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HCCNEAOBAHME NEH3AMKA. BLICTABHA B IBYX YACTAN

JIByx4acTHasi BBICTABKa IO HCCIIEIOBAHHIO COOMpATENnbHOro 00pa3za HOBO-
ro mei3aka — 3TO MPOEKThl, HE3aBUCUMO CYIIECTBYIOIINE B OHOM BBICTABOUHOM
npoctpanctBe: «llycroe mecro» Eropa IlnmorHukoBa m «MemOpana» ['éHcy AH.
Xynoxxaukn omHoro moxoneHus, Erop IlmotHukoB u ['€Hcy AH, Haxomsce B pas-
HBIX COIMAJIbHO-KYJIBTYPHBIX M TeorpaMuecKuX H3MEpPEeHUsIX, ONEPUPYIOT OXHUMH
1 TEMU K€ MOHATHUSAMHU U NBITAIOTCSI OTBETUTH HA ITOXO0XKHKE BOIPOChl: YTo ecTh MecTo?
YTO €CTh NeH3ax? KaK M M0YEMy BO3HHKACT HAPSHKEHHUE B MOTPAaHUYHBIX TEPPUTOPH-
SIX MEXIy TOPOJIOM U OKpanHOi1? KakoBa cyap0a )KHBOIUCH Kak Mexnyma?

CoBpeMeHHBIN Ieif3ak 04EHb CIOKEH M, BO3MOXHO, I03TOMY TakK IpHUBIIEKa-
€T XyHAOKHUKOB. MBI MO-TIPE)KHEMY Ha3bIBaEM OKPY’)KAIOIIME HAC 3[aHUs, IPUPOLY
U BCE, 4YTO MBI BUJUM, «Hei3axkami». OIHAKO TO, YTO MBI MOJIPa3yMeBaeM MOJ CIIO-
BOM «II€H3ax», BEPOSITHO, NaBHO MCYE3JI0, OCTAJICS JIHIIb CYLUIECTBYIOIIUI BHYTpU
YeJIOBeKa HEBUAMMBIN 00pa3. XyZOKHHKOB INPHBIEKAIOT T'PAHHIBI COBPEMEHHOTO
Tiei3axa, ero MHOrocJI0HHOCTb, MaCIITAOHOCTh M OTHOBPEMEHHO (h)parMeHTapHOCTb,
MIPOTSHKEHHOCTh BO BPEMEHH U, NIABHOE, OTHOILIEHUS MEXLy 3pUTEIIEM U Neii3axKeM.

Xynoxuuk u3 FOxuoi Kopen I'éacy AH oOparnaercs K neizaxy depes «cpen-
HUH JaHamadT», KOTOPHIA (opMUpYyeTCsl Ha TpaHHIE MEXIY >KUBBIM TOPOJIOM H
TOPOAOM, KOTOPBIN MPEBPAILACTCsl B PyHHBI, MEXKAY UCUE3HYBIIUM MECTOM KUTEIIb-
CTBa M MECTOM JKHTEJIBCTBA, KOTOPOE CKOPO OyZeT Co3AaH0. XyHT0KHHUKA IPHUBIECKAIOT
MYCTBIE YYacTKU M TOT JIaHAMA(T, IIe BUIHA OOIIMpHAs IyCTOTA, IIe BUIHBI CMe-
LIaHHBIC JPYT C APYTOM HESACHBIC LICHHOCTU: MYCOp, HEHY)KHBIE BEIlH, OE3bIMIHHBIC
OTIOPEI, IOBPESKACHHBIC W 3a0pOIICHHBIE IPUPOTHBIE 00BeKTHL. «MecTto» ['€Hcy AH
— OecdopmeHHoe, Bceraa cocTosIee U3 MOCTOSTHHBIX BEIMYHH — BPEMEHH U TIeH-
3axa. «Korga s cMOTpro Ha mel3ax, s BO3BpAILAlOCh B IIPOIIJIOE, PACCKA3bIBAIO O
HaCTOSIIEM U MPEACTABIAIO OyayIee», — J00aBIIET XyT0XKHHUK.

B cuny axagemudeckoro oOpas3oBaHHsA 00a XyIOKHHMKA YIAEIAIOT ocodoe
BHUMaHHE KUBOIUCU Kak Meanymy. ['€Hcy AH paboraer Han npoektoMm «MemOpa-
Ha» yxe MHOTO Iet: «B 2010 roxy Ha aBrobycHoii cranmuu Mouxu-Jour B Ceyie




CJIOBa «MeMOpaHay, «TpaHUlla» U «CJOi» mpuobdpenr ocoObiid cMBICH. S 3amyman-
cs1 0 (PU3MUECKOM CYIIECTBOBAHMHM KOHKPETHOTO MECTa M €r0 MHOTOCIOHHOCTH. JKe-
JaHWE YBUAETH 3TH CIOW W TPaHMIBI TOPOJa, TO, KAK OHH HAKIJIAIBIBAIOTCA APYT Ha
Jpyra U MpeBpallaloTcs B TOPOJI, 3aCTaBUIIO MEHs 0ojiee OCHOBATENILHO HCCIIEIOBATh
JKHUBOITUCH Kak Meanym». CinoBo «meMmOpanay (membrane, aHTTUICKHIHA TTIEPEBOI KO-
pelickoro cia0Bo mak) OTCHUIACT, COTIIACHO CIIOBApIO, K 3aIIUTHON 000IOUKEe KIETOU-
HOTO s7pa, KOTOpasi OTJACISAET ero OT BHEUIHHX YTpO3 U CPEeIbl, HO OJHOBPEMEHHO
BEIOpAcHIBaET BHYTPEHHEE BEIIECTBO HApYXKy. «MeMOpaHa» obnagaeT TBOMHBIM OHO-
JIOTHYECKUM CMBICIIOM POBHO TaK e, KaK U CO3AaHHBIC U UCCIICTyeMbIE XYI0KHUKOM
«MeMOpaHbI JaHaadTay, — ¢ OJHONH CTOPOHBI, OHH CHMBOJIU3UPYIOT UCKYCCTBEH-
HO C/I€JIaHHBIC JKUBOTIMCHBIE (PparMeHThl peaJbHOCTH, C APYTOil, IPH BO3BPALICHUN
XOJICTOB B €CTECTBEHHYIO CpE/Ty OHHM CHOBA CTAHOBSTCS €€ YaCTHIO U IOTIONHSIOT ee.

B TeueHue ceMu JeT MPOESKT MOCTOSIHHO OOHOBISUICS. [IOSBIISIINCE HE TOJb-
KO HOBBIC XHBONHCHBIE pabOThl, HO M (OTOMOKYMEHTALHUS C MECT HX CO3JaHHA.
I'éacy npuobmaercs kK maHAmAGTy B pe3ylbraTe BO3BPALICHUS M TEM CaMbBIM 3a-
CTaBIIET OOPATUTh BHUMAaHKE Ha CaMO MECTO. AH BO3BpaIlacTCs Ha OPUTHHATIBHOE
MECTO, KOTOPOE CTaJI0 CIOXKETOM PabOTHI, COOMpACT M BHIKJIAABIBAET 33 XOJICTOM BCE
HalileHHbIe 00BbEKTHl — JICPEBIHHbBIC TAKH, KAMHH, IIPOBOJA — TaK, YTOOBI KapTH-
Ha COBMaja B HEKOI Touke ¢ JaHmgmadToM, u potorpadupyet. «KapruHa Bo3HHKAET
W3BHE, a KOT/A 5 €€ HAKJIQABIBAIO Ha IEHCTBUTEIBHBIA BII MECTHOCTH, OHA HAYMHAET
OTIpeNeNATHCS Kak "MemOpaHa'"», — mobaBisiet [ EHcy.

«Ilycroe mecto» Eropa ILmoTHHKOBA — 3TO TPOJODKEHHE OJHOUMEHHOTO
MHOTOJIETHETO TPOEKTa, B OCHOBE KOTOPOTO JISKUT HCCIICAOBAHHE TeH3axa depes
MPOTYIKY. «B TedeHnu mATH JeT Bce MOU pabOTHl Pa3BUBAIOT B HEKOTOPOM CMBICIIEC
STOT CHKET MPOTYJIKHU WK My TEIICCTBHSI, KOT/Ia Thl BCIOMHHACHIB JIAHAIA(THI, B KO-
TOPBIX THI KOTZIA-TO HAXOAWICS», — roBOPHT Erop. «Mecto» s [ImoTHIKOBa MOXKET
AMETh TeorparUuecKyro MPUBSI3KY WK 00JIa1aTh BCEMH CBOHCTBAMHU COOHMPATEIBHO-
ro 00pasa, HO OHO BCET/Ia TECHO CBSA3aHO C MaMSITHIO M BIICUATIICHUSIMH XYTOKHHKA OT
peanpHOCTH. Yepes MaciTaOHbIE )KUBOIIMCHBIE XOJICTHI C KPYITHBIMH JTaHAIIadTaMA
¥ COBCEM MaJICHbKHE (parMeHTHI Tei3axei [IIOTHHKOB 00parmaercss K HEBUINMOMY
«Mei3axy», KOTOPBIH SBJISIETCS PEKOMITO3UITUCH MPOIUTBIX BOCIIOMUHAHUIN M BIICUaT-
nennii. Ero neif3aku HaClIeAyIOT OYTH IBYXCOTIIETHEH TPaJAUIINH ITOTO JKaHpa U 00-
JaAl0T Ka4eCTBAMU MOHOTOHHOCTH, JJAKOHMYHOCTH W AMOIIMOHAIEHON CIIePKAHHO-
CTH, XapaKTCPHBIMA UMEHHO IS PYCCKOM IIKOJIBL.

[InoTHMKOB OOpamiaeTcss K MeH3axy, Kelas MepeoTKPBITh ITOT KaHp VIS
ce0sl T0-HOBOMY, U T10 aHAJIOTHH C TIPOU3BEICHHEM, KOTOPOE CMOTPHUT CaMo Ha cebsl,
XyJTOXKHUK HCClenyeT Oe3NonHbli MaHmmadTt, KOTOpeld HaOOgaeT 3a 3pHUTENEM.
«IlycteIps Bpozie ObI HyX€eH, a Bpozie ObI HET, TO JIN 3apacTeT ceivac, TO JIX HEeT, B HEM

OIIyIIIaeTCsl BCE BpeMsl MOTEHIIMAN K U3MEHEHHUIO, U B 3TOM "MyCTOM MecTe" BO3HHU-
KaeT Hanpsdicenue, KOTOPOe MEHA KaK pa3 M WHTepecyeT», — oObsacHsAeT [ImoTHu-
KOB. XyIOKHHUK PEAKO CO3IaeT CAUHHIHOE TIOJIOTHO, OOBSICHSS 3TO TEM, UTO MPUBBIK
paboTark ¢ OJHOW HIeel U OTHeNIbHBIE XOJICTHI CaMU COOMPAOTCS B OOIIUI TPOEKT.
OH >KCTIepUMEHTHPYET, 100aBIIeT B CBOM )KUBOIIMCHBIE MTPOEKTHI CKYIBIITYPHYIO MHU-
HUATIOPY, VICTAeT BHUMAaHUE SKCIIO3UIIUHN U CaMO# (PUTYpe 3PUTEITS, CTAPASCh BKIFO-
YHUTH €0 B MPOIIECC AKTHBHOTO BOCIPHUSTHSL.

C omuoti ctoponsl, Erop IInotaukoB u I'€éHcy AH QOKycHPYIOTCS Ha MOHS-
THAX «IEH32K», «HATPSHKCHUE», «TPAHUIBDY, «MECTO» M «BpPEMs», C OPyrod —
«3PUTEIBY, «KUBOIHCHY, «BOCIPHUITHEY. ['€HCYy BBICTPAMBACT OTHOIICHUS CO 3pHU-
TEJIeM M C Tel3aXeM IMOCPEACTBOM BCTPEY MEXKIY PEabHOCTBIO U KHUBOIHCHIO,
KOTOpasi SBJISACTCS OCHOBHBIM PE3yNETATOM BH3YaJbHOTO BOCIPHUSATHS XYIOKHHKOM
JCHCTBUTEIFHOCTH. AHAJIOTMYHBIM 00pa3oM dYepe3 KOMOMHHUPOBAHHE IKHBOIIH-
CH U CKyIbOTypbl [ITOTHHKOB caM 3aHMMAaeT MO3WIMIO 3PUTEIS U 33JaeT BOMPOC
0 CITOCOOHOCTH 3pUTEINS YBUIETh BO3HHKAIOIICE B Iel3axe HAIPSIKCHUE U IIOTCH-
nyajn K u3MeHenuto. MccienoBanrne MHOTOCIOWHOTO 0Opa3a HOBOTO Iei3axka uepes
3pUTENS W €r0 MHIUBUAYaJIFHOCTH — BOT TO, YTO TO3BOJIIET HAXOIWTH CXOICTBO
U pa3nu4us B paboTax IBYX XYIOKHHUKOB.

