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ARCHIPENKDO

n some occasions even decisively influenced the art of the West.. The same
thing is happening again to-day. Formerly the masterpieces of Eastern creative
art led to deeper insight into the essence of artistic style, now and then

creating immediate competition and assimilation. The valuable stimulus which our
contemporary art derived from the discovery, in the seventies of the past century, of
Japanese coloured prints which we owe to several Parisian painters such as Degas
and which. importance has only been realised in the latter decades in full, is a
case in point. To-day the tables are turned. Living artists are for the first time
attracted by Western culture, they assimilate it, and come and work amongst us,
absorbing what purely European art of the various nations has contributed in
traditional value to contemporary art while on the other hand, lending to our art,
in return, what they are capable of giving, having inherited a culture of form
which is foreign to us. They are the descendants of old yet not exhausted
nations. It is unthinkable that contemporary arts such as painting and sculpture
could have entirely separated themselves from naturalism, into whose wide sea
all currents of the 19t century flowed, had the Ukranian sculptor Archipenko,
not appeared on the scene at the vital moment, shortly after the turn of the
century, and suddenly taken a prominent place in the foremost ranks of the fighters,
unprejudiced in his art and armed with an unconcerned revolutionary radicalism. The
fact that this sculptor was moreover endowed with a most refined sense for colours,
which enabled him to combine painting and sculpture, thus creating a new art
of extensive scope, is of vital importance in the further development of art, which,
although much confused at present, shows signs of a more clearly defined future.
Any one contemplating Alexander Archipenko’s work, can hardly believe that he is
only 36 years of age; it is so abundant, so varied and so rich in ideas. It is a
fact however, and as a true representative of the modemn contemporary spirit, this
Ukranian artist shows every sign of a rapid life tempo. Alexander Archipenko was

THE plastic art of both the Near and Far East has often enough fertilized, and
o
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born at Kiew in 1887, one of the few great towns in the vast com and steppe plains
of Ukrania. His father, who has a post as mechanician at the Kiew University, is
always full of new plans and ideas, which have often been crowned with success in
the way of new inventions. Art being foreign to his nature, he was at first averse
to his son’s inclination to follow the precarious career of an artist. The latter
nevertheless, owed much to his father in as far as his taste for experimenting as
well as his keen sense for the essentially mathematical proportion of things went.
Archipenko’s power of imagination during his childhood was so keen that he often
tried to invent forms of fantastically useless contrivances whose power and technical
qualities were immeasurably exaggerated in his young dreams. His aspirations,
stimulated by his innate talents, however soon turned towards art and his craving
was influenced by the tales of his grandfather, himself a painter, — his mental
nourishment during a two years illness, — not least, however, by his attention being
drawn to the fact that Leonardo’s creative genius not only covered art, but
science as well as engineering and that he had considered mathematics as the founda-
tion of all arts, which is, moreover, common knowledge. At sixteen he was already
so sure of the career he was destined to follow that he began earning the necessary
funds which would enable him to study at the Academy of Art. The future sculptor,
who soon gave up his painting classes for the plastic classes, found very little
cither at the Kiew, or later, at the Moscow Academy of Art of that which he really
required to develop his talents, which he only felt in a particularly dormant manner
at the time. He was not over enthusiastic about the Academic method of teaching
which combined a formless naturalism with a dull idealism of misinterpreted Greek
art, and his healthy instinct saved him from being contaminated by this new creative
line which, as the last link of an entirely different evolutionary chain, was tainting
Ukranian and Russian culture. Where was he to apply for proper help and
guidance. Apart from the naturalistic works of art, originating in Western
Europe, there were only the big heriditary masterpieces of native artists to go
upon and this art, originally purely Russian, had been modified in due time
by the influence of the Turks and Byzantines, and had been so impregnated with
the South European Renaissance as to have long since become paralysed in its
creative power. The young artist’s innate conviction forbade him to follow these
traditions and some instinct told him he would yet discover some way which would
disclose his future career to him. Certain impressions received at this time may
have remained, although no immediate traces are in evidence in Archipenko’s works,
such as: the systematic subordination of all parts of the churches in Ukrania
and Russia under the principal and supreme dome — the impressive rhythm acquired
by means of constant repetition — the impulsive yet restrained movement expressed
by each structural part—the joy at the versatility of the materials used for the whole
work —the mysterious beauty of the colours.

Archipenko is entitled to take a foremost place amongst the most sensitive and
the most impressionable artists and is in this respect also, a true son of our time.
But his impressionableness is anything but passive definition from outside. It is
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absolutely active and virile, freeing forces which he possesses to so high a degree
for creative action. Thus a very strong and unexpected impression which Archipenko
received when in Moscow, brought about a decided turn and gave him that quick
decision which characterises him. An exhibition of the works of French painters
and sculptors of the Impressionistic School revealed to the 20 years old youth much
of the realm of living art. Urged by the same independent spirit which had caused
him to adopt the artist's career with hard eamed money a few years previously,
he left his home in Eastern Europe for the great unknown and alluring city of
Paris. There was hardly a sculptor of the younger generation who could resist
the fascinating influence of Rodin at the time even if he did, later on, become a
renegade and forsake the once so passionately adored idol. There is much to be
said in Archipenko’s favour and it clearly illustrates his early instinctive ripeness
that although still very much in the dark about his own qualifications and ever
searching for light, he never for one hour succumbed to Rodin's charm, but on
the contrary felt, from the first, a certain antipathy for the artist which was doubtlessly
due to the contrast in their ideas. To whom was the pupil so desirous of knowledge
to turn, if the most unacademic and most important sculptor in Paris was unable
to offer him any scope for his ideas? Archipenko was able to solve that difficulty
himself, for when after two weeks' lessons at the Academy, he finally gave them up,
he did not enter the studio of a master sculptor but went to the Galleries and there
attempted to unravel the mysteries of the antiques in art and so discover their
technical secrets of expression.

He again changed his line of pursuit having a vague idea what the object of his
art would be. He did not yield to the Greek art of the days of Phidias and Praxiteles
but was attracted by the monumental sculpture of the Egyptians, by the Hellenic
Archaic culture with its severe lines and by the highly expressive Gothic art which,
however, was only of a transient nature. But he also zealonsly studied exotic
masterpieces of carving, especially those mysterious works of sculpture which are
so simple and yet so fantastically magnificient which we owe to ancient American
culture. The variety and multitude of stimulations which the young Ukranian
artist was thirsting for at the time seem surprising; on closer examination however,
it is quite apparent that his studies comprise, exclusively, forms which, as far as
natural forms are concerned, do not in the least come up to his own personal
conception of forms which are his intellectual property; which fact is significant
enough. Archipenko’s first creative period from about 1909 till 1911, reveals how he
came to terms with these influences, allowing himself to accept them in order to
gain strength and technical capacity in gradually subjecting them, thus coming
out of himself and definitely converting his own ideas with regard to plastic into
tangible shape. The tendency is distinct but also the development of will and
power is obvious, to learn and assimilate new ideas. Indeed sculpture was to him
from the very first what it is to all true artists who feel in “plastic” so to
say—a portion of space which has taken on form and life. Also the forms,
which Archipenko moulded later and which show such complexity of structure,
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can only offer one answer to the fundamental questions regarding the creation of
form. All artists must first learsn to grasp the elementary preliminaries. This
accounts for his first works during his stay in Paris being hewn out of the rectan-
gular block and characterised by their straightforward proportion as to height,
breadth and depth. They are conceived in stone and he often used artificial stone
for their execution, their heavy block form necessitating very massive, tightly
compressed material. )

The outline, which later becomes of such eminent importance in Archipenko’s
statues, was of secondary importance only at the beginning, as for instance in
the “Crouching Figure” of the Hess collection in Erfurt or the “Woman with the
raised Foot” (see ill. 1). All movement of form is expressed within the block,
the outline of which expresses calm. The impression of motion, however, is
intensified by the change in direction of a limb which is moulded in such a way
as to form a Relievo of moderate depths, in order to avoid diminishing the effect
produced by the conglomerated mass. One need but observe the manner in
which the head is modelled (ill. 1). The neck is not visible as a part of the body
mass, but solely connects the head to the back, the former being slightly inclined
forward. The massive hair frames the sunken face which, in turn, is only intimated
by one sharp outline and has only two characteristic features in counter-movement,
the nose which is straight and executed in flat relief and the almond-shaped
eye which is not enlivened by any pupil. In all other points the artist restricted
himself to accentuating the essential, marking off the joints particularly in strong
relief. It is certainly astounding, especially in view of the general development
of sculpture around 1910 and during the revolutionary period of Art, that
Archipenko should embrace an artistic career which took the apparent forms of
nature so little into consideration, yet clearly understanding the essential points
in his self-chosen motives. A proof of this is “The woman’s torso” with the
uplifted arms which demonstrates Gothic influence (ill. 8). The latter works of
the year 1911, belonging to the series comprising “The Sitting Woman” (ill. 5),
“The Resting Woman” (ill. 6) and “The Woman and Child” (ill. 7) are
works which already prove a perfectly happy emancipation. The rectangular
block is conquered. The living movement of the contour becomes as important
as the movement of the inner form. The living rhythm is multiplied and is obtained
by conscious repetition of like form motives: the curve is in prominence. The
rhythmic movement captures the socle as well as the figures, thus the latter do
not even seem to be placed on it but both melt into a unique whole. This fact
proves beyond doubt that Archipenko has completely turned his back on Natur-
alism. He has often, however, in his more recent works gone very close to the
boundary line of Abstraction but has never overstepped it. The human body,
especially the body of the woman, has always remained to him the theme of
plastic form, although he has never embodied what nature offers to the senses.
He has formulated his ideas of the human being as restricted to the laws of
artistic formation. His human beings grow in the realm of Art and are not derived
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from nature’s creations, they are organic but their structure is architectural in form
and have nothing in common with the build of the human body which nature
creates for other purposes than to be reproduced by eyes and hands. This
accounts for Archipenko having changed the relative proportion of the head and
limbs of his torsos and other figures from the very first, not by reason of any particular
formula but simply as demanded by the peculiarity of each work of art. “The
Sitting Woman” (ill. 5) for instance, is one of the best solved pieces of sculpture
of the year 1911. The massive lower part of the body is closely connected with
the socle and is pyramidically shaped upwards, the incision above the hips is
very strongly accentuated, the upper body with the arms is comparatively short
and a tiny head in comparison to the body, rounded like a button similar to the
prominent knee, is placed on a powerful neck. The whole figure is architecture
in movement divided into three parts, represented in the form of the human body.
As Archipenko formed the human body as he needed it, in order to realise his
artistic conception, he also took the liberty to omit what prevented him from
obtaining the necessary harmony, in other words he created the torso. The torso
plays a prominent part in Archipenko’s works whereas the complete body is a more
or less rare occurence, which fact necessitates a short explanation and must be
fundamentally justified here, as the antagonists of this and all modern art, stigmatise
such work again and again as an aberration.

