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Hepa3srapgaHHbin
CnoHem

AHTOH YCrneHckuin

XauT CnoHem — BeCk Ha BUAY. ITO KaXKETCA C NepPBOro 83rAaa 6e3ycnos-
HpiM. Ero paboTsi HaxoasTes B Gonee uem 100 my3esx Mupa, B TOM Yucne
B KDYMHELINX, TakiMX kak MeTpononuTeH 1 Mysei amepuKaHCKoro uc-
KyCCTBa YWTHU. TONBKO MEPCOHaNbHbIE B0 BbICTaBKM OTKPLIBAOTCS Ha-
(e OfHOro pa3a 8 Mecall. [TonoTHa OTNMUHO BNWCHIBAIOTCS B Aoporve
vHTEpbepbI, Ux NtoBAT 3HameHvTocTy. K npumepy, bpyk LLnnpac sassns-
eT: «5 BoMbLLas NOKNOHHWLE XaHTa, 70 KapTiHbl 3KCTPaBaraHTHO Urpy-
Bbi, HO HUUYTb He cnawi@sei» . Cam XyAOKHMK OTKPLIT Ana obulerus:
He n3beraet XypHanuCToB, LEAPO AAET MHTEPBLIO, 0NYCKAET ChemoY-
HbIE TPYNNbI B CBOM TBOPUECKME W INUHBIE NOMELLEHWS, UYTh N1 HE Kax-
[ast KOMHATA [IOMa W KDKAbIA AELMMETP XONCTOB He pa3 NPoiaeHb!
XULLHBIM B3rMAAOM MaCcC-MefWiHbIX oniepatopes. OH yCnewHo nH-
CTanANpyeT CBOK NPOEKThI B 0BLLECTBEHHbIE NPOCTPAHCTEE, TUPAXN-
pyer vx 06pasbi N5 AEKOPATUBHbIX TKaHewH, ofoes v nocynbl. Uto xe
. kacaeTcs 06pa3sos 1 COARPXKaHMR ero KapTyH, TO OHW NULLEHbI ABHOW
3arafky, NPOBOKALMM UMW BbI30BA, UCMONHEHD! B TOM ypaBHOBELLIEH-
HOM CTaHKOBOM CTWNE, O KOTOPOM MaTvcC roBopu/: «Kpecno Ans rnasy.
CrienatHble ¢ )KMBOMMCHOM MasCTpueld, Ha ynauHom GanaHce Mesxiy
HEO3KCPECCUOHM3MOM 11 [EKOPATUBM3MOM, MPU TPOTATENLHO k-
. MANUCTUYECKOR TemaTuke... Bpofe bl He 33 4TO ¥ 3aUenuTeCa KpuTi-
yeCKOMy B3rnsagy, — BCE Ha NOBEPXHOCTW. KPUTUK Takoro xyAoxHuia
. BBIFAAAMT NPaKTUUYECKM KaK «KanuTaH ouesraHoCTY. Ho 8 He NpuBbiK
. [oBepATH NOROBHOM OUEBMAHOCTI, He NO3BONsET NpodeccnorantHas
NPAaKTUKA, @ TAKKE AABHNLUHAR YBEPEHHOCTL B TOM, 4TO 6onbLuoit Xy-
| QOXHUK COCOBeH YAMBUTE, NOCKONbKY 06n1agaeT TeM, UTo Ha3bIBALTC
«obpatHas cTopoHa JlyHbi», KOTOpas CKPbIBAETCA 33 CHAHVEM APKO
OCBELIEHHOM YacTH.

l0BOROM K MOWNCKY ITOW HEOUEBMAHOM CTOPOHbLI CrioHema, npu
8CEV €10 OTKPBITOCTY Y TPO3PAvHOCTA, CTANO0 TO, YTO A YCNOBHO HA308Y
HW3KOM BANEHTHOCTBIO. «BaneHTHOCTL» — TaK s 0603Hauato KauecTso,
| IPUCYTCTBME KOTOPOTO MO3BONAET COBANHWTL OAHOTO Xy[OKHMKA
€ OCTanbHbIMW Ha KapTe UCKYCCTBa B LIENom. BbICOKan BaneHTHOCTE —
IHAUUT BOIMOYKHO NerKo HallTi TOUKM KOHTaKT3 1 CLIeNAeHNs, Npocne-
WTH MIMHWAW HANPSXKEHWS U CBA3M, N0 KOTOPbIM BbIMCKVBAKOTCA POA-
CTBEHHbIE TUMAXW U BLICTPANBAETCS KFEHE3NOrNYECKOE APEBOY, d NH-

AVBUAYaNbHOCTL OTAEMBHOTO TanaHTa 0bHapy)K1BaeT U3BECTHbIE CXOA-
. (TBa C TEUEHUEM VNIV FPYMON, MO0 WK WKONOW. B cnyuae XaHTa
CROHEeMa C ero BaneHTHOCTbLIO Aeno 0BCTOWT HE TaK NpoCTo, M GAHOTo
. AWLLIE 3TOFO NOBOAA AOCTATOMHO 4715 0BCTOATENBbHOIO Pa3rosopa o Xy-
JIOKHUKE.

Camblil V3BECTHBIM Y GaNbHWA 70 «POACTBEHHWK) — JHAM Yopxon,
CrpaseaanBEc YNoMUHAEMbIN BBUAY TOTO, YTO BBEN B CTUICTHKY CO-
BPEMEHHOTO VICKYCCTBE MHOKECTBEHHbBIE choTonz0bpaxKeHns, NPUy M
HAC K MyNBTURMVLMPOBAHIIO U AYBNMPOBAHUIO BU3YanbHbIX ofipasos
1 3HaKoe. Ha 3TOM AVCKYPC 0 CXOACTBE CTUA TBOpUecTBa Cnoxema u

npuemax non-apra MCTOLWReTCH, NOCKONbKY CBA3b HOCUT O4EHb obuwmn
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Unsolved
Slonem

Anton Uspensky

With Hunt Slonem, what you see is what you get. At first glance, this
seems indisputable. His works can be found in more than 100 museums
around the world, including major ones such as the Metropolitan and
the Whitney Museum of American Art. He has solo exhibitions opening
all over the globe. His canvases look great in any expensively decorated
room, and many celebrities love and collect them. For example, Brooke
Shields declared, “I'm a big fan of Hunt's work. It's whimsical without
being too sweet.”* The artist himself is accessible, He does notrun from
journalists; he generously gives interviews and allows film crews into
his work and personal spaces — nearly every room of his house and every
inch of his canvases have repeatedly been under the predatory glare of
mass-media cameramen. He has successfully installed his projects in
public spaces and licensed their images for decorating fabrics, wallpaper,
and porcelain dishes. His images and content of his paintings are free
of overt puzzles, provocations, or challenges, dorie in the balanced kind
of painting style that Matisse called “something like a good armchair
which provides relaxation.” He paints masterfully, with a successful equi-
librium between Neo-expressionism and Decorativism, inspired by na-
ture and the animal world.

There seems to be nothing to catch a critical eye — everything is on
the surface. A critic of such an artist fooks almost like “Captain Obvious.”
But | am not used to believing such cbviousness; my professional prac-
tice does not allow it, and neither does my long-held belief that a major
artist is able to astonish us, as he has that which is called “the dark side
of the moon,” hidden behind the glow of the part that is brightly lit.

The motive behind this search for Slonem's hidden side, despite all
of his openness and transparency, was what | tentatively will call “low
valence”. By “valence”, | mean the quality whose existence allows us to
connect one artist with the rest on the map of art as a whole. High va-
lence means that it is possible to find easily the points of contact and
cohesion, to trace the lines of tension and connection through which re-
lated types are sought out so that the “family tree” can be filled in. The
individuality of a talent finds a certain similarity with movements or
groups, trends or schools. In Hunt Slonem's case, things with his valence
are not so simple, and this alone is reason enough for an in-depth con-
versation about the artist.

