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Damien Hirst— lemien XpopcT Requiem— PexBiem e Other Criteria/PinchukArtCentre



Requiem —PekBiem

Damien Hirst— /IemieH XbopcCT



Victor Pinchuk

Requiem is not just the end but the beginning. Not just the
epitome of life but hope for the future. After night comes

a new dawn. A new page follows the one before.

I believe that Damien Hirst continues to push and challenge
boundaries with his creativity. Requiem opens a new chapter

for him. We see a different Hirst in our midst.

This exhibition is of great significance but what is most
important for me is that the opportunity to see Hirst’s new

body of work occurs first in Kyiv.

Damien’s exhibition in Kyiv symbolises the reciprocal and
mutually beneficial relationship between contemporary
Ukranian culture and that of the rest of the world. They

share a common ground.

Discover and enjoy.

BikTop I[1iH4YyK

Pergiem — 11€ HE TiJIbKU 3aBEPIICHHS, AJI€ 1 TOYATOK.
He numie nificymMoK, ane 1 Hagis. I[licis nodi — 1ens. 3a
IIEPETOPHYTOIO CTOPIHKOIO — HOBA.

S BrieBHeHu, mo JemieH XbOPCT BCE € TiIIbKU
JIOBO/IUTH CBOIO TBOPYY HOTYKHICTb IO TOT'O PiBHS, 110
3AMPOEKTYBAIM TaM, Haropi. I e Pexesiem BigKpuBae
HOBY I1aBy. HapO/DKyeThCsA HOBMI, iHINI XbOPCT.

Lle ayxe BaXIMBa HOBUHA JUIS CBITOBOI KYJIBIYPH. AJie
OCOOHMCTO I MEHE HA/IBAKIIMBUM € 11I€ U TE, IO BIIepiIe
OoOAYMTH HOBOI'O XbOPCTA MOXKHA caMe y Kuesi.
Kuiscbkuil Pexsiem XbOPCTA O3HAYAE, 11O YKpaiHa Ta
CBiT — FIOTO KyJIBTYPHA CY4aCHICTb — I1iKaBi Ta MOTPiOHi
OJJHE OJJHOMY.

Mu iCHYEMO B €IMHOMY BUMipi.

JuBiTbca. Bimaysarire.



Eckhard Schneider How do you see your exhibition at the

PinchukArtCentre in relation to your career as an artist?

Damien Hirst It feels like a museum retrospective, and it’s only
the second time I've had a retrospective show in a museum; the

first time was in Naples at the National Archeological Museum.

ES You are showing a complete sequence of new works for the first
time in Kyiv. Why especially here, and do you think the new
paintings can be compared from the artistic relevance with your

carly works of the 90s?

DH The new paintings are very different, but I'm really happy
to be showing them in this context, and it’s great to show them
all together. I've shown here at the ArtCentre once before, and

we had queues around the block.

ES Your new paintings have an intense emotional impact. Do you

see any cultural links to the current conditions of Ukrainian society?

DH Art’s about invention, and we are all desperately trying to
invent a better future, and to learn from our past. I see a healthy,
hungry audience for art and all types of culture in the Ukraine,

and that inspires me.

ES Would you like to tell us something about your personal

relationship to Victor as an individual, and as a collector?

DH I don’t have relationships with many collectors, but I do with
Victor and a few others — Victor and his wife Elena, I consider to
be my friends. The fact that he started his collection in the year
2000 means I only just got in (laughs), but you gotta start
somewhere, and today is as good a day as any. You've got to be a
very brave collector to start a collection from today, but that’s how
the best collections are made: by somebody with vision and foresight
who is bold enough and generous enough to look into the future
and not be seduced by the past. And of the many people who
collect my art, and say they are going to build a museum for the
people, I believe Victor is one of the few who will actually do it
(laughs). He takes philanthropy very seriously, and to an artist,

that’s an amazing and rare thing.

ES What is for you the most exciting part of the exhibition at
the PinchukArtCentre?

DH Seeing all my work in one space like this, together with the
new skull paintings I've never exhibited before, and knowing there’s
an audience out here that is excited about my work and wants

to see more contemporary art.

Exxappn HIHanaep K v pO3IiHIOENT MiCIl€ BUCTABKU B
PinchukArtCentre y cBOi# Kap’epi MUTIIA?

Hemien XpopcrT Lle cxoxe Ha My3€HHUI PETPOCIIEKTUBHUI
TOKa3. Y MOI! Kap’epi I1¢€ JIUIIIE JIPyTa PETPOCTIIEKTUBA B
Mysel. Brepme 1ie 6ys10 y Heannoni y HarionanbHOMY
APXEONIOTIYHOMY My3€i.

EIII Tu BHepIne npe3eHTyen OBHy CEPilo HOBUX TBOPIB B
Knesi. Yomy came TyT? [ 4K TH I'aJa€lIl — Y1 IIEPEKTNKAIOTHCS
Y TBOPYOMY CEHCi HOBi KAPTUHU 3 TOYKH 30PY 1X XY/I0KHbOI
3HAYUMOCT] 3 TBOIMU paHHiMH podoTamu 90x?

JX HoBi KapTUHU 30BCiM iHIII, Ta 51 [IO-CIIPABKHbOMY
IACJIUBUM ITOKA3ATH IX CaMe€ TaK, 10 TOI'O K 3J0POBO

BUCTABJIATH iX PA30M. SIKOCh paHillle 1 BKE BUCTABJIAB
CBO1 TBOPH B APTLIEHTP], i 9Yepru TArHyIMCA aX 3a Pir

EIII TBOi HOBi KAPTUHU MAIOTh HAIIPYKEHMI €MOLIMHUIA
BIUIMB. Y1 BOAYAEI TH Y IIbOMY IIEBHI KYJIBTYPHi
CIIiBBiIHECEHHS 3 TEIIEPIIHIM CTAHOM YKPaiHCbKOT'O
CyCIIIbCTBA?

JAX MUCTEITBO — 1€ 3aBKJ1 BUHAXIIHUITBO, i MU BCi
BiTUaITyIITHO TIPArHEMO BUHANTU KPAIe MarOyTHE Ta
BUHECTU YPOK 3 MUHYJIOTO. I1JO 1 6a4y B VKpaiHi, Tax 11e
HOPMaJIbHY ay/IUTOPIIO, IO 3rOJIO/HIIA 34 MUCTEIITBOM
i BCiMa BUJIAMU KyJIBTYPH, i 11€ MEHE HA/IUXAE.

EII Y1 He XOTiB 61U TU PO3IOBICTH HAM IIPO TBOI CTOCYHKH
3 BiKTOpOM, IK OCOOHCTICTIO T2 K KOJIEKIIIOHEPOM?

OX A migrpumyio 0COOGUCTI CTOCYHKM 3 HEHAraTbMa
KOJIEKI[IOHEPAMH, AJI€ BIKTOP - cepes IUX KUTbKOX. BikTOpa
TA MOTO JIPpYKUHY OJIEHY A BBAXKAIO CBOIMU APY3aMU. Cam
(hakr, 10 BiH po31n04aB (POPMyBATH CBOIO KOJIEKILiIO y 2000
poLi O3HAYAE, IO A IKPA3 «3AIETIB> (CMIETBCA), AJI€
3PEMITOIO 3 YOI'OCh TPEDHA 3K PO3NOYMHATH — i YOMY 6 HE
cporopni? Tak, Tpe6a 6yTH J1y’ke CMUTMBHM KOJIEKIIOHEPOM,
106 PO3NOYMHATU KOJIEKLIIO Y HAII YaC, AJI€ CAME TaK i

i3 BTACHHUM IIOIJIS/IOM Ta HA/IJICH] 1apOM NepeiOadeHHST;
JIIO/IU, JOCTATHBO CMIIMBI TA IOCTATHBO IIE/Pi, 06
3aIVIA/1ATA Y MaOYTHE Ta HE CIIOKYIIATHCA MUHYJIAM.
Tux, XTO KOJNEKIIOHYIOTh MOI TBOPH T4 KAXKYTh, IO
IJIAHYIOTb 30y[yBaTHU MY3€H JIJIA JIIOJIE, 6araTo. Ajie

A BBAXKAIO, MO BiKTOP € O/1HMM 3 HE6AraThOX, XTO 11€ 1
crpaszii pO6MTD (CMi€ThCS). BiH [y’ke CepiiO3HO CTaBUTHCA
JIO JOOPOUYMHHOCTI, /O MUTII; 11€ HE3BUYAMHO, TAKE
PifKO 3ycTpiHent.

EILL Oco6ucTo s Tebe, Mo € HAUOLTBIIT XBUTIOIOYNM
B PinchukArtCentre?

AX TIpocro 0aYNTH BCi CBOI TBOPU B OJTHOMY MICIIi Pa30M
3 HOBUMH KAPTUHAMH 3 YEPETIAMU, fAKi 1€ PAHiIIe He
BUCTABJIAB, T4 3HATH, IO € AYAUTOPIA, KA IEPEUMAETHCS
MOIMU POOOTAMH T4 IIPATHE NTOOAYNTH 11i€ OIbIIEe
Cy4aCHOT'O MUCTEIITBA.



Damien Hirst, at 43 years old, has long been an artist of historical
significance, a position he has always instinctively understood. This
is shown dialectically in two fundamental stances. Firstly, he has
always insisted on making his own rules concerning the production,
reception and marketing of his work. Through all the changes of
recent years, this heightened sense of artistic autonomy is striking
in its radical consistency. And secondly, Hirst has a profound
respect for his fellow artists, combined with a curiosity and bold
admiration that characterises his direct engagement with their
artistic positions. Ultimately, however, these two qualities reveal
that the actual core of his work as an artist is his consideration

of the fundamental issues of art.

At the end of the 1980s, as a student in his mid-twenties at London’s
Goldsmiths College, he organised ‘Freeze’ (1988) and ‘Modern
Medicine’ (1990), two shows that first brought together a new
generation of British artists and made Hirst a leader of the YBAs.
Together with fellow artists including Angus Fairhurst — to whom,
twenty years later, he has dedicated a moving triptych within his
new series of works — he addressed themes of death, life and sexuality
and stirred up British society’s relationship with contemporary
art more dramatically than anyone before him, with the possible

exception of Francis Bacon.

But unlike Bacon, whom he admires and whose work has exerted
a great influence on his own, Hirst decided, with his iconic works
of the early 1990s, ‘A Thousand Years’ (1990) and ‘“The Physical
Impossibility of Death in the Mind of Someone Living’ (1991),
to take a cool approach to his artistic themes of life, illness, death
and destruction. With these works and those that subsequently
built on them, he achieved a perfect combination of Duchamp’s
legacy, the American Minimal Art tradition and the fleshy
emotionality of an artist like Francis Bacon. And herein lies the
radical nature of his artistic gesture, which involves taking the
cool rhetoric of previous generations from Duchamp through

to Judd, LeWitt and Flavin, and demonstratively charging it

with existential fears.

Eckhard Schneider

Borrowing Duchamp’s concept of the readymade and the American
Minimalists’ model of neutral industrial form emptied of meaning,
Hirst was able to bring the horrors of reality back into contemporary
art all the more dramatically in the form of dead animals, pills,
instruments and medicines. In this way, he directly engages with
humankind’s desperate, and ultimately futile struggle against death.
This is what makes works like “The Physical Impossibility of Death
in the Mind of Someone Living’ and ‘A Thousand Years, with their
physical and metaphorical impact, the most brutal cold-blooded

‘falls from grace’ of late twentieth-century contemporary art.

Concurrent with a major retrospective of the artist’s work, the
PinchukArtCentre is also presenting the artist’s new skull paintings.
Their exhibition, at the end of the first decade of the twenty-first
century, could be considered as radical as the historical moment
in the 1990s when Hirst first showed his aforementioned “brutal,
cold-blooded” masterpieces. For the first time, forty new paintings
are being shown, a significant cycle of works that represents a bold
new direction in Hirst’s artistic enterprise. Although Hirst has
always painted extensively alongside his work as a sculptor, in the
skull paintings which have occupied him over the last two years,
Hirst reveals the emotional nakedness of the paintings’ motifs

as well as the fragility of the painterly process.

Here is an artist who, in mid-career, dares to make a fresh start
that could not have been more dramatic after last year’s high-
profile auction at Sotheby’s. Here is an artist who is reinventing
himself. Someone who for years was synonymous with carefully
calculated production within a studio system is now turning to the
most direct form of production, with all the attendant artistic
consequences: facing the canvas, the individual painterly act,

the creative process, the artist's emotional balance — alone; being
at the mercy of issues raised by the picture, at the mercy of the

creator, of oneself.

On four exhibition levels and in the specially built cube, in a show
featuring over ninety works including iconic early pieces from the
1990s, sculptures and pictures from recent years, together with the
new skull paintings, the PinchukArtCentre proposes an entirely
new discourse on Damien Hirst’s work as it has never been seen
before. This radical and innovative concept is made possible above
all by the loaning of key works from private collections. The
selection of works and the concept for their presentation were
developed in close cooperation with Damien Hirst and Victor
Pinchuk, giving visible expression to the great passion for art
shared by the two men.

In the PinchukArtCentre’s brief exhibition history to date, ‘Requiem’
is a powerful demonstration of the artist’s unbroken creative energy
and of the benefactor’s passionate commitment to contemporary

art and to Ukraine’s ongoing cultural development.

With this exhibition, the PinchukArtCentre team is proud and
happy to be able to make an important international contribution

to the debate surrounding one of the leading artists of our time.

Thanks are due to all those who made this event a reality, to the
staff at the PinchukArtCentre and at Science Ltd, and especially

to Damien Hirst.




Jlemien XbOpCTy CBOi 43 POKM BiKE IABHO € MUTIIEM
icropuynoro macmTady i BiH 3aBXK/I1 iHCTHHKTUBHO CaMe
HHUM cebe 1 BiiuyBaB. L ianekTHYHO Bi/IoOpaXKAETHCS Y
JIBOX (PYH/ITAMEHTAIbHUX NO3UIIiAX. [To-Tiepine, BiH 3aBKau
HAIOJIATaB HA BCTAHOBJICHH] BJIACHUX IIPaBUJI TBOPYOCTI,
Opranizailii Ta MApKETHUHIY. BCi 3MiHA OCTAHHIX POKIB I1€
3arOCTPEHE MOYYTTA MUTEIBKOT HE3AIEKHOCT] BPAXKAE CBOEIO
PaIMKaILHOIO OCTIMHICTIO. A TTO-APYyTe, XbOPCT INMTUOOKO
MOBAKAE CBOIX MIAHOBAHMX KOJIET' Y MUCTELITBI, T4 1 ITOBara
MOE/IHYE i 11iKaBiCTh, i CMiJIMBE 3aXOTUICHH, IO XaPaKTEPU3ye
HMOT0 6€3MOCEPE/THIO yIACTh Y IX MUCTELIbKIN MO3HLI{i. 3PEIITOIO,
OJJHAK, I1i IBi AKOCTIi YiTKO JIO3BOJIAIOTH 3PO3YMITH, IO
PEABHOIO CYTTIO HOTO POOOTH, K XY/IOKHUKA T4, € BIACHE
HMOro po6oTa Ha/l (PyHAAMEHTATbHUMU MTUTAHHAMH MUCTEIITBA.

Hanpuxkinni 1980x e Oyydu CTyZJIEHTOM JBAALATH 3 FAKOM
POKiB y JIOHZJOHCBKOMY KOJepKi [O/IICMIT, BiH CTBOPHB
BUCTaBKU «Ppi3» (Freeze) y 1988 p. Ta «CyyacHa MEUIITHA>
(Modern Medicine) y 1990 p. Lle came Ti IBi BUCTaBKH, IO
BIIEPIIIE 3BEIM PA30M HOBE ITOKOJIiHHSA OPUTAHCHKUX MUTILB
i 3po6mnr XpopCTa JiZilepoM rpymnu «Monoanx OpUTAHCHKUX
MUTILB> (YBA). Pa3oMm 3 iHITMMU MUTIIIMUA, BKJIIOYato4du Exryca
DarpxepCeTa, AKOMY JBAAIATD POKIB Mi3HIIIE BiH NPHUCBATHB
CBill «MOOITBHUI» TPUNTHUX B PAMKAX HOBO{ cepii TBOPIB, BiH
TOPKHYBCS MMUTAHHA CMEPTI, JKUTTS TA CEKCYaJIbHOCTI, 4 TAKOXK
3aroCTPUB iIHTEPEC HPUTAHCHKOTO CYCHILCTBA O CYy4aCHOT'O
MMCTEIITBA, TAK SIK HIXTO /IO HBOT'O 11bOI'O HE POOUB, XiHa 1110
3a BUHATKOM PpeHncica bekona.

Ta Ha BifIMiHY Bijt BeKOHA, IKOTO XbOPCT OOOKHIOE TA YUI TBOPU
MOMITHO BIUIMHYJIM HA MOT'O BIACHI, CaM BiH BUPIIINB MiTiATH
JIO MUTELIBKUX TEM JKUTTH, XBOPOOH, CMEPTI Ta pyHHAaIlii I1O-
HOBOMY. I 1€ TPOABUIOCA B MOT'O iIKOHIYHHX POOOTAX MOYATKY
1990x: «Tucsua pokis» (1990) Ta «PiznyHa HEMOXIIHBICTD
CMEPTIi B TOJIOBi TOTO, XTO KUBMI» (1991). llmMu TBOpamu, Ta
iHIIMMUA, MO 3PEIITOIO 3 HUX BUOYOBYBAIHCS, IOMY BIAJIOCH
JIOCATHYTH JJOCKOHAJIOTO MOEJHAHHA CaJIUHU Mapcers
Jlronana, aMepHUKaHChKOI Xy/IOKHbOT TPAAUIIiT MiHiMaTizMy
Ta AICKPABOI EMOIIITHOCTI TAKOTO MUTILA, AK PpeHcic Bekon.
CamMme 3Bi/ICH — MAJIEHICTh MOTO TBOPYO] IUTACTHUKH, KA
BUKOPUCTOBYE ACKPABY PUTOPUKY IOIEPEJHIX ITOKOJIHb BiJ|
Mromana 1o xyan, JleBitt i dnasina, Ta JEMOHCTPATHBHO
HACHUYYE 1 EK3UCTEHIIMHUMH CTPAXAMH.

