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3aBeH ApLUaKyHU






Muxaunn [epmaH
npogeccop,
00KMOP UCKyccmeoseoenus,
axademux Axaoemuu
Dmanumaproix Hayx,
unen Mexcoynapoonoti Accoyuauu
Xyooxcecmeennvix Kpumuros
(4ICA),
2NABHBIL HAYHHBIE COMPYOHUK
Tocyoapcmeenno2o Pycckozo myses

Saben @aakyﬂu

[1aBHO 3aMe4eHO: Mbi He NlobrM HacTosLee, onacaeMes OyayLero 1 NpuBA3aHbl K MUHyBLLIEMY. COOTBETCTBEHHO MEHSIOTCA 1
HalLK XYI0XECTBEHHbIE NPUCTPacTUA. To, YTO BbI3bIBAZIO COMHEHWUS U TPEBOTY BYEPA, CErOAHs MHUTCS OE3YCNOBHLIM, W Oblbie
BO3MYTUTENW CTIOKOICTBUSA NPEACTABNSIOTCA BOMUIOWEHNEM CTAaOUNLHOCTH, YBEPEHHOCTH, ICHOCTH, HE3bIONEMbIX KPUTEPUES.

HacTtynneHue HOBOrO TLICAYENETUS — XOTUM Mbl TOrO MW HET — 3aCTaBNSIET BOCTIPUHAMATL  KYNbTYPY NOCTTOTAIUTAPHOrO
061LeCTBa Kak iBNEeHNe uctopuyeckoe. U Te, KTo co3naany ee, B HOBOM BEKe (XOTST OHU TOrO MAM HET) HecyT Ha cebe n bpems
1 CNaBY MUHYBLLIETO, OCYLLLECTBASS XMBYIO CBA3b BPEMEH U ABNSIS IPUMED NPUBEPXEHHOCTW MPUHLMNAM IOHOCTW. Bonpoc nuub B
TOM, HacKONbKO 3Ta NPUBEPXEHHOCTb OCTABNSET XyAOXHWKY BOSMOXHOCTb Pa3BUTUS M YCTPEMIIEHHOCTW K B1arOTBOPHLIM U3Me-
HEHUAM.

lMokonexue 3aBeHa ApLLIAKYHM, TEX XYAOXHUKOB, KOTOPLIE YXe AABHO “CBOVA NyTb 36MHOI NPOLLAW [0 NOMOBUHBI", LLIArHYNO B
HOBYIO PEaNbHOCTb AEBSHOCTLIX, @ 3aTEM W B HOBOE ThICA4YENETUE JIOALMU CO BMONHE CHOPMUPOBABLLMMUCS 3CTETUYECKUMMU
NPUCTPACTUAMM, CO CBOUMM MUdAaMK, HAAEXOAMM, WaeanamMu U NPeapaccyakamu.

WHble He BbiaepXanu KpyTbiX NEPeMeH, ryxoe pasnpaxeHne 3aMeHU0 MHTEPEC K XU3HW, 1 BOCTIOMUHAHNS O POMaHTUHECKUX
LIECTMAECATBIX CTA/IN PEAIMIUAEHA, YTELUMTENLHON U TYMaHSLLEN pasyM.

WHble CMOKOMHO BMMCANMCh B HOBbIA MUP, NPUHSAB HEM3BEXHOCTb M Pa3yMHOCTb NEPEMEH, NOHWMAS, YTO CB000AA NPUHOCHT
Gpems BLIOOPA M OTBETCTBEHHOCTb, HOBbIE WUCMLITAHUS W YTO HET 3a 3Ty CBODOAY CAMULLKOM BbICOKOWA NnaTbl.

A MHOrve — CIMLIKOM MHOTWE — BCTYNWAW B M3HYPUTENLHYIO O0pLOy, rae B aTMochepe ewe HEoayXOTBOPEHHO BOMLHOCTM
CMeLWanmcs CTPaCTb Y3HaTb BCE U Cpasy, IUXOPafo4Hble NOMCKU CEHCALIMK, XeNaHue CTaTb YroAHbIM 3arpaHuLe, JOMOPOLLEeHHas

3asen Ilempocoeuy Apuaxyru Zaven Petrosovich Arshakuni
B macmepcrkoi. lemo 1999 2. At the Studio. Summer, 1999.
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hmnnocodumsa, coeguHeHHas ¢ yroanneoi ctuansaumeli, cnydanHole n HefoNrMe yenexn y 3aMOPCKUX ranepuctos, TbMa Henepesa-
PEHHOW MH(OpMaLMK, HaKoHel, NMogMeHa MCKYCcCTBa HalMuMem TEPHOBOMO BeHUA, MOA/MHHOIO WU cTapaTeslbHO CKOHCTPYMpo-
BaHHOTO.

AplUIaKyHN - OAWMH M3 HEMHOTMX, KTO Mepexun 3To Bpems 6e3 notepb. COXpaHWB NMpeumyllectBa paHHUX CBOMX pPaboT, HO
BOBCE HE OCTAHOBMBLUNCb Ha HUX.

[leBsiHOCTble CTann BPEMEHEM XXECTOKOro oTpe3ssieHnsi. COBMECTHbIE BbICTaBKW HeaBHUX AUCCUAEHTOB M YNEHOB odhuLmanb-
Horo Coto3a XyA0XHUKOB 6e3)KasioCTHO BbICBETUAM CNaboCcTy U Tex U Apyrnx. BonblieBMCTCKas BNacTb Kaneyuna BcexX: pPeBHOCT-
Hble pafeTenn pexuma, Tepss NpPodheccroHanbHyl0 CMeocTb U UHANBUAYANIbHOCTb, COXPaHUAM B Nlydllem ciy4vae akagemuyec-
KOe PeMEeC/IEHHNYECTBO; HOHKOH(DOPMUCThLI Xe AEeMOHCTPUPOBany 60/1iee MyXXecTBa, HeXxenu apTUCTU3Ma M CamMOCTOATEIbHOCTH,
MpayHoii cBoeli HeTEPMMMOCTbIO Cryuias atmocdiepy /to6e3HON MMeHHO Go/blieBMKaM BEYHOW BOIiHbI BCEX MPOTMB Bcex. ‘Jle-

M~

BblIli” coto3 (byab To JIOCX B JleHnHrpage nam MOCX B MocKBe), 0cTaBasiCb Ha OCTpME HOXa, CTapasiCsi COXPaHUTb NpPegaHHOCTb
WUCTUHHOMY XY[O0X€eCTBY B TPaAuULUN COBETCKON MUKDONOrMM, BoBCe He 6e3yCrnelHO COeAMHSIe ee C POMaHTUKON oTTenenu u
npMemMamm CMYTHO 3HAKOMOTO aBaHrapga.

‘fleBbIii” cOO3 - 06 3TOM HbIHYE BPSA N1 3a4yMbIBAOTCS - PUCKOBa/, NOXanyid, 6onblie Apyrmx. MNocTaBneHHass 40CTaTOYHO
BbICOKO M HPaBCTBEHHas M Mpod)eccroHasibHas NaaHka He M0o3BOMsAna NucaTtb JIaKelCKMe KapTWHbl, KaauTb BACTAM U 3aMeHATb
npoceccmoHanM3m MpPoCTO OTBaroi 3aMMCTBOBaHHbIX (DOpMasibHbIX Aep3aHuii. Ha gnccugeHToB ynpaBoi mMornia 6biTe Nwb cuna,

OHN MHOIMM puUCKoBasin, 4Yacto ” CBO60,CI.0!7I, O0AHaKo penpeccun nNpuUHOCUNN N ycnex, OaxKe CfaBy,; BMpoOYeM, MYXeEeCTBO WX, YBbl,

1. bapkacHa CeBaHe. 1987r. KLongboaton Sevan. 1987.
Bymara, ryaub, 60,5x 74 / Gouache on paper, 60,5 x 74
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HEPEKO 3aMEHSNO Xy0XECTBEHHYIO OPUIMHANBHOCTb, 3aTO OHM ObUM 0BPEYEHbI Ha Ay B cpeae NMOepanbHON UHTENNMTEHLY W
NPaBO3ALLMTHUKOB — KaK Y Hac, Tak W Ha 3anane. [MCCUOEHTHI — OTBAXHBIE MIOAM — 3HAK, HA YTO LM, U TEPSTb MM BbUIO NOYTH
YXe Heuero.

A unenb Col03a — OHM (Kak U BCE B 3TOi CTpaHe) Obinu Ha ciyx6e rocyaapceTea, HeaOBONLCTBO CBEPXY — 3TO W NOTeps
MacTepcKoM, U OTCYTCTBME 3aKa3oB, a TO M 13 COK03a BOH M NMOYTW YXe rpaxaaHckas cMepTb. VM Obino 4To TepsiThb, Y HUX
COXPaHANach My4uTENbHAsA W NPUBLIYHANA (KK U y BCEX B 3TOW CTPaHe) 3aBUCUMOCTb.

Ho BOT 0ka3anock, YT, pa3BelieHHble PRAOM, PaboTh! U NEPBbIX, U BTOPLIX, U TPETbMX — BOBCE HE TaK YXE PasuTeNbHO
OT/MYAIOTCA APYT OT Apyra. ECTb He TONbKO y BCEX — COBCTBEHHDI CaNoH, COOCTBEHHBIA NONYNN3M U AaXe COOCTBEHHBI 0pULK-
03 (y AMccnaeHTOB ToXe chopMuposancs 0bs3aTenbHbii HAOOP NPUEMOB, POLOBLIE NPU3HaKW, 63 KOTOPbLIX Tepsnach y3Haeae-
MocTb). U Mano kTo 6newwet 0coboin MHAMBMAYANLHOCTLIO. JIMWEHHOE OKOB UCKYCCTBO CTaN0, HECOMHEHHO, CBOBOAHBIM M Kyaa
Gonee pasHbiM. HO BOT CTano M OHO HAaCTONBKO 6ONEE XOPOLINM UCKYCCTBOM, Kak OXWUAANM Te, KTO NOYUTANN PEXUM OCHOBHOM
MOMEXOMN BbICOKOMY Xy[10XEeCTBY?

W BCe xe TOrAa, B KOHLE BOCLMUAECSTLIX, “neBbiid JIOCX” okazancs (a MOXET, U OCTaNCs NOHbIHE) B HEKOEH CTPaHHOW 30ons-
uwu. Bolwepwwe Ha nepsbiid MnaH HefaBHWE CTPACTOTEPNLbI (HE NydliMe, HO Camble CYETHbIE U aMOMLMO3HLIE), MCNONb3Ys
60NbLIEBUCTCKUIN NPUHLIMN “NPaBbl TONbKO Mb”, CTA/IM NOCMELHO B3OMPaTLCA Ha €CM U He KOMaHAHbIe, TO rOCNOACTBYOLME
BbICOTbI, NIPE3PUTENLHO HA3bIBasi BCEX UHbIX “KOHGOPMMCTAMK.

Nepedpasupys TanenpaHa, MOXHO Cka3atb: “310 60nblue, YeM HECNPABEIMBOCTb, 3TO OLWMOKA”. [lepXaBHbIE rOHEHNS HauuHa-

Habepexcras. 1965 2. Embankment. 1965.
Opopm, 9,5 x 18,5 Etching, 9,5 x 18,5
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nuck B 1962-M MMeHHO ¢ uneHoB Colo3a, Ha BbiCTaBke, NOCBsAWeHHOoR 30-netuto MOCXa. Bnactu onacanvcb CBOGOAHOIO Xyfoxe-
cTBa B rocygapctseHHom Coto3e efiBa i He 6osee, HeXenn B KBapTUPHbIX BbiCTaBkax. C M306pas3nTenbHbIM MCKYCCTBOM WM, Bfac-
TAM, 6bINO elwe TpyAHee, Yem € iTepatypoii, rae npouie 66110 pa3obpaTbca ¢ “UaeliHbiM CMbICIOM”, C CofepXXaHneM, nosvuueri
repoes. A B XXMBONWUCK - B Hell BPOAE HWYEro onacHoro To 1 He 6b110, He 6bI0 1 BUAWMbBIX UAER, HO BOJIbHOCTb NPMEMOB, “HEMOXO-
XKEeCTb” Ha NPUBbIYHbIE PENPOAYKLUN 13 “OroHbKa”, MUP KPacoK U IMHWIA, peLInTesIbHO He 3aBUCUMBbI OT “TpyL0BbIX OyAHENR”, HeUTo
LleHHoe, HO LeHHoe caMo no cebe. 3To 6bl10 ONacHO U AnA pykoBoguTenein Cok3a U AKageMUN XyA0XKeCTB, ANA TeX NI0XUX
XYL,0XHVKOB U BNAacToNo6mBbIX N0Aei, KoTopble 406MBaNCh ycnexa v NOCTOB HE WCKYCCTBOM, HO M306paKeHWeM MOTEMKUHCKMX
[lepeBeHb COLMaIMCTUYECKOro npouseTaHns. PaboTbl Aep3KMX MOIOAbIX HAMOMUHAIM O TOM, YTO KPOME HaTypasiMcTuyeckon gmkca-
LN NbCTUBbLIX MUDOB €CThb elle TO, YTO KOrga-To HasbiBasiM “BewecTBOM UCKyccTBa™.

MokoneHne, K KOTOPOMY MpUHaANEXUT 3aBeH ApLiakyHW, BblpacTano B HEBeAEeHUU KacaTeflbHO 3TOro TauHCTBEHHOro Belle-
cTBa. TO/IbKO TaNaHT, UHTYMLUA, MYXeCTBEHHas /110603HaTeIbHOCTb MOr/IX NOMOYb lOHOWeE, CHOPMUPOBAaBLLEMYCA B NATUAECA-
Tble rofbl, AorafaTbCs, YTO B UCKYCCTBE €CTb HEYTO MHOE, KPOME W/I/TI030PHOr0 MOBTOPEHUSA XU3HN.

B Akagemuun xypoxects (MHCTUTYT XUBOMUCU, CKYNbNTYPbl U apxXUTeKTypbl uMm. W. E. PenunHa), Kak v BO BCEX By3ax CTpaHbl,
NbBMHAsA [0N5 BPEMEHM yxofuia Ha u3yyeHue “06LeCTBEHHO-NONMNTUYECKUX AUCLUNANHT, UHBIMW C/IOBaMM, Ha NPOMbIBaHWE
MO3roB, HO Aiaxe 06 umnpeccroHucTax (He roeops 06 aBaHrapfe) ctaparesibHO ymanumsanu. MepeABmKHUKN 1 UX nocnejoeate-
n “‘coupeanncTbl” bV €AUHCTBEHHBIM AOCTONHBIM npumepoMm. Mocud AnekcaHaposuy CepebpsHbili, B MacTEPCKON KOTOPOro

ApLUaKyHWN 3aKaH4yMBan WUHCTUTYT, ABNAN cob6oto o6pa3 oT4yacTn ,D,paMaTVIHeCKVIVI, XO0TA BpA4 N ero y4eHukn, ga n oOH cam 0 TOM

XeHWwmnHan nTuybl. 1973 r/ WomanandBirds. 1973-
bymara, nacTenb, 36x44 / Pastel on paper, 36x44
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3a4yMbIBa/ICb. XYAOXHUK, Kak Torga roBopwuav, ‘IEHWHCKOIN TeMbl”, aBTOP MCTOPUKO-PEBOJIOLMOHHbLIX KapTUH, CTaBLWWUX B Te
nopbl 3Ta/IOHHBIMW, OH COXPaHs/1 NMPUCTPacThe K XXMBOMUCHbIM LEHHOCTAM, HecTaHZapTHOMY KOMMO3ULWOHHOMY MbIWAEHWUIO,
NpoCTO K TBOpYeCKoi cBoboge (B wectugecaTole - “oTTenenbHble” rogbl OH Hanucasa CMesblii U HEeOXXMAAHHO OCTPbI mopTpeT
LllocTakoBMYa, 0 KOTOPOM MHOro rosopunu). B mactepckoli CepebpsiHOro, Aa elie B KOHLUE NATUAECATbIX, MOM0AO0N ApluakyHu
MOr YyBCTBOBaTb Ce6s MaKCMMaslbHO CBOGOAHbLIM U MHOFOMY YYMTbCS.

Yunnca OH XOpOoWoOo M Jadke Mosydas MMEHHyH cTuneHauio. OgHako nepej AWMIOMOM BO3HUKAWM HEMPUATHOCTU. YUYEHWKOB
CepebpsHoro B AKafemMunmn He >Kanosaau: B NPU3HAHHOM MacTepe He 6e3 OCHOBaHWW Yysinu XyAOXHWKA, C/AWLLIKOM H06UBLIEro
XXMBOMUCb caMy No cebe. ApLiakyHW 3aWuTua AUNJ0OM C TPyAOM, NOpTpeTaMuy - XXaHp A1 Hero, B Ty NOpy 0COGEHHO, BOBCE He
onpegensiowuii. [a n nopTpeTbl 6blIM CNOBHO 6bl “BOO6LLE™, UHAMBMUAYALHOCTL aBTOpa Ol ylanack efsa in - NpocTo A06poT-
Has akagemuuyeckas pab6ora.

Torga - Ha u3fneTte CTyAEeHYEeCKUX NeT U B NepBble oAbl CaMoCTOATeIbHOW paboThl - M NPOM30oLLesn nepesioM. B KoHue nsaTu-
[EeCSATbIX TaNlaHT/INBbIE HOHOLN-XYA0XHUKN el e TaK Masio 3Ha/IM, HO y)Ke 0 MHOTOM forafdblBasucb. W cnydyailHas KHWra, BCTpeua,
BbiCTaBKa - BCE CTAHOBW/0Cb AETOHATOPOM, CMOCOGHLIM B30pBaTh MPEeXHWe npeacTaBfieHUs, HECTPONHbIA, NPOTUBOPEUUBLIA U
XPYMNKWIA MUP COBETCKUX 3CTETUYECKMX (haHTOMOB. Y)ke nepectasnv ObiTb 3anpeTHbIMWU M BEPHYIUCH K My6auke Benukme paHuy-
3bl: MMNpeccuoHncTbl, CesaHH, MaTucc. Yxe oTwymena BbicTaBka Mukacco. Py6exom ans ApliakyHu cTanuv rpaslopsl Masapens,
yBUAEHHbIE B C/y4aliHOM anbbome. MouiHas 3KCmpeccuss U ackeTusm 6esbrMCcKoro mactepa pe3oHWpoBavM KaknMM-TO MMEHHO

celiyac TpeBoXaluM BOO6GPaKEHMNE HAUMHAKLWETO XYAOXHMKA NAAaCTUYECKUM UAEAM.

MeTyxun. 3ckn3 kkHureP. NorognHa ‘feTyxn™ 1975r. / Cocks. Thesketch toR. Pogodins book "The Cocks". 1975.
Bbymara, akBapenb, 36x48 / Watercolour on paper, 36x48



MHoOro 3Hauuna n noesgka B ADMEHU0. He NpocTo NOTOMY, YTO 3TO pPOAMHa NOrMbwero B BOWHY oTua. M He ToONbKO M3-3a TOro,
4yTO B pecnybnmkax BCerga Xyf0XXeCcTBeHHas nosmTuka 6bisia HECKONbKO nubepanbHee, Yem B MockBe U JleHuHrpage (Metepbyp-
re). B ApMeHun B KOHUE NATMAECATbIX 0Ka3asoCb HEMano apMSAHCKUX XyAO0XHWUKOB, BEPHYBLUMXCA W3 3aMUTpauun Ha poavHY
nocne paso6naveHus CtanvmHa. OHWM NprBE3NN C COGOI BOJbHLIV AyX €BPOMENCKOro Xy[oXecTsa, OXOTHO Mpuraawann B CBOU
MacTepCKUe HOHOro Kosiery, nokasbiBasiu HEMPUBbLIYHY XNBOMUCL, HEBMAAHHbIE KHUIM, Ha3blBa/M UMEHA, BOBCE Yy HaCc He M3Be-
CTHble WM 3abbiThie.

N Bce 3TO BMeECTe - MeHsLWMecs BpeMeHa, MeNoanun 1 KHUrm “ottenenn”, TPEBOXXHbIE BETPbl CBOGOAbLI, CTPaHHbIE U npe-
KpacHble KapTuHbl, XnBonuck CapbsiHa, Yeil MacwTab B ADMEHUN OCOGEHHO OLLYLLANCs U OwWyllancs, KcTatu cka3aTb, BMOJIHE B
€BpONENCKOM KOHTEKCTE - BCe 3TO YKpenwio 3aBeHa ApLIaKyHW B eCTECTBEHHOCTU W NMPaBU/IbHOCTU MyTW, Ha KOTOPbI/A OH BCTY-
nun, BPAA M NporpaMMupys ero B Kakmx-nmbo geknapaumsx.

TpypHO npeacTtaBuTb cebe 3TOro XyAoXHMKa 3a 4YTO-TO 6opruwmMmcs, YTO-TO HMUCMpOBeprawuwmM, 31biM. He notomy, 4to
3aBeH ApluaKyH/ CMOKOEH U 6e3rpelleH. Ho 3a4em cnopuTb, 3a4em OTCTamBaTb Ha C/I0Bax CBOM MO3ULUK TOMY, KTO U Tak Aenaet
TO, UTO X0ueT? Kak 3To yjaBanoch B TpMALATb U yaaeTcsl B LWECTbAECAT NATb - WHOM BOMpOC, BPSA /I OTBET Ha HEro fierok.

LlecTnaecaTHUkn 6binn 6opuamu, NPONoBefHUKaMMW, MOPOI OCTaBMAAAM MUCbMEHHbIN CTOM, MOMb6epT, possb, UTOObl 06CYXK-
fJaTb, HacTaMBaTb, MpoTecToBaTb. ApLUaKyHU - BPSAA /1N OH YE/TOBEK KOH(/IMKTHBIA, HO, KOHEYHO e, HEMPUMMUPUMbIA - NpU BCEM
CBOEM HenccsikaeMOM MPUBET/IMBOM A06poXkenaTtenbCcTBe BCeMy MpeanounTan v npegnoyvtaeT paboTy B oguHodecTse. Ero obuie-

CTBEHHAs HEMPMMUPUMOCTb - Celiyac, C BPEMEHHOW ANCTaHLMM 3TO KaXKETCA TaKMM O4YEeBMAHbIM - 3akK/yanacb Nlb B TOM, YTO OH

BoiiHa. 1965 . /  War. 1965.
Bymara, coyc, 32 x 44 | Sauce on Paper, 32 x 44
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Tpwu kNoyHa. 3ckM3 K cnekT aknto ‘Haw umpk™ 1968r. / ThreeClowns. Thesketch to theplay mOurCircus". 1968.
bymara, ryawsb, 16 x 15,5 / Gouache on paper, 16x 15,5






nucan Kak XoTesn, 4To XOTes, He TWacb YTO-1M60 A0Kas3aTb U HACTOATb Ha YeM-iMb0. B CyLHOCTU, OH CTan “WecTUecATHUKOM” 1
No6nMLEM MPOCBELLEHHbIX MMbepanbHbIX 3puTenen otyactu (gns cebsa) n cnydaiiHo. OH He Obl/T HX anofINTUYEH, HU “MONUTUYEH”, Yy
Hero He 6b1/10 NPOrpamMMHbIX KapTWH, OCTPbIX CHXXETOB (4a 1 6blnn N BoobLwe “CloXXeTsl’?).