The most famous of his “distant relatives” is Andy Warhol, who
should be mentioned because he introduced multiple photographic
images into the style of contemporary art, making us accustomed to
the multiplication and duplication of visual images and signs. With this,
discourse on the similarities of Slonem's art style and Pop-Art ap-
proaches ends, as the connection isone of a general character and not
of major significance; for half a century, all postmodern artists have
taken advantage of the replication of images in the Warho!l mold. An
important artistic impulse came (this the artist himself admits) from
joseph Cornell's assemblages, his shadow boxes with birds, but their




XapaKTep 1 He MMEEeT PelLarouiero 3HaueHns. Bce nocTmoaepHmcTCKie
XYAOKHUKA yoKe NOJIBEKa SKCANYaTUPYHOT TUPaXNPYeMOocTh n306pa-
KEHHA N0 YOPXONOBLKOMY NaTeHTy. BaXHbIi TROPUECKMIt VMIY/ILE Npuy-
Len (8 YeM 1 Cam XyAOXHUK NPUIHAETCH) OT accambaskeii [xozeda
KopHenna, ero npoBonouHbix GOKCOB € NTMLAMM, UTO He NOANEXUT Co-
MHEHWIO, HO CKA3BLIBAETCA B NNaHe OTAANEHHOTO FeHe3Nca, CKPLITOro
BANAHNA Ha PAHHWE 3TaMkl CTAHOBNEHWA MUPOBO33peHus CroHema,
OMPEASNEHUS rPaHULL €ro XyA0KECTBEHHOro apeana. Tak uTo 3Tv cna-
Bbie CLienneHns, 3T1 «BaneHTHbIe CBAINY OCTaHTCH, HAa MO B3r18[, Ha
nepuhepun ero XyaoKHUYeCKoi NHOVBUIYANEHOCTH.

Cibepbi ennsiHns 6onee cunbHble U 3HaUMMbie — 370, KOHEYHO, fieT-
CKWI M KOHOLLIECKIIA OMbIT, U IPEXAE BCEro B 0BNACTM HaKOMeHNs BUW-
3yanbHoro penosutapus. OTely XyROXHYIKA, MOPCKO# oduLiep, MHOro
nyTewecTeosan, Hein ¢ cembel B Mekcuke 1 Ha MaBafickux OCTpoBax.
Crynentom CRoHem >un 1 yuuncs B cronuue Hukaparya Manarya, o
E€CTb OKa3bIBANCA NOBCEQHEBHO NOTPYXKEH B MUP Pa3HOOBPA3HOro K-
30TUYECKOrO NaHAWahTa v ero XUBOTHBIX nonynaumia. Kak cnpasea-
/IVIBO yKa3blBAtOT MHOTWE NCCNE[oBaTeNy ero TROpYecTsa, He3 37oro
OnbITa He N0ABMNOCH bl Cneumdurteckoe BHUMaHMUe 1 No6oBb K 3K30-
TaM ANBOTHOMO MMpa, 0coBeHHO K NTuLam. Ha Mol B3rnsag, ecTs ewwe
OAMR KaHan Hakannmeanns wHGopMauuy, npuuem Gonee obuiero 1
rnyBoKoro AeRCTBMS, 370 — 0ByueHue rnala e «wkone Horan», 3anoKeH-
Has B FOHOCTY NPUBbIYKA K MHTEHCUBHOCTM KONOPUTA, KOTOpas nosxe
CTana 0cobeHHOCTBIO NAanMTPLI KUBOMUCUA U AaXKe NICUXONOrMYEeCKUM
MYHKTYMOM (0 yem Byaet ckasaHo Hmke). OnbiT CylecTBoBaHMS 1 pa-
BoTbI B MHOM MeCTe, reorpathuuecki CMeLLeHHOM HaMHOTO HOXKHEE Nu-
60 BOCTOMHEE MPUBLIYHOTC OBUTaHMS, nepemMeHns1 UBeTosyro 1 0bpas-
HYIO KOAMPOBKY MHOMECTRA XyAOXXHMKOB: Ban-Tora, Kak 13BecTHo, npo-
Bygun Apnb, forew Bypro cchopmuposancs s MonnHesuu, Pembo sbi-
6pan cebe Apen, Baiipon Goroteopun Mpeymto. Ha yposHe u3uku
MIHOV YTO/N CKNOHEHUR CONMHEUHbBIX NYUeii 1 nx TIPE/IOMNEHUE B MECTHOMN
BO3AYLIHOW Cpefie 06pasytoT 06beKTUBHO MHbIE 3aKOHbI OMTUUYECKOrD
BoCnpuATUA. Mcuxonoruyecknii 3hhekT HOBU3HBI OT SK3OTUUECKMX
06pa3os, BOIHMKAIOWMIA y KaXKROTO 3puTens, BOCMUTAHHOrO B 3anag-
HOW NepLenTUBHOM TpaauumMm, CTaHOBUTC PELUZOLWIMM MOMEHTOM
B TPOLECCe KaTann3aui i (hOpMNPOBAHIMS TMUHBIX KONOPUCTUYECKIX
fipeanouTeHuin. He COMHEBatOCk, YTO TaKOM «WIKONOM Hora» ansa Cno-
HEM3 CTaNu MeCTa ero IOHOLECKMX NyTeLIECTBUA.

MpodeccronansHoe craHoBneHme XyoKHVKa CBA3aHO Gonee Beero
CKypCamu NoBbILLIEHWUS KBANWDUKALMU B NPECTKHON AKaneMUM u-
BOnWCK v ckynenTypel 8 Ckayxurere (wrat Man), rae CnoHem exogun
B KPYF 0BLUEHMS TaKMX MaCTEPOB AMEPUKAHCKOrO MCKYCCTBa, Kak Jlyu3a
HegenbcoH, Anekc Kau, Puuapn 3crec u [ikek NesuH. OgHako 370 Gii-
110 BNUsAHKE OBLLEKYNETYPHOIO 1 LLEXOBOTO Niana, Ges HENoCpeaCTBEH-
HBIX CTUNVCTYECKIX CTLIKOBOK. B 1973-M CrioHem, UTo HasbiBaeTcs, e-
pet cyabby B cBOM pyKu: credys npasunam HYMEPOSIOTAW, UIMEHSET
& CBoei hammunin Bykay «i» Ha «e» n Nepeeaxaer Ha MaHxaTtTeH, rpe
HaUWHACT BbICTPANBATL CBOM YHWBEPCYM XYLOKHMKA, NPUUYEM KaK B Ne-
PEHOCHOM, Tak 1 B BykBanbHOM cmbiche,

OrpomHbIi KMPRMYHBIA NOGT, FIe YyTh MeHee CTa KOMHAT U fno-
tanb 0kono 3500 METPOB, CTaBLUKI MacTepckol CIOHeMa, NOCTeNeHHo
HAMOMHANCA S(EKTHBIM ¥ HEOBbIUHBIM COREPIKAHUEM: CTEHbI UHTEH-
CHMBHOTO KONOPUTA, aHTUKBAPHAA MeBENE 1 KaPTUHBI W TUraHTCKWIA aBra-
pUiA, B KOTOPOM OBMTAET CTONBLKO NTUL, YTO TOABKD A5 UX KOPMAeHus
Tpebyerca 3aTpatuTh NaTh yacos. MpubasuTs cloaa [EKOpaTUBHOE W3-
0BMNUE KMBOMMUCHBIX U CRYNBATYPHBIX pabot asTopa — cneynduuHoCTL
M YHUKanbHOCTb 3TOT0 XYAOXKHUYECKOTC MPOCTPaHCTBa OCTAB/IAET CUMb-

effect can be felt in terms of a remote genesis, a hidden influence on the
early stages of the formation of Slonem’s worldview, the determination
of the boundaries of his artistic range. So these weak bonds, these "va-
lence connections” remazin, in my view, on the periphery of his artistic
individuality.

The spheres of influence that are stronger and more significant are,
of course, his experiences in childhood and youth, and primarily his ex-
perience in the realm of collecting a visual depository. The artist's father,
a naval officer, traveled a lot, and spent time with his family in Mexico
and the Hawaiian Islands. As a student, Slonem lived and studied in Ma-
nagua, the capital of Nicaragua, so every day, he was immersed in the
world with a diverse landscape and its animal population. As many peo-
ple who have studied his work have rightly shown, without this experi-
ence, his specific attention on and love for exotic wildlife, especially
birds, would not have arisen. In my view, there is another channel for
the accumulation of information, and a more general and deeper activ-
ity. It is the training of his eye in the “school of the south,” his inclination
toward an intense color palette, established in childhood, which later
would become a distinguishing characteristic of his palette as a painter
and even a psychological fixation.