3aro3UYHBIIN JIOMIAHiBCbKY KOHIIEHIIIO «<TOTOBOI'O» T4
MOJIEJIb HEHTPAIBHOI IIPOMHCIOBOT (hOpMH 6€3 3MICTY,
3aMPOITIOHOBAHOI AMEPUKAHCHKMMM MiHiMasicTaMu, XbOPCT
3MII TIOBEPHYTH Cy4aCHOMY MUCTEIITBY KAXHW PEATINy

1 Huanaep

HAMBPAKAIOYiA (POPMi MEPTBUX TBAPUH, ITT'YJIOK, iIHCTPYMEHTIB
i MeIMYHNX 32CO0iB. TAKMM YHHOM HOMY BJJAE€THCSI TOBOPUTH
MOBOIO (PAKTYAJIbHOI'O MUCTELITBA IIPO 3aB34Ty 60POTHOY
JIIOJICTBA IPOTU CMEPTI. I came 11€ ¥ pOOUTH TaKi TBOPH, SIK
«Pi3nyHa HEMOKJINBICTB CMEPTi B TOJIOBi TOTO, XTO JKUBULT>
Ta «Trcsya PoKiB», 3 IX (Pi3UYHUM i META(POPHUUHUM BIUTUBOM,
HANOPYTAIBHIIINMU XOJIOJHOKPOBHHUMU «ITAJIIHHSMU BiJl
G1arofaTi» CydaCHOIO MUCTEILITBA KiHIIS IBA/ILISTOTO CTOJITTSL

Leit macmTabHUI IEPCOHATBHUM ITPOEKT, 1[0 HOTO
npexacrasisie PinchukArtCentre HATPUKIHII IEPIIOT IEKa/ T
JBAALSTH [IEPIIOTO CTOITTS, MOKHA ITIOPiBHATH 3 THM
icTOpUYHUM MOMEHTOM 1990X — 2, MOXKJINBO, HOT'O 3HAYCHHS
HAaBiTh OIbIIE. YIIEPIIE MPE3EHTOBAHI COPOK HOBUX KAPTUH —
IUIKOBUTO HOBUI ITUKJI TBOPIB, AKi IPECTABIAIOTD CMiITUBUAL
MPOPHB y TBOPUOCTI MUTIIS, IO BiIOYBAETHCS 3apa3. Xoua
JlemieH XbOPCT 3aBK/AH MPOJOBKYBAB MATIOBATA BOAHOYAC
31 CTBOPEHHAM CKYJIBIITYP, 4JI€ YEPE3 EMOIIMHY HATOTY CBOIX
MOTHBIB i KDUXKiCTb Xy JOKHBOT'O ITPOIIECY KAPTUHU YEPEITiB
riepiozy 2006-2008 pOKiB € TBOPYOIO CEHCAIIEIO.

Ilepes HAMH MUTELD, SKUH OCMUIMBCSA 3aHOBO PO3IIOYATH BCE
Ha CEPEAMHI CBOTO TBOPYOI'O NUIAXY — i HABPAJ] YU 11€ MOKHA
OyJI0 3pOOHTH SICKPABilIle, HK TENEP, MiC/IsT PE3OHAHCHOI'O
aykiiony CoT6ic MMHYJIOTO poKy. Came TaMm XbOPCT BUPIITNAB
TIOXOBATH Ti TBOPH, SIKi 3p06MIHN FOr0o BifomuMm. Ilepes HaMu
MUTELb, AKUI 3aHOBO 3HAXOUTD cebe. Tor, XTO pokaMu OyB
CUHOHIMOM PETENBHO PO3PAXOBAHOI POOOTH Y CTY/L, TENED
3BEPTAETHCA /IO HAUOLIBII 6E3110CEPEAHBOT (POPMU TBOPEHHH,
3 yciMa Xy/IOKHIMH HACIIKAMHA, MO 3 IIbOT'O BUTIKAIOTh:
OOINYYSM JIO ITOJIOTHA, iIHJMBi/TyaIbHA XYJOKHS J1isl, TBOPYHIL
MPOLIEC, EMOLIIFTHA PIBHOBArd MUTLISL — BCE HAOIUHIL;
nepebyBaHHA MiJ] BIAA0IO MTATAHD, MiTHATUX KAPTUHOIO,

TIi/1 B/1A71010 TBOPIIA, cebe.

Ha 90TMpPhOX PIBHAX BUCTABKHU TA Y CIIEIiAIbBHO CTBOPEHOMY
Ky6i Ha BUCTABLI], 1110 3aI'AJIOM HAPAXOBYE ITOHA]] IEB’STHOCTO
POG6IT, BKIIOUAIOUN PaHH] iKOHIUHI TBOpU 1990X, CKYIBITYPH
Ta KAPTUHUA OCTAHHIX POKIB, 4 TAKOX HOBi KAPTUHU YEPETIiB,
PinchukArtCentre IpoOIOHY€ CYIUIBHO HOBUH AUCKYPC Y
po6oru [lemieHa XbOpCTa, K 1OTO IIE HIXTO Y CBiTi paHirie
He 6a49mB. LIg paiuKaIbHA Ta HOBITHSA KOHIICTIIIIA CTAIa
MOKJIHBOIO IIEPII 34 BCE 3AB/IAKU 3AII03UYEHHIO OCHOBHUX
POGIT 3 NPUBATHUX KOJIEKILiH. Bin6ip poo6irT, sk BiaacHe

i KOHIIEMIIis IX Tpe3eHTAallil, Oy/I1 PO3POOJIEHI Y TiCHII
cniBnpaiti Jlemiena Xvopcra Ta Bikropa Ilingyka. lle —
HA0YHE BUPAKEHHS BEJIMKOI IPUCTPACTi O MUCTELTBA,

sIKa O0’€IHYE LIUX JIBOX JIIO/IEH

«PexBieM» € HAMIIOTYKHIIIOIO 34 KOPOTKY BUCTABKOBY
icropiro PinchukArtCentre eMOHCTPAILI€IO HE3JOMAHHOT
TBOPYOI €HEPTii MUTIIA TA MPHUCTPACHO] Bi/IIAaHOCTi MEIeHATa
Cy4adCHOMY MUCTEIITBY T4 IIOCTYHAILHOMY PO3BUTKY
YKPATHCBKOIL KYJIBIYPU.

Komana PinchukArtCentre MUANIaeThCs 1i€10 BUCTABKOIO

Ta MIACUBA 3pOOUTH Y TAKUH CIIOCIO BAKIMBUI 3MICTOBHUHI
BHECOK JIO MDKHAPOJHUX JEOATIB, SIKi TOUYATHCS HABKOJIO OJHOT'O
3 IPOBIAHUX MUATIIiB HAIIIOT'O YaCy.

BupaxaeMo oaaKy BCiM, 3aBIAKN KOMY 114 IOJIiA CTana
peanbHicTIO, crliBpobiTHHKaM PinchukArtCentre i Science Ltd,
T2 0CO6/MBO JleMieny XbOPCTy.



A Conversation:

Damien Hirst

Do you ever worry about what you’re doing? I sometimes go in
the studio and think what the fuck is all this stuff? There are so
many different ideas it can often feel like the outpourings of an

insane mind.

Takashi Murakami
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I’'m a working-class artist, so I'm not someone who has a lot of
ideas. Instead, I take the ideas that I do have and examine every
inch of them from top to bottom, again and again. Then I work
from the results. So while I envy the crazy state of your brain, it’s

not something that I'm capable of. Kind of depressing, really.

DH I don’t mind saying I find it difficult to square up the money
and the fame with the art and integrity. Do you not care?

TM Actually, I don’t feel particularly rich or famous. My daily life
consists of eating my mother’s home-made box lunches or the food
from the local supermarket, keeping my large and creative staff on
their toes, piling up regrets, falling apart, and then exhaustedly
going to bed on a layer of two sleeping bags. These days I've
knocked my body out of balance and have been going to an
acupuncture therapist. But even then, 'm still a lot more blessed
than other artists. The very fact that we can exchange this back

and forth is, for me, a dream come true.

DH I sometimes think with all this success comes too much
responsibility, I kind of think I have to re-invent myself every day
and then you've always got to ask yourself, “in whose terms am

I successful?” And ask yourself, “is that good?” Cos there’s so

many ways to measure success. A lot of them bad.

TM I 'look to you, Damien, to be my significant touchstone.
I constantly study what you make, your career, your actions and

then I use that as a measuring stick for myself.

DH (laughs) Fuck off! (laughs) You’ve gotta have a big ego to
do what we do, don’t try to pretend you don’t. We've got to make
it up as we go along, don’t we?

Did you grow up with money?

TM I grew up in a poor family. Until I was in elementary school,
we lived in a small shack that my father built by hand. It was the
kind of place where a simple change in the weather could drive
you mad — noisy when it rained, cold when it snowed, and in

the summer you couldn’t bear to be inside.
DH Now that you're at the top, do you enjoy being an employer?

TM Yes. There’s something very important in the feeling that
I get from being responsible for my employees. Maybe I look at

my company as some kind of pseudo-family.

DH I remember reading something you wrote a while back about

starting to produce art in a studio or factory set-up. You wrote:

Whether you are in contemporary art or not, Supporting a
lifestyle with painting and art has always been severely
problematic. In fact, it should have been an impossible goal to
realize for me to live in Japan, creating contemporary art with
the management I wanted in a place where I could make what
1 want when I wanted to make it. I had a number of happy
encounters, and somehow made it through, but even still
maintaining an environment where I could consistently make
good works over a time period of months and years has been
difficult in the extreme.

Since it won’t do to sit in one place and constantly make the
same thing, one always has to be making something new, and
even more so, something right. Its a process that involves a lot
of experimentation and failure. I think that it is only with this
realization that the act of creation can truly begin, but not
many of my colleagues are of like mind. Even still, art must go
on. It must evolve. This I believe, even if it makes the task of
managing a studio difficult, an increasingly onerous burden.
This is how Hiropon Factory [my first studio] got its start, in
spite of the unrelenting reality that made it clear this was not
a one-man job. The workshop system is one that has worked in
the fields of Japanese painting and sculpture; rather, I think it

is a natural progression.'

DH I like being an employer. It scared me at first but I like the
responsibility now. I never thought in my wildest dreams I'd end
up being a successful artist employing a huge workforce of assistants,

but hey...

TM I chose to be an artist because I thought it would allow me
to work alone. Now I employ over 100 people. That part feels

a bit ‘unnatural’.
DH If it helps artists make great art then 'm all for it! (laughs)
TM It would be great if you could share with me how you have

positioned yourself (for example, your significance/value and
placement, etc.) into the annals of art history.
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DH Wow! Annals of art history? (camp voice) My wife says 'm
not anal enough! (laughs) I don’t really think about it like that,
though I do remember looking at the books in the huge art library
in Leeds where I grew up and thinking FUCK!!!! 've got to read
all this shit before I can even start to be an artist, I must have been
about 16 years old, I never really believed that there’d be a book
about me in there one day. The sad thing though is that most of
those dudes in the books were dead.

But then Nietzsche said “art is the desire to be different, the

desire to be elsewhere”.

TM Art is the peculiar trait of human beings, wherein we find

enjoyment in meaningless behaviour.
DH How do you make art, what processes do you go though?

TM I have about four designers who undertake such steps as tracing
the draft plans and choosing the colours. Then, the data for the
plans are distributed among the studio in the suburbs of Tokyo
and the studio in Long Island City, where a total of about 40 staff
members (about 20 staff members in each studio) paint the work.
Annually, even if we put the pedal to the metal, around 30-40
works are completed.

In comparison, you create a voluminous number of works. I'm
so jealous! What about you? I would like to know more about your

process for creating work.

DH I've been expanding for over 20 years really, and most people
who work for me have stayed with me so I get to know people very
well, know their strengths and weaknesses, and I delegate wherever
I can. I have one guy I work with called Hugh and we’ve been
friends since I was 16 years old. He used to make art but stopped
and started working for me and he kind of stops me disappearing
up my own arse. I always look for short cuts and 'm very impatient.
Once I work out how to do something I kind of try to make a lot
quickly then move on to something else. I always OK finished
pieces and I'm the only one who has the ideas. But the key is to

delegate. And I make sure I enjoy myself.

TM What are the issues that you believe are worthy for creators

to presently use as themes?

DH I like the old ideas, life and death, good versus evil, hot and
cold, love, sex, death, desire. All the big ideas, romance. I guess
terrorism is good for today but it’s not a very timeless issue and
I think art should strive to be timeless; a dying man’s thoughts
is a better theme. I like religion, science, all that shit, the small

and the big stuff, I love painting; I love its complexity.

TM Doodles rendered in oil paints or acrylics become paintings,

s0, really, it’s hard for me to speak about matters of complexity.

DH Speaking about complexity means it’s gotta be time for a

question from my friend Hans Ulrich Obrist. I asked him to give
me some questions for this conversation, so here goes: “is there a
place of painting or is the place missing?” I love his questions, he’s

so formal; I call him Mr Enthusiastic!

TM I enjoy painting. Both looking at paintings and producing
them is fun, so I can’t see how you could say the place isn’t there.

By the way, I would love to see work of yours that deals with sex.

DH (laughing) I made a piece called “The Problems with
Relationships’. It’s an advertising billboard: a tri-vision board that
moves and has 3 images and it just keeps revolving. 1st image is
a hammer and a peach, for violence; 2nd is a jar of vaseline and
a cucumber, for sex; and the last image is the text “the problems
with relationships”. It’s not very romantic. I also made a piece
called ‘She Wanted to Find the Most Perfect Form of Flying’,
but with sex it always becomes comedy or murder with me, for
some reason. I wanted to make a piece that never got done called
‘Couple Fucking Dead (Twice)’. It was two tanks with two dead
cows that fucked in each tank until they rotted and fell apart and
there was no smell cos I was going to use filters to take away the

smell. I may still do it.

TM T'm sure you're a global jetsetter; please tell me about your
favourite location in the world for good food, as well as a favourite
dish that you’ve had.

DH I had a friend who once said about travelling by Concorde,
“if you wanna get there that fast, then you really shoulda left the
day before.” T once read a great thing you said about being Japanese
and equating your particular brand of beauty with the flavour

of soy sauce. In talking about your vision of beauty, you said

the following:

1 have the misfortune of having been born in Japan. As a direct
result, after only two days spent overseas, I start craving Japanese
Jood. I tried various ways to appease my imprinted urges, but
lately I just give in to my desires and dig in. My vision of beauty
is based on my desires, my body, my memories — it can’t be

helped if it stinks of soy sauce.

Japanese contemporary art has a long history of trying to hide
the soy sauce. Perhaps theyll strengthen the flavour to please the
Joreign palette, or perhaps theyll simply throw the soy sauce out
the window and unconditionally embrace the tastes of French
or Italian cuisine, becoming the Westerners whose model of
contemporary art they follow. Weve been eating out for years.
Though it may be easier, that path is not for me, I think. No
matter how much trouble it takes, [ see the need to create a
universal taste — a common tongue — without cheating myself
and my Japanese core. I should trust my own taste buds and
use them to guide me as I continue to blend seasonings, not

cheat myself with something else...*
DH Sounds good. What music do you listen to?
TM Enya. Also, Fishmans.
DH My partner Maia says I've got no taste in music, but she’s not
into the Beatles. I love the Beatles; I think they were more influential

on me than Picasso. Do you like the Beatles?

TM Hmmm. I love the Beatles, but I get more of a buzz from

seeing the studios of young artists.
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DH Can you tell me something fundamental about your studio?
TM Etiquette and decorum are important.

DH I let the staff control that aspect of the studio, they can paint
naked if they want as long as the end result is what I'm after.
(laughs) In your work, you deal with the big subjects, don’t you?
TM I do think that art is essentially about ‘life and death’.

DH I agree with that. If you’re gonna pray, why not pray to art?
Art won’t let you down. What's your take on the objective and
the subjective in art?

TM I see it as it relates to ego, I see subjective as a reflection of
undeveloped egoism, and objective as the conclusion of fully

developed egoism.

DH Do you think that there is a way to avoid banality? Would

you want to?

TM I think it comes down to the ingenuity of a person’s DNA.
DH Apart from death, are you fearless?

TM I fear a great many things. Too many to mention.

DH What's truth to you?

TM The history of the future that I believe will remain after death.
DH And what’s the future?

TM Hope.

DH The present?

TM Hell.

DH Shit! That’s hardcore. Is art making life better for you?

TM Hmm, it might be so for crazy people, but for those with

their screws tightened propetly, art is pretty meaningless.

DH Who are your heroes?

TM Hayao Miyazaki, Steve Jobs, Jeff Koons.

DH What about doubts? I can’t destroy paintings. I'm really
stubborn like that. I refuse to let them die. I just work on them
till they work out. Do you sometimes destroy your paintings

or work on old paintings, rework them?

TM I never destroy them, but I very often produce new versions

of older works.

DH Do you use irony in the paintings?

TM I sometimes use it, sometimes don’t, but my happy face

flower paintings are clusters of satire.

DH What's your favourite colour?

TM Pink.

DH Thought so (laughs). What's your least favourite colour?
TM Hmm. Viridian green.

DH How did the computer change the way you work?

TM It allows me freedom in fiddling around with my compositions.

The flexibility is great.

DH The history of sculpture was often written by painters who
ventured into sculpture: Matisse, Picasso, etc. What about your

sculptures? Are they a painter’s sculptures?

TM I think so. For example, I could never make anything in a
sculpture-like context, in the way that Anthony Caro does.

DH So do you see yourself as a painter, a sculptor or an artist?
TM I'm an artist so I'm pretty bad at painting and sculpture.

DH (laughing) What do you think of Jeff Koons and
Richard Prince?

TM I think Jeff is great beyond words. In some ways, the quality
of his ‘Balloon Dog’ is a milestone in contemporary art. And
Richard Prince, I love the Brooke Shields picture he did [‘Spiritual
America’]. There was a time when I created many works in the

manner of that picture.

DH I feel really lucky to be an artist. When I was a kid, I never
even imagined that I'd ever get paid to do something I enjoyed,

did you ever feel like that?

TM It’s just what the gods chose for you. We artists are merely
catalysts. We’re machines that receive messages from space and

then retransmit them.

