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BricTaBka «Kpait 6yHTapeii. CoBpeMeHHOe HCKYC-

ctBo BiaguBocTtoka. 1960-2010-e» — 3TO Bax-

HelIee cobbiTHE A LleHTpa coBpeMeHHOro Hc-

KyccTBa «3aps». Kpome TOro 4o BLICTaBKa CaMal96Os—201OS” is an extremely significant exhibition for

1o ceGe HaChleHHa U 3peJIUIIHa, OHa BBIIOJIHACT )0 7 ARYA Center for Contemporary Art, and not only

BaXXHY0 MHUCCHIO — PAaCCKasbIBaeT 0 XyAOMHUKAX hecause the survey itself is so spectacular and rich. The

BuiaguBocTOKa, /10 CHX 10D He MOJIYYMBIIUX A0JK-project serves an important mission in laying out the

HOro BHUMaHus 3a npepesamu [lpuMopsbs. history of the artists of Vladivostok, a subject that has

HckycctBo BuoafuBoCTOKa BHE TOPH30HTAJIb-UP until now largely been ignored outside the bounds of

HBIX CBAA3ell, BLICTPOEHHbIX B COBETCKUE BpeMeHal [imorye. _ _ )

¥ HbIHe GOJblIeH YaCTbi0 paspylleHHbIX, 0Ka3a_The art 0fV1ad1v95tok oceurs beyond the horizontal ties
o that were forged in Soviet times and are now for the most

JIOCh Ha 0604 He 60JIBILION CLieHbl, BHE JOCATaeMo-

1 part in ruins, ending up instead on the sidelines of the
CTH I 3KCIIepTa M KPUTHKA. 11apaZilOKCaIbHOCT D, ;) event, out of reach of the experts or critics. The

u TpareJns CUTyanuu, B KOTOPOH 3TH XyAOXKHNKHharadoxicality and tragedy of a situation in which artists
ObIIM «BBIKJIKOYEHBI» U3 NPOAYKTUBHBIX OTHOWIE-are “shut out” from productive relationships with the

HUH C KPYNIHBIMU My3efIMU U KOJIJIEKIIUAMU B eB-major museums and collections in the European part of
porneiickoi yactu Poccuu 1 Mmupe, Jasnu HaMm nopogRussia and the rest of the world has provided us with an
IPOAaHaIM3UPOBaTh CYIECTBYIOIee HOJIO}KeHI/IeOPPO_rtumty to take a deepe_r look at _the cu.r.ren.t order
Bewwleii ¥ cAe1aTh NepBblil War K TOMy, 9TO6bI OT-Of things and to make the first step in facilitating the

KDBITHE 3THX MMEH GOJBIION CLEHONH HMCK CC,I‘Baintroduction of these artists to the wider art public.
p . a y When creating the Center, we resolved that it should
MMPOX3011JI0O MMEHHO cernyac.

be a platform for the greatest achievements within
CospaBas LeHTpP, Mbl AyMaJIi CAJIATb €ro MIAT-Ryssian art, with the criteria for “greatest” as something
bopmoii 1 TyYINUX AOCTHKEHUH B OTEIECTBEeH-established and confirmed by outside experts. For
HOM HCKYCCTBe, W IO3MLHUA «JIy4lIero» AoJiKHathis project, however, we are offering our audience
6bITh [IOJKpeIJieHa 3KCIIePTU30# U3BHe, HO ceiiuacsomething that has been for the large part overlooked in
MblI Npe/iJIaraeM 3pUTeJII0 TO, 4TO 6bLI0 Gostbueicritical discourse. _

YaCTbIO OTPELIEHO OT KPUTHYECKOT0 OCMbICJ]eHI/m.We have made this first attempt by not only presenting
MbI MpeANpHHAIK TEpByI0 MOMBITKY He ronpro®l’ version of the events in an exhibition that surveys

6 . several decades of art-making, but also by publishing
IpE/ICTABUTD HAllly BEPCHI0 COOBITHH B BBICTAB- ;g catalogue, which is capable of transcending physical

Ke, OCHOBAaHHOM Ha IIMPOKOM BPEMEHHOM CP€3€,distance to reach a broader audience. With this step,
HO U Omy6JIMKOBaThb 3Ty KHHUTY, COKPaTUB QU3H-we hope to bring Primorsky artists to the attention of
YeCKH JUCTAHLMIO [0 3pUTeJsid. ITOT War — Bo3-a wider circle of art experts and academics, turning the
MOXHOCTb BEPHYTb HPUMOPCKUX Xy,aO)KHHKOBCFiUC&] lens of writers and curators of contemporary art
B $OKYC LIMPOKOro Kpyra noyuTaTesel uckyccrpallom the Westto the East.

M MCC/efl0BaTeNeH, pa3BepHyTh B3I KpI/ITI/IKawe now invite you to get to know more about these

M KVDATODA COBDEMEHHOr0 HCKVCCTRA ¢ 3anaa Haartists and the development of their relationships with
B yp p p y A one another, with art itself, and, most importantly, with
OCTOK.

the outside world, which is changing so dramatically
Bam npepiaraeTcsi MO3BHAKOMUTBCS C 3THMHpefore our very eyes.

XYAOXHHUKaMHU U BepCHel Pa3sBUTHUA HX OTHOIIE-For even if these artists all belong to one region, each of
HUH JAPYT C APYTOM, C COGCTBEHHBIM UCKYCCTBOM,them is worthy of the most discerning eye, regardless of
aTJIaBHOE, C BHEIIHMM MHUPOM, KOTOPBIi JpaMmaTu-geography.
YeCKHU MEeHAETCA Y HUX Ha I'JIa3ax.

W nycTh Bce OHY MPUHAAJIEXKAT OJJHOMY PErvoHY,

Ka)K,E[bIﬁ W3 HUX JOCTOHWH CaMOTI'0 B3bICKATEJIbHO-

ro BHUMaHUs BHe reorpapumu.

“Rebels at the Edge: Contemporary Art in Vladivostok,

Alexander Mechetin

Asnekcaudp Mevemum

JanbHuii BocTok Bceria 6b1J1 /iJ1s1 POCCUSIH BOILJIO-

IIEHUEM «Kpasl 3eMJIM», a TaK»e MecToM, rje Boc-

TOK W 3anaj, BCTPe4YyalwTCa U B3aWMOJENCTBYIOT. ) )

BJIa/IMBOCTOK, MOAMMpaoHi EBporoi Asuo, HaThe Far East has always beckoned to Russians as a kind
. - of “edge of the world,” a place where East and West

TIPOTAIKEHUH BCEM CBOEM CPABHUTENBHO HEAOJI"(||ide and intertwine. Throughout its relatively short

rOi MCTOPUH HCIIBITBIBAJ IOTPEGHOCTD B XYROXK€-history, Vladivostok has felt a deep need for creative
CTBEHHOM OCMBICJIEHUH COOCTBEHHON PEAIbHOCTH, reflection on its situation, propped as it is between
X0Tb U coobmarmeiicsa ¢ llenTpanbHoi Poccuel,Europe and Asia. Though connected with central Russia,
HO HAXOJUBIIEHCS Ha APYroM GOKY BocTouHorothe city may as well be located on the other end of the
T0JIyApHs OTHOCHTEJILHO HOJUTHYECKOTO ’ 3K0_Eastern.hemisphere when it comes to t_he_ politic_al and
HOMUYECKOro LieHTpa CTpaHbl. BeposTHo, AMeHHoEconomic center of_tbe country. Perhaps itis fqr this very

o reason that the political contextrarely enters into the art
MO3TOMY NOJIUTUYECKUHU KOHTEKCT IIOYTHU He ITPO-

of the Primorsky coast, particularly in the 1960s through
ABJIAJICA B IPUMOPCKOM HCKYCCTBE, B 0C06eHHOCTH198OS, when the city was closed to foreigners.

B 1960-1980-e rofibl, KOrAa ropoj; 6blJ1 3aKPLITBIM. This raises another question. How did it happen thatlong
JIro6onbITHO Takxe W Apyroe. Kak mpousouuio,hefore Viadivostok could even glimpse the outside world
4YTO 3a/,0JIT'0 10 TOT0, KaK BJIAJJUBOCTOKIbI CMOIJIMthrough any means other than its port mail, the city
YBU/IETH BHENIHUH MHUP KpOMe Kak nocpegactomnevertheless witnessed the rise of a new artistic scene,
IOPTOBOM MMOYTHI, 34€Ch BO3HUKJIA HOBAS, pe3KOSharply delineated from the cultural dictates of Socialist
060COBHBIIAsACA OT KyJIbTHBHPYEMOTO COHI/IaJII/I-Reahsm? The appearance of unofficial art happened all

at once, seemingly as if out nowhere, barely leaving the
CTUYECKOr'o peasiuaMa XyJAOXXeCTBEHHasd peaJib-

21 artists - graduates of the first specialized education
HocTp? [loABsIeHHe HeopHIHANbHOTO I/I(:KyccTBaprograms (or having no training at all, as in the case of

MPOM3OLIIO BHE3AMHO M KaK Gbl HUOTKYAQ, e/iBay ik or Grachev) - time to catch up. It all started in the
ycneJsii BbIyYUTbCA XYAOKHHUKH — BBINYCKHUKHearly 1960s, which is precisely where we decided to
MepBbIX CMelHaJbHbIX YUeOHBIX 3aBeJleHUH (Maubegin this survey.

HUKOT/J]a B HUX He y4YUBIIUecs, Kak BUKTOp Fpa-ThiS is how the exhibition “Rebels at the Edge:
4eB) — B HayaJle IIeCTHUAECATHIX. UMeHHO OTcmaaCOHtemporary Art in Vladivostok, 1960s-2010s”
Mbl PELIHJIM BECTH OTCYET. became the first significant attempt to tell the story of
Tak, BbicTaBKa «Kpail GyHTapeii. COBpeMeHﬁoeconceptual and unofficial art on the Primorsky coast

B 1960-2010 over such an extended period of time. The exhibition
MCKyCCTBO  BJIaZIMBOCTOKA. - "€» €Ty rges its narrative through the inclusion of more than

Jla TepBoH MacwTabHOHW MONBITKON PacCKasaThtwenty artists, all belonging to different generations and
HCTOPHUI0 KOHIENTYaJbHOTO M HEOPUIHMAIBHOT Ostyles - some even the polar opposites of others.

nckyccTBa [I[puMopba B TAKOM IIMPOKOM BpeMeH-We gave ourselves an intriguing task, whose ambition
HOM Auana3oHe. OHa 06'beJMHUIA OJHOM MHHKellay in the fact that never before had anyone tried to
GoJiee ZBaJLATH XyL0XKHHUKOB, HpI/IHaAJIe)KaLuI/IXarUCUIate the issues raised by the various p_articipants
pasHbBIM NOKOJEHHUSAM U TeYeHHsM, I/IC]‘[OBe,ELyIO-Ofthe art scene, from the artists to the gallerists and art

UX B HEKOTODBIX CAVYASX MONSDHBIE VEeR e_historians, over a period of more than fifty years.
m p y p y A The first steps were daunting, to be sure, but as we
HHA.

continued to work, it became clearer that “contemporary

Mbl mocTaBu/IM Tepej COGOH HMHTPHUIYIOIYIO,rt in Viadivostok” was not a formal theme, as the

3aZla4y, aMbULHA KOTOPOH COCTOMUT B TOM, YTOresulting exhibition was not zonal or regional in nature,

OHa IpeXx/Je He BO3HHMKaJA, HO Telnepb apTHUKY-but rather told the story of a unified, diversified, well-

JIMpOBaJla HaKOHel, BONpPOCH], 3asaBaeMble Bce-developed and rich scene, which, as we can see, does not

MH YYaCTHHKaMH Xy/JOXeCTBEHHO# cuenpl, orconformtothelabelof“local”

XY/AOKHUKOB [0 TaJepUCTOB U I/ICKyCCTBOBe,ELOB,W? invit_e the viewer or reader to share our pleasure in
this project, and wish to extend our gratitude to those

Ha NPOTAXKEHMH G0JIee HeM NATHACCATH JIeT. who helped realize this exhibition and this catalogue.

[ToHavasny 6b1JI0 TPYLHO NOACTYNUTB, HO IO X0y

paboThl CTaJO SICHO, YTO «COBPEMEHHOE HCKYC- Alisa Bagdonaite

CTBO BﬂaﬂI/IBOCTOKa» — TeMa He(bOpMafleaH, Vera Glazkova

a MoJiydyuBIIasgCAd BbICTABKAa UMeEeT He 30HaJIbHBIN

WJIM peruoHaJIbHbIA XapaKTep, HO MpeICTaBJsIeT

c000i pacckas 0 IeJIOCTHOH, pPa3sHOOOpPa3HOW,

cbopMupoBaBIIecsa U 60raTod clieHe, KOTOPOH

He NNOAXOAUT APJIBIK «JIOKAJIBHOT O».

MpbI npurianiaeM 3puTeJist U YUTATESA pa3ieIUTh

Haly pagoCTb NPAUYAaCTHOCTHU K 3TOMY IIPOEKTY

U 6JlaroZlapuM BCeX, KTO MOMOT 3TOH BBICTAaBKe

U KHHUTEe COCTOATHCA.

Aauca bazdoHatime
Bepa I'nazkosa
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Anexcangp Kupsixao
Be3 Ha3BaHus.
2004-2008
HHcTannsamnusa

p-8-9

Alexander Kiryakhno
Untitled. 2004-2008
Installation

1960-1970-e — HOHKOHPOpPMU3IM
uwnm aHgerpayHn?
. The exhibition “Rebels at the Edge” was crafted not only

c CepeNHbI 1950-x rojoB HpHMOpCKI/II/I KPaMi; introduce the names of new artists into circulation, but

Ha BCeX KPYMHBIX BCECOI3HbIX, BCEPOCCUM-also to draw attention to the art of an entire geographic
CKMX U 30HAJIbHBIX BbICTaBKaX MpeJCTaBJsg-aed - Primorye, one of the most remote territories in the
country.
nu npousseAehna C.@. Apeduna, B.M. Me'q-Vladivc})/stok and Primorye are borderlands, which
Be/ICKOro, 10.C. Pauesa, U.B. Pbl6aqua'means for along time they operated according to certain
M.H. Ta6oskuHa, A.B. TesremoBa, K. . [lle6e-rules. Here the only valid means of artistic expression
Ko ¥ Apyrux. [locse Benukoit OTeyecTBeHHoKWas through Socialist Realism. However, in the 1960s,
BOMHEI YCHJIMSIMA MMEHHO 3TOrO HOKOHeHI/Iﬂseveral artists started to break away from the path to
find their own way. It is clear their creative practice was
XYAOXKHHUKOB YAAJIOCh BO3POAUTBE XYHOXKE-¢qn “ynofficial” nature.
CTBEHHYI0 )KM3Hb. B UX KapTHUHAaX CBOe06pas-At the end of the 1970s-1980s, the presence of the
Has MpUpoja Kpas MoJydua 1'[0}1HOKpOBHoeundergm““d within the Primorsky visual arts scene
BOILIOLIEHHE, KOTOPOE TPOraso AyLIH 3pH_grew significantly broader. In Vladivostok, at any
o iven moment, there were about a dozen practicing
Tesed. OAHAKO CO BpeMeHeM I’ICTOpI’IqeCKI/leunderground artists. The first collective “Exhibition
W IIOJIMTUYECKHUE peaiuM, peAnruCblBaBIIHUEof Six Artists” was held only in 1988. It is possible that
XyZ0)KHUKaM HCIO0JIb30BaHUE eﬂI/IHCTBeHHOthiS was the first exhibition of unofficial to ever happen
JOIYCTUMOrO Xy/0KECTBEHHOIO MeTOAa __ina Ru551_an s_tate museum. It marked the beginning of
a new period in the visual arts of the Primorsky coast:
COLHa/JIMCTUYIECKOro peaJjiudMa, — CTaJH,e age of neomodernism.
Cl)aKTOpOM, TOPMO3ALUM CBOGOIHOE Pa3BHU-The artistic legacy of the Primorsky neomodernists was

THe I/I306pa3I/ITeJIbH01"O HCKYCCTBa U B CTo_characterized by “gestures of liberation” and a “culture
JMLAX, U B PeTHOHAX. of rejection,” which suggests certain parallels with what

. . was going on in the rest of the country and the world.
MOCKOBCKH# U JIEHUHT PAJCKUI HOHKOHDOD-y 1 jle remaining a completely original phenomenon, the
MH3M (I/IJII/I aHﬂeraYH[L) B IIocJjieJHUe roAblfineartsoftheareaneverthelessreachedaninternational
CTaJ MpeJMeTOM MHOTHMX Cepbe3HbIX I/ICKyC-leveL which is what allowed it to survive the crisis of the

. first half of the 2000s and to evolve further under the
CTBOBeJ4YEeCKHUX HMCCJIeJOBAaHUH. B IIPOBHH- . s s

new economic and geopolitical conditions.
OUHU 3Ta T€Ma IOKa M3y4eHa O4Y€Hb Cﬂa60-At the beginning of the 21st century, the defining
WU notoMmy opraHusanusi BbICTaBKU «Kpalifeature of art practice in Primorye was polystylism. In
6yHTape171» IPHU3BaHHON BBECTH B HaqubIﬁOther words, not only did a number of different styles
)

and genres (neomodern, postmodern, realism) develop
000pOT He NPOCTO HOBble UMeHa XYJ0KHH- .
nearly simultaneously, but also there was a general

KOB, HO MCKYCCTBO LieJoro kpas — IIpUMO-iglerance for any artistic aspirations and a resistance
pbs, OJHOU M3 HauboJiee OTAAJIEHHBIX Tep-towards dividing work into “good” or “bad.” Instead,

PUTOPUI CTPaHbl, — NpeCcTaBIsAeTCs [[eJ'IOMaH manner of art making was allowed to co-exist on an
)

BaXXHBIM U CBOEBPEMEHHBIM equal plane.
p ' However, artists have not had it easy in the Post Soviet

BraguBocTok u IlpuMopbe — TEPPUTOPHHU erind. It would seem that the art market is even more

NorpaHuy4Hble, OHU A0 1992 roga octaBanuchrigid and ruthless than the political system - even one

3aKPbITBIMH /ISl MOCENeHUs] MHOCTpaHHpl-lke Soviettotalitarianism.

MU TpaskaHaMH U UMK «He611ar0Ha-A“ the same, the majority of the Primorsky coast artists
PaxA APY . who belong to one of the creative collectives from the

ACKHBIMHU», II0 MHEHHIO BJIACTEH, JIFOABMH.cnd of the 20th century - “Vladivostok,” “Shtil”, “LIK”,

Kasajsioce Obl, 3JleCb He MOIVIO CJO0XKHUTbCsor “Flowers of the World”— have continued working in

HUKaKUX 06beKTUBHBIX yCJI0BUH s nosig-the 2000s. Itis these artists who make up the visual arts

JleHUS U DACIpOCTDAHEHUS « roro» uc-Scene of the region, influencing it not only through their

p p p APy own work but also through the work of their students

KyccTBa. TeM He MeHee MOXXHO Ha3BaTb ABA,nd followers.

HMEHH BJIAQJUBOCTOKCKHUX XYJOXHHKOB, KO-

TOpbIE YK€ B3TOT Iepruoa OTOWJIN OT AOTIM

COUUAJIUCTUYECKOro peasim3Ma ¢ HAXOOH-

JINCh B TIOMCKe HOBBIX Iy TE€H B UCKYCCTBE. ITO

BukTop ABpamueBuu Peznopos (1937-2011)

v Buktop HBaHoBuu ['paueB (1939-1967).

HOHHTHO, 4YTO UX TBOpYECKad AedATeJIbHOCTb

HOCHJIA «aHJerpayHAHbIN» XapaKTep.

Buktop  ®emopoB  mocie  OKOHYAHHUSA

BJIa[[I/IBOCTOKCKOFO XyaoXXeCTBEHHOI' 0O

11



yuunuma Tpu roga (1958-1961) yuurca
B MOCKOBCKOM Xy/ZJO)KECTBEHHOM HHCTHUTYTE
uM. B.U. CyprkoBa; He OKOHYMB Kypca, BO3Bpa-
mwaetcs B [I[pyMopbe HOHKOHPOPMUCTOM.

Ha BbIcTaBKe, MOCBAIEHHOW NaMATH XYJ0X-
Huka (2012, ranepes «lopTmaii», Buaau-
BOCTOK), BIIepBble OblLJM I0Ka3aHbl paHHUE
pa6otbl Mactepa 1960-1970-x rozos. Iloct-
MMIPECCHOHUCTCKUN TMOAX0J, K IOCTPOEHUIO
KOMIIO3UIIUHM U KOJIOPUCTHUYECKOMY DPeLIEHHIO
BUJleH B KapTuHe «beper» (cTp. 58), akcnpec-
cuoHucTCcKU — B «Ha misike» (cTp. 61). OnHa-
KO MOMBITKHU T0MCKa COGCTBEHHOTO CTUJIA elle
He BIIOJIHE YAAYyHBI: CJMLIKOM TeMHA U HeJo-
CTAaTOYHO BbIpa3uTeJbHA IBeTOBasg TraMMa,
a cTpeMJieHHe aBTOpa K 0000LIEHUI0 HaTyphI
HOCUT I0JIOBUHYATBIN XapakTep. CBOH opuru-
HaJIbHBIN TBOpuyeckuil MeTo/ BukTop ®esopos
BbIpaboTaeT 1no3xe, B 1980-e rospl.
XKuBonucuele paboTbl Bukrtopa I'paueBa
OblIM BKJIIOYEHB! B KoJuleKL U0 [Ipumop-
CKOH rocylapCTBeHHON KapTUHHOU raJjiepeu
nocje CMepTH aBTopa 6Jlarojapsi ero Jpy-
3bsIM. CBeJleHHs 0 ero JIMYHOM U TBOPUYECKOHU
cyfbb6e NpHULLJIOCH COBUpPATh IO KPYNHUIAM.
3nad, yTo ['payeB He MMeJs HUKAKOIO XyAO-
’)KeCTBEHHOr0 00pa30BaHUs, IOpa)kaellb-
cl pa3HoO6pasHi0 KUBOMHCHOW TEXHHUKHU
¥ cBo6GOZle BJIAZIEHUS TEXHOJIOTMYeCKHUMHU

npuemMamy, MNO3BOJIAIOIIUMHA  XYAOXKHHUKY
C031aBaThb CBOEO6p33HbIe N 3CTETHYECKHU
IIpUBJIEKaTE€J/JIbHbI€ IIPOU3BEAECHU. Ero nop-
TpeTbl, HATIOPMOPTHI, Nnen3axku CTUJUCTU-
YeCcKH 6JIM3KHU K aGCTpaKI_lI/II/I, HO COXPAaHAKT

«JaHAWadTHO-NPOCTPAHCTBEHHYID W  aH-
TpomnoJsiornyeckyw mnaMmate»l.  Iloxany#,
IpU HU3006paKeHUH 4YesoBeYyeCKOH ¢Uryphl
XYJO)KHUK OJIMXKe K QUIypaTUBHOMY MNHCh-
My, a B [leli3ax<e MO>KeT BIJIOTHYIO NpUGJIH-
3UTbCS K4YUCTOH abcTpakuuu. B «3Tiome»
(ctp. 39) cMenbIMU U, Ka3aJ0Ch Obl, HEOpPEX-
HBIMU Ma3KaMHU JIBYX-TPeX 1BETOB XyA0XKHU-
KOM 00603HayaeTcs YeTKasi KOMIO3ULMOHHAs
CTPYKTYPa, B KOTOPYIO BKJIIOYEHBI yYaCTKH
HellpOIIMCAHHOH OCHOBBI, 3ajaHa IJy6GHHA
IPOCTPAHCTBA, HAMeYeHbI IIJIaHbl U IPU 3TOM
CoXpaHeHa MoJIHasA cBo6oJa JeHCTBUM: MOX-
HO JIMLIb J06aBUTh 3KCIIPECCUHU U COXPAHUTD
HeJI0CKa3aHHOCTb, a MOKHO JIOBECTH 3TIOA
Jl0 BIIOJIHE peaJIMCTUYeCKOT0 3aBeplLIeHu .
Bo BTopo#l mnosioBuHe 1970-x mnpencTaBu-
TeJbCTBO aHJerpayHja B IPUMOPCKOM M30-
Opa3uTeJbHOM HCKYCCTBE 3HAYUTEJbHO
pacupuiocs. [louckamMu B 061aCcTU GOPMBI
66111 3aHATHI Pesop MuxakioBud Mopo3oB
(p. 1946), Banepuii 'enHaabeBuu HeHaxu-
BUH (p. 1940), T'ennaauii AnekceeBudy OMeJib-
4yeHKO (p. 1936), Anekcanap AnekcaHApoBUY
[IbipkoB (1946-2014), Baragumup Hukosae-
Bu4 CamoiisioB (1924-1989), Opuii Basen-
TuHOBUY Co6yenko (1937-2001), Propuk Ba-
cunbeBud TymwkuH (1924-2006), BukTop
MuxaitsoBuu llauxt (1930-1994). B cynb6e
KaXK/JI0r0 U3 HUX [IPOU3O0LILJIN COOBITUSA, IPH-
BeJlllIMe K 0TKa3y OT coljpeasu3Ma.
Bnagumup HuxosaeBuu CamoiisioB, ydacT-
HUK Besukoln OTedyecTBEHHOH BOUHBI,
B 1952 roay oxoHuus BiaguBocTokcKoe
XyJl0’)KeCcTBEHHOe yuuauie. MHoro pa6o-
TaJ Ha CeBepe, TBOpYeCKH OCBauMBas 3TOT
kpai. KcumBonusmy Bxkuponucu Camoii-
JIOB NpHIleJs Yepe3 NeJUKeHbI. B A3b14ecKkux
BepoBaHUAX HapoJoB CeBepa MeJUKEHbl —
GOXKKH-TIOKPOBUTEJIH, Bblpe3aHHble U3 KJIbl-
Ka Mop»Ka UM 6MBHA MaMOHTa, — BOILJIOLIA-
11 MU OJIOrHYeCKUX AYXOB CUACTbSA U YA4AYH.
BaxHo oTMeTUTh, yTOo B.H. CamoiioB, eguH-
CTBEHHBIHN U3 XyA0KHUKOB IPUMOPCKOTO aH-
JlerpayH/a, yepnaJ MaTepuas Ajas ¢opMaib-
HbIX IIOMCKOB He U3 TOTOBBIX €BPONEHCKHX
nepepa6oTok uckyccTBa /JpeBHero BocToka,
Adpuky, a HaNpsAMy0 — U3 HAPOJHOT0 TBOP-
yecTBa COBPEMEHHBIX €My MaJIOYHCJEeHHBIX
HapoJoB poccuiickoro Cesepa. Piopuk Ba-
cuabeBud TYyIIKUH NOcje 3HaKoMcTBa B Mo-
CKBe CXyAoXXHHKaMu MaJsoil I'py3uHCKOH,
ByacTHOCcTH ¢ lOnnem lOnbeBuyem Ilepese-
3eHIeBbIM (cepeanna 1970-x), pe3ko MOpHI-

1)

1

AHopeesa E.1O. Yron
HecooTBeTCTBUA. LLIKONBI
HOHKOHbOPMKM3Ma.
Mocksa — JleHuHrpag
1946-1991. M.: UcryccTtso
XXl Bek, 2012. — 464 c,,
wn. 1. C. 175.

Propuk TymkuH
Cembs-2. 1997
JIBII, macsio
77%x75

Rurik Tushkin
Family-2. 1997
Oil on hardboard
77x75 cm

2

Byayun B KOHLUe

2074 roaa Ha CTaKMpoBKe
B [ocynapcTBeHHOM
PycckoMm My3ee, aBTop
CTaTby y3Hana, 4to
COTPYAHUKK My3eR
CYMTAOT, YTO OHM BblIN
opraHusaTopamu nepBsoi
My3€eliHOW BblCTaBKM
HOHKOHbOPMUCTOB

B 1989 roay, n coobwmna
1M, yTto B [puMopcKon
KapTUHHOW ranepee
TaKkanA BblCTaBKa npoLuna
B 1988 roay.

Basnepuit HenaxxuBuH
BouH. 1996

JlepeBo

BricoTa 125 cm
Valery Nenazhivin
Warrior. 1996

Wood

Height 125 cm

BaeT C COIlpeaJIu3MOM U NOCJIelOBATENBHO,
CHPUCYIIUM eMy NpHUJexaHUueM, NOrpyxa-
eTCsl B OCBOEHHe MOJEepHUCTCKUX Te4YeHHH.
Buktop MuxaitsoBuu llauxT dyepes fecAThb
JIeT TIoCJle OKOHYaHuA BiaguBOCTOKCKO-
ro XyAOXXeCTBEHHOTO y4YHWJMILA MOCTyNaeT
B MockBe Ha Beicmine Kypcbl Au3aliHepPOB,
HCHOJIb3ys NepeKkBaJuUKALMI0 KaK CI0CO6
YKJIOHEHUS] OT 00513aTe/JIbHOTO CJIeJJOBaHUSA
conpeasnsMy. Y Bcex NpeJjcTaBUTes el NpU-
MOPCKOTO aHJerpayHza CBOsl, He MeHee HH-
TepecHasl UCTOPUS.

1980-1990-e — HacTyn/seHue Heo-
MoAepHU3Ma

B xonnme 1970-x — 1980-x rogax Bo Biagu-
BOCTOKE OJJHOBPEMEHHO paboTasu OKOJIO
JlecsiTKa Xy/J0KHUKOB aHjerpaynzga. Ho onu
HY pa3y He NONbITAJMCh OPraHW30BaTh KOJI-
JIEKTUBHBI TNOKa3 CBOUX pabot. [lpuuuH
ObIJI0O HECKOJIbKO. Bo-mepBbIX, cCpefu 3THX
TaJaHT/JIMBBIX XYJ0KHHUKOB HeE 0Ka3aJoCh
Jujepa. Bo-BTOpbIX, HAA KaXXJblil CBOUM Iy-
TEeM, OHU 3a4acTyI0 He YMeJH yBaXKaThb TBOP-
YecKHe MOUCKU APYT Apyra, UxX He 06besu-
HUJIA, B OTJIMYHE OT 4jeHOB JIMaHO30BCKOM
rpyNIibl, Jake HecBo6oAa.

C «BpicTaBKM LIECTH XYA0KHUKOB» 1988 roza
B [IpyMOpCKOM KapTUHHOHW rajepee HayuHa-
eTCsl He IPOCTO UCTOPHUS TBOPYECKOM IPYIIIbI
«By1aAMBOCTOK», HO HOBBIM MEPUO/J, MPUMOP-
CKOro M300pa3uTeJbHOI0 HCKYCCTBA — IIe-
pyvos HeoMoZepHH3Ma. EcTe ocHoBaHu#A
npezmnoJsarath, 4To «Kpait 6yHTapei» Gblia
nepBo# B Poccuu BricTaBKOM HePOpMaIbHOTO
HCKYCCTBA B rOCY/JapCTBEHHOM XyZ0’)KECTBEH-
HOM My3ee?. fapo rpynnsl coctaBuau: Pro-
puk Tywmkus, Baagumup Camoinsios, Buktop
UlnuxT, HOpuit Co6uenko, Buktop Penopos,
Basnepuit Henaxxusus, ®esjop Moposos, Asek-
canzp IIeipkos.

IOpuit Co64eHKO ObL OJHUM W3 CaMbIX Ta-
JIAHTJ/IMBBIX U O/AIOLIUX OOJIbLIME HALEXK bl
BBINYCKHUKOB BJ1afiIuBOCTOKCKOrO XyzmoKe-
CTBEHHOI0 yYMJIMILA, a 3aTeM /laIbHEeBOCTOY-
HOT'0 eZjlarorn4ecKoro MHCTUTYTa UCKYCCTB.
CTaB MNOKJOHHMKOM U IOCJeJ0BaTeseM
$paHLY3CKMX MNOCTUMIPECCHOHUCTOB, OH
He TOJIbKO CaM U3MeHsIeT Be/lyLeMy Halpas-
JIEHUIO COBETCKOI'0 MCKYCCTBA, HO U yBJIEKa-
eT 3acoboi GoJiee MOJIOAOTO AJileKcaHZApa
[IbipKOBa, a co BpeMeHeM CTaHOBUTCS IPO-
CBETHTEJIEM Y HACTABHUKOM MHOTHX BJIaJiU-
BOCTOKCKMX HOHKOHQOPMHUCTOB.

1Z

Anexkcanzpy [IbIpKkoBy, HECMOTpSl Ha €ro Mo-
JIOAOCTB, CY>K/A€HO ObIJIO ChIIPaTh LieHTPaJIb-
HYI0 poJib B 00'beJUHEHUHU CTapllero M Ho-
BOTr'O TOKOJIEHHSI HEOMOJEPHUCTOB. YUeHUK
u apyr Opus Cobuyenko Anekcanp [IbipkoB
yxe B 1980-e moHsJ, YTO HNOCTHUMIPECCUO-
HHU3M JJIs Hero HcyeplaH, W HalleJs B cebe
CHUJIBI J1J1S1 HOBBIX IOUCKOB, IPHUBEJLIUX K a6-
CTPaKIMOHMW3MYy, OCHOBAaHHOMY Ha CJIOKHB-
IUXCA Y XyJOKHUKA GUI0COPCKUX Hpej-
CTaBJIEHUSAX 0 KOCMOCE U YeJIOBEKE.

I'pynna «BsasgmBOCTOK» W ee BbICTABOYHAs
JlesTeJIbHOCTb Pa3/ABUHYJIM T[paHULbl A5
TBOpUYECTBA CJIeJVIOLEero NOKOJEeHUs XYA0XK-
HHUKOB, 060raTHJ{ HaJUTPy CTUJIHUCTHYeE-
CKUX, $OpMaJIbHbIX IPUEMOB B KHBOIIHCH,
rpaduKe, CKyJAbITYpe, MOATOTOBUIN MOYBY




JU151 OpraHu3al Uy JpyTruX TBOPUYECKUX 00'be-
JAVHeHUH, Takux Kak «ltunb» (1989), «Tpu-
aza» (1989) u apyrux.

B koH1ie 1980-x — 1990-e roabl TeHJAEHIIUU
HeOMOJlepHU3Ma CTaHOBSATCHA BeJyILIUMHY,
CIIOCOGCTBYIOT COXPAHEHUIO Ay TEHTUYHOCTH
IPUMOPCKOTO H300pa3UTEJIbHOIO HCKYC-
CTBa, CIIOCOGCTBYIOT €ro BBIXOAY Ha MeX-
JYHapoJHYI0 apeHy. TBopyecTBy HpUMOD-
CKHMX HEOMOJEPHHUCTOB MNPUCYLIHU «KECThI
OCBOGOXK/IEHUSI», «KYJbTypa OTPHLAHUA»,
YTO CBHUJIETEJbCTBYET 006 onpe/ie/leHHbIX
napaJjiiesnifix CIpoleccaMHd, HPOUCXOJS-
IIMMU B CTpaHe U BMHpe. B Toxe Bpems
CYIeCTBYIOT U pasjMyus, I[03BOJSOLINE
CYUTATh IPUMOPCKOE HCKYCCTBO BIIOJIHE
CaMOGBITHBIM  fBJeHHeM. [Ipo6siemaMu
HeoMoJiepHU3Ma B UCKyccTBe [lpuMopbs
1980-1990-x romoB 3aHUMaJjachb CTapLIMN
Hay4yHbIH cOoTpyAHUK [IpUMOpCKON KapTHUH-
HoW rasnepeu M.3. KynukoBa (1957-2000).

Ell npuHajieXaT nepBble 3cCe, aHHOTALUY,
CTaTbM B IlepUOJHUYECKON medaTH 06 OT-
JeJIbHBIX BBICTaBKaX, TBOpYECTBe MpH-
MOPCKHUX XYJ0XHHUKOB-HOHKOH)OPMUCTOB
Y HEOMOJIEPHUCTOB, Ony6/JMKOBaHHbIE
B kHure O.I. [lunaktopckoii «B notoke Bpe-
MeHHU U MaMATHU...» %

Ha py6e:ke BeKoB.
UcnbiTaHMe cBO60Q0M TBOpUECTBA.
Nonucrnnusm

TBOpYeCKMH MNOABEM, CBSI3aHHBIM C TOpXKe-
CTBOM HeOMoJepHM3Ma BKOHLEe XX BeKa,
BbIBEJ H3006pa3vTe/bHOE HCKYCCTBO Kpas
Ha MeX/[yHapOJHbI ypOBEHb, U 3TO, HapAAy
C ApyruMy daKTOpaMy, NO3BOJIMJIO EMY Iepe-
J)KUTb KPU3UCHYIO CUTYALMIO IepBOX MOJIOBU-
Hbl 2000-x ¥ pa3BUBaTbCS B HOBBIX 3KOHOMMU-
YeCKHX U FeONOJTUTHYECKHUX YCIOBUAX.

B nepBom pecatunetnu XXI Beka LeHTP XyZJ0-
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3

Axumosuy A.K.
BoccraHoBneHue
MoaepHusma. Husonucb
1940-1960-x Ha 3anage u B
Poccuun. M.: Tanaprt, 2001. —
174 c.

4

Junakmopckas O.T.

B noToke BpemeHu

v namAtu... CMé.: Imutpuii
BynanuH, 2006. — 720 c.,
wn.

Hpuii Co6ueHko
Cugemu

XoJICT, MacJ10
170x195

Yuri Sobchenko
Sidemi

0il on canvas
170x195 cm

®denop Moposos
Hacnepuuku Jlacko, uim
ABTONOPTPET C XKEHOI.
1999

XoJicT, Macjio

95x118

Fedor Morozov

Heirs of Lascaux or

a Self-portrait with His
Wife. 1999

0il on canvas

95x118 cm

JKeCTBEHHOM »KM3HU BO BiiafjuBocTOKe mepe-
mecTtuicsa u3 llpumopckoro otneseHus CX
P® wullpumopckoit rocygapCcTBeHHOW Kap-
THHHOM rasiepey (HaxoAs1eics B COCTOSHUHU
pemoHTa ¢ 2004 mo 2013 rox) B YacTHBIE ra-
Jgepeu u canoHbl: «<Hoctanbrua», APTITAXK,
«Apka», «IlopTmaii». H3MeHmJCA BeKTOp
WHTEpPECOB XYI0XXKHUKOB [IpuMopbs: ¢ KOHIjQ
XX Beka OH HampaBJieH He CTOJIbKO Ha Mo-
CKBY, CKOJIBKO Ha CTpaHbl A3uatcko-Tuxo-
oKeaHcKoro pervoHa. Ckaszajlacb TeppHUTO-
puasibHasi OTJAJIEHHOCTb OT POCCUHCKHUX
KyJbTYPHBIX II€HTPOB U YBEPEHHOCTb IO-
CJIeJHUX B TOM, YTO B IMPOBUHLMUU HHUYETO
WHTEPECHOT0 NIPOUCXOAUTH He MoxeT. CTpa-
HbI )Ke A3MaTCKO-TMXO00KeaHCKOro pervoHa
O0Ka3aJIuCh U TEPPUTOPHAJIbHO GJIMXKe, U 3a-
WHTEPECOBAHHOCTh HX B COTPYAHUYECTBE
C leITeJIMA HMCKYCCTBAa JaJIbHEBOCTOYHOU
Poccuu 6b11a aKTUBHOH.

B 1esi0M, B MOCTCOBETCKUM MepUOJ, XYAOXK-
HUKM OKas3aJIMCh OJHOM Hu3 HauboJjee IIo-
CTpajJlaBIIMX KaTeropui HaceseHus. Hwm
NPUILJIOCH NepecTpauBaTh CBOI IICHUXOJIO-
TUI0, TIEPEOCMBICIUBATDL POJIb U MECTO B 00-
LIECTBEHHOM KW3HHU CTPaHbl, NPUBBIKATH
K TAKOMY HEMPUBBIYHOMY MOHSITUIO, KaK PhI-
HOK, IPUMUPHUTHCS C T€M, YTO CBOU PabOThI
MPUXOAUTCS MpeAJaraTb CaMoOMy UJIU Yepes
nocpeHUKOB. OKa3aJioCh, YTO PBIHOK B 00-
JIACTHU MCKYCCTBAa — MHCTPYMEHT ellle 6oJee
JKEeCTKUH U 6ecrolaHblld, HEXEIU HMOJUTHU-
YyecKasl CUCTeMa, JlaXKe TaKasi, KaK COBETCKHUU
TOTAJUTAPHU3M.

Tem He MeHee OGOJIBLIMHCTBO MPUMOPCKUX
XYZ0’KHUKOB, BXOJUBIIUX B TBOPYECKHE
rpynnbl koHna XX Beka — «BiaguBocTok»,
«Itunp», «JIMK», «l[BeTbl MHUpa»,— He MoO-
KUHYJU TBOPYECKYH apeHy B IBYXThICSY-
HbIX. OHU IPUHUMAIOT yYacTHe B BbICTABKAX,
3aHUMAIOTCS MeJaroruyecKol JesTebHO-
CThI0, BO MHOrOM GOpPMUPYIOT 06pa3 peru-
OHAJIbHOTO H300pasuTeNbHOTO HCKYCCTBA,
BO3/IeMICTBYsT Ha HEro KaK COOGCTBEHHBIM
TBOPYECTBOM, TaK U Yepe3 CBOUX YUEHUKOB.
XapakTepHON 4YepTOW XY[0KECTBEHHOIO
npouecca B IlpuMopbe B HauaJje XXI Beka
ABJIETCS MOJUCTUAN3M. CYyTh JAaHHOTO SIB-
JIEHUsI COCTOUT HE TOJIbKO B TOM, YTO B IIPHU-
MOPCKOM HCKYCCTBe OJJHOBpEMEHHO pas-
BUBAIOTCSI MHOECTBO CTUJIEBBIX MOTOKOB:
HEOMOJIEPHUCTCKUN, TOCTMOJEPHUCTCKUH,
peanuctudyeckuid. B 1990-x rogax Bce 3Tu
TeHJIeHL[MU TaK>Xe NPUCYTCTBOBAJIH, HO TOT-
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Jla HEOMOJIEPHUCTCKHE TEHJEHLUU OYEBUJ-
HO [VIaBEHCTBOBaJIK. X MepBEeHCTBO onpeje-
JIMJIOCh B X0/ie 60PBbObI C COLMATUCTUYECKUM
peajiM3MOM M TEMH, KTO €ro OJHULETBOPSLI,
3a mpaBo cBo60AbI TBOpYecTBa. CpecTBaMU
60pbOBI ABJSAJIOCH CaMO TBOPYECTBO, HECO-
XpaHUBHINECHA MaHI/I(l)eCTbI, AUCKYCCHH MeX-
Ay XYAOXXHHUKaMH, B KOTOpbIe BKJIIOYAJIHUCh
KPUTHUKH, KYPHAJUCTBI, 3puTesad. [aga no-
JIUCTUJIN3MA XapaKTepHa BCeoGbeMJIoLasi
TOJIEPAHTHOCTb 110 OTHOLIEHHIO K JIIOGBIM
XYAOXKECTBEHHbIM YCTpPEMJIEHHUAM, OTKa3
OT JleJIEHUS HX Ha «XOpOoLIUe» U «IIJI0OXUe»,
COCyLIeCTBOBAaHUE UX B OJTHO BpeMsl U Ha paB-
HbIX IIpaBax.

BO3MO)KHO, MOJIUCTUJIU3M Ha4daJila ABYXTbI-
CAYHBIX — BpeMdA aHaJ/iu3d, OCMbICJIEHHU A, Ha-
KOIlJIEHU A I/1306paBI/ITeJIbeIM HCKYCCTBOM
Kpasi co3u/iaTe/IbHOM SHEPTrUHU B NIpesBEPUHU
OYepeHOr0 KauyeCTBEHHOI'0 U3MEHEHHU s, KaK
y>Ke 6bIBaJIO paHee B UCTOPUM U306pa3nTelb-
HOI'0 MCKYCCTBa B IepUOAbI MeXy YIIaAKOM
OJIHOTO CTHJISL ¥ 3aPOXK/JEHHUEM JIPYTOTO.



