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KJIFOUEBBIE CJIOBA AHHOTAIIMSA

Cepreii [Iapazi»>XaHOB CraThsl HOCBSIIIeHA MCCIEeN0BaHUIO KYJIbTYPHBIX, 6Morpadpuueckux u
Crapsbiit Tudanc JINYHOCTHBIX MCTOYHMKOB TBOopYecTBa Cepres Ilapa/ykaHOBa, O HOTO
ZeTcTBo I[TapajjxaHoBa u3 Hambojiee CaMOGBITHBIX XYAOXXHMKOB COBETCKOT'O IIPOCTPAHCTBA.
[TapamyKxaHOB-TeHUN LleHTpaJIbHOE BHMMAaHUE YAEJISIETCS BIUSIHUIO MOJIUITHUIECKON Cpefbl
KyJIbTypHasi cpena Tudnuca, apMIHCKON CEMENHON TPaAUIUMM U BUIYAJTbHOM KYJIBTYPHI
[Tapam)xaHoBa pernoHa Ha GOPMMUPOBaHME 3CTETUUECKNUX Y MUPOBO33PEHUECKUX yCTa-

HOBOK MacTepa. ABTOp paccMmaTtpuBaeT [lapajpkaHoBa Kak ¢urypy,
B 4Ybel TBOPUYECKON CTpaTerMy OPraHMYHO COUYETAIOTCSI 3JIEMEHTBI
HacJaeauss UM pafMKaJbHOI'O HOBATOPCTBA. 3HAUMTEJIbHOE BHMUMaHME
y/,eJIeHO JIUYHOCTHBIM 0COOEHHOCTSIM peXuccépa, BKIIUas IepexmBa-
HMsI, CBSI3aHHBble C 3aK/IIOUeHMEM, YTPaToi OGJIM3KMX M OCO3HAaHUEM
CO6CTBEHHOM MHAKOBOCTH, UTO OTPa3uJIOCh B BU3YAIIBHOM U CMBICJIOBOM
CTPyKType ero pab6orT. I[IpeajaraeTcsi OpMIMHAJIbHOe IIOHSTHUE -
«Iapa/)XaHMpoOBaTh» — KaK XxapaKTepucTuKa crenuduyieckoin Xyzoxe-
CTBEHHOM MoOZleslM IOBeZleHMs, BKJIIOYAlOlleil 3IaTaX, IIPOBOKaIUIO,
MPOHMIO, CO3HATEJIbHOE HapyllleHVe HOPM M yCTAaHOBJIEHHBIX I'DaHUIIL.
AHaNU3UPYIOTCA KOJUJIXU U MHCTAILUIALMY [lapajpKaHOBa KaK CaMOCTO-
siTesIbHble POPMBI ero XyJ0XXeCTBEHHOTO sI3bIKa, B KOTOPBIX 3K3UCTEH-
LMajibHasi HaIpsDKEHHOCTb M MKOHorpaduueckass HacChILLeHHOCTD
CTaHOBSITCSI CpefCTBaMM CaMOBBIpa)keHUsl. 3aTparupaeTcsl IpobjieMa
He3aBepLIEHHBIX IPOEKTOB KaK 4acTyU TParmyeckoro M3MepeHMUs €ero
TBOpPYECKOM 6uorpadpuu.
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Sergei Parajanov This article explores the cultural, biographical, and personal
0Old Tiflis foundations of the creative work of Sergei Parajanov, one of
Parajanov’s childhood the most distinctive artists of the post-Soviet space. Particular attention
Parajanov-genius is given to the influence of the multiethnic environment of Tbilisi,
Parajanov’s cultural Armenian family traditions, and the region’s visual culture on
environment the formation of Parajanov’s aesthetic and worldview. The author

considers Parajanov a figure whose artistic strategy, heritage,
and radical innovation are organically combined. The article also
focuses on the director’s traits, including his experiences of
imprisonment, personal loss, and a deep sense of otherness, all of which
are reflected in his works' visual and conceptual structure.
An original concept is introduced - to Parajanovize - to describe
a specific artistic model of behavior characterized by provocation, irony,
transgression, and deliberate norm violation. Parajanov’s collages and
installations are analyzed as autonomous forms of his visual language,
where existential intensity and iconographic richness become tools of
self-expression. His numerous unfinished projects are discussed as
an element of the tragic dimension of his creative biography.
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IToucK MCTOKOB TBOpUeckoro Merogzia Cepresi ITapajikaHoBa HeM36€XXHO IPUBOAUT
K ero AeTckuM rogamMm. OH pocC B TPaAUIIMOHHON TOMIIMCCKOM apMSHCKOM ceMbe, C €€ yCTOM-
YMBBIMM HOPMaMM ¥ YKJIaZloM. OJfHaKO, KaK MO>XHO IIPeJII0I0XKUTh, MJIaZIIIeMy B CEMbe
Ceprero yZajoch u3bexaTp Ype3MepHOM CTPOTOCTU BOCIMTAHMS, YTO ITO3BOJIUJIO €T0 BO-
06pakeHMI0 pa3BUBATBbCSI CBOOOJHO M CIIOHTAHHO, TOTOBBIM B JIIO6YI0 MMHYTY B3JIETETh
Ha KpbUIbsiX. Poautenu IlapazpkaHoBa o6jaZlaJiv CUJIBHOM J>XM3HEHHOM >SHEpTuei,
0CO6EHHO OTell, sipKasi U NpOoTUBOpeuMnBass ¢urypa, Bjiajeel], aHTUKBApPHOrO MarasmHa
U, IO CJIyXaM, IOAIIOJIbHOTO 60paess (3a uyTo U 6b11 apecToBaH). IMEHHO OT Hero 6yZayiiuni
Xy, 0)KHUK, BEPOSITHO, YHAC/JIeL0BaJl TOHKOE 3CTETUUECKOe UYYThEé U MHTEpPeC K «BEeIJHOMU
KyJIbType», KOTOPbI} BIIOC/TIEZICTBMUM BBIPA3UJICS B €ro KOJIJIaXKaxX M MHCTAJISIUSIX.

HeTtckyue urpel Ilapaj)xaHoBa, B TOM 4ucje MomnyJsipHas B Tounucu urpa «Iom-
ZloM», B KOTOPO IeTy BOCIIPOM3BOAMUIIM MOBCEJHEBHYIO XM3Hb B3POCJbIX, CTAJIX CBOe-
06pa3Hoi1 Ipesanel K ero XyZoXXecTBeHHOMY nyTu. Homo ludens - «4esoBek urpato-
MM» — HadaJ QOpMMUpPOBATHCS MMEHHO 37eCb. OTOT «AeTCKUM TeaTp» CylleCTBOBaJ
B KOHTEKCTe OOJIBIIOro TeaTpa >XM3HU - MHTEPHAIMOHAJIBHOTO TOMJIMCCKOTO ABOpa,
IIPOCTPAHCTBA, JMIIEHHOTO YETKMX TpaHMI, MeXAy JIMUYHBIM U OOIeCTBEHHBIM.
Tak Ha3bIBaeMble «MTAJIbsIHCKME» IBOPHI (Ha Jiesie — cyryb6o TOuamcckue) npescTaBisiin
06011 yHUKaJIbHYI0 GOPMY KOJIJIEKTUBHOTO OBITA, TZle COCeAU A eINJIM He TOJIbKO PaZloCTU
U TOPecTu, HO U caMy TKaHb IIOBCeHEBHOCTMU.

Tudauc (HpiHe TO6MIMCK), C €ero KapHaBaJbHOM aTMOCPepoi, MOJIMITHUUYHOCTHIO
U KYJIBTYPHBIM MHOroo6pasueM, 6b1J1 0CO6BIM ropoZioM. B roabsl Poccuitckon mmiepun
OH BBICTyHNaJI KaK I0XKHBIM oprnocT Ha KaBkase, a B COBETCKMI Iepuof — KaK OAUH
U3 HEMHOTMX IPOCTPAHCTB OTHOCUTEJIBHOM CBOOOJABI BHYTPM OOLIell CUCTEMBI.
DTa OTKPBITOCTD, KaK CollMaJibHasl, TaK U KyJAbTypHasi, chopMupoBasa ocoby0 YyBCTBU-
TEJIBHOCTb Y T€X, KTO 3/1eCh poC 1 TBOPMJI. C coXXaJleHUueM NMPUXOAUTCS KOHCTATUPOBATh,
YTO CEerofHSIIHUN TOUAUCHU, C ero CTEKJIOM, OETOHOM U yTPaTOM ZIBOPOBOM KYJIbTYPHI,
yTPaTUJI Ty YHUKAJIbHYI0O aTMocdepy, KOTopasi CIOCOOCTBOBAjIa POXAEHUIO TaKUX JINY-
HOCTel, Kak [Tapa/i>)kaHOB.

