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BeicTasb!

1971 - BbicTasa Managbix MacTakoy, HaupiaanHl my3eii, r. Minck, benapych

1976 - pacny6nikanckan ebicTaea, HaubiananbHaa ranepas, r. Minck, benapych

1980 - nepcananban BbicTaa, 3ana Catosa mactakoy, r. Mick, benapych

1988  nepcanansHan uicTasa «Mac nik», Myaeii Baniaii Aitubiniait saiin, r. Minck, Benapyce
1989 - rpynasan sbicTasa «Cxapbonka Genapyckara aanrapy», r. Mitck, Benapyce

1990 - sricTasa «Hniu Kacannpei», Hausiananshan ranepas, r. Mikck, Benapyce

1991 - nepcananbHan BbicTasa, LiaHTpansHbl jom MacTakoy, Mackea, Pacia

1992 - rpynasan sbictasa «ApT-Wwok», Manau mactautsay, r. Mick, benapych

1993 - rpynasan sbicTaea, r. [uynia-Hosa, Irania

1994 — nepcanansHan BuicTasa, ranepan «LLloctan nikia, r. Minck, Genapycs

1994 - BbICTaBa, LlauTp a MacTautea, r. Onicikres, Higapnange
1996 - nepcaranbHan BbicTasa, ranepan |OIAC, r. Bpycens, benbria

1997 - rpynasan BuiCTaBa, BbICTaBAuHbI LAHTP Xapbepta, r. Mapbi, OpaHubiA

1998 - sbicasa «Maroua», HaubiAnanbHan ranepas, r. Mikck, benapych

1999 - nepcananbHan Bbictasa, HaubiaansHan ranepas, r. Mikck, Benapycs

2001 - nepcanansHan bicTaa «[lax-1», ranepan «Taxenec», r. bepnin, Fepmatia

2002 - rpynasan BbicTasa, ranepen 1'epa Kapaaua, r. Mapbin, OpaHubia

2002 - nepcananshan sicTasa «[lax-2», ranepan «Taxenec», r. bepni, [epmatia

2003 - nepcananshan sicTasa «[lax-3, ranepan «Taxenec», r. Bepni, [epmania

2003 - rpynasan BbicTasa, r. KnepmoH-OepoH, OpaxubiA

2004 - nepcaHanbHan BbicTasa, HaubiaHanbHan 6ibniaTaka, r. Mikck, benapych

2005 - nepcananbhan BbicTasa «BonbHae naasexHe», ranepan «Taxenec», r. bepnin, Mepmania
2006 — nepcanansHan eeictasa «Kani-t0ra», ranepan «Taxenec», r. bepnin, [epmania

2007 - BICTaBa «AXBAPbI ranepan «Taxenec», r. bepnin, Mepmania
2008 - rpynasan sbicTaea, Myaeii Honkandhapmiamy, r. CankT-leuapbypr, Pacia

2008 - sricTasa «bienane Heibanicy», HaupiAHansHan Gibniataka, r. Mikck, Genapyce

2008 - nepcananbhan BbicTasa, ranepan "flobpoie mbicin”, r. Minck, benapych

2008 - nepcananshan BbicTasa «[lax-5», Myaeii cyyactara mactaursa, r. Mikck, benapych
2008 - BbICTaBA «AXBAPbI ranepan «Taxenec, r. bepnik, Fepmania

Mpaui 3HaxopsAuua y HaubiaansHeiM My3ei, r. Minck, Benapycs, Mysei cyyacHara macTautea,
r. Mivck, Benapycs, i j npbigaThbix Kanexusiax I'epmanii, Pacii, benapyci, Benbrii, ®panupi,
Hinapnannay, 3LUA, LLlseusii, LLseiiuapeii, ITanii, Aurnii

1971 - Exhibition of Young Artists at the National Museum, Minsk, Belarus

1976 - Republican Exhibition at the National Gallery, Minsk, Belarus

1980 - Personal Exhibition at the Hall of the Belarusian Artists Union, Minsk, Belarus
1988 - Personal Exhibition “Rush Hour" at the Museum of the Great War, Minsk, Belarus
1989 - Group Exhibition Treasure of the Belarusian Avant-garde, Minsk, Belarus

1990 - Exhibition Cassandra Call, National Gallery, Minsk, Belarus

1991 - Personal Exhibition at the Centre House of Artists, Moscow, Russia

1992 - Group Exhibition “Art Shock” at the Palace of Arts, Minsk, Belarus

1993 - Group Exhibition, Julia-Nova, Italy

1994 - Personal Exhibition at the Gallery “The Sixth Line”, Minsk, Belarus

1994 - Personal Exhibition at the Centre of Experimental Arts, Vlissingen, Netherlands
1996 - Personal Exhibition at the Gallery IFIAC, Brussels, Belgium

1997 - Group Exhibition at Herbert Exhibition Centre, Paris, France

1998 - Exhibition “Pahonia” at the National Gallery, Minsk, Belarus

1999 - Personal Exhibition at the National Gallery, Minsk, Belarus

2001 - Personal Exhibition “Dach-1" at the Gallery “Tacheles”, Berlin, Germany

2002 - Group Exhibition at the Gallery of Pierre Cardin, Paris, France

2002 - Personal Exhibition “Dach-2" at the Gallery “Tacheles”, Berlin, Germany

2003 - Personal Exhibition “Dach-3" at the Gallery “Tacheles”, Berlin, Germany

2003 - Group Exhibition, Klermon-Ferron, France

2004 - Personal Exhibition at the National Library, Minsk, Belarus

ion “Free Falling” at the Gallery “Tacheles”, Berlin, Germany
ion “Kali-Yuga” at the Gallery “Tacheles”, Berlin, Germany
2007 - Personal Exhibition “Victims of Arts” at the Gallery “Tacheles”, Berlin, Germany
2008 - Group Exhibition at the Museum of Nonconformism, St-Petersburg, Russia
2008 - Exhibition “Biennale of Fine Arts” at the National Library, Minsk, Belarus

