


PA3TOBOP
C TABPEHHUEM bB.

IMpobupasice Mexny cyrpobamu o PoxnectBeHke K JlaBpeHnTuto bpyHu u rnpoxonass Mumo
ApPXMTEKTYpHOTO MHCTUTYTA, sI BCIIOMHMUJI, YTO POBHO CEMbIECST TISITh JIET Ha3al B 3TOM
3MaHUU 000CHOBajach MOHyMeHTaIbHasl MacTepcKasi, KOTOpoil pykoBoau aen JlaBpeH-
tus1 — JleB AnekcanapoBuu bpyHu. Mactepckast JIaBpeHTHsI — B mepeyiake HalpOTUB.
CrnyyaiiHoe coBnageHue? [TpoaokKuM CITUCOK «COBHAIEHUN».

Hexotopoe Bpemst Hazan JIaBpeHTHIA pacricai [IBETOYHBIM OPHAMEHTOM ITOTOJIOK JieC-
THUYHOM KJIETKU B MOIbe31e cBoero aoMa. S pacckasan eMy, uto B 1945 romy, cpa3sy nocie
BOWHBI, JIeB AJleKCaHAPOBUY CHeal TO Xe caMoe, KOTa ¢ Opuraaoil Xya1oKHUKOB 3aHM-
MaJicsl POCIIMChIO XXUJI0To IoMa B MockBe. JIaBpeHTH I CTPALIHO YAMBUIICS.

Eiie onHo «coBmaneHue». [len 6bu1 BobHOCTyIIaTeeM bataabHoro kiacca AkaaeMuu
xynmoxecTB B [lerepOypre. BHyK B Toli e Kateropuu rnoceman CypuKoOBCKU MHCTUTYT.

O6a — aBTOAMIAKTBHI, UHBIMM CJIOBaMU — caMoydku. [locturanm XymoxecTBeHHbIE
HayKU CaMOCTOSITEJIbHO: B OOLIEHUU C APYTUMU XyIOXKHUKAMU, B My3esiX, Yepe3 KHUTU.
Ho B ocHOBHOM ToJ1arasich Ha COGCTBEHHYIO MHTYUIIMIO, TOBEPsIsi CBOEMY BKYCY.

OTU ciyvyaiiHble (akThl, BBIXBauyeHHbIe U3 Ouorpaduii 000UX XyZOXXHUKOB, TOBOPST
o MHoroM. [Ipexne Bcero, o MpeeMCTBEHHOCTH, O TPAAULIUSX, O HEPYILIMMBIX CBSI3SIX PO~
nioro 1 Hacrosimero. O ToM, 4TO OXpaHsIeT U COXpaHsIET UCKYCCTBO.

C sroro u Havazcs pasroBop. C merckux BrievyatrineHuii. badbymka Huna Koncrantu-
HOBHa, BIoBa JIbBa AJleKCaHApOBUYA, PETYJIIPHO YCTpauBasa Iis APYy3eil IPOCMOTPHI €ro
pa6ort. [Tanka cTaBuach Ha posiib, pabOThI IEPETUCTHIBAIMCH U COMTPOBOXIAIMCH pPaccKa-
3aMu Hunbl KoHcTaHTUHOBHBI. TakuM, HaBepHOE, U OCTAJICS B JAETCKOM MaMsITU Oed —
B BUJE KapTUHOK, CMEHSIOIIMX APYT Apyra. ToT, B CBOIO ouepenb, IETCTBO TOXE MPOBEN
cpeny KapTMHOK — B My3ee AKaeMUU XYIO0XKECTB, THIe €Tro el ObUT XpaHUTEIIEM.

BrieuatyieHus e IM Ha B1ar0O1aTHY IO TEHETUYECKYI0 TTOUBY. JIaBpeHTHI1 CyMeJTBOCTIPUHSITh
KpacoTyAeA0BCKUXaKBapeseil. 3amOMHUINCHHE TOJIBKO CIOKEThI, HO M IIBETOBbIE TADMOHUU.
C Toro MOMEHTa OH ObUT 00peYeH cTaTh XyJoXXHUKOM. M ctan um.