Koro MblI MOXeM Ha3BaTb XYZAOXXHMKOM, TBOpLOM? TOro, KToO BUAUT MUpP TIybKe
U sipue Ipyrux, KTo 061a/5aeT CO6CTBEHHBIM B3IJISIIOM M OCTPO JKeJlaeT MOAeINThCS 3TUM
BUJIEHMEM C OKPYXXaIIIMMU. XYAOXKXHUK HEYCTAaHHO MIET CIIOCOOBI IepefiaTh CBOE YHU-
KaJIbHOE BOCIIPUSITHE ITIOUTH KaXKZoMy. I[To MoeMy y6exxjeH1I0, UCKYCCTBO — 3TO IIOCJIaHue,
CyLIeCTBYIOIlee B CaMbIX pa3HbIX ¢opmax: I033UM, MY3bIKe, CKYJbITYype, >XUBOIMCH,
dotorpadun, kuHemartorpade... HacTosmuy xXyJ0XXKHUK — 3TO, IIpeXxJe BCero, JMYHOCTD,
TBOPSIIlasi C HAMBHOM, IIOUTH JE€TCKOM BEpOi B TO, YTO MUP MOXKHO U3MEHUTBD K JIyUIIeMy.
5TO He O3HauyaeT, UTO OH BCerjJa OCO3HAET CBOI0 MUCCUIO; 6€CCO3HATEIPHOE TOXKE JIEXKUT
B OCHOBe TBopuyecTBa. C IMeyasbl0 3aMeuy: Mbl XXMBEM B OuUeHb I[MHUUYHOE BpeMs.
HacToslyx Xy[0XXHMKOB HEMHOTrO. BOJBIIMHCTBO TeX, KTO 3aHMMAeTCsl MCKYCCTBOM,
ZlajJieKu OT UJieasioB U CTPEMJIEHUN U3MEHUTb MUP. VIM He [0 HAaUBHOCTU — UCKYCCTBO JIJIsI
HUX CTaJI0O 6M3HECOM, a «/eJlaHMe MCKYCCTBa» — PEMECJIOM, MHOT/AA YCIEUIHbIM, HO ITy-
CTBIM B CBOEM CyTH.

51 XOpollIoO MOMHIO, KaK OCTPO IepexxuBas IlapaZi)kaHOB, €C/IM KTO-TO He IMOHUMaJl
sI3bIKA €ro MCKYCCTBA, ero rnocjaaHuit. OH Mor 6bITh pa3oyapoBaH, JaXke 30JI, B TOM 4YuCe
U Ha MeHS, Korja s He MOT yBU/IeThb TOrO, UTO BU/es oH. [IOMHIO, KaK OH JjaJl MHe IIpo-
YecTb ClieHapuil «/leMoHa», a 3aTeM TYT >Xe IIOoTpeboBasl MOel OlleHKU. SI3bIK CLieHapus
6BIJT HACBIIleH CMMBOJIaMM, OH OKa3aJICS CJIMIIKOM CJIOXXHBIM /1JI1sI BOCIIPUSITHUS C IEPBOT0
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pasa. 5 mombITascsa M306pa3uUTh NOHMMaHMe, HO Cepresi HEBO3MOXXHO 6bIJI0 OOMaHYyTh.
SI IPOCTO HE MOCTUT CYyTh 3TOM pPaboTHhI.

Ka)xbI} 4eJI0BeK 3HaeT, UYTO OH CO3JaH BCeBBIIIHUM B €IMHCTBEHHOM 3K3eMILIsIpe,
4YTO OH — YHUKaJIEH. VM IOTOMY KaXK/blJi CTPEMUTCS L0Ka3aTh, UTO €ro MOsIBJIEHUE B 3TOM
IIpeKpacHOM M Tparm4ecKkoM MMpe He CJIydallHO. UeJI0BeK HYXXZaeTCsl B IOATBEPXAeHUN
COO6CTBEHHOM 3HAYMMOCTH: OH XOUeT OBbITh MCKIIOUUTETbHBIM, YIOMMHAEMBbIM, 3HAMEHMU-
TBHIM, JIIOOMMBIM. DTO )XeJlaHWe [IBMXXET BCEMU HaMM, HO B CJlydyae IO-HaCTOsIIIeMy ofia-
PEHHBIX ¥ SHEPTUYHBIX JIIOZle1 OHO CTAHOBUTCSI HaBaXkJieHueM. /Tymaro, 6e3 3Toro HaBa-
XXIEHUsI Xy[OXHMKa He ObiBaeT. CKPOMHBIM M HEaMOMIIMO3HBIM JIIOASIM, KaK MHe
KaXkeTcsl, A Bepb B MCKYCCTBO 3aKpbITa.

KTO ke Takoy reHui? YeM OH OTJIMYAETCSI OT IIPOCTO OJAPEHHOTO MJIM TaJIaHTJIV-
BOI'0 4yesioBeka? /la, reHUM - 3TO, 6e3yCJIOBHO, ofapéHHble JioAu. Ho riaBHOe B HUX —
3TO CIIOCOGHOCTH JOCTUraTh CBOEN IiejiM, HEeCMOTpsI Ha Jbble O06CTOSTEbCTBA.
Bosiee TOro, HepeZiIkO MMEHHO TPYAHOCTU CTAHOBSITCS [JisI HUX IJIOLOPOZLHOM IOYBOW,
Ha KOTOPOM BbIpacTaeT UX COOCTBEHHBIN 1IBETOK.

ITapaj)kaHOB NpPOBEJ UeThIpe rofila B JXXYTKOM TpPYyZOBOM Jiarepe cpeiu y6muiL
U 6aHAUTOB. HO MOTOM OH He pa3 roBOPWJI, UTO 3TO 6bLJI OAMH U3 CAMBIX BaXXHBIX YHU-
BEPCUTETOB B €ro XXU3HMU. 51 HUKorga He 3abyly OAVH AMaJIOT MeXAy ABYMS BeJIMKUMU —
Cepreewm IlapazyxaHOBBIM M AHZpeeM TapKOBCKMM. B MOEM npucyTcTBUM IlapazyxaHOoB
cka3asl TapKOBCKOMY, UTO CUMTAET €r0 OUeHb TaJIaHT/JIUBbBIM, HO He TeHUaJIbHbIM, [IOTOMY
4yTO TapKOBCKMI, MOJI, HE CUJIeJI B TIOpbMe U He 6bLJI roMoceKcyasoM. Mo)XHO cebe mpef-
CTaBUTbH I'J1a3a AHApes... OH, yMalo, ObLJI yBepeH B CBOel reHUaJIbHOCTU.

O BJAMSIHUU IOMOCEKCYaJIbHOCTM Ha TBOPUYECTBO Ilapa/kaHOBa sI CKaXy OT/EeJIbHO.
Celuac e CKaX<y, YTO M3 TIOPbMBbI OH BBILIEJI CMJIbHEe U MyZipee, C OTPOMHBIM UMCIOM
paboT, KOTOphIe CeTOAHS YKpalIalOT CTeHBI ero My3esl B EpeBaHe. YBbI, eMy He JIaJii BO3-
MO>XHOCTM paboTaTh B KMHO, CiIefylolye YyeTblpe roga. Ho oH He aas Jydylinx BpeMéH
CJIOXKa PYKM — OH TBOPWMJI KaXJBIN JleHb, KXK/BIN Yac, KOXAYI0 MUHYTY. VICKal fpyrue
IIyTU CaMOBBIPaXEHMSI: [Jejall KOJUJIaXM, accaMbOishky, penu-Menabl. YcTpauBas
BCTpeYH, AeJINJICSI UCTOPUSIMU, TOBOPUJI B 06pa3ax O TIOpbMe, COBETOBAJI MOJIOABIM XY-
IOoXXHMKaM... OH 6b11 HacTosiui Homo Ludens - yesioBek urpawuuii. OH urpasi c npej-
MeTaMM, C JIIOAbMMU, C CAMOM XXU3HBIO.