The experience of existing and working in another place, displaced
geographically much further south or east than one’s usual habitat,
changed the color and visual encoding of many artists. Van Gogh, as is
well known, was awakened by Arle; Gatiguin was formed in Polynesia;
Rimbaud chose Aden; Byron worshiped Greece. At the physics level, a
different angle of declination for the sun's rays and their refraction in
the local air form objectively different laws of optical perception. The
psychological effect of novelty from exotic images that arise in every
viewer raised in the Western tradition of perception becomes a crucial
moment in the catalyzation and formation process of personal color
preferences. | do not doubt that his travels in youth served as such a
“school of the south” for Slonem.

His formation as a professional artist is associated primarily with a
residency at the prestigious Skowhegan School of Painting and Sculpture
{Maine}, where Slonem came into contact with such masters of Ameri-
can art as Louise Nevelson, Alex Katz, Richard Estes, and jack Levin. This
was, however, an influence in terms of general culture and craft, without
direct stylistic links. In 1973, Slonem, as they say, took his fate into his
own harnds. Following the rules of numerology, he changed the letter "
in his last name to “e”, and moved to Manhattan, where he began to
build his artistic universe, both figuratively and literally.

An enormous 3500-square-meter brick loft with nearly 100 rooms
became Slonem’s studio that was gradually filled with spectacular and
unusual contents: walls of intense color palette, antique furniture and
paintings, and a gigantic aviary that housed so many birds that just feed-
ing them alone took five hours. Add to that abundant paintings and
sculptures, and the specificity and uniqueness af this artistic space
would leaves a powerful impression, and it is mentioned as a mandatory
point of the program in any media and informational material about
Hunt Slonem. But we should not dwell on the obvious and accessible or
on the tightly constructed representative environment, the quality of
which is reminiscent of a system of defensive fortifications and traps for
those who love to unlock the secrets of an artist quickly.

During the process of studying the publications and materials about
his persenality and art, | had a strong feeling that 1 was not the only one
who was bothered by his spectacular nature, obviousness, and seeming
openness for interpretations. Henry Geldzahler, distinguished American




TocTuHas 8 macrepckoit XanTa CnoHema & Bpyknune, Huto-Mopk, ¢ konnekyueit NPEAMETOB 12 CTEKNIZ
aMepUKaHCKON Upmbl «BAEHKOY, M3TOTOBNEHHbIX & 3ananHoi Bupokunum
Slonent's American Blenko Glass Collection in the Sitting Room of his Brooklyn, New York studio.

The Blenko glass objects were made in West Virginiia

HefLUee BeyatneHme, 4To OTMEYaeTCs Kak 06s3aTenbHbIl MyHKT npo-
pammbl B N0BOM MEANIHO-UHDOPMALIMOHHOM MaTepuane o XawTe
CnoHeme. OfiHaKo He CTOWT NOAPOBHO OCTAHABNUBATLCA H3 CUEBUAHOM
¥ BOCTYIMHOM, Ha NAOTHO BLICTPOEHHOW PEnpe3eHTaTUBHON Cpene, Ka-
HECTBO KOTOPOM HaNOMUHAET CUCTEMY 3aLUMTHBIX YKPENAEH Wi 1 NOBY-
LUEK ANA TeX, KTO 0BMT BbICTPO pasrafbiBath 3aragKu XyAOXKH KA.

B npouecce uayyeHns nyBnuKayuil v MaTepUanoes o ero AMUHOCTH
¥ TBOPUECTBE Y MEHRA YKPENWNOCh OLLYLEHME, YTO HE MEHA CGAHOTO
CrioHem cmylLaeT CBOe CNeKTaKyNSAPHOCTbIO, OUEBUAHOCTBLIO U KaK Bbl
PACKPBITOCTLIO ANA MHTEPNPeTaumit. Tak, UMERUTbLIN KPUTUK 1 KypaTop
Terpw lenbguanep gUarHoCTUPOBan ero NPYem MHOXECTBEHHOTO No-
8TOpa 06pa3os: 6abouex, KPOMMKOB W NTUL Kak obceccnio 2. Yro xe,
CUHAPOM HaBA3UMEBDBIX HEMPOW3BONBHbBIX HEXENATENbHBIX MbICIEN UK
WVIREN, OT KOTOPbIX TPYAHO 136aBNTHCA, CBOMCTBEH NMOUTH KaXKA0# TBOp-
HECKOW AnuHoCTY, ¥ CAIOHEM BpSA N1 UCKNFOUeHMe. BO3MOXHD, 4TO
AR5 HETO 3TUONOTUUECKUM (PaKTOPOM CTaN KOHCTUTYLUMOHHO-TUTONO-
TVYECKIM, CKa3anuch aKUEHTYaLMM NMUHOCTY AW XapaKTepa, Hanpu-
MEP TOT BU3YanbHbIM W MCUMXONOTVIHECKIIA KOMNNEKE, KOTOPbIN Chopmu-
POBana s BMAE HaBA3UMBbIX BOCNOMWHAHWI YNIOMAHYTas BbILLE «lUKONa
toran. MHe e KaxeTcs 6onee NONHOKPOBHbLIM UHOM UCTOUHWK 3TOO
DUPMEHHOIO NpUeMa XyA0XKHMKa, KOTOPLI CKalan B oHoi 13 Gecen
ana xypHana Interview: «Mosropenve 06pasos Mapunus unu GyTeinok
«KoKa-KONbI» NOBAUAND Ha MOE TBOPUECTBO, OHAKO MOM NOBTODPEHMS
CKOpEE CUMBONU3MPYIOT pedipeHbl B MONUTBE... S 81Ky B 3ToM Boro-
nounTaHuen . NoBTOPEHNA Kak MONTUTBEHHbIE PEPEeHb! MY MaHTPLI —
BOT 371eCk NOKA3anock YTo-T0 MyBbuHHOR, MOANUHHOE, NcXoasLyee 13
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art critic and curator, diagnosed Slonem’s approach of numerous repe-
titions of images (butterflies, rabbits, and birds) as an obsession.* Well,
the syndrome of compulsive, involuntary, unwanted thoughts or ideas
that are difficult to shake is innate to almost every artist, and Slonem is
hardly an exception. It is possible that for him, the etiological factor was
constitutional and typological, manifesting itself in the accentuation of
personality or character, for example, the visual and psychological com-
plex that took shape in the form of invasive memories of the “school of
the south” mentioned above. Another source of the artist's signature ap-
proach that seems to have more validity to me is the one he talked about

in a conversation for interview: "l was influenc

ed by Warhol's repetition
of soup cans and Marilyn. But I'm more interested in doing it in the sense
of prayer, with repetition... it's really a form of worship.” s Repetition as
a prayer or as a mantra — this seemed to be something profound, au-
thentic, emanating from an internal individual rhythm, resistant to the
higher impulses of the conscious and the professional.

The artist/worshipper of God is a rare type, if he exists outside of the
system of confessional art production. In contemporary art, one finds
diligent theomachists of all schools, exploiters of pagan rituals, and par-
odists of Christian rites; sometimes, you come across someone blinded
by the demiurgic passion of the loner, like Baudelaire: “Q, my likeness,
my master, take my curse!™+ Worship also invelves other virtues, the
most important of these is work for the glory of Gad, notably humble
work, like that of 3 seamstress who spends years embroidering an altar
cloth for a church. it is lowly labor ministry, self-denying immersion in
the existential process, without ambitions for the self and the compet-



BHYTPEHHEA UHAWBIAAYANEHON PUTMIEKIA, CONPOTUBNRAOLLEICH BEPXHUM
VIMINY/bCam CO3HATE/TbHOTO U MPO(ECCUOHANBHOTO,

XyRoxXHUK-BoronouunTatent — pefKui TUNax, CNu OH CylLecTayeT
BHE CYCTEMbI KOH(ECTMOHANBHOTO XYA0KECTBEHHOIO NPOU3BOACTBA.
B contemporary art pacnpocTpatieribl Tnaxm npunesxHsix GorobopLes
BCEX HANPABNEHUIA, SKCNYaTaTOPOB A2bIYECKUX PUTYANO0B, NapOfMCTOR
XPUCTUEHCKVX OBPAROR; HOTAA BCTPEYAETCS OCMENNeHHbli gemuyp-
TMHECKIM 333pTOM OAMHOMKA, Kak y bopnepa: «bpocatotiuit TeopLy
CKBO3b MPEMCNOAHM Nnama: Mo PaBHbii, MO rOCNofb, NPOKNsTHE
Tebe!"» 4, BoronounTaHue noapasymesaeT TakKe npoune nobpopeteny,
TM3BHOM M3 KOTOPbIX NOYNTAETCA TPYA BO Cnaey BeeBbiuHero, npuyem
TpyA 6e3ponoTHbIN, Kak y 6enoLuseku, rogamm paciuuBaroLyeit puTy-
anbHOE NOKPbIBANO AN18 yKpaLueHUa xpama. CMUPEHHOE TPYA0BOe Cny-
HKeHue, CamooTPEUEHHOE NOTPYXKeHWE B 3KIUCTEHLMIO npouecca, Ges
3BTOPCKMX aMBULWIA 1 CNOPTUBHOTO COCTA3aTENLHOTO AYXa, KOTOPble
PKMUIHEHHO BAXKHBI NS XYAOXKHMKE-60pUa, XYA0KHUKA-3rOTUCTA, Xy-
AOXHUKA-PeBHMBLA.

