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AHppen OneHeB — OAMH U3 BeOYyLLMX NpencTaBuTeNen Xya0XKeCTBEHHOM
cueHbl HmxHero Hosropoga 2010-x rogoB — BpPeMEHU CTAHOBSIEHUS U pasBuUTUs
HUXXEropoACKOro yJIMYHOro UCKYCCTBA, JIOKaNbHOro Hanpas/ieHUsl, CO4YeTaBLLErO
NPaKTWKK CTPUT-apTa C paspaboTKom YHUKaSIbHOrO BU3yasibHOro si3blka U cTparterui
B3aMOAENCTBMS C MECTHbIM UCTOPUKO-KY/TbTYPHbIM KOHTEKCTOM. Heponras ncropus
HUXKEropoacKoro ym4yHoOro NCKyccTea cBsidaHa, TEM He MeHee, ¢ hopMnpoBaHnEM
YCTOM4MBON N306pasuTenbHon Tpaamumm, 6asnpoBasluenicsl Ha 0606LLEH METOL0B
CTaHKOBOW >XXMBOMUCU U CTYAUNHOM rpadnkn B rOPOACKOM NPOCTPAHCTBE.

Xy[0>XeCTBEHHbIN CTU/Ib HXKEropoACKOro YIMYHOIO UCKYCCTBa AOCTUI
nuka csoero passutusa B 2013-2014 rogax: MOHyMeHTalbHble POCANCU CO
CNOXHbIM KOJTIOPUTOM 1 Pa3HOOBpPasHbIMU KOMMOINLMOHHBIMU PELLEHNSIMIN
3anofHWAN OePEBSAHHBbIE N KMPMWYHbIe hacafdbl CTAPUHHBIX JOMOB. XyOOXHWKN
He cTaBwIn nepepn cobon 3agady Aenartb BbiCKa3biBaHWS «Ha 31100y AHS», AMHAMUKE
N3MEHEHNN N CKOPOCTY peakLmi Ha HUX OHU NPOTUBOMNOCTaBNANN (PrKCaLunio
COCTOSIHNSI 6€3BPEMEHbS 1 MeANTENbHOE, 3a4yMUYMBO€E OCMbIC/ieHre. daxe

paboTbl, HEMOCPEACTBEHHO CBSI3aHHbIE C FOPOACKOWN NPOo6nemMaTUKon 1 pUTOPUKON
KYNbTYpPHOro Hacneausi, obpeTani YCOXKHEHHYO N MHOCKa3aTesbHYO (hopMy.

MeguinHas n npodgeccroHasibHasi USBECTHOCTb HMXKErOPOACKOrO Y/IMYHOIO
NckyccTBa BO MHOroM cBsidaHa ¢ umeHeM AHgpest OneHeBa, B Npon3BeneHnsx
KOTOPOro HoBenwne HapaboTKKM JIOKanbHbIX aBTOPOB o6peTany CTaTtyc yCTONYMBOM
Tpagmumun. B macwtabHbix haHTacMaropruyeckmx pocnuncsx, Co3naBaembix B ropose,
XYLAOXHUK KOHCTPYMPOBan CUMBOJINYECKME CUTYaLMN, CBA3AHHbIE C TEMaMm
cBobogabl 1 HecBOGOAbI, ABUXXEHUS U MPEORONEHNS, BHYTPEHHNM MUPOM YesloBeka
N oKpy>KarLwmMmy ero obctosiTensctTeamu. TpaguuMOHHOCTb XYAOXKECTBEHHOMO
mMeToaa OneHeBa TakXXe UMesa NoAonieky, CBA3aHHyO ¢ nogpa)xaHusimin
N OTCbINIKaMn K pasHoobpasHbIM nnactam uctopumn nckyccrtea. Ero pabotbl He
Ob1NI OCHOBaHbI HAa XyO0XXECTBEHHbIX AMcKypcax XX—XX| BEKOB UNN YNINYHbIX
cybKynbTyp, a OnMpanuncb Ha XXMNBoONUCcHyto MaHepy CeBepHoro Bo3poxkaeHus
N WNIOMUHUPOBAaHHbIX KHUT. OTAenbHble NPOM3BeAEHNS NpeacTaBnsnmn cobom
anni3nn Ha paboTbl CTapbix MacTepos, Hanpumep, MNMutepa bpenrens Ctaplero.

