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Hatanuu Toncron

®enomen Haramu ToscToil HacCTONBKO K€ YAUBUTENEH, CKOb U
opranuyeH. «HacemHuna o npsaMoii» BEJIMKOTO mucaresist u obiie-
CTBEHHOIO [JesiTe/sl TBOPUT MCKYCCTBO, KOTOPOE€ H3bSCHIETCS Ha
NEePBbIii B3IVIs]] IPOCTBIM, HO BMECTE C TEM U OUE€Hb CJIOKHBIM $I3bI-
KOM, aleJIMpYOIMM K HECKOJIbKUM YPOBHSIM CO3HaHHUS U laXe MOA-
CO3HaHUS 3pUTeJIeH, CTapasiCh JOHECTH 10 HUX BaXKHENIIVE UCTUHDI O
HUX CaMUX U O MUPE, B KOTOPOM OHU >KUBYT.

Ha camom nnepBoM ypoBHe BOCIIpUSITHS IIepe]] HAMU — XHBOIIMCHbIE
II0JI0THA, TpaduyecKue TUCTBI X 0OBEKTHI, ONEPUPYIOLIKE «[IePBO3JIe-
MeHTaMu» H300pasuTenbHOI GpOPMBI: KBAApATaMH, IPSIMOYTOIbHUKA-
MM, KpyraMu U1 MOTYKPY>KUSMU, CEKTOPaMU 1 CerMEHTaMH, a TaKxe
napabosamMu U pa3HOOOpa3HbIMU TPsIMbIMU. B0o3MOXHO, mofo6HOE
yMEHMe JIAKOHUYHO, HO €MKO MBICIUTb CBOEro poja BHU3yalbHbIMU
dopmynamu Hatamus Toscrast mproOpera B rofbl 00y4eHNs: B MOHY-
MeHTabHO MacTtepckoil ['enms KopxxeBa B CTpOraHOBCKOM yUU/IU-
mie. Bo BcsikoM ciyuae, JaBHUE YPOKM MOHYMEHTa/IM3Ma He TIpOoIasu
3pst. B cuny «MunmManmaMa» 13006pasuTenbHOi Gpopmbl fake HEOOb-
e Bely ToICTOM BBIMISAAT BeCbMa MOHyMeHTanbHO. OKpalleHHbIH
B YHCTbIE U IPKME [IBETA, CPEMY KOTOPBIX MPE0OIafaloT KPACHBIH U
Geblii, pacnoIoKeHHbIE 3a4acTyio 110 MPUHLUIY KOHTpAcTa Ha Kap-
TUHHOH IIJIOCKOCTH, 3TOT «CTPOUTENIbHBIA Mareprai», U3 KOTOPOro
NOoCTpoeH QyHAaMEHT NPOM3BeIeH! XyI0XKHULIbL, 3aTeM NpHpacTa-
eT 3JIeMEHTaMH CJIeAIYIOLIEero CMBICJIOBOTO YPOBHSI — HaKJIEEHHBIMU
¢parmenTamy GOTOCHUMKOB, a TAKXXe Y BHEXKUBOMMCHBIMU MaTepya-
7laM{ — MIPOBOJIOKOM, MeTaJUIMYeCKUMU TUIaCTUHKAMK, KyCKaMi TKa-
HY, HUTKam, OeueBkamu u 1.1, Kpome Toro, Hatanus Toncras 0xoTHO
BKJIIOYAET B CBOM KOMITO3ULMM GYKBEHHbIE U MHbIE CUMBOJIBL, & HO-
I7a ¥ Liefble TEKCTOBBIE OTPBIBKH, YINYOISIOLIHNeE U eliie GoTiee YCaoxK-
HSIIOII[YIE€ CeMaHTUYECKYIO TKaHb KaXK/[0T0 MPOU3Be/IeHNS], PELIIEHHOTO
B OJ0OHOM KITi04e. BasKHO OTMETHUTb OTHOCUTENIbHOCTD KAHPOBO# U
BUJIOBOI1 pUHAIEsKHOCTH padoT Hatamuu. Hanpumep, Bery, xapak-
Tepu3yeMble CaMUM aBTOPOM KaK KMBOIMCHbIE, MaJIo UeM OTJIMYAI0T-
Csl OT TeX, UTO €0 JKe KICCUPULIUPYIOTCI KaK OObEKTHI: U TIEPBbBIE U
BTOPbIE COMEPKAT KOJUTAXXHBIE BKITIOYEHUS U GaKTUUECKU 0OBEMHBI,
BBIXOZIsI 32 I'PaHULIbl IBYX U3MEpPEHHIA.

Kaketcs, uro BrojHe yMecTHO Obiio Obl TIPUBJIEYb B KauecTBe
HCTOPUYECKOTo KOHTeKcTa uckycctsa Hatamiu ToncToil [OBOJIBHO

3HAYUTEJIbHBIN [IACT aBaHrapAHOrO U MOCTaBaHrapAHOIO UCKYCCTBA
MPOLLWIOrO CTOJIETUS — OT KOHCTPYKTUBM3MAa U Jajausma [0 pas-
JIMYHBIX BapuaLuil KoHLentyanusMa. Ho feno B TOM, UTO Xy[dO>KHU-
1ja TOJIbKO OIepupyeT NpUeMaMU 3TUX BMSTE/bHBbIX HalpaBleHUH,
a TOBOPUT IIpU 3TOM O LIEHHOCTSIX He CTOJIbKO MHTEJ/UIEKTYa/IbHbIX U
VMPOHWYHO-NIapa/ioKCabHbIX, CKOJIbKO 3MOLIMOHAIbHBIX U 'YMaHUCTU-
YeCKHX, TO €CTb He YCJIOBHbIX, KOHBEHLMOHA/IbHbIX, a8 BEYHbIX U BCe-
001X,

W TyT BHOBb Ha IaMATb IPUXOAUT MMs BeJIMKoro npeaka Haranuu -
JIba Tonctoro. Bcem namMsTHbI 3HaMEHUTBIE pacCKa3bl BbIAAOIIETOCs
MMCATeNs O METIX U B3POCIBIX, TMIE CIOXKET, KAk MmpaBuiio, 6osee uem
MpocCT, a TO U GaHajeH, HO B COOTBETCTBUM C 3aMBICTIOM aBTOpa 3a
IpOCTOi OBITOBOM CHTyalMell BCTAIOT BaKHEHIMe HPaBCTBEHHbIE
npo6nemsr. Hampumep, o npae/e u /bku 1 BooO1ie 0 cBobosie BbIOO-
pa TO¥ UM MHOM NapaZurMbl, B KOTOPOM MPOMIET BCs NOC/IEAYIOLas
JKU3Hb UEJIOBEKA, & BHIOODP 3TOT 3aBUCHUT OT OfIHOTO, KAK MOXET II0-
KasaTbC$l, MaJlo3HauMTe/IbHOro noctynka. CosmaBast 3TU pacckasbl,
ToncToii nucan no cyTu NpUTYY, UCKPEHHE BEPS B BO3MOXXHOCTD Ye-
pe3 MHOCKa3aHue INPOCBEIaTh U Pa3bsICHATb UCTUHY U TEM CaMbIM
YIIy4IIaTh YyeloBeyecKre HpaBbl, a CTano ObITh — JABaTh HAaAEXKIY HA
CnaceHue KaxioMy UHAUBULY.