It is granted that no attempt had ever been made to have the torso acknowledged
as an organic and complete work of art before Rodin’s “Striding John the Baptist”,
which was exhibited at the end of the 19t century, and which, having no head,
gave rise to a general hue and cry. The fact that numerous antique works of
sculpture have been handed over to us in a mutilated condition, is of no fundamental
importance, as an accidental torso and an intentional one is a wholly different
matter. One can only realise at the most that a genuine work of art will retain
its beauty in a scarcely less eminent form even if some parts have been mutilated
or destroyed. It is a most regrettable fact that it is generally believed to be the
expressionistic wave which introduced the torso and is condemned as such, which
is all the more unjustified in view of the fact that it was Greek Art alone, the
infallibility of which has for centuries never been doubted, that introduced the
torso consciously and has consequently since then never disappeared from the realm
of sculpture. What is a bust for instance on a socle, sometimes with shoulders and
sometimes without, but a torso. Would it ever occur to the critic for an instant
that he was looking at a head which had been cut off. The power of habit is
so strong in us that even the most naturalistic inclined contemplator willingly
accepts this very advanced abstraction without even noticing it as such. One
could only object that the head of a person is the seat of intellect and consequently
the vital part of the human being so that even when represented alone, it gives
an impression of the whole personality, whereas a body which lacks one or more
limbs or even the head, imparts the impression of being mutilated. The ecritic
who thus interprets sculpture only sees the object whereas the true artist does
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not deal in things or even in bodies but with the elements of form which he animates
with his spirituality and which, more or less, resembles products of visible reality
as he so wishes. Consequently it is his artistic aim to create elements of form
embodying tension and spirituality. He succeeds if the necessary harmony is
attained and all minor details are realised according to his preconception. Whether
the parts, required by the sculptor to reproduce this unity, coincide in number
and appearance with the parts nature has endowed us with, is neither here nor
there. A torso is a masterpiece if the artist is able to realise therewith his ideas,
and that it should be a contemporary artist who first mastered the torso is not
surprising, as it is essential that the intellect be freed from all fetters and thus attain
impartiality and it is perhaps, too, symbolical for the fragmentary trait which
characterises the culture of the 20tt century. It is only patural that Archipenko
should have been unable at once to master the problem of the formation of
the torso in all its significance. That positive constrained force is missing in
his “Standing Female Figure” of 1911 (illustration 4) which is typical of his
subsequent figures without head, created over and over again with infinite love.
We shall return to this later on. — Besides this problem two others have con-
tinuously troubled Archipenko from the very beginning of his career up to the
present day. One of these is the abstraction of the human body to such a degree
that the limbs are solely there to illustrate pure strength as is exclusively the case
in architecture. — The other is the formation of space belonging to a group
or figure which he endeavours to render in a plastic form, similar to the concrete
substance of the group or figure in question. Before taking up these problems
further, a few words with regard to the life and general development of the artist’s
career are necessary.

The greater part of Archipenko’s life has been spent in Paris. During the war
he lived in retirement in Nice far from the excitements of the day, devoting all his
time to the practice of his art. In 1921, he settled down in Berlin where he
found his W. and the school for Sculpture which he opened
there, similar to the one he had in Paris, soon attracted .a number of enthusiastic
pupils, his followers both in France and Germany being numerous, although they
very ofter only copy the creative power of his expression and fail because of the
superficiality of their virtuosity.

Archipenko’s life has consisted entirely of work up till the present. He belongs
to those artists who, characteristically enough for the present age, are all nerves,
never rest and whose wealth of ideas forbids any fixed system. The blood of
the mechanic, of the engineer and experimenter flows in his veins, inherited from
his father. He derives new methods and ideas from every problem even though
it has already been successfully solved and a continuous series of new ones
constantly occur to him which develop in his brain, rich in imagination yet
essentially mathematical. This accounts for the variety displayed in his work,
which in spite of all, betrays nothing of the restless spirit, not being the outcome
of the uncertain groping of a dependent character, subjected to many contradictory
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impressions, but is the result of the manifold capacities of this artist which, guided
by an unerring instinct of strength, can only emanate one by one and not together;
thus each masterpiece is in perfect harmony which is his almost fanatical aim.
Archipenko has a highly developed sense for the beauty of geometrical forms and
their constructive proportion, but he is not less appreciative of the magic
power of the strong, tender and tenderest vibrations of the body. He is attracted
by the play of light on material of one colour, as also on materials of strong and
contrasting, harmoniously refined and softly toned colours and hues. To realise
all this in one piece of sculpture is out of the question, so he fulfils first one
and then another according to his dominant impulse, finding rest in changing
from the severely mathematical into the free natural formation, from the figure
of one colour, moulded by the light so to speak, to that glowing with colours,
and vice versa, in each single creation, however, remaining true to himself and
guaranteeing unity by his personality even when undergoing constant change.

It is only natural that his particular conception of art as to forms, the numerous pro-
blems he is constantly attacking and attempting to solve and his acute sensibility, should
call for variation in his work and render it impossible that one masterpiece be exactly
identical to another. Each group of statues betrays semi-solved problems, trial
attempts, as well as masterpieces modelled in a moment of inspiration. The number
of the latter is surprisingly large. Archipenko’s art is at his finger ends so to say.
His technical capacity which he owes to the study of classical works of art and con-
sequently to himself, is astounding. He is endowed with the art of extracting effects
peculiar to the substance used and prefers materials favoured by old masters, especially
stone. However as a revolutionist of form, he does not consent to be satisfied with
such material alone and does not hesitate to have recourse to all kinds for one
work such as wood, glass, metals in original and manifold colours, even paint in
order to find expression for his ideas. Paper micheé, universally held in contempt
up till the present time by the artistic world, has likewise been sponsored by the
artist with success. His thorough knowledge of the technic of his art, even to the
extent of ameliorating it, enables him to treat any material so that one subsequently
does not notice the pains the artist has taken during the process of modelling. In
contrast to Raynal's exposition in his “Valori plastici’, which fact we therefore
emphasise, the new technic to him, is only a means to express the actual spirit of
the day in an entirely materialised form, the result of his particular conception of the
essence of art. Let us revise each period in tun. — The problem treating the plastic
formation of space between the parts moulded in concrete material is conspicuous in
his “Woman and Child” of the year 1910 (ill. 3) which, however, is apparently not
entirely solved, as the head of the mother is not in harmony with the rest which
is complete in itself. Other big works of art during the subsequent year, which
rank among his greatest (ills. 9, 10, 12), simultaneously attack the problem of rendering
purely plastic forms tangible in the guise of the human body, which reached its
most abstract form, if not in its entire conception, in his model (ill. 11). It was also just
at that period that Archipenko was dominated to a remarkable degree by the impulse
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to express robust vitality and movement in his work. He mastered, with all honour,
the art of obtaining the exact balance in his figures and forms, sometimes of a
harmonic nature, sometimes in syncopated rhythm. His “Embrace” (ill. 9) for instance
far exceeds his works of the préceding year in this respect and the unrestrained
clinging of one body to the other is noticeably emphasised by the position given
to the bodies. As a group, his “Dance” (ill. 12) is perhaps more perfect. It is
“Frozen music” as esthetes define architecture. The atmosphere between the figures,
which are excessively lightly and slenderly built, is a creation in itself like some
tangible substance, from whatever side one approaches the group. With regard to
balance “The red Dance” (ill. 10) is the sculptor’s most daring attempt. Motion
and counter-motion, the proportion of the body strictly speaking, to that of the limbs
and the head are so carefully thought out to betray, beyond all doubt, the
artist’s creative genius. It is free of all sordid heaviness and seems to be ethereal,
and could obviously never have been created by naturalistic art.

The double problem concerning the sculpturing of a figure and the formation of
space almost touching the boundary of abstraction has left the artist no peace up till
the present day. He has accentuated his conception of this problem each time more
fully and from a different point of view in a number of smaller plastic creations
which he modelled last year. Change in the axle line and position play important
parts in these. Same are nearly all conceived for execution in terra cotta which has
the double advantage of being flexible when in work, yet hardening into a perfectly
ringing mass after treatment, thus alluring the artist to indulge in daring curves,
small discs with sharp edges, thin-plated hollow forms and so forth. He later
modified the material he used in order to vary his work and was able, by means
of some technical process of his own, to lend such material, wood or bronze or
whatever it was, a particular charm, thus accentuating their true individual value.
It has never been Archipenko’s intention to reproduce the faithful image of man
but only a plastic likeness, organic in itself, which vaguely awakens in our mind
the conception of man, mostly a woman, which fact accounts for his often using
substances and means in eminent contrst with those of nature. He even converts
natural forms of positive nature into the negative, in order to obtain the general
effect aimed at, thus a face framed with hair is interpreted by a simple hollow, the
bust ditto, he even goes to the extent of representing the body as a hollow instead
of compact with the natural outward curve. There are some very charming samples,
illustrative of this idea, amongst the terra cotta statuettes (ill. 13—18). They are
the artist’s first attempts in this direction. The hollows and cavities, characterised
by their sharp outline, are strictly correlative to one another as well as to the
“positive”’ plastic form from the logical point of view of art, to be compared to
the notes and intervals of music which go to create the animated unity of the whole.
It is a strange fact that such negatism does not diminish the force of expression
but often mystically tends to increase same, as for instance the figure in (ill. 15)
whose gaze seems to captivate one although it is only hinted at and is hardly existent. -
It is to the mystery of light that Archipenko owes these truly wonderful effects.
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Another very old and much debated question regarding plastic art which, although
seemingly simple, is of a most difficult nature, has been exhaustively answered by
Archipenko in many new ways: — How to model the almost motionless body of
man when naked as a perfect form. The figure, as shown by illustration 19,
tries to solve this question in a plastic, semi-abstract form. Success in this
respect, however, only crowns statues which deviate less from natural forms. His
first attempt is his bronze torso of 1909 (ill. 23) which is considered nobly
beautiful as long as one is not acquainted with the marble torsos which were
modelled in 1915 and 1916 (ill. 20 and 22) as well as in 1923 (ill. 21). The two
former are quite alike although each is a work of art in itself independent of
the other, which illustrates the fact how much depends on the subtle execution
of the relative values in sculpture. In both cases the body, destitute of both
head and arms, is cut away below the knees. One leg is slightly crossed over
the other and the upper body inclines sideways so that the delicate outline of
one side, barely accentuating any motion, contrasts violently in form with the
single sharp incision over the hips which alone breaks the outline of the other
side. His first figure is otherwise slenderer and lacks the right breast. These
torsos as well as his later erect ones, are masterpieces of animated beauty, almost
immaterial, as of vapour, rising into air as shining fountains, — mere smoke. It has
always been a matter of wonder and admiration to us how Greek artists were able to
reproduce the slightest contraction of the muscles under the skin, which is only per-
ceptible to the expert eye and sensible to the feeling hand. Here is a son of
the 20tk century mastering these same points. With his excessively nervous fingers
and closed eye, he gives the same delicate vibration to the surface of marble.
The sculptor realised from his earliest days that a more pathetic and more living
comprehension,—more like nature,—of the question as to how to model the human
body singly, was essential, in order to be able to supplement the vein of the
abstract in his creations. Later on, the torso partly disappears from the sculptor’s
models as may be seen from ill. 25 and 26 and no trace of same is to be found
whatever in one monumental group of two' figures. On comparing this group
with Archipenko’s other masterpieces one can only say with regard to likeness to
nature, that the body, limbs and head are uniformly slender and extremely long
and have nothing in common with the proportionate counterparts of the human body.
These characteristic traits appear again in the male torso (ill. 24) which lacks all
“baroque” movement and is harsher and severer in style. This piece stands alone
among Archipenko’s works, as his whole art is concentrated in glorifying women in
plastic. The bronze torso “Heros’’, however, sculptured during his stay in Paris, denotes
the culminating point in Archipenko’s development as an artist. The daring of the
expression corresponds to the daring of the X shaped construction. Archipenko suc-
ceeded again only just recently in perfectly executing this shape,—this time a female torso
(ill. 28) which demonstrates the fact that the artist is continuously and indefatigably tur- .
ning these matters over in his mind and that a question, which has once been answered,
isnot done with for once and for all but will be referred to again in a more mature form:
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Archipenko’s sketches, which do not represent studies of nature but are the
reproduction of his ideas with regard to plastic and thereby betray the sculptor,
as well as the few paintings which we owe to his early career, are highly valuable
in giving us an insight into the artist’s keen power of conception. These sketches,
in which the artist expresses the whole impetus of his art, are just as charming
as they are instructive (ill. 29—43). Sometimes they are all rhythm, sometimes
just a few lines hint at the chief motive of movement, revealing the constructive
framework and then again we find a study of figures and groups almost identical
with nature’s creations.