2008 - Personal Exhibition at the Gallery “Dobryja mysli”, Minsk, Belarus

2008 - Personal Exhibition “Dach-5" at the Museum of Contemporary Arts, Minsk, Belarus
2008 - Personal Exhibition “Victims of Arts” at the Gallery “Tacheles”, Berlin, Germany

The works are in the National Museum (Minsk, Belarus), Museum of Contemporary Arts (Minsk,
Belarus) and in private collections of Germany, Russia, Belarus, Belgium, France, Netherlands,
USA, Sweden, Switzerland, Italy, England



AA3IH 3 CYYACHBIX

3 1960-x rr. Geaapyckae MacTanTBa, abIpbKapaHae aKaAoMidHBIM OazacTaM, TMasbayaeHae >KBIBBIX CyBA3Ay 3 KyaAbTypait
3axoaHeeyparieiickix Kpaid, MapyAHa IparHenia aAa cyvacHacii. CywacHacnp TpsOa pasymelh y Aaj3eHBIM KaHT9KCIE 5K
HeaGMe’kapaHae TpaBa MacCTakoy BBHIKA3allh CBae aAHOCIHBI Aa SKBIIIA O3 CTapaMOAHBIX 3BapoTay i OPM y TPaABIIBIAHBIX i
HeTPaABIIIBIITHBIX BiAaX TBOPYATa CaMaBbIsTy ACHHS.

Macranrsa Azecs Poasina — 3'sBa 3yciM HeyaKaHast 445 Geaapyckara XKBIBAIICY 3 STO iaPasariaubiMi Taby i aryAbHAIPHIHATHIMI
HopMami. EH 1auay phikaspaib cae HeapABIHAPHBIA HOTASABI Ha CBET 3 IIEPUIBIX BHICTABAUHBIX TpaexTay 1970-x rr. SIro mparst He
cycrpaai napasymenns. [Tagasaaicst npasmepHa ckaajaHsIMi, HeagHasHauHbIMi. Y TOit yac beaapych Gpiaa 1jaakam isaassanas ag
eyparieiicKiX MacTaIKix HaBaIbIIY, a THIM GOABII a4 aMephIKAHCKara MON-apThMHara i KaHIITyaapHara Tpriymdy. Patpapoasism
OBIY IMajayAsAbHBIM MeTajaM DCTOThIYHAra OayaHHsA cseTy. Macrak inTyiThiyHa agdysay, mro Tps0a rnepaasoApBallb I9ThI IITYYHbI
Gap'ep, i 3HAIIIOY A451 raTara CBOT acabicThI TBOPUBI MeTa “HOH CTOI [TaHapaMa”, IITO aATlaBsiAae Ha3Be aAHOI! 3 ATO BAAIKIX KapIiH.
JKwisamicHas kammasinsisa Oyayeniia Ha pasHarJaHaBbIM aAAI0CTpaBaHHi GA3MeXHal ITPacTOpl, y AKOM adHavacoBa aabpIBaIONIIa
MpaIaChl ypOaHiCTRIHELS, TeaAariqHbLs, TOXHAAAriaHbis, Oisaarianb i r.4. Kab ssectri ix y agsinyio BoGpasHyio cicramy, Macrak abipae
BBICOKYIO, TTaHAPaMHYIO KPOTIKY GauaHHsI i BEIKapBICTOYBae aMah MaHAXPOMHbISI KOA@PHI J PO3Haii TaHaAbHACITH.

Taxk 3'siBiics sATO0 He3BHIYANHBIA AAsl By3Ka 3alparpamMaBaHbIX Geaapyckix apr-craHAapray IIMaT3HA4YHbLA Kamriasinpii “/BaitHbt
crangapt”’, “Hou neamasHanpx icToT”, “Meramnoaic”, “DKcrieprIMeHTaAbHbl KaHTakT”. MacTak aaBaXKbIycsl HaBaT Ha CBOIT
dyTypasariunsl mparHos, CTapaioubl XKbIBarlicHbl Mipax maj Hassaio “XXI craroaase” 3agoyra ga Aro madatky. SImy yaaaocs
BBI3HAUBIIH MIBIPOKae IpabaeMaThiaHae KOAa KbIBATICHBIX MEPCIeKTEIy i 3pasyMellb Mepapary CBAiiro CIHTSTbIMHATa MeTaay ¥
TTapayHaHHi 3 MHOTIMI Kaerami, sIKist Tartaaicst Ha MeCIIbl, XaA3iai [Ta 3aMKHEHBIM KOA€ ¥ TTa10He KaHCePBaTHIYHBIX abMeKaBaHHAY .