SHEPreTMHECKUMU UCTOUHWKAMM MHOTUX TEYEHMI BTOpOW nono-
BUHbI XX BEKa, HE B NOCNEAHION OUepefb AMEPMKAHCKOTO aBCTpakT-
HOTO 3KCMPRCCUOHMIMA U EBPOMNENCKOTO HEOIKCMNPECCUOHMIMa, Bbinu
MHAYV3M, A3eH-ByAaM3mM 1 nccneaoBaHus apxanueckoro mudonoru-
HECKOTD CO3HaHMA. BOCTOUHbIE CakpanbHble NPakTuky Habupany ceoro
NMonynapHOCTb B 3anagHoM MUpE B rofibl CTaHoBNEHWs Cnokema-xy-
AOMKHWKE, MBHTPbI TAKOKE WMPOKO aCCUMUIMPOBANWCH B [YXOBHYIO
cihepy apTucTuteckon cpegbl. Cpeamn pa3HbiX PUCKOBAHHBIX CNOCOBOB
M3MEHEHWA CO3HaHMA XYRMKHIKA HanBonee msrkum 6bi1o nponske-
CeHUE MaHTPbI, CNOCOGHON BbI3BATL K XKM3HM CBEPXLECTECTBEHHYIO
SHEPIMtO LWakTv, CUMTAeTCs, UTo MaHTpa — 370 bpaxmaH & hopme 3eyka,
¥, MPOAOIHKAA AHANOMMID, MOXKHO AOMYCTUTB, UTO NOCTOAHHLIE NOBTOPLI
aHNManucTiecknx 06pasos Ans CnoHema Bbinu He ToNbKO (4 He CToNb-
KO) NOCTMOAEPHUCTCKVIM MPUEMOM, HO aBTOPCKQ# MaHTDOW B ee n3obpa-
3NTENbHOM IKBUBANEHTE.

B ntoB0i1 TBOPUECKOI AEATENBHOCTH ECTH COCTABNAIOWES AYXOBHO-
o CNY>XEHWA, HO 3aMaCKMPOBaHHAR OObIKHOBEHHO TaKUMM BHELLIHMMM
0BCTOATENLLTBAMM, KOTOPLIE 3aTPYAHAIOT ee BocnpuaTre. Peus nger
He 06 OUEBMAHOM — SHEPreTUKa Meranonmnca NPOHN3LIBAET KAXAOTo
xutens Heto-Mopka, Bozpeicreys dnonaamu peKnambl UV MOfbI,
Y/IMSHOV TOPTOBAV MM HOYHOM XU3HI. BO3MOXHO Ny npeobpa3osats
MONUTBEHHBIE PEPEHbI B NOBTOPAIOLNECH U30BPaKEHNA NTULL U 3BE-
peir? Mony4yaeTca nu COXPaHWUTL CaKpanbHYIO CyTb Npouecca B apTu-
CTMHECKON MacTePCKOM Ha MaHxaTTeHe? PeansHo 11 3ameHnTs 6awHio
U3 CIIOHOBOW KOCTY Ha KOMHATY 13 NTUUbWX Nepbes? M B kakoi creneqmn
3TV BOMPOCH! CIPaBeNMBO 334aBaTh MO OTHOLWeEHMO K Crioremy?.. [y-
MBETCA, B TOW, B KOTOPOU KaXKAbliA XYQOXKHUK ABAAETCH CNYKMTENEM
kyneTa. Kynbta npekpacHoro, kak 6si nachocHo 310 HI 3By4ano.

UenbHas nosefeHyeckas xapakTeprcTuka ClioHEMa HeOTTOPXKUMa
OT ero TeopyecTsa: «OfHW NHOGAT NbBOB U TUIPOB, APYre — pasHbiX
AOMALLHUX MOOMMUER, TakMX Kak coBaku W Kok, 9 nobao nTUL.
Kakan-To CTpaHHas CBA3b CyLlecTsyeT mexay Hamu [...] B moem atense
8 Heto-Mopke netaer mHoro nepHateix. MTyubl — Mou xopowue Apy3bs,
OHW MOM BAOXHOBUTENW W MoAenn. CrpaluBalo y HUX PO KapTuHy,
KOTOPYHO PUCYto, ByaeT i oHa YCNetHOM, M OHW MHE OTBEUAIITY &, Xy-
AOXKHWIY HE BCETAa CTOWT JOBEPATE Ha C/IOBO, HO NPUCMOTPETHCA K MO-
A06HOI NOTPY)KEHHOCTYU B NMHHYI0 Broctepy cTouT. Teonoru cunTalor,
UTO MTUUMIA TponoBefHKK PpaHumMck Accn3ckuii 6e3 naHTencTnyecko-
IO yMUAEHUA BOCNEBA/ HE NPUPOAHBIA MAP LIENIAKOM, 3 MMEHHO TBaph,
COTBOPEHHYIO Kak nepexop ot Hebbimus K Be1Trio. MHOrMe MHoXecTea

itive adversarial spirit, which are vital for the fighting artist, the egotis-
tical artist, and the jealous artist.

The energy sources of many movements of the second half of the
20th century, not least of all American Abstract Expressionism and Eu-
ropean Neo-expressionism, were Hinduism, Zen Buddhism, and studies
of archaic mythological consciousness. Eastern sacred practices gained
popularity in the Western world during the years of Slonem’s formation
as an artist; mantras were also widely assimilated into the spiritual realm
of the artistic world. Among the various risky means of altering an artist's
consciousness, the most mild is the recitation mantras, which are able
to bring the supernatural energy of Shakhti to life. It is thought that
Shakhti is Brahman in the form of sound, and, continuing the analogy,
one can presume that the constant repetition of animal imagery was for
Slonem not only (and not so much) a posimodernist device, but his own
mantra in its visual equivalent.

In any kind of creative endeavor, there is always a component of Spir-
itual worship, but it is usually masked by external circumstances that
make it difficult to perceive. We are not talking about the obvious — the
energy of metropolis that permeates every New Yorker, influenced by
the vibrations of advertising or fashion, street vendors, or nightlife. Is it
possibie to transform prayers into repeating images of birds and beasts?
Can you preserve the sacral essence of the process in an art studio in
Manhattan? Can you exchange the ivory tower for a room made of feath-
ers? And to what extent are these questions fair to ask in relation to
Slonem? it seems that it is fair to the extent that each artist is a repre-
sentative of the cult of beauty, as pretentious as that may sound.

The integral characteristics of Slenem’s behavior cannot be separated
from his work: “Some people love lions and tigers, and others love vari-
ous pets, like dogs and cats. | love birds. A kind of strange relationship
exists between us... In my studio in New York, many birds fly. Birds are
my good friends; they are my muses and models. | ask them about the
painting I'm working on and if it will be successful, and they answer
"+ The artist’s word is not always to be trusted, but a closer look at
such an immersion into a personal biosphere is warranted. Theologists
think that the preacher St. Francis of Assisi extolled, without pantheistic
adoration, not the natural world as a whole, but creation itself, created
as a transition from non-being to being. The many multitudes of rabbits
and parrots that have emerged from beneath Slonem’s brush have, for

me.

many years already, spread throughout museum and private interiors
worldwide. Have primal artistic rhythms been captured? Are we reached
by the non-verbal information transmitted through the painting via its
lines and dots? Yes, | think so. And chosen by the artist/philosopher as
the intermediaries in the transference from a clean canvas to an image
were living creatures — beasts and birds.