Archipenko,furthermore, is the sole creator of the new idea of combining sculpture
and painting as one art, an idea which dates back to the year just before the outbreak
of war. It finds expression in several plastics of 1912 which represent a cross
betwen man and machine and are the first reproductions of a constructivism
which is now being developed by Russian, Hungarian and German artists in a
purely abstract form. The performers in the Médrano Circus stimulated him in the
idea, hence their name “Médrano”. The female Juggler (ill. 48) is his first work
for which he used different kinds of material such as wood, tin and glass together
with paint. The balls of glowing red seem to be poised in mid-air in their
circular course. His sculpto-paintings, which have often contested with paintings,
bave succeeded each other regularly since 1914 (ill. 50—65) up till the present.
They often determine their own limits, sometimes as almost genuine pieces of
sculpture (ill. 59 and 65), sometimes as relievos (ill. 64), other times as paintings
similar to most of the illustrations furnished with this monograph.

Archipenko, never satisfied, endeavours in this manner, to reproduce that which
was prohibited to plastic art up till now: to fill in the space round human figures
with all kinds of things, even still-life, which we can safely say no sculptor, who
nevertheless remained within the sphere of sculpture, ever thought of reproducing
prior to him. It is quite impossible for a sculptor to group figures and objects
together in an open or closed in space with the usual means restricted to his
use. Attempts of this sort made by Greek and Gothic artists in the latter decades
no more nor less than the interpretation of pictures in relievo. Air is missing,
which envelops all things and binds disjointed effects, and which painting alone
can reproduce. Confident that his own refined sense for coulours will enable him
to obtain perfect harmony in hues and tints, Archipenko therefore does not
hesitate to make use of this talent. By means of paper miché, wood or metals
plastically prepared and fastened on to the surface, the sculptor emphasises those
parts he wishes conspicuous, whereas parts of minor prominence are simply painted.
Even shining metals and glass are in evidence where he so considers necessary in
order to obtain by means of constant change, sometimes sudden, sometimes gradual
a sense of space, artistically organised of no illusionary effect, vibrating all over,
yet in perfect repose. This impression of space changes alluringly according to
from which side you approach and observe it, but the most detailed description
can give but a vague idea of this particular art and even illustrations in black and
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white are of little avail and can even give rise to false conceptions. We therefore
trust the coloured illustration will demonstrate to some appreciative extent, the
excessive charm of most of these sculpto-paintings which is only attained in the
finest specimens of sculpture as a result of great genius. The fact that there
should also be some works of minor value is comprehensible enough in view of
the intricate difficulty and novelty of the work. Archipenko has every tone and
shade of the colour-scale at his command. At one place the tones are suppressed
and sonorous, at another, whole accords are formed of unbroken colours, glittering
metal and glass. The correlation between the elements of form, which have become
bodies and objects, is multiplied again by the influence of the colours. The creation
is dynamic, full of tension, elements of power linked together, reciprocally con-
ditioned, produced alternatively by sculpture and painting and yet melting into each
other, to be compared only to the most delicate and subtlest machinery where the
tiniest screw is as important as the most powerful driving wheel. But even this
comparison only applies to half of it; as its dynamic is beauty freely conceived.
These sculpto-paintings mostly treat subjects in enclosed spaces, but Archipenko
has even gone as far as to reproduce a “Bathing figure” in its world of atmosphere
and water, a figure in brown and yellow, framed in a blue of the deepest and most
delicate shades tinged with violet and green. This attempt has been crowned
with success (ill. 59).

The last illustration in this book is a study of negatism, an important problem for
sculpto-painting, as the face is only expressed by a hollow. It combines simplicity
with wealth, the outline in its entirety only represents a large form, carefully balanced
by reason of the proportions of the architectural structure, from the dark edge there
appears the light, slender body which expresses in its outline the most delicate
vibrations, and which is plastically finished off with the various shades and hues of
infinitely rich colors.

The figure in relievo of ill. 64 is probably the noblest creation of sculpto-painting.
The figure almost abstract yet so full of life, in copper, brass and light tin,
shows up in sharp relief against the dim background of cool grey German silver,
and white paint, through which the many coloured metals gleam, helps to express
clear forms, shades, contrasts, yet binding disjointed effects.

This shimmering model, vibrating with a thousend reflections, yet of inviolable solid
material, should be placed in a room as could only be built by an architect entirely
inspired by the spirit of the day. It is the full expression of a new esthetic conception
of the essence of art which does not refer to the past but to the future, obtained by
means of an entirely new technic and derived from a positive conception of pure style.
Thus Archipenko’s creative art claims back the vast league of all creative art, as does
that of all leading artists of our day, and appeals to the whole of culture, and if we again
reach the high grade of culture, and get back what used to be a matter of course in
happier times when there was no uncertainty of expression, it will be to a large
extent to the credit of Archipenko’'s work that we owe such a valuable gift.
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APXHUIIEHKO

AMCTHUHI MHMCTeyTBa 3ax0Ay pas-y-pas OMAOAOTBOPAAHCD NASCTHYHHMH
MucTeyrBaMH 6auspkoro i garexoro Cxoay, a wacro i rycro Hasitp pimy4o
nignagaam mig ix Bmame. Taxkox HMHI MH 3a8HaGMO [JbOrO BILAMBY.

Anme BiH BHABAAGTbCH, MPHHaWMHI MOuacTH, B HHmMMX, HoBHXx Qopmax. Jasnime
TO saBciagH 6yAH roToBi nPoOAyxTH cXigHOrO BHPOGY, HIO MPHYHHAAHCD AO MOTAH-
GACHOrO MiSHAHHA 6CTBA XyAOXHbOI TBOPYOCTH, TaM i TYT CNOKYIIAIOWH TaKOX A0
GesnocepesHbOTO HACAifyBaHHs, a HaBiTb A0 migpo6GaoBanHa. Takox Ti, Taki
QiHHI AAf MOAEPHOI INTYKH BKasiBKM, IO SBHAHCD HACAIAKOM OBHAHOMACHHA
ACAKHX NapusbKux Marspis, Ak Jera, 8 ANOHCBKUMH KOAIDOBHMM ACPEBOPHTAMH
B cimgecaTux pokax 19. cToriTTs, BkasiBkM, AKMX LiAe SBHAUIHHA POSKPHAOCDH IIOHHO
no ACCATHAITTAX, He 6yAn HinkuM BHiMxkoM. Huni MM e cBigkamm uHmoro Bujo-
BHIa. Ynepme e XHBi XyAOXHHKH, HAIIAAKH CTApHX i MPOTE HeSyBHTHX HAPOAIB,
npuBabaeHi KyAbTypoio 3axogy H A0 Hei sacTocoBaHi, [IO cepes Hac MpapoloTb,
nepe6ipaloTs yci yaiAvueHi JIHHOCTH, sKi YHCTO eBponefcbka MITYKA PIMHHX Ha-
POAIB MOXE ZaTH AAAl ICTHHHO CYdacHOTrO MHCTEUTBA, aA¢ PIBHOYACHO TAKOR AAlOTb
yce, IO BOHM caMi 34aTHi MOZapyBaTH, AK CNAAMIMHY HaM Yyxo0GpasHoOl, HesBH-
9aliHO UiNKOi KyAbTYpH (opMH. Tak-TO LiAKOBMTE YBIABHEHHS HAIWIOTO CY4aCHOTO
pisbGapcTBa Big HaTypaAisMy, B IKOTO MMPOKE MOPE BOaAaiH Bei Tewil 19. croairTs,
6 HemucauMe Ges Yxpainps ApxuneHka: He AypHOX BiH HECMOAIBAHO MOSBHBCA Y
nepeaHiii AaBi GopliB caMe B pimalo9Hx pokax, Hesa6apoM MO CKIHYEHHIO CTaporo
CTOAITTA, 3 HOrO HESAOMaHOI0 TBOPHOIO CHAOIO Ta 3 HOro GesXypHHM, PEBOAIO-
QifiHUM pazHKaAISMOM.