DH Yeah far out, me too man. I like what Francis Bacon said,
“when I die just put me in a refuse sack and throw me in the
gutter.” Hey, maybe we won’t die? Maybe we are the first two
people who don’t die? I fuckin hate death! It’s a bummer man.
Samuel Beckett said a great line about death, “death doesn’t require

us to make a day free.” That about sums it up for me.

TM As I'm just a vehicle for the art, what I'm really worried about
is what happens after I die.

DH I hear ya. What was that great thing you said about working
for the sake of beauty?
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TM T said:

1 will always work for the sake of ‘beauty’... It is because ‘beauty
gives reality to the fantasy that when [people] stand before it,
everyone is an equal, if only for a moment. It is the culmination
of peoples desire to simply understand one another. That is what
L work for. I pray every day that I can maintain this passion
until I die, that I can live earnestly and fulfil my role as a
disciple of ‘beauty’?

DH Amen to that brother! What do you make of the art world?

TM In my opinion, the history of post-World War II art has
consistently been directed by the initiatives of the countries that
were victors in World War II. Ditto for Great Britain; ditto for

the US. What is your view?

DH There’s a great statement written on the arch around the
entrance to the Victoria and Albert Museum in London. It says,
“the excellence of every art is measured in the complete
accomplishment of its purpose.” I love that statement and think
it’s pretty much universal.

I look for universal triggers. I mean, slipping on a banana skin
is funny in any culture; always has been and always will be. As an
artist I always look for things like that. There’s that great neon
piece by Bruce Nauman with the statement, “the true artist helps
the world by revealing mystic truths.” That says it all for me,

wherever you are in time or space, in any culture.

1. takashi murakami: summon monsters? open
the door? heal? or die?, Kaikaikiki Co., Ltd
and Museum of Contemporary Art, Tokyo,
eds., 2001, page 146.

2. Ibid., page 130.

3. Ibid., page 147.

[HTEpPB’IO

JleMieH XbOPCT

Yu TH KOMU-HEOY/Ib IEPEKUBAENT 3a TE, 1110 pobur? 5 iHoi
3aXO/UKy /IO MariCTEpHi i iymalo, 1o 11e 'y 6ica 3a HernoTpi6?
Bunnkae Tak 6arato pisHUX i/1eH, 0 iHO/I 11€ CKU/IA€ThCS Ha
TMTOTOKU MAsTYHi 60KEBITBHOTO.

Takari Mypakami
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Sl MUTEIB, TAK 6W MOBUTH, POHOYOTO KIIACY, TO XK 51 HE TOH,

B KOTO 6araTo ifief. Sl mpocTto 6epy Ti ifiel, mo B MEHE €, Ta
AHAII3YIO KOXKEH IX TIOUM 3 BEPXY JO HU3Y, 3HOBY T4 3HOBY.
TToTiM MOYMHAIO NPAIIOBATH, Bi/IIITOBXYIOYNUCH Bifl PE3YJIBIATIB.
Tomy, SIKIIIO 51 i 3a3/IpI0 OOKEBUTPHOMY CTAHY TBOT'O MO3KY,

1€ HE T€, HA IO 5 CaM 3[4ATHHI. Y IIEBHOMY CEHCI L1e
34CMyUyeE, JiHICHO.

X He 6ysy NpuxXOByBaTH, U1 MEHE CKJIAZTHO BOAHOYAC
MATHU CIIPABY i 3 IPOLINUMA i CJIABOIO T4 3 MUCTELITBOM i
0COOHUCTICHOIO 1iiTicHicTIO. Tebe 11e He XBUJIIOE?

TM Hacnpaszi, g HE BiZjuyBalo ce6e OCOOIUBO 6araTum abo
3HAMEHHUTUM. MO€ IIOBCAKIAEHHE )KUTTS CKIaJJAE€THCA 3 TOT'O,
10 1 iM OOi/T, IPUTOTOBAHMI TA 3AMTAKOBAHUI Y KOPOOKY MOEIO
MaTip’1o, a00 DKy 3 MiCIIEBOTO CyIIEPMAaPKETY, CIi/IKYIO, 0O
HE PO3CJ1a0JIsA/IACs MOsI BEJIMKA T KDEATHBHA KOMAH/1a,
ITOCTIMHO YOI'OCh IIKO/IYIO, CTPAIIEHHO ITEPEKUBAIO TAd HEPBYIO,
TiCJ/IsT 9OT'0 6€3 CUJT 3ACUHAIO HA JIBOX CHAJIBHUX MIITKAX.
Hapasi, 1 Tak BUCHa)KUB i pO36AJIAHCYBAB CBill OPraHi3M, 1o
JIOBOJIUTHCS XO/IUTU HA I'OJIKOTEPATIIIO. AJIE PA30M 3 1M, MEHI
Ha6araTo OUIBIIE NOTATAHWUIO, HIK iHIIMM MUTLAM. CaM (paxT,
IO MM MOKEMO OTAK OOMIHIOBATUCS IyMKAMH, — 1€ BXKE
3AiMICHEHHS MPiIt.

AX IHOZA] g yMalo, WO 3 yCiM IIAM YCIIXOM IIPUXOJUTH 336araTO
BiITTOBiaIBHOCTI. MEHI 3/1a€ThCSI, HA4EOTO MEHI JJOBOIUTHCS
KOKHOT'O IHSI 3aHOBO C€0€ BUHAXO/IUTH, 4 LIIE TH 3ABK/IH MAEIT
UTATH CeOE: «y YMEMY PO3YMiHHI 5 YCHIMIHUI?> A TOTIM: «dn
e 1o6pe?». Tomy 110 € TaK 6araTo Crioco6iB BUMiPIOBAHHS
ycnixy. I 6araro 3 HUX noraxi.

TM Tu pis Mmene, Jlemiene, Haye npoOHMI KaMiHb, AKUH Mae
JUIA MEHE CYTTEBE 3HAYEHHS. S IOCTIMHO BUBYAIO T€, 1110 TH
CTBOPIOEIIL, TBOIO Kap’epy, TBOI [Iil, i BAKOPHCTOBYIO 11€ SIK
BUMIiPIOBAJIbHY KAy JIJISI CEOE.

OX (cmiernses) 3abuparica 1o 6ica! (cmierbes) IToTpiéHO MaTh
HEAOWSIKE €TI0 IS TOTO, OO POOUTH TE, UMM MU 3aHIMAEMOCS,
i He HaMararics BJjaBaTy, Mo y Tebe foro Hemae. I My IMOBHUHHI
CTBOPIOBATH HOT'O ITOCTIMHO, IO Mipi IPOCYBAHHS YIIEPE,
4M HE TAK?

Komu tu pic, y Tebe 6y rpomti?

TM 4 picy 6ipnirt poguHi. [TOKU 51 HE THIIOB JO TOYaTKOBOL
LIIKOJIM, MM JKHJIA Y KPHXITHIH XaTyTli, 1Ky Mili 6aTbKO IOOYyBaB
BracHOpy. Lle Oys10 Take Miclie, /ie MpOoCTa 3MiHa IOTO/IU MOIJIA
3BECTH TEOE 3 PO3YMY — IIIyM, KOJIA FZIE JIOMI, XOJIOZ, KOJIU Hfie
CHITI, A BJIITKY BCEPEINHI ITPOCTO HEMOMJIMBO OYyJ10
BHAXOIHUTUCS.

A X Teniep, KOJIM TU BKE HATOPi, TO6i MOA06AEThCs Oy TH
poboTrozasLem?

TM Taxk. ;11 MEHE € IOCh JTy’KE BAKIUBE Y BiIIyTTi
BiINOBiJa/IbHOCTI 34 THX, XTO HA MEHE MPAIIO€. MOXJIUBO, 51
CIIPUHMAIO CBOIO KOMITAHIIO K CBOT'O PO/ TICEB/IO-POJUHY.

O X TTaM’s1Ta10, SIK YUTAB TE, IO TH KOJIUCh HATIUCAB IIPO
HAJIArO/KCHHS TBOPYOTO IPOLECY Y CTY/il UM MAMCTEPHI.
Tu mrcas:

3atimacuics CyHacHUM MUCMCUIMBOM YL Hi, 3aDOOAMU
COOT HA ACUMINAL HCUBONIUCOM L MUCINCUINEOM 3ACHCOU
0)10 00680/ npooseMamuyro. Hacnpaeoi, scumiu 6
Anomnii i meopumi CyuacHe MUcmeuyineo 3 makum
MEHCONCMEHIMOM, K020 5 XOWY, Mam, 0e s.mi2 Ou
DObumLL, 140 XOUY, MO0, KO XOHY 14b020 — MAKA MEMd
mana 6 Oymu O merHe HeOOCANCHOKN. Meri nowacmuio
Mamiut Kiiokd 3ycmpidett, i s AKUMCb YUHOM 3Mi2
1nepebopomL yCi mpyorHouli, ane 6ce i maxu 3oepizamu
cepedosue, Y AKoMY Mi2 Ot CmabiibHo CIMEoPIOSaIMU
2apmi PoooML YNPOOOBIC MICAUIS, POKLE, Onamere 0)/10
HAO3BUHALIHO BANCKO.

AKU0 1e xoueut cuimis Ha OOHOMY MICUE 1A NOCIITHO
pobumu oome ii me came, 3a6ACOU MA€EUL CIMEOPIOBaAMU
UjOChb HOBE, T HABIMb U0 OLNbLUL BANCIUBO, UOCD
npasunsie. Llett npoyec ckaaoacmsca 3 6azamsox cnpoo
ma neeoau. A 66axicar0, o MiloKit 3 YC8I0OMACHHAM
1020 OLLCHO MONCe PO3NOUAIMUCA AKIN MEOPIHHA,

azne He 6Ci Moi Koaezu noonaIoms 4o Oymx). Tum ne
MEHIUL, MUCINEUINEO NOBUHHO PYXAmucs énepeo. Boro
Mae esonoyiornysamau. A nepexoranuli, ujo marx Mac
0YymuL, HAGIMb AKULO Ue POOUML KePYBarHs CYOiero 6ce
Ol1bLLL CKAAOHUM 1M OOMANCTIUBUM 3A680aAHHAM. Came
marx posnouanacsamosn Laopurxa Xiponow (Hiropon
Factory) [mos nepua cmyois], Hanepexip 6e3xncaivHill
peansHocmi, AiKa ACHO 8KA3YBAJLA HA Me, W0 OOHILL
JHOOUHE Ue He 1110 custy. Cucmema POOOmu Y MaricmepHsx
ue ma, Ka CnPaLbo8)ala 6 ANOHCHKOM) HCUBONUCE
ma CYnImypPl; ckopiue, s 0 CKasas, ye npupooritl
DPyxynepeo.’
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IX Meni nogo6aerscs 0yt podoTozasleM. ClIOUaTKy Lie MEHE
JIIKAJIO, JI€ 3aPa3 MEHI ITOJJ06AETHCS 1151 BiITIOBIJAIbHICTb.

51 He Mir cobi yABUTH HABITh y HAMIIAICHIINNX (DaHTAZIAX,

IO 3PEIITOIO CTAHY YCIIIIHUM MUTIIEM 1 y MeHe 6y/ie Chta-
CUJIEHHA ACUCTEHTIB, IO IIPALIOIOTh Hd MEHE, AJIE OCb...

TM 4 06paB 6yTH MUTIIEM, TOMY IO I'/1aB, 11O 1€ JIO3BOJIUTh
MEHI ITPAITIOBATY HAOAMHIT. Teriep Ha MEHe MPAITIOIOTh HiIbIIe
COTHI IOJEN. I 1€ BiJT9yBAE€THCA AKOCH «HEIPHUPOIHO>.

AX Ao e fonoMarae MUTLSAM CTBOPIOBATH KIIACHE
MUCTELITBO, TOAI 5 TUIbKM 32! (CMi€TBCS)

TM Byno 6 4y0BO, IKOU TH MiI' TOAUIMTHCS 31 MHOIO THM,
SIK TU IIO3MLIIOHYBAB CEOE (HANPHUK/IA/L, TBOS 3HAUYLIICTh/
L[{HHICTh, MiCLI€ TOIO) B AHHAIAX iCTOPIi MUCTELTBA.

AX Oro! B anHanax icropii MUCTELTBA? (TEATPAIILHUM TOHOM)
Most apyKHUHA KaXKe, 1 HEJJOCTATHBO aHAJbHUM! (CMIi€TbCs)
Hacnpasi, s1 po 11€ He IyMaIo 3 TAKO1 TOYKH 30pY, XO4a i
aM’ATalo, AK JIMBUBCS HA BCi 11i TOMH Y BEJICTCHCBKIiM 6i0mioTeri
y Jliaci, e s pic, i ;ymas OT YOPT!!! Meni 1110 moTpi6HO BECh
LIEH MOTJIOX IIEPEUYUTATH IIEPE, THUM, 5K I CTAHY XYJJOKHUKOM
— MeHi 6yJ10, Ma6yTh, POKiB IIICTHA/ILIATD, s1 HIKOJIH i HE JlyMaB,
IO O/IHOT'O JIHA TaM 3'ABUTbCA KHHUTI'a i Mpo meHe. [Ipore, cymHa
pid HOJIATA€E Y TOMY, IO GUIBIIICTD 3 TUX YyBaKiB Y KHMKKAX
BKE IIOMEPJIN.

AJie 3HOBY K TakH, Hiriie roBopus, Mo «MHACTEIITBO —
e 6aKaHHA OyTH iHITMM, 6aKaHHA OYTU B iHIIOMY MiCI1i».

TM MHUCTENTBO — I1€ UBHA PUCA JIFO/ICTBA, MM 3HAXO/IUMO
3aI0BOJICHHA Y ITOBC/iHILIi, IO HE MAE CCHCY.

I X SIK TH CTBOPIOEIT MUCTEITBKI pOOOTH, MAIO HA yBa3i
caM mporec?

T_M VY MeHe 4OTHUPU JU3AMHEPH, IO BiIIOBiAAIOTH 34 TAKi
crazii po6OTH K CKAJIbKOBAHE KPECJIEHHS €CKi3iB i mig6ip
KOnbOpiB. [ToTiM, gaHi MO0 €CKi3iB PO3NOAUIAIOTHCI MK
cryaiero y nepeamicti Tokio Ta cryjiero B JIOHT-ArineH
CiTi, e 3arajloM 6JIM3bKO COPOKA POOITHUKIB (ITPUOIUZHO
110 JABA/ILATD Y KOXKHIN CTyzii) po3dapOOByIOTH pOOOTH.
Ha piK, HaBiTh AKIIO MM IIPALIIOBATUMEMO J€HbD i Hi4, M1
BUITYyCKATHMEMO JIeCh 30-40 poo6iT.

Y NOpiBHAHHI 3 ITUM, TU CTBOPIOEI HEUMOBIPHY KiJIbKICTh
POGIT. I HE MOXKY BTPUMATUCH BiJ] 3a3/1po1iiB! A sIK 1110710 Tebe?
51 6 XOTiB Aii3HaTHCA OUIBIIIE ITPO TBIil POIIEC POOOTU.

AX 51 po3UIMPIOBAB CBOIO CIIPABY YIIPOAOBK ABA/ILATH POKIB,
i OLIBIIICTD JIIOJETH, 1O MPAIIOIOTh HA MEHE, 3A/IUIIAIOTHCS

31 MHOIO TPUBAJINIM 4aC, TOX 5 I00pe IX 3HAIO, IX CHJIbHI Ta
cmabKi CTOpoHY, i Jopydalo iM PpO6OTY, BUXOSAUU 3 1IbOTO. YV
MEHE € OJJUH XJIONEIb Ha iM’d I”I0, MM TOBAPHUIITYEMO 3 TOI'O
4acy, AK MeHi 6yJI0 MIICTHAAIATL POKiB. BiH KOJIMCH 3aiMaBCs
MUCTEIITBOM, 4JI€ 3INUIINB i IOYaB IIPALIOBATH HA MEHE,

i BiH IKNMCbh YMHOM HE JId€ MEHI 3BECTUCA y 6iCa HAHIBEIIb.

Sl MOCTIMHO IIYKAIO, IK CKOPDOTUTH IUIAX, Y MCHE HE BUCTAYAE
TeprinHs. [IIOMHO A 3HAXO/KY PIIIEHHS OO0 BTUICHHS SIKOICh
i71€1, 1 HAMAraroCs AKOMOI'd CKOPIIIIE MMOKIHYNUTH 3 ITUM i IEPEUTH
710 iH1101. CaMe s1 BUPIHIyIO, O POOOTY CKIHYEHO, 51 €JUHUH,
XTO MAE i€l Ajie KII0Y JO BCbOI'O IIPOLIECY — POIIOILT
OOOB’AA3KiB. | 3BUUANHO 5 MIKJIYIOCA IIPO T€, OO OTPUMYBATU
3a10BOJIEHHS BiJl TOTO, IO POGIIIO.

TM SIKi Ha TBOIO [yMKY ITPOGJIEMH BAPTO HAPA3i
BHUKOPHCTOBYBATH MHUTIISIM SIK TEMH?

JX Meni 1o BHOJOOU CTAPi i/IET: 5KUTTA Ta CMEPTD,
MIPOTUCTOSIHHS 100PA TA 3714, TAPSTYE T XOTIOJHE, TIOOOB, CEKC,
CMEpPTb, OaKaHHS. YCi BENNKI ifiel, KOXaHHSL. S rafiato TepopusM
HApa3i HEMOraHa ifies], AJI€ 11€ HE € TAKE BXXE BiUYHE MUTAHHS,

2 51 BBAJKAIO, 1110 MUCTCILTBO ITOBUHHO IIPATHYTH 6yr14 BiYHHM.
JIyMKM JIIOJHH, 110 TIOMHPAE, € KPAIIOIO TEMOIO. MeHi
0/106a€THCS PEJIrist, HAyKa, YBECH 1I€H HEMOTPi6. Masti ta
BEJIMKi pedi, JTIOOJITIO JKUBOITUC; JTIOOTIO 0T CKIa/IHICTB.

TM Kapaxyi1i, BUKOHAHi OJIIMTHUMH 460 aKPWIOBUMHU (papOamu,
CTAIOTh >KUBOIIMCOM, TOMY, YECHO KA’KY4IH, MEHI BAXKKO
TOBOPHUTU IIPO CKIAJHICTb.

