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Kapun Kpommce: KocMuueckuin Mycop u posilumiics metann

Y10 x, CMepTb — MOTEMATUYECKMI BOMPOC.

3 rpsasHo-6enoro Huuto oHa Tebe B ML CKpeXeLLeT,

V1 KM3Hb TBOS 3ABMCUT HbHE

OT BBICOTHI 11 CKOPOCTH, O BLICTPOTA NAAEHDS,

YMEHbLIEHHAS BETPOM, YMHOXMTCS

HEOTBPATMMOCTBIO 3EMHOTO MPUTAXEHBS.

Ewle GbiBaeT, B NyWMCTOM, MUPHOM OBNOKE CKPLIBAET CMEPTL
CTPEMUTENbHBIN CTEPBSTHMK U, BEXKAAB MMT, CTANbHLIM KIIMHKOM
BOH3QETCS B CTEKIO TBOEM MOLLMHI.

Tenepb TBOM LWIAHC — B HEMOMPELUIMMOCTH PELLEHMIL:
€IMHCTBEHHO BO3MOXHBIN YrON KPEHQ,

PA3YMHbIZ BLIGOD KPMBM3HL Napabon

CKObXEHbS, HOY4YHO TOYHOE YMEHME M30PATS,

KOrAa 1 41O, N KAK TAHYTb MK TOJ'IKCJTb,1

Bappu Konpan dmuens

Bpucronsckas cryama Kapun Kpomme Hebonbwas v unctas. Ee nepso3snaHHbie XONCTs akKypaTHO COCTABNEHS,
M30BOPAKEHHBIE HO HUX MOLLMHbI NApPST B Henoit B3secu. MaccusHbIE U HEBECOMbIE OHOBPEMEHHO, OHM NPUTAMVBAIOT
B3NS4 CBOEN OBbIAEHHOM MOHATHOCTLIO M — OTUYYXAEHHOCTbI0. Ha y3Koi nonke 8 Ge3ynpeyHOM Nopsiake paccTaseHs
HebonbluMe KOPODBKU. B 0oHMX PACKPOLWMBLIMECS XPYNKME OCTAHKM XYKOB, MOTHILKOB, CTPEKO3, B APYrvx cOOpHbe
4OCTM OT MANEHBKMX MOAENEN camonetos. Mexay AByMs KOPOBKAMM BTUCHYT HEGONLLION KOHBEPT. B Hem posHO
CTO CMNEUMAsbHBIX SHTOMOIOTUYECKMX BYNABOK, KOTOPLIMM MOMbL3YIOTCS, YTOBLI 30KPENNATL 3ACYLIEHHBIX HACEKOMBIX
B AE@MOHCTPALMOHHbIX FLUMKAX, — [ABYXCMOMHbIE, NOKPHITHIE YEPHOW SMABIO, U3 MPYXMHHOM CTAMU, C OCTPO OTTOHEHHBIMM
KoH4YMKkamu, gnuHor 52, Tonwwmroi 0,7 munnrmeTtpa. CTomb BHICOKMI YPOBEHb AETONM3ALMN BAXEH AN NOAOOAIOLETO
NPEeACTABNEHNS OTAENbHBIX BIUAOB, HO elle BaxHee s camor Kpomme, ubm paboTsl CTPOSITCS HA TOYHOCTH HabMoAeH s
M NOCneayoLen BLBEPEHHOCTM BOCNPOM3BEASHMS PA3NINYHLIX METANTMYECKMX NOBEPXHOCTEMN, HA NOHMMAHMUM
30MBICTIOBATHIX TEXHUYEeCKKX nogpobHocTel. K npumepy, Toro, kak nponennep, NoACOeAMHEHHbIN BHAUaAne K Kopobke

nepenay, NPUCOeIUHIETCS 3ATEM K KOMMPECCOPY A NOTOM K TypbuHe.

B TouHO BbINMCAHHbIX MOBEPXHOCTSX KpOMMC Mbl pa3NnYaem TENNOE CBEYEHUE Y3KOM MELHOM NOMOCH, XONOAHbIN
BnecK ANOMUHMEBOM IyTH, TYCKIIbIN OTTEHOK OfIOBA B HEMNONMPOBAHHOM KOMNO3WUTHOM crinase. OfHAKO 3T0 He paboTsl
30UMKNEHHOTO HA M30BPAXEHNM MATEPUANOB XYAOXHMKA WM HE NPOCTO UAMIOCTPOLMM COBEPLIEHCTBA €r0 TEXHMKM.
D70 yBeaUTENLHAS BU3YANMU3ALMS MEXAHW3MOB, YACTO HEOMPEAENEHHOMO PAZMEPT, MOMMAHHLIX B MPOMEXYTOUHBIN

MOMEHT MeXay OENCTBUEM N OCTAHOBKOM.