OpHako y JIJaBpeHTHsI 11O MOBOLY 3THUX PACCYXACHUI €CTh BO3PaKEHUSI.

— OTBETCTBEHHOCTb — 3TO KOMILIEKC, OT KOTOPOTO 51 u36aBuJcs. S gaxe rnmoanuceiBa-
1och: «JlaBpeHtuii b». K BpyHu 210 He nuMeeT HUKaKoro oTHoleHus. I HauMHAaI0 CBOIO
UCTOpUI0. MHE HEMHTEPECHO OBITh YbMM-TO BHYKOM WJIM TIPaBHYKOM. S mpoyen y cBoero
nenymku ¢pasy: «[Ipamrypsl u caMma (paMuInus — 3TO O9eHb TsoKenoe opeMsi. 1 moBoJabHO
TPYIHO Yepe3 3TO nepeliardyTb». CHavaga sl yIuBUIICS, a MOTOM TMOHSI, YTO OH UMeeT
B BUIY, U Cpa3y JUIsl ce0sl 3TO OTpe3al.

Tak OH MoAYEPKUBAET CBOIO CAMOCTOSITEILHOCTD. JIJIs HEro oHa — 3aJI0T CBOOOIBI. A €10
OH OYEHb JIOPOXUT.

— Jap cBo6Gonabl. I oueHb €To IIEHIO BO BCEM — B OOIIEHUM C JIIOAbMU, B 00pa3e KMU3-
HU U, KOHEYHO, B UCKYyCCTBe. Hy>KHO yMeTh TOJIBKO MM TOJIb30BaThes. B XymoxecTBeHHOI
LIKOJIe BO3HEHABHUIE MOCTAHOBOYHbIE HATIOPMOPTHI: CTYJl CO CIIMHKOM, HA HEM — Tpsi3-
Hasl TKaHb C IMJIACTMACCOBBIM JINIMOHOM. YHBLJIO 10 TOUTHOTHI.

MHe uHTepecHO, Kak OH OTHOCUTCSI K KJIACCUUECKOMY MCKYCCTBY. 3Halo, YyTo JIaBpeHTH i
e3nui 1o EBporre ot My3est K My3eto. M3ydan KiraccuKy, pyKOBOJICTBYSICh HE TOJIBKO KUBBIM
MHTEPECOM, HO CUMTAsT 3TO JOJITOM XYIOXHUKA.

— C co0oi1 51 KTacCMYeCKOe MCKYCCTBO HE aCCOLIMUPYIO, HE COEMHSIIO CO CBOMM JICJIOM.
XoTs olryiiao B cebe BHYTPEHHIOK TPaAUIIMOHHOCTh. [To-MoeMy, XymoXKHUK AOKEH pac-
KPBIBATHCSI CAMOCTOSITENIbHO. [10JKHO TIPOMCXOIUTD MOCTOSIHHOE MOCTUXKEHUE CaMOro ceosl.
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HauuHan oH Kak yJIMYHBIN XynoxXHMK. [IponaBan MaieHbKUe KapTUHKU. Toxe MposiBiie-
HUE CaMOCTOSITEJIbHOCTH, BBIOOP COOCTBEHHOTO IMyTH.

CrpaliliiBaio, mo4eMy OH BhIOMpaeT 0oJiblive (hOpMaThl 1Jisi padoT.