X OCKiIbKM MU TOPKHYJ/IUCSI TEMH CKIQJIHOCT, 11€ O3HAYAE,
IO HACTAB YacC JUId 3aIIMTAHHA BiJl MOTO Jpyra [anca Yibpuxa
O6picra. fI nonpocuB HOro NiIKUHYTU MEHI KiJIbKa 3aIIUTaHb
JI0 LIi€1 pO3MOBH, TO BiH BU/IAB OTAKeE «HU € B3araii CbOroJHi
MiCII€ IS XKUBOITHUCY?» S JIIO6IIIO MOTO 3aruTaHHA. Bin Takui
dopmaricT; g1 Hazusalo foro Micrep EnTysiact!

TM £ oTPUMYIO HACOJIO/Y Bifl JKUBOIIMCY. SIK JUBUTHCS HA
KaPTUHH, TAK i CTBOPIOBATHU IX IPUHOCUTD 33/JOBOJICHHS; TOMY
A HE PO3YMIIO, IK MOKHA TOBOPHTH, IO JUIS JKUBOIIICY MOJKE
He 6yTr MicusL. JIo pedi, 51 6 /iy»ke XOTiB I06aYNTH TBOI PO6OTH,
IO CTOCYIOTBCH CEKCY.

IX (cmieTbes) A cTBOpUB pOOOTY 3 HAa3BOIO «IIpodnemu 3i
CTOCYHKaMU». L1e pextaMHnt 61160 p/: OTPifHE 300PKEHHS,
IO PYXAETHCA TAd MA€ TPU KAPTUHKHU, BOHH MOCTIITHO
obepTatoThcs. [lepire 306paKEHHS — MOJIOTOK i IIEPCUK —

1€ HACWIBCTBO; IPYT'e — 6AHOYKA 3 BA3EJIHOM Ta OTipPOK — I1e
CEKC, 4 OCTAHHE 300PAKEHHS — IIPOCTO TEKCT «IIPOOIEMH 3i
CTOCYHKaMM». Lle He TyKe pOMAaHTHUYHO. I TAKOXK CTBOPUB
po60TYy 3 Ha3BOIO «BOHA XOTi/IA BiIHANTH HaMiJeaIbHINTy
(opMy TONTBOTY>, AJI€ KON HIETHCS IIPO CEKC, JIJIs1 MEHE 1€
3aBXK/IUM YOMYCh 200 KOME/Iist, a00 BOUBCTBO. S XOTiB CTBOpUTH
PO6OTY, AKY TaK HIiKOJIN 11 HE 3pOOUB, 3 HA3BOIO «MepTBa
MapOoYKa, M0 3aMMAEThCA CEKCOM (A1Biui)». Ines Oyna 3poburn
J1Ba KOHTEHHEPU 3 IBOMA MEPTBUMHU KOPOBAMH, sAKi 6
CTPAXAIMCS TAM, QK IIOKH HE 3THUJIA TA HE PO3KJIATIMCA Y
KOHTENHEPAX, AJIE CMOPO/y 6 HE OYJI0, TOMY 11O 51 30MPaBCs
BUKOPHUCTATH (PIBTPH /711 TOT'O, OO MO36aBUTHCA CMOPO/Y.
MOKITHBO, 5 TAKU KOJIHCB 11€ 3pO6IIIO.

TM S BIIEBHEHMIA, 1[0 TH 3 ITUKOM I'aHSIEI 10 BCbOMY CBITY.
Bynb 1acka, po3KaxHu, /I y CBiTi, Ha TBOIO [yMKY, MOKHA
HAMCMAaYHIIIIE MTOICTH, 4 TAKOX SIKA TBOS Y/IIOOJIEHA CTPABa.

OX'Y MeHe 6yB IPUATEID, AKUI KOJIUCh CKA3aB 3 IPUBOJY
MOOPOXKYyBaHHA KOHKOPIOM: «SIKIIO TH AiICHO XOYenT
JUCTATUCS KyJIUCh HIBUJIKO, TO CTifi 6y/10 6 Bi' DKKATH HA JIEHD
paimie». $l Konuch NpOYnTaB Y9yAOBY Pid, /1€ TH Ka3aB PO TE,
1O O3HAYAE OYTH AMOHIIEM Td OTOTOKHIOBATH CBilf BIACHUI
THII KPACH i3 IIPUCMAKOM COEBOT'O COyCy. Kosn TH roBopuB
PO CBOIO Bi3iI0 KPACH, TO CKA3aB TAKE:

Meni ne nowacmuno napooumucs 6 Anowit. 1 npamuii
HACIOOK 16020, 6aPIMO MeHI e 06a OHi OymiL
3AKOPOOHOM, UK 5 NOUUHAIO HECIMEPINHO ACAOAMIU
ANOHCHKOL ict. A npobysas y pisHuii cnocio 62amoeyeamu
Ui 3aKapOoBai 3 HAPOONCEHHA NOMAZU, Ale OCMAMHMHIM
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UACOM 5 POCMO BIOOAIOCSL CBOIM OANCAHHAM T He
cmpumyro cebe. Mosi 8i3ist «ipacus [yHIMYEMbCsl Ha MOiX
OAANCAMMAX, MOEM) ML, MOIX CRO2AOAX — I HIHO20 He
BOLAIMIL, AKULO BLO Hel 1MXHEe COEBUM COYCOM.

Anomncoke cyuacte Mucmeymeo Mae 0asHo icmopio
Ccnpob npuxosamu yeti coesuii coyc. Mowueo 6oHuU
NEOCUNLAIN NPUCMAK, U400 3A00B0/IHUMU THO3EMM)
nanimpy, abo npocmo GUKUHY b Ueli COEBULL COYC uepes
BIKHO Mal 3 0E33ACMEPeNHCHICNIO NePetimyms CMAKU
ppari)36K0i ma imaniticokol KYXHi ma Cmarymao
€8poONeLUAMU, YU MO0 CYHACHO20 MUCICUIMBA BOHU
HACOYI0Mb. Pokamu mu xapyeaaucs ne eooma. Xouda
ue mooice OYMuL 1e2UUM, UeTL ULLAX He O/ MeHe, 2a0dai0.
CrinoKu 6 cun ye 1ne 3abupano, s 6awy nompeoy
CMBOPUMILL YHIBEPCANGHULL CMAK — CIIbIH) MOB) —

He 0oMarIoYL cebe mda C60€E ANOHCLKE ocepost. A
no6UHeH 00BIPUIMIUCA CBOIM CMAKOBUM BIOHYIMIMAM

I BUKOPUCIMOBYEAMILL IX K OPIEHMUD ) 1OIL HaC, AK

A NMPOOOBAHCYIO 3MIULYBAIMIU NPUNPABU, ULOO He OamUc
6 OMamy uepe3 wocs inute ..*

JX 3By4uTb rapHO. SIKy My3UKY TH CJIyXa€I?
TM Eniro. Takox, rypt «@immans»> (Fishmans).

X Most maprHepKa Maris Kaxe, 0 y MEHE 30BCiM BiJICyTHIl
CMAK y My3HUIli, ajie it He TO106aeThCA «BiTs». S mo6/mo «BiTns»;
A JlyMaliO BOHM MaJIX OiIbIIMIL BIIUB Ha MEHE, Hix ITikacco.

A TOGi MO06AOTHCA «BiTI3>?

TM I'm. 51 106510 «BiTn3», e S OTpUMYIO 6ibIIe Kardy
BiJI BiIBiTyBaHHA MAlICTEPEHDb MOJIOAUX MUTII{B.

JX Tu MOKen MEHi CKa3aTH, IO € HAHiCTOTHIIINM Y
TBOIMN CTyii?

TM ETuker i npaBuiIa NOBEAIHKH € BAKIMBUMMU.

AX S 3anmmaro neit aCeKT Ha PO3Cy/| CBOIX IPALiBHUKIB.
BOHM MOXYTb MAIOBATH OT'OJIEHMMH, AKIIO IM TAK XOUEThCH,
a0U TUIbKU KiHIIEBUI PE3y/IBraT 6yB THM, YOT'O 5 [IPArHy.
(cMieTnest) V CBOIH pOOOTi TH MAEII CIIPABY 3 BEJIMKUMU
TEMAMH, YU HE TAK?

TM 1 nepeKOHAaHNM, IO MUCTEITBO IO CYTi € MPO <KUTTA
Ta CMEPTH».

X 3rojieH 3 nuMm. KO MOJIMTHCH, YOMY 6 HE MOJTUTHUCA
MUCTELTBY? MUCTEIITBO HE 3PAUTD. A SIK TU 6AYHII OO’€KTUBHE
Ta Cy6’€KTUBHE B MUCTEIITBI?

TM £ po3IyIs/Aao 11i ACIEKTH Y IX Bi/IHOMIEHHI 710 €T0. 11 MEHe
CyO’€KTUBHE — 1€ Bi/IOOPAKEHHS HEPO3BUHEHOI'O €ET0I3MY, 4

OO’€KTUBHE — 11€ PE3YIIBTAT HOBHICTIO PO3BUHEHOTO ErOi3MY.

IX Tu ragaent, iCHye IKMICH CIIOCIO YHUKHYTH 6aHAIBHOCTEN?
Y1 XOTiB 64 TH YHUKHYTH LIbOTO?

TM 1 BBa)Ka10, BCE 3PEIITOIO 3BO/INTHCS /10 MAICTEPHOCTI
TBOET [IHK.

IOX Kpim cMmepri, TH HidOro He 6oimics?

TM £ 6010¢s1 6araThoX peyeit. 3a6arato, mood NepenidyBaTH.
AX o aa Tebe icruHa?

TM IcTopist MaHGYTHBOTO, K4, A BiPIO, 3A/TMIITUTHCA ITiC/IA CMEPTI.
AOX A mo € ManbyTHe?

TM Hagis.

AX A renepimne?

TM Ieko.

AX Yopr! Ie :KOpCTKO. Y1 MUCTELITBO MOKPAIIye TOO JKUTTA?

TM I'M, MOIIUBO 1€ TaK /11 OOKEBUIbHUX, AJIC VI THX, Y KOTO
yCi FBUHTUKA HA MICIISIX, MUCTELITBO HE MA€ OCOOIMBOI'O CEHCY.

JX XTO TBOi repoi?

TM Xaso Mispzaxi, Cris xo6c¢, Ixedd Kync.

OX A akyTebe 3 cyMHiBaMU? S HE MOKY 3HUITYBATH KAPDTHHM.
Sy oMy JIifICHO yIepTH. 51 BiIMOBIIAIOCS JIO3BOJIUTH iM
IIOMEPTH. SI IPOCTO NPAIOIO HAJI HUMH, JOKH HE BUXO/IUTD
TAK, SIK TPEOa. A TH {HKOJIM 3HUIIYENI CBOi KAPTUHU 260

[IPAIIOENT HA/| CTAPHUMI, IIEPEPOOIBIENT iX?

TM A HiKOJIN HE 3HUIYIO KAPTUHH, AJI€ 51 4ACTO CTBOPIOIO
HOBI BEPCil cTapux pooiT.

X Ty BUKOPUCTOBYEI ipOHIIO Y KADTUHAX?

TM IHOzi BUKOPHMCTOBYIO, iHOJI Hi, a/1€ MOi KADTUHU 3
KBITKaMHU 3i IIACIMBUMH OOIMYYAMU € KIACTEPAMU CATUPU.

AX SAxuii TBif yro6/1eHni KoJlip?
TM PosxeBuri.

AX S Tak i ;ymas (CMi€TbCs). A AKHAM TBil HAIMEHII
YIIIOOJICHUT KOTip?

TM I'M. B/1aKUTHO-3€JIEHUT.
O X SIK KOMITIOTEP 3MiHUB CIIOCIO, IKUM TH IIPALIOEII?

TM Ile 1ae MeHi cBO6O/y TpOOYBATH Pi3Hi BapiaHTH
KOMIIO3UILiM. LI THYYKiCTb € JiICHO KJIACHOIO.

A X ICTOPIIO CKYIBIITYPH Y94CTO IMTUCATN MAMICTPH JKUBOITHCY,
10 IPOOYBAIN cebe y CKyabIITypi: Maricc, Ilikacco ta iHmmi.
A AK TBOI CKyIbIITYPHU? Y1 € BOHM CKY/IBITYPAMHU JKUBOITMCIIA?

TM I'agaro, Tak. Hanpukiaz, S HIKOJIM HE MiT IIIOCh CTBOPUTH
Y CKyJIbIITYPHOMY KOHTEKCTI TaK, K 11€ poouTh EHTOHI Kapo.

JXTo tn 6aumii cede XyJOKHUKOM, CKYJIBIITOPOM YA MUTLIEM?

TM 51 MmuTELb, TOX 3 MEHE JJOBOJIi TOTAaHUN XY/I0KHUK
i CKyJIBIITOP.

IX (cmierbes) Axoi i gymru nipo xedda Kynca ta

Piuappa Ipinca?
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TM 4 BBazaro, mo xedd npocTo BETMKUI MUTEIb 11034
YCAKHMMM CJIOBAMMU. Y JACAKUX ACTIEKTAX AKICTb MOTO pOOOTHN
«KyZIbKOBMH IIECHK» — 1I€ BiXd y CyddCHOMY MUCTEIITBI. I Piuapy
IpiHc, MeHi 1y»Ke MOJ06AETHCH, SIK BIH BUKOPHCTAB (POTO Bpyk
Iingc [«IyxoBHa AMepUKa»). ByB 4ac, KOnu g CTBOPUB 6arato
po6iT y MaHepi i€l KAPTUHU.

JX 41 BimayBalo, o MEHi 1ifiCHO ITOIMIACTHIIO Y TOMY, IO
S MATELD. Y JUTUHCTBI 1 HABITb HE yABJIAB, IO KOJIMCh
OTPUMYBATUMY I'DOIII 324 T€, IO IPUHOCUTD MEHI
32/I0BOJIEHHSL. A B T€6E KOJIUCH OYJI0 TAKE BiJIyTTs?

TM e Te, mo 60ru o6panu st redbe. Mu, MUTI, € IPOCTO
KaTaj1i3aTopamMu. M1 € MEXaHi3MaMH, IO OTPHUMYIOTD ITOC/TAHHA
3 KOCMOCY, 4 ITIOTIM PETPAHC/IIOIOTH IX.

AX Came Tax, s Ti€i )k JyMKH. MeHi 10JJ06a€ThCs TE, O CKA3aB
Dpencic BEKOH: «KOJH s TOMPY, IPOCTO NOKIA/IITh MEHE Y
MIIIIOK JIJI1 CMITTA Ta KUHBIE y CTiYHYy KaHaBy». [er1, a MOXXe M1
HeE IOMPEMO? MOMIINBO MU OyIEMO IEPIIMMH JIBOMA JIIO/IbMU,
XTO HE ToMUpae? Sl Ha XpiH HEHABWKY CMePTB! Lle Tak TpUKPO.
¥ Cemyens bekeTTa € KI1acHUI PAIOK PO CMEPTh: «CMEPTD HE
noTpebye, o6 MU BUBUILHAIM JUIA HET ICHD>. Y ITUX CJIOBAX
JIIsL MEHE BECH CEHC.

TM OCKilTbKH 1 € TPOCTO MEXAHI3MOM JI1 MUCTELITBA, TO MEHE
JIIFICHO TYpOYE Te, 0 Oy/ie IiC/Is MOET CMEPTI.

IX A Te6e posymito. T KOIHCH TAK I'APHO CKA3aB IIPO
PO6OTY 3apazy KPACH, SIK TaM UIIIIOCS?

TM s ckazas,

A 3a6xc0u 6)0y npavrosamu 3apaou <kpacu».. Came
MOMY), U4O <KPACA» HAOAE PeariCIUMMHICING (PaHmasii,
KOMU [71100U] 3HAXO00IMBCA nepeo Hero, 6CL CMaroma
pisnumu, xoua 6 Ha mums. Lle Kyneminalis OaicanHs
J100ett npocmo 3po3ymimu 00uH 00H020. Ocs 3apaou
UBO20 51 I NPALro10. A MOMOC KONCHO20 02151, U400 1 Mi2
niompumyeamu yeti 3andn, OOKU He nompy, ujo0 5
Mi2 HCUMIL BIOBEPIMO Md BUKOMHYBAINIL CBOI0 POJLb
anocmona <xpacu».’

JX AMiHb 11bOMyY 6paToBi! SIKOI TH JlyMKU ITPO CBIiT MHUCTEIITBA?

TM Ha MO10 IyMKYy, iCTOpPisi MMCTELITBA Mic/1A JIpyroi cBiToBO1
BiFHU ITOC/IIOBHO CIIPAMOBYETBCS iHIIiaATUBAMU KPaAiH, AKi
CTaJIN IEPEMOXKIIAMU Y 11iM BiltHi. Te >k came ju1a bpuraii,

Te k came st CITA. A Ha TBIH TTOTVIST?

JX Ha apuii Bxosy 10 Myselo Bikropii Ta Ans6epra B
JIOHIOHI HATTUCAHI BETUKi CTOBA: «/JOCKOHAIICTh KOKHOTO
TBOPY MHUCTEIITBA BUMiPIOETHCA IIOBHOTOIO JJOCATHEHHA MO0
MeTH». MEeHi CTPaIIeHHO NO06AE€THCS 11CH BUCITIB, i 5 rafjato,
BiH JJOBOJIi YHiBEPCATTbHUIL.

51 mryKaro yHiBEpCaIbHI «T'a49KH». S MaIO HA yBa3i MOCh
TUITY IOCKOB3HYTHCSI HA GAHAHOBIH IIKYPHHII — 11€ € CMIIlIHUM
y OyIb-sIKill KyJIBTYDi; 3aBKAU OyJ10 ¥ Hajauli Oyze. Ak MUTelp,
51 3aBKAM HIYKAIO MOCh NOAIOHE. € TaKa KIaCHA HEOHOBA
pobota Bpioca HorimaHa 3 TBEPPKCHHAM «ICTUHHUI MUTECIIb
JIOTIOMAT'a€ CBiTOBI, PO3KPUBAIOYN MiCTUYHI icTMHMW». [I7191 MeHe
LIMM YCE CKA3aHO, JI€ 6 T HE 3HAXOAMBCA Y 4aci a60 IpOCTOpi,
y Oy[b-AKill KyJIBIYpi.