“’KN3Hb pyCcCKOro yesnoBeka LE/IMKOM MNpoOTeKaeT Moj 3HAKOM CK/IOHEHHOTrOo Yena, Moj 3HakoM rny6okuMx pasgymuii, nocne
KOTOPbIX Nt06as KpacoTa CTAHOBUTCHA HEHY)KHON, Nto60i 61eck - NoXHbIM.  OH NogHMMAaeT CBOW B3rnag Nvb AAS8 TOro, 4To6bl
3a7epXaTtb ero Ha 4esloBe4eCKOM NULEe, HO B HEM OH He MLLEeT rapMOHUM AN KpacoTbl. OH CTPeMUTCH HaliTV B HEM COBCTBEHHbIE
MbIC/IM, COOGCTBEHHOE CTpafaHne, COOCTBEHHYIO CyAbby 1 Te rnyxue A0poru, Nno KOTOpbiM NPOLW/INCE A0NTWEe GEeCCOHHble Houw,
OCTaBMB 3TW cnefbl, - Nucan Punbke, pasmbiWngs 0 TOM, NOYEMY pycckas Ky/nbTypa, Tak npeycrneB B C/OBECHOCTM, OTCTaeT B
MCKYCCTBax NiacTmyeckmx. - He cnyyaiHo pycckue XyAOXKHUKU B TEHEHWe A0/ITOr0 BPeMEeHW Mucanun “CloxxeTbl”.

BepoAaTHO, AplakyHu mMor 6bl yauBnUTb Punbke. CloXeTam OH peLlnTeNnbHO NpeanoynTan MOTMBbI, MHbIMW C/I0BaMu, pacckasy
C pasBMTUEM U reposiMy - YUCTO 3pUTENIbHOE COObITME, ANANOr NATEH U KPacoK, Bbipa3uTenbHoe 6e3MonBue Beleid, obLlarnLmnx-
CA APYr C APYrOM 1 3pUTENSMU Ha HEC/bILHOM fA3blke. BoobLe, 3TOT XyA0XKHUK NPEeBOCXOAHO OTBEYan BeAHWAM KOHUa natnaecs-
TbIX, KOrAa C/I0BO ‘NUTEPaTypHOCTb” - 6blI0 6PaHHLIM MO OTHOLIEHWUIO K XuBonucu. Ho onAaTb-Taku He B CWU/Y CBOEN nosunuuu, a
B CW/y CBOWX MPUCTPaCTUi.

B Bbi6Ope MOTMBOB U JaXKe TeM - OH XYAOXKHUK pelnTenbHO KNacCUYecKMX BKYCOB, KNacCMYeckux B MOHMMaHuu XX Beka.
Mei3ax, MHTepbep, HaTIOPMOPT (TOYHEe - OTAefbHble NpeaMeTbl), AW - yale 0606w eHHble UIypbl, pexe - MOpPTPeThI.

OH paHo CTan caMmnm cobor. Benukne TeHn OTKPbITO CTOAT 3a €ro CMWHOI, HO, He CKpbliBas yBrie4eHus CapbﬂHOM, MeTpoBbIM-

TeTsal/loba. 3ckM3 KOCTIOMA , AuntoflLjuba. Thesketch oftbe costume KoHb. Habpocok gnsa / Horse. Tbesketch to tbe
K cnekT akn ‘Pagyra3umoin”. 1968r. , "Tbe WinterRainbow". 1968. pe3Horo gekopa. 1975r. / carving decoration. 1975.
bymara, ug. kapaHgawm, 30x21 Paper, crayons, 30x21 Bymara, LapukoBas pyyka. Paper, ballpointpens.
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2. NHTepbepMacTepckoii. 1972-2001 rr. /2. Studiolnterior. 1972-2001.
[epeso, pe3bba, pocnuch. / Wood, carving, decoration.
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BOoAKUHBbIM WM Matuccom, gaxe OTKPbITO (Tak CKasaTb, CAMUMU ABVKEHUSMU KUCTU U cOYeTaHWEM LBETOB) ‘NpuU3HaBasiCb UM B
N 6BM”, OH C TaKO COOCTBEHHOW, JIMYHON HEXHOCTLIO NULIET OKPYXKAoLWWMiA MUp, TaK BbibupaeT pakypchl, NnpegMeTbl, X B3auMo-
felicTBMe, YTO COOGCTBEHHAsi MHTOHAUMS CMbllWHA B CAMOM BeJIMYECTBEHHOM Xope. BoT ropoackue neiizaxu 1964 roga - Koro
TO/IbKO He BCMOMHUT 34€Cb NPUAMPUMBLIA N 3pYANPOBAHHbIN aHanMTUK: 1 Jlexxe (Leger), n “bybHOBbLIN BaneT”, n Mapke, faxe
AHpu Pycco (Rousseau). B Tom nn, ogHako, Aeno? YenoBek yuyntca roBOPUTb C YYXKUX COB, HAA06HO Nulb yBUAETb, 3aMeTUTb,
Korja 13 3aeMHbIX hpa3 npornsHeT co6CTBEHHOE BOCMNPUATME, CBOSA MeTadopa, CBOSI pafoCTb U nevasb.

B MHorouncneHHbix nybavkaumsx (o0 3aBeHe ApLlaKyHW nucasnm 0XOTHO M MHOr0) 06bIYHO NPUHATO FOBOPUTL O “pasgHUYHO-
CTU” ero UCKycCTBa, ‘“/IMKYILMNX Kpackax” n npoymx atpmbyTax TBOPYECKOro ontuMuama. Mex Tem, Mup ApliakyHu 6bii1, ga u
ocTasicsl [OCTaTO4YHO cypoBbiM. He 6yaem 3abbiBaTb, OH (hopMMpoBasncs B Te Xe rofbl, YTo M (Tak €ro u HasbiBanun) “cypoBbiii
CTW/b” XKMBOMNUCK, YTO B Ty NOPY CO3HAHWEM HAlWMWM Brafeny ropbkue n poMaHTU4eckne uabMbl UTANbAHCKUX U D paHLy3CKNX
HeopeanncToB, YTO NM0O33UST 3aHOBO Y4YUacb YECTHOCTU M nevanu, 4to “MocnenHuii Tponnelibyc” bynata OKyaxxaBbl ¢ ero 6ecnpu-
I0THOCTbIO M HafEeXAoi cTan YyTb 11 HE CUMBOJIOM BPEMEHMU.

M0 NOHATUAM COBETCKOWN ohuLManbHOM 3CTETUKMN YXKE paHHWE paboTbl ApliakyHU 06n1ajany BCEMU HAaCTOpPaXMBawlW UMK Npu-
3HaKaMu HeynpaBisieMoi “oTTenesibHO” cBO6OAbI, YAaNIEHHOCT! OT NPUBBLIYHOIO naghoca. B HUX HET cO6bITUIA. YNuLbl MYCTbIHHbI,
npegMeThl Yalle BCEro HEMOABWXHbI, @ MeAnTeNbHble GYKCUpbl UK Becesblie (a TO 1 rpycTHele!) TpamBau BonowawT He TPyAo-
Bble OyAHW, HO BEYHOE U BO3BbIWEHHOE TeuyeHue XW3Hu. [a n durypbl, gaxe ecnn oHuM dopmanbHO 0603HaYann “TpynoBoi

npouecc”, - He 6onee YyemM OCTaHOBUBLINICA 06pa3, 3HaK, Uepornud, CTONIKHOBEHNE LBETOB.

3. VIHTepbepmacTepckoi. PparmeHT. 1972-2001 rT. / 3. StudioInterior. Fragment. 1972-2001.
[lepeBo, pe3bba, pocnuch. / Wood, carving decoration.
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Kak 1 Bce B )XMBOM M HOBOM WMCKYCCTBE KOHLA NATUAECATLIX - Hadvana WecTuaecAaTbiX, MUP paHHero ApluakyHu nosoH npeogo-
NleBaeMoi, HO He Bcerpa nobexkgeHHoin neuvanu. XXMBOMUCL, KakK W3BECTHO, W3HAvalbHO ycTpem/ieHa K pafocTu, cam npouecc
OTpPaXeHUs u, Tem 6onee, NpeobpaXkeHNs CyLlero, CoO3HaHMe LeHHOCTU ObITUA 1 BO3MOXXHOCTW NPOAJIEHNA €ro B UCKycCTBe - BCe
3TO MO CyTW CBOEW ONTUMMUCTUYHO. W Kpacku AplakyHU C MepBbiX /IeT ero He3aBMCMMON paboTbl GblN AENCTBUTENBHO APKW,
nopoli OH MOKPbIBaJT NOKa/bHbIM LBeTOM (YPOKM WMKOH, Martucca, MeTpoBa-BoakmHa?) o6wupHbie, TOYHO M 3h(PEKTHO NPOpmCOo-
BaHHble NJ0CKOCTU. HO spKMe u YyncTble LBeTa - Aaneko He BCerga CMHOHMM 6e30roBOPOYHO PafoCTHOW XuBonucu. CBUHLL0BOE
TSHKKOe He60, 3aTeHeHHble 40 [yXoi TbMbl 6paHAMayapbl KAPMUYHbLIX JOMOB, HamNpy>XeHHble, TOYHO XUBble, CBET/Ible apku MocTa
HajZ, NouYTW YepHoli pekoi, anble, 6YATO UrpyweyHble, TpamBan B 6€3/1104HOM ropofe, CUHKOMMPOBaHHbIE PUTMbI, TSXKeNble
CTONIKHOBEHMSA LBeTa W TOHa, “TYAAWMWA” OT HanpshKeHWs XOCT - He TakK BCe NPOCTO U 6e3MATEXHO.

Peuyb He 0 “CKpbITOli gpame”, TeM naye, He O HaMeKe Ha Hekue noTaiHble neyanu. Peyb NUWb O Apame NAacTUYECKOM,
UMCTO XYAOXXECTBEHHOM. A ‘Iipama”, Kak U3BECTHO, O03Ha4yaeT - ‘geiicTBue”. To AelicTBue, KOTOpPOe B MOAJIMHHONM XUBOMUCK
nepennasnAeTca He B MOCTYNKU M300paXkeHHbIX MepCcoHaXKeil, HO B KOH(/IMKTbl M FapMOHMWIO IMHWIA, MIOCKOCTel, TOHOB,
OMEeHKOB, LIBETOB.

C Mnagbix HOrTeil AplWakyHU LeHUNn B MCKYCCTBE TO, 4YTO B Oblfble BpeMeHa HasblBanocb “‘hopmanu3m™ - crpalwHoe
Hekorfia cnoso, o603Havawlee BCe Xe NMb 060CTPEHHOEe YYBCTBO NpodheccuoHanniMa, npuialnlero naacTUYecKomy u
LLBETOBOMY PELIEHMNIO [/1aBHbI/i U OCHOBHOM CMbIC/. OH HEe UCKan CHOXKETOB, NMCUXO/IOTMYECKUX KOMN3UIA, CNOXHON pexuccy-

pPbl, CO3HaTEe/NNbHO WK 6ecco3HaTesNlbHO cneaya TpaguumMuM HesegoMOro Torga Ham BbICOKOro mofepHusma. Peanusm

4. NHTepbepMacT epCcKoii. 4. Studio Interior. Fragment. 5. amacruTapoii. 1994r. , 5. Lady with a Guitar. 1994.
®parmeHT. 1972-2001 1./ 1972-2001. Bymara, ug. nuTorpagua, / Paper, colour lithography,
[epeso, pesbba, pocnuch. Wood, carving decoration. 40,5x31 X 40,5x31
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6. OKHO 1 3epkano. 1966r. / 6. Window and aMirror. 1966.
NnHorpastopa, 65 x50 7/ Linocut, 65 x 50
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(KOHe4Ho, couMannucTUYecknin), ¢ OAHOW CTOPOHbI, N BCe OCTa/lbHOE - YXacHoe - C Apyroi. Tam - “kpu3uc 6e3obpasua”,
“Oyp>KyasHble BbIBEPTbI”, “UCKYCCTBO A/191 UCKYCCTBA” U NMPOYME CMYTHblE, HO Y)XKacHble (haHTOMBbI.

A 3aBeH ApliakyHun Bugen Matucca, Pyo, CapbsiHa, MeTpoBa-BogKMHa U MHOTUX UHBIX, YMEBLIUX Pa3rnafeTb B 3pUMOI XXU3HN
6ecKoHeYyHoe pa3Hoo6pa3ne, KOTOpoe XAasio He ‘“OTO6parKeHnsA™, HO XyA0XXEeCTBEHHOIO NepexunBaHns, NepeocMbICNEHNS, XAa10
C03[aHUsA CO3BYYHOW ell, HO WHOWM, YUCTO XY[0XXEeCTBEHHOW peasnibHOCTM. CamMOCTOATENbHOW, He CTONbKO MOXO0XEelM Ha >KW3Hb,
CKO/IbKO oboraujaroleli ee “Ha paBHbIX”, KaK HOBas [AelCTBUTENbHOCTb. /IMEHHO Takoe MCKYCCTBO [JaBHO W10 B Mupe, cBO6OA-
HOM OT 3anpeToB W TOTanUTapHbIX Nporpamm. Halw XyAoXHUK, oka3biBaeTcsi, 06M1agan oulylieHnem BpemMeHu, 6onee TOHKUM,
Hexxenn MHorue. Ero He yBnekanu LerosieBatbie 3KCNEPUMEHTbI, MOBTOPSALWME OTKPLITUS Havana Beka. OH xoTen 6blTb cCaMuM
co60i0, nNpuHagnexarb, Kak rosopwn [lombe, CBOEMY BpeMeHW. U OH He nogpakas HeBeAOMbIM MacTepam BbICOKOrO MOAEPHU3-
Ma, KOTOpbIX y Hac M He 3Hanu. MpoOCTO MbICAUA W owylan B eANHOM puTMe ¢ HUMK. KcTaTum ckasaTb, MMEHHO B 06/1acTu
ropoACcKoOro nensaxa, B KOTOPOM MHOro pa6otan 3aBeH ApliakyHu, ABaALaThlii BEK C 0COOEHHbIM 6/1€CKOM CUHTE3MPOBasT OTKPbI-
TUS aBaHrapga, Tpaguumio 1 gpamatnyeckme MOTVBbI HOBOMO yp6aHu3ma. B 3TOM cMmbiCne Xy[0XKHUK OKasasncs B pycne Tpaguuun
He Tonbko ®anbka unu JleHTysnoBa, HO, caMm TOro, BO3MOXXHO, He Begas, Mapcens pomepa (Gromaire), WunnoHe (Scipione),
[xo3eda Ctennbl (Stella) n Anbbepa Mapke (Marquet).

BepoAaTHO, B 3TOM MOACO3HATEIbHOM CO3BYYMM MCKYCCTBA ApPLUIAKYHU He CTO/IbKO 3aHOBO OTKPbIBA€MbIM LlEHHOCTAM UCKYCCT-
Ba Hayasa BeKa, HO XXMBOMY MpOLLeCcCy COBPEMEHHOMN XXNBOMUCK - OLHO U3 OCHOBHbIX JOCTOMHCTB XYA0XHMKa, ONpeAenaowmnx ero

YCTOWUMBYIO penyTaLuio U HENPEXOAALLYI0 aKTyalbHOCTb.

KnoyH. 3cku3. 1968r. /
Bymara, kapaHgaw, 12 x 17 / Pencil on paper; 12 x 17
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Mapagokc B TOM, 4To ApllaKkyHMW BOBCE He XOTen U He npegnonaran ObiTb MHAKOMbICAAWMM. HO B Ty MOPY AOCTAaTOYHO ObIs0
6blTb NPOCTO MbICAAWMM NO-CBOEMY, NIOOUTL Camoe MCKYCCTBO, a He M3obpakaemble C ero MoMOLLbI0 XU3HEHHbIE CUTyauuu,
4yTobbl Haecerfja nonacTb Mo NOAO3PeHne BnacTe Uan, BO BCAKOM Cryyae, Bbl3blBaTb Y HUX U3BECTHYH HaCTOPOXKEHHOCTb.

Tem 6osnee - ele 04HO HECOMHEHHOE KayecTBO: ApLUaKyHV - BU3WOHEpP, MeuyTaTesflb, ero BoobpaXeHue He TO/bKO AapuTt emy
CKa3ouHble, (haHTacTUYeckne MOTMBbI, HO MpeobpaxaeT NOBCeLHEBHOCTb, MPUBHOCS B Hee OTTEHOK TO BECEefIO, TO FPO3HOWA
ckasku. ATam, rge MeytaHue U ckaska, TaM HapylalTca U He3bibnemble NS “Coupeann3ma’ 3aKoHbl BPEMEHW U MecTa, Kiaccu-
YecKoi nepcrnekTMBbl, NpocTpaHcTBa. Habnwaaemblii “06bEKTUBHO” MUP 3aMEHAETCS XOPOBOLOM HallMX NpefcTaBieHunin n Boc-
NMOMWHAHWI O HEM, COEfMHAEMbIX MO 3aKOHaM XYA0XEeCTBEHHOW, a He MPOTOKONbHONM NpaBabl.

Torga 6ykcup noyTu Bh/biBaeT B KOMHaTy CKBO3b OKHO, 3aHaBECKWM KOTOPOro obopauvBaloTCA BOMWEOHbIM TeaTpasibHbIM
nopTasiom, [JepeBsHHble CTEHKM MPUCTAaHU CBETATCA Kak CKa3ouHbli (hOHapvK, fa u Boo6Le npefMeTbl HauyuMHaT n3nyvatb

COGCTBEHHOE CUAHME, YXOAs OT BfacTu “06bEKTUBHOI™ CBETOTEHW U TPaAULMOHHBLIX MPOCTPAHCTBEHHbLIX NOCTPoeHuin (“OKHO™,
1968, MeTpo3aBoack, Mys3eil n3obpasnTenibHbIX UCKYCCTB).

3aBeHy ApliakyHW NPOCTO He HyXKHa ry6uHa, BO3aylHas nepcnekTuBa, NpUBbIYHAA nenka npeameToB. OH ye Toraa, COBCEM
MOI0AbIM, MbIC/INA UHBIMU MACTUHECKUMUW KAaTErOPUAMM: MPOCTPAHCTBO HE BO3HWKAET Ha XosIcTe, MI0CKOCTb KOTOPOro OXpaHsieTcs Kak
BaXKHENLLAsA XyJ0XKECTBEHHAA LLeHHOCTb, OHO OCTOPOXHO 0603HAYEHO OTHOLWEHNAMU LIBETOB W UTPOA SIMHWIA, O HEM “YMOMSIHYTO BCKO/b3b™
M 3TOr0O A0BO/bHO, NGO He paau N3N M CXOACTBA C HATYpOl MUWETCS KapTuHa. KapTuHa -  [A71si NOCTMXKEHMWSI CKPLITOro, MO3HaHWS

NOTa€eHHOro CMbiCna u CI'IpHTaHHOVI B 06bl,quHOCTM rapmoHun. [ina HOBOro 3peHuns, CyL,ecTBYIOLLEro NWb B UCKYCCTBE.

7. HabepexHas. UnnwocTpayns K KHure cTuxos . bpogckoro 7-
‘bannaga omaneHbkom 6ykcupe”. 1991 r. / "TheBallad abouttheSmall Tow-Boat". 1991.
bymara, akBapenb, 22,5 x 41 Watercolour on paper, 22,5 x 41
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W pake Korpga xy[oOXKHUK nuwweT uMpk (3Ta BeyHas Tema oT [lombe Ao Mukacco v Warana), emy mano theepnyeckoin ycnoBHO-
CTV TBOPMMbIX Tam yygec. OH co3gaeT, NpuAyMbIBaeT, MULLeT COBCTBEHHbI CBOI LMPK, KOTOPOro HWKTO He BUAEN, HO KOTOpPbIi
004YMbIBAOT XYAOXKHUKW, AT N CKa304HUKW. YTO m roBopuTb: ero “Lmpk” (1966, uyacTHoe cobpaHme, CLUA) - HacTosiH Ha
Tpaguuun LWarana. OfgHako BCNOMHWM 6nvcTatenbHoe cyxpgeHnue dyxeHnno A’Opca (d’Ors) KacaTeflbHO TOro, YTO CTaHOBUTCA
nnarnaTom Bce, He MMelolee TpaguLumMn - Befb 1 B CAMOM [iefle TO/IbKO KOpHeBas cuctema MOXeT 6biTb passuTa v npeofoneHa.
Y ApliakyHn nepemellaHo v CMeLLeHo BCe - U1 MecTo, U BpeMms, W JeiiCTBMe: peasibHbIl UMPK U LMPK MPUCHUBLUMIACA, MeYTbl O
HeMm, npefAcTaBneHusl pasHbiX NeT U B pa3HbiX MecTax, U 3TO CTpaHHOe Becefibe, OT KOTOPOro rpycTtHo, BeAb MpasgHuK Bcerga
KOHYaeTcs.

3aBeH ApLuakyHV CK/IOHeH (M 3TO ToXe npeporatuBa XX BeKa) CMOTPETb Ha XXW3Hb CKBO3b /IyKaBY ONTUKY MHOFOYMCIEHHbIX
oTpaxkeHuin. Euwe 60nee, Yem OKHa, MOOUT OH TAMHCTBEHHbI MUP 3epKan, yABanBalLWmMX 1 nepeBopavmBalowmnx Mup. “‘CtpaHHas
3TO WTYKa - 3epKasio: paMa, Kaky OObIKHOBEHHOM KapTWHbl, a MeXAy TeM B Heil MOXHO YBWAETb COTHU Pa3fINyHbIX KapTvH,
npuyeM OYeHb XXMUBbIX W MFHOBEHHO Mcyesawlmx HaBeku (a queer thing is a mirror; a picture frame that holds hundreds of
different pictures, all vivid and all vanished for ever)” (I. K. YectepToH). W y MacTepHaka:

B Tpiomo oTparkaeTcs yallka Kakao,
KavaeTcs THO/b, 1 - NPSMONA
Jopo>kKoto B cag, B bypenom u xaoc
K kayensm 6e>knT TpoMo

8. Meno. 1965T. 8. Depot. 1965.
Bymara, peseLl, 19,5x B Paper, burin,

r/



BANNALOA
O MAJIEHBKOM
sir+ BYKCWPE

OrpoMmHbIii cag TopMoLIUTCA B 3ane
B TpiomMo — 1 He 6beT cTekna!

3TV NpenbCcTUTENIbHbIE MHMMOCTU - peanbHble AeicTByoume nnua KaptH ApwakyHu. CKOMbKO y HEro 3epkan - 1 06blYHbIX,
M 3aTaeHHbIX B 0ObIAEHHbIX U NpocThiX Bewax! B cusawwmx rpaHax camoBapa (“CamoBap”, 1969, Anma-ATa, XyA0XeCTBEHHbIN
My3ei), B rnagu pek, oTpaxarolmx B3gparnsanlyne npmuspakn JOMOoB, MOCTOB U CY0B, faXe 3epKasibHblli WKad o6bIrpbiBaeTcs
C TPEBOXXHOW TOHKOCTbIO, CTAHOBSICb MPUYYA/MBOA paMoOi A4S BO3HMKLUEN B HEM CLEHKM, obpeTalnlieli CTpaHHYl0 3HAYMMOCTb
(“OTpaxkeHne B Wwkady”, 1980).