— Bce €710 B 9MOUMOHAIBHOCTH. S XyNOXXHMK 9MOLMOHAIBHBIN. A O0JbILION dhopMaT
TOMOTaeT rnepenaBaTh SMoLUu. To, UTo s Ies1alo, 51 HA3bIBAIO «YBEJIMYSHHOM XUBOMKUCHIO».
B moeit xkuBomurcu MHOTO accouratuBHOCTU. OTCrOa OTBJIEUEHHOCTh, MPUOIU3UTEIb-
HOCTb. YTOOHI BCe 3TO BOILIOTUTH, HYXKeH OoJbInoit hopmaT. Hauan ¢ OOIBIINX IIBETOB.
TToTomMy UTO TaK HUKTO He JieJiajl, ¥ TIOTOMY, UTO 3TO TpyaHO. HUKTO Apyroit He MoXeT Tak
nenathb. Ml ecTb CIOPTUBHBIN MHTEPEC — a CMOXKEIb JIU Thl camM?

[MouemMy MMEHHO 1IBETHI? DTOT BOIPOC $1 3a11aJ1, TTOCKOJIbKY HE BOCTIPUHUMAIO €TO 11Be-
THI KaK peajbHble 00BEKTHI TPAAULIMOHHBIX HAaTIOPMOPTOB. CKOpee 3TO aTOMBI, YaCTHIIHI,
M3 KOTOPBIX CJIaraeTcsi KApTUHBI €r0 MUpa. A MOXET OBbITh HeKMe 3HAKW WU CUMBOJIBI,
NOHSITHIE HA TIOJCO3HATEIbHOM YPOBHE, CllaraeMble XyI0XECTBEHHOTO SI3bIKa.

— Bce Hauanocs B 1990—1991 rogax. Apy3bst yauBISUIUCh M TOBOPUJIM — HE CMOXKEIIb
nponatb. Ho aeno noino. 31o accoumannu, a He uBeTbl. OHU He HANMCaHbI C HATYpPHI.
IMucatb ¢ HATYpBI — OTABIX ISl XyAOXKHUKA. A 3TO paboTa, OoJblIasi SMOLIMOHAJIbHAS pa-
6ora, nesno. Kak mjst moata OyKBbI CllaraloTcsl B CJIOBa, TaK JJIsl MEHsI LIBETbl — OCHOBA
XuBonucu. LIBeTbl — 3TO MoYepkK, KOTOPHIM S yMEIO XOpoIo mucath. Y3 1IBETOB 51 MOTYy
HaIMcaTth Bce — Mei3ax, HaTIOPMOPT, MopTpeT. LIBeThI 1Ist MEeHsI KaK JIIOIU.

C uBetaMu OH oOOpallaeTcs Io-X03siicKu. He OGouTcs BBICTaBUTbh MX HEKPACHUBHIMU
WK yepecuyp KpacuBbIMU. He GonTCsI BbI3BATh y 3pUTEJIs BIieUaT/IeHHE CAIaBOro KUTYa
WY TIOJTHOE OTTOpXKeHUe. MoxxeT 00J1ermUuTh UMK OyTBUIKY WM KeHCKUii Topc. OH cMe-
JIBIA 9KCTIEPUMEHTATOP, IUISI KOTOPOTO B TIpoIiecce paboTHI ITepecTaeT ObITh BAXKHBIM ITOUTH
BCE€ — CKOJIBKO YIIJIO KPAaCKH, KakK OyIeT CMOTPETbCsI, — «BCE MBICIIN YXOMIST, OCTAIOTCS
TOJIBKO CBOOOIA U MUHTYMIIUSI».

[1pu 5TOM OH He u3neBaeTcs Hall 3puTeieM (Kak 4acTo ObIBAaeT B KOHIICIITyaJU3Me), a OT-
HOCUTCS K HEMY C yBaXKeHUEM.

— BricTaBka — pasroBop ¢ myb6iaukoi. TyT He MOXeT OBITb XaMCTBa, BOCITUTAaHUE
He TI03BOJISIET.

st JlaBpeHTHsI MJIacTUKa — TIOHSITUE, HEPACTOPXKMMO CBSI3aHHOE C UCKYCCTBOM. Bce,
YTO OH CO3/IaeT — IJIACTUYHO. [la ¥ OH caM MO-HETPUTSIHCKU TIaCTUYEeH — B XKeCcTax, ABU-
KEHHUSIX, MUMMKE.