OueHb KaJib, YTO HUKTO He 3amucaa XoTsI 6bI HA MarHUTO(POH ero HeBepOsITHbIE pac-
CKas3bl. 51 10 cux mop cebs1 3a 3TO YKOpsito. EAMHCTBEHHBIN 10-MUHYTHBIN PUIBM, KOTOPbIN
sl CHSI1 B Mae 1980 rozia Ha 16-MM IIJIEHKY — OH paccKa3blBasl 06 opraHM3oBaHHOM Ilapa/i-
>KQHOBBIM Moe3ZiKe B AxmaT M CaHauH, I/le CHUMaJIMCh KJIoueBble ClieHbl CasiT-HOBBI -
yTepsiH 6e3B03BpaTHO. BCcé, UTO ocTasioch y MeHs — 3TO ¢poTorpadpuu, 6€33ByuHble CHUMKMU,
KOTOpbIe He MOTYT IepefiaTh TOT HEIPEPbIBHBIN TeaTp, KOTOPbIM 6bLjIa XXMU3Hb Cepresi.

YTob6bl 06'bsICHUTE PeHoMeH I[lapaakaHoBa cebe M 061LeCTBY, S akKe BBEJT HOBBIN
rJIarojl - «IapaJKaHMpPoBaThb». DTO O3HAUaeT He TOJIbKO NpeACTaBJsITb cebs, HO U
Ha/icMeXxaTbCsl, IPOBOLMPOBAaTh, 3NATHUPOBATh, pPa3ZipaXkaTb, 06M>KaTb, aTaKOBAaThb, CXKU-
raTb MoCTbl. Ho, UTO HamnboJiee BaXKHO, 3TO CO3/aBaTh COOCTBEHHBIN MUP, KOTOPbIN ybe-
OUT KaK CaMOT'0 XyZ0XXHUKA, TaK U OKPYXKAIOIMX B MCKJIIUYUTEIbHOM HEOO6XOAMMOCTU
ero cyuiecTBOBaHMs. KOHEYHO, 3Ta CIIOCOOHOCTD «MapaPKaHMPOBATH» HEPEOKO BBI3BI-
BaJla pa3fjpakeHue y JIIoJel, OTpaHUMUYEHHBIX B BOCIPUSITUM M CTOSILIUX y BJIACTH.
Kak cinencreue, B fekabpe 1973 rofa OHM OTOMCTUIN €My, OTIIPaBUB B TIOPbMY.
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OCHOBHBIM MCTOYHMKOM TBOpUYECTBa JIIOO0r0 XyJ0XKHMKA SIBJISIETCS ero IOBCeHeB-
Hasl )XU3Hb, CO BCEMMU €€ B3JIETaMM U MaJleHUsIMU. [IJIs1 TOTO YTOOBI CO3ZlaBaTh, HY)XXHO
MMeTb YTO-TO BHYTPMU, UTO 06513aTeJILHO BHIIJIECKMBaeTCsI HapyXKy. )Ku3Hsb [TapazykaHoBa
6bly1a HaChIIleHa COOBITUSIMM KaK TparmdyecKuMu, Tak 1 KoMuueckuMmu. OH sIBHO cobupan
BIIeYaTJIEHUS [JIsSI CBOEro BeJIMKOro ¢puiabMa 1964 ropa, «Hap TeHSIMM 3abbITBIX MIpej, -
KOB». OJHMM M3 IEPBbIX TParuuyeckuxX 3MU30/30B, KOTOPBIM HOTPSIC AYUIy MOJIOLOTO
Cepres, 6bly1a HEOXXM/JaHHAsI CMEPTH €TI0 COCeKM, leBOukyu Bepol. M3BecTHO, uTo Ilapas-
’)KaHOB HaudaJl CHMMATh CBOM mocjaefHUM uabM «JICroBeAb» CLIEeHOM NIOXOPOH Bephl.
OpHako 6bLJIO BCero ABa JHS CbEMOK - IlapaZpkaHOB He CMOT IPOAOJDKUTH pPaboTy
13-3a 060CTPEHUSI CMEPTEIbHOM 60JI€3HM — paKa JIETKUX.

Opyrum TsDKENBIM yZapoM CTajla Tparuueckasl cyZbba ero mepBoi >XeHbl Hursp,
y6uTOM CO6CTBEHHBIMM OpaThsIMMU 3a TO, YTO OHA OCMeJINJIach BBIMTHY 3aMYy)XX 3a YeJIOBEKa,
HeyTroZJHOT'0 ceMbe. 3aTeM IocaeA0Bal 60Ie3HeHHBIN pa3Boy, co CBeTJ/IaHOM, BCEro yepes
roj, rnocsye cBaAb6bl. ENlé oZ1Ha MOMBITKA CO34aTh CEMbIO C akTpucoy 3oen Hepban (koTo-
pyto Ilapa/kaHOB CHUMaJI B He3aBeplLIEHHOM ¢uibMe «KueBckyue ppecky») 6plia penim-
TeJIbHO OTBeprHyTa MaTepblo Cepresi, CupaHyll, KOTOpasi MeuTajla O BOCCOeAMHEHUN
C ero nepBoi cymnpyroi. [lapafpkaHOB 6bLJI apeCcTOBaH TPMOXKABI: B 1948, 1973 U 1982 ro-
ax. Ero >Xu3Hb MOXHO 6b1JI0 6bI Ha3BaTh 3KCTPEMaJbHOM — a MMEHHO TaKle yCJI0BUS,
10 MHEHUMIO MHOTUX, SIBJISIIOTCSI HEOOXOAMMbBIMM JIJIsl HACTOSIILLETO XYL 0XKHUKA.

[TocsiefHMM CTpAllHBIM y[apoM CTajla Tparmdeckass CMepTb, QpaKTHMUYECKU caMo-
yb6UMCTBO, 6JIM3KOT0 pOACTBeHHMKa IlapajZi)kaHOBa, XyAOXHMKA KMHOCTYAUU AJIMKa
I>xaHlIMeBa. JI)KaHIIMEB paboTasl HajJ, BCEMU I'Py3MHCKUMU GuabMaMu IlapajpKaHoBa,
a TaK)Xe UCIIOJHUII POJIb XyAOXXHUKA-TPUMUTUBUCTA [IMPOCMaHM B KOPOTKOMETPAXKHOM
dunbme «Apabecku Ha TeMmy [IupocmaHu». Bojiee Toro, /J[>kaHIIMeB 6bLJI COABTOPOM BCEX
penu-MenzioB U accambiisikel, MOCKOJbKY HEBO3MOXXHO NpeACcTaBUTh IlapaJiyKaHOBa,
CIIOKOMHO KJIESIIIero OAMH 3a APYTMM KYyCOUKM CTeKja. BO3MOXHO, €CTb IPUUYMHBI, 10
KOTOpbIM Ilapa/pkaHOB B3s1J1 Ha cebsi OOJIBIIYI0O OTBETCTBEHHOCTb 3a CMEPTh AJIMKA.
51 yBepeH, 4TO 3Ta Tparefus cTaja KaTaJln3aTOPOM CKPBITOrO paka JIErKMUX, KOTOPBIM I10-
pasmi xyAoXkHMUKa. [TapaZi)xaHoBa HAaCTOJIBKO IOTpPsSIC/Ia 3Ta yTpaTa, YTO B Ma30XMCTCKOM
MaHepe OH noBecus ¢pororpadpuio MEPTBOTO AJIMKa B rpoby Ha CTEHY CBOE KOMHATHI.