Ilo peft pisp6ap, nocizalouH TakOX yTOHYeHe nowyTTs ¢ap6H, GyB NOKAH-
kKanuit 86yAyBaTH MICT A0 CNOPIAHEHOI MAAAPCHKOI MTYKH A BSATH YYacTb Yy
npayi Has SAIAICHEHHSAM OAHOTO BEAHKOro, oxonaioouoro Beemucreyrsa, — pe Maro
0COGAMBE SHAYIHHA AAS POBBHTKY IITYKH, AIKa HAMAaragTbCsA NEPEHTH BiA 3amAyTaHol
CY4acHOCTH B ACHO BMOpsjKoBaHy 6ysyqunny. XTO posrasiae Bxe HMHi icTHylOuMi
Aopobox Onexcangpa Apxunenka, Toi AegBM noiiMe Bipu, MO TO TBip mOMHO
TPHOATHIIECTHAITHDOTO, TAaKHA BiH 6araTuii, Taxui posmaiTno sMminunBHi. A mpore
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pe Tak. Llefi Ykpaineup Mae Take BEe nmpHCKOpeHe XMTTEBe TEMNO, i MOxe Ue
AKPas i € J0Ka’OM, SIKMA 3 HBOTO NMPABAMBMA BACTYNMHHK MOAEPHOrO AyXa Hacy.
Onexcangep Apxunenxo Hapoguscsi p. 1887 y Kuisi, osHiM 3 HeuHCAeHHMX BeAM-
KHMX MicT GesKpaiiHO MHMPOKOI AaHOBOI Ta CTenoBoi YKpPaiHH. Horo 6atsko, cay-
AMBIMN MEXAHIKOM MPH TAMTEMHIM YHiBEpCHTETi, BiYHO HOCHBCA 3 NAAHAMH Ta
IpOEKTaMM, & He 3 OAHMM LiHHMM BHHAaxo4OM HoMy Takox nomacturo. Cam
qymHii MMCTEUTBY # TOMY BMOYaTKy HENPHXWABHHA A0 TOro, 06 CHH NimoB He-
MEBHOI0 APTHCTHYHOIO AOPOrol0, BiH NPOTE NepejaB HOMY BamMAMBY CHAAINMHY:
HAXMA A0 C€KCMEPHMEHTOBAHHA # 3MHCA AAS MaTeMaTHYHO HEOGXiAHMX . BiAHOCHH
Mix pivamu. Danrasin Orexcanzpa 3a AMTAYMX POKIB BHABAAAACh OTXe B 3aGa-
BOBO-CepiiOBHIM TBOPEHHIO (paHTACTHUHHX GE3LiAbHHX amnapatiB, AKHX CHAY i MOx-
AHBOCTH MOAOAA Mpifi A0BOAMAa A0 GesMipwoctH. Ta mBMAKO iforo sMaraHus,
no6GyAmeni rAMGOKHM BHYTPIMHIM XHCTOM, 3BEPHYAHCb y CTOPOHy Mucreyrsa. Lled
rit 6yB SMiJHeHMil MPOTATOM OZHOAITHBOI HEAYTH ONOBIARHHAMH JAija, IO caM
6yB MaAsipeM, a TakOX He B OCTaHHiH Mipi #oro sragkolo mpo cruxiitHo TBOpuHil
y BCix mTyxax, Haykax i TexHikax reHiii AioHapAa, AAR AKOrO MaTeMaTHKa Takox
6yaa matippio Bcix mucreurs. Hacaizxom Toro micTbHauATHAITHIR Xiomepp yxe
HACTIABKM BsicyBaB co6i A0opory, #KOl0O Mae iTH, IIO BAAaCHOIO Mpaielo CTas A0-
GysaTH xomTH, HeoGXigHi AAs Hayku B XyAozHii mkoai. Mai6yrabomy nascra-
KOBi, OO CKOPO MPOMIHSB KASICY MaAlOBaHHA Ha KAACY pisbGapcTBa, KMIBCbKA
XyAOXHs1 mMKOAA, 5K i Te, mo BiH misHime no6aunB y Mocksi Ha moai xyzoxmubol
TBOPYOCTH, MOT'AM ZOAATH AMIle HebaraTo A0 TOro, mo oMy Gyro moOTpi6HO Ars
fioro me HescHo BiguyBaHOi cBoepigHocTH. Dyjenna akagemiuna Hayxa 3 ii Ha-
XHAOM A0 GesOpMEHHOTO HaTYpaAisMy He MPOMOBASAA HOMY HiuOro, Mai6yTHbOMYX
CKYABIITOPOBi BOHAa AHIIE JaBaAa HeCMauHy ijeaiisayiilo BAe BHTOAKOBAHOIO TeAg-
Hismy. [lepes geio TBOpUOIO MaHipolo, MmO GyAa OCTAHHIM 3BEHOM LIAKOM MHIOrO
POBBOGBOTO AAH|IOra M AHmeE CHAOMIlb GyAra HaKMHYTa AK YKpPaiHCbKifl, Tak i
MOCKOBCBKifi KyAbTYpi, MOAOAOro ApXHNEHKa OXOPOHSB BXe HOro 340pOBHMA
iHctuukr. Ta gorox BiH MaB Tpumatucb? Bin 6aums kpiM saBesenmx is 3axoay
HaTYPaAiCTHYHMX Mpalb TIADKH BEAHKY CHAAIMHY PiAHOT MMCTEbKOI BIpaBH, B
AKifA CTHXIHHO CBOBpiAHA TBOPYICTb HEPOSPHBHO MEPEMIlIYBAAACH B BUBAHTIMCHKHUMH
H TypeybKHMH BHTBOpaMH, PIBHO AIK i B BHTBOPAMH MOAYAHEBO-eBPOMEHCHKOTO pe-
HecaHCy, i kOl ZMBHMA pOBBHTOK (opM AaBHo sacrur. Hamsasysatu g0 pei Tpa-
AMLIT MOAOZOMY apTHCTOBI 8a60pPOHSIAO BpOANMEHe MEPEKOHAHHA, MO HOro MAAX
Bege A0 Gyaydumnn, xou Moxe Hapasi me # HeBigomol. [Ipore moxammo, mo
paHHi BpamiHHA, X049 ix GesmocepeAHbOTO CAigy Hize H He BHAHO B ApXMNeHKOBIH
TBOPYOCTH, HE AHOIHAHCH 6es BHaUiHHA: MOBHE CHCTEMH MiANOPAAKOBAMHA BCIX
YacTHH Nij AOMiHyI0uol0 6aHelo Ha Bcix pepkBax Yxpaiuu tTa Mockosmuum, mia-
KPECAIOBAHHA PHUTMIKH MASXOM BCe HOBOrO MOBTOPIOBAHHA MOAIGHOro, CTPiMKHHA i
BCCX BaTPHMaHHA PYX y KOZHifi 6yA0Bi, pajicTb 04 PiIKHOMAHITHOCTH OoNpaybOBaHHX
B OAHIM TBOPi MHCTE|TBA MATEpPiAAIB, MOBHA TAGMHHYOCTH POBKIm ¢ap6.
ApXHIIEHKO HAACXMTD — TakOx y LiM BiH NPaBAMBUA CHH CBOro 4Yacy — A0 Hafi-
GiADII BMMCAOBHX i THM TaKOX 40 HaNGiAbm BpamauBux apTHcrie. Aume fioro
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BPamAHBICTb — [le BCC HHINE, TiIAbKH He NMACHBHA 3aACAHICTD 04 BOBHIIHIX BNAHMBIB
Bona ijAkoM aKTMBHa # MyXecTBeHa: BOHA AMIIEe BHKAHKA8 A0 TBOPUOI axyii
B TaKifi BMCOKiN Mipi BracTHBi fioMy camomy cuaH. Tomy craroch i Te, mo He-
CNOAIBAHO CHAbHe BpamiHHA, sKkoro sasHaB Apxmnenko B Mocksi, noseao fo
pimalouoro nosopoTy i mBHAKOI nocraHoBH. Bucrasa ¢Qpanpysbkux Marapis i
pisb6apiB - iMnpecioHicTiBE POBKPHAA APALATHAITHDOMY XyAORHMKOBI Od4i Ha pap-
CTBO AMBOTO MHCTEUTBA. 3 pIiBHOIO CaMO3POSYMIAICTIO, 3 KOO ApXHUEHKO mepes
KiAbKOMa pOKaMH MiMOB apTHCTHYHOIO JOPOTOI0O Ha BAacCHi 8apo6GAeHi KomTH, Tak
Bin Tenep saaummp pignmii Cxig % nmogascs 40 BeAMKOro, HesHaOMOro, npMHaA-
noro [lapu=a.

Tyr Aeasn uu 6yp ToAi Axmii pisn6ap 3 MoroAmoOi reHepalil, MO YHHKHYB GH
ouaposyiouoro smauBy Pogena, xou 6M ckopo noTim BiH i Bignas o4 mpesmera
cBoro Mpifivoro nomaxosarua. Lle sokas paunboi incrumkTHBHOI BpirocTnH Apxu-
neHka, 1Mo BiH, [Ieé HABMOMAUKH ii He SBHAIOYM CBOrO BAACHOTrO GCTBA, aHi Ha MOAHHY
He mizAaBca dapam Pozena, a spasy 3 NOBHOIO HEXiTIO BiAYYB y HIiM CBOIO MPOTH-
AexHicTb. Ta KOAM HaBiTP HaiiMeHm aKajeMiYHWH, HaAROLABIDI NOBHHA RWUTTA
ckyabnrop y [lapumi He mir fiomy Hiuoro AaTh — TO 40 AKOrOX YYMTEAsl MaB
nparHyqanfi HayKH ydeHb npucTaTH? ApPXHMEHKO MBHAKO BHAWIIOB OAMHOKY BipHY
AAn HbOro BignoBigb. KoAn BiH no nATHapATHAEHHHX OABIAMHAaX OCTATOYHO
OOKIHYMB TaKOR 3 aKajeMigio, TO He mocTynuB A0 poGiTHi rorosoro pisn6apa —
BiH mMmMOB oransath 36ipkH No Mysesx i cTaB BHGOPIOBATH Y CTApOBHHH TAaEMHHIL
1 MucTeuTBa Ta il TexHiYHMX cnoco6iB BHpasy. 3HOBA BiH YXHAHBCA, HEACHO
BiAYyBAlOYH METy BAACHOro MIAAXy, Big sBHuaiinoi goporn. He Ha rpeypky mryxy
8 auiB Qigin i [lpaxcurean 6yaa ssepHena ioro ysara. Horo npurarara mouy-
MEHTaAbHa cKyAbnTypa €runTaH, cTpora B (pOpMax reAHCHKO-apxaiyHa KyAbTypa
fi, KOAH #i He TaKk AOBro, MiAHeCeHa BHPA3HICTb IOTHKH. Axe TaKOZ 3aNONasAHBO
CTyAllOBaB BiH eKBOTHUHI piab6H, mepejOBCiM MOBHI TAGMHMYOCTH, PIBHOYACHO Taki
mpocti i Taki (PaHTACTHYHO POSKIMHI CKYABNTYpPH CTapHX aMEPHKAHCHKHX KYABTYp.
PimHoMaHiTHICTD BKasiBOK, AKHX IIyKaB MOAOAMI YKpaiHeub, Ha NepmHiA NOrAsA
8AB6TBCA MNOPAXAIOUO0. Ta NPH NHAbHIMIM POSrAAAl BOHH AOCHTD OBHAYAIO40
OXOMAIOIOTb CaMi AMIIE TaKi TBOPYi MaHipH, B AKMX YHCACHHA 3 MPHPOZHOIO Qop-
MOIO A3AEKO BiACTYnae Hasajg nepej TOIO 6axaHOIO (OPMOIO, AKY CaM XYAOEHHK
YCTaHOBHB Ha OCHOBi BAAaCHOroO AyXOBOro cKapGy.

