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B TeyeHme mocmemHMX HecKONMbKMX neT MakcuMm KcyTa pasBuBaeT coBeplIeHHO 0COOGEHHbIE
oTHoulleHusA ¢ Qororpadueii: OH MOCIEHOBATEIPHO U3BIMAET, OCIAOAET MPOYHYIO CBA3bD MEX[Y
¢doronsobpaxkeHNeM 1 BULVIMOI peanbHOCTDIO, POTOKaMepa B €ro PyKaxX IepecTaeT ObITb CPeICTBOM
«0OHaKeHNUA» IeNICTBUTENBHOCTY, QUKCALINN B IPeie/IbHO KOHI[eHTPYPOBAaHHOM BU/JIE, OHa KaK Oy/TO
IIpeojioieBaeT CBOI0 TeXHOJOTMYECKYI0 Npupopy, 1 KcyTa, kakeTcs, He Ha)kKMMaeT Ha CITYCKOBOI
3aTBOP, a PUCYeT KUCTBIO WM YTONbHBIM KapaHaamoM. OH cosHaTebHO GOPMUPYET He Kajp, a TUCT
C reoMeTpUYeCKOit abcTpaKIyeit, ero paboThl HAYMHAIOT >KUTD II0 3aKOHAM I'PpaUiecKoro IMCTa, a He
¢dorooTIeyaTKa, KaK 3TO y>Ke ObIIO B €T0 MpeAbIAYIIel CepUu C 3TIEKTPOIPOBOIAMMI, PaCCeKAIOMMNI
IMHaMMYECKUMM AMaTrOHaIAMU MOCKOBCKOE He6o.

CroxeT nocnegHero mpoekra KcyTol kaxeTcs Kyfa 60omee n306peTaTe/bHbIM, IOTOMY YTO OTIPaBHOI!
TOYKOJA /I BU3ya/IbHBIX 9KCIIEPYMEHTOB OKa3bIBaeTCs IpyToe Mpou3BeieHNe CKYCCTBA, a MMEHHO
paboTbl BeMMKOro amepuKaHCKoro abcrpakumonmcra Caa Tyom6mm. Kcyra He HacmaxkpaeTcs
IpONOpLVAMM, 6aTaHCOM IYCTOT M IIBETHBIX «HEPBHBIX» 30H, He 3aHMMAaeTCs JendpoBKO
TYOMOTEBCKUX KOMIOB, OTCBUIAIONIMX KO BCeJl MUPOBOI KYIbTYpe M WCTOPUM, OH HPHCTANTbHO
BcMarpuBaetca. Ero rmas BbifendeT, 060co6/seT IPUXOTINBOE IBVDKEHUE KapaHMNANTHON JITMHUMY,
IOpy 3TOM O4eBMAHO, 4To KcyTa MckpeHHe Bocxmmaercsa cBobopmoit >kecta Tyom6mm, KOTOpBIi
YepKaeT, YepTUT, IOIKPAIINBAET C HEIOCPEICTBEHHOCTbIO pebeHKa, KOTOPOro BIIEPBbIe IMOCATVIN
Hepef MICTOM OyMary 1 aay B PyKM I[BeTHbIe KapaHpaum. KcyTa sajjaeTcss BOnpocoM o mpupoze
3TOi1 CBOOOJBI, 06 MIeanbHOM IepBoOOpase, eC/i YTOIHO, M HAaXOAUT YAUBUTENbHbIE POpMabHbIe
COOTBETCTBUA TYOMOJIEBCKOTO «IIMCbMa» U IIa/I0¥eK, BETOK, OBIIMHOK, KOTOpBIE TOMafaloTcsa MOf,
HOTaM¥M BO BpeMs Tporynku. OH co3aeT YMCTYI0 MOHOXPOMHYIO CTPYKTYPY, CBOCOOPa3HbIi HeraTus
xxuBonucu TyoM6mu, oTKpbIBas Mg cebs XKM3HECIIOCOOHOCTb €ro IUIACTMKU CPeliM peabHbIX