Kructuna PomaHOBA



By KRristina RomaNova

The exhibition in two parts that explores the collective image of the new landscape
displays projects that independently share a single exhibition space: Empty Space by
Egor Plotnikov and “Membrane” by Gyungsu An. Coming from the same generation,
but living in different social, cultural, and geographic settings, Egor Plotnikov and
Gyungsu An address the same issues and try to answer the same question: “What is a
place? What is landscape? How and why does the tension in borderline areas between
the city and its outskirts emerge? What is the role of painting as a medium today?”

The appeal of the modern landscape for the artists might indeed lie in its ul-
timate complexity. We still call buildings, nature, and our entire surroundings “land-
scapes”. However, what we mean by landscape, probably, has long been gone, hav-
ing left just an internalized, unseen image inside us. The artists are interested in the
boundaries of the modern landscape, its scale, multilayered yet fragmented structure,
its temporal duration, and—most importantly—the relation between the audience and
the landscape.

Gyungsu An, a South Korean artist, approaches landscapes through the “medi-
an landscape”, which is found on the boundary between living cities and cities that are
turning to rubble, between lost habitation places and habitation places to be created
soon. He is drawn to empty lots and the landscapes that reveal the vast emptiness
and ambiguous values meshed together—things people throw away—rubbish, unused
things, unnamed pillars, damaged and abandoned natural objects. The “place” through
Gyungsu An’s eyes is shapeless and always formed by the constants of time and land-
scape. “Looking at a landscape, I am transported into the past, I speak of the present,
and imagine the future,” the artist says.

Due to their classical training, both artists put a special emphasis on painting
as a medium. Gyungsu An has been working on “Membrane” for many years now: “It
was in 2010 at the Yonhi Dong bus stop in Seoul that the words “membrane”, “bound-
ary”, and “layer” revealed their special meaning to me. I started thinking about the
physical existence of a specific place and its many layers. The desire to see those lay-

ers in the city, the way they are superimposed to become that city, has made me deeper
explore painting as a medium.” “Membrane” (translated from Korean mak) refers to
the protective layer of cells that separates and protects them from external threats and
environment, but also serves to discharge out internal substances. “Membrane” has
a double meaning in the biological sense, just as the “landscape membranes” created
and studied by the artist do—on the one hand, they symbolize artificially crafted frag-
ments of reality; on the other, as canvases are returned into the natural environment,
they become its part and complement it.

The project has been updated continuously for seven years. Alongside new
canvases, came photographic reports from the places of their origin. Gyungsu par-
takes of the landscape by returning there and makes us direct our attention to the place
itself. Revisiting the original place that has been depicted on a canvas, An collects
and lays out all the objects in the areas—branches, rocks, wires—so that the canvas
fully coincides with a section of the landscape, and then takes a picture. “The painting
comes from the outside, and when I overlay it on the actual view of the landscape, it
becomes a ‘membrane,” ” Gyungsu adds.

Empty Space by Egor Plotnikov is the continuation of a long-standing project
of the same name that centers around exploring the landscape through walks. “All
my works over the last five years have been developing this narrative of strolls and
journeys, when you recall landscapes you once visited”, Egor says. “Place” for Egor
can have a geographical association, have all the characteristics of a collective image,
but it is always intimately linked to the artist’s personal memory and recollections
of reality. Plotnikov uses both large-scale landscape canvases and smaller landscape
fragments to put together an invisible “landscape”, that is, a recomposition of past
memories and reminiscences. His landscapes follow the tradition of the genre that
is almost 200 years old and possess the very monotony, succinctness, and emotional
restraint typical of the Russian school.

Plotnikov turns to landscape trying to personally rediscover this genre; similar-
ly to an artwork that looks onto itself, the artist uses unpopulated landscapes that are
watching the viewer. “Wasteland seems useless, but it is not, weeds might overtake
it or might not, you can feel the potential for change in it, and in this ‘empty space’
emerges tension, which is precisely my interest,” Plotnikov explains. The artist rarely
paints a stand-alone canvas, saying, that he is used to working on a single overarching
idea, so that all canvases naturally come together into a project. He is experimenting
by adding miniature sculptures to his canvases, shifting the focus of the exposition
towards the audience too, trying to engage them into active perception.

Egor Plotnikov and Gyungsu An focus their attention on such concepts as
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“landscape”, “tension”, “boundaries”, “space”, and “time”, but also on “viewer”,
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“painting”, “perception”. Gyungsu establishes his relations with the audience and the
landscape through the interface of reality and painting, which is the main outcomes
of the artist’s visual perception of reality. In a similar vein, Plotnikov combines paint-
ing and sculpture to try on the viewer’s shoes and poses the question whether the
viewer is capable of seeing the tension emerging in the landscape and its potential for
change. Exploration of the multilayered image of the new landscape through the view-
er and their individuality is the trait that reveals both similarities and differences in
the artists” works.




«MeHs1 OoIblile He HHTEPECYeT, ¥mo OH pUcyeT». BOT UTO Xy/l10KeCTBEeHHBIN
KpuTHK, XtoHmKy Kum, Harrcan 06 AuT'éncy'. [Tog aTum, KOHEYHO, MOApa3yMeBaeTcs,
YTO KPUTHK, KOTOPBIH JaBHO HAOIIOAACT 3a XyHIOXXHUKOM, TEHEeph MPEKPacHO 3HACT,
KaKHe peIIeHus OH MPUMET; OHAKO MHE BHE3aITHO MPHUIILIO B TOIOBY, YTO 3TO MOXKET
OBITH MBICJIb, KOTOpas HAaWJIY4IIMM 00pa3oM 0000LIaeT XapaKTepUCTHKH KapTHH
I'éncy. ABrop Hammcan: «MeHs OOnbIIe HE MHTEPECYET, /Mo OH PUCYET», BMECTO
«MeHs1 OoJibIlIe HE MHTEPECYET, YTO OH pucyet». S oco3Hana, 4To 3Ta pasa sSBiasieTcs
KIIFOYOM, CIIPSITAHHBIM B KAMHSIX 110]] HAIIUMH HOTAMH.

Ymo wmmenHo pucyer AH? KoHeuHO, B €ro KapTHHaX HETPYJHO MHOHSITH
Mpe/icTaBlIeHHbIE 00beKThI. KaMHHU, Jiec, IepeBbsl, 30aHusl, yCThIE yYaCTKH U TaK JJaJiee.
OTH MecTa CyIECTBYIOT Ha CaMOM Jielie, 1 OOIbLUIMHCTBO KapTHH ¢ 0J1arofapHOCThIO
Ha3BaHBI B UX YECTh. XYJOKHHUK K€ IOXOAUT JI0 TOTO, YTO IPUBO3UT KAPTHHY B TO
MECTO, TJie OHa CTaja 0ObEKTOM YKHMBOIUCH, YTOOBI choTorpadupoBaTh U MoKaszaTh
ee HaMm («Pacumctka», 2015). CnenoBaresbHO, 3pUTENN JODKHBI OBUIM HOXYMarh
0 TOM, €CTh JIM KaKoe-mnbo 0coboe 3HaYeHHE MO Ty CTOPOHY 3TOH perpe3eHTAaInH,
KOTJla OH caM TPHHOCHUT M BBICTAaBIIIET OOBEKTHI Iepe] HAIIMMH IJIa3aMH depes
s3pIK U (pororpaduu. Ilouemy ke Torma AH BHIOpaJ MMEHHO 3TH OOBEKTHI IS
n3obpaxenns? IloroMy 1M, 4TO MOBCETHEBHOCTH sIBNIsieTCss ocobennon? s Toro,
9TOOBI OTHATh JOJDKHOE MPOCTHIM BemlaMm? IIposBUTE cOUyBCTBHE K HM3KHUBIIEMY?
Ecnu BbI omyniaere 3T0 TOMHUTENIBHOE TEIIO, MEPEAaHHOE Ia3aMu AHa, TO BBI
CIIMIIKOM ONTUMHCTHYHBI. MpauHble OETOHHbBIC 3[aHUS HAJ KyCTOM, KOTOPBIH
BBINVIIANT Kak MATHO prkaBumHEI («Cymepmapker», 2016), 1 HEOHOBBIE OpPHAMEHTHI
LBETHHUKA, MOKPBITOro MycopoM («Beuep», 2016), yapydaroT HaCTOJIBKO, YTO OHHU
HaTNOMHHAIOT ei3axw fin de siécle mmm nompocty pyunsr. OnHAKO, YIUTHIBAs CYyXOU
B3IJISI]T XY/IO’KHUKA Ha (POPMBI, KOTOPBII MOXKHO 3aMeTUTh B «KpacHoM kpyre» (2015)
i «3arnoiHeHHOM oTBepcTHm» (2015), KaxkeTcs:, 4To CBsI3aTh €r0 MHOTOYHCIICHHBIE

1 Hyunju Kim, In Between, An Gyungsu’s Solo Exhibition Catalogue On the Way, MMMG,
2015, p. 2.



XyJIOKECTBEHHBIC pPA0OTBI C UYYBCTBOM MEJAHXOJUU OBUIO OBl 4YpPEe3MEPHBIM
yrnpoierreM. Torma mouemy ke AH BEIOpaJ TaKHUe TH30bI7

ITocraBum Bompoc mHade. MOXHO 7M1 0003HAYUTH TO, YTO PHCYyeT AH,
Kak «4Tt0o»? OOBIUHBIA B3I BBIXBATHIBACT OOBEKTHI HA ()OHE, U MBI HA3bIBAEM
9TO «UTO» «UHIWBUAYAIBHOCTAMI». MBI JIETKO NpPUHUMAeM WHAWBHAYAIbHOCTH
KaK CyIIHOCTh, 3aKIIOYCHHYIO B PaMKH OIpENeNeHHON (OpMBI, U TO, YTO MHP
COCTOHUT M3 3THUX HWHAWBUIYAJBHOCTEH, KOTOPBIC CTAJIKUBAIOTCS IPYr C IPYTOM.
OnHaKO B TOM MecCTe, Ille OCTaHOBHJIVCH I1a3a AHa, Hallle BHUMAaHHE TPUBJICKAIOT
BOBCE HE WMHAMBHIyaldbHOCTH. B «Pacumctke» (2015) Touka, co3maromas camoe
OOJIBIIIOE BHU3YallbHOE HAMPSKEHHE, — 3TO HE YTO WHOE, KaK JIMHH, KOTOpas
repeceKkaeT HauCKOCOK KapTHHY M Ty YacTh, [e DajgKas IMOBEPXHOCTh U rpyObIe
COPHSIKM OKa3bIBAIOTCS MO 00€ CTOPOHBI ATOW IMHWUHW. M3-3a 3TOM mpenenbHOU
JUHUUA B CepelnHE 00€ CTOPOHBI OO0JAJAlOT pa3HOW HMHTCHCHBHOCTBIO. BumHo,
YTO €CTh HANPSDKCHUS BO BCEX XapaKTEPHCTUKAX: PaBHOMEPHOCThb, BBEITYPHOCTH
U TBepHOCTh. 1l0 Mepe TOro Kak 3TH HaNpSKEHUS HCIBITHIBAIOT OMPEICICHHBIC
BO3ICUCTBUS (HAampuUMep, NEHCTBHE, B KOTOPOM CEeMsl COPHSKAa MPOTHUCKUBACTCS
B pa3ioM W IPOPACTAeT) Ha HEKOTOPOE KOJIMYECTBO BPEMEHHU, OHH CTAHOBSTCS
6omee oueBMIHBIMU. [103TOMY, eciny BEpHYTHCS K OMHCAHUIO TOTO, Kak JaHgmadT
Iomaj B TOJe 3peHuss AHAa, MOXHO CKa3arh, YTO MO MEpPE TOTO KAaK TEUeT BpeMs,
B pe3yabTare IOBTOPCHUS OIPEIEICHHBIX ACUCTBUMA, HAMPSKCHHE CTAHOBHUTCS
OYEBHUIHBIM M OHO CTaHOBHTCS IPEAEIOM, U TOTIA XYIOXKHHUK oOparmiaeT BHUMAaHUE
Ha WHIUBHIYaJbHOCTh M OKpYXarIly ee cpemy. CremoBarenbHo, JaHImadT HE
BO3HUKACT KaK BBIpa3UTENbHAS WHAWBUAYAILHOCTH, HO, CKopee, AH depe3 CBOE
BOCHPHUATHE CMOT BBIACIUTH WHAWBUIYAIBHOCTD U3 OKPYXKAIOIIETO ee JaHamadTa.
HMeHHO TOrj]a WHAWBUAYAJILHOCTH HAKOHEI[ CTAHOBUTCS WHAWBUIYATbHOCTBHIO,
BCTPOCHHON B OTHOIICHHS C OKpYJXKAloIIeH Cpemoil, KOTOphle OCHOBaHEI Ha 3TOM
mpenene. CoOCTBEHHO TOBOps, 3TO HAa3BIBACTCSI HE HHIUBUAYAITBHOCTBHION,
a «uHaAuBUAyammeny. J{ins Toro 4toObl BO3HUKIIA YepHas JuHUsA («UepHas JIUHUILY,
2015), momxkeH OBITH JKENTHIH [BET, a CYNICCTBOBAaHHE TPaBBlI IMPOSBIACTCS Ha
KoHTpacTe ¢ TeMHoTOi («HouHnas TpaBay, 2015). braromaps rpanniie MexmIy HUMH,
TO, UTO HAXOIMUTCS MO 00€ CTOPOHBI, PA3TUYACTCS IO CTATYCY, M €CJIM OHU TIOTYYal0T
WHAWBHIYATBHOCTH Yepe3 IPYTyK CTOPOHY, TO MOJOOHBIC IPOHUIACMEIC TPAHUIIBI
B OMOJIOrMH HA3BIBAIOTCS HE IPaHUIIAMH, a MEMOPaHOIA>.