. takashi murakami: summon monsters? open
the door? heal? or die?, Kaikaikiki Co., Ltd
and Museum of Contemporary Art, Tokyo,
eds., 2001, page 146.

2. Ibid., page 130.

3. Ibid., page 147.
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As described with such formidable clarity by the works gathered
together in Requiem, the visual impact of the art of Damien Hirst
is immediate and visceral. The viewer is confronted in each work
by the physical representation, or its meticulously honed depiction,
of those beliefs, ideas, conditions and institutions which shape the
common basis of human experience. Mortality, faith, medicine,
religion, wealth and aesthetics comprise the principal themes and
subject matter of Hirst’s paintings, sculptures and installations.
The ceaseless interplay of these fundamental concerns, and their
intrinsic relationship to the individual and society, are brought to
life in works of exquisite aphoristic refinement as well as graphic

violence and sheer spectacle.

In this, the art of Damien Hirst might be likened to a vast museum
of the human psyche, in which beauty can become the agent of
death, and science the language of religion. The materials used in
each work possess an uncompromising directness and intensity,
the combination of which serves to create their intense romanticism
and massively heightened empathetic presence. Hirst has always
made a medium of the ready-made materials of medical and
scientific packaging, symbolism and technology in his art, contrasting
their stark, clinical functionality with the messy and fragile stuff
of sentient existence. The raw residue of organic matter and detritus,
from preserved animal parts and insects to cigarette ends and scalpel
blades, are housed within pristine scientific containers and chemical
materials. From this juxtaposition of the once living and perishable,
and the coldly scientific and impersonal, a vivid aesthetic language
emerges, concise and minimalist in its brutality — as much as

a reminder of the First Anthem in the Anglican Christian service
for the Burial of the Dead: ‘In the midst of life we are in Death.’

But the visual language of Hirst’s art is as spectacular as it is touched
with dark philosophical humour. The works articulate the restless
human search for certainty, in the face of constant oscillation
between states of hope and fear. On the one hand, the art of
Damien Hirst reflects an equation between mortality and vanity
which is as ancient as the history of art itself; on the other, his
work can deploy the slapstick cruelty of cartoon humour — in
which fate will always make a comic stooge of its chosen victim.
A vivid aspect of Hirst’s art is therefore its humour — an echo of
Marcel Duchamp’s assertion (itself perhaps a joke) that art should

always possess an element of ‘hilarity’.

UIEM

Michael Bracewell

Requiem contains many important works by Hirst, made between
1990 and 2008, representing the artist’s most iconic statements
and major themes. The intimation of black comedy in Hirst’s art,
created through visual formulae that describe the possibility of
collapse and catastrophe, is neatly summarised in “The History
of Pain’ (1999), in which a white inflatable beach ball is held in
suspension, by an electrically powered air blower, over a field of
viciously sharp and pointed knives. The viewer is immediately
attracted to the precarious, airborne dance of the beach ball — and
empathetically drawn to imagine what will happen if the air supply
wavers or stops, and the ball drops onto the unyielding knife points.

In one sense, this sculpture is a simple visual joke — told in the
classic Hirstian language of art making, in which two vividly
opposed qualities are combined to animate a further visual
proposition. But as is typical in Hirst’s work, the humour is dark
and seems to summarise a further allegory. Take the ball to represent
life, the air blower to symbolise God, medicine or fate, and the
knives to stand in for the reality of death. We are all the ball,
dependent on the unknown and unknowable power of the air
supply, but all equally certain that one day we will drop towards
the raised blades.

The conceit of an inflatable ball held in airborne suspension was
also described by the artist in a work titled ‘Loving in a World of
Desire’ (1996). Vivid with primary colours, this sculpture appeared
at once enigmatic and open-handed, industrially functional and
bright with child-like playfulness. A vital strand of Hirst’s art,
rendering operational its ability to provoke not simply intellectual
thought but deeply felt realisation, derives from such a fine tension

between apparent candour and utter portent, or even menace.

An earlier, iconically titled work by Hirst, T Want to Spend the
Rest of My Life Everywhere, with Everyone, One to One, Always,
Forever, Now’ (1991), provides a dress rehearsal for both “The
History of Pain’ and ‘Loving in a World of Desire’. In this earlier
work, a single ping-pong ball is kept aloft by a compressor linked
by rubber tubing to a spray-gun, the mechanism clamped to the
right hand side of the joint between two sections of glass which
comprise a raised axis. There is a sculptural finesse to this work,
and a conceptual elegance, which sets in place many of the traits
of Hirst’s mature style: the use of technical equipment as a medium
for art making; the breath of comedy with which the work is
touched; and the equivalent sense of vulnerability and alienation,
all the while indicating the fragility of the human condition in the
face of an existential void. It is a work of profound formal beauty,
yet rich in inscrutability, combining wit, animation and stillness

with a sense of muscular sculptural form.
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The extent to which Hirst’s art traverses, to intense moral purpose,
the perceived boundaries between ‘the serious jest’ (to borrow
Goethe’s description of his moral allegory, ‘Faust’) and a sepulchral,
meditational stillness can be seen in the works he has made using
medical equipment, clinical fixtures and drugs. “Where There’s a
Will, There’s a Way’ (2007) comprises a white stainless-steel frame,
housing stark metal shelves on which are set neat identical clusters
of the antiretroviral pills used to treat HIV/AIDS. Also referring
to charity (in early 2008 Hirst conceived and organised a major
auction of works by leading artists, all the proceeds of which were
used to assist people suffering from HIV/AIDS), “Where There’s
a Will, There’s a Way’ is accompanied by one of the artist’s Fact
Paintings (the generic title Hirst gives to his paintings made from
photographs), ‘HIV AIDS, Drugs Combination’ (2007), depicting
an outstretched hand, in the open palm of which are the same
three drugs as are grouped in the cabinet. Together, these works
conflate a form of social realistic figuration with Hirst’s distinctive
and chilling use of medical and scientific imagery. The aesthetics
of the clinical environment and the drugs cabinet are thus set
against the traditional visual language of a framed painting. This
creates an effect which is at once visually elegant in its neatness
and use of multiple items, and disquieting in the subtly morbid
coldness of the ranged pills. One might be looking at jewels,

or a pictorial representation of a remaining span of human life,

measured out in the drugs by which it will be maintained.

An analogous piece to “Where There’s a Will, There’s a Way” might
be ‘Purgatory’ (2008), in which a similar framing and shelving
device (yet imperially gold-plated) is used to house hundreds of
cigarette and cigar stubs. The dangers to health of smoking tobacco
are suddenly thrown into a new configuration. As positioned by
the portentous, theological title of the work, the cigarette and cigar
ends seem to articulate despair, and ironically to enshrine a material

record of addiction and compromised mortality.

The deft conflation in Hirst’s art of scientific and aesthetic systems
tends always to create a further layer of mystery and inscrutability
to the work, a quality that is at once futuristic and elegaic, sinister
and melancholy. ‘Night of the Long Knives’ (2008) (the title,
ominously, a seeming reference to a Hitlerite purge within the
Nazi party in 1934) is both an example of such aesthetic qualities,
and also a demonstration of Hirst’s relationship to sculptural
materials and forms. A six-panelled set of stainless-steel and glass
cabinets, its shelves filled with neatly arranged surgical equipment,
‘Night of the Long Knives’ is at once chilling and compelling; the
viewer is similarly drawn to the tactile nature of the work, and its
acoustic presence. In its order and precision, this is a work which
implies there is a tension between fragility and chaos, delicacy and
struggle. Most directly, it speaks to the viewer of the reality of
surgery — a process which remains, for the most part, hidden behind

the white internal shutters of general anaesthetic.

Hirst’s exploration of mortality, and, more important, the human
ability to conceive mortality as a fact, might be seen as the basis
of his art. The awareness of death and the lifelong process of dying
are themes which run throughout his work. But this concentration
on mortality is matched and framed by an equivalent fascination
with dramatic spectacle, awe and wonder — qualities which within
classic romantic art would fall within the constitution of the
sublime. Hirst’s art merges sublime spectacle with not only allegories
of mortality, but also direct representations of death’s reality, and
the vulnerability of the body. In the art of Damien Hirst, as in the
art of Francis Bacon, the body is often depicted in vexed and

contorted corporeality.

‘Death Explained’ (2007) comprises a mature shark bisected down
its length, and the two halves placed in matching steel and glass
tanks, which stand side by side. This work is shown in an installation
with his ‘Death Denied’, comprising a single shark, which is the
same length as the one in ‘Death Explained’. Together, these two
works are part of a two-work series entitled: ‘Coming to Terms
with and Trying to Understand the Complexity of Feelings and
Ever Changing Fears and Doubts that Every Human Being
Experiences when Faced Every Moment with the Unfathomable
Uncertainties of Death’. This work refers in part to the now mythic
iconography of Hirst’s own art making — notably to his sculpture
“The Physical Impossibility of Death in the Mind of Someone
Living’ (1992), in which, famously, a shark was placed in a tank
of formaldehyde. In the work comprising ‘Death Explained’ and
‘Death Denied’ we see a similar ensemble of media articulating
the same human consciousness of mortality. The reality of our
brief, fragile and unpredictable residency on Earth is spelt out with
the same directness — part illustration, part fable — that can be

found in pre-Christian or tribal art.

Throughout the art of Damien Hirst there exists a primal power
of the sort identified by the illustrious art historian E.H. Gombrich
at the beginning of his classic book ‘“The Story of Art’ (1950): “We
cannot hope to understand these strange beginnings of art unless
we try to enter the mind of the primitive peoples and find out
what kind of experience it is which makes them think of pictures,
not as something nice to look at, but as something powerful to
use. I do not think it is really so difficult to recapture this feeling.
All that is needed is the will to be absolutely honest with ourselves,
and see whether we, too, do not retain something of the ‘primitive’
in us. Instead of beginning with the Ice Age, let us begin with
ourselves.” Such a founding statement of analysis and intent could
be said to describe precisely the urgency and force of the art of

Damien Hirst.

The nature of spectacle in Hirst’s art is profound. There is a sense
in which Hirst, quite simply, wants his art to take the viewer’s
breath away — to leave them astounded and awed. (Hirst has
remarked that he would like to create a rainbow in a gallery; also,
that he considers a perfect white sphere to be an ideal piece of art.)
This understanding of showmanship, and the use of spectacle

as a medium for art making, allows Hirst not simply to engage
with the viewer in a direct, highly emotive way, but also to play
conceptual, artistic and thematic games with the relationship

between spectacle and empathy.

23

In an age when visual culture is ubiquitous, multimedia and
monumental, Hirst creates an art which is simultaneously refined,
poetic and declamatory. His art is precisely balanced between a
cold stillness, redolent of scientific technology, and the most vivid
depictions, in terms of both religion and natural science, of the
transience of life. This second component of his artistic language
is particularly pronounced in the works Hirst has made using
butterflies and butterfly wings. In Requiem there are several major
examples of these works, including the seven-panel butterflies on
houschold gloss on canvas, ‘Ariel’ (2006) (titled after the poem by
Sylvia Plath), and the six panels, butterflies and household gloss
on canvas, ‘Six Lovely Months’ (2008). These two works are
perhaps the most formally simple of Hirst’s butterfly pieces, and
they establish a powerful visual tension between the frailty and
exquisite colours of the butterflies, and the somewhat drab, industrial
colours (like shades of car paint) of the household gloss backgrounds
on which they are fastened. The effect is both museological and
poetic: the sense of a tiny life arrested, and of a transient, short
lived beauty. It is typical of Hirst’s acuity to work with a medium
— in this case butterflies — that is poetic and laden with symbolic
meanings in itself; the medium becomes the meaning of the work,

its language heightened.

Historically, in Greek, Celtic, early Christian and Chinese
mythology, the butterfly has been regarded a symbol of the soul.
Indeed, ‘Psyche’ is the Greek word for both ‘the soul’ and ‘butterfly’,
giving rise to the notion that human souls become butterflies while
secking reincarnation. In some Christian symbolism, also, Christ
is depicted with a butterfly in His palm. Such mythological and
religious or spiritual underpinning seems in place in Hirst’s butterfly
work ‘Karma’ (2008) — with its reference to the accumulation and
exchange of a soul’s moral balance — and the brilliantly patterned
triptych ‘Doorways to the Kingdom of Heaven’ (2007), based on
the extravagant design of cathedral windows. (Hirst has also made

several butterfly paintings titled after specific psalms.)

Hirst makes work which mixes media — his paintings can contain
other elements, just as some of his sculpture shares aspects of
painting. In a manner comparable to that of Marcel Duchamp
and Richard Hamilton, the art of Damien Hirst is conceptually
driven to seek the most effective and original form for each individual
idea. Unique to Hirst, however, is the constant interplay and
reference between different works and series of works. It is as
though he brings an idea to life, and then allows it to run and
develop through the continuing progress of his art. This brings
aspects of different works into sudden conflation, as well as looping
back to re-engage retrospectively with what has become the art

historical iconography of his earlier themes or motifs.

‘Beautiful Explosion of Vanity Painting (with butterflies)’ (2007)
combines Hirst’s iconic spin painting style with the motif of his
butterfly paintings. These spin paintings with skull images on them
are titled in a specific way: they start with ‘Beautiful’ and end with
‘Painting’, and have the name of a god and an altered state in

the title. Thus, if there are four skulls on the same painting,
there are four altered states and four gods. The result is a layered
effect — a density of Hirstian qualities, as though to concentrate
the very qualities, thematic and stylistic, for which the artist

has become so famous. There is a richness of mood to these
works, which combine various aspects of Hirst’s aesthetic,

and introduce an epic scale.

In ‘Beautiful Zeus Maia Freya Isis Meditative Hysterical Sensory-
Deprived Dream Painting’ (2007), for example, the dramatic
vortices of paint (at once reminiscent of acceleration and cyclone)
which typify Hirst’s spin paintings is encoded with four human
skull motifs — which in their turn bring to mind Hirst’s various
works with human skulls, and most notably perhaps his ‘For the
Love of God’ (2006). At once graphic, monumental and touched
with the spirit of Pop Art (the repeated skulls have a Warholian
vacuity to their empty yet pointed gaze), this enormous canvas
appears to be descended from a tradition of dramatic, ‘visionary’
painting. There is a quality of biblical revelation to the manner
in which the skulls appear to be manifest within a revolutionised
cosmos. At the same time, as the title of the work suggests, there

is a feeling of troubled dreamscape to the painting.

Hirst’s paintings appear at once intensely crafted and imbued
with a mechanistic impersonality. Some combine abstraction and
figuration, as can be seen in the series of skull paintings, for example,
‘Beautiful Minerva Catatonia Painting’ (2007), in which a human
skull sits centrally within the multi-coloured screaming perspective
of a spin painting. These are perhaps the closest Hirst has come
in his painting to pursuing the graphic style of Pop Art. For Hirst,
however, the cool of Pop styling is radically de-stabilised by the
dizzying use of colour to convey movement reaching critical mass.
It is a style which, in terms of Pop Art, might only be compared
to Warhol’s use of ‘camouflage’ in some of his late paintings

and self portraits.

Elsewhere, specifically in the series The Birth Paintings, made by
Hirst in 2006 within the genre of his Fact Paintings, there is an
eerily pale and watery evocation of artificial light, disclosing surgical
wounds and the newly born baby surrounded by darkness. As with
all of Hirst’s Fact Paintings, these works appear both photo-realistic
and traditionally representational — ‘Closing the Wound I, II
and III" (2006) — an effect which radically heightens, and somehow
renders more raw, the intimate, tender and explicit nature of

their subject matter.
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But one can also see how these paintings represent a major
consolidation of themes in Hirst’s art. The artist’s fascination with
surgery, medical environments and the symbolism of mortality is
combined with his enquiries into the realism of corporeality; the
internal constitution and workings of the human body are brought
to brutal light, the wonder of their ‘mysteries’ allowed to declare
itself in its own physical language, rather than through romanticised
codes. There is also a vulnerability and disquiet to these paintings;
the ‘Happy Family’ (2006), of Hirst, his wife and their newly born
child (a group impossible not to relate to biblical themes) are both
proudly happy and vulnerable — as answerable to the vagaries

and whims of mortality as the rest of the artist’s subjects.

Hirst also, in his series of cancer screening images, for example,
‘<P520/211 Cancer screening of the small intestine (normal tissue
morphology), SEM_SPL.jpg>(2007), confronts one of modern
society’s most enduring and emotive fears. In this series of works,
combining inkjet and household gloss on canvas, with collage
elements such as glass and scalpel blades, Hirst reveals the qualities
of abstraction in the realism of medical photography. The colours
of these works — fantastical, iridescent pinks and luxuriant peacock
blue — belie the potentially tragic and immoveable nature of the
images they depict. That which appears like coral or a precious
mineral, or an imagining of a planet’s surface, might also be a

death warrant: appearance belies meaning.

As Requiem surveys Hirst’s art from the early 1990s to the present,
the viewer becomes immediately aware of the biblical scale on
which the artist is envisaging his work; in his lucidity no less than
his tireless enquiry into the unknowable sleep with which our brief
lives are surrounded, Hirst is one of the great religious artists of
the modern period. For it is only within the correlation of religion
to science, and the rational to the non-rational, that one finds the
breadth of speculation through which Hirst relates unwavering

realism to cosmic irony, bathos and splendour.

SIK 11€ JOBOJATS i3 6€33aNIEPEYHOIO ACHICTIO 3i6paHi y «PekBiemi»
pobotu lemieHa XpbOPCTa, Bi3yaTbHUI BIUTUB BUTBOPIB 11bOTO
MMTLA BiZTIyBAETHCA 3PA3Y K TA CATAE CaMUX (PiziooriyHnx
noTpeb. Y KOKHiN pOOOTI IVIAJa4 CTUKAETHCA 13 (PI3UIHOIO
penpeseHTarti€ro, abo i peTeabHO BiIIIi(POBAHNUM BTiJIEHHSAM
THX BipyBaHb, i/ICH, yMOB 1 YCTAHOB, 11O € (PyHJAAMEHTOM
3araJIbHOJIOICBKOTO JIOCBiy. CMEPTHICTB, Bipa, MEJUIMHA,
peJtiris, 106poOyT, ECTETUKA € TOJIOBHUMHU TEMAMU T4
NPEAMETAMU 300PAKEHHS B KAPTUHAX, CKYJIBIITYPAX i CIIOPy/1ax
XbopcTa. Be3KiHeuHn B3a€EMO3B 430K (PYHAAMEHTAIbHUX
OTPEOD, IX BHYTPIITHIM 3B'A30K 3 OCOOMCTICTIO Ta CYCIUILCTBOM
OKMBAIOTb B POOOTAX, AKUM IIPUTAMAHHA AK 4aOPUCTUYHA
BUTOHYEHICTh, TAK i rpadpiuHa HABAJIbHICTD i BiiBEPTA
BUJIOBUIIHICTb.