OpHako IlapaZi)KaHOB YZIMBUTEJIBHBIM 06pa3oM cyMes Cy6JIMMMPOBaTh CBOIO 60J1b
U rope B TBOpYeckuil npouecc. OH obpaTtuics k o6pasy I>XOKOHAbI, MOHBI JIN3bI, KUCTU
JleoHapno na Bunun. [IpuMeuaTesbHO, UTO [TapaZpkaHOB Ha3BaJl MOIO IepBYI0 ero GpoTo-
rpaduio Takxe «JI>KOKOHZA0M». DTO CIIyUMUJI0Ch B HOsI6pe 1978 roza, Korza Mbl II03HAKO-
MUINCH. CIIYCTSI POBHO JIeCSITh JIET OH IOMPOCUJI CBOEro IJIeMsIHHMKa 'apuka npuobpe-
CTM B HallleM KpyIHeMlIeM apT-Mara3uHe BCe penpoiyKuuyu 3Toi paborel. K pazoctu
Cepresi, FapuKy yZiajioCh KyIUTb PeNpoOAyKLMUM 6OJBIIOTO pa3Mepa M OTJIUYHOrO Kaue-
cTBa. Ha Mo B3rJIs17, 3Ta cepusi KoJ1axkey IlapazkaHoBa sIBJISIETCSI OAJIMHHBIM LlIeJleB-
poM. KoJsia)ky IponMuTaHbl BeJMdaullie TBOPUECKOM 3Heprueu, HamoJTHEHbl KOHTPAcCT-
HBIMM 3MOLMSIMU — JIIOO0OBBIO U ropeM. 3Tu paboTbl LEeMOHCTPUPYIOT €ro MOHMMaHMe
KpacoTbl, MyZJpOCTU U YIIOPCTBA B IPEOJ0JIEHUM HEeCUaCTUM.

Pa6oTel [TapaZiy)kaHOBa HeJIb3s1 CBECTU K OCTMOZ,EPHU3MY, KOTOPBINM, KaK IIpaBUJIO,
3KCIUIyaTUpPYyeT M yIpoljaeT BeJIMKOoe MCKYCCTBO IpPOULIoro. HampoTus, 3TO MCTUHHBIN
BTOpoM PeHeccaHc. Korga s1 BepBble YBUJEI 3TU IPOU3BEAEHMSI, I MCIIBITAJ HEUTO I0-
X0>Xee Ha LIOoK. TOT e 110K $1 mepexxui, yBuzeB ¢uiabM «CasaT-HoBa». HacTosee uckyc-
CTBO, IIOMMMO CBO€J OCHOBHOM QYHKIIUM — 3CTETUYECKOIO U ITUYECKOTrO MOCJIaHUS Ue-
JIOBEUYECTBY — BBIMOJIHSET ellé OlHY He MeHee BaXXHYIO pOJib: OHO CO34aéT MIPOCTPAHCTBO

FO. M. Meuumos Crapsit Tudnuc vs. CoBeTckuit TOMIUCU: UCTOKU U IIyTU TBOPUYECTBA



Urbis et Orbis. 2025. 5 (1)

CcBO6OZBI, TZle aBTOP MOXET KOHCTPYMPOBaTb COOCTBEHHBbIEe MUPBI, CBOIO BCEJIEHHYIO.
34ech MOXHO IIpeoioieTh 60JIe3Hb, CTPaX, TPYCOCTb... 3[1eCb MOXXHO MedTaTb, OCMeIN-
BaTbCSl, CTPEMUTHCS K JOCTMXKEHMUIO.

O Hako IJIaBHBIM ABUraTeaeM IlapajjkaHoBa BCerzia OCTaBaJoCh CTpeMJIEHUE K 110-
CTMDKEHMIO U CO3JIaHMIO KpacoThl. «Kak KpacuBO, Kak 6€3yMHO KpacuBO!» — 3TO 6BLJIO eTro
s106MMoOe BOCKJIMIaHUE, UCXOASIIIlee U3 ero0 YHUKaJIbHOM CIIOCOOGHOCTY YyBCTBOBATh Ma-
TEPUAJIbHYIO KPAcOTy, CO3ZLaHHYI0 uesloBeKOM. Ero «/I>)KOKOHZa» He IPOCTO KpacuBa -
oHa 6eckoHe4HO ri1yboka. ITo cpaBHeHMIO € Hel, J[>KOKOH/a JIeoHapZ0 Zia BUHUM KaeTcs
HEeBEPOSITHO NPOCTo}. OHA TapMOHMYHO pacIojioXkKeHa Ha pOHEe MUPHOTO CEIbCKOT0 IMeil-
3a)ka ¥ CMOTPUT Ha Hac C JOCTOMHCTBOM, CIIOKOMCTBUEM U JIETKOM MPOHUEN, CJIOBHO 06-
palasicb K HaM U3 IJTy6MHBI BeKOB. [Iapa/i»)kaHOB JXe CO34aéT CBOI0 Bepcuio JPKOKOH/IBI B
KOHIIe OZJHOTO M3 CaMbIX KPOBaBBbIX BEKOB B MCTOPMM 4YesOBedecTBa — BeKa, KOTOPHIN,
IIOMMMO BCeX APYTUX I'PEXOB, YTBEPAMUII IPUMAT NMOTpebIeHUs HaZl PaJ0CThI0 TBOPEHUSI.
I>xoxkoHAbI ITapazpkaHOBa — 3TO MOPOXKAEeHMe HalllMX TypOyIeHTHbIX BpeMEéH. OHU OZIHO-
BpPeMeHHO Tparuyecky UIrpmuBbl, HACMEILJIUBO CTPOTMe, CTPAacTHbIe M 6eCUyBCTBEHHbIE. B
ux obpasax TBopuecTBO Ilapaj)kaHOBa He MMeeT I'PaHMUl], a SHEPTeTUYEeCKM 3TU KapTUHBI
MIpMHA/AJIEXAT XXUBYILIEMY CTPACTSIMM MOJIOZOMY YeJI0BEKY.

OpHaXXAbl s1, KaK 00bIYHO, HaBeCcTUJI [lapaZi)kaHOBa. B ero fome rocTuan iBe COTPyZ,-
HUIIBI KUHOCTYAUU «JIeHQUIIBM», 11BeTOYCTAHOBIIUIIbI, KOTOPble 3aHMMAaJIUCh ITe4aTbio
konuit pusabpMa «IiBeT rpaHaTa». Mbl CIYCTUIUCH K yiIMIle ApceHa M 3aBepHyIMu Ha TXUH-
BaJIbCKYIO yauly. lymaro, [Tapazi)kaHOB JJaBHO BbIHAIIIMBAJ 3TOT 3aMbIcesl. «BOT oTcioZia
CaMBbIil JIYYLIUIM BUJ, HA CBATYIO ropy MTaiiMuHAY, ¥ OyeT IpeKpacHbIM KaZip», — IIPOU3-
HEC OH, yKa3bIBasi MHe Ha MeCTO, OTKyZia 51 JOJIXKeH 6bLJI CHATD 6yAyiluui menesp. Ceprein
paccTaBUJI LIBETOYCTAHOBIIMLL, HAIIE cebe MeCcTO M BejieJl MHe HadyaTb CHMMAThb. 51 uc-
M0J1b30BaJI MPOCTOM «3eHuT». HeoxxugaHHo ITapajkaHoB, C yAUBUTEIbHOM JIETKOCTHIO,
HEeCKOJIbKO pa3 MOAIPBITHYJI, ¥ MMEHHO TpeTui Ay6Jb okasaacs Hauaydmum. [lapazxa-
HOB Ha3BaJI ero «KaJJpoOM BeKa», a 51 — «II0JIETOM YEPHOT'O BOPOHA».