2 buonor XKuns6ep CHMOHIOH ObLI TEM, KTO IIOHMMaJl MEMOpaHy He IPOCTO KaK 000JI0UKY,

a U3MEHSIIOLYIOCS IPAHHILY, KOTOpasi IOCTOSIHHO OOMEHHMBACTCsI 9HEPrUei 3a CYST Pa3HULIBI B
HMHTCHCHBHOCTH. DTa KOHLELHs, KOTOPYI0o CHMOH/IOH OOBSICHSUI 110 HPUHLHITY HHANBHIYAIIHH KHBOTO
Tena, OblIa puMeHeHa K ¢punocodun n uckycctsy JKunem enesom. «Xoporo Beipasui 31o JKunsoep
CHUMOHJIOH: [...] «BCce coziepKaHne BHYTPEHHETO POCTPAHCTBA HAXOAUTCS B TOMOIOTHYSCKOM KOHTAKTe
C coziepkaHHeM BHEIIHEro NPOCTPAaHCTBa Ha npejelax xuBoro» (Kuib Jenes, «Jloruka cMbiciiay;
Gilbert Simondon, L’Individu et sa genese physico-biologique J. Millon, 1995, p.263).

Korna Xyn0o)HH1K CKa3aJl, 4TO OH PELLII Ha3BaTh BBICTABKY «MembpaHa, s Oblia
OYCHb YAWBJICHA M Paja COOTBETCTBHIO, U Y MEHS IOYTH HE OBUIO HEOOXOIXUMOCTH
O6])51CHHTI) XYOOXKHUKY YAa4HbIC COBIIAJICHNUA B KOHICIIIUH. 9TO CBSI3aHO C TEM, YTO
MeMOpaHa B KapTHHAX AHa y)ke pa3BOpauUBacTCs BIOJb Pa3INYHON OCH KOOPIHHAT;
XyAO)KHUK BOCTIPHHMMAET CBOWCTBA MeMOpaHBI 0ojee 4yTKO, YeM JIIOOBIEe JApyrHe
ouonoruueckue, Guocockue u ICTeTHISCKUE 00BSICHEHHSI: OH H3Y4rI MeMOpaHy ¢
Pa3HBIX TOYEK 3PCHUSL.

Bo-nepBEIX, OH BOCHPHHHMMAaeT BCE CBOM KapTHHBI Kak MeMOpaHsbl,
00pa3oBaHHbIE TOCPEICTBOM OECKOHEUHBIX Iepenad COOCTBEHHBIX YYBCTB YacTsM
onpeneNeHHbIX TaHamadToB. DTo Jydiie BCero BUAHO Ha GoTorpadusx, caenaHHbIX
IIOCJIE TOTO, KaK OH BEPHYJ KAPTHHEI B TE MECTa, I1ie OHH OBLIN HapHCOBaHBL.

«[Ipomecc cTaHOBIIEHHS YaCTHIO MeH3axa, MOCJIe BO3BPAIIECHUS
KapTHHBl B OHBIH, TIPU3BaH MpPUBJIEYb BHUMAaHHE K MECTY
MpoUCXoAsAIIero. Ia3a ocraloTcs HE BHYTPU caMoOM KapTHHBI, a
pacumpsIoTCsl 10 MecTa, BeTpsixuBas ero. CraB 4acTpio JaHImadTa
n Oyaydd Ha BpeMs PpACIOIOKCHHBIM, Kak Obl HECOBMECTHMBIM
HaJIOXKEHHEM, U He J100aByIsis HUKaKoro 3Ha4eHUsl, KapTHHa SBIISETCS,
MOXET OBITh, OOpBHIBOYHOH, HEOOJNBIION MOMBITKOW MOLAEPKaTh
B3aUMOCBSI3b MEXY HUMH B IIETIOM».

U3 kommenmapues xy0oxcHuxa

Bravane s 3amHTepecoBamack QoTorpadusAMH, KOTOpble nenman AH.
Ounu MOryT 6bITl:. HEBEPHO UCTOJIKOBAHBI KaK arOHMWA HOBHUYKa B )KaHPE TaK Ha3bIBacMOM
¢dotorpaduu 1 KMBOIUCH WIM HE IOHATHI U3-32 TOTO, YTO XYIOXKHHUK KpPacyercs
CBOMMM HaBBIKAMH CO3[aHUs penpeseHTanuid. Ha camom nene ObuM ciydau, Korna
JIIOJIM COMHEBAJICh B TOM, YTO XXKMBOIUCh AHa COCPEJOTOYEHA HA (GKUBOIHMCHBIX
TexHUKax». OIHaKO, HACKOJIBKO MOKHO CyANUTh IO KOMMEHTApHUsIM XYI0)KHUKA, OH HE
3HaeT 0 poTorpaduuecKux MeaAna, HO, KAKETCs, HIEeT MPOCTEHIITHIA METOI, KOTOPBIH
MOXET IMMPOACMOHCTPUPOBATH CBA3b MCKAY UCXOAHBIM J'IaHJILHa(l)TOM " €ro MOJIOTHOM.

XO0Ts ero KapTHHBI [TOX0KH HA YaCTH JIAHIA(Ta, OHX 00T Aal0T TEMU YePTaMH,
KOTOpbIE OBIIM W3BJIEUEHBI M3 JaHAMA(TA U CO3AANH MOCTOSHHOE OCMOTHYECKOE
JAaBJICHUEC YYBCTB, WJIHM KC HaO60pOT — HECMOTpPA Ha UX OTCYTCTBHUE B HCXOJHOM
nma"gmadre, OHM 00Taalo0T ONPEAETIEHHBIMU dJIEMEHTaMH, 100aBICHHBIMH CAMUM
XyAO)KHUKOM (0OBIYHO 3TO Kpacka, HaHeceHHas Ha xoict). C Tak Ha3piBaeMoOU
«XOJICTOM»-MeMOpaHOH IocepeuHe, CYIIECTBYET BpPEeMEHHas pa3HMIa B CTaryce
MEXIY OIBITOM O3TOH CTOPOHBI HA €ro KapTUHAX M JIAHIMWAPTOM C JPYTOM.
Kak 1 MHOTHX Xy/10)KHUKOB, AHa OECIIOKOUT BOIIPOC O TOM, YEM SIBJISIETCS )KUBOIHChH
B JIOXY, HACBHIIIEHHYI0 BH3yaJbHBIMHM pPeENpe3eHTalMOHHbIMU Menua. OmHako,



BMECTO TOTO 4YTOOBI MYYHTBCS C MeIWa W OTBEPrarh >KUBOIMCH, OH, KaXeTcs,
IIPOCTO COCPEIOTAaYNBACTCS Ha B3aMMOACHCTBUH CBOMX KapTWH ¢ MupoM. HecMorps
Ha TO YTO BCE €r0 PabOoThI ABJSIOTCS OTACIBHBIMH MEMOpaHaMM, UX CBOMCTBA Kak
MeMOpaH XOpoIlo BHIHBI B Takux paborax, kak «Kpyreie ckmons» (2015) wmim
«KomorHa 2» (2015), rme Touka B3MIsLAa pacroiiaracTcsi CBepXy U JOBOIBHO OJH3KO.
Hpyras memOpaHa, KOTOpyr0 OOHapyXuBaeT AH, MOXET OBITH YyCMOTpEHa B TOM,
KaK J[Ba HEOJHOPOIHBIX NPOCTPAHCTBA NPHUMBIKAIOT K XOJCTY. XyHOKHHUK YacTo
pHUCYyeT 3MM30/bl, IJe BCTPEUYAIOTCS MPOCTPAHCTBA JIBYX Pa3HBIX 4yBCTB. [lomumo
«YepHoit nuHun» unu «HowyHON TpaBbl», YNOMSHYTBIX paHee, B CEPUU KapTHH,
CBSI3aHHBIX C «B3JICTHO-TIOCAJOYHON IOJOCON», MOSBISIOTCS MEMOpaHBI MEXITY
npoctpaHcTBaMu. Eciv BOCTIPOM3BECTH CHTYalMIO, KOTJa CaMOJIET TEPSET BBICOTY,
MOKHO 3alle4yamieTh MOMEHT, KOIZla Ha HCICIIPEHHOW NATHAMHU 3EMJIE BHE3alHO
BBIJIEIISIETCS B3JIETHO-IIOCAJ0YHAS T10JI0Ca U ee OKpecTHOCTH («B3neTHo-nocagouHas
monoca 2», 2015). Eciau mocMoTpeTs Ha TaHIma(T, pa3BOPauNBAIOIINNACS 32 OKHOM
caMoJieTa, KOria BO BpEeMs IIOCAJKH CaMOJIET OCKHUT Haja 3eMIICH, KaKeTCs, 4TO
JIBE TJIAJIKUE TUIOCKOCTH COOMPAIOTCS BMECTE, C MEMOpaHOW B KayecTBE TPAHUIIBL,
a 3aTeM, KOTJIa caMoJIeT 3aMEJISIET CKOPOCTh, Pa3Inire B TEKCTYpe CTAaHOBUTCS Oostee
3aMeTHBIM («B3netHo-mocagounas nonoca 1», 2015). Taxke MeTKu KpacHOTO KpyTa,
KOTOPBIM OTMEUEHA B3JIETHO-TI0CAA0UHAas T0J10Ca AT MHIUKAIUK TOCAIKU, BBIIVIS AT
Tak, OyATO BBEICKAKMBAIOT U3 OKpyxaromei ux cpenbl («KpacHsrit kpyr», 2015), u3
MeMOpaHbI, 10 Mepe TOTO, Kak IpaHUIla CTAHOBUTCS OoJyiee SIBHOW. DTO XapaKTepHO
JUIA [aJKON KOJOHHBI, METAIJIMUECKOrO CTEPIKHS, PACKOJIOTOM LIEMEHTHOW IIMTHI,
OTBEPCTUSI M T. 1., PACIOJIOKEHHBIX MHOCpPeAM IycThIHHOTO (oHa («Keme3HbIit
pyT™», «Xemne3nsrii cronbdy, «Pa3momaHHBI KaMeHbY, «Kenob» m «3anonHEeHHOE
otBepctue» (Bce paborsl 2015 roma)). MemOpaHbl 37ech HE Bcerjga INajKHe.
WHorna rpaHuIEl yCTONYMBEL, HOSBISIOTCS M MUCYE3ai0T BO BPEMEHHBIX OTpe3Kax.
Hpyroii cutyarue, B KOTOPOi AH ylesseT BHIMaHHe MeMOpaHe, SBISFOTCS
00CTOSITENIHCTBA, KOTJ]a MHOTOYHMCICHHBbIE MEMOpaHbl HAKIAJBIBAIOTCS CIOSMH Ha
XOJICTBI. DTH MHOTOYHCIIEHHbIE MEMOpaHbl ObUTH OCOOCHHO 3aMETHBI B HEJaBHUX
KapThHaX, KoTopsle ObiH 3akoH4YeHHI B 2016 roxy. Ha paborax «Kpsimay» (2016)
n «Cymnepmapker» (2016) memOpaHbl, 00pa3oBaHHBIE M3 KyCTOB WIIM JIEPEBBEB,
MIepeKphIBalOTC MeMOpaHOW 31aHMi, a rpybas MemOpaHa 3aHaBeca («3aHaBecy,
2016), cocTaBieHHas W3 D3JEKTPHUECKHUX IPOBOMOB, JIGKUT TOBEPX MeMOpaHBI
CTPOUTEJIHHOTO 3aHaBeca M MeMOpaHbl 3haHus (PO KOTOpOE HEJb3sl HaBEpHSKa
CKa3aTh, HACKOIIBKO OHO JIOCTPOEHO), CKPEITOTO 3a Hel. Ha kaptuHe «Bedepy» (2016)
MeMOpaHa CBeTa, CO3[jaHHAass MHUHHUATIOPHBIMH JIAMIIOUYKAMU TIATH SPKHUX I(BETOB,
MeMOpaHa, 00pa3oBaHHasi PU ITOMOIIX TIEPETUIETeHHBIX JINHUH, MeMOpaHa JI0poru
1 JTaske MeMOpaHa, COCTOSIIAs U3 MyCOpa, HaKJIaAbIBAIOTCS ApYT Ha ipyra. IHTepecHo,
YTO 3TH MEMOpaHbl HE BCErJa OTIMYAIOTCS APYT OT Apyra B mpocTpaHcTse. [lopoi
HEBO3MOXKHO JIa’Ke IPOYECTh KOOP/IMHATBI, TOCKOJIBKY OHU O€CTIIOPS0UHO pa30poCaHbl