Y uboMy ceHCi MUCTETBO JleMieHa XbOPCTa MOXKHA
IOPiBHATH 3 BEJIETEHCHKMM MY3EEM JIIO/ICHKOT YL, B AKOMY
Kpaca MOKE CTATH MEXAHi3MOM CMEPTi, 4 HAyKa — MOBOIO
penirii. MaTepianaM, aKi BAKOPHUCTAHI y BCiX pOO6OTaX,
BJIACTUBi OE3KOMITPOMICHA OE3MOCEPEAHICTD | HACUYEHICTH;
11€ ITOEIHAHHA CTBOPIOE NAJIKMI POMAHTHU3M Td €MIIATHYHY
MPHUCYTHICTb HA/I3BUYANHOI, TPUTOJIOMIIIUBOI CUJIA. 33COO0M
XY/IOKHBOI'O BUPAKEHHs XbOPCT 3aBXKAM OOMPAB I'OTOBI
NPEJIMETH Ta MATEPIA/IN 3 HAOOPY THX, AKi 3aCTOCOBYIOTHCH

Y MEIMLIMHI Ta HAYIIi, TOEIHYIOYM CUMBOJII3M 3 TEXHOJIOTIAMH,
BHUKOPHCTOBYIOYM KOHTPACT MK I'OJIOIO, KJIIIHIYHOIO
(PYHKI[IOHAIBHICTIO MaTEPialy Ta XAOTUYHOIO i KPUXKOIO
MPHUPOJIOIO YyTTEBOTO OyTTA. HeoOpobieHi 3aIumKkmn
OPraHiyHMX PEYOBUH TA PI3HOMAHITHI YJIAMKH — BiJ|
3aKOHCEPBOBAHMX YACTUH TiJI TBAPUH Td KOMAX /IO HEJJOKYPKiB
iJ1€3 CKaJIBbIIENA — PO3MIllleHi y TaGOPATOPHUX pe3ePByapax
i3aHypeHiy XiMiuHi pe4OBUHU. I3 TAKOIO 3iTKHEHHS
MPOTWIEKHOCTEN — TOTO, IO KOJTUCH OYJIO JKUBUM i TIIHHHUM,
Ta XOJIOIHOT'O, HAYKOBOI'O 11 6€30CO00BOI0 — HAPOPKYETHCS
ACKPABA €CTETUYHA MOBA, 1110 € KOHIIEHTPOBAHOIO 1
MiHiMJTICTUYHOIO Y CBOIH OPYTAIbHOCTI; I1€ TAKOK HE MEHIIIOIO
MipOIO € HaraZyBaHHAM IIEPIIOTO IiMHY aHITIIKAHCHKOL
XPUCTUAHCHKOI CJIy»KOU 32 momepiumu: «[locepes; KUTTs

MM 3HAXOAUMOCH Y CMePTi».
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TIpore, 114 BidyasbHa MOBA MUCTEITBA XbOPCTA € HACTIILKHA
K BUJIOBUIIIHOIO, HACKJIBKM BOHA IIPOHU3AaHA TEMHUM
dinocodcbkuM ryMmopom. F1oro po6oTH YiTKO TOBOPATH PO
HEBIIMHHICTD JIIOJCHKOI'O IPATHEHHA Bi/IHANTU BIIEBHEHICTh
nepej OOIUIYAM MOCTIMHOTO KOJTMBAHHSA MK HAZI€I0 Ta
CTPAXOM. 3 OZJHOI'O GOKY, MUCTEITBO XbOPCTA IIPHUPIBHIOE
CMEPTHICTh i MAPHOCJIABCTBO, 1110 € TAKKMM K€ IaBHIM, AK i caMma
icTOpig MUCTELITBA; 3 IHIIOT'O HOKY, HOrO POOOTH MOKYTh
po3ropratu 6a1araHHy JKOPCTOKICTb KAPHUKATYPHOI'O I'yMOPY,
Jie paTyM 3aBXK/IU POOUTD i3 CBOIX JKEPTB-MAPIOHETOK KOMidHE
OCMiXOBUCBHKO. TAKMM YMHOM, SICKPABOIO PUCOIO MUCTEIITBA
XbOPCTA € TYMOP — BiIrOJI0C TBEPKEHH MapceJis [ljomana
(AIKe caMo MO cObi, MOJKIIUBO, OYJI0 KaPTOM), IO MUCTEIITBO
3ABK/IY [IOBMHHO MATH €JIEMEHT «BECEIOCTi».

«PekBieM» HaJTliuye 6araTo BUSHAYHUX POOIT XbOPCTA,
CTBOPEHUX y ntepion 3 1991 nmo 2008 pik, AKi MpeICTaABIAIOTh
HaUOIIBII iKOHIYHI TBEP/PKEHHA T4 HAUTOJIOBHII TEMU
TBOPYOCTi XyJOKHHKA. EjleMeHT 4OpHOI KOME/Lil B MUCTELITBI
XbOPCTA, CTBOPEHMI Bi3yaIbLHUMU (DOPMYJIAMH, IIIO OITUCYIOTh
BipOTiIHICTD 3aTUOETI TA KPAXYy, YiTKO pestoMye «IcTopid 60/110»
(1999), ne 6inmit Ha/lyBHUN M4, AKUM 3a3BHUYAN I'PAIOTh

Ha IJISDKi, TPUMAETHCA Hi/IBillIEHHM Yy IIOBITPi 32 JIOIIOMOI'OIO
HATHITAILHOI'O €JIEKTPUYHOI'O BEHTHUJIATOPA Ha/J IIUIUM ITOJIEM
3arpO3IMBO TOCTPUX HOJKIB, UM JIe3a HALIICHI HAa M'Ad. [T1a1a4ua
MMTTEBO MIPUTATYE PUBUKOBAHUIT TAHEIIb M’514a y TIOBITPi —
BiH eM(ATHYHO IIEPEKMBAE B yAABi TE, IO TPAITMTHCH, AKIIO
CTPYM MOBITPs MIOXUTHETHCA 460 NPUITMHUTHCA TA M4 BITAZIE
Ha HEBOJIAraHHi BiCTPA HOXKIB.

Y IIeBHOMY CEHCi, 11l CKY/IBIITYPA € IPOCTUM Bi3yaJIbHUM
JKAPTOM — CBOEDIJHUI aHEKIOT, PO3KA3aHUHI KJIACHUYHOIO
XbOPCTIBCHKOIO MOBOIO — B IKOMY /IBi BOYEBH/Ib ITPOTHU/IEKHI
AKOCTi KOMOIHYIOTBCS, OO aHIMyBATH IIEBHE Bi3yaIbHE
TBEP/PKEHHA. AJIE, i 1€ € TUTTIOBUM JI TBOPYOCTi XbOPCTA,
1€ T'YMOP TEMHMH, i BiH PO3KPUBAE MOAAIBILY AJIETOPIIO.
M’s1d4 MOZKHA POSITIA/IATH AK CUMBOJI JKUTTSI, HAIHITA/IbHUI
BEHTWIATOP — K CHMBOJI bora, meuiunu 260 (arTymy, a HOXi
— K PEAIbHICTb CMEPTi. MU BCi i € TOI M’514, MU BCi 3AJIEKUMO
Bi/T HEBIZTOMOT Ta HE30ATHEHHOT CUJIH, 1110 ITOCTAYA€ HAM
TOBITPSAHUI CTPYM, i BOJHOYAC MU YCi IEPEKOHAH] Y TOMY,
1[0 OJHOI'O JIHSI MM BIT4/JIEMO Ha BXKE HALIJIEH] 1€3a.

KonuenT HayBHOTO M’14a, MiJIBIllIEHOTO Y TTOBIiTPi, TAKOXK
OyB IPEACTABICHUI MUTIIEM Y POOOTI 3 Ha3BOIO «KoxXaHH:A
y cBiTi 6axkanss» (1996). [lyxke sICKpaBa CBOIMH MIEPBUHHUMU
KOJIbOPAMM, 115 CKYJIBIITYPA 3d€ThCs BOJHOYAC 3aI'a/IKOBOIO
Ta BiZIBEPTOIO, iHAYCTPiaIbHO (PYHKIIOHAIBHOIO T4 CBiTJIOIO,
MO-JIUTAYOMY TPANIMBOIO. OJIHA 3 HAUTOJIOBHIIINX
BJIACTUBOCTEN MUCTEITBA XbOPCTA, 3ABIAKN AKiN
(PYHKILIOHAIbHICTb HAOYBAE 3/JATHOCTI IPOBOKYBATH HE
JIMIIE iHTEJIEKTYaIbHE OCMUCIICHHS, AJI€ 1 TTTMOOKE YyTTEBE
PO3YMiHHA, ITIOXOAMTD BiJ] TAKOI BUTOHYEHOI HATIPYTU MK
LMPOIO BiIBEPTICTIO Ta 6€33aCTEPEKHMUM 3HAMEHHAM, 460
HaBiTb 3aIPO30I0.

MankA BpefviCBeAA
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bBinbim panHg po60Ta XpopceTa 3 iKOHiYHOIO Ha3BOIO «f

XO4y IIPOBECTU PELLITY CBOI'O XKUTTS BCIOAU, 3 YCiMa, HAOAMHLI],
3ABXKAM, HA3ABXKAY, 3apa3» (1991) € reHepaIbHOIO PENIETULIIEIO
JUIA COPURHATTA «IcTopii 60:110» Ta «KOXaHHA y CBiTi OaKaHH>.
V Hill OIMH-€AUHUN M’ AYUK VI TPU Y HiHT-TIOHT TPUMAETHCS
Y HOBITPi 32 JIOIIOMOT'OI0 KOMITPECOPA, MPUETHAHOTO TYMOBUMU
TPyOKaMH O PO3NMIIIOBAYA, LIEX IIPUCTPil IPUKPIIUIEHO

J10 IIPABO1 CTOPOHU CTHUKY JIBOX CEKILIiN CKJIA, SAKi CKIAJAI0Th
nigHeceny Bich. Lit po60Ti NpyUTaMaHHi CKy/IbIITYPHA
BUTOHUYEHICTD i KOHLIETITY4/IbHA €JIETAHTHICTD, SIKi IIOACHIOIOTH
0araTo puc 3piIoro CTUIO XbOPCTA: BAKOPUCTAHHS
TEXHIYHOI'O OOIaJHAHHS AK 34CO0Y BUPAKEHHS Xy OKHbOT
JYMKH, IIOJAUX KOMEAINHOTIO, 1110 Bil4yBAE€TbCA Y KOXKHIN
po60Ti, piBHi 32 CUJIOIO BiIUYTTA BPA3IMBOCTI Ta BiI4yKEHHS,
1 BOJIHOYAC TIOCTiMHE HAr'dTlyBAHHA ITPO KPUXKICTb JIIOJCHKOTO
OyTTs TIepe/] O6INYYAM EK3UCTEHITia/IbHOT IOPOKHEYI.

Le BuTBip IMTMOUHHOI Kpacu (pOpM, ajie BOJHOUAC Bify
CIIOBHEHMI HEOCAKHOCTI, iIHTEIEKTYaIbHOI TOCTPOTH,
JKBABOCTI TA 3ACTUIVIOCT Y IMOEIHAHHI 3 BiZl9yTTAM JIyKO1

CKyJIbIITYPHOT (POPMH.

Mipy TOr0, HACKIIbKU TAJIEKO XbOPCT Y CBOIM TBOPYOCTi
MEPEXOAUTD, 33UL iIHTEHCUBHOI €TUYHOL LI, TPAJULIITHO
MPUIHATHI MEXi MK «CEPUO3HUM MUCTEIITBOM»> (MOKHA
MO3UYMTH y [eTe MOoro eTHu4Hy aj1eropiio, «Paycr») ta
MOT'MJIBHOIO, METUTATHBHOIO HEPYXOMICTIO, MOKHA TOOAYUTH
B 110r0 po60TaX, CTBOPEHHUX i3 MEIUYHOTO OOIATHAHHS,
KJIIHIYHUX IIPUCTPOTB i MEJUKAMEHTIB. BUTBIp «/le XOTiHHA,
TaM i BMiHHA» (2007) npeacTasisge CO60I0 paMmy i3 6i1oi
HEPIKABIIOYOI CTai, BCEPEIMHI AKOT HA TOJIMX METATIEBUX
MOJINIAX AKYPATHUMU, OJHAKOBUMH I'PYIIKAMH CTOATD
AHTUPETPOBIPYCHI TPENAPATH, IO BUKOPHUCTOBYIOTD JIJIS
sikysanHs BIJI/CHI/ly. Takos, AKIIO TOPKATHCSA ITUTAHHS
OnarogifiHocTi (Ha noyatky 2008 poky XbOPCT 33jyMaB Ta
OpraHizyBaB BEJIMKHUHA ayKLiOH POOIT IPOBIIHUX MUTLIB, BCi
BUPYYEHi KOUITH Bil AKOI'O Oy/IM BUKOPHUCTAHi HAa HA/IaHH:
pornomoru xsopum Ha BUI/CHI), «/le XOTiHHA, TaM i BMiHHsI»>
CYNPOBOJKYETHCS OJHUM 3 TAK 3BAHUX «(DAKTYJIbHUX
IIOJIOTEH>» (3arajibHa HA3B4, AKY XbOPCT BUKOPHUCTOBYE IO
Bi/IHOIIIEHHIO /IO BJIACHHUX KAPTHUH, CTBOPEHUX 3 (poTOrpadirt),
po6oroio «Kombinanis 3 ikis i ikysanus BII/CHIdy»
(2007), e 306paKEHO NPOCTATHYTY PYKY, Ha BiJKPUTii JOJIOHI
SIKOI Ti CaMi TpH IIpEnapary, o 1 Ha IMOJULAX. Y HOEAHAHHI
BCi LI pO60TH CTBOPIOIOTH OKPEMY (POPMY COLIiaTbHOT
PEATICTHYHOI OOPA3HOCT, IO YiTKO BUIUIAETHCA XaPAKTEPHUM
i Ie10 MOTOPOIIHNUM BUKOPUCTAHHAM MEAUYHUX i HAYKOBUX
06pasiB. EcTeTrKa KIiHIYHOIO CEpEJOBHIIA Ta AU 3 TKaAMH
npejcTasieHi Ha (DOHi TPaAULIIFHO] Bi3yaIbHOI MOBH KAPTHH
y pamax. Lle cTBoproe eheKT, AKMIT MOKHA OITUCATH SIK Bi3yaIbHY
BUIIIYKAHICTb 3aBJAKU YiTKOCTi Td BUKOPUCTAHHIO YUCIICHHUX
MIPEAMETIB, Ta BOJHOYAC BUKIHKAE BiZIIyTTs 30€HTEKECHOCT
4epes JIErKy MOTOPOIIHICTD XOJIOAY BUCTABIEHUX ITII'YJIOK.
OpHa cripasa — AMBUTUCA HA JOPOI'OLIiHHI KAMEHI, 4 30BCiM
iHIIa — Ha OOpAa3Hi penpesenTaii Bigpi3Ky XKUTTs, AKUHI
3QIMIINBCA JIOMHI Ta KU BUMIPIOETHCA Y MIT'yJIKAX,

SIKMMU 11€ XKUTTs 6y/1€ TIO/IOBKEHO.

AHaoriyHoI0 po60Ti «/le XOTiHHSA, TaM i BMiHHS» MOXKHA
Ha3BaTU PO60TY «HYncrumume» (2008), B sIKii ofioHa ines

3 PaMOIO Ta IOJIMLAMHU (OAHAK 3 TIO30JI0TOIO HAMBHUIIIO! IIPOOH)
BUKOPHCTOBYETHCS i3 CUTAPETAMHU TA HEAOTANKAMM. PU3nKuy,
NOB’A3aHi i3 NaIiHHAM, HECIOiBaHO HAOYBAIOTh HOBOT
KoHirypartii. Ik IpornoHye B1acHe 3/10BiCHA, TEOJIOTTYHA HA3BA
PO6OTH, CUTAPETH TA HEJIOMAJIKH IIEPEIAIOTH Bifidar Ta, IK
11€ HE MaPaJJOKCAJIBHO, 30€piraloTb MaTepiaIbHE CBiTYCHHS
HIKOTMHOBOI 3aJIEKHOCTi Td CKOMIIPOMETOBAHOI CMEPTHOCTI.

MaricrepHe noegHanHAa XbOPCTOM JIBOX IIAPHH — HAYKU

TA €CTETUKH —CTBOPIOE JOJATKOBI IUIACTH TAEMHUYOCT] T
HE30arHEHHOCTI, 111 PUCa € BOJAHOYAC (DYTYPUCTHYHOIO Ta
€JIETiMHOIO, 3/IOBICHOIO Ta MEJTAHXOTIHMHOIO. «Hid JOBIX HOXKiB»
(2008) (Ha3Ba, OYEBHIHO, € 37I0BICHOIO AIO3i€IO0 I1T/IEPiBCHKOL
YUCTKUA BCEPEAMHI maPTii HANUCTIBY 1934 porii) € mpuKIagoM
TAKUX €CTETUYHHUX BJIACTUBOCTEN, A TAKOXK JIEMOHCTPYE
BiZJHOIIEHHs XbOPCTA 10 CKYJIBIITYPHOI'O Martepiainy i (popm.
«Hiu 1OBrux HOXiB>, KOMIO3MLiA 3 MIECTH A i3 HEPKABIIOYOL
CTaJIi ¥ CKJI4, B AKX OXAMHO BUCTABJICHI XipypriuHi
iHCTPYMEHTH, BOJIHOYAC Bi[UIIKY€ Ta IPUTATYE, IIA1a4a BAOUTb
TAKTUIbHA IIPUPO/IA KOMITO3HUILi{ Ta i AKyCTHYHA IIPUCYTHICTb.
BropsIKOBaHiCTh TA YiTKiCTb KOMIIO3ULIT IIABOAATD 1O
BiJ9yTTA HAIIPYTU MK KDUXKICTIO Ta Xa0COM, YyTIMBIiCTIO

Ta 60POTHOOIO. Bijblll 6€3M0CEPEAHBO, 1L POOOTA TOBOPUTH
IJIAJAYEBi IIPO PEAIbHICTD XiPyPrivHOro BTPYyYaHHs — IIPOIIEC,
SIKUI 3/1€OUIBIIOTO 3ATHIIAETHCS IPUXOBAHNM 32 OU1010
TAEMHHYOIO 3aBiCOIO 3araJIbHOT aHECTE3ii.