Korpa 51 BepBble MO3HAKOMMJICS € [Tapa/yKaHOBBIM, 51 HE MMeJI IIpe/iCTaBJIEeHUS O ero
buibMax. OTO KaXXeTCsl yAUBUTEJIBHBIM CErofiHsI, KOrZia MOXXHO JIETKO 03HAaKOMUThCS C JIIO-
66iM ¢mabMoM. Ho B Te roppl, Korga He 6bLI0 BUJeoKacceT, a 0 YouTube ga)ke He MO0
OBITh U peuy, s1 He MOT MPeJCTaBUTDh cebe ero pexxuccypy. Ilosxe, yuaeB ¢uiabm «TeHU
3a6bITBIX IPESKOBY», 1 6bLJI ITy6OKO BIleuaT/I€H paboToyt onepatopa KOpust MibeHKo U CKa-
3au1 [Tapai»KkaHOBY, YTO 6€3 IJ1a3 3TOTO OolepaTopa OH He CMOT 6bI CO3/1aTh CTOJIb AMHAMUY-
HYIO M 3KCIIPECCUMBHYIO KapTMHY. DTO 3aMedaHMe CUJIbHO 06mzesio ero. ITo3gHee 51 y3Hal
6osibIlIe 0 TBOpUecKoM 6uorpadum Cepres. Zleso B TOM, YTO ZI0 ChEMOK «TeHel...» [Tapaj-
>KaHOB IIpopaboTas 15 JIeT Ha KUHOCTYAUM MMeHU JI0OBXXEHKO, IZle CHSIJI YeThIpe IT0JIHOMEeT-
PaOKHBIX GMIbMA U TPU LOKYMEHTAIBHBIX. B 3THX paboTax TpyZAHO 6bLJI0 YBUZETD OyAYIIETO
MasCTpo. [103TOMy pa3roBOpHI O pellalollleM BJIMSHUM OllepaTopa HauyaJucCh Ha CTyAUM
cpasy IocJie BbixoAa ¢uabMa.

S pymato, uto IlapapkaHOB Hayajsl CHUMATh CBOM HOBBIN GpuibM «KueBckue ppeckm»
C HETIOZBMIKHOM KaMepol, UTOObI JOKa3aTh cebe M OKPYXKAIOIIMM, YTO CEKPET ycIexa ero
UIBMOB He 06513aTe/IbHO CBSI3aH C ABMKYILeNcs KaMepoil. K co)xaseHnIo, 3TOT IMPOEeKT 6bLI
3aKpbIT, U [TapazipKxaHOB IPOAOJIXXMII UCIIOJIb30BaTh HEMMOABMKHYIO KaMepy B «CaaT-HoBa»
wnu «LIBeT rpaHaTa». OfHAKO, s1 yBepeH, uTo Ilapa/i)kaHOBY IOBE3JIO C KOMaHZoN B «Te-
HSIX...» U «CasT-HoBe» — OH cobpas MoTpsicaloliye TBOpUeCKMe KOJIJIEKTUBBI, KOTOpbIE
CMOTJIM BOILJIOTUTDH €T0 3aMbIC/Ibl. B OT/INUMeE OT ChEMOK I'PY3MHCKMX GUIIBMOB, TaKMUX KaK
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«JIereH/ia O CypaMCKOM KpenocTu» U «AmunK-Kepu6», KOTophle, 10 MOEMY MHEHMIO, He [I0-
CTUTJIM COBEPLIEHCTBA, KaK YKPauHCKME U apMsIHCKME paboThI.

CiefyeT OTMETUTD, UTO B 3TO BpeMs IlapaJi>)kaHOB y>Xe UCHBIThIBaJI HEZIOCTaTOK SHEP-
ruy. VIHOTAa OH BEJI cebsi KaK dHepreTUYecKuil BaMIup. SI IOMHIO, YTO IIOCJIe ZOJITOTO 06-
LIIeHMS C HUM YyBCTBOBAJI Ce€6s1 MCTOLIEHHBIM, XOTSI ¥ UCIIBITBIBAJI y,0BJIETBOPEHME OT TOTO,
YTO TOMOTrajl eMy IIOJIyYMTb 4YacTb TOM 3HEpPruyM, B KOTOPOM OH TaK HYXIAJICS.
Korpa oH cHuMan «TeHu...» u «CassT-HoBa», OH 6bLJI Ha IMKE CBOEM TBOPYECKOM dHEPTUMH,
a B IIOCJIeflHME TOZAbl >XM3HM, IOCJe MOYTH NSITHaZLaTUJIETHEro IepepbiBa B KUHO,
OH CO>XaJIeJsI, YTO He YCIIeJI 3aBEPLIUTD BCE CBOU IIPOEKTHI, B OTIn4YMe OT OesIJIMHU, KOTOPBIN
YILIEJT U3 XXU3HU C 3aBepUIEHHBIMM paboTaMu.

YTO KacaeTcsi TOMOCeKCyasIbHOCTH [1apa/i)kaHOBa, TO B Te r'OZibl 3TO ObLJIO He CTOJIb pac-
IIPOCTPaHEHHBIM SIBJIEHMEM, KaK ceroZiHs. bojiee TOro, OTKPbITO TOBOPUTH O CBOEM «OTKJIO-
HEHMM OT HOPMBI» ObLJIO KpaillHe OIlaCHO, BeJb 3a 3TO MOXXHO OBLIO IONAacTb B TIOPBMY.
[TapaZi>XaHOB YMYZpPSIJICSI HOCUTb 3Ty CBOIO OCOH6EHHOCTb C OIPOMHBIM [JOCTOMHCTBOM.
SI mymaro, YTO 3TO O6CTOSATEIBCTBO, UYYBCTBO «6BITh APYIMM», N06ABJISIIO BaXKHYIO IPaHb
B €ro TBOPYECKYI0 3HEepruo. 5 MOMHIO, KaK OAHaXZbl OH CKa3aJll MHe M MOeMYy [JpPYTY,
Xy#oXXHUKY Mapky I10JIIKOBY: «3abyAbTe PO >KEHIIMH, U epef, BaMU OTKPOIOTCSI HOBBIE
rOpU30HTHI!» MbI, KOHEYHO, €My He IIOBEpMJIM, HO B ero CjJ0oBax OblLjia [0Jis IpaBIbl.
Co cBOMM pa3ZiBOEHHBIM OlllylileHrMeM Mupa [lapaziykaHoB 6bL1 60jiee YyBCTBEHHBIM U OIILy-
1IaJT )KM3Hb IJ1y6Ke, YeM OObIYHBIN UeJIOBEK.

S MOMHIO, KaK OfHaXAbl s1 choTtorpadupoBasn I[lapajpkaHOBA, BBIHOCSIIIETO Bezpa
¢ mycopom. Korzia s1 npunHéc emy ¢poTorpaduio, oH 6bICTPO CO34aJT U3 He€ KOJIJIAXK, IIOMECTUB
B BeZipa 1306pakeHMsI FOJIbIX )KEHIIIVH, 3asiBUB, UTO OHY er0 He MHTePeCYIoT. B TO ke BpeMs
B pyroM ajibboMe OH pa3dmecTua pororpaduu cebs ¢ JKeHIMHaMU BBICIIETO CBETa, IO IIN-
caB ux: «5I BepHyJICS K >XeHIIMHaM!». I B OTBeT Ha IUIakaT PoTTepaamckoro pectuBass
1988 roza, o3aryiaBJIeHHbIM «20 KMHOPEXMCCEPOB 6yAyIIero», OH MOLIYTUJI, YTO I'JIaBHOE —
He 6BbITh B UMCJIe ABaLIaTU BEJIMKUX, a OBITh B MSITEPKE CaMbIX KPYThIX TOMOCEKCYaJIOB.

Kpome Toro, s1 X0uy f06aBUTh Hapy cJIoB 0 fobpoTe ITapagxaHoBa. KoHeUHO, OH 6bLIT
BpeMeHaMU )XeCTOK, HO TOJIbKO B TOM CJIy4yae, eCJIM KTO-TO He MOT IOHSITh U IPUHSTh Kpa-
COTY TaK, KakK 3TO Jiesiajl oH. OH MepeXXuBasl 3a BceX — cocesie, py3el, COTPYAHMKOB KMHO-
cryauu. OGHaOKIbI, HAIpUMep, MOYTaJIbOH IMIPUHEC eMy TUCbMO, U ITapa/i»)KaHOB B 3HaK 6J1a-
roJapHOCTH TOZapuJl EMY ZIOPOTYIO KOXKaHYyIO KYPTKY. 51 3HasI, 4TO OyKBaJIbHO HaKaHyHe Y
Hero He 6BLJIO JleHer Ha ITOKYIIKY ZeIIéBOro MaloHu (Bpoae kedupa), HO ero mocTyIoK C
KypTKOM 6bLI MOJ06eH IMOCTYNKy Koposisi. OH 6bI Ha KOPOTKOM HOT'e C HEe3HaKOMbIMU
JIIOIBMU — BOAUTESIMU TaKCU, IPOAABIIULIAMMY, JETHMMU. ..