B IPOCTPaHCTBE. AH IO3BOJISIET 3TUM MeMOpaHaM, BO3HHKAIOMIUM IPH CO3AaHHH
BU3YaJIbHOTO OCMOTHYECKOTO JaBJCHUS, «OBITb BHIMMBIMH» 110 OTAEIBHOCTH.
Takme w™emOpanbl mnyume Bcero mnokasanel B «Hatropmopre» (2016), e
Pa3HoO0Opa3HbIi MycOp U XJIaM, HAKOITMBIIHICS, BUIUMO, BCIIEICTBHE IpeiihoBanus,
oOpaszoBan coboii kirybok. Korma MBI cTOMM TIepes 3TOM KapTHHOH, OT KOTOpPOU
MBI TIPOCTO HE MOXEM OTACIUTHCS OTHOCHUTEIBHO IPOCTPAHCTBA, MBI BHIUM
MeMOpaHBbI C OTBEPCTHAMH 110 BCEW TTOBEPXHOCTH, KOTOPbIE OBUIN TOJIyYEHBI TOIBKO
B CHJIy IIBETOB M TEKCTYP.

WHorma pa3oM MOABIAIOTCS BCE MeMOpaHBI, YHNOMSHYTBIE BBIIIE,
n «bemsiey (2015) — camblit sipkuii Tomy npumep. CymiecTByeT JBOWCTBEHHAs
MeMOpaHa, KOTopast pa3/ieisieT BEPXHIO U HIKHIOI YaCTH KapTHHBI, a HaJ TEMHON
JacThIO KapTUHBI 3aMETHO Kakoe-To Oenoe mapeHue. Kak oOBITHO, HEBAXKHO «UTO»
9TO, HO CHJIa, KOTOpasi BBIXOIUT 3a MPEAEbl, MPOTAIKHBAsi MEMOpaHy, U SBIISETCS
BuaeHHeM. [71a3a mepecekaloTcsi ¢ BEKTOPOM BO BCEX HallpaBJICHHAX, OCOOCHHO
BBIZICIISIST MEMOPAaHBI.

Korpa s HaOmromaro, Kak Xy[JOXKHHK CTPAaCTHO M HCKPEHHE IeIuisieTcs 3a
JKHUBOITUCh, MHE CTAHOBHTCS OUCHb Kallb, YTO y MCHS HE XBaTaeT KPUTHUUCCKOU
KOMIIETEHTHOCTH, 4TOOBI Yepe3 ero KapTHHBI JaTh OTBET HAa TIABHBIA BOMPOC:
YeM SIBIISIETCS JKMBOMHUCH ceromHsa? OmHako, Kak s yXKe TOBOpmia, AH, HOXOXeE,
KOHIICHTPUPYETCS Ha B3aMMOOTHOIIICHUSIX €ro COOCTBEHHBIX YYBCTB M MHPA,
U, TMOXOXe, ero He 3a00THT TO, TIe €ro KapTHHBI OKAXYTCS B UCTOPHH KHBOIHUCH.
Bonee TOro, MMEHHO Takoe OTHOIICHHE MO3BOJSIET HaM HAKOHEI-TO OIIyTHTb,
«4TO» €CTh XKMBOMNHCh. B OoTIMYMe OT JAPYrHUX Meua, KOTOPBIC BBIKHIIH, OTPHUIAS
MOCJIEe0BATEIbHO BCE MOCIEAHUE IBIDKCHUS HMCKYCCTBA, JKHBOIKMCH COXpPaHHIIA
cama ce0s1, BbIJCIHNB ce0sl M3 BCEro OCTaJIbHOIO MHpa. ECiiu Mbl MOCMOTPUM Ha 3TO
TakuM 00pa3oM, MOKET JIM MPHYUHA, TIOYEMY 3TOT CTapUHHBIN CIOCO0 mepeaadu
HHPOPMALIUH MIEPEXUIT OYIIYIOIIYIO 3TIOXYy MEAUAB3pPhIBa, 3aKIOYATHCS B TOM, YTO
OHa He 3aKPEeNHIach B KMHANBUIYaIbHOCTH, KOTOPAsi 3al[HIICHA TBEPAOH PAKYIIKOM,
HO TMPHHSIA BPEMEHHBIC, N3MEHYMBEIC U CBOOOMHBIC TIPABMIIA, KOTOPBIE TTOCTOSHHO
JIaBaJIH CUITY Ha TIPOJOJDKEHHUE «MHIUBUIYAIUI, KOTOPAst TIO3BOJISIET BBIACISTHCS U3
oKpy>katomielt cpensr? KapTuab AHa MOTYT (YHKIIHOHHPOBATH KaK 9aCTh KIETOUHON
MeMOpaHbI, KOTOpasi TUXO, HO B TO K€ BpPeMs THIATEIBHO (DHIBTPYET U U3BJICKAET
YyBCTBA BO BpeMs MPOIleCcCa UHIUBUAYALNH TAK HA3bIBAEMOTO MEIUA (OKUBOITUCHY,
KOTOpO€ TMOJJICPKHUBAET KHU3Hb caMo Mo cede. U, s cunTar, 4T0 0CMOTHYECKOE
JIABJICHUE €ro YyBCTB (HIBTPYET HEOOXOMUMBIC COCTABISIONIAE SJIEMEHTHI s
BBDKHBAHHS KUBOITUCH.

CoxEH AH (SOHYUN AHN), He3agucumbiti Kypamop



By Sonyun Ann (Independent Curator)

“I am no longer curious on the ‘what’ he is painting.” This is what the art critic Hyunju
Kim wrote about An Gyungsu.' This, of course, was written implying that the critic
who had long observed the artist now knows very well what kind of choices the artist
is going to make; however, it suddenly occurred to me it may also mean that it may
be a line which best summarizes the characteristics of An’s paintings. The author had
wrote, “I am no longer curious on the “what” he is painting”, instead of “I am no
longer curious on what he is painting.” I found this expression to be the key hidden
underneath the foot stones.

“What” does An paint? Of course, it is quite easy to grasp the objects depicted
in his paintings. The stones, forest, trees, buildings, empty lots, etc. These places ac-
tually exist in reality and most of the works are named after the objects accordingly.
The artist even goes as far as bringing the painting back to the place where it was
painted, takes a picture, and shows it to us (“Clearing”, 2015). If the viewers were to
speculate whether there was any special meaning on the other side of his represen-
tation, he himself brings and puts the objects in front of our eyes through language
and photographs. Why, then, had An chosen to paint these things? Is it because the
everyday is special? Is it to praise the humble things? Is it sympathy for the old? If
you perceive such tedious warmth from An’s eyes, you are too optimistic. The gloomy
concrete buildings looming over the bush which looks as though rust would stain
(“Supermarket”, 2016) and the neon ornaments of the flowerbed covered with gar-
bage (“Eve”, 2016) are depressing to the extent that they seem like landscapes of fin
de siécle or ruins. However, when looking at the artist’s dry interest in forms, which
can be seen in “Pink Compass” (2015) or “Filled Hole” (2015), it seems that to tie his
many art works to the emotion of melancholy is an over-simplification. Then, why has
An chosen such scenes?

1 Hyunju Kim, In Between, An Gyungsu’s Solo Exhibition Catalogue On the Way, MMMG,
2015, p. 2.

Let us ask the question in a different way. Would it be possible to call what
An is painting the “what”? The conventional eye usually cuts out objects from the
background, and we call the cut-out “what” the “individual”. We easily understand the
individual as a matter enclosed within a frame of a certain form and that the world is
constituted as these individuals are listed and they meet one another. However, at the
place in which An’s eyes had stopped, it is not the individuals that come to our eye’s
attention first. In “Clearing” (2015), the point making the biggest visual difference is
none other than the line that crosses obliquely across the painting and the part where
the smooth plane and the rough weeds are divided by that line. With this border line
in the middle, both sides possess different intensities. There appear to be different
amounts of all: evenness, artificiality, and firmness. As these differences experience
certain actions (for instance, a seed squeezing through a gap and growing into weed)
for a certain amount of time, they then become clear. Therefore, if I were to go back
to describing the process by which this landscape had entered into An’s eyes, as time
flows, due to the repetition of a certain action the difference becomes clear, which
becomes the limit, and due to the limit, he then has come to pay attention to the
individual and its environment. Consequently, landscape was not constituted as an
impressive individual to begin with, but rather, as the landscape came into An’s eyes,
it is then that the individual has started to stand out. This is when the individual finally
becomes an individual within the relationship with the environment based on the lim-
it. Properly speaking, this is not called an “individual” but an “individuation”. There
has to be a yellow for there to be a black line (“Black Line”, 2015), and the existence
of grass is revealed by having distinction with darkness (“Grass Night”, 2015). With
the limit in between, this side and the other side possess a difference in status, and
when they obtain individuality through their opponent, in biology, the penetrable limit
is not called the limit but the membrane.?

When the artist said he had decided title the exhibition Membrane, I was very
surprised and pleased by the apt name, and I hardly felt the need to explain the con-
ceptual implications to the artist. Because the reason is that the membrane in An’s
paintings has been already unfolding along the various axes of coordinates; the artist
perceives the properties of the membrane sensitively more than any other biological,

2 Biologist Gilbert Simondon was the one who understood membrane as not merely a skin but
a variable limit that constantly exchanges energy through difference in intensity. This concept which Si-
mondon had explained through the principle of individuation of living body was expanded to the territory
of thought and art by Gilles Deleuze. “As Simondon had said, ‘The entire content of the internal space is
topologically in contact with the content of external space at the limits of the living.””

Gilles Deleuze, Logique du sens, Minuit, 1969, p. 299.

Gilbert Simondon, L’Individu et sa genese physico-biologique J. Millon, 1995, p.263.



philosophical or aesthetic explanations, and he had been regarding the membrane
from various perspectives.

First, he perceives all of his paintings as membranes formed by endlessly
transmitting his own senses to parts of certain landscapes. This is best shown in the
photographs which he had taken after bringing complete paintings back to their re-
spective places of origin.

“The process of becoming a part of the landscape after going
back to the landscape which had become a painting focuses the atten-
tion on this place. Eyes do not stay inside the painting itself but expand
to the place, shaking the place. Becoming a part of the landscape and
be placed temporarily by becoming an incongruous layer, yet not add-
ing any meaning beyond it, is, although it may be fragmentary, a small
attempt to maintain the relationship between the two in its entirety.”

From the artist’s notes

At the beginning, I had raised my concerns with the photographs which An
had been taking in that they could be misread as a beginner’s agony on the genre
of the so-called photography and painting or be mistaken for the artist showing off
his skills of representation. In fact, there were cases where people doubted that An’s
paintings focus on “painterly techniques”. However, as the artist’s notes show, he is
not conscious of the photographic media but it seems that he was searching for the
simplest method that can reveal the relationship between the original landscape and
his canvas. Although his paintings resemble parts of the landscape, they possess de-
tails which had been extracted from the landscape by creating consistent osmotic pres-
sure of senses only, or the opposite, which is, although they are absent in the original
landscape, they possess certain elements added by the artist himself (typically, paint
splattered on the canvases). With the so-called “canvas” membrane in between, there
is a temporary difference in status between this side’s experience on his paintings
and the landscape of other side. Like all painters, An is also, as he has to, concerned
with the question of what painting is in this era saturated with visual representational
media. However, rather than agonizing on media sidelining painting, he seems to be
merely focusing on the relationship of his paintings with the world. Even though each
of his works is a single membrane, characteristics of the paintings as such membranes
are well shown in the scenes that are up-close as seen in “Steep Ground” (2015) or
“Column 2” (2015).

