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THESE FLOWERS ARE LIKE
THE PLEASURES
OF THE WORLD!

William Shakespeare, Cymbeline (1611)




Llapadus

AnekcaHapa BepTnHCKasa — BUPTYO3HbIM XXMBOMUCEL, C KPENKOW KIlacCn4eCcKou
wkomnon (CypUKOBCKUI WMHCTUTYT, MacTepckas Tavpa CanaxoBa) U OecueHHbIM
OMbITOM CTaXUPOBKW B MapUXCKOM HaumoHanbHOM AKafeMun XyOoXecTB
n Mactepckon KOpus Kynepa, oTkya ee yMeHue 4yBCTBOBATb TEKCTYPbI 1 (hakTypbl,
MOBbILIEHHOE BHMaHKe K TOMY, YTO Ha3blBaeTCsi MOBEPXHOCTLIO KAPTUHBI.

Ha npoTskeHWn BCero CBOEro TBOPYECTBA XyOOXHWMLA paboTana C CloXKeTamu,
00bIYHO ACCOLIMMPYIOLLIMMICS C KaTeropmen KpacoTbl: AepeBbs, obnaka, MOTMBSI
LPEBHEN apPXUTEKTYPbl, CTOMYECKN M30eras Tex MEMHCTPUMHbBIX HanpaBneHun,
B pycrie KOTOPbIX PAa3BMBAETCA OMCKYPC COBPEMEHHOMO WMCKYCCTBA. [1pu 3TOM
y AnekcaHapbl BepTrHckom Bcerga Obin CBOM HEMOBTOPUMbIN aBTOPCKUA CTUSb,
npeaenbHO NCKPEHHWI, SMOLUMOHANbHbIN 1 OOHOBPEMEHHO ANCTAHLMNPOBAHHbIN.
Bonee 20 neT oT NpoeKkTa K NPOeKTy OHa MO KMPMUYMKaM CTpouna 1 paclmpsana
CBOW XYy40>XXEeCTBEHHbIN MUPOKOCMOC.

B BbicTaBke «[Mapaam3», Ha NepBbIvi B3rNs4, AnekcaHapa BepTuHckas BepHa
cama cebe, pa3BuBas TeMy LBETOB U 00pa3 GoTaHnyeckoro cafa. OfHako NpoekT
«lapagmn3», 6e3yCNOBHO, HOBbIW 3Tan B KAapbepe XyLOXHMKA.

TpaAMUMOHHO >XaHp HaTiopMopTa MpeanonaraeT GUKCauMio B BEYHOCTU
CUIOMWHYTHOM KpacoTbl, 0OpedYeHHOM Ha yBsidaHue. B cBa3m ¢ cepurent «Mapagms»
AnekcaHapbl BepTMHCKOM HeBOSIbHO BCMOMWHAETCS Buaeo-paboTa 3Be3AHOM
OputaHkn Com Temnop-Bya «Still life», roe Ha HawMx rnasax 3a HECKObKO MUHYT
NPeKpPacHbIN HAaTIOPMOPT M3 (PYKTOB NMPOXOAMT BCE CTaAMWN YBAAAHUSA, THUEHWS
M NpeBpaLleHns B npax. Hem3amMeHHOW OCTaeTcs ToNbKO MAacTMKOBas LIAPWKOBas
pydka, nexasllas psaoM C dpyktamu. [MprpogHoe yMWUPAeT, UCKYCCTBEHHOE —
NNacTVKOBble OTXOAbl COBPEMEHHOW LMBUNM3ALMM — OCTaeTcs. Temnop-Bya 3axoamt
Ha TeppUTOpWIO, KOTOPYylo M3beraeT TPaaMLMOHHAs XMBOMWCb, MOKa3biBas Mepexoq
XW3HM B CMEPTb, aKLEHTMPYs NapafoKC XpynKOCTM MPUPOAHOIO B COMOCTaBAEHNM
C VICKYCCTBEHHbIM,

[e¢]

Y AnekcaHapbl BepTuHckon o00pa3bl LBETOB M OOTaHWYeCKUX CafoB
NPeKpacHbl, OAHAKO YyBCTBEHHAsA KOMTMOHEHTa Hallero BOCNPUATAS Npu B3rnsae
Ha ee pPabOTbl OKA3bIBAETCA B MepL@HMM MeXy ABYMS COCTaBNAOLWMMM NOHATUS
nature-mort, kak Obl Nonazas B 3a30p MeXAY AMaMeTPanbHO NPOTUBOMONOXHbIMM
KOHHOTAUMSAMU XKaHpa. V1 3To MHTpUryer.

BbicTaBka «[apagmn3» — CIOKHOCOYMHEHHAN MHCTANNALMA: OFPOMHOE NaHHO,
COCTaBNeHHOEe K3 OpyTanbHO HaMMCaHHbIX aKPWIOM Ha LUIEPOXOBATOM BaTMaHe
MMUUMHUI;, cepusi DOTaHUYeCkMX CafoB, rae BepTvHCKas MacTepckim MUCMOMb3yeT yxke
onpobOBaHHYIO el TEXHUKY XMBOMUCK Mo doTorpaduin; cneumanbHbii KabrHeT,
B KOTOPOM €e HaTIopMOpPTbl LBETOB B LUMANIEPHOM Pa3Becke MepemMexalotcs Co
CTAapPUHHOW Hay4YHOW DOTaHWYeCKOW rpaBlOPOW, a Ha BXo[e B KaDUHET 3putenemn
BCTPEYAOT HATIOPMOPTbl BEMMKMX MaCTepOB MPOLWoro. TakMM 00Opa3oM Ha
BbICTaBKe MepecekaloTcs pasHble OWCKYPCMBHbIE MOTOKW: WUCTOPUM  UCKYCCTB,
NCTOPUM HaykW, UCTOPUWN UMBUAM3AUMK. Hayka M MCKYCCTBO MO-Pa3HOMY LUV
N NOYT K NOCTUXXEHMIO TalH NPUPOAbI, HO KaXAbl/ pa3, OCTaHaBNMBas, pa3naras
Ha 31EMEHTbI MM COCTaBMAA UX B HOBYKO KOMMO3ULMIO, Mbl PAa3pyLUaeM TO, YTO
Ha3blBaeTcs nature, 1 NPUBAMXKAEMCS K TOMY, H4TO Ha3blBaeTCs mort.

AnekcaHgopa BepTuHCkass TOHKO W HEHappaTMBHO MNpobnemMaTunpyet
(yHOAMeHTaNbHble BOMPOCHI ObITUA: O BO3MOXHOCTW BEYHOW XW3HU, BEYHOMW
KpacoTbl, O TOM, MOXET N1 YerloBeK CTaTb AEMUYProM, COPEBHYACH C NMPUPOAON,
co3paBast OOXeCTBEHHbIV pal MPUPOLHO-NCKYCCTBEHHOTO LIBETEHMS.