9TOT paccka3 obpassl [TapaykaHOBA, €ero MPOTUBOPEUMBOCTD, UI'Pa C XXU3HBIO U CMep-
TBIO, TJIy6MHA YeJ0BEYECKOM AYILIEBHOCTHU, COeAMHEHHOM C TBOPUECKMM ITIOPBIBOM, IIpe-
KpacHO OTpaXkaeT XapaKTep 3TOr0 BeJIMKOro pexxyccépa. Cama ues Toro, kak ITapajpkaHoB
MOT coYyeTaTh B cebe UepThI aHTeJIa U IbSIBOJIA, IEMOHCTPUPYET ero HECTaHJapTHOE BOCIIPU-
stue Mypa. OH 6bLJ1 YeJI0OBEKOM C YHMKAJIbHOM CIIOCOOHOCTBIO MCKaXXaTh ¥ O HOBPEMEHHO
yIIy6JISiITh peajibHOCTh. B HEM He 6bLI0 MecTa JiJIsI TOCPeLCTBEHHOCTH — €0 XXU3Hb U TBOP-
4eCcTBO 6b1/IM 160 BeJIMKUMMU, 160 HeCyleCTBYIOMMU. Ero moaxos, K )XU3HU U UCKYCCTBY,
sIpKMe UCTOPUU U3 ero XU3HM, MHOTOTPaHHbIe, KaK CaMO ero TBOPYECTBO, OCTABJISIIOT HEU3-
rJIafiluMoe BIleYaT/IEeHNE.

VM, HakKOHell, ero MOC/JeqHUIM TBOPYECKUI TPIOK - COOCTBEHHBbIE IOXOPOHBI, HA
KOTOpBIX OH OyATO 6B mpucyTcTBOBasl. Ha onmHOM M3 ¢ororpaduit ¢ Tex MOXOPOH,
CIeJIlaHHOM MHOM, IPOM30IJa MOYTU MUCTHUUecKass UCTopusi. TOJIbKO dyepe3 ZBaJliaTh
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JIeT s1 3aMeTUJI B IIPaBOM BepxHeM yIJj1y Urypy, MOL03PUTESBHO MMOX0XKYI0 Ha CaMOro
Ceprest MocudoBuya. OH CTOSIJI YyTh B CTOPOHE, CJIOBHO Hab/II07ia1 32 MPOUCXOASIIIUM.
SI 6B Tak IOTPSICEH 3TUM OTKPBITMEM, YTO CTaJl YBEJIMYUBATHh M306parkeHMe IIar 3a
1IaroM - TOYHO, KaK IJIaBHBIM repoil B ¢muiabMe MukesnaHzxeso AHTOHMOHM Blow-Up
(®oToyBenuueHue). KoHewyHO, CyIIeCTByYeT BIIOJIHE pallMOHAJIbHOE OOBsSICHEHME:
KaKOM-TO IOXXUJION YeI0BeK, oX0Xui Ha [TapaZi>)kaHoBa, 3abpajicsl Ha ZIepeBo ¥ CMOTpeJI
Ha LepeMOHMI0. HO - B ITaHHOM cCJIy4yae 1 He MaTepUaJIuCT.

VicTopus ¢ MOXOpPOHaMU, I'le OH CaM CTaJl CBUZLETEJIEM CBOEIr'O MCUE3HOBEHM S, IIOPOXK-
JaeT He TOJIbKO BOIIPOCHI O CMMBOJIMKE, HO M O CyTM CaMOI0 IIpoliecca TBOpPYECTBa U
CMepTHU. 1eMeHThl MUCTUKM, KOTOPbIE BbI ONMCaIM, U caM $aKT, YTO OH «HAbJII0/IaeT 3a
CBOMMM MIOXOPOHAMM», JIUIIIb YCUJIMBAIOT BIedyaTeHMe, YTo IlapaZiPKaHOB 6bLI XYI0XKHU-
KOM, ZIJISS KOTOPOTI'O )XM3Hb M CMEPTh — 3TO He JBe IIPOTMUBOIIOJJIOXKHOCTH, a CKOpee 3Jie-
MEHTBI OJJHOT'O M TOTO JKe IIpoliecca — IMOCTOSTHHOT'O IIpeobpa3oBaHMs U TpaHCPOpMALIUN.
OH CTpeMMJICSI UCCIef0BaTh 3TU IIpefiesibl, TOJKasi CBOM paboThl U BOCIPUSITME MUPA 3a
paMKy TPagUIIMOHHOTO.

OpHoM 13 pegkux uept [TapaaykaHoBa 6bLy1a CIIOCOOHOCTD COUETaTh B cebe aHTeIbCKOe
U IbsIBOJIbCKOE. OH 6BLT UeJIOBEK KpaliHe MPOTUBOPEUYMUBBIN: BpeMeHaMu Jo6peninii, Bpe-
MeHaMM - COBEpPIIEHHO HeBBIHOCUMMBIN. I XO4y paccKka3aTb UCTOPUIO, KOTOPYIO YCIIBIIIA
ot Cepyxa ABenuksHa. HaBepHoe, BBl 3HaeTe, YTO OH — OAUH U3 PEXUCCEPOB U UCIIOJIHU-
TeJIb TJIAaBHOM posiu B puabMe «IlapaJipkaHOB».

B cenTsibpe 1988 roza, B I[Tapuke, Cepreir Monpocus ABeIMKsiHA IIPUHECTU eMy Ka-
paHpaay, Kpacky, IIBETHYI0 6ymMary — BCé Zijis OyAylLIuX KoJlaxXe. B utore IlapazpkaHoOB
CO3LaJI U3 3TUX MaTepUaJIOB YAUBUTEJIBHO KPACUBYIO KOMIIO3ULIMIO. ABEUKSH PelInI eé
puobpecTy, HECMOTPSI Ha BBICOKYIO LieHy. OHM JOTOBOPUJIMCh BCTPETUTHCS Ha Kiazboulie,
Ha moruiie AHapess TapKOBCKOTO.

9To 6bLIa MOYTHU TeaTpabHas ClleHa, — BcrmoMuHas Cepik. ITapaziykaHOB CTOSII CO Cle-
3aMM Ha TIJla3aX M TOBOPMII: «AHApel, mMou AHApeu! Thl OCTaBMJI MeHsI HaBcerza.
Tenmepb g OOMHOK». UV IpU 3TOM, MEXZAY BCXJIMIIBIBAHUSMMU U JIaMEHTAlLlMSIMM, OH He-
CKOJIBKO pa3 clipalliMBasl ABeAUKsHA, IIPUHEC JIX TOT AEHbI'NU.

A BOT UCTOpUSI, CIyYMBUIASICS yXKe CO MHOM. B 1985 roay MbI ¢ py3bsIMU OpPraHU30-
B poTorpadpuueckyo BbICTABKY. B OCHOBHOM 3TO OBLIM IOPTPETHI, BHIMIOJIHEHHBIE B
HeopeaJIMCTUUECKO MaHepe. Mbl OUeHb rOpAUINChE CBOeN paboToi. Ilapa/i)kaHOB MeJib-
KOM IIOCMOTPEJI CHUMKU, HAXMYPUJICS U BAPYT BBIKPUKHYJL:

- MeuuTOB fymMaeT, uTo OH [lapam>kxaHoB? A Ilapazip)kaHOB — 3TO !

YTo 3TO 661107 PeBHOCTH? OTKAa3 MPUHATH UYXKOM yCrex?