A. Poasin He Criag3ssaycst Ha rapibOKae pasyMeHHe r4e4auoy, CBOeYacoByio MaaTphIMKy KpbiThiki. CamacToiina i macasaoyna Ha
nipanary 60ab1m sk 30 TOA CBAPAKAY CBOF CydacHBI TEOPUHI ITaAbIXOA Aa MacCTaIIKix 3a4ad. SIro TBOpEI Hapaaxaaics 4oyTa i MapyaHa.
ITpawac ix creapauHs A0yKbiyes ragami. ToiM He MeHII €H 3404ey XyTKa, [1a 9BaAIOLblIHALL CIIipali TBOpYara passililyst rpaiici
BCTHTBIMHYIO ABICTAHITBIIO TIOCTMaA®pPHi3My i cramp y 1990-X IT. aAHBIM 3 CaMBIX TIPBIKMETHBIX i IIBIPOKa BAAOMBIX Oeaapyckix
Mmacrakoy. XKrisarticHpis naaotust A. Pogsina y>xo He BhIKAiKaAi HerapasyMeHHs, a 11a4aBadics akTyaabHbIM p3aHaHCaM HeuaKaHbIX
TiCTapBIYHBIX MTaA3esy. 3aBiXpoHHI AT0 BOOpa3Hara CBeTy Tavali 3axarAsifh i MpEIATBAIb CBagil AblHaMiKall i Harpy>KaHHeM. STHbL
aATIaBsAaA] aAdyBAHHSM I1a0AABHBIX IepaMeHay, SIKist MHOTIs Marai GOABII MaITabHa YCBAAOMIILb MTaj y3A3EHHEM TBOPay MacTaKa.
A. Poasin Maatoe y Takix CIIpBIAABHBIX aDCTaBiHAX MTapa3yMeHHs 3 HOBBIMI IIPBIXiAbHiKaMi cBaéit TBopuactii “ Arakaairicic”, sapspiiae
1pika “Cinapom Aapaaxonnsa”, A3e TaaCyMOyBae IIAAX MacTallKixX mepamen Apyroit maaossr XX cr. STHbI pasHanaanasa nepajarorh
HEIIITa raA0yHae, 4aro AOYTi yac He XaItaaa y OeAapycKail 9CTHThIYHal CAMacBsAA0MAaCIi — I'9Ta XBIBBI iMITyAbC cydacHactii. Toe, mro y
eyparteiickim cBerie TBopyacrii 66110 3aKAaj3eHa i mepaxkbiTa HeKaAbKiMi MakaleHHAMI TaleHaBiTHIX MepInanpaxoAmay, Seaapycki
macrak A. Poasin ycripbimsy aasis i nacripabasay nepaaaris y citaTsraHait gpopme csaiiro npabaemHara skisarticy. SImy écip rpa mro
BecIi ABICIIYT 3 rAeauami posHali MeHTaAbHACK  HOBBIM CTAaroAA3i, sikoe Hey3abase HacTytiiAa. ITocTMaAspHiaM — ko TicTopss. Ex
3acTaycst Ha anomHAi craponipt 1990-x r. Yac crsapaiih HOBbIA i491, ITlepajasaih BOOpa3HbIA MPAarHo3sl. MacTak aaBakplycs Ha
TIONTyKi HOBara CTHIAIO, SIKi aAllaBsae XapakTapy DCTOTHMHEIX Tepamenay 2000-X rr. ¥ MarspsAHiM A3ecAIiroaAsi macas rnaaseHHs
Bepainckara Mypy yTBapbiaacs ajsinas TBOpyas eyparerickas HpacTopa, AKas AMYa CBeIilh IyCcTKaMi, HABbIpalIaHbIMi mpadaemami.
Sle HeabX0AHa 3aTIayHAIIb YBIMChITi I3 TBIYHBIM i IIPay A3IBBIM.

Tropsr A. Pogsina, MiX iHIITEIM, a1A10CTPOYBAIOIb 3MaraHHe CyTIAPSYHACIIAY, IITO CYaIiAics ¥ Biphl palibiaHaAbHara i iparisiHaapHara
cynparserasuns. Crrakychl, aHTaraHisMbl, Bipychi-MiKpaapraHisMbl arpaciyHactii MiHyaara CTaroAA3s sId® He aACTyIiAi ¥ ricTopsio
SIK IIEMHBI i aTpyTHBI acagak. Y Mactaka 3 2001 r. 3'sBiaacst TBopyas marpa6a Ha A0YTi Yac MAHSIL Mecla TBOPYAcli, Kab He TParAsIh
T1aA yIABIBbI PO3HBIX, HE aAIIaBeAHBIX Yacy HParMaThIaHbIX HACTPOSLY, 3 AKIMi MBI AIIYD YacTa CyThIKaeMCst. SIro TBOpUbLA MAAX] BAAYIIL
y Micxnapoamsr Gepaincki rpuTp Macranrsa “Tacheles”, ase A. Poasin 6oabin BocTpa agdysae ITyAbe CydacHacIli. SIr0 HOBBIS TBOPEI
dapmyrons HeapABHAPHEL i ABIHAMIYHBI [TEPCIIEKTHIBBI PA3BilIse XKbIBAITCY HA GADKDIIIBIA i AAAETIIBIA ragbl. I'9Ta — ATO TBOPYH!
“9KCIIephIMeHTaAbHBI KBaApaT” 3 BAAIKiM CyJacHBIM CBeTaM, sIKi XbIBe IIsIIep ary AbHbIMI IIpabAeMami, 34a0bITKaMi, Haa3esmi.

Sljren lynerika

MASTKAHLIDIILIBLA

AadysanHe 1pDKapy DTI0Xi, ITO CHIXOA3i1Ih, GAA3AIBBIA TIPAsABE He MEHII IbMAHAM OyAyubiHi, YaKaHHe 3aABIAKAALHBIX 3MEHay Yy
ceprrunpix mpacropax Cycsery arryckae yasaseubl pO3yM y Bip TOHKIX 9Hepriit GsACKOHIIara Xaocy, Aalolb My A3iyHae ajuysaHHe
HSBBI3HAYAHACIT PO3HBIX CTaHay.

