCKUX MPOPOKOB. B pucyH-
KaxX YYBCTBYETCSI M JyXOBHOE HAITPsKEHUE XY/IOKHUKA, M ero JII0OOBb K UeJIOBEKY:
BCerjia MPpUCYTCTBYET /I00pasi yCMeITKa U YBAJKUTETHHOE OTHOIIIeHVEe K BHYTPEeHHEMY
Mupy oourareseit «1Ha». « OMHOMOMEHTHO» € ApaMaTUIeCKUMU TePOsIMHU, 110 CII0BaAM
ero skeubl Emmzasersr I'padeBoii, posKaalInch U «CBETIbIE», OKPAIIeHHbIE MATKAM
FOMOPOM 00pa3bl — XY/0KHUKA U eT0 Mojiesieid, OpoaAr-1IiupKadeii, SKUBOTHBIX.

[apsamaa B pucynrax I'paueBa cBoGoma, Kasajoch OB, MCKIOYAET «OTJISIKY»
HA IIPeIIIeCTBeHHUKOB, HO B IefICTBUTEIBHOCTH B HUX OOHAPY;KUBAETCS C/IeHOBaAHNE
rpagunuaM. Jleomapmo ma Bumun, Anekcaunp Msauos, Pem6paunr, Ban Ior, ITukac-
co — »TH uMeHa cam I'padeB 4acTo Ha3BIBAJ B CBA3U C MCKyCcCTBOM prcyHKa. K Hum
MO3KHO J106aBUTH lombe, ['oiito, MBana Epmenena, bopuca I'puropeeBa — XymoskHU-
KOB, COCTABJIAIOMINX TPATUIIIIO IPOTECKHOI0 PUCOBAHMS B MUPOBOM UCKYCCTBE.

I'paueB uzbupan Wi prucoBaHUS MaTEPUATLI, MAKCUMAIBHO OJIM3KUE DKCIIPECCUB-
HOMY W300paKeHUI0 dMOITMOHAIHLHOTO COCTOSHUS CBOUX IepoeB — YIrojb, IIACTeIb,
rpauUTHBIN KapaH/aalll, KOTOpbIe He TePIST UCITPaBIEHUH, JIepsKaTcs Ha 0e301mo04d-
HOCTU JBUKEHUS PYKU XYJAOKHUKA, eT0 MHTYUIIUU U 0OTaToil UTpPe BOOOPAKEeHUS.
Xymo;KHUK BUPTYO3HO HCIIOIBE30BAJI Pa3Hble TEXHUKHU U IIPUEMBbI: ;KUBOITUCHOCTD PU-
CYHKa yIJIeM, JIeKOPATUBHYIO U3BICKAHHOCTD IIACTEJIN, JIUHEITHYI0 KPacoTy MI'HOBEH-
HBIX KapaHIAITHBIX HA0POCKOB. EMy ymaBajics u JIETKUI «CTPYKTYPHBIN» PUCYHOK,
POKIAIONINICSA B pe3ylabTare JABIKEHUA M0 (paKTypPHOUN TTOBEPXHOCTH GyMaru Iijio-
CKO TIOJIOKEHHOM YTrOIbHOM MATOUKH, «CTPOAIe» popmy. Takoit crrocod prcoBaHms
MPUJIAET ero 3aBePIIeHHBIM KOMIIO3UIIUAM 0CO0YI0 3(DeMEPHOCTD, APKO BhIPAsKEeHHBIN
YCIIOBHBIU XapaKkTep.

Macrep pucyHKa HUKOTIA He pucoBaji ¢ HaTyphl. PeHoMeHaIbHAS 3pUTEILHASA T1a-
MSATH U BBIPAOOTAHHOE ellle Ha IIKOJIbHOM CKaMbe MAaCTEPCTBO aKaAeMUYeCKOro PU-
COBAHUSA JAIU YAUBUTEIBHBIN I10 IIEJILHOCTU Pe3yIbTaT — OPraHUYHOEe COeINHEHe
BOOOPasKEeHUSA M PeabHOCTH. biaarogapss HAIpPSKEeHHON M300pa3UTEeIbHOM aKTUB-
HOCTU B YCJIOBUSX MOCTOSTHHOM 3aHSATOCTU PadO0TOM, MAJIO CBI3AHHOMN CO CBOOOIHBIM
TBOPYECTBOM, XyI0:;KHUK ocTaBuI 6omee 1000 prcyHKOB, KasKIBIA 13 KOTOPBIX IIPe-
CTaBJISIET COOOM 3aKOHUYEHHOE CAMOCTOSTEILHOE IIPON3BeIeHIE.

IOpuit I'paues paboran CIIOHTAHHO, HEHMCTOBO, CIOBHO IIPeodoaeBas HedTo B cebe
¥ OKPY;KAIOIIeM MIPe 1 SIPOCTHO COIIPOTUBIISSICH HeB3romaM. MuHUMAaIN3M XyooKe-
CTBEHHOTO A3HIKA, OIIEPUPYIOIIET0 MPOCTEUIITNMU DJIEMEeHTaMU — IITPUXOM, TUHUE,
OSTHOM, POKIAIOMIMMU B COBOKYITHOCTU CJIOSKHOE M 00raTroe UyBCTBAMMU IIPOM3BEIe-
HUe, — 0CO0eHHO CBo¥icTBeHeH ero mo3gaumM pucyHram 1998—2000 romos. UmenHo
B DTOT OTPE30K BPEMEHMU, KOTAa XYIOKHUK MY;KECTBEHHO MPOTHUBOCTOSAI CMEPTEeIhb-
HOM 00JIe3HH, HOABUINCH CaMble ITPOH3UTEIbHbIE PUCYHKU, BBIIIOJHEHHbIE KOHTYP-
HOM JUHHEHN, BU3YAJIU3UPYIOIe IIyOOKO JIUYHBIe, II0UYTH 00e3HEeHHbIe BUICHUSI,
OYIIEBHYIO U (pU3UUECKYIO 00JIb, CTPadaHIe.

Mewnee Bcero Opuit I'paueB myman o mpuHAIIEKHOCTH K KOHKPETHLIM CTUJISM WJIN
Mome B mckyccrBe. Ou mpusHasascs: «Korma MmeHst crpalimBaiT, B KAQKOM CTUJIE
s padoTa, A 3aTPYIHIIOCH OTBETUTH, TAK KAaK He Jo0io mramooB. OHU He oTpaska-
0T MCTHUHBI. XYI0KHUK ITOCTOSTHHO Pa3BUBAETCSI, OH MOKET M3MEHSITh CBOI0 MaHepy,
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coXpaHsisi MOJIHOCTBIO cBoe Jiniio. ['py0o roBops, si CKIOHSIIOCH K DKCITPECCUOHU3MY».
JleficTBUTETHHO, 9KCIIPECCUBHASA CTWIMCTUKA OJIVKEe BCETO COAEPIKAaHUIO ero ITPor3Be-
TeHU, HO OHA He OTPAHUYNBAET €r0 MHIANBUIYATLHOCTD. ['padeB IeHMWIT SACHBIHN 3aMbI-
ceJ1, BUZIe B ICKYCCTBe, BhIpakKasch ciaosamu JIbsa Toscroro (mro6umoro ero mcarests
u puocoda), cpejicTBO Tlepeaull «IPYyT IPYTY CBOUX UyBCTBY», KOTOPBIMMU JIIO[IU «3apa-
JKAIOTCST» U KOTOPbIE «ITePesKuBaioT». B ero prucyHKax 5To OIyTUMO B TUAJIOTUYHOCTH,
OTKPBITOCTU: JOMUHUPYIOT 4yBCTBA, TAMHCTBEHHOCTH mpoucxosiiero. Cuma Bo3meii-
CTBUS PUCYHKOB XyJIO;KHHUKA TAKOBA, YTO BUXPb €r0 SMOIIUU 3aXBAThIBAET U 3PUTES.

Kak genoBek n xymoskauk pwuit ['payeB GbL1 MHOroMepeH — B BBICIIIEI CTeIleHU
MAacTep U B BhICIIeH crereHu dyenoBek. Cynpba oTBena eMy JIMIIL IBAIIATE IBA TOHA
1718 ¢cBOGOIHOIO TBOpUecTBa (ceMb U3 HUX OH OBLI TSKeNo 00JIeH). 3a 3TO BpeMs Xy-
JOKHUK CO3aJ1 YHUKAIBHBIN MUP 00pa30B, KOTOPHII HeJIb3sl BIICATH B PAMKH OTHOM
JIMIIH HAITMOHAIBHOM TPAIUIINI — PYCCKOM WIN aMepUKaHCKOM. B cBoeM TBopuecTBe
IOpuii I'paues 0BT 1 aMepUKaHIIEM, U eBpoHeiieM, U pycckuM. Jlyumre ckasats, —
gejioBekoM Mupa. OH GBI TAKOBLIM U 10 0The3ma 13 Poccun, HO J0/KHA OBLIA «IIPO-
pacTu» B ero TBOPUYECTBE 0C00ass TeMa, COOTBETCTBOBABIIIAS €r0 BHYTPEHHEHN TYXOB-
HOI ITOTPeGHOCTH, KOTOPYIO OH Halllel B AMepuKe.

OtrBepsKeHHBIE ITepcoHaskY yiull 1 MeTpo Heo-Mopra, yBUIeHHbIE TVIa3aMU PYCCKO-
o XyIOKHUKA, CTAINA €JUHCTBEHHLIM B CBOEM POJIe TBOPEHUEM, SIBUBIIIIM GO/IBIIIOrO
XYJOKHIKA CO CBOUM BUACHUEM MUPA U I'YMAHUCTUYECKUMU IIOUCKAMU, MHIUBU/ILY -
AJIbHBIM CTHJIEM PHCOBAHUSA, Ybe MM HOJLKHO 3aHATH TOCTOMHOE MECTO B MCTOPUUI
MUPOBOTO MCKyccTBa XX BeKa.

TAMAPA TAJIEEBA

KaHpuvpat nckyccrsoBeneHusi
Kagbegpa ncropum nckyccrs
Ypanbckuii henepasbHbIi YHUBEpPCUTET

11



«FOPWU, TOPN, MOA 3BE3[A...»

Opuii Crenanosuu I'pages (1937—2000) — Beigamomuiica PycCKUil SKMBOIIKCEL]
U GIeCTAILIUI PUCOBAIBIIMK. Ero Hemonras 3eMHass U TBOpYeCKas KU3HDb B AUaMe-
TPAILHO IIPOTUBOMOIOKHBIX IMOJIUTAYECKIX CHUCTeMaX — COIMAIUCTUYECKOM U Ka-
OUTATUCTUYIECKON — sIBJIsieT coboi yamuBuTenbHbiili peromen. Hurrera u roson mo-
CJI€BOEHHOI'0 [IeTCTBA, MHBAIUIHOCTL MATePu, rubeIb Ha (PPoHTe IBAILATIIETHErO
Opara, 3aII01 OTIA U ero TssKeaass cMepTh, Koraa Opuro egsa MCIIoJIHIIOCH IIeCTHA -
ATh, Tparegus: u 6e3picxoqHocThb cyinectBoBadus B CCCP. 3arem — oTuasgHHEBIN 6poO-
COK B JIpyroii MUp B HAJIEKIe TBOPUTD, ITIOCIEIHUI IITaHC B 60ph0e 3a 3BaAHUe XY/I0K-
HUKA ¥ OTPOMHOE HAIIPSKEeHMEe CIJI, KOTOPoe CTOMIO eMy sKusHU. U Bce ske oH mobe-
OWJI U yTBEPIWI ce0s KaK UCTUHHEIN TBOPEII,

B Mocxkse Opuit ['paueB — mpeskae Bcero XymoKHUK IeKOPATHBHO-IIPUKJIATHOIO
HAIIPABJICHUS, aBTOP U MCIOJIHUTEIL MOHYMEHTAJLHBIX TO0EIeHOB U TeaTPAIbHBIX
3aHABECOB B CTUJIE T€OMETPUYECKON a0CTPAKIINI, OPraHI3aTOP BLICTABOK COBETCKOIO
rodegeHa 3a pyoeskoM B KadecTBe mpencrasuresss Munucrepcersa KyabTypsl CCCP.
Kaszanoch GBI, Takasa yoada BEIDAAAET JAIEKO He KaxkaoMmy, Ho Opusa manwiia opyras
«3Be3ma» — BCIO CBOIO KU3Hb OH JI106mI pucoBaTth. B MockBe 5T0 /meaaTh He IIOJTY-
YaJI0Ch — He XBATAJIO BPEMEHU: MHOTOTPYIHASA paboTa IIPUKIATHNEKA, 6€CKOHEYHbIE
XYI03KeCTBEHHEIE COBETHRI U 3aCeJaHUs CeKIITNI OTHUMAIU BCe CIIIEL. Perenue yexarn
OBIJIO TBEPABIM U OCHOBATEIBHBIM, 1 B 1977 roay oH IIOKUHYI POAUHY, & CIYCTS TOI
o6ocHoBauICs ¢ cembeil B Hpio-Mopke. IMeHHO 371€Ch B IIOITHOI Mepe pacKpblIoch ero
TapOBaHIe PUCOBAIBIINKA U JKUBOIIMCIIA.