B npoekTe «[lapagm3» BOyMyMBas, ToHKasa U rnybokas no3trka AnekcaHapbi
BepTUHCKOW 3BONMIOLIMOHMPYET 1 NPUODpEeTaeT HOBOE MOLLHOE 3BYYaHMe. XKecTkas
KOHUEeNTyanbHasa KOHCTPYKLMS MNpoekTa 33a[aeT HOBbIM KOHTEKCT MPOYTEHMIO
XYOOXECTBEHHbIX TEKCTOB BepTMHCKOM pa3HblX MNeprogoB €ee TBOPYeCTBa
n nocnenHmux pabor u3 cepunm Edencraft, rme 4YepHo-6Genble hoTorpadum
DOTaHWYeCKMX CafloB W XMBOMWCH MoBepx doTorpadunii BCTYNaloT B CNOXHbIE
KOHCOHAHCHO-AMCCOHAHCHbIE OTHOLLEHUS.

Obpa3 Pas HeobOXoAMM YenoBe4vecTBy UM KaXkAOMy W3 Hac, OOHAKo
B COBPEMEHHOW KymnbType BCe 4alle BCTpevaeTcs CloBocoveTaHue lost paradise.
MpoekT AnekcaHapbl BepTUHCKOM B TOM YKCNe 3aCTaBNseT 3a4yMaThCs, nodemy
K€ 3TO NMPONCXOANT.

Ornbra Ceunbosa



Paradise

Alexandra Vertinskaya is a masterly painter with a strong classical school
background (Surikov Institute, Tahir Salakhov’'s workshop). She obtained
invaluable internship experience at the Paris Ecole des Beaux-Arts and Yuri
Kuper’s workshop, which made a great influence on her ability to feel textures
and manner of execution, increased attention to what is called the surface
of the painting.

Throughout her art, she worked with subjects usually associated with the
category of beauty: trees, clouds, motifs of ancient architecture, stoically avoiding
those mainstream trends which discourse of contemporary art develops. However,
Alexandra Vertinskya always had her own unique, extremely sincere, emotional
and at the same time distant author’s style. For more than 20 years, from project
to project, she has been building and expanding her artistic microcosm from
the ground up.

In the Paradise exhibition, at first sight, Alexandra Vertinskaya is true
to herself, developing the theme of flowers and the image of the botanical
garden. However, the Paradise project is certainly a new stage in the artist's
career.

Traditionally, the still life genre presupposes a fixation in eternity
of momentary beauty, doomed to wither. In connection with the Paradise series,
Alexandra Vertinskaya involuntarily recalls the video work Still Life by a star British
artist Sam Taylor Wood, where an excellent still life with fruits goes through all
stages of withering, decay, turning into dust in front of viewer's eyes in a few
minutes. Only the plastic ballpoint pen lying next to the fruits remains unchanged.
Natural dies, artificial—plastic waste of modern civilization—remains. Taylor Wood
enters the territory that traditional painting avoids, showing the transition of life
into death, emphasizing the paradox of the fragility of the natural in comparison
with the artificial.

Images of flowers and botanical gardens of Alexandra Vertinskaya are
beautiful, however, the sensual component of our perception when looking at her
works appears in the flicker between the two components of the concept of nature
morte, as if falling into the gap between the diametrically opposite connotations of
the genre. And it is intriguing.

The Paradise exhibition is a complex installation: a huge panel composed
of brutally painted wisteria with acrylic on a rough Whatman paper; a series of
botanical gardens where Vertinskaya masterfully uses the technique of painting on
photography earlier tested by her; a special cabinet where her still lifes with flowers
placed according to “carpet” hanging are interspersed with old scientific botanical
engraving, and at the entrance to the cabinet the audience meet still lifes of the
great masters of the past. Thus, various discursive flows intersect at the exhibition:
art history, history of science, history of civilization. Science and art walked and are
walking different ways in comprehension of the secrets of nature, but each time,
stopping, decomposing into elements or composing them into a new composition,
we destroy what is called nature and come closer to what is called mort.

Alexandra Vertinskaya delicately and non-narratively problematizes the
fundamental questions of existence: possibility of eternal life, eternal beauty, about
whether a person can become a demiurge by competing with nature, creating
a divine paradise of natural and artificial blossom.

In the Paradise project, the thoughtful, delicate and deep poetics of Alexandra
Vertinskaya evolves and acquires a new powerful sound. The rigid conceptual design
of the project sets a new context for reading Vertinskaya's artistic texts from different
periods of her work and recent works from the Edencraft series, where black-and-
white photographs of botanical gardens and paintings on the photographs enter
into a complex consonance-dissonance relationship.

The image of Paradise is necessary for humanity and for each of us, however,
in modern culture we see the expression “lost paradise” more often. The project
by Alexandra Vertinskaya, among other things, makes one wonder why this
is happening.