CTpaTterus cospgaHns kKaMepHbIX Npon3BeneHnii B uckycctee AHgpest OneHesa
Ha npoTshbkeHnn 2010-x rogoB Takke 6banaHcupoBana Ha rpaHule yauupl 1 CTyann.
CoBmecTHO ¢ Pepopom Maxnatokom B 2011 rogy 6611 npugyman npoekt Outdoors,
B pamMKax KOTOPOro XyAOXKHWKM pasmeLLany B ropoge nponsseneHnsi, 3apaHee
NOArOTOBJIEHHbIE B MACTEPCKON — aKpUIOBYIO UM MACTISIHYIO XXUBOMUCH




Ha OepeBsiHHbIX NaHensx, noctepbl. B paboTax 0683aTeNbHO yunTbiBaNnCh
0COBEHHOCTM MECTa, B KOTOPOE OHM MOMELLaNnNCh: LBETOoBas ramma, aktypa
MaTepuana, KOMMNO3ULMOHHbIE PELLEHNS KOPPECNOHANPOBAN C OKpY>XatoLlen
cpepon. XynoxecTBeHHbIn MeTon Outdoors Hawen npofosikeHne B CTYOUNHbBIX
Bewax OneHeBa — XXMBONUCK 1 Nporpadnm No AepeBy C XxapaKTepHOW A8 aBTopa
dunurpaHHo NpopaboTKOM CNOXHbIX CIOPPeanNCTUYECKNX CIOXETOB.

B oTnunyme oT gpyrmx HUXKEropoAacKMX YNYHbIX XyA0XKHMKOB, AHOpen OneHes
HUKOrga He «BTArmsasn» yauLy Ha BbICTABOYHYIO TEPPUTOPUIO, a, HA0BOPOT,
pacnpocTpaHsan CTyauiHble NPakTuKM B ropofackom npoctpaHcTee. OCO6eHHOCTBIO
npounsseneHuin OneHesa bbina NX NOAATINBOCTb K MHOrOKPaTHOMY YBENYEHNIO:
MaclwTabnpoBaHne 1 BKJIIOYEHNE B MPOCTPAHCTBEHHbIN KOHTEKCT MPOSBASANO0
CJIO>KHYIO BHYTPEHHIOI CTPYKTYPY >XMBOMMUCHbBIX paboT, NnpeBpalias nx B nogobue
TeaTpanbHbIX gekopauun. Tak, npoekT «HansHaHky» (2017) — danbludacapg, ons
pPEeKOHCTPYupyemoro 3naHus Muxannosckoro Teatpa B CaHkT-lleTepbypre —
coyeTas aBTOPCKUIA NPUHT C TeaTpasibHbIMM MOTMBaMM, CKPbIBaBLUMI MaBHbIn dacag,
CEPVII0 MOHYMEHTAabHbIX POCMMCEN Ha CTPOUTENBHOM 3abope, OMNosiChbiBaBLIEM 0OeM
NOCTPOWKN, N UHTEMPUPOBAHHbIE B HUX CTaBHU, 3a KOTOPbIMW CKPbIBaNIUCh HEGONbLUNE
>KNBOMUCHBbIE PaboThI.

B HoBOM npoeKTe «CmeHa ,D,eKOpaLI,VIVI» OCHOBHbI€ MOTUBbI TBOp4YeCTBa
XyaoXXHMKa — 6e3bIMsIHHbIE NepCcoHa>XXn n 663,EI,OMHbIe JXKMBOTHbIE, MOKNHYTbIE MeCTa
1 BonJioLlleHHaa martepunasibHOCTb FOpO,D,CKOI7I CTapuHbl, CMbICiOBada MHOIOCNONHOCTb
n nrpa co 3pnTesibCKUM BOCNpUATUEM — obbeanHsaoTCA BOKpyr ,D,paMaTI/I‘-IHOVI
Cy,D,b6bI ncyesaruero apxmTeKTypHoro Hacnegus Hwu>xHero HOBFOpO,D,a.

Anuca Casuukas, Aptem ®unartos




By Alisa Savitskaya, Artem Filatov

Andrey Olenev is one of the key representatives of the Nizhny Novgorod art
scene in the 2010s. That decade witnessed the emergence and development of Nizhny
Novgorod street art, a local trend that combined street art practices with a unique
visual language, as well as strategies of interacting with the local historical and cultural
context. A short history of Nizhny Novgorod street art is nevertheless associated with
the formation of a stable visual tradition based on generalization of easel painting
techniques and studio graphics in urban space.

The artistic style of Nizhny Novgorod street art peaked in 2013-2014:
monumental paintings featuring complex colors and a variety of compositional
solutions filled the wooden and brick facades of old houses. The artists never focused
on making topical statements on any burning issues. Instead, they set the state
of timelessness and slow, thoughtful reflection against the dynamics of changes
and the rate of response to them. Even the works directly related to urban issues
and the rhetoric of cultural heritage took on a complicated and allegorical form.

Media and professional fame of Nizhny Novgorod street art is largely
attributable to the name of Andrey Olenev whose works turned the recent
achievements of local authors into a strong tradition. In his large-scale phantasmagoric
murals created across the city, the artist designed symbolic situations related to
such topics as freedom and lack of freedom, movement and effort, a person’s inner
world and surrounding circumstances. Traditionality of Olenev’s artistic methods was
stimulated by imitations and references to various strata of arts history. His works
rested on brushwork of the Northern Renaissance and illuminated books rather than
artistic discourses of the 20"-21s centuries or street subcultures. Some of his works
were allusions to the works of old masters, for example, Pieter Bruegel the Elder.

