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CAKOE NPOU3BEAEHUE,— ECNN B NPEOENBHO CKYMNOWN Cuen-
B Ke CnoB nepegatb Mbicnb Muxauna BaxtnHa,— eCTb «Co-
6biTue BCTpeyn». BCTpeUM XnsHn eNCTBUTENBHOR U XN3HW Bbl-
MbILLNEHHON. A ABE CTONb AMAMETPANBHO HECXOXUX CYLIHOCTH
MOMYT NO-HACTOHALWEMY BCTRETUTBCA W NOTONKOBATb AWLUb Ha
rpanuue. TO eCTb B KAKOM-TO CMEXHOM, HECKONBbKO CMELLHOM 1
CTPaHHOM MUPE, FAE BCE — HELOCTaTO4HO CBOE 1 B TO Xe Bpe-
M8 HEAOCTATOHHO YyX0oe. VHbIMU CnoBamm, eCTb HyBCTBO rpaHu-
Ubl, 1 CBA3AHHOE C HUM YYBCTBO MAKOrO pucka (BCce-Takut Npo-
n3BeneHue, a He ctpaHal) — eCTb XyQOXEeCTBEeHHasA Bellb. HeT
NPOCTPaHCTBA NOrPaHnybs — U BELWM, UK, K&K HbIHE FOBOPST,
«aptedakra» Her. _

Bce sewm Muxanna Konbesa, — kOTOpLIA, Nepeias nony-
COTEHHBIN PyBeX, NEPECEK HEKYIO MPaHULLY M YACTO XPOHONOM-
4ECKW,— NO CyTU CBOEN pyBexHbl. BCe NOAHLI MArKOro poMaH-
TUHECKOrO prCKa 3ace4Hon 4epTol. M 8 Bonoray OH npuexan ua-
BHE, OCBOMB €€ KaK Y4yXX01 1 CAENaB CBOEN — HO BCE XE HEe Ha-
CTONBKO CBOEW, HTOOL! BKPaAUMBOE HyThbe ObITOBOMO Hyaa YTOHY-
N0 B pyTUHE BbiTa. «buiT» BEAb — KOBapHEWLLIEE PYCCKOe CNOBO,
HW Ha OOMH A3bIK Er0 HE NEPEBEAELLD. .

Ero ayxoBHbIt GOKyC — Hebernblii B3mMa4, BHUMATENLHOMO
CTPaHHWKA, OLLYLEHNE HEKOW OAMCTaHUMK, KOTOPAas HacTUYHO
NPOVAEHa, HO BPAL N MOXET BbITh KOraa-nubo 3aseplueHa. Ta-
KO€e oulylieHne, COBCTBEHHO, XUBOTBOPUT KaxXayl0 HACTOALLYIO
KapTUHY, HanMcaHHyio Ha pycckom Cesepe 1 0 pycckoM Cese-
pe. TYT HNKaK HE 3aMKHEWLCS B CAMOYNOEHNI «Manoi POOVHbI».
OHa, sTa «Manas poauHa», Bceraa TyT pPsfoM, HO eCTb BCE Xe
ewe Heyto. Kakoe-T0 BENUYECTBEHHOE NMEen3axHOe MHOroTo-
yne, KOTOPOE KyAa MEHEE OLLYTUMO I0XHEE, B COYHOR onpeae-
nenHoctu tOra. Ha Cesepe ¢ Hamu BCceraa psaooM BNOHE pe-
anbHan 3anpenenbHOCTb. KaxeTcs, YTO CTOWUT e€ TOMbKO NoYy-
ATb,— W HAYMHAIOTCS KOPEHHLIE CABUMM B UCKYCCTBE, HE TONMBKO
IMYHOM, HO 1 MUpPOBOM. oexan, ckaxem, Bacunuii KanamH-
ckuin Ha CeBep, BOWEN B KPECTbSHCKYIO 136y — 1 BCe CTano
WHBIM. VI M1p KapTuHBLI NPeobpa3uncs Hey3HaBaemo, BNnTas B
cebn kocMuyeckoe 6e36pexbe.

Bbina xorga-to Bonorga, kOTopylo Benuyanu «CeBepHbiMM
AduHaMmn», HO C TOW MOPbl MHOMO BOAbLI YTEKNO. MHOroe w3
KNACCU4ECKOro, «CeBepoaduHCKOro» 06asHUA pacTparunochb,
pPa3MeHsaNOCL. HO B 3aypaaHbIA NPOBUHUMANBHLIA LIEHTP ropoa,
BCE Xe He npesparuica. Bolctoan. M MOHYMEHTaNbHO HanoMm-
HaeT O cebe cnasHbIMU APEBHOCTAMU, PABHO KaK W XUBLIM UC-
TOPUHECKUM CaMOCO3HaHWEM. K NPUMEDY, HEAABHO BblWeAWwad
kHWra AnekcaHgpa Poi6akoBa 0 MECTHOIM CTapuHe NO COAMAHOM
N TOPXECTBEHHOM OCHOBATENLHOCTM CBOEM pPaBHbIX BO BCEW
Poccun He nmeeT. HakoHeu, 1 caMma xnsonuch Muxamnna Korib-
€Ba — TOXE X1BOE HANOMUHaHWE ropoaa o cebe.

Ero kapTvHbl NOCTOAHHO ynoaobasioTea MNIoCTpaumsM K
KaKOMY-TO HEMUCAHOMY TEKCTY, HECKa3aHnHOW nerenae. fogpa-
3YMEBAETCH, YTO TEKCT 3TOT — B HAC CaMux. MAHELb NOBHMUMA-
TENbHEN. M HAYUNHAETCHA «UHTEPAKTUBHbIA»,— FOBOPSA HbIHELL-
HUM, KOMMBIOTEPHBLIM A3bIKOM,— AManor. KaptuHa nokassiBaer,
a 3puTeNb B MONYaIMBOM CO3epuaHun pacckasoiBaeT Hepa-
pPOM, CNOBHO NPOBOLMPYS HAC, KOMbEB Tak 4acTo puUCyeT npe-
pBaHHYIO pasaymbem Becefy. MaobpaxaeT To, HTO CaMOo XO4ET,
HO HE MOXET CKas3arbCA. HyXeH HOBbIA UMNYNLC, 38BUCALLUA
TOMLKO OT Hac.

B crapyto xaHposylo Tabefnb O paHrax 3T U3blCKaHHO-NOX-
MaTble N raPMOHUHECKM-KANPU3aHbIE 06Pa3bl HUKAK HE BNUCHIBA-
I0TCA. MOXHO, KOHEYHO, Ha3Barb WX CEBEPHbIMU Caramu Umu
CKa3Kamu, HO CNOBOCOYETaHUA 3TW CIMLLKOM 3aMyConeHbl. Flo-
MOraeT naBuHa CBEXUX CNOBOOBPA30BaHWIA, KOTOPLIE, XOTb U
AVKW, HO NOPO nackaloT cnyx. 6o nycTb rpydo, HO METKO yka-
3bIBAIOT, K&K UCKATb HOBLIN 3BYK M CMBLICA. Tak BOT, NOSIBUIOCH
6poasxHOE CnoBeYko «daHTean». Obo3Havaulee B n1uTepary-
pe TO, 4TO HEe eCTb YACTAA HaydHaa GaHTacT1Ka ¢ TYMaHHOCTSIMIA
AHgpomebl. Y He 41CTas MCTOpUYECKas 3Nones O Aenax «OT4my
W aeand». A — HEYTo cpeHee, onsaTb-TakM NorpaHuyHoe. [pe
CONPUCYTCYTCTBYET BCE: U UCTOPUS, 1 KOCMOC, U NO4Ba, 1 Hebo,
HO B COCTaBe 3aBEAOMO HEOXWOAHHOM, peanbHO-Ccloppeans-
HOM. Befb NpoCTbiM, aBCONOTHLIM CIOPPEaIN3MOM YeoBeKa
koHua XX Beka, TeEM Naye 4enoBeka POCCUACKOrO, HE MpoW-
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Mewsb. «Ciop» (KOTOPLIA, KCTatu, TONbKO B POCCMWM MMEHYIOT
CTOMb GaMUNBAPHO) CTaN CNUWKOM BYNbrapHO-XM3HEHHBLIM. Tak
4To MHUTCS, ByaTO MArkue vyacsl Canbeaaopa Janv sansioTca Ha
KaX[0M NepekpecTke, ncnyckas ns cebs mypasbes. Jlpyroe ae-
N0 «P3HTESN» UK, — ecnn BbiTb ewle 6onee CTPoro-TEPMUHO-
NIOrMYECKUM,— Marnyeckun peanusm. foe sce, 6bIT M 4yao,
B3BEWEHO B COOTHOWEHUN GudTn-GudTn.