Haranua Toncrast co3maer cBou paboThl TOXe KaK CBOEro poaa
MPUTYY, B KOTOPBIX 3a BHEILIHE 3/IEMEHTaPHO, MHOTja — [TOI4ePKHYTO-
BeIHON (OpMOIi — CKpbIBaeTCsl BaKHOe HPABCTBEHHOEe IIOCJIAHHeE.
Kak y»xe ormeuanoce, xynoxecTsenHast popma B padorax Haramiu
TATOTEET K MUHUMAJIU3MY, U 3TO OCOOEHHO 3aMETHO B rpadpuuecKux
JIMCTaX, MHOTHE M3 KOTOpBIX HAallOMUHAIOT TreoMeTpuyeckue ¢op-
MyJIbl, @ TO U 3araflouHble 3HaKM HEBEIOMOIt a30yKH, COCTOSILLEN U3
MUKTOrpamMM-CuMBOJIOB. O6pasbl, poxkaaeMble BOOOpaKeHUEM, MPU
cosepuanuu pabot Haramiu ToCToil TATOTEIOT TO K POMAHTUYHOCTH,
TO MPOHM3aHbI HCKPEHHUM PEIUIMO3HBIM YyBCTBOM. B paborax «Ilo-
nenyit», «[[Boe» unu «Beuep» 06pa3 poxknaercs: B akTUBHO BKJTIOYae-
MOM BOOOpaXkeHUM 3pUTeNis caM co00it, U3 HAMEKOB M aCCOLMALNH,
BCIUIbIBAIOLLMX M3 Hallel apXeTUMUUYECKON U KYJIbTYpHOM MaMsITU U
BbI3bIBAEMBIX CaMbIMU JIAKOHMUHBIMU CPECTBaMH, K KOTOPbIM NpH-
Geraer XyJ0XKHHUK.

C [pyro#t CTOpOHBL, BO MHOTHX BeIl[@x BHEIIHE Cyry0o mposanye-
CKMl WM [JaKe «KOHCTPYKTHUBUCTCKUED» HAbOp 3/IEMEHTOB, COCTaB-
JISIOLIMX KOMITO3UILVIO, BBIBOJUT BHUMATEILHOTO 3PUTEIS Ha [TYOUH-
HbIif M71aCT acCoUMalyii U aJuIlo31i, BOCXOASLIMX K PaBOCIaBHOMY
XPUCTHAHCTBY. BOT KoMnosuius, B KOTOpOii B€ BepTUKa/IbHble U
TOPU30HTaJbHbIE JIMHWM NEpeceKaroluecs Moj MpsMbIM YIJIOM Ha
KpacHOM (oHe, — BOBCE HE CTPYKTYPOOOpasyiolias nepBudHas «kKpy-
CTaJUTMYECKas pellieTKa» MUPO3[aHus, Kak 370 Obu10 B paborax [Tura
Mouzpuana, a, B COOTBETCTBUU C Ha3BaHUEM PabOThI, TPOYUTHIBAIOT-
s Kak «kpecT». Haranus ToscTtast yacTo BbICTpanBaeT CMbIC/IbI CBOMX
IpOM3BeJIeHuI BOKPYT Takoi ¢punocodpckoil u Metadrandeckoi Ka-
TErOprH, KaKk BpeMs, IOITOMY B €€ KOMIIO3UIUSIX MHOTO pa3 BCTpe-
YaroTCs U300paskeHNs YacoB, KaleHaapeil U BCIKOTO poia CUMBOJIU-
YEeCKUX 3HaKOB, HAMEKAIOIIMX Ha TPaAuLUY APEBHUX LIMBUIM3ALMH,
MHOT'O Pa3MblIIUISBILUX U MBITABLIMXCSI OCMBICTUTh peHOMeH BpeMe-
Hu (Hanpumep, OyKBbI rpeyeckoro andasura). CaMmo MOHATHE «Bpe-



Msl» ¥ CBSI3aHHBbIE C HMM 3HAKM HAMONHSIIOTCS XyHLOXKHULIEH 0COObIM
acCOLMaTUBHBIM COJEp)KaHueM, IOCKOJbKY COJep)KaT TEeKCTOBbIe
LIMTaThbl — OTPBIBKYM 13 XOPOLIO U3BECTHBIX PAaBOCIaBHbIX MOJIMTB Ha
CTapOC/IaBSIHCKOM $3bIKE U/IM HaNpSIMYIO OTChUIAIOT K IPUBOAUMbIM B
EBanrenuu cnoBam Xpucra («f ecmb anbda v omera...»). CakpanbHOCTb
atux pabor Haranuu TosCcTol yauBUTENIBHO LIENOMYAPEHHA 1 YKCTa,
TaK Kak CO3/AeTCs HE BK/IIOUEHUEM B KOMITO3ULUIO MUCTUUECKUX 00-
PasoB, IIpeJICTaBJIEHHBIX 110 CII0KHOI ME0TI0TMUECKOii MporpamMmMme, a
HEHaBSI3UMBbIM, XOTS1 U BIIOJIHE SICHBIM U HEIBYCMBIC/IEHHBIM YKa3a-
HUEM Ha MEepBOMCTOYHUK — CBlleHHOe mucaHue, TouHee — HoBblit
3aBeT, ¥ TAKTUYHBIM BK/IIOYEHHEM B CTPYKTYpy 00pasa HEKOTOPBIX
XPUCTHAHCKUX CUMBOJIOB U aTpHOYTOB.