Cripo6m XpopCTa AOCTIANTU MUTAHHS JIIO/ICbKOI CMEPTHOCTI
i, 11O HABITH € OBIIT BAXKIMBUM, 3IATHOCTI JIIOJITUHU
YCBIJOMJIIOBATH CMEPTHICTD K (DAKT iCHYBAHHS, MOXKHA
PO3IBIATH IK OCHOBY HOI'O MUCTELITBA. YCBiJOMJIEHHSI
CMEPTI TA JKUTTS SIK IIPOLIEC BMMPAHHS — TEMH, IO IIPOHU3YIOTh
ycCi 1010 pO6OTH. AJI€ 1151 30CEPEKEHICTD HA CMEPTHOCTI
BPiBHOBAXKYETHCS 1 JOIIOBHIOETHCSI HE MEHII CUJIbHUM
3aXOIUICHHAM JIPAMAaTUYHHM BHU/JOBUIIEM, OJIarOTOBITHUM
CTPAXOM i 3IUBYBAHHAM — SIKOCTI, IO Y KOHTEKCT] K/TACUYHOI'O
POMaHTHYHOI'O MUCTEIITBA Oy/u 6 BifIHECEHI 10 IIapPUHU
BEJIMYHOTO. Y TBOPUYOCTi XbOPTA 37IMBAIOTHCA Y €JUHE BEJIMYHE
BM/IOBHUILE HE TIILKK aJIETOPii CMEPTHOCT], a 11 6e3rocepeHi
penpeseHTaLii peaIbHOCTI CMEPTI Ta BPA3IMBOCTI TUIECHOIO.
¥V mucrentsi JJemiena Xp0pCTa, TAK CAMO SIK i Y MUCTELITBI
Ppencica bekoHa, TiZIECHE YaCTO 300PAKEHO Y IPATYIOUii

Ta BUKPUBJIEHIN MATEPiaIbHOCTI.

«[TosicaenHs cmepri» (2007) npeicrasiisie COO0I0 JOPOCTY
AKYJIy, PO3CideHy BAOBK HABIILJL, i 11i IBi IIOJIOBUHU HOMIiIlIEH1
B OJIHAKOBi pE3EPBYAPHU 3 CTAJIi TA CKJIA, IO PO3TALIOBAHI IIOPYyY
OJINH 3 OJHMUM. LIt po60Ta BUCTaBIE€HA B iHCTAIALT pa3oM i3
PO6OTOIO «3anepeYEHHs CMEPTi», O 300PAKYE LTy AKYITy
TaKoi caMoi JOBKUHU. Pazom, 11i /1Bl pOOOTH € YaCTHHOIO
KOMIIO3MULIi1 3 ABOX TBOPIB i/l Ha3BOIO «JIpuMupeHHs Ta
Ccrpo6a 30aruyTH CKJIAIHICTD MTOYYTTIB i TOCTIFHO MiHJIIMBUX
CTPAXiB i CyMHIBIB, SIKi IEPEKMUBAE KOKHA JIIOANHA, CTUKAIOYHCh
i3 HEOCSKHOIO HEBIZIOMICTIO cMepTi». Lt po60Ta NEBHUM
YMHOM € NOCWIAHHAM Ha BKe Mi(hiuny ikoHorpadigHicTb
TBOPYOCTi XbOPCTA — OCOOIUBO HA HOI'O CJIABHO3BICHY
CKyIbITYypPYy «DisudHa HEMOKIMBICTh CMEPTIi B I'OJIOBi TOT'O,
XTO KUBUN» (1992), B AKil1, aKyJTy HIOMICTUINA Y pE3EPByap 3
opmarnp/eriioM. Y KOMIO3ULI{i, IO CKIaJa€ThCs 3 <[ losiCHEHH:
CMEPTi» Ta «3arepedyeHHs CMEPTi», MU 6AUYNMO CXOXKHI HAOIp
3aCO0iB 1 IIepeiadi BCE TOI'O K JIIOJCHKOTO YCBiIOMIIEHHSA
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CMEPTHOCTI. PEIbHICTh HAMOI'O KOPOTKOYACHOT'O, KDUXKOI'O
Ta HEIIEPE/I0aYyBAHOTO IEPEOYBAHHS HA 3€MITi PO3’ICHIOETHCS
3 Ti€IO K IMPAMOTOIO — YACTKOBO UTIOCTPAILisl, 9ACTKOBO
AJIETOPIis — AKY MOKHA 3HAUTU Y IOXPUCTUAHCBKOMY 260
MEPBICHOMY MUCTEIITB.

MucrenTso JemieHa XpbopCTa MPOHMU3YE NPUMITHBHA IIEPBiCHA
CUJIA HA KIITAIT TOL, IPO SIKY UCAB OIMCKYYHMIT iICTOPUK
mucrernrsa EI IOMOPIX HA TIOYATKY CBOET KITACHYHO] ITparii
«cropia mucrenTear (1950): «Mu HE MOKEMO CIIOAIBATACH
H4 PO3YMiHHSA IIMX JUBHUX BUTOKIB MUCTELITBA, SIKIIIO HE
CrIpoOYyEMO IPOHUKHYTH Y CIIOCIO MUCIEHHS IPUMITUBHUX
HAPOZIB i HE 3PO3yMIEMO, AIKUI CAME JOCBi/] 3MYIIYBAB X
CIIPUHMATH 300PAKEHHS HE SIK T€, HA 11O IPUEMHO JUBUTHUCH,
4 [K IIIOCH ITOTYKHE, IO MOKHA BUKOPUCTATH. S HE BBAXKAIO,
IO TAK BXKE U CKJIAJAHO BilTBOPUTH LI€ BiAdyTTs. /I IbOI'O
MOTPiOHO JINIIE MATU BOJIIO OYTH A0COIIOTHO YECHUM i3
CaMHUM COOOIO T HOJUBUTHUCS, YU B HAC CAMMX HE 3AIUIINIOCS
YOTOCh «IIPUMITUBHOTI'O». 3aMiCTh TOTO, 06 ITOYNHATH 3
JIbOJJOBUKOBOT'O IIEPiOAY, 1ABANTE IOYHEMO 3 CAMHX CEOE».
MozkHA CKA3aTH, IO TAKUI (DyHJAMEHTAILHUI IPUHITUIL
AHAi3y Ta HAMIPY BJIy9HO XaPAKTEPU3YE AKTYAIbHICTh

i cmmy mucrenTsa Jlemiena Xpopcra.

IIprpoaa BUAOBUINA B TBOPYOCTi XbOPCTA € HA/I3BUYIANHO
IVIMOOKOIO. Y TIEBHOMY CEHCi BiH IIPOCTO XO4YE, 06 Bijl HOTO
TBOPIB y IVIA1a4a BiOUPaAIO NOAMX, OO X IIPHUTOJIOMIIYBATIO
T4 HABIIOBAJIO HA HUX OJIarOrOBIMHUM cTpax. (XbOPCT KOJIUCh
3dYBAKUB, 1110 XOTiB O CTBOPUTH Y TAIEPET BECEIIKY; A TAKOXK,
IO BiH BBAXKa€ a0COMOTHO 6ity cpepy iieaIbHUM BUTBOPOM
MUCTELTBA.) Take po3yMiHHA MaICTEPHOCT] IOy Ta €(PEKTY,

2 TAKOXK BUKOPUCTAHHS BU/IOBUINA K 3ACO0Y TBOPEHHSI
MMCTEITBA JO3BOJIAIOTH XbOPCTY HE TUIBKY 3ATyJaTH IJIA/]A49a
Y Ayske 6€310Cepe/IHIM, HACMYEHO EMOTHUBHUM CITOCI6, ane
TAKOK BECTH KOHIENTYAIbHI, Xy/JOKHi TA TEMATUYHI irpn

3 Bi/IHOIIEHHSIM Mi>K BU/IOBUIIIEM H €MIIATIEIO.

¥V 4gac, KoM BidyaJIbHA KyJIBIYPa € BCIOJUCYIOIO,
MYJIBTUME/IITHOIO Td MOHYMEHTAJIBHOIO, XbOPCT CTBOPIOE
MMCTEITBO, 1110 BOJHOYAC € BATOHYEHUM, TIOCTUYHUM

i Ha/I3BMYAHO BUpa3HUM. TOro MUCTEITBO BipTyO3HO
6aI1aHCye MiXK XOJIOTHOIO 3ACTUIVIICTIO, Bi/l SIKOi TXHE
HAYKOBHMMM TEXHOJIOT'iAMH, TAd HA/I3BUYANHO ACKPABUMH
00pa3zaMu HBUIKOIUTMHHOCTI KATTS, SIK y PEJITIHHOMY TaK i
IPUPOAO3HABIOMY KOHTEKCTAX. L€l Ipyruii KOMIIOHEHT HOr'o
XyZI0KHBOI MOBH € OCOOJINBO IMPOMOBHUCTHM Y TBOPaX XbOPCTA,
CTBOPEHUX 3 METEJIMKIB T4 IXHIX KPUJL Y «PeKBieMi» € KibKa
HAMOIIBII 3HAYYINUX 3 TAKUX POOIT, CEpe/] HUX KOMITO3UILisS
«Apienb» (2006) (Ha3Ba 3a moesiero Cinbaii [11aT) — ciM maHHO
3 METEIMKAMM Ha MATOBil 1oOyTOBiI (hap6i Ha TONIOTHI, TA
KOMITO3UI1isI 3 MIECTH MAHHO, METEINKIB i MATOBOI ITO6YTOBOI
ap6u HA NOMOTHI i1 HA3BOIO «I1IiCTh YyJOBUX MicCAIiB>
(2008). LIi aBi KOMITO3UILil Y1 HE HAUIIPOCTIIIII i3 yCiX TBOPIB
3 METETMKAMMU 3 TOUYKH 30PY (POPMAJIBHOI'O BUPAKEHHS; TA
BOHH CTBOPIOIOTH ITOTYKHY Bi3yabHy HATIPYT'y MiXK KPUXKICTIO
TA BUIIYKAHMMHU KOJIbOPAMU METEJIUKIB TA JACIIO ThMAHUMU,
MIPOMHMCIOBUMH KOJILOPAMMU (SIK BiITIHKM (papOu 11 aBTO)
OGYTOBHUX MATOBUX (PapO, BUKOPHUCTAHUX /711 (POHY.

EdexT BOIHOYAC «MY3€OIOTiYHUI» T4 TOCTUYHUL:
BPAKCHHA MAJIECEHbKUX JKUBUX iCTOT Y IOJIOHI T4 BiIyTTs
CKOPOMMHYIIIOCTI, HEJOBIOBIiYHOCTI Kpacu. /I Xpopcra
XAPAKTEPHO IPALIOBATH i3 TAKUM 32COOOM BUPAKEHHS — Y
JAHOMY BUITAJIKY L€ METEJIMKHU — SIKUI € IOETUYHUM i HECe

y cOOi CUMBOJIiYHi 3HAYEHHS; TAKMM YMHOM 3aCi0 CTae
iZIe€10 TBOPY, 4 MOBA TBOPY MiZTHOCUTHCA HA BUII A0,

IcTOPpUYHO, Y IPELBbKil, KEJIBTChKil, PAHHbOXPUCTHUAHCHKII
Ta KUTAUCHKIN Mi(DOJIOTIAX METEIUK BBAKABCA CUMBOJIOM
ayiri. Hacripas/i, TperbKe CJIOBO «IICIOXE» O3HAYAE i «IyIIy>,
i «MeTenMK», Bifl IIbOr0O IMOXO/IMIIA Bipa y Te, 10 JIIOACHKI
JyI1li [IEPETBOPIOIOTHCS HA METEJIMKIB, KOJIM YEKAIOTh HA
peinkapHariiro. ¥ 1eaKuxX XpUCTUAHCbKUX CUMBOJIIYHNUX
300PAKEHHAX XPUCTOC TPUMAE HA JJOJIOHI METEJINKA.
TligBeaeHHA TAaKOTO Mi(POJIOT{YHOTO, PETIriHHOTO 460
JlyXOBHOI'O HIIPYHTS € OCOGJIMBO JJOPEYHUM JIJI1 POOOTH
3 MeTenukamu «Kapma» (2008) 3 1i mocnianHaM Ha
HAKOIIMYEHHA T4 OOMIH JIyXOBHO-ETUYHOI PiBHOBATIH,

Ta 1A 6JIMCKYy4JOoro TpunTuxy «/Isepi y Llapcrso He6ecne»
(2007), B OCHOBI IKOT'O JIEKUTb €KCTPABAIAHTHUH JIM3ANH
BiTpakiB COOOPY. (XbOPCT TAKOXK CTBOPHB JICKi/IbKA KAPTUH
3 METEJIMKAMM, SIKi HA3BaB 34 IIEBHUMH IICA/IMAMM.)

VY ¢BOIX TBOpaxX XbOPCT MOEJIHYE Pi3HOIUIAHOBI 32CO06H
XY/IOKHBOI'O BUPAKEHHS — HOI'O KAPTUHH MOKYTh MiCTUTH
€JIEMEHTH iHIINX MUCTEIIBKUX CUCTEM, TAK CAMO K i I0TO
CKYJIBIITYPHi PO6OTU MOXYTh BKJIIOYATH €JIEMEHTU JKUBOITUCY.
YV MaHepi, AKy MOKHA ITOPIBHATH 3 MaHePOIo Mapces [lromana
Ta Pivapaa laminsrona, reopyocti Jlemiena Xb0pTa BIACTUBUIA
KOHIIENTYAJIbHUI MTOTAT 0 MTOITYKY HAMOIIbIT e(PEKTUBHOI Ta
OPUTiHAILHOT (POPMHU BUPAKEHHA KOKHOT iHAUBIyJIbHOT ifief.
TIpore, 0 € yHiKaIbHUM caMe I XbOPCTA, TAK 1€ IMOCTiNHI
B33aE€EMO/IiA TA B3AE€MHI aII03i1 MK IIOT'0 Pi3BHUMH POOOTAMU T
cepiamu poOiT. BiH HapOpKye i/Ie10, 4 TOTiM HAYeOTO BiJITyCKae
1{ Ha BOJIIO PO3BUBATHUCA J1aJ1i Y TOCTiHOMY PyCi CBOTO
MuCTenTBa. lle HeCToiiBaHMM YMHOM MOEAHYE Pi3Hi podoTH,
4 TAKOXK IIOBEPTAE iX HA3a/l Y PETPOCIEKTHBHUI 3B’ 30K 3 THUM,
IO CTAJIO MUCTEIBKOIO iCTOPUYHOIO iIKOHOTpadieto ioro
PaHHIX TEM i MOTHBIB.

«[TpexpacHui BUOYX MAPHOC/IABHOT'O YKMBOITUCY (3
MeTeNMKaMM)> (2007) moenye XbOPCTiBCbKUM iIKOHIYHUI
CTUJIb «OOEPTAHHS» 3 MOTUBOM HMOI'O TBOPIB 3 METETMKAMM.
i po60TH 3 306paKEHHSAMM YEPEITiB HA IOBEPXHI, IO
0OEPTAEThCA, HA3BAHI Y IEBHUI CIIOCIO: BCi HA3BU TOYNHAIOTHCS
3i CJIOBA «IIPEKPACHHI> TA 3AKIHYYIOTbCH CJIOBOM <KUBOIIKC»,
a TAKOXK MICTATD iM’d 60Ia Ta Ha3By aHOMAJIBHOT'O IICUXiYHOTO
crany. To6TO, SIKIO Ha O/IHiM OBEPXHI 300PAKEHO YOTHPU
Yepeny, 1€ O3HAYA€ YOTUPHU ICHUXiUHI ITOPYIIEHHS Ta YOTUPHhOX
60riB. B pe3ynsrarti CTBOPIOETHCA 6AraTOMapOBUH €(PEKT —

a TOYHilIe, TAKUH CTYITiHb iHTEHCUBHOCTI XbOPCTIBCHKUX
SIKOCTEM, 1110 € MAMKE TEMATUYHUM i CTUTIiICTUIHUM
KOHIIEHTPATOM IIMX AKOCTEM, AKi i IPUHECIN MUTIIIO TAKOI'O
PpiBHA BU3HAHHA. [IMM pO60TaM BIACTUBO OAraTCTBO BiAATiHKIB
HACTPOIO, BOHU OXOIUIIOIOTh Pi3HOMAHITHI ACIIEKTH €CTECTUKH
XbOPCTA Td BBOAATD Y MOI'O TBOPYICTDb EIMIYHUI BUMIP.
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Taxk, y po6ori «IIpexpacnuii sxuporuc 3escy Mari Ppeii
Icign MEIUTATUBHUX, iCTEPUYHUX, CCHCOPHUX, TIO30ABIEHHUX
cny» (2007) apamatryni BUxopu ¢pap6o (1110 Bijpasy x
ACOIIOIOTHCA 3 TPUCKOPEHHAM i ITUKJIOHOM), SIKi CTaIN
3PA3KOM XbOPCTIBCHKUX KAPTHUH «OO€PTAHHA>, MiCTATH KOJIU
YOTHUPHOX MOTUBIB 3 JTIIOJJICbKMMH YE€PEITAMH — 5IKi, y CBOIO Y€prYy,
HAra/1yloTh PisHOMaHiTHI pOOOTH XbOPCTA 3 YEPEIIAMHU, CEPE/]
AKUX, MOJKJIMBO Y IIEPIITY Yepry, HOro «3apajm Jooosi 10 bora»
(2006). 1151 po60Ta € BOAHOYAC rPai4HOI0, MOHYMEHTAIBHOIO
T4 MA€ NPUCMAK ON-APTY (Y YEPEIIIB, IO ITOCTINHO
ITOBTOPIOIOTHCH, Bi/JUyBAETHCA AKACh YOPXOJIiBChKA TOPOKHEYA
3ABJIAKH 30CEPEPKEHOMY ITUIbHOMY ITOIVISA/Y IIUX ITyCTUX
OYHMX 3aI1a/IMH); I1€ BEJICTCHCHKE IOJIOTHO YCIIa/IKOBYE
TPAAUIIIO IPAMATUYHOTO, «(PAHTACTUYHOIO» JKUBOIIHCY.
CI10Ci6, y AKMI YEPEIH BiJIKDUBAIOTHCA ITIA/IAYEBI Y
KOHTEKCTi KOCMOCY, IIIO 3a3HaB JOKOPIHHUX 3/1aMiB, MA€ Y
CO0i XapaKTEPUCTUKU 6i6/IiFTHOrO OIKpOBEHHA. BoHOvAac,
KaPTHUHA CTBOPIOE BPAKEHHA (PAHTACTUYHOI'O TICH3AXKY,

1110 6EHTEKUTD i HEITOKOITh.