O603HaueHne HOBOMo XaHpa He Noapa3yMeBaeT aBToMaTu-
4eckoro ceptnoukara kavectea. ECTb, ¢ 0aHOM CTOPOHLL, Bop-
xec, TonkneH v bynrakos. A eCTb rpyasl NUCaHWHbI (B NUTeparyp-
HOM U XMBOMWUCHOM CMEBICNax) O FOBANHAX U PEMINHAX KaTacT-
POWKK, KOTOPOWN HbIHE 32BUTO BCE M BCA — W KHUXHBIE NOTKK, U
CATOHbI. W HyXEH HEMaNb! U3bICK U TWaHKWe, 4TO Bbl Kak-TO Ha
GOHE 3TOM Macc-NPOoAYKLMM NPOMEPLATb.

M3bicka y Konbesa xBartaeT, HO AeN0 He TONbKO B BUTUEBA-
TOW INHWX U KONOPUTE, CrapMOHMPOBaHHOM 61aropoaHoOn NPo-
Xnanon. Beab ka4eCTBO B MCKYCCTBE NOPON OCTAETCA MEDTBON
BOOOW, NNLb COEAMHSIOULEN pacKuaaHHble YacTu Tena, HO He
POXAaI0LEN X1BOWM OpraHnam. B o06aBOK K CIOXETY 1 KaUeCTBy
HEOB6X0OUMO YTO-TO TPETLE. 3TO «TPETLE» HACTO HA3LIBAIOT «dy-
wom». Ho, noxanyi, TpyaHO HalT B PACCYXAEHUAX 06 NCKYCCT-
BE CMIOBO, KOTOPLIM CTONb BECKOHEUHO 3n0ynoTpebnanu. Jlerye
BCEro yaywunte 06pa3 npecnoByTon «ayuweBHOCTHIO,

Konbes 3HaeT mepy B 9TOM aenukatHedwem gene. OH cym-
TaET, 4TO rePOU KaPTUH AOMKHbI BbiIThb «Ha HEKOTOPbLIX KOTYPHAaxX».
YTO, HakoHew, camMa kaptmHa «donxHa nobutb 3putena». Ho
ymeeT n3bexats HpeaMmepHon NioBBeOBUNBHOCTM — TaKTUHHO
BBOAA TOAMKY 3arafoyHOro IoMopa. Toro, 410 He damMunbsapHn-
4aeT NoNycTy, 8 TBOPHECKM 03a4a4mBaeT. Kak, K npumepy, B pac-
ckasax HectepTtoHa u Lykiwmna.

Cama cpena, B KOTOPOV OH Kak XyAOXHWK AeACTBYET, CNno-
COBCTBYET TakoW IOMOPUCTUYECKON NHTPUre. Men3axHuiM Ka-
MEPTOHOM ero 06pa30B valle BCEro CNyXuT cTapas, AepeBsaH-
Hag Bonoraa, 3aaBopkn Bb10ro «CesepoadUHCKOro» BENYNA.
[Mpun BCEN BHELWHEN YOOrOCTW OHK, OAHAKO, ONpeaensioT 6apoy-
HYIO CLeHOrpadmio NOMKOro 1 Nerkoro cHa Hasey. 3abopbl, KO-
TOPbLIE NO BETXOCTW CBOEM HUHETD HE CKPLIBAIOT, OPAXMbIE CTEHbI

W ABEpPW, KOTOPLIE HAYEMY HE NPENSTCTBYIOT, — MWL 0603Ha-
yaa pybex, Kak CBAWEHHbIE APEBHEANOHCKME BpaTa TOpW, —
COCTaBNAIOT YAMBUTENbHYIO CYNepcTPyKTypy. [1po3pauHyio w
BCEOXBATHYIO, Kak APEBECHOE Yy30pOYbEe MO3OHEN OCEHM, YTO
3PUMO UCTOHYaET PEeanbHOCTb, AMWan ee rpybon NACTHOCTW.
Bnarogaps CcnAoWwHOM OCeHHel NPo3paYHOCTV BE3ae LUapcTBy-
eT 3bibkas HegoroBOPEHHOCTb. KOonbeBy BaXHO NPUrNacuTh,
NPOPUCHI0 0BO3HAYUTD, a HE Pa3bACHUTb. Tak XnebHukos, ny6-
JINYHO YKTasA CTUXW, NOCTOSIHHO CMasbiBan GpuHaN, MaxHyB8 PyKOM
CO CNOBaMMU «1 Tak ganee».

Cpean Bceobuel 3u16Kk0CTH repon Konbesa, 0aHako, 40C-
TaTO4HO ONpPeaeneHHb M ONNOTHEHHLI. HO Bceraa siBneHL! B Co-
CTOSIHUW KaKOW-TO MOPOrOBOW HEAO- WM Nepe-BONOLLEHHO-
CTW. BN NAyTOBATHI NEHCWMOHEP, CTaN MEPANHOM C Manow 6y-
KBbl B Ky4KE APYrmMx MepanHoB. W, HanpoTtne,— Bblf NNXOR BU-
TA3b, CTaN rOPOACKUM YYOUKOM C fIETKMM HANETOM NPEXHEN
aBaHTIOPHO-CTPaHHUYECKOW CTath. Takas MeTaMOpMUYHOCTb
4YENOBEYECKOro HanoMmuHaet Pemnaoea, KOTopbi xusan B Bo-
norae, OCTaBmB CBOW Napancuxonornyecknin cnen. BoamoxHa v
6onee knaccuyieckas napaniens: BCNOMHUM KapTUHY PaHHEro
yTpa n3 «CobopsH» Jleckosa. MHMNOCK: BOWH C NQIMUEN, XEH-
LWUMHa-Nana4 1 YepHolil gukapb. OKasanoch: KOMNaHWs Kynaib-
LLUMKOB Ha NyTW K PEKE, NOAEPHYTON TYMaHOM. )

PesynetaT nokasarb ferko, npouecc Metamopdosbl kyaa
cnoxHee. MoxeT 6biTb N03TOMy Konbes Tak Nio6uT pucoeatb
KUBOTHBIX. 3HAMEHUTBI aHuMannct Bacunuin BataruH, k npu-
Mepy, CTan TakOBbiM, NOTOMY uTO, Byayyn NOTAEHHBLIM, AOMALU-
Hero cknaga 6ynamCToM, BEpUA B NEpeceneHne aylw v B yCno-
BUSIX AMANEKTUHECKOrO MaTeprannama nHade CBOIO Bepy Bulpa-
31Tb HE MO, MOXHO NOCOMHEBATHCH B BYANCTCKUX MHTEHUMSAX
Konbesa, HO CaM MOMEHT «NepeceneHus» a8 Hero Bcerga
BaxHee Bcero. [puyem MOMEHT, NOKa3aHHbIN Tak, YTO6bI 61O
BMAHO,— XOTA 6b Kpaelwkom,— nNo o6e CTOPOHLI NOPora.

KuneoTHbIX KONbes pucyeT Bce 60MbLIE 9K30TUUECKMX, KOTO-
pele, ecnu B Bonorae v Bogatcs, TO B 300napke. Ho ectb y Hero
0aHO NuBuMoe 1 cyrybo MEeCTHOE XMBOTHOE. 3TO — BONOroa-
ckoe 06nako, nopaxaioLlee, B CPABHEHWU C APYrUMM KpasMu,



CBOUM (PaHTACTUHECKNM KONOPUTOM. PaBHO Kak 1 CBOEHPaBHOWM
noBaaKOMN.

[Topon kaxeTca, 4TO0 caMOe pealbHOE W BCaMAENMILHOE B
kapTuHax Konbesa — 310 0b6naka. OcTtansHoe — nmbo npous-
BOOHOE OT HUX, MO0 KAKOW-TO BaXHLIN, HO BCE XE& BTOPOCTE-
NEHHbIA Teatpanbrbid PekBM3UT. Jxopoxo Bazapu coobuwaer,
yt10 (bepo am Ko3numo niobun cneamtb 3a o6nakamMmm, NOBS B HAX
durypsi niogen 1 npoune 3penuwa ana Gyaywmx o6pasos. MNo-
x0xe, 4To KOnbEeB yBNEeYeH TOW Xe ragarensHon npoueaypon,
BbIMCKMBAA B 0ONakax kak Cbipoi CybCTaHUMM UCKYCCTBa CBOU
MOTUBLI 1 CIOXETHI.