By Olga Sviblova



«<..H coﬁepu MHE paccesnmnvle Kaniu,
U OIHCUBU UCCOXULUE UBEINDL... >

C OpeBHMX BPEMeH LIBETbl 3aHWUMAlOT BaxKHOe MecCTO B 1300pa3uTeNbHOM
nckyccree. byaydm CBf3aHHbIMU C NIOOOBHOM CUMBOMMKOW, PENUTMO3HBIMY
KySIsTaMU 1 MOKJTOHEHWEM BeNYMIO NMPUPOabI B LIEIOM, OHW ABIISNNCL BaXKHOM
4acCTblO PENNTMO3HbIX MOAHOLEHNM N OEKOPALMN MPA3AHECTB BO BCEX OPEBHUX
KynbTypax, HadmHasa ¢ Accvpun mn Erunta. B OpeBHen peumn n Pume uBeThl
NPOYHO aCCOLUMMPOBANUCL C Boramm 1 reposM Kak MX CUMBOSbI U aTpUOYTh
NX KYNbTOB. BMecTe ¢ TeM Mu1p 3arpoOHbIv, AyXOBHbIM OyKBaNbHO COCEACTBOBAN
C MUPOM pearnbHbIM, OyATO TECHO COMpPSXKEHHblE B eAMHOM MpocTpaHcTee. Kak
NULWeT UCTopUK MckycctBa Muxamn CoKonoB, «apeBHerpedecknin paradeisos,
MPOW3BOAHBIA OT APEeBHEMPAHCKOro (aBeCTUICKOro) pairi-daeza wn BnepBsble
BCTpevalowmics y KceHotoHa (IV Bek 4o H. 3.), BHadane obo3Hayan He BHEMMPHOE
GnaxeHCTBO, lapyemMoe NpaBedHbIM AyLlaM, a Belllb BMOSHE 3eMHYI0 U [Nt CBOEro
BPEMEHW TUNMYeCKyIo, a UMEeHHO LIapCKMIi NapK, BKIIOYABLLMI B Ce0S POCKOLLIHbIN
caf v oxoTHW4YbM yroapa»'. B CpedHue Beka LBeTyLIMe Cafbl CTany Npoobpa3om
HebecHoro pas Ha 3emsie, a CamMU LBETbl, CYMTABLUMECS MPEKPACHENLLIVMW 13
DOXECTBEHHbIX TBOPEHUM, C Pa3BUTUEM XPUCTUAHCKOM Teonorkn nprobpenm
MHOXECTBO CUMBONNYECKMX 3Ha4YeHUN. Tak, Oenas nunus, CUMBOMU3MPYIOLLAS
YUCTOTY W HEeMopoYHOCTb, HEpPaspbIBHO CBsiz3aHa C obpa3om boromatepu
N IBNSIETCA HeoTbeMMeMbIM aTprbyToM B clieHax bnaroseleHns. KpacHble po3bl,
Hapsgy C rBO3AMKAMM U MakaMm, MO CIy>XXUTb cmBoniom CTpactert XpUCToBbIX
1 NPOIUTON XPUCTUAHCKVMW NEPBOMYHEHMKAMK KPOBU. AKBUMErsa xe, no gopme
HamoMuHaBLLas ronyos, ctana cMmBonom CBATOro Ayxa.

Cneumnduryecknin cpeiHeBEKOBbIM 00pa3 «orpaxAeHHoro cafa» oTCbinan
K camy HebecHomy — 3pgemy, lapagn3y, — B KOTOPOM He CyLIEeCTBYET CMEHbI
BPEMEH rofla 1 L@pUT Be4HOe NETO W LBeTeHKe. VIMeHHO B TakoM cafly 13obpakeHa
Henopo4Hasa [eBa C eMHOPOrOM Ha 3HAMEHUTbLIX LWnanepax KoHua XV Beka w3
My3es KnoHu B Mapuxke. 300unyiolias LBeTaMn pacTUTENbHOCTb MOSBMSETCS
1N B CUEHAX, XXMBOMUCYIOWMX Part Ha KapTUHAxX HUAEPAAHOCKMX W UTANbIHCKNX
MacTepoB. KOHEYHO, Henb3f He BCMOMHUTb 3HAMEHUTbIV TPUNTUX VepoHuma
Bocxa «Cag 3eMHbIx HacnaxgeHun» 1500-1510 rogos (Mysen MNpano, Magpua,),
LieHTpanbHas 1 neeas CTBOPKAa KOTOPOro MpefcTaBnstoT M300paxeHWs pas B BUAE
NpeKpacHoro cafa C MblWHOW 3efeHblo, KPWUCTaNbHO YUCTbIMK BOOOEMAMM
1 CaMbIMU Pa3HbIMM NpeAcTaBUTENsIMU ayHbl — pearbHbIMU N BbIMbILLUIEHHbBIMU.



bypHoe pa3BuTMe CafoBOLCTBA COBMANO MO BPEMEHU C 3apOoXOeHWeMm
OTHENbHOMO >aHpa LBETOYHbIX HaTiopMOopToB. OAMH M3 MNepBblX CaAMOLEHHbIX
LIBETOYHbIX HAaTIOPMOPTOB ObIN UCNonHeH XaHcoM MemnuHrom okono 1485 roga
(Myzen TnucceHa-bopHemuchl, Magpua) v Takxe UMen PeUrmo3Hoe 3HayYeHue.
PacrnonoxeHHbI Ha obopoTe NopTpeTa AoHaTopa, OH ABMUN cobon M3obpaxeHue
OykeTa NUNNN, UPUCOB M aKBUNErMA, CBA3AHHbLIX C CMMBOMKMKOW Boromatepu,
B MaWOMNMNKOBOW Ba3e C MOHOrpammon Xpucta. apannenbHo C XpUCTUAHCKOMU
CUMBOJNKOM, 0Dpa3bl LIBETOB BCE MPOYHEE YKOPEHSANMCh B KYPTYa3HOM KyNbType.
B CBETCKOM KOHTEKCTe OHW MNPUMOOpPEeTany COBEpLUEHHO WHble CUMBONUYecKMe
3Ha4YeHWA, CBA3AHHblE C BbIPaXeHWeM YyBCTB U NIMYHOCTHbLIX Ka4vecTB. B cBA3W
C OypHbIM pa3BUTMEM XXaHpPa LBETOYHbIX HaTIOPMOPTOB B fonnaHamm 1 GnaHapum
XVII Beka XyOoXHUKM CTani Mofy4aTb 3akasbl M Ha OTAeNbHble K1300paxkeHMs
LIBETOB — CBOETO pPO/1a NMOPTPEThI peaKMX M MPEKPACHbIX 00Pa3LL0B, B MHbIX CITyYasax
COCTaBASABLUMX LieNble Konnekumn. VIHTepecHo, Y4To B OAHOM DyKeTe MO OKa3aTbCs
LiBETbI, KOTOPbIE LBEeNU B COBEPLLUEHHO Pa3HOe BpeMS U B PA3HbIX PermoHax v Nnilb
yMo3puTelbHO Obln 00beAMHEHbl XYAOXHWKaMK B eAMHYI0 KOMMO3ULMIO.
B nnceme 1606 roga fiH bpenrens bapxaTHbI Nncan ceBoeMy 3akas4nky Penepriko
Boppomeo o paboTe Haf, o4epeHbIM ero 3aka3oM: «...0H 3aMe4vaTenbHO YaacTCs: He
TOMNbKO MOTOMY, YTO OH HaMnWcaH C HaTypbl, HO 1 bnarogaps KpacoTte 1 PeaKOCTHOCTY
COCTaBNALIMX €ro pa3HOOOPa3HbIX LIBETOB, HEN3BECTHbIX M HUKOTAA HE BUIAEHHbIX
npexge: s NoToMy U e3amn B bpioccens, Y4Tobbl NCaThb C HaTypbl HEKOTOPbIE LBETHI,
KOTOPbIe HENb3s YBUOETb B AHTBEpreHe»?.