BJIN3KUN AAJIbHUU BOCTOK
THE NEAR FAR EAST

Apcenun LLiTtentHep
Arseny Steiner

3eMJm kpyruas. KapTuHa kBaspaTHas. Boara

Bnajzaet B Kacmuiickoe mope. Tak MbI mpu-
BbIKJIM BUJETh OKpY)Ka}OIJ.U/Iﬁ MHp H peﬂKo‘Vladlvostok may be far away, but it’s still very much

aeM ceGe T 0CMOTDEThCS TOBHUMATENb Our’ City,” Vladimir Lenin once wrote. Never mind
A pyA p that Lenin himself had never been to the Far East. His

Hel. 3a OrpaHUYEeHHOCTh KPyro3opa HEKOT'Opronouncement helped dictate the capital’s official
BHHHUTb, KpOMe 3BOJIKOIUHU: 3bPeKTUBHasiopinion of Vladivostok’s art scene, which was then

IJIOIAZb 4YesJ0Be4eCKOro 3peHHus 3aHHMa_broadcast to the rest of Russia, all the while ignoring the

eT OKOJIO IBVX TDAaLVCOB, BCE 3a Ihe eHaMHactual realities at play in the development of regional
ABYX rpazy ’ pen scenes. This is how the entire history of Soviet and

9TOro KOHyCa, MOYTH Jy4a, — PE3YyJbTATRyssian art has often come to be interpreted in the
JOMBICJIOB M corJiamiaTeJibcTBa. Ham TpYA-sociological sense as an eternal battle of the independent

HO NPUHATH «aJbTEPHATUBHYI0» TOUYKY 3pe_artists (the Westerners) against the organized

. o opportunists.
HUSA; O9€BUIHBIN AJI5 IEPMSKOB, Hal-IpHMep’However, this narrative offers very little space for the

daxT, yto Bosra Bnasaet B KaMy M Ta yXKe tists and collectives (for instance, the “Movement”
HeceT CBOU BOABI C YpaJIbCKUX I'OP A0 caMorogroup, which successfully designed the Lenin Squares in

Mops, KaXkeTcsl HaM 326aBHBIM l'IpOHBJleHI/IEMcmes around the country, while still being every bit as
)

erHOHAJIBHON TODIOCTH. MHOTO FOJlebIeprOgreSSive as their European contemporaries working
p pA ' y at the same scale), let alone entire tendencies (like the

W COCTaBHble KapTHHBI, CKaXeM, AﬂeKcaH'long wave of “Ritual Art” of the 1990s), or even the
Apa JameBckoro, AHApes PynbeBa u npoynxwhole country itself, where the relatively slow artistic
6pocaloTcA B IJ1a3a UMEHHO «I_UOKpr}OmeI‘;I»evolution was, after the collapse of the Soviet system for

(‘1)0 Moit. HV a KpvIuioit 3eMM BooGe HI/IKTOthe administration of art, alienated from the trends in
p -1y by 1 the capital by thousands of kilometers.

He BUZeJ, KpoMme I0pus 'arapuHa u ero KOJ-This exhibition of Primorsky art, “Rebels at the Edge,”
JIET, 1 3TO OKOHYATEJIbHO BOIIPOC BEPHI. carefully lays out the development of the artistic scene of
the entire region over nearly half a century. That means
the period from the Thaw to the Crimean Spring, if one is
to rely on the standard social orientation. However, the
KoMy ele. retrospective is far from standard in that in Primorye,
the art was cut off from the influence of the mechanisms

XoTss MOCKBa 3aHHMMaeT 3HaUYUTeJIbHO MeHb-0f publicity. The farther from the center, the more

autonomously and organically the flow of the creative
me [ABYyX IMPOLEHTOB IJjoliaigu CTpaHLI’proceSS

CTOJIMYHAsd KapTHHA MHpa M3JaBHA HATH-[, contrast to the situation in Central Russia, the criteria
TMBAaeTCs Ha OCTaJIbHYIO Poccuro. He neseT,for the division of “Official” and “Unofficial” artin the Far
pBeTCst — HO epudepuiHbIM 3peHreM AbipLast were quite undefined. _
Y paspblBOB  He BHAHO. Heracumurii CBeTThe “Vladivostok” group of Nonconformists formed ex
post-facto through an exhibition in the Primorye State
KpeMJ/IEBCKOT'O OKOLIKa 6y}(BaJIbHO 30M6H'Art Gallery in 1988 and the subsequent activities of the
PYyeT JOBEPUYUBBIX POCCHUSH, U BOT y2Ke BUe-foundation Sodruzhestvo (“The Commonwealth,” now
pamx—mﬁ IPOBUHIHAII, JHOGYHCI: HaCKOpOkn_Own as the ARTETAGE Museum), .which prese.nFed
0CBOEHHBIMH NPOCTOPaMHU KaKOl"O-HI/I6yﬂbPrlm0rye’S parallel art scene - with the addition
- of younger artist group Shtil - in Moscow in 1990.
132-ro mukpopaioHa YepTaHOBA, 3aMUCBIBA-Characteristic features in the paintings of Morozov,

eT Bce 3aMKajbe B «JlanbHee [logMocKoBbe».Shlikht, Sobchenko and others, allow one to discern the
Ykac, 4To TOBOPHUTb. Modernist tendencies in the art of the 1960s-1990s, but

o before Perestroika, no other unofficial artist unions
KOHe‘{HO, 3TO CTpallWJIKa, JAeUCTBUTEJIb- . .
were noted in Primorye. Throughout all these years,

HOCTb He Tak nyratole ofHoMepHa. HO B OT-c o5t important association for art in Primorye
HOLIEHUMW HOBeMIIen MCTOPHH MCKYCCTB 3dTaremained “Khudozhniki na Kurilakh” (“Artists on
CKa3Ka 0 TyHHEJbHOM MbILIJIEHMH OYEeHb Ha-the Kuril Islands”), or the Shikotan group, which was
HOMUHAaeT l'Ipl/IHHTbII‘/JI B MOC/IeIHME l{e,rBeprdistinguished by their signature “severe style,” which
was of a distinctly Far Eastern origin. The Shikotan
Beka Ha MockBe KoHCeHcyc. B COOTBETCTBUHUup was stylistically and organizationally adherent to
C3TOH CXGMOﬁ, KOTOpas 3aMeHuJia O(l)I/ILlI/I-a number of artists from the older generation, included
aJbHY, MCTOPHUSA COBeTCKO—pOCCHﬁCKOI‘Oin “Rebels at the Edge.” In this sense, the isolation
HCKYCCTBA MHTEpIPeTHPYeTCs B COLU/IOJIOI‘I/I-Of the underground from the artistic mainstream in
Vladivostok was quite relative.
9€CKOM CMBICJIE KaK Be4YHasd 60pb6a CBO6OA'The curators’ selection process between old and new
HbIX XY/I02)KHUKOB (BaHa,ElHI/IKOB) C opraHm30-works in “Rebels at the Edge” provides an excellent
BaHHBIMM KOHbIOHKTYpPLUIMKAMU [COBKaMH)_illustration of the traditional "cpuntercultural” p;ttern
[laBHBIE BeXU B 3TOM HCTOPHH — q)eCTI/IBaJlbOf development in the art of Primorye: the adoption of
a new pictorial language, unburdened by the discipline
MOJIOZEXKH U CTy/ieHTOB 1957 roa v BeicTaB- ¢ 5oyiet painting, and the appropriation of more

Ka aMEepUKaHCKOro HCKyCCTBa 1959 roja,general strategies of Post-War art, with an added accent

Crom, a koMy 3TO0 «HaM»? Hy MOCKBHYaM,
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MOKa3aBlIMe HAUIUM XVAOXHHKAaM, «KakK
M YTO HaJ0 pPHUCOBaTb», MaHEXKHBbIA MOrpoOM
1962 rosa, C KOTOPOro OTCYUTBHIBAETCS HOH-
KOHPOpMHU3M, «Oy/abJl03epHAsi BbICTABKa»
1974 rona, KoTopass JaJjia IMOMOJIHSEeMbIH
CIIUCOK TMOYEeTHbIX HOHKOHGOPMUCTOB, IO-
C/leyIoUUNd psiji KBAPTUPHBIX BBICTABOK H,
TOP?KEeCTBEHHBbIH UTOT, MOCKOBCKUH ayKLHOH
Sotheby’s 1988 roza, 3adpukcupoBaBUIMH, Ka-
3aJ10Cb, MUPOBO€E NMPU3HAHUE OTEYEeCTBEHHO-
ro NOANOJILHOTO UCKycCcTBa. C 3TOro MoMeHTa
HaYMHAETCS MHCTUTYIMOHAIU3ALUs PYCCKO-
ro COBPeMEHHOT0 HMCKYCCTBa, MOHA4aJy CTH-
XWHHasl, 3aTeM Bce 0oJiee OpraHW30BaHHasl.
B reHepaJibl Xy/j0’keCTBEHHOI'0 aBaHTrap/a Ha-
3HaueH npujyMaHHbIi ['poiicom B 1978 rony
«MOCKOBCKMUH pPOMaHTHYECKUH KOHIENTYya-
JIN3M», MyMH s KOTOPOT'0 TOP>KECTBEHHO Iepe-
HecJla Tpu noApsia BeHenpaHCcKUX 6UeHHaJle.
W, HaKoHel], 0 HeXBaTKe CPeJCTB peaHUMHU-
pyeTcsl KMOCKOBCKHHM aKLIUOHU3M», B OTJIMNYHE
OT NpeAllleCTBEHHUKA HEUCKPEHHUH U B CUIY
3TOro Kyzia 60Jiee JUKHUH.

JTa JiMHelHas — IIar BJIEBO, IlIaTr BIPaBo Ka-
paeTcsi 3a0BeHHEeM — CXeMa, COCTaBJIeHHas
OyATO MAapKCUCTOM-HAaY€TYUKOM, IBILIUT yKe
HeyBepeHHO. B Hee He BJIe3al0T He TOJIKO OT-
JleJIbHble XYJI0O)KHUKU YU T'PYMbl (KaK, HANpH-
Mep, rpynna «/IBukeHue», ycrnemHo opopM-
JIsiBIIadA Moniaau JIeHMHa B Topo/iaX CTpaHbl
Y IIPH 3TOM MPOrpeCcCHBHAs Ha TO BpeMsl B €B-
poneilickoM MaciiTabe), He TOJbKO IieJible
JBWXXeHUs (KaK J0Jirast BOJIHA «PUTYaJIbHOTO
uckycctBa» 1990-x), Ho U 1ieJs1asi CTPaHa, HETO-
pOIJIMBast XyA0XKeCTBEHHAs 3BOJIIOIHUS KOTO-
po¥ He 6blJIa CHECEHA CTOJIUYHBIM PEBOJIOIIU-
OHHBIM IlepeJIeJI0M.

B Poccuu, ot YepHoro Mops g0 KesTtoro,
JApyTroi KoJleHKOD.

OpHako BbICTaBKa NMPUMOPCKOTO HMCKYCCTBA
1960-2000-x BLCHU «3apsi» Ha3bIBaeTcCs
«Kpai#t 6yHTapei», 6yATO B HPUJIEKHOM CO-
OTBETCTBUU CO CTOJIMYHBIM MHU(OM O HOH-
koHpopmusme. [louemy? JlornyHo mHpenno-
JIOKUTb POACTBEHHYI0 CBfA3b NPUMOPCKOIO
OyHTapCTBa CTEM pPA3HOIBETHBIM KPYroM
koHIa 1950-1960-x roz0B, KOTOPBIA MuUxXauI
['po6MaH Ha3Bas «BTOpbIM pyccKMM aBaH-
rapaoM». B Toxe Bpemsa B JleHuHrpage pa-
6oTaeT BHecHUCTeMHbIH OpJeH HUILEHCTBY-
IOLIMX XKUBOIHCLEB, IJ1y60KO HapaJijieTbHbIN
odHIMaTBbHBIM XY/I0)KECTBEHHBIM CTPYKTY-

paM. 3To GbLJI repOUYECKUH NepHUOJ, UH/AUBU-
JlyaJIbHbIX KOHLENLUN U YaCTHbIX NPaKTHK,
3a4acTyl0 acolMajJbHbIX, OTPULABLIUX Maru-
CTpaJIbHYI0 COBETCKYIO 3CTETUKY 6€3 0CTaT-
ka. KHauany 1970-x repouka paccocaJiach,
Hayajlacb pyTHHHass Gopb6a 3a pecypchl.
(Camo cs10BO «HOHKOH(OPMH3M» HOSIBJISIET-
Cs1 TOJIBKO MOCJIe «OYJIbJ03€PHOMN BBICTABKHY,
a TEpMUH «ra3aHeBlIMHa» Npuaymas Puxaps
Bacmu us ApedbeBckoro kpyra.) 3HaMeHHU-
ThIA cnucok ['po6MaHa HacuuThiBaeT 35 de-
JIOBeK; 060JIbllIas 4YaCTh U3 HUX pPaHO yexasa,
Y IIOCJle Ha epBbI [IJ1aH BBIXOAAT NOJUTUKA
Y IIaTKOE COTPYAHUUYECTBO C PEXXHUMOM.
«Kpaii OGyHTapeii» mnoka3blBaeT HaM 3BO-
JIIOIUI0 XYJ0XXeCTBEHHON CLeHbl LeJoro
pervoHa 3amnoJiBeka. Eciu MepuTh ee mpu-
BbIYHBIMU COLMAJIbHBIMU KJHYaMU — 3TO
Nnepuoj, OT OTTeNeJNU [0 KPbIMCKOW BeCHHI.
Ho BOT B4YeM yHUKaJbHOCTb U BaXXHOCTb
BJIaJJUBOCTOKCKOW pEeTPOCNEKTHUBBI: TKaHb
OYHTaApCTBa, COTKaHHAs IO ra3eTHbIM Ile-
penoBuLaM, 3Jech He pabortaeT. Kak, co6-
CTBEHHO, U BO Bcell Poccuu 3a uckirovyeHueM
NOJIyTOpa CTOJML, HO B [IpuMopbe cuTyanus
YUCTOTbl UCKYCCTBA, BBIKJIOYEHHOCTU €ro
13 O6JIM3KOTO MyGJUIUCTUYECKOTO TOPU30H-
TanposiBjieHa HauGoJiee cTepusbHO. LleHTpO-
CTPEMUTEJNBHOCTD CTPaHbI B MacliTabe Aecs-
TUJIETUN JlaeT XUMHUYECKHU YUCThIN 3ddeKT:
4yeM Jiajblle OT LeHTpa, TeM 6oJiee aBTOHOM-
HO U eCTeCTBEHHO TeyeT XYJ0XXeCTBEHHBIU
npouecc. (Eme spkuit npumep — Kasaxcrash,
rZie TIocJie MOJIHOTO OTpPhIBa OT LleHTpasibHOU
Poccuu pasBusiach MoljHasi, OpUrMHaJjbHas
HalMoHaJbHasA mWKoJa.) Eciu ero ectb KoMy
noJA/Aep>KUBATh.

Bo BiiagiuBoCTOKe XyZ03KeCTBEHHbIH MPo-
IleCcC He OCTaHaBJIMBaJICS.

BraguBocTOKCKasi GMEHHaJsie BIEpBbIE OT-
Kpbliiack B 1998 rony, HaTpu roja mosxe
nepBoil BcTpaHe OueHHase B KpacHosip-
cke. JloTpeTbell BINOpsAJKE O4YEPELHOCTH,
MOCKOBCKOM, OCTaBaJIOCh e€lle CEMb JIeT.
C1995rona pabGortaeT raJsepes «Apkan.
C 6acHoc/0BHBIX BpeMeH, ¢ 1990 roxa, ameu-
CTByeT KyabTypTperep Ausexcanzp [opog-
Hui uero mysedl APTOTAX (cHemaBHero
BpeMEHHU — TrocyJapcTBeHHbIN). baarogaps
ranepee «llopTmaii» u Anekcanzapy JloGbI-
4YeBy MPUMOPCKOE HCKYCCTBO py6eka BEKOB
CHabXXeHO OOGIIMPHBIM KOPIIYyCOM TEKCTOB,
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YTO JJis peruoHaJibHOM cCleHbl HedacThiideriving from the natural surroundings and context of
cnyqaﬁ. MutaTenbHas cpena AJs BCEX 3THXthe region, as \yell as othg‘ trends hlghllghtqi by t_he
o curators, including abstraction and Sots-Art spiked with
ABMKEHUUN pa3BHBaJjacb BO BHaAHBOCTOKeC()nceptualism, and, further on, examples of what can
¢ 1960-x ronoB. only be called “contemporary art,” in its most current
MeToosoruyeckas yAada BeicTaBKM «Kpaiiusage: objects made from advertisements by Pavel
6yHTapeI‘/’1» B TOM, 4TO OHa He Cl)I/IKCI/IpyETCHShUgumV (the leader of the street art group 33+1, who
worked concurrently in the municipal administration,

Ha XyN0MEeCTBEHHBIX 06beJUHEHHSX, KaKHX\ here he headed up environmental design; the high
BO ByiaguBocTOKe 6blJI0 HEMAJsO, U He CTPO-quality and prevalence of graffiti in Vladivostok is his
UT vepapxuu. OHa JEMOHCTpPUPYET o61uii,doing) and the genuine mini-museum of photographer

CBOJIHBIN B3IVIsA/l HA CBOBOHOE HpI/IMOpCKOEMlkhall Pavn.) (VYhO once des_tr_o.yed all hlS- prlIlFs,
instead contributing to an exhibition something akin

HUCKYyCCTBO, CBOAA IIOJIBEKa €ro HCTOPHU, , retrospective of documentation of his projects and
B HENIPEPbIBHbIM 3BOJIIOOUOHHBIM BEKTOP.a 4-channel video from the depths of his own body.)

Tako¥ cBOJl B paMKaX peTPOCIEKTUBHOM aKc-Sections of this development remain incomplete, and
MO3UIMH HEBO3MOKeH (110 KpaiiHeil Mepe ce-there is great interest in the collision of the regional

M m 6 schools with the capital’s theorizing. The central intrigue
FOAHH) B cTOJIMIAaX — MOCKBE, l1eTepOypre, ¢ popels at the Edge” lies in the broader context, where

KueBe,— r/ie BHellIHUE BJIWUSHUSA U Pa3HOHA-this “rebel” narrative takes hold.
NpaBJIeHHbIE TEXHOJIOT UM YIIpaBieHUs KyJb-The methodological advantage of the exhibition “Rebels

Typoﬁ COUBATU C TOJIKY 3BOJHOLU/IOHHI)II>1at t_he Edge” is that.lt does n(_)t focu§ on artist groups,
which there were quite alot of in Vladivostok, and it does
MpUIeJI.

not attempt to build hierarchies. Instead, the exhibition
presents an overall, consolidated view of Primorye’s

KapTuna noJy4aeTcs l'Ipe}IIO601'IbITHaH. independent art, condensing a half-century of its history
into one continuous evolutionary vector.

“Rebels at the Edge” offers the best possible compromise
B MockBe BCKOpe TocJie XyA0XKeCcTBeHHOoM pe-between the theory of the development of “Unofficial”
BOJIIOLMM KOHLA 1980-X, JJaBUHOOGPA3HO BE-2Tt widely _accepted todayr .and t.he actual creative
. process, which was too multidimensional to be properly
KHUHYBILIEN BE€Cb aHAerpayH/i U3 TEILIBIX MOMA-;p,reciated by its contemporaries. The exhibition draws
BaJsioB B 3aJibl M/IM u ponoxapHoro MaHexa,a direct line from the unrecognized paintings to the
HavaJics (KaK W I0cje BCAKOM peBOJHOLU/II/I)aCtual performances, and manages to look logical from
npouecc Aesexa pecypcos. TyT Hamta npu-S e end:
MeHeHHe TpaBeCcTHHHas OHpoKpaTHhyecKas
CTPYKTypa MOCKOBCKOTO POMaHTHYECKOT0
KOHIIENTya/M3Ma. AGCTPAKLIMOHUCTBI U IPO-
Yre MaJIOTPYy3HHIIWKH, HA YbH BBICTABKH ellle
HeJaBHO CTOAJIM AJIMHHBbIE XBOCTHI, 6yﬂTO

3a epuuuTOM, GBICTPO ¥ GECKPOBHO OKasa- TPErepoB-SHTy3HacToB  OCTABAIUChH

HBIM IIpolieccaM, GbICTPO MOIIJIM Ha yObLIb.
WHdpacTpyKTypa COBpeMEHHOTO HCKYCCTBa
HUTJle, KPOME [BYX CTOJIMI], He ObljIa TOJ-
KOM OOYyCTpOEHAa, W B OTCYTCTBUE KYJBTYP-

JINCh BBINUJIEHBI U3 HOBOW KapTHUHBI Xy/[0Ke-
cTBeHHOro Mupa. B [leTep6ypre MoiepHUCTHI
omxanu cebe IlymkuHckyro, 10 (c macTep-
CKMMH B II0)KH3HEHHYI0 COOGCTBEHHOCTH), Aa
Ha TOM U YCIIOKOUJIMCh. A )KM3Hb L1J1a JaJIbIle
6e3 HUX 1 CKOPO yIlJa B TaKue Ae6pH, TJe Uc-
KpeHHHUe, NMYCThb U 3ano3jajible MOJEPHHUCT-
CKasl )KUBOIIMCH U aCCaMOJISI’KH CTaJH Ka3aThb-
csl e/|Ba JIM He HEMPUJIUYHBIM 3aHSATHEM.

Bo MHOTUX MpPOBUHIIMAJbHBIX FOPOJax B Ha-
yaJie 1990-X, HeHaMHOTro0 M03’Ke, YeM B CTOJIU-
Lax, TaK<e NpOou301leJ CTUXUUHBIA N0 bEM
aBaHrap/HOH, HeJJaBHO elle N0/ N0JIBHOM CLie-
Hbl. UyzoM coxpaHuUBLIMKCSA 16-MM ubM,
CHATBIN HA BeicTaBKe «Pacaa» B KpacHozmape
B 1994 rony, yAiUBUTE/IbHO HAIOMUHAET aHa-
JIOTUYHBIE MOCKOBCKHE MeponpUusiTUs U op-
MaTOM, M CBEXHM ollylieHneM 3Hdopuye-
CKOM cBO6GOJBI. [IpaKTHYeCKH NMOBCEMECTHO
3TH UTPHI B aBaHrap/, CAHXPOHHbIE CTOJINY-
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3KOJIOTUYECKHE HUIIMU: MUTpalus B LEHTP
WM paboTa Ha casoH. YeM GJMKe K LEHTPY,
TeM aKTUBHee NpPOABJSAJIUCHL LeHTPOCTpe-
MUTeJIbHble TeHAeHUWU. Hoyxe Ha Ypase
BIJIOTh [0 MOCJeJHEr0 BPEMEHMU COXpaHs-
JIUCb OpUTMHAJIbHble aBaHTrapJHble [BUXe-
HHUf, K COXaJIeHHWl0, NPOUTHOPUPOBAHHbIE
['enbmanoMm B IlepMu, u pa3BuJIOCH NpeJito-
OONBITHOE HamNpaBJieHHe 3THOQYyTypH3Ma.
A vckycctBo IlpuMopbs mnocJsie HapyuieHUs
CUCTeMbl KOMMYHMKALIMil OKa3aJioCb Npak-
TUYECKH BJIaOOPAaTOPHOU CHUTyallMU aBTO-
HOMHOTO Pa3BUTHS.

k% k

B 2013 roay s pnenan BIleTepOypre BbICTaB-
Ky «XJIEb.Xponuku KpacHozapa u okpecTt-
HOCTeW» 0 COBpeMeHHOM HCKyccTBe KybGaHwu.
Cob6panHble paboThl 1990-x, 2000-x 1 HOBOM
reHepanyy IPOU3BOAUJIM aypy HeOObIYaHHON



WUCKPEHHOCTU W NPSIMOTHI, KaK OYATO Ka)-
ABbIHA XYJIOXKHUK CaMOCTOSITEJIbHO OTKpbIBaJ
Y BHOBb OCBaWBaJl NMPUHLMUIbLI reoMeTpuye-
CKOU abGCTpaKIIMK, Ma3UCTOU COUaIbHOU KU~
BOIKMCH, 3HEPTUYHOTO NPUMUTHUBA U KOHIIEMN-
TyaJbHbIX WITYAUN. B KpacHogape HasaxeHa
CUCTEMA XYA0XXEeCTBEHHOTO 00pa30BaHUs,
oT MHCTUTYyTa KYJbTYpbl [10 YaCTHBIX LIKOJI,
Y IPU 3TOM BCe BpeMs CyllecTBOBaJa JUHUA
napaJijieJIbHOTO UCKYCCTBA, OTBETBJISABIIASACS
OT OQUIIMAJBbHOU U He IIepexoAuBIlNas B Map-
rMHaJIbHBIN cTaTyc. COGCTBEHHO, 3TOT GaJaHC,
YCJIOBHO T'OBOPS, MEX/Y MarucTpajbHOU JIU-
Huel Coro3a XyJ0’)KHUKOB U peasibHbIMU TBOD-
YeCKMMU 3KCIIepUMEHTAaMH U eCTb YCJIOBUE
CBO6GOAHOHM 3BOIOLMU. CIMIIKOM >KeCTKHUH
KOHQJIMKT TOYHO TaKKe, KaK IOJIHOEe CJIUf-
HUe, IPUBOAUT K CTarHallUX XyA0XKeCTBEHHO-
ro npoiiecca. fipkuil npruMep — CUHXPOHHbIN
yCIex CypoBOro CTHUJIS, IEPEXKUBILEr0 KOPIO-
PaTUBHYI0 KPUTHUKY U BJIUSATENBHOIO [0 CHUX
1Op, U IPOBaJl pe3KOo ONMNO3ULMOHHBIX BCEMY
3CTeTUYEeCKU-COBETCKOMY MOJIePHUCTOB-3a-
NaJJHUKOB, yCTYNUBIIUX MECTO HOBOMY MOKO-
JIEHUIO y>Ke B CeMU/JleCAAThIe.

B mosiHoMacmiTabHOM HMccaegoBaHuM Ha-
Tasbu JleBoaHckod «M306pasuTesbHOE HC-
KyccTBO [IpruMopbda koHLa XX — HavaJsa XXI
BeKa: «HEeOMOJePHUCTCKHE» U MOCTMOJep-
HUCTCKHUE TEHAEHIIMH» HEeOJHOKPATHO MOoJI-
YepKUBAETCS, YTO KaK BbIpa’KeHHOe siBJIEHHEe
HOHKOHGOPMH3M CyllecTBOBaJ B MockBe
u JleHUHrpaje B Iepuoj MeXJy OKOHYaHU-
eM BOMHBI M HayaJIoM NepecTporku. Pacuiu-
psisi IOHSAATHE HOHKOHGOPMHU3Ma OT UCXOJHOU
CHUTYalLU{ BbIKJIOYEHHOCTH Xy[0KHUKA-3KC-
nepuMeHTaTOpa U3 OPUIIMAJBHON CUCTEMBI
JUCTPUOYLIMU UCKYCCTBA [0 aKTUBHOW MO3U-
MU MOJIMCTUJUCTUYECKUX TBOPYECKHUX IO-
UCKOB, JleBgaHckast o6HapyxuBaeT B [I[pumo-
pbe aHaJIOr LeHTPaJibHbIX MOJEPHUCTCKUX

JBHXKEHUH: paHO yMepllero U MaJou3y4deH-
Horo Bukrtopa ['paueBa (npuBJiedeHHE BHHU-
MaHHUS K 3TOMY UHTEPECHOMY XY 0XKHUKY —
3acayra H. JleBgaHckol; Ha BbicTaBKe «Kpait
OyHTapel» ecThb ABe ero He6GoJibllve pabo-
ThI) WUTPynny «BiaguBOCTOK», y4YaCTHUKHU
KOTOPOU BHEpBble 00'beJUHUIIUCH HA 061Iel
BbICTaBKe TOJIbKO B 1988 rony.

BaXXHO OTMETUTBh, YTO 4YACTh PabOT HA 3ITY
«BpICTaBKY 1IeCTH XyZ0XXKHUKOB» (Ha3BaHHUE
«BsaguBOCTOK» OHA, KaK U BCA Ipynna, mo-
JIy4uJia Mmo3e) noctynuiaa ua [lpumopckoi
KapTUHHOHW raJjieped, KoTopasi, He apUILIU-
pys 3TO CHeLMWaJbHO, BCe-TaKU 3aKyIlaJja
HEBBICTABJISIEMbIX XYAOXHHUKOB. K rpynmne
«BJ1aAMBOCTOK» MPUNKUCHIBAIOT BOCEMb ABTO-
poB. U3 Hux Tpoe, ®epopos, llauxTt 1 HeHa-
KUBHH, Y4uJIuCh B MockBe u CapaToBe B Ha-
yajsie 1960-x, rae NpUHSAA MOJEPHUCTCKHE
TeH/eHLUH U NepeHecsu uXx B [IpuMopsbe.
BeicraBka «Kpail 6yHTaped» BbICTpOeHa
XPOHOJIOTUYECKU W HAYMHAETCS C MaJleHb-
koro mnedsaka ['payeBa (cTp. 38) u KHUBO-
MHUCH 4YacTH XYJI0KHUKOB «BisiaguBocTOKa».
Jpyrue BJaJUBOCTOKIbI MOSIBATCS JaJiblle
B apXUTEKType BbICTABKU U XPOHOJIOTHYe-
CKU OoJiee MO3JHUMHU paboTaMu: AnekcaH/p
[IbipkoB mpejcTaBjieH abCTPAKTHBIMH JIH-
CTaMU U JIByMsi HETUNWYHBIMH, IO IPU3HA-
HUI0O CAMHUX KYpPaTOPOB, [JIs1 HEr0 XOJICTaMH
NpPaKTUYECKH B CTHJIE «KMBOIHCH I[BETOBO-
ro noJisi», ®eop Mopo3oB — accaMbsiKaMu
cnucbMaMu 2010-x rogoB. [IpocTpaHCTBeH-
HOe pellleHHe 3aJI0B BbICTAaBKH, OT/AAHHbBIX
NpenMyIleCTBEHHO paboTaM MpPOILJIOro BeKa,
aKIeHTUPYeTCsd MOJEPHUCTCKUMU CKYJIbI-
Typamu Basnepus HeHakuBuHa (cTp. 54).
BricTaBisBUIMiics nepBoe BpeMms C «Bia-
JUBOCTOKOM», a I03)Ke YYaCTHUK TPYIIbI
«llItrab» Wiabsic 3UHATY/JWH JEeMOHCTPUPY-
€T CTapyl Cepulo aGCTPAKTHBIX KapTOHOB
Y KBa3UKOHLENTYaJUCTCKYl0 T'padUuecKyto
ceputo «IlJ1aHOB 3BaKyalnuu», CO3JAaHHYIO CO-
BMECTHO C/IJaBHO nepebpaBmuMcsi B MoCKBY
noatoM AsekceeMm JleHHCOBbIM. BriGop Mex-
[y CTapbIMH Y HOBBIMU PaboOTaMH, KOTOPbIN
Jlenany KypaTtopsl «Kpasi GyHTapei», Xopoiio
WJINIOCTPUPYET CTaHAApPTHYI «KOHTPKYJIb-
TYpHYIO» CXeMy pa3BUTHUSI B IPHUMEHEHUU
K UCKycCTBY [IpuMopbs: 3aMMCTBOBaHHE HO-
BOT'0, CBOOO/THOT'0 OT JJUCLIUILJIMHBI COBETCKON
JKMUBOIMCHU $I3bIKA W allpoNpHanus YHUBEP-
CaJIbHbIX TMOCJIEBOEHHbBIX XY/I0KeCTBEHHbBIX
CTpaTerudi  C OGYCJIOBJIEHHBIM  NPUPOJOH
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Anexcangp IIbipkoB
Ne159. U3 cepun «500
myTanui». 1990-e
Bymara, ryaub

51x73

Co6paHue ceMbU
XY/[OXKHHKA ,
BnaguBocTtok, Poccusi
Alexander Pyrkov
Ne159. From the series
“500 Mutations.” 1990s
Gouache on paper
51x73 cm

Artist’s family collection,
Vladivostok, Russia

Y KOHTEKCTOM Kpasl aKLleHTOM, 3aTeM aKI|eH-
THUPOBAaHHbIE KypaTOpaMH abCTPAKLUsS U COLL-
apT C KOHIIENTYyaJIu3MOM, a iajiee BIIOJIHE Je-
TUTUMHO KOHTeMIIOpapHble (contemporary
art aJleKBaTHO He NepPeBOJUTCS Ha PYCCKUH,
KaK, BIPOYEM, U MOJIEPHU3M, O YEM HUKE) 06'b-
€KThl U3 peKJaMHbIX 6aHHepoB [laBua lyry-
poBa (PEKOHCTPYKLMH YJIUYHOTO IIECTBUS
NPOTUB XAOTHYECKOH TOpPOJICKOM peKJaMbl
(ctp. 124); lUlyrypoB — uaugep CTPUT-apT-
rpynmnbl «33+1» U 0AHO BpeMsl CJAyXHUJ B ro-
PaAMUHUCTPALMY, T/le 3aBe/l0BaJl CPelOBbIM
JV3alHOM; BBICOKOE KavyeCTBO M KOJIMYECTBO
rpa¢dutu Bo BiasguBocToKe — ero 3acjyra)
Y HaCTOSIIUH MUHU-My3el poTorpada Muxa-
uia [laBuHa (cTp. 116), KOTOpBI B CBOE BpeMs
YHUYTOXKHUJI BCE OTIEYATKH U /1aJ1 Ha BbICTAB-
Ky HEYTO BPOJie PETPOCIEKTUBHOMN JIOKYMEH-
TalU¥ CBOMX NPOEKTOB U YeThIpexXKaHaJbHOE
BU/IEO0 U3 IVIyGUH cOGCTBEHHOTO Tesa. CermeH-
Thl 3TOW CXEMbl 3aMOJIHEHbl HEPAaBHOMEPHO,
Y 60JIbLIION MHTEepec NPeJCTaBIsSET CTOJKHO-
BeHHe pPEervoHaJIbHOM IIKOJIbI CTeopeTHhye-
CKUM HappaTHUBOM.

'naBHas uHTpura «Kpast 6yHTapei»
3aKJII0U€eHa B LIMPOKOM KOHTEKCTe, B KOTO-
POM JJIUTCS 3TOT «GYHTApPCKUI» HAPPaTHUB.

XoTda skcno3uuus crtaptyeT ¢ 1960-x, noce-
THUTEJb JEPXKUT ByMe NMPUMOPCKHUU aBaH-
rap/, nepeXXuBUIMN HeJJOJTUH pacyBeT IpHU
JlanbHeBOCTOYHOM pecny6suke. O «moie-
YyUHe 00IeCTBEHHOMY BKYCy» OTYacTH Ha-
NOMUHAeT HWHTEPAaKTHUBHAs HWHCTAaJJISLHS,
NPUBETCTBYIOIIAsA NOCETUTEJNSI HPU BXOJe
Ha BBICTABKY OTJIYIIMTEJbHBIM KpPSIKAaHbEM.
OnHako NpsMYyI0 CBfI3b C aBaHrapZoM MoOT-
Jla 6bl yCTAHOBUTH JOKyMeHTanus nepdop-
MaHcoB rpynnel «<BUMCS» (1990-e — nepBas
nosoBuHa 2000-x), koTopass HpsMO 06b-
aBasiga cebs ¢ytypuctuyecko. [pymnma
(B mepBoM cocTtaBe — BsacoB, AHHCHMOB,
FoHuap, 3J¥Aayc) 3aHMMaNachb CHUHTETHYe-
CKHUM HCKYCCTBOM, COEJUHSBIINM KHUBOIHC-
Hble, JINTEpPATypHble U neppopMaTUBHBIE
NpaKTUKU. IJTOT CHUHTETUYECKHH IKaHp,
NOJIyYUBIIMK CcOOMpaTesJbHOE Ha3BaHHUE
«HOBBIM pHUTyaJ», NpsiMO HacJjejoBaa ¢y-
TYPUCTUYECKOMY KpBLIY PYCCKOrO aBaH-
rapza u B 1990-e pacnpocTpaHUJICS MO BCEU
ctpane («Cunte3d», «Tanatoc», BUKAIIO,
«HoBpble Tynbie» u npoy.). 'pynne «BUMCS»
NpUHA/JIEXKUT, BOSMOXKHO, IEPBEHCTBO B 06-
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JacTu nabJsauk-apta Bo BiaguBocToke (ak-
nus «llaabmupa» Ha HabepexHoH B CeMe-
HOBCKOM KOBIIle). 3HaKOBOe €e OTCYTCTBHUE
B 3KCMO3UIUM — OAUH U3 paKTOpOB, mps-
MO YKa3blBAaWOIUMX Ha TO, YTO KOHLENLHUA
BoicTaBKU «Kpali OyHTapei» 6Gasupyertcs
Ha «0pULMaJbHOA BEPCHUU HeOQUIUATBHO-
ro MUCKYyCCTBa», He BKJIIYAKIeH Macceuct-
CKHe ¥ apXau3upylolue TeHJeHI U H.
KpuTepuu pasgeneHusi uckyccTBa Ha «odpu-
nuaJjJbHOE» U «HeodulpasbHoe» Ha Jlajb-
HeM BocToke JoCTaTOYHO 3bI6KH, B OTJINYHE
oT cutyauuu llenTpanbHoit Poccuu. I'pynma
HOHKOH(}OPMHUCTOB «BJ1aiuBOCTOK», KaK yKe
YIOMUHAJIOCh, 6Gbla co6paHa MOCTHAKTYM
K BbicTaBKke 1988 roama B IIpumopckoil kap-
TUHHOMW raJjiepee Y BHOCJIeJCTBUU YCUHUA-
MU ¢onga «CoxpyxecTBO» (HbIHe — My3ei
APTITAX) mnpepacraBssiia, cobaBieHHeM
MOJIOJBIX XYJO0XHUKOB rpynmnbl «lITUab»,
napaJJjeabHoe uckyccTBo [IpuMopbss B Mo-
ckBe B 1990 roay. XapakTepHble 4epThl XU-
Bonucu Mopo3osa, lllnuxTa, Co6ueHKO U Jipy-
TUX TO03BOJISIIOT IPAaBOMOYHO BBIJEJUTH
MOJIEPDHUCTCKUE TEHJAEHLMU B UCKYCCTBE
1960-1990-x, HO 10 NepeCTPOUKU HHUKAKHUX
HeoQUIMAJbHBIX 00'beJUHEHUH XYJI0XKHHU-
koB B [I[puMopbe He 3aMedeHo. [loaTomy 6po-
caeTcs B [V1a3a OTCYTCTBUe BaXKHeMH11ero AJs
uckycctBa [IpuMopbs 06'beJUHEHUS «XyA0XK-
HUKU Ha Kypusax», nnu lllukoTaHckoi rpyn-
Nbl, KOTOPOW NPUHAIJIENKUT cleqUPUIeCKUN
JaJbHEBOCTOYHbIN U3BOJ, CypOBOT0 CTUJIA.
XypoxkHuku llInkoTaHCKOM Trpynnbl BOC-
NPUHAJIA HOBble TEHJAEHLMU OTTENeJbHOTO
HCKYCCTBa U 0GOTaTHUJ/IM UX COYHOM OKeaH-
CKOW NaJIUTPOH, XapaKTepHOU AJisl BJAJU-
BOCTOKCKOM »KMBOMUCHU U cerofHa. OHU pac-
IIMPUJU PaMKHU CYpOBOTO CTUJISl, OKPacHUB
NpPOrpaMMHYI0 «CYpPOBOCTb» BJIMpUYECKHUE
ToHa (0COOEHHO SIPKHEe B KHUBOIMUCH U3BECT-
Horo Buagumupa PadeBa), v mpoJJuau ero
BJIMSIHUE BIIJIOTHb [0 KOHILIA Beka. ExxerofHo
1o 1990 roga Ha lllukoTaH e€3AMJIU HE TOJb-
KO MeCTHbI€e XyZ0’KHUKH, HO U TOCTU U3 eBPO-
neiickolt yactu Poccuy, B ux uyuciae TaTbsiHa
Hazapenko. U BricTaBka «XyA0xXHUKHU Ha Ky-
punax» B MockBe B 1982 rony crana 60Jib-
UM COOBITHEM. B IIMKOTAHCKUX MJeH3pax
NpUHUMaJU ydacThe U XYLOKHUKU «Kpas
oyHTapei» [IbipkoB u OMeJIbYE€HKO; 4YeThl-
pe mneisaxka OMeJsJIbYEHKO, JAeMOHCTpUpye-
Mble B IEPBOM, «HUCTOPUYECKOM» pasjesie
BBICTABKH, OJIM3KH 110 U300pa3uTeJbHbIM



cpeAcTBaM K paboTaM IWIKKoTaHUeB. O6WHUp-
HbIM Kopnyc pa6ot 1970-x — Havasa 1980-x
rogoB ®enopa MoposoBa, caMoro MoJioZoro
y4acTHHUKa MepBOU BBICTABKU rpynmnsl «Bia-
JVBOCTOK», TeMaTUYECKU W CTUJUCTUYECKH
NpUMbIKaeT K IPUMOPCKOMY BapUaHTY Cypo-
BOrO CTHJIS, A06aBJIsAsA €ro 3CTeTUKE Xapak-
TepHbIA MOPO30BCKUN 3KCIIPECCUBHBIN LIBET.
Tak 4yTo U30s191MA aHAerpayHja OT Xy 0xKe-
CTBEHHOT0 MeHWHCTpUMa Bo BiaguBocToke
JOCTAaTOYHO ycJioBHA. U ccamumu «Xyaox-
HUKaMu Ha Kypusiax» He Bce Tak IJaJKo.
CtouT o6paTUTh BHUMaHHE Ha OUYeBUJHOE
KOMIIO3UIJUOHHOEe CXOACTBO «llIMKOTaHCKUX
geByat» lOpus Boskoa (1969, cobGpaHue
[IXI'B) c «<ABUHBOHCKMMHU JeBULlaMu». Pedb
UJleT He 06 aHEeK/I0THYeCKOU epeKJInYKe Ha-
3BaHU: 06e KapTHUHBI, UKOHUYECKUH 06pas
MOJlepHHU3Ma U 3HaKOBOe JJii NPUMOPCKOIo
CypOBOI'0 CTHUJISI IPOU3BEJIeHUE, MOTJIU ObITh
HalMcaHbl Ha OJHOM mnojMaJieBke. U co6-
CTBEHHO «IIMKOTaHCKoW» IllukoTaHcKas
rpynmna crasa 6Jiarojapsi U3BeCTHOMY Heo-
MozepHucTy lOpuo Kynepy, koTopblil noco-
BETOBaJl MPUCJAaHHOMY II0 paclpejeseHHuIo
n3 MI'X1 um. CypukoBa npemnoganaresto Jlo-
IIaKOBY OTHPAaBUTLCS CTPYNIONA CTYAEHTOB
Ha 3Tkl Ha ocTpoB lllukoTaH.

Cynb6a MozepHH3Ma B OTEYeCTBEHHOM WHC-

kyccTBe XX-XXI BeKOB — HacTOALUN TpUJI-
Jiep. MozepHU3M OblJ JIIOCTPUPOBAH, €CJIU
MOXXHO TaK BbIpasuThbCs, aBaHrapaoMm. Cam
TEPMUH OblJI penpeccUpPOBaH TeopeTUKaMHu
HacJieAyolero TOTaJbHOMY aBaHTrapJHOMY
NpOeKTYy coupeaansma. Ho yxe nocsie BOMHBI
OH BO3BpalllaeTCs OKOJbHBIMU Ny TAMHU B Ha-
POYUTOM JleKOpaTHBU3Me XKHUBOMUCH NTePBbIX
MUPHBIX JIET, B3Kcrpeccuu ApedbeBCKOTo
Kpyra MW «CHTHaJbHOW cucteme» 0. 3y0T-
HUKOBa, BO MHO>ECTBe HWHJUBUAYaJbHBIX
Y KPY>KKOBBIX CTpaTerui, KOTopble B OTTe-
neJsibHble TOJlbl pa3/efA0TCs Ha [jBa NOTOKa.
06001IeHHbIE K<HOHKOHGOPMHU3M» U «JIEBbIH
MOCX» MOXHO BCTPOUTb B €BPOIENCKYIO
BOJIHY TpaHCcaBaHrapja, TaKHe TeOopeTHu-
yecKMe KOHCTPYKLUH BBIMVIAAAT BIOJIHE
y6euTeNbHO, W BHUX HAXOAUTCS MeECTO,
Hanpumep, «BocbMepke», kKoTopasi HEyCTOM-
YHUBO GaslaHCUPYeT MeXAY «0ULUATbHBIM»
U «KOHTPKYJbTYpHbIM». Ho yGeauTesbHble
reHeTU4YeCKUe OTJUYUSA COBETCKOTO MoO-
JepHU3Ma OT COBPEMEHHbIX eMy 3alaJHbIX
JABUXXEHUH BcCe’Xe HacTauBalT Ha OPUTHU-
HaJIbHOW TepMUHOJIOTHUH, He CBOAUMOH K OC-
HOBaHHBIM Ha eBpPONENCKOM HUJIM aMepUKaH-
CKOM MaTepuaJie TEOPHUSIM.