®akTypa — BaxKHeilllIee CBOMNCTBO €ro XuBOMUcH. [TpakTuuecku Bce «OoJblIve 1Be-
Thl» HaNMcaHbl MACTO3HO. TyT OH CHOBA BepeH cebe, MOTOMY YTO TaKasl «BOJHYIOLIAsSICSI»
IMOBEPXHOCTh HanboJjiee SMOLIMOHAIbHA, MIIEATbHO TIepenaeT Majeiliee IBUKEHUE PyKH,
(ukcupyer ero Ha 3acCThIBIIEH XMBOMUCHON MOBEPXHOCTH M, TAKUM OOpa3oM, MpuaaeT
3HAYMTEIBHOCTD. Belb MacisiHas Kpacka oueHb ruiacTuyHa. [1ouTr CKymbITypa.

Kornma oH muiet Takue KapTUHBI-peabedbl, TO HEKUM 00pa3oM BO3BpalllaeTcsl B MPO-
uutoe. [ToToMy 4TO MEPBBIM OMBITOM CAMOCTOSITEILHOTO TBOpUECTBA ObLIa Jienka. MMeHHO
K Heil 00HapyXWJIcs B IETCTBE SIBHBIN TalaHT. Ho, 110 pa3HBIM ITpUYMHAaM, JeJI0 He TIOIILIO.
OcratoTcst HaieX bl Ha Oyaylee.

MHe Bcera XOTeJIOCh Y3HATh Y XyHTOXHUKA (XYIOXHMKA, YbU PabOTHl MHE HPaBATCS),
OILIYLIACT JIU OH BOIUIOLIEHHOCTb CBOMX UEH B TOM, 4TO caeian? YyBcTByeT Jiu, 4TO CO-
CTOSIJICSI, B OJJHOM KOHKPETHOI paboTe WM B 1J1006aibHOM cMbiciie? (Bompockl, KOHeuHo,
HCKYCCTBOBEIUYECKHE, HO BCE XKe...)

OTBET OBUT XyTOXKHUICCKU.

— HeBo3MOXHO yMOM MM pacyeToM J0BeCTU pabOTy A0 cOBepiIeHCTBa. EcTh KTO-TO
NIPYToii, KTO «[I0BOIUT» 3a XyIOXHUKA — My3a, [ocrioas bor? f uyBcTBYI0 ceOsi MpOBOIHU-
KOM, CTPOUTEJIEM, KOTOPBII paboTaeT o uybeMy-To IiaHy. Ho Koraa s1 BUXKy, 4TO OOJIbIIETO
clies1aTh He MOTY, 3HA4MT, paboTa 3aKOHYEHa.

— MWcrpaBnsath crapsle paboTel? Y MeHS WX Majio, BCe MpOAaHbl WIM TTONAapeHBI.
Ho s By nX HECOBEPIIIEHCTBO U MHOTOE MOT ObI ITOTIPaBUTh.

O rapMOHUYHOM COYETAHWU TAIAHTIMBOCTH ¥ pA0OTOCTIOCOOHOCTH TOBOPUTH HE OyIeMm.
OO0 3TOM CBMIIETEIbCTBYET YCIeIIHOCTh JIaBpeHTust bpyHu.

Yxonst U3 ero MacTepckoil, Mo-HOBOMY CMOTPIO Ha JeTanu. Kyya cBajleHHBIX B YIJIy
0aHOK M3-TI0JT KPaCOK — HE MYCOp, a OTXOIbI 6€30CTaHOBOYHOTO Mpou3BoAcTBa. [lomr —
3aTONTaHHAsI MaJIUTpa. B cTeHe caenaHo crnenualbHOe OKHO JUISi OOJBIIUX KapTUH
(B IBepb HE TIPOXOJIAT), YTOOBI CITyCKAaTh UX U3 MAaCTePCKO BHU3 Ha BepeBKax. [IpusaTHoe
coYyeTaHUe PAallMOHATBHOCTHY U XYJI0XECTBEHHOTO OeCTiopsiaKa.