[lepmuit TBOpUMiA nepiosg Apxunenka, caraoumii npu6auswo Big 1909 a0 1911
POKYy, BHABAAE HOro mpaulo Hag THMHM BIAMBAMH, AKMM BiH cBiioMO AaB Ha ce6e
noairatH, o6, CTynHeBO iX MepeMirmM, BHAOGYTH 3 HMX CHAY i TeXHiYHy Bhpas-
HICTb CTaTH caMHM cOGOI0 H 3aKiHYCHO BHTBOPHTH BCi MAACTHYHI 0GpasH, IO B
HiM BuHukaru. CniBsByuHiCTb Aerko nOMiTHTH. AAe He MEHmeE TaKOR BOAIO M
yce Aymde # AyZde BMCTymaloue BMiHHA NePeTBOPIOBaTH Wyme B cBoe. Jan Apxu-
neHKa CKyABNTYypa 3ropH GyAa THM, 4MM BOHa GyAa AAA BCiX iCTHHHO - IAACTHRHO
BiAYYBaIOUMX MHCTE[IbKHX KYABTYp: IUMATKOM CPOPMOBAHOIO Ta OXHMBAEHOro Npo-
cropy. Takox HaR6irbm 3amryrani B cBoii 6yAoBi 06pas jioro mismimux poxip
ARIOTD AMIIE OAHY BIiANIOBIAb Ha Lle OCHOBHE NHTaHHA Pisb6apCbKOi TBOPUOCTH.
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Illyxaounit mycis Hacammepej NMoAyMaTH Npo Te, MmOG HABYHTHCD ONAHOBYBATH
ereMeHTapHe pimeHHs. ToMy mepmi npayi mapusbkoi A06H — e BHTBOPH, WO
MOBCTaAH 8 PIBHOKYTHOI MacH, Ha AKIA nponopyii BHIIHHK, WMHPHHH i TAMGHHK
AaloTbcs sicHO BiguutaThH. Bonu sasymani B xameni. Ilpu Buxomwanui wacro mau-
BaBCH mTYYHMA KaMminb. Baxke cruckyBama QopMHM BHMararo sKpas HaRHGiAbm
MacHBHOTO, TBEPAO CIPECOBAHOTO MaTepisry. 3mnouaTKy Ta OuepKyloda AiHif, mo
misxime came B Apxunenka HaGpara TaKoro sHadiHHA, Q¢ He BiiorpaBara Maime
Hiskol poai, K, Hanp., y mpuKyuHyroi Qirypu si 36ipku I'eca B Epgypri a6o y
xinku 8 BiaTATOIO HOroio (csitamna 1). Lliamk pyx Qopmu nepenocurbes BHYTP
MacH, HasBepx CNOKIAHO 8akiHdeHOl. Axe TYT BiH BHABAAGTDCA B THM Ay=Rdiik
suini Hanpsmxis. Lllo6 osHak He smenmyBaTH BpaminHa BiA CTHCHyTOi Mach,
NOOAHHOKI 9ACHH BHMOAEABOBYIOTBCA AMIIE Ha SpasOK peAeda MOMIPKOBAHOI TAH-
6unn. [lorasnbMo AAs mpHKAaZy Ha Te, SK OMPabOBaHO rOAOBY Ha TBOpI, MO~
xasaniM Ha cBiTAMHI 1: lllus ne npeacraBmaserpcs samHypoBaHHAM TiAECHOT MacH,
a TBOPHTb AHMIIE Nepexil OA CIHHH AO MOXHMACHOI Hamepej TOAOBH; BOAOCCA €
AHIIE OGPaMAAIOUOI0 MAcOI0 A OYEPKHEHOro OZXHOIO-GAMHOIO AiHi6l0, TPOXH omy-
meHOoro OGAMYYA; Yy LiM OCTaHHIM 6aYMMO AHIIE ABa SAMITHHX AK[IEHTH, BCTABACHHX
y NPOTHAeXRHIM pyci — BHOBa B HerAMGokiM peaedi mpoBeieHy MpaAMy AiHilo Hocy
R cTBOpeHe y QOPMi MHrAaAy, HIAKOIO BiHHUCI0 MPHPOAHO HE OXHBACHE OKO.
Taxkox B MHmIM apTHCT OGMEXHMBCA NIAKPECACHHAM TFOAOBHOTO, MEPEBAMHOR BiH
nignic uHafigymqe cycrasu. [iaHO MoOAMBY — OCOGAMBO, KOAM SBAXHTH 3araAbHHi
posBHTOK cKyAabnTypH kKoao 1910. p. i MoaoaicTb Hamoro peBOAIOLiOHEpa B MITYL,
— AK ABACKO O BHAMMHX (pOpM MPHPOAH APXHNEHKO NMPOKABAAE CBiff MAAX y=me
B UiM TBOpi, fIK i B CNOpiAHEHHX 3 HHM: BiH JOCKOHAaAO B3pO3YMIB FOAOBHY CyTd
UM camHM BHGpanux spaskis. [lpo ue csiguntp Takom =miHoue Topco 3 migHe-
CEHHMH pyKaMH, AKe HaTAKae Ha rotuuHi BmausH (cBit. 8). Ocranni npuHaremni
ciogn pivi 3 poky 1911, ,Cugsua =minka* (csir. 5), ,Cnouusaloya =minka* (csir. 6)
i ,Minka 3 guTHHOO* (cBiT. 7) — e BXe TBOPH Malixe LIAKOM XOBEPHIEHOTO
BuBBOACHHA. PiBHOKYTHy Macy nepemomeno. Pyxamsictb ouepkyouoi Ainii BHCTY-
nae piBHOMPABHO MOPYY 3 PYXAMBICTIO BHYTpimHix QopM. PuTMiuHe EHTTA yMHO-
EHMAOCH CTOKPAT i AOCATaeTbCA CBIAOMHM MOBTOPIOBAHHAM OAHAKOBMX MOTHBIB
dopMH; KpHBa AiHIz AoMiHye. PHTMiuHe OMHBACHHS PIBHOYACHO 3aXOMAIO6 JJOKOAb,
AK i caMmi ¢irypn, TaK IO OCTaHHI He 33al0TbcA NMOCAAXEHHMMHM Ha MiACTaBKY, a
BAHBAlOTbCA B OAMY Uiricts. Bme 3 pei o6craBumu BuscHioeTses, mo Apxunenxo
giakoM BHpikca Beskoro Hartypaiismy. [lpore, xou BiM, Takox y cBOix nisHimux
npaysx, 9acTo AOXOAHB AO CaMOi rpaHHyi a6CTpaKTHOro, TO Hi pasy BiH Tol rpa-
HHQi He nepectymuB. JAIOACbKe TiAO, MEPEAOBCIM ZiHOYE TIAO, BCE AHIHAOCH AAR
HbOTO TEM 010 MNAACTHYHOI TBOpHYOCTH. Axe BiH HIKOAM He nepejaBaB TOrO,
MO MNPHPOAA X368 AIOACBKHM BMHCAAM: BiH BHTBOPHB CBOE NPCACTaBACHHA MPO
AIOAMHY B SaACEHOCTH Bij BaKOHIB XyAOxHbOI TBOpuocTH. Foro alose BHpoO-
CTAalOTb 8 JapCTBa WTYKH, a He B [apcTBa NMPHPOAH. BonM Takox opraHisMw,
are Tx 6yAoBa — jie apXMTEKTOHika (GOpMH H He Mae Hiyoro cmiabHoro 3 6yA0BoI0
RHBOTO TiAA, COTBOPEHOTO MPHPOAOCIO AAR BOBCIM HHINOI METH, HiX AAA TOro, IJOG
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6yTH Axs OKa il pyKH omaHoBaHOlO ¢opMolo. Tomy ApxuneHko Bae B Hafipa-
HIEMX npausx 3MiHHB mponopyii TyAy6a, FOAOBH /i 4YAeHIB, i TO HEe CXEMATH4HO,
MCAA SIKOrOCb HOBOI'O CBABIADHOIO KAHOHY, a B KOXHIM BHIAAKY TaK, Ik TOTO
BHMaraé OCOGAMBICTD NMOOAMHOKOrO saBAaHHA. DBisbMiM xoua6 ,Cuzaay =mimky*
(cBit. 5), oaHy s Hafikpame pospssaHux ckyabntyp 3 poky 1911. Beafiuesua,
HaMTIiCHIIC 8BsA3aHA 3 OKOAEM CIiAHA YaCTHHA TiAa BiAMOAOAXRYETbCA AOTOPH Ha
BpasoK NHpaMizu; Bpis mMoHaj GejpaMM HaWrocrpime MigKpecAeHO; TYT NOAAETHCA
BHEepes PaMeHaMH KOPOTKA BEPXHA 9acTMHA TiAa; NMOHAZ LIHM MiAHOCHTbCA, MiA-
TPHMyBaHa OGEMMCTOIO IIHGIO, B MOPIBHAHHI A0 TiAa Malixe KpiXOTHa roAoBa,
Hade I'yASHK 3aOKpYTACHa, fK i BAOKPYTACHe Hanepej KoaiHo. Lliae ysmase co6oio
TPbOXMipHY, PYXAHBY apXHTEKTypy, MokasaHy B ¢OpMax AlOAcbkoro Tiaa. A mo
ApxHneHKO TBOPHTb MOro AMmeE TaK, AK BiH HoOro norpibye AAs BAIMCHEHHA CBOIX
apTHCTHYHHX SAMHCAIB, TO BiH co6i TAKOR Za€ BOAIO ONYCTHTH Te, INO MEpPEmKO-
Amano6 ioMy B ocarneHHi 6amanoi rapMoii, ce6-o B yrBopenHio Topca. Y Apxu-
NeHKa # HajzaAl TOPCO AHIIAETbCA NPABHAOM, TOAl AK LIAKOM BakiHueHe TiAo
NOABAAETBCA B HbOTO K PIAKMi, HaBiTb HecnogiBaHHMi BHIMOK. ToMy KiAbka caiB
npo 3acajHudy OMpaBAAHICTL Jel PopMu TYT GyAyTs THM Giabm A0 pivi, Igo npo-
THBHHKH HOro i BsaraAi MOAEPHOI WITYKH pas-y-pa3 NAAMYIOTb Liefl Hanpsm, AK
6AyA | MOMHAKY.

Tpeba npumycruts, mo A0 kinpa 19. croaitra, koan Pozen Ha saraabHe o6ypeHHs
BHCTYNHMB 8i CBOIM 6esroAoBuM ,lgyunm Hoanom“, naue6-ro Hixoan He pobacHo
cnpo6u CTBOPHTH TOPCO W BHMaraTH, mo6 HOro BBamaAM 3a FOTOBHH, OpraHiuHHil
TBip MucreprBa. Bo xoam 3 AaBHimx uaciB, 0cOGAMBO Bi CTapOBHHH, A0 Hac
AIiMAM YHCACHHI pisb6M AMmE B MOKariueHiM CTaHi, TO ¢ BCE-TAKH HE MarO His-
KOro 3acagHMYOro 3HauinHa. Bumaaxose Topco i Hamipene Topco — piui pimni. Y
HalikpamiM BHNAAKy Le TIALKH MOKasyBaAO, IHO iCTHHHO BEAMKHH TBip MHCTEUTBa
MOXe JaAi iCHyBaTM B AeABM SMCHIEHifi Kpaci HaBiTb MO SHHICHHI NMOOAMHOKHMX
fioro qacTHH. Aae pasoM 3 THM He BHTPHMYE ZaZHOI KPHTHKH BaraAbHO MOMHKPEHa
AyMKa, Hi6H TOPCO € BHraAKOIO EKCIPECIOHICTHYHOTO pyXy, II€ A0 TOro H BHras-
Kol AypHoio. Slkpas rpeybke MMCTEUTBO, B HENOrpimIHOCTH AKOTO CTOAITTAMH HeE
CMiAH CyMHIBaTHCb, CBiAOMO TBOPHAO TOPCO, M Bi4 THX 4aciB BOHO HiKOAH Bxe
He BHMKar0o 8 pisp6apcrBa. Xi6am 60 mOpTpeTHe NOrpyAAs, AKE CTABHTb Ha
HOKOAb GesnocepesHO roroBy aGo Ije TIAbKM MAedi, € IOCh HHIE, a HEe TOpPCo?
Uu npuitze KoMy X0Y Ha XBHAMMY rajka, IO pisb6ap NOCTABHB MNepes HaMH
BiATATY roroBy? Taxy BEe BeAMKy CHAy Mae 3BHUKa, IIO HaBiTb [IAKOM NMPOAHATHIA
HaTypaAiCTHYHHMHM BHMOTaMH TAAAaY OXO4e FOAMTBCA 3 Jielo HaiAaAbme MpoBese-
Holo a6crpaxpielo Big AificHocTd, 6a HaBitb 11 He momivae. Ha pe momma, sBH-
9afiHO, 3ayBAXHMTH, OO AIOACbKA T'OAOBa HACTIABKH 6@ HOCHTEABKOIO AYXOBOTO,
HaCTIABKH € pimaloYMM MOMEHTOM, IO HaBiTb y CBOIil BiAOKPEMAECHOCTH BOHa Ij¢
MOXe GYAHTH NMPEACTABACHHA MPO LiAy AIOAMHY, TOAI AK Tir0, KOTpoMmy Gpakye
NOOAMHOKHX YACHIB, 8 OCOGAMBO IOAOBH, AMmMAETbCA CKarideHHM. XTO ZoAepxye
@bOTo MOTAfAY, TOW 6auMTb y CKYABNTYpi AMme mpeAMeroBe. AAe XyAOXHHMK Mae
A0 Aixa He 3 pivaMM, HaBiTb He 3 TiAGMH, @ B CAGMCHTAMH (OPMH, sKi BiH
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ORHMBAIO8 CBOGI0 BAACHOIO AYXOBICTIO M HiCAsi CBOEI BOAI TBOpHTb ix Giapm abo
MCHIm NMOAIGHHMH A0 YTBOPIB BHAMMOI AificHOoCTH. ToMy Horo saBjaHHAM Moxe
6yTH AHIIE CTBOPEHHA 3 GAGMEHTIB (GOPMH OAYMEBAEHOTO H HANOBHEHOro Hampy-
meHHAMM opraHisMy. Lle 3aBjanHA € posBssaHe, KOAM OCArHeHO TOI Heo6xiAHOI
rapMoHii, fika NMepesaeTbCs YaCTHHaM O BHYTpimHO 306pamenoi izei miroro. Um
Ti 4aCTHHH, AKHX pisb6ap AAA TaKoi 64HOCTH NOTPi6ye, BiAMOBIAAIOTL YHCAOM i
POAOM THM HaCTHHaM, IO iX NPHPOAA BZHMBaE AAn GyAOBH CBOIX CTBOPiHD — [e
Gafigyxe. Orxe /i TOpCO Mome CTaTH AOCKOHAAHM TBOPOM IITYKH, KOAM BOHO
BHUEpNyIOUe BAIMCHIOE Te, MO XYAOEXHHK CcO6i yABAAB. A IO TIABKH MAACTHK
HamMx AMiB HaBYMBCHA ONMAHOBYBAaTH TOPCO, B TIM HEMa HIYOTO AHBHOrO: AAA [IbOrO
noTpi6HO CydYacHOro Ayxa, SBIAbHEHOTO Bij YCAKMX mMyT i 3a6060HIB — a Moxze
je pIBHOYaCHO H CHMBOA (ParMEHTapHOCTH, TaK BRE HEPOSPHBHO BBABAHHH 3
- Kyabtypoio 20. CTOAITTA.