Kaprynnuy XpopCTa 3a/IMIAI0Th BPAKEHHA BiDTYO3HOT
MaMCTEPHOCTI T4 BOJHOUYAC 6€30COH60BOT MEXAHICTUYHOCTI.
Jlesaki po60TH NOEJHYIOTh d0CTPAKTHICTD i KOHKPETHY
AJIETOPUYHICTD, K 11€ MOXKHA TTOOAYUTH B MOTO Cepii KapTUH
3 YeperaMu, HapUK/Ia/l, y poooTi «[IpeKkpacHUI JKUBOITUC
Minepsu KaTaToHIYHOI» (2007), e Yeper JIOJUHI
PO3TAMIOBAHUH Y LIEHTPi Tocepe]] 6araToKoaIbOPOBOT
IIPOHU3IUBOT IEPCIIEKTUBU «OOEPTiB> KADTUHH. MOKINBO,
caMe y IIUX pO60TaxX XbOPCT AKHANOIVDKYE MTiIAIIOB JIO iMiTariii
rpagivHOro CTUWIO Non-apty. IIpore, y XbopcTa XOnoaHa
CTUJI3ALiA TIOM-APTY Pi3KO AECTAOTIBYEThCA MPUTOJIOMIIUINBUM
BUKOPUCTAHHAM KOJIbOPIB JUIs IIEPE/adi pyxy, IO JAiMIIOB
KPUTHYHOI MacH. Lle CTIb, AKKI y TEPMiHAX MTOI-apTy
MOKHA IOPiBHATH TiJIbKH 3 YOPXOJIOM y HOI'O BUKOPUCTAHHI
«KamMyIIDKyY» B JICAKUI T1i3HIX pOO0TAX Td ABTONOPTPETAX.

Vei inmi po6oTr XbopcTa, 0CO6IMBO cepid «KapTuHu
HAPOJPKEHHsI», CTBOpeHa y 2006 porii Ta BijHeceHa 10
(hpaKTyaTbHUX KAPTHUH, BUKINKAIOTh [TOXMYPi T4 MOTOPOIIIHI
acoriartii 3i MITyYHUM OCBITIICHHAM, Bi/IKDUTHMUA XipypPridHUMHA
HaJpi3aMH Ta HOBOHAPO/LKEHUM HEMOBJIIM B OTOYCHH]
TEMPABU. K 3 ycima Horo (pakTyaJIbHUMU KAPTUHAMMU, 11
po6oTH € POTO-PEATICTUIHUMH Td BOIHOYAC TPA/IUIIFHO
PENPE3CHTATUBHUMHI — SIK «3akpuTTs panu I, 11 Ta 111> (20006)
— e(PeKT, AKUH Pi3KO MiJHOCUTD i TIepe/iae, Tak 61 MOBUTH,

y 611BI11 HEOOPOOGIICHUI CIIOCIO TOTAEMHY, BPA3IHBY T
EKCIUIIMTHY IPUPOJTY CBOET CYTHOCTI.

Pa3oM € IMM MOKHA TOOAYNTH, AK 11i KADTHHU yOCOOJIIOIOThH
MOEJHAHHA TEM i MOTUBIB YCi€i TBOPYOCTi XbOPTCA. 3aXOTUICHHSA
T4 IMOTAT MUTILIA JIO XiPyPriyHOro, MEJUYHOTO CEPEJOBUINA TA
CHMBOJIiKa CMEPTHOCT] IIOEHYETHCS 3 HOT'O JTOCTiIPKEHHAM
peanizsmMmy MaTepiaIbLHOI'O Ta TiIECHOI'O; BiH 6PYTAIbHO
BUCBIT/IIOE€ BHYTPIIIHIO KOHCTUTYIIIO T4 (DYyHKITIOHAIbHICTD
JIOJICBKOTO TiJI4, 4 4y/IeCaM CBOIX «TA€MHHUIIb> JJO3BOJISAE
TOBOPUTH NPO cebe BIACHOIO (Pi3UIHOIO MOBOIO, YHUKAIOUH
POMAaHTH30BAHMX KO/iB. I1i KADTHHU TAKOK BUKIMKAIOTh
BiI4yTTS BPA3JIMBOCTI TA 3aHEIOKOEHHS; po60Ta «Illacimbe
cimericTBo» (20006), 1m0 306pakye XbOPCT4, HOrO APYKUHY T4
X HOBOHAPOJ/PKEHY JUTHHY (POOOTH, CTOCOBHO SIKOi HE MOJKHA
YHUKHYTH GiO/IiMHUX aCOILiaIliil), BUIIPOMIHIOE TOPJiCTD i
IACT, 4 TAKOXK BPA3IUBICTb — 300paKeHi (Pirypu Tak camo
BPA3/IMBi I1epe/] IPUMXaMU CMEPTHOCTI, SIK i pelnrTa npeaMeTisB
300PAKEHHA MUTIIA.

V cepii pobiT Ha TEMY IIEPEBIPKM Ha PAK, HAIIPUKIIAL, Y
«<P520/211: O6cniyBaHHs TOHKOT KMITIKH Ha BUSBJICHHS
OHKO3aXBOPIOBAHb (MOPQOJIOTisA HOPMAILHUX TKAHWH)»>
(2007), XbOPCT TOPKAETHCS OJJHOTO 3 HAMOUIBII TPUBAINX

1 eMOTMBHMX CTPAXiB Cy4dCHOI'O CyCIILCTBA. ¥ il cepii,
MOEHYIOYM CTPYMMHHI YOPHMJIA TA TOOYTOBI (papOH, 4 TAKOK
BUKOPHUCTOBYIOUM €JIEMEHTH KOJIAXKY, TaKi K CKJIO T4 JIe32
CKaJIbIIE/I0, XbOPCT PO3KPUBAE BIACTUBOCTI aOCTPAKILii B
peanizmi megnanoi pororpadii. Konpopu nux poodirt —
danTaCTUUHI, PANTYKHO POXKEBi Ta PO3KIIITHO NEPEIUBYACTO
CHUHi — IPUXOBYIOTH IIPAB/IY IIPO MOTEHIIHHO TPariyHy Ta
HEPYXOMy NPUPOJy 0OOPA3iB, IKi BOHU IepejatoTh. Te, mo
BU/IA€THCA HA BUIISA/L AK KOPaJI UM KOIITOBHUH MiHeEpaJl,

200 306PAKEHHS TOBEPXHI IVTAHETH, MOJKE TAK CAMO OyTH
CMEPTHHUM BUPOKOM: 30BHIIIIHICTb CTBOPIOE HEIIPABUJILHE
YABJICHHS PO CYTHICTb.

«PexBieM» 103BOJIIE€ IPOCIII/IKYBATH TBOPYICTh XbOPCTA Bil
11o4aTKy 90-X POKiB MUHYJIOI'O CTOJITTS JJO CbOI'OJICHHS, TOXK
IVI/1a4 Bipasy yCBiToM/IIoe Gi6miftHMI MaciTad 3a/fyMiB MUTIIAL
Y IOro nNpo3oparBOCTi, HE MEHIII HiXK Y HOI'O HEBITMHHHUX
JIOCTIJPKEHHSAX TOI'O HEMI3HABAHOI'O CHY, 1110 OTOYYE HAIIIE
KOPOTKOTPUBAIE KUTTA, XbOPCT € OJJHUM 3 HAMBHJIATHIIIINX
PErifHNX MUTIB Cy4aCHOCTI. OCKIIbKH JIUIIE Y B3AEMO3B A3KY
penirii Ta HayKH, parlioHaJIbHOTO T4 ipPaIiioHaILHOTO MOXKHA
BiIHATH TOM PO3MAX MUCJICHHS, 34 JIOITOMOI'OIO IKOT'O XbOPCT
CHiBBiIHOCUTDH HETTOXUTHHUI PEAJIi3M i3 KOCMIYHOIO iPOHIEIO,
IJIMOHMHOIO T4 BEJINYYIO.



With Dead Head Photograph on aluminium 2212 x 30 in Edition 1/15 30
1991




A Thousand Years (detail) Steel, glass, flies, maggots, 813/4 x 157/ x 845/ in 32
1990 MDF, Insect-O-Cutor, cow’s head,

sugar and water







The History of Pain MDE stainless steel, air blower 37305 x 987/s x 987/s in 36
1999 and beach ball




HIV Aids, Drugs Combination QOil on canvas 36 x 48 in 38
2006




Where There’s a Will, Stainless steel and glass 72x 108 x4 in 40
There’s a Way with painted resin,

2007 plaster and metal pills




Where There’s a Will, Stainless steel and glass 72x108 x 4 in 42
There’s a Way (detail) with painted resin,
2007 plaster and metal pills




3 HIV/AIDS Drugs Oil on canvas 108 x 72 in 44
2008







Death Denied Glass, steel, shark, acrylic 843/s x 20212 x 745 in

2008 and formaldehyde solution




Death Explained Glass, steel, shark, acrylic 8435 x 2023/s x 4835 in [x 2] 50
2007 and formaldehyde solution




Death Explained Glass, steel, shark, acrylic 8434 x 202%s x 4833 in [x 2] 52
2007 and formaldehyde solution
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Beautiful Minerva Household gloss on canvas 96 x 84 in 54
Catatonia Painting
2007




Beautiful Quetzlcoatl Household gloss on canvas 96 x 84 in 56
Dysphoria Painting
2007




Beautiful Osiris Houschold gloss on canvas 96 x 84 in 58
Euphoria Painting
2007




Beautiful Hades Household gloss on canvas 96 x 84 in 60
Transcendence Painting

2007







Ariel Butterflies and household 108 x 72 in [x 7]

2006 gloss on canvas



Six Lovely Months Butterflies and household 24 x 18 in [x 6] 64

2008 gloss on canvas




Argininosuccinic Acid Houschold gloss on canvas 132 x 180 in 66

1995
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Thirteen Pills QOil on canvas 48 x 36 in 68
2008




HIRST
oral

21 tabs.

Cornish-Pasty 2 mg

10 CAPSULES
FOR ORAL USE ONLY
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DAMIEN-HIRST
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The Last Supper Silkscreen on canvas 60 x 386 in
2005

CAULIFLOWER

10 CAPSULES
'FOR ORAL USE ONLY

Omelette
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Night of the Long Knives Glass, stainless steel and 7634 x 14834 x 19%/5 in

2008

surgical equipment
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Saint Bartholomew, Silver 983/s x 434 x 3735 in Edition 3/3 74
Exquisite Pain
2007




76

el]

1157/ x 96 in [centre pan

11033 x 72 in

Butterflies and household

gloss

Doorways to the Kingdom

of Heaven

2007

[x 2]

on canvas




Doorways to the Kingdom
of Heaven
2007

Butterflies an

d house]

gloss on canvas

hold

1157/ x 96 in [centre panel]
11035 x 72 in [x 2]
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False Idol Calf, gold, glass, gold-plated steel 4434 x 65%s x 2935 in 78
2008 and formaldehyde solution




False Idol (detail) Calf, gold, glass, gold-plated steel 4434 x 65%s x 2935 in 80
2008 and formaldehyde solution




Karma (detail) Butterflies and household 60 x 60 in 82

2008 gloss on canvas
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Idolisation (detail) Butterflies and household 96 x 84 in 86

2007 gloss on canvas




Idolisation Butterflies and household 96 x 84 in 88
2007 gloss on canvas
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And the Lord God Glass, stainless steel and 804 x 143505 x 1435/s in 90
Made Them All animal skeletons
2005-2006




Glass, stainless steel and
animal skeletons

000000000




Two for Joy
2008

Qil on canvas

80 x 51 in [x 3]

95






Horror at Home GRP composites, foam and 27k x 96 in [diameter] 96

1995 contents of ashtray




98

90 x 60 in [x 3]

QOil on canvas

Never See You Again

2008




Nothingness Glass, steel, MDE, aluminium 72x 108 x 12 in 100
2008 and drug packaging




Glass, steel, MDE, aluminium 72x 108 x 12 in

and drug packaging
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Second Series Biopsy: M132/655-
Leukaemia_blood,_cancer_cells,
_scanning_electron_micrograph-
SPL.jpg

2008

UV inks and houschold gloss on
canvas with hair, glass, scalpel

blades and religious medals

72 x 48 in

104




gl

.____,_m_ _

84x 168 in

Household gloss on canvas

Beautiful Romance in the Age
of Uncertainty Party Painting XI




Birth (Cyrus) Qil on canvas 18 x 24 in 108
2006




Closing the Wound
L, IL, IIT and IV
2006

Oil on canvas

24 x 18 in [x 4]

111






Happy Family Oil on canvas 36x 48 in 112
2006




<M122/337 Breast cancer cells, UV inks and household 144 x 96 in 114
light_micrograph_SPL.jpg> gloss on linen with blades
2007 and diamond dust




<M865/246 Malignant UV inks and houschold gloss on 144 x 96 in 116
testicle tumour, light_ canvas with blades, flock and glass

micrograph_SPL.jpg>

2007




<M210/253 Molluscum_ UV inks and houschold gloss on 144 x 96 in 118
contaglosum,_LM_SPL.jpg> canvas with blades, flock and glass
2007




<P520/211 Cancer screening
of the small intestine
(normal tissue morphology),
SEM_SPL.jpg>

2007

UV inks and houschold gloss on

canvas with glass and blades

144 x 96 in

120




Nothing Matters/ Oil on canvas 90 x 60 in [x 3] 123
The Empty Chair
2008







The Promise of Money Resin, cow hair, sling, chain, hook, Dimensions variable 124

2003 blood, Iragi money and mirror




The Promise of Money (detail) Resin, cow hair, sling, chain, hook, ~ Dimensions variable 126

2003 blood, Iragi money and mirror




Temple (detail) Lacquered paint on bronze 2597ls x 1297/s x 7834 in Edition 1/3 128
2008




Temple Lacquered paint on bronze 25978 x 1297}s x 7834 in Edition 1/3 130
2008




Heaven Can Wait (detail) Butterflies, cubic zirconia 36 x 36 in [x 3] 132
2008 and household gloss

on canvas




Heaven Can Wait Butterflies, cubic zirconia 36 x 36 in [x 3] 135
2008 and household gloss

on canvas







Hydrogen Tetrachloroaurate Enamel paint and household 52 x 44 in 136

2008 gloss on canvas




Aurous Bromide Enamel paint and household 69 x 87 in 138

2008 gloss on canvas




Au-195m Enamel paint and household 76 x 92 in 140

2008 gloss on canvas




Beautiful Zeus Maia Freya Isis Household gloss on canvas 96 x 240 in 142
Meditative Hysterical Sensory-
Deprived Dream Painting

2007




Lullaby Autumn Stainless steel and glass 72x 108 x 4 in 144
2002 with painted resin,

plaster and metal pills
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148

804 x 1447/s x 1447/s in

Glass, stainless steel, fish, fish

Here Today, Gone Tomorrow

2008

skeletons, acrylic, MDF, paint

and formaldehyde solution
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Beautiful Elena Orchid Painting Houschold gloss on canvas 72 in [diameter] 150
2007




Immortal Life Butterflies and household 96 in [diameter] 152

2008 gloss on canvas




Beautiful, V for Victor, V for Household gloss on canvas 72 in [diameter] 154
Victory, It’s a Beautiful World
in the Japanese Garden Painting

2007




Schizophrenogenesis Stainless steel, glass, cows” heads 18x72x 18 in 156

2008 and formaldehyde solution




Revolution Flies and household 84 in x 84 in 158

2008 gloss on canvas




Civilisation Follows the Plough

2005

Butterflies and household

gloss on canvas

84 x 84 in [x 2]

160
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The Child’s Dream (detail) Foal, resin, gold-plated 65%4x 91 x 3734 in 162
2008 stainless steel, glass and

formaldehyde solution




The Child’s Dream Foal, resin, gold-plated 65%4x 91 x 3734 in 164
2008 stainless steel, glass and

formaldehyde solution




Purgatory Gold-plated stainless steel, 93 x 1853 x 93 in 166

2008 glass, cigarettes and cigars
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Beautiful Explosion of Vanity Butterflies and household 84 in [diameter] 168
Painting (with Butterflies) gloss on canvas

2007




I Want to Spend the Rest of
My Life Everywhere, with
Everyone, One to One,
Always, Forever, Now (detail)

1991

Glass, compressor, rubber tubing,

spray-gun and ping-pong ball

Dimensions variable

170




I Want to Spend the Rest of
My Life Everywhere, with
Everyone, One to One,
Always, Forever, Now

1991

Glass, compressor, rubber tubing,

spray-gun and ping-pong ball

Dimensions variable

172




Away from the Flock Glass, steel, lamb and 3734 x 5834 x 208 in Artist’s Proof 174
1994 formaldehyde solution




The Acquired Inability Glass, steel, Formica, MDF, 841 x 1197/ x 78 in 176
to Escape (Purified) office chair, ashtray, cigarettes
2008 and lighter







Resurrection Glass, paint and 84 x84 x84 in 180
1998-2003 human skeleton




The Circle of Life Two cat skeletons and perspex 1415 x 294 x 1733 in 182
2008
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