Uazaaseuas icrora pobiriiia ab’eKTaM MpaerbipaBaHHs BBITAaHYaHBIX arpaciit indapmMarsritHa-9KasariyHara Ga3mexKa. 3’y Asousics
HeaaA3eAbHBIM DAEMEHTaM DKaJariuHbIX DBAAIONBNL, iX 3aBajaTapaM, iX PacIlyCHBIM AAHI[yTOM, 3 HA3BBIKAAN HACTONAIBACIIO
CTBapaloybl T9XHA-MeraAiThIaHyIO 30Hy iCHaBaHH:1, HACBIYaHYIO YBacabAeHHAMI MBICASBOOPa3HBIX CTBAPYHHAY CBAIITO HedackaHaJara
PO3yMy, ualaBeK caM poGiLLja axBspail GeccoHCOyHall TOHKI, CyNepHIYaloubl 3 BeYHBIMI HerraXicHbiMi 3akoHami cyrHacui. B,
BBLAY3BAIOYBICA 3 TTyTay HeACOHCABAHBIX IHCTHIHKTAY, PACITyIIYalOYBl CyTHACITb Y TABIOIHAX ipPaabHara i GsckoHIlara ceeradopmay i
Gsacdopmay, rmpas SKLIBAIHCHBIA MAAOTHBL ASSKYIOUBl MAACTHILBI PBITMAY i KaAsApOBHIM CTPYKTypam cripabye 3Bsi3alih Makpa- i
MiKpakocMac MeHTaabHara, disiunara i acrpaabHara GeIIILs.

Azecy Poasin

ONE OF THE CONTEMPORARY

Since the 1960s the Belarusian art has been burdened by the academic dead weight, deprived of true relations with the culture of west
European countries, crawling slowly to the present. The present should be understood in this context as the unlimited right of the artists to
express their attitude to life without old-fashioned appeals and forms in traditional and non-traditional kinds of creative self-expression.
Ales Rodzin’s art is a completely unexpected phenomenon for the Belarusian painting with its ideological taboos and common norms. He
began to express his unordinary point of view of the world from the first exhibitions in the 1970s. His works faced incomprehension. They
seemed too difficultand ambiguous. At that time Belarus was completely isolated from the European art innovations and especially from
the American pop-art and conceptual triumph. Retro-realism was the overwhelming method of the aesthetic world view. The artist felt
intuitively that it was necessary to overcome this artificial obstacle and he found his own creative method for it. “Non-stop Panorama”
which corresponds to one of his large canvases. The pictorial composition is built on the multi-planned reflection of the infinite space
where at the same time the urban, geological, technological biological and other processes take place. In order to bring them into one
imagery system the artist chooses a high panoramic viewpoint and uses almost monochromic colors in different tonality.

It was the way how his polysemantic compositions, unusual for the narrowly programmed Belarusian art standards, appeared. They are
“Double Standard”, “The Night of the Unidentified Creatures”, “Megapolis”, “Experimental Contact”. The artisteven had the courage to
present his futurologic forecast, creating the pictorial mirage under the title of “The 21st Century” long before its beginning. He managed
to identify the wide problematic circle of pictorial perspectives and understand the advantage of his synthetic method in comparison to
other colleagues who made no headway and paced the rounds captured in conservative restrictions.

A. Rodzin didn’t hope for the profound understanding of the audience and timely support of the critique. He has approved
independently and sequentially his modern creative approach to the artistic tasks during thirty years. His works were born slowly and
long. The process of their creation lasted for years. Nevertheless he managed to walk the aesthetic distance of postmodernism fast on the
evolutional spiral of the creative development and to become one of the most remarkable and well-known Belarusian artists in the 1990s.
A. Rodzin’s pictorial canvases didn’t evoke incomprehension; they seemed a topical resonance of unexpected historical events.
Turbulence of his imaginary world began to fascinate and attract with their dynamics and intensity. They corresponded the feeling of the
global changes that could be understood more profoundly due to the influence of the artist’s works. A. Rodzin painted “Apocalypses” and
finished the cycle “The Syndrome of Renascence” in such favorable conditions of understanding with new supporters of his works. In
these works he sums up the way of the artistic changes of the second half of the 20th century. They reproduce something important in
different aspects, what the Belarusian aesthetic conscience has lacked for along time — the true impulse of the present.

What was laid and lived through by several generations of talented pioneers in the European world of creative works, A. Rodzin took it
alone and tried to reproduce it in the synthetic form of his problematic painting. He has what to discuss with the audience of different
mentality in the new century that has unexpectedly come. Postmodernism is already the history. It was left on the last page of the 1990s. It
is time to create new ideas and transmitimaginary forecasts. The artist has courage to look for a new style that corresponds to the character
of the aesthetic changes of the 2000s. In the last century after the fall of the Berlin Wall the common European creative space was formed,
which still has unsolved problems and gaps. They must be filled with something positive and true.

A. Rodzin’s works reflect the struggle of the contradictions that grappled in a whirlpool of the rational and irrational confrontation.
Temptations, antagonisms, viruses-microorganisms of the aggressive of the last century haven't yet stepped back as muddy and toxic
sediment.

Since 2001 the artist has felt the need to change the place of work for a long time in order not to get under the influence of various
inappropriate for the present moment pragmatic moods that we often face. His creative paths lead to the international Berlin art center
“Tacheles”, where A. Rodzin feels the pulse of the present more sharply. His new works form unordinary and dynamic prospects of the
development of the painting for the nearest and distant future. This is his creative “experimental square” with a great contemporary
world thatlives now by common problems and hopes.

Yauhen Shuneyka

MY CONCEPT

The feeling of the burden of the Epoch that is leaving, apprehensive manifestations of the shadowy future, waiting for the zodiac changes
in the spherical spaces of the Universe lowers the human mind into the whirlpool of refine energies of the endless chaos, gives to it a
strange feeling of the vagueness of different states.