B cBoem TBOpYecTtBe AnekcaHOpa BepTmHckas [aeT HOBYIO  XKM3Hb
Knaccudeckon Teme. Kak 1 cTapble MacTepa, XyLOXHWMUA >XXMBOMWUCYET LBETHI
C HaTypbl, MbITAACL 3aMe4aTneTb N YBEKOBEYUTb MX CUIOMUHYTHYIO U HEMPOYHYIO
Kpacoty. B ee uBeTax OOHOBPEMEHHO 3akJllo4eHa BCA KpacoTa WM XPYMnKOCTb
XKU3HWU. XKmeonmcb AnekcaHOpbl BepTMHCKOW OTHIOOb He doTorpaduyeckoe
«3aneyatyieHVe», HO OfyXOTBOPEHHasd No3TM3aums. Ee LBeTbl, CJIOBHO OXMBLUME
Ha Oymare co3faHusa MpupoAbl, e4Ba KOJMbIWYTCS Ha BETPY, WUCTOYas TOHKMWA,
MaHALWMM CNAafoCTblo apoMaT. HeoXMAaHHO TPaAULMOHHbIE 0Dpasbl MoMyyaloT
B ee TBOp4YeCTBE aKTyallbHOe MpoYTeHKne. BepTnHCKan ncnonb3yet ong Ux co3naHms
COBpPEMEHHbIE XY[OXECTBEHHbIE MPUEMbl U TEXHOMOTMKM, MOMyd4asd Ha Bbixoge
MHOrOC/IOMHbIE MPOV3BEAEHNS B aBTOPCKOW TEXHVIKE, COYeTas NepBOHaYasbHble
«MOATrOTOBUTENbHbIE» 1300PaXeHMs Ha XonNcTax — Oyap To poTorpacdmm, Konnaxm,
lwenkorpaum — U XMBOMWUCb, He CTOSfIb LOMOSHSAIOLWLYI0, CKOMb MOSIHOCTHIO
npeobpasyioLLyto nponssefeHne. XMBOMMCHasA OCHOBA BaXKHa A1 aBTOPa, Tak Kak
MMEHHO OHa ABMAETCA CBA3YIOLLMM MOCTOM MEXIY MUPOM peasibHbIM U MUPOM
BbIMbILLMEHHbIM. [ToABNAIOLLECS MOBEPX OTNEeYaTKOB XYAOXECTBEHHbIE (POPMbl —
CJIOBHO OXMBLUME PaHTa3nK, SOMONHAIOWME CKYNYIO CTaTUYHYIO MaTepmranbHOCTb
NYNbCUPYIOLLLEN XXIBOW KPaCOTOM.

«LlBeToyHas» cepusi paboT BepTMHCKOM CTana OCHOBOM WHCTANASaUMM
«KabuHeT», roe npekpacHble 00pa3yvmkm XnBYT OOK 0 OOK CO CTapUMHHOW Hay4YHOM
DoTaHNYeckom rpaBlopPoV 1 y4ebHbIMYM NnakaTamu. [MogobHbIM KabWHeT NpeanaraeT
MHYIO CTOPOHY GRaroroBeHus: He TOMbKO MULLb 3CTETUYECKOe CO3epLIaHMe, HO ckopee
rnyboKnn B3rMsa BHYTPb NPUPOAbI U CaMoro Mmpo3aaHus. Cyxor MUp KaTanoros,

KapTOTeK 1 apXMBOB OXWBAET 1 MOAYEPKHYTO JINLWAETCA TeMmnopanbHOCTK. CTporas
Hay4YHas HabnopaTenbHOCTb BOTAHNYECKOM MANIOCTPaLUMU NUWb NOAYEPKMBAET
KUBYIO TeKy4ylo KpacoTy LBeToB AnekcanHapbl. [MMOHbI M po3bl NPUYYOSINBbLIX
COPTOB HEXHbIX PO30BbIX OTTEHKOB MECTPEelT Ha (hOHE COYHOW FyCTOW 3efleHMU.
MarHonumm v Tpyobl aHrena OykBanbHO 3aMepsiv Ha POHE NMPOH3UTENBHOM CUHEBBI
netHero Heba. A OMHOKME 1 NO-XNLLHOMY 3aBOPAXMBAIOLLME Kanfibl, aHTypUyMbl
W Opyrne apovifHble, BbIXBa4eHHbIE APKMM Jy4OM CBeTa, KPacytoTCd Ha TEMHOM
doHe.

HecnyyanHo Ha Bxoge B «KabWHeT» pacnonoxeHbl [[Ba CTapUHHbIX
POCKOLWHbIX LBETOYHbIX OykeTa M3 Komnekumm KoHcTaHTMHa Mayepray3a —
«LIBETOYHBIV HATIOPMOPT C pakoBMHaMKM» bantacapa BaH Aep Acta 1 «bonbluow
OYKeT 13 NN, MPUCOB, TIONIbNAHOB, OPXMAEN U NMNOHOB B Ba3e, eKOPVPOBAHHOM
n3o00paxeHnaMmn AMbUTpUTL 1 Liepepbl» KMcT AHa bpenrens Mnaguero. 3Tm
NpeKkpacHble, TOHKO apaHXMpPOBaHHbIE LIBETOYHblE aHCAMONM MNPOTArMBalOT
M3ALLHYIO HUTb MeXay TpagnumsamMu n3obpaxeHns LBetoB CTapbiMM MacTepamu
1 COBPEMEHHbIMW XMNBOMUCLLAMMU.