Vinunas kusap Helo-Mlopra — aukasi, skecToKasi, pasHOIMKAA — IIYGOKO II0-
Tpsicjia ¥ B3BOJIHOBAJIA XYyJTOKHUKA: «IX, eciau 061 Ban-I'or moosiBam B Amepuke,
oco6erno B Hpio-Mopke. MbI 661 yBH/IEIM TOrA elje MHOTO He YMUPAMOLIUX IIe-
eBPOB, BPOJie eIOKOB KapTodesss. A TyT TAKUX €/I0OKOB OUeHbh MHOTO», — MHUCAJ OH
cBoeMy MocKoBckKomy apyry. lOpurio 661710 yiKe COpPOK /IBa rojia, KOT/ia OH HEUCTO-
BO cTaJ pucoBath. «Moe cepbesHoe mpodeccnoHaIbHOE Pa3BUTHE HAYATIOCH TT0CTIe
nepeesna u3 Poccun B Hplo-Mlopr» — oTMeuasn XymoKHUK B MHTEPBBIO KYPHAIY
«Bpemsa u Mer» B 1997 rony.

[Tpu 1o/THOIT 3aHATOCTU «XYTOKHUK BBIXOTHOTO /THSI» B KPATKUM MTPOMEKYTOK MEFKITY
1979-m u 1985 romamu cosgaa ceMbCOT PUCYHKOB B yIjle 1 macreiu. 1o ObLT apKuii
B3JIET — OH PHCOBAJ ¢ OTPOMHBIM yBJIedeHreM, opoio 1mo 5—10 prucyHKoB B geHb. Xy-
TOKHUK HAIIIe] TeMY W CBOII COOCTBEHHBIN CTWIL, 00peTast HerroBTopuMbIii rooc. He-
MaJIOBasKHAsI etautb: mMeHHo B Hpio-Mopke I'paueB BriepBbie crasl oTMedars Bee CBOM
paboTHI CMeITbIM aBTOPCKUM pocuepkoM. B MockBe oH fenair 5To KpaiiHe pegKo, JIUIIb
HECKOJIPKO PUCYHKOB OBLIH Y/IOCTOEHBI IIO/IITUCU TI€Pe/T OTHE30M B HMUTPAIIHUIO.
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I'paguueckoe Hacmene XyaI0KHUKA HEOOBIUANHO BEJIMKO U UCKIIOYUTEIHHO Pas-
HOOOpasHo. Cpeau ero padoT — SKCIPECCUBHBIE 1 MOIIHBIE PUCYHKU yIJIeM, UPO-
HUYHBIE U JIeTKHe PadO0ThI IIACTeIbI0, NU3SIIIHbIe KOMIIO3UIIUY OAHOM JIMHUE!, BOC-
XUITAIoNIe CBOell TOHKOCThIO U nupusMoM. Hambomee 1ebHO 1 BMeCTe C TeM
AMOIIMOHAIBHO HachimeHHoM 011 IOpus I'padesa crana cepust 06pasoB OTBEP;KEH-
HBIX, Cpeay KOTOPBIX YXOAIIAs BAAJIb (PUIrypa OPOasiri, rpoTecKHbIe JINIa HUIINX,
opoasauas co6avu0HKa, MPUIOTUBINATCA Y HOT 6€30MHOT0, U3MOK/IeHHBIN YeI0BeK,
0ecCUJIbHO CKJIOHUBIINICS HAJ MYCOPHOI KOP3UHOIA.

MHorue MOTUBBI TIEPEXOASAT U3 PUCYHKA B PUCYHOK, 1 cefiyac MOKHO BUIETh He-
MaJIo Bepcuil ogHOM 1 Tou ke xommosunuu. IOpuit I'paues HuKorma He pucoBall
C HATYPBI — 9TO Bcerjga coduparejbHble 00pa3bl, BHIIIOJHEHHBIE JIMX0 U YyTh He-
OpesKHO, B KAKOM-TO CTEMeHU Jaaske a0CTPAKTHO, HO KaK KJIACCUYEeCKU HApPHCOBA-
HBI pyku! OH 4acTo ceToBaI, YTO eMy KpaliHe CI0;KHO M300Ppa3uTh PYKU YCIOBHO
n cB0o60IHO (CKa3bIBAJI0Ch MACTEePCKOe BlIaJeHUe aKaJleMUYeCKUM PUCYHKOM, I10-
JydeHHOe B cTeHax MoCKOBCKOM cpegHeil XyI0KeCTBEHHOM MIKOIbI ITPU MHCTUTY -
te um. B.M. CypukoBa), moaToMy 1 B a6CTParupoBaHHBIX paboTax PyKM HepcoHa-
JKell 3a4aCTyI0 BIOJIHE peaJucTudHbl. [[puBep:;KeHHOCTDh KIacCUYeCKON TPagUuIluu
aeMoHcTpupyorT pucyHku «Hwumwmii ¢ curaperoii» (1980), «/Isa 6esmenbHUKa»
(1983), «Xurpen» (1987), roe BUpTyo3HOe BiajeHue JUHUeil 1 TOHKAas CBeTOTe-
HeBas MOJEINPOBKa OTCBLIAIOT K pUCYHKY snoxu Bospoxgenusa (kymup IOpua —
Jleonapno na Bunun). Ho Bmecre ¢ TeM 3To — aGCOTIOTHO COBPeMeHHBII PUCYHOK,
SMOIIMOHAJIBHBIA U BhIpasuTeabHbIN. Kiiaccuueckas BhIydKa ocTaBajach HAIEHK-
HBIM OCHOBaHHEM PadoT MacTepa, OH He pas3 MUCAJ U TOBOPUJI, UTO IIIKOJIA €CTh
IIKOJIA», ¥ OHA IIOMOTAeT, KIIOTOMY YTO €CJIU y YeJI0BEeKa HeT IITKOJIbI, TO OH OOBIYHO
" 1epOpMUpPYyeT XyKe».

B Hsio-Mopke kinaccmueckuit cruinb pucyaka Hpus I'pauesa mperepresaer 3a-
MeTHbIe M3MEHEHNSI, OPraHUYHO BJIMBAACH B PYCIO TPAHCHAIWNOHAIHHOI'O HEO-
sRcIpeccruonuaMa. HamepeHnHoe uckakeHue (popMbl AJIsI MPUOOpeTeHUs: OOJIb-
el o6pasHOM BBIPA3UTEIHLHOCTH, OCTPas MaHepa PUCYHKA U YKCThIe OTKPBITHIE
I[BETA, CMEJIO COIIOCTABJIeHHbIE B PE3KOM KOHTPACTE — BCE ATO YePThI MPUCYIIUA
He TOJIbKO padoraMm I'paueBa, HO U MPOU3BEeAeHUAM aMEePUKAHCKUX 1 €BPOMeiCKUX
HEODKCIIPECCUOHUCTOB BTOPOU moaoBUHEI XX cronerus. aske cBoeoOpasHasa cra-
POMOIHOCTh M TPagUIHOHAIN3M ['padeBa ToKe ABIAINCH MPU3HAKOM BPEMEHMU.
B Hsio-Mopke Torna Ha NHUKe MOMYISIPHOCTH ObLIN HEOIKCIIPECCHOHUCTHI JIKy-
auaH IIaadens u Kau-Muniensr backua. B I'epmanun padoranu 'eopr bazsemuir
n Mapkyc JlomepTii, a HeMeKuil SKCIIPECCUOHU3M 0TPA3UICSI B JKUBOIIMCU MO/~
HBIX HBIO-MOPKCKUX Xymo;KHUKOB. B 1977 romy B BepiuHe o6pasoBaioch KPbLIO
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nBrskenuss «HoOBBIX TURHX», UIE0JIOTOM HeodKcHpeccuoHmusma B Mranum crat
Axunne Borauro Onusa, a 8 CCCP oH passBuBajica B paMKax HeOPMaJIbHOIO HC-
kyccrBa («ApedneBckuii Kpyr» u «HoBble XymoskHUKNI»). PaciiBeT aMepuKaHCKOTO
HeosKcIpeccuoHusma B Hauaiae 1980-x romos cTajl cBoeoOpas3Hoi peakieii Ha 3a-
CUJIbe KOHIIEIITYaJIn3Ma 1 MUHUMAIN3MA, 00€CIIeHUBAIOIINX IIPeIMeT MCKYCCTBA.
HeoskcrpeccuoHUCTHI BBICTYIIAAN € IIPUHIUIINAILHO KOHCEPBATOPCKUMU I103M-
HMUSIMHU BO3POKIEHUS XYyI0KeCTBEHHOTO peMecyia U PagoCTU UCKPeHHero CaMOBbBI-
paskeHus1, BOCCO3AaBas MOTEPSAHHBIN MI( O BBICIIIEM ITPeTHASHAYCHUN XY T0KHI-
Ka. «Begp oueHb 4yacTo He XyHOKHUK yIIpPaBjiseT cBoell aHTazuel, a (paHTa3us
yIpasiseT Xya0;KHUKOM... Hekast BbIcIiast criia, He KOHTPOJIUpyeMasi HU pa3yMoM,
HU JIoTuKoI... 1 yem cBoGoaHee, yeM mpuxoTivBee v 60j1ee CIIOHTAHHO UIET IIPOo-
mecc, TeM 0OJIbIIle MPUOIMIKAETCS XYT0KHUK K UCKYCCTBY», — yTBepskaaJ ['padyen
B OJJTHOM 13 CBOUX MHTEPBBIO.

I'papuueckue o6passl MacTepa Takke OAM3KU PadoTaM IIePBOM BOJIHBI DKCIIPEC-
CHMOHU3MA B €ro KJIACCMYeCKOM HeMellKoM BapuaHTe — rpaduke JpHcra bapiaxa
u Kere Konpsuil. Tak, B HeCKOIBKUX INCTAX, IOCBAIIEHHBIX 3aTOYCHUIO B KOHILIA-
repe, — «Be3 Hazpanusa 1» u «bes nazpanusa 2» (1983) — uzobpaskeHUs TOACKUAX
duryp npeneabHo 0600IIEHBI, a OKPY’KaloIas 00CTAHOBKA CBOAUTCSI K CTPOTON
KJIETKe MeTaJLJINYeCKOMn penmeTKnu-orpaxxKaeHusd. HaKOHI/I‘IHBIe 1 BMeCTe C TeM BOJI-
HYIOIIME, OHU OTCBLIAIT HAC K Ipa(pKe HeMelKUX SKCIPECCUOHUCTOB He TOIbBKO
HA TeMaTU4eCKOM, HO 1 MCIIOJIHUTEILCKOM YPOBHE.

Yronb GBI He €IUHCTBEHHBIM yBJIeYeHUEM XY/T0KHUKa. BTOpbIM U3ITI06IeHHBIM
MaTepuajioMm B rpaduke craja s Hero macreib — MATKAsA U IOJATINBAST, OHA
HachIIaxa padorel Macrepa nperoM. Kak ormeuaer cynpyra xymoskauka E.A. I'pa-
qeBa, KOpuii c10BHO OTABIXaT B 3TUX Pab0TAX OT OITyCTOMIAIOIIETO IpamMaThU3Ma
00pa30oB HUIMUX n 6poasar. PucyHKu macrtenbio — JjierKue, CBETIbIE, ¢ GOJIBIITNM
YyBCTBOM I0MOPA: 3/1€Ch 1 3aJyMUYNBHINA XyTOKHUK B OKPY;KEHUU 09aPOBATEIbLHBIX
OBITITHOTEJIBIX MOJIeJIel, U yepeaa MHOTOYMCIEHHBIX JIUI, U YIUYHbIE MY3bIKaH-
THI, IUPKA4YU U 00Kcepsl. Bece 5T paboThl, pellleHHbIe IIpeaeIbHO IIPOCTO, BeChbMa
OCTPOYMHBI I HEBEPOSATHO METKU IICUXOJIOTUYECKH.