HPUPONHBIX 06BeKTOB. KCyTa CTTOBHO CBUIETENBCTBYET O €CTECTBEHHOM, MaKCMMa/IbHO OPTaHIYHOM
HPOUCXOX/eHNN UCKyccTBa TyoMOM, menas IMHaMMKY ero Belljell 6yKBa/JbHOII, OLYIIAeMOll — 9TO
He YCTIOBHOE CTpeMJIeHNe I[BETOBBIX ITOTOKOB, JIMHMII B IIpefie/iax XO/NCTa, a peajbHOe XOXJeHMe,
HPOTYIIKa, BO BpeMs KOTOPOII Xy 0’KeCTBEHHbIe (POPMbI 0OHAPYKIMBAIOTCSA MOJ, HOTAMM, Y HeTIOBKVIM
IBVDKEHEM MOXKHO PaspyIINTh XPYIKYI0O rapMoHuio. Hecy4yaifHel B 9TOJ CBA3M alle/IALMM CAMOTO
Xy[O)KHIKAa K 06pasy BOMIIEOHOro jleca, MarmdecKoro, IOYTU CKa30YHOTO IIPOCTPAHCTBA, TIfe
BCe TIPUBBIYHOE BIPYT OTKPBIBAET YY/0, a XOXKJEHNe 110 3TOMY JIeCy IIPeBpallaeTCsA B a/lIeTOPUIO
JKM3HEHHOTO Iy TY (M/IU MyTH Xy[OXKHUKA) B COBEPLIEHHO HOBA/MCOBCKOM yXe.

[TomyrHO Makcyum KcyTa mpopomkaeT pemraTb cO6CTBEHHYIO 3afjady, KOTOpas ero 3aHMMaeT Ha
IPOTKEHUY IIOC/TeTHETO BPEMEHM: OH HAIIYINbIBAeT €fjBa YIOBMMYIO 30HY, ITie COCYLIeCTBYIOT
KOHKpeTHoe M abcTpakTHOe. KOHKpeTHbIN MpeJMeT YacTO BOIUIOLIEH B HpelelbHO abCTPaKTHOI
¢dopMe, OH yTpaumBaeT y3HaBaeMble OYepTaHMA, HO He PacCTaeTcA CO CBOEl CYTbIO: BeTKa
0CTaeTCA BETKOI, 3apOC/M IIOJIBIHY MOMbIHBIO, ¥ 3pUTENb NeTKO HOJJaeTCs ITOM 3aBOPaKMBaloIIlel
(b opMabHOI UTpe, MePLAHNIO OLIYLIAeMOTO U BUVIMOTO.

OH crefiyeT NOTMKe «HOBOJ IPeIMeTHOCT!», BbI3bIBasA B mamATH HeMelkyio «Neue Sachlichkeit»,
OH OJHOBPEMEHHO CO MHOTVIMM MOJIOJBIMM €BPOIEICKMMY XYHOXXHMKaMM (IJIaBHBIM 06pa3oM
BbIXOALaMM U3 Boctounoit EBponsl mokonenns Bunbrenbma CacHass) BURUT B 9TOM BO3MOXKHOCTb
TUXOTO M30aB/IeHMA, OH BAPYr NOHMMAET, YTO AMAIa30H BapualMil MOXXeT OBITb CKOIb YTOZHO
IIMPOKYIM, Y C peMeC/IeHHBIM YIIOPCTBOM (B CaMOM JIy4IlleM CMBIC/Ie aHTU4HOro techné) nmponomxkaeT
IBUTaTbCA 110 BOJIIIEOHOMY IIPOCTPAHCTBY, MHOITA BOBJIEKas B CBOIO OPOUTY BEMMKVX XYLOXHIKOB
XX Beka.

Examepuna Vnosemuesa



Over the course of recent years, Maxim Ksuta has been developing an entirely unique relationship to
photography: he has consistently removed or weakened the firm bond between the photographic image
and visible reality, the camera in his hands becoming not a means for “baring” or “revealing” reality or
a means for freezing it in as concentrated form as possible — Ksuta’s camera, instead, almost appears to
be overcoming the camera’s technological nature, and Ksuta himself, rather than pressing on the shutter
button, appears to be painting with a brush or a charcoal pencil. He consciously forms not a shot but a
sheet with geometric abstractions; his works begin to work to the laws of the drawing sheet, rather than
the photographic print, as was the case in his previous series with electric cables cutting through the
Moscow sky in dynamic diagonals.