lecroit sTax neuikom. C yepnaka Mo JECTHULIE — BHU3, B HAIOEBIIYI0O MOCKOBCKYIO
casikoTh. Ocraercs olulyllleHUe, YTO NMoObIBa B KAKOM-TO coBceM Apyrom mupe. [lepen
TJ1a3aMU LIBETHI. 39T10 PanoOCTHO. Audpeit Capabovanos

A CONVERSATION
WITH LAWRENTY B

Threading along Rozhdestvenka street through snowdrifts on my way to Lawrenty Bruni and
passing by the Institute of Architecture I recollected that it was exactly seventy five years ago
that his grandfather Lev A. Bruni had founded here a Monumentalist’s studio. Lawrenty’s
studio is in the bystreet just across it. It’s a chance coincidence? Well, lets go on with the list
of «coincidences».

Some time ago Lawrenty has made a floral ornament on the ceiling of a stairway in his
house. I told him that in 1945, just after the war, Lev Aleksandrovich Bruni had done exactly
the same with the team of stucco painters when he decorated an apartment house in Moscow.
Lawrenty was immensely surprised.

Just another «coincidence». The grandfather was an external student of a battle painting
class in the Fine arts academy in St. Petersburg. The grandson was an external student in the
Surikov fine arts institute.

Both have been autodidacts, or in other words — self made artists. They had mastered arts
on their own in the museums, reading books, learning from other artists. But above all they
relied on their intuition and trusted their own taste.

These sporadic facts pin pointed from the biographies of both artists reveal quite a lot.
Primarily they speak about succession, about traditions, about intrinsic links between past
and present. They speak about the things that upkeep and preserve the art.

That was what we have started our conversation with. We started with the impressions of his
childhood. His grandmother Nina Konstantinovna, the widow of Lev Aleksandrovich, has
regularly showed his works to their friends. A folder was placed on the piano and the sheets
were looked at one after another commented by the stories of Nina Konstantinovna. That’s
perhaps how the grandfather has been remembered in the child’s memory — as a sequence
of pictures. In his turn the grandfather had also spent his childhood among the pitures in the
museum of the Academy of fine arts where his grandfather had been the curator.
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The impressions have touched the fertile genetic ground. Lawrenty perceived the beauty
of aquarels of his grandfather. He remembered not only their themes but also their color
harmonies. Since then he was doomed to become an artist. And so he has become one.

But Lawrenty has an objection to this line of argumentation.

— Responsibility is a complex. I had to get rid of it. I even altered my signature to
«Lawrenty B.» Bruni family has nothing to do with it. I have started my own history. [ am
not interested in being someone’s grandson or a great grandson. | have found a key phrase
written by my grandfather. «Ancestors and the surname itself is a very heavy burden. It is
rather hard to get rid of it». I was surprised at first. Then I realised what he had in mind and
I’ve instantly cut it off.

That is how he emphasizes his independence. For him it is a token of freedom and he
values it a lot.

— The gift of freedom. I value it everywhere — in dealing with people, in my way of life
and, naturally, in the art. You just have to know how to use this gift. In the art school I did
hate the study still life compositions: a chair with a dirty piece of cloth on it and a plastic
lemon. It was dull enough to make me vomit.

I was interested in his attitude towards classical art. I knew that in Europe Lawrenty had
travelled from one museum to another. He studied classical art guided not only by curiosity.
He considered it the duty of an artist.

I do not associate the classical art with myself. I do not connect it with what I do, though
1 do feel the inner traditionality. I think that the artist should be revealing himself on his own.
This is a constant process of self cognition.

He had started as a street artist. Sold his small pictures. That was also a manifestation of his
independence, a choice of his own way.

I ask him why he selects huge format for his pieces.