Ynusurensao, Ho pucyHru IOpusa I'paueBa odeHb peaKo MOABIASINCH HA HbBIO-
MOPKCKUX BhICTaBKax. TBopueckass cTparerus Xyd0;KHUKA IPeICTABIsIa COOO0I0
3a0BITHIN Wdeas CIIy;KeHUs HCKYCCTBY, BHE 3aBUCUMOCTH OT HU/ICOJIOTUU U KOM-
Mmepueckoil Beiroanl. IOpuii ['paueB He OB ayTcaiiepoM Mo cBoeit HATYpe, HO CO-
3HATEJbHBIA 0TKA3 OT MPOABUKEHHNS COOCTBEHHBIX PA00OT U y3KUI KPYT OOIIeHUs
XY/TOKHUKA, UCKJIIYABIITNI KOHTAKTHI ¢ KPYITHBIMHU KOJIJIEKITUOHEPAMU U KPUTHU -
KaM¥, M30JIMPOBAHHOCTh Y IPUHITUITUATIBHOE HEBHUMAaHNE K MOTHBIM TOPOACKUM
apT-IleHTPaM OTTOPasKUBAJIU €TI0 TBOPUYECTBO OT OOJIBIIUX T€YEeHUU U IPYHIUPO-
BOK, COXpaHAS MPU TOM HPUCYIIYI0 eMy HEeIIOBTOPUMOCTD. ¥ XYHO0KHUKA OBLIA
CBOSI TITKAJIA U JINYHBbIE KPUTEPUU OIIEHKU COOCTBEHHOTO TBopUecTBa: «B BhICcTAaB-
Kax s cefiuac He yYACTBYI U HU B KaKWe rajiepeu, 94ToObl MPOTAJIKUBATHL CBOU
paboThel, He x05Ky. Ha Bce 5TO s mOKa ILUIIOHY/I U CHOKOITHO paboTaio», — ITHcall
OH B muchMe apyry B 1984 romy.
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Ilo cyirecTBy, OH He GBI BKJIIOUYEH B XyI0KECTBeHHYIO ;KU3HL Beixomies us CCCP.
ITO YHUKAJILHBEII B CBOEM poAe HpUMep, KOrmga TBOPYECTBO MACTepa, BBIIAIAS
13 KOHTeKcTa OJIMKHero okpyKeHus (pyccKoil Xy1oKeCcTBeHHOM DMUTIPAIIUN), CIU-
BAaeTCA ¢ MEKIYHAPOTHBIM XYI0KECTBeHHBIM ABIKEHUEM 1 COXPAHSET IIPU DTOM
YepThl HAIMOHAJIBLHOM caMOOBLITHOCTU. TBOPUECTBO XYHOKHUKA HE YKIATLIBAIOCH
B HONYJISAPHOE B TOT IIEPHUOJ IIOHATHE COBETCKOT0 HOHKOH(Mopmusma. [lymaercs,
4TO CO BpeMeHeM SIPJIBIK «KHOHKOH(OPMUCTA» IIepecTaHeT MPUBJIEKAaTh BHIMAHIE
KPUTHKU, 8 3HAYUMOCTH TOM WJIM UHON (pUTyphl OyIeT OLEeHUBATHCS ITPOIIOPIO0-
HAJBHO ee BKJIaIy B MCKYCCTBO.

ITo camoco3HaHMI0o U TBOPUECKUM IIpeaIiouTeHusaM ['paueB — pyccKUil Xy/T0KHUK,
ciaoskuBInuiicss B Poccuu, HO Kak camocTosiTeIbHAsT TBOpPYECKAS WHIWBUILYATb-
HOCTH OH B TIOJHOI Mepe pacKphuIcs U peammsoBaics yxe B Hpio-HMopke. «Xy-
JOKHUK caM 1o cebGe», OH TaK U He CTaJI aMepPUKAHCKUM aBTOPOM, KaK U He ObLI
PYCCRUM XYOKHUKOM-3MUTPAHTOM, PadOTAIONINM B paMKaX PYCCKOI pesepBa-
nuu. PucyHku mactepa BoOpaiu B cebs 4epThl TPAIUITMOHHOTO M COBPEMEHHO-
'O PYCCKOT0, aMEPUKAHCKOTO U €BPOMNeiCKOr0 UCKYCCTBA, CTaB MX CBOEOOPA3HBIM
cruiaBoM. /IBurasice B pyciie HEOSKCIIPECCUOHM3MA, XY/T0KHUK 00pe CBO HeIlo-
BTOPHUMBII T'OJIOC B CJIOKHOM, MPOTUBOPEUYUBON MOAMGPOHUU OJHOTO U3 MUPOBBIX
IIEHTPOB UCKYCCTBA.

NPUHA PU3HBIHOK

EkatepuHbyprckui My3en
U306pasnTesibHbIX NCKYCCTB
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Huwmii n cobaka
Beggar and a dog
61 x 46. 1979
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DRAWINGS OF YURI GRACHEV —
THE NEW YORK COLLECTION

Yuri Grachev left the USSR in 1977 and, while living in New York, produced a vast
and highly diverse oeuvre of drawings made with charcoal, marker and pastel. During
his first five years in the USA, he created drawings exclusively, because he did not
have his own studio; later, he oscillated between drawing and painting. However, the
main qualities of Grachev’s art emerged regardless of the techniques he used. His
works are always stark in their form, expressive in composition, and replete with the
grotesque; they are poised on a sharp edge between a genuine empathy for his unfor-
tunate characters — and an ironic caricature; between drama and comedy.

Grachev’s drawings capture attention, first of all, with their professional excellence:
his virtuoso marker line can create complete silhouettes in one unbroken move-
ment — or, alternatively, combine a few charcoal strokes to form an interior space,
or a fragment of a city street with pavement and houses. Their other important
quality is a unique inner freedom with which the artist handles lines, smudges and
strokes — a freedom that also easily and naturally draws on the experience of his
predecessors. So, looking at his New York charcoal drawings depicting the denizens of
the city underworld, or those who wound up there due to some misfortune — beggars,
homeless etc. — we cannot help but trace an invisible line leading rather far back in
time: to Hieronymus Bosch and Pieter Brueghel; Jacques Callot with his Les Grandes
Miséres de la guerre series; Francisco Goya with his legendary Los caprichos and
Los disparates; then approaching more recent centuries, evoking the unique Beg-
gars by Ivan Ermenev, an underappreciated Russian eighteenth-century artist. Yuri
Grachev’s charcoal drawings also include different images: much more optimistic;
sometimes ironic; sometimes practically brimming with joyous mood, resembling in
this the genre drawings of Pavel Fedotov and Leonid Solomatkin, and some series
of talented Soviet draughtsmen of 1920s-1930s: for example, Nikolay Kupreyanov,
Mikhail Sokolov and their contemporaries.

Grachev’s thin-line marker drawings, with their amusing grotesque characters, oc-
casionally acting out mini-scenes, are more numerous; they are also immediately
recognizable; and, similarly, they form a part of a strong drawing tradition — only
this time it belongs mainly to the past twentieth century. Here we have grounds for
comparison with the genre of silhouette caricature, influenced heavily by Jean Effel,
Herluf Bidstrup, and American newspaper and magazine cartoonists. On the oth-
er hand, his skill in embracing a complete scene within a single closed line brings
to mind virtuoso drawings of Pablo Picasso and Henri Matisse, where modernity
went hand in hand with classical tradition. And, finally, these drawings hold a cer-
tain childlike quality: they are touching, imbued with the artist’s genuine warmth
and kindness.
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Yuri Grachev’s pastels form another sphere of his unique graphic art. They also ra-
diate irony and the grotesque, and often a gentle humor. They are particularly re-
markable by their bold use of color smudges that seem to be scattered all over the
surface of a paper sheet, at times crossing the contours — or completely ignoring
them. Strokes and lines sometimes build a three-dimensional form; sometimes just
hint at the contours of figures and objects. Grachev’s New York pastels seamlessly
absorb an experience of American Abstract Expressionists, whose works he studied
in museums and galleries; but they also resonate in certain ways with the concur-
rent independent explorations of outstanding spontaneous Neo-Expressionists, such
as Jean-Michel Basquiat.

While working in the USSR before his emigration, Yuri Grachev gained extensive
cultural experience that, on the one hand, was limited mostly to the Russian art
available in state museums, and on the other, seemed to remain suppressed because
the bulk of his time was spent producing tapestries on commission. He had very little
time left for his own works. While staying for a while in Rome (in the process of mov-
ing to America), and later in New York, Grachev studied European and American
art in museums and galleries, from Renaissance to contemporary art. Arguably as a
result of inspiration brought by these encounters with the original works of great
masters, the vast experience that the artist had already possessed was actualized and
became an indelible part of his individual style.

And, perhaps, it was precisely at this point that Yuri Grachev became a true heir of a
vast and multifaceted artistic tradition that crystallized in his art regardless of the
forms and genres he worked in.

Talking about this, it would be appropriate to quote Jean-Michel Basquiat, Grachev’s
New York neighbor mentioned above: “Every line means something”. It would not be
exaggeration to say that these words apply extremely well to Yuri Grachev’'s draw-
ings: his lines were never casual or unnecessary.

ANDREY TOLSTOY

Doctor of Art History,
Full Member of the Russian Academy of Arts
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YURI GRACHEV. MASTER
OF DRAWING

“All my life I loved to draw, and even to the very end...”— with these words spoken
in 2000 Yuri Grachev confessed his artistic passion, when his life was already draw-
ing to its close.

The true scope of his draftsman talent emerged only in New York, where the artist
emigrated in 1978, and where he was forced to relaunch his professional career from
scratch. His decision to immigrate from the USSR was made consciously, solely in
search of artistic freedom. Reality turned out much more complex than seemed from
afar — however, this didn’t hinder Grachev’s evolution as an artist. On the contrary,
in America he found his artistic identity:.

Grachev’s transition from academic, formally “correct” style of drawing to the free, spon-
taneously produced images was logical and inevitable. Drawing is the soul of visual art;
it is an initial step of every work; it harbors a certain creative nerve centre, providing the
degree of freedom and spontaneity that attracts any artist.

Grachev’s improvised drawing style is based not only on his natural talent, but also on his
vast professional experience in applied and decorative arts — a line of work that allowed
him to explore purely “formal” artistic vision during the time, when Socialist Realism
reigned supreme (in 1960s—1970s he and his wife Elizabeth managed to produce ab-
stract tapestries even when working on official commissions).

New York artistic milieu, with its freedom of individual choice and complete lack
of mandatory requirements, finalized his escape from academic canons. The years
1979—1984 were particularly fruitful for Grachev: during this period, the artist was
“visually” exploring New York.

This multinational city that never sleeps, always bubbling with new ideas, technolo-
gies and styles, infused the works of this Russian artist with — for him — unexpected
and unfamiliar images, full of poignant emotions and psychological subtlety: of beg-
gars, homeless people, tramps, and street musicians. Deformed faces, sometimes illu-
minated by meaningless smiles, resemble peculiar masque theatre discovered in the
New York subway, where the grotesque play of light and shadow turns everything
into a phantasmagoria.

Yuri Grachev possessed a subtle and kind sense of humor. Even the “darkest” char-
acters of his drawings radiate warmth and humanity — sometimes even appear ro-
mantic. They embody not only the sufferings of those “left behind” in life, but also
their freedom and greatness of spirit. By choosing sweeping generalized forms, and
by dressing his characters in robe-like garments, he endows them with proud pos-

19



tures, as if revealing in them the wisdom and the greatness of Old Testament prophets.
Through these drawings, we feel both the artist’s emotional intensity and his love for his
fellow human beings: his smile is always kind, and he staunchly respects the inner world
of the inhabitants of the city underworld. According to the artists wife Elizabeth Gracheyv,
together with the more tragic characters, the artist created his “light” and gently humorous
images — of the artist himself, his female models, children, travelling circus actors, animals.

The unencumbered freedom of Grachev’s drawings seems to come “out of nowhere”, as if
the artist had no predecessors. However, they actually rely on tradition. Leonardo da Vin-
ci, Alexander Ivanov, Rembrandt, Van Gogh, Picasso: these names Grachev himself often
mentioned when talking about the art of drawing. To this list, we may also add Daumier,
Goya, Ivan Ermenev and Boris Grigoriev — all artists representing the grotesque drawing
tradition in the history of art.

Grachev chose to work with the materials particularly well-suited to the expressive imag-
ery of his characters’ emotional states: charcoal, pastel, lead pencil — all these tools resist
corrections and depend not only on the artist’s steady hand, but also on intuition and rich
imagination. The artist wielded masterfully various techniques and methods: dramatic
charcoal drawing, ornamental and delicate pastel, and the linear beauty of swift pencil
sketches. He was equally proficient in the lightly “structured” drawing technique, where
the flatly positioned charcoal stick “composes” a form by moving over the textured sur-
face. This style of drawing gives his completed compositions a certain ephemeral quality,
and a distinctive formal feel.

Yuri Grachev never drew from nature. His phenomenal visual memory, combined with the
mastery of academic drawing acquired early in the course of his studies, produced a star-
tlingly consistent result: his drawings organically mix imagination with reality. Through
his frenetic work, carried out under the constant pressure of job responsibilities barely
connected to his artistic endeavors, the artist produced more than 1000 drawings, each a
complete and self-sufficient artwork.

Yuri Grachev worked in bursts, feverishly — as if overcoming some inside and outside bar-
riers and fiercely resisting adversities. His late drawings (1998—2000) are especially char-
acterized for their minimalistic style combining the simplest elements — strokes, lines,
smudges — to create a complex and emotionally rich whole. It was this period, when the art-
ist was courageously battling terminal disease, that saw the creation of his most poignant
drawings, composed from contour lines and visualizing deeply personal, almost morbid vi-
sions, mental and physical pain and suffering.

Yuri Grachev was completely uninterested in being affiliated with specific artistic styles
or trends. He confessed: “When I am asked about my style, I find the answer very difficult,
because I don’t like clichés. They don’t reflect the truth. An artist evolves constantly — he
may change his manner, while fully preserving his individuality. To put it bluntly, I favor
expressionism.” Indeed, expressionist style resonates most closely with the content of his
oeuvre, without constraining his individuality:.

Grachev valued clarity of intention; his understanding of art may be described using the
words of Leo Tolstoy, his favorite writer and philosopher: art is a way to “exchange feelings”
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that “infect” people, who are then forced to “live through” them. This attitude is re-
flected in his drawings in their dialogical and open character: they are dominated by
emotions and by the mysteriousness of what is going on. The impact of these draw-
ings is such that the artist’s emotional vortex easily pulls in the viewers.