Jlys moc/jieoTTeNnebHOr0 COBETCKOTO UCKYC-
ctBa BukTopom TynuublHbIM ObLI HpeAJIO-
>)KeH TEPMHUH «COLMOJEpPHHU3M», POTUBOpe-
Yallui KOHTPKYJIbTYPHOU TEOPUU pa3BUTUS
0TeYeCTBEHHOr0 UCKYCCTBAa U B CHUJY 3TOTO
He NpHxKUBLIMKCA. {1 caM B nocJjiefjHee Bpe-
Mf OCTOPOKHO MCII0JIb30BaJl INpPHUMEHHU-
TeJbHO KO BTOPOMY PYCCKOMY aBaHrapAy
Y ero mnocJjejoBaTeisiM — MaJOTPY3UHILU-
kaM, obutarensam [lymkuHckoin, 10, coHmy
yueAuX B TeHb nocjae 1990-x, HO npoAo.Ji-
)KAIUX paboTaTh MOJAEPHUCTOB,— TeEP-
MHH «HeOMOJepHHU3M». [JlJs COBETCKOTO
Y IOCTCOBETCKOTO HEOMOJiepHM3Ma Xapak-
TepHbl OCBOEHHE U IEPeOTKPbITHE NPUEMOB
MO/JIEPHUCTCKOT0 UCKYCCTBA, pernpeccus Ko-
TOPOT0 COBETCKOM 3CTETUKON IepexHuBaeT-
cs KaK TpaBMa. C XpOHOJIOTUYECKU CUHXPOH-
HbIMU HalpaBJeHUSMH MOCTMOJepHU3Ma
HEOMOJIepHM3M Pa3BOAUT MNPUHIUIHATIBHO
pa3HbIf KOHIENT aBTOpCTBA. C 60JIbIION pa-
JIOCTBIO 51 0GHAPY?KUJI, UTO B IEPBON CBOZHOU
paboTe 0 COBpeMEHHOM /1aJIbHEBOCTOYHOM
HCKYCCTBe, aucceptauuu Hartanbu JleBaan-
ckoil «M3o6pasuTesbHOe UcKyccTBO [Ipumo-
ppsa koHua XX — HavaJsa XXI Beka», aBTOp
nocJe0BaTeJbHO BBOJAUT IOHATHE «HEO-
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®epnop Moposos

Toiis Be3ae I1.

U3 cepuu «J11060Bb U
HeHaBUCTb PpaHiucko loin».
2012

CMmelaHHasi TeEXHHUKA

103x73

Co6CTBEHHOCTD aBTOPA,
BnaauBocTok, Poccus

Fedor Morozov

Goya Everywhere II.

From the series "Love and Fran-
cisco Goya's hatred." 2012
Mixed media

103x73 cm

Artist’s property,

Vladivostok, Russia

Wnbsic 3UHaTyIMH
Cepus «Ilnan
3BaKyanuu». 1998
Bymara, ¢psiomacrepsl,
KapaH/allly, [[BeTHbIE
PYYKH

21,5x28
Co6CTBEHHOCTb aBTOPA,
BaaausocTok, Poccus
Ilyas Zinatulin
Evacuation Plan. 1998
Markers, pencil and

colored pencils on paper

21,528 cm
Artist’s property,
Vladivostok, Russia

MOJIEPHU3M» B KayeCTBe TJIAaBEHCTBYOLIEH
TeHAeHIIMU ¢ 1960-x rosoB /10 KOHIIA BEKa.
U nanee: B 2005 roay BeicTaBka «lllecTBue
¢ Bocroka», BHOBb coGpaBiuasi Xy/10’)KHUKOB
rpynmsl «ByiiaJuBOCTOK», OTHIOAb HE CMOTpe-
Jlacb aHaXpOHU3MOM. B cTaThe K BbICTaBKe €€
KypaTop A.Jlo6blueB Ha3bIBaJ 3TUX XYA0XK-
HUKOB «aBaHrapJHbIM KpbLIOM H300pa-
3UTeJbHOr0 HCKyccTBa [Ipumopbsi». B HeM
OYeHb BEJIMKO BJIMSIHUE NOCTUMIIPECCUOHU3-
Ma, SIpKU NpOsIBJIeHUsT aGCTPAKTHOrO 3KC-
MpecCUOHN3Ma, CIOppeaIn3Ma, apXxau3upyo-
mero npuMuTHUBa. [lOCTMOAEPHUCTCKUE XKe
TeH/IeHLIUY IPOSIBJIeHbI C/1a0o0.
CpaBHUTEJBHO NO3/4HO, Hapyo6exe 1990-x,
B [IpuMophbe nposiBisieTcss GeHOMEH COI-apTa,
HO He pa3BOPAYMBaETCs B KYJHUCYy POMaHTH-
YECKOro KOHIENTYyaJqu3Ma, KaK MOCKOBCKUH
B 1970-x, a TOJIbKO GOpPMaJbHO HaMeyaeT
CBO€e MPUCYTCTBHUE HAa ONEPAaTUBHOM ITPOCTO-
pe. CoOGCTBEHHO, ITaBHOE U3 CYUTAHHbBIX NPO-
W3BEJIeHUH, KOTOpble NpUMOpCKas Tpa-
JUIMS TPUIKCBIBAET K COL-apTy, AUNTHX
«l'octunka» KamasioBa u CepoBa, 0ueHb HaIo-
MUHaeT ¥ 1o $opMe, U IO COAEPKAHUIO 3Ha-
MeHUTbIN «PyHJaMeHTaJlbHbIA JIEKCUKOH»
'pumin BpyckuHa, KOTOPOro COL-apTHUCTOM
cuutaTh HenpuHATo. Horpme yKamanosa
u CepoBa Jsnpu3M, y BbpyckuHa MOHCTpPyO3-
HOCTb, [ia W MEX/]y CJaBOW IlejJeBpa MpH-
MOPCKOT'0 COIL-apTa U I'OJIOBOKPYKUTEJbHON
no6exoi Ha Sotheby’s’88 ecTb n3BecTHas pas-
Huna. Yro syyine — TpygHO ckasaTb. CepoB
He OCTAaHOBMJICSI HAJ0JIT0 Ha TPAaBECTUHHBIX
Jockax tuna «[octuHku» U «I10J10BBIX 3amo-
BeJied mpoJsieTapuaTta» (06e 3TH «JereH[bl
MPHUMOPCKOro coll-apTa» U3 cobpaHus GpoHza
APTIOTAXX MoXHO BHJIETh Ha BbICTaBKe
«Kpait 6yHTapeii»), a BpyckvH, noBepuB B Iie-
pecTpoedHbId ycHeX, [0 CTApOCTH OCTaeTCs
['puieii ¥ 10 CUX MOp Jie/1aeT TOUHO TaKHe XKe
MapUOHETOYHble QUIYPKH B MPOTHUBOrasax,
KaK TpU/LaTh JIET HAa3a/,.

OpranusaTtopsl «Kpasi GyHTapeil» CKJIOHHBI
TOJIKOBaTh COL-apT KaK COILUaJIbHOE HCKYC-
ctBo. Takoil peHOMeH colaTIbLHOM KHUBOIIKCH,
06JIMTEepaTypeHHbIN U TPABECTUPYIOLUN KPU-
TUYECKUH peasn3M, MOBCEMECTHO MOJIYYHII
pacnpocTpaHeHHUe ¢ cepearHbl 1980-x no Haya-
J10 1990-x. OH flaBaj1 BbIXO/J HaBeJJeHHOMY Ile-
pPECTpPOeYHOMY KaTapCUCy, HO He MOJJHUMAJICS
J10 060611IeHNH, XapaKTepHbIX /JIsI COBpEMEH-
HbIX €My HacJIeJHUKOB IOCJEBOEHHOT0 Heo-
peanu3Ma; 06pa3lOM TAKOH HEOJHOMEPHOU

P4

TPaKTOBKH 06pa30B MorJia 6bI CNY>KUTh BeJIU-
kosienHasd «OkpanHa» PepHaHa 3UHATYJINHA,
K COXKaJIEHUIO, OTCY TCTBYOIast B 3KCIIO3UIIUH.

kokk

Y npoHUIaTeIbHOr0 YU TATe s, KOTOPbIH J0-
6epeTcs 10 3TOr'0 MeCTa, MOXeT CJA0XKUTbCS
BreYaTJ/ieHue, YTO TYT PYralwT BbICTABKY.
Toro-To B Hel HeT, 3TOTO TOXe HeT... Hudero
MoJ06HOrO.

BricTaBka «Kpaii 6yHTapeil» jeMOHCTpUpPYeT
JIYYLIMH U3 BO3MOKHBIX KOMIIPOMHCCOB MeX-
[y TPUHSATON cerofiHs Teopued «HeoPHULIU-
aJIbHOTO» Pa3BUTHSA UCKYCCTBA U peasibHbIM
XyJl0KeCTBEHHBIM  MpOLECCOM, CJUIIKOM
MHOTOMEpHBIM, YT0Obl ObITH CIpaBeJJUBO
OlleHeHHbIM CoBpeMeHHUKaMu. OHa BbICTpa-
WBaeT MNpPsAMYI JHWHUIO OT HePU3HAHHOM
KUBOIIUCHU JI0 aKTyaJIbHbIX NepdOpMaHCOB,
KOTOpasi BBIMJISAJUT JIOTUYHO CJIID6OT0 KOH-
na. Purypsl ymoJs4aHus, NpPU3pPavyHO O06-
crtynuBiiMe 3kcnosuyuio B LICU «3apsa», po-
6aBJISIIOT el OCTPOThlL. A KaKOW HMHaYe TOJIK
B KAPTHUHKAX, €CJM He UCKaTb B HHUX CHa-
CTOSIIMM, OXOTHHUYbUM a3apTOM HCTHUHBI?
Cuswoumas OTKPbITBIM IIBETOM aypa «Kpas
OyHTapel» OLyllaeTCs B 3KCMO3ULUU MakK-
CHMaJIbHO JJOCTOBEpPHO. X0ueTcs JyMaTh, YTO
3TO HeNoOCJeJHUH ONBIT COTPYAHUYECTBa
[ICH «3apsa» c ranepuctaMu Biragusocroka.
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M.: Ad Marginem, 2015. 816
c., 744 wn.

B 310Xy BO3HHWKHOBEHHUA HeO(l)I/ILlI/IaJIbHOFO

nckycctBa B CCCP (koHern 1950-x — cepeiuHa
1960-x I‘O,Z[OB) HOSABUJIACH KYJABTYPa, YbH I.[eH-ThiS essay is inspired by one particular history of 20th

HOCTH U 106DOIeTe I BO MHOFOM 3HaqHMb]century art , whose authors turn to four intellectual
AOOPOA revolutions of the 20th century through which academics

A A CerOAHAIHNX COBPEMEHHBIX XYN0X-and artists have gained new methods of knowledge
HHUKOB, BO BCSIKOM cCJiy4ae, MOﬂepHI/ICTCKHf/iproduction: psychoanalysis, social and political history,
U HOCTMOL[epHI/ICTCKI/If/'I KOHTEKCT pyCCKOFOFOFmalism and Structuralism, and Post-Structuralism

HMCKYCCTBa BKJIIOUaeT KaK Uctopuio P CCKOFOand Deconstruction.
y p y In order to understand how these intellectual revolutions

aBaHrap/a, Tak 1 nosiBjieHue JIpyroro HCKYC-might aid in understanding contemporary art in Russia,
CTBAa U ero TpaHCd)OpMauI/I}O B COBpI/ICK MOCT-I propose using them to analyze the interests of the
COBEeTCKOM POCCUU, Y MOKET BbITh OCMbIcieHa tists, as well as to reconstruct the context of the work.

)

Yepes BHVTDEHHME CBS3U U BOOG axcaeMbleAt the beginning of the century, the discovery of
p yTp p psychoanalysis strongly influenced our understanding

B3aUMO/IEUCTBHUS. of the limits of representation. From the testimonies
IJTO 3CCe BAOXHOBJIEHO OJHOH aBTOpHTETHoﬁof unofficial cultural life in the USSR, it is clear that
HCTOpHeﬁ UcKyccTBa XX Bekal, yei nepeBOA}'netaphors ”for trauma often accompany accounts of
JOJOKEH CTaTh 60/IbIIUM KYJIbTYPHBIM CO_.encounters between_ a Soviet contemp9rary a_nd.
o imagery from modernist culture. The artist’s behavior
ObITHEM B coBpemeHHoW Poccun. Hpemﬂeitself - abandoning official cultural life for the sake of
4YeM NPUCTYNHUTb K HAlIMCAHUIO UHTEPHAlM-one’s own methods and subject matter - provides another
OHaJILHOU UCTOPHUH, aBTOPLI TEKCTOB (06-b_opp0rtunity f_or psy_choanalysis. In Other_art, or, to Ipl-lt it
e MHEHHble MPUYACTHOCTBIO K OLHOMY I/Izsanother way, in Soviet contemporary art_, if one is willing,
one can glimpse the subconscious of Soviet culture.
CaMbIX BJIMATEJIBHBIX XKYPHAJIOB 110 TEOPHUH|, the context of social and political history, the artist’s
coBpeMeHHoro uckyccta October) Bo3Bpa-work can be seen as a critical reflection on social
ma}oTcﬂ K qupreM HHTeJ‘[J‘[eKTyaﬂbeIMCOnVEHtiOl’lS. Accordingly, one can question the work
pesosousM XX Beka, 611aro,qapﬂ KOTOprMaS_ tq w}_uch m.stltu.tlf)n a particular gesture inscribed
within directs its critique.
Hhccje0BaTe M U XyJ0)KHUKHU 06pe}1” HOBBI€Rormalist or Structuralist readings are based on the
YHHUBepCaJibHble METOJbl IMO3HAHUA: IICUXO0-idea that any message is mediated by its use of symbolic
aHa/lW3, COLMAJbHYIO H HOJ]I/ITI/I‘{eCKy}OSYStemS' which operate outside of the expression itself.

For the study of d tin R ia, the St turalist
ucTOpHIo, GOPMATU3M M CTPYKTYpasH3M, or the study of modern art in Russia, the Structuralis
approach allows one not only to focus the analysis on

HMOCTCTPYKTYpPaJIM3M U IEKOHCTPYKI UIO. the means of expression or the codes within the artistic
YToOBl NOHATH, KaK HUJIEU HHTeJJIEKTYyaJb-statement, but also to identify which of the artists of the
HBIX peBOJI}OLLI/Iﬁ MOTYT NOMOYb B nouu-second wave of the avant-garde could be considered as

St t lists. By this I th h int t
MaHUU aKTyaJbHOTO MCKycCTBa B Poccuy,” | WISt BY HHIS LNEAn those whose Interests,
activities and sentiments are concerned with structural,

A TpejJjararo 1'[01'[p06OBaTb AX A8 aHaJM|ingyistic or systematic thinking about the objects
3a HUHTepecoB XYAOKHHUKOB-MOJEPHUCTOB,of analysis. Here, the easiest way to illustrate this is

a TakK)xe peKOHCpr}(U,I/II/I KOHTeKCTa aHa_}IH_tl’erUgh the Sots—Artists, whose rules for contemporary
3HpYeMbIX HpOH3BeAeHHﬁ. visual and linguistic culture were subjected to semiotic

analysis.
If the Structuralist reading is associated with the
CKpblToe MCKYCCTBO, UM O yem identification of the oppositions organizing statements,

nporosBapMBaloTcA HapT"Hbl? thejn Post—St.ructuralist approaches pose the question as
to in whose interests these statements are made.
B Havasie Beka OTKpPBLITHUSI ICHXOaHaJu3aln the critical art of the 1970s-1980s, Post-Structuralist
CHJIBHO MOBJIHMSIIA Ha TPaHULbI M306paske-1¢0ry manifested itsell most —often  through
U 6 institutional critique,” site-specific art, and art
HHA. ISMEHWJICA caM CIOCOL 9UTaTh l-IpOI/IB-practices that attacked the hitherto “neutral” elements
BeJieHue. Cka)keM, BMeCTO MNpeJCTaBJEHUSof an exhibition space: the white cube of the gallery
0 TOM, 4YTO I/I306pa}KeH]/Ie oTcblsiaeT Hacwalls, the architecture of the museum or institution, and
K BUAMMOH WM BOOGpa)kaeMoil peaspHo-0tNersuch conditionsforart” _
By discussing the non-aesthetic properties of a work
CTH, BOSHUKJIO NpeACTaBJIeHHUe O TOM, YTO,¢ ..t _ ipformation about its value, its analytical
n300paxKeHHe d)I/IKCI/IpyeT CMMIITOMBI, Bbl-possibilities, and the impact of its testimony - the public
Jallue 3pUTEIIO (baKTbI oz co3HaHug,has the chance to interact with a bygone culture.
HU3bAThIE U3 NYyOJIUYHON KU3HU. K ToMY ke
MeTOoJbl U HWAEHN IICHMXO0dHaJIM3a I03BOJIMJIHU
MO-HOBOMY OMUCAThb CIleHy BCTpeYHd my6.Jiu-
KU C UCKYCCTBOM. AHaJjiorom Takou BCTpe4YHn

ICUX0aHaAJIM3 IpeaJsiaraj CHUTATb HIOK OT

DA™



Anexcanzp KupsixHo

Be3 Ha3BaHUs.
2004-2008

Buj BbicTaBkU. PparMeHT
Crp. 8-9

Alexander Kiryakhno
2004-2008

View of the exhibition.
Detail

P.8-9

Jocejle HEeBHJAHHOrO, HeNpeACTaBUMOrO,
XKyTKOTO0. U3 cBUETENBCTB 0 HeopULMATIb-
HOU Ky/abTypHOU xkU13HU B CCCP sicHO, uTO Me-
Tadopbl TPaBMbl, HABAXKJEHUs, OJEPKUMO-
CTH, NPUBSI3aHHOCTHU 4YacTO CONPOBOXJAIOT
BOCIIOMHHAHHUS O «BCTPEYE» COBETCKOTrO CO-
BpeMeHHHKa C 00pa3HOCTbI0 MOJEPHUCTCKON
KYJbTYPbIZ.

MoMeHT MOSABJEHUS XYAOXKHUKA, YCKOJIb-
3HYBILIETO OT OQUIMAJIBHON KYJbTYPHOU
>)KM3HU pajid CBOUX MeTO/a, TEMBI, eJia, AaeT
elle OJHY BO3MOXHOCTb INCUXOAaHaJUTHYe-
CKOro noHUMaHus4. B /lpyrom uckyccTBe, Uiy,
VHaye roBops, B COBETCKOM aKTyaJIbHOM UC-
KyCCTBe, NIPH KeJJaHUU MOXKHO BUJETb MOJ-
CO3HaHUE COBETCKOU KyJAbTyphl. Wau ele,
cjJeAys pasMbIULJIEHHSIM O MOJCO3HAHMY,
MO>XHO 06'b€IUHUTH METO/bI PAa3HbIX XYA0XK-
HUKOB 1960-1970-x oT 3. BesatoTuHa, A. 3Be-
peBa, B. fkoBsieBa g0 cou-aptuctoB A. Koco-
nanoBa, [J.A. [Ipurosa, JI. CokoBa UHTepecoM
K TepalneBTUYECKOMY CBOMCTBY 3KCIpPECCUB-
HOHW BBIPAa3UTEJbHOCTH «HEeaKaJeMUYeCKOTo
nucbMa» (CPoJiHU WHTEpecy eBpONeHCKOro
MOJIEpHU3MA K «IPUMHUTHBaM») pajji OCBO-
00X /eHH s )KeCTKO HOpPMUPOBAHHOT 0 MOBe/le-
HUSA Y IOHMMaHUSA KYJbTYPbl U XyA0XKHUKA,
Y 3pUTe.

DA
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BcTpedy ¢ kynbTypoi
asaHrapga B CCCP
onucbiBaeT cBuaeTeNb
cobbITHA: «[puyeM BcTpeya
¢ norpebeHHo KynbTypoii
NPOVCXOANNA He Ha YpoBHe
VHTEeNNeKTyanbHoro
ornocpeaoBaHHo-
OTHYEHHOro TO/IKOBaHMA,
KynbTypa BXxoauna Kak
60/1€3Hb, NOCNAHHAA Ha
1CLIeIeHne, a MOXKET BbliTb,
KaK Nlo60Bb-HaBaXaeHue.
OHa onbAHANA, KaK
My3blKa, 1 nena BHyTpy.
3apareHHbilii owwyLan
NOCTOAHHOE NpUCYTCTBUE
3TOro HanoNHeHA, NOHUMaA
npyroro, cebe nonobHoro,
6e3 cnos» (MaHeBuu .
XYOOMHVMK 1 «MOANONbEe»
60-x // «[Jpyroe ncKyccTso»,
MockBa, 1956-1988

/ [cocT.: . AnnaToBa,

1. TanoykuH, H. Tampyum].
M.: TanapT: ['oc. ueHTp
coBpeM. UcryccTaa, 2005.
C.14.

Kaxcoblli sanemeHm 6eckoHe4HOU UHCMAAAS-
yuu Anexcandpa Kupsixno umeem noduepkHy-
mo pykodeabHblli xapakmep. Ha o6o3peHue
ny6auku gblcmaeasemcs UsHaHka. I[lpu 6.au3s-
KOM paccMompeHuu Kaxcyujeecsi ucm/es-
wuM, u3daau oHo Moxcem Gbimb Y8UAEHO KaK
dasiekue ompasiceHusi dekadeHMcKux pum-
M08 U OpHAMeHMOo8 BeHckozo ceyeccuoHa.

Each element from this endless installation
by Alexander Kiryakhno has its own distinct
handmade character. For public display, it
was exhibited in reverse. What appeared to
be decay upon close inspection could, from
afar, be seen as a kind of distant reflection of
the rhythms and ornamental designs of the
Vienna Secession.

JTUKA M MOpaib XYAOKHUKA, WU
3a Koro roBoOpAT KapTuUHbI?

O6uee TpeGoBaHHME MOJEPHM3MA K HCKYC-
CTBYy — caMopedIeKCUBHOCTb U pedJieKcus
CpeJiCTB, C KOTOPBIMHU XYJI0’KHUK BBIHYX/€H
MMeThb Jies10. PaboTy Xy/J0>KHUKA B KOHTEKCTE
COLIMaJIbHOM Y IOJIUTHUYECKON UCTOPHUU UCKYC-
CTBa MOXXHO NPEJCTAaBUTh KaK KPUTHUUYECKYIO
pediekcuio conaibHbIX (TPYNNOBBIX, KYJIb-
TYPHbIX) KOHBEHLMH: OXKHUJAHHUH OT HCKYC-
CTBAa, Y/I0BOJILCTBUS OT UCKYCCTBA, yTONHYe-
CKUX MJHU MUPOJIOrMYECKUX MpeACTaBIEHHH,
CBSI3aHHBIX C UCKYCCTBOM, 4Yepe3 JIeMOHCTpa-
LU0, JeKOHCTPYKLUI0 U Iepec6OpKy BbI-
pasuTeJbHBIX CcpeAacTB. llpefcraBuM, 4YTO
JOKYMeHTalUsl XyJI0KeCTBEHHBIX MpPaKTUK
(mo-zpyromy ornpejeseHHble NPOWU3BEJEHUS
XYJL0’KHUKA) TOHUMAaeTCsl KaK CBU/IETENbCTBA
COLIMAJIBHOTO JIeMCTBUS Xy/J0’KHUKA-KPUTHUKA
O0IENMPUHATHIX (3KOHOMUYECKHUX, TOJTUTHYE-
CKUX U T. I.) MpaBUJ U HOpM. Mcxops u3 npes-
CTaBJIEHUU O TOM, UTO UCKYCCTBO ONIOCPEAYET
couuaJibHble KOMMYHHUKALUH, Xy 0XKeCTBEH-
Hble IPAKTUKHU UCKYCCTBA BTOPOM MOJIOBHUHBI
XX Beka MOXXHO COJM3UTH C KeCTaMH KJiac-
COBOM COJINZAPHOCTH MJIM OTHECTHU HX K Cy0-
KYJbTYPHbBIM U KOHTPKYJBTYPHBIM >KECTaM.

B32110 Ha ckyabnmypy Oseza BamyxmuHa
poxcdaem onbim ecmpevu ¢ 06pazom
acymkozo.  3o40moe  obpamsaeHue  y3Koli
weau npunodHsmo Ha nocmamenm. Ilpu
6auxcativieM paccMompeHuu — WoOK  UAU
mpegoza om  @cmpevu  ycuaugaemcs
6edHocmbl0  Mamepuaad u NPUMUMUBHbIM
XapakmepoM 8blpabomxu.

Looking at the sculpture of Oleg Batukhtin
gives one the sense of a brush with some-
thing terrible. The gilded framing around the
narrow slit is elevated onto a pedestal. Upon
closer inspection, the shock or alarm from the
encounter is amplified by the poverty of the
material and the primitive character of the
production.
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Oner BaTyxTHH
Cruxusd. 2013
Crp. 103

Oleg Batukhtin
Elements. 2013
P.103



Bnagumup Lok

Ha gauve. 2005
XouJ1cT, Macs1o
65%x40

Kosnnekuus ®enopa
MoposoBa

Ctp. 52

Vladimir Tsoy

At the Dacha. 2005
0il on canvas
65%x40 cm
Collection of Fedor
Morozov

P.52

Coupa/sipHast HCTOPUS CTAaBUT BONPOC O TOM,
MOXKHO JIM IPUHSTD B XKeCTe XyL0KHUKa M0/-
TBepXKJieHUe I'PyNInoBON COJNHUAAPHOCTH UJIU
MOJIEpHUCTCKOe TpeGOBaHUE «IPOrpeccUB-
HOCTH» HaKJIaAblBaeT Ha XyJOKHUKA 00s13a-
TeJIbCTBA HENPEO0JIMMON KPUTHYECKOHN JIHC-
TaHL MU 10 OTHOILIEHUIO K cebe U K KYJIbTyDe,
B KOTOPOU OH BbICKa3bIBaeTCs/eicTByeT?

AHasn3 coBeTCKOro HeoQUIMAJBHOTO HC-
KycCTBa C NO3WLUM COLMAJBHON HCTOPUU
OCJIOXKHEH TeM, YTO XYyJ0KHHUK-HOHKOHOp-
MHUCT OKPY>Ke€H B MacCOBOM CO3HaHWH Opeo-
JIOM JUCCHUJAEHTCTBA WJIM MapruHaJbHOCTHU
(B3aBUCUMOCTH OT OTHOLIEHHS HCCJeJ0Ba-
TeJisl WM HWHTepecymoLlerocss LEHHOCTAMU

Jpyroi KyJabTypbl).

B amoii cepuu Havsica 3uHamyauHa cemuo-
muveckomy uccaedosaHur nodeepzaemcsi
MO6UNU3AYUOHHOE CO3HAHUE pOCCUlickozo
o6bigames. O3Hauawwue npou3eo/IbHbL:
cXeMbl 38AKyayuu, PpUCyHKU ycmpolicmea
ybexcuwja, npedynpedxcdarowjue naaxKamel,
N/IaHbI, KApMbl — UHCMPYKYUU BbIHCUBAHUS],
cmuu308aHHble hod UcKyccmeo aymecaiie-
pO8 U/U HAUBHOe MBOP4eCcmao.

In this series by llyas Zinatulin, a semiotic
investigation is subjected to the mobilization
of the consciousness of the average Russian.
The signifiers are arbitrary: evacuation plans,
drawings of refugee devices, warning signs,
blueprints and maps. All of these various
instructions for how to survive have been
stylized as a kind of naive or outside art.

CoyuanbHblll CMbICA U2Pbl C HCAHPOM AB-
monopmpema 8 uUpoHuu Had cob6cmeeHHOU
udeHmu4Hocmvlo U Had ceoell pabomoli.
Ily6auunslli pomanmuveckuti Mug o msmy-
wemcsi, cmpadaroujem XyOodxcHuUKe ecmpeya-
emcsi co Cmuu3amopcmeoM npuUMUMUeHoU
Jcuegonucu. XyodoxcecmeeHHblll maHugecm
KY/IbMYPHO20 YCKONb3AHUSI, XYOOHCHUKA 8bl-
X00HbIX, XydodxcHUKA da4yHOl uduaauu 8K0-
ygem Kpumuky KOH8eHYUll npopeccuoHa1b-
HO020 coobujecmea U Kpumuky npusepiceHyes
UHMeAeKMYaabHO20  KPUMUYeckozo Uc-
Kyccmea. Ilo3uyusi aemoHoMuu uckyccmed
KAaccuveckoeo MoOdepHU3MA peaausyemcsi
8 nopmpeme Baadumupa Ljos uepe3 0080.1b-
HO Henpusi3HeHHOe OMHOWEHUe K 3pumento,
pasenndvieams  KOMOPOMYy paspeulaemcst
MO/MLKO «U3HAHKY X0/CMa», «3a080pKU»
u «3adbl», omeopascusawujue npoyecc uc-
Kyccmea om docysicezo 8324504.

The social meaning of playing with the genre
of self-portraiture is one of irony towards
one's own identity and work. The commonly
held romantic myth of the restless, struggling
artist is made to face the stylization of
primitive painting. The creative manifesto of
the cultural escapist, the Sunday painter or
the artist of leisurely afternoons at the dacha
are all implicitly part of a critique of the
conventions of the professional community
as well as of the intellectual adherents of
critical art itself. Vladimir Tsoy's portrait
demonstrates this argument for the autonomy
of art within classical modernism, through its
decidedly hostile attitude towards its viewer,
who is only allowed to observe the events
depicted within the painting through “the
wrong side of the canvas,” the “backyard” or
“backside,” thus fencing art off from casual
observation.

IR

Ho ecnu urHopupoBaThb NepBbIH HMIYJbC
NpUSASHU WJIHA TNpe3peHHuss U MNOTrpy3uThCs
B aHaJIM3 «JJOKyMeHTa», TO BONPOCH! COLU-
aJbHOW HCTOPUM K IPOU3BEJIEHUI0 ObLIU
Obl CBsI3aHbI C oNpeJiesieHHeM ero QyHKIUU
B KOHQJIMKTe TrpynnoBbiXx HHTepecoB? Ha-
NpHUMep, aHAJOTMYHO TOMY, KaK NpPaKTUKHU
JlaJlauCcToOB OIpeJessAlTCcad H300peTeHueM
Cpe/CTB KOHTpIponaraH/bl Hallu3Ma, npak-
TUKU MeTadu3ukKoB B nocseBoeHHoM CCCP
WCIIOJIHEHBI NOUCKOM CpeJiCTB KOHTpIpomna-
ra’H/ibl MaTepuaausMa (6a30BOro sJjeMeHTa
MapKCHUCTCKOU 3CTETUKH).

MoJlepHUCTCKHE XYZA0XKeCTBeHHble NpPaKTH-
k4 B Poccuu BTOpOIt nosioBuHb! XX Beka pe-
aJIM30BbIBAJINCh B YCJOBHUAX rOCyJapCTBEH-
HOTO peryJUpoOBaHUS XYA0XXeCTBEHHOTO
NpPOM3BO/CTBA, OCYLeCTBJISEMOro yepes ro-
CyAapCTBeHHble UHCTUTYTHI: 00513aTesibHOE
Xy/[0XXeCTBEHHOe 00pas3oBaHUe, 4YJIEHCTBO
B Coro3e Xy/J0XKHUKOB, y4acTHe B BbICTABKaX,
KypupyeMbix CO1030M XyZ,0’KHUKOB, rOCyZap-
CTBeHHble 3aKa3bl Ha CO3JjaHHe Npou3Beje-
HUHI MCKYCCTBA M KOHTPOJIb HaJi CpeACTBAMU
NpPOM3BOJCTBA. 3@ BCEMHU 3TUMU HHCTHUTY-
TaMM eCTb CBOM 3CTeTHUYeCKHe TpeboBaHUS,
colMajibHble 0XKUJAHUA, TUIBl yIIpaBJeHUs,

7Q

HWnbsc 3unaTynuH
Cepus «Ili1aH
3BaKyauuu». 1998

Crp. 112

Ilyas Zinatulin

From the series
“Evacuation Plan.” 1998
P.112



TO eCTb KOHBEHIUH, NOOYKIAI0IINe XY0XK-
HUKa-MOJIEPHUCTA K KPUTHYECKOMY BBICKa-
3bIBAHUI0, HAINlpaBJEHHOMY NPOTHB 6J1aro-
npuoGperaresieil oPUIHAIBHON CHCTEMBI
KYJIbTYpPHOT'0 NMPou3BoAcTBa. COOTBETCTBEH-
HO, MOXKHO 3a/laBaThb NPOU3BEJEHUI0 BOMPO-
Cbl 0 TOM, Ha KPUTHUKY KAaKOT'0 HHCTUTY TA UJIH
KOHBEHIIMH HampaBJieH TOT WUJIU UHOM XKecT,
3aduKCcUpoBaHHbLIA B HeM. K cJioBy cka3aThb,
€cJu ObITh NMOCJIelOBAaTEeIbHBIM U IpeJCcTa-
BUTh cebe copmupoBaBiiywocsi B 1960-e
rofbl JIpyryio KyJbTypy Kak CUCTEMY pa3je-
JIsleMbIX LIeHHOCTeH, ee CBOMCTBA — ackesy,
60reMHOCTb HOHKOH(GOPMHCTCKOH Ouorpa-
¢buy, UHTepec K aBaHTapy U TaK ZaJjiee, — TO
UX TaK)Xe HY>KHO OCMBICJIUTh KaK CTHJIb )KU3-
HU (NOHMMaHHUs, NOBEJEHUs) U TaKXKe yBHU-
JleTh KaK IPyIIIOBYI0 KOHBEHLHIO.

Koa mckyccrBa, nnm Ha Kakom
fi3blKe HANMUCAHbl KAPTUHDbI?

3

ManepHbili B. KynbTypa [Ba.

M.: HoBoe nuTepatypHoe
o603peHue, 2006. 407 c.

JelinpPOBKH, TO eCTh Yepes YeJ0BeKa YU Ta-
olero. B paMkax aTUX Mo X0A0B caMo cpej-
CTBO HeceT MH}OpMaLUIO, ONpeesouyo
cojepkaHue coobuieHus. [lius CTpPyKTypa-
JIU3Ma HeT eCTEeCTBEHHBIX U UCKYCCTBEHHBIX
SI3bIKOB (HET NpeANoYTeHUuss QUTypPaTUBHOTO
HCKYCCTBa, KaK 06oJiee mpocToro, Hepurypa-
THUBHOMY, KaK 60Jlee YMO3PUTEJbHOMY), BCE
OHH CYTb 3HAKOBble CHCTEMBI, OpraHM30-
BaHHble QYHKIMOHAJbHBIMU Pa3JIMYHUSAMU
Y CMBICJIOBBIMH OININO3ULUAMH.

CaMoli M3BECTHOM CTPYKTYpaJUCTCKOH pa-
60TOI 0 COBETCKOH KyJIbTYpe siBJsieTcs Oe-
ctcenep Bnagumupa [lanepHoro «KynsTypa
JBa»®. B Heil coBeTckas KyJbTypa — IMpe-
JKJle BCero rpajoCTPOUTENbCTBO, apXUTeK-
Typa, HO He TOJIbKO, — paccMaTpUBaeTCs KakK
LUKJUYecKasl cMeHa GMHapHbIX NPUHLUIIOB
KyJbTYPHOTO IPOU3BO/CTBA.

[ U3ydeHUs] MOJIEPHUCTCKOrO HCKYCCTBA
B Poccuu cTpyKTypaIMCTCKUM IOAX0/, O3BO-

JIIeT He TOJIbKO COCPeJOTOYMTLCS Ha aHa-

JIU3€ CPEJICTB BbIPa3UTEJbHOCTH MJIM KO/IOB,

OpraHM3yWUIMX XYJO0KECTBEHHOE BBICKa-

3bIBaHME, HO U BBISIBUTb CPEJHU XY[0KHUKOB

BToporo aBaHrapfia Xy/0KHHKOB-CTPYKTY- Anppeii Kamanos,
panucToB. I UMelo B BUAY TeX, YbHd HHTEPECHI, Buicrop Cepos

dopMasMCcTCKUe WM CTPYKTYpPaJUCTCKUE
HWHTepeChl 0CHOBBIBAIOTCSA HAa TOM, YTO JIl0G0e
COOGIEeHNEe ONMOCPENYETCS UCIOJb30BAHHUEM
3HAKOBBbIX CHCTEM, BHEIMOJIOXKHBIX CaMOMY
BbICKa3bIBaHUI0. [[Jis BU3yaJbHbIX UCKYCCTB

Bukrop Pegopos BAapUaAHT TAKOr0 yTBEPXKJAEHUA CBA3aH C KpHU- JeATENBHOCTh W UyBCTBEHHOCTh CBASAHI )I;ocn:nwllca. Juntux. 1990
Bes naspanus 3UCOM pedepeHIrH, TO eCTb C MOHUMaHUeM OJICT, MACIo
XoJicT, Macs1o CO CTPYKTYPHBIM, A3bIKOBBIM, CHUCTEMHBLIM Pparment
Crp. 63 TOr0, YTO BU3yaJ/IbHble BIeYaT/JIE€HUS OT UC- Crp. 86-87
P npejcTaBjeHHeM 00 aHaJIU3UPYEMBIX 00b-
Vlkt.or Fedorov KyCCTBa CBA3aHbl C APYTUMU 3PUTEJIbHBIMU exTax. Jlerde BCEro Ha 3TOM MeCTe MpEjCTa- épkti(r)e;yslsfgnalov and

. 1 \'A
Untitled BIeYaTJEeHUAMU He uyepe3 /el pernpeseH- . .
0il on canvas BUTb XY OXXHHUKOB COLI-apTUCTOB, Y KOTOPbIX Gostinka. Diptych. 1990
P 63 TalUM4, a TOJIBKO JIMIIb 4Yepe3 WHCTAHLUI0 o 0il on canvas
: NpaBUJla COBpEMEHHBIX UM COLUAIbHOH, A3bl- Fragment

KOBOM, BHW3yaJIbHOW KYJbTYpD IOJABEPIIUCH P.86-87

B ¢opmasbHOM 3KCnepumeHme KapmuHbl
d Buxkmopa ®edoposa ucno1b3yomcest 31emeH-
{ mbl 3HAKOBOU cucmembvl KApmMuHbl (hosepx-
HOCMb, NPOCMPAHCMB0 U306pasiceHusl, Mode-
JUPOBKA 06B5eMa) 0151 U2pbl CO 3pUMeNbCKUM
socnpusimuem. baazodaps HabawdeHuro
3a onnosuyusamu — 2/4y6uHA/NA0CKOCMY,
yeem/noaymoH, 06sem/cuiysm — 3pumesnto
€ 04e8UOHOCMbIO OMKPbIBAEMCSl He YCA08-
HOCMb HCUBONUCHO20 SA3bIKA, HO Nepexcued-
Hue Memagu3uku NpocmpaHcmaa.

XydoscHuku Andpetl Kamanos u Bukmop Ce-
pos uaarcmpupyrom udero Coccropa o «npo-
u3gobHocmu 3Haka». O3Havarwum 8 Kap-
muHe 8 KaxcdoM ee OKHe HA3HA4YeH paspe3
K8apmupbl «20CMUHKU», 03HAYAEMbIM Jice 80
8CSIKOM U306PAJCEHHOM C/YyHae OKA3bl8arm-
€S pazAuvHble CUMyayuu coyuanbHbIX 83au-
Modeticmsuil.

The artists Andrey Kamalov and Viktor
Serov illustrate Saussure's argument for the
“arbitrariness of the sign.” What is depicted
in each window of this “gostinka” apartment
block, presented split down the center, is
signified the same way in each image as
different instances of social interaction.

The formal experimentation within this
painting by Viktor Fedorov uses elements of
the painting's symbolic devices (surface, the
space of the picture, the modeling of volume,
etc) to play with the viewer's perception.
Through observation of oppositions - depth/
flatness, color/grayscale, volume/silhouette -
the viewer obviously is not offered the typical
conventions of pictorial language, but rather
an experience of the metaphysics of space.
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Kupun Kproukos

ByHT npogoJrkaeTcs.

2015

Crp. 126

Kirill Kryuchkov
The Rebellion
Continues. 2015
P. 126

CEMHUOTHYECKOMY aHau3y. K npumepy, quk
«DyH1aMeHTaNbHBIN JIeKCUKOH» ['puropus
BpyckuHa, 6rocTbl WM mapcyHbl bopwuca
OpJioBa 4yepe3 «IepecTaHOBKU», «KOJIJIAXH-
poOBaHHE» 3JIEMEHTOB BBISIBUJIU CTPYKTYDPY
Y COCTaBJISIIOIINE COBETCKOrO MUda.

JencTBue uckyccrea, unm Komy
BbIrOAHO, €C/IM FOBOPAT KapTUHbI?

Ecau cTpyKTypaJsIMCTCKUM HMHTepec CBA3aH
C omnpefiejleHUEM OINIO3UIMM, OpPraHU3ylo-
IIMX BBbICKA3blBaHHWE, TO MOCTCTPYKTypa-
JIUCTCKUE TOJXOAbl 3aJalTCsl BONPOCOM,
BUYbHX HHTEpecax peasu3yeTcs 3TO BbI-
cKkasbiBaHUe. Y, COOGCTBEHHO, MOCTCTPYKTY-
pasvcTcKasi [JiesaTeJbHOCTh HallpaBJeHa Ha
KPUTHUKY BJIACTHBIX (JOMUHUPYIOIMX) HH-
CTUTYTOB. CTPYKTypaJu3M HHTEpecyeTcs
TOJIbKO BHEMOJIOXKHBIM BbICKa3bIBAHUIO S3bI-
KOM, B MOCTCTPYKTYypaJu3Me OCMbICJIEHHOM
KaK JJUCKYPC, TO eCTb He KaK HelTpaJsibHas
CTPYKTYpa, onocpeyoolas BbICKa3bIBaHHUE,
a JIefiCTBUe, yKe BKJIIOUamllee B cebsi, KpoMe
KOHBEHI[M{, OTHOIIEHUs] BJIaCTU (MPUBUJIE-
rMpOBaHHbIE 3JIEMEHTHI S13bIKa, MPEANOChIJI-
KU B PUTOPHUKE, HepapXUs AUCKYPCOB U JIPy-
roe). IloCTCTpPyKTypaiu3M HHTEpecyeTcs
nepdoOpMaTUBHBIM HU3MEpPEHUEM KYJbTYPHI,
TO eCTb Pa3HOT0 PoJia KecTaMH uepapxuye-

#

i

I}

i

’ﬂ-lf.{_ﬂf LIt

Paboma Kupusana Kproukosa dekoHcmpyu-
pyem npocmpaHcmeo 80Kpy2 8bICMA8oYHOU
eanepeu. MHmepgeHyusi XxydoxcHuka deaa-
em 8uduMbIM KOHPAUKM 08yX cnoco6os 03-
HA4U8AaHUsl — CNOpP 0 MOM, KY/AbMypHO UAU
UHOYCMPUA/AbHO Mbl 80CNPUHUMAEM mep-
pumopuio ¢gabpuku «3aps»? Tomoesl u
Mbl 8 306POUWEHHbIX, HUYbUX MEepPUMOpUsX
8aHOAU3MA NPU3HABAMb NPABO Ky/Abmyp-
HOU uHcmumyyuu Ha HenpukoCHO8EHHOCMb
apmegakma?