The theme for Ksuta’s latest project appears to be far more inventive, because the starting point for the
visual experiments turns out to be another work of art, specifically the work of the great American
abstractionist Cy Twombly. Ksuta doesn’t relish the proportions, the balance of vacuums and the
coloured “nervous” zones; he doesn't occupy himself with deciphering Twombly’s codes, which
reference the whole of world culture and history; he intently and intensively scrutinizes. His eye singles
out, isolates the intricate movement of the pencil lines; at the same time it is clear that Ksuta is sincerely
enraptured by the freedom of movement of Twombly, who crosses out, sketches and colours with the
ingenuousness of a child who has been sat before a sheet of paper and given coloured crayons for the
first time. Ksuta is posed a question about the nature of this freedom, of its ideal prototype, if you will,
and finds astonishing formal correspondences in Twombly’s “writings” and the sticks, branches, blades
of grass that fall under your feet during a walk. He creates a distinctive negative for Twombly’s paintings,
a purely monochrome structure, consistently purifying Twombly, testing the viability of his plasticity
among real natural objects. It is as if Ksuta is bearing witness to the natural, most organic provenance



of Twombly’s art, making the dynamic of his objects literal, perceptible — this is not some conditional
drive of colour flows, lines within the borders of a canvas, but a real walk, a stroll, during which the
artistic forms are discovered beneath one’s feet, and with a clumsy movement one can disturb the
fragile harmony. The appeals of the artist himself to the image of an enchanted forest, a magical, almost
fairytale space, where everything that is familiar is suddenly miraculously revealed is no accident in this
regard, and a walk through this forest is transformed into an allegory of life’s path (or the path of an
artist) that is entirely in the spirit of Novalis.

Along the way, Maxim Ksuta continues to resolve his own task, a task that has occupied him in recent
times: He is feeling out a barely perceptible zone where the abstract and the concrete coexist. The
concrete object is often embodied in the most abstract of forms, it loses its recognizable outlines, but it
retains its essence: a branch remains a branch, wormwood thickets remain wormwood, and the viewer
is enchanted by the game of form, the glimmering of the perceptible and the visible that, when viewing
Ksutas photographs, it is so easy to give in to. He follows the logic of a “new objectivity;” recalling in
memory the German “Neue Sachlichkeit”; at the same time as many young European artists (for the
most part coming from Eastern Europe, of the general of Wilhelm Sasnal), he sees in this an opportunity
for quiet deliverance, he suddenly understands that the diapason of variations can be as broad as you
like, and with an artisanal persistence (in the very finest sense of the ancient techne’) continues to move
through this magical space, sometimes drawing into his orbit the great artists of the 20th century.

Examepuna Vnosemuesa
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B cBoe BpeMs MHe [OBeNOCh MOOBIBATh Ha JABYX OOJMBIINMX BBICTABKaX aMEPUKAHCKOTO XYHLOXKHMKA
Cas Tyom6mu. [Tepsas 6b11a ero perpocrexTnBoit B Tate Modern, Ha KOTOpOII 51 TO3HAKOMUIICA €
€ro TBOPUECTBOM, a BTopas, mpoxoausinas B Dulwich Picture Gallery, mopasuia MeHs1 HeOXXupaH-
HBIM COIIOCTABJICHUEM JBYX Ka3aloch OBl COBEPIIEHHO PasHBIX XYAOKHMKOB - Tyom6mu u Hukomns
ITycceHa. Pasmbinntenns o npupope abCTpakium U TBOPUYECKOM (GeHOMeHe 9TOTO 3araflouHoro, Ho
6e3yC/IIOBHO BEIMKOTr0 abCTPaKTHOTO XY[IOXKHIKA JONITOe BpeMs He OCTAB/IA/IN MEeH:A 1 CO BpeMeHeM
BBUIMJIVCD B 3TOT IIPOEKT.

Tema noncka 06pasoB B OKpY>KalollleM MUpe MHTepecyeT MeHs YKe JO/Iroe BpeMsi, HO B JaHHOM CITy-
Jae MHe ObUIO MHTEPECHO HalTu U cHoTorpagupoBaTh HpUPOLHbIE 0OEKTH, CTUXMUITHO (CIIOHTaH-
HO) CIOKMBIINECA B ecTecTBeHHble abcTpakiym. PoTorpaduio B JaHHOM CTydae s pacCMaTpUBal
KaK MHCTPYMEHT I/ CO3[jaHNs paboT, MOTPaHMIHBIX € IpadMKOIl, ¥ JaXKe KMBOMMUChI0. Paccmarpu-
Bas OTCHATBIE CNIAMMDL, A 3aMeTWI, 4YTO IPAKTUYECK!U BCe Kaf[pbl U3 3TO Cepyi ABHO HAIIOMUHAIOT
abcrpakrHble koMmmosunuy Cas Tyom6m! 9To OTKpBITHE BOXHOBUIO MEHs Ha MOMCK 1 0TOOp pa-