AtMocdepa BOOBLLE BCerga COCTABASET B KOMMNOINUMSX
MacTepa HeNnpPeMEHHYIO NOAKNANKY,— HE TONbKO CBETOBO3AYLU-
HYIO, HO 1 ApaMatn4eCckyio. B HMX BCeraa oulyLaeTcs CryweHue,
b0 pa3paaka HEHACTBA, UX MPOAYBAIOT CKBO3HAKM, MOYUT {Oa-
X€ B TOPXECTBEHHLIX NCTOPUYECKUX NONOTHAX) NErkUA AOXAb.
PaccenBaeTcs x1a6b: U BAPYT, B CTUNE «PSHTE3N», OKPECT yXe
BMAHa He gowaras Bonorga, a rumananckme BepwnHbl. W uygm-
KW, TOMUBLUMECA NEPEL 3aBETHbIM BVMHHO-BOOOYHBIM HaCOM,
CYTb YX€& Cefble rypy, MMUE3PEIOLIME BCENIEHHYIO Y CBOUX HOT.
Mpon3oNaET CHEPEaHON TPAHCMETEPEONOMMYECKUA CABUT — W
OHW NPU3EMNATECA Ha OBLWAapPNaHHYI0 CKaMelky, yHecs C Bep-
WWH NNLLIL CTPaHHYIO NOMOTY B CycTaeax. [loroga BonweBHO on-
peaenseT noeaaky. Heaapom 30HTUK 13 ByQHNYHOrO Opyana ro-
poXxaHuHa obpawaeTca y Konbesa B Marn4eCkmii CUMBOA nnun
3HaK BNACTW, Kak1UM, COBCTBEHHO, OH ¥ Bbifl 8 APEBHOCTY.

Ecnu BepHyTbCA K BAXTUHCKUM CNOBaM, TO «COBLITUE BCTpE-
Yu», peabHO-MppeansHan KoNIU3ns, KOTopas C MSrkOn Ha-
CTOM4YMBOCTBLIO CBEPWAETCA BO BCAKON KapTWHE Konbesa, v on-
peaenseT ero Craryc «norpaHuHHOrO XynoxHuka». Ctaryc, Bax-
HbIA U METADUINYECKN, U COUMANBHO, OCOBEHHO UEHHbIR B Ha-
we BPems, KOra BCe TOAKYTCA TO TyT, TO Tam, B pasHbiX Npo-
CTPAHCTBAxX, @ NPEXHWA NMPUYECKUA NPU3LIB «BO3bMEMCA 32
PYKUW, OPY3bSl» — MOXET B NYHLLEM CNy4ae Bbl3BaTb NWLLb NPpU-

CTyn OTHAAHHO-TOMEPUNHECKOIro XoxoTa.

Ho, HasepHoe, Tak 66110 BCeraa. Beerpa nioau xunm 8 pas-
HbIX U3MEPEHUAX, CaMK N0 cebe, —«B3ATLCA XE 32 PyKU» MOX-
HO TONbLKO B 06pase. Tem Bonee, ecnu 310T 06Pa3 NPOrPaMmMHO
OByeavH, KoNebnach Ha rpaHn cHa v aBu. Ha rpaHun camom Xus-
HW, B KOHLIE KOHLIOB — KOTOPRAs MOXET KOE-Kak, HexOTs, Cnerka
NPUOTKPLITE ce69, KOrAa B HEE BHWKAIOT HA NOPOre, HE NbITadChb
3aTalmTL B KQPTUHY LENMKOM (M3-3a Yero BeCb MUP HE pas3 cTa-
HOBWUNCA YyOOBULLHBIM CYNEepXya0XeCTBOM). «[paHuubl conuxa-
I0T», — BTOT Napagokc HYecTepToHa UMEET 1 MybOoKWiA 3CTETU-
YECKUIN CMbICH.

MorpaHuibe MOXHO cebe npeacTasnaTe No-pasHoMy. OHO
MOXeT BbliTb MEPTBOI 30HOWN U3 «CTankepa», rae 8ce NONHO 06-
NOMKOB cOBbITA HEBCTPeun. [Baauarsli BEK 3aBepLIaeTcs Kak
CcTankepoBa Nonoca oT4yxaeHus. Ho cpeam Toro xe xnama Mo-
XET Ha4yaTbCs, — Aa COBCTBEHHO, yuuTLIBAA Napannennsm mMu-
POB, HAYMHAETCH BCEraa, — W OOpaTHLIN OTCYET. orga, — No
CBSITOOTEYECKOMY CMOBY, — «KWUT AENaeTca AOMOM MOHbI», 03-
Hauan Hagexay, o6xuBalwyld otyaaHue. MenaHxonuyeckan
CTbiHb — YYBCTBO, ONPEAENAIOWEE U METEOPONOMMIO, U NCUXO-
NOMUIO KAPTWIH HaLWero MacTepa. Ho MenaHxonua napesne cum-
Tanacb HacTpoeM HauBonee TBOPYECKUM, TBOPHECKU-4YpEeBa-
ToiM. 3A6HYWMIA Xe HenoBek OCOBEHHO YyTKO akkyMynvpyet U
6epexeT Tensno.

Tak 4T0 nckyccTBO Muxamna Konseea — NpUMeEp 3ameda-
TenbHOM cToMKoCTN. CTOMKOCTU,— BOMNpEkM ero 60eBoin pamu-
UK, OTHIOAb HE arpeccusHOM. HO ckopee yyTMBOM W BHUMA-
TENbHON, YyTKO OBEecneYMBalolLlen MOMEHT PaBHOBECUA B Ha-
WNX BUPTYaANbHBIX PEAnbHOCTAX. MHOMMX XyaoXHWKOB, Xenas
caenarb UM KOMNAUMEHT, HAa3bIBAIOT «MOCNEAHUMU POMAHTUKA-
MM», a A Bbl XOTen Hasearb Konbesa «NepPBbIM POMAHTUKOM»,
MOCKONbKY OH BOCCTaHABNMBAET AaBHO 3a0bITHIE AYXOBHBLIE KOH-
TakTbl M KaCaHWs, NPeAcTaBas HOBaTOPOM, HO B AeNne A0CTaToN-
HO OpEBHEM.

Muxann CoxOnoB, AOKTOP UCKYCCTBOBEAEHWS,

3aCNyXeHHbIN aesTens UckyccTs Poccuinckoin Pepepaumn.



= FIRST
ROMANTIC

Any work of art, in the words of M. Bachtin, is an event of
meeting life — real and imaginary. These two such different types
may encounter and have a talk only at the border, that is in some
adjoining world where everything does not quite belong but at
the same time is not at all alient. In other words,when we are
speaking of a work of art, not a country, we say if there is a feeling
of the borderline and associated with it awareness of some kind
of risk, then we do have a work of the art and if there is none, then
we do not have «artefact», as they often today say.

All of M. Kopyov's paintings who is fifty and who has crossed,
SO to say, some chronological frontier, convey this frontier
perception and romantic risk of a limiting line. He came to
Vologda from the outside, settled and gained the feeling of being
at home here, the feeling being so gentle that it does not allow
his daily life to dominate over his artistic instinct and keep him
from wonderihg about «byt» — the way of local life. The Russian
very short but insidious word «byt» (daily life) has no equivalents
in any other language.

His emotional focus is the careful look of a thoughtful
wanderer, giving a feeling of some distance that has partly been
travelled but can never be covered completely. This very feeling
gives life to any real work of art painted in the Russian North or
portraying the Russian North. Itis not the feeling of the ecstasy of
one's small homeland. The homeland is indispensable here but
there is more than that. Add some magnificient landscape
significance. It is less perceptible in the South, in its succulent
brightness. In the North you are always near some terminating
line and you are constantly aware of it. It looks as soon as you
feel it, progress begins in the art not only one’s individual art but
global as well.

Once upon a time there used to be Vologda that was called
the Northern Athens. But this was long,long ago. Since then
much if its Northern Athens' charm has been wasted and has
disappeared. Yet the city has not turned into an ordinary
provincial town. It has endured. Renowned ancient monuments



and living historical consciousness keep memory of those
glorious times. M. Kopyov's painting is another expressive
reminder of Vologda.

His paintings are like illustrations to accompany some text
that was never written or legend that was never told. It is
presumed that we have the text in our minds. You take a closer
look and «interactive» dialogue begins, if we use computer-
influenced language of nowadays. A painting portrays and a
spectator in silent contemplation tells the story. For this very
reason as if to provoke us Kopyov so often paints conversation
interrupted by meditation. He paints something that is willing to
be told but is not able to. An impulse on our part is needed.