Slonem's famous trademark rabbits appear both solo and in large
groups, in half-length portraits, and the artist explains that their signif-
icance and abundance of their images is due to the fact that he was born
in the Year of the Rabbit. |f we direct analytical discourse toward totemic
relationships and dependencies, we “overheat” the content of these el-
egant canvases, although the contribution of Eastern horoscaopes to the
reinforcement of social contacts and formation of the “us vs. them” op-
position cannot be overstated. What | see as more productive is not the
initial allusion with the logo of a legendary men's magazine, or with the
vital properties of the domestic rodent and so on, but the mysterious
image of the White Rabbit, who served as Alice's involuntary guide to
“Wonderland”, as the artist said: “The idea of another reality has always
interested me. Sometimes when I'm painting, | feel as if | am somewhere




KPOMVKOB U NONYraes, BbieALINX U3-N101 KUCTU CIIOHEMa, YXKE MHOrO
NET PacnpoCTPAHAIOTCA MO MY3EMHbIM U HaCTHLIM UHTEPLEPAM BCErD
MWpPa. YNaBN1BalOTCA N NEPBUYHBIE aBTOPCKUE PUTMbI, OXOANT N
HesepbanbHas WHGOPMaUms, NepefaHHas yepes KapTuHbl nocpeq-
CTBOM ee IMHWA 1 naten? lymaeTcs, Aa. W nocpegHukamu B nepegaue
OT YMCTOTO NONMOTHA K 0Bpasy XyAOKHUKOM-HATYPPUNOcodhOom Bbinm
136paHbl TBAPHbIE CO3AaHNA — 3BEPW U NTULbI.

3HamenuTble hUPMEHHbIE KPORUKU CRoHeMa, MosBNRIOLINECH
BOMbIIMMI TPYNNaMM U NOOAUHOUKE, B (DOPMATE «MOSICHOFD napype-
Tan, — 3HaUNMOCTE U 0BMIME NX n306pakeHnit aBTop 06bLACHAET CBOEH
NPUHAANEXHOCTLIO N0 POXKAEHUIO K roay Kponuka. Ecnm Hanpaenath
aHanMTUHECKMI IUCKYPC B CTOPOHY TOTEMHOI CBA3N W 3aBUCUMOCTH,
Mbl «MIEPETPEEM» COABPMKATENBLHOCTL STUX U3ALLHBIX XOACTOR, XOTH Cami
BOCTOYHbIE rOPOCKOTbI TPYAHO NEPEOLEHUTE B PaKYPCe COLManbHOM
KOHTAKTHOCTW W ONNO3ULIKK «CBOM — Yykue». Bonee npoayKkTvBHOMN
MHE NPEACTABAACTCA HE NePBMUHAN annio3us ¢ smbnemoit nerexpap-
HOTO MY>CKOr0 >KypHasia Mbo ¢ BUTanbHbIMMW CBOMCTBAMM AOMALLHErD
TPbi3yHa 1 np., a 3aragounbiii obpa3s Benoro Kponuka, kotopbiii oka-
3ancst HeBONbHbLIM NPOBOJHUKOM Anuchi B «CTpaHy uygecs, Kak roso-
PUAT XYAOXKHUK: «/iaes Apyroi peansHOCTA BCEr[a 3aH1Mana MeHs,
YHOrAa, Koraa s NuLLy KapTuHbl, s 4yBCTBYIO, Kak BYATO 5 rae-To ewe,
Habnoako 3a Bcem o CTOpoHbI» &. Kponuku CRoHema McnonHekHb! Kan-
NUrPachmyecknm NPUEMOM, OHW KOHTYPHbI 1 BeCLSETHBI, T. €. OHOM
LiBeTa C ApKuM (oHOM 1, Bnarofaps TakoMy Npuemy, AenuKaTHo rpa-
Guunbl. [1a 1 nepyaTtku C Beepom Nowwv Gbi M «k Ly, BblparkeHue
KOTOPOTO HUKOTAA HE MOBTOPSETCA. 3a4acTyto OHY 0(DOPMAEHD! B BUH-
TaXKHbIE PaMbl BUKTOPUAHCKON 3M0XM, KyNIEHHbIE Ha BAOWIMHBIX PbiH-
Kax, HT0 Pa3mbIBaeT BPEMEHHYIO NPUBA3KY paboThl, CBEXWMIA XONCT Kak
Bbl OTNPaBNASTCS B NyTellecTBue BO BPEMEHU U1 AVUCTaHLMpYeTCs oF
aBTOPCTBA XYAOXHKMKA. OAMH 13 HEMHOTUX NOPTPETHLIX 66Pa3es, K Ko-
TOPOMY XYA0XKHUK CKNOHEH BO3BPaLLaTbCs B CBOEN XMBOMWUCK, — Npe-
3ufeHT ABpaam JIMHKOMbH, Kak npokommeHTposan CnoHem g Gecene
CKkoppecrnoHaeHTom Interview: «B kabunete MapunuH MoHpo Ha crone
cToAnu Ase thotorpachnu: ofHa ee matepw, a Apyras — JIMHKONbHAY .
70 K€, BOT 3€Ch A HE FOTOB MPeIOKUTL OrpegeneHHoe oGbICHeH e,
NYCTh 3arafKa ocraHeTca HETPOH)'TOP'!. npeganovYTeHue Toroc Unum MHoro
MCTOPHMUECKOrO NEPCOHAYKA, AaBHO CTABLIEro icon, yXoauT 8 ray6uHbl
NOACO3HAHMA, OTKY/Aa, HaNPUMEP, APYrOi XyADXHWK BHE3aNHo 000kl
BAET TEMY [N KUHO: «ABPaam JINHKONbH — OXOTHWK Ha Bamnmnpos» &,

Mnactuueckas peanvsaums CnoHema ryBoko ykopeHera s o6pas-
HbIX 1 COepsKaTesibHbiX YPOBHAX ero paboT. >Knsonmucs macnom ocTas-
nAeT owylenue robeneHa unu BLIWWBKM, KakK rOBOPUT XYAOKHUK:
«Mow Kpacku CnBalOTCA OAHa C APYroW. A NPoOLapansIBako peLeTky,
utofbl ceeT npoHukan Braybb. Takim obpazom, BMECTO 04HOTO cnos
KPacku MOXHC pa3rnafers BCe NATb» . 30ECh OH Ha3blBAET rNaBHoe
CNOBO-MOHATVE /15 CBOWX MPOU3BEAEHIA — pelueTka. [pouapansisa-
€TCA OHA C NOMOLLbIO 06PaTHOTO KOHLA KWCTY MOBEDX ELUE CbIPOTo Kpa-
COYHOTO €10A (TOUHEE, HECKONLKMX CNOEB) HEBOMBLUMMM BEPTHKANb-
HbIMU, @ 3aTEM YaCTO W TOPM3OHTaNbHbIMK WTPUXamu. KoHeuHo, 370
fonblue, uem npuem. CErofiHs HEBO3MOXHO PacCMaTPUBATL PELLETKY
Aaxe B ABYXMEPHOM Nponseegerun be3 ynomMuHanwa nHcTannaymin
fyu3 Bypikya C ee CUCTEMO CTPYKTYPUPOBAHWSA 1 XPaHEHUA BU3yanb-
HbiX OTCEKOB NamaATu. Peluetika — poHTanbHas CTOPOHa KETKM, & Ko-
TOPO# K&XK/Aan CTeHKa (hU3NYeCcKy YCTAHABNMBAET MPaHULY Ans Bu3y-
ansHOWM MH(OPMaUMK, OTAENSET BULMMOE OT BUAALLEero. Ha u3seuHbiii
BOMPOC NnoceTuTens 3o0napka: «KTo 3a kem HabntogaeT?» pewetyaran
thakTypa CnoHema JaeT paclumpuTentHbIA OTBET, BEflb €C/1U CeTKa M10-

else, observing everyone from the side.” % Slonem's rabbits are painted
with a calligraphic approach; they are made of contours and are color-
less; i.e., one color against a bright background and, due to this ap-
proach, are delicately graphic. Often they are decorated with a vintage
Victorian-era frame purchased in a flea market, blurring the work's place
intime, as if the fresh canvas is sent on a journey through time distanc-
ing itself from the artist’s authorship.