B 3TOM OTHOLIEHMM XY[OXHHUIYy MOXKHO CPaBHUTb C paHHEXpU-
CTMaHCKUMU MacTepaMH, KOTOpble CTapaluCh JOBECTH JIO CO3HAHUS
NepBbIX BEPYIOLIUX IPOCTbIE, HO My[pble MCTHHBI L€ MOJIOAOH, I10-
NYTIOATIONBHOM TOT/A PETUTHY, Uepe3 IPeAMETH M 00pasbl, OIM3KHe 1
TIOHSITHBIE KQKIOMY, HO 0OpeTaloLLyie B HOBOM XYL0XXECTBEHHOM KOH-
TEKCTe CBEPLIEHO MHOM, MyOOKMIi CUMBOMYECKHIT CMBICIL. B Kakoii-
TO Mepe K TaKUM >K€ NEPBOMCTOKaM XpUCTHAHCTBA MBITAJICSI B CBOE
Bpemst oOpatutbes u Jle TosCToiA, U 9Ta nepek/nyKa gyxa paboT co-
BPEMEHHO! Xy[OXKHHMLBI C TyXOM TBOPEHMI! ee BEJMKOro IpejKa He
MOET HE CBU[IETENIbCTBOBATH O XXUBOCTH U BOCTPEOOBAHHOCTU €TI0
¢unocodpru B HOBOM TEICSUENIETHUH. A TAKXKe O TOM, UYTO CETOHSIIIHEe
WCKYCCTBO HE TOJIKO MOXET, HO U CTPEMUTCS HAITH COBPEMEHHDIH,
aZleKBaTHbIi U BecbMa SpKUI XyJOXKeCTBEHHBIN S3bIK pajfid 3ally-
TBl U YTBEPXKIEHMS] BXHENIIMX U OOLIEYEIOBEUECKUX LIEHHOCTEIA.
Bo BcskoM ciyyae, K 3TOMY YOEXKIEHHIO MOXXHO TPUIATH Graromapst
NpOM3BeJIeHUSIM TaKUX, HECOMHEHHO, aKTya/IbHbIX MacTepOB, KakK 3a-
MeuaTe/IbHbl XynoxHUK Hatanusa Toncras.

Andpeti Toncmoti,
00KMOp UCKyccmeo6eoeHUst

"
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CuMBOIbI HOBOIO
MCKYCCTBA

ToponnuBblit XX Bek MeHSUICS OT JeCSTUNeTHS] K OeCSTUIIeTHIO.
Ceropusi, Korza, Kasaaoch Obl, 9CTETHKA [IECTUAECSITHUKOB U Ce-
MUIECSITHUKOB MOHSTA U U3y4YeHa, HAuMHAeTCs MPOLeCC OCMBIC-
JIeHUs Hacearsl BOCbMUIECSITHAKOB C UX YCTPEMJICHUSIMU U XY-
JIO)KECTBEHHBIMHM 3KCIlepuMeHTamu. Upeonorudeckast cBobona,
MOUCK HOBBIX GOPM U METOJOB, — BCE 9TO Nepelwio 1 B 90-e rozpl,
HO JIMIIb 3aTeM, YTOOBI pacTepsiTh TaM ObLIYI0 OCTPOTY U asb-
TepHATUBHOCTb U MIPEBPATUTbCS B IPOAYKT MacCOBOI KyJIbTYPBL
CBobona nonuTHyecKast HaloXKuIa CBOM OTIIEYaToK Ha Bce cde-
pBI XXU3HK OOLIECTBA U KYJIbTYPbL XyHAOKHUKH U JIUTEPATOPBI 10
CHX [IOp He MOTYT OYHCTUTBCS OT TO IEPBOCBOOO/IBI, BO3HUKILIEH
B 90-e roppl. OcTpast couuanbHasl M MONUTHYECKask HalpaB/ieH-
HOCTb He TOKU/IAeT UCKYCCTBO yxke Gomee 30 net. OToOpaxeHre
0011[eCTBEHHO-TIONUTUYECKUX PEeasiif, POHUST HaJl HUMH, TOIIBIT-
Ka UX MPEOJoJIeHHs] WM ITOAMEHA CMEXHBIMH, HO 00s13aTeIbHO
O/IM3KMMHU — OCHOBHBIE TeMbl MHOTMX pabot. OnHako B Te xe 80-e
rozibl chOpMUPOBAJIOCh LieJIoe MOKOJIeHHe XYAOXKHUKOB, ATIsl KO-
TOpbIX CBOOOZA ObLIa CTOMb )K€ Ba)KHA, HO BOIUIOTH/IACh OHA HE
B CMeJIbIX NOJIMTUYECKUX TeMaX, a B HOBbIX GOpMax M MeTonax
TBOPYECTBA.

Xynoxxuuk Haramus Toncrast NpUHAAIEXUT UMEHHO K 9TOMY
MOKOJIeHHI0. BocritanHas B Xy[JOXKeCTBEHHOI ceMbe, OHa C AeT-
ctBa Oblia OKpyxkeHa armocdepoii nckyccra. Ee pogurenn —
Oner Bnanumuposnu Toncroi, npasHyk JI.H.ToncToro, uasecTHblit
MOCKOBCKUI1 xuBoncell, 1 TatbsHa Brnagumuposaa Toncras, rpa-
UK, nmocTpaTop KHUI, 3acy>XeHHbIN XyA0XKHUK Poccuu.

Oxonuus B 1979 rony MBXITY (61811 CTporaHoBckoe), Haranus
HECKOJIBKO JIeT popaboTana B pealncTUUecKoil MaHepe, Bce 60-
Jiee olymiasi noTpeOGHOCTb OTOMTH OT GUIypaTUBHOTO N300paxke-
HH$, IOMTY HarlepeKop CYLecTBOBaBLIe} U [7laBeHCTBYIOLell Ma-
Hepe. C 3TOro 1 Hayasnach ee M4YHast CBOOOMA, CO3BYUHAs! 00LIEMY
TOHY 310x1. OTXOJ OT COLpeanuCTUIeCKUX TPaAULIUil IPOUCXOAUT
K KoHIy 80-x — Hauany 90-x ronos. Torna Ha cMeHy ITyCTb SKCIEpU-
MEHTa/IbHOMY, HO ellje GUrypaTMBHOMY H300paXKEHHIO IPUXOAIT
abcrpakTHble popmbl. HoBblit eprion TBopuecTsa ToJICTO# HCKyC-
CTBOBE/IbI HA3bIBAIOT «10JI0caThiM». Ha paboTax, cocTaB/IeHHbIX 13
Pa3HOLIBETHBIX 1107I0C, JIyUllle BCEr0 MOXKHO IPOCTIEANUTD IPOLecC