His personages are sophisticated but shaggy-looking,
refined and capricious they do not fit at all the old Table of Ranks.
They might belong to Northern sagas or fairy tales. But their word
combinations are completely worn out. Very helpful is an
avelanche of newly coined words and expressions though
humble sometimes delight the ear. Roughly but directly these
words point out how to find new sound and meaning. There has
appeared a vagrant word «fantasy» denoting a thing that is not
just clear scientific fiction with Nebula of Andromeda. Neither it is
a historical epic of our fathers' and grandfathers’ deeds. In fact,
itis is something in between, marginal where everything — that is
history, space, earth and heaven — is mixed up. This real-surreal
composition is obviously known to be unexpected. After all,
surrealism by itself is not able to touch deeply human beings of
the late 20th century. The more so the clearly Russian
abbreviation «sur» from «surrealism», one must admit only
Russians take liberties with this word, has become too vulgarly
palpable. Thus, it is imagined as if Salvador Dali's soft watch ar.e
scattered around on every corner emitting ants. Fantasy is a
different thing. To be more strict with terms, it is magic realism,
where daily life and miracle are in fifty-fifty proportion.

Declaration of a new genre does not immediately imply
having a quality certificate. On the one hand, there is Borges,
Tolkein and Bulgakov. On the other, there are piles of literary and

painted stuff on goblins and gremlins of catastroyka blocking up
every bookstall of both street peddlers and lounges. At this
background of mass production it takes much effort and
refinement to shimmer in any way.

As to refinement, Kopyov does have it and it is not confided
only to elegant shapes and expressive colours balanced with
exquisite coolness. Often quality in the art remains «dead water»
joining separated lifeless parts of a body without breathing life
into it. To complement composition and guality one more
componentis needed. This component is often referred to as the
soul. At the same time it is, probably, the most misused word in
the discussions on art. A notorious sweetheart is the easiest way
to strangle an artistic image.

Kopyov knows the right amount in this delicate matter. His
opinion is heroes of paintings ought to be in «platform shoes»
and the painting «must love spectators». Yet he avoids overdoing
it by softly adding a tiny bit of mysterious humour in his works not
to just take liberties to no purpose but to creatively puzzle a
spectator. We can find such creative puzzles in Chesterton's and
Shukshin's stories.

The surroundings in which Kopyov as an artist acts supports
this humorous intrigue. The old wooden Vologda being the
backyards of the former «Northern Athens» grandeur serves the
landscape tuning fork for his images. Though looking very
shabby outside it presents frame scenery for fragile sweet
dreams while awake. Fences being so dilapidated, they cannot
hide anything any longer and walls and doors being so
disrepaired, they can hinder nothing either. They only mark a
borderline like ancient Japanese St.Tori gates forming a most
wonderful superstructure. It is thin but all-embracing resembling
branches’ interlacing of late autumn. Visually it makes reality look
devoiding it of
transparency, unsaid ambiguity prevails in everything. For Kopyov

thinner, its solid build. Due to autumn
it is important to invite and give a hint by his brush without any
further explanation. So V. Chlebnikov recited his poems, waved
his hand blurring the finishing lines muttering: «...etc...»






Among universally eerie Kopyov’s characters, however, have
flesh and body yet appearing in some marginal status of either
under- or over- reincarnation. There had been a crafty pensioner
who became a merlin with a small letter in a circle of other
merlins. Atthe other end there had been a daring folklore warrior
who became a weird city slicker with a slight touch of his previous
adventurer-wanderer build. It is easy to show a result and it is not
at all easy to show the process of complete transformation.
Maybe that is why Kopyov is fond of painting animals. Moreover,
he paints more often exotic animals which, if you still can find
them in Vologda, then only in the Zoo. His favourite, though, is a
truly endemic specimen. This i§the Vologda cloud. Comparing to
other regions it is quite fantastic in colours here as well as in its
behaviour.

At times the clouds seem to be the most real and material
thing in his paintings, the rest being either their derivative or some
important yet secondary stage properties. It looks as if Kopyov is
fascinated by the process of surmising, searching in the clouds
as some raw art substance for his ideas and topics. Atmosphere,
both air and drama, is essential in his compositions. You feel
approaching storm or clearing the air in his paintings, they are
drafty or rainy (even ceremonial historical canvases). Clouds
disappear and in a fantasy style from out of nowhere you see
around not just wooden Vologda but the peaks of the Himalayas.
Unusual men suffering in anguish for the long-awaited opening of
a vodka shop, as a matter of fact, turn out to be grey-haired
guhru overlooking the universe at their feet. Another
transmeteorological shift takes place and they land onto a
dilapidated bench and only a dull ache in the joints will remind
them of the mountains. Magically weather predetermines
manners. No wonder, ordinary umbrella being an every day
weapon of a city dweller with Kopyov turns into some magic
symbol or sign of power it used to be in ancient times.

Again, if we recall M.Bachtin’s words, then «an event of
meeting» is a real-unreal collision that is happening with mild

persistance in every Kopyov’'s painting and this happening
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determines his status as a painter of borderline. This status is
significant both metaphisically and socially and particurlarly
important nowadays when everybody pushes one another in
various spheres here and there. The previous sentimental appeal
«Let’'s join hands» may at utmost evoke an attack of desperate
homeric laughter. Quite probable it has always been this way.
People always live in various dimensions perse. Joining hands is
an image and as an image it is dual balancing on the verge of a
dream and reality. Chesterton’s paradox — borders draw
together — has a deep esthetic meaning.

As to frontier there may be various ideas. It may be «a dead
zone» as in «Stalker» where there are many fragments of events
of non-meeting. In fact, the 20th century is coming to an end as
stalker's strip of estrangement. Among the debris a countdown
may begin and, actually, considering parallelism of worlds, it is
constantly going when, according to the Bible, Jona built a house
in the whale, meaning hope changing to despair. Melancholic
coolness is a feeling to define meteorology and psychology of
Kopyov's paintings. From time immemorial melancholy was
considered to be the most creative frame of mind and besides a
man who is sensitive to cold is even more sensitive to
accumulating and saving warmth.

Thus, we can say, the art of M.Kopyov is an example of
remarkable firmness. Contrary to his militant surname (meaning
«spear»), his firmness is far from being aggressive. It is rather
polite and keen, and attentive balancing our virtual realities. It
sounds a compliment to many artists when they are called «the
last romantics». |would like to call M.Kopyov «the first romantic»
since he revives long forgotten spiritual contacts becoming an
innovator in painting — very old kind of art, in fact.

Dr. Mikhail N. Sokolov, historian of arts.



MocesAwwaeTcsa cBATOMY ANOCTONY AHAPED. 1996 r., X. M., 99X 129 cm.

Dedication to the Holy Apostle Andrew. 1996, oil on canvas, 99x129 cm.
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BoAHbIN NyTb. 1995 r., X M., 40x50 cm

Water Way. 1995, oil on canvas, 40x50 cm.
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BnarocnoBeHue. 1995r., x. M., 76x90,5 cm.

Blessing. 1995, oil on canvas, 76x90,5 cm.
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CBATOlMOp. 1995, x. M., 76x90,5 cm.

Svyatogor. 1995, oil on canvas, 76x90,5 cm.
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Cnywatenu axa. 1330r., k. M., 95x 120 cM.

Listening for an Echo. 1990, oil on cardboard, 95x120 cm.
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PekBunem. 1991 r, k M., KO0x120cMm.

Requiem. 1991 oil on cardboard, 100x120cm.
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Mowuceit. 1993 r., x. M., 100x85 cm.

Moses. 1993, oil on canvas, 100x85 cm.
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MyTb Nnpopoka, 1996 r.x. M., 100x120cMm.

The Prophet's Path. 1996, oil on canvas, 100x120 cm.
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BosBpalyeHne 61yAHOTO CblHA. 1992 r,x.M., 120xK00 cm.

Return of the Prodigal Sun. 1992, il on canvas, 120x00 cT.

22



Y nepeceyeHunst 4OPOr. 1992 I, X M., 100x 120 cM.

Where the Roads Intersect. 1992, ail on canvas, 100x120 cm.
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BpaHamayap. 1996 r., x. M., 70x60 cm.

Brandmauer. 1996, oil on canvas, 70x60 cm.
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CmoTpuTenn oceHn. 1996 r., x. M., 60x60cm.

Keepers of Autumn. 1996, oil on canvas, 60x60 cm.
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KOHBOW. 1994 r., x. M., 85x100 cm.

Convoy. 1994, oil on canvas, 85x100 cm.

27



ManeHbKuiA KMoyH. 1996 r, k M., 50x30 cm.
Little Clown. 1996, oil on cardboard, 50x30 cm.
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locnoauH Cepblii JeHb. 1995, x. M, 100x100 QV]

His Highness the Gray Day. 1995, oil on canvas, looxioocm.
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Xne6HMKOB. 1989 r, x. M., 100x100 cm.