Another membrane which An detects can be shown where two heterogeneous
spaces are adjoined within the canvas. The artist frequently paints scenes where spac-

es of two different senses meet. Besides “Black Line” or “Grass Night”, mentioned
earlier, in the series of paintings related to “airstrip”, there appear membranes in be-
tween spaces. If we think of an airplane dropping its altitude, there is a moment when
the mottled-looking ground suddenly divides into the airstrip and its surroundings
(“Airstrip 27, 2015). If you look at the airstrip landscape unfolding beyond the air-
plane window when the landing airplane runs above the ground at a rapid speed, it
seems as though two smooth planes are coming together, having the membrane as
the limit, and then, as the airplane slows down, the difference in texture starts to get
bigger (“Airstrip 17, 2015). Even the red circle marks appearing on the airstrip to indi-
cate landing, look as though they would pop out from their surrounding environment
(“Pink Compass”, 2015), the membrane stands out as the limit. This applies to the
smooth pillar, iron bar, broken cement plate, the hole, etc., placed in the middle of the
barren background (“Iron Bar”, “Iron Pillar”, “Broken Stones”, “Ramrod Hole”, and
“Filled Hole” (all works of 2015)). The membranes here are not always smooth. The
limits are, at times, rugged, and appear and disappear in temporary lines.

Another instance when An pays attention to the membrane is the circumstance
with numerous membranes piled up in layers on top of the canvases. These multiple
membranes were especially visible in the recent paintings finished in 2016. In “Roof-
top” (2016) and “Supermarket” (2016), membranes formed by bushes or trees are
overlapped with the membrane of buildings, and the coarse membrane of “Curtain”,
made up of electric wires gathered together, lies on top of the construction curtain
membrane and the building membrane (although we cannot tell how much it has been
completed) hidden behind it. In “Eve”, the membrane of light created by miniature
light bulbs of five cardinal colours, the membrane formed with entangled branches,
the membrane of a road, and even the membrane made up of garbage overlap each
other. What is interesting is that these membranes are not always distinguishable from
one another spatially. Sometimes you cannot even read the coordinates as they are
recklessly jumbled up in space. An enables these membranes, made by creating a
visual osmotic pressure, “to be seen”, separately. Such membranes are best shown in
“Still-life” (2016) where all sorts of garbage and junk, which seem to have accumu-
lated after being drifted in, are tangled up. As we stand in front of this image where
we just cannot separate individual spaces, we face the membranes with holes all over
them, formed by colours and textures only.

Sometimes, the various membranes mentioned above appear all at once,
“White Ones” (2015) being the most representative case. There is an ambiguous
membrane that divides the top and the bottom of the painting and above the dark part
of the painting at the top, there is something white floating about. As always, it is not
important to ask “what” that thing is, and here the force that goes beyond, pushing
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through the membrane, is, again, the vision. Eyes actively cross to and fro the vector,
extracting the membranes.

INDIVIDUATION OF PAINTING

As I observe the artist frightfully clinging onto painting in a persistent and
sincere way, | feel sorry and pity that I have not possessed the critical competence that
can locate his paintings even marginally within the big question: What is painting,
today? However, as I have mentioned above, An seems to be concentrating on the
relationship of his own senses and the world, and does not seem to care one bit as to
where his paintings should be located within the history of painting. Moreover, be-
cause of this attitude of his, we can at last sense “what” painting is. Unlike other me-
dia that had survived, denying the last movements of art one by one, painting survived
by its own, distinguishing itself from the world. If we were to see it this way, could
the reason why this old media survived the hectic era of media explosion be because it
had not solidified into the “individual” that protects itself with hard shells, but accept-
ed the temporary, fluid and loose regulations that have constantly been empowered
and proceeded to “individualize” that differentiates itself from the environment? An’s
paintings may be functioning as a part of a cell membrane that quietly yet effectively
filters and extracts the senses during the individuation process of the so-called media,
“painting”, which leads a life on its own. And, I believe that the osmotic pressure of
his senses is filtering in the nutrients for the survival of painting.
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Lebens
2015

Xouct, akpuIt
30%30 cm

Gyungsu An
Broken stones
2015

Acrylic on canvas
30%30 cm

I'éncy An
Obnaunviil KameHs
2012

XoJct, akpuIt
40%x40 cm

Gyungsu An
Cloudy stone
2012

Acrylic on canvas
40x40 cm






T'éncy An
Ha 3emne
2013

Xouct, akpuIt
73x91 cm

Gyungsu An

On ground

2013

Acrylic on canvas
73x91 cm

I'éncy An
Cmopooicesas 6awins
2015

XoJct, akput

50%50 cm

Gyungsu An
Watchtower

2015

Acrylic on canvas
50%x50 cm



T'éncy An
Hepeso 3umoii
2013

Xouct, akpuIt
60x73 cm

Gyungsu An
Winter tree

2013

Acrylic on canvas
60x73 cm

I'éncy An
Topa mycopa
2013

XoJct, akpuIt
73x103 cm

Gyungsu An
Garbage mountain
2013

Acrylic on canvas
73x103 cm



I'éncy An
Bonnopes
2017

Xouct, akpuIt
4553 cm

Gyungsu An
Breakwater

2017

Acrylic on canvas
45x53 cm

I'éncy An
Bonnopes
2017

XoJct, akput
4553 cm

Gyungsu An
Breakwater

2017

Acrylic on canvas
45x53 cm






I'éncy An
OpHa KapTHHA
2017

BHJICO

10’

Gyungsu An

A single painting
2017

Video

10



«BCEM MECTAM ECTbh CBOE MECTOn

EpucTvra Pomanosa: Erop, BeicTaBka B « TpuyMQe» Ha3hIBaeTCS TaK XKe, KAK U TBOIL
mpoekT nocneanux jer — «Ilycroe mecto». [louemy u kak B TBOEH >KU3HU NOSIBH-
JIOCh «ITyCTOE MECTO»?

Erop MINOTHUKOB: Vike HECKONBKO JIET B IEHTPE MOETO BHUMAHUS OKAa3bIBAETCS «ITy-
ctoe Mectoy. «Ilycroe MecTo», ¢ OJJHOM CTOPOHBI, Kak 00pa3 HACTOSIIEr0 BPEMEHH,
a ¢ Apyroil — Kak o0pa3 NPOCTPAHCTBA, KOTOPOE OJHOBPEMEHHO IPHCYTCTBYET Psi-
JIOM, TIPH 3TOM COBPEMEHHBIH YeJIOBEK OIIYNIAeT MOCTOSHHBIN AS(QUIUT 3TOTO MPO-
CTpPaHCTBA, IyCTOr0 BPEMEHH, CBOOOHOTO BPEMEHH HJIH BPEMEHH, KOTOPOE MO3BOJIS-
€T BBINIACTh U3 MPOLIECCa U OCTAHOBUTHCA.

K.P: Boxomut, uTo B JIAHHOM NPOEKTE y «MECTa» €CTh U BPEMSA», H «MECTO»,
HO B TO € BpeMs 3TO 00pa3 OTBJIEYEHHBIH, Y KOTOPOro HET TOYHBIX reorpaduye-
CKHX KOOPIHHAT?

Ell: Bee, ¢ uem 51 pabotaro, — 3T0 (parMeHThI IAMATH U BIIEYATIIEHHUS], KOTOPBIE 5 T10-
JIy4alo OT PeaJbHOCTH, U IT0ITOMY Y «MECTa» ecTh reorpaduueckas NpuBs3Ka, XOTs
OHO MOXET IPECTaBILATh U COOMpATENbHbIH 00pa3. BceM MecTaMm ecTh CBOE MecCTo.
[.P.: «<Bcem mecTam ecTh cBOE MECTO» — MOCTABMM B 3aronoBoK. Eciu «mectoy st
Te0s 3TO He 3a0pOoILeHHAs, OCTaBIICHHAS JIFOABMHU TEPPUTOPUS U HE TPAH3UTHBIE Tep-
PHUTOpPHH, KOT/a YeJIOBEeK Bpoze ObI Imoexa Ha aBTo0yce 1 He 3a(pUKCHPOBAII IIPUCYT-
CTBHE, TOTJIA YTO JJIs TEOST «MecTO»? BBIXOIUT, YTO OHO TECHO CBA3aHO C MPUCYTCTBH-
€M uesioBeka?

Ell: Ha camom nene, 570 MOryT GBITH M KakKHe-TO TPAH3UTHBIE WM TepUpEpHiiHbIE
30HbI. TyT BakHee CIIOBO «repudepuiinsiey — Oy(hepHble 30HbI WM JTUMO, KaK UX
onpenenun Hukonaii CMUPHOB B CBsI3M ¢ MouMu paboramu. OkpanHa y3HaBaema,
U B HEl IPUCYTCTBYIOT CBOM MHAWBU/yalbHbIE IPU3HAKU B OTIIMYHE OT «HE MECTay,
KOTOPOE YEeJIOBEK CO3HATENIFHO MPUBOANT K YHHUBEPCAIBHOCTH, 314ECh K€ 3TH MECTa
CTUXUIHO CKJIaJBIBAIOTCS, ATO TpaHMLA MEXIy ILUBUIN3AlMEN, KU3HBIO YeJIOBeKa
U JUKOH MpUpPOJOH, KOTOpask MOCTOSHHO IEPEXOAUT U3 PYyK B PyKH — TO IPHPOAA
CHEIACT M IMOMIOMIAECT OCTATKN YEIOBEYECKOTO MPHUCYTCTBHS, TO, HA0OOPOT, YEIOBEK
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ocBoOOXk1aeT cede MPOCTPaHCTBO, HO MCIONB3YET €ro B CHITy KpaifHel HeoOX0auMo-
CTH Kak Oy(epHyIo 30Hy, KOTOpas eMy OJHOBPEMEHHO M Hy>KHA, 1 HEMHTEepeCcHa. JTa
30Ha KaK MYCTHIPb, B KOTOPOH COCPENOTAuYMBACTCS HANpsDKEHHE rpaHuIbl. [loTomy
YTO €CTh 3aBHCAHHE, May3a, HUYEro He MPOUCXOAMT. [1ycThIph Bpose OBl HyXeH, a
Bpoze ObI HET, TO JIX 3apacTeT ceifvac, TO JIM HET, B HEM OIIYIIAeTCs BCE BPEMS I10-
TEHIIMAJ K M3MECHEHUIO, U B 3TOM «IIYCTOM MECTE» BO3SHHUKACT HANPAi#CeHUe, KOTOPOe
MEHS KaK pa3 ¥ HHTepeCyeT.

B TBOeM MOHMMaHHH «ITyCTOE MECTO» MUMEET T'PaHMIIBI U TIPH 3TOM HE UMEET Te-
orpadMIecKuX JIOKAUH U TOYEK, OHAKO 3T MECTa OYCHb Y3HABACMbI BH3YaJIbHO —
3TO BCeT/la MPOCTPAHCTBA, HaXOASIIUeECs 3a 4epToil poccuiickoil roponckoit cpensl?
El.: Dro moxeT HaxoauThes € yromHo. JJaHHbIH IPOEKT HOCBAIIEH CPEIHEPYCCKOM
BO3BEIIICHHOCTH, MECTHOMY JIAHATIA(TY, XOTS B IPYTUX MOUX IMPOCKTAX U B OTACIH-
HBIX PabOTax, KOTOPBIE COCTOST U3 )KUBOIHMCHBIX CTPYKTYP M3 HECKOJIBbKHX (hparmMeH-
TOB, MOTYT BCTPEYaThCs pa3HbIC IaHAMA(TEHI, HAIIPUMEp, TOPTYTaJIbCKIHA Oeper.

Ipoexkrt «IlycToe MecTo» SBISIETCS MPOIOIKEHIEM TBOSH MHOTONICTHEH PaboTHL,

CKOJIBKO €My JIET ¥ KaK OH MOosBUIICS?
Ell.: Camo nonstHe «11ycToe MeCTO» BO3HHUKIIO Mapy JIET Ha3a/l, KOIa sl yBHIEN, YTo
ceifuac 3TO OCHOBHOH T MEHS MOTHB. DTO JOTHYECKOE MPOMOKEHHE MPEIBITY-
IIMX MPOEKTOB, TIOCBSIMIEHHBIX MeH3axy-nporynke. [lepBoii BHICTaBKOH, CBSI3aHHON
¢ 3TOH TeMmoiH, 6puta «bonpiras mporynka» B raiepee «Kosuer» B 2013 romy. Torma
sl IEPBBII pa3 ITOKa3aJ XOJICTHI BMECTE CO CKyIbIITypamu. Kak pa3 B To BpeMs s Hagau
3aHUMAThCS CKYJIBITYPOH.