llfo Takox Apxunenxo He symiB onaHyBaTH NpOGAEMHM CTBOPEHHS TOpCa 3apas
mo TiM, AK BIH SCHO 3pO3yMiB ii SHauiHHs, He TiAbkM camosposymiricrb. Oroz
itoro ,,Crosua =inoua nocrars* s p. 1911 (csir. 4) me He mMae B co6i Toro Ges-
nocepeAHO MOKOPAIOYOro, WO NEPEAOBCIM € BAACTHBE HOTrO MISHIIIHM, 3 GesMeXHUM
BaKOXaHHAM BCE BHOB i BHOB OAMIHIOBaHMM =iHOYMM Topcam Ges roaosu. [lopys
is geto npo6aemolo nepes ApxuneHkoM yzme B paHHifi Horo A06i BHHMKAH Ime ABi
npo6aeMu, Ha Axi BiH i Aoci Jae mosHi sMinumBocTh BigmosigH. Oana oxonawos
Take JaAeKoiAydye abCTparoBaHHA AIOACBKOTO Tiaa, IO HOTO YAGHH Maime CTalOTh
CHMBOAAMH YHCTHX CHA, AIK TIAbKH GYAIBHMIITBO HHMH KOPHCTY6TbCA; Apyra — pe
cpOpMyBaHHA MPHHAAEKHOTO A0 AKOI-HEGYAb QirypH uM rpyNH MOBITPAHOrO NPO-
CTOpy B TaKiM Burasai, mo6 BiH UiAKOM JOpiBHIOBaB CHOPMOBAHMM 3 TBEPAO]
Marepii wactuHam. [lepm, wix npo HMX roBopHTH, BKAIOYIM IOe ABa CAOBAa NpPO
MHTTA H BaraAbHMH Xii POSBHTKY HAILIOrO apTHCTa.

Apxunenko npoxzus 6irbmy gacTuHy Munyroro dacy B [lapmxi. [liawac sifiun
Bin mepeixap A0 Hiyu, mo6 Aarvme BiA xBHAIOIOUMX Gimydanx NOAiH JirxoM EHTH
An cBoro Mmucreyrtsa. Poxy 1921 sin nepeixas g0 Bepainy, Ae suafimoB Takox
piany AyxoM noapyry =murra. Pisp6apcbka mKOAa, AKY BiH TYT OAKPHB, fK i
aasHime B [lapnai, npusera 40 Hboro umcaennux Boosymesaenux ywis. Hacai-
AyBauiB HoMy He Gpaxysaro Hi nepes ThM y Dpanyii, i Tenep y Himequnni,
X0Y AOBOAI 9acTO BOHHM POSMIHIOIOTb HOro BHYTPIIHO HeoGXxigHe TBOpPUYE AiAO Ha
BOBHilIHE BipTyosHe mrTykapcrso. Y pemrti zutra Apxunenka pas-y-pas Gyao
npagelo i TIAbKH Rmpayeto.

ApxuneHko HareEMTb A0 THX, cCaMe AAS CY4acHOi KYAbTYPH TaKMX XapaKTEPHCTHY-
HHMX ApTHCTIB, IO AMBYTb AMIIE HEPBaMM, IO HIKOAH HE SHAXOANTb CIOKOIO i UHE
iaeiine 6arautso He Zae TM SYMMHMTHCA Ha sAKil-He6yAb OAHIM TBOpuUil Mawipi.
Mexanik, Texsik Ta excnepumentatop me BiA 6aTbKka EMBYTb y HBOTO B KPOBI.
Arn koxHOT Npo6GAeMH, HABITb KOAM BXE i NMOINACTHAO SHaWTH AAA HEl OCTATOYHY
dopMy, mocTii{HO BHGOPIOETbCA HOBE piMeHHA, H BiYHO HOBi MPOGAEMHM BHHHKAIOTD
y BiM gyci 3 HOro OAHAKOBHM HAaXMAOM AO MATEMaTHKH W (PAHTACTHKH. ToMy
Apxunenkosa TBopuicTb BMKasye Garato sMiH. Ta BOHM He MaioTb y co6i Hidoro
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BAaHEMOKOIOIO4Oro, 60 He MPO HeneBHi Cpo6H HECAMOCTIAHOT HAaTYpH, THAHOT CIOAM
A TyAH SMiHYMBHMMH, CYyNepediHHMH BPaxiHHAMM, BOHH TNPOMOBASIOTb, & CAYRATb
AMIIe BHPAsOM TOTO, IIO B [IiM XyAOXHMKY OGEAHYIOTbCA PiRHOMAHITHI 3AIGHOCTH,
ONaHOBaHI OAHUM HEMOTPIMHMM MOTYTTAM CTHAIO. Ti SAIGHOCTH MYCATD NpOSBAS-
THCD AHIIE OAHA 32 APYTOI0, a HE PiBHOYAcHO, 6O WHAKIIE BOHM He SMOXYTb PO3-
BHHYTHCb THCTO, AK TOTO BHMarae Horo A0 (aHaTHBMY BHILAEKaHa norpeba AOCKO-
HaAOl FapMOHil KOZHOTO NMOOAMHOKOTO TBOPY. ApPXHMIIEHKO Maeé AyXe CHAbHO POSs-
BHHCHMA BMMCA AAN aGCTPaKTHOI KPacH rEOMETPHYHMX YTBOPIB Ta IX KOHCTpYK-
THBHMX, Heo6XigHux BigHOCHH. Ta He MeHme MHoro BabasTb uapH, BaxoBaHi B
NOBHHX CHAM, HiXHMX i HaliHiXHiEHMX Bi6payinx ojyxotBopeHoro Tiaa. Horo npu-
HAjAXye rpa CBITAA Ha OAHOTOHHIM MaTepifil # 6apBHCTICTb rapMoHif, TO AyxHUX
i 6araTMx Ha NPOTHACXHOCTH, TO NPHTHMEHHX 1 TOHKHX. 3afOBOABHMTH Wi BCi
BHMOrH B OAHIM TBOpi HeMomAuBO, OTxe ApXuneHKO MYCHTb SajOBOALHATH pas
Ty, a pas APYry, BaAeXHO Bii TOro, KOTPa CTaé HEBiAKAMYHOIO moTpe6oio, a BiA-
NOYHBaE BiH OA MaTEMATHYHO CTPOrol Ha NMPHPOAHO BiAbHIA TBOPYOCTH, 04 OCTaH-
HbOl BHOB Ha Nepmid, BiA OAHOTOHHOI, BMOJEABOBAaHOI Hepes CBITAO, Ha CAIOWii
(dap6amu, i HaBnaxu.

Axe B KoOXHii TBOpUiH MaHipi BiH neBHMA cam ce6e, a ioro iHAMBiAyaAbHiCTD pYy-
YHTbCA 84 GAHICTD Y MHOroo6pasHOCTH.

ILlo npu TakiM cnoco6i TeopeHns, MpH TakiM nocmimanHi BiA mpo6ieMH A0 npo-
6aeMH, NpH Uil KpaliHifi SMHCAOBOCTH, HE KOXHA MPAaUA MOZE BHNACTH PIBHOWIHHO
A0 Apyroi — ge camosposyMiro. Cepes KOEHOT rpynu 3aBjaHb SHaXOAATLCA Nepmi
cnpo6H, MiBAOBPIiAl pilNeHHA Ta apXHTBOPH, INO NMOBCTAAHM B GAArOCAOBEHHY FOAHHY.
Are KirbkicTb pux 6€340raHHO AOCKOHAAHMX TBOPIB 6 HESBHYAHHO BEAHKA.
Apxunenko AiicHo Mae ge ,B mywxax“. Horo Texuiuna BIPaBHICTb, X0W MNEBHO
A BHIIKOAEHAa MPH CTYAIMOBAaHHIO CTapHX APXHTBOPIB, are KiHE[b-KiHIEM BCE-TaKH
MOoro BAacHa, € rigHa NOAMBY. 3 AaBHO BAMBAHHX MAaTepifAiB, OCOGAMBOR i3
KaMeHs, BiH MoTpaduTL BHAOGYTH HaMBMILy AOCTYNHy ix npupoai excnpeciio. Ta,
Ik PEBOAIOLLiOHep (POPMH, BiH He MOZE BaAOBOALHHTHCh THMH Matepisramu. Yacro,
06 yce BHCAOBMTH, BiH MYCHTb YAMTH AAS TOTO CaMOro TBOpPY HalpimHOPOAHIm
MaTepifAM: ZepeBo, MKAO, METaAM B ix MpepixHii mpUpoAHiil okpacyi i HapemTi
me i ¢ap6y. Hasite Takuii marepina, sk nmanepoBy Macy, m0 AoCi BBaXaAH 11
HiYoro He BapTOI0, ApXHNEHKO MOCTaBHB Ha mouvecHe Micue. I pas-y-pas Bin ywmie
KOPHCTaTHCh OCOGAHBOIO TEXHIKOIO, 8 YacOM i1 BHHAXOAMTH ii, TaK HaTypaAbHO MpPH-
CTOCOBYIOUH il 4O BAACTHBOCTER MAaTCpifAy, IIO TPYAHOLI] MPOLECYy npayli SAAIOTbCA
neicuylouumn. Hosa Texsika @ gasm HbOro — mo B mMpoTHAeEHICTD A0 MyGaikapii
Pafinarn y ,Valori plastici“ mycurs 6ytn nmiaxpecaeHo — aume sacoGoM BHpasy,
AHIIE HACALAKOM FOro HOBHX MOTAAAIB HAa CYyTb MHCTE[ITBA, MOTAAAIB, JIAKOM BH-
A06yTHX 3 Ayxa HamOro 4acy ¥ NepeTBOpPEeHHX y Airo.