Portrait of Khlebnikov. 1989, oil on canvas, 100x100 cm.
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MocBsawaeTtca npenofob6HomMy Cepruto. 1991 r.x. M., 120xKO0 cm.
Dedication to Reverend Sergey. 1991. oil on canvas, 120xt00 cT.
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[MOXOpPOHbLI B NtoHe. 1984r., k M., 50,5X69,5 cm.
A Funeral in June. 1984, oil on cardboard,.50,5x69,5 cm.
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LWaxMaTHbI 3TOA, 1993 r., X. M., 90X70 cM.

A Chess Problem. 1993, oil on canvas, 90x70 cm.
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COH. 1991 r, x. M., 90x120 cm.
Sleep. 1991, oil on canvas, 90x120 cm.

34



Ha ucxoge 6enbix Houeld. 1993 r, x. M., 60x80 cm.

Towards th End of White Nights. 1993, oil on canvas, 60x80 cm.

35



Pbhkasa gesouka. 1996 r., x. M., 40x50 cm.

Red-Head. 1996, oil on canvas, 40x50 cm.

36



CTteHa. 1990 r, x. M., 120x120 cm.

The Wall. 1990, oil on canvas, 120x120 cm.

37



BeTtep. 1994 r, x. M, 100x130 om.
The Wind. 1994, oil on canvas, 100x130 cm.

38



CMoTpsiWumii 6UuTBe BCned. 1996 r., x. M., 120x100 cm.

Looking at the Battle. 1996, oil on canvas, 120x 100 cm.

39



Ce30H 3aKOH4YeH. 1996 1., X M., F0OXI0O CM.

The Season is over. 1996, oil on canvas, 100x100 cm.

40



30HTUK MosikoBoALA. 1993 T, x. M., 85x100 cm.

The Commander's Umbrella. 1993, il on canvas, 85xioo cm.

41



BoT 1 BCce. 1991 r., x. m., 120x90 cm.

That'S AH. 1991, oil on canvas, 120x90 cm.

42



MpogaseL, 30HTUKOB, UM CamMoe BbICOKOE MECTO B ropoge. 1996 r., x. M., 100x120 cm.

The Umbrella Vendor or The Highest Spot in Town. 1996, oil on canvas, K00x120cT.
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I\/I BIC/b, ULLYLLAA BONSIOLLEHWA B COBE, elle oaHa 0COBEH-
HOCTb fapoBaHna Muxaunna Konbesa. X1BONUCH, CTUX,
nNpo3a, PUCYHOK — PAa3NUYHbIE rPaHU ero TBOPYECKOro amua.
O6orauas apyr Apyra, OHM AAIOT Kaxabld pas HOBOe npea-
CTaBNEHUE O B3MAAE XyAOXHUKA Ha WOEI0, Marepvan, Bpems,
No3BONAIOT MOMHEE NOYYBCTBOBATb €ro MuUposuaeHwe. Pas-
MbILNEHUA, NOPON EMKME, NOPON BUTUEBATLIE, CO «CABUralO-
LIMMUCH>» BHYTPU CMBLICNAMK, NapaaoKkCcaibHble, HO BCErRAa UG-
KPEHHWE, CYLLIHOCTHBIE 1A XYAOXHWKE, NPEACTasNAINT UHTEPEC
W Onga 3puTens.
«..B nckycctee nMOBAKD HEKOTOPYIO TPamUUMOHHOCTb.

MoToMy 4TO Mbi B IOGOM Cnydae nMeem Aeno ¢ NPoaonxe-

HMEeM TOro A3bika, KOTOPBIA Bbi A0 HAC, N HYXHO BCE Bpemst

NOAYEPKHYTO 0BpaLLIATLCA K BEHHOMY... ABCTPAKTHO A MobNo

Jaxe caMbie KpaﬁHwe NpOoARBASHNA B MCKYCCTBE, HO Cam CTa-~

painCb OCTaTbCA HA KOHCEPBATUBHLIX NO3ULIUAX. A XOMY BNn-

CbiBaTbCA B Cpefly, a He pa3apaxarb, NO3TOMY NpuxOouUTCA

NPUXMMAaTb B HEKOTOPBIX paboTax U UBET, N fIMXOCTb PUCYHKA.

Mue KaxeTcA, To, 4TO A Aenaio, npegnonaraet «HeFDOMKMIZ

pasrosop». Ecnn xoTute, NoHUManTe 31O Kak MOIO KOHUern-

LMIO».

Muxann Konbes — XyAOXHUK «HE COBPEMERHbIN». Ero nc-
KyCCTBO HE 3natnpyeT, He AeKIapupyeT, He paspyliaeT. «ABaH-
rapaoHas Maeonorns CONPOTUBNEHUA» — 3TO HE ero TBOpYe-
CKoe kpeno. B H6eckoHeYHOM nabupuHTe KynbTypsl XX BEKA EMY
He AOCTaNOCh «M3Ma». OH NPOrpamMMHO KnaccudeH: ero 6es-
YKOPU3HEHHBLIA PUCYHOK 3aCTaBNAET  BCMOMHUTL PUCYHKM Xy-
LOXHVKOB-KNACCUMLMGTOB, @ OBPAa3HLIN CTPOM, TeMBI 1 CIOXETHI
€70 KapTWH OTCLINAIOT HAC K NPOU3BEAEHNAM HEMEUKUX POMaH-
TUKOB W «XUBOMWCHBIM BUAEHUAM» CUMBOAWCTOB. Ero MckyccT-
BO — Marepvann3auma xynoxecrseHHon namatn. Couetan B
cebe MHOrOCTOPOHHIO OAAPEHHOCTb, CKNOHHOCTb K GUIO-
COMCKMM  Pa3MBILLNEHUAM, TOHKYIO WPOHWYHOCTb, XYAOXHWK
CTan OTKPOBEHHbIM CTOPOHHUKOM TPAAMUMOHHOrO A3bika. [ns
HEro HEOCMNOPUMO CyLLLeCTBOBAHWE aBCONOTHLIX XyAOXECTBEH-
HbIX LLEHHOCTEN, KOTOPbLIE BCEraa HaxoaaT CBOE NPenoMneHne B
COBPEMEHHOCTN.



«be3 rnaBeHCTBA HEMAaTEPUAIbHOTO MeHs BOOOGLLE Hu-
4ero He MHTepecyeT B UCKycCTBe. Huyero.»

«C peTcTBa 5 Kak-TO MOHMMaI0 0 Cero BpemMeHu, 4T1o B
3TOM MUpe «34paBcTBYiil» — Bcerga u «npowai!». 31o Ha-
NOJHSANO MEHA KakKUM-TO LLEMSALLMM YYBCTBOM KaKoi-TO fpy-
roii Nnpyupoabl, NpucyLLein mupy. A Aymato, 4To HaAo yTellaTb-
ca Tem, 4To obelaeT EBaHrenve, n TonbKo aTuM. Jpyroro s
He BUXY 1 YBEPEH — HUYEro Apyroro Her.»

«MHe KaxeTcsl, MHOW pa3 aTOMy MUpY A@aHO HanoOMHUTL

3pVMMO O TOM, YTO 6bISI0 NOTEPSHO YeIOBEKOM B pesy/bTarte
rpexonageHus. MoyTn HenepeHoCUMOW Ans BOCNPUATUASA Ch-
N0l ABILUINT MHOV MOMEHT B NPUPOJAe, He BCeraa BHeLUHe ag-
heKTHbIA. OnsATb ABOWCTBEHHOCTb. MOYTU HeNnepeHoCUMoCTb
— 4yBCTBO COBGCTBEHHOrO yulep6a. Ho BocnpuHaAn »e! 310
y)Xe flaeT KaKylo-To Haaexay.»

«Mbl He 3HaeM KakuM 6bln A3bldeckuii Mup. He 3Haem
abconoTHo. Ceiyac kaxgasi TpaBUHKa — 3TO TpaBUHKa cna-
ceHHoro mupa. Kakve Gbl euie Tpareguu He npegnonara-

UCb, BCE PaBHO CNACEHHOT0. 3bIYECKUA MUP Mbl 3HaeM Kak
6bl N0 HBEHTAPHOI ONncK.»