[ox ckympITYpOH THI HOHUMAEIIH T€ )K€ OOBEKTHI, C KOTOPBIMH THI paboTaemb

U ceifyac, — MHUHHUATIOPHI U3 Marbe-Maiie?
ENl.: Torna 6buM M MUHMATIOPBI, ¥ OTHOCHTENBHO KPYIIHBIE CKYJIBITYPHI, KOTOPHIE
B3aMMOJICHICTBOBAJIM C XOJICTaMH M COCTABIIUIN TaKUM 00pa3oM KOMOWHUPOBAHHBIC
paboTHI: TIEpCOHAX BBIXOIMII M3 XOJICTA, pPa3BOPAYMBAJICS W HAUYMHAJ CMOTPETH Ha
Hero, 00pasyst CBSA3KY KpyIIoi ()OPMBI 1 )KUBOITUCHOM IIIOCKOCTH. JTO MTPOMEKYTOY-
HBII Tepod, KOTOPBII HAXOAUTCS BHYTPH JaHAmA(Ta, U OH )K€ Ha HETO CMOTPHUT KaK
Ha KapTuHy. «[Ipon3BeneHne, KOTOpoe CMOTPUT CaMo Ha ceOsDy — pacipoCTpaHCHHAS
TeMa B HCKYCCTBE, U OHa PEryJISIPHO B Pa3HBIX (popMax BO3HUKaeT. [l1sl MeHs 3Ta TemMa
OKa3aslach O4eHb BaXKHA.

Kak maBHO THI Hauanm paboTarh ¢ coOMpaTenbHBIM 00pa3oM HOBOTO Tei3axa
U €CTh JIH y TOM pabOThI KaKas-TO MpeabIcTOpus?
EN.: B npunnune, ¢ camoro Hauana oOy4eHHs KMBOIICH IIei3a BCEra ObUI BasKeH
JUIS MEHSI, HO 9TO 0COOEHHOE OTHOIIEHHWE — 3TO IIKOJA, Bblyuka, mieHdp. Ho B ka-

KOM-TO MOMEHT JIJIsl MHOTUX XyHOKHHKOB 3TOT JKaHp CTaJl WIHA MPOU3BOJICTBOM Kap-
THHOK, WJIM CTIOHTAHHOH pabOTOMN C HATYphI, HOATOMY HeH3aXK Kak jKaHp OKa3aJcs Ha
000YHHE KYIBTYpHOTO Tpolecca. [locTeneHHO BO3HUKIIO KEJaHHE TIePEIOMUTH 3Ty
CUTYaIUIO IS ce0s1, 3aHOBO OTKPBITh €r0 Yepe3 HOBYIO PeabHOCTh. B TeueHnu nsaru
JIET BCE MOM PabOTHI pa3BUBAIOT B HEKOTOPOM CMBICIIE 3TOT CIOXKET MPOTYIIKH FITH ITy-
TEIIeCTBHUS, KOTa ThI BCTIOMHHACIIIb JTAaHIIA(THI, B KOTOPBIX THI KOTa-TO HAXOIMJICS.
3T0 TaKoi nei3ax cOOKy — mei3ax, OCTABIIMICS 3a CITUHOMN, WK TIeH3aK, KOTOPBIH
OKas3aJicsl B OKHE aBTOMOOMIIS MUK 1TO€3/1a — KOPOTKasl BCITBIIIKA, KOTOPAst 3aCTaBIACT
Te0s TOYeMY-TO €ro BCIIOMHHATh, 1 HAKOIUIEHHE 00pa30B-PparMeHTOB caMoO BEICTpa-
WBACTCS B KAKHE-TO PSJIbI, C KOTOPBIMHU Thl HAYMHACIIL Pa0OTaTh, M MOHUMACIIIh, YTO
3TO OTAEJIbHAS 3aMKHYTasi UICTOPHsI, HECMOTpPSl Ha TO, YTO 3TU MPOCTPAHCTBA MOTYT
COBEPIIEHHO OBITh Pa30PBaHBL, 2 HHOTNA, HA00OPOT, CBsI3aHBI OMHOHN reorpauaecKoit
JIOKaIuei, kak B cepuu «JleBsaTh melizaxel 0¢3 Ha3BaHHS»: MPOTYJIKA B TCUCHUE HE-
CKOJIBKHMX 49acoB IO MbICY B IlopTyrannm — Ge3noqHOMy MECTy, T/ie HEeBEpPOSTHBIE
KpacoThl, OKE€aH, CTApUHHBIN 3a0pOIICHHBIA apXUTEKTYPHBIH KOMILUIEKC, HO YTO-TO
MOCTOSIHHO 3aCTaBJISLUI0O MEHsSI CMOTPETh Ha3all, s OTJIABIBAJICS, U BCE BpeMs BUEI
ACKETUYHBIN, TPOCTOM, HO COBEPIIEHHO BOCXMTHUTENIbHBIN ME3ax, KOTOPbIA HUKTO
HE BUJIUT, 1 OH HUKOMY HE HHTEPECEH, palil HeTO HUKTO OBI CIOIa He IpHeXall, U MHE
3aX0TeNOCh KakK pa3 eMy MOCBATUTH CBOIO cepuio. [leii3ax, KOTOphIi caM CMOTPHUT Ha
MyTEIIECTBEHHUKA.
Kax TbI cooTHOCHIIB TIEH3aK U Bpems?

EN.: [Teiizax — »To MenenHoe BpeMs. B oTaMume oT 0OBIYHOM KU3HM 4YeIOBeKa,
€ro JCHCTBUI WM AESITEIbHOCTH, AEPEBbS )KUBYT OUEHb MEIUIEHHO, HO Y XyAOXKHHU-
Ka ecTh 0OJbIlle BOSMOXKHOCTEH HAOIIONATh 3a 3TUM, TeM 0oJiee B TaKOM JKaHPE Kak
JKUBOTIHCHh — ATO CTATUYHOE MOJYAINBOE UCKYCCTBO U B IIPUHIIUAIE OYE€Hb MEJIJICH-
HOE C TOYKH 3peHUs paboThl ¢ XOICTOM, HOPMUPOBAHUS HJICH, HAKOTUICHHS OTIBITA.
VY xynokHHKa OONBIIE HABHIKOB HAOONATH 32 TAKAM MEIJICHHBIM BpEMEHEM, KOTO-
PBIM KUBET Mei3ax, HO TEM HE MEHEE BCE MOXKET MEHSIThCSI MOMEHTAIbHO — BBIIILIO
COJIHIIE, BIPYT MOSBWINCH TCHHU, ONWKH, M MBI BUIUM COBEPIICHHO MHYIO KapTHHY.
DTO HaNpsHKEHUE MEKIY HEYJIOBHUMbBIM MEIJIEHHBIM U3MEHEHHEM U BHE3AaIIHBIMU Be-
I[AMH U1 JJaeT MOYyBCTBOBATH KaTETOPUIO BPEMEHH.

Yto KacaeTcs TUICHAPOB, st TeOs JKe HaBepHSKA OHH HAIIOMHUHAIOT CTYICHYE-
ckoe Bpems? TrI ceiiuac ycTpanBaemb cede «BBIXOABI Ha IICHIP»?
El.: 1a, 5 xoky wHOTIA, HO 3TO HE OCHOBHAS MPAKTHKA [T MEHs ceifuac. 51 MHOTO
paboraro ¢ ororpadueii. C HaTyphl NHITY COBCEM MaJIeHHKHE BEIM BO BPEMsI IPO-
I'YJIOK B 3HAKOMBIX MHE MECTaX, IZie sl MOTY HOOBITh OIIMH, «BKJIIOYUTH JUTUTEIHHYIO



BBIICPIKKY» Yaca Ha MOJITOpa U MEIJICHHO MOHAOIIONATh, KaK, HalpuMep, MEHICeTCs
cBeT. Sl He cTaBIIIo 3aa4y C/IeNaTh cpa3y Ha MeCTe TOTOBOE MPOU3BEICHUE, 3TO, MOXK-
HO CKa3aTh, JINYHASI MEUTATUBHASI PAKTHKA. [TaBHOE HE Pe3yJIbTar, a HaOIICHHE.
Ecnu st mpaBUIBHO MOHSIIA, TO THI CTAPACIIILCS CO3/1aBaTh «00IHe» 00pa3bi?
EN.: T3, 510 XapakTepHO [/ HAILIEro BPEMEHH, 3TO TPOMCXOIUT U B MYy3bIKE, U B XKH-
BOIIMCH. JTO MOKOJICHYECKHMI CIOXKET, KaK Celuac CTAaHOBHUTCS IOHSTHO: CHH)KEHHE
ABTOPCKOTO JIABJICHUS HA 3PUTEJNISA, MIOTOMY YTO 3PHUTENb U BOOOIIE COBPEMEHHBIN
YeJIOBEeK pa3aBieH IMOLuel, nHpopMalued, U 4TOObI CMEHHUTh €r0 ONTHKY, HY)KHO
XOTs1 ObI HEHAJIOJrO BBIIEPHYTh €r0 W3 MOTOKA, OCTABUTH OJWMH HA OIUH C CAMHM
COOOM.

J1yist TeOst BaXkKeH 3pUTEINb M €ro BOCIPUSITHE TBOUX padboT?
EN.: Xynoxuuky HyxHO BCTaBaTh Ha M03UIUIO 3puTens. C OHOM CTOPOHBI, 5 FOTOB
K COBEpILICHHO PAa3HOI TpaKTOBKE paboT, 3pUTEIb BIIPaBe TPAKTOBATh BCE CaM, HO IIPH
9TOM sI XO4y BKJIIOYUTH €TO B MPOIECC aKTHBHOTO BOCIIPHATHS, YTOOBI 3TO HEe OBLIO
MIPOCTHIM ITOTIIOMICHUEM KYJIBTYPHOTO IPOAYKTA, YTOOBI 3TO BOCIIPUSATHE TPOBOIUPO-
BaJIO YEJIOBEKa 3aHOBO OTJISICTHCS BOKPYT ce0sl, IPUBECTH €TO B IYBCTBO.

Moskelb Jin Thl ce0s1 OTHECTH K XyIOKHUKaM-UcclieqoBaresisim? B yem 3akiroda-
€Tcsl TBOE HCClieJoBaHue?
EN.: Ceituac research oueHb BaskHOE HaNpapjeHHE NEATENLHOCTH XYHLOKHHMKOB, UM
3aHSIThl MHOTHE, ¥ €CJIH TOBOPUTH 00 3TOM, TO sl CKOpee 3aHUMAKOCh UCCIICA0BAHUEM
SMOI[UOHATBHOTO, JINYHOTO OIBITA B CBS3H C MPOCTPAHCTBOM. Bee HaumHaeTcs ¢ Mo-
MEHTa CIIOHTAHHO# BCTIBILIKH H YKe TIOTOM ITPUOOPETAET CTPYKTYPY, KOTOPYIO S MOTY
AHAJIM3UPOBATH.

[MToxoxe, 4To HccnenoBaHue st TeOs B IIEPBYIO OYepe/lb HCCIIEIOBAHHE CAMOTO
ce0sl ¢ TO3UITMH COOCTBEHHOTO TICHXOJIOTa, BEPHO?
El.: Mox#o u Tak cka3arh, 1 JyMalo, 9TO IOIBITKA BCTAaTh HA IIO3UIMIO OOBIYHOIO
3pUTEs], HE HATPYKSHHOTO KaKOM-TO MpeIBaApUTEIbHON oAroToBKOU. [Tpr 3TOM 3pH-
TeJIb MEHSETCS, TO €CTh TOTO 3pHuTels, koTopbiit 10, 50 wmm 100 set Hazax cMoTpen
Ha MPOM3BEICHUS UCKYCCTBA, YK€ HET, U CeHdyac COBCEM JPYroil 3pUTEllb, TIOITOMY
AKTYaJIU3UPYIOTCS T€ WU MHBIC KYJIBTYPHBIC TUTACTHI, CTAHOBUTCS aKTyalbHBIM OJIUH
MEJIUYM WM IPYTOM, MOCTOSIHHO YTO-TO MEHSETCsI. DTO MHTEPECHO: MBI MOXEM YBH-
JIETh [J1a3aMHU COBPEMEHHOTO 3PHUTEIIs, HO KaK TO, HA YTO MBI CMOTPHM OY/IeT BOCIPH-
HUMATKCS Yepe3 HEKOTOpoe BpeMsi?