8/9

nepexoza OT OJHOrO MeToja K Apyromy. Hekorna peanuctuunble
$Urypnl CTaHOBSITCS YCJIOBHBIMUA (pOpPMaMH, O>KMBAIOLIVMU JIUIIb
C TIOMOIIIbIO JIMHUKM U LIBETOB. J/IMHUH BIIOCTECTBUN CXKUMAIOTCS
JI0 TOUKH, KOTOpasi, B CBOIO OUepe/ib, B 1apaflOKCalIbHOM XYAOXe-
CTBEHHOM MUpe CTAaHOBUTCS ITyTOBULIEH, a pa3HOOOpa3HbIe 1{BeTa
COOMpAIOTCSl B HECKOJIbKO OCHOBHBIX, BOBJIEYEHHBIX B TPOCTBIE
IUIACTUYECKME M KOMIIO3ULIMOHHbIE pelleHurst. KpacHblii, YepHbIii
u Gesblii LIBETa CO3A0T 0CO00€E XYI0XKECTBEHHOE IIPOCTPAHCTBO,
BHellIHe aOCTpaKTHOe, HO 3aK/IoUaroliee B cebe CUMBOIMUECKOE
3HAa4YeHUE, B KOTOPOM PacCKpbIBAIOTCSl OCHOBHBIE TEMbI XY OXHU-
Ka. 3T TeMbl U eCTb TO MHAMBUAYyanbHOe TBopyecTBo H.ToncTof,
MPOTUBOIIOCTABIEHHOE COBPEMEHHOMY, YKe CTaBLIEMYy MaCCOBBIM
Ha apT-pbIHKE UPDOHUYHOMY COLI-apTy. MOXXHO CKa3aTb, UTO 3TO Te
BEUHbIE TEMbI, KOTOPbIE CETOJHS CHOBA CTAHOBATCS IPU3HAKOM
3JIUTAPHOr0 UCKYCCTBA, KJIACCUUECKA MMEHYEMOTO «4HCTBIM KC-
KYCCTBOM» UJIU XK€ «MCKYCCTBOM I UCKYCCTBa». Ee XyjoXKeCTBeH-
HbII MWD, 3CTETUYECKU COBEPIIEHHBI, COCPENOTOYEHHbI Ha
L[BETOBOJ rapMOHUM U T€OMETPUYECKUX KOHTPACTAX, MIOPOXJEH
cB000/1071 pOPMBI U METO/A, HO 3aMKHYT B pedJieKCUu Ha/l [pe/-
METHBIM OKPYXEHHEM, C KOTOPbIM YK€ JaBHO IpepBaslach CBSI3b.
Yernosek, mo00Bb, HEOO, XpaMm, ITULIA — ITO U IJIaBHbIE 00pa3bl, U
CaKpaJIbHble CMMBOJIbI, JIMIIb HAMEKAIOLIMUE Ha TO, UTO CKPBITO 3a
npefesamMu IBETHOro mpoctpaHcTsa. Pabotsr Tonctoit — 310 Bce
TOT K€ peasbHblil MUP, TOJIbKO B MHOCKA3aTeIbHOM, 3HAaKOBOM BO-
wiotenun. [yroBKY-3Be3/Ibl Ha YepPHOM OBaJie Heba, iBe GpUrypei,
HaBCer/a pas/e/IeHHble HEYMOIMMbIMY JIMHUSIMY, MEUT4, Ha Iy TU
K KOTODOH CTOAT TPU TOUKU-TIPENATCTBUSA, U BEYHO OAMHOKUIA
KpECT.

Ho ectpb u nponus. [pycrHas, npeznenpHo obpasHast. Hax remu
Xe apXeTUIUYeCKMMM TemaMmu. Hap [eTcTBOM, OTpOUYeCTBOM,
1oHOCTbIO. Hasr HeOoM, B KOTOPOE YCTPEMIISIOTCS JIIO[M Ha paKe-
Tax U C KOTOPOrO NajatoT 3BE€3/bL.

[Tost Yecnas Muowr Hamucan o Bpoxckom: «Huurto B nBan-
L[aTOM BEKE HEe MpEeJBEIIaN0 MOSBJIEHUSI TAKOrO II03Ta, Kak
Bpoackuii». MoxxHO ckasaTb, uTo HUUTO B 90-€ rozpl XX Beka He
NpeJBeIlaNo MOSBJIEHUS XyJOXHUKOB, 3aJyMbIBAIOILMXCS Hafl
BEUHBIMU TEMaMH, O KOTOPbIX, K&XKETCs, 103a0bUIO0 BCe 0OIIECTBO.
Haranua Toncras v 6nuskue eii XyI0XKHUKU-TIOCTaBaHTapAUCTbI
00pa3yroT HEKYIO MapajuIesibHyIO0 JIMHUKO [0 OTHOLIEHHIO K Hau-
6oJ1ee MOMyIAPHBIM HAMPABJIEHUSIM B COBPEMEHHOM HCKYCCTBE U
IPOTUBOIIOCTABIISIIOT CBOM PabOoThl TEHAEHINN HUBETMPOBAHUSA
KQueCTBEHHbIX XapaKTePUCTHUK UCKYCCTBA. [lJI1 5CTETUUECKON U
IYXOBHOM TOJIEMUKU C HUMU OuYeHb BaKHAa CBOOO.A, C KOTOPOii
BCe 1 HAYMHAJIOCh.

Examepuna Mopo3osa,
JCYPHAAUCT, IUMEPAMYPHBbIL KPUMUK

Alphabet of Symbols
of Natalia Tolstaya

Natalia Tolstaya’s phenomenon is as surprising, as it is organic.
A direct descendent of the great writer and public figure, she cre-
ates art which is expressed in what at first sight appears to be a
simple but, at the same time, very complex language, appealing to
several layers of the consciousness and even sub-consciousness of
viewers, in an attempt to convey to them important truths about
themselves and about the world in which they live.

At the initial level of perception, we can see before us paint-
ings, graphic works and objects in which use is made of primary
elements of representational form: squares, rectangles, circles and
semicircles, sectors and segments, and also parabolas and a vari-
ety of straight lines. It is possible that Natalia Tolstaya acquired
this ability to think in laconic but universal terms, in visual for-
mulas of sorts, during her years as a student at Gelii Korzhev’s
monumental art studio at Stroganov Institute. At any rate, these
lessons of long ago in monumental art have borne fruit. Due to the
‘minimalism’ of their representational form, even Tolstaya’s small
works possess a monumental dimension. Painted in pure, bright
colours, among which red and white predominate, arranged often
according to the principle of contrast on the flat picture surface,
this is the ‘building material’ out of which the foundation of art-
ist’s work is constructed, elements of the next level of meaning are
then added to it — fragments of photographs, and also of non-art
materials — wire, metal plates, pieces of fabric, threads, string etc...
In addition, in her compositions Natalia Tolstaya makes generous
use of letters of the alphabet and other symbols, and sometimes
whole fragments of text, which add depth to and make even more
complex the semantic texture of each work treated in like vein.
It is important to note the relativity of genre and type in Natalia’s
work. For instance things, characterized by their author as being
paintings, are little different to what she classifies as objects: both
contain collage insertions and possess volume, going beyond a
two-dimensional limit.

It would seem appropriate to draw on a fairly large stratum of
avant-garde and post avant-garde art of the last century - from
constructivism and dadaism to different variations of conceptual-
ism - as historical context for Natalia Tolstaya’s art. But the thing



is the artist only utilizes the methods of these influential move-
ments, while she speaks of values that are not so much intellectual
and ironically-paradoxical, as they are emotional and humane, i.e.,
of eternal and universal, not conventional, values.