Mo cBOEMY MUPOOLLYLLEHNIO XYAO0XHUK NaHTenctuyeH. 4na
Hero muvp peanvl|7| He cnocob6eH cywecrtsosaTb BHe [lyxa, Bce
ABNAETCA HOocuTeneM 60XeCcTBEHHOro ceeta. Buaumo nostomy
Hebo — OAMH U3 K/YeEBLIX 06pa3oB. He cnyvaliHO Xy[0XHUK
OTBOAMT €MY 3HAaUMTENbHYIO YacTb KOMNo3nunn. He6o goMUHYK-
pyeT Haf reposiMu ero nosIoTeH, KOPPEKTMPYs KX bbiTve: obuia-
totea nm noan («Cnefbl nereHg») wam monyat («Cnywarenu
axa»), pasmbIWaT («be3monsue») WM NpoLwarT rpexu
(«Bo3BpalleHne 6n1yaHOro cbiHa»). He6o Bcemy npugaeT 3Ha-
UYMMOCTb, Kak BbICLUNI/A CBUAETENb U Cyaus.

BHYTpPEHHAS OPUMEHTUPOBAHHOCTbL Ha BCEJIEHCKOEe He uc-
KNo4YyaeT BHUMaHUA K YaCTHOCTAM W AeTasiaM, 4To npeBpatllaeT
MHOroe yBuaeHHoe B ero KkapTuHax B y3HaBaemoe, 6/1u13Koe.

«$1 4OCTATOYHO NO3HO, KaK MHE KaXkeTcs, MOHA/, YTO To,
4TO A1 MbITAKOCb BCE BPEMSA cAenaTb Kpackamu, KapaHaliom
UT. A., B 6OMBLUIMHCTBE C/ly4YaeB MOXHO XapaKTepn3oBaTb Kak
«3anoBefHNK». He pacTeHWit, He XKMBOTHBIX TOIbKO, & BCEro.»

«3anoBefiHOCTb»— TO, YTO HafO COXPaHWTb, MPOHECTU

yepes Beka (UM OHO caMo cebs CoXpaHsieT) — Mosi Tema.»
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CTapuku, AeTu, XUBOTHbIE — Te, KTO HacenseTt 3ToT «3ano-
BeHbIVi» MUpP, camble 3arafoyHble cyliecTBa B MMPO34aHuun.

[etn B pabotax Konbesa, Kak U Ha KapTUHaX HEMELLKOTO Xy-
[OXHWKa-pOMaHTUKa PyHre, «npekpacHbl W 3arafoyHbl, XUTtenm
HeBe[lOMbIX MUPOB, Y HUX 6e30HHbIe r1a3a, OHW NOCBSALWEHbI BO
MHOroe, 0 YeMm yxxe 3abbln, ecnm 3Hann Korga-to, 06bIKHOBEH-
Hble 3puTenu croswMe nepej KapTuHamu...» (BepkoBcKuii
H. 4.). Ux nuua He no-geTcku coCpefoTOYEHHbI, CepbesHbl,
MHorga nevanbHbl. CTapuky, B Kakoi 6Gbl MMOCTACU OHW HU Bbl-
cTynanu (mygpeubl, onnocodbl, CTPaAHHUKKN, BOWHbI), CTAHOBAT-
CA TeMu, B KOM eTn 06peTatT pOLACTBEHHYIO AyLly, OHU HaxXoaaT
B [1eTSAX CBOE NPOJO/IXKEHNE, UXXKN3Hb, MYAPOCTb, OMNbIT «Mepe-
TekalT» B fieTckue aywun. CmepTb 60/blle He CTpalunT, XU3Hb
HenpepbiBHA.

Mup cTapukoB u geTeli AyXOBHO HAMOJIHEH, NUWeH TPUBKU-
anbHOro, 3TO CKOpee MUP XyA0XXEeCTBEHHOW MeudTbl U Hafexn,.
OTcyTCTBME 3M1a, UCKPEHHOCTb YyBCTB, AYLIEBHOCTb U €CTEeCcT-
BEHHOCTb — OCHOBa Ny60KOW CBA3M repoeB KapTuH «Tebe npu-
Hagnexawmin mup», «lpoxopsawmii noesg». «3anoBefHoe»
NPOCTPaHCTBO CTApUKOB U AeTeil — 3To npexge BCero atuye-
CKOe MpOCTPaHCTBO, OHO CTPOMUTCSA MO 3aKoHaMm fobpa.

BaxHbIM CpefiCTBOM PaCKpPbITUA COCTOSAHUA WU HacTPOeHUs
repoes CTaHOBUTCA Npupoja: TO POMaHTU3UPOBAaHHAasA, MoYTH
MUCTUYecKas, ¢ NpUUyanInBbIMU pyanMeHTamMmun AeTCKUX BoCno-
MUHaHU («5 nay uckatb»), To haHTacTUyeckas U ckasouHas,
C/IOBHO WA/MIOCTPALMA LeTCKUX CHOB M MeuTaHuli («OceHb»), TO
NPOHWKHYTasA TULWWHOW M nNevyanblo, cBoeobpa3Hasa neisaxHas
anerns («CoH nocrne foxas»).

OHeprua npupoasl Hacto AeMOoHCTpupyeT cebs yepes 06-
pasbl XMBOTHbIX: 6M30HbI, Kak Obl BblpacTaloLme 13 camon 3em-
M, onuueTBopeHue ee nnoTn («besamoneue»), aK3oTudeckue
naMmbl, PUTMUYHOCTBLIO PUCYHKa co3jatolne BrevyatneHve npu-
4YyA/MBOrO OpHaMeHTa, CTPOHble 6enble XypaBnu, Kak bbl cny-
YyaliHO colleflwmne C POCKOLLHbIX BOCTOYHbIX LWeNKoB v hapdo-
poB («OcCeHb»).

XyfoXHMK obpaljaeTca K 4MCTOMY aHuManncTuyeckomy

XaHpy, co3aaBas «MOPTPEThI» XUBOTHLIX B XWBOMUCU U rpadu-



ke. OH YyBCTBYeT MPMPOAHYI0 TPaLMO3HOCTb, KpacoTy 3Bepei,
OTYErO0 JINHNN €70 PUCYHKOB NIETKU U NEBYYN. DK30TUUHOCTb XMN-
BOTHbIX eLie 6onblue ycunanBaeT olyLleHe 3an0BeHOCTH, T.e.
0XPaHAEMOro M XpaHuMoro mupa.

XapakTepHoii 0CO6eHHOCTb MUPOBO33peHusi Muxanna
KonbeBa sBNseTcs UCTOPWU3M. XKMBOMUCEL, HafeNeH X1BbIM OT-
HOLIEHWEM K MPOLUIOMY, NMO3TOMY Camble HeoXUAaHHble Bpe-
MEHHble CMELLEHUSI B €ro KapTUHaX He KaXyTcsi CTPaHHbIMWU.
Mpolwnoe-napanienbHO HaCTOALWEMY, OHW CMOTPSATCA APYr B
apyra, 6ubneiickoe Bpems (<Y nepecevyeHuns fopor») cocepncT-
BYET C HaLMOHaNIbHOW pyccKoli ucTopueid, 4acTo B ON03TU3NPO-
BaHHOM, 6biNMHHOM<ee BapuaHTax («becefa nonkosoALeB»), a
3anafHoOeBPONeiicKoe pbILapCKoe CPeAHEBEKOBLE — C TUXUM
NOBECTBOBAHUEM O CErofHsiLLHeN fepeBHe («3apaBCTBYiNTE»)
UM HenapagHol CTOPOHOW Xn3Hu ropoga («Ctapblii ropoa»).

XY[OXHMK 4YacTO CO3HATENIbHO HUBENUPYEeT BpeMmsi, nuwas
cBOM pa6oTbl BPEMEHHOW onpefeneHHOCTU, NO3TOMY CTapuKu B
KapTuHe «CnyliaTeny axa» BOCNPUHNMAIOTCS OJHOBPEMEHHO Kak
aHTUYHble hunocogbl, 6UGNECKNe MPOPOKN, LEPEBEHCKNE 4y-
Jaku-myapeupl. Mopoii CIOXETHOCTb He MMeeT pacckasa, nose-
CTBOBaHMsI, a 3HAUNT ABVXEHUS BO BPEMEHU; ecTb Apyroe, 6onee
BabkHOE: Mnay3a, «pa3pbiB». CloppeanucTnyeckoii TpakToBke «Pe-
KBYEMa» NpuAaHbl YepTbl HAABPEMEHHOTO. TaK BeUHbl caMu Npo-
6nembl 3na n obpa, XnsHu n Cmeptun, 3ByKa 1 TULLNHLI. HeBax-
HO, HACKO/IbKO COOTHOCUTCA TBOPUMOE BPEMS U MPOCTPAHCTBO C
peasbHbIM XPOHOTOMOM. 3HauYMMO CamMo pasMmblll/ieHne, nocTa-
HOBKa npo6nembl 06w e6bITUiHOrO nopsigka. Moatomy nwboe
yacTHoe, faxe 6bITOBOE siB/IeHWe, YBUAEHHOE [a3amu Xy L0XKHM-
Ka, mepecTaeT 6blTb TAKOBbIM B €10 UCKyCcCTBe, NpuobpeTtas yep-
Tbl BHEBPEMEHHOIO 3MMYECKOr0 OTKPOBEHUS, 3HAUYUTENbHOIo U
Ba)KHOIO Kak finNa co3gatens, Tak v ana sputeneii.