The human being becomes an object of projection of refined aggressions of information and ecological infinity.

Being the inseparable element of the ecological evolutions, their instigator and dissolute chain with unusual persistence creating techno-
megalithic zone of existing saturated with embodiments of mental creation of one’s own imperfect mind, the human being becomes a
victim of this senseless race competing with eternal unshakable laws of essence.

Extricating from shackles of unconscious instincts fluffing up the essence in the depths of unreal and endless world of forms and non-
forms through the paintings due to the plasticity of rhythms and color structures, trying to combine macro and microcosmos of the
mental, physical and astral existence.

Ales Rodzin
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Kapani (1976). 120/170 cm. IaaatHo, aaeit
The Roots (1976). 120/170 cm. Oil on canvas
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TIPAPOASTHA

Beaapycki mactak Aaecs Poasin 3'syaseriiia aanadacosa paAcTayHiKoM i HeaaBaHrapAy, i “crapora go6para XbIBarticy”’: CIOXTHara i
iryparsrynara. ¥ csaim TBOpubIM Garaxksr éH Mae TepOPMaHCH i Biada, aae MmaaaTHoO, aJeil K aCHOYHas TBOpYas 30post — IaTa,
BSAOMa, He Ipallya, ade i He Ja3epHas CTpadsaKa 3 TraliByackara GaokGacrapy. Bsiaoma, camapnaaisarpisiit 3 aaramorait
TpaABIIbIIHAT TOXHAJATIYHAI CXeMBI (ITagpaMHiK-TlaaaTHO-(papba) i KaaciuHbIX Biday MacTanTBa 3aiiMaeriia amaab 95 mparoHTay
Geaapyckix HaBaTapay. Ade HaBaT Ha TaA00HbIM QoHe ¥ TBopax PosiHa ypasksae rpaHABIEsHEI a0'éM KapriaTAiBait PyqHOI ITparibl: Ty T
CKpYIIyA€3Ha arpariaBaHst AiTapalbHa KOXKHbI CAHTBIMETP ITasaTHa. Aerinas papba — 3p9AKy, 3 Aartamorari AiHeriki, — HaKAajaerra
MaAIOCeHbKIMi acOOHBIMI IITPBIXaMi, MayTapaloubl MeXaHIdHbIA aAKPHIII ABIBi3iAHI3MY. ['9TEI TBOpUbI MexaHisM Goabmn 3a ycé
Aydbiliiia 3 0BeAipHail Iparait: IlaBepXHsi TBOPa, K y KallToyHara Kamerst, “aamaidasanasn” jakaajHa i paipisiHaapHa. Y Aipaioyst
TIaMephl POA3IHCKIX TBOPaY, a 3p9AKY SHBI AAXOA3AIb Aa HeKaAbKiX MeTpay, raTa MOXKHA AiUbIIb ayTapCKiM MoA3BiraM. Aae ycé x rata
60ABII YBIM A3iyHA, TTAKOABKI HeaaBaHTapA ricraprHa HsCe § cabe 3apaa Hejapepy Aa Taro, IITO 3BA3aHa 3 MANICTOPCTBAM TBOPIBI.
AAHOII 3 aCHOYHBIX SIKACIY MacTalTBa CEHHs 3'ayAseliia AaMiHaBaHHe 33 yMbl HaA TOXHIKall BhIKAHAHHS. Alpn,mmuacuua mTo
604bII 3a & cyvacHBI ayTap iMKHeIa ¥pasillb raejaua HeMKiM CTHIAICTBHIMHBIM MpBIEMaM, sKi 3yciM He abGaBs3KkoBa 3'syaseria
AeMeHTaM ATO BLIKAHAYIATa MAiiCTOPCTB, a XyTudii UbIMChIi HAKITaAT (ipMoBara sHaky. TaMy TBOP MacTanTsa MOXHA
iHA9HTHI(IKaBAID, K TADTHYHYIO ADKAAPALIBIO IITO 3y AseIila ¥ APYTiX Ipariax ratara ayTapa, ToAbKi Mbl, rpaaHb, YaMychiii He
3ayBaxkaeM mMajobHara. bes cyMHeHH, mTo ycé roTa ManITabHae poAsiHcKae pykaa3eaae IpocTa abapsizanas Merrh MoTy. [lasinma
HanApOAHiuAILD I1i BECIi A YarochIli 3HaUHAra, HKIPOYBaIlh Aa HellKara IpaHABIE3HAra COHCY, 60, SIK 1001y BhKassariia UHICIAKOY,
“I1a CIoXa11e i IpBIEm” .

Tsoprr Azecs Poagina — rata ckaaarsr “Mike” 3 Gismopdnara i ToxuiuHara, poMiHICIPHIIbIL KAaciHAra MACTAIITBA | AACATHEHHSY
aBaHrapay, cseakay MiHyaara i pyTypBICTBIMHBIX IIPAarHO3ay, HPBIYbIM IADHTEIMHACIID YCiX CKAaaHiKay He ryGaseriia. Tyt maycioana
PLICYTHIYAIONS BOOPasst pyXy (i rora saxknal) ~ napycuiki, camaa@rsy, saga... Li yHkrer raepkanis, Manitopsuiry. Hanprikaaa,
arpomHicTae Boka, “abaenaenae” psuami, sk Hoey xajusr mepaa aArmbluu‘ . HibpiTa Hexta imkaiBa Kpyinp pyuky AsiyHait
kinakamepst. CyAaKpaHAIOUBICs 3 yCiM I9THIM, HepaXbIBaell ypaXaHHe iHTPbIri icHaBaHH; § CBere MOYHBIX CICTOM I KoAay, AKist He
TPauBITBAIOIIIIA ITi HE MOTYI[h OBIITh 3pasyMeasis Aa Kamiia. TyT MiHyae, Gy AyubiHs i cydacHae meparasiocs.