3Ta N060Bb K 3epKanam cyl,ecTBEHHa AN NOHMMaHNA BaXKHOrO KayecTBa NoaTvku ApliakyHu. Kak ncTbiii MacTep XX Beka, OH
HaMepeHHO AuCTaHUuMpOBaH OT cobbITUSA, AeiCTBMA, XapakTepos. [lBaguaroe ctonetme, CTpaHHbIM 06pasomM coeAuHUB nevasb-
HOe /lyKaBCTBO MOJEepHM3Ma C BO3BPalleHWEM K MCKOHHbIM LIeHHOCTAM [pPEeBHEro WUCKyccTBa, CTPEMW/IOCL BHOBb YBUAETL MPO-
CTble, OYULLEHHbIE OT COLNANbHOW M 3TUYECKON CyeTbl LEHHOCTU ObITUA, NepeBefieHHble Ha MOMYaIUBbIA A3bIK KPacok 1 gopm,
YKeCTKol nnactuyeckoli metadopbl.

3aBeH AplwakyHW Hepeako nucan To, YTO MPUHATO HasblBaTb ‘¥aHPOBbLIMW cCLeHamu”. Yalie BCero 3To ABa-Tpu NepcoHaxa,
06beiUHEHHBIX HEKAM 06 MM COCTOAHMEM, KOTOPOE /INLWb YC/TIOBHO MOXHO Ha3BaTb Pa3roBopoM WM O6LEHMEM. Y XXMBONUCLEB

BEHELMaHCKOro KBaTTPOYEHTO 6bISI0 NPUHATO NucaTb MafoHHY B OKPYXXEHUW 3a4yMuMBO Gecenylowmnx CBATbIX, 3TV KOMNO3ULMK,

9. 06/10)KKa KHUTM cTUxoB W. bpoackoro 9. The covertoJ. Brodsky's book ofthepoetry
*bannagaomaneHbkom 6ykcupe”. 1991 r. "TheBallad aboutthe Small Tow-Boat". 1991.
Bymara, akBapesnb, 22,5 x41 Watercolour on paper, 22,5 x 41



MCMNO/IHEHHbIE 0C0601i COCPeAOTOUEHHON My3blKalbHOCTW, Ha3biBalT 00bIYHO “Becefia cBsAThIX” (Sacra Conversazione). [Mofo6-
Hoe cocTosiHMe 6/1M3K0 ApLUakyHU, ero cobecefjHUKM 0ObIYHO MOrPY)KeHbl B CBOW MbICAIM Y 06MEHUBAIOTCA CKOpee VMMEHHO MbIC-
NISIMKN, 4eM CNnoBamu, Kak 6biBaeT Mexay 61n3kumu nioabMu. Takoe 6biBano B CTapbiX MKOHAX, B KapTuHax Matumcca.

OQHaKo - U1 3TO KaXKeTCcss NOUCTUHE AparoLeHHbIM - XYAOXHUK coxpaHsieT genius loci (ayx mecTta), U cBoeobpasHasa aTmocde-
pa NeHNHrpagCcKnx-neTepbyprckux MacTepckmx - 3Ta HacbllLeHHas 3aTeHEHHbIMU XO/CTaMW Ha CTeHax MnosiyMmrna, ata cTpaHHas
3a4yMUMBOCTb N0, NPU3PAYHOCTb CYLLECTBOBAHUSA - BCE BOCMPUHMMAETCA 0603HAYEHWEM MMEHHO 3TON >XM3HWU, y3HaBaeMoii
He TOJIbKO ee yYaCTHUKaMU.

He pa3 3ameyanocb, YTO “10>KHble reHbl” ApLUaKyHW, BOBCE He MOMeLlaB eMy CTaTb BMNOJIHE “NIeHMHIPasCKUM™ XXMBOMUCLEM, NMO3BO/N-
/N eMy BCe Xe COXPaHWTb HEKOTOPYI AUCTaHLMI0, He CTaTb paboM NPUBLIYHOTO BOCMPUATUS U YBUAETb B TEUEHUWN NIEHWHIPAACKON-
neTepOyprcKo XXU3HW Te KPackv U pUTMbl, YTO OCTa/INCb HEBEAOMbI KOPEHHbLIM €€ XUTensaM. BeposaTHO, Tak OHO M eCTb.

[Lobpas des bepunioHa (M3 MeTepAMHKOBCKOW “CuHel NTuubl”) yTBepXKana, 4YTo BCe PEWnTeNbHO KaMHU AparoueHHbl, Hago
TO/MIbKO yMEeTb BUAETb. VIHTEHCMBHOCTL LBeTa ApliakKyHVW HaxoAw/ W HaxoAuT MOBCHOAY, W3BfEeKasd ee, YyAuTCs, U3 MOTaeHHbIX
rnyéuH matepumn. C TeyeHWeM BPEMEHMW, OfHAKO, OH, KaK WCTbI XYAOXHUK XX Beka, BCe MeHee COXpaHseT 3aBMCMMOCTb OT
HaTypbl. TouHee 6bi10 Bbl CKasaTb, 3Ta 3aBMCUMOCTb AileNlaeTcs PewnTenNbHO MHOW, YeM npexae.

B OHOCTM OH nucan npeobpakeHHyl COO6CTBEHHLIM BUEHMEM HATypy, COMOCTaB/AS ee yacTh Mo COBCTBEHHLIM XyfdoXe-
CTBEHHbIM 3aKOHAM W OTKPbIBasA 3PUTE/I0 CKPbITYD OT HEro MHTEHCUBHOCTL LBETA.

Co BpeMeHeM OH Bce 60/siee CK/IOHEH K COTBOPEHMI0 napasifiesibHON AeACTBUTENbHOCTU, XXMBYLEN TOMbKO M UCKAYMTENbHO

TpamBaun. 1960-e rr. /  Trams. 1960's.
Bymara, kapaHgaw, 20x29 / Pencil on paper, 20 x 29
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Mo 3aKoHam uckyccTBa. O6blYHas XKM3Hb Y3HAETCA B €r0 KapTMHaX Kak y4aCTHUK Auanora Ha paBHbIX C TEM; YTO MPOUCXOAWT Ha Xo/cTax.

A Ha XofncTax - He AelCTBUTENbHOCTb, HO BOCCO34aHHbIE HA X MOBEPXHOCTW LBETOBbIE U N1aCTUYECKME CTYCTKM BOCMOMMUHA-
HWA 1 NpeacTaBneHnii 0 Hel, M306paeHne He MpeamMeToB, HO UX 3PUMbIX MOCMaHLEeB B BO/SIbHOM Mupe LBeTa, B MJIOCKOM W
BMecTe 6e34,0HHOM MpPOCTpaHCTBE KapTuHbl. Konoput obpeTaeT camofocTaTOMHOCTb, HAMEPEHHO oTAanseTcs oT hakTypbl, Naoc-
KOCTW, OrpaHeHHble C Hapo4inTo rpy6OBaT0|7| 3N1eraHTHOCTbO, MNPONUCLIBAKTCA YUCTbIM /NOKa/IbHbIM LIBETOM (KaK HEe BCNOMHUTb
TYyr BHOBb ypoku Martuccal).

[la 370 n ecTecTBEHHO B TOM Beke, B KOTOPOM nosBuAuCb KaHguHckuii, Knee, LWaran. BoBce He 06si13aTenbHOE KayecTBo
COBPEMEHHOI0 MM UCKYCCTBa - MCYe3HOBEHMe npegmeTta, 0Tkas oT hurypatusHoe™. Ho xuTb Ha nsnete XX ctonetus un He 6biTb
B AManore c NyyYwuMuy ero AOCTMXXEHUAMMN - 3TO /I HE HOHCEHC!

BepoATHO, M B 3TOM CyTb 3HAYMMOCTW, COBPEMEHHOCTM ApLUaKyHU, ero eCTeCTBEHHOr0 OGbITOBAHMSA U B YlUe/LEeM U B HOBOM
cToneTusax. Npu 3TOM OH COXpaHsAeT MpUCYLL Yyl OT BeKa 0TeHEeCTBEHHOMY MCKYCCTBY COAepXaTeflbHOCTb. Peub, pasymeeTcs, He O
nosecTBoBaTeNIbHOE™, HO O HACbILWEHHOCTM KapTWHbI MbIC/IbIO, 3MOLMAMM, O CMOCOGHOCTM ee Pe30HUPOBaTb BHYTPEHHEN XU3HU
3putens. MNpnyem He Ha ypoBHE ObITOBbIX MOAPOGHOCTENM, a Ha YPOBHE WMPOKOro 0606LeHnsi, CMOCOBHOCTM NoKasaTb ry6MHHbIN
CMbIC/T NPUPOAbI, TOPOACKOrO nelidaxa, YesoBeka, HaTlopmopTa. [okasaTb Tak, YTO CKpbITas 4paroueHHOCTb ObITUA HEW3MEHHO
HanoMuHaeT 3pUTeso 06 XTETUYECKON U (hUNOCOCKOM 3HAYMMOCTM TOro, 4YTO 6€3 KapTUH OCTaeTCs HEeBEeAOMbIM.

Kctatn, o nopTpeTax.

3aBeH AplwaKkyHu - 3T0 3acnyxusaeT ocob6oro ynoMmunHaHuAa - B Bbl60pe MOTUBOB CKyn U BMeCTe yHUBeEpCa/ieH, KakK mactep,

JBaKyaums. XeHLW nHbl nawyT. Evacuation. The Women are LiBeT bl B KyBLUUHE. Jug with Flowers.
1970-err. y Ploughing. WTO's. 1982r. / 1982.
Bymara, ryawb, 36x48 Gouache on paper, 36x48 Bymara, ryawsb, nactenb, 102 x 73 Paper, gouache, pastel, 102 x 73
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paboTalunii B KnacCU4eckol Tpaauuuu, v 3TO MpU3HaK MOAJIMHHOCTU TanaHTa, ero BMMCAHHOCTM B KOHTEKCT MaclTabHOro
nckycctBa XX Beka. [ei3ax, MOpTpeT, MHTEpbep, HaTpPMOpT. WV - kak BapuaHT - peasibHOCTb, MpeobpaXeHHas WCKYCCTBOM:
TeaTp, UMpK, KoMmeauaHTbl. YXMBOMWUCb, PUCYHOK, rpaslopa. [axe chenaHHas CO6CTBEHHbIMM pykamu mebensb.

Mpn 3ToM OH M3b6eraeTt - U 3TO TOXKE NPU3HAK YHMBEpPCcan3Ma - YUCTOro JefieHUs Ha Heconpukacawlimecs >xaHpbl. AHTe-
pbep pacnaxvmBaeTcsl B Nnelidax, HaTIOPMOPT BK/OYAET B CE6S OCKOJIKM XXaHPOBOW CLEHbI, HA FTOPOACKMX yuLax Nlo6uMble XyLoX-
HMKOM TpamBau [BUralTcs B pUTME LMPKOBOro NpefcraB/ieHuns.

A NOpTpeT - OH TOXKe CTAaHOBUTCA CNOXKHOIM MeTadopoii. N3BecTHble nopTpeTbl MapuHbl A3U3siH - CBOEro poga NpoCTPaHCTBO
noncka AplakyHu-noptpetmucra. 34eCcb M NOYTU Ky6UCTMYECKOe COBMELLEHMEe pasHbiX TOYEK 3peHUs, U BeHeLl, U3 TeaTpasibHbIX
durypok Ha ronose mogenu (Moryt ckasaTb, npuem Thiwnepa). UTo e, ewe paHee fenan Tak xe nodytu LWaran. A. AplakyHu
NUWeT pellnTenbLHO No-CBOEMY, COrfallasch C Tpaaguuneld, HoO IErKo ee TpaHcopMupys. ApLIaKyHU - XYAOXHUK, obnagarlyuii
peaKMM 4yBCTBOM CBO60OAbI, CMOCOBGHOCTbI0O HEMOCPEACTBEHHO BblpaXaTb (paHTa3Mi0 Ha MOMNOTHE, He MPOCYMTbIBasA 3EKT, HO
HEN3MEHHO ero Ao6bnBasCh.

Hano nonaratb, MMEHHO 3TOr0 He npouiana eMmy BAacTb.

HbIHYe y>ke TPpyAHO MOHATb, NoYeMy TOW MamsATHOM oceHblo 1972 roga, Korga B BbICTABOYHOM 3ase Ha OXTe OTKpbinach “BbicTaBKa
oAVHHaauaTn” (BMecTe ¢ AplaKyHu B Heli yyacTtBoBanv ErowwuH, AHTMNOBa, TeTepuH, LllamaHoB, TwoneHeB, BaTeHuH u gpyrue),
paspasnscs ckaHgan. JIeHUHrpagckue BnacT U npecca Tak UCnyraincb, YTo yCTPOUN CBOEro poja nokasaTe/lbHblli pa3rpom. Huka-

KOl pelmnTesibHO “aHTMCOBETUMHbI”, flaXKe HUKAKOro 0COGEHHOr0 ‘thopManuama” He 6bI/10 B paboTax “OaMHHaALaT™, HO Bblia B HUX

10. 3ckmn3 Kk cnekTaknw ‘Kowka, KoTopas s 10. Sketch to theplay "The Catthatwalked by himself,
rynana cama no ce6e”. O6was ycraHoska. 1977 r. / Thegeneralinstallation. 1977>
KapToH, cMelwlaHHas TexHuka, 60 x 80 Cardboard, mixed medium, 60x80
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HecoMHeHHa Ta N1to60Bb K “BeLLecTBY MCKYCCTBA™, Ta HEMPUATHAs BIACTAM HE3aBUCMMOCTb M paBHOAYLWIMNE K AeXYPHOV TemaTuke, YTo
OHM NOYYBCTBOBA/IM ONACHOCTb.

CMeLWHo ceityac uMTMpoBaTh 6e3rpaMoTHble (UAUMNNUKA OPULMO3a, HO XYAOXKHUKAM M BNPSIMb NPULINIOCHL He cnafko. 3aBu-
cMMocCTb oT Coto3a 06epHynacb CKpbITbIMU pPenpeccusiMu, OTCYTCTBMEM 3aKa3oB, HACTOPOXXEHHOCTbI, MOYTKU onasoii. B cyuiHoc-
TW, BRacTy GblAy NpaBbl, Ollylias ONACHOCTb: BCSIKAA BOJILHOCTb Hecna paspylieHne HOPMATUBHOFO MbIW/EHWs, Aa U Boo6le
Ccepbe3HOe WCKYCCTBO, YTBEpXAawliee COGCTBEHHYH LEHHOCTb, a He “pOMaHTWMKY TPYAOBbIX OGYyAHE™”, HABOAMIO Ha onacHble
MbIC/IM O TOM, 4YTO BOCXBasidieMble Ha BCeX yrnax KapTWUHbl NMPU3HAHHbIX BAaCTbi0 MacTepoB Ha MCTOPUKO-PEBOJ/IOLUMOHHYD WU
NPON3BOACTBEHHYIO TEMbI, CTPALIHO CKa3aTb, He 0YEHb-TO 6/IM3KO COMpUKAcalTCs C MOASIMHHBIM UCKYCCTBOM.

CkasaTb, YTO ApLUaKyHU Nepexxun 3Ty NCTOPUIO NIErKO, HUKTO He pelumnTcs, W, NpeXae BCero, NoTomy, Yto XyA0XKHUK He U3 Tex,
KTO MPUBbLIK XanoBaTbcs. OAHAKO €ro MCKYCCTBO HUKAK Ha 3T HEMpUATHbIE COObITUA He pearnpoBasno. IHoe Aeno, emy NpuLLIoCh
6onblie paboTaTb ANA TeaTpa. B coBeTckoe Bpemsi - 3TO feno o6blyHoe. [nA TeaTpa pa6oTanu TatnuH, AnbTMaH - MHorue
XY[AOXHUKN, Ybe CTAaHKOBOE MCKYCCTBO He Oblf10 /1l06E3HO Aep>XKaBHOMY BKYCY.

MonaraTb, 4TO ApliakyHu nUsMeHsAn cebe, paboTaa Ana TeaTpa, 6b1/10 6bl HecnpaBegMBO. Ero Becenblil gap, YCTPEMIEHHOCTb K
3penuuly, aHTasmns - BCe 3TO eCTeCTBEHHbIM 06pPa3oM C MUPOM TeaTpa COMpUKacaniocb. XOTS, CMIOXMUCh XXMW3Hb MHaYe, BO3MOXHO,
OH 6o/ee BpemeHu npoBoAns 6bl B NI0A0TBOPHOM yeAWHEHUN nepes Monb6epTom. U Bce e - He 6yab celiuac Ha cueHe 1 B Hallei
6narofapHoii NnamMaTh TeaTpa 3aBeHa ApLUakyHW, Mbl CTasin Obl, HECOMHEHHO, GeaHee. [la U BO BCe BPEMEHA XYA0XHUK He MpocTo

3aBuCes OT 3aKasuuka, WHOW pa3 3akas4yuk nomorasa xXyao>KHUKY OTKpbITb B cebe Heuto, caMmoMy eMy A0 KOHLUa eulle He BeaoMoe.

11. 3cku3 KcnekKTaknw ‘Taana™ 1972 r. /11 . Sketchtotheplay "Gajane". 1972.
Bbymara, ryaub, 53 x 77 Gouache on paper, 53 x 77
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12. 3CKM3 K CNeKT ak/o , 12. Sketch to theplay 13. 3CKMU3 K CNeKT akao 13. Sketch to theplay
Faans” 1972r. / "Gajane". 1972. ‘“TpeHb-bpeHb™. 1966r. / "TYen'-Bren". 1966.
Bymara, ryauwsb, 53 x 77 Gouache on paper, 53 x 77 Bymara, ryaib, 61 x 83 Gouache on paper, 61 x 83
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3nHoBMIF Koporofckuii - Xy[0XXecTBEeHHbI pykoBoauTenb THO3a - npegnaran XygoXHWUKY Nbeckl U Noaxofbl K HAM, BMosHe
CO3BYYHblE Npupoae AapoBaHus ApliakyHu. Ha cueHe THO3a HawNoCb MECTO M LWUPOKUM XUBOMUCHbIM NaHHO - OHW 06epHYNCH
a(hheKTHLIMM 3a4HUKAMUN, - U NPOCTPAHCTBEHHbLIM OTKPbLITUSM, W CKa304HOI (haHTasum. KapTuHbl ApliakyHU OXUAW, UX repou
(Yawie BCcero ckaso4Hble WU FpoTECKHbIE NEPCOHAXWN) Hayan ABUraThCsl, OTKPbIBasi HOBblE PaKypcChbl MPUAYMaHHbIX XYA0XHUKOM
KOCTIOMOB, CO3/laBasi HOBble KOMMO3ULMOHHbIE 3()(HEKTbl, COrNMAacCHO PEeXMCCEePCKO Mu3aHcleHe. JIeHUHrpaAcKue ABOpPbI, APEB-
HWIA Nec, KHWXHbLIA NbsHAWE-BeceNblii 1 3aHMMaTe/IbHO-Ha3MAaTeIbHbI MUP CKa30K YYKOBCKOro - BCe 3TO CTasio TeaTpasibHOW
BCE/IEHHOW ApLUaKyHW, B KOTOPOW OTTauyMBasics BKYC K UCKYCCTBY M XXW3HW Y MHOIMX MOKONEHWIA NEHUHTPaACKUX 3puTeneit - u He
TO/bKO Y AETEN.

3puTenb, paccMaTpuBalLWnii FTMNOTETUYECKYD BbICTABKY-pPETPOCNEKTUBY ApLUaKkyHW, He 3Hasi HU MoApPOGHOCTEN ero XKUsHu,
HW 3M0XYy, B KOTOPYIO OH XMW/, HECOMHEHHO, BOCNPUMET €ro UCKYCCTBO Kak CMOKOWHOE BOCXOXAEHMWE MO NyTW apTUcTn3mMa, Myapo-
cT 1 mactepctBa. OH HUKOrAa He BMycKas Ha NMOpor CBOEro atefibe CyeTHbIX MbIC/ei 1 Mesnkux nedanein. Hanpotus. Co Bpeme-
HeMm BCe valle ero UCKycCTBO CONpuUKacaeTcsi C FOPHUM MUPOM TOr0, YTO Ha3bIBaKT “BEYHbIMU TEMAMMK™. ECIM U paHblie OH nucan
[py3eli B MacTepCKOi C OTpeLIeHHOV BO3BbIlEHHOCTbIO CPpeAHEBEKOBOr0 “NpeAcTosiHMA™, TO C TOW MOpbl, Kak B €ro MCKYCcCTBO
BXOAUT TeMa MaTepMHCTBa, KUCTb €ro obpeTtaeT 0COOY CAEepPXXaHHOCTb, 61aropogHoe YCnoKoeHue.

HeT, ero n3o6paXkeHns XXeHCKOro Tena, XXEHLMHbI, XAayliei pe6eHka, paBHO Kak U MaTepyu ¢ MIafeHLUeM, - BOBCE He HacTonuu-
Bble PEMUHUCLEHLUUN TPAAULMOHHOW MKOHOTpadmn. 3TO - OpraHWMYHbIA CUHTE3 ero NAacTuKu, ero NanauTpbl, ero BUAEHUS Mupa C

TEM HOBbIM, YTO HeceT B cebe MOTVB. Konoput AeBAHOCTbIX o6peTaeT Hanps>XeHHy caep>XXaHHOCTb, KOMNo3nuuna - HeﬂpVIBbILIHbIVI

14. 3CKM3bl KOAT OMOB K CNEeKT ak/io .14
‘Kowka, KoTopas rynanacamano ce6e”. 1977r. "
Bymara,ryawsb, annavkauus, 80,5 x42 Paper, gouache, applique, 80,5 x 42
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aCKeTn3M, HO ApLUaKyHW Mo-npeXxxHemy y3HaBaeMm. Kak Hu 6blav 6bl NpUTYLLEHbI LiBETA, YNPOLLEHO NPOCTPaHCTBO - KOMOPUCTUYECKNE
OTHOLWEHWA W MIacTUYecKne pUTMbl UHAUBUAYaSIbHbI U y3HABAEMbI.

Bnpouem, caep>kaHHOCTb LiBeTa - Cny4yali He YacTblil B MCKyccTBe 3aBeHa ApLuakyHu. 3TO NULLb CBOEro poAa Lesypa B TpUyM-
thanbHOM ABVMXKEHMMW ero XXMBOMUCHON Apambl. VIMEHHO Apambl: ONTMMMU3M €ro UCKYCCTBa MOCTPOEH He Ha 6e34yMHON pagocTu,
HO Ha MpeofofeHun nevanei.

HeTpyaHO BCNOMHUTL, YTO 1 B KapTuHe “Tlpa3gHuk Mobeabl Ha Hese” (1969), cTaBLieli efBa N He XPECTOMATUIHBIM NPUMEPOM
‘onTmMmnama” ApLuakyHu, ecTb 1 HeuTo 3n10Bellee (B CUIyaTe CyfiHa), YTO B MeflaHXonmnyeckux gunocockmx becegax, Kotopble Tak
MO6UT OH NucaTtb, BEYHO TauTCs TPYCTb. W Kak HWU CTPaHHO, NO3[HWE ero BelW, HanoJHASCh CBET/0M MyAPOCTbIO MPOXWUTLIX JIET,
CTaHOBATCA CMOKONHee 1 obpeTalnT He (Deepuyeckn-BU3MOHEPCKYI, HO 3EMHYIO U SICHYIO0, BbICTPaAaHHYl0 pafocTb.