«I/Irpa— AoKas3aTe/IbCTBO N NposB/ieHUEe CUNMbl XXN3HN.»

«CKO/bKO 6bl A1 He Kopnen Hag KapTUHamMmu, MHe, KOHeu-
HO fierye MMeTb KOHTaKT C I'Iy6]1VIK0i7I, Bece/is ee Kapukatypa-
MU, 030pHUYas C CHOXXETOM N BCAYECKN BeCesiACb CaM.»

«3cTeTuyeckne ynpaxKHeHna nHTepecobl AN MeHsA TO/b-
KO TOrga, Korga oHu conps>keHbl C Xy IMraHCTBOM. Yucrasna ac-

TETUKA NS MEHs ypyyatoLLe CKy4YHa 1 HABEBAET YCTaNIOCTb.»
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Nrposoe B TBopuyecTBe KonbeBa nposBnseTt cebs Ha pas-
HbIX YPOBHSIX: fleMOHCTPaL s BO3MOXHOCTEW NHTeNnekra n apy-
AnunmM, cnoco6HOCTb MOCMOTPETb Ha MAaeu W Belm «oTcTpa-
HEHHO», OTKpbIBasi B HWX HOBble FpaHuW, CBA3MW, OTHOLIEHNS (Ku-
BOMUCb), WPOHWA, CaMOUPOHWUS (Wapxu, KapukaTtypbl).HeT
npegnaraembix NpaBws, YCNOBUIA Urpbl, €CTb Marus urpbl, <UM-
npoBM3aumnsa B YeTbIpe PYKn» (XYLOXHUK — 3puUTesb) Ha 0603Ha-
YEeHHYI, HO Kaxfblii pa3 Mo-HOBOMY MNPOYUTLIBAEMYI TEMY.
CMbICN Urpbl — B CaMOW urpe; B CNOCOGHOCTU BbICTpamBaTb ac-
coumaTBHble psAfbl, BUAETb CMbIC/IOBbIE CBA3U WU VX HapyLue-
HYSA, OLeHUTb MeTahopUYHOCTb, KOTOpas No3BONSET XyA0XKHUKY
pas3pywnTb pamku NpUBbLIYHOFO, YacTO NpeBpallas NUCKyccTBO B
MeuTy, haHTasuo. Camble HEBO3MOXHble Ha MNepBbli B3rNsg,
npoekTbl Muxamna KonbeBa: «MHe xoTenocb 6bl Korga-Hubyab
cAenatb Takoe MecTo B HE60/bLIOM Napke, rAae orpoMHble Npu-
YyZNuBbIE MHCTPYMEHTbI Urpanu 6bl OT BETPa» — Haxo4AT CBOe
BOM/OWEHNe — MNOMbCKUIA XyAoXHWK Bnagucnae Xacuop cos-
JaeT MOHYMeHT B UepabiHW, opraH, Ha KOTOPOM urpaet BeTep.

KeuemaliikuHa B. A., nckycctsosepg

«MHe Bcerga TpyAHO FOBOPUTH O CBOEM TBOPYECTBE,
160 Bcerga NOMHWLbL O TOM, YTO €CTb 3aMbIC/lbl, U €CTb pe-

a/lbHble pe3ynbTaTbl.»

Hapo HavaTb, NpuAeT NerkocTb.

3TO KaK XW3Hb, U Kak CMepTb... Haf0
TOMBKO PeLunTbCs. Y BCeX Tak.
HauHyT roBopuTh, 1 camu coboii
HaxofsATCA MbIC/IN 1 CI0BA, @ NOTOM
Y€ B COGCTBEHHbIX C/IOBaX Mbl
Haililem 1 TOT ropog, v cag, Boo6Lye
MOXeT 6bITb CHOBa Hailjem Bce, 1
Tbl He Byellb 60/bLUe YyBCTBOBATb

ceb6si cMpoTOiA.

MoHecko. «CTynbsi».



inting, poetry, prose, drawing — these are various facets
P?eflecting the creative persona of Mikhail Kopyev. Neither
duplicating nor negating, they rather complement each other,
giving a new impression of the artist's view on ideas, material and
time and thus allowing one to feel in full his outlook on the world.

"l love the element of tradition in art,” Kopyev says.

“Because in any instance we are only continuing the language

that existed before us. I think that’'s why it's necessary to

always consciously look at what is eternal. While | love even

the most extreme developments in art inthe abstract, Itend to

take conservative stands in what I do. Istrive to blend into my

surroundings without upsetting, and so | sometimes have to

restrict myself in terms of color and boldness of stroke. It

seems to me that what | do assumes some sort of ‘quiet

conversation’. If you like, take it as my philosophy."

Mikhail Kopyev is an “old fashioned” artist. His art does not
shout, does not provoke, does not destroy. His is not the avant-
garde credo of resistance. He is not at home with any -ism from
the endless maze of twentieth-century culture. At heart, he is a
classicist — his exquisite hand recalls the drawings of the
classical artists, while the imagery, themes and subjects of his
paintings return us to the works of the German romanticists and
the artistic visions of the Russian symbolists of the turn of the last
century. His art isthe embodiment of artistic memory.. Combining
his diverse talents with philosophical musing, subtle irony and
paradoxical wit, the artist is an open advocate of traditional
language. The existence of absolute artistic values which always
find their refraction in contemporariness is indisputable for him.

“Without the supremacy of the immaterial, nothing in art
interests me, nothing,” Kopyev says. "Since childhood | have
felt that ‘hello’ always implies 'good-bye," and that has filled
me with the painful sense of some sort of other nature
inhereht in the world. Ithink one can only find consolation in
whatthe Gospel promises. | do not see anything else and am
sure that nothing else exists.”

“I think that sometimes you need to remind this world
visually about what was lost by man as a result of his fall from

grace," Kopyev reflects. 'Another moment, not always
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outwardly spectacular, breathes with an almost unbearable
strength. Duality! What is almost unbearable is the feeling of
personal damage. But it has been perceived, after all! That by
itself provides some kind of hope."

"We don't know at all what the pagan world was like. Now,
every blade of grass is a blade of grass from a world that has
been saved. Whatever other tragedies occurred, it's still been
saved. It's almost like we know the pagan world by an
inventory list.”

The artist is cosmic and pantheistic in his outlook. Reality
cannot exist outside the spirit. Everything is an agent for Holy
Light. This may explain why the sky is one of Kopyev's key
symbols. It is not by accident that the artist devotes a significant
part of his work to it. The sky — as a symbol of all that is
transcendent — dominates the heroes in his paintings, keeping
their existence in check. Cloudy or clear, dynamic or peaceful,
the sky is always a source of the spiritual, a sign of what is eternal
and sacred. All events occur against the background of the sky.
Whether people are gathered (“Traces of the Legend”), or silent
(“Listening for An Echo"), or reflecting (“Silence”) or forgiving
(“Return of the Prodigal Son"), the sky lends meaning like a
higher witness and judge.

“The supremacy of the immaterial” intensifies the artist's
perception, adds to his “painful feeling” in relation to any different
phenomenon, a moment in nature, every blade of grass of which
is for him a “blade of grass from a saved world.”

Internal orientation towards the world and universe does not
exclude attention towards parts and details, which makes much
of was is seen in his paintings recognizable, familiar.

"I think 1 understood fairly late," Kopyev says, ‘that what |
was always trying to do in my paintings and drawings was in
most cases something you could describe as a preserve. Not
only of plants and animals, but everything.”

"A preserve — that which contains what needs to be
saved and carried through the centuries — is my theme. OId
people, children, animals — those who populate this

‘preserved’ world — are the most mystical creations of the

universe.”



Children in Kopyev’s works, like in those of the German
romanticist Runge, seem somehow unchildlike in the way their
faces are concentrated, serious, sometimes sad. Old people, no
matter what their bent (wise men, philosophers, wanderers,
soldiers) become those in whom children find their second half,
a kindred soul. On the other hand, old people are able to
understand, defend and accept children as they are. After all, old
people find in children a continuation of themselves; their lives,
wisdom and experience flow into the souls of children. Death is
no longer frightening, and life continues.