— This has to do with emotionality. I am a very emotional artist. And huge format
helps me to relay emotions. I call what I am doing «a magnified painting». There is lot of
associations in my art. Hence comes the detachment, the approximation. To implement all
that one needs huge format. I have started with huge flowers. Just because nobody has done
it like that, and also because it is difficult. Nobody else can make it like that. And there is an
element of sport challenge. Would you be able to do it yourself?

And why the flowers? I asked him this question because I do not perceive his flowers as real
objects belonging to traditional still life. They are rather some kind of atoms, the particles
that make up the pictures of his universe. Or they could be some signs or symbols perceived
at subconscious level as elements of his artistic language.

This has all started in 1990—1991. My friends were baffled and told me I would not be able
to sell them. But it went off. These are associations, not just flowers. They are not done from
nature. It is a relaxation for an artist to paint things from nature. What I do is work, its a huge
emotional work, a business. Just as for a poet the letters are made into words, for me the
flowers are the basic elements of painting. Flowers are like my hand writing to me, the one
I am well apt to use. I can paint anything with flowers — a landscape, a still life, a portrait.
Flowers to me are just like people.

He treats flowers like a master. He is not afraid to present them as ugly or as excessively
beautiful. He is not scared to create an impression of sweet kitch or to ause an utter revulsion
of the viewer. He can cover with flowers bottles or a female torso. In his bold experiments

nearly everything ceases to be of importance — how much paint is consumed, how that
would look — «all thoughts are gone only freedom and intuition are left».

At the same time he is not mocking the public (as conceptualists frequently do). He treats
the viewer with respect.

— An exhibition is a coversation with the public. There is no way for arrogant rudeness
here, the education does not permit it.

For Lawrenty plasticity is a notion intrinsic to art. All his creations are full of plasticity.
He himself'is full of African plasticity in his gestures, movements and mimics.

Texture is a major feature of his painting. Nearly all the «big flowres» are heavily textured.
Here again he is true to himself because such a turbulent «wavy» surface is truy emotional.
It reflects ideally the miniscule hand movements, and fixes them on solidified painting
surface. It inroduces the feeling of major significance. Because of the oil paint plasticity
it looks almost like sculpture.

When painting such high relief paintings, he somehow gets back to his past. His first
experience in creativity was in scupting. That was where his apparent talent has been revealed
since childhood. For some reasons that had no follow up. But hopes for the future do remain.

I always wanted to ask an artist (an artist whose work I admire) does he feel that his ideas
have been implemented in what he had done? Does he feel that he had expressed himsef in
any spesific painting or in general? (These are the typical questions of an art critic, but still...)

The anwer was truy artistic.

— There is no way to attain perfection either by your wit or by calculation. There is
someone else who «reaches» the aspired perfection instead of an artist. Is that the muse or
the divine providence? I do feel myself a mediator, a construction worker who implements
someone elses plan. And when I see that there is nothing more I can do, that means that the
piece is finished.

— To improve or correct the old pieces? I have very few of them. They are all sold out
or presented as gifts. But I see their inferiority and I could have improved many things.

Let us not tackle the harmonic combination of his talent and working ability. Lawrenty
Bruni’s success is a vivid evidence to it.

On leaving his studio I’ve got a new vision of details. A heap of empty paint tins in the
corner is not just waste, but a byproduct of the non-stop working process. The floor is
a palette that had been stepped on. There is a special opening for large canvasses cut out in
the wall of his studio (they don’t fit through the door) to let them down on ropes. There is
a pleasant combination of rationality and artistic disorder.