“Poxkgectso B Moem gome” (2000) BocnpMHMMAETCA BOBCE He Kak MPOCBET/IEHHbIV 3MWIOF WM HeKne “npeaBapuTesibHble
nTorn”. NMpocTo 37O OYEHb YUCTad NO NJacTUYECKOMY eINHCTBY KapTuHa, rae soobpaxaemoe, BUAVMOE, BCMOMUWHAEMOE CUHTEe-
31MpoBaHbl B ICHOM LLE/IOCTHOCTM, e KapTUHbl Ha CTeHe, HapsAHas efika, Urpywkn u 0TOMeCcK B fiepeBe NMUaHWHO - npexae u
60nee BCEro MCTOYHWKM WUrPbl COLBETUIA, UCTOYHUKM HOBOIO HE3aBWCKMMOrO, YMUCTO XYAO0XECTBEHHOro Mupa, mMupa ApLuakyHu,
KOTOpbI Y>Ke AaBHO CTan 4acTblo Hawel AyWeBHON W 3pUTeNbHOM NamMATH.

LlecTnaecATHMK B Hayasie HOBOIO ThiCAYENeTUs - 3TO BOBCE He fierkas cyfbba. ApLakyHu Bbinana TpyAHas YecTb CUHTE3Npo-
BaTb MUHyBLIEe, cyliee M TO bGyayuiee, 3a KOTOPoe B OTBEeTe KaxXAblli MCTUHHLIA MacTep. OH, roBops crnoBamu TioTyeBa, cymen

‘CbiCKaTb TOUKY Apxumepga” B “cebe camom”. OanH Bor 3HaeT, yero 3To emy CTom10. 3aTO0 Mbl 3HaeM, YTO 3TO MPUHEC/IO HaM.

15. 3cku3 K cnekTaknw ‘FasHa™. 1972r. / 15 Sketch totheplay "Gajane". 1972.
bymara, ryaws, 53x77 / Gouache on paper, 53 x 77
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16. TeaTp. 1982r.Pama 1979-1981 rr. / 16.
XoncT, macno, 100 20, fepeBo, pe3bba. il on canvas, 100 x9¢
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2Loven Arshakune

It has long been noted that we don’t like the present, are afraid of the future and are deeply attached to antecedents. Our artistic
tastes are changed respectively. What caused alarms and doubts yesterday, seems unconditional now; then olden troubler-makers
show up as the quintessence of stability, assurance, clarity, and secure foundation.

The oncoming of the new millennium, whether we want it or not, makes us perceive the culture of the post-totalitarian society
as a historical phenomenon. And those who created it, whether they want it or not, bear the burden and glory of the past in the new
century providing the lively tie of times and exemplifying adherence to the rules of their youth. The question remains as to what
extent this adherence has given a painter a chance for development and endeavour to wholesome transformations.

The generation of Zaven Arshakuni, e.i. that of the painters who “had passed a half of their track” stepped into the new reality of
nineties and then to the new millennium as the people with their formed aesthetic tastes, myths, expectances, ideals and preconcep-
tions.

Some couldn’t bear enormous changes, their interest of life was replaced with the unvoiced exasperation, but the recollection of
the romantic sixties became their comforting and obfuscating religion.

Others brilliantly fitted in the new circumstances to appreciate the necessity and rationality of the changes and understand that
freedom leads to burden of choice as well as responsibility, new trials and there is no overpaying for this freedom.

Quite few of others — too few — began an exhausting struggle in the atmosphere of the nonspiritual liberty where we could see
the intermixture of the adherent desire to know all and at once; the feverish quest of sensations; the want of the oversees successful
career; the home-bred philosophy combined with the adulatory pasticcio; accidental and brief successes among oversees gallerists;

17. Kenuguna u nmuyes. 1994 2. 17. Woman and Birds. 1994.
Bymaza, yeemnas aumozpagus, 49,5 x 31 Paper, colour lithography, 49,5 x 31
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the cloud of undigested information and finely the stand-in of art by the true or carefully constructed crown of thorns. Arshakuni is
one of the few who outlasted this time without losses. Holding advantages of his early paintings his work was not at a standstill.

The nineties were the time of the cruel sobering. The United exhibitions of the recent nonconformists and the members of the
official Union of Artists put the failures of both under the clearest light. The Bolshevistic power disabled all: the lunatic fringes of the
regime losing the professional courage and individuality have at best conserved the academic craft; the nonconformists have demon-
strated courage rather than artistic achievements and independence. The latter with the help of their gloomy intolerance drama-
tised atmosphere of the war of all against all, which was too so cherished by the Bolsheviks. The “Left” Union (both the Leningrad
Department of the Union of Artists and its Moscow Department) being at knife-edge tried to maintain the heart-service to the
genuine art within the tradition of the Soviet mythology and successfully combined it with the romanticism of “the Thaw” and with
the methods of the fuzzily known avant-garde.

The “Left” Union —nowadays nobody is likely to muse of this - took probably hazards in excess of others. Both the moral and
professional goals pursued were quite difficult and forbade creating menial paintings, to incense to the authorities and to exchange
professionalism for the pure courage of formal borrowings. Only a brute force was able to cope with the nonconformists; they
frequently risked freedom and fame, in spite of the fact that repression was high road to achievement; and yet their courage, alas, was
replaced by the artistic distinction; on the other hand, they were bound to be successful among liberal intellectuals and defenders of
human rights both at home and in the West. The nonconformists were high-spirited people who knew that they were running into
trouble, but they had nothing to lose.

Ha6poCcoK K KapTuHe ‘BMacTepckoin™ 1979 . / Sketch to thepainting "Atthe Studio". 1979.
bymara, kapaHgaw, 17 x 19,5 / Pencil on paper, 17 x 19,5
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As for the members of the official Union — as everyone else in this country —served the Soviet State because discontent of the
authorities led to loss of their studios and absence of commissions, the expelling from the Union that meant civil death. They had
something to lose; they —as everyone else in this country - sustained the agonising and persistent bondage. It occurred to me that
works of the first, second and third groups, when hanged side by side, didn’t differ much. All of them had their own salon, popularity
and yet their own pseudo-officiality (the nonconformists also had required set of methods, hallmarks which ensured their recogni-
tion). And few of them were marked by their specific individuality. Unfettered art became undoubtedly unbound and more multifar-
ious. But has art become as satisfactory as they hoped, considering the regime as the important barrier of the fine arts desire?

Yet, at the end of eighties, the “left” Leningrad Department of the Union of Artists found itself (probably, still is) in some unusual
segregation. Emerged in the foreground, the recent martyrs (not the best, but earthly and ambitious) being as intolerant as the
Bolsheviks were, climbed to power and entrenched themselves disparaging others as “conformists”.

Paraphrasing Talley-rand-Perigord we can say that this is more than inequity —this is a mistake. The members of the Union were
the first to be persecuted in 1962 at the exhibition devoted to the thirtieth anniversary of the Moscow Department of the Union of
Artists. The authorities apprehended danger connected with the unbound painters at exhibitions of the state Union more than at
home-located exhibitions. It was more difficult for the authorities to deal with paintings than with literature where ideological
meaning, content and heroes’ mood was clearer. It seemed that was nothing dangerous in painting, there were no clear ideas,
however it used liberal touch, it didn’t ook like ordinary reproductions of the illustrated review “Ogonjek”; the world of paints and
lines, decisively independent of the labour drab existence, represented something really valuable and valuable in itself. It meant

Habpocok K kapTuHe ‘FlecHa™ 1980-e IT. / Sketch to thepainting ‘7be Song". 1980's.
bymara,menku, 14 x 16 / Paper, crayons, 14 x 16
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danger for the heads of the Union and the Academy of Arts, for those bad and ambitious painters who climbed to power and success
depicting the counterfeit make-believe socialistic well being. Works of bold youth put in remembrance that there was something else
that used to be called “the matter of art” besides naturalistic fixations of the honeyed myths.

The generation of Zaven Arshakuni was raised without the knowledge of this mysterious matter. Only talent, intuition, fearless
curiosity could help the young who grew in the fifties years, guess that there is something in art besides the delusive doubling of life.

In the Academy of Arts (the LE. Repin Institute of Painting, Sculpture and Architecture) as in other institutes of the country the
lion’s share of time was wasted on studying the social and political subjects, in other words, on brain-washing, there was little told
about impressionists, to say nothing of avant-garde in the curriculum of the Academy. The Peredvizhniks (members of the Russian
school of realist painters of the second half of the nineteenth century) and their followers, “socialist realists”, were the exclusive
respected model. losiph Alexandrovich Serebrjanny — Arshakuni studied at his studio —was a dramatic character although his
disciples and he himself hardly realised it. Being a painter of the Leninist theme, the author of the model historical and revolutionary
paintings he sustained propensity for the artistic values, for the non-traditional compositional thought, merely for imagination; in
the sixties, in the years of “the Thaw” he painted the courageous and surprisingly acrid portrait of Shostakovich which was much
talked about. In his studio way hack at the end of the 50’s Arshakuni could feel free and study much.

He studied well and was a grant-aided student. However he was in a mess before getting his degree. Serebrjanny’s disciples were
not in favour in the Academy; not without ground he was suspected of loving painting for the sake of painting. Arshakuni had
problems with getting his degree for portraits; the genre of portrait was then not of primary importance for him. These portraits

TpamBaliHblii napk. 1960-e rr. /  Carbarn. 1960's.
bymara, cB. kapaHgaw, 20x29 / Paper, leaden pencil, 20 x 29
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looked as letters written by somebody who doesn’t know what to write about; author’s originality hardly revealed itself; they were
merely professional academic works.

Then he took a turn then when his studentship was almost finished and during his first years of self-supporting work. At the end
of the 50’5 talented youths had known so little but had presumed a lot. And a casual book, meeting, exhibition could detonate
previous ideas, to blow up the dissonant, contradictory and breakable world of soviet aesthetic phantasms.

The great Frenchmen: the impressionists, Sezanne, Matisse, had ceased to be under a han and were recognised by the public. The
exhibition of Picasso had already been a real success. Masareel’s engravings, he came across in a casual aloum, became the significant
event for Arshakuni. It was then that the powerful expression and asceticism of the Belgian master was resonant with plastic ideas
disquieting the imagination of the beginner painter.

The trip in Armenia was important for him as well. Not only because it was the homeland of his father who died in World War II.
And not only because the state policy in arts was more liberal in that Soviet republic than in Moscow and Leningrad (at present Saint
Petersburg). In the second half of the 507, after the exposure of the cult of Stalin there were not a few Armenian painters to repatriate
to Armenia. They brought over the free genius of the European painting and with good grace invited the young painter to their
studios, demonstrated new paintings, unseen books, mentioned unknown here or forgotten names.

All of these - the time of the change, tunes and books of “the Thaw”, the disquieting wind of freedom, new and fine works,
Sarjan’s painting whose genius was chiefly perceived in Armenia as that of the European scale —strengthened Zaven Arshakuni’s
belief tfyat he entered a natural and true path without vacuous program declaration,

TpamBaiiHblii napk. 1960-e rr. /  Carbarn. 1960's.
bymara, cB. kapaHgaw, 20 x 29/ Paper, leaden pencil, 20 x 29
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It is difficult to imagine this painter combating and overturning something. Zaven Arshakuni can’t.be claimed to be even-tem-
pered or saintlike. Why debate? Why carry his point on the blob? He does what he likes in any case. How could he do it when he was
thirty and how can he do it when he is sixty-five? The explanation is difficult to find.

The people of the sixties’ battled, preached, sometimes left their writing desks, easels, and grand pianos in order to discuss, insist,
and protest. With all his unquenchable nicety and good-hearted Arshakuni, I believe, is not a man of conflict. He has always preferred
to work in the solitude of his studio. His socially implacability -it seems so evident in process of time — implied that he painted what
and how he wanted without proving and insisting on anything. As a matter of fact he didn’t become a man of the sixties’ and a hit for
the public. He has never been either politicised or “unpoliticised”, he has never had program paintings, specially meaning full sub-
jects; has he had subjects at all?

“The life of a Russian man is completely defined by the sign of his bowed foreheads, brown study after which any beauty becomes
superfluous, any brilliance — false. He looks up in order to keep his look at a human face; and he doesn’t look for harmony and
beauty. Here he seeks to look for his own thoughts, his own misery, his own hard luck and those desolate pathways on which long and
restless nights had scored”, Rilke wrote speculating to the effect that the Russian culture prospering in literature was weak in the
plastic arts. It is not by chance that the Russian painters had been creating narrative works for a long time.

Maybe, Arshakuni should have surprised Rilke. He decisively preferred motifs to subjects, in another words, the purely visual
event, that is a dialogue of dabs and colours, the meaningful silence of things keeping company with each other and with onlookers
in an unheard language to a narration with subjects and heroes. Generally this painter perfectly fitted the bill of the end of the 50’s

18. 06800nwuti xanan. 1959 2. 18. Obvodny Channel. 1959. Obmaxncennas namypuguya. 1970-e z2. Naked Model. 1970's.
Bymaza, myws, 20 x 30 Paper, Indian ink, 20 x 30 Bymaza, kapanoaw, 29,5 x 21 Paper, pencil, 29,5 x 21
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19. WHTepbepMacTepckoii 3./1puwkyHm. 1972-2001 rr./ 19. InteriorofZ. Arsbakuni'sStudio. 1972-2001.
[lepeBo, pe3bba, pocnuchk. Wood, carving, decoration.
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when the word “narrativeness” was vituperative towards painting, not due to his position but due to his propensity.

In his chose of motifs and even of themes he is the painter of classical taste according to the XXth century concept. Landscape,
interior, still life (more precisely, detached objects), people (often generalised figures and more rarely portraits).

He revealed his individuality quite early. Shadows of the great painters stand openly behind his back. Without camouflaging his
passion for Sarjan, Petrov-Vodkin or Matisse, openly declaring his love (every dash of his brush and his colour scheme), he depicts the
outward things with such tenderness, so carefully chooses, objects and their interaction that his own intonation is heard in the most
dignified choir. Here are his city landscapes of 1964, any hypercritical and learned analyst can refresh in his/her memory Leger,
“Knave of Diamonds” (“Bubnovy valet”), Marquet, even Rousseau. That is not the issue, though a man learns to say strange words; we
should mark, notice when his own perception, metaphor, joy and dolour manifest themselves.

It is common practice of so many studies devoted to Arshakuni to write about the festive climate of his works, his “exultant”
colours and other trappings ofhopefulness. Meanwhile Arshakuni’sworld has been rough enough. It should be borne in mind that he
was formed as a painter at the same time when the “rough style” in painting appeared. Then our consciousness was determined by
the bitter and romantic hits of French and Italian neorealists, our poetry learned honesty and dolour anew, Bulat Okudzhava’s verse
“Last Trolley-Bus” with its homelessness and hopefulness was almost the symbol of that time.

In the frame of the official aesthetics the early Arshakuni’s works showed all dangerous characteristics of the unruled “Thaw”
freedom and the absence of the overage pathos. There were no “events” in this works. There were deserted streets, things that were
more often fixed; dilatory towboats or cheery (sometimes-dolorous) trams embodied the eternal and high existence instead of the

20. UHTepbepMacTepcKkoii. PparmeHT. 1972-2001 rr. /  20. Studiolnterior. Fragment. 1972-2001.
[epeBo, pe3bba, pocnuch. / Wood, carving, decoration.

4/



mandane one. And the figures if they formally denominated labour process were nothing more than fixed images, signs, hieroglyphs,
and conflict of colours.

Like any object in the living new art of the late the 50’s —early the 60°s the world of art of Arshakuni was full of dolour, overcome
but not always conquered. It is known that painting is basically oriented towards joy; the process of reflection itself and, all the more
50, the process of transfiguration of being, the cognition of the value of being — its ability to extend it in art — all of these are
fundamentally optimistic. And Arshakuni’s colours from the very first steps of his independent work were indeed bright; sometimes
he coated vast, exactly and dramatically drawn planes with local colours (is it the school of icon-painting, Matisse, Petrov-Vodkin?).
However bright colours are not necessary equal to implicitly joyful painting. Aplumbeous sky; brandmaurers of brick houses shaded
to hellish black; the intense, as if alive, light arches of a bridge over an almost black river; scarlet toylike, trams in the desolate city;
syncopate rhythms; grave conflict between colour and key; the canvas “droning from the high tension” —all these only seems.

We are not dealing with a “latent drama” or the inkling of any hiding sadness. We are dealing with the figurative, purely artistic
drama. And “drama” is of course “action”. It is the action which is represented in the genuine painting no in actions of depicted
persons but in the conflicts and harmony of lines, planes, keys, shades, colours.

Since his green years Arshakuni has appreciated in art what was called “formalism” in the days of old; then it used to be formida-
ble word which meant nothing else but an exquisite sense of professionalism providing the basic and fundamental sense for the
figurative and colour design. He has never looked for themes, psychological collisions, a complicated composition consciously or
instinctively following the tradition of the High Modernism then unknown to us. At that time realism — by all means “socialist

21. VnnocTpauns K KHure cTuxos . Bpogckoro , 21. lllustration to theJ. Brodsky's book ofthepoetry
‘Bannaga omaneHbkom 6ykcupe”. 1991 r. / "TheBallad aboutthe Small Tow-Boat". 1991.
bymara, aksapenb, 22,5 x 41 Watercolour on paper, 22,5 x 41
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bapxa. 1965r. / Barge. 1965.
Bymara, kapaHgaw, 30x21 / Pencil on paper, 30x21
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realism” —one side, and the rest —that on the other side were considered awful. The latter was a “crisis of outrage”, “ bourgeois
perversion”, “art was for arts sake” and other foggy horrible phantoms.

Zaven Arshakuni perceived Matisse, Rouault, Sarjan, Petrov-Vodkin and many others as being able to see visible life infinite
diversity which instead of “mirroring” demanded an artistic experiencing, reinterpretation, the creation of the consonant, different,
purely artistic reality. The reality had to be self-sufficient and enriching similar to life. Rather than such art has long existed lived in
the world that was free of interdictions and totalitarian programs. This painter appeared to be more sensible to the time than many
others. He was not keen on smart experiments reduplicating the breakthrough of the beginning of the XXth century. He wanted to be
true to himselfand to belong —in Daumier words —to his own time. He imitated the masters of the High Modernism unknown to
us. He didn’t speculated, perceived in the same was as they did. As a matter of fact it was in the frame of the cityscape explored by
Zaven Arshakuni that the avant-garde breakthrough, tradition and dramatic motifs of the new urbanism were brilliantly synthesised
in the XXth century. The painter found himself —however unconsciously —in the traditional frame not only of Falk and Lentulov,
but of Gromaire, Scipione, Stella, and Marquet as well.

Itis likely that one of the main calibre of Arshakuni defining his established reputation and imperishable topicality is included in
this instinctive consonance of his painting not only with the art values of the beginning of the last century but also actual contem-
porary painting.

The irony here is that Arshakuni didn’t wanted or thought of becoming a dissident. But then it was quite enough to think in his
own fashion, to love art itself rather than the situation depicted, in order to lay himself forever open to suspicions of the authorities

TpamBaiiHblii napk. 1964 r. /  Carbarn. 1964.
Bymara, cB. kapaHgauw, 20 x 28,5 / Paper, leaden pencil, 20 x 28,5
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or in any case to discomfort them. AIl the more so he has got one more vivid feature: Arshakuni is a visionary, a dreamer, his
imagination supplies him not only with dreamy, fantastic motifs but also transforms everyday life, making it a jolly or scarcely fairy-
tale. And wherein a dream and tale are, therein the laws of time and place, classical perspective, indisputable for socialist realism are
contravened. The world perceived “objectively” is replaced with the roundelay of our ideas of and recollections about it, integrated
under the laws of the figurative rather than protocol truth.

Then a tow-boat almost swims into the room through the windows, the curtains transform themselves into a magic theatrical
portal, wooden quays shine as a fairy lampion and things tend to have their own radiance, escaping the power of the “real” light and
shade and traditional spatial construction (see “The Window” of 1968, Petrozavodsk, the Art Museum).

Zaven Arshakuni doesn’t need any depth, aerial distance, and customary plasticity of subjects. It was already then, when he was
very young, that he thought in different categories: space didn’t appear on a canvas, the plane is reserved as the most important art
value; it was gently defined with the interactions of colours and the game of lines, it was “skate over” and this was enough, since
canvas was painted not for the sake of any illusion and resemblance to nature. Canvas is created for the sake of the understanding the
inside, mystic sense and harmony concealed in the triviality of harmony, for a new vision existing only in art.

Andwhen the painter represents circus (it isan immortal theme from Daumier to Picasso and Shagal), the fairy conventionalities
of the marvels created there are not sufficient for him. He creates, constructs, paints his own circus, which nobody has seen, but
which is reconstructed by painters, children and storytellers. It is obvious that his “Circus” of 1966 (a private collection in the USA)
is pay tribute to Mark Shagal’s tradition. However Euchenio d’Ors maintained that all that is rootless becomes a plagiarism, because

JCKM3 K KapTuHe ‘KapHaBan™ 1968r. /  Sketch to thepainting "Carnival”. 1968.
Bymara, aksapenb, 31,5x38 / Watercolour on paper, 31,5x 38
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only “rooted” system can be developed and overcame. Arshakuni mixes and removes all: time, place, action; the real circus, the circus
dreams; his view of circus at various moments and various places; and this odd festivity which brings about melancholy since every
festival is bounded to finish.

Zaven Arshakuni tends to look at life through the pawky optics of numerous reflections. More than windows he likes the myste-
rious world of mirrors, doubling and inverting life. As G.C. Chesterton wrote: “A queer thing is a mirror; a picture frame that holds
hundreds of different pictures, all vivid and all vanished for ever”. And Pasternak did:

A cup ofcacao dies in the pier-glass,
An illusion dances, and through a directpathway
into the garden, the pier-glass runs
to aflip-flare, to in a windfall and chaos,
The overwhelming garden pesters in the hall
in the pier-glass and doesn't break a glass!

The charming imaginary things are the real characters of Arshakuni’s paintings. There are so many mirrors in his paintings:
ordinary ones and those concealed in trivial and homely things! In the shining facets of a samovar (“Samovar” of 1969 in Alma-Aty,
the Art Museum), in the expanse of rivers that reflect the shaky phantoms of houses, bridges and ships, and a glassy wardrobe is
depicted with disquieting delicacy and turning into a fantastic picture frame of a thing that is borne within it (“The Reflection on a
Glassy Wardrobe™) —all this acquires a special meaning.

22. MNpopaseymsca. 1979r. 22. Meatman. 1979.
bymara, ryawb, 36x34,5 Gouache on paper, 36 x 34,5
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His love for mirrors is essential for our understanding of the important aspect of Arshakuni’s poetics. Being a genuine master of the
XXth century he has intentionally kept distinction of event, action, character. In the XXth century the dolorous craftiness of Modernism
was curiously connected with the recurrence of the aboriginal values of the ancient art and tried to see again the elementary values
without ruffle and excitement to be translated into silent language of colours and forms, that of the hard figurative metaphor.