And here again the name of Natalia’s great ancestor - Leo Tol-
stoy — comes to mind. All know the outstanding writer’s famous
tales about children and adults, in which the plot as a rule is quite
simple, even banal but, in accordance with the author’s concept,
beyond the simple everyday situation, highly important moral is-
sues are raised. The issues of truth and falsehood, for instance,
and in general of freedom of choice of a particular line of conduct
which will color the whole of a man’s subsequent life, though this
choice depends on one, seemingly insignificant, action. In creating
these stories, Tolstoy was in effect writing parables, in the sincere
belief that via allegory it is possible to enlighten and explain the
truth and by so doing improve human morality and hence give
each individual the hope of Salvation.

Natalia Tolstaya also creates her works as parables of a sort
in which, beyond the external elementary, sometimes emphati-
cally ‘thingy’ form, an important moral message lies hidden. As it
has already been said, in Natalia Tolstaya’s work the artistic form
tends towards minimalism, and this is particularly noticeable in
her graphic works, many of which remind one of geometric for-
mulas, or of mysterious signs of an unknown alphabet, consisting
of pictogram-symbols. The images that are born in the imagi-
nation from contemplation of Natalia Tolstaya’s works now lean
towards romanticism, now are permeated by sincere religious
feeling. In the works Kiss, Two or Evening an image takes shape in
the viewer’s actively engaged imagination of its own accord, from
hints and associations deriving from our archetypal and cultural
memory and aroused by the very laconic means employed by the
artist.

On the other hand, in many things which are outwardly partic-
ularly prosaic or even ‘constructivist’, the selection of elements,
making up the composition, leads the attentive viewer to a pro-
found layer of associations and allusions, going back to orthodox
Christianity. Take the composition in which two vertical and hori-
zontal lines intersect at a right angle upon red ground - this is
certainly not the structure-forming primary “crystal grid” of the
universe, as it was in the works of Piet Mondrian but rather, in ac-
cordance with the title of the work, it is seen as a ‘cross’. Natalia
Tolstaya often arranges the meanings of her works round such
philosophical and metaphysical categories, as time. This is why in
her compositions one often comes across reproductions of clocks,
calendars and all types of symbolic signs, hinting at the traditions
of ancient civilizations, which gave much thought to and tried to
comprehend the idea of time (the letters of the Greek alphabet, for
instance). The concept “Time” itself and the signs linked to it are
filled by the artist with particular associative content: they contain
quotation-fragments from well-known Church Slavonic orthodox
prayers or refer directly to Christ’'s words quoted in the Gospels
(...I'am Alpha and Omega...).

The sacred dimension of these works by Natalia Tolstaya is
extraordinarily chaste and pure, since it is created not by the inclu-
sion into the composition of mystical images, presented accord-
ing to a complex ideological program, but by unobtrusive, though
quite clear and unambiguous pointers to the primary source - the
Holy Scripture, or rather — The New Testament, and by the tactful
inclusion into the structure of an image of Christian symbols and
attributes.

In this sense the artist may be compared to the Early Christian
masters who tried to convey to the first believers the simple, but
wise truths of a still young - semi-underground at the time - reli-
gion, via objects and images, close to and understood by everyone
but which, in the new artistic context, had acquired a totally dif-
ferent, profound symbolic meaning. It was, in some measure, to
the same primary sources of Christianity that Leo Tolstoy would
turn in his time, and this parallel between the spirit of the work of
a contemporary artist and that of the works of her great ancestor
bears witness to the vitality of and demand for the latter’s philoso-
phy in the new millennium. It shows too that modern art can both
find, and also seeks for, a contemporary, adequate, striking artis-
tic language for the defense and assertion of all-important values
common to all mankind. At any rate, it is thanks to the works of
such undoubtedly topical masters, as the amazing artist Natalia
Tolstaya, that one can arrive at such a conviction.

Andrei Tolstoy
Doctor of History of Art
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The Symbols
of New Art

The fast-paced 20th century changed from decade to decade. To-
day when, it would seem, the aesthetic of the men of the sixties
and seventies has been understood and analyzed, the process of
interpreting the legacy of the men of the eighties, their aspirations
and experiments, is underway. Ideological freedom, the search for
new forms and methods - all this was carried over into the 90’s, but
only to lose there, little by little, its former edge and alternative
function and to turn into a product of mass culture. Political free-
dom left its mark on all spheres of social and cultural life. To this
day, artists and men of literature are unable to purge themselves
of that first taste of freedom which occurred in the 90’s. For over
30 years there has been a strong social and political dimension to
art. The ironic reflection of social and political realia, an attempt to
overcome them, or replace them by closely related realia — such
are the basic themes of many works. However, in those same 80’s,
a whole generation of artists came into being for whom freedom
was just as important, though it was embodied in new forms and
artistic methods, rather than bold political themes.

Artist Natalia Tolstaya belongs to this generation. Brought up
in a family of artists, she was steeped in an artistic atmosphere
from childhood. Her parents were Oleg Vladimirovich Tolstoy, the
well-known Moscow artist, and great grand-son of Leo Tolstoy, and
Merited Artist of Russia Tatiana Vladimirovna Tolstaya, a black and
white artist and book illustrator.

Having graduated from Stroganov Moscow State University of
Arts and Industry, Natalia worked for several years in a realistic
manner, but became increasingly aware of an inner urge to aban-
don figurative art, to go against the dominant style that held sway
at the time. And this marks the start of her personal freedom, a
freedom which was in harmony with the overall tone of the age.
Her break with the socialist realist tradition took place at the end
of the 80’s — beginning of the 90’s. This was when abstract forms
took the place of figurative, if experimental, representation. The
new period in Tolstaya’s art is referred to by art critics as ‘striped”.
It is in her works composed of different colored stripes that it is
easiest to follow the transition process from one method to an-

other. The one-time realistic figures become conventional forms,
brought to life only by lines and color. These lines are subsequent-
ly reduced to dots which, in turn, in this paradoxical artistic world,
become buttons, and the variety of colours are gathered together
in several basic colours and given simple plastic and composition-
al treatments. Red, black and white create some particular artis-
tic space — outwardly abstract though inclusive of symbolic sig-
nificance - in which the artist’s basic themes are revealed. These
themes are what account for the individuality of Natalia Tolstaya’s
art, which is juxtaposed to the contemporary, ironical sots-art, that
has already developed into a mass movement on the art market.
One could say that these are eternal themes which today will once
again become a sign of elitist art, bearing the classic label “pure
art” or “art for art’s sake”. Her artistic world, aesthetically complete,
concentrated on color harmony and geometric contrast, is born
of freedom of form and method, but closed in its reflection of the
objective environment, with which the link has long been severed.
Man, love, the sky, a church, a bird - these are the main images
and sacred symbols, just a hint of what lies concealed beyond the
colored space of the canvas. Tolstaya’s works are the same real
world, only in allegorical, sign form. Button-stars against the black
oval of the sky, two figures divided forever by implacable lines, and
an eternally solitary cross.