KoHeuHO, BOIIPOCHI O PEBHOCTU U IIPOTUBOPEUMSX €ro XapaKTepa TOXXE JIOTUYHBI B
KOHTEKCTE ero TBOpUecTBa — UeJI0BEeK, KOTOPbhIM BUAEJ MUP yepe3 MIPU3MY TaKMX MOLILHBIX
SMOLIMOHAJIBHBIX U TBOPYECKUX IEepeXXMBaHUM, HE MOT He OCTaBJISITh 3a COOO0Il CiIefoB
CTpaxa, 3aBUCTU U 60pbOBI 32 MECTO B 3TOM Mupe. HO MMEHHO B 3TOM CMELIEHUU YEPT
M CO3[aBaJICSl €T0 YHUKAJIbHBIV CTUJIb.
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The search for the origins of Sergei Parajanov’s creative method inevitably leads us
to his childhood. He grew up in a traditional Armenian family in Tbilisi, which is marked
by its firm norms and lifestyle. However, as the youngest in the family, Sergei managed
to escape an overly strict upbringing, which allowed his imagination to develop freely
and spontaneously, always ready to take flight. Parajanov’s parents were full of life en-
ergy, especially his father, a vivid and controversial figure, an antique dealer, and,
as rumor had it, the owner of an underground brothel (for which he was arrested).
It was likely from him that the future artist inherited a refined aesthetic sensibility and
an interest in the “culture of things,” later expressed in his collages and installations.

Parajanov’s childhood games, including the popular Tbilisi game “Dom-Dom,” in
which children imitated the daily lives of adults, served as a kind of prelude to his artistic
journey. Homo ludens - the “playing human” - was born here. This “children’s theatre”
existed within the larger theatre of life: the international courtyard of Tbilisi, a space
with no clear boundary between the personal and the public. These so-called “Italian”
courtyards (uniquely Tbilisian) were a distinct form of communal living where neighbors
shared joys, sorrows, and the fabric of daily life.

Tiflis (now Thbilisi), with its carnival spirit, ethnic diversity, and cultural richness,
was a city like no other. Under the Russian Empire, it served as a southern outpost in
the Caucasus; during the Soviet era, it remained one of the few spaces of relative free-
dom within the system. This social and cultural openness nurtured a special sensitivity
in those who grew up and created there. Regretfully, today’s Tbilisi, with its glass,
concrete, and loss of courtyard culture, has lost that unique atmosphere that gave birth
to personalities like Parajanov.

Who can be called a true artist, a creator? It is someone who sees the world more
vividly and intensely than others, who has a perspective and a burning need to share it
with others. An artist constantly seeks ways to convey their unique perception to nearly
everyone. Art is a message in countless forms - poetry, music, sculpture, painting, pho-
tography, and film. A true artist is, above all, a person who creates with a naive, almost
childlike faith that the world can be made better. This does not mean the artist is always
conscious of their mission - creativity often stems from the unconscious. I say with sad-
ness that we live in very cynical times. True artists are few. Most who engage in art are
far removed from ideals or the desire to transform the world. Naivety has no place
for them - art has become a business, and “making art” is a craft, sometimes successful
but hollow at its core.

I clearly remember how painfully Parajanov reacted when someone failed to under-
stand his art’s language and messages. He could be disappointed - even angry, including
with me, when I could not see what he saw. I recall when he gave me the script for
The Demon to read and immediately demanded my opinion. The script’s language was
saturated with symbols and too complex to grasp on a first read. I tried to fake under-
standing, but Sergei could not be fooled. I had not grasped the essence of the work.

Deep down, everyone knows that they were created as unique beings. Thus, we try
to prove that our appearance in this beautiful, tragic world is not accidental. We crave
affirmation of our worth: we want to be exceptional, remembered, famous, loved.
This desire drives us all, but it becomes an obsession in truly gifted and energetic people.
Without such obsession, there is no true artist. For modest and unambitious people,
the door to art seems forever closed.
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So, who is a genius? How is a genius different from a merely talented or gifted per-
son? Yes, geniuses are certainly gifted. However, they can reach their goal regardless of
the circumstances. Often, hardship becomes the fertile ground upon which their
unique flower blooms.

Parajanov spent four years in a brutal labor camp among murderers and gangsters.
Nevertheless, he would later say this was one of the most important universities of his life.
I will never forget one conversation between two great men - Sergei Parajanov and Andrei
Tarkovsky. In my presence, Parajanov told Tarkovsky that he considered him very talented
but not a genius - because, he said, Tarkovsky had never been to prison and was not ho-
mosexual. You can imagine Andrei’s eyes... I think he was pretty convinced of his genius.

I will speak separately about the influence of homosexuality on Parajanov’s work.
For now, I will say this: he emerged from prison stronger and wiser, with many works
that now adorn the walls of his museum in Yerevan. He was not allowed to work
in the cinema for the next four years. However, he did not wait idly for better times -
he created every day, every hour, every minute. He sought other paths of expression:
making collages, assemblages, and ready-mades. He hosted gatherings, shared stories,
spoke in images about prison, and gave advice to young artists... He was a true
Homo Ludens - a man who plays. He played with objects, with people, with life itself.

It is a pity no one recorded his incredible stories, even on a tape recorder. I still
reproach myself for that. The only ten-minute film I shot in May 1980 on 16mm film, in
which he told the story of the trip to Haghpat and Sanahin, where key scenes from
The Color of Pomegranates were filmed, was irretrievably lost. All I have left are photo-
graphs, silent images that cannot convey the unending theatre that was Sergei’s life.

To explain the Parajanov phenomenon to others, I even coined a new verb - to Para-
janovize. It means not only to represent oneself but to mock, provoke, shock, offend, attack,
and burn bridges. Nevertheless, most importantly, it means creating a world of your own
- one that convinces the artist and those around him of its absolute necessity. Of course,
this ability to parajanovize often irritates those with narrow perceptions and high posi-
tions. As a result, they took revenge on him in December 1973 by sending him to prison.

The primary source of any artist’s creativity is his everyday life, with all its highs
and lows. To create, one must carry something inside that inevitably spills out. Para-
janov’s life was filled with both tragic and comic events. He was gathering impressions
for his excellent 1964 film, Shadows of Forgotten Ancestors. One of the earliest tragedies
that profoundly affected the young Sergei was the sudden death of his neighbor, a girl
named Vera. It is known that he began his final film, Confession, with a scene of Vera’s
funeral. However, only two days of shooting were completed. Parajanov was unable to
continue due to the exacerbation of his terminal illness, lung cancer.

Another heavy blow was the tragic fate of his first wife, Nigyar, whom her brothers
murdered for marrying a man not approved by the family. Then came a painful divorce
from Svetlana just a year after their wedding. Another attempt to build a family with
actress Zoya Nedbai (whom Parajanov cast in the unfinished Kyiv Frescoes). It was cate-
gorically rejected by his mother, Siranush, who dreamed of a reunion with his first wife.
Parajanov was arrested three times: in 1948, 1973, and 1982. His life could rightly be
called extreme; according to many, such conditions are essential for a true artist.
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The last devastating blow was the tragic death, essentially a suicide, of Parajanov’s
close relative, the film studio artist Alik Janshiev. Janshiev worked on all of Parajanov’s
Georgian films and even played the role of the primitive artist Pirosmani in the short film
Arabesques on the Pirosmani Theme. More than that, Janshiev was co-author of Para-
janov’s ready-made assemblages, as it is hard to imagine Sergei quietly gluing bits of
glass piece by piece. There may be reasons why Parajanov felt primarily responsible for
Alik’s death. I am convinced this tragedy triggered the latent lung cancer that would even-
tually kill the artist. So deeply was Parajanov shaken by this loss that, in a masochistic
gesture, he hung a photograph of Alik in his coffin on the wall of his room.

However, Parajanov had an astonishing ability to sublimate his pain and grief into
the creative process. He turned to the image of the Gioconda, Leonardo da Vinci’s Mona
Lisa. Remarkably, Parajanov called my first photograph of him his “Gioconda.” That hap-
pened in November 1978, when we first met. Exactly ten years later, he asked his nephew
Garik to buy every available reproduction of the Mona Lisa from the largest art shop in our
city. To Sergei’s delight, Garik managed to find large, high-quality prints. In my view, that
series of collages by Parajanov is a true masterpiece. They radiate powerful creative energy
and are filled with contrasting emotions: love and grief. These works reflect his deep un-
derstanding of beauty, wisdom, and the perseverance needed to overcome misfortune.