Yuri Grachev was as multilayered and complex an individual, as he was an artist —
a truly remarkable master and human being. He was fated to have only 22 years of
artistic freedom (seven of which were spent fighting an illness). This was enough for
him to create a unique world of images, which cannot be interpreted through the lens
of any single national or cultural tradition — either Russian or American. In his art,
he was as American, as he was European and Russian. Or, to put it more precisely,
he was a citizen of the world. He already had this quality even before leaving Russia;
however, for a unique theme truly fulfilling his inner need to emerge fully in his art,
he needed America.

Les miserable of New York streets and subway, seen through the eyes of Russian art-
ist, are a unique achievement of a truly remarkable master, who possessed a dis-
tinctive vision of the world, a striving for humanistic values and a highly individu-
al drawing style. This artist’'s name deserves its rightful place in the history of the
XX-century art.

TAMARA GALEEVA

PhD in Art History
Chair of Art History Ural Federal University
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“SHINE, SHINE, MY STAR...”

Yuri Stepanovich Grachev (1937—2000) was an outstanding Russian artist
and a brilliant draftsman. His brief earthly and artistic existence is a remarkable
phenomenon spanning two radically different political systems, the socialist and
the capitalist one.

His postwar childhood was tainted with many tragic events. Poverty and hunger were
common, Yuri's mother was suffering from a disability, his twenty year old brother
was killed in the war, his father became a heavy drinker dying a difficult death when
Yuri had barely turned sixteen, and the general climate of life in the USSR was that
of tragedy and hopelessness. And then he chose a dash into a different world, desper-
ate for a chance to give birth to his artistic expression. This desire and endeavor, a
huge exertion of energy, did ultimately cost him his life. But in the face of all this, he
emerged victorious and affirmed himself as a true master.

In Moscow, Yuri Grachev mainly worked as an applied and decorative artist, design-
ing and producing monumental abstract-geometrical tapestries and theater curtains.
As a representative of the Soviet Ministry of Culture, he also organized foreign ex-
hibitions of Soviet tapestries. He seemed lucky compared to many, but Yuri was fol-
lowing another star: all his life he loved to draw. He could not do it in Moscow due to
the lack of time: all his energies were consumed by a grinding job of an applied artist,
with endless art council meetings, talks and section proceedings. His decision to emi-
grate was firm and well thought-out, and in 1977 he left his native country, settling a
year later in New York with his family. It was there that his unfettered ability to draw
and paint unfolded at last; his genius was fully realized.

New York street life — savage, cruel, multifaceted — deeply shook and affected the
artist: “If only Van Gogh had visited America, in particular New York. Then we would
have seen a lot more eternal masterpieces such as the potato eaters. And there are
a lot of those kinds of people here,” wrote Grachev to his Moscow friend. Yuri had
already turned forty two, when he started to draw obsessively. “I began to develop
seriously as an artist after coming to New York from Russia,” said the artist in his
interview to Vremya i My (Time and Us) magazine in 1997.

Despite a full-time job,' this “Sunday painter” managed to produce 700 charcoal and
pastel drawings in a short period between 1979 and 1985. This was a blazing rise: he
was drawing with a tremendous passion, sometimes making 5—10 drawings per day.

1. Since 1978, Yuri Grachev worked as a textile designer for Burlington Industries; since 1985 he was a scenic artist at
the New York Metropolitan Opera House.
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The artist found his theme and individual style, discovering his own unique voice.
Another important detail: only in New York Grachev began to mark all his works
with a bold flourish of his signature. He hardly ever did this in Moscow: only a few
drawings were deemed good enough to be signed prior to his departure.

His graphic oeuvre is remarkably vast and highly diverse. Among his works are
expressive and powerful charcoal drawings, ironic and light pastel works, as well
as elegant single-line compositions delightful in their subtlety and lyricism. Yuri
Grachev’s most complete and emotionally charged collection of works is his series
of images depicting the urban poor: a vagabond retreating into the distance; gro-
tesque faces of beggars; a stray dog clinging to the homeless person’s feet; a hag-
gard man wearily bending over the garbage can.

Many motives reappear in one drawing after the other: we can see a lot of versions
of the same composition. Yuri Grachev never drew from nature; his are always
generalized images made boldly and with a slight nonchalance, even somewhat ab-
stractly — but what an exemplary classical rendition of hands! He often complained
that he found it exceedingly difficult to draw hands in an abstract and free-flowing
manner (probably due to his excellent command of the academic drawing tech-
nique acquired during his studies in Moscow Secondary Art School, a preparatory
school for the State Surikov Institute of Art) — therefore, even his abstract char-
acters often have realistic-looking hands. His adherence to the classical tradition
shines through especially in such drawings as Beggar with a Cigarette (1980), Two
Bums (1983) and Sly Man (1987): here his virtuoso line technique and his sub-
tle use of light and darkness clearly reflect the influence of Renaissance drawing
(Leonardo da Vinci was Yuri’s hero). At the same time, these are perfectly modern
drawings, emotional and expressive. Classical training remained a solid foundation
of his art; he often said and wrote that “school matters”, and it helps, “because if
you don’t have a school, you won’t be able to distort so well”.

In New York, Yuri Grachev’s classical drawing style underwent substantial
changes, seamlessly merging with the international Neo-Expressionist move-
ment. He used deliberate formal distortion for the greater emotional impact and
a sharp drawing manner boldly juxtaposed with pure, open colors: these are char-
acteristics inherent both in Yuri Grachev’s works, and in the works of Ameri-
can and European Neo-Expressionists of the latter part of the twentieth century.
Even Grachev’s more “old-school” and traditional features can be interpreted as
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the marks of the time. Back then, Neo-Expressionists like Julian Schnabel and
Jean-Michel Basquiat were all the rage in New York. Georg Baselitz and Markus
Lupertz were working in Germany, and German Neo-Expressionism influenced
the works of fashionable New York artists. In 1977, Die Neuen Wilden group was
formed in Berlin, Achille Bonito Oliva became the voice of Italian Neo-Expres-
sionism, while in the USSR this movement was developing as part of the non-of-
ficial art scene (Arefyev Circle and New Artists groups). The rise of American
Neo-Expressionism in the early 1980s was a characteristic reaction against the
prevalence of conceptual and minimal art — both styles tending to devalue the
very object of art. Neo-Expressionists employed deliberately conservative strat-
egies, celebrating artistic skills and the joy of genuine self-expression, thereby
reviving the lost myth about the artist serving a higher purpose. “For often the
artist doesn’t control his fantasy — it is the fantasy that’s controlling the artist...
It is some kind of higher power, unfettered by reason or logic... And the more free,
and capricious, and spontaneous the process, the closer is the artist to the art,”
stated Grachev in one of his interviews.

Yuri Grachev’s graphic works also show an affinity with the first wave of Expres-
sionism in its classical German incarnation exemplified by the drawings of Ernst
Barlach and Kéthe Kollwitz. For example, in several drawings depicting concentra-
tion camp, Untitled 1 and Untitled 2 (1983), we see the highly abstracted human
figures behind the bare metal grid of a prison fence. Laconic and emotional, they
bring to mind the drawings of German Expressionists, not only in their theme, but
also in the manner of their execution.

Charcoal was not the only medium favored by Grachev. Pastel became his other
drawing material of choice: soft and pliant, it imbued his works with color. Accord-
ing to the artist’s wife Elizabeth Grachev, in these works Yuri seemed to relax from
the devastating drama of beggars and vagrants imagery. His pastels are full of light
and air, and display a great sense of humor: here we can find a pensive artist amidst
the swarm of charming buxom models; or a long succession of faces; or street mu-
sicians, circus performers and boxers. These works, made in the deliberately sim-
plified manner, are very funny and remarkably psychologically astute.

Surprisingly, Yuri Grachev’s drawings were rarely shown at New York exhibitions.
The artist’s personal strategy followed the forgotten ideal of serving the art regard-
less of ideology or commercial interests. Yuri Grachev was not an outsider by na-
ture, but his conscious decision was not to promote his own works. His small social
circle devoid of major art collectors or critics, coupled with his isolated existence
and deliberate disregard for the fashionable urban art scene, served as a barrier
separating his art from larger groups and movements. It also helped to preserve his
unique individual style. The artist had his own rating scale and personal criteria he
used to evaluate his works: “At the moment, I don’t participate in any exhibitions
and don’t go around galleries pushing my works. I rejected that all for now and
simply work in peace,” wrote he to his friend in 1984.
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Yuri Grachev remained essentially outside the Russian artistic émigré milieu. His
position as an artist was unique: his creative work, completely disengaged from his
most immediate environment (i.e., the community of his fellow emigrant artists),
merged with an international artistic movement, while preserving its distinctive-
ly Russian character. Grachev’s art never fit into the mold of the popular notion
of Soviet Non-Conformism. It is to be hoped that the time will come, when the
“non-conformist” label ceases to be a magnet for art critics, and the true signifi-
cance of each and every artist is judged based solely on their creative achievements.
Both in his identity and in his artistic choices, Grachev is a Russian artist, fully
developed in Russia as an artist; however, his unique creative personality unfolded
and was fulfilled only in New York. “An artist in his own right”, he never became
an American master, just as he never was an émigré artist working within the
confines of Russian artistic “reservation”. His drawings fused together traditions
of classical and contemporary Russian, American and European art, emerging as
a seamless amalgamation of them all. Following the Neo-Expressionist movement,
Yuri Grachev discovered his own unique voice among the intricate and contradic-
tory polyphony of one of the global art hubs.

IRINA RIZNYCHOK

Ekaterinburg Museum
of Fine Arts
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IOPUI TPAYEB: EFO CJIOBAMMU

Y3 nucem gpyssbsm, ns Kpeso,
13 3aBeLyaHnst BHy4ke KceHum

Bclo cBOMO XXN3Hb A nobun pucoBatb, N Aa>Ke 0o CaMOro KoHua.

[MaBHOE B XKN3HN — OyXOBHbIi HACTPOW YenoBeKa, 0 KOTOPOM pacckasaTb MoYTH
HEBO3MOXXHO. DTO ero AyLleBHblE COMHEHUS, er0 CTPEMJIEHNS, ero cuia BOW,
BONS K XKMU3HWU, NN ero napeHus. Kaxkablii NpoxoguT CBOW NyTb, MHOMOA OYEHb
TPYAHbINA, MyYUTENbHBIA, N NOCTENEHHO onpeaensieT ans cebs OecaTku u cot-
HU MefibYaliLLInX YepT TOro, YTO OH NMOHMMAET MOA C/TOBOM UCKYCCTBO. ..

...Hal MO3r 1 Ncuxuka, Kak ero yHKUMs, ecTb YacTb npupogpl. OTCcloga Bce
HalM 4yBCTBa 1 Aa)e camble HeOOblYHblE haHTa3un ecTb OTPadKEHNE BCE TOW
>Ke Npupoapl B LUMPOKOM €€ NMOHMMaHUN. XyOOXKHUKY >XXe OCTaeTCcsa Konoccasb-
Hasd paboTa NCKMKYUTENBHON OPraHM30BaHHOCTU M Hanopa, YToObl NPUBHECTN
B XXN3Hb CBOE BUAEHME BCE TOW XXe NMPUpOAbl NOCPEACTBOM UCKyccTBa. Vckyc-
CTBO NEPEXMBAET BCE MNOIMTUHECKUE IMOXN N AAXKe, SABMSASCH X OTPaKEHNEM,
HeceT B cebe YTO-TO, YTO OCTaeTcs BeYHO. BbibuTbCca N3 HULWETLI, a NOTOM 3a-
HATbCS MCKYCCTBOM — yTonusi. MHOrme XygoXXHUKU 3aHMManncb MCKYCCTBOM
napannenbHo ¢ HuweTon. Hago HamTy BO3MOXKHOCTb TBOPUTb MPSAMO Tenepb,
cendac, noka 3gopoB. OTo camoe rasBHoe. CTapaiocb NpoBoaunTb Cyb660Ty
N BOCKpPECEHbE B MaCTEPCKOM — TaK CKadaTb, XyOOXXHNK BOCKPECHOro gHs. o-
cnegHee Bpems 51 6epy eLle ofvH BbIXOOHOW B Cpeny, Tak Kak B TeaTpe Hallem
(MET Onepa) 6tog)KeTHbIN Kpu3nuc. [s MeHs1 3TO NPOCTO CHACTLE.

PrCyHOK Yy MeHs1 naeT nerko, 4yBCTBYHO cebsi B CBOeV Tapesike, U s NoYTK Bcerga
3Halo, YTO MHe Hy>XHO. KOHe4YyHOo, Korga Hapucyellb MHOMo, NMOTOM OfO0NeBaroT
BCSIKME COMHEHNs. .. [puxoguTcs NposiBNsiTb OFPOMHYHO CUIY BONK, YTOBbI yaep-
XaTtbcs. Tenepb s BCe 3TO OTOpachiBalo nerye, 4Yem paHblue. HaBepHoe, cTa-
HOBMMCS B3pOC/ee, a MOTOM, KOraa MHOro paboTaellb NOsSIBNSOTCS BCe HOBbIE
XXenaHusa 1 naen. BbICTaBOK Y MEHSI HUKAKMUX He OXKMAaeTcsl, Aa a9 U He CTpem-
NOCb — BCS 3Ta BO3HA Hapgoena. Pucyto, kak Mory, B NOJIHOM OQUHOYECTBe.
Csoen Tponoi.
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YURI GRACHEV: IN HIS OWN WORDS

Excerpts from letters to friends, from his credo,
and his autobiographical essay dedicated to his granddaughter Xenia.