One of the many portrait images to which the artist tends to return
in his paintings is President Abraham Lincoln. As Slonem commented in
a conversation with a correspondent from Interview: "On Marilyn [Mon-
roe]'s desk, she had a picture of her mother and a picture of Lincoln."?
Well, | am not prepared to propose a definitive explanation for this; let
us allow the mystery to remain intact — the preference of a particular
historical figure who has long become an icon goes into the depths of
the subconscious, from which, for example, another artist suddeniy pro-
duces a subject for a movie, Abraham Lincoln: Vampire Hunter. ®

Slonem's artistic realization in his work in deeply rooted in the levels
of imagery and content. His oil painting has an impression of embroidery
or tapestry. As the artist said, “I'm making colors bleed into each other,
I'm revealing the under-painting. I'm making these marks to allow the
light to come through, basically. So you're seeing about five levels of
paint, instead of one.”* Here, he is describing the key word and concept
for his works — grids, or cross-hatching. With the help of the wrong side
of the brush, he scratches into the canvas over a wet layer of paint (sev-
eral layers, to be exact) with small vertical, and then frequently horizon-
tal, lines. Of course, this is more than a technique. Today, it is impossible
to look at grids even in a two-dimensional work without being reminded
of Louise Bourgeois's installations, with her system of structures and the
preservation of the visual compartmentalization of memory. Grids are
the front side of a cage in which every wall physically establishes a
boundary for visual information, separating what it seen from the
viewer. It's an age-old question of the zoo visitor: “Who is watching
whom?" Sloniem’s cage-like surface does not lead to a direct answer, be-
cause if the grille constantly covers what you are seeing, it is time to
consider the question of whether you are the one in the cage. Roberta
Smith, the senior art critic for The New York Times, notes, “This witty For-
malist strategy meshes the creatures into the picture plane and some-
times nearly obliterates them as images, but it also suspends and
shrouds them in a dim, atmospheric light that is quite beautiful. If joseph
Cornell had concentrated on painting, the results might have looked like
this.” " Both Cornell and Bourgeois, however, worked with three-dimen-
sional objects, but in his sculptural grid compositions, Slonem does not
use a physical cage or a net, although he maintains this cage with the
always present textural distinguishing marks of his paintings.

There are objective circumstances in the life of the artist, who works
surrounded by numerous cages with birds from the order Psittaciformes:
amazons, lorikeets, macaws, lovebirds, and others are visible to him
through the bars of cages and without them. The artist's surface is a sig-
nificant component of the visual language of a painter and its message
is connected with the concrete components mentioned above. The con-
tent of Slonem’s painting surface has the characteristics of a metaphor,
and, having been raised, the term "metaphor” reveals its properties more
than others. In the late 20th century, there was a rethinking of concepts
of “language”, “text", “discourse”, and others during the process of the
expansion of the spheres of their uses and applications, including within
the visual arts. Any object of analysis was seen as a system of signs, and
metaphors tock on the ability to realize cognitive and communicative



CTOAHHO NEPEKPBIBAT TO, UTO Thi BUAMLLb, MOPa 38[yMaThCH — HE B KNeT-
Ke 1 Thl cam? MnasHbIi XygowecTeeHHbIR KpuTuk New York Times
Pobepra CmuT oTMeuaeT: «OcTpoymHas thopmanucTueckas crpaterua
CnoHema — nepennectu mexay coboit 06pasel & KapTuHax Tak, uto 1x
BbIBAeT TPYAHO PACMO3HaTS; MPU STOM OH OKyTbIBaeT ux BnefHbIM, fpy-
FNYLIEHHbIM CBETOM, UTO NIPUAAET MM MCTHMHHYIO NpenecTs. HasepHoe,
fak eoirnageny Ol KapTuHel Qxozeda Koprenna, eciit Gol 0H 3aHu-
Manca xmBonncero» . OnHako u KopHenn, n bypixya pabotator c Tpex-
MepHbIMK 0bbekTamu, a CnoHem B CBOKX CKYNBITYPHBIX KOMNO3MLINAX
PELWETKY WK CETKY HE UCNONb3YeT, 3aT0 COXPaHAET €€ NOCTOAHHON
DaKTypHOM NPUMETON SKUBOMMUCHBIX HONOTEH.

CyLyecTeyIoT 06beKTUBHBIE OBCTOATENBCTBA KUSHU aB8TOPA, KOTOPbIN
paboTaeT B OKPYIKEHUM MHOXECTBEHHBIX KNETOK C MTULIaMIA oTpsfa ro-
nyraeoBpasHbix: aMasoHbl, NOPKKETLI, apa, HEPa3fyuHWKK U pyTUe Bug-
Hbl BMy KaK CKBO3b MPyTbA KNETOK, Tak 11 6ea TakoBbIX. ABTOpCKas thak-
Typa — 3HaunMan YacTb NNACTUYECKOTO A3biKa XMBONMUCLE W CBA3aHE C
YNOMSAHYTOIN BbILLE KOHKPETUKON CBOEHA COARPXATENbHOM COCTABAAND-
wei. ConepXarTensHoCTb KMBOMUCHOM tarTypel CroHema mumeer xa-
PAKTEPUCTUKY MeTathOPbI, U NPUBNEUEHHBIN TepMMH «meTachopar Gonee
APYIMX packpbiBaeT ee kadecTsa. B koHue XX seka npousolino nepe-
OCMBICNEHME KOHLIRNTOR «S13bIK», «TEKCT», «QUCKYPCH W APYFUX B NPO-
UECCe paclinpeHns cepbl MX MPUMEHEHNA W UCTIONB30BaHMS, B TOM
HMcne B BulyansbHbix nckyccrsax. flioboit obwext ananuia cran socnpu-
HUMaTBCs Kak 3HaKoBas cucTema, 1 y MeTadiopb! NMOABUAMCH BO3MOXKHO-
€T PEANN3aLIM KOTHUTUBHOM 1 KOMMYHUKATUEHO thyHKLWIA™. Schchercr
MeTacbopsl, B Cambix OBLLMX NONOKEHUSAX, MPONCXOANT OT KOHTPacTa
MeXAY 0BbIHHbBIM M HEOOLIUHBIM, 33KNKOUas B cebe cTpatervio npeobpa-
30BaHWA 3HaYEHNs CNIOB WK YaCTK TekcTa. Takoe CYrrecTUBHOe Hackl-
LeHue TeKcTa (B TOM UMCNE W XKNBOMMCHOTO NPOU3BEASHNS KaK TEKCTa)
CTano xapakTepHblm B Neprof NoCTMOAEPHM3Ma 4Ns HeBepbanbHbIX Bu-
AOB CKYCCTB U ANA CTAHKOBOM XKUBOMWCY, BKITIOUMBLUEN B CBOV Happa-
TVB MHOXECTBO 3HAKOBEIX CIOER U YPOBHEN MX NPOYTEHMA,

BuayanbHyio 06CTaHOBKY MaCTEPCKOM CTOMT MbICAE@HHO NONONHUTL
CNeundUUecKUM NPUPOAHBIM CayHAOM €8 TBOPUECKOi atmocepsl —
BCem pasHooGpasviem 3BYKOB 1 LLYMOB, KOTOPBIE M3AaH0T HECKOMbKO
AECATKOB BOMBHO UYBCTBYHOWMX cebs nTuL. Kpome Toro, y XyaoxHMKa
HE MOT7Ia He HaKOMUTLCH NamATh O hakType HaCeCTOR M XKepoYek, ¢ ux
MHOTOC/IONHBIMY CNIEAaMW OT KOFTEIA 1 KNIOBOB, HE roBopS yXe o dak-
TYPe NOAAOHOR B KNETKaX, YPE3BbIUaiHO HANMOMMUHAOLUNX CTapbie MOfb-
DePTLI KMBOMWCUER, NOKPLITbIE NECTPLIMM HAPOCTAMMU MACHSHOM Kpac-
Ki... Tak, COBCTBEHHO, U BO3HWKAET KOHTPACT MEX LY NPOMDaHHbBIM U BO3-
BbILLIEHHBIM, NOBUHYACH ShheKTy XYAOXKECTREHHOM MeTadopbL.