Hapsagy ¢ pabotamu npolunbix feT B COCTaB BbICTaBKW «[lapaam3» Bowna
HOBasi cepus MPOW3BeAEeHU, B KOTopon AnekcaHapa BepTtrHckas obpaluaetcs
K TeMe DOTaHNYeCcKoro caga kak npoekumm pas HebecHoro Ha 3emne. [MosBneHunio
boTaHM4eckmx cafoB B EBpone npenlwecTBOBano BO3HWKHOBeHMe B V Beke
«arnTekapcknx OoropoAoB» HeDOMbLUMX Pa3MEPOB MPU CPeOHEBEKOBbIX MOHACTbIPSX,
rfe BblpallMBanu NpemmyLLEeCTBEHHO JIeKapCTBEHHbIE PACTeHNS AN MeOMLMHCKNX
uenen. NosgHee, yxe B 3noxy BospoxaeHus, Ha3HayeHVe antekapCckmx CaoB
CMEHWNNOCh — PacTeHms CTanu BbIPALLMBATb He TOMbKO AS PeLleHMs MPaKTUYecKmx
3afa4, HO W ANA M3Y4eHUA U HAy4HOro KccnenoBaHvd. [lepBble Takve cafbl
nosisunmch B XIV Beke B MTannu, 4to Obino obycNoBneHo pacLBeToM ryMaHM3Ma
N PaACNPOCTPAHEHVEM Hay4HbIX 3HaHWW. Moed pamckoro caga — napaguMsa —
COXpaHsnacb B popme OrpaxxaeHHOro NpoCTPaHCTBa, OTAENEHHOro OT BpeHHOro
1 FPELLHOro 3eMHOro MYpa M OTAAHHOIO LBeTaM 1 fepeBbsaM. HadmHasa ¢ XVI Beka,
napannenbHo C Pa3BUTMEM YHUBEPCUTETOB, YBEMNYMIOCH YNCIO DOTaHUYECKUX
cafoB Kak B WTanum, Tak 1 B Apyrnx CcrpaHax 3anagHou Esponbl. EBponenckas
KONOHWManbHas 3KCNaHCWS BHeCNa CBOWM KOPPekTMBbI B 0Opa3 M CTpoeHue
boTaHWYeckMx CafgoB. bonblioe MecTo OTHbIHE OTBOAWMIOCH BOCCO3AAHMIO
reorpapuyeckmnx ycroBuK, OTAENbHOE BHUMaHWE YOENANOoCh 3K30TUYeCKUM
obpa3zuamM. Dsonoums  OoTaHMYECKMX CafoB MNpeBpaTUa CpPefHEBEKOBbIE
«anTekapckme oropofp!» B CIIOXKHOCOCTaBHblE MacCLUTaOHble WHCTUTYLMK, KOTOpble
Mbl 3HaeM CErofHs — C YHUKaNbHbIMK Ner3axamu, OoraTenuMm KonnekunsaMm
N UCKIIOYUTENBHBIMU OOTAHUKO-UCTOPUYECKMMI 3KCMO3MLMAMU. BMecTe € Tem
boTaHM4eckme cafbl COBEPLUEHHO YTPATUIM MEPBOHAYaNbHYIO MAEK NPOoeKLMM
past. MNoceTnB cTapeniume DoTaHMYeckme cagbl MiTanum, AnekcaHapa BepTrHckas
cobpana cobCTBEHHbINM apxMB 00OpPa30B M BrevaTeHn, KOTOPbIM AOMOAHMNA
XMBONUcbio. ObpaLLasch K XaHpy YepHo-benon dotorpacdmm, oHa CHUMAET pasHble
WX Yrofkv — Mopov Mpulledlune B 3anycTeHne, Thelowme, CJI0BHO 0bOpa3bl
npoLunoro. Bmecte € Xy40XHMLEW Mbl COBEpLIAEM AAVNHHYIO, MOMHYO NTMPUYECKNX
pa3MbllWNeHnn nporynky. Yepe3 obeTwanble CTapuHHbIE ABEPU OPaAHXEPEW,



B KOTOPOW MbILLIHO PACKMHYNUCb BETKM OPXMAEN, Mbl OKa3blBAEMCS TO Ha 3aHEM ABOpE,
roe CUPOTAMBO OTATCA NONYNyCTble, CNIOBHO 3a0biThle BCEMU LIBETOYHbIE TOPLUKM,
TO BO3Me npyAa C KyBLWIMHKaMW, r4e Ha BOAHOW IMaAn 3aMepsio OTpaXkeHue
ManyaHckoro cobopa. OTaenbHble dparMeHTbl CafoB, 3anedaT/ieHHble KaMepown
XYAOXHMULbI, B ee paboTax BHe3anHO CTAHOBATCS CaMOLEHHbIMU MWPaMK,
B KOTOPble OHa BAbIXAET XWM3Hb XMBOMUCHOM UAIIOMUHALMEN, TOHEYHO HAMOMHSASA
LIBETOM HekoTopble AeTann, a UMEHHO M300paxeHUs XMBOro W MNPeKpacHoro —
pacTeHMn W LBeTOoB. BHOBb 0DOpalllasicb K UBETOYHOMY >aHpy, AnekcaHapa
BepTMHCKasa npurnallaeT 3pmuTens B NpPeKpacHbI caf, B KOTOPOM MOXKHO CKPbITbCS
OT MOBCEAHEBHOCTM U CyeTbl U YyeAUHUTLCS C CaMKM COOOM, CBOMMW MbICIISMNA,
ne4ansaMm 1 PagocTaMU B OKPYXEHUW CaMOW XM3HW — BCerda LUBeTyLlen,
BEYHO3eNEHOM 1 YNOUTENBHO NPEKPACHOMN.

lNonnHa MoruvnuHa

1. Cokonos M. H. MpuHumn pas. MaBbl 00 MKOHONOTMM Cafia, MapKa U npekpacHoro Biaa. M.: «[porpecc-
Tpaguumsa», 2011. C. 27.

2. Uwur. no: H. 0. MapkoBa. O cMBOsMKe LBETOB B KilaccnyeckoM mckyccree // Mckyccrso.— 2006. —
Ne 3. —C. 21-23.

“..And gather for me the scattered raindrops,
and make the withered flowers bloom again for me...”

Flowers have long taken a prominent place in visual arts. With links to
love symbols, religious cults, and worship of the grandeur of nature, flowers
are important part of ritualistic religious offerings and decorations at festivities
in all ancient cultures, as early as Assyria and Egypt. In Ancient Greece and Rome,
flowers were established symbols and artifacts of cults around gods and heroes.
This other, spiritual world nonetheless existed in very close proximity to the real
world, as if interfaced in a shared space. Mikhail Sokolov, an art historian, writes
that “the Ancient-Greek paradeisos, a derivative of the Proto-Iranian (Avestian)
pairi-daeza, first coined by Xenophanes (5th century BCE), did not originally
mean an otherwordly bliss bestowed upon righteous souls but a rather mundane
thing inits time, namely a grand enclosure or preserve, including hunting
grounds.” Inthe Middle Ages, the blossoming gardens came to mean heaven
on earth, where the flowers, being the most beautiful of godly creations, took
on a multitude of symbolic meanings as Christian theology developed further.
For example, the white madonna lily, a symbol of purity and chastity, is tightly linked
to the image of Mary and is invariably featured in all depictions of Annunciation.
Red roses as well as carnations and poppies were used as symbols for the Passion
of Christ and the blood spilled by first martyrs. The dove-shaped aquilegia became
a symbol of the Holy Spirit.

The particular medieval image of a “fenced garden” is a reference to the
heavenly garden—Eden, Paradise—that does not change seasons under an eternal
summer and blossoming. This type of garden serves as a backdrop for the famous
late-15th century tapestries depicting the Vestal Virgin with a unicorn. Depictions
of heaven in Dutch and Italian canvases also feature lavish greenery with flowers.
Then there is, of course, the renowned triptych The Garden of Earthly Delights
by Hieronymus Bosch (1500-1510, The Prado Museum, Madrid). The central
and left panels present a view of paradise with lavish greens, crystal-clear water
and a diverse fauna, both real and imaginary.