All my life | loved to draw, and even to the very end.

The main thing in life is the spirituality of a person, his inner struggles, aspira-
tions, will power, and the will to live or to give up. Everyone walks their own path,
sometimes a hard one, an almost painful one, in order to eventually decipher for
himself the hundreds of facets behind the meaning of the word “art”.

...0Our brain and psyche, as well as its function, is part of nature. Hence, all our feel-
ings and fantasies, even the most unusual ones, are a reflection of this nature in the
broadest sense of the word. The artist faces a colossal task of exceptional organ-
ization and force to bring to life his interpretation of nature through a piece of art.

Art transcends all the political epochs, and despite reflecting those epochs,
it contains something intangible that lasts forever. To escape poverty, and then
engage in art, is a utopia. Many artists created their works and lived in poverty all
their lives. An artist must find a way to create now, in the moment, while healthy
and strong. That’s the most important. | try to spend Saturday and Sunday in the
studio — so to speak, a “weekend” artist. But lately, | have been taking Wednes-
days off because our theater (The MET Opera) is going through a budget crisis.
For me, this is pure happiness.

My drawing comes easily to me, and | feel at ease and in my element, and | al-
most always know what | need to do. Of course, if | make many drawings at
once or do a lot of work, | am often overcome with doubts and | have to exercise
a great deal of restraint not to make changes or redo everything. In fact, now,
| am able to resist more than before. Maybe this is because | am older; also when
| work a lot | have more and more ideas and aspirations. As for exhibitions, | don’t
expect any, and in fact, | am not seeking to exhibit. | am tired of all the fuss. So, |
draw as | can, in my solitude, in my own way.

Following my path.
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Ynn4Hbin my3sbikaHt 5. TMUN
Street musician 5.*
45 x 38. 1979
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FOPUIN TPAYEB: EFO CJIOBAMU

CunbHenwmi Tonuok s nonyumn B Hoto-Mopke. C Touky 3peHns XyaoxkHuKa Hito-
lopK YHUKaNbHO UHTEPECHBIN ropof. 3To ropof, KOHTpacToB. Camoe Xe UHTe-
pecHoe ANns XyAoXXHuUKa — obunne SpKux 4enoBeyecknx TMnos. 3aecb cobpa-
JINCb N0V BCEX HaUMOHanbHOCTEN M pac. HacTto KpacoTa Hbro—l7lopKa nNexunT
B 6e306pasunn 1 MHOIOIMKOCTH.

Tak e u nogn. 3gecb MHOro 6€300MHbIX, 60MbHbIX, YANYHBIX 6POAAT U HALLNX.
Ha no6oro 4enoseka aTo Npon3BOAUT CUTbHOE BnevaTtneHne. besgomHbie 1 HK-
Wne 34ecCb AOXOAAT A0 MOAHOrO (M3NYECKOro U YMCTBEHHOro nageHus. A ta-
KX He Bugen Hurae. Kak npasuno OHW OAEThI B MPsSi3b U MHOMMe onyCcTunch -
314ecKn (eCTb AyLLIEBHOBOSBbHbIE U Kaneku). HacTo YepHO-rpsi3Hble NOPTKM 1 OgHa
LWITAHNHA KOPOYe N pasopBaHa CBepxy OOHM3Y. Bce naoyt psoom 6e3 kakom-nm-
60 peakuum — NpPUBLIKIN. HekoTopble, HABpocKBLN Ha cebst ByKBanbHO pyoduLle
13 rpybon poroXKu, MOXOXXM Ha BENMYECTBEHHbLIX OMONENCKNX MEPCOHAKEN; TEM
6onee, LWeBentopa UMEET CTPaLLEHHbIN B1A, 1 3a 60poaoi, n poxy He BugHo. Het
TyT PembpaHara nnn BaH-lora.

9x, ecnv 6b1 Ban-Tor no6bisan B AMepuke, 0cobeHHo B Hito-Mopke. Mbl 6bi yBi-
Aenn Torga eLle MHOro He yMUparoLmx WenespoB, BPoOe €0OKOB KapTodens.
A TYT TaKnx egOKOB O4E€Hb MHOIO.

...Tam HeT cBoero BaH-lora, koTopblii 6bl pycoBan 3T abCoMOTHO AMKNE huUrypsbl,
NONHOCTBLIO YTPAaTUBLUME CBOW YENOBEYECKUA OBNUK, PasfioXManCb MOPasbHO,
MEHTaNbHO 1 hr3nyeckn. Beapb 31O Aarke He ankoronvky 1 He nNpocsawme 6egHble
nogn, 3To NOIHOE MOpPasbHOE 1 (N3NHECKOE ONMYCTOLLEHNE XMBYLLMX HA yanLe —
S IMEI0 B BUAY 6e300MHbIX 6poasr 1 npoymnx. ITa TeMa MeHS TOXKE O4EHb BOJTHYET,
XOTA 51 6onee AeKopaTBHO MbICIIO, HO BCE paBHO, 346€Chb BO3HMKAET Takol YACTO
NCUXONOMMYECKNA MOMEHT... KOrga CMOTPULLIL B rnasa 4YesioBeka, KOTOpbIin nos-
HOCTbIO OMYCTUACS, HO MPOQOSIKAET CMEATHLCS, NYCTb Y 6ECCMbICIEHHO, 3TO NPO-
N3BOAUT CuUNbHeLwee Bnevatnenne. IHorga, ocobeHHO BHavane, Kkorga st TonbKo
npuexan, 8 MHOro pas 6bis1 6yKBasibHO NOPaXKEH STUM 3PESULLIEM.

Huwwii ¢ curapeton
Beggar with a cigarette
70 x 50. 1980
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YURI GRACHEV: IN HIS OWN WORDS

| received the strongest jolt in New York. From an artist’s point of view, New York
is a unique city. It is a city of contrasts. The most interesting thing for an artist is
the abundance of colorful categories of people. The city brings together people
of all nationalities and races. New York’s beauty is often found in its outrageous
character and broad gamut of faces. The same holds true for people. There are
a lot of homeless, sick street people, vagrants and beggars. That would make a
strong impression on anyone. The homeless and beggars here are utter physical
and mental wrecks. | have not seen people like that anywhere.

Their clothes are generally filthy and many are physically devastated (there are
also mentally ill people and cripples). Many wear filthy black trousers with one
leg shorter than the other and ripped from top to bottom. Some who are garbed
in burlap rags look like majestic Biblical characters; that is abetted by their
disheveled hair and beards covering their faces. There’s no Rembrandt or Van
Gogh to be seen here.

If only Van Gogh had visited America, in particular New York. Then we would have
seen a lot more eternal masterpieces such as the potato eaters. And there are
a lot of those kinds of people here.

...But New York does not have its Van Gogh to depict these absolutely amazing
characters who appear to have lost any semblance of humanity and who are men-
tally and physically broken down. These people are not alcoholics, or drug addicts
or poor people asking for help. They are individuals living on the street, — | mean
the homeless, the beggars, who have lost all hope of returning to society. This
subject is of great concern to me, with its pure uninhibited psychological power...
When you look into the eyes of such a person, who still continues to laugh, even
though it may be a senseless laugh, this creates an unbelievably strong impres-
sion. Sometimes, and particularly when | first arrived in America, | was just stunned
by that sight.

OrHu Heto-Mopka 1
The lights of New York 1
68 x 48. 1981
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Huwas 2
The bag lady 2
70 x 50. 1984
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bespgomHble 8
Left homeless 8
65 x 50. 1985
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FOPUIN TPAYEB: EFO CJIOBAMU

...MOXXHO CKa3aTb, YTO KaK XyLOXXHUKY MHE TyT MHTEPECHO, a KaK HOpManbHOMY
NPOCTOMY YeNOBEKY TYT TPYLHO M MHOro nnoxoro. Camoe Tsxenoe — nocTto-
SAHHOE MCUX0NOrMYECKoe Hanpsi>XeHne, 4yBCTBO TPYAHOCTN BbKUBaHUSA. HYeCTHO
rOBOPS, MHE 3TO Y>Xe MONHOCTLI 6e3pasnnyHo, Tak Kak y MEHsSI eCTb TOJIbKO
OfHa Ueflb — 3TO UCKYCCTBO. Tenepb S 4aCTo PUCYHO CTapyX U CTapUKOB B MX
NoSIHeNLEeM MOpPanbHOM 1 (hrU3n4eckom yboxkecTse. S 1 paHbLue nobun puco-
BaTb BCAKMX BpOAAr M HULWMX, Tak YTO ITO TOXKE camoe. BcTpevaroTcsa Takue
CTapyxu — TaKne POXXM U BbIPAXKEHUST; BCE 3TO MHe HpasuTcst. Hbto-lopk nonoH
NOMOTOB B CaMblIX pasHbIX ogexaax, noytn 6e3 Hee, YepHbIX (HErpoB), UCNaHLEB,
WHBaNMAOB BCEX BMAOB, HULLMX, MPOCTUTYTOK U BCEro aToro cépona — Ans xy-
AO0XHMKA OY4EHb NHTEPECHO.

30ecb eCcTb YNYHbIe 6poasivMe MMbI, My3blKaHTbl (MHOrAa Lesnble HebonblLuve op-
KECTpbI), UrpatoLLme Ha camblX pasHbiX, MHOrga haHTaCTUYECKMX NHCTPYMEHTaX.
S BUXKY UX KaXXObIi AeHb, KOTAa BbIXOXKY Ha ynuuy B obef. ViHorga aTo cTpallHoe
Xankoe 3penuile, 6m3koe K Buay HULMX, KOTOPbIX TyT TOXE HaBasioM. ITuX
S1 CKOJIbKO prcoBan — Hu4ero He nosny4yaercs. O4eBUAHO HET HUYEro OCOBEHHO-
rO NPOCTO HAPUCOBATb YEeNOBEKA, UMPAIOLLLEr0 Ha KAKOM-TO UHCTPYMeHTe. Hyxx-
HO ckagaTb 6onbLuee. [oka MHe 3TO He ygaeTcsi.

3necb, ecnv NoTepsis paboTy, O4eHb TPYAHO HaTK APYryto. A y4Ts, YTO KBApTUPbI
O4Y€eHb J0opOorme — YenoBeK MNCUXONOMMYECKN YyBCTBYET cebsi Ha rpaHn KaTacTpo-
bl 1 He BbigepxmBaeT. OTctoaa 60MbLLIOE KONMHECTBO AYLLUEBHOOO0/bHBIX, BbIOPO-
LUEHHbIX U3 XXU3HU Ntofdeit. [ns MeHs1, Kak XyAoXKHMKa, 3TO MPOMafHbIA MaTepuall.

BbespomHbin 1. TMUN
Homeless man 1.*
68 x 48. 1984
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YURI GRACHEV: IN HIS OWN WORDS

Roughly speaking, | could say that as an artist | find it interesting here, but as
a normal, ordinary person | find a lot of things difficult, and there are a lot of bad
things. The hardest thing of all is the constant psychological tension, the difficul-
ty of survival. Frankly speaking, I'm already absolutely indifferent to this, since
| have only one goal — that of art. Now | often draw old men and women in all
of their utter moral and physical destitution. | had earlier liked drawing all kinds
of vagrants and beggars, so this is more of the same. There are also such old
women with these faces and expressions; | like all of that. New York is full of idi-
ots in the most varied kinds of clothes, some virtually unclothed, there are blacks,
Latinos, disabled people of all kinds, beggars, prostitutes and a whole range of
riff-raff — all very interesting for an artist.

Here there are wandering street mimes and musicians (sometimes even small
bands) playing on the most varied, sometimes unbelievable instruments. | see
them every day at lunchtime when | go out. Sometimes this is a horrible and
pitiful sight, similar to the beggars who are everywhere. No matter how many
times | draw them, it doesn’t work. Apparently there’s nothing so special about
drawing a person playing an instrument. You have to say something more. So far
| haven’t succeeded.

If you lose your job here it’s very hard to find another one. And since apartments
are very expensive a person psychologically feels that he’s on the brink of disas-
ter, and can’t stand it. Hence the large number of mentally ill people, life’s cast-
offs. For me, as an artist, this provides a wealth of material.

Y MyCOpPHOI KOP3WHbI 2
By the garbage can 2
61 x 48. 1979
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Huwmn
Beggar
58 x 43. 1985
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OTBEep>KEHHbIN 2
Outcast 2
45 x 30. 1981
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Ynuua Manxun poya
Gunhill road street
70 x 50. 1983
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Okono meTpo
Near subway station
50 x 70. 1983
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HacmelHuk 2

Mocker 2
46 x 38. 1985
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FOPUIN TPAYEB: EFO CJIOBAMU

Bonble BCero MeHs MHTepecyeT cendac NCuUxonorns YenoBeKa, ero Bblparke-
HUE, YNblBKa UM BbipakeHne Bcel cdurypbl. TyT xopowo, 4to Hblo-Mopk —
OrpoMHOEe obunne n pasHoobpasne BCAKUX TUnoB. Camoe XXYyTKoe U CTpaLHO
WHTEPECHOE 0N XYAOXXHMKA 30eCb — 3TO METPO, Huwme, 6pogsarn, KOTOpbIX
TonbKo B Hbto-Mopke 40 Thicsy. OHM XXMBYT Ha ynuLe, 1 Thl X BAOVLLL NMOBCIOAY.
Ho v npocTble, Tak cKkasaTb, HOPMasibHbIE NIV TOXE, HE COBCEM HOPMAaJSIbHbIE.
Y amepuKaHua, Kak npasuno, NoAHOCTBID OTOUTO YyBCTBO Kakon-nnmbo KpacoThbl
B o4eXAe, B NoBagKax, B Noxogke. 34eChb Tbl B AXXYHMSAX U UMEELLb OeNO0 C HaTy-
panbHbIM MPOSABIEHNEM SMOLN.