Zaven Arshakuni often painted what is called genre pieces. Usually he depicted two-three persons united by a common condi-
tion, which can be arbitrarily called a conversation or communication. Among the painters of the Venetian Quattrocento it was
common practice to depict Madonna circled by the saints to converse meditatively; these compositions imbued with the unique
concentrated melodiousness are usually named “Sacra Conversazione” (Saintly Conversation). Such similar state is familiar to Ar-
shakuni, his collacutors are usually abstracted and changed rather their thoughts than words, as it tends to be among familiars. This
was common on old icons, on Matisse’s paintings.

Itwas repeatedly noticed that Arshakuni’s southern origin which didn’t disturb him to be one of “Leningrad” painters helped him to
conserve some distance, to be far from the servile imitation of the customary perception and to see those colours and rhythms in the
course of Leningrad or Saint Petersburg life that were unbeknown by its aboriginal inhabitants. It is likely, it is that case.

The good fairy Beriluna of Maeterlinck’s “The Bluebird” said that there were not unprecious stones, it is necessary only to be able
to see them. Everywhere Arshakuni has found the colour brilliance, as if he extracts it from the secret depths of matter. However in
the course of time he as a genuine painter of the XXth century diminishes progressively his dependence of nature. It could be said
more exactly, his dependence decidedly becomes different than formerly.

BanaraH. 1971 r. /  Booth. 1971.
Bymara, Temnepa, 47 x 65 / Tempera on paper, 47 x 65
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In his youth he had painted the reconstructed by his own vision nature juxtaposing its part according to his own art laws and
discovering the colour brilliance concealed from onlookers.

Inthe course of time he tended to create a parallel reality, which existed only and exclusively from the laws of art. In his paintings
the everyday life is become aware of as a participant of the equal dialogue therewith that takes place on his canvases.

On the surfaces of his canvases he doesn’t paint reality but reconstructs colour and figurative recollections and ideas about it;
doesn’tdepict subjects but their visual images in the free world of colour, on the flat and bottomless space of his works. His colouring
finds self-sufficiency, intentionally comes off texture; the planes faceted with the expressly rough elegance are executed with the
crystal-clear local colours. (How forget Matisse’s lessons there!)

And it was naturally in the century when Kandinsky, Klee, Shagal appeared. Disappearance of object, refusal of figurativeness is
not necessary quality of the arts of that time. However to live at the outcome of the XXth century without any dialogue with its best
achievements —isn’t it nonsense?

Probably, the fact of the importance, modernity of Arshakuni, his natural being in the last and new centuries belongs to this
phenomenon . As this takes place, he maintains the implicit sapidity of the Russian art. Here we are not dealing with narration but
with ideas and emotions, which fill his works, with their ability to answer the inner life of an onlooker. They can do it on the level of
the deep abstraction, power to show the inner sense of nature, cityscape, man, and still life rather than on the level of daily living
details. To show it in that light that the concealed value of being will invariably remind an onlooker about the aesthetic and philo-
sophical importance of the force of arts.

23 MeTyx. 3ckn3 K kHuUre P. MorogunHa ‘MeTyxun” 1975 r. / 23. Cock. Sketch to R. Pogodin's book *The Cocks™ 1975.
bymara, ryawb, 29x22 / Gouache on paper, 29 x 22
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Apropos of portraits.

Zaven Arshakuni - it should be emphasised - is chary and universal in the choice of his motifs as a master who works within the
classical tradition; this is a token of genuine talent, his belonging to the large-scale art of the XXth century. Landscape, portrait,
interior, and still life. And as a variant we see the reality transformed by art; theatre, circus, play-actor; painting, drawing, engraving
and even the furniture made by his hands.

As this takes place he keeps out - this is also a token of universalism - purely division into unadjoining genres. His interior swings
open in landscape, his still life includes himself parts of a genre scene, and out of door his favourite trams are dancing in the rhythm
of a circus program.

His portrait, it also becomes a complicated metaphor. The known portraits of Marina Azizjan are a sort of the space for his art
searches as a portraitist. Here we see almost the cubist overlapping of the different points of view and the diadem of theatrical figures
on model’shead, one can say that it is Tyshler'’s method. So what, earlier Shagal had done much the same. And Arshakuni paints using
decisively his own methods following tradition and easily transforming it. Arshakuni is a painter with the uncommon sense of
freedom, the ability to express directly his fantasia on canvas without counting an effect but invariably gaining it.

Most likely it is this that the authorities had no forgiven him.

At present it has been very difficult to explain the memorable fracas in autumn of 1972 when the Exhibition of Eleven was opened
at the hall on the river of Okhta. Egoshin, Antipova, Teterin, Shamanov. Tjulenev, Vatenin participated in the exhibition together with
Arshakuni and others. The authorities and press of Leningrad were frightened so much that organised a sort of the instructive debacle.

24. 3cKu33aHaBeca K CNeKT ak/o 24. Sketch ofthe curtain toR. Pogodin'splay
P.MorognHa TpeHb-bpeHb™. 1966r. / "Treri-Bren". 1966.
Bymara, ryatub, 59,5 x 83 Gouache on paper, 59,5 x 83
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There was not any anti-sovetism or even the specific “formalism” in the works of the Eleven, but they had that real love to “the matter of
art”, that provoking independence and aloofness to the duty themes that the authorities were aware of danger.

Now it is absurdly to quote the illiterate philippics of the semi-official newspaper but the painters had a hard time. Their depen-
dence of the Union turned back repression, absence of commissions, vigilance and almost proscription. As a matter of fact the
authorities were right feeling danger; any liberty degraded the standard thought and in general the serious art confirming its own
value rather than “the romance the labour existence” meant the dangerous thoughts that the paintings of masters devoted to the
revolutionary and industrial themes extolled everywhere by the authorities - it was ghastly to say - were far from the genuine art.

Nobody can speak that Arshakuni met easy this history; and first of all for the painter used to have never complain. However his
art didn’t react in response to these displeasing events. It is a different matter that he came to work more for theatre. It was a
common place in the days of Soviet power. Tatlin, Altman and other painters whose paintings were not nice of the sovereign taste had
worked for theatre.

It should be unjustly to believe that Arshakuni changed himself working for theatre. His festive gift, appetite for show, fantasia -
all contacted naturally with the world of theatre. Ifhis life had turned out otherwise, he could pass more time before his easel in the
fruitful solitude. Just the same, has Zaven Arshakuni’s theatre no been on the stage and in our thankful memory, we would be poorer.
And at any time the painter had turned on his customer for no special reason, sometimes the customer helped him to discover in
himself something that he has no seen outright himself.

Zinovy Karagodsky, the art director of the Youth Spectators Theater, offered the painter plays and approaches to them which was

Ha6pocku. 1960-err. /  Drafts. 1960's.
bymara, kapaHgaw. / Paper, pencil
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perfectly consonant to Arshakuni’s gift. On the stage of the Youth Spectators Theater the wide painting panels which converted into
the dramatic backdrop, the spatial discoveries, the fairy fantasy found their places. Arshakuni’s paintings animated, their characters
(usually the fairy and grotesque personages) began to move showing the new foreshortening of costumes constructed by the painter,
creating new effects of his composition in according to mise en scene of the stage director. Yards of Leningrad, an old forest, the
bookish heady and cheery as well as intriguing and edifying world of Chukovsky’s story - all these became Arshakuni’s theatrical
universe in which many generations (not only children) of the Leningrad spectators polished their taste of art and life.

An onlooker which deals with a hypothetical retrospective exhibition of Arshakuni and doesn’t know particularities of his life
and epoch, without doubt perceives his art as a calm ascent by the way of the artistic achievements, wisdom and professional skill. He
has never admitted quotidian thoughts and not a big cares into his studio. By contrast, in course of time his art more often comes into
contact with the high world that is called “the eternal themes”. Ifhe had earlier painted his friends in his studio with the estrange-
ment of the medieval “preceding”,since the theme of maternity had come into his art, his paintbrush found the distinct modesty and
high-minded pacification.

His portrayals of naked women, an expectant mother as well as a mother with her child are by no means the persistent reminis-
cence of the traditional iconography. This is a natural synthesis of his figurative methods, his palette, and his new world outlook with
something new that connected with these motifs. The colouring of the 90’ gained an intense modesty, the composition gained an
unaccustomed asceticism however Arshakuni has been still recognised. However he didn’t subdued colours, however he simplified
space, his colour interactions and plastic rhythms are individual and recognised.

25. 3cku3 K cnekTaknw ‘Haw YykoBCKuiA™ 25. Sketch to theplay "OurChukovsky"
CMyxa-LlokoTyxa’. 1969r. / CSpy-Tkobotukha"). 1969.
bymara, Temnepa, 62 x 88,5 Tempera on paper, 62 x 88,5
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However the colour modesty is a rare case in Zaven Arshakuni’sworks. This is a sort of caesura in the triumphal procession of his
painting drama. It should be emphasised the word “drama”: the optimism of his art is based on negotiation of dolour rather than on
unreflecting joy.

It is easy to see that in his work “Victory Day on Neva” of 1969 which is considered as a type of Arshakuni’s optimism there is
something disastrous in the silhouette of a ship; that sorrow is perennially concealed in his melancholic philosophical conversations
which he likes painting so much. Strangely enough, his later works filling with the light wisdom of his life become calmer and gain
the earthen and clear, suffered sorrow rather than the fairy and visionary.

We can’t perceive “the Christmas at My Home” of 2000 as a light epilogue or “preliminary results”. This is just the very clean in its
figurative unity painting where ideal, visual and recollected things were synthesised in their clear integrity, where paintings on a wall,
the Christmas tree, toys and reflections on the upright piano are first of all and most the sources of the colour game, the sources of
the new independent and purely artistic world, the world of Arshakuni which has long already been the part of our internal and
visual memory.

Aman of the sixties’at the beginning of the new millennium is not very simple destiny. To synthesise the past, present and future
for what any genuine master responds fell to Arshakuni’s lot. Speaking with Tjutchev’s words he could “meet with Archimedean
point”in “himself’. God knows what was it worth for him. But we know what we have got.

26. 3CKU3 K CNeKT ako ‘Haw YyKoBCKUA” 26. Sketch to tbeplay "Our Chukovsky" 27. LWkad-nocTaseL,. 27. Dresser.
CTapakaHuuwe’y. 1969r. y ("TheMighty Cockroach’). 1969. 1975T. 1975.
Bymara, ryaub, 62 x 88,5 Gouache on paper, 62 x 88,5 [lepeBo, pocnuce. Wood, decoration.

52



55






3aBeHApPL aKyHWU

XXMBOIMUCb
PA®UNKA



28. TaTapckuit gom. lNypsyd. 1966r. /  28. TatarianHouse. Gurzuf. 1966.
KapToH, macno, 70x 50 / Qil on cardboard, 70x50
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29. Typ3yd. 1966r. 29. Gurzuf. 1966.
XoncT, macno, 50x70 Oil on canvas, 50 x 70
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30. Umpk 1966r. 30. Circus. 1966.
XoncT, macno, 162 x 125 Oil on canvas, 162 x 125
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31. Camosap. 1969T. / 31. Samovar. 1969.
XoncT, macno, 100 x 90 Oil on canvas, 100x90
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32. 3uma. 1970r. / 32. Winter. 1970.
XoncT, macno, 125 x 150 Oil on canvas, 125 x 150
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33. XKeHckuii nopTpeT. XygoxXHUKMapnHaA3wWwsaH. 1969r. / 33> Portraitofthe woman. ThepainterMarinaAzizjan. 1969-
XoncT, macno, 100 x 90 / Oil on canvas, 100x90



34. HaTlopmMopT c3epkasioM. 1969 . / 34. Still-Life with aMirror. 1969.
XoncT, macno, 100x90 Qil on canvas, 100x90
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35. MpasgHukMobeas HaHese. 1969 . / 35. VictoryDay on Neva. 1969.
XoncT,macsno, 90 x 115 Oil on canvas, 90 x 115
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36. XKeHckuii nopTpeT. XyA0oKHUKMapnHaA3n3sH. 1969 r. 36. Portraitoftbe woman. ThepainterMarinaAzizjan. 1969.
XoncT,macno, 47x40 Qil on canvas, 47 x 40
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37. 3MMHNIT AeHb B HOBOM paiioHe. 1975T. 37. Winterday in theNew District. 1975.
XoncT, macno, 145 x 200 Qil on canvas, 145 x 200
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38. BecHa. 1974r. 38. Spring. 1974.
XoncT, macno, 140 x 160 Oil on canvas, 140 x 160



39. BeceHHAsA BOpoHa. 1977 . 39. Spring Crow. 1977.
XoncT,macno, 125 x 150 Qil on canvas, 125 x 150
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40. BecHa.NTwuubl npuneTenun. 1975r./4 0 . Spring. Birds havejustcome. 1975.  41. BeuepHuiicBeT. 1979T. 41. EveninglLigbt. 1979.
XoncT, macno, 144 x 180 / Oil on canvas, 144 x 180 XoncT, macno, 125x 150 Qil on canvas, 125 x 150
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42. Meii3axk cyepHoinowagbto. 1976r. y ' 42. Landscape witbtbeBlack Horse. 1976.
XoncT, macno, 90 x 95 / 0/7 on canvas, 90 x 95
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43. Pasrosop. 1976r. / 43. Dialogue. 1976.
XoncT, macno, 140 x 160 Oil on canvas, 140 x 160
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44. becepa. 1978r. Conversation. 1978.
XoncT, macno, 130 x 110 Oil on canvas, 130x MO
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45. OkHO. 1968 T. / 45. Window. 1968.
XoncT, macno, 95 x 87 Oil on canvas, 95 x 87
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46. Y oKkHa. 1962 r/ 46. AttbeWindow. 1962. / 41. Workwomen. 1965.
XoncT, macno, 86 x 11,5 / Oil on canvas, 86x11,5 Oil on canvas, 125x 160
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48. Mogpyrun. 1979r. / 48. Helpmates. 1979.
XoncT, macno, 177 x 180 Oil on canvas, 177 x 180
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49. OceHb Bropoge. 1984 r. / 49. Autumn m the City. 1984.
XoncT, macno, 100x81 Qil on canvas, 100x81
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50. YTpo. 1969r. / 50. Morning. 1969.
XoncT, macno, 125 x 150 Oil on canvas, 125 x 150
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51. OnnakuBaHue. 1978r. / 51. Pieta. 1978.
XoncT, macno, 170 x 200 Qil on canvas, 170 x 200
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52. XXeHwuHa chpykTamu. 1975r. /52, Woman with Fruit. 1975-
OdhopT, 64x49,5 / Etching 64 x 49,5
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55. PasroBop. HabpoCoK K KapT UHe. 55. Dialogue. Thesketch to thepainting. 54. NHTepbep. N3b6a. 54. Interior. A Cottage.
1977r. 1977. 1968r. 1968.
bymara, kapaHgaw, 47,5 x 56 Paper, pencil, 47,5 x 56 OchopT, 64x48 Etching 64x48
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55. okwHa ropoga 1967r. / 55. Windows ofthe City. 1967. 56. LBeTOK Ha okHe. 1967 r ./ 56. Flower on a Window-Sill. 1967.

Peseu, 64x48 / Carver, 64x48 OdopT, 63,5x48 / Etching, 63,5 x 48
57. Ocob6HAK 1967 r. / 57. Detached House. 1967.
NuTorpadus, 50x39 / Lithography, 50x39
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58. Linpk. 1966r. | 58. Circus. 1966.
OchopT, 49,5x 38 / Etching 49,5 x 38



KoMNo3numsa Ha Temy ‘XaT blHCKol nosecT n”0.Agamosuya. JinTorpadum, 38,5x46,5
Composition on the theme of'Story ofkhatyn”by 0. Adamovich. Lithographies, 38,5x46,5

59.PoaHoii gom. 1979T. 60. CmepTb. 1919T. 61. OTuasHue. 1919rT.
59.HoTe. 1919. 60. Death. 1979. 61. Despair. 1979.
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62. CoxKeHune. 1979r. 63. Yac BOiHbI. 1979 .

62. Conflagration. 1979. 63. TheHorrorsofWar. 1979.
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64. flomoii. 1983 . / 64. Homeward. 1983. 65. C 6asapa. 1983 . / 65. FromBazaar. 1983.
Bymara, ryaws, 51 x 65 / Gouache on paper, 51 x 65 bymara, ryawsb, 51 x 60 7/ Gouache on paper, 51 x 60
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66. iBopuk 1983 . / 66. Door-Yard. 1983-
bymara, ryaws, 69 x 72,5 / Gouache on paper, 69 x 72,5
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67. CypeH n Cnaii. 1980T. /" 67. Surenand Spej. 1980.
XoncT,macno, 145 x 135 Oil on canvas, 145 x 135
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68. B macTepckoii. 1980 T. / 68. At the Studio. 1980.
XoncT, macno, 200 x 215 Qil on canvas, 200 x 215
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69. HaTpMOPT CUYepHbIM Ko eliHnKOM. 1984 T. /  69. StiU-Lffe with aBlack Coffee-Pot. 1984.
XoncT,macno,60x73 / Oil on canvas, 60 x 73

XX



70. KaHan Kpyw TeliHa. Beuep. 1984r. / 70. The ChannelofKrusbtein. Evening. 1984.
XoncT, macno, 70 x 60 Oil on canvas, 70 x 60

Z9



71. Noxpab HaKapnoeke. 1983 1. / 71. ItrainsonKarpovka. 1983.
XoncT, macno, 82x65 / Oil on canvas, 82 x 65

90



72. doHTaHKa. 1984-1985rr. / 72. Fontanka. 1984-1985.
XoncT, macno, 65x 80 / Oil on canvas, 65 x 80



73. LOXANVBbINA feHb. 1983 T.
XoncT, macno, 200 x 180

/

<2

73. RainyDay. 1983.
Oil on canvas, 200 x 180

4 *x*



74.Bevep. 1983 r. /  74. Evening. 1983.
XoncT, macno, 200 x B

<?3



75. Bblukn. 1987 r. / 75. BuU-Calves. 1987. 76. Y pyubs. 1987r. / 76. NeartheBrook. 1987.
bymara, ryawb, 60x67 / Gouache on paper, 60 x 67 Bymara, ryawb, 61 x 70 / Gouache on paper, 61 x 70

94



77. XXeHLWmnHbl. 1987T. / 77. Women. 1987.
bymara, ryatub, 71x 61/ Gouache on paper,

95



78. NpopgaBuwmuauBeToB. 1985T. / 78. Flower-girL 1985. 79. OceHb. 1987r. / 79. Autumn. 1987.
bymara, ryaws, 72,5 x64/ Gouache on paper, 72,5x 64 Bymara, ryawb, 61 x 68,5 / Gouache on paper, 61 x

96



80. BeuepHasynuua. 1986r. /  80. EveningStreet. 1986.
Bymara, ryaws, 72,5x 57 / Gouache on paper, 72,5x 57

97



81. OceHHue ropbl. 1985r. / 81. AutumnMountains. 1985- 82. rpokn. 1986r. / 82. Gamblers. 1986.
Bymara, ryaus, 66 x 72,5 / Gouache on paper, 66 x 12,5 Bymara, ryawb, 73x66 / Gouache on paper, 73 x 66

97



83. Ynuua. 1986r. / 83. Street. 1986.
Bymara, ryaws, 72,5 x B Gouache onpaper, 7 x 66

99



84. BmacTepckoit. 1987-1988rr. / 84. AtibeStudio. 1987-1988.
XoncT, macno, 215 x 200 / Oil on canvas, 215 x 200

woO



85. MNpa3gHuk. 1988r. / 85. Feast. 1988.
XoncT, macno, 215 x 200/ Oil on canvas, 215x200

tot



86. TeaTp. 1986r. / 86. Theatre. 1986.
XoncT, macno, 215 x 200 QOil on canvas, 215x200

0r



87. Llmpk1986r. / 87. Circus. 1986.
XoncT, macno, 215 x 200 / Qil on canvas,

103



88. KoHuepT. 1981-1982 rT. 88. Concert. 1981-1982.
XoncT, macno, 180 x 144 Oil on canvas, 180 x 144

/04



89. Mowu apy3bsn yepHasi cobaka. 1984r. / 89. MyFriendsand theBlack Dog. 1984.
XoncT, macno, 130 x 145 / Qil on canvas, 130 x 145

/05



90. TpamBaiiHblii napk. 1984 r. / 90. Carbarn. 1984. 91. F'ony6oW aeHb. 1989 . / 91. BlueDay. 1989.
XoncT,macno, 45 x 55 / Qil on canvas, 45 x 55 XoneT, macno, 60 x 69,5 / 0/7 on canvas, 60 x 69,5

f06



92. OceHHUI poxab. 1984r. / 92. AutumnRain. 1984.
XoncT, macno, 55 x 46 / Oil on canvas, 55 x 46

107



93. HabepexHasn. 1975T. / 93. Embankment. 1975. 94. HabepexHasaMakaposa. 1975r. /94 . Makarov'sEmbankment. 1975,
XoncT,macno, 35,5 x46 / OH on canvas, 35,5 x 46 XoncT, macno, 36 x 46 / Qil on canvas, 36 x46

to%



95. HabepexHasaMakapoBau 95. Makarov'sEmbankmentand
LepKoBb CB. EKaTepuHbl. 1985 T. St. Catherine Church. 1985.
XoncT, macno, 81 x 100 Oil on canvas, 81 x 100

/09



96. OBOLHOW Knock. 1980r. / 96. Vegetable-Stand. 1980.
XoncT, macno, 80x85 / Qil on canvas, 80 x 85

no



97. CeaHckuii geop. 1987r 97.
XoncT, macno, 70x60 / Oil on canvas, 70 x 60



98. becepa apy3eii. 1983 . / 98. TalkofFriends. 1983. 99. NacbsAHc. 1990 . / 99. Solitaire. 1990.
XoncT, macno, 97 x 130 / Oil on canvas, 97 x 130 XoncT, macno, 90 x 100 / Oil on canvas, 90 x 100

/72



100. becepaBlnosguBe. 1986r. / 100. ConversationinPlovdiv. 1986.
XoncT, macno, 163x 130 7/ Qil on canvas, 163 x 130

/13



101. B TeaTpe. 1982 . / 101. Atthe Theatre. 1982.
XoncT, macno, 90 x 100 Oil on canvas, 90 x 100

/14



102. HesecTa. 1981r. / 102. Bride. 1981.
XoncT, macno, 200 X 180 @il on canvas, 200 x 180

Us



103. OnnakuBaHue. 1985T. / 103.
XoncT, macno, 163 X 130/ Oil on canvas, 163x130

/1?76



104. MNecHs. 1982 r. / 104. Song. 1982.105- MpouiaHune. 1985r.
XoncT, macno, 130 x 163 / Qil on canvas, 130 x 163

M7



106. Cap. 1989r. / 106. Garden. 1969.
XoncT, macno, 90 x 100 Oil on canvas, 90 x 100

S



107. 3eneHoe okHO. 1989r. / 107. GreenWindow. 1989.
XoncT, macno, 100x90 / Oil on canvas, 100x90

Mo



108. oxuganue. 1993 r/ 108.
XoncT, macno. 100x 80 7/ Oil on canvas, 100x80

?ro



109. YTpo. 1990T. / 109. Morning. 1990.
XoncT,macno, 100 x 80 Qil on canvas, 100x80

12?