Getting to the sixth floor by foot. And down by the stair case back into the dreaded Moscow
snow mess. There is a feeling that you’ve been to a quite different world. Flowers ar blooming
in front ofmy cyes. And that iIlSpiI‘CSjOY. Andrey Sarabyanov. Translated by Victor Nemchinov
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cmp./page 08, 09
Cepust «ITouemyii»
2010

25x25 cM,
OprajiuT, Macjio
Series «Kiss»

2010

25x25 cm,
hardboard, oil

cmp./page 10, 11

Kunra

2007

150x400 cm

XOJICT, Maclo

Book cmp./page 18
2007 IIycrora
150x400 cm 2001

canvas, oil 140x140 cm

XOJICT, MacjIo
Emptiness

i 2001
140x140 cm
canvas, oil

cmp./page 12, 13
Mak

1995

140x200 cm
XOJICT, Macjio
Poppy

1995 cmp./page 19
140x200 cm KpacHbiii map
canvas, oil Red Ball

cmp./page 14, 15
Mak

2005

200x200 cm
XOJICT, Macso

200%x200 cm
canvas, oil

cmp./page 16, 17
®parmenTs Maka
Fragments of Poppy

cmp./page 16, 17
3 maka
3 Poppies

cmp./page 20
Kpacuas cTpys
2007

160x180 cm
XOJICT, MacJio
Red jet

2007

160x180 cm
canvas, oil

cmp./page 21
Kpect (JIrodoBb)
2001

150x120 cm

XOJICT, MacJio
Cross (Love)
2001

150120 cm
canvas, oil

cmp./page 22, 23
HckyceTBo ymupath
Art of Dying

cmp./page 24, 25
Kuura (ManeHbkas)
Book (Small)

cmp./page 26, 27
IIucbmo (KpacHoe)
Letter (red)

cmp./page 28, 29
Cepaue

2006

80x100 cm

XOJICT, Macyio
Heart

2006

80x100 cm
canvas, oil

IIucemo (kenrtoe)
Letter (yellow)

cmp./page 32, 33
Ione
Field

cmp./page 34, 35
Bertep (JIeTo)
2008

30x150 cm
XOJICT, Macjio
‘Wind (Summer)
2008

30x150 cm
canvas, oil

&

cmp./page 36, 37
JIpa Hapumcca
2006

150%400 cm

XOJICT, MacJIO
Two Daffoldils
2006

150x400 cm
canvas, oi

cmp./page 38, 39
3o0s10TbIE WAPBI
2006

136x87 cm

XOJICT, MacJIo
Golden Balls
2006

136x87 cm
canvas, oil

cmp./page 40, 41, 43
TToacommyx
Sunflower

cmp./page 42
XKenroe HacTpoenue
2007

200x180 cm

XOJICT, MacJIo
Yellow Mood
2007
200x180 cm
canvas, oil

-

93

cmp./page 44, 45
Kunra (ManeHbkast)
Book (small)

cmp./page 54
Xpuzanrema
2005
200x150 cm
2 L - XOJICT, Macio
b ) Chrisanteme
cmp./page 46, 47 2005
l‘i?‘:’;"""’"”“ 200x150cm
':n ouquet - linen, oil
e 2."1-; ',l LN
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cmp./page 55
SA6nous

2010

30%20 cm
XOJICT, Macyio

cmp./page 48—51

Tlazaomue uBeTbi Apple tree
2007 2010
340x170 cm 30%x20 cm
XOJICT, Macjio canvas, oil
Falling Flowers

2007

340x170 cm

canvas, oil

o g Cp
cmp./page 52, 53

Berep (3uma)

2008

30%150 cm

XOJICT, Macyio

‘Wind (Winter)