The world of old people and children is spiritually sound. In
their striving to be together, there is no selfishness, only the
mutual desire to give of one’s self. This high and bright world is
free of all that is prosaic, utilitarian, base, mercantile and trivial. It
is a world of artistic dreaming and hope. The lack of evil, the
sincerity of feelings, heartfelthess and naturalness — these form
the deep connection between the heroes of the paintings “This
World Belongs to You” and “The Passing Train.” The 'preserved’
space of old people and children is first and foremost an ethical
space built according to the laws of kindness.

Nature is an important means of revealing the condition and
mood of heroes: either romanticized, almost mystical, with
intricate rudiments of childhood memories (“Going Looking”), or
fantastic and fairy-tale like, as if illustrating children’s’ dreams
and desires (‘Autumn”), or a distinctive pictorial elegy filled with
silence and sadness (“Dream After the Rain”).

Nature's powerful emotional energy often reveals itself
through images of animals: bison that appearto be growing right
out of the earth and embodying its fertility (“Silence”); exotic
llamas, rhythmically drawn to create the impression of an
intricate  ornament; thin white cranes that seem to have
accidentally flown out of elegant eastern silks and china
(‘Autumn").

The artist turns to the purely animalistic genre, creating
“portraits” of animals in paintings and drawings. He senses the

ways, character, natural gracefulness and the beauty of animals,
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which is why the lines of his drawings in charcoal, ink pencil, and
pastels are precise, light and melodic. The exotic nature of
animals further heightens the feeling of ‘preserveness’ of the
world.

Historicism is a characteristic peculiarity of Mikhail Kopyev’s
world outlook. The artist is defined by his live outlook on the past,
and therefore the most unexpected and fantastic mixing of time
in his paintings does not seem strange. The past runs parallel
with the present as they look at each other. A universal
historicism beyond the bounds of countries grants the artist a
certain freedom, therefore biblical time (“Where the Roads
Intersect”) stands next to Russian national history, often in its
poeticized, epic forms (“Meeting of the Regiment
Commanders”), or western European knights of the middle ages
with a quiet narrative about today's rural village (“Hello”) or the
back side of the life of a city (“Old Town”).

The artist often levels off time consciously, taking out any
sense of time from his paintings. Therefore, the old people in the
painting “Listening to an Echo” are perceived simultaneously as
ancient philosophers, biblical prophets, pilgrims and village
wisemen. Sometimes the Subject matter has no storyline or
narrative, and therefore no movement in time. Gaps in time,
pauses, are more important. The surrealistic interpretation of
“Requiem” imparts a sense of timelessness to the painting, since
the very problems of good anfl evil, live and death, sound and
silence, freedom and bondage, sight and blindness are eternal. It
is unimportant how well the time and space created correspond
to reality. The reflection itself it what is important, the ordering of
problems in the overall sequence of things. Therefore any
particular — even routine — occurrence witnessed by the artist’s
eyes ceases being such in his art, acquiring epic, timeless
features having meaning and importance for both their creator
and viewer.

The artist's transpersonal vision creates many time
variations: sleep time (“Sleep”), mythological time (“Centaur")

and symbolic theatrical time (“The Performance is Beginning"). In



this way, we see that the 'preserve’ world of Mikhail Kopyev is a
world without borders in space or time, or, more precisely,

includes all spaces and times.

"Playing is proof and manifestation of the power of life,"
saysthe artist. “No matter how much Ilabor over my paintings,
it's of course easier to have contact with the public,
entertaining them with caricatures, playing tricks with different
subjects and having fun myself in many ways."

'Aesthetic exercises interest me only when they entail
some sort of hooliganism. Pure aesthetics is incredibly boring

for me and just tires me out.”

Playfulness in Kopyev’'s work reveals itself on several levels: a
demonstration of the possibilities of the intellect and erudition, a
particular bead game (primarily in words), the ability to view ideas
and things in removed fashion, opening in them new borders,
connections, relations (in painting), irony, self-irony (in
caricatures). No set rules or condition forthe game exist; there is
the magic of the game, “four-handed improvisation” (with the
artist and the viewer) on a designated, but every time readable,
theme. The purpose of the game is in the game itself, in the
ability to make series of associations, reveal multiple meanings in
symbols, see connections in meanings; to judge metaphorical
value, which in turn enables the artistto break down the bounds
of every day, turning art into dream and fantasy.

Ideas of Mikhail Kopyev that at first sight seem impossible —
“I've always wanted to create a place in a park where huge quaint
instruments are played by the wind,” — are today already being
realized. A Polish artist, Vladislav Chasior, is presently working on
an organ played by the wind.

Valentina Kechemaikina,

historian of arts.
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«M. Konbes», anbB0M penpoaykumi, u3aarensctso «Mos
Mocksa», 1993 1.
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M. Konbes, «Paam atoro CTout Xutb», XypHan pasutens-
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craeke «Bcerga Haveky», xypHan «/ckycctso», N2 5, 1978, c.
7-8, penpoaykums.

H. Bebuhr, «TeaTpanbHbie XyOOXHUKU Balwkupumn», xypHan
«Tearp», N¢ 11, 1979 ., c. 48, penpoaykums.
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razeta «Penepaumnsa», N2 21,1992, c. 16

A. Topaeesa, «Herpomkuin pasrosop Muxamna Konbesa»,
xypHan «Kanpus», N2 1, 1994 r, ¢. 60, Mockea, n3aarensCTeo
«Poccuiicknin canon», 1994 r.
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bnorpapus

Konbes Muxann Bacunbesud poaunca 8 1947 roay B ropo-
ne Yoe. Oxonumn Yopumckuin  [0CyAapCTBEHHBIA  MHCTUTYT
WCKYCCTB, e BNOCAEACTBUM NPENOAaBan; kak npenoaasaress
CTaXmpoBanca 8 MHCTUTYTE XMBOMMGK, CKYAbNTYPbI U apXnTeK-
Typbl M. Penuna Akagemum Xyaoxects CCCP B leHuHrpage. C
1986 ropa xueeT n pabotaet B Bonorae.

XKusonucey, rpacduk, xyooxHuk Teatpa. [pousBegeHns
3KCNOHMPOBAIUCL HA BCECOIO3HbIX, PErMOHANbHBIX BLICTABKAX,
B [épMaHnn; XyAOXHUK NPUHUMAN y4acTue BO BCEMUPHOM BbiC-
Taske «Expo—-88» (ABCTpanua). NNepCcoHanbHbIe BLICTABKU B O-
pogax Yoe, Bonorae, Mockse. B nepsoi nonosuHe 1997 ropa
y4acTeoBan B «MOCKOBCKOM apT-canoHe» (MaHex, Mocksa); B
anpene cocToanace NepPcoHanbHasa BoicTaBka B Bonorae.

PaboTtul npruobpeterbl YOUMCKUM Xy[OXECTBEHHBIM My3e-
eMm umenn M. B. Hecteposa, Bonoroackon n Yepenoseukoi
KapTuHHbIMK ranepeamu, MuHucTepctBoM kyneTypel BaCCP,
MuHncTepctBoM kynbTypel PCOCP. YacTb kapTyH HaxoauTca B
4aCTHbIX KOMJTIEKLMAX MHOMUX ropoaos Poccuu, a Takke 3a pybe-
XOM: B [epmaHun, ®parumn, CLUA, 3paune n NT1anuu.

YneH Coio3a xynoxHukos Poccum ¢ 1980 roaa.

55

biography

Mikhail Vasiiievich Kopyev was born in 1947 in the city of Ufa
near the Ural Mountains. After graduating from the Ufa State
Institute of Arts, he taught at his alma mater before doing post-
graduate work at the Repin Institute of Arts in Leningrad. Since
1986 Kopyev has lived and worked in the city of Vologda north of
Moscow.

Specializing in painting, drawing and theatrical scenery
decoration, Mikhail Kopyev has displayed his work at national
and regional exibitions in Russia and abroad. In addition, he
participated in the international "Expo—88" show in Australia and
has had personal exibitions in Ufa, Vologda and Moscow. His
work was most recently displayed this year at the Moscow Art
Salon exibition in the Central Exibition Hall.

Mikhail Kopyev's paintings have been purchased by the
Nesterov Art Museum in Ufa, the Vologda Oblast Gallery of Art,
the Cherepovets Art Gallery, the Bashkiria Ministry of Culture and
the Ministry of Culture of the Russian Federation. His paintings
can also be found in private collections in Russia, Israel,
Germany, France, ltaly and the United States.
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