Vcérara Maasan YHiBepcyMmy.

3aayma, abcaaioTHa eHameHaabHas, sApKasi, sKas IpaicTayase YapoOyHBI aHAXpaHi3M MacspoA “MoAHAi” CEHHs CIOXDTHAN
KOCHasI3bIKACIIi.

TyT MHOCTBa IIpaagMeTay, ITO 3BAPTAIONIIA Aa POSHBIX IePhIAAAY LbIBiAi3alibl i Ky ABTYPBI, AKiA CTBAPAIONh aATyBaHHE 3HAX0AKaHHSA
cBerte pyuay, HITo CéHIs HIKOMY He HaTPIOHBL, ae KALITOYHEIL HArIPYAHIMI YHKIELIMI, 3MECTaM AyMKi, | MBI HaBaT criaciiraem ix
TIpBITaXkociib. YBara Aa MiHyaara He XapaKT9pHast 451 aKTyaabHall KyAbTyphl, aae PoA3iH ycrpsiMae 510 SIK 4aaaBex, siKi Mae BeAbl ra
ricropsli MacranTsa. En, HecymMHeHHa, Mae 1y 0yHbI IycT, G0 camae icToTHae ¥ IipITaBaHHi — aauryKah criocad sisyaaizanpii. Tyt xa
ajuyBaHHe 3A3eficHeHaci ajsesy 11i popmay repajazena AacTaTKoBa Ipocta. SIHO — y 3MeHIIaHac i HaBaT Kpoxkacii dirypak
ABBOY, cinKcay, BhIsABay OyABIHKAY i KapabAEy, AKist, ObIIIaM 3a0BITHIT TTAPIDASHABBIA LATIK, PacKidaHbIT Oe3 AOTiKi, TyT i Tam. I'9Ta
nakijae ypaskaHHe He paAbHaclli Taro, HITO KaAiChlli aAObIBaAacs, a XyTdy®il IPHICYTHACH HEMKIX TPaHCIPHADHTHBIX BeAay,
3pyJiHaBaHBIX ITi 3a0BITEIX YaaBeIITBaM CyCBeTay i Ky AbTyp, SIKis ObIai KaaichIri 11i He ObIAi HIKOAI.

VaacHa i QyTyphICTHIMHBIMI BepCisMi CygacHBI XKBIBAITIC He AIODIIh 3aitMaIiia — akpams pasryay ¢anTasii TyT marpabyeria
IiepakaHayJaciip i AokasHaciip. CriaTpabiliiia 141030pHaCIb, sKas PAKTBHA HeMardbpiMas 6e3 [PYHail 4041 pamecHara prabHara
Maricrapersa. Tamy Hamras “Mardsivas GyaydsiHa” cTaaa IpaparaThibaii KiHa- ITi Big®a- MacTarTsay 3 ix 6aickyusiMi MarabpiMaciami
KaMI1'IOT9PHBIX TOXHAAOTiH. PoAsiHcKas OyAyubiHs — roTa npajdadaHHe I mpaduyBaHHe aMaab HaBYKOBBIX IiIOT93ay, AariuHae i
HeaariuHae passilié maasesy. Toma, SKyI0 €H caM BBHI3HAUBIY 5K KACMaAOTiio. SlHa HaATa epakaHayya abcraasBaHas TOXHIYHA, Mae
BiAABOYHBI amlaKaAilCiuHBI XapaKkTap i cTBapae Ay’ka MOIHae ypakaHHe. Ycé raTa BeabMi ITadaxaiba i, HecyMHeHHa, XaBae § cabe
A3IOpBpaycKis iHTaHanpr, aze 6oABII 3a Y& TYT HefiKara amaAb Asilfvara asapTHara ayrapckara 3ajaBaAbHeHHs aj yCiX raThiX
S1A3€PHBIX BBIOYXay, IPHICTaCABAHHSLY, BOABHBIX 1aA3eHHSY.

CyBA3HBIM 3BAHOM TIaMiXK MiHyABIM, HaAYHBIM i OyaydbIM 3's1yAs€IIlIa TIacTyTIoBae paspinié yacy, aae y macranrse Poasina smo
partam cribiHiaacst. Cam yac, BIAOMa, HiKyAbl He 3HIK, a1 PaIlToyHa CTay PPaAbHbIM Ha YCiX CTaabliax aaHadacosa. | maasei crpariai
6p14y10 A0TiKY. [TparHasasaabHas GyAydblHs CTada 4acTKaif HasyHara, SIHa CyicHye agHauacosa 3 MiHyABIM. AAuyBaHHe BOAbHAt
CTHIXIITHACI [Tag3esy i 3'sBay MMajajseHa amaab (isiuHa — sHO § HEPBOBBIM PacKiABaHHI [1a PACTOPHI PO3HBIX IepcaHakay i poJay, y
MOIHEIM HAIlAaCTaBaHHi Maj3esy, ckaadaubix popMay, IITO CrBapaiolb ypaXaHHe 4arochli aryapHara i Ayxara. Beccomcoyua
INTOCHIT BHIIIPaBillh. [TacTymaabtpr pyx qacy 3akaabllaBaHBbl i icHye K BeuHae KpyIsHHe, 60 raloyHae Iisrep — aA3iHcTBa HasyHBIX {
Oyayubix maasesy, popmay, pauay, 3'asay, IITo YKo aaosiaica. Cycser naycrae repaa Hami ¥ CBaéit akThIyHal, nacisHapHait dase.
MenasiTa ¥ racissHapcHaCIIi aAuyBaHHsI i XaBaelllla pasragka srajaHara BBIIIDI poAsiHcKara pykaaszeaas. Kaai rota i Amakaaircic, Abik
Amakaairicic arTBIMiCTBIMHBL