2008

30x150 cm

canvas, oil



cmp./page 56
Vapioka
2007
230%120 cm
XOJICT, MAacJIo
Smile

2007
230x120 cm
canvas, oil

A ‘.'..'»";'_' R

Beubie userst
2010

200x160 cm
XOJICT, MacJIo
‘White Flowers
2010

200x160 cm
canvas, oil

cmp./page 58, 59
Byxker denbiii
2010

140x200 cM

XOJICT, Macsio
‘White bouquet
2010

140x200 cm
canvas, oil

cmp./page 60, 61
3eneHoe cepaue
2006

160200 cm
XOJICT, Macjio
Green heart
2006

160x200 cm
canvas, oil

cmp./page 62, 63
Yersipe Oyketa
Four bouquets

cmp./page 64, 65
Cupenb

2006

197x148 cm
XOJICT Macjio
Lilac

2006

197x148 cm
canvas, oil

cmp./page 66, 67
Cunnii uBeToK
1996

150%200 cm

XOJICT, MacjIo
Blue Flower
1996
150%200 cm
canvas, oil

cmp./page 68, 69
Cunuii 6yker
Blue Bouquet

cmp./page 70, 71
Hpuce
Irises

cmp./page 72, 73
Camor

2010

50x70 cm

XOJICT, MaclIo
Salute

2010

50x70 cm
canvas, oil

cmp./page 74, 75
DuoIeTOBbII HBETOK
1996

150x200 cm

XOJICT, MaclIo

Violet Flower

1996

150%200 cm

canvas, oil

cmp./page 76, 77
IToanas ayna
2001

140x150 cm
XOJICT, Macyio
Full Moon

2001

140x150 cm
canvas, oil

cmp./page 78, 79
Cnupaib
200%200 cm
XOJICT, MAacJIo
Spiral

200%200 cm
canvas, oil

Jlopora

1993
150x200 cm
XOJICT, MAacJIO
Road

1993
150x200 cm
canvas, oil

cmp./page 82, 83
Toneyii

2006

140160 cm

XOJICT, MacJIo
Kiss

2006
140x160 cm
canvas, oil

cmp./page 84
Hesecra
2005
200140 cm
XOJICT, MacJIo
Bride

2005
200x140 cm
canvas, oil

cmp./page 84
Cuexnas 6a6a
2005

200x140 cm

XOJICT, MaclIo
Snow woman
2005
200x140 cm
canvas, oil

cmp./page 85
Tnapuomycst
2005
200x140 cm
XOJICT, MacJIo
Gladioluses
2005
200140 cm
canvas, oil

cmp./page 85
Hpuc

2005
200%140 cm

XOJICT, Macyio
Iris

2005
200x140 cm
canvas, oil

cmp./page 86, 87
Tionbnanbt

2010

200%40 cm

XOJICT, MacJIo
Tulips

2010

200%40 cm
canvas, oil

95

cmp./page 88
Korna useryr caapr 1
2010

200x114 cm,
Oymara, akBapeJib,
Genast TyuIb

When the Gardens
Blossom 1

2010

200x114 cm,
paper, watercolor,
white ink

cmp./page 89
Korna useryr caapi 2
2010

200x114 cm
Oymara, akBapeib,
6enast TyIIb

When the Gardens
Blossom 2

2010

200x114 cm
paper, watercolor,
white ink

cmp./page 90, 91
Tapenku

1999

Plates

1999



O6n0xKa
Berep. 3uma
2008

30x150 cm
XOJICT, Macyio
Cover

Wind. Winter
2008

30x150 cm
canvas, oil

Dop3aig

Cepus «Ilonemyii»
2010

25x25 cm
OprajIuT, Macio
Endpaper

Series «Kiss»

2010

25%25 cm
hardboard, oil

Dopszaig
Bacunek
2010

12x12 cm
XOJICT, Macsio
Endpaper
Blue-bonnet
2010

12x12 cm
canvas, oil

JlaspenTnii Bpynu «IIBeTs»

ABTop cratbu: AHzpeit CapaObsiHOB
Tepeson: Bukrop HemunHoB

®oto pabort: Anekcanap CasesibeB
®oro JlaBpentust Bpynn: Upuna Pyns

Ju3zaitn ZOLOTOgroup

Lavrentiy Bruni «Flowers»

Autor: Andrey Sarabyanov
Translation: Victor Nemchinov
Foto of works: Alexandre Savelyev
Foto of Lavrenty Bruni: Irina Ruiz

Design by ZOLOTOgroup

2010