Kpommc yaaeTcst 3anedatneTs MHTEHCUMBHOCTS WYMA, TPAreamio 3aBPOLIEHHOCTH, KOTOPAS TAK NOTPSICIA XMBOMMCLO
BoMHb [Nona Hawa, koraa oH HATKHYCS Ha OrPOMHYIO CBANKY pa3buTeix Hemeukmx camonetos & Koynu, Okcdopawmp.
Haw onucsiBan yBuaeHHOE, KAK «OrPOMHOE, HEOOBIATHOE MOPE... Barbl B3ALIMAIOTCS M OOPYLWMBAIOTCA HA POBHUHY.
A 30TEM — HUYETO: HUYTO HE LIENOXHETCS, 3TO He BOAA W AAXE HE NE, 3TO YTO-TO HEMOABUXHOE W MepTeoe».> OnHako
Kapux Kpomme He MHTEPECHDI Hit OTCYTCTBME NPU3HAKOB XU3HM B U306PAXAEMbIX OOBEKTAX, HI M3OBITOYHOCTL MEPTBOM
HATYPbI, Ht COCTOSIHME MOSHOM HEMOABMXHOCTU M ynaaka. Ee MaccusHbie MAlLMHLL 30BUCM NOL NPSIMBIM YTIOM B CBOWX
BeneHbix NycToTax, YrpoXas BHE3AMHO BLIMYCTUTL XMLHBIE KOG U MPUHATL NOCTPOEHUE FOTOBOTO K HAMAAEHMIO
ocuHoro post. OT 3TUX NPEKPACHBIX KAPTUH UCXOOMT HEONPEAENEeHHAA Yrpo3a, B HUX ABNEHA OBOMCTBEHHOCTL
W abCypAHOCTL Npoucxoadilero. Kakos HOCTOSWLMA pA3MEp STHX NYTraioWmMX NPeaMeToBE HT0 3T0 — pa3pO3HEHHbIe
OCTATKU BEPTONETHLIX ABUIATENEN UM MMKPOCKOMUYECKME, HO BO MHOTO PO3 YBENUYEHHBIE METAMNMU3MPOBAHHbIE
Hacekomble? [ne oHu HaxopsTes e M uto cobupatotcs genatse Kak v konnekums MOTBIIBKOB, ST MEXAHWU3MbI KAXYTCS
HOKOMOTHIMM HO XONCT, NINLWEHHBIMWA KAKOrO-TMOGO HOMEKA HA TEHb W 3AAHWI NANAH, KOTOpPLIE MOMK bl obecneunTs

YCMOKAUBAIOLLMIA KOHTEKCT.

Ectb 4TO-TO TpOraTENBHOE 1 OOHOBPEMEHHO MPUUMHSIOLLEE BECTOKOMCTBO B TOM, KK KAPTUHB COOTHOCSTCS APYT
¢ ppyrom. [Napa katanyneTMpyemsix Kpeces, HANpPUMep, MOXOXa HA CyMPyXecKoe NapTHepCTBO. Msirkue pemHy,
NPOCEBLUME CUOEHBS U Y3Ibl UMEIOT HEUTO OBLLEE, HO MPU STOM PE3KO OTAMYAIOTCS APYT OT APYrd, NOKA3LIBAS CBOW
CODCTBEHHbIM, YHUKANbHbIM, [AXE MOMOCHHKPA3MYECKUM XaPAKTEP, KOTOPLIN KPOMMC B CBOEM HEYTOMUMOM CTREMIEHM
30NeYaTNeTs YACTHOCTU BOCTIPOU3BOANT C BECNOLLAAHOM NPAMOTON. DTOT AUNTUX HAMOMWHAET BAIOGNEHHYIO NApY,
MCTOPMIO UX BAN3OCTH, CIOXHOCTEN, CNETEHWS SMOLMMA U B3OMMO3ABUCUMOCTH. M, BOBMOXHO, NokasbiBaeT 6ors,

C KOTOpOVI nokunaaellb n3xmsLline cebs OTHOLEHMA.

Kapur Kpomme seipocna cpeam camonetos u nnanepos. OHA pacckasbiBaeT O Cyyasx, KOraad B YAMBIEHUEM
M BOCTOPIOM YyBCTBOBAA KOHTPOSb HAL, JIETKMM BO3AYLIHbIM CYAHOM U B TO K€ BPEMs ObIIA HO MTHOBEHME UCMYTAHA,
KOO XPYMKUM COMONET BHE3AMHO B3OPOTHYI M 30BUOPHUPOBAN, MOABEPTLUMCH TONUKAM HEBUAMMOTO BETPA. «[ locmoTpuTe
Ha He6o, — roBopwT oHa. — OHo yxacaeT. Han BCcemu STmMW MUPHBIMM, HO NEPBBIF B3MAL, NEN3AXAMU U OKMBNEHHLIMM
rOPOAKAMM HABUCAET YrPOXAIOLLAS TEHb BECLIYMHO CKONb3sALMX MO Heby OBMAHUMBO TOHKUX dopm. [laxe nepucTsbii
XBOCT KOHAEHCATA B BO3[yXe CO3LJET NIOXHOE BNEeYATNEHNE HEBECOMOCTM 3THX OTPOMHBIX MALUMH, HO HOM-TO M3BECTHO,
YTO OHM BOBCE HE NErkM. B CyLIHOCTM 3TO COTHM TOHH 3AKOMTENOrO METANNA, CKPLIBAIOLETO 3AMBICIIOBATYIO paboTY
TPY6, TOHKMX 3NEKTPOCXEM B MOHTOXHBIX MIIATAX, PEB M BUOpALUIO asuratens». B sanomunaiowmxcs paboTtax xy[oxHUKa
CKPBIT HEKMIM CTPAX OT MEICTM OB YS13BUMOCTM YETIOBEYECKOTO TENA — C €70 HECOBEPLIEHCTBAMM, HEPOBHOCTSIMU KOXHOTO

