anLHoil. B ApYrom pUCYHKE U3 TOW e cepuu
HeliTPanu3yeTCA KOHTPACT MeXAY Tennbim Kpac-
HbIM WM XONOAHBIM CUHUM, NYTEM DSSABHEHMH Ux
CBOEro PoAa NorpaHuYHoM nonocoi 8 euae Ge-
noro NpAMoYronsHuKa. [lnaroHansHoe pacnono-
KeHue LBeTOBbIX NNOCKOCTen, HanpoTue, ycunu-
BaeT HanpAXKEHHOCTB Komnoauuuu, u 6es Toro
peskoi — GnaropapA UBETOBOMY KOHTpacTy.
Benbii NPAMOYrONEHUK BKNtOuaeT B cebA opu-
eHTUPOBAHHYIO NuHWIO (cTpenky), npocTupato-
WYIOCA FOPWU3OHTaNLHO OT OAHOro KoHua dop-
Mb! A0 Apyroro. 3Ta cTpenka ABNAETCA KaK 6bl
eAMHCTBEHHLIM  3MEMEHTOM, CUHTaKCUYECKU
poacTBeHHRIM Bonee paHHUM KOHUENTYanbHbIM
paBotam. B uenom, onucaHHan Bblwe CepuUA AB-
HbIM 06pa3omM TArOTEeT K MepcenTyanbHon Ka-
Teropvu BWAO, W, K@KETCA, 4TO KaneinaocKo-
nM4ecKkre KOHMWIrypauun 3aton rpynnel pucyH-
KoB Mornu Bel cTaTh ewe Gonee BNeYyaTNAIOWN-
My, koraa 6sl UM Beina AOCTYMHa CKOPOCTL BU-
aeo-thunema.

Wckyccteo AbBpamosa 3aTparvsBaeT BnofiHe
BakHble BONPOCHI, CBA3aHHbIE C KOppenAuuen
Menay WCKYCCTBOM M TeXHOMOMMYecKUMm npo-
rpeccom. BTopan nonoeuHa XX BeKa MHUTCA
TEM CaMbiM BpeMeHeMm, Korfa TexHWyeckana an-
napaTtypa B COCTOAHUM CONEPHUYaTh B hopmans-
HoW w3oBpeTaTensHOCTM W MCNONHWUTENECKOM
macTepcTBe ¢ Yenoseueckum cywectsom. Cero-
AHA nonapovaHsie doTorpatum ¢ TPYAOM MOX-
HO OTAMMUTL OT opuruHana, u Hanbonee nepeao-
Bbie LEHTPbI MO NPUMEHEHWI0 TeXHUYECKNUX HOB-
eCTB HanNpaenAlT CyllecTBeHHbIe YCUNUA B
CTOPOHY PasBMTHA M UMUTALUN BCEBO3MOMXHBIX
XYAOKECTBEHHBIX CPEACTB, paboTaloumx Ha base
texHonorun. [omkeH nu TBOPYECKWA npouecc
pasBUBaTLCA B AanbHELEM COTPYAHWYECTBE C
MaLLUMHOW MNW OH AOMMKeH BEPHYTLCA Ha KPyru
cBoA? HekenaHHoe HeBMellaTenscTBo AHApes
Abpamosa B peanbHoe BUWAeO — NMOAroTaBnvBa-
e7 nnatchopMy ANA PasMbilUNEHWA KacaTenbHo
atoin npobnemsl.

Mapraputa MACTEPKOBA

“MpoekxTsr”, 1980
“Projects”, 1980
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creates compositinns based on these relationships
The picture space is constructed of flat primary
color fields: yellow as a drawing background,
blue and red. The shapes left in white are secon-
dary elements in the compositions. In "Hot and
Cold” blue and red triangles adjoin white ones on
which the worlds ““cold’* and "hot” respectively
are written. By introducing these words the artist
evokes the psychological dimension inherent in
color as well as the visual one. In another draw-
ing from this series Abramov neutralizes the
contraposition between warm red and cold blue
by breaking their color fields with a white rectan-
gular shape. The diagonal placement of the color
fields reinforces the vitality of the composition
already achieved by the color contrast. The white
shape encloses a limited line which runs horizon-
tally from edge to edge of the rectangle. This line
is the only element which connects this drawing
with the artist’s earlier conceptual works. This
last series clearly falls into the perceptual cate-
gory of video, and it seems that the ""kaleidosco-
pic patterns’” of its drawings could have become
quite picturesque given the motion of a video
tape.

Abramov's work raises highly important ques-
tions relating to the dependence of art work on
technological progress. The second part of the
20th century is a time when technical equipment
is ready to replace any possible mastery and in-
ventiveness an artist can achieve manually, Today
polaroid photographs can be barely differentia-
ted from the original masterpieces they depict.
And the most advanced visual centers dedicate
their work to the development of possible artistic
languages expressed in technological terms.
Should the creative process further develop its
rcollaboration”” with the machine or should it
express a revolt against the joining of art and
technology? Abramov’s reluctant noninvolve-
ment in video provides a good platform for
speculation on this question.

Margarita MASTERKOVA