Ha dmanueckom ypoeHe HuskHIE CIOV Kpacku B pabotax CnoHema
CTAHOBATCA BUAHbLI NPW HAHECEHWM B3PE3EI0LMX KPACOUHBINA CON
WTPMXOB 1 06pasytoT putMuyecku NOBTOPANLYHOCA (DAKTYPHYHO KaH-
BY, COMPOBOXKAGHILLYIO KDKAYIO NMHUIO NPOYEPYEHHOI PeLeTKI. 370
3dTPYAHAET LEMbHOE BOCNPUsTUE hUrypaTMBHOIO aHUMANTMCTUYECKOTO
1306paxeHus, OTOABUIas ero B HALLEM COZHaHUM Ha YMO3PUTENbHBINA
33fIHUIA NNaH, W ONTUYECKN poXKAaeT athheKT paccTonHus MeXay nTu-
Uamu 1 PELLETKOR, 0OBLEKTVIBHO NPUHagNexallei camoi BAMIKONM K Ham
(PMHWLIHOI NOBEPXHOCTM Kpacki. Takim cnocoBom CRoHEM 3HAUUTENb-
HO 060rawaeT NPOCTPaHCTBO CBOVX NOMOTEH, yCNOXKHA TPAAMLMOH HbI A
FKUBOMNMCHbI A3bIK HEOIKCMPECCMOHN3MA ABTOPCKIM MPYEMOM. ABTOD-
ckas chakTypa, obpeTas cBoicTBA METathOPbI, CTAHOBUTCA MEXaHV3MOM,
3anycKarumm KOMMYHWKaTUBHOE AERCTBIE, COOTHOCALLEE BOCNPUS-
TUE aBTOPa U BOCNPYATWE 3PUTENSA-UNTATENS BU3YANbHOIO KMBOMMC-
HOTO TeKcTa.
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functions. " The effect of a metaphor, in the most general terms, comes
from the contrast between the ordinary and the extraordinary, including
the strategy of transforming the meaning of words or part of a text. Such
suggestive saturation of a text (including a painting as a text) was char-
acteristic in the postmodernist period for non-verbal art forms, and for
painting that included in its narrative numerous layers of meaning and
levels of interpretation. The specific natural sound of its creative atmos-
phere should be mentally added to the visual environment of the stu-
dio — all of the various sounds and noises that are produced by several
dozens of birds that feel at ease. In addition, it would be impossible for
the artist not to have accumulated memories of the textures of the
roasts and perches, with their fayers of scratches from claws and beaks,
not to mention the texture of the trays in the cages, which are extremely
reminiscent of old easels covered in colorful build-up of ol paint... So
that is how, strictly speaking, the contrast between the profane and the
sublime arises, complying with the effect of the artistic metaphor,

On a physical level, the layers of paint in Slanem’s work become visi-
ble when the paint layers are cut up by slashes and form a rhythmically
repetitive textured canvas that accompanies each line of the inscribed
lattice. This makes it difficult to perceive completely the figurative animal
image, pushing it into the contemplative background of our minds. It cre-
ates an optical effect of the distance between birds and the cage, which
objectively belong to the surface finish of the paint closest to us. In this
way, Slonem significantly enriches the space of his canvases, complicat-
ing the traditional painterly language of Neo-expressionism in his own
original way. The artist's surface, taking on the characteristics of a meta-
phor, becomes a mechanism that triggers communicative action that re-
lates the artist’s perception with the perception of the viewer/reader of
the visual painted text.

In Rosalind Krauss's now canonical essay “Grids,” there is a passage
that is principally important for our context: “Logically speaking, the
grid extends, in all directions, to infinity. Any boundaries imposed upon
it by a given painting or sculpture can only be seen — according to this
logic —as arbitrary. By virtue of the grid, the given work of art is pre-
sented as a mere fragment, a tiny piece arbitrarily cropped from an infi-
nitely larger fabric." * According to the classifications she introduced,
Slonem’s grids belong to the centrifugal, and one cannot but agree with
the vitality of this definition. It suffices to imagine the ratio of real space
of the enormous studio with many rooms, with their many birdcages and
the space of one canvas, even a large one, which is a priori created and
perceived as a fragment. The artist's strategy to exhibit his canvases in
large groups arranged in a carpeted way, also comes from the centrifu-
gal. The desire to link one fragment with another, to fill up the wall and
go on to the next one, and then into another space and so on — this is
the expansive nature of Slonem's painting universe. There is another ar-
guable, but still attractive postulate: “indeed, as we have a more and
more extended experience of the grid, we have discovered that one of
the most modernist things about it is its capacity to serve as a paradigm
or model for the antidevelopmental, the antinarrative, the antihistori-
cal.” ¥ It is possible that the wide popularity that the artist's animal works
enjoy among collectors is hidden to a large extent in the surface of the
grid, which cancels out the tempeoral characteristics of the work and, on
a subconscious level, eliminates the traumatic factor of the finiteness
of our coordinates in time, at least within the boundaries of one canvas
with a colorful parrot.

At his solo exhibition at the Russian Museum, Hunt Slonem is show-
ing his paintings from recent years, and the exhibition presents all of




B xpectomatuitHom yke 3cce Posanungst Kpayce «PeweTii»s ecths
NPUHLMNMANEHO BaXKHbIN B HaLLEM KOHTeKCTe naccax: «Paccyykaas ro-
TUYECKM, PeLLIeTKa NPOCTUPaETCs B HeCKOHEUHOCTh BO BCE UEThIPE CTO-
POHBI. TPEHMLLbI, KOTOPLIE €11 NONaraeT 4aHHas KAPTUHA WKW CKYNLNTYpa,
ABNAIOTCA, 110 ITON NIOrMKeE, yCNoBHEIMKW. Bnarogaps pelueTke KoHKpeT-
HOE NpoM3BeieHMe MCKYCCTBA NPeACTaeT BCero NULLb PParmeHTomM, Kpo-
XOTHBIM KYTOYKOM, MPOU3BONLHO BbIKPOSHHbIM 13 DeckoHeuHo Gonb-
wero npocTpaHcTaa» % CornacHo BBefeHHOM eto knaccndmkalium, pe-
weTky CnoHema OTHOCATCA K UEHTPOBEKHLIM, U HefTb3sl He COTNACUTHCA
CKUIHEHHOCTEIO 3TOr0 onpeaenexns. [JocTaTouHo npecTaBnTb COOT-
HOLIEHWE PeanbHOTO NPOCTPAHCTBA OrPOMHON MHOIOKOMHATHOWN Ma-
CTEPCKOI C MHOMECTBOM MTUULMX KMETOK W POCTPAHCTEE DAHOID, AdXKe
GONLLIOro XONCTa, KOTOPbIV anpuopy CO3AABTCA U BOCTIPUHKMAETCH
KaK hparmeHT. CTPaTerns XyLOXKHUKE, IKCIOHMPYHOLIETO CBOV XONCTbi
BONLLUINMK FPYNTIAMM, CKOMIOHOBAHHbBIMU KOBPOBbIM CNIOCOBOM, TaK-
KE BbITEKAET M3 UEHTPODEXHOCTW. XKenaHune NpUCoeAnHUTL OAVH thpar-
MEHT K IPYrOMy, 33N0NHUTh CTEHY W NepeiTi Ha CNeyroLLyo, 3atem
8 Apyroe nometesye U T. i, — TaKoBa NPUPOAA PacilupeHus KUBO-
nucHo BceneHHoi Cnoxema. ECTb elle oguH He BeccnopHbin, HO Npu-
TAraTe/lbHbIA NOCTYNaT: «Hem rnybxe Mbl nccneyem pelleTky, Tem scHee
CTAHOBMTCS, YTO OJIHO M3 CaMblX MOAEPHUCTCKMX €€ CBOMCTB — 370 ee
cnocobHOCTH CAYXKUTL MapPagUrMoi UM MOLENLIO aHTUPA3BUTUS, aH-
TUNOBECTBOBAHWA, aHTUMCTOPUMY 3. BO3IMOXHO, CTonb Goriblias no-
NYNAPHOCTb AHUMANUCTUKM XYAOKHUKA CPEAN KOMNEKLMOHEPOB CKPbi-
Ta B3HAUMTENBHOW CTeNeHM B CBONCTEAX (DaKTyPHOW PELLETKK, KOTopas
O0TMEHSAET TEMNOPA/LHLIE XaPAKTEPUCTUKY MPOU3BEAEHWA 1 HA MO/~
CO3HATENBHOM YDOBHE YCTPaHART TPaBMUPYIOLLY (DaKTOP KOHEUHOCTH
HaWWX BPEMEHHbLIX KOOpAUHaT. XoTs Bbi B Mpefenax ogHoro xoncra
C Pa3HOUBETHbLIMW NOMyrasmu.