MOKPOBA, OTMEYEHHOTO BpeMEeHEM N CTUXNAMA, U 6633OLLI,I/ITHOCTI::IO nepen 0aBHO 3AXBATUMBLUMMM HEe6O MALMHAMM.



A3sponnaHsl, COMONETh, KOCMUYECKUI MyCOP, KOCMUYECKME PAKETE MOTYT YNACTb — OHU W NCAAIOT, BEIBANMBASC
HO BUPOXE 13 MUPHBIX OBNAKOB. TOCKIMBO KyBHIPKAIOTCS, MUKMPYIOT HA 3EMIIO OTOPBAHHBIE TPYOb! M KYCKM MCKOPEXEHHO
CTQMM, CBOMM HMCXOXAEHUEM YTBEPXAAS MO33UIO KECTOKOCTHU, YUCTOTY GOPMbI M LBETA, KOTOPLIE C BE3ynpeyHoi
TOYHOCTBIO YAAETCS NEPEnaTh STOM UHTEPECHOM MONOAOM XYAOXHMLE. VIHOTAA 3aCTHIBLUME B CUMMETPMM NOKOS, MHOTAA
y6eanTensbHO GHTPONOMOPdHBIE, BHOBb U BHOBb NMPUTAMMBAIOLME HOL 3A4APOBAHHBIN B3MMSM, OHW BCErAd BNEYATAIOT,

BCENAIOT TAWHYIO TPEBOTY 1 NOPAXAIOT CBOEN BM3YANbHOM MOLLBIO.

Mpodeccop Mon MNod,

AekaH ¢pakynbreta uckyccts YHusepcuteta 3anagHon AHramm

' «CmepTb — 310 BONpPOC MaTemaTuku», bappu Konpan Smuens, The Faber Book of War Poetry, nog penakumeii Kenneta beiikepa.
JNonpoH: Faber and Faber, ¢. 131

2 Mon Haw pasmeiwnget o Totes Meer (Meptsom mope), 1940-1, Tate Gallery, Jlonaon. M3 krmrn «Outline: an Autobiography
and Other Writings». Jlonaon: Faber and Faber, 1948.



locnoacTteo B BO3AyXxe

Kusonues Kapun Kpomme HenprebivHO cMOTPHTCS cpeau poaHbix ocuH. [lng Havana tpebyetcs Hemanoe ycunue,
4TOBbI NPOCTO OCO3HATL, YTO 3TO XMBOMUCH. KPU3KC LENENnoNaraHus HACTUrAET 3PUTENS CAIMLLKOM PEASIMCTUYHBIX
AN XUBOMUCH KAPTUH KpOMME: pesynbTaT He COOTBETCTBYET TEXHUKE, B KOTOPOM MPMBBIYHO MCKATb TENECHOCTb XMBOVA
KPOCKM, SKCMIPECCHIO MyTUPYIOLLETO B 3HAK xecTa. Matepuman u skcnpeccus, BCs 37a Gu3MKa U IMPYKA KAPTHHBI, 3HAYAT

ANS LEHWTENS XMBOMMCH BonbLUe, Yem NpeameT u3obpaxeHus. B ciyuae Kpomme 3TOT aHAnUTUueckmin NOAXOm He roanTCs.