Rapid development of gardening coincided with emergence of a stand-
alone genre of flower still life. One of the first fully-fledged flower still life was
painted by Hans Memling circa 1485 (Thyssen-Bornemisza Museum, Madrid)—it
had religious subtexts, too. Painted on the reverse side of a commissioned portrait,



the still life depicted a bunch of lilies, irises and aquilegias—under the shared rubric
of symbolizing Mary—in a Maiolica vase with a Christogram. Flower imagery
was also taking root in the culture of courtly love. The symbolism of flowers was
completely different in secular contexts and had to do with expression of feelings
and character. As flower still life prospered in the 17th-century Netherlands
and Flanders, artists were commissioned to paint individual flowers—in a way,
portraits of rare and especially beautiful flower specimens—sometimes assembled
in significant collections. Curiously, such flower bouquets could comprise flowers
that blossom in different seasons and in different regions, coming together solely
through the artist’s conception. In a letter dated 1606, Jan Brueghel the Elder
wrote to his customer Federico Borromeo regarding a commission: “..it turned
out beautifully. Not only because it was painted from life, but also due to the
refinement and rareness of the included flowers, hitherto unknown and unseen:
that's why | had gone to Brussels, in order to paint from life certain flowers not
available in Antwerp."?

The art of Alexandra Vertinskaya breathes a new life into the classical theme.
Like the old masters, the artist paints flowers from life and tries to capture their
fleeting beauty and commit to memory their pure beauty. Her flowers embody both
the beauty and fragility of life. Paintings by Vertinskaya are not mere photorealistic
“renderings” but rather inspired poetization. Under her brush, flowers come
to life on paper as nature’s creations, rippling with the wind, exuding a fine,
alluring sweet scent. Surprisingly conservative imagery is reactualized in her art.
Vertinskaya’'s practices employ modern techniques and media, which results
in multilayered auteur pieces combining “preparatory” images on canvases—
photos, collages, screen prints—and painting that complements and in that fully
transforms the canvas. Painting as a foundational layer is very important for the
artist since it serves as the linkage between the real and imaginary worlds. Artistic
forms that are layered on top of prints are like phantasies that has come to life and
they infuse the static materiality with throbbing living beauty.

The flower series by Vertinskaya translated into the installation Study Room,
where beautiful specimens coexist with old botanical engravings and visual learning
aids. This room reveals the other side of the awe which goes beyond aesthetic
contemplation and gives deeper insight into nature and the creation itself. The
dry world of catalogues, filing cards and archives is filled with living energy and
is deliberately atemporalized. The strict realism of botanical illustration serves to
highlight the living and fluid beauty of flowers painted by Vertinskaya. Pastel pink,
peonies and roses of unusual varieties are dotted against the background of lush
greenery. Magnolias and angel’s trumpets stand in stark contrast to the blue of
the summer sky. Whereas lonely and precariously charming callas, anthuriums
and other aroid species are highlighted by a bright beam of light and juxtaposed
with against a dark background.

Not surprisingly, there are two luxurious flower bouquets at the entrance
to the Study Room: a Flower in a Vase with Shells by Balthasar van der Ast and
A Large Bouquet of Lilies, Irises, Tulips, Orchids and Peonies in a Vase Decorated

with Images of Amphitrite and Ceres by Jan Brueghel the Younger. These finely
composed flower ensembles work as an elegant link between the images
of flowers by old masters and contemporary painters.

Alongside older paintings, the Paradise exhibition features a new series
of works where Alexandra Vertinskaya explores the subject of a botanical garden
asaprojection of the heavenly on earth. Botanical gardensin Europe were preceded
by smaller physic gardens in the 5th century. These gardens emerged near
medieval monasteries to cultivate medical herbs. Later, during the Enlightenment
era, the function of physic gardens was expanded to include scientific research.
First gardens of this type were arranged in the 14th century in Italy as humanism
scientificknowledge flourished. The idea of a heavenly garden, a paradise, lived on
as a fenced-off space for flowers and trees separated from our fleeting and sinful
existence. Starting in the 16th century, as universities were emerging, more and
more botanical gardens were built, not just in Italy but in other European countries
too. The European colonial expansion contributed to the image and design
of botanical gardens as well. The focus shifted to replication of exotic geographical
conditions and exotic species. The evolution of botanical gardens transformed the
medieval physic gardens into large and complex institutions that we are familiar
with today—with unique landscapes, rich collections and unparalleled botanical
history expositions. The gardens were also divorced from the original association
with the paradise. Vertinskaya traveled to the oldest of botanical gardens in Italy
to aggregate impressions and images that were later compounded by painting.
Employing black-and-white photography, the artist makes a record of different
nooks in the gardens, often dilapidated and decaying like a thing of the past. The
artist embarks us on a long meandering walk. Through shabby old greenhouse
gates and lush orchids, we end up in back yards populated by half-abandoned
pottery or near a water-lily pond with a frozen reflection of the Padua Cathedral.
Some garden photos taken by the artist become fully sufficient worlds on her
canvases, brought to life by painterly illumination, touches of color, images of the
living and beautiful—i.e. flowers and plants. Revisiting the floral genre, Alexandra
Vertinskaya invites us to a beautiful garden that can become a shelter from the
daily humdrum and a space for privacy, meditation, reflection of your good and
bad fortunes—surrounded by life itself, ever blooming, ever green and delightfully
beautiful.

By Polina Mogilina

O

1. Mikhail Sokolov, Printsip Raya [The Principle of Paradise], Chapters on the iconology of heaven, parks and
vistas. Moscow, Progess-Traditsia, 2011, p. 27.
2. Ascited in: N. Y. Markova. “On Flower Symbolism in Classical Art”, Iskusstvo. 2006. Issue 3, pp. 21-23.



LUBET B MCKYCCTBE
ECTb ABCOJTIOT.
OH OCTABAJICHA
N OCTAHETCAH AN HAC
3ATAKOW, MO3HATb

EFO Mbl MOXEM JTNLLb
NHTYUTVBRO
B LIBETAX.

K

®ununn OTT0 PyHre. M3 nucbma (heBpans 1802)




COLOR IS THE ULTIMATE
IN'ART. IT IS STILL
AND WILL ALWAYS

REMAIN A MYSTERY TO
UsS, WE CAN ONLY

APPREHEND IT

INTUITIVELY IN FLOWERS.