Ha nepcoxancHoit BeicTaBke B Pycckom mysee XaHt CrioHem noka-
3bIBAET CBOKD XKMBOMUCL NOCNEAHMX NET, X 3KCMO3NMUMA B NONHOTE
NpeAbABNAET BCE OCHOBHbLIE TEMbI 70 TBOPUYECTRA. 3AECk NpeacTasne-
Hil 3HAMEHWUTBIE KPONUKK, KaK OBUHOUHbIE, O(hOpPMIEHHbIE B aHTUK-
BapHbIe pambi 1 COBpaHHble B OHY KOMNO3WLMIO, TaK W «rPynnosbie
MOPTPETHI», NOPOI HA3BaHHbIE aCCOLUMATUBHO: «UepHoi BpuinuanT»
nnv «AKBamapuHy. lMonoTHa ¢ gexopatreHo obobuierHbimK Gabouka-
M ¥ ONYraamm, Yaule aHOHUMHbIMK B DOratcTee CBORI LBeTOBOM No-
AMhoHUY, MHOTAE OPHUTONOTUYECKW KOHKDETHbBIE — NOPW UK amMaso-
Fbl. JKMBOTHBIV MUP AOMOMNHEH KAPTMHAMMK C MPUCAMW, HAMOMUHAO-
LWMMU 0 NanuTpe NFBUMOTo XyAoKHUKOM Imuns Honbae. LigeTbl 06-
pazyloT NAoTHbIM M306pa3nTeNsHLIN KoBEp, «robeneHoBbivin 3ddexT
KoToporo obecneven hvpmeHHbiM M30OpeTeHNeM XyA0XHMKa — (ak-
TYPHOW PELLBTKON, NPOYEPUeHHOM NOBEPX NacTo3HbIX C0EB KPACcKK.
[eneratsl 0T Mupa nogei — 31o nznobnernHsle CnoHemom uctopuye-
CKWUE MEPCOHbI: MOHOXPOMHBIY NOPTPeT ABpaama JInHKoNbHa U BbINOA-
HEHHBIE B NYPNYPHOM MOHAPLLIEM KONOPUTE NMOPTPETHI aHTIMIACKOR KO-
ponees! Env3sasets | (063 — 2016). 3 HoBBIX paboT Ans HaLWMX 3puTe-
nen moxket buITh nobonbiTHa Hebonblian KBagpaTHas KOMNO3WLMs
«Mocewenvie Kpemnay, caenaHHas No BneyaTneHusm ot Bru3nTa 8 Mock-
BY, [fi€ B 2075-M B MOCKOBCKOM MYy3€€ COBPEMEHHOTO UCKYCCTBA NPOXO-
AWAa ero nepsas NepcoHanbHas BbicTasia B Poccuun. CnoHem rosopurn,
4TO B TOW NOB3AKe ero, cpeay npoyero, nopasuno cobpaxue apesHo-
crei Mockoeckoro Kpemns. OpHako Ha paboTe mbl BULMM TONEKO KOM-
NaHuIo APKVX NONyraes, — BOT eLe OHa 3aragka XyQoKH1Ka.

PaGoT B My3€MHOM IKCNO3MLMVW HE CNVILLIKOM MHOTO, HO OHY 0To6pa-
Hbl TakMm 06pa3oM, UTO PACKPLIBAKOT TROPUECTRO aBTOPa B Lenom. OHu
f103BONAOT BINAAETHCA B €70 MUYHBINA MPUEM, B PELUBTKY-CETKY, YCIOX-
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Bubnuoteka B gome XaHta CnoHema B ropoake XKaHeperr,
witar f/lynanana, C aHTvikBapHoh mebenbio: aHrinitckas coda
koHua XX seka n d)pa;-nuyscxaﬂ xpyCTaanaa mocTpa XiX seka
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HUBLUYIO Y3HABAEMBIiA CTHNb HEOKCNPECCMOHMCTCKOM XKUBOMUCH U Ha-
MONHMBLLYIO ero MeTathopuiecknm cofiepxaniem. [laroT nosos nopas-
MBILLNATL O CBOEOBPA3HOM MEPENOXEHUN MAHTP B NOBTOPbI M306pa-
YKeHAM ¥ MOUYBCTBOBATE TY flYXOBHYHO CBA3b MEXY NPUPOAHEIM MUDOM
V1 MMPOM LIMBWAM3AL MM, KOTOPas CTOfb BaXKHA AJIA 3TOTO XYADKHWKE.
Pa3arnagets 3a KapTVHamMi CaMOT0 XXMBOTIMCLA, TRYXKEHWKA B NMAXEKE
KapHaRanbHON PACLIBETKM, CO3AABLIErO 13 CBOEW TMraHTCKOWM macTep-
CKOW yHMKa T bHbIV OpaHKepeiHbli 0a3uc 8 BpyKnHe, KyAa OH HEAABHO
nepeexarn, v HeYTOMUMO PacchinatOULero OTTyAd Ceou u3obpasurens-
HbIE MOC/IAHUA-NIONOTHA NO BCemy Mupy. M nonpobosaTk NprbnvanTbea
K TOMY, YTO HAXOAWTCA 33 BHELUHEN SPKOCTHIO KPacoK 1 BUTaneHOCTRIO
06pa3os, K TOMY, YTO HAAEKHO MACKVPYET 3K30TUHUECKWIA MMWAXK ITOr0
MmacTepa.

«QcpelleHHas yacTb» Xanta CnoHema noTomy Tak v NPUBNeKaTenb:
Ha, UTD 3@ Hel COKPbLITA 3aTEHEHHan, 8 BMECTE OHU NPUAAI0T EMY He-
06XOLMMYIO MONHOTY XYAOKECTBEHHOTO ABNeHMs, 6e3 KOTOPOi HeBo3-
MOXHO MPOSIOKMTL 3HAUUTENEHBIA MAPLUPYT B COBPEMEHHOM NCKYC-
cree. bes noTaiHoro obbema XyJoXHUUECKON NMYHOCTH, NN, Bbipa-
aach nybnuymcTuuecku, 6e3 3aragky, NPUTAraTeNbHOCTL ¥ NONYNAP-
HOCTL npou3BegeHuni CrioHema 6611y 6bl HeBo3MOXHbl. OgHAKo ero
IKIOTUUECKOE MOPE Tak MpoCTO HE BbINWTb, W, IpeRnaras Ha Bu3yans:
Hble 3aranky csou eepbansHbie OTrafky, i He MOTY He DCO3HaBaTh 13-
BECTHYIO CTerMeHb MX KOPPEKTHOCTW. BoniuebeTeo 6o1bIIOT0 NCKYCCTBa,
110 CYBCTLIO, 33aET TaK1E BONPOCh], OKOHUYATE/bHbIE OTBETbI Ha KOTO-
pble He HalWTKX HW Ha NOCNEAHWX CTPaHULAX 3a4ayHnka, H1 B KOHUE
cTaTby.
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There are not that many works in the museum exhibition, but they
have been selected to reveal the artist’s work as a whole. They allow us
to look into his personal technique, into his grid, complicated by the rec-
ognizable style of Neo-expressionist painting and filled with his meta-
phorical content. They give us a reason to reflect on the unique
adaptation of mantras in the repetition of images and feel the spiritual
connection between the natural world and world of civilization that is
so important for this artist. They allow us to look beyond the paintings
at the artist himself, a hard-working man in a jacket of carnival colors,
who has turned his gigantic studio in Brooklyn into a unique orangery
oasis, and who tirelessly transmits his message, in the form of canvases,
around the world. And they invite us to try to get closer to what is be-
hind the external brightness of the paint and the vitality of the images,
to what is masked securely by this artist's exotic image.

The “illuminated part” of Hunt Slonem is so attractive precisely be-
cause the “shadowed part” is hidden behind it, and together, they give
his artistic phenomenon its necessary wholeness, without which it
would be impossible to continue on a significant journey inside contem-
porary art. Without the hidden capacity of the artist’s personality, or
without the mystery, the appeal and popularity of Slonem’s work would
not be possible. His exotic sea, however, is not that simple to drink in,
and, while proposing verbal answers to his visual riddles, | cannot help
but be aware of a relative degree of their accuracy. The magic of great
art, fortunately, provides us with such questions for which perfectly cor-
rect answers are impossible to find, whether we look for such answers
in fast pages of a textbook or at the end of an article.
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