But there is also irony. Sad, maximally graphic. An ironic attitude
to the same archetypal themes, to childhood, adolescence, youth,
to the sky to which people fly in rockets and from which stars fall.

The poet Czeslaw Milosz wrote as follows of Brodsky: “Nothing
in the twentieth century heralded the appearance of such a poet as
Brodsky.” One could say that nothing in the 90’s of the 20th centu-
ry heralded the appearance of artists who gave thought to eternal
themes which, it seems, society had forgotten. Natasha Tolstaya,
and the post avant-garde artists who are close to her, form a par-
allel line to the more popular trends in contemporary art, their
works representing a contrast to the tendency to whittle away the
qualitative characteristics of art. In the aesthetic and spiritual po-
lemic with these trends, creative freedom is all important.

Ekaterina Morozova,
a journalist and literary critic
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Crp. 16-17

Bpata

XoncT, cMewaHHaa TeXHUKaA
150x170, 2005

P.16-17

Gates

Canvas, mixed media
150x170, 2005




Crp. 18
MNepcoHax
Bymara, akpun
D=35,2009

P.18
Personage
Paper, acrylic
D=35,2009

18/19

Crp. 19
Bpara
®parmeHT

P.19
Gates
Fragment
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Crp. 20
Bcrpeua

Xoncr, cMeluaHHag TeXHUKa
60x80,2007

P.20

Meeting

Canvas, mixed media
60x80, 2007

Crp. 21

[se noaku
bymara, Tywb
35x45, 2004

P.21

Two boats
Paper, Indian ink
35x45,2004
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Crp. 22

Manbiit Kpecr

HepeBo, cMellaHHas TEXHUKA
130x130, 2009

P.22

Small cross

Wood, mixed media
130x130, 2009

Crp. 23

Kpecr

Xoncr, cMelwaHHas TeXHUKA
130x130, 2009

P.23

Cross

Canvas, mixed media
130x130, 2009




Crp. 24-25
Mamatb

Xoncr, cMelaHHag TeXHUKa
160x160,2010-2011

P.24-25
Memory
Canvas, mixed media
160x160,2010-2011



Crp. 26
JleHb 1 HOYb

XoncT, cMelaHHas TeXHUKa
120x120, 2009

P.26

Day and Night
Canvas, mixed media
120x120, 2009

Crp. 27

be3 Ha3BaHusa
bymara, Tyuwb
35x35,2004

P.27

Untitled

Paper, Indian ink
35x35,2004




28/29

Crp. 28

AomMuk

XoncT, cMellaHHaa TeXHUKA
35x35,1998

P.28

Cottage

Canvas, mixed media
35x35,1998

Crp. 29
be3 Ha3BaHuA

DepesBo, cMellaHHasa TEXHUKaA
80x60, 2009

P.29

Untitled

Wood, mixed media
80x60, 2009




Crp. 30-31

06bexT (pparmeHT)
Depeso, akpun
56x45,2010

P.30-31

Object (fragment)
Wood, acrylic
56x45,2010



32/33

Crp. 32
Mputua
DepesBo, akpun
140x70, 2010

P.32

Parable
Wood, acrylic
140x70,2010

Crp. 33
Mputya (pparmeHT)

P.33
Parable (fragment)
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Crp. 34
06bexT (pparmeHT)

P.34
Object (fragment)

Crp. 35

O6bekT

HepeBo, cMellaHHAs TEXHUKA
130x46,2010

P.35

Object

Wood, mixed media
130x46,2010



3HAKU
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Crp. 38

Meteopur

Xoncrt, cMellaHHas TEXHUKA
100x100, 2005

P.38
Meteorite

Canvas, mixed media
100x100, 2005

Crp. 39

Tpuo

Xoncr, cMelwaHHas TeXHUKa
D=30 (kaxpasn), 2008

P.39

Trio

Canvas, mixed media
D=30 (each), 2008



40/41

Crp. 40
MTvua
bymara, Tywb
30x45, 2004

P.40

Bird

Paper, Indian ink
30x45,2004

Crp. 41

Anbda - Omera

XoncT, cMeluaHHas TeXHUKA
160x160, 2008

P.41

Alpha - Omega
Canvas, mixed media
160x160, 2008




Crp. 42
Anbda - Omera (pparmeHT)

P.42
Alfa - Omega (fragment)




44/45

Crp. 44

3Haku

XoncT, cMelLlaHHaa TeEXHUKA
130x130,2008

P.44

Signs

Canvas, mixed media
130x130, 2008

Crp. 45

be3 Ha3BaHuA (AMNTUX)
Xoncr, cMeluaHHasa TEXHUKA
120x40, 2008

P.45

Untitled (diptych)
Canvas, mixed media
120x40, 2008




Crp. 46

Kocmoc

XoncT, cMewaHHaa TeXHUKa
160x160, 2006

P.46

Cosmos

Canvas, mixed media
160x160, 2006

Crp. 47

O6bekT

HepesBo, cMellaHHasa TEXHUKA
25x50,2010

P.47

Object

Wood, mixed media
25x50,2010




48/49

Crp. 48

AneHbKui uBeTOuEeK
XoncT, cMellaHHaa TeXHUKA
100x100, 2006

P.48
Red Flower

Canvas, mixed media
100x100, 2006

Crp. 49

CoH (¢pparmeHT)

DepesBo, cMelaHHasa TEXHUKa
D=60, 2006

P.49

Dream (fragment)
Wood, mixed media
D=60, 2006




Crp. 50

OxupaHue

Xonct, cMellaHHaa TeXHUKaA
120x40, 2010

P.50
Expectation

Canvas, mixed media
120x40, 2010

50/51

Crp. 51

A3b (TpUnTHUX)

Xoncr, cMeluaHHasa TEXHUKA
D=40, 2010

P.51

Az (triptych)

Canvas, mixed media
D=40,2010




52/53

Crp. 52-53

OauH

DepesBo, cMellaHHasa TEXHUKA
60x50, 2010

P.52-53

Alone

Wood, mixed media
60x50,2010

Crp. 54-55

PakoBuHa (pparmeHr)
Bbymara, akpun
40x40, 2003

P.54-55
Shell (fragment)
Paper, acrilic
40x40, 2003
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Crp. 59

Crp. 58 Kanenpapb -1 (noaunTtux, pparmeHTbi)

Kanenpapb -1 (nonmntux)
Xoncr, cMeluaHHasa TEXHUKA
50x40 (kaxpas), 2007

P.59
Calendar - 1 (polyptych, fragments)

P.58

Calendar - 1 (polyptych)
Canvas, mixed media
50x40 (each), 2007

58/59




60/61

Crp. 60

OkHO

XoncT, cMewaHHaa TeXHUKaA
160x160, 2007

P.60

Window

Canvas, mixed media
160x160, 2007

Crp. 61
OkHo (pparmeHT)