&

Philipp Otto Runge, in a letter (February 1802)




Perenb A.3.
TAMBOBCKASA OBJ1., LUAUKWIA P-H, C. HOBOTOMHIWKOBO.
YCAIbBA BOPOHUOBbBIX-OALLKOBbIX
MPOEKT PA3BVBKWV LIBETOYHOTIO MAPTEPA 1 ®ACA TEPPACHI N
BECEOKW

1885
KapToH, Tylb, akBapesb
45,4 %X 62,3 cMm
KM O®d-89/3074 P 1-1841

[OCyOapCTBEHHbIN My3€el apxmuTekTypbl M. A .B. LLlyceBa

A. Regel
TAMBOV REGION, SHATSKY DISTRICT, NOVOTOMNIKOVO TOWNSHIP, VORONTSOV-
DASHKOV ESTATE
A DESIGN OF A FLORAL GARDEN AND A FAGADE OF A TERRACE AND A GARDEN
HOUSE

1885
Ink and watercolours on paper
45.4%x62.3cm
KP OF-89/3074 P 1-1841

Schusev State Museum of Architecture

24
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[ocpmaH K. U.
MPOEKT MIAHWPOBKW CALA C IBYMA MNMPYLAMMU,
JIJABUPUHTAMU N LUBETHNKAMW

1810-e
bymara, akBapenb, Tylb, XXene3o-rannoBble YepHUa
56,3 X 48 cm
KM O®-89/780 P 1-863

[OCyOapCTBEHHbBIN My3€el apxuTekTypbl M. A .B. LLlyceBa

K. Gofman
A LAYOUT OF A GARDEN WITH TWO PONDS,
LABYRINTHS AND FLOWER BEDS

1810s
Watercolours and ink on paper
56.3xX48cm
KP OF-89/780 P |-863

Schusev State Museum of Architecture
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POC KOJIOKOJIbHUK,

BETOK roJlys0MW,
OLHAB OJIOBKY

HA MATKOW TPABOW.

CJ

BEL
'

ACTERHA-TTHEJTKA
1JTA ETO COK:

b APYT OJTA OPYTA
HEJTA /1 LUIBETOK.

M

WoraHH Bonbdranr lete. pyr ana gpyra




A FAIR BELLFLOWER
SPRANG UP FROM THE GROUND;
AND EARLY ITS FRAGRANCE
ITSHED ALL AROUND;

A BEE CAME THITHER

AND SIPP'D FROM ITS BELL,;
THAT THEY FOR EACH OTHER
WERE MADE, WE SEE WELL.

W

Johann Wolfgang von Goethe. Like and Like




SAH bpevirens MnagLumm
EOJIbLLIOW BYKET U3 NN, UPUCOB, THONMbMAHOB, OPXEN
N MMOHOB B BA3E, JEKOPVPOBAHHOW M30OBPAXEHWNAMI
AMOUTPUATBI N LLIEPEPbI

[epeBo (ny6, nocka NapkeTMpoBaHa), Macno
123,2 X 94 cm

CobpaHue KoHcTaHTMHa Mayepray3a

Jan Brueghel The Younger
LARGE BOUQUET WITH LILIES, IRISES, TULIPS, ROSES, ORCHIDS,
PEONIES AND OTHER FLOWERS IN A VASE DECORATED WITH
FIGURES OF AMPHITRITE AND CERES

QOil on oak panel (cradled)
123,2x 94 cm

Collection of Konstantin Mauergauz
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bantacap BaH gep Act
LIBETOYHbIV HATFOPMOPT C PAKOBUHAMI

XONCT, Macno
129 %x101,5cm

CobpaHue KoHcTaHTMHa Mayepray3a

Balthasar van der Ast
STILL LIFE WITH FLOWERS IN A VASE AND SHELLS ON A TABLE

Oil on canvas
129X 101.5cm

Collection of Konstantin Mauergauz

34
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B BUE LIBETKA

ECTb HEHTO,
B HEKOTOP
MOMEHTbI ]
EMY CINOCObBKF

4TO
bl E
AET
OCTb

SABNNALETE YMOM
OAXE CAMOIO
bAXBAJIbHOIO

HEJTOBEKA HA 3EMIJIE.

*

I>xoH Mbtop. Teicada MUnb K 3anmBy (1916)




T
G

EREIST

AT IN THE

_ANCE OF A FLOWER
WHICH MAY AT TIMES
CONTROL THE GREATEST
OF CREATION'S
BRAGGART LORDS.

John Muir, A Thousand-Mile Walk to the Gulf(1916)