Hecymuenna, mro ToxHika BbIKaHaHHs Oesapyckara ayjrapa HabAiKaHast Aa MeABITallbli, Kaai arpOMHiCTas KOAbKaclb BhiCiaKay
YKAaJaellIla y HelrTa csiAoMa rnasayaeHae coHCy. Y AiuBaroub! cyp’€3HacIlb i rAbIGIHIO MaAPhIXTOYKi pOA3IHCKIX TBOpaY (abAyMBaHHe
TBOPYBIX [TBITAHHAY Y SITO HaObLAa pOPMY A3EHHIKABBIX 3a11icay), aKT MeABITALIbI YSIyAs€IIIa [[aaKaM HeabXOAHBIM.

Poasinckas ToXHiKa BBIKaHAHH BbI3HAYae i KaAapbICTBIMHbLA AKACLH ATOHBIX TBOPay. Y3BeA3eHbls ¥ KyAbT AKacLi “Kaaciunara” Koaepy —
SITOHAsE TIPBITAXOCITh i ATOHAs MAaASAYHIUAcCIh — y TaKiM BHIKAHAHHI HEMArdbIMbis i GECCOHCOYHBIL. Ade ¥ AaA3€HBIM BHITAAKY
HeMardbIMbl i BIHAIIA3EHbI CyIpOMaThi3MaM IMajbiXOA Aa KOAepy, Kaai €H BhI3Hadae AiHiio 1i opmy, Mae 3HakasBacih, Kaai
naAKpacaiBaera Aronas Moiy i rydsactip. TyT AiABIPYIOLb HeViKist iHIIBLS AKACIi KaAaphITy — TOHKisA BiGpalibli, GphIHKaBaHHe, IITO
aAuyBalolilja HepBaMm i YHyTpaHbIM cabixaM. BaxkHa maaKpocailip, MTO aryAbHaCIlh yCIIPHIHALIS TyT He MapyiiaHas, i TBopst Aaecst
Poagina yenpriMaionia Aapoai MaasyHiua. SIronas TBopyast “KyXHs” Ha HeBsAiKiX TBOpax aduyBaerilia AadiKaTHa-A9KapaTeyHait, aae
campayAHbIS SKACIi T9Tall TOXHIKI pa3ropTBaloIla Ha BAAIKIX Iparax i y BsAikix mpacropax. Y raTexX BbIlTagkax y Teopax Poasina
TIaubiHae AiApIpaBalib poAKae i IsKKa As1sdpaBaHas IKacIlb, sKas BhI3HaYaelllia TopMiHaM “TIpacTopHacIip” .

Baxwa pasymerts, —a Tsopuaciis Asecst Poasina rata 6aickyya i410crpye, — IITO sIKiM Ol iMTHEHHBIM He GbIy CEHHSI ITparpac TOXHIKI, y
MacTalTee 3acTaelfija MayHas KOAbKAcCIh pouay, sKis TOXHIYHAMY Y3HAyAeHHIO He Maaasraions. Hesaapma asma 3 cambix
3aratpabaBanBIX CygacHbIX (izacodekix KHir Haspanas “Kamm’ioTsper He podsmp rarae”. Ha mepnrsr maan BBIXOA3IIL BEIOAp
TOXHIYHBIX HPBIEMaY, IITO IMaTpadyionh GOABIN AaKAaAHail TPBICYTHACI[ Macraka, fKis Ha IepIIbl MOTAsA 3AAIOIA MEeHII
yHKIIBITHAABHEIMI 1, Kaai XOuare, GOABII TPaABILIBITHBIMI, 3 AKiMi, TK MBI AyMaeM, YO pa3BiTaaicst HazayceAbL.

Cama ma caGe BHITBOpYACHb BiAPaiHCTAaAALBIN — PYTHIHA, fAK i Ipalia MYHA3AIKaM, i Mbl, BeparoAHa, IpHICyTHIiYaeM IPBI HOBBIM
BBIHAXOAHILITBE HAsLyHACLIi 19HAra MaiiCTOPCTBA.

Aze, 3 inmara 60Ky, y sIKisl MacTalIKisA CKpaifHacIli He Kigaaacs 6 4adaperiTsa, MacTaIlTba — 9bITall: KBIIIE, CAMO YalaBerTsa — Oyase
SKBIIb AA THIX Yacoy, nakyab OyAse icHasalb Ipara pykoit. A TaMy npana cspoj TPaAbILBIIHBIX HaKIpyHKaY 3'ayAseliia aaHoit ca
CKAaAaHBIX 3a]aUay CyJacHait MacTarKait Ky AbTyphl.

Aapuica Mixuesiu

ONRODIN

The Belarusian artist A. Rodin is both the representative of neo-avant-garde and of the “good old” painting: anecdotic and figurative.
His creative outfit also includes performances and video, but canvas and oil as the main creative weapon are neither a sling nor a laser
shooter from a Hollywood blockbuster. It is a known fact that almost 95 per cent of the Belarusian innovators try to get self-actualization
with the help of the traditional technological scheme (stretcher-canvas-paint). But even taking this background into account Rodin’s
works impress with the grand content of painstaking manual work: here each centimeter of the canvas is scrupulously treated. Oil-paint
—sometimes with the help of a ruler —is laid in tiny separate touches repeating the mechanical discovering of the divisionism.