601 Tyom67m1, 6muskyx Moum ¢potorpadusam Mo HaCTPOEHMIO ¥ KOMIO3UIIN
Maxcum Kcyma



Y

B cBoe BpeMs MHe OBeNOCh MOOBIBATh Ha JBYX OOMBIINX BBICTABKaX aMEePUKAHCKOTO XYHOXKHMKA
Cas Tyom6mu. ITepsas 6bu1a ero perpocnektnBoii B Tate Modern, Ha KOTOpOII s MO3HAKOMUIICA €
€ro TBOPUECTBOM, a BTopas, mpoxoausinas B Dulwich Picture Gallery, mopasuia MeHs1 HeOXXupaH-
HBIM COIIOCTABJIEHMEM JBYX Ka3aloch OBl COBEPIIEHHO Pa3HBIX XYAOKHMKOB - Tyom6mu u Hukomns
ITycceHa. Pasmblnntenns o npupope abCTpakIum U TBOPYECKOM (GeHOMeHe 9TOrO 3araflouHoro, Ho
6e3yCIIOBHO BEIMKOTr0O abCTPaKTHOTO XY[IOKHIKA JJO/ITOe BpeMs He OCTAB/IA/IN MEHA U CO BpeMeHeM
BLUIMJIVCD B 3TOT IIPOEKT.

Tema noycka 06pasoB B OKpY>KalollieM MUpe MHTepecyeT MeHs YoKe JJO/Iroe BpeMs, HO B JaHHOM CITy-
Jae MHe OBbUIO MHTEPECHO HaliTu 1 coTorpagupoBarh HpUPOLHbIE 0OEKTHI, CTUXMUITHO (CIIOHTaH-
HO) CIOKMBIINECS B ecTecTBeHHble abcTpakiym. PoTorpaduio B JaHHOM CTydae s pacCMaTpuUBal
KaK MHCTPYMEHT I/ CO3[jaHNs paboT, MOTPaHUYHBIX € IpaMKOIl, ¥ JaXKe KMBOMMUChI0. PaccMarpu-
Bas OTCHATBIE CNIAMMDL, A 3aMeTWI, YTO MPAKTUYECK!U BCe Kaf[pbl U3 3TOM Cepyui ABHO HAIIOMUHAIOT
abcrpakrHble koMmmosunuy Cas Tyom6m! 9To OTKpBITUE BOXHOBUIO MEHs Ha MONCK 1 OTOOp pa-

601 Tyom67m1, 6nuskyx MouM ¢otorpadusam 1o HACTPOEHMIO Y KOMIO3UIIN
Maxcum Kcyma



Opdeit / 2012 / Orpheus



Opdeit / 2013 / Orpheus







Wpuc /2013 / Iris
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JTaga u JTe6enp / 2013 / Leda and Swan (Part IV)
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bes HasBanmsa / 2013 / Untitled










bes naspanusa / 2013 / Untitled
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3apocmu / 2013 / Thicket (Thicket of Akkad. Summer)




/2013 / Untitled
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bes HasBanmsa / 2013 / Untitled
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bes naspanusa / 2012 / Untitled
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bes HasBanmsa / 2013 / Untitled
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BaHus / 2012 / Untitled
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bes naspanusa / 2013 / Untitled
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Besymupt / 2013 / The Geeks



Besymupt / 2012 / The Geeks
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bes naspanusa / 2012 / Untitled

32



bes HasBanmsa / 2013 / Untitled
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BECKOHEYHBIU JIEC

«Tak s ocTancs OIVH Ha OOVH CO cBOeN CY,[[b6OI7[ B HemspectHOM Hecy, IIOTOMY 4YTO HM MaTYIIKN, HN
OTLa, HN 6paTa nim KaKOI‘O-HI/I6YI[b APYTOTO 3alliMTHMKA /1A CITACEHMA MEHSA OT HEMMHYEMbBIX 66,[[,

€C/IM 1 KOrla OHU CTPACYTCA, TaM HE OBIIO»...
Amoc Tymyona, «Mos xu3Hv 6 necy 0yxo6», 1954