Bepuiu 20 posrasgy noosmHokux TBOpumx mnepiosis. IIpo6iema ckyabnrypHOro
(opMOBaHHA NOBITPAHOTO NMPOCTOPY Mocepes BHPISHGAEHHX 3 TBEPAOrO MaTepifry
4acTMH 8BYYMTb yme B ,Iingi 8 Autunoo® 3 p. 1910 (csir. 3). Lliaxom sazo-
BOABHAIOUOTrO pillleHHA TYT Ige OAHAK HE BHailAeHO, 6O roaoBa MarepH BHNAAAE
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8 BAMKHEHO1 iAol xoMmosuyil. Y BEAMKHMX mPaifiX CAIAYIOUHX POKIB, IO HarexaTb
A0 HafcuAbHimMx TBOpiB Apxunenka (csita. 9, 10, 12), ga npoGrema sBasyeTbcs
8 NPOGAEMOIO CHMBOAIBalil YHCTHX NASCTHYHMX CHA Yy BSMiHEHHX (OpMax AlOA-
CbKOTO TiAa, AAA AKOI BHalAeHO HalGiAbm aGcTpakTHMH, KOAM i He Hai6Girbm
BHKiHueHH#A Bupas y ,Kyraunux Boitgax“ (ceita. 11). Y yjii nopi B Apxunenxosi
3 OCOGAMBOIO CHAOIO MPOKHHYAOCH TaKOX 6amaHHA BHECTH B CBOI TBOPH HaMAy-
®auii pyx, HafzuBimui Bupas. MalicrepHo i macAMBO TYT OcArHeHO piBHOBaru
craBmHX (JOPMOIO CHA, INO B3aEMHO ceGe OGYCAOBAIOIOTD, POSBHBAIOYHCh TO B
rapMOHiliHMX, TO B NMPOTHAEXHHX puTMax. Tak, yxe B ,[logiaynxy* (cita. 9), mo
AyZe SHauMO MepeBamae TaKy cCaMy Mpaiio 8 MONMEPEAHbOrO POKY, 8 NepecideHHA
TIA BMPOCTaé HeyAepXMMe B3aéMHe CTPeMAiHHA 06ox mnocrareii. Moze me 6iabm
sakinveHolo sk rpyna e ,Tanok“ (ceita. 12). Lle ,saMopoxena Mysnka“, s OAMH
TOHKO MNOYYBalOYHMii HaspaB apxuTekTypy. lloBiTpsamuii mpocrip Mix Tak Aerxo i
TaKk TOHKO 36YAOBAaHHMH TiAaMM 3)a6TbCA MaiXe (QiSHUHO OIIYTHMHM, LIAKOM Y
co6i saMKHEHHM YTBOPOM, 3 SKOTO6 GOKY He MiAXOAMTH A0 CKyAbmTypH. Haf6iabm
BiiBamNe B3aBJaHHA IO A0 piBHOBarM pisnGap nocrasuB coGi B ociGHift Qirypi
»Yepponuii Tanok“ (csira. 10). Pyx i npoTupyx, nponopyii Tyay6a, waeHiB i rorosH
TYT TaK CTapaHHO SBAXEHO, fK Lie TIABKH MOXe SpOGHTH TBOpYE MOYYTTA, H HIKOAH
He MOIIAcTHAOG TaK HarAsAHO NMepPejaTH AKUMH-HEGYAb HaTypaAiCTHYHMMH CIIOCO-
6aMH BHPasy [110 YBiAbHEHICTb OA BCAKO!I 3eMHOI BarW, LJ0 HaWMAEKIDy OKPHAEHICTD
— pefi TaHOK, OAHHM CAOBOM.

lNoasifina npo6reMa AOBezeHOro BHmEPTH A0 rpaHHii a6CTPaKTHOrO (GOPMOBAHHA
AIOACDKOTO TiAa # ONaHOBAaHHA MOBITPAHOTO MPOCTOPY HE Aa8 CKYABNTOPOBi cno-
koo H Aouuui. [lepesoBciM y wirifi Muaygi nascTMK MeHmoro o6eMy BiH B OCTaH-
Hix poxax AaB iif me GaraTmy i KoxHMA pas HOBY 4ekanky. [lepecraBaenns it
KPydeHHs Bici BigorpaloTb npH yiM SHauHy poaro. 3aiyMaHo Lii CTaTyeTH Maiime
BHKAIOYHO AAfl BMKOHAaHHA B TEPaxoTi, IO 3 11 MOAJATAMBO THYYKOi i no o6nareHui
TaK AsBiHKO W TBEPAO BAaCTHralo40i MacH XyAOXHHMK MOBHYEPNYBAB YCi MORAMBOCTH
BiABaXHHX BBOPOTIB, BYSbKHX NAOIIMH 3 FOCTPO MAIPOBAHMMH KpPasMH, TOHKOCTIHHHX
nycrux ¢opu. Koau nisHime npu nosropenmnsx GpaBcs MHIIMA MaTepisr, TO
ApxuneHko pas-y-pas yMiB TaKk HanpaBHTH MepeKAaj, IO TAKOX CBOGPIAHMNA dap,
BAACTHBHH HOBOMY MaTepifioBi, AepeBy a6o GpOHSi, MAAXOM BMIHEHOrO TEXHITHOTO
onpayboBaHHA MOBEPXHi LIAKOM AOBOAMBCA X0 moBHOro sussy. Hixoau He maloan
Ha AyMui AaTh o6pas AIOZMHH, a AHIIE TBOPAYM MAACTHYHI i BHYTpimHO opraHivHi
o6pasH, AKi MalOTb B6GYAHMTH MPEACTABAEHHA NPO AIOAMHY, BAe6iAbmoro mpo AiHKY,
Apxunenxo 9acTo Takox npajioe # 3aco6amu, IAKOM NPOTHACZHMMH THM 3acoGaM,
AIKHX yXWBaeé MPHPOAAR B TBOPEHHIO TiA. Tak BiH MPMXOAMTD A0 TOro, IO B BMa-
FaHHI0O A0 GamaHOro B8araAbHOrO BpaxiHHA o6epTae (OpMH MPHPOAH Hade B ix
HeraTup: oGpaMAcHE BOAOCCAM AHMIIC CTaé HANOBHEHONIO MNOBITPAM [OPOZHEYOIO,
rpyau i HaBiTh RMBIT CTalOTb BarAMGACHHAMH B3aMicb 6yTH BHIyKAHHAMH TiAeCHOl
macu. Slxpas Tepaxorosi craryerkm (csita. 13-18) saloTb HesBuuaiinO wapyloui
8pasKH [ie1 Bnepme BRHTOI XyAORHHKOM TBOpuol ManipH. Hesminwo ui crporo
OYepKHeHi MPOTaAHHH 260 3arAMGACHHA CTOATb y XyAOXHBO-AOTi4HIM BiAHOMIEHHI
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Ao ceGe @ A0 ,,MOSHTHBHHMX' NAACTHYHHX (OPM — MNOAIGHO AK Yy MySHUHIM
TBOpi TOHH i DABBH TBOPATD OAYXOTBOPEHy e€AHICTD. AHBHO, IO Qe Hera-
THBHe pisb6apCTBO HE BMEHIIYe CHAHM BHPasy, -a 9acaMH HaBiTp TaeMHHYO 11
s6ixbmye, Ax y mnokasawiii Ha csitTAmHI 15 @¢irypi, sKkol BaacTHBO HeicHylOuMii
MOTAAA ACABH BiAnyckae rasjgava. Lle wicrepin cmitas, axili Apxunenko saBgs-
qyye Ti WyAecHi BpaxiHH:.

Ha crape ax csir, sjasarocs6 uizkoM npocre, ane B AificHocTH npeGarate Ha
TPYAHOIIi MAACTHYHE NMHUTaHHA, APXHMNEHKO MHOTOKPAaTHO SHAXOAMB HOBY il BHUep-
Aylo4y BiANOBIAb: AK TBOPHTH AOCKOHAAY (GOPMYy 3 A€ABH BPYMEHOrO, Haroro
aoacbkoro Tira. Qirypa ma ceitAmni 19 nmigxoauTsp A0 pimenns masxom misa6-
cTpakTHOI TBOPuOi MaHipu. Ta ocsArneHo Toro pimenns B TBOpax, ski MeHme Big-
ZaMIIOTBCA OA BHAHMHX QopM npHposn. [lepma cnpo6a BupHHae Bme B 6poHso-
BiM Topci 3 p. 1909 (ceita. 23). BoHo manxoTHO rapHe, AOKH He SHaTH MapMo-
pOBHX TopciB, mo nobcrarx p. 1915 1916 (ceita. 20 i 22), ax i 1923 (caira. 21).
O6naBa panHimux QirkoM nogi6ui Mix co60l0, i BCEE KOMHE € CAMOCTIAHHM TBO-
POM MHCTCUTBA, CTIABKH B LHX CKYABNTYpax BaAeXAHTb OA HAHTOHIIOro onpaybo-
‘BanHa nponopyiii. O6uaBa pasu TiA0 Ges TroAOBH ¥ pyK € HHBYE KOAiHa BiATATE;
OZHa HOTa ACIKO MEPECOBYSTbCA Uepes APYTY; BEPXHSA YACTHHA TiAA TPOXH MOXH-
AeHa B 6ik, Tak IO HixHO nopymeHiii ouepKywouili AiHil oAHoro Goky BiAnoBijzae
nporurpa ¢opMH Apyroro Goky 8 Horo o4epKkylodolo AiHi€I0, OAHH pas MeEPEeAo-
MaHOIO 4epes AyxMii Bpis moHas GeipoM. Y Giabm panHifi BiAMiHI, HaMcTpyHKi-
@it 3 o6ox, Gpakye npasoi noroBunu rpyAed. Lllo Apxunenxo za y pux Top-
cax, AiK i B MisHigiM, NPAMO MOCTaBACHIM, [I¢ apXHTBOPH OAYXOTBOPEHHIIIOl Kpach,
Sk NOAYB, pOsMarepinrisoBaHi 06pasM, BHPOCTAIOYI AK MEPEXTAYl (OHTAHH, AK
actiounii aum. Cnpasesanso nogusaionano, sk To ['pexku BMiAM nepesaBatH Haii-
AeKIy Trpy MYCKYAiB Nig IKipOIO, AOCTYOHY TIAbKHM WIYKAalOYOMy MNOTAfAOBi Ta
cxoBsaloviif pyui — B pux TBopax cuH 20. CTOAITTR BpPiBHABCA B HHMH, KOAH Hep-
BOBHMHM NaAbUsfMH i 8 BaNAIONICHUMH OYMMa MepPecjaBaB MapMOpPOBIH MoOBepxHi
ocTaHHI HalfroHmi BiGpayil.

Biabm parerwwni, Aymue ssopymeni i A0 npuposn me GAMEYI pimenns saBzaHmHs,
AK TBOPHTH MOOAMHOKE TIAO, MOBCTAAH Bi4 CAMOro MOYaTKy i A0 OCTaHHIX AHIB,
K HeoGXigHi AAf XyAOXHMKa AOAATKH A0 Horo a6crparosaHoi TBopdocTH. Y
pidax, AK T, MO nokasaHo Ha ciTAMHax 25 i 26, Apxunenxo maiime s0BCiM 3a-
AHINAE TOPCO, @ NOACKYAH, K Y MOHyMEHTaAbHiH ABOX(irypHilt rpymi, To # giirkoM.
[lpo Ha6ammenns A0 npHPOAM MOmHa, 3BHYAHO, FOBOPHTH AMImE B NOPIBHAHHI
A0 MHmHMX ApXMNeHKOBMX TBOpIB: Nponoppil TyAy6a, 9WAeHIB i roOAoBH, 3poGacHi
YPIBHIOION0 CTPYHKO i BHTATHEHI AOrOpH, He MalOTb 3 NMPOMNOPUIAMM XMBOIO TiAa
Hivoro crmiabioro. Bonu sHos nosepratornes B Mymecokim Topci (csiTa. 24), cgop-
MOBaHiM He 6apoKOBO 3BOpymeHO, a Tepnko i crporo. [lozi6ui piui sgu6yrornes
piako B TBOpuOCTH ApXMNeHKa, NMPHUCBAYCHIH MAACTHYHOMY BOSBEAMUCHHIO MiHKH.
lpore 6ponsoBe Topco ,[epon“ 3 mapuspkoi 406u ysmasie co6OI0 Ayme BHCOKY
TOUKy B #ioro apTHcTHuHiM posBHTKy. CuiAuBocTH BHpasy BiAnosijae cmiamsicTp
6yaosn, BuBeseHol 3 popun X. IllofiHo HesaBHO Apxunenko 3HOB 3 piBHOIO Maii-
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MigHo 3BABAHMA 06pas MyciB 6H BPOCTHCA 3 NOMCHmIKAMHAM, AK HOro Mas G
86yAyBaTH [iAXOM NpOHHATHA cydacHuM AyxoM apxurexT. Do peri TBip, 3po6ae-
HMRA HIKOAM HeBXMBAHHMH AOCi TEXHIYHMMH 3ac06aMu #i NOBCTaAMA B HAWYHCTIGIOrO
NOYYTTA CTHAIO, 8 OCTATOYHHM BHCAOBOM HOBOTO, He¢ B MHHYBmICTb, a B 6yAyu-
HICTb YKasylOuOro €CTETMYHOrO CBiTOTAfAY Ha CyTb MHCTEyTBA.