Hekputnueckoe, uyscteHHoe socnpustie xmsonuckt KpomMme Takxe HATANKMBAETCS HA Nperpagy. ITO CBA3AHO
CO CneumPUIECKO UCTOPUEN PYCCKOTO MCKYCCTBA. [MNeppeaniam Hit s COBETCKOTO, Hit ANt POCCHIMCKOTO XyAOXHUKA
HUKOTAQ He Bbi CTUAMCTUYECKOM NPUMAHKOM. OUEPTAHA HALWMOHONBHOO XYAOKECTBEHHOMO KOCMOCA BNoTh Ao 80-x roaos
onpesenanucs AONTMM NPOLECCOM PACTAAA «CypPOBOTO CTUAA», KPYTOTO 3aMeCca GPAHLY3CKOTO MMMPECCHOHU3MA
M MOHYMEHTQMBHOTO XAHPA. BAOOABOK NpeaMeTHBIN MMUP HO HECKONBKO AECSTUIETHM OYATO BLIBEPHYNCS M3HAHKOM
K notpebutenio. MecTo 3anaaHoOro I0BEHMULHOTO KyTbTA HOBOTO W SPKOTO, Wi OOHOBAEHMS, 3AHUMA CEHMUIbHBIA KyNbT
NOBTOPHOTO MCMOML30BAHMS, UK 3anaceHus. Yopxonosckas «3onotas Mepunuts 1 paburckas «lomorika N2 85,
kak MagonHa v [yradesa, — posecHiupl. W BBURY 0OCOBEHHOCTH HOLWMOHAIBHOM ONTVKM, MPMBLIKLLIEN BO BCEM MCKATH
«BTOPOE AHO» (CAM TEPMMH STOT M3 LUMMOHCKOTO NEKCUKOHA), u3obpaxeHie, npubnuxaioleecs k GoTorpaduueckon
TOYHOCTY U JINLLIEHHOE MPH3HAKOB ABTOPCKOM SKCMPECCHM, MOUUTAETCS HEHAUUTENBHBIM, HEHACTOALLYIM 1 BEIEPACHBAETCA

13 chepbl BHUMAHWMS. YAepXaTb ero B NPEAenax A36iKa ONMCaHMsS MOTYT NULLb CIOPPEANIMCTUHECKME KOHHOTALMM.

OpnHako ecnu npeogonets GOs3Hb PEONLHOCTH, OYEBMAHO, YTO OT CoBpemeHHoro rmneppeanama Kapuh Kpomme
otnmyaeT crnwkom mHoroe. [NoscearesHas msHuesas BynbrapHocTs Ismuara Jleba m nnsxusie nactopanu Kacw
HomaHckol, Hanpumep, MaHNPECTUPYIOT MMLLb CIELMPUIECKUI METOL OTPOXEHUS AENCTBUTENBHOCTM 1 QYHKLMOHUPYIOT
B Y3KOWM cdepe ClydYaiHOro, HeoTpednekTMPOBAHHOTO «MyCTOro CobuTUs». [MNeppeaniam MOXHO HA3BATL COMBIM
AEMOKPATUYECKMM U3 UCKYCCTB M YBEPEHHO OTHECTH K HEMY KATETOPUIO <HE-COBBITUE» U3 XYPHANMUCTUKU. A KAPTUHI

Kpommc npogymarsl 4o nocneaHero maska (Bo3moxHo, B ee cryyae nyuwe GyaeT ckasaTb — 3aknenku).

Memsaxm Dance, Sway, Rise, cepus Stills cosnansl B xarpe «koHuenumonHoro nesaxax. Hop cHexHbiMM cknoHamm
W eN9MM, NOKPBITHIMM ABMKON BO3AYLWHOM NEPCNeKTHBh, NO3UPYIOT XyAOXHULE netatensHeie annapatsl. KonnaxHsii
look 3Tux paBoT obwacHseTCa HaUBHBIM BOCBMUOUTHBIM 3peHuem. LiBeToToHoBas FaMMa HapoUKTO ynpoLLeHa, cxaTa,
W 3TO CyXeHWe OMHAMMYECKOTO AMANA30HA XMBOMMCH pABOTAET HA PEANMCTUYHOCTb, MOCKOMBKY BKIIOUAET CIOXET
B NpocTpaHcTBO pednekcun. Kocmunueckue annapatsl BOCXOAST K NepBoObpa3aM NMPUMMUTUBHBIX KOMMbIOTEPHbIX
wyTepos. A niobas Urpa, — KAk M3BECTHO, Npoekums Byayulero, mogens peanstHoro aectams. Pokyc Kapmn Kpomme

B TOM, 4TO N3 ee CI)yTypOJ'IOI'l/NeCKMX LLITy,D,I/llZ M3bAT HENOBEK KAK Cy6'beKT OENCTBUS.



To, 4TO 3TO MMEHHO LeViCTBUE, O He MEePTBbIM KYHWTIOK TMNepPecnama, 3aMAcKMpPOBAHHOTO NOA GOTOMOHTAX,
noackassisaeT u camo Hassarwme Still Series. Stills — He Tonbko «nokolHbie Neiiaaxu», 310 ewwe 1 «cTon-kapp». Kpomme
CTQBMT HO NAy3y NONET HeBMaMMOK (Stels), cinwkom GeIcTpbIx Ang 3peHia xenesHsix coananuit. W sta Heyenosedeckas
NQay3a B3PbIBHbIM OBPA3OM MEHAET KOHTEKCT: HEeXHbIE rPadUUECKME eN, FOPH B BO3AYLIHOM AIMKE, 3TOT YMMPOTBOPSIOLLIMIA
Ne3ax Ans 3aropoaHOro AOMMKA MOMEHTANLHO NPEBPALLOETCS B AOKYMEHT, KOHCTATALMIO TPEBOMM, KPACHYIO KHOMKY

anst Guaepmeliepa.