BESbIV MOH 1 PO30BbIN MNOH

2015
Bymara, akpun
102 X 69 cm

WHITE PEONY AND PINK PEONY
2015

Paper, acrylic
102 X 69 cm

40

41



PO30BbIV MNOH

2015
bymara, akpun
76 X 56 M

PINK PEONY
2015

Paper, acrylic
76 X56.cm

42

43



MNOHDbI

2015
bymara, akpun
76 X56 M

PINK PEONIES
2015

Paper, acrylic
76 X56.cm

44

45



KOMT OE LHAMBOP

2015
bymara, akpun
76 X56 M

COMTE DE CHAMBORD
2015

Paper, acrylic
76 X56.cm

46

47



O'XAPA

2015
bymara, akpun
75X 54 cm

O'HARA
2015

Paper, acrylic
75X 54 cm

48

49



JIEOHAPLO OA BUHYU

2015
bymara, akpun
76 X56 M

LEONARDO DA VINCI
2015

Paper, acrylic
76 X56.cm

50

51



CIOPPEN

2015
bymara, akpun
104 X 69 cm

SURREY
2015

Paper, acrylic
104 X 69 cm

52

53



CABOW XOTE/ST

2018
bymara, akpun
103X 71 cm

SAVOY HOTEL
2018

Paper, acrylic
103 x71cm

54

55



MOJ1 LWWPBWIIII

2019
Bymara, akpun
103 x71cm

PAUL SHIRVILLE
2019

Paper, acrylic
103X 71cm

56

57



PO30BbIN LIBETOK

2019
Bymara, akpun
46,5 %X 37,5cm

PINK FLOWER
2019

Paper, acrylic
46.5x37.5cm

58

59



AMVYJIET

2015
bymara, akpun
53 x40 cm

AMULETT
2015

Paper, acrylic
53x40cm

60

61



APONIHbBIE 2

2018
bymara, akpun
54X 41 cm

ARACEAE 2
2018

Paper, acrylic
54 x 41 cm

62

63



AHTYPUYM 1

2018
bymara, akpun
103 x70 c™m

ANTHURIUM 1
2018

Paper, acrylic
103 x70cm

64

65



AHTYPUYM 2

2018
bymara, akpun
103 x70c™m

ANTHURIUM 2
2018

Paper, acrylic
103 x70cm

66

6/



APONLHbBIE 1

2018
bymara, akpun
54X 41 cm

ARACEAE 1
2018

Paper, acrylic
54 x 41 cm

68

69



BESTbIN LIBETOK

2015
bymara, akpun
76 X56 cm

WHITE FLOWER
2015

Paper, acrylic
76 X56cm

70




BEJTOKPbIJIbHWK

2018
bymara, akpun
54X 41 cm

CALLA
2018

Paper, acrylic
54 x 41 cm

72

73



KAJUTA

2019
bymara, akpun
57 %x38cm

CALLA LILY
2019

Paper, acrylic
57 X 38cm

74

/5



S2OUONCKAA KAJTITA

2019
bymara, akpun
57 %39 M

ETHIOPIAN CALLA
2019

Paper, acrylic
57 %x39cm

76

77



NOLACOJIHYX

2018
bymara, akpun
54X 41 cm

SUNFLOWER
2018

Paper, acrylic
54 x 41 cm

78

79



TPYBEbI AHTEJTA

2019
bymara, akpun
57 % 38,5m

ANGEL'S TRUMPETS
2019

Paper, acrylic
57 %X 38.5cm

80

81



TPYbbl AHTEJTA 2

2019
bymara, akpun
76 X56 M

ANGEL'S TRUMPETS 2
2019

Paper, acrylic
76 X56.cm

82

83



MATHOJIVA

2019
bymara, akpun
76 X 56 cm

MAGNOLIA
2019

Paper, acrylic
76 X56.cm

84

85



NPNC

2018
bymara, akpun
54X 41 cm

IRIS
2018

Paper, acrylic
54 x 41 cm

86

87
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2019
bymara, akpun

76 X56 cm

BLUE HYDRANGEA

2019
Paper, acrylic

76 X 56 cm

89

88



LIBETbl OBJTALOAKOT TAKOW
>KE BbIPASUTESIbHOW
MUMWKOW, KAK JTKOLOM
N KMBOTHbBIE. HEKOTOPbIE
bYATO YNbIBAKOTCAH, APYIE —
[PYCTHbI, HEKOTOPbIE
BbITJTTALAT 3ALYMYIBO
N OTCTPAHEHHO, APYTWE

CO3AIKOT BIMNEHATJIEHWE
YNCTOW NMNOPAOOHYHOCTU
N HETHOCTW, HATTPUMEP
LLIMPOKOJMLUbBIE NOACOJIHY X
N PO3OBbIE AJITEWN.

*

[eHpu Yopa buyep. Ouckypc usetos (1853)




FLOWERS HAVE AN
EXPRESSION OF
COUNTENANCE AS MUCH
AS MEN OR ANIMALS.
SOME SEEM TO SMILE;
SOME HAVE A SAD
EXPRESSION; SOME ARE
PENSIVE AND DIFFIDENT;

OTHERS AGAIN ARE PLAIN,
HONEST AND UPRIGHT,
LIKE, THE BROAD-FACED

SUNFLOWER
AND THE HOLLYHOCK.

*

Henry Ward Beecher, Star Papers, A Discourse of Flowers
(1853)







97

MMMUVHNA 9

2016
bymara, akpun
115 %150 c™m

WISTERIA 9
2016

Paper, acrylic
115x150cm

98

99



MMUMHWA 10

2016
bymara, akpun
115 % 150 cm

WISTERIA 10
2016

Paper, acrylic
115x 150 cm

100




MMIUMHWA 13

2016
bymara, akpun
115 %X 150 cm

WISTERIA 13
2016

Paper, acrylic
115x 150 cm

102




LIBETbl — CBOBOLHAA
KPACOTA TMPUNPO/LLbI.

30§

MMMaHyunn KanT. KprTmnka cnocobHocTy cyxxaeHus (1790)

104




FLOWERS ARE FREE
BEAUTIES OF NATURE.

Immanuel Kant, Critique of Judjement (1790)







PAN 1

2018
ABTOpCKas oTtorpadus, akpun, TyLb
180%x 120 cm

PARADISE 1

2018
C-print, acrylic, ink
180 % 120 cm

PAV 6

2019
PAWN 2 ABTOpCKas hoTorpadusa, akpus, TylLlb
120x 180 cm
2018
ABTOpCKas poTorpadms, akpus, TyLb
180 %120 c™m

PARADISE 6

2019
PARADISE 2 C-print, acrylic, ink
120 x 180 cm
2018
C-print, acrylic, ink
180x 120 cm

PAI 3

2018
ABTOpCKas oTtorpadus, akpun, TyLb
180%x 120 cm

PARADISE 3
2018

C-print, acrylic, ink
180 % 120 cm

111 112 113






PAI 8

2018
ABTOpCKas poTtorpadus, akpun, TyLb
180120 c™m

PARADISE 8

2018
C-print, acrylic, ink
180%x 120 cm

116 117






PAI 7

2019
ABTOpCKas poTorpadus, akpun, TyLb
120 % 180 c™m

PARADISE 7

2019
C-print, acrylic, ink
120 x 180 cm

120 121






PAIN 5

2018
ABTopcKkas oTtorpadud, akpwun, TyLlb
180 % 140 c™m

PARADISE 5
2018

C-print, acrylic, ink
180 %X 140 cm

124

PAI 4

2018
ABTOpCKasa oTorpadud, akpwn, TyLlb
180 % 140 c™m

PARADISE 4

2018
C-print, acrylic, ink
180 %X 140 cm






PAI 9

2018
ABTOpCKas poTtorpadus, akpun, TyLb
140 x 180 c™m

PARADISE 9

2018
C-print, acrylic, ink
140 x 180 cm

128 129
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PAN 12

2019
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PARADISE 12

2019
C-print, acrylic, ink

120 x 80 cm

133

132






PA 13

2019
ABTOpCKas poTtorpadus, akpun, TyLb
120 x 80 c™m

PARADISE 13

2019
C-print, acrylic, ink
120x 80 cm

136 137






PAI 11

2019
ABTOpCKas poTtorpadus, akpun, TyLb
190 x 135 ™

PARADISE 11
2019

C-print, acrylic, ink
190 X 135 cm

140
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PA 10

2019
ABTOpCKas poTtorpadus, akpun, TyLb
100 x 105 cm

PARADISE 10

2019
C-print, acrylic, ink
100 X 105 cm

144 145



YYHEBHbIE BOTAHUYECKWE TMJTAKATbI

Kadenpa skonornu v reorpaum pacteHnm
bronormnyeckoro gakynsreta MY vm. M. B. JlomoHocoBa

BOTANICAL POSTERS

Department of Ecology and Geography of Plants, Faculty
of Biology, Lomonosov Moscow State University
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