This work by Kirill Kryuchkov deconstructs
the space around the exhibition gallery.
The artist’s intervention makes visible the
conflict between two methods of signification,
underlying the argument about whether we
perceive the space of the Zarya factory as
cultural or industrial. In these abandoned
no-man’s lands, rife with vandalism, are we
prepared to argue for the rights of a cultural
institution over the inviolability of the
artifact?

Z7)

CKUX OTHOLIEHUH: BMEeHeHHeM NPeATOoChLIOK,
HEeBO3MOXXHOCTbI0O U36eaTb JHaJora, AUK-
TaTOM MeCTa, JUKTATOM UHCTUTYLUH.

Jna kputudyeckoro uckycctBa 1970-1980-x
HNOCTCTPYKTYpPaAJUCTCKass TeopUs Ipexe
BCEro peaJsin3oBaJjiach B «MHCTUTYIMOHAJIb-
HOH KpPUTHUKE», site-specific-uckyccrse,
B XY/JO’)KeCTBEHHBbIX IpaKTHKaX, aTaKylo-
IUX Jocese «HeWTpasbHble» 3JIeMEHTHI
3KCNO3ULUU: CTeHbl wite cube, My3eliHble
W UHCTUTYLMOHA/bHble 3/aHUSA U Jpyrue
«ycJIOBUS UCKyccTBa». KpoMe aToro, B mocT-
CTPYKTYPAJHUCTCKOM HCKYCCTBE KpPHUTHKe
noJBeprjauch o6pasbl, GopMUpyeMble Cpej-
CTBaMM MacCOBOW KOMMYHHKaIMU. 32 3TUM
HWHTepecoM ujes o ToM, YTo 06pasbl MaccMe-
Jl1a, a He HAIlU Cy6'beKTHUBHbIE HAGII0AeHU A
W 3HaHUA 06s1aJjal0T HauboJibLIed NpUBH-
JIErMPOBAaHHOCTBIO B GOPMUPOBAHUHU HAIIUX
(my6JIMKHM) NpeACTaBJIEHUH O PpeasibHOCTH,
npaB/ie, JOKYMeHTe.

Boo6pakeHue BocCcTaHaBJHUBAeT MO pesUK-
BUAIM, CJeJlaM U JJOKYMeHTAalluM — BCeMy
TOMY, YTO MOCETHUTeJb My3esl LEeHUT Kak
KYJbTYPY, — XOJ MBICJIEH, XKeCTbl, peaKUU
JPYTux JIoZiedl B JaJleKOM U HeJlaBHEM IIPO-
msoM. B mponecce MojesnnpoBaHUs BOC-
NOMUHAHUSA B X0J HJeT BCe, YTO IONAAaeT
B II0Jle 3peHUs, HCKYCCTBO, BepHee apTedak-
Thl, ToXKe. O6cyx/jasd HeacTeTUYeCKUe CBOM-
CTBa NIpou3BeJieHUs: UHGOPMALHIO O [IeHHO-
CTH, ero aHaJIUTU4YeCKHe BO3MOXKHOCTH, CUITY
ero CBU/leTe/IbCTBa, — Ny06J/IMKa UMeeT LaHC
B3aHMMO/JIEHCTBUA C yILIe UM,

ZZ
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CM. cTp. 12 HacTosLwero
ELECTEN

Bukrop I'paueB
Beper mops. 1960
Kapron, macio
ITpumMopckasa
rocy/japcTBeHHas
KapTHHHas rajnepes,
BaaguBocTok, Poccus
Viktor Grachev
Seashore. 1960

0Oil on cardboard

Primorye State Art Gallery,

Vladivostok, Russia

BuxkTop Npaues

o

Hacnenue Buxropa I'payesa nonaso B noJie 3peus\fjktor Grachev
CrenuaaucToB 6/arofapsi TOMy, YTO JBaALATh pa-
60T 1nocJie ero cMepTy 6bLIM NepefaHbl APY3bAMMViktor Grachev's legacy came to the attention of art
B gap [IpuMopckoli KpaeBoH KapTUHHOU rasiepee.historians only after the artist's death, when his friends
BukTtop ['paues, cyis Mo BOCIIOMUHAHUAM 3gaB-gifted roughly twenty of his works to the Primorye State
wux ero xyaoxuukos (B.H. KoroBa, BA. Kamog-Art Gallery. According to the accounts given by artists
CKOr0), He MMeJ CMeLHaNbHOTO 06pa3oBaHus, Howho knew him (m.cludmg V.N. Kotov and V.A. Kamovsky),

o Grachev never trained formally, but was extremely well-
ObLJI Ype3BbIYAaHO HAYMWTAH, MOpaXkasl Pa3HOCTO-

read, astounding others with the scope of his interests,
POHHOCTBIO CEOMX MHTEPECOB 1 3HA O IIpocl)ecc{'”/land he seemed to know a lot more about the profession

ropaszio Gosiblile TOTO, YTO AABAIM MPOTPAMMblthan those who had attended art schools those same
Xy[IO>)KECTBEHHBIX y9e6HBIX 3aBEA€HUH B T€ TOAbLyears. Grachev was constantly drawing and he maintained
[TocTosiHHO pucoBaJ, APYHKKUJ C ydaluMucs Baagu-close ties with students from the Vladivostok Art School
BOCTOKCKOTO XY/[0?KECTBEHHOro yuuauma u Jlaap-and the Far East Pedagogical Institute of the Arts, who

HEeBOCTOYHOI0 [I€aTOrMYeCcKOro I,[HCTH.l.yTaattempted to talk him into enrolling. However, the Institute

could not accept Grachev as a student, as he lacked a high
UCKYCCTB, KOTOpPbl€ HECKOJILKO pa3 NPUBOLUJIHA €r0 i P o
Y p p p A school education, and the art school, as his friend Vladimir

B 3TH y‘{eGHbIe 3aBe/ieHusl. OAHAKO B MHCTUTYT eroNikitovich Kotov admitted, had nothing to teach him.
IIPUHATE HE MOTJIM 11O NPUIHHE OTCYTCTBUA CPeM-The works of Grachev now in the collection of the
Hero 06pa30BaHus, a 1e/jarory YYUIMIIA, KaK BCIO-primorye State Art Gallery can be dated to the 1960s, and
MHHaeT ero Apyr Biagumup HukutoBuy KOTOB,unquestionably meritthe attention of art historians, both as
NPHU3HABaJIUCh, YTO UM HEYEMY €TI0 YYUTh. subjects of stylistic analysis, and as keys to understanding
Pa6otbl 'paueBa, xpanamuecsa B Koaaeknuu [TKIthe artistic context in which they were created.
¥ JaTHpoBaHHble 1960-MH rozaMH, 6e3ycn0BHo,9ra?hev’S life was tragically cu.t short.atl 28 ylears.old, b.ut
3aC/Ty’KMBAIOT BHUMAHHS MCKYCCTBOBEIOB — — }.ns art, he mz.maged to.atltam a strl.klng diversity, with
a liberal sampling of painting techniques that enabled
npeaMeT AJis aHa/IU3a CTUJIMCTUYECKUX 0CO6EHHO-

° the artist to create works stylistically akin to Abstract
CT€N W TMOHMMAaHHUA Xy 0MKECTBEHHOr0 KOI'[Te}“:Ta'Expressionism, while still retaining their “spatial and

B KOTOPOM OHHM BO3HHUKJIH. anthropological memory.” Perhaps one can say that in
B wuckycctBe [payeBa, NpOXKMBLIErO KOPOTKYIOhis depictions of people, the artist came close to a kind of
JKU3Hb (OH yMep B 28 JeT), mopakaeT pa3HocCTo-figurative message, while his landscapes approach pure
POHHOCTb, CBO6GOZA BJAJEHHUs TEXHOJOTHYecKMMuabstraction.

npyeMaMU >KUBOIMCH, NO3BOJISBUIMMU XY OXKHHUKY

C03/1aBaTh IPOU3BEJeHUs, CTUIINCTUYECKH OJIM3KHe

K abCTPaKTHOMY 3KCIPECCHOHHU3MY U COXpaHSI0-

mye «IaHAmapTHO-NPOCTPAHCTBEHHYIO U aHTPOIIO-

JIOTHUYECKY0 aMaTh» . [oxkasyH, npu n306pakeHuu

Yyesl0BeyecKoW QUIyphbl XyAOXKHUK Oske K QUry-

pPaTUBHOMY NMHCbMY, a B NeH3ake MOXKET BIJIOTHYIO

NPUBJIU3UTHCSA K YUCTON a6CTPaKIUU.
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BuxTop I'paueB
OceHHui 3TI0A,. 1962
Opra/uT, Macio
39,5x32,5
Ipumopckas
rocyJjlapcTBeHHast
KapTHHHasl rajepes,
BaaguBocTok, Poccus
Viktor Grachev
Autumn study. 1962
0il on orgalite board
39.5x32.5 cm
Primorye State Art Gallery,
Vladivostok, Russia

Bukrop I'paueB
IToa. 1962

Opra/uT, Macio
ITpumMopckasa
rocyfiapcTBeHHast
KapTHHHas rajnepes,
BaaguBocTok, Poccus
Viktor Grachev

Study. 1960

0il on cardboard
Primorye State Art Gallery,
Vladivostok, Russia
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BukTop LlauxT
OayBaH4MK. 1991
XoJ1cT, Mac10

102x83

[IpuMopckas
rocyjlapcTBeHHast
KapTHHHad rajepes,
BaaguBocTok, Poccus
Viktor Shlikht
Dandelion. 1991

0il on canvas

102x83 cm

Primorye State Art Gallery,
Vladivostok, Russia

BuxkTop LUnuxTr

Buktop MuxaitnoBuu ILauxT 6bLT HactasHUKOM\Jiktor Shlikht

A AYXOBHBIM JIMAEPOM [JJii MHOTHX IPUMOPCKUX

XYAOXHUKOB, U HE TOJIBKO AJI1 TE€X, KTO HENOCPEA-Viktor Mikhailovich Shlikht was a mentor and spiritual
CTBEHHO Y4YHJICA B €r0 CTYAMHU BO JIBOPLE KY/IbTypblleader for many of the Primorsky artists, and not just
2KeJIe3HOIOPOXKHUKOB ByiaguBoCTOKA. those who trained in his studio at the Palace of Culture for
Bukrop lllnuxT okoHuus BiaguBocTokckoe xypo-Railroad Workers in Vladivostok.

ecTBeHHOe yuuauie B 1960 roay, Boiciume Kyp_Shlikht graduated frorp the Vlaldivostolf Art School. in
CbI XYOHUKOB-AM3aiiHepos Cowo3a XyAO)](HI/IKOB1960’ only to follow up in 1975 with continuing education

design courses offered by the Artists Union in Moscow.
CCCP & Mockse — B 1975-m. llpeacrapsercs, T s atypical background allowed the artist to avoid

Kasi nepekBasudHUKaLKMsA MO3BOJINIA XYAOMHUKY L ying to work within the limited framework of Socialist
YKJIOHUTBCSI OT HEOOXOAMMOCTH PaBoTaTh UCKIIO-Realism. The artist's creative identity evolved gradually,
YUTEJIbHO B paMKax coupeanusma. TBop4ecKasidrawing first from the experience of the old masters,
WHAVMBUAYAJBHOCTD XYAOXHUKA CKJaAbIBasackbefore embarking on a spiritual quest and a philosophical
MOCTENEHHO: W3y4eHHWe OMbITa CTapbix MacTepos,grounding that revealed itself in his paintings, which
CTpeMJIeHHE K AyXOBHOMY MOMCKy U uiocodckums!ittered like mosaics.
06061IeHUAM POSBHINCH B €ro CBepKaiollei, HO_The development of Shlikht s landscapels follows a path
from the epic to the romantic. The artist showed deep
Jl06HO MO3auKe, )KUBOTIHCH.

. . B concern with the characteristics of a space - whether real,
JIHHUIO Pa3BUTHSA NEH3AKHOH XKUBONHCH UKTOPAy 3ty ral or artificial. The varied manifestations of space in

llnmxra ciiefyeT NPOBOAUTE OT SMUYECKOTO U PO-his work feed into a kind of all-embracing understanding
MaHTHYECKOTo MNensaxka. Xy[JOXHHUKa BOJHOBaJMof Nature, in which there is no place for discrimination
XapaKTepUCTUKU IMPOCTPAaHCTBA — peasbHoOro,between specific landscapes or still life motifs and the
MPUPOAHOrO U XyA0XKECTBEHHOI0, YCJIOBHOTO. Jrpvisual representation of abstract ideas.
pasHble UIIOCTACcH MPOCTPAHCTBA B ero Mpoussege- ¢ Majority of Shlikht's landscapes were painted on the
HUAX CIMBAJIUCh B HEKOe BCeoGheMolee HOHH_Sldeml Peninsula (now BezverkhQVO), on the shores oft.he
Gulf of Peter the Great. In paintings like When the Wild
Tue [Ipupopl, B KOTOPOM HeT MecCTa [ieJIeHUI0 Ha

. Rose Blooms or Lighthouse, the simplicity and grandeur of
KOHKPETHO IEU3BKHBIE WJIH HAaTIOPMOPTHBIE MO~ landscape is enriched by colorist expression and plastic

THUBBI W BU3ya/bHbl€ BOIUIOIIEHUA OTBJIEYEHHDIXfioyration, selected to convey the impression of treetops
uaeu. and flowering bushes buffeted by gusts of wind. The clean
BosbmuHcTBO nersaxew lllnvxTa 6611k HanucaHbllines of the horizon, the point of interaction between
B 6yxTe CujemMu, Ha mobepexbe 3aauBa [letpa Be-the earth, sky and sea, serves not only as a depiction
nmkoro. B kapruHax «Korja IjBeTeT LIMMOBHHUK» of a specific scene on the Primorsky coast, but also as a
: ’ . . . . .
«Masik» IPOCTOTA U BeJIMYeCTBEHHOCTb 0606LueH-Syml?°1 of t}.1e coasF itself, the qullntess?ntlal .characterlstlc
o that immediately gives away the image’s setting.
HO pElIeHHOTIo IIern3axa 060FaLLlaIOTCH JKCIIpeccu-

. One extraordinary quality of Shlikht's practice is that it
€M KOJIOPUCTHIECKOTro U IJIACTUIECKOro pemeHHH'successfully blends Eastern philosophy with the Western

BbIGPAHHOTrO /ISl lepe/iauy BlIeYaTIeHHsl OXBAY€H-paintings traditions to create paintings in which the
HBIX IIOPBIBOM Be€Tpa KPOH [epeBbeB U LBETYyILIHXsynthetic view, while removed from a direct experience,
KycTOB. YeTKue JIMHUM TOPU30HTA, NPOCTPAHCTBOIs nevertheless able to capture the essence of Primorsky
3eMJId, He6a ¥ MOpsI BOCHIPUHMMAIOTCS He mpocTtonature.

KaK nei3ax KOHKpeTHOH 6yxThI [IpuMopBbs, HO Kak

CUMBOJI Kpasi, KBUHTICCEHI[HUS XapaKTEePUCTHK, M0-

3BOJIAKOLIMX Y3HATh B KAPTUHE ero 06pas.

Hck109nTeIbHBIM Ka4eCTBOM TBOPYECKOTO METOa

llliuxTa ABJASETCA TO, YTO CIJIaB BOCTOYHOU QHJIO-

cobry U 3amaZHOeBPONENCKON KUBONMHUCHOM Tpa-

JULMH POXKAAET IPOU3BE/IEHMS, B KOTOPBIX B 0606-

IIIeHHOM, OTCTPaHEHHOM OT HeIoCpeJCTBEHHOTO

BOCNIPUATHSA BU/Je NpeJCTaeT UMEHHO NPHUMOpCKast

npupoza.
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BukTop Ulauxt
JAunanoru. 1989
XoJicT, Macso

73x96

Mys3eil coBpeMeHHOTr 0
uckyccrtsa APTITAX,
BnaguBocTtok, Poccus
Viktor Shlikht
Dialogues. 1989

0il on canvas

73%x96 cm

ARTETAGE Museum
of Contemporary Art,
Vladivostok, Russia

Buktop lllnuxt

Cny4aiiHble cBA34. 1990

XoJicT, Macso

70,5x91

Myseii coBpeMeHHOro
nckyccrsa APTITAX,
BnaauBocTok, Poccus
Viktor Shlikht
Random Connections.
1990

0il on canvas

70.5x91 cm
ARTETAGE Museum
of Contemporary Art,
Vladivostok, Russia

Buxrop lllnuxt
IIunoBHUK. 1991
XoJ1cT, Mac10
100x114

Kosnekuus rasepeu
«Apka»,
BaaguBocTok, Poccus
Viktor Shlikht

Wild Rose. 1991

0il on canvas
100x114 cm
Collection of the Arka
Gallery,

Vladivostok, Russia
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KaHowiba B.W.
[BcTynutenbHan ctatbA] //
Camoiinos B. 25 net
TBOPYECKOI [eATEeNbHOCTY.
[KaTanor nepcoHanbHol
BbICTaBKM]. BnaanBocTokK,
1979.16 c.

2

KaHowiba B.W. CeBep

B cepaue // KpacHoe 3HamsA.
1979. N2 209. C. 3.

Bnagumup CamoiisioB
ToadyHr. 1970-e
Bymara, akBapeJib
62,5x49

[IpuMopckas
rocy/lapcTBeHHas
KapTHHHas rajepes,
BaaguBocTok, Poccus
Vladimir Samoylov
Todfung. 1970s
Watercolor on paper
62.5x49 cm

Primorye State Art Gallery,
Vladivostok, Russia

Bnagumup Camomnnos

Bragumup Hniconaesuq CjiMOf/iJIOB ponuics Bropo-\fladimir Sam°y|ov

e CBOOGOAHBIM AMypCcKOW 06/1acTH. YJacTHUK Be-

JIMKOX OTeyecTBeHHOM BOMHBL B 1952 rogy okoH-Viadimir Nikolaevich Samoylov was born in the town of

yua BaafuBocTOKCKOe XyA0’KeCTBEHHOe yuuauie.Svobodnyi (“Free”) in the Amursky Oblast. A veteran of

CaMOIJIOB He gaBJsica wieHoM Coro3a XyAO)KHHKOBthe Great Patriotic War, Samoylov graduated from the

PCOCP, ofHAKO MMes HeGOJbIIYIO MaCTepCKy}OVIadiVOStOk Art School in 1952. While he was never an

B JloMe XYL0KHUKOB (BJIa,ELI/IBOCTOK). official membe.r Qf the Artists Umor}, Samoyloy did receive
a modest studio in the House of Artists in Vladivostok.

B apxuBHbIX MaTepuasax B.M. KangbiObl, xpaHs- . .

Among the archival materials of V.I. Kandyba kept at
uxcs 13 [IIKT, 6oL 061;13py)KeH Gyxer IePCO-,¢ Primorye State Art Gallery, was a booklet for a solo
Ha/bHOM BbICTaBKH CaMoitoBa 1979 rofia co BCTY-exhibition of Samoylov from 1979, complete with an
NUTeJNbHOM cTaThel McKyccTBoBeda'. K gaHHOMYintroductory essay by the art historian. The event was
CO6BITHIO Obly1a IpUypoyeHa u ctaths B.M. Kanapi-confirmed and dated by an article of Kandyba’s in the
6bl B rasete «KpacHoe 3HaMs1»2 newspaper Krasnoe Znamya [“Red Banner”], in which

B.U. Kangpi6a mucas, yto CaMOiJIOB MHOTO M ce-Kandyba described how Samoylov worked in great depth
and seriousness on the Northern Far East, beginning with

HAYAT OH C HODTPETOB OIEHEBOLOB. H306 a)Ke[_mﬂp01"'craits of reindeer herders, whose daily life and labor he
pTp AOB, p recorded. In the Primorye State Art Gallery, one can find his

uX Tpyaa u GerTa. B IIpuMopcKoi KapTHHHOM raje-gyilful drawings, executed in a realistic manner.

pee XpaHATCs ero 06pOTHbIE rPadUIECKHe VM KUBO-At 4 certain moment, however, Samoylov’s work started
MMMCHbIE NPOU3BEAEHHNA, BbINIOJIHEHHbIE B Pea/IMCTH-to undergo substantial changes, which Kandyba connects
YeCcKOoH MaHepe. with the influence of the Chukchi woodcarver Vutvytagin,
Ho B Kakoi-TO MOMEHT ero MCKycCTBo mpetepre-the creator of traditional “pelikens” - figurines carved from
BaeT cepbe3Hble W3MeHEHHsl, KOTOpbIe KaH,qu6awalruS or mammoth tusks, depicting mythological spirit§
CBA3bIBAET C BJIMAHMEM HA Xy/0XKHHKA TBOp‘{eCTBaOf happiness or fortune, the patron gods of the Chukchi.

Kandyba insists that Samoylov’s works offer a new
HapOAHOIr0 4YYKOTCKOro KocTopesa ByTBbITaruHa,.

interpretation on national traditions, filling the traditional
cosfiaTe/il TPAAMIUOHHBIX NEIMKEHOB — BBIP€-f, g of folk art with a “new figurative content.”

3aHHBIX U3 MOPXKOBOH MJIH MAMOHTOBOM KOCTH MHU-Samoylov seized on these pelikens as a way to formulate
CI)OHOFquCKPIX AYXOB CHACThA U Yy[a4H, 60XKKOB-TI0-artistic expressions outside Socialist Realism. This is how,
KpoBUTeJIel YyK4el. /leslaeTcsl akKIeHT Ha TOM, 4Toin the 1970s, the artist managed to exist in two registers, as
paboTbl CaMoiiyioBa AAlOT HOBOE POYTEHHE Hanu-both a realist painter and an underground artist.

OHa/IbHBIX TPAJMLHUH, HAMOJHSIIOT caoxuBIrecs | ne defining feature of Samoylov’s symbolist period in the

1970s and 1980s was that he was the only member of the
OpMBbI HapOAHOTO HCKYCCTBA «HOBBIM 06pPa3HBIM
::q)o;[pep)icaHHpelvi Y p Primorsky underground to draw material for his formal

. works not from the readymade European imitations of
Bnagumupa CamoisioBa me/MKeHbI HMHTEPECYIOT 6 art from the Far East or Africa, but rather direct from

B [IEPBYI0 O4YepeAb KaK MOBOJA K Hayaly GopMalib-the source in the contemporary folk art of the indigenous
HbIX IIOMCKOB BHe coljpeajiu3Ma. TakuM OGpaBOM,peoples of the Russian North.
B 1970-e rofbl XyA,0X)KHUK CYyLeCTBYeT B ABYX UIIO-

CTacsX: KaK peayIuCT U KaK XyZ,0XKHUK aHZerpayHaa.

Oco6oe 3HayeHHe CHUMBOJIUCTCKOTO Iepuoja

B TBOpuecTBe CamoitnoBa 1970-1980-x cocrout

B TOM, YTO OH eIMHCTBEHHBIN U3 Xy[J0’)KHUKOB MPH-

MOPCKOTO0 aHZerpayHza, KTo yepras MaTepHasl AJjs

¢$opMaIbHBIX TOUCKOB HE U3 I'OTOBBIX EBPONENCKUX

nepepaboTok ucKyccTBa /lpeBHero Boctoka, Adpu-

KM, a HanpsIMyl0 — K3 HapOAHOro TBOPYECTBA CO-

BpeMEeHHBIX eMy MaJI0YUCJIeHHbIX HApPOAOB POCCUM-

ckoro Cesepa.

pbe3Ho paboTan Ha ceBepe /JlaibHero BocToka, 4To
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HOpui CobueHKoO

I0puit CoGYeHKO 6bLI CaMbIM BBIJAKOLIAMCS Bol-Yuri Sobchenko
MyCKHWKOM CHaydaJla BJsiaJuBOCTOKCKOTO XyZoxe-
CTBEHHOTO YYW/IHIIA, NOTOM JlalbHEBOCTOYHOTOYyuri Sobchenko stood out among his fellow students,
NneJaroruyeckoro MHCTUTyTa MCKycCTB. EMy mpo-first at the Vladivostok Art School and later at the Far
yuan 6oJibIIoe GyAylee, OLHAKO OH He TosbkoEast Pedagogical Institute of the Arts. Everyone agreed
U3MEHMUJI COLpeaju3My, HO U YBJIeK 3a coGoit Anex-that a great future awaited him, but few would predict
cangpa IbipkoBa 1 degopa Mopososa. [Iputom qTothat So.bc.henko Would not only have a p.rofoupd.lmpa.ct
Y TPHMOPCKHX HOHKOH(])OpMHCTOB He 0Ka3a110c1;0n Socialist Realism, but that he would fmd. disciples in
Alexander Pyrkov and Fedor Morozov. And, given that the
HH cl)alzopma, HU MCTOpHUKA, He CH?)KHHOC]’ CIIJIO_Primorsky coast Nonconformists lacked any particular
YEHHOW TPYIIBL, KaK y MOCKBHYEH JIMGO JIEHUH-f1 0 ite or dedicated historian, and did not form the
rpajles, BOKHYI 06bEAHHSIOWIYI0 POJb ChIrPasikind of close-knit groups found in Moscow or Leningrad,
HUMEHHO OH. Sobchenko played a crucial role as a unifying force within
Muccueit Co64eHKo 6bl1 MOUCK HHPOpMaIMK 0 eB-the scene.
pOmeiicKOM M pyccKOM MCKyccTBe KoHna XIX — na-Sobchenko made it his mission to seek out information
yasia XX BeKa, B KOTOPOM OH HCKaJl BAOXHOBEHHE cam®©! Europear.l and Russian art from the lgte 19th anc.i ea.rly
20th centuries. He looked to these materials for inspiration
Y npenojaBajl CBOMM y4yeHUKaM. N MeHHO nosToMy

Co6 and passed them along to his students. This is how the idea
SaKpEeInIach nAesd, ITO UCKYCCTBO LOLYIEHKO «IIOA- ¢ g chenko’s work being “derivative” began to take hold.

paxaTesibHO». [lefiCTBUTE/IbHO, 10 GobLIIe 9aCTHAdmittedly, his art by and large picked up on the dialectics
€ro UCKYCCTBO NPOZAO0JIKA/IO0 AUANEKTHKY PpPaHLy3-of French Modernists, whose examples Sobchenko
CKUX MOJEPHUCTOB, U abCTpPaKTHbIe BbIpa3uTesib-followed when deploying his abstract expressive forms.
Hbl€ CpPe/ICTBA OH pa3BUBaJ KMEHHO 10 X anMepy_By parsing through the Modernist heritage, which was
Pa6oTa 10 OCMBICJIEHHIO MojepHHcTcKkoro Hacse-itself significantly recycled by the artist, Sobchenko’s
Ivs, B SHAYMTEJNBHOH Mepe Hepepa60TaHHor0W0r.kS delivered a breath of fresl.l air within the contgxt of

Soviet art, where he would provide a whole generation of
C06‘{eHKO, B KOHTEKCT€e COBETCKOI'o MCKyCCTBa II0- . . .

N Vladivostok artists with a powerful boost.

CJIY?>KWJIAa TJIOTKOM CBEXero Bo3/lyxa U Oolopou AJid
11eJI0r'0 ITIOKOJIEHHUA BJIaJJUBOCTOKCKUX XY 0XKHUKOB
Y [1aJ1I0 UM MOIIHBIN UMITYJIbC.

HOpuit Co64yeHko

Be3 Ha3BaHus.
1992-1995

XoJ1cT, Mac10
103x150

Kosnekuus ranepeu
«Apka»,
BaagusocTok, Poccus
Yuri Sobchenko
Untitled. 1992-1995
0il on canvas
103x150 cm
Collection of the Arka
Gallery,

Vladivostok, Russia
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Opuii Co64yeHko
IlopTpeT B 3eJiIeHOM
Kapron, macio
70,7x49,8
Ipumopckas
rocyapcTBeHHast
KapTHHHas rajepes,
BaaguBocTok, Poccus
Yuri Sobchenko
Portrait in Green

0il on cardboard
70.7x49.8 cm
Primorye State Art Gallery,
Vladivostok, Russia
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l0puit Co6ueHko

LIBeThI B MacTEpPCKOii.

1997

XouJicT, Macio

140%87

Kosnekuus ranepeu
«Apka», BraguBocTok,
Poccusa

Yuri Sobchenko

Flowers in the Studio.

1997

0il on canvas
140x87 cm
Collection of the Arka
Gallery, Vladivostok,
Russia

HOpuit Co64yeHko
CTOJI1 B MacTepCKOM.
1998

XoJ1cT, Mac10

92x132

Kosnekuus ranepeu
«Apka»,
BaagusocTok, Poccus
Yuri Sobchenko

Table in the Studio. 1998
0il on canvas

92x132 cm

Collection of the Arka
Gallery,

Vladivostok, Russia
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Katanor BbicTaBKu
«BeTep c Boctoka». M.,
1994.

From the exhibition
catalogue for Veter s
Vostoka [“Wind from the
East”], M.: 1994.

Bnagumup Lok
Meii3ax c 10AKAMMH.
1998

XouJicT, Macio
110x150

Kosneknus rasepeu
«Apka»,
BaaguBocTok, Poccus
Vladimir Tsoy
Landscape with Boats.
1998

0il on canvas
110x150 cm
Collection of the Arka
Gallery,

Vladivostok, Russia

Bnagumup Llon

B Hauasne 1980-x ropos, 6sarozaps 3HaKOMCTBY\f|adimir Tsoy
u o61enuto ¢ l0puem BasenTuHoBrH4YeM CoGUeHKO,
TIOKJIOHHUKOM U TOINYJAPU3aTOPOM (GPaHIY3CKO-At the beginning of the 1980s, thanks to his acquaintance
ro vckycctBa BTopoi nmosioBuHb! XIX Beka B [Ipu-and interactions with Yuri Sobchenko - Primorsky’s
y
Mopbe, Biaagumup Lo#t mosiyuus HOBBIM uMmysbcprime admirer and advocate of French art from the
JJIl CBOEro TBOpYeCTBAa — MJeM, TexHMueckuesccond half gf the 19th cent}lry - the a[l‘tlSt .Vlad¥m1r
pHeMbl TOCTUMIIPECCHOHUCTOB. VIMEeHHO ﬂaH_Tsoy fognd himself propelled in new cregtlve dlr.eCtl.OIlS
by the ideas and techniques of the Postimpressionists.
HOe HalpaBJIEHHE »KHUBOIKMCH IHUTAJO C TeX I0p , A .
C Tsoy’s talent and inspiration have been directed down
TalalT 1 BAOXHOBeHHeU Los. Cnenyer OTMETHTD, ;g path ever since. It should be noted that this relates
3TO KacaeTcs B GOJIbIIEl CTENeHH TEXHHKH, CTUIAmainly to technique and style of production. As for the
UCHOJIHEHHsl. IMOLMOHAIbHOE «HAMOJHEHUE» erOemotional “filling” of his paintings, as art historian Natalia
KapTuH, no MHeHu0 H.A. JleBgaHCKOH, pa3uTesib-Levdanskaya puts it, Tsoy’s paintings strongly differ from
HO OTJIMYAeTCs OT KJIAaCCHYecKoro moctummpec-classic Postimpressionism. The traditional style and the
cuonusMa. HecMoTpsa Ha TpaJMIMOHHOCTh CTHﬂHrecognizable f(.)rmat a.sidg, many of Tsoy‘s paintings look
¥ y3HABAeMOCTb OGCTAHOBKH, MHOTHE KapTI/IHbI?XOth' The artlst.s.ob]ectlve. plerceptlon of natujre reflects
in canvases so vivid and original that one can’t help but
Lloa BeIIAAAT 3k30TU4YHO. HenmpeaB3sTOCTh BOC- . . . - .
B marvel at his amazing and extraordinary vision... This
npuATHs HaTypbl Birapnumupom Loem OTpa)KaeTCHdepiction of unity with the environment is the essence of
B €r0 I0JIOTHAX HACTO/IbKO APKO U CAMOGBITHO, YTO ke canvases of Tsoy, who creates landscapes and genre
AYyMaeTCs, KaKMM K€ yANBUTE/IbHbIM M HeOﬁbIKHO'paintingS, guided by his own methods. The closed contours
BEHHbBIM 3peHHEM OH HaZieJieH... ETMHCTBO U306pa-of the represented objects build upon one another, forming
JKaeMoro Co Cpeiod — CyTh moJioTeH Byagumupaa pictorial space dominated by pure color and precise
I[0s1, KOTOPBIN BLICTPAUBAET XaHPOBble U Meifzax-drawing. o o o
Hble paBoThl, PyKOBOACTBYSCH CBOUMH HpHeMaMI/I.TSOYS style Is distinguished l.Jy a lyricism and 1nt1macy,
an interest in mundane subject matter, a synthesis of
3aMKHyTble KOHTYPbl U300pa)kaeMbIX IMpeJMeTOB

6 the visible and the imagined, a penchant for symbolism,
KaK Obl HaZICTpauBaloT ApyT Apyra, q)OpMprH )KH_a dominance of color, a softness to the composition,

BOIIMCHOE NPOCTPaHCTBO, B KOTOPOM AOMUHHUPYIOT, kind of decorativeness and generality, and an openness

YUCTBIA BET U YETKUN PUCYHOK. to stylization of folk and foreign art. Art historian Marina

Ctuaictuky pa6oT llosg oTivyaeT JsupuUYHOCTBKulikova wrote that in his paintings, “We feel the folk-

M UHTUMHOCTb, HHTEpeC K O06GbIZIEHHbIM ClodkeTaM,inspired, national coloring of traditional Korean art.

CHHTe3 BUMMOTr0 U BOOGpaXkaeMoro, ckjoHHocTh!t 1s this combination that gives Tsoy’s canvases their

K CHMBOJIM3MY, JOMUHUPOBAHHE L{BETOBOTO Haqa_origi.nalilty and predi.ctablilit.y. The artist has a keen sense of
the significance and intrinsic value of heavy peasant labor,

J1a, KOMIIO3ULIMOHHAas MATKOCTb, HEKOTOpasd JeKo- . . oo R : e
having experienced it himself in his own life. It is difficult

PaTHBHOCTb M 0G06LIEHHOCTB, OTKPBITOCTb K CTH, say whose influence can be found in the recurring motifs

JIU3ANUM HAPOAHOTO M HHOCTPAHHOTO MCKYCCTBA.of aoricultural labor!

HckyccrBoBe Mapuna Ky/imkoBa nuicasna, 4To B ero

JKUBOIHCH «OLIYTHM HApOAHBIN, HALMOHAJTbHBIA

KOJIOPUT TPAJUIMOHHOT'O KOPEHCKOro MCKYCCTBa.

HmeHHO 3TO codyeTaHue mnpujaet noJsiotHaMm Llos

CaMOOBITHOCTh U TPeACKa3yeMOCTb. 3HAUUMOCTh

A CaMOLIEHHOCTb TSXEeJIOTO KPeCTbAHCKOI'0 TpyAa

OBbLJIM MPOYYBCTBOBAHbI U MEPEXUTHl UM Ha MPHU-

Mepe cBoel co6CTBeHHOM »u3HMU. [IpuyeM TpysHO

CKa3aTb, 4bero OOJIbLlle BJHSIHUS MOXXHO HaWTH

B YaCTO NMOBTOPSIOIINXCS MOTHUBAX CEJIbCKOXO35M-

CTBEHHBIX pa6oT»'.
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Baagumup Lo

Ha gaue. 2005
XouJicT, Macso

65x40

Kosnnekuus ®enopa
MoposoBa, BiaguBocTok,
Poccus

Vladimir Tsoy

At the Dacha. 2005
0il on canvas

65%x40 cm

Collection of Fedor
Morozov, Vladivostok,
Russia

Bnagumup Lok
AsTonopTpert. 1998
XouJ1cT, Mac10

106x87

Kosnekuus ranepeu
«Apka»,
BaagusocTok, Poccus
Vladimir Tsoy
Self-Portrait. 1998
0il on canvas

106x87 cm
Collection of the Arka
Gallery,

Vladivostok, Russia
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Banepuin HeHaXXuBuH

B 1960-1980-x rogax Banepusa HeHaH(I/IBI/I-VaIery Nenazhivin
Ha OZIMHAKOBO YBJIEKAJIM [JiBa HalpaBJIEHUS:

06I.Llel'IpI/IHHToe peanucTUYecKoe aHaera_Throughout the 1960s-1980s, Valery Nenazhivin found
HIIHOE, SKCIIDeCCHOHUCTCKOE himself equally fascinated by two trends: conventional

YHA ’ p ' realism and “underground” expressionism.

OCHOBHBIMM MaTepHasaMH, B KOTOPBIX Pa-The main materials that Nenazhivin used in his sculptures

6oTaeT Basnepuii HeHaxkuBuH, SBJSIOTCAwere concrete, metal and wood. The sculptor managed to
6eTOH, MeTasl], JepeBo. [lnsA Kazoro nzdevelop multiple techniques for working with each of these

ITHX MaTeDHANOB CKVILITO aeTcs Ha_materials, to maximize the expressive potential of each.
p Y Py YA Unlike the other members of the “Vladivostok” group, in

XOAWUTb pPas/IMYHble TEXHUKH O06PaBOTKMU,the 1980s, Nenazhivin was drawn to themes that could
CTAaHOBSALUUECA CpeACTBaMU MJIaCTUYeCKOMbe called socially engaged. Among these were sculptural
BLIPAa3UTENbLHOCTH. portraits of Osip Mandelstam, Andrey Sakharov and

B oTaMuMe OT FUX ACTHUKOB T l_H_[bIAlexander Solzhenitsyn, each made in the years when these
APy ya py names had yet to undergo a full political rehabilitation.

«BnajuBocTok» Bajnepuit HEHaXXHMBUH B CBO-As the years passed, Nenazhivin embarked on an even
eM TBopYecTBe 1980-x o6pamjasics K TeMaM,more interesting series of portraits, not of specific people,
KOTOpble MOXKHO Ha3BaThb OCTpOCOI.lI/IaJIb-but rather of symbols or images, embodying abstract
HbIMU. Cpeiu HUX CKYJBITypHBIE nopreTblconceptS'

Ocuna MaHngenbsmiTaMa, Angpesa CaxapoBa

u AnekcaHjpa Co/KeHULbIHA, BbINOJHEHHbIE

HeHaxMBUHBIM B rojnbl, Korga 3THX HMEH

JIMIIb CJIerKa KOCHYJIACb MOJIMTHUYEeCKad pea-

OUJIMTALUS.

C rogamu HeHaxuBHHY CTajslo0 MHTepecHee

C03/laBaThb He MOPTPEThl KOHKPETHBIX JIOJEH,

a 06pasbI-CUMBOJIbI UK 06pa3bl, BOIJIOIIA0-

1ye OTBJI€e4YeHHbIe ITIOHATHA.

Banepuit HeHaxkuBuH
Ba6ouka. 1980-e
ToHUpOBaHHOE ZiepeBO
71x37x26

Konnekius UBaHa
HenaxxuBuHa,
BaaguBocTok, Poccus
Valery Nenazhivin
Butterfly. 1980s
Tinted wood
71x37x26 cm
Collection of Ivan
Nenazhivin, Vladivostok,
Russia
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Banepuit HeHaxkuBuH
Jlama B TpeyroJike.
1990-e

ToHHpPOBaHHOE iepeBO
15x8x12

Konnekuus UBaHa
HeHaxxuBHHa,
BaaguBocTok, Poccus
Valery Nenazhivin
Lady in a Cocked Hat.
1990s

Tinted wood

15x8x12 cm

Collection of Ivan
Nenazhivin, Vladivostok,
Russia

DA

Basepuit HeHakuBHH
KeHckas ¢purypa.
1970-e

I'unc

36x20x21
Konnekius UBaHa
HeHnaxxuBuHa,
BaaguBocTtok, Poccus
Valery Nenazhivin
Female figure. 1970s
Plaster

36x20%21 cm
Collection of Ivan
Nenazhivin, Vladivostok,
Russia

Banepuit HeHaxkuBUH
JlecHass HUMa. 1980-e
KpaiueHoe epeBo
93x35x22

Konnekus UBaHa
HeHnaxuBuHa,
BaaguBocTtok, Poccus
Valery Nenazhivin
Wood Nymph. 1980s
Painted wood
93x35x22 cm
Collection of Ivan
Nenazhivin, Vladivostok,
Russia
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BuxkTop ®epopos

Bukrtop ®eznopos poauicsa B llpumopse, okonuna\Vijktor Fedorov

BJs1aIMBOCTOKCKOE XYA0KECTBEHHOE YUUJIUIIE, 3a-

TeM NOCTYNUJI B MOCKOBCKMI MHCTUTYT kuBomucuViktor Fedorov was born in Primorye, where he studied
uM. B.M. Cypuxosa. He 3aBepmuB Kypca, BepHyacsat the Vladivostok Art School before enrolling in the V.L
Ha POAKHY, TZie 034HEe BCTYIIU B IPYIIILY «BHaAH_Surlkov Institute of F.’amtmg in Moscow. He left his studies
BOCTOK» early to return to his home turf, where he later became

' a member of the “Vladivostok” group.
B cpene xymoxHUKOB u3BecTHO, uTo Penopos

During his time in Moscow, Fedorov got to know several
B MockBe c6JM3HIICS C XyAOXHHUKaMHU HH3H03OB'artists from the Lianozovsky group, who, like Fedorov,

ckoii rpynnbl. Kak u smanosoBues, PeAopoBa HU-never concerned themselves with social issues. Fedorov
KOrJla He BOJIHOBAJ/IM COLiMaJ/ibHble Mpo6seMbl. OHstayed remarkably indifferent to the popular “severe
OCTaJICSl BIIOJIHE PABHOAYUIEH K MOMy/IipHOMY B Testyle” of the time, which was driving the artists of the
roZibl CypOBOMY CTHJIIO, BAOXHOBJsABIIEMY Xyaos-Shikotansky circle.
HUKOB LLIMKOTaHCKOM IpyIIIIBL. In. };113 ea.lrly W(;rk from the 1960;, 1l;edorov expe.rlg.lent}e;d
with using color to create a shallow space within the
Ha panHeM sTtame TBopyecTBa, B 1960-e, BuxkTop " 5 . . . P
picture plane, applying various techniques and methods, so
®e0poB AAes1a MONBITKY C TIOMOIBIO IIBETA CO3/1a-

that the natural motifs started to interact with the figures
BaTb HErJyG0KOe MPOCTPAHCTBO KAPTHHBI, HCMOJIb-31d objects the artist inserted into the space. In the 1970s,

30BaJl pasHble GAKTYPbI U XapaKTep MasKa, YTO6blhjs painting underwent even more changes, with the line
NPUPOJHBINA MOTHB HauMHaJ B3aHMOAENCTBOBATE Cof the horizon dropping ever closer to the bottom edge
durypamu u nmpeaMeTaM, BKJIKYEHHBIMU XyoK-of the canvas, increasing the scale and significance of the
HUKOM B 3TO NpPOCTPaHCTBO. B 1970-e rogel Ha-chosen motif, and using a more concentrated palette, with
TYpHBI 06pa3 euie 6O/Iblle MEHSETCS: suuugthe color localized and '.Ehe forrps even more simplififed
TOpH30HTA OMyCKAeTCs GIIKe K HIDKHEMY Kpa}Oand flattened. The recurring motif of penetration of bodily

6 and natural forms - born in the 1980s - will, in the 1990s,
XOJICTa, yBeadnBasd MacliTad W 3HATNMOCTDL Bb become a defining feature in Fedorov’s work.

6paHHOro MOTHBA, TAJIMTPA CTAHOBUTCA GoJslee Ja-f . months, Fedorov lived and worked on the practically
KOHHUYHOM, BET TATOTEET K JIOKAJbHOCTH, $OPMadeserted island of Bolshoi Pelis. During this time, his works
emle 6osiee yrpou@aeTcs U yIJIOLAeTCsl, HaMevaeT-consisted largely of island landscapes and female figures.
Cs1 MOTUB MPOHUKHOBEHUS APYT B Apyra TesecHbIX 'his emphasis on form helps foster the symbolic, spiritual
U OPUPOJHBIX OPM — POKJAETCH TO, YTO B 1980-and emotional aspects at play with the space, the horizon,
1990-€ rofibl CTAHET OCOGEHHBIM Ka4eCTBOM TBOp_the shoreline and the sea within Fedorov’s work.