ManeBuy K KOHLY XM3HM PACKASNCS B CBOEM paavkanusme. [lpunucas Kk cBOemMy CTAPOMY CYNPemaTUHECKOMY
NONOTHY KABGNBKAAY, OH BEPHYN KAPTUHY B F'YMAHUCTUYECKME KOOPAUHATH, U «KpacHas KOHHWMLUG» B TedeHue
LONTOr0 BpEMEHM Bbia eAMHCTBEHHON KAPTUHOM Manesuua, KOTopasi NPU3HABANACH OGULMANbHBIM COBETCKUM
nckyccrsosefneHem. Kpomme gencteyeT B 0OPATHOM HAMPABAEHWMM: BKITIOYEHUE AOMNOMHUTENBHOTO 3MIEMEHTA
B MOMIIMYECKYIO KOPTUHKY LETYMAHU3UPYET OBpasHbii CTPOM xusonucu. [JoTowHsiin aHturymarmam Kpomme

MOKCHManbHO yoeauTener B guntuxax Reign.

B napax kpecen ans nunoTtos, GaHTACTMHECKM JOCTOBEPHO HAMMCAHHLIX MACTOM U GKPUIOM HO XONCTE, OfHO MYCTO,
APYroe e NEMOHCTPUPYET CLUEMNEHHLIE 30CTEXKM, 30BSI3KM M KApabWHb, Kak OyATO B HEro yNakoBaHO Teno. Tena,
ogHako, HeT. AnnapaTtsl Kpomme 06xoasTcs 6e3 3kunaxa, U XyAOXKHWLA NOPTPETUPYET NYCTbe KPECTA KAK TUYHOCTY.
B 13BrBOX BEPEBOUEK M NIEHT BUOHA MHOMBMIYANBHOCTb. DOKOBMHbI U MOANOKOTHUKM TEXHUYECKOTO OOLEKTA OHA MULLET,
KK LEKM U CKYIIbl 4ENOBEYECKOTO NWLA. MUp TEXHWKM B XyAOXECTBEHHOM BeenenHon Kpomme obpeTtaet cosHaHwe.

OHo He nogaoaeTca nepenaye CpectBamm NCKyCcCted, HO €ro Hann4me o4eBnaHo.

Cranmcnas Jlem nuwet 8 Summa Technologiae 06 opyxwn GyayLuero, KOTOPOe BMECTO MHTENNEKTYANBHOMO YCIOKHEHMS
NPUMET NYTb PABBUTHS HOCEKOMBIX. KOMNEKTUBHBIA PA3YM MCKYCCTBEHHBIX OOBEKTOB — KPEMHUEBBIX MYX, KENE3HBIX
XYKOB — CHOPMMPYET HekpoCdEPY, MPOTUBHMLY NO3UTUBUCTCKOM HOOCepsl BepHaackoro. 31a npaktiiHas rnoTesa
MVHWQTIOPU3ALMM HE NPEeanonaraeT NosiBNeHUs IMYHOCTU MCKyCCTBEHHOTO obbekTa. Ho ana Kapuh Kpomme ee Hanuuune
6eccnopro. OHa MOra Gbl ORyLIEBHTE KOMMLIOTED, W B SHTOMONOTMYECKOM SILMKE MUHUATIOPHLIE CAMONETS! MPULLMMAEHI

6yﬂOBKOMVI HAPABHE C XyKaMN. HO,D,CNCI npegnonaraet ecnn He eamMHCTBO, TO OAN30CTb 3THX CiDOpM KM3HN.

Hekpocdepa rotosa 3absiT, koHcTaTMpyeT KpoMME, YTO MMIYNbC K KM3HW AAH €41 YefoBEKOM. ABUALMOHHBIE ABUrATENY,
nopTpeTsl koTopsix ¢ niobossio m1weT Kapuh Kpomme, Hawnu ceoit apean obutatus. Hebo, koTopoe venoseyectso
BCErAa HOAENANO KAYECTBAMM MAEANBHOTO BbITUS, yXe 3aHATO. B Bo3ayxe cpeau NeTaiowyx Tsapen, KOTopbim 4enoBek

TAKXE OTKA3LIBAET B PA3YME, MX TOCNOACTBO HEOCNOPUMO.



Karin Krommes: Cosmic Debris and Swarming Metals

Death is a matter of mathematics.

It screeches down at you from dirty white nothingness
And your life is a question of velocity and alfitude,
With allowances for wind and the quick, relentless pull
Of gravity

Or else it lies concealed In that fleecy, peaceful puff of cloud ahead.
A streamlined, muttering vulture, waiting

To swoop upon you with a rush of steel...

And then your chances vary as the curves

Of your parabolas, your banks, your dives,

The scientific soundness of your choice

Of what to push or pull, and how, and when."