Taxk xauue TBOpUicTp ApxumeHka, AK i TBOPWICTb YCix OPOBIAHMX XyAORHHKIB
HaIMX AMiB, A0 BEAHKOTO COIOSY BCIX MAACTHYHHX MHCTeUTB, A0 Bcekyabrypu.
Koan 1i sHOB HaM AapyeTbcs, KOAM MM 3HOB ZicTaeMo Te, gI0 6yAo pajicHOIO
CaMO3POSYMIAICTIO AAsi GiAbm IIAcAMBHX i GiAbII NMEBHHX y CBOIA TBOPYOCTH €IOX,
TO Ha mpayio ApxuneHka npunajae He aGH-AiKMA YAiA y [liM KOIITOBHIM AAPYHKY.
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LIST OF ILLUSTRATIONS

Subject

} Sitting Woman*)
Woman

Female Torso .

Woman and Child

Dancer .

Sitting Woman

Lying Woman . . .
Woman and Child

Salomé
The Kiss .

The Red Dance . .

The Box Fight
The Dance .

Sitting Woman .

Standing Woman
Statuette . .
Statuette .

Statuette . . . .

Tanagra-motive . .

Statuette .
Torso
Torso
Torso
Black Torso
Man .

Bending Woman . .

Standing Woman
Sitting Woman
Grey Torso .
Drawing .
Drawing
Drawing
Drawing .

Drawing

Year

1921
1909
1909
1910
1911
1911
1911
1911
1910
1911
1913
1913
1912
1920
1915
1923
1917
1917
1915
1914
1915
1923
1916
1909
1922
1922
1921
1922
1912
1914
1914
1914
1916
1916

Material

Paper maché
Artificial Stone
Plaster
Plaster
Bronze
Plaster
Marble
Plaster
Artifical Stone
Plaster
Dyed Plaster
Artifical Stone
Bronze
Plaster
Bronze
Mahogany
Faience
Faience
Bronze
Plaster
Marble
Marble
Bronze
Bronze
Bronze
Bronze
Bronze
Marble
Silesian Marble

*) All subjects marked with a cross are Sculpto-painlings.

Size
Heightinem

68
40
110
100
42
35
45
100
200
110

Proprietor

Private Collection

Schueler Collection, Berlin
Private Collection
Folkwang Museum, Hagen
Private Collection
Private Collection

Private Property

Magnelli Collect., Florence
Kaohler Collection, Berlin
Falk Collection, Geneva
Private Collection

Private Property

Private Property

Private Collection

Falk Collection, Geneva
Private Collection
Private Collection

Palace of the Crown Prince,
Mannheim Museum [Berlin
Schueler Collection, Berlin
Osaka Museum, Japan
Rotterdam Museum
Private Property
Dr.Wiese'sPrivate Col_lecf.,
Private Collection [Leipzig
Private Property

Private Property

Palace of the Crown Prince,
[Berlin



Illustrations.

Nos. Sub ject Year Material Heif:lzi:cm Pro prietor
34 Drawing . . . . . 1923 — —  Private Property
35 Drawing . 1919 - —  Mannheim Museum
36 Drawing . 1919 - —  Private Collection
37 Drawing 1919 - —  Private Collection
38 Drawing . 1919 -~ —  Rotterdam Museum
39 Drawing 1919 — —  Mannheim Museum
40 Drawing 1919 -~  Essen Museum
41  Drawing . 1922 — —  Private Collection
42 Drawing . 1919 - —  Private Property
43  Drawing . 1919 — - —
44  Still-Life . 1921 Painting inWater-Col. —  Private Properly
45 Female Figure 1920 PaintinginWater-Col. —  Private Property
46  Still-Life . . . 1918 PaintinginWater-Col. —  Private Collection
47 — 1918 Painting inWater-Col. — —
48 “Medrano” . 1912  Wood, glass, metal 80 —
49 The Woman before
the Looking-Glass*) 1916  Wood and metal —  Falk Collection, Geneva
50 The Woman before
the Looking-Glass*) 1917 Paper macheé - -
51 Head*). . . 1916 Wood 38 Goltz Collection, Munich
52 Still-Life*) 1921 Paper maché — —
53 Women and Still-
Life¥) . . . . . . 1921 Paper miaché — —
54 Female Figure®) 1918 Painted wood & metal —  Private Collection
55  Sitting Woman®*) 1919 Paper maché — —
56 Woman's head and
Still-Life®*) . . . . 1916 Wood 25 —
57  Still-Life*) 1915 Wood — —
58 Woman with Cup*) 1915 Wood — -~
59 The Bather*) . . . 1917 Paper miché 48 —
60 Vase of Flowers*) . 1921 Paper maché 40 —
61 Female Figure*) . . 1919 Metal and wood —  Falk Collection, Geneva
62 Woman with Arm-
chair®) . . . . . 1918  Wood and metal —  Private Collection
63 Standing Woman*). 1917 Wood and metal —  Private Property
64 Female Figure®) . . 1923 Misc. metals 140 —
65 Female Figure 1923 Painted wood 63 —

*) All subjects marked with a cross are Sculpto-paintings.
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16
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19
20
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24
25
26
27
28
29

30
31
32
33
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[TOKA3YHUK CBITAHUH

Haasa

Cuasua minka*) . .
Minka . . . -
Hinoue Topco . . .
Minka 2 AHTHHOIO .
Taneunnys . .

Cuanva minka . . .

Cnouusaioua xinka .

Minka 3 auTuHOO .
Canboumes
Moyiaynok
Yeppouuit Tamok . .

Kyaauni 6otigi . . .

Tanok . . .
Cugnua minka . . .
Croaua minka . -
Craryera .
Craryera .
Craryera . . .
Tauarpcbkuit MoTus
Craryera . . . . .
Topco .

Topeo . .

Topco

YopHe Topco .
Myuwsna

[Noxuarena minka . .
Crosua nocratb . .
Cuanua minka . .
Cipe Topco . . . .
Pucynok

Pucynok
Pucynok
Pucynok

Pucynok

*) Ckyabnto-maroHoK.

Pix

1921

Marepisa

MManeposa maca
Lltyynuit kaminon
Tinc
Tinc
Bponaa
Tinc
Mapmop
[inc
[lryunutt xaminb
linc
[Nomarbosanuit rinc

Ltyunnit xaminb

Bponsa
Tinc
Bponaa
Yepnone aepeso
Masuc
Mannc
Bponaa
[inc
Mapmop
Mapnop
Bpousa

Bpouaa
Bponaa
Bpouaa
Bponsa
Mapwnop
Llrecbkult mMapmop

B cM.

68
40
110
100
42
35
45
100
200
110
45

60
45
36
45
34
34
32
60
48
85
48

44
57
61
67
45
58

Yus BracHicTb

[pusatna 36ipka
36ipka Llirepa, Bepain
[Mpupatna 36ipka
Mysze#t Moabkpanra, aren
pusarna 36ipka
[NpusatHa 36ipka
Mpupatna BAacmicTs
36ipka Marueni, Mropen-
uin -
36ipka Kenaepa, Bepain
36ipka Manbka, Kenena
[Npusatha 36ipka
[MpuBaTHa BAacHhicTb
[NpupaTha BAracuicTh
INpupata 36ipka
36ipka Paabka, MHenesa
MpupatHa 36ipka
[Npusatha 36ipxa
Myseit, Kronprinzenpalais*,
Bepaiu
Myaeit y Manraiini
36ipka Lllirepa, Bepain
Myseit B Ocaxa, flnonin
Myae#t y Porepaami
Myae#t y Potepaami
[MpusaTHa BAacHicTb
[Npusatua 36ipka s-pa Bise,
Auncbk
[MpupaTua 36ipka
INpupaTHa BAacHicTn
MNpusatua BaackicTs
Myaeii, Kronprinzenpalais®,
Bepain



Uueao

coitamnn Haaza

34 Pucywoxk . . . . .
35 Pucywork . . . . .
36  Pucywok . . . . .
37  Pucymork . . . . .
38  Pucywox . . . . .
39 Pucynox . . . . .
40  Pucywoxk . . . . .
1 Pucynok

42 Pucynok

43  Pucymox . . . . .

44  Hamopmopr . . . .

45 Kinoua nocratp . .

46 Hariopmoprt .

47  Hamopwopr .

48 nMeapano* . . . .

49 Kinka nepea sepka-
Aom*)

50 Kinka nepea 3epka-
Aom*)

51 Tonrosa®)

52 Hariopmopr*) . . .

53 Xinkaituatiopmopt*)
54 XKinoua nocrarn*) .

55  Cuanua miuka®) . .
56 HKinoua

HaTiopMopT*)

roaosa H#

57 Hariopmopt*) . . .
58  Xiuka 3 @iriman-
ko10*)

59  Kynaabhuya®) . . .
60 Basa 3 «ksiTkamu®)
61 MKinoua mnocrars*) .
62  Kinka 3 xpicaom®)
63  Crosua nocrarp®) .
64 Kinoua nocrarp*) .
65 Kinoua nocrarp*) .

CkyAbnTo-MaAOHOK.

1917
1916
1921
1921
1918

1919

1916
1915

1915
1917
1921
1919
1918
1917
1923
1923

Marepisa

Axpapers
Axsapenrn
Axsapeas
Axsapeas

Aepeso, wkao0, MeTar
AepeBo # metaa

[Maneposa maca
Aepeso
[anepoBa maca
[Naneposa maca
Aepeso # meTan,
noMaAbOBaHi

MManeposa Maca

Aepeso
Aepeso

Aepeso
[Maneposa maca
ManepoBa maca
Mertar i zepeBo
Aepeso H meTar
Aepeso it meTar

Pixui metanu
INomaaboBane Aepeso

Buwuus
B cM,

25

48
40

140
63

Yusn BracHicTh

[NpuBatHa BAachicTb
Myze#t y Manraiimi
IMpuBatHa a6ipka
IMpuBaTHa 36ipka
Myaett y Porepaani
Myae#t y Mauraiimi
Myaei#t B Eceni
[Mpusatha 36ipxa
[MpuBatha BAacHicTb
INpuBatHa BAacHicTb
IMpuBatHa BAacHicTb

IMpuBaTHa a6ipka

36ipka Marvka, Kenesa

36ipka I'oabya, Monaxin

[MpuBatna 36ipka

36ipka Manvka, HMenesa
MpusatHa 36ipka
[lpuBatHa BAacHicTb
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