4yecKol MHAMBHU/YaIbHOCTH BukTopa ®esoposa.

deopoB MecAnaMu KU U paboTaJ Ha NMpPAKTH-

yecKHu HeobuTaeMoM ocTtpoBe Bousbiioi Ilesuc.

OCHOBHBIMH CIO’)KeTaMH €ro Npor3BeJeHUH GbLIH

OCTPOBHOY MNeM3aX U KEeHCKUH CUIy3T. Yrmop Ha

¢dopMy crnoco6CcTByeT MPOHUKHOBEHUIO CHUMBOJIU-

YeCKOro, JyXOBHOIO0 U 3MOLHMOHAJILHOTO B IIPOU3-

BesieHUsIXx PeopoBa, B KOTOPBIX 3aKJ/I0YeHA HUrpa

C MPOCTPAHCTBOM, JIMHHEH rOpU30HTa, 6eperoBoi

JINHUEHN U MOPCKOH CTUXHEH.

BuxkTop ®esopoB
Beper. 1960-e

XoJicT, Macio

90x107

Co6paHue ceMbU
XyJOXKHHUKA,
BaaguBocTok, Poccus
Viktor Fedorov
Shore. 1960s

0il on canvas

90x107 cm

Artist’s family collection,
Vladivostok, Russia
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Buxrop ®enopos

Haps. 1985

OpraJiiT, TeMnepa
56,5%62,5

Co6paHue ceMbH
XYAOXHHKA,
BnaguBocTok, Poccus
Viktor Fedorov

Nadya. 1985

Tempera on orgalite board
56.5x62.5 cm

Artist’s family collection,
Vladivostok, Russia

BukTtop ®enopos

Ha nske. 1984
Opra/uT, TeMnepa
57x71

Co6paHue ceMbU
XY/L0XKHHKA,
BaaguBocTtok, Poccus
Viktor Fedorov

On the Beach. 1984
Tempera on orgalite board
57x71 cm

Artist’s family collection,
Vladivostok, Russia

BuxTop ®esopoB

Y KpoMKH Mops
OpranuT, Temnepa
55x70

Co6paHue ceMbU
XYAOXKHHUKA,
BaaguBocTok, Poccus
Viktor Fedorov

At the Edge of the Sea
Tempera on orgalite board
55x70 cm

Artist’s family collection,
Vladivostok, Russia
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Buxrop ®enopos
Kynanue

XouJicT, Macao

71x53

Co6paHue ceMbH
XYL0’KHUKAQ,
BnaguBocTok, Poccus
Viktor Fedorov
Bathing

0Oil on canvas

71x53 cm

Artist’s family collection
Vladivostok, Russia,

BuxkTop ®esopoB

Be3 Ha3BaHusA

XoJicT, Macio
72x102,5

Co6paHue ceMbU
XYJL0’KHHUKa,
BaaguBocTok, Poccus
Viktor Fedorov
Untitled

0il on canvas
72x102.5 cm

Artist’s family collection,
Vladivostok, Russia
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Anexcanpgp lNbipkos

Yuutenem AneKcaljapa IIbipxoBa 6611 0puit Cob6-A lexander Pyrkov

YEeHKO, Y/AeJABIIMKM MHOr0O BHMMaHHA MOJEpPHH-

crckuM TedeHHsiM XX Beka. OT4YacTH MO3TOMYAlexander Pyrkov studied under Yuri Sobchenko, who put
B paHHUH NepHoA TBopyecTBa B paboTax [IbipkoBaa tremendous emphasis on the Modernist trends of the
NpeBAIUPYIOT YepThl ¢ppaHily3ckoro mocrummnpec-20th century. Partially for this reason, in the early period
CHOHM3Ma, XOTS OH, He cuuTast ce6s wienom Lluko-0f Pavin's practice, the artist’s works contain prevalent
TAHCKO# TPYIIIIbI, y4aCTBOBAJ B IEPBbIX BbICTaBKaXfeatures of French Post-Impressionism. Although Pykrov

06beIHHEHNS, XYIOKHHKOB KOTOPOT0 XapaKTe I/I_did not consider himself a member of the Shikotansky
' XY p p p group, he participated in the first exhibitions of the
30BaJId YEPThI CYPOBOIr'0 CTUJIA.

collective, whose members were characterized by their
Oanako B cepesiHe 1980-X ToI0B XyJ0XKHHK IEPe-“seyere style”

YKUBAeT CEPbe3HbIA TBOPYECKUHM KPU3UC, MOHUMAsA]n the mid-1980s, these artists underwent a serious
HeOo6X0IUMOCTb OOGpeTeHUs] COOCTBEHHOIO MyTH.creative crisis, as they came to understand the true
B TeyeHHe HECKOJIbKHX JIET OH «KpacuT» Gymaryimperative of finding their own way. Over the course of
ryambio. CHadasla OTKa3bIBAeTCHA OT GUIypaTHBHO-A few years, Pyrkov “painted” paper with gouache. At first,
CTH B I0JIb3y LBETOBOTO MATHA U CO3JaeT Fpac])ld-he res.lsted .flguratlon in fe?vor of colored spot§, creating the

o graphic series 500 Mutations. Later, he practically gave up
yecKkyo cepuio «500 myTtanuii». [lozxe npakTuye-

K color altogether in favor of tone. As the artist confesses,
CKM OTKa3bIBAETCH OT LBETAa B MOJIB3Y TOHA. RaKr oopjjer his palette held 30 colors necessary for a work,

HpU3HAETCA CaM XYJOXHHUK, €CIM PaHbIl€ y HEIOthen at that moment he mixed all 30 of these hues together,
Ha MaJIMTPe JeXalh TPUALATb KPACOK, KOTOPbI€then “freed” them on the canvas, thus giving the colors the
eMy ObLJIM HYKHBI B paboTe, TO Teepb OH CMeIlH-opportunity to interact with each other.
BaeT BCe 3TH TPU/LATh KPACOK M «IycKaeT» ux HaArt historian Marina Kulikova described the series 500
XOJICT, ZlaBasg BO3MOXKHOCTb UM CaMUM pasGupatncallutations as anlattempt to de.pict the world “as a upified,
MeXAy COBOIL. colored mass, in .WhICh objects and events arrive as
fragments of nothingness, and leave the same way. The

HckycctBoBey Mapuna KysnvkoBa nucana o cepud. | ° . . L

500 M artist’s own pictures delineate the characteristics of the
« My:raupm» KakK O IOMbITKe NpeJCTaBUTh MI/Ip,Space in which he can exist”
KOTOpPBIN OH IHUIIET, «KaK LeJIbHYI [IBETOBYO Mac-
Cy, B KOTOpOH IpeAMeTbl U COGBITHUS HPUXOISAT
¢dparmMeHTaMM U3 HEOBITUS U yXOAAT Tyza xe. Coo-
CTBEHHble KapTHMHBI aBTOpaA JIOKAJIM3YIOT XapakKTe-
PHUCTUKHU IPOCTPAHCTBA, B KOTOPOM OH MOXKET Cyllie-
CTBOBaThb».

Anexcangp IIbipkoB
Be3 Ha3BaHus. 2000-e
XoJicT, Macio
151x206

Co6paHue ceMbU
XyJOXKHHUKA,
BaaguBocTok, Poccus
Alexander Pyrkov
Untitled. 2000s

0il on canvas
151x206 cm
Collection of Anna
Zhamskaya (Pyrkova)
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Anexcanap IleipkoB
Be3 Ha3BaHusa. 2000-e
XouJicT, Macao
131x181

Co6paHue ceMbU
Xy[0’KHHKA,
BaaguBocTok, Poccus
Alexander Pyrkov
Untitled. 2000s

0il on canvas

131x 181 cm

Artist’s family collection,
Vladivostok, Russia

Anexcangp IIbipkoB
4#7.2008

XouJicT, Macio
152x178

Co6paHue ceMbU
XyJOXKHHUKA,
BaaguBocTok, Poccus
Alexander Pyrkov
4#7.2008

0il on canvas
152x178 cm

Artist’s family collection,
Vladivostok, Russia
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Anexcangp IIbIpkoB.
U3 cepun «500
MyTanui». 1990-e
Bymara, ryamib
PasMep BapbupyeTcst
W3 kos1eKuuu rasepeu
«Apka»

AHHbI 2KaMckoit
(ITeipkoBO¥A),
BaagusocTok, Poccus
Alexander Pyrkov
From the series “500
Mutations.” 1990s
Gouache on paper

Size varies

From the Collection of
Arka Gallery and

Anna Zhamskaya
(Pyrkova), Artist’s family
collection, Vladivostok,
Russia
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Propuk Tymkun
KeHckuil mopTper.
Tensb. 1990

JIBII, macsio

113x62

Co6paHue ceMbU
XyA0XKHUKA,
BaagusocTok, Poccus
Rurik Tushkin
Portrait of a Woman,
Shadow. 1990

0il on MDF

113x62 cm

Artist’s family collection,

Vladivostok, Russia

Propuk TywuKuH

Cpeau noprpetoB Propuka Tymkuna odyenb MaloRurik Tushkin
U300paKeHUH KOHKPETHBIX JIIOJeld, B OCHOBHOM

3TO XapakTephl, TUINAXHU B IpeAsaraeMbIx 06CTO-Among the portraits of Rurik Tushkin, one finds very few
ATesbcTBax. Oco6oe MecTO 3aHHMMAKT B TBopdYe-images of specific people; instead, his paintings depict
CTBe aBTOpa «JBOHHBIE» HOPTPEThl. OBGBLIYHO atothe kinds of characters one might encounter in given
My>KYKMHA 1 XKeHIMHA, CUASILHE PSLLOM, 6IH3KO goSituations. There is a special place in his oeuvre for double
B TO ke BpeMs Ka)}(ﬂb’lﬁ caM 1o ceGe l_['pOHBHTE'Hb_portraits. Usually these works feature a man and a woman,

sitting together, near to one another and yet distinctly
HO 9yBCTBYETCs1 B HUX JKeJIaHUE CHAUAHWA, TAPMO-, o Thege images vibrate with the piercing desire of
HUH U ee HeJOCTUXKUMOCTb.

these individuals to merge into one, tapping into the
3HayuTeJbHAsE YacTb TBOPYECTBA XYAOMHHUKA —tension between harmony and its unattainability.
aBTOIOPTPETHI, BCTPEYAOTCA OHU M B CHOKETHBIXA significant part of Tushkin’s creative work has been
KOMITO3UMIIUSX U BCEr/ia JIETKO y3HaBaeMbl, B kakuededicated to self-portraiture. For these images, the artist
Gbl HeJlenble, CMelIHble MJIM Tparuyeckue curya-Portrays himself in thematic compositions, always easily
LM XYZOKHHK ce6s HU TIOMelan: «ABTOHopreTr(.ecogmzable, no matter Fhe abs.urd, hqmorous or trag;c
e circumstances he has painted himself into: Self-Portrait,
A1”», «ABTONOPTPET B KJIOYHCKOM KOJITTaKe».

Me, or Self-Portrait in a Clown Hat.

XapaxTepHO /s TBODYECTBa P}Opj/n(a BaCHﬂbe_Tushkin's paintings tend to lean heavily on symbolically
BHYA KCMOJIb30BaHHE M300PaKEHUH-CUMBONOB — ;e images - fish, Rubik’s cubes - placed into surrealist
pbi6bl, Kyb6uka Py6uka — B CHOPPEANMCTCKHXsettings. The Rubik’s cube undergoes slight semiotic shifts
crokeTtax. Kyouk Py6uka, jierko TpaHcopMupyro-throughout the artist’s compositions, transforming into
LIMICS B KOMIO3HUIUAX XYJOXKHUKA TO B laxmaT-a chessboard, a quilt, or the crown of a tree, but it remains
HYK0 JOCKY, TO B JIOCKyTHOE OJefs0, TO B KpoHya! immediately legible marker, popularly associated with
JepeBa, — CHMBOJI COOTBETCTBHsI 06LLLerI/I3HaH-a certain level of intelligence at the time.

Geometric skewing and “clipped” objects, a rhythmic
HOMY HHTeJUJIEKTYaJIbHOMY YPOBHIO B IIOHMMaHUU o o

organization of the composition, and the use of color
MPOCTOro 06bIBATE ISl TOIO BpEMEHH.

- all of these aspects of Tushkin’s works combine to
leomeTpusoBaHHas fAepopManma M «OTPAHKA»(rcate 5 dense emotional atmosphere. Fusing reality and
06beMOB, PUTMHYECKAs OPraHu3alMs KOMIO3H-imagination, figuration and symbolism, the artist built his
L[UH, YCJIOBHBIN LIBET — BCe 3TO B MPOU3BeAeHHUsIXown painterly mythology. Tushkin underwent a long and
TylmKHHa HampaB/eHO Ha CO3/laHKe HampsbkeHHoHoccasionally painful initiation into the Vladivostok art
3MOIMOHANEHON aTMocdepnl. CriaBaaa peamp-Scene; he simply was not allowed to exist in two worlds
HOCTb W BH3HOHEPCTBO, (HUIypaTUBHOE Hayayodt once, as both an artist and a praFticing physician.

For most people, this charge would ring true, but not
U CUMBOJIMKY, Xy/I0)KHUK TBOPUT COGCTBEHHYIO JKU-

T for Tushkin, who was personally extremely organized,
BONUCHY!0 MUoorHI0. TylKHH npoLuest AJIHTenb_disciplined and methodical. One half of his day was spent

HBIM ¥ IIOPOH MyHHUTE/IbHBIM MPONECC NMHULIHALNMM ealing the sick and researching new treatments; the
B XYJ0XECTBEHHOM C0061ecTBe BJiagnBOCTOKA: other was entirely devoted to his painting. His doctor’s
€My He MOIVIM NPOCTUThb CYLIeCTBOBAaHHUA B /[IByXeye reveals itself in his paintings, which take a relatively
WUIOCTAacAX OJHOBPEMEHHO: Bpauya U xyﬂomHHKa_tough view of man, without any sentiment or flourishes, as
B oTHOIIEHUH GoJbIIKHHCTBA Jogeit mogo6Hbiell delivering a medical opinion. In this way, he represents
NIPeTeH3MH 6bUIM 6bI 060CHOBAHHbI, HO He B Cﬂyqaethe spiritual make-up of people from the 1n51de.out, l:?1y1n‘g

out each man’s virtues and vices, regardless of his subject’s
¢ Propukom BacuibeBU4eM — JIMYHOCTBIO B BBIC-

o o relationship to the artist. It was difficult to get close to
el CTeNeHH OPraHM30BAHHOM, RUCHHUIIMHUPO- . o1tist or to his paintings, but once a person had seen

BAaHHOH M MeTOAMYHOI. O/IHa TMOJIOBHHA PA6OYero oy, they stuck with him, covertly carrying out a kind
JIHSl IIOJIHOCTBIO GbljIa OCBAILEHA JIEYeHUI0 60JIb-of secret spiritual work, that quite often led to a greater
HbIX, IOMCKaM HOBBIX METOAMK, Apyrad — ToJibKounderstanding and acceptance of Tushkin’s personality
JKMBOIMMUCH. A B €ro )KUBOIKCH YraZbIBaJICs JOBOb-and his art.

HO JXeCTKUH B3IJIsA[ HA YeJIOBeKa, 6e30 BCIKUX CaH-

THMEHTOB M YKpallleHWH, B3I/ Bpaya. Takasa ma-

Hepa U306paXKeHHs AYXOBHOU U3HAHKHU JIIOAEH, Te

Ha BU/ly BCE MOPOKU U JI0CTOMHCTBA YeJ0BEYECKHUE,

He Cy/IJIa IPUSATHOTO OGIIeHUs ¢ aBTOpOM. TpyiHO

OBLJI0O TPUBBIKHYTH K Xy/IOKHUKY, K €ro KapTHHaM,

HO pa3 YBUJEHHbIE, OHU He OTNYCKaJIH, B YeJIOBEKE

MPOUCXO/IUJIA KAaKas-TO CKpbITasi AyXOBHas paGo-

Ta, KOTOpasi AOBOJIbHO 4aCTO MPHUBOJMUJIA K IIOHH-

MaHHUI0 U NPUATHUIO U JUYHOCTH TyIIKHWHA, U ero

TBOpYECTBA.
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Propuk Tymkun

MeI He ceeM U He
namem... 1990
Opra/iuT, Macio

87x80

Co6paHue ceMbu
XyJJ0’KHHKa,
BnaauBocTok, Poccus
Rurik Tushkin

We do not sow, and we
do not plow... 1990

0il on orgalite board
87x80 cm

Artist’s family collection,
Vladivostok, Russia

Propuk Tymkun
JI1o60Bb. 1991
Opranut, MacJo
84x69

Co6paHue ceMbU
XyJOXKHHUKA,
BaaguBocTok, Poccus
Rurik Tushkin

Love. 1991

0il on orgalite board
84x69 cm

Artist’s family collection,
Vladivostok, Russia

Propuk Tymkun
/IBO¥iHO# mopTpeT

c mogHocoM. 1991
Oprasnut, Macjio
83x62

Kosnekuus ranepeu
«Apka»,
BnaguBocTok, Poccus
Rurik Tushkin
Double Portrait with a
Tray. 1991

0il on orgalite board
83x62 cm

Collection of the Arka
Gallery,

Vladivostok, Russia
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Propuk Tymkux
Pa3BOeHHBI XKeHCKUi
noptpet. 1990

JBII, macso

95x86

KoJsunexkuus Anekcasjpa
MeyeTHHa,

MockBa, Poccus

Rurik Tushkin

Split Portrait of

a Woman. 1990

0il on MDF

95x86 cm

Collection of Alexander
Mechetin, Moscow, Russia

Propuk Tymkux
/IBo¥iHOI mopTpeT

B CepbIX TOHax. 1991
Opranut, Macso
86x68

Kosnekuus ranepen
«Apka»,
BaaguBocTtok, Poccus
Rurik Tushkin
Double Portrait in Gray
Tones. 1991

0il on orgalite board
86x68 cm

Collection of the Arka
Gallery,

Vladivostok, Russia
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NeHHagun OMenbYeHKo

lenHaguit AnekceeBud OMesIbYEHKO [TEPBBIM cpegncennady Omelchenko
MPUMOPCKHUX XyZ0XKHUKOB 06paTHJICS K TaK Ha3bl-

BaeMOMYy coli-apTy. BipoueM, ero pa6oTbl oT/n4a-Gennady Omelchenko was the first of the Primorsky artists
I0TCH OT TeX, YTO Ja/IM Ha3BaHUe TeYeHHIo, U moto take up the mantle of so-called “SotsArt” However,
3MOIMOHANLHOMY COAepXaHHuIo (OHU HamosiHeHprNis works tend to differ from others associated with that
He MpPOHHEH, a FOPbKUM COIIEpeXUBAHUEM), U nogenre, in terrps of e.moti.onal content - Omelchenk(.) has
06pa3HOMy pemienuio. MckyccTBoes Mapuna Ky_works were filled with bitter empathy, rather than irony

- and of their pictorial language. When looking at these
JIMKOBA CHPaBe/l/IMBO OTMedasia Haludue I‘poTe_works, art historian Marina Kulikova correctly detected

CKa, SKCIPeCCHMBHOCTH, a/UIETOPUIHOCTH B TaKHMXelements of the grotesque, expressionism and allegory. In
NpPOU3BEJeHUAX XyAoKHHUKa. OTpesieIMTh U36paH-this sense, Omelchenko’s chosen method could sooner be
HbIH XYI0XKHUKOM METO/| MOXKHO CKOpee KaK «CUM-described as “Symbolic SotsArt.”
BOJIMYECKHH COLI-apT». From the 1990s on, Omelchenko’s signature output has
BM3UTHOI KapTOuKoi xyAoxHuKa ¢ 1990-x rogopbeen a series of compositions, which the artist calls
SABJISIOTCS KOMIO3ULMH, 06beAMHEHHbIE aBTOPOM structures. Thr.oug}} these wqus, the artist is at.)le to
showcase the diversity of his interests and techniques,
Ha3BaHUEM «CTPYyKTypa». C UX NOMOILbIO XyA0XHHU-

6 from pure abstraction to the classics. These “structures”
Ky yAaeTcd MPOAEMOHCTPUPOBATH PasHOOOPASHE ., . considered as both an analytic abstractionism, as

CBOMX MHTEPECOB U MOUCKOB — OT YUCTOH a6CTPAK-yye]| 55 a lyrical one (or, to use his terminology, an organic
MU /10 KIACCUKH. «CTPYKTYpbl» OMeNBbIEHKO MOTY Tone. )

NpeACTaBASTh COG0H MPOU3BEEHUs KAaK aHAJMUTH-The main tenet guiding Omelchenko’s practice can be
YECKOTO, TaK U JIMPUYECKOro (MJIH, o ero onpejese-articulated as a search for an adequate visual translation
HUIO, OPraHMYEeCKOro) a6CTPaKIHOHU3MA. of a formal expression, with which one can most accurately
TJIaBHbIi MOCTY/IaT TBOpYecTBa OMesIbdeHKo Moxk-"""VeY the content of his message to the viewer.

HO chopMy/IMpOBaThb TaK: MOUCK aJeKBaTHOrO

BU3ya/JlbHOMY BIIEYAT/IEHUIO IJIACTUYECKOrO BbI-

paxeHusd, C IOMOIbI0O KOTOPOIr0 MOXHO HauboJiee

TOYHO IIiepenaTb CoJep»XaHHWe CBOero I0C/JaHUud

3pUTEJIIO.

TenHaguit OMesIbYeHKO
IpoTuBocrostHue. 2015
XoJicT, Macio

101x80

Kosneknus Anekcanzpa
MeuyeTuHa,

MockBa, Poccus
Gennady Omelchenko
The Stand-Off. 2015

0il on canvas

101x80 cm

Collection of Alexander
Mechetin, Moscow, Russia
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lenHaguit OMesibYeHKO
KoMmno3unusa XX Bek.
2011

KapTon, Macsio
159x215
Co6CTBEHHOCTb aBTOPA,
BnaauBocTok, Poccus
Gennady Omelchenko
20th Century
Composition. 2011

0il on cardboard
159%215 cm

Artist’s property,
Vladivostok, Russia

FenHaguit OMeIbYEHKO
3akar. 2014

XoJ1cT, Mac10

146x208
Co6CTBEHHOCTb aBTOPA,
BnaausocTok, Poccus
Gennady Omelchenko
Sunset. 2014

0il on canvas

146x208 cm

Artist’s property,
Vladivostok, Russia
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®epop Mopo3os

Xynoxuuky ®enopy Muxaitiosuuy Mopososy us-Fedor Morozov

HavyaJIbHO GBI NMpeJHAaYepTaH MyTh MOUCKOB MyTH

BHe odHUIMaJbHOr0 Hampas/eHus. BoamoxkHocTulrom the very beginning, Fedor Morozov was destined

K 3TOMY OTKPBIBAJHCh B Pa3roBOPax XyJ0XKHHUKOB,© 2 path outside the official bounds. Opportunities

B PENpOAYKLUAX M3 CIy4alHO MOMABLIMX B eropresented themselyes to the artist Fhrough conversations
between other artists or reproductions from albums that

pyk# anb60M0B. Oco6YI0 pOJIb B 3TOM PsAly 3aHUMa-

happened to fall into his hands. Another significant source
JIi TIO9TOBbIE MAapKH, MOCBAIICHHBIE COBPEMEHHO- ¢ .o postage stamps dedicated to modern Western art,

My 3allaiHOEBPOIIEHCKOMY HMCKYCCTBY, OTPOMHBIM\yhich had fascinated Morozov since childhood. The visual
uHTepec Kk HUM chopmupoBaica y Pejopa MH'impressions left on the artist by these means would later
XaWJIOBUYA C JETCTBA. 3pUTeJbHble BIeYaTJeHHUs,manifest in Morozov's own creative practice.

NoJIyYeHHble TaKUM 06pasoM, peanusyroTcss Mopo-Trying out different styles and methods, Morozov had
30BBIM B TBOPYECKOH MPaKTHKe. a deep interest not so much in the specific techniques of
each medium, as in their ideological foundations, or, to
put it another way, their epistemological roots. In this way,

the artist's attraction to Paul Cézanne and Henri Matisse
XapaKTEPHBIMU AJIA HUX TEXHUYECKHUMH HpHeMa:would lead him to the discovery and acceptance of Ancient

MM, CKOJIbKO MX (METO/OB) MHPOBO33PEHYECKOU hinese philosophy, which would in turn lead him to the
OCHOBOHM, TaK CKa3aTb, 'HOCEO0JIOTUIECKHMMM KOP-phenomenon of painting in Ancient China.

HAMU. Tak, yBiedenue Ilosnem CesanHoM M AHpuTowards the end of the 20th century, the Coloristic and

MaruccoM NPUBOAMUT €ro K OTKPBITHIO U npusaTHioPlastic tendenciesin Morozov's works become embellished

JpeBHEKUTAHCKOH pUI0cOPHHU U Yepe3 Hee — (be_with a filigree of decorative drawing around parts of the

HOMeHa KMBOIKCH cTaporo Kutas composition, from the general picture plane to localized
’ oints of color in the backgrounds.

KosiopcTryeckue u njaacTu4ecKue pelleHus r[po-p 5

5 M X In the middle of the 2000s, Morozov arrived at a method
n3BejieHny Vopo30Ba KOHLA BEKa OT/IHYAI0TCA ¢ abstraction, which he called “mail-stream,” in reference

coyetaHueM QUIMIPAaHHOH OTAENKHM PUCYHKA OT-t, the “postal” impressions left on him in childhood. These
A€JbHBIX YacTed KOMIIO3MUUHU € 06061IEHHEM Oworks should not be considered pictures so much as
JIOKAJIbHBIX [IBETOBBIX ISAITEH B QOHAX. painterly installations.

B cepenune 2000-x rozoB Penop MuxaisoBud

npuilesa K abCTpaKTHOMY MCKYCCTBY, Ha3BaHHOMY

«MENJI-CTPUM» U YXOAALEMY KOPHSIMH B JIETCKHE

«IOYTOBbIE» BIIEUYAT/IEHUS XyJOXKHUKA. ITO Y>Ke He

CTOJIbKO KapTHUHBI, CKOJIBKO >XUBOIIMCHbIE UHCTAJI-

JIALUY.

Mopo30B, npumepsii K cebe pas3jidyHble CTHJIU
U METOAbl, IIy6OKO HHTEepecyeTcsl He CTOJIbKO

denop Moposos
Besmmkuii ®paHk
Cresiia. 2010

XoJicT, Macio
Co6CTBEHHOCTb aBTOPA,
BaaguBocTok, Poccus
Fedor Morozov

The Great Frank Stella.
2010

0il on canvas

Artist’s property,
Vladivostok, Russia
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denop Moposos
IMopTpeTt Mupo. 2012
ByMmara, ryauis, No4ToOBbIN
KOHBEpT

82x60

Co6CTBEHHOCTD aBTOPA,
BaagusocTok, Poccus
Fedor Morozov

Portrait of Miro. 2012
Gouache on paper, postal
envelope

82x60 cm

Artist’s property,
Vladivostok, Russia

Q)

®enop Moposos
HNuBepcusa Mapko Potko.
1998

ByMara, ryarb, No4TOBBIH
KOHBEPT

60x40

Co6CTBEHHOCTb aBTODA,
BnaguBocTok, Poccus
Fedor Morozov

The Inversion of Mark
Rothko. 1998

Gouache on paper, postal
envelope

60x40 cm

Artist’s property,
Vladivostok, Russia

DPenop Moposos
BoJibmas pei6a. 2010
XoJicT, Macs10, accaMBJIsK
100x110
Co6CTBEHHOCTD aBTOPA,
BaagusocTok, Poccus
Fedor Morozov

The Big Fish. 2010

0il and assemblage on
canvas

100x110 cm

Artist’s property,
Vladivostok, Russia
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Anppen Kamanos

B TBOpyectBe Amnzapea Kamasosa HélﬁJIIOl[aeT-Andrey Kamalov

cl CTpeMJIeHHe K MOUCKY U pa3paboTKe HOBBIX

BEKTOPOB B MCKYCCTBe, He yKJaabIBaomuxcaThe work of Andrey Kamalov is characterized by a drive

B paMKH YCTOSIBUIMXCS CTWed u TedeHud. Yrtotowards the discovery and development of new vectors

kacaeTcss ¢opMbl, To KamamoB mnpoGosan ce6sain art, yielding to no constraints in style or technique. As

He TOJbKO B rpaduke (CTaHKOBOIA, 3Kcm/16p1/1ce,f°r format, Kamalov pl:oducedlnot only dr:awlmgs (easel
. . works, bookplates and illustrations) and paintings (easel,

KHIDKHOU WJUIIOCTPAIMU), dKUBOMKUCH (CTaHKOBOH, ' . .

- o theatrical and decorative), but also ceramics and sculpture.
TeaTpaibHOH, NMPUKJIajHOH), HO M B KEpaMHKe diptych made collaboratively by Kamalov and Viktor
W CKyJBNTYpE. Serov, Gostinka [Studio Apartment] stands out as one
Auntux Anzpess KamamoBa u Bukropa CepoBaof the most prominent examples of the Primorsky strain
«locTuHKa» — HauboJiee APKUUN NpUMeEP MPUMOP-of SotsArt. Gostinka was one of five works by Primorsky
CKOTO BapuaHTa col-apTa. «[ocTuHKa» — ofHo u3artists that marked a breakthrough from the regional
NATH NPOU3BeeHUI MPUMOPCKUX XyA0XKHUKOB, 03-5¢ene to the international, with an exhibition at the
HAMEHOBABLIMX NPOPbIB PErMOHANBHOIO I/1306pa_Musegm of Contemporarly Art in Toyama, Japan, in 1992.

The diptych was the undisputed star of the show, though
3UTEJIbHOI0 MCKYCCTBA Ha MEXAYHapOAHYI0 apeHy

1992 M o T one can only imagine how difficult it was to find Japanese
T o ( » Vyser COBPEMEHHOTO MCKyccTBa L. 105Ma,,, 4 English analogues to the Russian word “gostinka.”

E flnonusa). /UNTHX HA TOH BRICTAaBKe NMPUBJIEK BC€-Gratefully, once peering into the picture, viewers no longer
ob1ee BHUMaHKWe. MOXXHO TIPE/ICTABUTD, KaK CIOX-needed any translation. Their gaze was greeted by cage-
- HO GbIJIO HAHUTH B AOHCKOM U aHIVIMMCKOM fi3bIKaxlike rooms, each of which featured individual tableaus.
aHaJIOT CJIOBY «rOCTHHKa»! OJHaKO 3puTesb, Ha-Some revealed ordinary daily rituals, such as a family
YMHABUIMIA BCMaTpPUBaThbCAd B KAapTHUHY, yXKe Heea.ting dinner or wlatchi.ng tellevision, a mother rocking her
HY)KAAJICsSl B lepeBo/e HasBaHust. Ero Bamsg HpI/l-Chlld’ ora Schoolkld doing his homework; others \{entured
o from the ordinary (a drunken brawl, a man dangling from

KOBBIBA/IM KJIETKU-KOMHATBI, B KaX/J0U U3 KOTO-

6 a noose, a corpse collapsed on the table.) This residential
PBIX 9TO-TO IPOMCXOANT KaK OOBIAEHHOE (ymHHaeTbuilding with its hotel-style apartments presented just

WM CMOTPUT TE€JIEBU30P CeMbA, Ka4aeT MIAJCHIA, drop of a larger ocean - the cities, countries, and planets
MaTb, WKOJILHUK YYUT YPOKH), TAK U U3 PsI/id BOHwhere all of this takes place.

BBIXO/siIlee (MbsHAs APaKa, BUCEJbHUK, TOKOUHUKThe work’s popularity endures, as it now serves as
Ha CTOJIe). YKusoi 10M ¢ KOMHaTaMM FOCTUHHMYHO-2 monument to its time and the social and political
ro TUIIA BBICTYIAeT B JAaHHOM CJydae Kamel, or-situation —of —the country, while also  providing
pakaiolell OKeaH — TOpoA, CTPaHy, IIAHETY, rae’ Corllcentrate.d refle.ction of the phenomenon of human
TPOHCXO/HT TO e CaMoe. life, in the philosophical sense.

Pa6oTa 4acTo 3KCIOHUPYETCs], CIY>Ka NaMATHUKOM

CBOEro BpeMEHHM U OOLIEeCTBEHHO-MOJUTHIYECKON

CUTyalldd B CTpaHe, a TaKXe CKOHLEHTPUPOBAH-

HbIM OTPa)K€HHUEM fIBJICHUH 4YeJIOBe4YeCKOH >KU3HU

B ¢110cOPCKOM ee TOHUMAHUH.

Anppeit Kamanos
Arpeccus. U3 cepumn
«PakoBuHBI». 1988
Bymara, odoprT, cyxas
uria

[IpuMopckast
rocyflapcTBeHHast
KapTHHHas rajnepes,
BaagusocTok, Poccus
Andrey Kamalov
Aggression. From the
series “Shells.” 1988
Etching and drypoint on
paper

Primorye State Art Gallery,
Vladivostok, Russia
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Anppeit Kamanos, Buktop
Cepos

TFocTuHka. luntux. 1990
XoJicT, Macio

140x190 kaxkaas 4acTb
ITpuMopckas
rocyfiapcTBeHHast
KapTHHHas rajepes,
BaagusocTok, Poccus
Andrey Kamalov and
Viktor Serov

Gostinka. Diptych. 1990
0il on canvas

140x190 cm, each part
Primorye State Art Gallery,
Vladivostok, Russia




BukTop Cepos

. o
Y Buktopa CepOB:?\ 6buIM oTiMdHble yuuTesst:\Jiktor Serov
Bukrop CrapoBoiToB BO BiaauBocTokcKoM
XynoxxeCTBeHHOM y4uuuige M IOpuit Co64eHKOViktor Serov had excellent teachers, including Viktor
B /la/IbHEBOCTOYHOM TOCYAapCTBEHHOM MHCTUTYTeEStarovoytov at the Vladivostok Art School and Yuri
uckyccTB. TakKke Ha TBOPYECTBO XYAOKHHKa Mo-Sobchenko at the Far East State Institute of the Arts. He
BuAn Bukrop LIMXT, y9acTHUK rpynnsl «Biagu-Was also heavily influenced by Viktor Shlikht, an artist
BOCTOK». from t’he Vladlvlostolf group. .

Serov’s academic training was first subjected to pressure
AxasieMuyeckas Bblydyka BukTopa CepoBa Briepsblie

6 from contemporary art at the beginning of the 1990s,
bL1a MOABEPrHyTa AaBJIEHHUIO CO CTOPOHBI COBPE-\ )0y the Viadivostok artists were included in exhibitions

MEHHOr0 HCKycCTBa B Hayasle 1990-X rofoB, KOTAA,t Washington State University in Washington, USA. In
BJIa/INBOCTOKCKHE XYJOXHUKHM ObUIM BKJIIOYEHBI1993 Serov and Alexandre Koutsenko were the first of the
B MpPOeKTbl BallMHITOHCKOTO ToOCyAapCTBEHHOTrOPrimorsky artists to be invited to visit America.
yuuBepcuteTta (mwrtat BamuHrtoH). B 1993 rogyAlready in the early period of his work, Serov had laid the
0 NMpPUIJAIIEHHI0 YHUBEpPCHTETa BUKTOp CepOBfotlm.dations fpr a cr.eative individgality: his develo.pmlent
v Anexcanap KyLeHKo NepBbIMH U3 IIpHMOpCKHXorlgmated with a kind of MO(.iernlst P.ost—lmpressmmlsm

(Autumn on the Shore), carrying over into a short period
XY[,0’KHUKOB IOCETUIN AMEPUKY.

y C 6 of dabbling in SotsArt (Twelve Sexual Commandments),
’Ke B paHHEM NIEpHO/I€ TBOpHECTBA LEPOoBa DLUIN, working together with Andrey Kamalov (Gostinka

3a/I0XeHBI OCHOBBI TBOPYECKO#H MHAUBUAYATBHO- [“Stydio Apartment”], part of the collection of the Primorye
CTH: MOUCK Ha4daJsICsd ¢ OCBOEHHA MOAEPHUCTCKOIOState Art Gallery), and, at the practically the same moment,
noctuMnpeccuonusma («OceHb Ha 6epery»), 3aTeMachieved the sophisticated technical proficiency of the Old
IIJI0O KpaTKOBpeMeHHOe yBJiedeHUe colj-apToM —Masters and the accessibility of naive art.
WHJAMBUAyalbHOe («/IBEHaJLaTh IMOJIOBBIX 3alo-

BeJleii») U B KoMnaHuM ¢ AHApeeM KamasoBbIM

(«T'ocTrHKa», cob6cTBeHHOCTH [II'KT), — npakTuye-

CKHU B TO ’Ke BpeMsI LIJIO TIOCTHXKEeHHUeE CJI0XKHOH Tex-

HUKH NHCbMa CTapblX MacCTepPOB U OTKPOBEHHOCTH

HaMBHOTO HCKYCCTBa.

aﬁ
i
|
é
A

AHnjpeit Kamasos,
BukTtop Cepos
TFocTuHka. luntux. 1990
XouJicT, Macio

Anrey Kamalov

and Viktor Serov
Gostinka. Diptych. 1990
0Oil on canvas
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BuxTop CepoB
ABTOnoprper

C HeU3BeCTHOM. 1989
XoJicT, Macio

82x62

Myseli coBpeMeHHOT0
uckyccrsa APTITAX,
BaaguBocTok, Poccus
Viktor Serov
Self-Portrait with an
Unknown Woman. 1989
0il on canvas

82x62 cm

ARTETAGE Museum
of Contemporary Art,
Vladivostok, Russia

BukTtop Cepos
JIBeHauaTh
N0JIOBBIX 3anoBejeit
PEBOJIIOIIUOHHOTO
npoJsierapuara. 1989
OpraJ/iiT, MacJo, iepeBo
92x68

Myseli cOBpeMeHHOT0
nckyccrsa APTITAX,
BaaguBocTok, Poccus
Viktor Serov

The Twelve Sexual
Commandments of
the Revolutionary
Proletariot. 1989

0Oil on orgalite board,
wood

92x68 cm

ARTETAGE Museum
of Contemporary Art,
Vladivostok, Russia
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Cepren Cumakos

[locne oOKOH4YaHUA XYA0XKECTBEHHOTO yqnnnmasergey Simakov

Cepreii CHMaKoB He CTPeMUJICS NPOJOIKUTbL 00-

pa3oBaHMe Ha XyAOKeCcTBeHHOM ¢akysbTeTe HH-After graduating from art school, Sergey Simakov opted not
CTUTYTa MCKYCCTB, @ MHOI'0 W yIOPHO 3aHUMaJcsto continue his education within the art department of the
CaMOCTOATENbHO, YTO IIOMOIJIO eMy COXpaHuThlnstitute of Arts, but rather through a lot of independent
XyZAOXKECTBEHHYI0O CaMOGBITHOCTb. M3ywan mcro-1ard work, a decision which, no doubt, helped him to
PHIO  HCKycCTBa, (uI0CO(HUIO, H0_HaCTOﬂ]_uewlyretam his artistic identity. Simakov studied art history

6 6 B and philosophy, discovering and falling love with the art of
OTKPBLT JI/Is1 CE0A U HOJII0OMIT UCKYCCTBO OCTOK?the East - China, Japan, India and Sri Lanka. In the second

— Kuras, Anonny, Muauny, lpu-Jlanku. Bo BTOpOI:Ihalf of 1980s and early 1990s, the artist traveled around
nosopure 1980-x u Havane 1990-x rofoB Ceprefpyssia, creating cycles of serial drawings, which are

CuMakoB MHOrO nyTemecTByeT 1o Poccuu, cospa-distinguishable by the various formal and artistic tasks the
Basi cepuiiHble rpaduyecKue IUKJbI, B KOTOpbIXartist set for himself. But even then, some works begged
COOTBETCTBEHHO pPa3/JMYUMbl pasHble miaactuue-for further contemplation, their complex compositions
CKHe ¥ Xy[JoXeCTBeHHble 3ajadd. Ho HeKOToprealready populated by images both real and fantastic. The
NpOM3BEJEHUs YKe TOTAA MOIIM GbITb yM0?’pm_developme.nt qf the artist’s practice takes thg form of

an ascending line, from the clear and simple images of
TeJIbHbIMH, CJI0XKHO ITOCTPOEHHbIMH, HaCeJIeHHbI-

early impressionistic color drawings to the sophisticated
MH pealbHbIMU U GaHTACTHYECKUMH 0GPa3aMH. Bpainterly mythologem of the later works, where Simakov

€ro TBOpP4€CTBE, pa3BUTHE KOTOPOTO NPOUCXOAHUTwas able to successfully blend traditions from Eastern
0 BOCXOASALEH IMHUU — OT MPOCTBIX U ICHBIX 00-and Western cultures. His conscious departure from the
pa3oB paHHeHd HUMIIPECCHOHUCTUYECKOU IBeTHoMrealist canon, his search for images, and his attraction
rpadHKH K CJ0XKHBIM >KUBONUCHBIM MUoI0reMamto the eclectic all enabled the artist to create his own
GoJlee MO3AHNX NPOU3BEAEHMUI, — yAauHO coyera-UNmistakable style.

I0TCS1 TPAAULMU BOCTOYHOM U 3amaHOH KyJbTYD.

Co3HaTeJIbHBIN YXO/ OT peauCTUYeCKUX KAHOHOB,

MOMCKH 00pa30B, TATOTEHUE K IKJIEKTHUKE M03BOJIU-

JIK CO3/1aTh CBOH y3HABaeMbIi MOYEPK.
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Cepreit CuMakoB
Tup. 1988

XoJ1cT, Mac10
89,5x119

Kosnekuus ranepeu
«Apka»,
BaagusocTok, Poccus
Sergey Simakov
Shooting Range. 1988
0il on canvas
89.5x119 cm
Collection of the Arka
Gallery,

Vladivostok, Russia
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Bnagumup Morpe6HaK

durypaTueHyo )uBonuch Biaagumupa lorpe6usa-\fladimir Pogrebnyak
Ka OTJIMYAIOT COYHOCTb LiBeTa U ApKas 06pasHOCTb

€ro HauBHBIX nepcox—xaxceﬁ, KOTOPBIX OH MOMellaeT
B IpUAYMaHHbI€ UM CaMUM CIOXKE€Thbl U CO3aaeT ce-

The figurative painting of Vladimir Pogrebnyak is
. " distinguished by its richness of color and the vivid imagery
PHH, KOTOPbIE B Aa/IbHEHIIEM CTAHOBATCA OCHOBOH ¢ g naively-rendered characters, whom he places in

AJIs1 €ro NIepCoOHA/IbHBIX BbICTABOK. invented storylines, creating the series that later formed
Jnana3oH TeM, ¢ KOTOpbIMHU paboTaeT [lorpe6HsK,the basis for his solo exhibitions.