Barry Conrad Amiel

Karin Krommes' studio in Bristol is compact and clean; her pristine canvases are neatly stacked, their painted engines
floatin a talcum of whiteness, speaking of both mass and delicate weightlessness, of affinity and yet also of detachment.
Neatly aligned on a narrow shelf small boxes contain the powdery remains of moths and fragile insects; other boxes
contain the dismantled parts of model aircraft. Tucked between two boxes is a compact envelope. It contains exactly
one hundred Austerlitz Insect Pins, used by enfomologists and curators to display dry mounted insect specimens; double
coated, black enameled spring steel with very fine points, each pin 52 mm long, with a filament-thin diameter of 0.7 mm.
Such a high level of specification is crucial both to the proper display of the specimen but also to Krommes whose work
similarly relies on exactitude of observation, on the precise rendering of differing metal surfaces, on a sophisticated
understanding of how a propeller once fitted into the gearbox, how it then connected to the compressor and thence
to the turbine. In these delicately painted surfaces Krommes must be capable of distinguishing between the warm
glow of a thin band of copper, the frigid reflection of an arc of aluminium, or the pewter-hued dullness of unpolished
composite. But this is not the work of an obsessive individual; these are not mere illustrations of technical virtuosity, instead

they are powerful renditions of machines, often of indeferminate scale, caught in a flux between action and paralysis.

Krommes captures the clamouring intensity, the tragedy of dereliction that so enraptured the war artist Paul Nash when
he stumbled upon the huge dump of wrecked German aircraft at Cowley in Oxfordshire. Nash described the sight as like
"a great inundating sea ... the breakers rearing up and crashing on the plain. And then, no: nothing moves, it is not water
or even ice, i is something static and dead.”? But Krommes is not much inferested in deadness, or in redundancy,

orinertia. Her massive painted engines squat squarely in the middle of their chalky voids, threatening to unfurl their hidden



proboscis or fake up formation like a squadron of wasps. Threat, ambiguity and absurdity pervade these fine painfings.
What is the exact scale of these menacing objects: are they ragged remnants of a helicopter engine or a miniscule
and magnified metallicised insect? Where are they located? What are they about to do? Like her collection of moths,

they seem to be pinned to the canvas with no hint of shadow or background that might provide some comforting context.

There is something both touching and discomforting in the way that certain painfings relate to one another. The pairing
of the two ejector seats, for example, is like a husband and wife team, a partnership in which the cushioned straps,
the sagging seats, the knobs and dials have something in common but are finely differentiated, espousing their own unique,
even idiosyncratic, character, which Krommes in her relentless pursuit of the particular pins down and paints with unnerving
steeliness. This diptych remind us of a couple, their history of closeness, the complexity and entanglement of shared

emotions and interdependence, and perhaps the pain of releasing oneself from a relationship worn down and atrophied.

Krommes grew up with aeroplanes and gliders. She fells of occasions in which she assumed the controls of a light
aircraft, quietly astonished and, perhaps, frightened for a moment by the sudden jerking and the throbbing liveliness
of the spindly vessel as it was buffefed by the invisible wind. “Look up into the sky”, she says, “Itis quite terrifying. All those
apparently peaceful landscapes and bustling towns are overshadowed, overhung by deceptively slim shapes that
trundle noiselessly across the sky. Even the feathery condensation trails suggest weightlessness, but we know these vast
machines are not light af all. They represent in fact hundreds of tons of grimy metal, thinly concealed pipe-work, delicate
circuit board and pulsating propeller.” Something of this quiet terror pervades these remarkable paintings, but also

something of the fragility of human skin, with their pock-marked and pitted surfaces, corroded and aged by the elements.

Aeroplanes, jets, cosmic debris, space rockets can — and do — fall out of the sky, banking from the peaceful puffs
of cloud, tumbling wistfully in a rush of twisted steel and forn pipes. In their descending they assume a fierce poetry,
a purity of shape and colour that is brilliantly captured by this exciting young artisf, sometimes frozen into a symmetrical
stasis, sometimes lent an anthropomorphic air, sometimes steadily refuming our fascinafing gaze, yet always quietly

impressive, disquieting and dazzling in their visual intensity.

By Prof. Paul Gough
Executive Dean, Faculty of Creative Arts, University of the West of England

! 'Death is a Matter of Mathematics’, Barry Conrad Amiel, in The Faber Book of War Poetry, ed. Kenneth Baker, {London: Faber and Faber) p.131

2 Paul Nash reflecting on Totes Meer (Dead Sea) 1940-1, Tate Gallery, London, in ‘Outline: an Autobiography and Other Writings'
(London: Faber and Faber, 1948



Air Supremacy

Karin Krommes's painting looks out of place among our native beech trees. For starters, a great deal of effort is required
to simply recognize that this is a painfing. A crisis of goal-setting overcomes viewers of Krommes's paintings which
are all too redlistic: the result doesn’t match the technique, in which one is used to searching for the physicality of vital paint,
expression mutating info the symbol of a gesture. Material and expression, all the physics and lyricism of the picture, mean

more fo the connoisseur of painting than the object that is depicted. With Krommes, this analytical approach is of no use.