Tor 3axorum mMactepekyio Ilasnma HukonoBa, rne yummmce I[laBen OtaensHOB,

EBrenus bypasnesa, Makcum Cmupennomyapenckuil, Onsra I'ypesuy, I1aBen Bop-
kyHoB, Haranes CutHukoBa, Jmutpuit Camonus, Poman Ycaues, Tarbsina Uypcuna,
Hwukomait CmupHoB, UpnHa ®@unaroBa u npyrue. Kak ThI cuntaemnis, €CTh JH y BbI-
myckHHKoB HukoHOBa 00mmii mouepk?
EN.: Bout 10BosIbHO Pa3sHOOGpPasHbIN KOJJIEKTHB CTYIEHTOB, MBI IIPOBOIMJIM MHOTO
BpPEMEHH, 00IMIAsACh APYT C APYIOM, AENAIH COBMECTHbIE BHICTABKH, OBUI TaKOl MU-
KpPOMHpP B MacTepCKOH, KOTOPBIH Ha dTare (popMHUpOBaHUS OYeHb BakeH. Korma Th
YUHUIILCS y OOJIBIIOTO MacTepa, 3TO €CTECTBEHHO OKa3bIBaeT OOJIBIIOE BIMSHHE HA
Te0s1, ¥ BO BpeMs y4eObI M HEKOTOPOE BPEMSI MOCTIE «HUKOHOBIBD) — OBIJIO IOBOIBHO
YCTOHUYUBBEIM ONpEAEICHUEM BCEX HAC, YacTO ITO 3By4aso, Kak mpereHsus. Ilocne
WHCTUTYTa HY’)KHO OBUIO MPOJOJIKATh paboTaTh, KOTNa Thl KaK Xy[A0KHHK HUKOMY HE
HYX€H, HaiiTu B ce0e CHIIBI HE BpEMsl OT BPEMEHH YTO-TO JIENaTh, a INIAHOMEPHO pa-
60TaTh, COUMHUTH CBOIO XYIOKHUYECKYIO KU3Hb, IIOBEPHUTH B Hee. U ceifuac, o npo-
niectBuu 6onee 10 jeT mocie MHCTUTYTA, HUKOHOBIIBI» OKa3aJHCh OUY€Hb Pa3HBIMU
XyIOXHHUKaMH, XOTSl €CTh M OM3KHE 110 HHTEPEcaM aBTOPHI.

Ectp BaxkHeiimas 0coOCHHOCTB, XapaKTepHast Il CYPUKOBCKOW IIIKOJIBI B IIEIIOM

u Mactepckoil HukoHoBa — cTpeMieHne onuparhCsl Ha UCKOHHBIE KaK TyXOBHO-MH-
POBO33pEHUECKHE, TaK U M300pa3uTeNbHble Tpaauiuyu. Hackombko 11 TeOsl BakeH
JMAIIOT C TPaJULMEN U PyCCKOM KyabTypol B LeaoM?
EN.: C onnoii cTopoHbl, Mocjie MHCTUTYTa HYKHO ObLIO BBIATH M3 TEHH TPAIHULUH,
BHYTPH KOTOPOH MBI ()OPMHUPOBAINCH, U HAUTH ceOsl, TOTOMY YTO HJEsl «COXpaHe-
HUSI TPAAMINI» — 3TO MH(, TAKOE «COXpAaHEHUE» BEAET K Jerpaaanuu Tpagunnu. C
JpyTOi CTOPOHBI, TPAAUIII MOXKET Uepe3 MOKOJICHHE, 1Ba WK Yepe3 CTOJIEeTHE CHOBA
CTaTh aKTyaJbHOM, HO 3TO €CTeCTBEHHBIH MpoIiecc. B coBpeMeHHOM Mupe 70 IF000T0
MEPHOJa UCKYCCTBA MOXKHO «JIOTSHYTBCS PYKOID», U IUAIOT BO3MOXEH CO BCEM, YEM
YTOAHO, U KOHEYHO, OH MPOUCXOAUT. [l MEHsI OueHb Ba’kKHA CBOMCTBEHHAs B I[EJIOM
PYCCKOMY HCKYCCTBY Te€Ma >KaJIOCTH KO BCEMY: K JTFOAAM, K IPOCTPAHCTBY. DTO €ro sp-
kas 4epTta. Hanpumep, caBpacosckue «I'paun npunerenu», unu JJoCTOEBCKUH, KOrna
BCE TaK IJIOXO, YTO y’KE XOPOIIO.



Egor, the exhibition at Triumph has the same title as your project

of the recent years—Empty Space. Why and how has “empty space” come into your
life?
Egor Plotnikov: The focus of my attention for several years now has been Empty
Space. Empty Space as an image of the present time on the one hand, and an image of
space on the other; a space that is very near, but the modern individual still constantly
feels a shortage of that space, free time, or time to take a step back from the process
and take a pause.

Meaning that in this project “space” has both its “time” and “space”, but also be-
ing an abstracted image with no specific geographic coordinates?

EP: All my material comes in the form of memory fragments and impressions that I
get from reality, so “space” has a geographical association, but it can be a collective
image too. Each space has its place.

‘Each space has its place”—let’s make this the headline. If “space” for you is nei-
ther an abandoned territory left by people nor a transit territory, where someone takes
a bus and does not register is presence, what is “space” then? It follows that “space”
is closely linked with our presence?

EP: These can actually be some transit, peripheral zones. “Peripheral” is important
here—buffers or limbo, as Nikolay Smirnov defined it in describing my work. Out-
skirts are recognizable, they have their distinctive qualities unlike “non-spaces” that
are purposefully generalized by us, but here these spaces are naturally compounded
together, this is the boundary between civilization, human life and wild nature that is
constantly changing hands—sometimes the nature consumes and devours the remains
of human presence, sometimes, conversely, people free up space for themselves, but
only to use it as a buffer zone, which is necessary and uninteresting at the same time.
This zone is like a wasteland that concentrates the tension of this boundary. Because it
exists in this hung state, a pause, nothing happens. Wasteland seems useless, but it is
not, weeds might overtake it or might not, you can feel the potential for change in it,

and in this Empty Space tension emerges which is precisely my interest.

You understand Empty Space as boundless, having no geographical location or

association, however, these spaces are easy to recognize visually—are they always
spaces outside Russian city limits?
EP: The location can be anywhere. This project deals with the Central Russian sublime,
the local landscapes, even through in my other projects and individual works, which
are canvas-structures comprising several details, you can find different landscapes, a
coastline in Portugal for example.

Project Empty Space continues your work of many years. How old is it and how

did it come about?
EP: This notion of Empty Space comes from a couple years ago, when I realized this
was my central motif at the time. It logically follows up on my previous projects about
promenade-landscapes. The first exhibition with this theme was The Big Stroll at The
Ark gallery in 2013. There I first exhibited sculpture alongside paintings. I began
working with sculpture then.

By sculpture, do you mean the objects you are working with now—papier-maché

miniatures?
EP: Back then I made both papier-méaché and relatively large sculptures that interacted
with the paintings to make combined works: a character went outside its canvass,
turned around to look at it, creating a pair of a rounded shape and a flat canvas. This is
an intermediary character who is inside the landscape and is looking at it as a painting
too. “An art piece that looks at itself” is quite a common theme is art, it takes different
forms all the time. This became a very important theme for me.

How long have you been working with the collective image of the new landscape,
does this area of work have a history behind it?
EP: Basically, from the early stages of learning to paint, landscapes were important to
me, but the approach there is very specific—school, mastery, plein air. At a certain
point in time, this genre became a mere production of pictures for many artists, or a
spontaneous painting from life, that’s why landscape as a genre was sidelined in cul-
ture. Personally, I gradually grew a desire to reverse this trend, rediscover landscape
through a new reality. All my works over the last five years have been developing
this narrative of strolls and journeys in a way, when you recall landscapes you once
visited. This is a sort of landscape looked at from the side—a landscape left behind,
or passed by outside a car or train window—a short flash that somehow makes you
remember it and an accumulation of fragmented images forms some sequences on
its own, you begin working with them and realize that there is a rounded off story



there, even if these spaces can be completely separate or sometimes, quite otherwise,
all related to a specific location, as it is in the series “Nine Untitled Landscapes™: a
couple-of-hours stroll on a cape in Portugal—a desolate place with stunning scenery,
the ocean, an old abandoned building complex—but something constantly made me
look back, turning back I saw an ascetic, plain, but absolutely magnificent landscape
that no one saw, that was interesting to no one, nobody would come there for it, so |
decided to make a story about it. A landscape that is itself looking at a traveler.
What is the relation between landscape and time for you?

EP: Landscape is slow time. Unlike our daily lives, actions or business, trees live very
slowly; as an artist though, you have more opportunities to observe that, especially
working with painting—it is a static, silent art, and in is generally very slow in terms
of working on a canvas, conception of ideas, accumulating experience. Artists are
better skilled at working with such slow time of a landscape, which still can change
instantly: the sun rises and shadows or reflections appear—we see a completely differ-
ent image. This tension between the fleeting, slow change and dramatic turns allows
me to truly feel time.

As for plain air, they must bring back memories of your student years? Do you
practice plain air today?
EP: Yes, sometimes 1 do, but this is not the main practice for me now. I work with
photographs a lot. When I paint from life, these are smaller things during my walks
around familiar places, where I can be alone, “set a long exposure” for an hour and a
half and observe, say, the change in lighting. I have no objective to finish a piece on
the spot, this is rather a personal meditative practice, if you will. It’s observation over
result.

If I follow, you are trying to create “generalized” images?
EP: Yes, this is a quality of our time, you can see this in both music and painting. It is
now becoming clear that it is a generational thing: less pressure on the audience from
the author, since the viewer and the modern person in general are crushed by emotion,
information—to change their perspective, you need to at least snap them out from this
flow to get some one-on-one time.

Are viewers and their perception of you work important?
EP: An artist should always try on the viewer’s shoes. On the one hand, I am open to
completely different interpretations of my work—the audience have this right—but I
also want to engage them into active perception, so that it is not mere consumption of

a cultural product, I want this experience to make people look back onto themselves,
to bring them back to senses.

Can you classify yourself as an artist-researcher? What is your exploration?
EP: Research is a very important activity for artists today and many do that. When it
comes to research I think I explore emotions, personal experience linked to space.
It all begins with a spontaneous flash, and only after does it take shape, a structure
that I can analyze.

Apparently, exploration for you is primarily exploring yourself as a therapist for
yourself, is that so?
EP: You could say so, yes, I think this is an attempt to assume the perspective of an
average viewer, unburdened by any preparation. And the audience is changing, it is
totally different from 10, 50 or 100 years ago. The modern viewer has transformed,
so different parts of their cultural background come into play, different media are rel-
evant, something is constantly changing. This is curious: we can see through the eyes
of a modern viewer, but what the perception will be further down the road?

You have studied at the Pavel Nikonov workshop, which also taught Pavel Ot-

delnov, Yevgeniya Buravleva, Maksim Smirennomudrensky, Olga Gurevich, Pavel
Borkunov, Natalya Sitnikova, Dmitry Samodin, Roman Usachev, Tatyana Chursina,
Nikolay Smirnov, Irina Filatova, and others. Do you think Nikonov’s students have a
shared manner?
EP: The students were quite diverse, we spent a lot of time together, organized joint
exhibitions, there was a sort of microverse in the workshop, which is crucial as a
formative experience. Learning from a grand master, it’s only natural to be heavily
influenced; during the student years and for some time after we were persistently
called “Nikonovites”, often with a ring of criticism. But you have to continue working
after the graduation, as a nobody-artist, you need to find the strength to be stable and
consistent, instead of working on and off, you need to write your own narrative and
believe it. Now, more than a decade on, the “Nikonovites” turned out very different as
artists, however, some have overlapping interests.

There is this trait, typical of the Surikov school and the Nikonov workshop in
particular: trying to rely on traditional approaches to spirit, worldview, and technique.
How important is the dialogue with tradition and the Russian culture for you?