O4YeHb LIUPOK — OT BbICTaBKU «llenHas peakyus»,The range of subject matter that Pogrebnyak draws from
B KOTOpPOU OH pedJIeKCUpPYEeT 0 COOBITUAX Ha pog-is quite broad, from the exhibition “Chain Reaction,” in
Hoit Ykpaune B 2014 roay, no «IIpo 3To», HOlﬂpy_which he” reflects on evelntslin his homelallld Uk?aine in
3MBIUeHl 3puUTeNs B HEXHOCTb PO30BOIl I‘aMMb12014’ to “About This,” which immerses the viewer in a soft

M OHOBDEMEHHO B CMEIIHVIO CYMOVDHVIO HEIOB pink spectrum, and, humorous, awkward and chaotic all at
A p y yMOYpHY - once, proceeds to depict forbidden scenes with the help of

KOCTb, U300paXkasi 3alpeTHOE C MOMOLIbIO TP€Y-triangles, rods and dots that come together to suggest the
rOJIbHUYKOB, TIaJI0YeK U TOYeK M NMPH 3TOM TOYHO ost intimate of ticklish spots.

rnomnazias B CaMble MHTUMHBIE LIEKOTHbIe MeCTa. This simplicity of presentation allows for another of
06ecKypakuBarlias MPOCTOTA M3JI0XKeHUs 06e-Pogrebnyak’s prime instruments: empathy. His works
credyeHa JIpyTUM  MHCTpyMeHTOM Ilorpe6Hs-are endowed with a capacity for compassion and a good-
Ka — SMIaTHel, Hafesolel ero crioco6rocThiomored irony, which the artist experiencles alongside his
K COCTPaZaHMI0 U 106pOH yBCTBEHHOI HpOHHH'Z}flzllirfzcters, demonstrating the same persistence and love
C IIOMOIBI0 KOTOPOH OH IepeXuBaeT CO CBOUMHU

MepCoOHaXaMHU TeMbl, K KOTOPBbIM 0G6paliaeTcs,

C HEeH3MEHHO! CTOWKOCTBIO U )KH3HeI001eM.
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Bnagumup Iorpe6Hsk
MepaeHHOe
norpyxenmue. 2012
XO0JICT, aKpHUJI

85x85

Konneknus Jlroka
[llam60Ha, MockBa,
Poccusa

Vladimir Pogrebnyak
The Slow Plunge. 2012
Acrylic on canvas
85x85 cm

Collection of Luc
Chambon, Moscow, Russia
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Biagumup Ilorpe6Hsk
N3 cepun «Ilpo aTo».
2009

JIBII, akpun

Pasmep BapbupyeTcs
Co6CTBEHHOCTD aBTOPA,
BaagusocTok, Poccus
Vladimir Pogrebnyak
From the series “About
This.” 2009

Acrylic on MDF

Size varies

Artist’s property,
Vladivostok, Russia
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Buagumup [MorpeGHsK
Kuca. 2009

XoJ1CT, aKpuJI
140x180

Konnekuus ranepeu
«ApKay,
BnaguBoctok, Poccust
Vladimir Pogrebnyak
Kitty. 2009

Acrylic on canvas
140x180 cm
Collection of the Arka
Gallery,

Vladivostok, Russia




Oner baTtyxTuH

Cpenu BpICTAaBOK BilaguBocToka Te, B KOTOprXOIeg Batukhtin

y4actBoBaJ Osier BaTyXTHH, — 3TO NPOEKTHI, 06b-

€MHEHHbIE €C/IU HE MaHI/ICI)eCTOM, TO KOHueHuHeﬁ.Among the exhibitions of Oleg Batukhtin’s works in

MOJaHHBIMH UM uaeaMmu: «MecTo obuTaHusd, uauVladivostok, there are a number of projects united, if not

Bsrisag usHyTpu» (2006); «IIpoekTt-12» (2008);by a particular manifesto, then by the general concept

«JlecTHULA B HEGO. B HEGO?» (2011) (Bce B Fanepeefeeding their ideas: “Habitat, or Look From Within,” 2006;
“Project-12,” 2008; “A Ladder in the Sky. In the Sky?” 2010

«Apka») u Jip. I

o (all exhibitions, Arka Gallery.)
Kaxxap1i U3 NpOEKTOB UMeET LieJIbI0 He TPOCTO Npe-

Each of these projects holds as its objective not just to
TBOPUTE HACI0, HO M IOAEJUTbCA OGpeTeHHHMHillustrate an idea, but also to share bits of newfound

KpynuuaMu AyXOBHON UCTHHBIL, IOMOTAKOIEH XU Thspiritual truth that help the artist to live and believe in
Y BepUTb eMy camoMy. Osier baTyXTuH — 4esioBeKhimself. Batukhtin is a man of faith, but in his art, he is
BEPYIOLIUHA, HO B UCKYCCTBE OH ABIXKUM He ToJibKodriven not only by his beliefs, but also by consciousness of
BEPOH, HO U CO3HAHUEM COBCTBEHHOM HOI‘pemHMo_hiS own failings and imperfections, and, finally, by irony. He
CTH U HecoBepIIEHCTBa, caMoupoHueit. Ero posny-15 Preoccupied by the eternal themes - man’s place in the
JOT BedHble TEMbI: MECTO YeN0BeKa B MUDE, «MeCTaworld, his “habitat” and the instability of both these things,
the need for repentance and self-esteem.

ero oO6UTaHUsA», HECTAOUIBHOCTb TOTO U JIPYroro,

HeOo6X0AMMOCTb IOKAsITHUS U CAMOOLEHKH.

Oser BaTyxTuH
TosioBa nTULbI. 1995
JlepeBo

24x25

Konneknus Kcennu
®poJsoBoi, BraguBocTok,
Poccus

Oleg Batukhtin

Bird's head. 1995
Wood

24%x25 cm

Collection of Ksenia
Frolova, Vladivostok,
Russia
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Oser BaTyxTuH
Jlectruuna MakoBa. 2012
CMmelraHHas TEXHHUKA
Co6CTBEHHOCTD aBTOPA,
BaagusocTok, Poccus
Oleg Batukhtin

Jacob's Letters. 2012
Mixed media

Artist’s property,
Vladivostok, Russia

Oser BaTyxTuH
Cruxmsd. 2013
JlepeBo

102x24x15
Co6CTBEHHOCTb aBTOPA,
BaaguBocTok, Poccus
Oleg Batukhtin
Elements. 2013
Wood

102x24x15 cm
Artist’s property,
Vladivostok, Russia




Anexcanzp Kupsaxno
B macrepckoii. 2015
Alexander Kiryakhno
View of the Artist's
Studio. 2015

Anexcangp Kupsaxso

3a mpejesiaMu cBoero npumopckoro peruota Anek- A lexander Kiryakhno

canap KupsaxHo — OJMH U3 caMbIX HEU3BECTHBIX

B POCCHM XyJ0KHHKOB. Elvf,y HEBE/IOMA CTpaTerus Ca-Beyond the bounds of the Primorsky region, Alexander
MOIPOABHEH U, KOTOPOH BIIA/CIOT Cer(\),AHH HO‘”I/I](iryakhno is one of the most unknown artists in Russia.
BCe y4aCTHUKH apT-CLeHbL. ¥ Hero HeT CanTa, HeT Ta He Jacks a grounding in those strategies of self-promotion
Jiepen, HeT KpuTHKa. M TeM He MeHee KHPSIXHO UM€€T hat drive the rest of the country’s art scene. He has no
BCe IIaHChl B TabeJsId 0 paHrax COBPEMEHHOI'0 UCKYC-website, no gallery, no critics in his corner. And yet, for
CTBa 3aHATb MecTO renus. Pasymeercs, He B uctopuuall this, Kiryakhno has every chance of taking a seat at the
ucKyccTBa MOCKBEI, € KOTOPOM OH He MMeeT HMKakoitable as one of the true geniuses of contemporary art. Of

CBSI3H, a B HCTOPHH MCKyCcCTBa [IpUMOpbst course, maybe not in the art history of Moscow, as there
, .
is little that binds him to the capital, but for sure in the art

Ele HelaBHO CcUMUTaA/NOCh, YTO JIUIIb TaKoe TBOpYe- i
history of Primorye...

CTBO AOCTOMHO NPHUSHAHUSHA, KOTOPOE BBIAEPHANO .y only recently, it was thought that the only work worth
ak3aMeH MOCKBbI M BIHChIBAeTCH B CTOJIMYHBIC .,y sideration was art that had stood the test of Moscow,
KkpuTepuu. HblHue CUTyalusi MeHsIeTCs, U MHE Ka-meeting all the criteria of the capital. Today's situation
KeTCA JjaXe, YTO OHA MeHsAeTcs 6osiee 4eM paju-is changing (and radically so, I would note.) That great
kasibHO. HacnenoBanHasa ot BpeMeH CCCP o6maslegacy of the Soviet times, the shared ideological and
uaelHas U CTWIMCTHYECKas OCHOBA HAILlero COBpe_stylistic foundation of our contemporary art has been
MEHHOI'0 MCKYCCTBA NPOrPECCHBHO COKpamaeTCH‘shgrply curtai.leld, d.isintegrating before our very eyes.
TaeT Ha Miasax. Ha ee MecTe BBIPAacTaloT — Kak I_[e_ln its place, rising like the skyscrapers of Moscow Cle,

are local schools of contemporary art - not necessarily

GocKpeGhl B MOCKOBCKOM CHTH — HETIOXOXHE 'qpyfidentical to one another, but closely connected with the

Ha Jpyra, HO TECHO CBf3aHHbIE C I]pOGHemaTI’IKo“problems and context of their respective regions. In their
W KOHTEKCTOM CBOETO pEruoHa MeCTHbI€ HIKOJIblinteractions and in their internal hierarchy of values, the
CH. AKLeHT B UX B3aUMO/,eCTBUY, B UX BHYTPeHHeHaccent shifts from on their general similarities to on their
HvepapxyuM LIeHHOCTel nepeksryaeTcs co cxoactBadifferences, in terms of their distinct identities. In the
Ha OT/IMYMSA, HAa TOYKH UX 6e3yCJ0BHOrO CBOeobpa-Process of forming new parallel narratives to replace the
3usi. B 3TOM IpoLecce CTAaHOBJIEHHUS] HOBBIX Hapaﬂ_dominant .myth of di.ligent students folloxving .the ’r'nastlers
e IbHBIX HappaTHBOB Ha MepBble O3HIHH BMECTOOf the Faplt.al, one dlscover.s self—taught: out51.d.er artists

- creative figures shaped directly by their specific cultural,
NPUJIEXKHBIX YYEHUKOB CTOJIMYHBIX M3TPOB Bbl/|BHU-

social and geographic context, and capable of more or less
TarTCsA «CaMOPOJIKHK», TO €CTh TBOPIECKHE <l:'I’IFYpI’I'clearly translating that context’s features into the language

HEIIOCPEACTBEHHO NOPOXKAEHHBIE KYJIBTYPHBIM, CO-of contemporary culture. Any previous cultural intrigue
LMa/IbHBIM U reorpaduyecKUM KOHTEKCTOM U yMe-in Vladivostok was the product of clashes between the
oue 6oJiee WM MeHee BHSATHO NMepeBOJUTH eroextreme “agents” of the Moscow avant-garde with an array
0COBEHHOCTH Ha A3bIKA COBPEMEHHOM Kyanypr_ofconservatives, figures somehow still sporting the stylish
TpeskHsisl KyJbTypHasi HHTPUIA BO BHaAHBOCTOKeCIOthes from bygone eras. That is to say that on the farthest
POXIANACh CTOJIKHOBEHUMEM OTHAsHHBIX «areHTop»" 8¢ Of Russia one witnessed the exact same drama as in

the capital, albeit with a slightly simplified plot, but the
MOCKOBCKOI'0O aBaHrapja ¢ MaCCHMBOM KOHCepBa-

same schematic overview. This was the modus operandi
TOPOB, KO€-KaK AOHAIMMBAIOMNX CTUIMCTHIECKHE;, e provinces. Alexander Kiryakhno refused to play

OZieAbI MPOLLIBIX 3M0X. To ecTh B caMO AalbHeNa|ong, instead positioning himself another way. He was an
OKpauHe Poccuu B cxeMaTH4YeCKOM BH/JIE U 110 CaMoO-outsider, an artist who did not fit the “Russian Standard.” It
My YIOpPOILLEHHOMY CLEeHapul0 BOCHPOM3BOAUIacbwas for this reason he could not be considered provincial.
Ta ke JpaMa, YTO U B CTOJIMLe. ITO 6blaa TunuyHotis mode of expression could not be called derivative
MpOBUHLIMAJ/NIbHAA CUTyauus. AJeKcaH/p Knpgxﬂowhen compared to the metropolitan style. He is just as

B Hel y4acTBOBaTh OTKasascs. OH mo-UHOMY HOBH_md.ependent m his re%atl(.m to Mosc9w as, let’s say, an
., artist from Latin America is to the United States or Spain.

uI/IOHI/IpOBaJIvce6H. On — vyl He BIIMCBIBAIOIIMNA- expand that metaphor, Latin American independence
€A B «PYCCKUH CTaHAAPT», XY/IOMHUK. A TIOTOMY 1 Heyas achieved precisely through renouncing one’s Spanish
npoBHHUKAI. Ero BbICKa3blBaHHe He 3alA3AbIBA€Theritage and instead rooting oneself in the place where
110 CPaBHEHMIO CO CTWJIeM MeTponoJiuu. OH CTO/bone lives. Kiryakhno's evolution follows this same logic.
’Ke caMOCTOsITesIeH 10 OTHOIIeHUI0 K MockBe, Kak,The artist traded in the Modernist style for an ethnocentric
CKa)KeM, XYJJO>KHUKHU JIaTMHCKOM AMepHUKH 110 oTHo-Aesthetic, revealing in the process an image of Primorye
weHuo Kk CIIA win Ucianuy. 3Ty aHaI0THI0 MO)KHOtha.t was entirely. autonomous from the .metrf)politan.
NPOJIOJIKHTD: CBOEH HEe3aBHCHMOCTH JIaTI/IHOEIMepI/I-ThlS image contains none of the usual high-rises, the

KAHII HOGHUIACH GIATONADS OTKA3Y OT MCIAHCKO communal housing projects or “Khrushchev-ki”; it leaves
el A 1 J1aroziap y _out the barracks for prisoners of the gulag, the naval port,

rO Hac/eus U NPUOBUIEHUIO K UCTOKAM MECTHOM o circys, Socialist Realism and all the other telltale signs
MKU3HU. DBO/IIOLMSA KupsixHO aHanoriuHa. XyA0MKHUK f the Soviet cosmos. In their place are monuments and
CMEHWJI CTUJIMCTUKY MOJIepHM3Ma Ha 3THO3CTETUKYreligious relics, which Kiryakhno found not half-buried in
Y OTKpPBUI AJis1 ce6s1 aBTOHOMHBIA OT MeTpormnoJjiurarchaeological digs, but rather resting on the altars of his
06pa3s [IpumMopbs. neighbor’s homes.
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Anexcanzp Kupsaxno
Be3 Ha3BaHus.
2004-2008

@dparMeHT UHCTA/UIALUHI
CMmenraHHast TEXHHKA
Co6CTBEHHOCTb aBTOPA,
BaaguBocTok, Poccus
Alexander Kiryakhno
Fragment from an
untitled mixed media
installation. 2004-2008
Artist’s property,
Vladivostok, Russia

B 3TOM 06pase HeT THUMOBBIX MHOT03TaekK, GbITalhese kinds of objects are not only to be observed in the
KOMMYHa/lOK M XPYIEBOK; OTCYTCTBYIOT 6GapaxuPrayer rooms of Buddhists, Shinto worshippers, animists,
3akmodeHHbIx TYJIAL, BOGHHBIH TOPT, LUPK COu-the Orthodox, or cult members, but also in the dark corners
, ) )

of bedrooms, in children’s “nooks,” on women'’s boudoirs
peajiu3sM W MpodYre MPUMETbl COBETCKOIO KOCMO- L i ’ .

and bedside tables. It is clear that what was important
ca. Ha ux MecTe okasajuch NMaMsATHbIE npeaMeThbl

to the artist was not the various belief systems of these
W KyJbTOBBIE PEJMKBHUH. Hx KupsixHo focran Hecults, but rather the associated aesthetic of these intimate

U3 apxeoJIOrM4ecKkoro packomna, a IMOACMOTPEJreliquaries. This is the real thrust behind his delightful
Ha JlOMallHUX ajTapax. He TOJbKO B MoJIeIBHBIX ‘object-curtains,” which are covered with images that
KOMHAaTax OyAJuCTOB, CHHTOHCTOB, aHUMHCTOB,overlap and echo one another, from portraits of the Virgin
IPaBOCJIABHBIX, PACKOJIHUKOB M XJIbICTOB. Ho Tak-Mary and Shiva, to amulet dolls and erotic drawings
e B YKPOMHBIX YTOJIKAX CIIa/leH, B IeTCKHX «Cere_from ]apanese Manga, to phot(?graphs of Ipdian beautie-s
Tax», B JAMCKHX TPIOMO U TYMGOUKX. COBepmeHHO?nd Chinese embrou%ery of lt,)‘lrds and animals. In th-en”

iconography, these “curtains” recall Khorugv, Russian
O4Y€BUAHO, 9TO XyAOXKHHUKY BOXHO He Co’uepmaﬂnereligious banners, and, at the same time, Buddhist scrolls.
STHX KyJIbTOB, a CBA3aHHaA C HUMH 3CTE€THKA HHTUM-Th ey are covered in inscriptions and graffiti and abundantly
HOro pesnKBapust. UMeHHO OHa M SIBJISIETCST TEMOHfestooned, like the pagan prayer trees, replete with torn
ero 3aMeyaTe/bHbIX «00beKTOB-3aHaBeCOK». Ha HuXfabrics and colored ribbons. In Kiryakhno's interpretation,
CKPEIMBAIOTCSA U OTPAXKAIOTCSA JPYT B Apyre obpa-the Primorsky aesthetic is one of eclecticism, of sensuality,
3b1 Boropoaunpl ¥ 1IKBBI, Kykabl-o6epery u 3p0_if not outright eroticism and personal intimacy. It signals
THYeCKHe PUCYHKH SIIOHCKHX MaHra, GoTorpadpun® mee.ztmg of homegrown c-ults, r.lo.t ofchurches or‘rehglous
MH/IMHCKUX KPACABUIL M KUTAMCKHe BbIIIMBKY 1_I,I,I/mdoctrlnes. Among other things, it is as if the sly Kiryakhno

" 3 has picked up on the distant relations of his objects with
M XUBOTHBIX. MKOHOTpaduiecky «3aHaBeckn» Ha the latest art in Russia and the West. A contemporary

TIOMHMHAIOT XOPYTBH M OJHOBPEMEHHO 6YAAHI\/‘ICKHeof the “New Wilds,” Kiryakhno's work offer hints of
CBUTKY. OHM NOKPBITHI HAAMUCAMH W TPAGPUTH.Timur Novikov's “tapestries” or the “rags” of Konstantin
OGUJIBHO yCesiHBI, CJIOBHO SI3bIYEeCKHEe KYJIbTOBbIeZvezdochetov, which also depicted the kitschy trappings of
JlepeBbs], PBAaHbIMH JIOCKYTaMH U IBETHBIMU JeH-the boudoir. Other distant relations could be found in the
Tamu. [IpuMopcKas scTeTMKa B HHTepHpeTauHHassemblages of Daniel Spoerri, the “New Realists” and even
KupsxHO 3KJIEKTUYHA, TeJIeCHa, eCJIM He CKa3aTh —Rauschenberg’s brand of American Pop Art.

. The founder of an art school is rarely the most skilled
3POTHYHA U WHTHUMHO-JINYHOCTHA. B He#t 0603Ha- . y.
painter or draftsman. However, he is the one who

HeHa BCTpeya AOMALIHNX KyJIbTOB, @ HE LepKBeH I/I“give a name to what exists,” that is, the first to map the
Pe/IMrHOSHBIX IOKTPUH. Cpesin MpouuX, HO KakK 61’Icontours and force lines within a local art discourse. If the
NOJA CYpAUHKY KHpSIXHO NpOMMCBIBAET AANBHIOWsubsequent evolution of art confirms his model, he will
POJICTBEHHOCTB, CBSI3b CBOMX OGBEKTOB C HOBeH-attain the status of “genius” When playing this kind of
muM ucKkyccTBoM Poccuu n 3anaza. CoBpemeHHHKgame with culture, Alexander Kiryakhno has risked it all.
«HOBBIX JUKHUX», KI/IpHXHO HaMeKOM COJIKaeT CBOU
paboTbl ¢ «3aHaBeckaMu» Tumypa HoBukoBa u
«TpsinkaMu» KoHcTaHTHHA 3Be3/104€TOBa, KOTOPbIe
TOXe ObLJIM 00palieHbl K KHTYeBBIM IIpeiMeTaM Oy-
ZyapoB. [lpyro¥i fasbHel anno3ueil pabot Kupsixao
SIBJISIOTCSA accaMbJisku JlaHuaua CrioeppH, «KHOBBIX
PeaMCTOBY», a TAK)Ke aMePUKAHCKUI TTON-apT Bapu-
aHTa PaymeH6epra.

PojjonadyasbHUK  XyA0XKeCTBEHHOM LIKOJIBI  Ja-
JIEKO He€ BcCerjia dABJideTCAd JIYyYIIUM XHBOIIHCLEM
WJIM pUcOBajJbIIMKOM. Ho oH mpucBauBaeT ce6e
paBO «JAaBaTb MMEHa CylieMy», TO €CTb IE€PBbIM
HaMe4daTb KOHTYpPblI W CUJIOBble JIMHUW MECTHOIO
XY/I0’)KECTBEHHOT0 JuCKypca. Eciu mocieayrouias
3BOJIIOIIUA HCKYCCTBA INOATBEPAUT €ro MoAeJsib, OH
obpeTaeT cTaTyc reHus. Anekcanap KupsixHo puck-
HYJI CBITPATh C KYJIBTYPOU B TAKYIO UIDY.

Andrei Erofeev

Andpeti Epogpees
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Anexcanjp KupsxsHo
Bes Ha3BaHud. 2006
ByMara, ryauib, TKaHb,
raseTbl

83x62
Co6CTBEHHOCTD aBTOPA,
BaaguBocTok, Poccus
Alexander Kiryakhno
Untitled. 2006
Gouache, newsprint,
paper, fabric

83x62 cm

Artist’s property,
Vladivostok, Russia

Anexcanjp KupsxsHo
Bes Ha3BaHud. 2006
ByMara, ryauib, TKaHb,
raseTbl

83x62
Co6CTBEHHOCTD aBTOPA,
BaaguBocTok, Poccus
Alexander Kiryakhno
Untitled. 2006
Gouache, newsprint,
paper, fabric

83x62 cm

Artist’s property,
Vladivostok, Russia
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Wnbsic 3uHaTyIMH
Buj 3KCno3uLMu.
LleHTp cOBpeMeHHOro
MCKyCCTBa «3aps»,
BaagusocTok, Poccus
2016

Ilyas Zinatulin
Exhibition view
Center for
Contemporary Art
Zarya, Vladivostok,
Russia, 2016

Unbsac 3uHaTynuH

Wnbsic 3uHaTy/MH — OJAUH U3 HEMHOTHUX Bnagn-"yas Zinatulin

BOCTOKCKHX XY/I0)KHHUKOB, MO3BOJIAINUX ce6e

paavKaJibHble 3KCIIEPUMEHTHI C XKUBOIUCBIO U MO-Ilyas Zinatulin is one of the few Vladivostok artists who
HACTOSILIEMY MpeJaHHbIX TOJTbKO el. Pa6oTtag 6e3allowed himself to radically experiment with painting,
CO3HaTe/bHBIX HaJeXJ Ha NpOAAXKH WU mouck?!! tht.e while staying loyal to thelgenre. W(I)rking with(.)ut
0C060r0 3pUTENs], XYAOKHHK 3a4acTyIo Hpeﬂno-the slightest thought of ever selling anything or reaching

a particular audience, the artist often prefers plastic to
YUTAET IJIACTHK XOJICTY 3a ero QpyHKLHOHAJIbHOE . . P .
canvas, for its general convenience, and creates “objects

YA0GCTBO 1 IPOU3BOAUT «O06BEKTLI», HafieAA CaMyby assigning his paintings utilitarian functions.

KUBONMCH YTU/INTAPHBIM 3HA9€HHEM. Having served in the Soviet army, Zinatulin became one
OTC1yuB B COBETCKOM apMuH, MIIbsIC CTAHOBUTCSof the most prominent members of Shtil (“Calm”), an
OHUM U3 BUAHBIX 4ieHOB rpymnnbl «lITuab» —art-collective that played a vital role in the city scene,
apT-KOJJIEKTHBA, KOTOPbIM Mocie rpynnbl «Bsa-second only to the “Vladivostok” group. Together with
JUBOCTOK» COCTaBJA€T OCHOBY aBaHFap,LLHOFOVIa_dimi_r Dubinsky and Algxander Kiryakhno, Zinatulin,
MCKyccTBa B ropoge. Bmecre ¢ Bragumupom ﬂy_whlle still a member of Shtil, formed a new group, named

GUHCKHM M AsexcanapoM KUDAXHO 3MHATVIMH to reflect the number of participants: “Triad.” In 1991,
AP p Y- "the group organized an exhibition at the Primorye State

npoAioJIkast COCTOATD B «LITuIIe», OCHOBbIBaET C06'Art Gallery. For that show, the artists took over three
CTBEHHOE OGbeJMHeHHe, HA3BAaHHOE MO KOJHMYe-ja|ls of the gallery, not only hanging their individual
CTBY BXOJAIIMX B COCTaB Y4aCTHUKOB — «Tpuagar».graphics and paintings, but also collaboratively creating
KossiekTB opraHu3oBbiBaeT BbICTaBKYy B Ilpu-a total installation, consisting of nearly forty sculptural
MOPCKOM KapTHHHOM rajnepee B 1991 rogy. Tormacompositions made from stone that the artist had mined
XYIOKHUKH 3aHUMAIOT TPH 3a/a KpaeBoit Faﬂepenthemselves in t}.le Primorsky town of Dalnegorsk.

U He TOJILKO MOKa3bIBAIOT KaXblil CBOIO rpaclmxy]n 1991, when Zinatulin was only 28 years old, Alexander

Y JKUBOIMC, HO H COBMECTHO CO3AI0T TOTAIbH }OGorodny brought his works onto the steamship Academic
’ ol y Shirshov,whichwasheadedonatourof“RussianAmerica.”

HHCTA/VIALHIO, BKIIOYAMIYIO B ce6si 0K0JIO COpOKaTy, ship docked in ports in Cordova, Sitka, Seattle and
CKYJIbIITYPHBIX KOMIIO3ULMKA U3 KaMHs, COGCTBEH-S,n Francisco, all the while showing Zinatulin’s works
HOPYYHO [JO6GBITOrO Xy[0XHUKAaMH B ropofie Jlaib-as part of the project “Russia in America.” Zinatulin’s
Heropcke [IpuMopckoro kpas. works were presented with support from the ARTETAGE
B 1991 rogy, korga 3uHaTy/auHy 66110 28 sieT, Anek-Gallery of Contemporary Art, which was headed up by
canzip FopogHuii UAET ¢ ero paGoTaMu B 3KCHeAH_G0rodny, and which continues to represent the artist to
uuio «Pycckast AMepuKa» Ha Temioxoze «Akazemuk. 1S 427

Three years later, Zinatulin was part of another
[Mupwos» u 3axoauT B noptbl Kopposa, CuTka, | . - . . . “
exhibition in San Francisco called “Contemporary

Cuar, CaH'(DpaHuHCKO' BBICTaB/IAA pa6OTbI BHHa'Russian Art.” Between these trips, the artist also showed
Ty/JMHA B npoekTe «Poccus B AMepuke». ['anepesiy his homeland in the Baltic States (he was born in
coBpeMeHHoOro uckyccrsa APTITAIK mof pyKOBOA-Estonia.) In 1995, a year after his second trip to America,
cTBOM AstekcaHpa ['opojiHero v no cur nopy npo-Zinatulin participated in an auction of contemporary
JloJDKaeT MpeJCTaBIATh paboThl Mibsca. Russian art at Drouot-Richelieu in Paris, France. That
Tpu roja COycTs ClefyeT elle OfHA BbicTaBkasame year the artist_'s works were shown in the Pushkin
B Can-PpaHLuCcKo — «COBPEMEHHOE PYCCKOe I/I(:Kyc_Stat.e .l\/.luseum of Fine Arts in Moscow, as part. of an

exhibition of Alexander Glezer’s personal collection, as
cTBO». Mexay noesakamu Uibsic BbICTaBJIsSETCS Ha

w6 well as in “Vladivostok-Rotterdam,” an exhibition sited
posHpix 3emasax — B [pubantuke (pogom XYAOX-i1 the Schiedam station in the Netherlands, and later

HUK U3 ICTOHHUH). Hepes rofi nmocsie BTOPOH MOE3AKU R ot terdam-Viadivostok,” which was held at ARTETAGE
B AMepuKy pa6oTbl Uibsica yrke y4acTBYIOT B ayKLH-in Viadivostok.

oHe «CoBpeMeHHOe pycckoe UCKYcCTBO» B JlpyoT-Pe-In 1996, Zinatulin held a solo exhibition titled Malleus
uiesibe, [apwk, ®pannus. B Tom ke 1995 rogy eroMaleficarum (“Hammer of Witches”) not far from New
pa6oThl BeicTaBeHbl B TMUU um. A.C. HYLHKHHaYorkatthe Museum of Contemporary Russian Art, which
(MockBa) Ha BbICTAaBKe PabOT U3 KOJJIEKIHH AJIeK-haq been f(.)u.nded by Glezer in Jersey Cit}{. In 1997, the

artist participated in yet another show in the States:
caHipa [71e3epa, a Takxke B npoekTe «ByaauBoCTOK

P C H this time, a group exhibition in Hudson, New York. The
— Porreppam» (Boksan . Cxupama, I’I":LepnaH'm’I)following year, Zinatulin was featured in a solo show at

u 3areM «PorTepiaMm — BiafMBOCTOK» B Trajepeeihe Museum of Art at Washington State University in
APTITAX Bo BnaguBocToke. Pullman.
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Wnbsc 3unaTynnn

U3 cepum «Ilnan
3BaKyauuu». 1998
Bymara, ¢psiomactepsl,
KapaH/jallly, [{BeTHbIE
PYYKH

PasMep BapbupyeTcst
Co6CTBEHHOCTb aBTOPA,
BaaguBocTok, Poccus
Ilyas Zinatulin

From the series
“Evacuation Plan.” 1998
Markers, pencil and
colored pencils on paper
Size varies

Artist’s property,
Vladivostok, Russia

B 1996 roay y Unbsica mpoxouT nepcoHanbHas Bbl-After this, there will be exhibitions in Japan and Korea,

cTaBKa «MOJIOT BeJjbM» HeJaleKo OT Hb}o-l‘/'lopKaa“d' as a result, Zinatulin’s works will be spread across

B My3ee COBPEMEHHOTO PYCCKOTO HCKYCCTBA OCHO_private collections in Europe, America and Asia, while
,

BaHHOTO Asexcanapom [esepom B Jxepcu-Curi the artisthimselfremains in high demand in Vladivostok.
AP p p In 2010, he had a solo exhibition at ARTETAGE called

B 1997 roay cienyet ele ofHa aMepuKaHCKas Bbl-“Psychote—alin," followed by the exhibition “Ilyas
CTaBKa, Ha 3TOT pas C pa60TilMI/I Wnbsaca B TPYNNO-7;aylin Neu” at the Primorye State Art Gallery in 2014.
BbIX 10y 3HaKoMATCsA Hero-Uopk 1 ropos XOACOH, The visual aesthetic of the works presented as part
a B 1998 roasy pasBopauMBaeTcs NepcoHaJbHasof “Rebels at the Edge” - a series of gouaches on paper
BbICTaBKa B My3ee HCKYCCTB BawmuHrrouckoro ro-from the early 1990s - demonstrate how true art exists
Cy[lapCTBEeHHOTo YHUBepcuTeTa B [lynnimaHe. outside of time, the boundaries of which Zinatulin has
BbicTaBKH 6ysyT U B SlnoHun, u B Kopee, pa6o_made it his personal tradition to forge past.

Thbl Pa3oOWJyTCA MO eBPONEeHCKUM, aMepPUKaHCKUM

M a3sWaTCKUM 4YacTHBIM KoJuleKnusaM, a Hiabsc

OCTaHeTcs BOCTpe60BaHHBIM XYA0KHUKOM BO Biia-

auBocTtoke. B 2010 rosy npoxoAuT ero nepcoHasib-

Has BBICTaBKa B My3ee COBPEMEHHOr0 HMCKyCCTBa

APTITAX nop HazBaHueM «[lcuxoT3-AJNIMHBY», a B

2014-m BHOBb B [IpUMOpPCKON KapTUHHOM raznepee

— «Wnbsic ZunatynuH Neu». Cepusd ryamei Ha 6y-

Mare Hadazna 1990-x, npeficTaB/ieHHas Ha BBICTaBKe

«Kpa#t 6ynTapeii» B LICU «3aps», cBoell BHU3yaJb-

HOM 3CTeTUKOM KaK HeJb34 JIy4llle IeMOHCTPUPYyeT

TO, YTO NMOAJHUHHOE UCKYCCTBO NpeObIBaeT BHE Bpe-

MEHH, BbIXO/, 3a Ipe/ieJibl KOTOPOTo U CTajl UHAUBH-

JyaJbHOU TpaAuLvell 3uHaTy/INHa.
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Wnbsic 3uHaTyIuH

U3 cepuii: «KapTuHbI
AJist Kutaiickoro
uMneparopa»,
«KapTuHbI g1
HCC/IeAOBAHUAY,
«CuHAGaz». 1990-1991
Bymara, ryamn

Pasmep BapbupyeTcs
Co6CTBEHHOCTD aBTOPA,
BaagusocTok, Poccus
Ilyas Zinatulin

From the Series:
“Paintings for the
Emperor of China,"
"Paintings for the Study
of Space,”

“Sindbad.” 1990-1991
Gouache on paper

Size varies

Artist’s property,
Vladivostok, Russia
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Muxawu [laBuH

Be3 Ha3BaHus. 2015
WHcTtannauus
(poTorpadus, Bugeo)
LleHTp COBpeMEHHOTO
HCKyCCTBa «3aps»,
BaaguBocTok, Poccus,
2016

Mikhail Pavin

Untitled. 2015
Installation (photography,
video)

Center for Contemporary
Art Zarya,

Vladivostok, Russia, 2016

Muxaun lNasuH

Muxaus [laBUH CBOGOJHO BIIUCAJICS B KOHTEKCT co-Mikhail Pavin

BpeMeHHOro uckycctsa JlanbHero Boctoka Poccuu

emle B KoHIe 1980-x rofoB 6/1arofaps CBOMM Nep-Mikhail Pavin has fit freely into the context of

BbIM BbICTaBKaM. contemporary art in Russia's Far East since the moment

B 1990-e u 2000-e rognl pa6oTtasa c 6oabmumM pas-of his first exhibitions at the end of the 1980s. Through

MaxoM Ipe/CTaBJSIONas ero BIafUBOCTOKCKas ra-he 1990s and 2000s, he worked on an impressive

Jiepes «ApKa», KOTopasi, pOCTUpasi CBOU HHTepecmsca_le. thanks in part to his Vla.dn'/ostok galler.y, Arka,
which helped expand the artist's geographic reach

Kak K 3anaay, Tak 4 Ha BocTok, o6ecneynsia ero no- . s -

a " . y staging exhibitions as far and wide as Moscow,
TpsicalIledl BBICTABOYHOU reorpaduen: MockBa,ge jin, Paris, Miami, Vienna and Beijing. This kind of
Bepaun, Ilapwxk, Maiamu, Bena, IleknH. TakOHsweeping international coverage was well suited to
MeX/[yHapOoJHbIH 0XBaT BIIOJIHE OPraHWYeH JINYHO-Pavin's personality, as the artist had previously served
ctu [1aBHMHA, KOTOPBIHN CAYXUJI HA QJIOTE M Ha3bIBa-in the navy, considering himself not only an artist and
eT ce6s He TOJNLKO XY0AKHUKOM U My3bIKaHTOM, Hod Musician, butalso a true sailor.
ellle U MOPSIKOM. This eclectici.sm extended to Pavin's .creative life as
JK/IEKTHYHOCTb ~ CaMOOTpesesIeH s HepeXOL[I/ITwell; the artist was known to work in photography,

video, graphics, and installation, as well as music
U Ha TBOPYECTBO XYAO0XKHHKA, KOTOpOE BKJIOYAET . . .

and performance. Amid this wide range of styles and
B cebst ¢potorpaduio, Bugeo, rpaduky,

I’IHCTamm'techniques, it is difficult to pin down any single stylistic
L{M10, & TaK>Ke MY3bIKy U nepdopMaHc. Bo BCeM 3TOM(direction to unite the artist's oeuvre. Instead, his work
MHOTr006pa3uu CJ0XHO ONpeJeUTb OJHO CTHJH-is suspended in a constant state of hybridity, which
CTUYeCKoe HampaBJ/ieHHe, KOTOPOMY OH mpejad,emerged as far back as Pavin's early Perestroika-era
BCIOJly COXPaHSAIOTCS HEYCTON4YMBBIE, rM6puaHbIePhotographsand collages.
COCTOSIHMSI, NIPOSIBUBLIKECS elie B PAHHUX «Hepe-ln his practice., Pavin takfes on the rol.e of rese.archer,
CTPOEUHBIX» GOTOrpadHAX U KOJLIANKAX. pe.rmanently 1mm.ersed in the details .of different
episodes from various social dramas, which he often
[TaBuH B posin uccaefoBaTesss MEPMAaHEHTHO IO-

- coats with irony. It would seem the restless artist, never
TPy’eH B pasHble 3MU30ABI COLMANBbHOU APAMBLg,tisfied with any particular discipline or form, was, in

KOTOpbI€ 06JIeKaeT 4YacTO B MPOHHMYHYIO (GOpMY.,|| actuality, incredibly meticulous and consistent, to the

Kasasoch, HeycHAUYMBBIH, HEYKUBYMBBIH C AMC-point where he would travel a set path and always fix

UUIUIMHAMK ¥ popMaMu, OH Ha camoM Jenehimselfin different geographical and historical settings,

HeJaHTUYeH M [0C/Ie[0BaTe/IeH, OTOMY YTO Hy-later broadcasting his “localization.” All the while, Pavin

TELIeCTBYeT MO OMNpefe/eHHOMY WM MameYTystruck a balance be.tween muse.urr.l-quality work.s with

1 IOCTOSHHO GUKCHpYeT ceGs B pasHbIX reorpa-a marked emphasis on m.aterlal.lty and a dellberaFe
sense of humor that revels in the irony of his own fluid

$UUeCcKUX U UCTOPHUYECKUX TOUYKAX U TOJBKO nocne, . o

HalnpaBJisieT COOOlLIeHHe O CBOeH «JIOKaJIu3aluu»

HapyKy, IPYU 3TOM C06JIr0/1as1 6aaHC MeX /Ly TPOU3-

BeJIeHUEM MY3eHHOT0 KayeCTBa C MOJYEPKHYTHIM

AKLEHTOM Ha BEIHOCTHM W HAapOYUTBIM IIYyTOB-

CTBOM, CAaMOMPOHHEHN HaJ, COGCTBEHHBIM TEKYYUM

CTaTyCOM-COCTOSTHUEM.
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Muxau [TaBun

U3 cepun «Tponuk
CammuTa». 2014
Bymara, cMelianHas
TeXHHKa

26x26

CoGCTBEHHOCTb aBTOpa,
BnaauBocTok, Poccus
Mikhail Pavin

From the series
“Tropical Summit.” 2014
Mixed media on paper
26x%26 cm

Artist’s property,
BnaguBocTok, Poccus
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Metp lopesioB («33+1»)
BeuepHuii
Yccypwuiickuii 3a1mB.

N3 cepun «baHHepHas
»KUBoOMMCh». 2015
PekslaMHBIH 6aHHED,
Macsio

64x87

Kosnekuus IaBsaa
IllyrypoBa, BraguBocTOK,
Poccus

Petr Gorelov («33+1»)
Evening on Ussuri Bay
from the series “Banner
Paintings.” 2015

0il on advertising banner
64x87 cm

Collection of Pavel
Shugurov, Vladivostok,
Russia

MeTp Nopenos

[lepe3peBlINil U NepeKUCIIUN CTUIb counamuctu-Petyr Gorelov

YEeCKOro peajn3Ma B [103JHECOBETCKOE BpeMs THXO

yMHpaJ, NO4YTH Becb yiHAsd B xaHp neisaxa. He-Overripened and sour, the Socialist Realist style quietly

KOT/la MOLIHOE MeAWWHOe CpeAcTBO mpomaraH/bldied out in the late Soviet period, disappearing almost

OH YCTYNUJI 3Ty POJib TEJIEBU30PY M YKE B KoH1jeentirely into the genre of landscape. Once a formidable

1970-X ro/i0B 6bLJ BbIBE/IEH HA IEHCHIO0, Ha KOTOPOH M eans of media propaganda, itcededitsrole totelevision.

Npe6bIBaeT Mo HblHewHee BpeMs. KapTHHBI 3T01“OBy the .19705, it offlaally ente.red t.he retlrement. st.age,
where it has remained up until this day. The paintings

CEeHWJIbHOTO IIeprojia colpeaansMa HHTEpPECHBI

of this senile period of Sots-Realism are interesting
CBOMM HEOXH/JAHHBIM GIUPTOM C MOZEPHUSMOM. ), t}eir unexpected flirtation with Modernism. Once

[IpaBoBepHbIE CJYKUTEIN MapTHH, OBA3AHHBIEf,ithful servants to the Party, obliged to obey all orders
WCIIOJIHATb ee NMpPUKa3sbl U 3aKasbl, 4ieHbl Coro3aand commands, members of the Russian Artists Union
XyA0KHUKOB Poccun BApyr okasanuch ornyuieH-suddenly found themselves set free. And in their old
HBIMM Ha cBo6ozy. M mosBosmiu cebe Ha crapo-2ge, they allowed themselves those very liberties, those
CTH JIeT TaKye BOJbHOCTH, TAKHeE [y TeLIeCTBUsI noescapades through art history that they had not dared
HMCTOPHHU MCKYCCTBa, 0 KOTOPBIX paHee U He CMeﬂHto dream about. ealrller. One v.entur?d out into the .fleld

of Post-Impressionism, returning with some new tricks,
Me4dTaTb. KTO Ha MOJIAIHKY K NOCTHUMIIPECCUOHU-

while another dabbled in Fauvism; still another was
CTaM 3ales ¥ OTTy/[a BbIHEC KOE-KaKhe NPUEMbBL, 1,6|d a5 to dip his toe into the balmy waters of Pop-

KTO K GOBHMCTaM 3alJIsIHYJ, @ KTO JAXe HAa T€PPH-Art. These liberal leanings were gentle, diluted to
TOPHIO NON-apTa Peln/ BTOPrHyThes. JIerkoe, pas-harmless proportions, but, having already invaded the
BeJleHHOe B HeONaCHbIX IPONOPLUAX HUTUPOBaHUemuseums, the reigning trends of the international art
«JI€BBIX», HO YK€ IONaBIIMX B My3ei TerpeHyupworld continued to inject the works of these realists
MHpPOBOr0 MCKYCCTBA IPUAIO0 OIycaM peaJII/ICTOBWith a tantalizing.burst of flavor a.nd edginess. Another
TOJMKY ApasHALeH MPSHOCTH M OCTPOTHL. Emecomponent of their style was their overt carelessness,

K 6 " called “sketchiness,” which was typically used to mask
OAHHMM KOMIOHEHTOM CTHJA DBUIA OTKPOBEHHAM . o1i)i jevels of less qualified painters. Rooted in

He6pe)KHOCTb, Ha3bIBaeMasd «3CKU3HOCTbIO», KOTO-MOSCOW, the levomoskhovskaya (“Moscow Left”) style of
past 06b14HO 6bl/1a IPU3BAHA CKPBITh IUIOXYI0 KBA-painting - as the critics christened it - spread throughout
JMUKaLMIO XKUBONKCILEeB. 3apoJUBLINCh B MOCKBe,the city and onward through the entire country. While in
JIEBOMOCXOBCKasl )XMBONUCh — KaK ee OKpecTu uthe capital, this style was considered marginal, a dying
KPUTHMKM — PaclpoCTpaHUIach 1o ropogam u Be-branch, out in the provinces, this levomoskhovskaya
CAM CTPaHbl M, B OTJIMYME OT CTOJMIbI, rae omaPdintingoccupiedaplace ofprominence. )
6bl/1a MAprHHANBHOM, YMUPAOLLIei BETBbIO, 3aHH.}IaAnd soitis I hav.e to confess.th.at I was quite surlpr.ls.ed

to see these kinds of paintings in the exhibition
B IPOBUHIIWY [VIABEHCTBYIOLee MeCTO.