MHe HauvMHaeT KasaTbCs, YTO amepuKaHel, BoobLLe He 3HAET, YTO CYyLLEeCTBYOT
Kakune-To ugeta. O4yeHb YacTo CTPALUHO TONCTas >XEHLMHA HaOeBaeT sAPKO ca-
naTHOro LBeTa GPOKN B OOTSXKKY, a CBEPXY UCKIIIOUUTENIbHO OFPOMHYIO XXENTYHO
N PO30BYHO pybaxy 1 4acTo C Kpy>XeBamm 1 6aHTaMu, a TO 1 TOro XKe canaTHOro
LBeTa 4YTO U GPHOKM, — 1 MNONYy4aETCsl TaKOW OrPOMHbIN C/TOH, KOTOPOro HUrge
B MVPE He BCTPETULLIb.

Ecnn nocmoTpeTb Ha Kanno BOAbl NO4 MUKPOCKOMOM, YBMAWM Kak 6onblLume
NOXXMPAKOT MaNeHbKNX U CaMn CTaHOBATCSA elle 6onblue. OTO U eCTb CYLHOCTb
XKU3HW. [loKa 4enoBeEK CYLLECTBYET KaK YeNnoBeK, a He unaeanbHoe CyLLEeCTBO,
OH OcTaeTcs Tonbko Ha 50% 4enosekom, a Ha gpyrne 50% OH ecTb 3Bepb.
OT0 A elle CMWKOM MSrKo, CIUWKOM FYMaHHO pasgenun nononam. [nsgsa Ha
Hally COBPEMEHHYIO, Aa 1 NPOLUYIO XXU3Hb, 10-TO NpoueHTOB A 6bl fan ¢ HaTaX-
Kon. Jly4qwimm gokasaTtelbCTBOM 3TOMY CY>XUT OTCYTCTBUE HA 3EMSIE KOMMYHWN3-
ma unn Lapcteuna boxuns. Noka He BbIXoguT.

Cp. 46 Crp. 47

Bpopsra 1 Huwas ¢ Kpy>xkon

Street man 1 Beggarly woman with a mug
68 x 48. 1982 51 x 37. 1985

47



YURI GRACHEV: IN HIS OWN WORDS

Most of all I'm interested in a person’s psychology, his expression, smile or the ex-
pression conveyed by his whole body. It’s good that in New York there is a plethora
of different types of people. The most horrendous and frightening thing for an artist
here is the subway, the beggars, the bums — in New York alone there are 40,000 of
them. They live in the street and you see them everywhere. But even ordinary, ap-
parently normal people are also not quite normal. As a rule Americans have totally
lost any sense of beauty regarding clothes, stance, habits or gait. Here you are in
the jungle and are dealing with a spontaneous manifestation of emotions.

I’m beginning to think that Americans simply don’t know about the existence of
colors. A frighteningly fat woman often wears a pair of blazingly bright and cling-
ing green pants with an enormous yellow or pink blouse, adorned with lace and
bows, or perhaps the blouse is the same blazing green color as the pants. And
the result is a colossal elephant, unlike any you’ll see anywhere else in the world.

When we look at a drop of water under a microscope we see how the large
wriggling particles gobble up the small ones and grow even bigger. That is the
essence of life. As long as man is a human and not an ideal creature, he is only
50% human and 50% beast. In fact, I’d say I’'m being too kind, too humane with
that fifty-fifty split. Looking at our life today — and in the past as well — I'd say
that barely 10% would be closer to the truth. The best proof of that is the absence
of communism or of the Kingdom of God on earth. So far it’s not working.

Y MyCOpHOI KOP3WHbI 3
By the garbage can 3
70 x 50. 1984

C Kpy>xkon 1
With a mug 1
68 x 48. 1984

[Ba 6e3pgenbHuka 4
Two bums 4
50 x 65. 1983
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MeTtpo 2
Subway 2
48 x 68. 1983

C tpybkon 14
With a pipe 14
48 x 38. 1984

[Ba 6e3genbHuka 1
Two bums 1
48 x 63. 1983

MeTpo 1
Subway 1
48 x 68. 1983
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OpuHokuia 1. TMN
Alone 1*
68 x 48. 1981

Bpopsra okono meTpo
Bum near subway station
48 x 63. 1983
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CkuTtaney, 2
Wanderer 2
45 x 30. 1981

Becénble gpy3bs
Happy friends
48 x 63. 1983

Huwas ¢ kpy>kkon
Old woman with a mug
61 x 46. 1980
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Monopas »eHwuHa
Young woman
63 x 48. 1987
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2KeHcknin npogumine 1
Woman'’s profile 1
63 x 48. 1987
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C KpyxkKoi 4
With a mug 4
70 x 50. 1985
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[Boe Huwmx
B Hbto-Vopke

Two beggars
in New York
48 x 61. 1981

[pa 6e3genbHrKa cMeroTes
Two bums laughing
50 x 70. 1983
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Ha nporynke 1 BesgomHble 3
Old couple 1 Left homeless 3
58 x 43. 1980 45 x 30. 1981

Crapyxa ¢ kntokoi 1
Old woman with a cane 1
51 x38. 1979



i =

OBa Huwmnx 1 a
Two beggars 1a
38 x 48. 1982
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Xutpey,
Sly man
63 x 48. 1987
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Kpusoe nuuo
Crooked face
61 x 43. 1984



Becénbin yenosek
Jolly man
58 x 43. 1991

Co cTtonetumem!
Happy 100!
58 x 43. 1984
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Naywmin 1
Man walking 1
45 x 30. 1981
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MonoTo6oel,
Hammerer
70 x 50. 1981



bespomHble 20
Left homeless 20
45 x 30. 1981

YnnyHbin nesey,
Street singer
65 x 50. 1980
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JIMLo >KEHLWMHBI
Woman'’s face
58 x 43. 1982
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MwunnnoHHas ynnua
1,000,000 street
48 x 68. 1983

ﬁ{. bwsher 1243

[No marasnHam

On a shopping trip - ’%rﬂgfﬁ'j-ﬂ'

43 x 58. 1984
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YNN4HBIA My3bIKaHT 6
Street musician 6
61 x 45. 1980

Crp. 68
CakcogoHuncT 3

Playing saxophone 3
70 x 50. 1983
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Ctp. 69

CakcogoHucT 1
Playing saxophone 1
43 x 35. 1983



Be3nomHbI Nof, 30HTOM
Old homeless under an umbrella
68 x 48. 1984
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Ha nytu B cynepmapket
Going to market
43 x 58. 1984

Ctp. 72
Ynu4Hble My3biKaHTbI 1

Street musicians 1
61 x 46. 1983
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Y MyCOpHO KOp3uHbI 1
By the garbage can 1
68 x 48

Ctp. 73

ByliHbIn
Wild man
58 x 43. 1984



MNoxop B MarasuH Cnsawmin 6e300MHbIN 1
Trip to the market Street man sleeping 1
70 x 50. 1981 70 x 50. 1983
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IOPUIN T'PAYEB: EFO CJIOBAMU

Korga MeHst cnpalumBaroT O CTUe B KOTOPOM st paboTato, A 3aTpyaHSAOCh OTBe-
TUTb, TaK Kak He N6 wTtamnos. OHM He OTpaXKaloT UCTUHBLI. Kpome Toro, xy-
OOXKHMK NOCTOAHHO PasBUBAETCS, Y MOXXET MEHSATbL CBOKO MaHepy, COXpaHsas non-
HOCTbiO cBoe MLo. COBCTBEHHO roBOpPsi, OT CBOEro nnua emy He yntu. [py6o ro-
BOpPS, 1 CKNOHSIOCb K 9KCMNpeccrnoHn3my. Jliobnto paboTtatb 6bICTPO, CMOHTaHHO.
CTtapaloCb 3aKOH4YMTb BCE B OOVH Pas, MHa4ve Tepsito OCTPOTY YyBCTB. [OnA MeHs
NnyyLUe NOBTOPUTL Ty XKE TEMY HECKOJIbKO pa3 3aHOBO, YeM nepenenbiBaTb Ha Of-
HOM xoncTte. MHe HPaBATCA CUJbHbIE, YBEPEHHbBIE LUTPUXU 1 Ma3KK, MONOXKEHHbIE
ObICTPO U LWUMPOKO. [103TOMY, MHE HPaBSITCS Yrofb U MACO Kak O4eHb NOABVXKHbIE
mMartepuansl. 1 pegko pucyto ¢ Hatypbl. OHa MEHS CKOBbIBAET CBOEWN HEAOCAraeMoi
KpPacoTOoWN N HEMOCTVXXMMOW CYLLHOCTbLIO. Vicnonb3yto npupoay Kak Tonyok. B atom
cny4ae, s1 HyBCTBYH cebs 6onee cBOO6OOHbBIM.

Kaxxgpih Bevep nocne paboTbl 1 B BbIXOOHbIE S1 PUCYIO U Ha4an nNucaTb Mac/oMm.
[lo aToro 1 MHOro pucoBasn nacTesnbio, a Havan ¢ yrns. Becero s y>xe coenan 600 pu-
CYHKOB; LUTYK CTO MOXXHO BbICTaBNATb.

Tenepb cHacTnme, 4YTO Ha4van nucatb. [loka NoxXBanMTLCS HE MOry, HO YyBCTBYHO
C KaXOpbIM OHEM yBepeHHee. S y>xe NopoLllen K ToYke, Korga He obpalialo BHU-
MaHu1e Ha nponopuun 1 UBeT (B 06bIMHOM CMbICNe cnoBa). KoHeYHO TpyaHo, 3aTo
KOrfa YTo-To noslyvaeTcs — 60nbLuoe yaoBoNbCTBUE. [N MeHs cenvac KynbTypbl
LiBETA He CYLLECTBYET — OHM CnoBa. A faxke Tenepb CTOK 3a NOJHbIN 6ecnopsnok
N OTCYTCTBUE KYSLTYPbl 1 Kakoro 6bl TO H1 6b110 Npasuna.

C1p. 76
MobepunTens 2

The winner 2
50 x 70. 1983
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YURI GRACHEYV: IN HIS OWN WORDS

When I’m asked about the style in which | work | have a hard time answering,
since | don’t like clichés. They don’t reflect the truth. In addition an artist is con-
stantly developing, and can change his style while fully keeping his own voice. In
fact, he cannot get away from his own voice. Roughly speaking, | tend towards
Expressionism. | like to work fast and spontaneously. | try to finish everything
during one session; otherwise | lose the intensity of feeling. | prefer repeating the
same subject several times from scratch to reworking it on the same canvas. | like
strong, confident strokes and dabs, done quickly and sweepingly. That is why |
like charcoal and oil as very flexible materials. | rarely draw from nature because
it humbles me with its unattainable beauty and ineffable essence. | use nature as
a starting point. Then, | feel more free.

Every evening after work and on weekends | draw, and I've started doing oil
painting. Before that | did a lot in pastel, and | started with charcoal. All in all I've
done 600 drawings; about a hundred could be exhibited.

Now I’'m happy that I've started painting. So far | can’t brag about it, but | feel
more confident every day. I’'m already at a point when | don’t pay attention to pro-
portions and color (in the broad sense of the word). Of course it’s hard, but when
something works out it’s enormously satisfying. For me now there is no culture of
color — there are only words. I’'m even in favor of total disorder and the absence
of culture and any kind of rules whatsoever.

Crp. 77
Bbokc 2

Boxing 2
50 x 70. 1983
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CakcohoHucT 2
Playing saxophone 2
70 x 50. 1983
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APYTI'ME TEMbI

Other themes

YI'OJlb
CHARCOAL



XyBOXXHUK 1 6onbluas Mofenb
The artist and big model
48 x 61. 1983

Kosza
Goat
43 x 58. 1984

XyOo>KHUK 1 MOpEeNb
Artist and model
41 x 50. 1981
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IOPUIN T'PAYEB: EFO CJIOBAMU

HepasHO s roe-to npoyen, 4to ans Marmncca Bpemsa Kybusma, oCO6eHHO Tako-
ro yBepeHHoro, nobegoHOCHOro Kak y lNukacco n bpaka, 6110 TsXKenbiM Bpe-
MEHEM, 1 S ero XOPOLLO NMOHMMAaKD. MI3ypoaoBaHHOCTL NPONopUMiA MHE CaMOMy
HPaBUTCH, HO TONIbKO He Torga Korga KapTuHa roBopuT: «CMOTpuU, Kak MOXHO
300P0OBO MU3ypoaoBaTh» N 60MbLUE HAYErO.