Parajanov’s art cannot be reduced to postmodernism, which often exploits and sim-
plifies the great art of the past. On the contrary, this is a true second Renaissance.
When I first saw those works, I experienced something like a shock. I felt the same shock
when I first watched The Color of Pomegranates. Beyond its primary function of conveying
aesthetic and ethical messages to humanity, true art fulfills another no less important
role: it creates a space of freedom in which the artist can construct his world, his universe.
Here, one can overcome illness, fear, cowardice... Here, one can dream, dare, and strive.

However, the main driving force behind Parajanov was always his pursuit of beauty,
both in understanding and creation. “How beautiful, how insanely beautiful!” - This was
his favorite exclamation, born of his unique ability to feel the tangible beauty created by
human hands. His “Gioconda” is not merely beautiful. It is infinitely profound. Compared
to it, Leonardo da Vinci’s Gioconda seems astonishingly simple. She is harmoniously
placed against a peaceful rural landscape, gazing at us with dignity, calmness, and a hint
of irony, as if addressing us from the depths of the centuries.

Parajanov, on the other hand, creates his version of the Gioconda at the end of one
of the bloodiest centuries in human history - a century that, among many other sins,
affirmed the primacy of consumption over the joy of creation. Parajanov’s Giocondas are
the offspring of our turbulent times. They are tragically playful, mockingly stern, pas-
sionate, and indifferent. In their imagery, Parajanov’s creativity knows no bounds, and
the energy they emit is a youth burning with passion.

Once, as usual, I visited Parajanov. Two color correctors from Lenfilm Studio stayed
at his house, working on printing The Color of Pomegranates. We walked down to Arsena
Street and turned onto Tskhinvali Street. Parajanov had long nurtured this idea. “This is
the best view of the holy mountain, Mtatsminda; it will be a perfect shot,” he said, point-
ing out where I should take the future masterpiece. Sergei positioned the women, found
his place, and told me to start filming. I used a simple Zenit camera. Suddenly, with sur-
prising ease, Parajanov jumped a few times, and the third take turned out best. He called
it “the shot of the century,” while I called it “the flight of the black raven.”
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When I first met Parajanov, I had no idea about his films. That seems strange today
when it is so easy to access any movie. However, when there were no videotapes and
YouTube was not even a dream, I could not imagine his directing style. Later, after watching
Shadows of Forgotten Ancestors, I was deeply impressed by the cinematography of Yuri
Ilyenko and told Parajanov that without that cinematographer’s eye, he would not have been
able to create such a dynamic and expressive film. This comment deeply offended him.

Later, I learned more about Sergei’s artistic biography. Before Shadows..., Parajanov
had worked for 15 years at the Dovzhenko Studio, directing four feature films and three
documentaries. These works hardly hinted at the future master, which is why rumors
about the cinematographer’s decisive influence began circulating at the studio immedi-
ately after the film’s release.

Parajanov began filming his new project, Kyiv Frescoes, with a static camera to prove
to himself and others that the secret to his success did not lie in a moving lens. Unfortunately,
that project was canceled, and he continued using a static camera in Sayat-Nova (The Color
of Pomegranates). However, I’'m convinced Parajanov was lucky with his teams in Shadows...
and Sayat-Nova - he assembled amazing creative groups that brought his visions to life, un-
like his Georgian films such as The Legend of Suram Fortress and Ashik Kerib, which, in my
view, did not achieve the same perfection as his Ukrainian and Armenian works.

It must be said that by this time, Parajanov was already running low on energy.
At times, he behaved like an energy vampire. After long conversations with him, I would
feel drained yet still satisfied for having helped him absorb some of the energy he des-
perately needed. When he made Shadows... and Sayat-Nova, he was at the peak of his
creative strength. In his final years, after nearly a fifteen-year hiatus from filmmaking,
he regretted not completing all his projects, unlike Fellini, who died with his films finished.

As for Parajanov’s homosexuality, at the time, it was not as visible a phenomenon as
it is today. Moreover, speaking openly about such a “deviation from the norm” was ex-
tremely dangerous: one could be imprisoned for it. Parajanov carried this part of himself
with enormous dignity. This “being different” sense added a crucial facet to his creative
energy. I remember him telling my friend, the artist Mark Polyakov, and me: “Forget
about women, and new horizons will open before you!” Of course, we did not believe him,
but there was a grain of truth in his words. With his divided sense of the world, Parajanov
was more sensitive and felt life more deeply than the average person.

I remember once photographing Parajanov taking out buckets of garbage.
When I brought him the photo, he quickly turned it into a collage, placing images of naked
women into the buckets, declaring they did not interest him. However, he put photos of
himself with high-society women in another album, labeling them: “I have returned to
women!” Moreover, in response to a Rotterdam Film Festival poster from 1988 titled
20 Directors of the Future, he joked that the important thing was not to be among
the twenty greatest directors but to be in the top five coolest homosexuals.

I also want to say a few words about Parajanov’s kindness. He could be cruel some-
times, but only if someone failed to perceive and accept beauty like he did. He cared deeply
for neighbors, friends, and film studio workers. Once, for example, a postman brought him
a letter, and in gratitude, Parajanov gave him an expensive leather jacket. I knew that just
the day before, he had no money even for cheap matsoni (a kind of kefir), but his gesture
was that of a king. He was friendly with strangers: taxi drivers, shopkeepers, children...
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This story of Parajanov, imagery, contradictions, the play between life and death,
and the depth of his humanity, fused with a creative impulse, reflects his complex char-
acter as a great filmmaker. The very idea that Parajanov could combine angelic and de-
monic traits illustrates his nonstandard worldview. He had a unique ability to distort and
simultaneously deepen reality. Mediocrity had no place in him. His life and art were ei-
ther grand or nonexistent. His approach to life and art, the vivid stories of his life,
and his multifaceted creativity leave an indelible impression.

Moreover, finally, his last creative trick: his funeral, at which he seemed to be pre-
sent. In one of the photos from that funeral, taken by me, a nearly mystical event oc-
curred. Only twenty years later did I notice a figure in the upper right corner, suspiciously
resembling Sergei Iosifovich. He stood slightly to the side as if watching the ceremony.
I was so stunned by this discovery that I began enlarging the image step by step, just like
the protagonist in Michelangelo Antonioni’s Blow-Up. Of course, there is a rational expla-
nation: some older man, resembling Parajanov, had climbed a tree and was observing
the proceedings. Nevertheless, in this case, I am no materialist.

The story of the funeral, where he became a witness to his disappearance, raises not
only questions of symbolism but also the very essence of creativity and death.
The elements of mysticism you described and the fact that he was “watching his funeral”
only enhance the impression that Parajanov was an artist for whom life and death were
not opposites but elements of the same process - a continuous transformation. He sought
to explore these boundaries, pushing his work and his perception of the world beyond
the limits of tradition.

One of Parajanov’s rarest qualities was his ability to combine the angelic and the de-
monic. He was a deeply contradictory man: sometimes kind beyond belief, sometimes
utterly unbearable. I want to share a story I heard from Serge Avedikian. You probably
know he is one of the directors and the lead actor in the film Parajanov.

In September 1988, in Paris, Sergei asked Avedikyan to bring him pencils, paints,
and colored paper - everything he needed for future collages. As a result, Parajanov cre-
ated an excellent composition from these materials. Avedikyan decided to purchase it
despite the high price. They agreed to meet at the cemetery, at the grave of Andrei Tar-
kovsky. It was almost a theatrical scene, - Serge recalled. Parajanov stood with tears in
his eyes and said: “Andrey, my Andrey! You left me forever. Now I'm single”. Moreover,
at the same time, between sobs and lamentations, he asked Avedikyan several times
if he had brought the money.

Here’s a story that happened to me personally. In 1985, my friends and I organized
a photography exhibition. Most of the works were portraits done in a neo-realist style.
We were very proud of what we had achieved. Parajanov glanced at the photos, frowned,
and suddenly shouted:

- Mechitov thinks he is Parajanov? However, Parajanov - that is me!

What was that? Jealousy? A refusal to accept someone else's success?

Of course, questions of jealousy and the contradictions in his character are natural
when discussing his work - a man who saw the world through such intense emotional
and creative experiences could not help but leave traces of fear, envy, and a constant
struggle for his place in the world. However, precisely, this mixture of traits shaped
his unique style.
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