“Vladivostok Plein-Air,” which Alexander Gorodny -
[losTomy, mpusHathes, s 6bU1 HeMasno y'uHB”eH'Primorye‘s foremost propagandist, known throughout

yBU/EB N0A06HbIE KapTHHBI Ha BBICTaBKe «BJIa-Ryssia asa connoisseur of the finest art - opened in the
JMBOCTOKCKMHM IJIeH3p», KOTOpoHM AsekcaH/plocal museum of contemporary art, before it could even
TopogHuii — rnaBHbIN B [IpuMopbe nponaragauctbe fully renovated. These landscapes of Vladivostok,
U U3BECTHBIM Ha BClo Poccuio 3HaTOK mepegoBoroits surrounding coves and bays had been painted with
MCKYCCTBA — OTKPBIBAJI €lle He NOJHOCTBIO OTpe-a certain, familiar audacity - executed in a manner
MOHTHPOBAHHBIH MECTHBIH My3eii COBpeMeHHoromore assolc1ate(.i with drawmg: V.Vlth blossoming flowe.rs

o streaked in paint and advertising banners used as in
uckyccrBa. [leizaxku BriaguBocToka, mpuJieraro-

lieu of canvas. If they had been made 50 years earlier,
KX K HEMY OYXT M 3a/IMBOB GbUIM HAMMCAHbI C I’I?"they would hardly have been as valuable, but today they

BECTHOHN Aaxke yAablo — 0GO0BLIEHHBIM /0 3HaKaremain the most authentic examples of a celebrated
PHUCYHKOM, OTKPBITBIMH LIBETAMH C 3aT€KaMU Kpa-style of brushwork. The author of these works - one
CKH U TIOZJ0CHOBOM B BH/Ie YJIMYHBIX 6aHHepOoB. ByabPetr Egorovich Gorelov - had posted on the website his
OHM CJleJIaHBl JIeT NAThAECAT Has3aj, UM, KoHeuHo,Portrait, biography and artistic credo. He was a shaven,
He 6bUIO Bbl LEHbI, HO CErofHs OHU CAMbIH HaCT_bald-headed, middle-aged man, who looked like an

AUl 1ITAMI pacXoXeil XHBOMHCHOI MaHepr_electrlcal engineer, a trainer or a power tools salesma.n
from Kuvalda.ru. I scanned the short summary of his

ApTOp — HveKHH F(‘),peJIOB Merp Eropers — PasMe-ice From Moscow. Worked in the Enterprise Theatre?
CTHJI Ha CanuTe CBOH TIOPTPeT, 6H0Fpa¢m° M TBOD-lmm. There’s no theatre of that name in Moscow, nor
Jeckoe Kpeo. Haroso 6puThlil My:KYMHA CPEAHHUX s there ever been. But moving on. The list of collective
JIET, MOXOXHMHM Ha HHXKeHepa-3JIeKTPHKa, TpPeHe-exhibitionsin which he supposedly participated, and the
pa wau npogasua ¢upmbl «KyBanpga.py». [IpoGe-roster of art institutions with whom he’s collaborated -
rar rjasaMu KpaTKUU o4depK »U3HHU. M3 MockBbLIt IS all one lie after another. An exhibition called “Vasya
Pa6oran B Tearpe «AnTpemnpusa»? O[HaKO )KeYVas Here,” an art gallery operating uncier the fame
TeaTpa C TAaKMM Ha3BaHMeM B CTOJIMIE He 6BLIO The Qazebo of Contextual Interference, thfe ar.tlsEs

collective the “Rosy Dreams of Grandpa Friedrich”...
u HeT. [lanbiie — 6oJibie. CIHUCOK KOJIJIEKTUBHBIX

These simply did not exist! The only entry that one could
BBICTABOK, B KOTOPBIX OH AKOGbI MPUHS YHIaCTHE, 16 syre about was the artist’s membership in the “33+1”

W 1nepevdeHb XyJ0XKeCTBEHHbIX MHCTUTYIMH, C KO-collective, which does in fact exist, and lists Gorelov
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IeTp lopesoB («33+1»)
Paiion Yypkuna. U3
cepuu «baHHepHas
JKUBOMKCH». 2015
PexslaMHbIN GaHHeD,
MacJjo

53x70

Kosnneknys TaTbsiHbI
OJsirecalliBUJIH,
BnaauBocTok, Poccus
Petr Gorelov (33+1)
Churkin District from
the series “Banner
Paintings.” 2015

0il on advertising banner
53x70 cm

Collection of Tatyana
Olgesashvili, Vladivostok,
Russia

TOPBIMU COTPYAHUYA, — ITO IPOCTO OTKPOBEHHAsAs an active participant, helping to develop the creative
nojzesKa (BbicTaBKa «3/ech 6b1a1 Bacs», ap*r-rane-“fe of Primorye, through an entirely different style of
pes «Becefka KOHTEKCTYalbHOrO HesMmemarenp-actions, including performances, punk concerts and

installations.
CTBa», TBOpYecKas rpynna «Po3oBbie CHbI e AYIIKH . . . .
’ p py AcAy Catching the sly smile of Gorodny, it suddenly hit me:

®puapuxa» n T.1.). He Gblro Takux! He BBISBIBACT. ;1 0loy the Painter” was a hoax. An artwork in and of
COMHEHHUSI JIUIIb apT-co06IecTBO «33+1», B KOTO%5tself, Most likely, another action by the 33+1 collective.
pom TopesIoB YMCIUTCA U KOTOPOe JEHCTBUTENb-But to what aim? Why, in Vladivostok of all places, where
HO aKTHUBHO y4acTBYeT B XyJ0KeCTBEHHOM kHU3HHthere are levomoskhovskaya painters galore, would
[IpuMopbs, mpaBAa, COBEpLIEHHO Jpyroro Tumaanyone need to invent a new one? The answer could

aknuaAMu — nepdopMaHcaMy, MaHK-KoHnepTamuy,found in the text of the handout, which fleshed out the
MHCTa/UIAIUAMU character of “Gorelov” in the form of an interview with
thelocal press. It declared his artwork dilettantism, with

lepexpaTB XuTpyIo yiLI6Ky opoaHero, 5 Bapyrthe goal of finding the golden mean between the Scylla

TOHSL: «mHBomfceH Fopesio» — aTo MHCTH(I)HKa_of the academy and the Charybdis of the avant-garde.
1usl. TBOpYECKUH MPOEKT. BeposATHO, TOTO caMoTO N oy, | have discovered a fully-formed relationship
coobuectsa «33 + 1». Ho ¢ kaKko# ne/ibio? 3a4eM BOhetween relevance and fidelity to nature in realism,
BnaguBocToke, re U Tak JIEBOMOCXOBCKUX Xy0XK-whose supporter [ continue to consider myself.” That
HUKOB XOTb OTGaBJIsIM, MOHAaZO0MUJICA elle OAMH,s to say, the character of “Gorelov” programmatically
GuKTUBHBIN? OTBET 3al0XeH B HpOFpaMMHOMrepmduces the creative model that had been applied,
TeKcTe, KOTOPHIit 6bLT MpejicTaBien «lopesopbiMydUite spontancously and intuitively, over the decades
B GOpMe MHTEPBbI0 MECTHO# mpecce. B HeM 3asB- y the local realists. He is their reflection, only more

precise and delineated, in the sense that his actions
JIEHO, ITO OCHOBA €r'0 TBOPYECTBA — MMJIETAHTUIM, .., deliberate, purposeful and explicitly articulated.

a 1eJb — MOUCK 30J10TOH cepeiuHbI MeXAY CUMII-A|) the main features of the local art scene - its mildly
JIOX akazieMusMa M Xapubaok aBanrapausma. «Te-derivative quality, its eclecticism, half-heartedness,
nepb 51 HallleJ 3pesioe COOTHOIIEHH e aKTya/IbHOCTUsuperficiality and all those telltales signs of the tortured
W BEpHOCTH HaType, peanu3Ma, HpuBep:xkeHmemsoul -have, in the artworks and statements of “Gorelov,”
KOTOPOTO f MpoAoJ/Kaw cebs cuutaTb». To ectpbeen transformed from shortcomings into the standard,

nepconax «[OpesoB» MPOrpaMMHO BOCIpou3Bo-1 ATy of positive characteristics of the local style

associated with Primorye’s “Ya” (“I”) collective. This
AUT TAKYI0 MOJieJIb TBOpPYEeCTBa, KOTOPYIO CIIOHTAaH- . . y ( ) . .
raises the question: why are we only looking at Primorye

HO WU MHTYUTHBHO Ha NPOTAXEHHUU L[eCHTI/IJ'IeTI/Iﬁ

artists, if this levomoskhovskaya trend was indeed so
peann30BbIBa/IM MECTHBIE peanucThl. OH HXprevalent across the Russian heartland? This may be

OTpaXKeHHE, HO TOJIbKO KyAa 6oJiee YeTKOe, ONPe-the case, but only one region has spawned a “Gorelov,”
JeJIEHHOE, IMOCKOJIbKY OCMbICJIEHHOE, HaMepeHHoeand so it is only in this one region where the cursed,
U BepbGanusupoBaHHoe. Bce mpumerHble dYepThlindelible stain of provincialism could be transformed
JIOKa/NIbHOTO MCKYCCTBA, TaKue, KaK BTOPUYHOCTR, L0 @ stylistic cipher and thus recognized as an original

3KJEKTHYHOCTb, MOJOBHHYATOCTD, HOBerHOCT-feature of the local contemporary art scene.

The character of “Gorelov” is interesting beyond the
HOCTb, Tep3aBlIHe 1y KOMILJIEKCAMH, IIpeBpa- . .
’ p Ayty » TIPEBp framework of the conversation about the regional school

IMATCA B pa60Tax ¥ Aexnapanusx «fopesosa» I430f paintings, because, on the whole, all of Russian art
HE/|OCTAaTKOB B HOPMY, B HA0OpP MO3UTHBHbIX X8 throughout its history has been troubled by any self-
PaKTEPUCTHUK MECTHOT'O CTHUJISL, MCXOAHOT'O KOJIEK-awareness of the provinces. Alas, only a few of its figures
TUBHOTO «fI» npumopckoro uckyccrsa. [IpeaBruxKydared to openly advertise this situation. Thus, this
BOIIPOC: MOYEMY TOJIBKO NPHUMOPCKOTO, BeAb Jie-meager roster had to bolster their numbers with the
BOMOCXOBCKAsl KMBOIIUCh TMIMYHA JJiA Bceil poc-support of a little fiction: Vitaly Komar and Alexander
CUIHCKOR r‘JIyﬁI/IHKI/I? Tak, HO JMWb OAMH peFHOHMelamid’s ) "Buchurrll‘ov," Il}ia Kabakov’s “Charles
nopoau «[opesoBa» U MOTOMy JHIIb B HeM mpo- 0°¢!thal” andnow, “Gorelov.
KJIATad, HeCMbIBaeMad ne4yaTb NPOBUHIUAJIbBHOCTH

TpaHCHOPMUPOBAJIACh B CTHUJIEBOU KJIOY U OblIa

OCO3HaHa KaK HUCXOJHadA HUJAEeHTHUYHOCTb MECTHOIO

COBpPEMEHHOT'0 UCKYCCTBA.

[lepconaxk «lopesyioB» WHTEpeCeH W 3a paMKaMH

pa3roBopa 0 peruoHabHOM IIKOJIe YKUBOUCH, H60

B II€JIOM BCe PYCCKOe HMCKYCCTBO Ha IPOTAXEHWUH

CBOEH HCTOPHUH 60JIeJI0 CaMOOLIyIleHHeM ITPOBHH-

nuy. Ho smmb cuyuTaHble ero QUIrypbl pUCKHYIH

OTKPOBEHHO adUIINPOBATh 3Ty OCOGEHHOCTb. Mx

pAA MO3TOMY NPUILJIOCH YyCUJINTH W NOAAEPXATb

HECKOJIbKUMHU GUKIUAMU: «BydyyMoBbIM» BuTtanus

Komapa u Anekcanapa Menamupa, «lllapaem Po-

3eHTaseM» Unbu KabakoBa u BoT Tenepp — «lope-

JIOBBIM».

Andrei Erofeev

Andpeii Epogpees
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AwoT BabbiKuH

BabbIKH — eJMHCTBEHHbIH y4acTHUK BbicTaBKMAshot Babykin

«Kpait 6yHTapeii», KOTOpbIH paboTaeT ¢ Takoi ¢pop-

MOH BbIpa)keHMs, KaK XyJlo>kecTBeHHas akuus. KakAshot Babykin is the only participant of “Rebels At
Y MHOTHE XYA0XKHUKU coobuiecTBa «33+1», paboraThe Edge” whose practice can best be characterized as
BabbikKMHa HallpaBJieHa Ha OCMbICJeHUe NpocTpan-artistic actions. As with many of his fellow members of
CTBEHHDIX CUMBO,10B BiiagnBocToka. Babbikun do-the group 33+1, Babykin uses his work to address the
KyCHpyeT cBOe BHHMaHHe Ha «HepeHPOHBBOACTBeunderstanding of spatial symbolism in Vladivostok. The

CHMBOIOBY. 3a5BIAS. UTO 6o TEODIECTEO IO artist focuses on what he calls “overproduced symbols,”
J1 ’ JISAA, p _declaring his work to be “dedicated not to producing

CBAWIEHO TOMY, YTOGbI He BHOCHTbL HOBBIX BeIIEH oy objects or ideas, but rather to uncovering those that
M CMBIC/IOB, a PACKPbIBAaTh CYILIECTBYIOIIHE. ITOq|ready exist.” In this sense, Babykin’s practice can be
J9KO0JIOTHY€CKO€E UCKYCCTBO...». thought of as a kind of “ecological art.”

HMeHHO B 60pb6e 3a 3CTETHYECKYIO 3KOJIOTHUIO ro-It is in this struggle for aesthetic ecology within the
POJZICKOI cpeibl OH CPbIBAET YPOJJIMBLIE 6aHHeprurban environment, that Babykin rips down unsightly
M JeJlaeT U3 HHUX OAEX/Y AJS TOPOACKUX aKl_U,H~;Ladvertising ba.nners. and. repurposes them to make
NPU3BaHHbIX PUBJEYb BHUMaHUE K NpobeMe gg-costumes for his actions, in a creative comment on the

CHUIbS HECAHKIHOHHDOBAHHOMN Ha HOM DEKJIAMDI problem of unauthorized outdoor advertising.
1 1 p PyX pexi "As part of this project, Babykin organized several pop-up

B pamkax mpoexta BaGbikiH oOpraHu3oBa He"fashion shows in the city, including six timed to coincide
CKOJIbKO TOPOACKHMX aKLHMH-Aeduiie, B TOM YUCI€yith the holiday parades on May 1, 2015.

IIecTBMe B paMKaxX IpPa3JHUYHON JeMOHCTPALUH

1 mag 2015 roga.

g | ."E-\t& it

Konang

Aot BaGbIKHH («33+1»)
JIyk6yk GaHHEepHO#
KosuteKkuuu. 2015
BaagusocTok, Poccus
Ashot Babykin (33+1)
Lookbook for clothing
made from advertising
banners. 2015
Vladivostok, Russia
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Kupunn Kprouxkos

. £

Kupunn KproukoB — 0AMH U3 HEMHOTHX ME)JIO/IU;IXK""" Kryuchkov
XYA0XKHUKOB, NpPUJEPXKUBAKIIUXCA YETKOH U y3-
HaBaeMOH JIMHUM B CBOMX paboTax, MOBEPXHOCTbIOKirill Kryuchkov is one of the few young artists who
JUISl KOTOPBIX MOXET C PaBHBIM YCIEXOM CJyxkUTbhave a clear and recognizable line in his works, which
Kak GJIOKHOTHBIM JIMCT, TaK M TOpOoAcKas cTeHa.couldjustassoonbe ona page ofanotepad asona city
W3yyas Bo BiaguBocToKe rpadudeckuit An3al~;mwall. Having studied graphic design and architecture
u apxuTekTypy, KpIoUKoB MHOTO paGoTaer CyJII/I‘i-Fn Vladlvostgk, Kryuchkov dr.aws h.eav1ly from s.treet

o imagery, which he translates into different techniques
HOW M300Pa3UTENBbHOCTBIO B PA3/IMYHBIX TEXHUKAX . . o "

= . (spray art, stickers, stencils), participating in graffiti

(cipeit-apT, Hak/edKH, TpadapeTsl), YYaCTBYET(uciiyals.
B rpadduru-decrusanax. By zeroing in on the experience of urban space and
®ukcupysa v pasBUBasg ONBIT BOCHPUATHA ropof-amplifyingit, Kryuchkov contributes to the development
CKOr0 MPOCTPAHCTB3, OH CHOCOOGCTBYeT pa3Bu-ofthelocalaudience’sability to perceive sensory images.
THUI0 y MECTHOTO 3pUTess yMeHHus qYBCTBeHHOLivinginandstudyingthesurroundingenvironment,the
BOCIPHMHHUMATb I/I306pa>KEHI/IH. YKuBa u I/ICCJIe,l:LyHartiSt carries the urban aesthetic over into his canvases,
OKPYAIOLLY0 CPEAY, ABTOP EPEeHOCHT FOpOACKy}OWhere he continues to hone his style in terms of abstract

forms, free drawing and mood-driven color palettes.
3CTETUKY Ha XOJICTBI, e NPOoJoJKaeT OTTa‘-II/IBaTeryuchkov has been supported by the ARTETAGE

COGCTBEHHBIH CTHJIb, ONepupys a6CTpaKTHHMHMuseum of Contemporary Art and he shows actively
(l)Op‘l:’IaMH, CBO6O/AHO# rpadUKON ¥ UBETOM HACTPO-in both group and solo shows organized by the local
€HHUH. chapter of the Artists’ Union. He has also had personal
Ero nojjepxuBaeT My3ed COBpEMEHHOro McKyc-exhibitions at the ZARYA Center for Contemporary Art
ctBa APTITAX, oH BBICTaB/IAETCA M Ha rpynmoBpixaid as part of the “(Anti)Utopia” film festival.
MOJIOAEKHBIX BBbICTABKaX B MECTHOM o,meﬂeHHHKryuchkov continues to work on the street, mentally
Co103a XyI0’KHUKOB, a TO3AHee A06uBaeTcsa mep- 2PPingand mastering social space.

COHANBHO BHICTABKH B [[eHTPE COBPEMEHHOTO HC His works can be found along the retaining walls of
1 p p the city, in the alleyways of Vladivostok’s “Millionka”

KyccTBa «3apsi» B paMKax KHHOeCTHBaIs «(AHT")district, along the major highways and in the remote
yTonus». corners of the city.
Kupusn KproukoB npojomkaeT paboTaTh Ha Y/UILE,

OCMBICJISISI U OCBaMBasl OOLIeCTBEHHOE MPOCTPaH-
ctBo. Ero paboTbl MOXXHO HaWTH Ha MOANOPHBIX
CTeHax ropoja, B INepeyjakax MHJJIMOHKH, BJOJb
KPYMHBIX Marucrpajed U B OTAAJEHHBIX YTOJKax
BiaguBocToOKa.

Kupun Kproukos
ByHT npopoJnkaeTcs.
2015

I'paduyeckas >KMUBOMKUCh
€ 3JleMeHTaMH MO3auKH1
TeppuTtopus GpaGpuKu
«3apsi», BraauBocToK,

- Poccus

Kirill Kryuchkov

The Rebellion
Continues. 2015
Graphic painting with
mosaic on site-specific
object

ZARYA Center for
Contemporary Art,
Vladivostok, Russia
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Kupun Kproukos

Free Party for Free
People. 2014

XoJiCT, Macs1o, apuKoBast
pyudka

55x43

CoGCTBEHHOCTB aBTOPA,
BaaguBocTok, Poccus
Kirill Kryuchkov

Free Party for Free
People. 2014

0il, ballpoint pen on
canvas

55x43 cm

Artist’s property,
Vladivostok, Russia

1)K

i Iram— et

Kupun KproukoB
Nanapouna. 2014

JICII, akpuJ1, a3po30.Jib,
BOZI03MYJ/IbCUSA

30x27

Co6CTBEHHOCTb aBTOPA,
BnaguBocTok, Poccus
Kirill Kryuchkov
Polaroid. 2014

Acrylic, aerosol on MDF
30x27 cm

Artist’s property,
Vladivostok, Russia

Kupuin KproukoB
CTnM30BaHHAA
apxXMTeKTypa ropoja.
2012

IMaslb, BOJ03IMYJ/IbCHS
240x715
BnaguBocTok, Poccus
Kirill Kryuchkov

The Stylized
Architecture of the City.
2012

Enamel, water-based
emulsion

240x715 cm
Vladivostok, Russia
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Kupun KproukoB.
Pa3ym no6egui. 2014
Aspo3zosnb, dacagHas
BO/103MYJIbCHS
80x600

BnaauBocTok, Poccus
Kirill Kryuchkov

The Triumph of Reason.
2014

Aerosol, water-based
emulsion

80x600 cm
Vladivostok, Russia




Anexcei KpyTkun
Yaiika Crac

KapTtoHn, Mmo3anka
Konnekuus TaTbsaHbI
OJirecaliBuJIH,
BnaguBocTok, Poccus
Alexey Krutkin

Stas the Seagull
Mozaic on cardboard
Collection of Tatyana
Olgesashvili, Vladivostok,
Russia

Anexcen KpyTKuH

Anexceit KpyTkuH, oH ke Mesikuii u Jlexa I, )KI/IBeTAIexey Krutkin

«II0 MAaHKy», npe3upas >XU3HEHHblEe YCTaHOBKU

U CcTpaTeruu ob6uecTBa NOTpeb/eHHs, KOTOpbleAlexey Krutkin - also known as “Melkii” or “Lyokha G.”

OH NMapTU3aHCKUMH CIIOCOGAMU METOJUYHO NMOAPHI-- lives the punk way, in open revolt against the living

BaET, BBO/A BLIGPOIIEHHbBIE HA TOMONKY HpeﬂMeTbIconditions and strategies of consumer society, which he

B YCJIOBHO KOMMEPYECKHH 060pOT H BoaBpamaHmethgdically undermines using guerilla tacti.cs like taking

Ha OpOUTYy BHHMAaHUS OTBEPTHYTHIE, Hpumeamnean_ ob]ectthath_as been thrown into thgtra§h1n accordalnce
o with commercial turnover, and restoring it to the orbit of

B HETO0JJHOCTb 00pa3bl MAaCCOBOM KYJbTYPbIL.

6 K 6 attention it was denied, an image of mass culture falling
Onnako aTuM u3bpaHHbIM KpyTKHHBIM 06beKTaM; decay.

Tenepb 6yAeT CI0KHO OTMEXEBAThCA OT BCENOIMO-However, it becomes difficult to disassociate the objects
IAKIEel MyCOPHOM 3CTeTUKU. Tak, C BUPTyalbHOMselected by Krutkin from the all-consuming junk aesthetic.
MOMOWKHU CUMBOJIOB U 06pa30B (KJu ¢ BroJsiHe pe-Thus, from the virtual garbage dump of symbols and images
aJbHOU TOMOMKH) Ha MOAMYM BBLIXOAUT pasHas(on for that matter, from the very real garbage dump), the
CIPOAYKIMSI» KPYTKHHCKUX KOOMepaTHBOB. K Heigvarious “products” roll out on Krutkin's corporate catwalk.
OTHOCSITCSI, HAMpPHMep, MHHUATIOPHbIE CKyﬂbHTy_Take for example the miniature sculptures stuck together

from Kinder Surprises, discarded after having satisfied
pbl, c/enJieHHble U3 BBIKUHYTBIX KUH/ep-CIOpIpHU- , L . A .
someone’s primitive consumerist instinct. Krutkin

308, yxe YAOBneTBf)pHBLHHX 1en-TO NPUMUTHUBHBIH ,chions these into chimera-esque characters or creates
KOHCIOMEPHCTCKUH MHCTHHKT. KpyTKHH BBUIEIUIS-panoramic arrangements, casually and amusingly giving
€T W3 HUX XMMEPUYECKHUX HepCOHaX(eff'I WM CO3-them names. If anything, Krutkin's exhibition resembles
JlaeT IaHOpaMHble 3apUCOBKH, HeNpUHYXJeHHoa kind of Panoptican, cheerful and terrible, with Melkii’s
M BeceJo ZjJaBasd UM Ha3BaHusd. Ha AenepryTKHHaclowning entertaining in some parts and unnerving in
JJIsI BBICTABKH BBILIEJ BECEJIBIH 1 YXKaCHBbIH HaHOH_ot}.lers. The subject mfatter qf his bestiary was immec.iigtel.y
THKOH, I/le KJIOyHaza MesKoro Mectramu BeCem/mewdent, but underlying this was a derr}omc and idiotic
hopelessness about the surrounding reality.
a MeCcTaMHU 3acTaBJieT COAPOTHYThCA. TeMaMu 1

6 Another arm of Krutkin’s practice is his garbage marketing,
€ro becTnapus CTAaHOBUTCA BCE U Cpasy, HO Ha qma'which is responsible for the production of logos for

re — ﬂeMOHW{eCK%H M UAMOTHYECKas 6e3BICXOA-fictional services and goods - sarcastic sketches on the
HOCTb OKpY>Karouenu peaJibHOCTH. theme of that same hopelessly idiotic activity.

Jpyrum HampaBJsieHHeM pa6oTbl KpyTkuHa sBJsi-For this reason, Krutkin cannot identity with the industry
€TCsl MyCOPHBIHM MapKeTHHI, KOTOPbIN oTBevaet 3a0f contemporary art (or any other industry, for that
IPOU3BO/CTBO JIOTOTHUIIOB BBIMBIIIIEHHBIX cepBH_matter.] Like the many-armed Shiva, he creates a legend
COB U TOBapOB, KaX/blil U3 KOTOPBIX — capKaCTH-about the savior Stas and he writes songs and makes art

qecKkas 3apHCOBKA HA TeMbl 3TOMH CaMOi 6e3bICX0 and sells it himself, just as he goes looking through the
p L Atrash himself. The multifacetedness and dispersal of the
HO-UJUOTHYECKOH JeNCTBUTEIbHOCTH.

creative presence of this “universal person” in the context
[lpu 3TOM KpyTKMH HE MOXET OTOXIAECTBJSATb(f his time, unfortunately, does not indicate that we are
cebs C MHAYCTPHEH COBPEMEHHOI0 MCKYCCTBa (KaKwitnessing another “High Renaissance.” More likely, it’s the
U ¢ Jo6oi umHAycTpuei). CJIOBHO MHOTOpyKuiopposite, with everything pointing to the fact that we are in
[lluBa, OH ¥ COYMHSET JIETEHLY O criacutesie-Cra-the midst of a bleak, omnivorous Dark Age, brandishing the
ce, ¥ IIMILET TIECHH, ¥ [ieIaeT HCKYCCTBO, U caM eroS0gan “The Potato Goes on Vacation!”

NpoJaeT, U caM »Ke HUIeT B Mycopkax. MHorosu-

KOCTb M paccpef0TOYEHHOCTb XYAOXXEeCTBEHHOI'0

NIPUCYTCTBUSA 3TOTO0 «YHUBEPCAJIbHOI'O 4YeJ0BEKa»

B KOHTEKCTe CBOEro BPEMEHH, K COXXaJIeHUIO, He

CBU/ZIETEJbCTBYET O TOM, YTO Mbl CBHUJETEJIN ellle

onHoro «Beicokoro BospoxzaeHusi». Ckopee Ha060-

POT, BCE TOBOPHUT O TOM, YTO MBI KATUMCH B Mpa4yHoOe

BcesiiHoe CpeZiHEBEKOBbe, pa3MaxvBasi JIO3YHIOM

«KapTroiuka efieT oTAbIXaThb!».
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Anexceit KpyTkun
Ciydaii y ncuxoJsiora.
2015

CMmenraHHas TEXHHKA
10x8

Co6CTBEHHOCTD aBTOPA,
BaagusocTok, Poccus
Alexey Krutkin
Incident at the
Psychologist. 2015
Mixed media

10x8 cm

Artist’s property,
Vladivostok, Russia

Anexcei KpyTkun
Io6esa pemuHu3sMa.
2015

CMelraHHast TEXHUKA
10x14
Co6CTBEHHOCTb aBTOPA,
BnaguBocTok, Poccus
Alexey Krutkin

The Triumph of
Feminism. 2015
Mixed media

10x14 cm

Artist’s property,
Vladivostok, Russia
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Anexceit KpyTkun

Konb, urpamommi

B 6AJAMHMHTOH C
npuBeJeHNeM, BCIO
’KU3Hb Me4YTaBIINH 06
3TOM, M HaKOHel B 2015
roAy NoJIyYUBIIMHA
BO3MO>KHOCTb 3TO
cJenaTh C MOMOIIbIO
XHPOMaHTOB,
nepecajguBIINX KOHIO
pyky. 2015

CMelllaHHAs TEXHUKA
9x15

Co6CTBEHHOCTb aBTOPA,
BnaauBocTok, Poccus
Alexey Krutkin

A horse, who has spent
all his life dreaming of
playing badminton with
a ghost, finally gets the
chance in 2015, with
the help of a psychic,
and transplanted hands.
2015

Mixed media

9x15 cm

Artist’s property,
Vladivostok, Russia



KPATKUE BUOITPAOUU
U CINMUCKU BbICTABOK

BabbikuH
AwoT ButanneBuu

Pox. B 1980 roay B Cankt-IleTep6ypre.
C 1999 no 2004 — yuusica B CaHKT-
[leTepGyprckoM yHUBEpPCUTETE HAa
dakysbTeTe KypHAIUCTUKHU. KpacHbIi
JUIJIOM.

YieH Xyj0)KeCTBEHHOT'0 COO6IeCTBa
«33+1».

2KuBet u paboTaeT Bo BiasguBocToke.

IlepcoHabHbIE BBICTABKH
(BLIGOPOYHO):

2009 B nouckax anneHdukca. Tanepes
«Apka», BiaguBocTok

Bui6op ucmuHHozo 6ydducma.
WuctutyT [po Apte, CankT-IleTep6ypr
2006 100 1em co OHs 2ubenu

BABBIKA. Tly6anyHas 6u6auoTeKa

B. MasikoBckoro, CaHkT-IleTepGypr

I'pynnoBbie BbICTABKH (BLIGOPOYHO):
2015 Kpaii 6ynmapeii. CospemeHnHoe
uckyccmeo Baadusocmoka.
1960-2010-e. LleHTp COBpeMEHHOTO
HCKyccTBa «3aps», BnraguBocTok

2009 Bui6op. My3eit moMTHYECKOH
ncropuy, Cankt-IleTep6ypr

2008 H,0: uckyccmeo 6 06wjecmeeHHoOM
npocmpancmee xydoscHukog CegepHulx
cmpaH. [leTponaB/ioBcKasi KpeNnocTh,
CaHkT-IleTep6ypr

2007 Boawe6Hble pacmeHus Ypaaa.
dectuBanb «CTOJNIOTBOPEHHE,
ExaTepuHGypr

BbaTtyxTuH
Oner AHaTonbeBu4

Poa. B 1957 roay B 1. XpycTaJIbHBIH,
[IpuMopcKuit kpai.

OxoH4u/1 BagjuBocToKckoe
XyZ0XKeCTBeHHOe yuuuie (1981).
C 1987 — 4JieH CeKL UM NPUKIAJHOTO
uckycctBa [IpumMopckoro oTAeneHus
Coro3a xy10’)kHUKOB Poccum.

C 1987 — y4acTHUK BBICTaBOK.
2001 — useH Coro3a Au3aiiHEPOB
Poccun.

JKuBeT 1 pa6oTaeT B nocesike
KaBaneposo [IpumMopckoro kpas.

IlepcoHa/IbHbIE BLICTAaBKH
(BBIGOpPOYHO):

2013 [IpeodosieHue (COBMECTHO

¢ Buktopom Xmesnnkom). Myseit
coBpeMeHHOro HcKyccTBa APTITAX,
BnaguBocTok

2011 JlecmHuya 6 He6o. B He60?
(coBMecTHO c [LA. OMesIbY€HKO).
l'anepest «Apka», BragnBocTok
2006 Mecmo o6umarusi, uau

Bzana0 usnympu. Fanepest «Apkay,
BnaguBocTok

2004 Bpems cnosa. Tanepest «Apkay,
BnaguBocTok

2001 Cmynenu no3Hanus. Fanepes
COBpPEMEHHOTI'0 UCKYCCTBA «ApKay,
BnaguBocTok

I'pynnoBbie BbICTaBKH:

2010-2008 [Ipoekm-12.
JlanbHEBOCTOYHBIH Xy/10’KeCTBEHHbIH
My3eii, XabapoBck; Mysei
COBPEMEHHOT0 HCKYCCTBa, [lycaH,
Kopes; ranepest «Apka», Bragusoctok

FpaueB
BuxkTop IBaHOBMY
(1939-1967)

1939 (BnaguBocrtok, CCCP) — 1967
(BnaguBoctok, CCCP).

He mosty4us cuctreMaTuyeckoro
Xy/ZL0)KECTBEHHOI'0 06pa30BaHUsl.

B psze BeicTaBok [IpuMopckoit
rocyZlapcTBEHHOH KapTHHHOM rajepen
3KCMOHUpPOBaJack paboTa 'payeBa
«BosBpaueHue. Ayblil napyc».

Fopenos
MeTp Eroposuu

Pog. B 1976 rony B flpociaBie.

B 2001 okoHuYM daKy/bTET
YKyPHaJTUCTUKHA MOCKOBCKOTO
rocyZlapCTBEHHOI0 YHUBEPCUTETA.
Y4aCTHHK XyA0XKeCTBEHHOTO
coobuiectBa «33+1».

2KueT u paboTaeT Bo BiaguBocToke.

BbicTaBKHM (BBIGOPOYHO):

2015 Kpatii 6ynmapeli. CospemeHHoe
uckyccmeo Baadusocmoka.
1960-2010-e. lleHTp COBpEMEHHOT0
HCKyCcCTBa «3apsi», BiaguBocTok
Baadusocmokckuli naeHap.
[lepcoHanbHas BbicTaBKa. My3ei
coBpeMeHHOro uckyccrsa APTITAX,
BnaguBocTok

2007 Boawe6Hble pacmeHus Ypaaa.
PectuBanb «CTOJNIOTBOPEHHE,
ExatepuH6ypr

2003 ITepedsuxcuas 0003: Ha
Bocmok. T'anepes «Jlomwagb
[p>xkeBasibckoro», OMcK; rasepest «ApT-
IoaBanbuuK», XabapoBCK; rajuepest
«Apka», BiajuBocTOK; ranepes
«MeTtamopdo3sa», KomcomoJibck-Ha-
Awmype

Po3zosvle cHbl dedywKu

Dpudpuxa. lTpoekt Muduyeckoin
MyTelleCcTBYIOIed TBOPUYECKON
rpymnmnsl, ranepes «/lesbra», CaHKT-
IetepGypr

3uHaTyMH
Unbac @epHaHoBUY

Pog. B 1964 roay B TaninHe, JCTOHUS.
OkoHuuJ BraguBocTokckoe
XyZl0’KeCTBeHHOe yuuniie B 1983 roay.
CocTosn B apT-rpynne «lITuab» v apT-
rpynne «Tpuazga».

IlepconanbHbIE BEICTABKH
(BBIGOpPOYHO):

2014 Unvsac ZunamyauH Neu.
IIpuMopcKas rocyapcTBeHHas
KapTHHHas ranepes, Biragusocrok
2010 Icuxoms-Anunb. My3sei

1<4Q

coBpeMeHHOTO HcKyccTBa APTITAXK,
BaaguBocTok

1998 Pycckuil cyuyudansHbiil
2epmemu3m. My3el UCKyCCTB
BamnHI TOHCKOTO roCyAapCTBEHHOT0
yHUBepcuTeTa, raneped ll, [lyiman,
CIIA

1996 Mosom eedvm. My3eii
COBPEMEHHOI'0 PyCCKOT0 UCKYCCTBa,
[Jxepcu-Cuty, CIIA

1988 be3 HazeaHus. [IpuMopckas
rocyZapCcTBeHHasl KapTUHHas rajuepes,
BaaguBocTok

I'pynnoBblie BbICTAaBKHU (BBIGOPOYHO):
2015 Kpali 6ynmapeti. CoepemeHHoe
uckyccmeo Baadusocmoka.
1960-2010-e. LleHTp COBpEMEHHOTO
UCKyccTBa «3apsi», BiaguBocTok

1999 XyodoscecmseHHas sbicmaska
dpyarecmeeHHbIx cmpaH Bocmounoii
A3zuu. My3ell cOBpeMeHHOT'0 UCKYCCTBa,
Tosima, AnoHus

Juazpamma cepdya. MeTponoJnuTeH-
Mmy3eH, [lycan, Kopes

1997 Moaodas Poccus. My3eit
Ta6akmaHna, X0/COH, Hb}o-ﬁopx, CIIA
1996 Pommepdam — Baadugocmok.
lanepes APTITAX, BraguBocTok
1995 Baadugocmok — Pommepadam.
Boksasn r. Cxupmam, PorTepaam,
TFonnangus

1994 14 from Vladivostok. l'anepes 11,
YHuBepcuTeT WwTata BamuHrToH,
[Mynnman, CLIA

CospemenHas pycckas epaguka. Mysei
coBpeMeHHOU rpaduky, Pura, JlaTBus
CospemeHHOe pycckoe UCKyccmeo.
BoicTaBouHBIH 1ieHTp, CaH-PpaHLKCKO,
CIIA

1991 CospemenHoe uckyccmso.
Apt-rpynna «Tpuaga». [Ipumopckas
rocyfiapcTBeHHasl KapTHHHas rajuepes,
BaapuBocTok

Kamanos
Angpei Bnagummuposuu
(1955-2002)

1955 (MaruauToropck, CCCP) — 2002
(E-Aur, KHP).

B 1977 roay okoH4YHT
MarHuTOropcKui rocyAapcTBeHHbIN
neJjaroriyecKui UHCTUTYT
(xynoxxecTBeHHO-rpadpUyecKuit
daxkynbTeT).

Ynen [Ipumopckoro otaenenusa CX
Poccun. YyacTHHK TBOpYeckoro
o6beguHenus «ltuab» (1989).
YneHn MexyHapoAHON acConMaiu
XYZL0XXHUKOB GaHTaCTHUYeCKOTr0
peanusma.

BbicTaBKM (BbIGOPOYHO):
2010-2011 Tpu nepcoHabHble
svicmasku Ars Longa, Vita Brevis.
[IpuMopcKast rocyAapCTBeHHast
KapTHHHas rajnepesi, BraguBoctok
2004 15 sem «llImusto». BeicTaBka
o6beanHeHus «IITHIbY.
BbicTaBo4HbIH 3as1 [IpumMopckoro
otaesienusa CX P®, BiraguBocTok

2000 Y kpas. l'anepes «bopeii», CaHKT-
IetepGypr

1999 XydoswcecmeenHasi 8bicmaska
dpyscecmeeHHbIX cmpaH BocmouHoll
A3uu. Myseii COBpeMeHHOT'0 UCKYCCTBa,
Tosima, filmoHus

1998 CospemerHoe uckyccmso
epaguku. PycCKUN Ky/JIbTYpPHBIH LIeHTD,
XesibCUHKH, PUHIAHAUSA

1997 Pycckue Xy0oxicHUKU u3
Baadusocmoka. Pycckuii KyJIbTypHBIN
neHtp, lesn, Unausa

1996 [loab Bepaen. MexiyHapoaHast
BbICTaBKa aKcaubOpuca. Mety, @panuus
1995 Baadusocmok — Pommepdam.
Boksan r. Cxugam, Portepaam,
TFonnangusa

1994 ®anmacmuyeckue sudeHus.
LleHTp Ky/nbTYpHI, Benenus, Utanus
1992 buenHase cmpaH ANOHCKO20
Mopsi. My3eil COBpeMeHHOT0 UCKYCCTBa,
Tosima, filmoHus

14 from Vladivostok. l'anepes 11,
YHuBepcuTeT wWTaTa BalmHITOH,
[lynnmas, CLIA

KupaxHo
Anexcangp iBaHoBuu4

Poa. B 1950 roay B 1. HoBo6ypeiickuii,
Amypckasi 0671aCTb.

OkoHuu/1 BiasuBocToKCcKoe
XyZ,0°)KeCTBEHHOE YUUJIHIIe
(1978-1982).

2KueT 1 paboTaeT Bo BiasguBocToke.

IlepcoHa/ibHbIE BLICTABKH
(BBIGOpPOYHO):

2006 Asnekcandp KupsixHo: scusonucs,
epaguka. Fanepest «IlopTMaii»,
BnaguBocTok

I'pynnoBbie BbICTAaBKH (BbIGOPOYHO):
2015 Kpaii 6ynmapeli. CospemeHHoe
uckyccmeo Baadusocmoka.
1960-2010-e. leHTp COBpEMEHHOT0
HCKyCcCTBa «3apsi», BiaguBocTok
2001 XydoscHuku Baadusocmoka.
My3eit coBpeMeHHOr0 HCKYCCTBa,
Ilycan, Kopes

1995-1996 Mamepuaausayus
noHsIMusl paccmosiHusl 8
2eozpaguyeckom cmbice.
Pommepdam — Baadusocmok. Boksan
r. CxuzaMm, Portepgam, losnanaus
1993 Bvicmaska Xy00XCHUKO8 U3
Bnaadusocmoka. BeicTaBOYHBIN LEHTP,
CaH-®panuucko, CIIA

1992 14 from Viadivostok. l'anepes 11,
YHuBepcuTeT wWTaTa BalmHITOH,
[lynnman, CLIA

1989 Bvicmaska zpynnot «Tpuadax.
[IpuMopckas rocyAapcTBeHHast
KapTHHHas rajepes, BiaguBocTok
1985 Cosemckuti [laavHuli Bocmok.
IIpuMopckas rocyjapCcTBeHHast
KapTHHHas rajepes, BiraguBocTok



KpyTkuH
Anekcen lOpbeBuu

Pog. B 1983 roxy Bo BiiaguBocToke.

B 2005 rogy oKoHYMI
Jla/lbHEBOCTOYHBIH rOCyAapCTBEeHHbIN
TeXHUYEeCKUH YHUBEPCUTET MO0
CMenualbHOCTH «U3aliH OKpYyXKarolen
cpejpbl».

OcHoBaTe/1b pok-rpynnsl «<6M0 BUA
aii 2Kbi».

Kuset u pa6oTaeT Bo BiaguBocToke.

Kpiouxos
Kupunn Cepreesuy

Pop. 1989 B 1. XosiMcke, CaxaJIMHCKas
06/1aCTb.

B 2008 rogy oxoH4us1 [IpUMOpCKUi
MOJIMTEXHUYECKUH TEXHHUKYM I10
CreLaJbHOCTH «apXUTEKTypa

U AU3aiH».

B 2014 roay okoH4YH
Jla/IbHEBOCTOYHBIH rOCyAapCTBEeHHbIN
yHuBepcureT ([BI'Y) o
CreLUalbHOCTH «rpadpudecKuit
IU3anH».

Kuset u pa6oTaeT Bo BiaguBocToke.

IlepcoHaIbHBbIE BBICTABKH
(BBIGOpPOYHO):

2015 Bosspaujerue. LleHTp
COBPEMEHHOI0 HCKYCCTBA «3apsi»,
BnaauBocTok

2014 Y4acTHUK ropojckux rpapdurtu-
dectuBasnel, aBTop psaa rpadpduTH Ha
yaunax BiaaguBocroka

I'pynnoBbie BbICTABKHU (BHIGOPOYHO):
2015 Kpaii 6ynmapeli. CospemeHHoe
uckyccmeo Baadusocmoka.
1960-2010-e. LleHTp COBpEMEHHOTO
HCKycCTBa «3aps», BraguBocTok
2012 SOV/COB. llpumopckoe
otaesneHre Coro3a Xy/10XKHUKOB,
BnaauBocTok

3apsds-2. Pynuxynep. Mysei
coBpeMeHHOro ucKycctBa APTITAX,
BnaaguBocTok

2009 Aspo3soab. BeicTaBka rpadpduTH.
My3eii cOBpeMeHHOI'0 HCKYCCTBA
APTITAX, BiaguBocTOK

Mopo3os
®epop Muxaiinosmu

Pog. B 1946 rony B bapnaysie, CCCP.
B 1972 ropy okoH4MI
B/1aJuBOCTOKCKOE Xy/l03KeCTBEHHOe
YYHUIHILLE.

C 1990 — us1eH Coro3a Xy/10’)KHUKOB
Poccum.

1988 — uJieH TBOPYECKOH I'PYIIIbI
«BiaguBOCTOK».