110. MopTpeT cbiHa. 1994 r. /110. Son's Portrait. 1994.
XoncT,macno, 69,5 x60 7/ Qil on canvas, 69,5 x 60

/22



111. NrpywKkn cbiHa. 1994 r. 111. Son's Toys. 1994.
XoncT, macno, 100 x 90 Qil on canvas, 100 x 90

f23



112. Kopmsuwiasa. 1993 r. / 112. Nursing. 1993.
XoncT, macno, 82 x 65 Oil on canvas, 82 x 65

124



113. Po3oBas KyxHs. 1994 r. / 113. Pink Kitchen. 1994.
XoncT, macno, 82 x 64,5 / Oil on canvas, 82 x 645

125



114. YTpo. 1997 r. / 114. Morning.
XoncT, macno, f 3 Qil on canvas, 130 x 88,5

126



115. ABoe. 1990 . / 115. Two. 1990.
XoncT, macno, 90 x 100 Qil on canvas, 90 x 100

127



116. OceHHune Tpamsau. 1995 r. / 116. Autumn Trams. 1995.
XoncT, macno, 90 x 100 / Oil on canvas, 90 x 100

12%



117. CHer ngeT. 1995 r. / 117. It is Snowing. 1995.
XoncT, macno, 70x60 Qil on canvas, 70 x 60

129



118. TpamBaliHblii napk. 1995r. /118. Carbarn. 1995. 119. doHTaHKa. 1993 r. /119. Fontanka. 1993.
XoncT, macno, 60 x 70 / Oil on canvas, 60 x 70 XoncT, macno, 67x 73 / Oil on canvas, 67 x 73

130



120. CHeronag. 1995r. 120. Snow-Fall. 1995.
XoncT,macno, 80 x 100 Qil on canvas, 80 x 100

737



121. BBaHHOIi. 1991-1993 rr./ 121. In tbe Bathroom. 1991-1993.
XoncT, macno, 100 x90 / on canvas, 100x90

132



122. Ha KkyxHe. 1992-1993 rr. / 122. At the Kitchen. 1992-1993.
XoncT, macno, 100x 90 / Oil on canvas, 100x90

/33



123. B JleTHem cagy. 1985 r. / 123. In Summer Gardens. 1985.
XoncT, macno, 130 x 97 / Oil on canvas, 130x97

134



124. Bykcupbl HaHese. 1985r. /124 . Tow-Boats on Neva. 1985. 125. TymaH HagHesoit. 1984r. /125. Brume over Neva. 1984.
XoncT, macno, 81 x 100 / 0Oil on canvas, 81 x 100 XoncT, macno, 60x 70/ Oil on canvas, 60 x 70

135



126. HabepexHas. Boinan cHer. 1994 r. / 126. Embankment. It has beensnowing. 1994.
XoncT, macno, 60 x 70 / Oil on canvas, 60 x 70

/36



127, Bykcupbl. 1993 . /127. Tow-Boats. 1993. 128. KopuuyHeBblli AeHb. 1994 1. /128. Brown Day. 1994.
XoncT, macno, 64,5x 82 / Qil on canvas, 64,5 x 82 XoncT, macno, 65x 82/ Oi1 on canvas, 65 x 82

137



129. Bug c 6ankoHa. 1984 r. / 129. Balcony View. 1984.
XoncT, macno, 73 x60 / 0/7 on canvas, 73 x 60

131



130. BeuepHsaa menogusa. Mosa cembs. 1994 r. / 130. Evening Melody. My Family. 1994.
XoncT,,macno, 100 x 90 / Oil on canvas, 100 x 90

/39



131. flama Ha Moiike. 1984-1985 rr. /131. Houses on Mojka. 1984-1985. 132. ®oHTaHKa. 1990 . /132. Fontanka. 1990.
XoncT, macrno, 61 x 73 / 0/7 on canvas, 67 x 73 XoncT, mMacnio, 65 x 82 / 0/7 on canvas, 65 x 8

140



133. J/ltoca. 1981 r. / 133. Ljusja. 1981.
XoncT,macno, 198 x 108 / Oil on canvas, 198 x 108

t4t



134. AnTa. HabepexHaa. 1990 r ./ 8alta. The epsankment. 1999 . 135. Spring. 1984.
XoncT, macno, 90 x 100  / Oil on canvas, 90 x 100 XoncT, Macno, 45 x b Oil on canvas, 45

142



136. KpacHblii TpamBait. 1993 r. /
XoncT, macno, 67 x 73 /

r43

136. Red Tram. 1993.
0/7 on canvas, 67 x 73



137. NongeHb. 1986rT. 137. Midday. 1986.
XoncT, macno, 90 x 100 Qil on canvas, 90 x 100

f44



138. NNeTHwWiA cag. 1987 r. / 138. Summer Gardens. 1987.
XoncT, macno, 215 x 140 / 0/7 on canvas, 215 x 140

145



139. OceHHAA annea. 1998 r./ 139. Autumn Alley. 1998.
XoncT,macno, 60 x 70 Oil on canvas, 60 x 70

146



140. TpamBau n oceHHue aepeBbs. y 140. Trams and Autumn Trees. 141. Cnenas cobauka. , 141. Blind Doggy.
1997 r. / 1997. 1991r. / 1991.
XoncT, macno, 38 x 46 OH on canvas, 38 x 46 XoncT, macno, 54,5 x 46 Oil on canvas, 54,5 x 46

247



142. Moiika. 1980 r. /142. Mojka. 1980. 143. Cbipoii geHb. 1997 r. /143. Juicy Day. 1997.
XoncT, macno, 46 85 / Oil on canvas, 46 x XoncT, macno, 46 x 54,5 / Oil on canvas, 46 x 54,5

14%



144. OTTenenb. 1998 r. / 144. Thaw. 1998.
XoncT, macno, 90 x 100 Oil on canvas, 90 x 100

149



1451 B wapom ropoge. 1986 r. / 145. In the Old City. 1986.
XoncT, macno, 90 x 100 7/ OH on canvas, 90 x 100

150



146. CeeT/i0li namaTwH gpyra. , 146. In fond remembrance Tyfriend.
MNoceawaeTcaPaguio NoroguHy. 1994 r. / Dedicated toRadijPogodin. 1994.
XoncT,macno, 82 x 65 Qil on canvas, 82 x 65

t5f



147. B BaHHoOl. 1991 1. / 147. In the Bathroom. 1991. 148. YTpeHHuih TyaneT. 1991 r. / 148. Morning Toilet. 1991.
XoncT,macno, 100 x 80 / OH on canvas, 100 x 80 XoncT, macno, 100x 80 / Qil on canvas, 100 x 80

152



149. basap BKyTaucu. 1984 r. / 149. Bazaar in Kutaisi. 1984.
XoncT, macno, 100x 90 7/ Oil on canvas, 100 x 90

/53



150. LMNKuO. 1986r. / 150. Recreation Centre. 1986.
XoncT, macno, 215 x 140 / Oil on canvas, 215 x 140

/54



151.bykeT oT CTaca. 1996-1997 rr. / 151. Bouquet ofStas. 1996-1997.
XoncT, macno, 100 x 78 / Oil on canvas, 100x78

155



152. ConHeyYHblt NyTToO0. 1995 r ./ 152. SunnyPwuMo. 1995-
XoncT, macno, 130 x 110 / Qil on canvas, 130 x 110

/56



153. OceHHMii 6ykeT. 1996 . / 153. Autumn Bouquet. 1996.
XoncT,macno, 55x46 / Oil on canvas, 55 x 46

/57



154. UBeTbl 1 3epkano. 1996r. /154 . Flowersand aMirror. 1996. 155. Ymunexune (T). 1996 r. /155. Tenderness0). 1996.
XoncT, macno, 72x 60  / Qil on canvas, 72 x 60 XoncT, macno, 130x97 / Qil on canvas, 130 x 97

/5%
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156. Mecay maii (N). 2000 r. / 156. Month ofMay (). 2000.
XoncT, macno, 90 x 100 / Qil on canvas, 90 x 100

/60



757. PoxxgecTBO BMoeM gome. 2000 r. /157 . The Christmas atMy HoTe. 2000.
XoncT, macno, 113x76 / O/7on canvas, 113 x 76

/16 /



158. PoxpgecTBo (M). 1999 r. / 158. The Christmas (M). 1999. 159. bnaroseuw,eHne (M). 1999 r. / 159. TheAnnunciation (M). 1999.
XoncT, macno, 63x74 Qil on canvas, 63 x 74 XoncT, macno, 90 x 100 / Qil on canvas, 90 x 100

162



160. bnarosewenune (Q. 1999 r. / 160. The Annunciation (Q. 1999.
XoncT, macno, 130x97  / Oil on canvas, 130x97

63



161. bercTBo BErmneT (M). 1999 r . / 161. TheFly into Egypt (II). 1999. 162. Mnay noy6ueHHbim (I). 1999 r. / 162. Weeping (I). 1999.
XoncT, macno, 71 x 95 / Qil on canvas, 71 x 95 XoncT, macno, 67 x 73 / QOil on canvas, 67 x 73

164



163. PoxxgecTBo (W). 1999 r. / 163. The Christmas (Mr). 1999.
XoncT, macno, 63 x 14/ Qil on canvas, 63 x 74

/65



164. Po>kpgecTso (1V). 164. The Christmas (IV). 165. BecHa. Liepkosb MoaHHa 165. Spring. The Church ofJoann
2001 r. 2001. Bouna (IM). 2001 r. Warrior (7). 2001.
XoncT,macno, 79,5x 89,5 Oil on canvas, 79,5 x 89,5 XoncT, macno, 115 x 88,5 QOil on canvas, 115 x 88,5

/66
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166. Bonubn XBOCTbI. BykeT. 166. Lupines. A Bouquet. 167. Bbixog B cag. 167. Way in the Garden.
1996 . / 1996. 1997 r. 1997.
XoncT, macno, 82 x 65 Oil on canvas, 82 x 65 XoncT, macno, 120x80 Oil on canvas, 120 x 80

?76S
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168. leTo. 1997 r. / 168. Summer. 1997. 169. ABrycT mecsy. 1996 r. / 169. Month ofAugust. 1996.
XoncT, macno, 130 x 88,5 / 0/7 on canvas, 130 x 88,5 XoncT, macno, 82 x 65 / 0/7 on canvas, 82 x 65

/71



170. Aoxab B Cy3gane. 2000 r. 170. Rain atSuzdal'. 2000.
XoncT,macno, 50 x 60 QOil on canvas, 50x60



171. ®doHTaHKa. 1996 . ~171. Fontanka. 1996.
XoncT,macno, 60 x 70 Qil on canvas, 60 x 70



172. Ynuua Ha MoHnapHace. Mapwx. 1998 . / 172. Street ofMont-Pamasse. Paris. 1998.
XoncT, macno, 79 x 89,5 / Oil on canvas, 79 x 89,5

/74



173. Bykcup Ha kaHane. 2001 r./ 173. Tow-Boat on the Channel. 2001.
XoncT, macno, 67 x 73 Oil on canvas, 67 x 73

75



174. Cy3panb. Po>k iecTBeHCkuiA cobop. 2000 r. / 174. Suzdal'. The Rozhdestvensky Cathedral. 2000.
XoncT, macno, 50 x59,5 / Qilon canvas, 50 x59,5

76



175. CTapblii [0oM.1986 T. /1 Ol House. 1986.
XoncT, macno, 82 /U65 / QOil on canvas, 82 65



176. lopka. 1997 r. / 176. Cabinet. 1997.
XoncT, macno, 545x45,5 / Oil on canvas, 54,5 x 45,5

177



177. TpawmBaliHblii napk. 1997 r. / 111. Carbarn. 1997.
XoncT,macno, 54 x 65 / Oil on canvas, 54 x 65

f/



178. benble Houn. 1982-1983 rr. / 178. White Nights. 1982-1983.

XoncT, macno, 160x 1060 / Oil on canvas, 160 x 1060
179. Nacxa (M). 1998 r. / 179. Easter (). 1998.
XoncT, macrno, 60x 73 / 0/7 on canvas, 60 x 73

t$o



180. MBo3guky 1 vacbl. 1997 r. / 180. Carnations and a Watch. 1997.
XoncT, macno, 67 x 73/ 0/7 on canvas, 67 x 73

nv






3aBeH ApLL akyHW

®OTOAJIbEOM
MY3EU
BbICTABKW
BUBJ/IMOIPA®VIA
KHV>XHBIE NNNKOCTPALN
CLEHOIPA®IUNA
KATAJIO PABOT



B w

Mawma, MapTbiHoBa Jltogmuna bopucosHa

(ymepna B briokagly B anpene 1942 r. 0T ronoga)
CcManeHbkum 3aseHunkam. ®oTo 1937-1938 rr.
CXLL npu Akagemumn xyfo>kecTs. Hauano 1950-x IT.
Cnesa Hanpaso:

BepXHWIA psf - HuknTa YapywwH, Xens Kopabnes,
3aBeH ApuLLKyHu, Muwwa LLlernos;

cpefHniA pag - Tons Bbikos, Anelua Mabilues,
[Aunma XXypasnes, Cnasa JlesaHT, fiuma LLlyBasnos;
HWKHUW psag — Wpa Epmakosa, Vpa Hewazanmosa,
Tana O6oneHckas.

1959 rog, 5-n Kypc AKafieMun XyfjoXKecTB.

B THOBe. Koweu, 1960-x.

. 3aBeH ApuwkyHu, CypeH 3axapaHu u nygens O w. 1980 r.

MacTepckas.



6. Hauano 1980-x. Ceno Bepe3osckoe.

J. C>keHoit H1HO# 1 cbiHam MeTeii B MacTepckoi. 1999 r.

3. Apwakynu n /1. flazapes. LIB3 ‘MaHe>k™

1998 r.

9. Mocksa. 1997r., HosIGPb. OTKPbLITUE NEPCOHANLHOI
BbICTaBKM B pefakuumn >KypHana ‘Halue Hacnegue™

10. 3. ApakyHu 1 /. KyliHup B MacTepCKOiy ApLuakyHu.
1999 r.

11. FocynapcTBeHHbIA Pycckuii Myseil. BoicTaBka “‘KpacHbiii
LBET BPYCCKOM MCKyccTBe™ 9 mas 1997 r.
3. ApLuakyHu ¢ cbiHoM lMeTeily cBoux paboT.

12. 3aBeH ApLuakyHu B MacTepcKoi 1 foMa.

@©
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Myseu

Poccuiickne My3eu

B TocynapcTeenHbin Pycckwii My3eit (CM6) — xusonuch,
rpadmka, puCYHKW, KHUXHaa rpaduka.

B TocynapcTeeHHas TpeTbsikockas ranepes (Mockea) —
XWUBONKCb, rpaduka.

# TocynapcTBeHHbIli My3eil M3006pasuTenbHbIX MCKYCCTB
mm. A.C. MywkuHa (Mocksa) — rpadmka.

8 locynapcTBeHHbI My3eii uctopum CaHr-Metepbypra (C6)
— XMBOMUCb, 3CKU3bI K CTIEKTAKNAM.

B Cankr-Netepbyprckuii [0CyaapCTBEHHDbIN My3eii TeaTpasibHOro
1 My3bikanbHoro uckycctea (CM6) — acku3bl K CeKTaknsaM.

H TocypapcTeHHbIN LieHTpanbHbiin TeaTpanbHbi My3en
nM. A. BaxpywwuHa (Mockea) — 3CKU3bl K CNEKTaKNSM.

B [ocymapCTBEHHbIN LIEHTPaNbHbIN My3eil My3blkanbHOM
KynbTypbl MM. M.A. TnukHkm (MOCKBa) — 3CKU3bI K CrIEKTAKIIAM.

# HayyHo-uccnepnosarensckuii Myseit Poccuiickoi
Axapemun Xynoxects (CI16) — xusonmce.

8 TocynapCTBeHHblii My3eil-namsTHuK “Vicaakuesckuii cobop”
(CM6) — xmBoNuCb.

8 CobpaHve cospemenHoi xusonucy LIB3 “Manex” (CM6)

— XMBOMUC.

#  Myseit AHHbl Axmartosoii (CT6) — rpadwmka.

# Myseit CankT-Metepbyprckoro FocyapCTBEHHOTO
Yrusepcuteta — Cobpatue [arunesckoro LEHTpa CKYCCTB
(CN6) — xmBonuce.

B Myseii “‘Mnesabl” (vactHoe cobpatue H.B. LyTosa)
(Mocksa) — Xu1BONMCS.

# Myseit usobpasuTtenbHbix uckyccts Kapenum (r. MeTpo3aBoack)
— XWUBOMUCb, rpaduka.

@ Mepmckan rocyapCTBEHHAs XyNOXECTBEHHas ranepes
(r. NMepMb) — xuBoONUCb, rpadmka.

B ApxaHrenbckuii 06n1acTHO My3eit n306pasnTeNbHbIX
UCKyCCTB (r. ApxaHrensck) — rpaduka.

B MarnuTtoropckas kapTuHHas ranepes (r. MarHuToropck)

— rpadumka.

B ActpaxaHckas kapTuHHas ranepes (r. ACTpaxaHb) — XMBOMUCh.

® Bonoroackas obnactHas kapTuHHas ranepes (r. Bonoraa)
— XUBOMUCH, rpaduka.

B O6beauHeHHbli Bnagumnpo-Cyananbckuin My3eit
(r. Bnagummp) — Xusonucob.

W FApocnasckuii XyOOXeCTBEHHbIA My3eii (r. Fpocnasnb)

— XVBOMKC.
B XynoxectBeHHblid My3eit (r. Koctpoma)
— XMBOMKCb.

B Tomckuit 0611aCTHON XyAOXECTBEHHBINA My3eii (r. Tomck)
— XVBOMKC.

8 XypoxecTBeHHbI My3eit (r. Kemepogo)

— XMBOMKC.

B [lanbHeBOCTOYHbII Xy[OXECTBEHHbIA My3ei (r. Xabaposck)
— XMBOMKC.

B XynoxecTseHHbI My3eit (r. BnagneocTok)

— XWUBOMKCb.

8 XynoxecTBenHbI My3elt (r. CMONEHCK) — XMBOMMCH.
# Hosocubupckas kaptuHHas ranepes (r. Hoocubupck)
— rpagwka.
B XynoxecTeeHHblit My3en (r. ExatepuHBypr) — xuBomuco.
8  BpaHCKUA XyO0XECTBEHHbIA My3e# (r. BpsHCK) — XWBOMMCH.
M My3eit 306pasuTenbHbix UCKYCCTB (I. POCTOB-Ha-LloHY)
— XWBONUCb.
My3seun ctpaH CHI
B TocynapcTBeHHas KapTuHHas ranepes ApMeHum
(r. EpeBaH, ApmeHus) — XuBONKUCb, rpaduka.
@ Kuprusckuii FocynapCTBeHHbliA My3eit M306pa3nTesbHbIX
ucKyccTs (r. buwikek, Kupruaus) — xusonmuce, rpadmka.
# [oCyRapCTBEHHbIV Xy0XECTBEHHbIN My3elt (r. Tounucw,
'py3us) — rpadmka.
B XynoxecTeeHHblii My3eit (r. Kyravcu, pysus) — rpaduka.
# locynapCTBEHHbIi My3eii U300pasuTeNbHbIX UCKYCCTB
(r. Awxaban, TypKMEHMS) — XUBONMCb.
8 [ocynapCTBeHHbI My3eii U306pasUTeNbHbIX UCKYCCTB
(r. Anma-Ara, KasaxcrtaH) — XvBonuch.
B XynoxecTBeHHbIi My3ei (r. Yxropoa, YkpavHa) — rpaduka.
B XynoxecTeeHHbIit My3e# (r. 3anopoxbe, YkpanHa) — XMBOMMCH.
My3en ganbHero 3apybexbs
i Mysei cospemeHHOro nckyccrea a-pa Netepa Jliogsura
(r. KénbH, FepMaHus) — XMBOMMCh.
# Crepenuiik Myseym (r. AMctepnam, MonnaHama) — XUBONKCS.
W XynoxecTseHHbiii My3en (r. [ipesgeH, lepmanns) — rpadmka.
B XynoxecTseHHbli My3eii (r. Jleinuur, epmanms) — rpaduka.
A Takxe yacTHble cobpahus Poccum u ctpad CHIT, CLUA, ®paHuum,
FepMaHum, Wtanuu, OuxnaHaguy, TMoptyranum, anmw, Kutas,
lOxHoit Kopewu.

BbicTaBkn

C 1960 ropa npuHsin yuacTue Gonee yem B 200 BbicTaBKax

B Poccum 1 3a pybexoMm.

lMepcoHasibHbie BbICTaBKN U BaXKHEHLKUE rpynnosbie:
1967

Pepakums rasetbl “Komcomonbckas npasaa”, Mocksa

— XMBONMCb, rpaduka

# 1969
[lom YueHbix B JlecHoM (JleHnHrpag) — xusonuch, rpaduka

JIOCX PC®CP, Nexmurpan — rpaduka

m 1971

BbicTaBka rpaslop NIEHUHrPAACKUX XyA0XHUKOB (COBMeCTHO

¢ B. BunbHepom, B. Xykosbim 1 P. Gpuamatom), Bonrorpan,

| 1972

BbicTaBouHbiit 3an CX PCOCP Ha Oxte.

BbicTaBka Npon3seaeHUiA OAMHHAALATI NEHUHTPAACKMX XYAOXHUKOB
(ApwakyHu, Antvnosa, BatenuH, ErowwH, Kpectoeckuid, Paxuna, CumyH,
TetepuH, TkaueHko, Tionexes, LLlamaHoB)

— XuBonmucb, rpacduka, cueHorpadus

m 1973

JIOCX PC®CP, Nenuntrpaa. banet “lasHa” — cueHorpadms
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m 1974

BTO, MockBa. Banet “lasHa” - cueHorpadusa

U 1975

Meparornyecknit MHCTUTYT UM. FepueHa, JleHUHrpag - cueHorpacus
W 1977

BbicTaBouHbIi 3an CX PC®CP Ha OxTe, JleHUHrpag,.

BbicTaBka Npon3BeAeHuii 4eBATU XyA0XHUKOB (ApwakyHu, AHTUNOBa,
BaTeHuH, ErowwuH, PaxuHa, CumyH, TeTepuH, TkayeHkKo, TioneHeB)
- XMBOMWCL, KHWXHAasA rpaduka, cueHorpadus

U. 1980

XypoxecTBeHHbI my3eil, [lpe3geH, FepmaHus - rpaduka

A 1981

NOCX PC®CP, NNeHunrpapg

- XuBONWcCb, rpadpuka, KHWKHas rpaduka, TeatpasbHble 3CKU3bI
M MakeTbl, 3CKN3bl pocnuceii, nnakatbl, pe3bba no gepesy
KoxTna-fipBe, DCTOHMA - >XUBOMUCb, rpacuka, cueHorpadus

n 1982

LieHTpanbHbli Jom XygoxHuka, Mocksa.