Mowu nepronnyecKye SKCIeAMINY B JieC HAYa/luCh B paHHEM JIeTCTBE, KOTTIa OTell B CBOOOIHOE BpeMs
BOIM/ TYIATb MEHS B PAcIIONIOKEHHDIN HeflaieKo OT Halllero AoMa JI3MaliloBCKmil Mapk, MOpoi
TOTIONHAA TIPOTYIKM APKMMU U 3alIOMMHAIOIVMUCA MMUCTUYECKUMM MICTOPUAMM O HEe3pMMOM, HO
OILIyIJaeMOM Ha (PM3MYECKOM YpPOBHE, TaIHCTBEHHOM MppeanbHOM Mupe. OCKOMKM STUX CUIIBHBIX
Hepe>KMBaHMI IO CUX HOP HPOSAB/AIOTCA B MOMX HACTOAIIUX 3aHATHUAX, KOTOPBIe MOTYT COIEP>KaTb U
06beINHATD B ce6e MPOCTPAHCTBO IMPUPOJBI, IPOCTPAHCTBO YMa U BOCHOMUHAHMIL ¥ IPOCTPAHCTBO
MICKYCCTBa, KPETKO CIVIeTeHHbIE B eiMHOe BOCIIpHUATIe Mupa. COeIMHAACh BMeCTe, OHM BIEYAT/IAIOT U
BJJOXHOBJIAIOT IIPUCYTCTBYEM TailHbI, BEYHOCTH U HEJIO- CATaeMOIl abCOMIOTHOI CBOOOMDI, K KOTOPOIA,
Ha MOJ1 CTOPOHHMIT B3ITIAJ, TOCTaTOYHO 6MM3KO MPUOIM3UIICA TaKoit MacTep, Kak Cait TBoM6mL...

Maxcum Kcyma



ENDLESS FOREST

So I was left alone with my fate in the Strange Forest, because neither my mother nor my father, nor my
brother or any other protector to save me from unavoidable misfortunes, if they were to occur at some

time, was there.
Amos Tutuola, My Life in the Bush of Ghost, 1954

My periodic expeditions into the forest began in my early childhood, when my father in his free
time would take me on walks in the Izmailovsky Park located not far from our home. Sometimes he
would complement our walks with unforgettable, mystical stories about an invisible but perceptible
on a physical level, mysterious, unreal world. The debris from those strong emotions to this day reveal
themselves in my current works, which can contain and combine the space of nature, the space of the
mind and recollections and the space of art, densely interwoven into a single perception of the world.
Joining together, they impress and inspire with the presence of mystery, eternity and the unattainable,
absolute freedom to which, in my view from without, a master of the likes of Cy Twombly got very

close...
Maxim Ksuta
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Beckoneunstit ec. 2012. Cron-kappsl u3 ayauo-sugeo uuctawsinumn. Full HD, 14°45» Loop
The Endless Forest, 2012, stills from audio-video installation, 14’45» Loop



Bce pororpaduu cxenansr Hasselblad 503cxi, HeraTus, nmudposas nmeqars

dororpacdun Ha cTp-x 8, 10, 15, 16, 23: 100 x 100 cm
cTp-b1 13, 18, 21, 24, 26, 29: 150 x 150 cm
cTp. 31: 120 X 120 cm; cTp. 32: 70 X 55 cm

U3o6paxkenns cnepyroumx pabot Cas Tyom6/u NCTIONb30BaHbI B 3TOM KaTaJiore:

crp. 9: «Opdeit», 1979; crp. 11: «Mpuc», 1990; crp. 12: «Jlesa u Jlebenp» (vacts IV);
cTp. 14: «be3 HasBauusA», 1973; cTp. 17: «be3 HazBaHMs», 1968-1971;
crp. 19: «3apocm», 1991; ctp. 20: «bes HazBaHMs», 1970; cTp. 22: «bes HaspaHus», 1970;
cTp. 25: «be3 HazBaHMsA», 1956; cTp. 27: «bes HasBaHMsA», 1953;
cTp. 28: «bes HazBaHMsA», 1953; cTp. 30: «besymupl», 1955; cTp. 33: «bes HaspaHums», 1953

All photos made with Hasselblad 503cxi, negative, c-print

Photos on pp. 8, 10, 15, 16, 23: 100 x 100 cm
pp- 13, 18, 21, 24, 26, 29: 150 x 150 cm
p-31: 120 x 120 cm; p. 32: 70 X 55 cm

Images of following works of CY Twombly used in this catalogue:

p- 9: Orpheus, 1979; p. 11: Iris, 1990; p. 12: Leda and Swan (Part IV),
1980; p. 14: Untitled, 1973; p. 17: Untitled, 1968-1971;
p- 19: Thicket (Thicket of Akkad. Summer), 1991; p. 20: Untitled, 1970; p. 22: Untitled, 1970;
p. 25: Untitled, 1956; p. 27: Untitled, 1953;
p- 28: Untitled, 1953; p. 30: The Geeks, 1955; p. 33: Untitled, 1953
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