IlepcoHaIbHbIE BBICTABKH
(BBIGOpPOYHO):

2012 [Tocaanue. Tanepes «Apka»,
BnaauBocTok

2010 CHestcHutll nyme. Myseii «Topogy,
BapHayn

2006 [Tucbmo ¢ ocmposa Pycckuil.
lanepes «[lopTmaii», Bragusoctok
2003 Axsapuym. [lpumMopckas
rocy/jlapcTBeHHasi KapTHHHas rajepes,
BaaguBocTok

1994 ®edop u Jlrodmuara Mopo3sosbl.
[IpuMopckas rocyAapcTBeHHast
KapTHHHasl rajepes, BraguBocTok

I'pynnoBbie BBICTAaBKU (BBIGOPOYHO):
2013 43 koanekyuu gponda APTITAXK.
Myseil coBpeMeHHOTr0 UCKYCCTBA
APTATAX, BiaguBocTokK

IloxuweHue Esponul. [locessujaemcs
/.. Bypaioky. My3ei cOBpeMeHHOTO
uckyccrsa APTITAX, BiraguBocTok
®Pecmusasb Ky1bmypbl u cnopma
«/lemo Ha Pycckom». Beicmaska
y4acmuukos mMexcdyHapooHo20
nsenspa. Kamnyc JlabHeBOCTOYHOT0
desepasbHOroO yHUBEPCHUTETA,
BaaguBocTok

2012 1-1 mesxcdyHapooHas
mpueHHane cospemeHHOU 2paguKu.
TocynapcTBeHHBIH Xy/02KeCTBEHHBIH
Mmy3ei, HoBocu6upck

14-5 8blcmasKa Xy0oHCHUKO8 CMpPaH
Cesepo-BocmouHoli Asuu. TorTopy,
fAnonusa

Bvicmagka yuacmHukos
MexcdynapodHozo gpecmusgans
epaguku «CepebpsiHas oHa». Tanepest
«MeTtamMopdo3a», Komcomonbck-Ha-
Awmype

10aCITY tenacity/YIIOPCTBO. My3eti
cospemeHHo20 uckyccmea APTITAXK,
BnaguBocrok; D.E.V.E. Gallery, Bprorre,
Benbrus

2011 XydoocHuku paomy.
Pecny6sinkaHcKast BbicTaBKa. Mysei
coBpeMeHHOTO0 HcKyccTBa APTITAX,
BaaguBocTok

2010 I'pynna «Baadugocmok».

K 150-n1emuto Baadusocmoka. My3eit
coBpeMeHHOTO HcKyccTBa APTITAX,
BaaguBocTok

2009 CospemenHas xcusonucwb Poccuu.
XyodoocHuku Baadusocmoka. My3seit
COBpPEMEHHOI0 UCKYCCTBa, [lycaH,
Kopes

YposeHb mopsi. MexayHapoJHbIN
dbecTuBaIb H306PA3UTENBLHOTO
uckyccra. LenTp «IlymknHckasa-10».
Cankrt-IleTep6ypr; Myseit
coBpeMeHHOTO0 HcKyccTBa APTITAX,
BaaguBocTok

2003 IV Baadusocmokckas
MedcdyHapodHas 6ueHHane 8U3YaabHbIX
uckyccme. My3sei coBpeMeHHOT0
uckyccrsa APTOTAXK, BiraguBocTok
2002 Mope 8 scugonucu. llpumMopckast
rocyjlapcTBeHHasi KapTHHHas rajepes,
BaaguBocTok

2001 Niets Is Wat Het Lijkt.
Poccuiicko-6ebIUICKUN TPOEKT
(xypartop Kpuctun Ctui, Besnbrus).
[IpuMoOpcKUi# rocyapCcTBeHHBIN
06'be/JUHEHHBINA My3€eH UM.

B.K. ApcenneBa, BraguBoctok

1999 XydoscecmeeHHas 8bicmagka
dpystcecmeeHHbIX HAPOO08 CMPAH
F0z0-BocmouHoii Asuu. My3ei

COBpeMeHHOro UCKyccTBa, TosMa,
fAnonusa

1993 Bemep nepemeHn. l'anepes
«PotoHpa», Makao, lonkonr, KHP
1990 I'pynna «Baadusocmok».
MoCKOBCKHH JBOpeL, MOJIOZEXHY,
MockBa

1989 I'pynna «Baadugocmok».
BoicTaBOYHBIH 3a1
«JlanbMopenpoayKTa», BraauBocTok,
Poccusa

1988 Bvicmaska wecmu XydojicHUKO8
(rpynna «BnaguBocTok»). [[pumMopckas
rocyZlapCcTBeHHasl KApTUHHas rajepes,
BaaguBocTok

HeHa)xuBuH
Banepwuii FeHHagbeBU4

3acsy>keHHbIH XyJJ0X)KHUK Poccum.
Pog. B 1940 roxy B Yccypuiicke,
[pumopckuit kpah, CCCP.

Yuuica B CapaToBCKOM
XyJ0XKeCTBEHHOM y4usiniie (1955-
1958, 1964-1966).

1974 — 4sen Coro3a Xy/JJ0XKHUKOB
CCCP.

1988 — 4JieH TBOpPYECKOM IPyHIIbI
«BiaguBOCTOK».

Ynen MexayHapoAHOH acconanuu
1306pa3uTeNbHBIX UCKycCcTB — AUATI
IOHECKO.

IlepcoHa/IbHbIE BHICTAaBKH
(BBIGOPOYHO):

2015 Basepuli HeHascusuH.
Ckynonmypa, epaguka. K 75-1emuto
co OHs1 posicdeHust. TIpuMopcKast
rocyZiapcTBeHHas KapTHHHas rajepes,
BnaauBocTokK

2010 Teamp. My3eii COBpeMeHHOI'0
uckycctsa APTITAX, BraguBocTok
2008 Macmepckas (COBMeCTHO

¢ podepnio Upunoi). Fanepest
«[TopT™Maii», BragnBocTok

2002 Yumas Bpodckozo. Tanepesi
COBpEMEHHOTI0 UCKYCCTBa «ApKa»,
BnaauBocTokK

2000 Baseputl HeHadxcusuH. My3ei
coBpeMeHHOro uckyccrsa APTITAX,
BnapguBocTok

I'pynnoBbie BbICTABKH (BBIGOPOYHO):
2009 VI Baadusocmokckas
MexHcOyHapoOdHasi 6ueHHas1e 8U3yaIbHbIX
uckyccme. Myseil coBpeMeHHOTr0
nckyccrBa APTITAX, BraguBocTok
2005 Illecmgue ¢ Bocmoka. T'anepest
«[TopT™Maii», BragnBocTok

1999 XydoxcecmeeHHas 8bicmagka
dpysrecmeeHHblx cmpaH BocmoyHoii
A3uu. My3el coBpeMeHHOT'0 HUCKYCCTBa,
Toama, Anonus

1996-1995 Baadugocmok —
Pommepdam. Tanepess APTITAK,
BnaauBocTokK

Pommepdam — Baadusocmok. Bok3an
r. Cxuzam, Porrepgawm, losnanaus
1994 Bemep c Bocmoka. My3eit
JIeKOPaTUBHO-NPUKJIAHOTO U
HapOAHOr0 UCKYyCcCTBa, MockBa

1990 I'pynna «Baadusocmok».

MocKoBCKH IBOpeL] MOJIOJIEXKH,
Mocksa

1988 Bvicmaska wecmu Xy9d0iCHUKOS.
[IpuMopcKast rocyAapCTBeHHas1
KapTHHHas rajgepes, BiraguBocTok

C 1966 roga — y4yacTHUK BCex
30HAJIBHBIX BBICTAaBOK «CogemcKull
JlaavHuii Bocmok», «/laabHutli Bocmok»

MoHyMeHTa/IbHasl CKY/JIbIITypa
(BBIGOPOYHO):

[MamaTHuk Ocuny MaHze/bIITaMy,
BnaguBocTok; MmeMopuas «boeBas
cnaBa KTO®»; naMsATHUK pUMopLaM,
MOTUOLINM B XO/le JIOKAJbHBIX BOMH
Y BOEHHBIX KOHJIMKTOB; MeMOpHaJl
«CoTpyJHUKaM OPTaHOB BHYTPEHHUX
et [IpUMOpPCKOTo Kpasi, NOrHGIUM
TIPY UCIIOJTHEHUH CJIYKeBHbIX
06s13aHHOCTEN» U JIp.

OMeNnbYeHKo
FenHagui AnexkceeBuy

Pog. B 1936 rogy B r. CyuaH
(MapTH3aHck), [IpuMopckuii Kpai,
CCCP.

Y4auiics Bo BiaguBOCTOKCKOM
Xy/ZJ0’KECTBEHHOM YUHJIMIIEe Ha
oTzeseHnH xuBonucu (1954-1960).
C 1974 — 4nen Coro3a Xy/J0’)KHUKOB
CCCP.

2003-2007 — npepcenaTesb
HaxogkuHckoro otaenenusi CX PO.
[ToyeTHbIM KUTeb I. Haxo K.
3acy:KeHHbIA Pa6OTHUK KY/IbTYPhI
P®.

IlepcoHa/IbHbIEe BHICTAaBKHU
(BBIGOPOYHO):

2015 Cemelible cesi3u / meopueckue
y3vl. Cembsi Omenvyerko. Fanepes
«Apka», BraguBoctok

2014 I'enHadutli OmenvueHko. Xy0oxcHUK
8blCOK020 Haka.a. [IpuMopcKast
rocy/jlapcTBeHHasi KApTUHHas rajaepes,
BaaguBocTok

2011 JlecmHuya 6 He6o. B He60?
(coBmecTHO ¢ O. BaTyXTHHBIM).
l'anepes «Apka», BraguBocTok

2006 2-0-2. Myseli COBpeMeHHOI0
nckyccrBa APTITAXK, BiraguBocTok
l06uneitnas — 70 siet. My3eiiHo-
BBICTABOYHBIH IleHTp, Haxogka

2001 HO6usetinas — 65 1em. My3eiiHo-
BBICTABOYHBIH IleHTp, Haxogka

1995 T'enHaduii Omenvyerko. 2-0-2.
[TpuMopckas rocyAapcTBeHHast
KapTHHHas rajepesi, BjagnBocTok

I'pynnoBbie BBICTAaBKU (BBIGOPOYHO):
2008 IIpukosawl Hawezo 2opodka. My3eit
coBpeMeHHOTo0 uckycctBa APTITAX,
BaaguBocTok

/Jleenadyame. Tanepesi «Apkay,
BaaguBocTok

2000 Bvicmagka npousgedeHultl
UCKYCCM8 Nsimu pe2uoHoe CMpaH
6acceiina AinoHckoz2o mops. KapTuHHas
rasiepes I. Monaro, Anonusa

1999 XyodoscecmseHHas sbicmaska
dpyscecmeeHHbIXx cmpaH Bocmounoil
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A3uu. My3sel coBpeMeHHOT'0 UCKyCCTBa,
Tosima, fAnonus

1994 Bemep c Bocmoka. My3eit
JIeKOpaTUBHO-NPUKJIAHOTO

M HapO/JJHOT'0 UCKyCCTBa, MockBa

1990 I'pynna «Baadusocmok».
MocKoBCKH IBOpeL] MOJIOJIEXH,
MockBa

1988 lckyccmeo [Ipumopwbs
1920-1980-x 20008. IlpuMopcKast
rocy/jlapcTBeHHasi KApTUHHas rajaepes,
BaaguBocTok

1964-1993 — y4acTHHK BCex
30HaJIbHBIX BBICTAaBOK «CogemcKull
JanvHuill Bocmok», BCEpOCCUHCKUX —
«Cosemckas Poccusi», 60J1bIIMHCTBA
BCECOIO3HBIX BBICTABOK

QET:1 T
Muxaun lOpbeBuu

Pog. B 1958 roxy Bo BaaguBocToke.

B 1980 roay okoH4MI
JlaIbHEBOCTOYHYIO MOPCKYIO
aKa/ieMHIo.

Ynen Coro3a poToxynoKHUKOB Poccuu.

IlepcoHa/IbHbIE BLICTABKHU
(BBIGOpPOYHO):

2014 18+ Tl'anepes «Apka»,
BaaguBocTok

2011 3104, T'anepest «Apka»,
BaaguBocTok

2008 Ha mom 6epezy AAnoHcko20 Mopsi.
lopogxckas ranepes, Huurara, Ainonus
3acmasa. Fanepes «[lopTMaii»,
BaaguBocTok

2007 Ilymewecmaue yydecHozo
cmakaHyvuka. Fanepest «Apkav,
BaaguBocTok

2003 Ilepsoe usmepeHnue. 'anepes
«/1-137», CankT-IleTepbypr

2002 Welcome to Reality. IlepdopmaHc
Ha 6epery fnoHckoro mMops,
BaaguBocTok

2001 The First DiMention. l'anepest
«Apka», Bragusoctok

2000 Mos at06umas Hamypwuya.
lanepes «Apka», BraguBocTok

1999 Simply the Best. llpuMopckast
rocyjjlapcTBeHHasi KapTHHHas rajepes,
BaaguBocTok

I'pynnoBbie BbICTAaBKHU (BBIGOPOYHO):
2015 Kpaii 6ynmapeti. CoepemeHHoe
uckyccmeo Baadusocmoka.
1960-2010-e. LleHTp COBpEMEHHOTO
HCKYyCCTBa «3apsi», BiagnBocTok

2012 30-ii mapwpym. Tanepest «Apka»,
BaaguBocTok

2009 IIpoekm 12. la1bHeBOCTOYHbIN
Xy/l0’KeCTBEHHBIN My3el, XabapoBCK
IMywkuHckas-10. 11-11 MescdyHapoOoHblil
Pecmueab He3a8UCUMO20 UCKYyCCMEd.
LleHTpabHBIH BbICTABOYHBIH 3a/1
«MaHex», CaHkT-IleTepbypr

2008 HHHosayus-2007.
TocysapcTBeHHBIH LeHTP
coBpeMeHHoro rckyccrsa (T'LICH),
MockBa

1999 KyavmypHulii 2epoii XXI sexa.
l'anepes Mapara 'esibmana, MockBa

1996 Bvicmaska npuMopcKux
¢omoxydosxcrukos. Tanepest APTITANK,
BnaguBocTok

1988 )Kepmeam cmaauHckux
penpeccutl. My3eit um. B.K. ApcenneBa,
BnaguBocTok

Morpe6Hak
Bnapumup Huxkonaesuu

Poj. B 1956 rony B XapbKOBCKOH
o6Jiactu (YkpauHa).

B 1975 rozty oKOHYHUI
BJ1aiMBOCTOKCKOE XY/0XKECTBEHHOE
YUUIIHILIE.

B 1980 roay okoH4YMI
Jla/IbHEBOCTOYHBIM HHCTUTYT
HCKYCCTB.

C 1990 — useH Coro3a Xy[0’)KHUKOB P .
Y4yacTHUK 06'beJUHEHHS] XYA0XKHUKOB
«ITHAbY.

Kuset u pa6oraeT Bo BiaguBocToke.

IlepcoHa/IbHbIE BHICTAaBKH
(BBIGOPOYHO):

1997 Baadumup Ilozpe6Hsik. XKusonucs,
epaguka. l'anepess APTITAX,
BnaguBocTok

2004 Croxcemul. l'anepest «Apkay,
BnaguBocTok

2007 A npuwen K 8am c sxceamoil
kpackotl. Tanepest «Apka»,
BnaguBocTok

2008 Bo3/1106u 6.4uxCHE20 C80€20.
lanepes «Apka», BiaguBocTok
2009 IIpo smo. Tanepes «Apka»,
BnaguBocTok

2014 LjenHas peakyus. lanepes
«Apka», BiaguBocTok

I'pynnoBbie BbICTABKH (BbIGOPOYHO):
2015 Kpatii 6ynmapeli. CospemeHHoe
uckyccmeo Baadusocmoka.
1960-2010-e. lleHTp COBpEMEHHOT0
HCKyCcCTBa «3apsi», BiaguBocTok

2012 10aCITY. D.E.VEE. Gallery, Bpiorre,
besnbrua

2009 CospemenHas xcusonucw Poccuu:
xydoscHuku Baadusocmoka. My3seit
COBPEMEHHOI0 HCKYCcCTBa, [lycaH,
Kopes

1999 XydoxcecmeeHHas 8bicmagka
dpyscecmeeHHbIX cmpaH Bocmounoil
A3uu. My3ell coBpeMeHHOT0 UCKYCCTBa,
Toama, Anonus

1994 Bemep c Bocmoka. My3ei
JleKOpaTUBHO-NIPUKJIa/IHOTO U
Hapo/JIHOT0 UCKYcCTBa, MockBa

1988 Hckyccmeo [Ipumopwbs
1920-1980-x 20dos. ITpuMopcKast
rocy/lapcTBeHHas KapTHHHad rajepes,
BnaguBocTok

Mbipkos
Anexkcangp AnexkcaHgposuu
(1946-2014)

1946 (c. l'anenkw, [IpuMopKu# Kpait) —
1914 (Bn1auBOCTOK).
B 1976 rosy oKOHYHI
Jla/IbHEBOCTOYHBIA HHCTUTYT UCKYCCTB.
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Y4acTHHUK TBOPYECKOW IPYTIbI
Xy[J0’KHUKOB «BJ1aJuBOCTOK»,
yeH Coro3a xyzoxkHUKOB CCCP.

C 2009 no 2014 — npejcenaTesb
[TpuMopckoro otAeneHus Corwosa
Xy[0’KHUKOB P®,

IlepcoHa/IbHbIE BBICTABKH
(BBIGOpPOYHO):

2015 Memamopgo3bl npocmpancmea
8 meopuecmee Anekcandpa Ilbipkosa
(1946-2014). BeicTaBOUHBIH 32
[Ipumopckoro otaenenus CX PO,
BaaguBocTok

2006 Memamopgo3sl npocmpaxcmaa.
lanepes «[lopT™aii», BraguBocTok
2004 AnekcaHdp Ilvipkos. Tanepes
«OTTO», MIoHXeH, [epMaHusa

1999 500 mymayuii. Tanepest «Apkay,
BaaguBocTok

1995 Anekcandp Ilvipkos. My3ei
COBpPEMEHHOI'0 PYCCKOr'0 UCKYCCTBa,
Joxepcu-Cuty, CIIA

1994 Asexcandp Ilbipkos. Tanepesi
Xutcymxu 'apo, Huurara, Anonus
1991 Asekcandp ITbipkos. Tanepesi
Kpucrepa ®paiibepra, Betnanga,
Benus

1988 Asekcandp Ilvipkos.
BricTaBouHbI 3a1 HoBocu6upckoro
otaenenus CX PO, HoBocubupck
1987 Anekcandp Ivipkos. [IpuMopcKast
rocyfiapCcTBeHHasl KapTHHHas rajuepes,
BaaguBocTok

I'pynnoBble BBICTABKH (BBIGOPOYHO):
2015 Kpaii 6ynmapeti. CospemenHoe
uckyccmeo Baadusocmoka.
1960-2010-e. LleHTp COBpEMEHHOTO
HCKycCTBa «3apsa», BiaguBocTok

2012 10aCITY. D.E.V.E. Gallery, Bpiorre,
Besnbrusa

2009 CospemenHas sycusonucs Poccuu:
xydoxcHuku Baadusocmoka. My3eit
COBpPEMEHHOI0 UCKYCCTBa, [TycaH,
Kopes

1999 XydoscecmeeHnHas ebicmaska
dpyscecmeeHHblx cmpaH BocmouHoil
A3zuu. My3eii coBpeMeHHOT'0 UCKyCCTBa,
Tosima, fAnoHus

1994 Bemep c Bocmoka. My3eit
JleKOPaTUBHO-NPUKJIAHOTO U
HapOAHOTO UCKycCTBa, MoCKBa

1988 Hckyccmeo [Ipumopes
1920-1980-x 20008. [lprMopckas
rocyZapCcTBeHHasl KapTUHHas rajuepes,
BaapuBocTok

Camoinos
Bnagumup Hukonaesuu
(1924-1989)

1924 (r. CBoGoaHbIH, AMypCcKast
o6sacts, CCCP) — 1989 (BiaguBoCTOK,
Poccus).

YyacTtHuk Besmkoit OTeuecTBeHHOM
BOMHBL.

OxoHums BiasuBocToKCcKOE
Xy[0KeCTBeHHOe yuniuie (1952).

C cepepunbl 1950-x (?) yyacTHUK

TOPOACKHUX, KPpaeBbIX Xy/I0OXeCTBEHHBIX
BBICTABOK.

BbicTaBKH (BBIGOPOYHO):

1979 Baadumup Camoiinos.
IlepcoHasbHast BLICTABKA B
BricTaBoyHOM 3ase [I[pumMopckoro
otaesenust CX PCOCP, BiaaguBocToK
2010 I'pynna «Baadusocmok».

K 150-nemuto Baadusocmoka. My3eit
coBpeMeHHOTO0 HcKyccTBa APTITAX,
BiaguBocTOK

1990 I'pynna «Baadusocmok».
MocKOBCKHH JBOpeL] MOJIOAEXH,
Mocksa

Yuactauk I (1964), 11 (1967) u IV
(1980) 30HaBHBIX BEICTABOK B
Xa6aposcke, BraguBocroke, UYute

Cepos
BuxTop Uropesuu

Poa. B 1959 roay B c. loGpoBKa,
AnanaeBckui paiioH, CCCP.

C 1961 roza »xuBeT U paGoTaeT BO
BnaguBocToke.

OkoHuu/1 BiiafuBocToKCcKOE
XyJl0’)KeCcTBeHHOe yunaniie (1981).
OxoH4mJ1 JJa/ibHEBOCTOUHBIN
neAaroruyecKuii HHCTUTYT UCKYCCTB
(upiHe — JIBHH) (1989).

YneH TBOpYeCcKoro o6beAMHEHUS
XYA0XKHUKOB «LITHIBY.

Ysen Coro3a XyA0XKHUKOB Poccu.
PyxoBoguTtenb HapogHoi

CTYAWH NIpH [IBOpIie KYJbTYPbI
)KeJIe3HOZ0POXKHUKOB, B1aJuBOCTOK.

IlepcoHa/IbHbIE BLICTAaBKH
(BBIGOPOYHO):

2014 Buxkmop Cepos. My3seit
coBpeMeHHOTO0 HcKyccTBa APTITAX,
BiaguBocToK

2001 Bukmop Cepos. 'anepest
APTITAX, BnraauBocTok

1997 Bukmop Cepos. ApT-K1y6
«[Ipembepa», BraguBoctok

I'pynnoBbie BBICTABKHU (BBIGOPOYHO):
2015, 2009, 2007, 2005

I- IV 8bicmaska-KOHKYpc namsimu

A.B. Kamanosa. llpumMopckast
rocy/lapcTBeHHas KapTHHHas rajepes,
BnaguBocTok

2009 Ipoekm 12. lanbHEeBOCTOYHbIN
Xy/J10’)KECTBEHHBIN My3eH, XabapoBCK
CospeMeHHast pycCKas HUBONUCH:
xydoscHuku Baadusocmoka. My3eit
COBPEMEHHOT0 UCKYCCTBa, [lycaH,
Kopes

Yposenv mops. MexayHapo Hast
BbIcTaBKa B 1[B3 «MaHex», CAaHKT-
Ietep6ypr (opranusatop APTITAX)
2008 I'opod, Hazvlgaemblii Ypad3uo.
Xyp0xecTBeHHbIN My3eil npedeKTypbl
Huwurara, inonus

IIpoexm 12. Tanepest «Apka»,
BnaguBocTok

2004 15 aem «Imunto».

V BbicTaBKa 00beJuHeHus «LTHIb».
BricTaBouHbI# 3a)1 [IpuMopckoro
otaesenuss CX P®, BiaguBocTok



2000 [TpoussedeHust uckyccms

nsimu pe2uoHos cmpaH 6accelina
AnoHckoz2o mops.

KapTuHnHasd ranepes r. Monaro, fAnonus
Y kpas. Tanepes «bopei», CaHKT-
[leTep6ypr

1994 Bemep c Bocmoka. My3eit
JIeKOPaTUBHO-NPUKJIAHOTO U
HapoOAHOTO UCKycCTBa, MoCcKBa

1993 Beicmaska 2pynnbt «LlImuaby.
lanepes APTITAX, BraguBocTok
1992 14 from Vladivostok. Tanepes 11,
YHuBepcuTeT WTaTa BalMHITOH,
[Mynnman, CIIA

BuenHase cmpan AnoHcko2o mops.
Mys3ell coBpeMeHHOTr'0 UCKYCCTBa,
Tosima, Anonus

1990 Baadugocmok. MOCKOBCKUH
JiBOpeI; MoJIofiexH, MockBa

Cumakos
Cepre#t BacunbeBuy

Pog. B 1955 roxy Bo BiiaguBocToke.
B 1982 roay okoH4M1
BilagnBOCTOKCKOE Xy/10XKeCTBEHHOE
YUHJIHLLE.

C 1988 mo 1997 — npemnojaBaTeb
HapogHo# xyf0xecTBeHHOM CTyAuU
npu JKX/I, BraguBocTok.

YsieH o6beguHeHu# «IITHIb» U
«B1aiuBOCTOKY.

IlepcoHa/IbHbIE BLICTABKHU
(BBIGOpPOYHO):

2001 Cmpaxcmeus. Fanepes
«Apka», BragusocTtok; CaxaJIMHCKUI
006JIaCTHOH Xy/10’)KECTBEHHBIN My3€H,
[0>xHo0-Caxa/inHCK

Bosspaujerue 60208. 'anepest
APTITAX, BraguBocTok

1998 KpacHas peka. l'anepest «Apka»,
BaaaguBocTok

1996 B patio svinaa cHez. Fanepest
«Xunyu», Huurara, fAnonus

1994 Cepezeti Cumakos. CaxanTuHCKUN
06J1aCTHOH Xy/102KeCTBEHHBIN My3ei,
[0xHO0-CaxannHCK

1993 Cepeeii Cumakos. Tanepest
APTITAX, BiraguBocTokK

I'pynnoBblie BbICTAaBKHU (BBIGOPOYHO):
2015 Kpali 6ynmapeti. CoepemeHHoe
uckyccmeo Baadusocmoka.
1960-2010-e. LleHTp COBpEMEHHOTO
UCKyccTBa «3apsi», BiaguBocTok

1999 XyodosxcecmseHHas sbicmaska
dpysrcecmeeHHblx cmpaH Bocmounoii
A3uu. My3el cOBpeMeHHOT'0 UCKYCCTBa,
Tosima, AnoHus

1994 Bemep c Bocmoka. Myseit
JleKOpPaTUBHO-NPUKJIAHOTO U
HapO/IHOT0 UCKycCTBa, MockBa

1992 14 from Vladivostok. I'anepes 11,
YHuBepcuTeT WTaTa BamuHrToH,
[lynnman, CLIA

1985-1997 — yyaCTHUK rOpPOJACKUX

Y perMoHa/bHbIX BbICTABOK, BCEX
BBICTABOK rpynnbl «LITHIbY,
BaaaguBocTok

Co6ueHKo HOpuin
BaneHTUHOBUY
(1937-2001)

1938 (Jleco3aBoack, [IpuMopckuii
kpait) — 1914 (BiaguBoCTOK).

B 1957 roay okoH4MI
B/1aiMBOCTOKCKOE Xy/l0XKeCTBEHHOE
yuuuie (negaror — llle6eko K.M.).
B 1967 roay okoH4M
JlaIbHEeBOCTOUHBIH rocyAapCTBEeHHBIH
nesjarornyecKMi HHCTUTYT UCKYCCTB
(ZIBTAHW), BnaguBocTOK.

1967-2001 — npenopaBaTeb
>KMBOINHKCH U pucyHKka B /IBI'TINH,
BaaguBocToK.

Y4yacTHHK TBOPYECKOMN TPy
XY/L0XXHUKOB «BJ1aIJUBOCTOK».

IlepcoHanbHbIE BHICTABKH
(BLIGOPOYHO):

2008 Hputi Cobuerko (1937-

2001). ’Kusonuce. I[Ipumopckas
rocyfjlapcTBeHHasi KapTHHHas rajepes,
BaaguBocTok

2003 HOpuli Cobuenko. U3 koarekyuu
Cepees baeeca. JiBopel, Ky/JbTypbl
JKeJIe3HOZJ0POXKHUKOB, BiiasiuBocTok
2001 [lamsamu Macmepa. Ipagduka.
PucyHok. T'anepes «Apkay,
BaaguBocTok

2000 Beaukas OmevecmeeHHas
sotiHa 1941-1945. [lo6eda!!! [lamame.
lanepest «Apka», BiaguBocTok

I'pynnoBbie BBICTABKU (BBIGOPOYHO):
2015 Kpaii 6ynmapeii. CoepemeHHoe
uckyccmeo Baadusocmoka.
1960-2010-e. lleHTp COBpeMEHHOTO
HCKyccTBa «3aps», BiagusocTok

2010 XydoocHuku epynnbl
«Baadusocmok». My3eii coBpeMeHHOT0
uckyccrsa APTITAXK, BiraguBocTok
2009 CospemenHas scusonucw Poccuu.
XyodoocHuku Baadusocmoka. Myseit
COBpPEMEHHOTI'0 UCKYCCTBa, [TycaH,
Kopes

2005 llecmeue ¢ Bocmoka. Tanepes
«[TopT™M3ii», BraguBocTok

1988 Bvicmaska wecmu XydosjcHUKO8.
[IpuMopckas rocyAapcTBeHHas
KapTHHHasi rajepes, BiraguBocTok
Bvicmaska Xy0dosicHUKO8 nsimu pe2uoHoe
cmpaH 6accetiHa SInoHcK020 MOpsl.
KapTtuHnHas ranepes r. Honaro, fAnonus

TYWKUH
Propuk BacunbeBu4
(1924-2006)

1924 (Camapa, CCCP) — 2006
(BsiraguBocTOK, Poccus).

Y4yactHuk Besmkoi OTedyecTBEHHOM
BOMHBI.

1966 — OKOHYMJI OTAEJIEHHE
»kuBonucH, Mmactepckas .. llaninHa,
HaposHoro yHuBepcuTeTa KyJIbTypbl,
BaaguBocTok.

1988 — ujieH TBOPYECKOH IPyIIIbI
«ByaguBOCTOK».

1993 — unen Coro3a XyZ0:KHUKOB
Poccun.

IlepcoHa/ibHbIE BLICTABKH
(BBIGOpPOYHO):

2014 Ymo6bl noMHuAU... Popuk
Tywkun (1924-2014). K 90-21emuto

co 0Hs posicdeHus. llpuMopckast
rocyZlapcTBeHHasl KApTUHHas rajepes,
BaaguBocTok

2009 ’KusHb nocae HusHU.
Aemonopmpemut PB. TywkuHa. My3ei
coBpeMeHHOro uckyccrsa APTITAX,
BaaguBocTok

2008 Propuk TywkuH. H3gecmHublll u
HeussecmHublil. [anepes «[lopTMaii»,
BnaauBocTok

2004 HO6usetinas. K 80-nemutio co
OHs1 posicdeHust. BbICTaBOYHBIH 3aJ1
[Ipumopckoro otaeneHus CX PP,
BnaauBocTok

2000 PasHoaukutl nopmpem. lanepes
«Apka», BiiagusocTok

1999 H6useiinas. K 75-1emuto

€0 OHs1 poxcOeHusi. TlpuMopckast
rocyfapcTBeHHas KapTHHHas rajepes,
BnaauBocTok

1994 Rurik Tushkin. BaluMHI TOHCKUH
rocyZlapCTBEHHbIN YHUBEPCUTET,
[Mynnman; TuXoOKeaHCKUN
yHuBepcuTeT, CUITJ, WTaT
Bamuurrox, CIIA

1989 Propuk TywkuHn. [Ipumopckas
rocyapcTBeHHas KapTHHHas rajepes,
BnaauBocToK

I'pynnoBbie BbICTABKHU (BIGOPOYHO):

2010 I'pynna «Baadusocmok».

K 150-n1emuto Baadusocmoka. My3eit
coBpeMeHHOr0 ucKyccTBa APTITAX,
BnaauBocTok

2002 HeoHenpumumuseH3smul. l'anepes
«Apka», BiagusocTok

1997 VIII 3oHaabHas 8bicmaska
«/JanbHutl Bocmok». BbicTaBOYHBIN
3aJ1 Xabaposckoro otzesenus CX PO,
XabapoBck

1995 CospemeHHoe pycckoe uckyccmao.

lanepes «KpeiMckuit Baa», UJX,
MockBa

1994 Bemep c Bocmoka. My3seit
JleKOPaTUBHO-TNIPUKJIA/JHOTO U
HapOo/JIHOT0 MUCKYCCTBa, MockBa

1992 14 from Vladivostok. l'anepes 11,
YHuBepcuTeT WTaTa BallMHITOH,
[ynaman, CLIA

1990 I'pynna «Baadusocmok».
MoCKOBCKHH ABOpEL, MOJIOJEKH,
MockBa

1990 VII 30HaabHAA 8bicmaska
«Cosemckuii [lanvHuili Bocmok». My3sei
M306pa3sUTeNbHOI0 UCKYCCTBA, AKyTCK
1989 I'pynna «Baadusocmok».
BricTaBO4HBIH 321
«JlaneMopenpoayKTa», Bragusoctok
1978 Xydoscnuku JlenHuHepada u
Baadusocmoka. JIeHUHTpaJiCKUI
JiBOpell MoJIOAexH, JIeHUHrpaz,

®epnopos Buxktop
ABpamueBuu (1937-2011)

1937 (c. TopHble Kitoun, [TpuMopckuit
kpai, CCCP) — 2011 (BsiaguBocToK,
Poccus).

14°)

OkoHuuMJI BjraAnBOCTOKCKOE
XyZ0KeCTBeHHOe yuuiuiie (1958).
Yunsica B MoCKOBCKOM
XyZ,0)KECTBEHHOM HUHCTUTYTE

uM. U.B. CypukoBa (1958-1961

(He oxoHumN)).

C 1961 ropa »xus ¥ paboTas BO
BilasuBocTOKe. Y4acCTHUK TBOpUECKOH
rpymnmnsl «BiaguBocToK».

IlepcoHa/ibHbIE BLICTABKH
(BBIGOpPOYHO):

2012 Bukmop ®edopos.
MemopuanvHhas ebicmagka. l'anepest
«[TopTM™mait», BragnBocTok

2011 Bukmop ®edopos. BbicTaBOYHBIH
3au [Ipumopckoro otaenenus CX PP,
BaaguBocTok

2008 11visyujue k ocmposam. lanepest
«[TopT™M3aii», BraguBocTok

1999 Ocmpos Boavwotli [leauc
(coBmecTHO ¢ M. CksisipoBoii). Tasnepest
«Apka», BiaguBocTok

1988 Bukmop ®edopos (coBMeCcTHO

¢ U. OpkuHo#t). [lpuMopckas
rocy/jlapcTBeHHasi KApTHHHas rajepes,
BnaguBocTok

1979 Bukmop Pedopos
(HeodunuanbHas). UHCTUTYT
KypuartoBa, MockBa (opraHusaTop
akazeMuk KypuartoB)

I'pynnoBbie BbICTAaBKU (BbIGOPOYHO):

2010 I'pynna «Baadusocmok».

K 150-n1emuto Baadusocmoka. My3ei
coBpeMeHHOTo0 uckycctBa APTITAX,
BnaguBocTok

2009 VI Baadusocmokckast 6ueHHase
8U3YA/NbHLIX UCKyccms. Myseit
coBpeMeHHOTo uckycctBa APTITAX,
BnaguBocTok

2000 ITpoussedeHus uckyccmea nsimu
peauoHos cmpaH bacceiina AnoHcKo20
Mopsl. KapTuHHas ranepes r. Monaro,
fAnonusa

1995 CospemeHHoOe pycckoe UCKyccmeo.
Aykunon Drouot, [Tapwxk, @pannusa
1994 Bemep c Bocmoka. My3ei
JleKOpaTUBHO-NIPUKJIAIHOTO U
HapoJIHOTo UCKyccTBa, MockBa

1992 100 oneti 8 AnoHuu (COBMECTHO
c A. ITbipkoBbIM). [IpuMopckast
rocy/lapcTBeHHas KapTHHHad rajepes,
BaaguBocTok

14 from Vladivostok. l'anepes 11,
YHuBepcuTeT WTaTa BallMHITOH,
[lynnman, CLIA

1990 Baadusocmok. MOCKOBCKUH
JiBopel;, MoJiofiexH, MockBa

1989 Bvicmaska 2pynnbl
«Baadueocmok». BeicTaBOYHBIH 321
«JlanbMopenpoayKkTa», BiaguBocTok

Lo
Bnapgumup MNMeHnuyeposuu
(1938-2014)

1938 (KasanuHck, Kazaxckas CCP) —
1914 (BnaguBocTok, Poccus).

B 1966 roay okoH4MI
BJ1aIMBOCTOKCKOE XYy/I03KECTBEHHOE
YUHIIHLLE.

B 1977 roay okoH4M
JlaJIbHEBOCTOYHBIHM rOCYAapCTBEHHBIN
ne/jaroruyecCKMi HHCTUTYT UCKYCCTB
(ABTAH), BraguBocToK.

C 1980 — useH Coro3a Xy10’)KHUKOB PP.
3ac/y»KeHHbIH XyJ0XKHUK PO,

IlepcoHa/IbHbIE BBICTABKH
(BBIGOPOYHO):

2008 Baadumup Loii. )Kusonucs.
H6uneiinas evicmaska k 70-nemuio
xydodxcHuka. Tanepesi «Apkay,
BnaguBocTok

2005 )Kusonucw Baadumupa Los.
Myseit n306pasuTe/bHbIX UCKYCCTB
«Mupasb», Cey, Kopes

2004 Bvicmaska, hocesiujeHHas
140-n1emuto nepeceseHus Kopetiyes
Ha meppumoputo [Ipumopckozo kpas.
IIpumopckoe otaenenue Corosa
XyA0XKHUKOB Poccun, BnaguBocTok
2003 Baadumup Loii. YKuonuce.
l'anepest «Apka», BnagnBocTok
1999 I[Ipocmodywue padocmu. Tanepest
«Apka», BragnBocTok

1993 Baadumup Ljoil. [Ipumopckast
rocy/lapcTBeHHas KapTHHHad rajepes,
BiaguBocTOK

I'pynnoBbie BBICTABKH (BBIGOPOYHO):
2015 Kpaii 6ynmapeil. CospemenHoe
uckyccmeo Baadusocmoka.
1960-2010-e. LleHTp COBpEMEHHOTO
HCKyccTBa «3aps», BiagusocTtok
2007 BepHucasic 0151 KOA/1EKYUOHEPOs.
lanepes «I[lopTMaii», BraguBocTok
2002 International Art Exchange Gang-
won-do and Vladivostok. BeicTaBOUHBII
neHTp UxyHuxoH, Kopes

2001 Buicmaska xydoscHukoe Poccuu.
Peace & Color Gallery, Jlongox

1999 Bvicmaska Xy00xcHUKO8
Baadusocmoka. BeicTaBOYHBIN 3271
Mapuy, JKyHa, Anscka, CIIA

1994 Bemep c Bocmoka. My3ei
JIeKOPaTHUBHO-NPUKJIAIHOTO U
HapOAHOr0 UCKYyCcCTBa, MockBa
Buvicmagka xydosjcHuKo8
Baadusocmoka. BeicTaBOYHBIN LIEHTP,
CaH-®panuucko, CIIA

1980, 1984, 2008 Cosemckuti [laabHutl

Bocmok. 3oHasibHble BbICTaBKU

1978 M1 cmpoum FAM. llpumopckast
rocyZjlapcTBeHHast KApTUHHas rajepest,
BnaguBocTok

LWnuxT
BukTop Muxaitnosuy
(1930-1994)

1930 (c. Kamenb-Pr160.J10B,
[Ipumopckuii kpaii, CCCP) — 1994
(BraguBocTok, Poccus).

1960 — oxoH4HMJ BiaguBocTokckoe
XyZ,0)KECTBEHHOE YUUJIHLIE.

1975 — oxoH4mJI Beiciine Kypchbl
JAusaiiHepos, MockBa.

1978-1994 — pykoBoauTEb
HapopHol xy/j02keCTBEHHOU

CTyZAMH BO JIBOpIiEe KyJBTYpPBI
)KeJIe3HOZ0POXKHUKOB, B1aJuBOCTOK.

1988 — y4aCTHUK TBOPYECKOU TPy
«BJy1aIUBOCTOKY.

I'pynnoBbie BbICTAaBKH (BIGOPOYHO):
2010 I'pynna «Baadusocmok».

K 150-n1emuto Baadusocmoka. My3eit
coBpeMeHHOro0 HcKyccTBa APTITAX,
BnaguBocTok

2009 CospemenHas sicusonucs Poccuu:
xydodxcHuku Baadusocmoka. My3seit
COBpEMEHHOTr0 HCKYCCTBa, [lycaH,
Kopes

1994 Bemep c Bocmoka. My3ei
JIeKOPaTUBHO-TNPUKJIAHOTO U
HapOAHOro UCKycCTBa, MockBa

1990 I'pynna «Baadugocmok».
MoCKOBCKHH JIBOpel] MOJIOJIeXH,
MockBa

1989 I'pynna «Baadusocmok».
BbicTaBOYHBIH 3a)1
«/lanpMopenpoaykTa», BiaguBocTok
1988 Bvicmaska wecmu xydojicHUKO8.
IIpuMopckas rocyaapcTBeHHast
KapTHHHas rajepes, BiaguBocTok
1975 MeswcdyHapoodHas ebicmaska
dusatina. Ipara, Yexoci0BaKkusi

1974 I1l-a 30HaAbHAs 8bicmaska
«Cosemckull [JanvHutl Bocmok».
BnaguBocTok

Bcecoro3Has 8bicmaska akeapeu.
Mocksa
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CnucoK cobpanum
M KOJUIEeKUUHN, rae
HaXOAATCA pa6oTbl
)(yAOH(HMHOB

My3eii n306pa3uTebHbIX HCKYCCTB
uM. A.C. [lymkuHa, MockBa

Coro3 xy0’)kHHUKOB Poccuiickoit
Depepanuu, MockBa

MyabTuMe/ua apT My3eii, MockBa
Poccuiickuit oHj KynbTyphl, MockBa
[ll/lpe}(ul/[ﬂ Xy[0XXeCTBEHHbIX BBICTABOK
Poccuun, MockBa

[IpuMopcKas rocyfapcTBeHHas
KapTHHHas rajepes, BiaguBocTok
Myseit UHCTUTYTa UCTOPUH,
apxeoJioruu u sTHorpaduu JIBO PAH,
BaaaguBocTok

[TpMopcKuii rocyjapcTBeHHbII
06'beJUHEHHBIH My3el HM.

B.K. ApcenneBa, Bnaguoctok
My3eli cOBpeMeHHOr0 HCKYyCCTBa
APTITAX, BnaguBocToK

lanepest cOBpeMEHHOI0 UCKYCCTBa
«Apka», BiraguBocTok

Tanepes «I[lopTMaii», BraguBocTok
OT'YII TUHPO-LlenTp, BraauBocTok

Myseit «T'opoa», bapHaya

Tanepes «MeTamopdo3zay,
KoMmcoMosbck-Ha-AMype
TocynapcTBeHHast KApTUHHAsA rajepes,
MarHuToropck
My3eiHO-BbICTABOYHBIH LIEHTD,
Haxopaka

HoBocu6upckas KapTHHHas rajaepes,
HoBocubupck

JlaIbHEBOCTOYHBIH Xy/10%KeCTBEHHBIN
My3eii, XabapoBck

YUTUHCKUH 06J1aCTHOU
XyA0’KeCTBEHHbIH My3el, YuTa
CaxaJIMHCKUH 06J1aCTHOM
XyA0’KeCTBeHHbIH My3eH, l0xHo-
Caxa/JMHCK

Topoackoit my3seit, Huurara, Anonus
Yemac Gallery, Ceyu1, F0xxnas Kopest
Atelier Steel, Bptorre, besibrust
l'anepes Arai, Tokuo, Anonus
Kosnekuust AO «ITaynb doH JInGep»
(MMaBest KacaTkuH)

YacTtHble KoJuekuuu B Poccun u

3a py6exoM (Besnbrus, lepmanus,
Tonnangus, Utanus, PuHASHANA,
CIIA, Kopes, Kuraii, Anonus)
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