ApwakyHn. ErownH. TioneHeB - XWBOMNUCb

Bonorofckas o6nactHas kapTuHHas ranepes, Bonorga

- XuBonuckb, rpaduka, cueHorpacpusa

* 1985

Aom KynbTypbl JIASC, CocHOBbIi 60p, JleHnHrpagckas o6..

- XuBOMuCb, rpachuka

7. 1986

[om nucateneii, JleHUHrpag - XWBONUCH, ryawu

ManaHra, NlatBus - rpaduka

11 1987

fom-my3eii ®. M. locToeBckoro, JlIeHUHrpag - >XWBOMUCb
[Bopey “Kagpuopr”, TannunH, 3cToHnMs - rpaduka
Xyfo0XecTBEHHbIVi My3eii, flpocnaBnb - XWBOMUCH, rpaduka

A 1988

Xy[oXecTBEHHbI My3eii, KocTpoMa - XuWBONUCb, rpadguka

A 1991/92

CaHkT-MNeTepbyprckoe otgeneHne CX Poccun, CM6, “Aarnnesckue
ce30Hbl B CaHkT-lMeTepbypre” (coBMmecTHO ¢ A. 3acnaBCckum,

[ ErowunHblM 1 B. TeTepuHbIM) - XUBOMUCH

9 1994

MyHuuMnanbHblii KynbTypHbIA LeHTp “ABopel, Benocenbckux-Benosep-

cknx”, CaHkT-lMeTepbypr, “MeTepbypr 3aBeHa ApLliakyHun”

- XuBoOnwuch, rpaduka

L 1997

BbicTaBOYHbIN 3an XypHana “Hawe Hacnegue”, MockBa

- XuBOMUCH

L 1998

LIB3 “MaHex”, CaHkT-MeTepbypr (coBmecTHO ¢ J1. JlazapeBbiM)
- XuBOMWChb, rpaduka

“®paHKo-pycckuit gom” Accoynauumn nNo COXpaHeHU PYCCKOro KynbTyp-
HOro Hacnegus Bo ®paHuuun, bapp-nes-Anbn, ®paHymna

- XuBonuck, rpaduka

LU 2001

Apt-nogBan “bpopsavas cobaka”, CaHkT-lMeTepbypr

- XuBonuchb, rpaduka

Bubnuorpacdus

m KoraH ®. Cnop 6bin xapkum // Mynbc, 1960, 28 Hos6ps.

W Akumosa W. YepTbl HoBOTO //TBOpYecTBO, 1961, Ne4.

LU Bpogckass H. KapTuHbl Monoabix // BeuepHuii JleHunrpag, 1962,

3 dheBpans.

Apb6y3os . HecocTosiBweecs HOBATopcTBO //XyAOXHUK, 1962, NelO.
Xwunuucknii [,. CogepxaTtenbHocTb hopMmbl //TBopuecTBOo, 1966, Ne4.

KanvHuunH B. MNMoyemy kapTuHa pa3ovyaposbiBaeT //TBopuyecTBO, 1966, Ne4.

E EEE

Kab6auek /1. Ecnun 6osaTbca BeTpa... ///leHnHrpagckas npaesga, 1966,

13 HoA6pPS.

ByTkeBuny O. O6pasuybl 1 o6pasbl // CoBeTckoe uckyccrtso, 1966,

22 pexabps.

m XXunuHckuii [l. QHeprua kucTtu // Komcomonbckas npasga, 1967,
26 bespans.

m BopoHoBa O. )XXuBble o6pasbl PoguHbl // Komcomonbckas npasga,

1967, 22 okTabps.

Moyanos /1. NMyTn monogbix xusonucues // NckycctBo, 1967, Ne5.

LUl Stepanowitz Traugott. Die grafishe Experimentierwerkstatt in Leningrad
Il Bildende Kunst, 1967, Ne10.

if MartacdoHoB B. Ipachuka neHnHrpagckux mactepos // Wckyccteo, 1971,
Ne 6

m BopoHoBa O. Ha kpbinbax BpemeHu // CmeHa, 1968, Nel3.

LUl KnenukoBa E. ConHue Ha reosge... //feTckas nutepatypa, 1968, Nel0.

m BopoHoBa O. Hatiopmopt // Hepgensa, 1969, Ne35.

LUl Kosanb P. Bo3MOXHOCTU nckyccTBa actamna // 3a Hayky B Cnbupmu, 1969,
3 ceHTAbLpPSA.

LI MapueHko T. MHorouBeTHbIi Mup geTtcTteal/ / CoBeTckas KynbTypa, 1972,
22 aHBaps.

LU roronnubiH KO. 3HAKOMbTECH: XYAOXHMK ApwakyHn // CTPONTENbHbIN
pa6ouwnii, 1972, 25 maprTa.

= UWmapuHoB [. O HekoTopbix Npo6nemax Hawei rpadukn // WckyccTso,
1971, Ne6.

m CenueaHoB B. Ygaun u npocyeTsbl // BeuepHwuii JleHuHrpag, 1972,

19 pekabps.

LUl Conosbes B. lnanasoHsl TBOpuYecTsal// ABpopa, 1972, Ne7.

E

Konecosa O. Bokpyr BbicTaBku ///leHnHrpagckas npasga, 1972,7 gekabps.
LU Yuctskos B. BosspaweHue “lasHa” // CoseTckas KynbTypa, 1972,
21 pekabps.

N Cokonos A. “TasaH3” // MockoBckas npaBga, 1972, 23 pekabps.

t$7



OHTenuc /1. HoBoe poxpaeHue “lasaHa” //leHnHrpapackaa npasga, 1972,
12 pekabps.

XyBoXHUKN NleHuHrpagckoro THO3a - B c6.: JleHUHrpaackuii

THO3. - N1.: UckyccTBO, 1972.

ConoBbeB B. Kowka, kotopas rynset cama no cebe... //letckasn
nutepatypa, 1972, Ne8.

CypaykoB C. N3nox6aHa neHnHrpaackm xygoxHuum // Nskyctso, 1973, Ne3.
BorgaHoB M. O pomaHTuyeckom //TBopuyecTBo, 1973, Nell.
Xunpgeknnb P. 9ckusbl n pasmbliwnexnuns // Teatp, 1974, Ne5.
Bacunesckasi H. HoBble nHTepbepbl J/leHnHrpaga. - B c6.:
CoBeTckoe gekopaTuBHOe uckyccTBo, 1973/74. - M., 1975.
BorgaHoB A. Kpacku 3aseHa AplwakyHuu // Hesa, 1975, Ne9.
OraHecsiH A. BbicTaBku. Fog 1970-i. - B c6.: XyAoXHUK, CLEHa, 3KpaH.
- M., 1975.

BbicTaBka Npon3BeAeHuil oguHHaguaTn Xy[0xHuKkos. Kartanor

(ABTOp BCTYNUTENbHON cTatbu /1. Movanos). - J1., 1976.

BbicTaBka Npou3BeeHNii TeHNHIPaCKNX XyA0XHUKOB E. AHTUNOBON,

3. ApwakyHu, B. BaTeHuHa, . ErowwuHa, B. PaxuHoii, K. CumyHa, B. TeTepu-
Ha, /1. TkayeHko, B. TioneHnesa. Katanor-6yknet (CocT. AnekcaHgposa W.A.)
- ., 1976.

lyces B., NleHsawuH B. VckyccTBo NleHunrpagal / XypoxHuk, 1977, Ne4.
PoaunoHoBa-YanbirnHa . “FasH3” 3aBeHa ApwakyHu - B c6.:
XyfooxHukn fleHnHrpaga. - J1., 1977.

BboloHoBa V. BTopas BcTpeuya ///leHnHrpaackaa npasga, 1977,

2 cheBpans.

BopoHoBa 0. XyaoxHuk 3aBeH ApwakyHu // Kuura n uckycctso B CCCP,
1978, Ne2.

pevyxa X. Cmex xygoxHuka // Cenbckasa monogexb, 1979, Ne7.
MuxaiinoBa A. XyA0XHWKN fpaMaTu4yeckoro teatpa Ha

Bcecoto3Hoii BbicTaBke 1979 roga. - CoBeTCKMe XYAOXHUKM TeaTpa
n KuHo, 1979.

OBac /1. 'Torn ABYX NEHUHrpajCcKkux ce3oHoB. - COBETCKME XY[O0XHUKU
TeaTpa u knHo, 1979.

CmupHoB A. 3aBeH ApliakyHu // CoBeTtckasa rpaguka, 1979-80.
YyryHoB . AKTUBHOCTb NOCTVMXEHUA XU3HW (TBOPYECTBO

3aBeHa AplwakyHu) // WckycctBo, 1980, Nell.

Zaven Arshakuni. Leningrad (Katanor. BctynutenbHas ctatbs YyryHo-
1980.

Ba .). - Drezden,

Dr. W. Ballarin. Still Leuchtende Verinnerlichung. - Sflchsische Zeitung,
1980, 13 mai.

MN306pa3utenbHoe UckyccTBo JleHuHrpaga 1917-1977. - N.: Xy[OXHUK
PCoCP, 1981.

Yyrynos . 3.M. ApwakyHu. BbicTaBka npoussegenunii. Katanor. - Jl.:
XypoxHuk PCOCP, 1981.

YyryHos ., lyb6apeB A., FoneHbknii . 3aBeH ApLluakyHu,

FepmaH ErowwuH, Butanuii TioneHes. XuBonucb. KaTtanor BbICTaBKU.

- M.: CoBeTckuii XxygoxHuk, 1981.

CepreeBa O. CumdoHus useta ///leHnHrpagckasa npasga, 1981, 23 unioHs.
MoroauH P. LiBeT pagocTu u uet nevyanu // CmeHa, 1981, 28 nioHs.
Bnapgumuposa C. ®eiiepBepk haHTasnii n kpacok // BeuepHwuii JleHuHrpag,
1981, 13 uions.

Mouanos /1. B nouckax cBoeit kapTuHbl //TBopuyecTBo, 1982, Ne7.

Mouanos /1. O BbicTaBke 3aBeHa ApllakyHW B 3anax JIEHWHrpajckoro

otaenexna Cot3sa xyaoxHukos CCCP // CoseTckas xuBonucb, 1982, N95.

m JleHawwuH B., MapueHtok T. JleHUHrpagckasa xvBonuch (3oHanbHas
XyA0XecTBeHHas BbicTaBka). - J1.: XygoxHuk PC®CP, 1982.

= [lepy B., MuptoTko HO. Kny6 XyaoXHUKOB, apTUCTOB, No3aToB //
NekopaTuBHoe nckycctBo CCCP, 1983, Nell.

m [peuyxa XX. TBopuyecTBo 3aBeHa ApwakyHu // KynbTypa u Xu3Hb,

1983, Ne4.

m lBaHKkuHa /1. Pa6oTa c onopoii Ha Hacnegue. M3oTtoBa M. Hacnegue
yyacTByeT, HO He onpefgenseT (4Be TOYKM 3PEHUA Ha OAHY BbiCcTaBky) //
fekopatnusHoe nckycctso CCCP, 1983, NelO.

m Mouanos /1. 3aBeH AplwakyHu. Xusonucbk, rpaduka, cueHorpadus. -
M.: CoBeTCKuii XyfoXHUK, 1984.

m  Mwuneiiyernko B. BbicTaBka 3. ApwakyHu, . ErowunHa n B. ToneHesa
B Mockse // CoBeTckas xuBonucb, 1984, Ne6.

m  Kamenski A. Was ist modern? // Bildende Kunst, 1985, Ne6.

m [MuTpeHko A., JapualeHko f1. XyAoXHUKU U JIeHUHTpaACcKuii
MeTtannuueckuii 3aBog. - J1.: XygoxHuk PC®CP, 1985.

m Byrpos K. Btopasa Bcepoccuiickas BblicTaBka “MCKyCCTBO KHUXHOW
rpacukn” // Tpaduka, 1985, Ne9.

m JlackuH C. Mup 3aBeHa ApwakyHu // Hea, 1986, Ne9.

®  Mbl - nobpaTtumbl. CoxpaHum mup. KaTtanor BbictaBku. - J1., 1986.

= [lpo6aemMbl 1 TEHJEHLUN COBETCKOro CTaHKOBOro UCKycCTBa. -

M.: CoBeTckuii XyaoxHuK, 1986.

m  KapTuHbl C BbiCTaBkM “Hall coBpeMeHHUK” (Bkneiika) // Hesa, 1987, Ne5.

= lununeiiveHko B. TpeTba COBMECTHasA BbiCTaBKa /IEHUHIPAACKUX U
Ape3feHcKux XyfoxHukos // Nckycctso, 1987, NelO.

m  Mouanos /1. AccoumaTtMBHas KapTuHa M ee posib B COBPEMEHHOM
XyfoxecTBeHHOM npouecce // CoBeTckasa xuBonucb, 1987, Ne9.

m [xurapxaHsH M. O TBopuyecTBe 3aBeHa ApwakyHu // FapyH, 1987, Ne9.

m  Sovjetisk Kunst i dag. Maleri og gralik. Katanor BbicTaBku. - [aHus, 1988.

m  Sowjetkunst heute. Museum Ludwig. Koln. Katanor BbicTaBku. - Stadt

Koln, 1988.

m  The Quest for self-expression. Parting in Moscow and Leningrad 1965-1990.
Katanor BbicTaBku. - Columbus Museum of Art, Ohio, USA, 1990.

L In de USSR en erbuiten. Katanor BoictaBku. - Stedelijk Museum,

Amsterdam, 1990.



B [larunesckuii LLEHTP MCKyCCTB NpescTasnser... Karanor. — CM6.:
UckyccTeo-CI6, 1993.

B Tpu Bexa pycckoit xusonmcu. — ClM6.: Kutex, 1994,

m Opaiikond I'. “OauHHaguars”, nnn Cosseaaue Tay-Kuta. — CI6.: Ukap,
1996.

B [lbskoBa E. 311 kpacku cMewwmBanm ¢ 3eMnei, a OHu CTanm noysoin //
Hosas raseta, 1997, No42(462).

W Apwakyhu 3. “Mets, HuHa v Tpameaitdnku — 310 Mot Mup” (MHTepBbIo
¢ J1. Osac) // Habniopatenb, Ne9(45) — aHanuT. npunoxexue
k ras. “Hesckoe Bpems”, 1998, No41/1683.

B Tonvupn U. 3asen ApuiakyH (B nopbopke “Konnexups Hauero xypHana”)
// Hawe Hacnepme, 1998, Ned6.

@ Mouarnos J1. CamocTosHue XynoxHuka // Mup amsaiiHa, auma/secHa 1998.

# Netepbyprckve mactepckue. XX Bex // Hosbii Mup Mckyccts (HOMW),
1999, Ne3(8).

8 TonvupH 1., Modanos J1. Byc yepHoro xne6a // Hawwe Hacnenme, 2000, Ne53.

B 3aseH Apwakyhn. — B c6.: Jlehunrpag. Cemmpecatbie B iMUax
¥ anuHocTax. — CN6., 2001,

B Mamonosa W. LiapcteeqHas kucTb // Bepyem, 2000, Ne87 (cneusbinyck).

8 3aseH ApwakyHu. Business International, 2000, Ne26.

% Ogac J1. Lectb cTpanuu npo novcku niobev (MaHex. BoicTaska
“NMpo no6oBb") // MeTepbyprekuii TeatpanbHbii xypHan, 2001, Ne24.

UnnocTpaumm K KHUraM u3patenncrea
“fletckan nuteparypa”, JieHuHrpag

# A. KpectuHckwid, “ConHue Ha reosge”, 1968.

® J1. Moyanos, “Jletst orun”, 1970.

W [. Fopbosckuid, “BecHywwku Ha Tpase”, 1974.

® P. NorogwH, “NMertyxu”, 1975.

® T lop6osckwii, “Pasrosopel”, 1979.

& 1. bpoackwii, “Bannana o mManeHbkom bykcupe”, 1991.

Cnexrawimn

2 P. NoroamH, “TpeHb-Bpenb”, 1966, TIO3 um. BpaHuesa, JlenuHrpag,
noctaHoeka 3. Koporoackoro.

8 “Haw umpk”, 1968, TIO3 um. bpsHuesa, JlenuHrpan, nocTaHoska
3. Koporoackoro.

8 M. Powwn, “Papyra aumoid”, 1968, THO3 um. bpsHuesa, JleHuHrpag,
noctaHoeka 3. Koporoackoro.

# “Haw Yykosckuit”, 1970, THO3 um. BpsHuesa, JlennHrpag, nocTaHoska
3. Koporogckoro.

B A. Xa3uH, “Janbhuii poacteeHHuk”, 1971, ToCynapcTBEHHbI akanemu-
yeckui TeaTp komeawm, JlenuHrpag, noctaHoska ®. bBepMana.

B8 A Nunarpen, “Nennu — Jnunblid yynok”, 1972, K uM. Mopbkoro
(Nenmnrpan), noctaHoska W. MyuukatuHa.

W A XayarypsH, “TagHa”, 1972, Manblit akapnemnyeckuit Teatp onepbl
u 6aneTa, JlenuHrpaa, noctaHoska b. diipmana.

M P. Kunnuur, “Kotwuka, kotopas rynana cama no cebe”, 1978,
TIO3 wm. BpsaHuesa, JlenuHrpag, noctaHoska 3. Koporoackoro.

B “Myxukun v 6abei”, 1986, Teatp “OkcnepumeHT”, JleHuHrpag,
xynoxHuku M. CmupHos, 3. ApluakyHm, noctaHoska B. XaputoHosa.

59

Karanor pabor

1. bBapkac Ha CesaHe. 1987 r. Bymara, ryaws, 60,5 x 74.

2. Wntepbep Mactepekoid. 1972-2001 rr. [lepeo, pe3sba, pocnuchb.

3. Wntepbep macTepckoit. Gparment. 1972-2001 rr.

[epeso, pe3uba, pocnmcb.
4. Wurepbep Mactepckoit. Gparment. 1972-2001 rr.
[epeso, pe3sba, pocnuch.

. [Jlama c rutapoit. 1994 r. Bymara, ug. nutorpadus, 40,5 x 31.

. OkHo 1 3epkano. 1966 r. JiuHorpasiopa, 65 x 50.

. HabepexHas. Unnioctpaums k kaure ctuxos N.Bpoackoro “bannapa

0 ManeHbkom Gykcupe”. 1991 r. Bymara, akeapensb, 22,5 x 41.

. Deno. 1965 r. bymara, peseu, 19,5 x 25,5.

9. O6noxka knuru cTuxos W. Bpoackoro “Bannaga 0 ManeHbkoM
6Gykcupe”. 1991 r. bymara, aksapenb, 22,5 x 41.

10. Scku3 K cnekTaknio “Kotwka, kotopas rynsna cama no cebe”.
O6uwas yctaHoska. 1977 r. KapToH, cmeluaHHas TexHuka, 60 x 80.
CaHkT-leTepOyprekuii rocyaapCTBEHHbIA My3eii TeaTpaIbHOTO U
My3bIKasIbHOTO WCKYCCTBA.

11. 3ckus k Ganety “lasHa”. 1972 r. bymara, ryaib, 53 x 77.
CaHkT-etepbyprekuii rocyaapCTBEHHbIA My3eid TeaTpanbHoro
1 My3blKanbHOr0 MCKYCCTBa.

12. Jckus k Ganety “laaHa”. 1972 r. bymara, ryaws, 53 x 77.
CaHxkT-Tetepbyprekuii rocyaapCTBEHHbIA My3eid TeaTpanbHoro
U My3blka/IbHOr0 UCKYCCTBa.

13. 3ckus k cnextaknio “TpeHb-bpewb”. 1966 r. Bymara, ryawb, 61 x 83.
CaHkT-[eTepbyprckuit rocynapCTBEHHbI My3el TeaTpanbHoro
U My3bIKaNbHOMO UCKYCCTBA.

14. 3cku3bl KOCTIOMOB K cniekTakiio “Koluka, koTopasi rynsna cama no cebe”.
1977 r. bymara, ryauib, annaukaums, 80,5 x 42.
CaHxT-NetepByprekuit roCyAapCTBEHHbIA My3eil TeaTpanbHOro
¥ My3bIKabHOrO MCKYCCTBa.

15. 3ckus k banety “TasHa”. 1972 r. Bymara, ryaws, 53 x 77.
CankT-eTepbyprckuii rocyAapCTBEHHbLIA My3ei TeaTpabHOro
¥ My3blKaNbHOr0 UCKYCCTBA.

16. Teatp. 1982 r. Pama 1979-1981 rr. Xonct, macno, 100 x 90,
Jiepeso, peasba. OPI. YactHoe cobpanme.

17. XeHuwmna v nmvupt. 1994 r. Bymara, u. nutorpadws, 49,5 x 31.

18. 06BoaHblit kaHan. 1959 r. Bymara, Tywb, 20 x 30.

19. Wutepbep mactepckoit 3. Apiuakynu. 1972-2001 rr.

[epeso, pe3bba, pocnuchb.

20. Wutepbep macTepckoit. Pparment. 1972-2001 rr.
[Depeso, peabba, pocnuchb.

21. Wnmoctpaums K kHure ctuxoB W. Bpoackoro “bannana o ManeHskom
6ykcupe”. 1991 r. bymara, aksapensb, 22,5 x 41.

22. Mpopasey maca. 1979 r. bymara, ryatwb, 36 x 34,5.

23. Tletyx. dckuak kumre P. Morogyka “Metyxu”. 19751 Bymara, ryaiub, 29x 22,

24. 3cku3 3aHaseca K cnextakmo P. Moroanta “TpeHb-Bpexb”. 1966 T.
Bymara, ryawsb, 59,5 x 83. CaHkT-leTepByprckuii rocyAapCTBEHHbIN
My3eil TeaTpanbHoOro U My3blKaIbHOrO UCKYCCTBa.

25. 3cku3 k cnextakmo “Haw Yykosckuit” (“Myxa-Liokoryxa”®).

1969 r. Bymara, Temnepa,62 x 88,5.CankT-etepbyprckuit rocyaap-
CTBEHHbII My3€ii TeaTpanbHOr0 U My3bIKanbHOrO UCKYCCTBa.

~N O »

©

Saben Apantespuie



26.

27.

28.

29.

30.

31.

32.
33.

34.

35.

36.

37.

38.

39.

40.

41.

42,

43.

44.

45.

Ackus k cnekTaknio “Haw Yykosckui” (“Ta-
pakaHuwe”). 1969 r. bymara, ryauws,

62 x 88,5. CankT-letepbyprckuit rocyaap-
CTBEHHbI My3eii TeaTpanbHoro

¥ My3blKaNbHOrO MCKYCCTBA.
LUkad-noctaseu. 1975 r. [lepeso, pocmmch.
Cankr-Netepbypr. MocyapCTBEHHbIi
Pycckuit My3ein.

Tatapckuii pom. Myp3yd. 1966 r. KaptoH,
macno, 70 x 50.

T'ypayd. 1966 r. Xonct, macno, 50 x 70.
Bnagumunp. O6beanHeHHbIn Bnagumupo-
Cy3pansckuit Mysei.

Liupk. 1966 r. Xonct, Macno, 162 x 125.
CLLA. YactHoe cobpanme.

Camosap. 1969 r. Xonct, macno, 100 x 90.
Anma-Ata. KasaxcraH. [0CyRapCTBeHHbIR
My3ei n306pasnTeNbHbIX UCKYCCTB.