The uncritical, sensual perception of Krommes's painting also runs into a barrier. This is linked to the specific history
of Russian art. Hyperrealism was never, neither for the Soviet nor for the Russian artist, a stylistic temptation. The confours
of the national arfistic cosmos right up until the 1980s were established by the long process of the collapse of the “austere
style,” a heady mixture of French Impressionism and the monumental genre. Into the bargain, the objective world
for several decades appeared to turn itself inside out in the direction of the consumer. The place of the western juvenile
cult of the new and the striking, or renewal, was occupied by a senile cult of repeated use or stocking up. Warhol's
"Golden Marilyn” and Rabin’s “Dustbin No. 8", like Madonna and the Russian singer Pugacheva, are of the same age.
And in view of the specifics of national optics, which searches in everything for a “false bottom” (the term itself is from
the lexicon of espionage), animage approaching the precision of photography, deprived of any indications of the author
expressing in any way, is regarded as being insignificant and inauthentic, and is pushed out of the focus of attention.

Only surrealistic connotations can keep it within the confines of a language of description.

However, if we overcome the fear of reality, it is clear that there is too much that distinguishes Karin Krommes from
confemporary hyperrealism. The everyday glossy vulgarity of Damian Loeb and the beach pastorals of Kasya Domanska,
for example, manifest only the specific method of reflecting reality and function in a narrow sphere of a chance
"empty event” that has not been meditated upon. Hyperrealism can be described as the most democratic of arts
and we can confidently include the journalistic category of the non-event within it. But Krommes's pictures are thought

through to the final brushstroke (perhaps in her case it is best to say to the final rivet).

The landscapes Dance, Sway and Rise and the Still series have been created in the “conceptual landscape” genre. Over
the snowy slopes and fir trees covered in haze of an aerial perspective, flying machines pose for the arfist. The collage
look of these works is explained by a naive 8-byte vision. The colour scale is intentionally simplified, compressed, and that
compression of the painting’s dynamic range works on the realism, as it places the subject in a space of reflection.
The cosmic devices recall the profotypes of primitive computer shoot'em up games. But any game, as is well known,
is a projection of the future, a model for real action. Karin Krommes's trick is that the person as a subject of acfion

is removed from her futurological studies.



That this is an action, rather than a lifeless trick of hyperrealism disguised as a photo-montage, is hinted at in the ftitle Still
Series itself. Stills are not only “becalmed” or even "deadened” landscapes, they are also “freeze frames.” Krommes
puts the flight of the invisibles (Stels) on pause — metal creations that are too fast to be perceived by the human eye.
And this inhuman pausing in an explosive manner changes the context: the tender graphic fir frees, mountains in an airy
haze, this calming landscape for a rural home, is momentarily transformed info a document, a statement of alarm, a panic

button for Biedermeier.

Malevich, towards the end of his life, repented of his radicalism. By painting a cavalcade onto his old suprematist
canvas, he returned the picture to humanistic coordinates, and “The Red Cavalry” for a long time was the only picture
by Malevich that was recognized by the official Soviet art history. Krommes moves in the opposite direction: the infroduction
of an additional element into the idyllic picture dehumanises the objective construction of the painting. Krommes's hair-

splitting anfi-humanism is at its most convincing in the Reign diptychs.

In a pair of pilot seats, painted in cils and acrylics on canvas with an almost fantastical degree of accuracy, one is empty,
whilst the other demonstrates the fastened buckles, belts and clasps as if they have packed up a body. There is, however,
no body. Krommes's machines get by without crews, and the artist creates portraits of the empty chairs as if they
are individuals. In the twisfing of the bindings and straps one can see individuality. She paints the side supports and arm rests
of this technological object as if they are the cheekbones of a human face. The world of technology, in Krommes's

universe, acquires a consciousness. It cannot be conveyed through the resources of art, but its presence is obvious.

Stanislav Lem writes in the Summa Technologiae about the weapons of the future which, instead of taking the path
of developing intellectual complexity, follow that of the development of insects. The collective intelligence of these
artificial objects — silicon flies, iron beetles — forms a necrosphere, an opposition to Vernadsky's positivist noosphere.
This practical hypothesis of miniaturisation does not presuppose the appearance of an individuality for the artificial
object. But for Karin Krommes it is indisputable. She could animate a computer, and in the enfomological display case
we find miniature planes pinned out in the same way as beetles. The presentation presupposes if not a unity, then at least

a close proximity of these forms of life.

The necrosphere is ready to forget that the impulse to life is given to it by man, Krommes maintains. Aviation engines,
the portraifs of which are painted with such life by Karin Krommes, have found their natural habitat. The heavens, to which
mankind has always atfributed the qualities of an idealised existence, are already occupied. In the air, among the flying

creatures, of which man also denies the possession of any intellect, their supremacy is undisputed.