YpoamBOCTb OOSKHA CIY)XUTb YyBCTBY, BNeYaT/eHNIO, OO/DKHA UOTU USHYTPW.
A Korpga 3T0O NOBTOPSAETCS B COTHAX KAPTUH, 3TO y>Ke LTaMnoBKa. VIHTepecHo, 4To
B 6OSIbLUMHCTBE 3TN KapPTUHbI O4eHb APO6HbIE, CTOXHbIE, 3anyTaHHble Kak pebychbl.
A TO, 4YTO YeNoBEK MOXET PUCOBATb KNACCUYECKM, C XOPOLLEN LIKOMON, TO 3TO
TONbKO Nomoraet. [oToMy 4TO, ecnn y YenoBeKa HET LLKOSbl, TO OH 0BbIYHO 1 Ae-
dopmMmpyeT xyxe. ITO S 3HAKO NO CBOEN NMPEnoaaBaTeNbCKON OEATENbHOCTU.
[Mo3ToMy, HECMOTPS Ha TO, YTO Y MEHS Takas LKona, 1 COBEPLUEHHO CBOOOAHO
cebs 4yBCTBYHO. MeHs1 He CMyLLI@ET MOS WKona. A pucyto abcontoTHO cBO6OOHO.

Ha BbiCTaBkax cel4ac He y4acTBYK W HU B Kakue ranepeun, 4Tobbl NpoTanku-
BaTb CBOWU paboTbl, HE XOXKY. Ha BCe 3TO 4 noka ntoHyNA U CNOKONHO paboTato.
Cnewntb Tenepb Hekypa. A paboTtato, a Bedepamu, a Takxke B cyb60Ty n BOC-
KpeceHbe pucyto. Pucyto yrnem. lNpouecc pucoBaHns y MeHs1 TaKOW >Xe pPBaHbIiA,
Kak n 51 cam. CerogHsa BCce XOpoLUO, 3aBTpa Bce nnoxo. Ecnn s pabotato gonro,
TO Kak-TO Bce Tepsto. bbicTpas paboTta MeHs 6onblle pa3BmBaeT U s BbiCcTpee
ngy snepea. Npun 6eICTPon paboTe HY>KHO CUTbHO COCPEAOTOUNTHCS HA rMaBHOM
1 6paTtb TONbKO BOGLWEM. CKaxxeM, Tebe HY>XHO n306pas3nTb YPOLIMBYO Urypy
C KPVIBbIMU HOraMu, 1 S [yMato, €Ci CUIbHO 0600LLNTb, TO MOXKET HY>KHO B3ATb
Ha BECb XOJICT 3TV OAHWN KpUBbIE HOMU. ITO camoe TpyaHoe. lNnkacco B 3ToM OT-
HoLLeHUn reHnin. Bcerga y Hero 4yBCTBYETCH YTO-TO, YTO NPOHU3bLIBAET €ro Kap-
TUHY KakKMM-TO €ANHCTBOM, eOUHbIM YYBCTBOM.

82



YURI GRACHEV: IN HIS OWN WORDS

Recently | read somewhere that for Matisse the period of Cubism, particularly the
confident, triumphant Cubism of Picasso and Braque was a difficult time, and | un-
derstand him well. | personally like distortion of proportions, but not when a paint-
ing is saying, “Look how well proportions can be distorted” and nothing more.

Ugliness must serve a feeling, an impression, must come from within. And when this
is repeated in hundreds of paintings it becomes a cliché. It is interesting that most
of these paintings are like fragmented shards, complex and as tangled as a rebus.
And when someone can draw classically and has good school training — that only
helps. Because if someone has not had that training his distortions are even worse.
I know this from my teaching experience. Therefore even though I’'ve had that kind
of school training, | feel completely free. My school training does not bother me.
| draw with complete freedom.

| don’t participate now in exhibits and | don’t go to any galleries to promote my
work. | work, and in the evening and on Saturday and Sunday | draw. | draw in
charcoal. My process of drawing is as fragmented and uneven as | am. Today
everything is fine, tomorrow everything is bad. If | work for a long time | seem to
lose everything. Working fast keeps me developing and | progress faster. When
| work fast | have to focus more intensely on the most important things and gen-
eralize them. For example, you need to depict an ugly figure with crooked legs,
and | think that if you generalize intensively that you may need to devote the
entire canvas to those crooked legs. That is the hardest thing. In that respect
Picasso is a genius. In his work you always sense something that permeates his
picture with a single, unified feeling.
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XyOO>KHUK B CBOEW CTYyAun 2
Artist in his studio 2
43 x 58. 1985

P AR
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i, T B ctyonm 2

omehes In art studio 2
'ﬁ"z‘ 1937 50 x 70. 1984
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XyOO0XKHUK

N rpoTeckHasa Mmogesb
Artist and grotesque model
38 x 48. 1983

MacTepckas xygoxHuka 2
Art studio 2
50 x 70. 1984
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B mbicnsx 1
Artist pausing 1
38 x 48. 1981

B ctygnm
In art studio
43 x 58. 1986
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Xyoo>XXHUK 1 Mogenb
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Artist and model
48 x 68. 1982

2
The artist and model
under the lamp 2
40 x 50. 1981

nog namrnoim
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XyOOXHUK
3a paboToii 1

Artist at work 1
43 x 58. 1985

XyooXHUK 1 mogesb 2
The artist and model 2
40 x 50. 1981



Mopenb B kpecne
Model in a chair
46 x 38. 1980

Xy[OXHUK
1 ManeHbKas mogens 2

The artist and
a little model 2
46 x 61. 1981
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XyOO0XHWK
Artist
46 x 58. 1981

JINnua
Faces
48 x 63. 1983
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XyBOXHNK
1 ABe Mogenmu

Artist and two models
48 x 63. 1985

Ckynbntop
Sculptor
48 x 68. 1984
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Xy[OXHUK 1 Mogenb
Ha HU3KOM CTyne

The artist and model
on a low chair
50 x 70. 1986

XyOo>XKHVK 1 MOZESb
Artist and model
50 x 70. 1983



|
1 | | |

XygoXXHVK 1 Mmogenb 5
Artist and model 5
48 x 68. 1985

XyOOXHWK 1 MOZESb
nog namnom 6

Artist and model
under the lamp 6
48 x 68. 1983
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Artist with his model
40 x 50. 1983
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Jnua >XeHwmH
Women'’s faces
40 x 50. 1983

XyOoXHWK B kadge 2
Artist at café 2
38 x 46. 1985
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Kosa ¢ ntuuen
The goat with a bird
50 x 65. 1983

Taney, 2
Dance 2
46 x 61. 1983
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Lvkne nnsackn 7
Wild dances 7
46 x 61. 1983

Bonk
Wolf
50 x 65. 1992
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[Ovkune nnsackm 2
Wild dances 2
46 x 61. 1983

Oukne nnsickn 8
Wild dances 8
40 x 50. 1983



JNowapak nog nyHomn
Horse under the moon
58 x 43. 1983

[yTelwecTBEHHUKM 2
Travellers 2
30 x 46. 1982




My>XuK ¢ Ko3oi

Man with a goat
48 x 68. 1983
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Russia 2

48 x 68. 1994
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My>xuk n nowapp 1
Man and horse 1
50 x 70. 1981
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XyOOXXHVK 1 CKynbnTypa
Artist with his sculpture
45 x 30. 1983

XyOOXHVIK € nanutpoi 1
Artist with a palette 1
45 x 30

XyOoOXXHVK 1 Mogesnb
Artist and model
40 x 50. 1981



Xyp,O)KHI/IK 1N ManeHbKas Mofenb
Artist and a little model
40 x 50. 1982

XyBoXHWK 3a paboTton 2
Artist at work 2
44 x 58. 1981

103



XyooXXHUK 1 mogenb nog namnon 1
Artist and model under the lamp 1

50 x 70. 1981

C1p.108
Bbe3 Ha3BaHusa 1

Untitled 1
50 x 70. 1983
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Crp. 109

Bbe3 HasBaHus 2
Untitled 2
50 x 70. 1983



XyooXXHUK 1 mogernb B TaHue 1
Artist and model dancing 1
46 x 61. 1984

BeuepHsia 6ecena
Night time talk
43 x 58. 1985
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IOPUIN T'PAYEB: EFO CJIOBAMU

MoyTn BCE niogmn, Yem BonbLLe XXUBYT Ha CBETE, TeEM BonbLUue NOOAT XXU3Hb, XOTS,
XXUTb C rogamMn CTaHOBUTCA BCe TpyaHee. Bosblue 3a60T, 6onbLue 60n1e3HEN, MEHbLLE
BPEMEHN, MeHbLLE feHer. YTO-TO NOX0oXXee NPOMCXOAMT BO MHE NO OTHOLLIEHWNIO K UC-
KyccTBy. Yem 6onbLue s XuBy, TeM 6osbLue 9 N6 NCKYCCTBO. Kak HEBO3MOXXHO
ONpenennTb, YTO TaKOE >XXN3Hb, TaK HEBO3MOXXHO OMNPeaennTb YTO TaKOe UCKYCCTBO.
MHOro n3BecCTHbIX XyOOXXHUKOB, nucatenen, punocodos NbiTaancb gatb onpege-
neHune nckycctay. VI3 Bcex noaxofoB K npobneme NOHMMaHUsA NCKyccTBa, MHe G-
e Bcero nogxop, JieBa Tonctoro. OH roBopus, 4YTO NCKYCCTBO — €CTb nepegaya
YyBcTBa OQHOMO YenoBeka ApyroMy. TyT st MOAHOCTBIO C HUM COrMaceH, U cTapakCb
cfieqoBaTb 3TOMY NPOCTOMY U FreHManbHOMY onpeaeneHunto. Korga pucyto niogen —
MOMM KPEQo CTaHOBUTCA fobpoTa. TyT s onate nocneposatens Jlbea Tonctoro. Ecnu
Yy MEHS1 B PUCYHKax Nopo NosiBASETCA capkasdMm, TO 3TO CKopee aobpas ynbibka nnm
TensbIn OMOP, NO3BONSIOLMNIA MHE CTOSATb Kak Bbl B CTOPOHE, HO C NtOGOBLIO 1 CUM-
natnemn K yenoseky. OTcioga MOe BTOPOE KPeao B UCKYCcCTBe — [obpoTa, noboBb
N CMMMATUS K YeNoBeKY, OCOBEHHO Korga emy TPYAHO.

Korga cMoTpuwb Ha aTod, OCOBEHHO KOTOPbIA AABHO Hamnucan, U BCMOMMHAELLb
3TO MEeCTO, TO TBOM BOCNOMUHAHNA OyayT gapyrue. A nOTOM HayMHaellb pPa3MblLl-
NATb N CTAHOBUTCA KaK-TO HEOOBACHNMO NPUSATHO 1 3TO U €CTb TBOW QYXOBHbINA MUP.
W TBOW 3TI0L, OKa3bIBAETCS KaK 30710TOM KJIKOYMK OT 3TOro Mupa.

Ckaxewm, nepegaTb CHACTbE 1 MOKOW B OKPY>XEHUN NpeKpacHom npupoabl. Bot ecnn
3TUM NMPOHUKHYTLCA U BNucaTb Tyga urypkn, 0CoO6eHHO MaTb C pebeHKOM, KOTO-
PbI YYUTCA XOOAUTb — MOXKET MOy4MTCs 3amedartenbHas Bellb. Ecnn Bce Bpems
NPELCTaBNsATb YTO BOT Ta ropa 3TO He MPOCTO ropa, a npekpacHas ropa, a aToT
OOMUK — 3amMeyaTesfibHbI JOMULLKO M XKEHLUMHA 3Ta 3amMedaTenbHas, 1 OKOLLKO,
1 3abop — TO, YTO-TO Aa nony4ymtcs. Camoe rmaBHoOeE, He YUTW B AeTanu, a YTobbl BCe
aetanu 6biiv NPOHNKHYTbI 3TUM TEM/bIM YYBCTBOM.
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YURI GRACHEV: IN HIS OWN WORDS

The longer most people live the more they love life, though as the years pass that
becomes ever more difficult. More worries, more iliness, less time, less money.
Something similar is happening to me in regard to art. The longer | live the more
| love art. It is just as impossible to determine what life is as to determine what is art.
Many well-known artists, writers and philosophers have tried to define art. Of all the
attempts to understand art Leo Tolstoy’s is closest to me. He said that art means
one human being conveying a Feeling to another person. Here | fully agree with him
and | try to follow that simple and brilliant definition. When | draw people my credo
is kindness. Here again | am a follower of Leo Tolstoy. If sarcasm sometimes makes
itself felt in my drawings it is in the form of a benevolent smile or gentle humor that
allows me to stand off to the side, but it is imbued with love and feeling for a per-
son. Hence my second credo in art: kindness, love and feelings for a human being,
particularly when he is troubled.

When you look at a sketch you did a long time ago and remember where that was,
your memories change. And then you start thinking and it is inexpressible gratify-
ing that this is your artistic, spiritual world. And your sketch looks like the golden
key to that world.