3uma. 1970 r. XoncT, macno, 125 x 150.
Xetckuit noptpeT. Xynoxxuk Mapuna Asu-
3sH. 1969 r. Xonct, macno, 100 x 90.
Cankr-MeTepbypr. [0CYRAPCTBEHHbIN
Pycckuin my3ent.

HatiopmopT ¢ 3epkanom. 1969 r. Xoncr,
macno, 100 x 90. Xapbkos, YkpauHa.
YactHoe cobpaHue.

MNpaspxuk Mobeaw Ha Hese. 1969 . Xoncr,
macno, 90 x 115. Netpozasoack. Myseit
1300pa3uTenbHbIX MCKYCCTB Kapenuu.
XKeHckui noptpet. XyaoxHuk Mapuna Asu-
3H. 1969 r. Xonct, macno, 47 x 40. CaHkT-
Metep6ypr. YactHoe cobpanue.

3nMHUIA AeHb B HOBOM paitoHe. 1975 T.
Xoncrt, macno, 145 x 200. Cankt-etep-
6ypr. locynapcTeeHHblid Pycckuit My3eil.
Becna. 1974 r. Xonct, macno, 140 x 160.
Cankr-MNetepbypr. MocymapcTeeHHbiii Pyc-
CKWii My3ei.

BeceHHss BopoHa. 1977 r. Xonct, macno,
125 x 150. fpocnaenb. Xya0XECTBEHHbIA
My3eil.

BecHa. Mtuupt npunetenn. 1975 r. Xoncr,
macno, 144 x 180. CankT-MNetepbypr.
FocynapcTeenHbii Pycckuii my3en.
BeuepHuia ceet. 1979 r. Xoncrt, macno,

125 x 150. Tomck. Tomckuit 0BnacTHoOM xy-
[DOXECTBEHHDIA My3eN.

Men3ax ¢ yepHoit nowapapto. 1976 r. Xoncr,
macno, 90 x 95. Cankr-Tetepbypr. locy-
[DapCTBEHHbIN Pycckuit My3ei.

Pa3rosop. 1976 r. Xoncrt, macno, 140 x 160.
Tomck. Tomckuit 06NacTHON XYAOXECTBEH-
Hblii  My3ei.

becena. 1978 r. Xoncrt, macno, 130 x 110.
Cankr-Metepbypr. MocyaapcTBeHHbI
Pycckuit my3eit.

OxHo. 1968 r. XoncT, macno, 95 x 87.
Netposasoack. Myseit n306pasuTencHbix

uckyccts Kapenuu.

46. Y okna. 1962 r. Xonct, macno, 86 x 71,5.
Bonorpa. ObnacTHas kapTuHHas ranepes.

47. Pabothuubl. 1965 r. Xoncr, macno,

125 x 160. Bonoraa. ObnactHas kapTuHHas
ranepes.

48. Moapyrv. 1979 . Xonct, macno, 177 x 180.
Cankr-Metepbypr. MocynapcTeeHHbiiA Pyc-
CKUIA My3ei.

49. Ocenb 8 ropoge. 1984 r. Xoncr, macno,
100 x 81. ®PI. YacTHoe cobpaHme.

50. Yrpo. 1969 r. Xonct, macno, 125 x 150.
®unnanams. YactHoe cobpaHue.

51. Onnakneanue. 1978 r. Xonct, macno,

170 x 200. KénbH, OPI'. Myaeit coBpemeH-
HOro uckycctea a-pa MNerepa Niogsura.

52. XeHwwHa ¢ ¢pyktamun. 1975 r. Ocdopr,
64 x 49,5.

53. Pa3rosop. Habpocok k kapture. 1977 r. by-
mara, kapaHaauw, 47,5 x 56.

54. Wurepoep. U36a. 1968 r. Ocdopr, 64 x 48.
Mocksa. locynapcTeeHHas TpeTbsikoBckas
ranepes.

55. OkHa ropoga. 1967 r. Peseu, 64 x 48.

56. Letok Ha okHe. 1967 r. OdoprT, 63,5 x 48.

57. OcobHsk. 1967 r. Nutorpadus, 50 x 39.

58. Lupk. 1966 r. Ocdopr, 49,5 x 38.

Komnoauums Ha TeMy “XaTbiHCKOiA nosecTn”

0. Anamosuya. Jiutorpadmu, 38,5 x 46,5. CaHkT-

NeTepbypr. MocynapcTeeHHbIid Pycckuii My3eit:

59. PopHoit nom. 1979 r.

60. Cwmeprb. 1979,

61. Oryasnue. 1979 .

62. Coxxenve. 1979.

63. Yxac BoitHbI. 1979 .

64. [omoit. 1983 r. bymara, ryaws, 51 x 65.
MUHKCTEPCTBO KynbTypbl PO.

65. C 6a3apa. 1983 r. bymara, ryaws, 51 x 60.
MuHUCTEPCTBO KynbTyphl PO.

66. Nsopuk. 1983 r. bymara, ryawb, 69 x 72,5.

67. CypexuCnain. 1980 r. Xonct, macno, 145 x
135. Mockea. locynapcTeeHHas TpeTbsKOBC-
Kas ranepes.

68. B mactepckon. 1980 r. Xoncr, macno,
200 x 215. Cankr-Netepbypr. Mocynap-
CTBEHHbIIA PycCkuii My3ei.

69. HariopmopT C 4epHbIM KOPENHNKOM.

1984 r. Xoncr, macno, 60 x 73.
Noptyranus. YactHoe cobpanue.

70. Kanan KpywreitHa. Beyep. 1984 r. Xoncr,
macno, 70 x 60. fpocnaenb. XyaoxecTeeH-
Hbii My3€iA.

71. [Joxab Ha Kapnoske. 1983 r. Xoncr, macno,
82 x 65. 3anopoxbe. YkpavHa. XyaoXecTBeH-
HbliA My3€id.

72. ®ontaHka. 1984-1985 rr. Xonct, Macno,
65 x 80. MunucTepcTBo KynbTypbl PO.

73. [Ooxpnmebin aeHb. 1983 r. Xonct, Macno,

/90

74.

75.
76.
77.
78.
79.
80.
81.
82.
83.
84.
85.
86.
87.
. Kowuepr. 1981-1982 rr. Xoncr, Macno,

89.

90.
91.

92,

93.
94,

95.

96.
97.

98.

200 x 180. 3eneHoropck. JleH. 06n. Mpo-
dunaktopuit paboTHMKOB METPONONUTEHA.
Beuep. 1983 r. XoncT, Macno, 200 x 180.
3eneHoropck. Jled. 06n. MNpodunaktopuii
paboTHUKOB METPONONUTEHA.

Bbiuku. 1987 r. Bymara, ryaws, 60 x 67.
MunmncTepcTao kynbTypsl PO.

Y pyubs. 1987 r. Bymara, ryaws, 61 x 70.
MunuctepcTeo KynbTypsl PO.

KeHwwubl. 1987 r. Bymara, ryaws, 71 x 61.
YacTHoe cobpanue.

Mpopaswwua ueetos. 1985 r. Bymara, ryatub,
72,5 x 64. laHus. YacTHoe cobpanue.
Ocenb. 1987 r. bymara, ryaws, 61 x 68,5.
MunucTepcTBo kynbTypbl PO.

Beuepnsaa ynuua. 1986 r. bymara, ryaus,
72,5 x 57. MUHMCTEPCTBO KynbTypbl PO,
Ocennue ropel. 1985 r. Bymara, ryauub,

66 x 72,5. MuHucTepcTBo kynbTypsl PO.
Wrpoku. 1986 r. bymara, ryauws, 73 x 66.
MuHucTepcTBo kynbTypsl PO.

Ynuua. 1986 r. bymara, ryaws, 72,5 x 66.
MuHucTepcTBO KynbTypbl PO.

B macrepckoi. 1987-1988 rr. XoncT, Mac-
no, 215 x 200.

Mpa3sanuk. 1988 r. Xonct, Macno,

215 x 200. Cankr-Metepbypr. Cobpanue
LB3 “Manex”. .

Tearp. 1986 r. Xonct, mMacno, 215 x 200.
Liupk. 1986 r. Xonct, Macno, 215 x 200.

180 x 144.

Mow apy3abs v yepHas cobaka. 1984 r.
Xoncr, macno, 130 x 145. lupexums Bbic-
T1aBok CaHkT-MeTepbyprekoro otaenexmns
Coto3a Xynoxnukos Poccum.

TpamsaiHbiit napk. 1984 r. Xoncr, macno,
45 x 55.

Tony6oi penb. 1989 r. Xonct, macno,

60 x 69,5. 10. Kopes.. YacTHoe cobpaHue.
Ocernuin noxab. 1984 r. Xoncr, macno,

55 x 46. [ivpekums BoicTaBok CaHkT-MeTep-
6Gyprckoro otaenenus Cotoza Xyoox-
HuKoB Poccum.

Ha6epexHxasi. 1975 r. XoncT, macno, 35,5 x
46. Cank-Netepbypr. YacTHoe cobpahue.
HabepexHas Makaposa. 1975 r. Xoncr,
macno, 36 x 46.

Habepexras Makaposa v Lepkosb Cs. Exa-
Tepuhbl. 1985 r. Xonct, macno, 81 x 100.
MunucTepcTeo kynbTypel PO.

OsoLwuHoit kuock. 1980 r. Xonct, Macno,

80 x 85. 10. Kopesi. HYacTHoe cobpaHue.
Caanckuit sop. 1987 r. Xonct, macno,

70 x 60. Nopryranus. YactHoe cobpatue.
becena apy3seii. 1983 r. Xonct, macno,
97 x 130. fipocnasnb. XynOXECTBEHHbIN
My3ei.



99.
100.

101.

102.

103.

104.

105.

106.

107.

108.

109.

110.

111,

112.
113.

114

115.
116.

117.

118.

119.

120.

121.

122.

123.

124.

125.

126.

Macbauc. 1990 r. Xonct, Macno, 90 x 100.
Becepa 8 Mnosauee. 1986 r. XoncT, Macno,
163 x 130. Coto3 XynoxHukos Poccuu.

B Tearpe. 1982 r. Xoncr, macno, 90 x 100.
fipocnaenb. Xy[AOXECTBEHHbIA My3eN.
Hesecra. 1981 r. Xoncr, Macno, 200 x 180.
CatkT-Netepbypr. MocynapcTeeHHbiiA Pyc-
CKMiA My3edt.

Onnakueanue. 1985 r. Xonct, Macno,
163 x 130. Bonorga. ObnactHas kapTuHHas
ranepes.

Nechs. 1982 r. Xonct, macno, 130 x 163.
Bonorpa. ObnactHas kapTvHHaa ranepes.
Npowatxne. 1985 r. Xonct, Macno,
110 x 130. AmcTepaam. FonnaHaus.
Crepennitk Myseym.

Capn. 1989 r. Xoncr, macno, 90 x 100.
3eneHoe okHo. 1989 r. Xonct, Macno,

100 x 90. AaHus. YacTHoe cobpatue.
Oxupanve. 1993 r. Xoncr, Macno, 100 x 80.
Cankt-Netepbypr. ocynapcTBEHHbIN
Pycckuit mysein.

Yrpo. 1990 r. Xoncr, macno, 100 x 80.
Cankr-letepbypr. YactHoe cobpatme.
MoptpeT cuiHa. 1994 r. XoncT, Macno,
69,5 x 60.

Wrpywkun cwiHa. 1994 r. Xonct, macno,
100 x 90. .

Kopmswas. 1993 r. Xonct, macno, 82 x 65.
Po3oBas kyxHd. 1994 r. Xonct, macno,
82 x 64,5. CLLIA. YactHoe cobpaHue.

. Yrpo. 1997 r. XoncT, macno, 130 x 88,5.

Cankr-NeTepbypr. YacTHoe cobpanme.
[eoe. 1990 r. Xonct, macno, 90 x 100.
Ocennue Tpameaun. 1995 r. Xonct, macno,
90 x 100. Cankr-Netepbypr. YactHoe
cobpaHue.

CHer uper. 1995 r. Xonct, macno, 70 x 60.

TpameaitHbiii napk. 1995 r. Xonct, macno,
60 x 70.
®ontaHka. 1993 r. Xonct, macno, 67 x 73.
Mockea. YacTHoe cobpaHue.

CHeronag. 1995 r. Xoncr, macno, 80 x 100.

Mockea. YactHoe cobpahme.

B BaHHoit. 1991-1993 rr. XoncT, macno,
100 x 90.

Ha kyxve. 1992-1993 r. XoncT, macno,

100 x 90.CanxT-MeTepbypr. YactHoe
cobpatue.

B NetHem caay. 1985 r. XoncT, macno,

130 x 97.

Bykcvpbi Ha Hese. 1985 r. Xonct, macno,

81 x 100. Xabaposck. [lanbHeBOCTOUHbIN
XYAOXECTBEHHbIN My3eil.

Tyman Hag Hesoid. 1984 r. Xonct, Macno,
60 x 70. ExarepuHOypr. XyaoXeCTBEHHbIiA
My3e#.

HabepexHasi. Buinan cHer. 1994 r. Xoncr,

127.
128.

129.

130.

131.
132.
133.
134.
135.
136.
137.
138.
139.

140.

141.
142.
143.

144.
145.

146.
147.
148.
149.

150.
. byket ot Craca. 1996- 1997 rr. Xoncr, mac-

151

152.

153.

154,

155.

macno, 60 x 70. Mocksa. YactHoe cobpanme.
Bykcvpbt. 1993 r. Xonct, Macno, 64,5 x 82.
KopwuHesbiit aeHb. 1994 r. Xonct, macno,
65 x 82. Mocksa. YacTtHoe cobpaHue.
Bua ¢ 6ankona. 1984 r. Xonct, Macno,
73 x 60. Bonrorpan. KaptuHHas ranepes.
BeuepHsis Menoaus. Most cembst. 1994 r.
Xonct, macno, 100 x 90. [anus. YactHoe
cobpahue.

[Joma Ha Moiike. 1984-1985 rr. Xoncr,
macno, 67 x 73.

®ontanka. 1990 r. XoncT, Macno, 65 x 82.
Cankt-MNetepbypr. Cobpanne LUB3
“MaHex”.

Jliocsi. 1981 r. Xoncr, Macno, 198 x 108.
Ana. HabepexHas. 1990 r. Xonct, Macno,
90 x 100.

BecHa. 1984 r. Xonct, mMacno, 45 x 55.
10. Kopes. YacTHoe cobpaHme.

KpacHbit Tpameaii. 1993 r. Xonct, macno,
67 x 73. Mocksa. YactHoe cobpanue.
Monpexb. 1986 r. Xoncr, mMacno, 90 x 100.
10. Kopes. YacTHoe cobpatme.

Netunit can. 1987 r. Xonct, macno,
215 x 140.

Ocenuas annes. 1998 r. Xonct, macno,
60 x 70.
Tpameau 1 ocexHue aepesbs. 1998 r. Xoncr,
macno, 38 x 46. Caukt-lNetepbypr.
YacTHoe cobpaHue.

Cnenagq cobauka. 1991 r. Xonct, macno,
54,5 x 46.

Moiika. 1980 r. Xonct, macno, 46 x 55.
10. Kopes.. YactHoe cobpatue.

Coipoit aeHb. 1997 r. Xonct, macno,
46 x 54.5.

Orrenenb. 1998 r. XoncT, macno, 90 x 100.
B ctapom ropoge. 1986 r. Xonct, macno,
90 x 100. MunucTepcTBo KynbTypl PO.
Csetnoit namstn apyra. MNocasiwaetcs Pa-
awo Moroauny. 1994 r. Xonct, Macno,
82 x 65.

B BanHo#. 1991 r. Xoncr, macno, 100 x 80.
YrpeHuuir Tyanet. 1991 r. Xonct, macno,
100 x 80.

ba3ap B Kyraucu. 1984 r. Xonct, macno,
100 x 90. ®PT". YactHoe cobpaHue.
LINKnO. 1986 r. XoncT, Macno, 215 x 140.

no, 100 x 78. CLLUA.YacTHoe cobpaHue.
Conreunbid MyTTo. 1995 r. XoncT, macno,
130 x 110.

OceHnuin 6yket. 1996 r. Xonct, mMacno,
55 x 46. Utanus. YactHoe cobpanue.
LiseTol 1 3epkano. 1996 r. Xonct, macno,
72 x 60.

Ymunenue (1). 1996 r. Xonct, macno,
130 x 97.
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156.

157.

158.

159.

160.

161.

162.

163.

164.

165.

166.

167.

168.
169.

170.

171.

172.
173.
174.
175.

176.
177.

178.

179.
180.

Mecsy mai (1I). 2000 r. Xonct, macno,
90 x 100.

Poxpecteo B MoeM fiome. 2000 r. Xoncr,
macno, 113 x 76.

Poxaectso (II). 1999 r. Xonct, Macno,
63 x 74.

Bnaroseweue (11). 1999 r. Xonct, mMacno,
90 x 100.

braroseuienve (1). 1999 r. XoncT, macno,
130 x 97.

Berctso 8 Ervner (1l). 1999 r. Xoncr, Macno,
71 x95.

Mnay no yomenHbim (I). 1999 r. Xonct, Mac-
no, 67 x 73.

Poxaecrso (lI). 1999 r. Xonct, mMacno,
63 x 74.

Poxnectso (IV). 2001 r. Xoncr, macno,
79,5x 89,5.

BecHa. Liepkoeb MoaHHa Bouna (I1). 2001 r.
XoncT, macno, 115 x 88,5.

Bonuby xBocTbl. Byker. 1996 r. Xonct, mac
no, 82 x 65. Mocksa. YactHoe cobpaHue.
Buixon B cag. 1997 r. Xoncrt, macno,

120 x 80.

Nleto. 1997 r. Xonct, macno, 130 x 88,5.
Asryct mecsu. 1996 r. Xonct, macno,

82 x 65. Mocksa. YacTHoe cobpaHue.
Doxab 8 Cyapane. 2000 r. Xonct, Macno,
50 x 60.

®ontaHka. 1996 r. Xonct, mMacno, 60 x 70.
CLLA. YactHoe cobpatue.

Ynuua Ha MoHnapHace. Mapux. 1998 r.
XoncT, Macno, 79 x 89,5.

Bykcup Ha kaxane. 2001 r. Xonct, Macno,
67 x 73.

Cyapanb. PoxpaecTeeHckuii cobop. 2000 r.
XoncT, macno, 50 x 59,5.

Crapbiit aom. 1986 r. Xonct, Macno, 82 x 65.
lopka. 1997 r. Xonct, macno, 54,5 x 45,5.
TpamBaitHbiie napk. 1997 r. Xonct, mMacno,
54 x 65. Cankt-Netepbypr. YactHoe
cobpaHme.

Benbie Houn. 1982-1983 rr. Xonct, macno,
160 x 1060. 3eneHoropck. JleH. o6n.
MpodunakTopuit paboTHMKOB METPO-
nonuTeHa.

Macxa (I1). 1998 r. XoncT, macno, 60 x 73.
Hatiopmoprt. 'Bo3auku v yace. 1997 .
Xonct, Macno, 67 x 73. Mocksa. YacTHoe
cobpaHue.

Ha obnoxke ucrnons3oBaH GparMeHT paboTsi
“Actpui”. 1994 1.

Xoncr, macno, 62 x 50.

Cankt-lerepbypr. YactHoe cobparwme.

5
Snben ;@mgakylm



A:A:L:P.}

30

3ABEH APIIIAKYHH

ABTOp KOHUENIMU
M COCTaBHTENb CEPUH

HCAAK KYIHIHUP

Kyparop nananus
HHHA APIIAKYHH
AsTOp CTaten
MHXAHJI TEPMAH

Nepesoa
TATbAHA BEYEPHHA
dorvorpadu
BAAJUMHP JOPOXOB
CEPTEM JIO3A

CTYyAUS «HIT-TIPUHT»
Canxr-Netepbypr,
Wamainosckui, 29

Ten./daxc 324-6515, kpyrnocyTouHo
e-mail:npprint@comset.net
Anpextop
MHXAHWJI 3CKHH
Texuuuecknit aupexTop
TMABEJI XA3AHOB
An3aitn, sepcTa, o6noxxa
EJIEHA KJIbIKOBA
SNororun cepun
CEPI'EM BEIPEB
CxanuposaHne n peTyib
MHXAWJI MOPI'YHOB
AMUTPUNA KY3bMHYEB
JAEHHUC YHUXKOB
OJIEI' MYCUH
Koopaunatop
JIWANA EINNEPEBA
Koppexrop
AHTOHHWHA MEJABEJEBA
Wanavens
00O «I1.P.I1.»
191186, CankT-Tetepbypr,
yn. NnexaHosa, 24
Wag. nuu. N 02675 ot 28.08.2000

Knura oTnevarana
000 «TUIOrPA®UA
«HIT-TMTIPHUHT»
CankT-Metepbypr,

Ha6. O680AHOrO kaHana, 14
Ten./dakc 325-2297, 567-0663

CAHKT-NETEPBYPT 2001



ApwakyHu 3aBeH leTpocoBUY poaunca B JIeHuHrpage
13 maa 1932 rofga. Bclo XM3Hb XUBET n paboTaeTt
B MNeTepbypre. Mepexun 3gecb 610Kagy, noTepss
poanTeneii. Yunnca B cpeAHen XyA0XKeCTBEHHOW wWKone
npu Pocculickoii Akagemun xypoxects (1946-1953 rr.),
a 3atem B IHCTMTYyTe XUBONWUCKU, BasHUA W 3044ecTBa
mm. N.E. PenunHa (1954-1961 rr.).
C 1962 roga — uneH Cotw3a XyAOXHUKOB Poccuu;
1972 rop — y4vyacTHUK “I'pynnbl oAnHHaguaTun”;
c 1992 roga — 4YneH OArnneBcKoOro ueHTpa uckyccts CMo6;
c 1995 roga - uneH CaHkT-MeTepbyprckoit AkagemMmun
CoBpemeHHOro Wckycctea. OAnWH M3 BeAylWNX MacTepoB
CaHkT-MeTepbypra. PaboTaeT B 06/1aCTV XXUBONUCK B ee
OCHOBHbIX MPOABAEHNAX (Nei3ax, HATHPMOPT, XaHp,
noptpet, 6ubneiickaa Tematuka), rpaukm (PUCyHOK, *
akBapenb, oopT, nuTorpaduma, KHUXHaa rpaduka,
nnHorpastopa), cueHorpaum (gekopauns, KOCTHOM,
MakeT), NPUKNagHOro uckyccrtea
(pe3bba n pocnuck no gepeBy). Ocopmun 9 cnekTakneim
B Teatpax CaHkT-lNeTepbypra. MNMpounnwctpuposan
6 KHUT neTepbyprckux noatos. C 1960 roga no HacTosuwee
BpeMs yyacTHUK 6onee 200 BbicTaBOK (FOPOACKUX,
BCEPOCCUNCKNX, MEeXAYHapOAHbIX), U3 HUX
23 nepcoHanbHbiX. PaboTbl 3aBeHa ApllaKyHU HaxogsaTcs
6onee uem B 40 my3esax Poccum, cTpaH 6UXHErO

M fanbHero 3apy6exbs.
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