P.61
Window (fragment)



62/63

Crp. 62-63

Kanenpapb -2 (nonnntmx)
Xoncr, cMeluaHHasa TeEXHUKA
120x40 (kaxpas), 2009

P.62-63

Calendar - 2 (polyptych)
Canvas, mixed media
120x40 (each), 2009

b
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Crp. 64

La Vita

XoncT, cMellaHHAa TeXHUKA
160x180, 2003

P.64

La Vita

Canvas, mixed media
160x180, 2003

Crp. 65
La Vita (¢pparmeHT)

P.65
La Vita (fragment)
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Crp. 66-67

1-2-3-4 (nonunTnx)

Xoncr, cMelaHHasg TexHUKa
30x30 (kaxpas), 2010

P.66-67

1-2-3-4 (polyptych)
Canvas, mixed media
30x30 (each), 2010




68/69

Crp. 68-69

OceHb (noAMNTHX)

Xoncr, cMeluaHHas TeXHUKa
30x30 (kaxpas), 2010

P.68-69

Autumn (polyptych)
Canvas, mixed media
30x30 (each), 2010







72/73

Crp.72

MapcuaHck1e XpoHUKU
Xoncr, cMellaHHas TeXHUKa
100x100, 2010

P.72
The Marsian Chronicles

Canvas, mixed media
100x100, 2010

Crp.73

06vbekT. PaccBer

TkaHb, CMellaHHas TEXHUKA
50x70 (kaxpasn), 1998

P.73

Object. Sunrise
Textile, mixed media
50x70 (each), 1998



Xonct, cMellaHHag TeXHUKa

Crp. 74
OBa Mmecsua

2007

Xonct, cMellaHHag TeXHUKa

Canvas, mixed media
120x120, 2007

100x100,

P.74

Two crescents
100x100, 2007

Crp. 75

Beuep

P.75

Night

Canvas, mixed media
120x120, 2007

74175



Crp.76-77

3uma

XoncT, cMellaHHaa TeXHUKA
70x100, 2006

P.76-77

Winter

Canvas, mixed media
70x100, 2006

76/77
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Crp.78

Pycckuii neitsax

XoncT, cMellaHHaa TEXHUKA
100x100, 2005

P.78

Russian landscape
Canvas, mixed media
100x100, 2005

Crp.79

MNeizax ¢ nyHoit

XoncT, cMellaHHas TEXHUKA
100x100, 2006

P.79

Landscape with the moon
Canvas, mixed media
100x100, 2006



Crp. 80-81

Mei3zax

XoncT, cMellaHHaa TeXHUKa
50x70,2009

P.80-81
Landscape

Canvas, mixed media
50x70,2009
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Crp. 82
061beKT. eHb

CMeLlaHHasa TEXHUKa

100x100,1998

P.82

Object. Day
mixed media
100x100, 2008

Crp. 83

06bekT. LiBeTok
Metann

40x50, 2010

P.83

Object. Flower
Metal

40x50, 2010
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Crp. 84

061beKT U3 cepun «AnoHus» 1 (pparmenT)
Depeso, akpun

D=10, 2010

P.84

Objekt from Japan Series 1 (fragment)
Wood, acrilic

D=10,2010

Crp. 85

Houb
Bbymara, Tywb
D=40,2010

P.85

Night

Paper, Indian ink
D=40,2010



Crp. 86

061beKT U3 cepun «AnoHus» 2
DepesBo, akpun

51x54,2010

P.86

Object from Japan Series 2
Wood, acrilic

51x54,2010

Crp. 87

061beKT 13 cepun «AnoHns»3
DepesBo, akpun

52x50,2010

P.87

Object from Japan Series 3
Wood, acrilic

52x50,2010




88/89

Crp. 88

06mbeKT U3 cepun «AnoHuns» 4
Hepeso, akpun

45x53,2010

P.88

Object from Japan Series 4
Wood, acrilic

45x53,2010

Crp. 89

061beKT 13 cepun «AnoHnsa» 5
Hepeso, akpun

33x23,2010

P.89

Object from Japan Series 5
Wood, acrilic

33x23,2010
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Crp. 90

061beKT U3 cepumn «AnoHus» 6 (hpparmeHT)
HepeBo, cMellaHHAs TEXHUKA
45x53,2010

P.90

Object from Japan Series 6 (fragment)
Wood, mixed media

33x16,2010

Crp. 91

061beKT 13 cepun «AnoHus» 9
HepeBo, cMellaHHAs TEXHUKA
36x42,2010

P.91

Object from Japan Series 9
Wood, mixed media
36x42,2010




Crp. 92-93
061beKT 13 cepun «AnoHunsa» 9 (bparmeHT)

HepesBo, cMellaHHasa TEXHUKaA
36x42,2010

P.92-93

Object from Japan Series 9 (fragment)
Wood, mixed media

36x42,2010
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this is love




Crp.98

B3rnan

XoncT, cMelLlaHHaa TeEXHUKA
120x55,2010

P.98
Gaze

Canvas, mixed media
120x55,2010
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Crp. 99

Martb 1 auTa
Bbymara, akpun
50x55,2011

P.99

Mother and Child
Paper, acrilic
50x55, 2011




Crp. 100-101
CeMbs
bymara, akpun
50x55,2011

P.100-101
Family
Paper, acrilic
50x55,2011
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Crp. 102

MoacHeXXHUK

XoncT, cMelwaHHasa TeEXHUKA
100x100, 2008

P.102

Snowdrop

Canvas, mixed media
100x100, 2008

Crp. 103

Mouenyi

XoncT, cMelwaHHasa TeEXHUKA
160x160, 2007

P.103

Kiss

Canvas, mixed media
160x160, 2007




104/105

Crp. 104
Crpactb

Xoncr, cMeluaHHan TeXHUKa
120x115,2011

P.104

Passion

Canvas, mixed media
120x115,2011

Crp. 105
Crpactb (pparmeHT)

P.105
Passion (fragment)



Crp.106-107

3uma -2

XoncT, cMewaHHaa TeXHUKA
60x70,2010

P.106-107

Winter - 2

Canvas, mixed media
60x70,2010

106/107
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Crp. 108-109

Tpu AHrena

bymara, akpun

50x40 (kaxpas), 2008

P.108-109

Three Angels
Paper, acrilic

50x40 (each), 2008

108/109



Hatanua Tonctaa

1954 — Ponunack B MockBe

1966-1972 - Yueba B MCILIX

1973-1979 - Yue6a B MBXITY (CTporaHoBCKO€e XyI0KeCTBEHHOE YUMITUIIIE),
daxynbTeT MOHYMEHTa/IbHO-[IeKOpaTUBHOM >xMBoNucH, MacTepckast Kopxkesa I M.
1983 — Berymnenue B Coro3 xynoxHukoB CCCP (ceKiust »K1BONUCH)