EP: For one thing, as a graduate, you needed to step out of the shadow of tradition
that has shaped you and find your own voice. That’s why this idea of “preserving



tradition” is a myth, such “conservation” degrades the tradition. On the other hand,
the very same tradition can become relevant again in a generation or two, but this is
a natural process. Today, any period in art is within our reach, so dialogue is possible
with anything there, and that’s what actually happens. I deeply value this very Russian
motif in art of pity towards everything, people and space. It is a stand-out quality. For
example, “The Rooks Have Come Back” by Savrasov or the art of Dostoevsky where
it is all so bad, that it’s actually good.
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Erop ITnorHukoB
Heoanexo om doma
2017

XoJct, Macio
200%x270 cm

Egor Plotnikov

Not Far Away From Home
2017

Oil on canvas

200%x270 cm

Erop ITnoraukoB
Buepawmuii denv
2017

XoJct, Macio
170%x250 cm

Egor Plotnikov
Yesterday

2017

Oil on canvas
170x250 cm






Erop ITnorHukoB
Ocennuii Oenv
2017

XoJct, Macio
150%200 cm

Egor Plotnikov
Autumn Day
2017

Oil on canvas
150%200 cm

Erop ITnoraukoB
Tas

2017

XoJct, Macio
120%x170 cm

Egor Plotnikov
Gas

2017

Oil on canvas
120x170 cm



Erop ITnoraukoB

Beuepnss npoeynka

2017

XoJct, Macio

120170 cm

OOBeKT: 6eTOH, Hamnbe-Malle, akKpuil
32x24%17 cm

Egor Plotnikov

Evening Stroll

2017

Oil on canvas

120x170 cm

Object: concrete, papier-maché, acrylic
32x24x17 cm






Erop ITnorHukoB
Coceonuil yuacmox
2017

Xoict, Macio
120x150 cm

Egor Plotnikov
Neighboring Property
2017

Oil on canvas
120x150 cm

Erop ITnoraukoB
Ilepemena no2oowt
2017

XoJct, Macio
120150 cm

Egor Plotnikov
Weather Changing
2017

Oil on canvas
120x150 cm
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Erop ITnorHukoB

Con

2017

beroH, nanee-marie, akpui
30x10x10 cm

Egor Plotnikov

Slumber

2017

Concrete, papier-maché, acrylic
30x10x10 cm

Erop IlnoraukoB

IIposan

2017

betoH, nanse-matie, akpu
42x21%21 cm

Egor Plotnikov

Sinkhole

2017

Concrete, papier-maché, acrylic
42x21%21 cm



Erop IlnorHukoB

bonbmas nmonurrka

2017

betoH, nanee-marie, akpui
14x19%14 cm

Egor Plotnikov

Big Politics

2017

Concrete, papier-maché, acrylic
14x19%14 cm

Erop ITnoraukoB

bes nassanus

2017

betoH, kapToH, aKpuI
14x20x10 cm

Egor Plotnikov

Untitled

2017

Concrete, cardboard, acrylic
14x20%10 cm



Erop IlnorHukoB
IIpomueononooicnviii bepee
2017

betoH, nanee-marie, akpui
JIBe yactu

7%24x11 cM (kaxaas)

Egor Plotnikov

Opposite Riverside

2017

Concrete, papier-maché, acrylic
Two parts

7%24x11 cm (each)
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Erop IlnoTankos
Teiizasc ¢ ynaguiumu
Odepesbsimu

2017

XoIcT Ha KapToHE, Maclo
20x%20 cm

Erop IlnoraukoB
Ommenens

2017

XoICT Ha KapTOHE, Macllo
24x30 cm

Erop Ilnoraukos
Heiizasxc ¢ 6epe3oii

2017

XorncT Ha KapToHe, MacJo,
24x30 cm

Erop ITnorHukoB
Cepeouna ous

2017

XouncT Ha KapToOHE, Maclio
24%30 cm

Erop IlnorHukoB

Beuep

2017

XoJcT Ha KapTOHE, Macllo
24x30 cm

Erop ITnoTHukoB
Xonoouwiii Oenv

2017

XorcT Ha KapTOHE, MacIIo
930 cm

Egor Plotnikov

Landscape With Fallen Trees
2017

Canvas on cardboard, oil
20%20 cm

Egor Plotnikov

Thaw

2017

Canvas on cardboard, oil
24x30 cm

Egor Plotnikov
Landscape With a Birch
2017

Canvas on cardboard, oil
24%30 cm

Egor Plotnikov

Middle of Day

2017

Canvas on cardboard, oil,
24%30 cm

Egor Plotnikov

Evening

2017

Canvas on cardboard, oil
24x30 cm

Egor Plotnikov

Cold Day

2017

Canvas on cardboard, oil
?30 cm

Erop ITnorHukoB

Obnaxo

2017

XoJICT Ha KapTOHE, MaciIo
20 c™m

Erop IlnorHukoB

Bemep

2017

XoICT Ha KapTOHE, MaclIo
020 cm

Erop ITnorHukoB
Ilepemennas obnaunocms
2017

XoICT Ha KapTOHE, Maclio
20%25 cm

Erop ITnorHukoB

bouka

2017

XoICT Ha KapTOHE, Maclio
30%x40 cm

Erop ITnorHukoB
IIpumepHo 1Ba yaca B myTH
2017

Xounct Ha KapTOHE MaciIo
30x40 cm

Egor Plotnikov

Cloud

2017

Canvas on cardboard, oil
920 cm

Egor Plotnikov

Wind

2017

Canvas on cardboard, oil
@20 cm

Egor Plotnikov

Partly Cloudy

2017

Canvas on cardboard, oil
20%25 cm

Egor Plotnikov

Barrel

2017

Canvas on cardboard, oil
30%40 cm

Egor Plotnikov

About Two Hours On the Road
2017

Canvas on cardboard, oil
30%40 cm



Pomumicst B 1975 rony B . Ceyne (Kopest). OOy4ancst B YauBepcurere JlaHKYK, IIe IOTydHI
cTeneHb OakanaBpa, a 3aTeM B YHHBEPCUTETE XOHTHK, MOITY4YHB TaM CTEHEeHb MarucTpa U3sii-
HBIX HCKyccTB. XKuser u paboraer B Ceyie.

W36pannble nepcoHanbHbIe BBICTaBKH: on the way (mmmg, Ceyn), on ground (GALLERY
HYUNDAIWINDOW GALLERY, Ceyn), barricade (ccuullpool, Ceyi), Green mountain (Brain
Factory, Ceym), Playroom (Alternative Space Gallery Cott, Ceyn). Takxke mpHHUMAN y9acTue B
TPYHITOBHIX BBICTaBKaX, Takux Kak The Sleepless (Gallery Zandari, Ceyn), Sorok SmallMuseum
(Sorokdo National Hospital, Copokno), Russia-Korea Exchange Exhibition «Minima Moralia»
(Mpxytckuii obnmacTHOM XynoskecTBeHHBIH My3eit um. B.I1. Cykauesa, Upkyrck), CONVERSA-
TION (Yangpyeong Museum, fIanxen), The Breath of Fresh (Gyeonggi Museum of Modern
Art, Ancan), Untitled Stage (Ycagp6a Huxnter BeruapoBa Mpro3nuk Xomr, octpoB OnbXoH,
Baiixaxn), Reload (Project Space Pilipinas, Kecon). Ax mpuHIMaI ygacTre B apT-pe3HICHIINAX,
takux kak Gyeonggi Creation Center, Gyeonggi (Kopes), glogauAIR Artist in Residence Pro-
gram, Berlin (I'epmanmns), Baikal Nomadic Residency Program, Upkyrck (Poccus), a Takxke
SIBIII€TCS JIaypeaToM MHOTOUHCIIEHHBIX IPH30B, Takux kak Chong Kun Dang art award, Chong
Kun Dang, Korea Mecenat Association, Ceyn, The 32th JoongAng Fine Arts Prize, Second
place, JoongAng culture media corporation, Ceym.

Born in 1975 in Seoul (Korea). Bachelor at the Dankook University, Master of Fine Arts at the
Hongik University. Lives and works in Seoul.

Selected personal exhibitions: on the way (mmmg, Seoul), on ground (GALLERY HYUNDAI
WINDOW GALLERY, Seoul), barricade (ccuullpool, Seoul), Green mountain (Brain Factory,
Seoul), Playroom (Alternative Space Gallery Cott, Seoul).

Participant in group exhibitions, including The Sleepless (Gallery Zandari, Seoul), Sorok Small-
Museum (Sorokdo National Hospital, Sorokdo), Russia-Korea Exchange Exhibition «Minima
Moralia» (Sukachev Regional Museum of Irkutsk, Irkutsk), CONVERSATION (Yangpyeong
Museum, Yangpyeong), The Breath of Fresh (Gyeonggi Museum of Modern Art, Ansan), Un-
titled Stage (Nikita Bencharov Estate Music Hall, olkhon Island, Lake Baikal), Reload (Project
Space Pilipinas, Quezon).

Resident at Gyeonggi Creation Center, Gyeonggi (Korea), glogauAIR Artist in Residence Pro-
gram, Berlin (Germany), Baikal Nomadic Residency Program, Irkutsk (Russia), award winner
of Chong Kun Dang art award, Chong Kun Dang, Korea Mecenat Association, Seoul, The 32th
JoongAng Fine Arts Prize, Second place, JoongAng culture media corporation, Seoul.

Pomuncs B 1980 B . Kupose (Poccust). B 2000 okoHumi BsTckoe XynokeCTBEHHOE YUIITHIIE.
B 2006 — MockoBckuit rocyjapcTBEHHbII akaIeMUUECKUNA Xy10)KeCTBEHHBI HHCTUTYT UMEHU
B. 1. CypukoBa. B 2006-2010 craxxupoBaincs B TBopueckux mactepckux Poccniickoit Axa-
nemuu xygoxects. B 2006 Bctynun B MOCKOBCKUI COI03 XyJOKHUKOB. Y YaCTHUK BBICTABOK C
1994 1., B Tom uncinie B Poccun, Utanuu, benbrun, Aurmun, ['epmannu, CLIA, Jlanuu, HIBe-
in, MoHako. [Ipon3BeneHnst HaXOAATCSA B aCTHBIX coOpaHMAX B Poccun u pyrux crpanax,
a Takke B koJulekuusax Poccuiickoit Akanemun xynoxects, Poccuiickoro ®@oHna KyabTyphl,
MOCKOBCKOTO €01032 XyTOXHUKOB ¥ POCCHICKIX PETHOHAIBHBIX My3€sX.

XKuer u paboraer B Mockse u BsiTke.

W3bpannble  mepcoHanmbHBIE  BhICTaBKM:  «HesHaumtenpHOe»  (MOCKOBCKHH — My3eit
COBpPEMEHHOT0 UCKyccTBa, [oronesckuii, 10, Mocksa), «bonbimas mporynkay (mapaiensHast
mporpamMma  5-if  MOCKOBCKOW MEXIyHApOIHOW OHEHHAllE COBPEMEHHOTO WCKYCCTBa,
ranepest «Kosuer», Mocksa), «Ileizaxku 6e3 HazBaHus» (CTaBpONOIBCKUH KpaeBoH Mys3eit
1300pa3UTENBHBIX HCKYCCTB).

W36pannsie BeicTaBKU: «l3MeHunBoCTh. IlpoHMIIaemMocTs» (mmkn «KOHTEKCTBI cpemsi»,
ranepest «Kymsrnpoekr», MockBa), «XpOHHKH OJHOTO ITyTeIIECTBHS» (Tanepes «31echb,
Mocksa), «Berep Bpemenn» (Hayuno-texHmueckuii Mmy3eit akagemuka W.II. bapawHa,
HoBoky3nenk), «OxwuBmas mbeca WUMIEpaTpunb» (Mysei-3amoBenHuk  «llapumsrHoy,
Mocksa), ARTMONACO’16 (crenn ramxepen «ARTSTORY», Monako), «Metareorpagusi.
[IpocTpancTBO-00pa3-neiictBue» (crmennpoektT 6-i MOCKOBCKO# OueHayie COBpEeMEHHOTO
uckycctea, I'TT, Mocksa), «[IpoTsokeHHOCTh MaHmmadTa», (raaepes A-3, MockBa, rajepes
«Koctpomay, Kocrpoma), «Dopmer xuzau. Bosspamenue k peamsHocTH» (I'TI, Mocksa),
«Kombunar.PerpocniexruBay (coBmectHO ¢ I1. OTaensHOBEIM, ranepes «OpuTtaxk», Mocksa).

Born in 1980 in Kirov, Russia. 2000 — graduate of the Vyatka Art School. 2006 — graduate
of The Surikov Art Institute in Moscow 2006-2010 — apprentice at the Creative Studios of
the Russian Academy of Arts. 2006 — member of the Moscow Union of Artists. Since 1994
exhibition activity in Russia, Italy, Belgium, England, Germany, the US, Denmark, Sweden,
Monaco. Held in private collections in Russia and other countries, and in the collections of the
Russian Academy of Arts, Russian Culture Foundation, Moscow Union of Artists, and Russian
regional museums. Lives and works in Moscow and Vyatka.

Selected personal exhibitions: “Insignificant” (Moscow Museum of Modern Art, 10 Gogo-
levsky boulvard, Moscow), “The Big Stroll” (the Parallel Program of the Fifth Moscow Bien-
nale of Contemporary Art, The Ark gallery, Moscow), “Untitled landscapes” (Stavropol muse-
um of fine arts).

Selected exhibitions: “Changeability. Penetration” (Kultproect Gallery, Moscow), “Chronicles
of a Journey” (Zdes galley, Moscow), “The Wind of Time” (Bardin Science and Technology
Museum, Novokuznetsk), “A Play by the Empress Comes to Life” (Tsaritsyno Museum-Re-
serve, Moscow), ARTMONACO’16 (at the ARTSTORY gallery booth, Monaco), “Metageog-
raphy. Space-image-action” (special project of 6 Moscow bienalle of contemporary art, Tretya-
kov State Gallery, Moscow), “Length of Landscape” (A-3 gallery, Moscow, Kostroma gallery,
Kostroma), “Forms of Life. Return to Reality” (the State Tretyakov Gallery, Moscow), “Com-
bine. Retrospective” (jointly with Pavel Otdelnov, Heritage Gallery, Moscow).
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