Take the portrayal of happiness and peace in a beautiful setting of nature. If you
are imbued with that and draw in figures, particularly a mother with a child who
is learning to walk, it could become a wonderful thing. If you continually imagine
that a mountain is not merely a mountain, but a marvelous mountain, and that little
house is a marvelous little house, and that woman is marvelous, and so is the win-
dow and the fence — then something will come of all of this. The most important
thing is not to get bogged down in details, and to see that all the details are imbued
with that warm feeling.
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M3 anbboma. dnomactep
From the album. Felt-tip pen
30 x 23. 1978-2000
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2KeHwuHa B wnsne MoaT
Woman in a hat Poet
42 x 35. 1981 43 x 35. 1980
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Ha kavensix 2
On the swing 2
46 x 61. 1985

Matb n guta urpatot 4
Mother and child playing 4
30 x 45. 1981
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XyOOXXHUK C 3K30TUYECKOW MTULEN
Artist with an exotic bird
48 x 68. 1983
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MacTepckas xygoxkHuka 3
Art studio 3
46 x 61. 1983
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XyOO>KHUK 1 CKPOMHas MOAenb
Artist and shy model
46 x 61. 1983
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Kosa ¢ kpacHbIMu poramu
Goat with red horns
48 x 63. 1983

LOunepbl
Dealers
48 x 63. 1983

Ctp. 126

Ynu4Hble My3bIKaHTbI 2
Street musicians 2
50 x 70. 1983

Crp. 127

Ynu4Hbie My3blkaHTbl 1
Street musicians 1
50 x 65. 1983

126



[opoackue nuua
City faces
65 x 50. 1983
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BunsHecmeH 1
Businessman 1
50 x 70. 1983

BusHecmeH 2
Businessman 2
48 x 68. 1983

Ctp. 130

Becénblie Mmy>x4uHa
M XXeHwmHa 3

Man and woman
laughing 3
50 x 70. 1983



KnoyHsbl
Clowns
48 x 68. 1983

LLyTHWKN 1
Jokers 1
50 x 70. 1983

Crp. 131

Bokc
Boxing
50 x 70. 1983
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[Ba xyooxxHvKa un mogesnb 1
Two artists and model 1
50 x 65. 1983

XyOoXXHUK 1 HaTropmopT 1
Artist with a still-life 1
50 x 65. 1982
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XyOoXXHVK 1 MOZenu B ronyoom
Artist and models in blue
100 x 70. 1987

XyOOXHVK B roflybom, Mofesb B PO30BOM
Artist in blue, model in pink
100 x 70. 1987
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XynoxXHVK Ha 6epery
Mops 3

Artist on the sea
shore 3
50 x 70. 1982

XyOOXHMK
1 po3oBasi Mofesb

Artist and pink model
48 x 63. 1983
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Tpoe ¢ curapamu
Three men

with cigars

48 x 68. 1983

Linpk 6
Circus 6
50 x 65. 1983
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TwartensHoe
n3y4eHne mogenu 1

Close study of a
model 1
50 x 70. 1985

XyOOXHMK
1 ero obpasbl 2

Artist with his images 2
50 x 70. 1987
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[vkune nnscku 4
Wild dances 4
50 x 65. 1985

Oukne nnsickn 7
Wild dances 7
50 x 70. 1983
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Mogenb B 6enom
Model in white
46 x 59. 1982

Mopgesnb B 4EpHOM Kpecne
Model in a black arm-chair
50 x 65. 1982
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Konnern
Corporate friends
48 x 68. 1983

B ctygun 1
In art studio 1
45 x 60. 1982




CT1apasi >XeHLUMHa C KHUrom XyOoOXXHVK 1 MOZEeSb C 3€1EHbIMI BOIOCaMun
Old woman with a book Artist and model with green hair
100 x 70. 1987 50 x 70. 1982
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DUrypHbIin Nonér
Acrobatic flight
50 x 65. 1983
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lony6as mogens
Ha nonocatom oHe

Blue model on pink
striped floor
50 x 65. 1982

XyOOXHWK C pO30BON
1 3eNEHON MoaensiMm
Artist with pink

and green models

50 x 70. 1986
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Xy[QOXKHVK Ha necTHuLe
1 po3oBas mogens 3

Artist on a ladder
with pink model 3
50 x 70. 1982

XyOooXXHVK, Mogenb
1 rony6oin ctyn
Artist, model

and blue chair

50 x 65. 1985
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Nnua 1
Faces 1
48 x 63. 1983

XyBOXHMK
1 HaTIOPMOPT 2

Artist with a still-life 2
50 x 65. 1982
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Bbinble BpemeHa
In days of old
50 x 65. 1983

XyOOXHUK
Ha 6epery mops 4

Artist on the sea shore 4
50 x 65. 1982
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Ovkune nnsackn 1

Wild dances 1

48 x 68. 1982
XyLoXKHMK C PO30BOiA Ctp. 150
MOZENbIO U CTYNOM YANYHbIA My3bIKaHT
Artist with pink model and chair Street musician
50 x 70. 1982 50 x 70. 1985
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CTapast >XeHLLMHa C KJTOKOW
Old woman with a cane
100 x 70. 1987
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Bcto cBOIO XN3Hb 4 ntobun pucosatb,
N ga>ke Ao caMoro KoHua.

All my life | loved to draw,
and even to the very end.



1960

OCHOBHbIE OATbl XKU3HW
10.C. TPAHEBA

Poguncs B Mockee 13 okTab6ps 1937 ropa.

Yuunca B MOCKOBCKOWN cpegHen XyooXXeCTBeHHOW LWKoe npu flocynapcTeeH-
HOM uHCTUTYTE MeHn CypukoBa (1950—1956) y A.l. LLlopyesa, A.O. baplwia
1 B MOCKOBCKOM TEKCTUNIbHOM MHCTUTYTE Ha (PaKysnsTeTe NPUKIagHOro UCKycC-
ctBa (1957—1963) y B.B. lNo4untanosa n B.M. LLlyraesa.

PaboTtan B cneynansHOM XyAoXXeCTBEHHO-KOHCTPYKTOPCKOM 6topo B oTAene
AM3arnHa NpOoMbILLNIEHHOIO NHTepbepa (1963—1964), B oekopaTnBHON CeKLUN
kKomMbuHaTta npuknagHoro nckycctea B Mockse (1969—1976). BeinonHan 3aka-
3bl OpraHM3aunin Ha TeaTpasnbHble 3aHaBecChl, robeneHbl. [penogasan XXneBo-
NMUCb N PUCYHOK B MOCKOBCKOM TeKCTUSIbHOM UHCTUTYTE (1964—1969).

Ynen MOCXa (c 1970).

Y4yactBoBan B MOIOOEXHbIX BbiCTaBkax B [lome xyaoxHunka Ha KysHeukom Mo-
CTY, BO BCECOIO3HbIX BbICTaBkax B MaHexe, B BbICTaBKax XygOXXHUKOB MpuKiaa-
HOW cekuumn B [lome xyaoxkHnka Ha berosoin. B kavecTse ycTponTens BbICTaBOK
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1956

robeneHoB oT MuHucTepcTBa KynbTypbl nocetun MNonbluy (1974), Mnguio (1974),
BeHrputo (1975). TBopyeckue komaHoupoBku oT Coto3a XyaoXKHUKOB B [1om
TBOpYecTBa B A3uHtapu (1971—1972). YyacTHUK MeXayHapOaHOro CUMMnosuny-
Ma no robeneny (18 ceHTabps — 15 okTabps, 1974) Ha 6a3e [oma TBOpyecTBa
B 3uHTapu (cm.: dekopatmnsHoe nckycctso CCCP, Ne 3 (208), 1975).

B 1977 rogy BmecTe ¢ ceMben amurpuposan B CLLUA. XygoXxxHuK no gekopa-
TUBHBIM TKaHAM B TEKCTUNBHONM dupme BepnuHrtoH (Burlington) B Hito-Mop-
ke (1978—1984). B 1984 rogy npoLuen KOHKYpC 1 6bin NPUHAT B NpPO¢Co03
TeaTpanbHbIX XygoXHukoB HOHanTag CuHuk aptucte (United Scenic Artists).
Pa6oTan B TeaTpanbHbix MacTepcknx Hbto-lopka. XyaoxKHUK cLeHbl B MeTpo-
nonuteH-onepa (1986—1995). B ceHTsabpe 1998 roga npowwna nepsas 1 no-
cnegHaa B Xn3Hu KOpua Mpadesa nepcoHanbHas BbiCTaBka B ranepee «lpero-
pu» B Hbto-Mopke. B 1999 rogy nocetn Mocksy u MeTepbypr.

CkoHuancs 30 nioHs 2000 roga B Huto-Vopke.
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A SHORT BIOGRAPHY
OF YURI GRACHEV

Born on October 13, 1937 in Moscow, Russia. Studied at the specialized
secondary Moscow Art School — a preparatory school for the Surikov Moscow
State Academic Art Institute (1950—1956). The school was known for its
demanding artistic curriculum and for maintaining classical artistic traditions.
Several of Yuri’s teachers, such as Schorchev, Barsch and others, were students
of great Russian 19th century masters, including Korovin and Savitsky.
Studied at the Moscow Textile Institute, Faculty of Applied Arts (1957—1963).
His teachers, Vasiliy Pochitalov (painting) and Vladimir Shugaev (composition),
recognized and supported Yuri’s talent and influenced his artistic development.
After graduating from the Institute, Yuri taught drawing and painting there
(1964—1969). He also worked in the Moscow Bureau for Applied Design,
focusing on interior industrial design (1963—1964).

Admitted into the Moscow Union of Artists in 1970. Worked as an artist in
the Department of Applied Arts in Moscow (1970—1976). Made tapestries and
theatre curtains commissioned by various state organizations. While a member
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1970

of the Moscow Union of Artists, Yuri encouraged modernization of Soviet art,
moving away from socialist realism towards freedom of artistic expression.
He gained much respect and support among his colleagues and in Moscow’s
artistic circles, and was a leader and active participant of various exhibitions
held abroad, including in Hungary, Poland and India.

Emigrated in 1977 from the Soviet Union with his wife and daughter. Lived
in Rome, Italy while waiting for a visa to the United States. On April 26, 1978
arrived to New York City with his family. Soon after his arrival, and until 1984,
Yuri worked as a textile designer for Burlington Industries.

In 1984 Yuri was admitted to the United Scenic Artists Union and began to
work for various New York City theaters and performing arts centers. Worked
as a scenic artist at the New York Metropolitan Opera House (1986—1995).In
1998 Yuri had a one-man show at the Gregory Gallery in New York City. In 1999
Yuri made his last trip to Russia to visit his school friends.

On June 30, 2000 Yuri died at the age of 62 in New York City.
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NMEPCOHAIJIbHbLIE BbICTABKU

«lOpuin [payes: pycckuii xyaoxxHUK B Hbto-Mopke», EMUW, EkaTepuH6bypr,
5 ceHTabps—27 okTsa6ps, 2013.

«Opun Mpayes: peTpocnekTusa», ', 'PM, Mocksa, CaHkT-lNeTepbypr,
MapT—man, 2005.

«lOpuih [payes: xuBonucs, rpacduka», Manepes peropu, Houto-Mopk,
ceHTabpb 1—30, 1998.

FPYMNMNOBbLIE BbICTABKU

«Pycckoe nckyccteo: 1980—2000», NHTAPT — (poHA, pyCCKOro NCKyccTBa,
YrusepcuTet Maiic, Hoto-Vopk, 2000.

«Ha cTeHax kopnopauun», Koprnopauus ManxaTtaH TpaHcdep, Hbto-Mopk, 1999.
«Bctynnenve B 1997 rog», LleHTp OusanHa, BawmHrtoH, OucTpukT Konymbéus, 1997.

«[Mepexopn;: 20 pycckmx XyaoxXHnkoB B Habncko», Mysein kopnopauumn Habncko,
Hbto-I>xepcu, 1995.

«[pynnoBasi BbICTaBKa XyooXXHUKOB XX Beka», Myaen koprnopaunn Kpacgann,
Hbto-Mopk, 1994.

«ExxerogHas BbicTaBka rpagukm n ckynbntypbl», My3sein YHusepcuteta bonn
Crant, HpnaHa, 1984.

«4-51 BbICTaBKa >XMBOMNCU N CKYNbNTYPbI», YKPAUHCKNA UHCTUTYT AMEPUKMN,
Hbto-Nopk, 1981.

Pa6oTbl HaxopsaTes B focypapcTBeHHON TPETbAKOBCKO ranepee,
locypapcTBeHHOM Pycckom mysee,

locynapcTeeHHoM My3ee n3o6pasntenbHbix MCKyccTB uM. A.C. MywkuHa,
EkaTepuHbyprckom mysee n3obpasutesibHbIX NCKYCCTB,

B YacTHbIX cobpaHusix B Poccum n CLLA.

™M locypapCTBEHHbIN My3el n306pasnTeibHbIX UCKYCCTB
um. A.C. MywkuHa

rr locypapcTtBeHHasn TpeTbsikoBckas Manepes

rPM locypapcTeeHHbln Pycckuin myaeii

EMUN EkaTepunHOyprckui My3seli n306pasmnTesibHbIX NCKYCCTB

PaboTbl BbINONHEHBI Ha Bymare
Pa3mepbl paboT ykasaHbl B CaHTUMETPax
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“Yuri Grachev: A Retrospective”, The State Tretyakov Gallery, Moscow, Russia,
March 16—April 17, 2005.

“Yuri Grachev: A Retrospective”, The State Russian Museum, St. Petersburg,
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“Annual Drawing and Small Sculpture Show”, Ball State University Art Gallery,
September—November, 1984.
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Works on paper
All dimensions are in centimeters
* The Pushkin State Museum of Fine Arts, Moscow, Russia
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