BoictaBngercs ¢ 1981 ropa. JKuset u pa6oraer B Mockse
C 1993 cocrouT B MexlyHapOJJHOM Xy[10’KeCTBEHHOM QOH[e

OcHOBHbIE BBICTABKHU

1981-1989 - IlocTostHHBIN y4acTHUK MOCKOBCKUX MOJIOJIE>KHBIX BBICTaBOK

1987- BricTaBka npousBeaeHuii Monozbix xynoxHuko CCCP (ITonbira, Bapiasa)
1988 — «Momnozple coBeTCKUe XYNOXHUKN» (DUHIIHAMS, XeTbCUHKY)

1989 - «HoBas peanbHOCTb» (MTanus, PaBenna)

1990 - BricTaBKa MOCKOBCKHX XyIOXXHUKOB (MockBa, Ky3Hernkuii MocT)

1990 - «Soviet Art» (Mranug, Pum)

1990 - [epconanbHas BbicTaBKa B ranepee «Lindblom» (Gunnsaxmus)

1990 - BrictaBka (I'epmanust, Hoit Yibm)

1991 - BricraBka «West Arts» (Hopserus, Ocio)

1991 - «BrictaBka mectu» (LIIX, MockBa)

1993 - BricraBka «3omotag kuctb» (LI/1X, Mocksa)

1994 - BricraBka (I'epmanus, Puza)

1995 - BricraBka «Toncras Hatanus u Apkaguit [letpos» (ranepes «Bodenschatz», LlIsefinapus)
1995 - «New Generation of Russian Artists» (CILIA, BaiyHrron)

1996-1998 - Tpu nepconasbHble BbicTaBKU (Tepmanust, bepun)

1997-1998 - BricraBka-sipMapka «ApT-Manesx» (Mocksa)

1998 - IlepconanbHas BbicTaBka B ranepee «loday» (Mocksa)

1998 - IlepconasnbHas BbicTaBka B ranepee «IcHas [onsna» (Tyna)

2002 - «XynoxecTBeHHble TpaguLu ceMbu ToncToix» ranepes «fcHas [onsaxa» (Tyna)
2002 - Ackycerso xeHckoro poga» I'TT' (Mocksa)

2003 - BricTaBka B ranepee «Art-actualite» (ITaprx)

2003 — «ApTKOHCTUTYLIMSI» My3€ll COBpeMeHHOro nckyccTsa (Mocksa)

2004 - «Haranus Toncras — Oner Toncroi» Kysneukuit Moct (MockBa)

2006 — «OctpoBa» I'TT (Mockaa)

2007 - «AHrenuaza» My3eii COBpeMeHHOTo ucKyccTsa (Mocksa)

2008 - [lepconanbHas BbicTaBKa - ranepest Cysyku (Tokuo)

2010 - IlepconanpHas BeicTaBka YHuBepcuteT Céa-/[3écu (Tokno)

2011 - [epconanbHas BoicTaBKa «[lamsitb. 3Haku. Bpems» ranepes «Mapc» (Mocksa)
2012 - IlepconanbHas BeicTaBKa B ranepee Ytusma (Tokno)

2012 - FO6uneiiHas BbIcTaBKa, nocssimenHas 80-netro MCX (Mocksa)

2014 - TepcoHanbHas BeicTaBKa. [paduka, 06bekTbL Brusov Art Space (Mocksa)

Konnekuu

TocynapcrBenHas TpeTbsikoBckast ranepesi, Myseit CoBpemeHHOro uckycctsa (Mocksa),
Mynbrumenus Apt Myseit (Mocksa), My3eii-3anoBenuk «fcnas Ilonssa» (Tyna), TMT ( Mocksa),
Apocnasckuii, KeMepoBCKUii XyNOXKeCTBEHHbIN My3€ii

YacTHble KOJUIEKIUH
Poccus, Utamus, Gunnaunus, Hopserus, CLUA, l'epmanns, ABcTpus,

[Iseiinapus, Cunranyp, Snonuus

Natalia Tolstaya

1954 Natalia Tolstaia was born in Moscow

1966-1972 Studied in Moscow Art School

1973-1979 Graduated from Moscow Stroganoff Art Academy in monumental-decorative
painting, class of G. M. Korzhev

1983 Became the member of The Artists Union of The USSR (painting)

Has been participated in art exhibitions since 1981. She lives and works in Moscow
1993 Became the member of The International Art Fund

Principal Exhibitions

1981-1989 - Permanent participant of The Moscow young artists exhibitions
1987 - Exhibitions of the USSR young artists, Warsaw, Poland

1988 - “Young Soviet Artists”, Helsinki, Finland

1989 - “The New Reality”, Ravenna, Italy

1990 - Group exhibition of Moscow artists, Moscow, Kuznetski Most

1990 - “Soviet Art”, Rome-Milan, Italy

1990 - Personal exhibition at “Lindblorn” Gallery, Finland

1990 - Group exhibition, Neu Uhlm, Germany

1991 - Group exhibition “West Artas”, Oslo, Norway

1991 - Exhibition Of Six, Moscow, Central Artists House

1993 —“Golden Brush” exhibition, Moscow, Central Artists House

1994 - Group exhibition, Risa, Germany

1995 - Group exhibition “Tolstaya Nathalie and Arkady Petrov”, “Bodenschatz” Gallery, Switzerland
1995 - “New Generation of Russian Artists” Exhibition, Washington, USA
1996-1998 - Three personal exhibitions in Berlin, Germany

1997-1998 - “Art-manege” exhibition, Moscow, Russia

1998 — Personal exhibition at “Today” Gallery, Moscow, Russia

1998 — Personal exhibition in “Yasnaya Polyana” Gallery, Tula

2002 - “Artistic Traditions of the Tolstoys”, “Yasnaya Polyana” Gallery, Tula
2002 - “Female Arts”, the State Tretyakov Gallery, Moscow

2003 - Exhibition in “Art-actualite” Gallery, Paris

2003 - “Arts Constitution”, Moscow Museum of Modern Arts

2004 - “Natalie Tolstaya — Oleg Tolstoy”, Kuznetski Most, Moscow

2006 - “Islands”, the State Tretyakov Gallery, Moscow

2007 - “Angeliada”, Moscow Museum of Modern Arts

2008 — Personal Exhibition, Suzuka Gallery, Tokio

2010 - Personal Exhibition, Seva Dzesi University, Tokio
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2012 - 80th Anniversary Exhibition of Moscow Union of Artists

Collections

State Tretiakoff Gallery, Moscow Museum of Modern Arts, Multimedia Art Museum, Moscow,
Leo Tolstoy Museum-Estate “Yasnaya Polyana”, Leo Tolstoy State Museum,

Yaroslavl and Kemerovo Art Museums.

Private Collections
In Russia, Italy, Finland, Norway, The USA, Germany, Austria,