This creative mechanism is mostly associated with jeweler’s art: the surface of the work is as if that of a precious stone — precisely and
rationally “ground”. Taking into account the size of Rodin’s works, sometimes they can reach some meters it can be considered an
author’s feat. But nevertheless it is more than strange because neo-avant-garde historically contains in itself distrust to what concerns
artist’s mastery. One of the main features of art today is the dominance of idea over technique. A modern author thus tries to impress the
audience with some stylistic device, which can be not necessarily an element of his/her mastery but rather a kind of trade mark. That is
why the work of art can be identified as a poetic proclamation that reappears in other works of the author, but we, the ignoramuses, do
not notice this for some reason. There is no doubt that all this grand Rodin’s needle-work must have an aim. It must precede or lead to
something important, direct to some immense purport.

Ales Rodin’s works are a difficult “mix” of biomorphic and technical, reminiscences of classical art and achievements of avant-garde,
witnesses of the past and futuristic forecasts moreover the identity of all the components remains. Images of the movement are
everywhere (and this is important!) — sailboats, planes, water... Or the points of viewing, monitoring. For example a huge eye “stuck
round” with things as if Noah’s Ark before the departure. Someone who turns the arm of a strange movie camera. Coming into contact
with all this, one gets the impression of an intrigue of being in the world of certain systems or codes that are hard to read or understand
till the end. Here the past, the presentand the future are intertwined. This is all the model of the Universe.

The idea is absolutely phenomenal and bright that represents captivating anachronism among “fashionable” today anecdotal
tongue-tie.

He;a’e there are anumber of things that appeal to different periods of civilization and culture that create the feeling of being in the world
of things that nobody needs today but that are precious due to the former functions and the idea contents and we even perceive their
beauty. The attention towards the past is not typical for the contemporary culture but Rodin grasps it as a person who has knowledge in
art history. He has a good taste for sure, because the most important thing in citing is to find the manner of visualization. The feeling of
the events or forms realization is reproduced quite in a simple way. It is in a reduced size and fragility of the figures of lions, sphinxes,
buildings and ships that are as if porcelain toys are scattered without logic here and there. It doesn’t leave an impression of reality of
something that happened once but rather the impression of the presence of some transcendental knowledge of the worlds and cultures
that existed once or didn't, destroyed or forgotten by the humankind. In fact, the contemporary painting doesn't like the futuristic
versions — except for wild outburst of imagination it also needs convincingness and proofs. Illusiveness will be needed that is almost
impossible without a certain portion of craft mastery. Thatis why our “possible future” became the prerogative of cinema and video-art
with their brilliant abilities of computer technologies. Rodin’s future is foresight or premonition of almost scientific hypotheses, logical
and illogical development of the events. The topic that he defined himself as cosmology. It is very well equipped with technical devices
and has an obvious apocalypses character and produces a great impression. This all is very frightening and hides in itself Diirer’s
intonations, but here there is more childish venturesome author’s self-satisfaction from all these nuclear explosions, devices, free falls.
The link between the past present and future is a gradual time development but in Rodin’s art it has suddenly stopped. Time hasn't
disappeared but it has become real at all stages at once. And the events have lost former logic. The predicted future has become a part of
the present, it co-exist with the past. The feeling of free spontaneity of events is reproduces almost physically - it is in a nervous
scattering over the space different characters and things in a thick stratification of events, complicated forms that create the feeling of
something total and strong. It is senseless to correct anything. The gradual movement of time is looped back and it exists as an eternal
spin because the most important now is the unity of the present and future events, forms, things that have already happened. The
universe appears in its active super active phase. It is passionarity of feeling that s the clue to the above-mentioned Rodin’s needle-work.
Ifitis Apocalypses thenitis an optimistic one.

No doubt that the technique of the Belarusian artist is close to meditation when great efforts are given into something that is deliberately
deprived of any sense. Taking into account seriousness and depth of Rodin’s works (the process of thinking over the questions
connected with his works gained the form of diary records) the act of meditation seems absolutely necessa

Rodin’ technique defines also color features of his works. Raised to a cult of the quality of “classical” color —its beauty and vividness —is
impossible and senseless in such an execution. But in this case impossible and the approach to the color, found out by suprematism,
whenit defines the line or form, is significant when its force and loudness.

Here some other features prevail - delicate vibrations, jingling that can be felt by nerves and inner ear. It is important to underline that
the commonality of perception is not affected and Ales’Rodin’s works are perceived in quite a picturesque way.

His creative “scheme” on small works seems delicate and ornamental but the real qualities of this technique show themselves on large
works and in large spaces. In these cases a rare and hard to decode feature that is defined as “spaciousness” begins to take the first place
inRodin’s works.

It'simportant to understand - and Rodin’s works illustrate it brilliantly - no matter how fast the technological progress is, in art there are
certain things that are impossible to be reproduced by the technical upgrading.

It is not without reason that one of the most relevant philosophical books today is called “Computers do not do this”. It means that the
first place is taken by choice of the technical methods that demand the presence of the artist: those that at first sight seem less functional
and more traditional and gone to the past.

The production of video-installations is a routine as work with a brush and we probably witness discovering of certain mastery.

On the other hand it doesn’t matter what extremes the humankind takes because the art - life and humankind itself — will exist until
manual work exists. That is why works among traditional trends is one of the most difficult tasks of the contemporary art culture.

Larysa Mikhnevich

Ilepakaaa 3 paceiickaii 3mitpa Bimuésa
Translated from Russian by Zmicer Vishniou
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