Tanew. 2012. Xoncr, akpun, macno. 150x210 cm

Dance, 2012, oil and acrylic on canvas, 150x210 cm






Bsmax. 2012. [ocka, akpun. 60x 45 cm
Sway, 2012, acrylic on panel, 60%45 cm






Bocxog. 2012. Xoncr, akpun, macno. 80x 150 cm
Rise, 2012, oil on canvas, 80x 150 cm






Hounoi ayx. 2008. Akpun, bymara. 19x 34 cm
Night Spirit, 2008, acrylic on paper, 19x34 cm






Cepus Cron-kaap VI. 2008. Akpun, rasyposaHHas pama. 22 17 cm
Still Series VI, 2008, acrylic on glazed frame, 22% 17 cm
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Cepwus Cron-kagp XIll. 201 1. Akpun, rmasyposarHas pama. 22 18 cm
Still Series XllI, 2011, acrylic of glazed frame, 22 18 cm

22



e

- ..H .Inl.l.l...l.ll.l:l...lrl......l|..l|. 3 i
- _ b Wy ey —— 4 —r

f"

[ -
ST L e S s b= o s anow e B

s .
. T e ———— e A,

L .__..,f___. -

gl S et

= r"—'-.— "-p-—]--n pr—

el

@
[

i
—

el = it

£
o T e P T P T

_‘_‘U
B e ————

E g | L b,
-.f_'._"i"_""_'__'_'_"."-;'r'__ i

| Tl ot [l e B i o e C .

hl ks
'. v F’.ﬂb
—_—




Bes Haseanus IV. 2009. Duirypsi, Boipe3aHHbe BPYUHYIO, HACEKOMBIE, HOMAEHHbIM SHTOMONOMMYeckui awmk. 40X 50x 6 cm
Untitled 1V, 2009, hand cut card, insects, found enfomology drawer, 40x50x 6 cm
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Penukeus Il. 2008. [ocka, akpun. 66 %90 cm
Relic 1, 2008, oil on panel, 66x90 cm
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Ayx. 2010. Xoncr, akpun, macno. 20x 15 cm
Ghost, 2010, oil and acrylic on canvas, 20x 15 cm
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Karanynstupyemoe kpecno 1. 2010. Karanynetupyemoe kpecno, kpacka, mogenmpyiowmii matepuan. 140x80x 46 cm

Ejector Seat 1, 2010, ejecfor seat, paint, modeling materials, 140x80% 46 cm
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Focnopctso |. 201 1. Xoncr, akpun, macno (gunmix). 150% 80 cm (kaxasit xoncT)

Reign |, 2011, oil and acrylic on canvas (diptych), 150 x 80 cm (each canvas)
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Focnoactso 1. 2012. Xoncr, akpun, macno [aunmnx). 15080 cm (kaxawii xoncT)

Reign II, 2012, oil and acrylic on canvas (diptych), 15080 cm (each canvas)
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Focnopcrso IV. 2012. Xoncr, akpun, macno (aunmix). 150% 80 cm [kaxasit xoncT)

Reign IV, 2012, oil and acrylic on canvas (diptych), 150 %80 cm (each canvas)
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Mapenne. 2012. Xoncr, akpun, macno. 60x 100 cm
Fall, 2012, oil and acrylic on canvas, 60x 100 cm
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Mpaenenune. 2012. Xoncrt, akpun, macno. 60 100 cm
Rule, 2012, oil and acrylic on canvas, 60x 100 cm
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Kapur Cabuxa Kpomme

BUOTPADUA

Popunacs 8 Tepmanun (1979), seipocna & Jliokcembypre. C oTandmem OKOHUMAQ OfHY M3 NYHWMX XyAOXeCTBeHHbX Wwkon bputanmm — Konneax uckyccrs

SaMHOYPrcKoro YHUBEPCHTETA, NONMYYMB CTENEHb MAMMCTPA M30BPA3MTENbHBIX MCKYCCTB NepBot kateropuu. Xuset n pabotaet 8 bpuctone. Ee xusonncHsie

pO6OTbI 1 3D-06bekThl sBns0T coboit cyacTamsoe coegnHeHne CBO6OJ],b\ TBOPYECTBA M HE3AYPAOHbBIX TEXHUHECKMX BO3MOXHOCTEN. BrinonHeHHbe MACTEPCKH,

C no4vTn dDOTOFde)M‘-IeCKOIZ TOYHOCTBIO, OHM TEM HE MEHEE HE OCTABNAIOT COMHEHMA B TOM, HTO Nepe] HaMM NpeaMeT NCKYCCTBA, HAO KOTOPbLIM I'IOpO6OTC]J'IO KNCTb

TANAHTAMBOIO XyOOXHMKA.
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Karin Sabine Krommes

BIOGRAPHY

Karin was born in Germany (1979) and raised in Luxembourg. She gained a 1st class MA degree at Edinburgh College of Art, one of the best art schools in Britain.
Since then she has lived and worked in Bristol. In her paintings and 3D work, she has always fried to marry her creativity with a considerable technical ability.
Her paintings are finely executed, but she leaves enough evidence of brushwork to highlight the artistry.
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