Andrey Olenev’s strategy of creating chamber works during the 2010s was
trimming between the street and the studio. Together with Fedor Makhlayuk, they
conceived Outdoors in 2011: the project implied that the artists would decorate
the cityscape with the works prepared in the workshop in advance—acrylic or oil
paintings on wooden panels and posters. The works factored in the features of the
place that accommodated them: the color scheme, the texture of the material,
compositional solutions corresponded with the environment. The artistic method
applied in Outdoors found its continuation in Olenev’s studio works —paintings
and pyrography on wood with filigree detalization of complex surrealistic plots
common to the author.

Unlike other Nizhny Novgorod street artists, Andrey Olenev never forced street
art into exhibitions. On the contrary, he tried to spread studio practices in the urban
space. Olenev’s works are responsive to multiple zooming: scaling and inclusion
in the spatial context showed a complex internal structure of paintings and turned
them into a kind of theatrical scenery. Another project Inside Out (2017) is a false
facade for the reconstructed Mikhailovsky Theater in St. Petersburg that combined
the author’s print with theatrical motifs that were disguising the main fagcade, a series
of monumental paintings on a fence that encircled the building with integrated shutters
hiding small paintings behind them.

Key artistic motives in the new project called Change of Scenery include
nameless characters and homeless animals, abandoned places and embodied
materiality of urban antiquity, semantic multi-layering and playing with the spectator’s
perception. All of that is united around the dramatic fate of vanishing architectural
heritage of Nizhny Novgorod.



KpuctuHa PomaHoBa: AHOpeli, pacckaxm Npo BeCcbMa TeaTpanbHoe Ha3BaHue
npoekta — «CmeHa gekopaunin»?

AHpapeit OneHeB: [JekopauysiMmn B 3TOM NPOEKTE A1 MEHS SIBNSAOTCA MHOMOYMUCTIEHHbIE
apXUTEKTYpPHbIE HACOeHNsT — HanpuMep, Koraa 3a AepeBsiHHbIM OMOM MOXHO
YBUOETb CTEKNSIHHBIA OU3HEC-LEHTP WUV BETOHHbIN HELOCTPON.

KP: C gpyrow cTopoHsbl, «CMeHa gekopauuin» — NpoekT 6€3yCnoBHO He TONbKO
apPXUTEKTYPHbIN NN fadke rpafo3allUTHBINA, HO U cLeHnYeckmnin. Kak ctpounack pabota
cenyac? V ectb nn oTnnyme ot NpoLwbIX NPOEKToB?

AO: OcHoBHas npobnemaTtka — yHUYTOXEeHWE OepPeBAHHON 3acTPorkn HuxHero
Hosropoga. B 6onbLuen cTeneHn 9 Ha Hee CMOTPIO HE C COLMAaNbHOM U rpafo3allnTHON
CTOPOHbI, @ CO CTOPOHbI CLEHapNCTa: BbICTPanBaro COXXETHbIE JIMHUN, NCMOJb3YS
LepeBsHHbIN NaHawadT ropona, Npu 3TOM He Aato NyTn pelleHnss NpobaemMel, a NMb
yKasablBato Ha Hee COOCTBEHHbIM MUPOOLLYLLEHMEM.

KP: npOGKT nonyyunnca counasibHbiIM U faXXe nccnengoBartesibCKUM, 0aHaKo Yepecudyp
nn4yHbIM. Vinn xe, HanpotTmB — Thbl Ha6J'IIO,D,anJb 3a BCEM CO CTOPOHbI, Ha ,D,I/ICTaHLI,I/II/I?

AO: durypa pogHoro HuxxHero st MeHst LeHTpanbHas B 3ToM npoekTe. U aTa
ncrTopua nonyyvymnacb o4eHb JindHasd, He TONbKO OJid MeHdA, HO U ONng Xutenen ropopga.
Y Kaxkgoro goma 13 aTo cepun ecTb CBOSI UICTOPUS, KOTOPYHO A y3HaBas nocre Toro,
Kak paboTa 6blna caenaHa. Jlioau, KoTopble NPUXoOOUIM B MacTEPCKYHO U KOTOpble
BMnoenn pa6OTbI B NMHTepHeTe, 0ennnmcb BOCNOMUHAHNAMN NN pacCckasamMn O TOM, YTO
N Kak 6bl10 B 3TUX gomax. Jliobas n3 paboT camogocTaToyHa, HanpuMep, B LEHTpe
paboTbl «3alluTonaHHbIA Ha nnoLwaan» oM, B KOTopoM XXnn Makcum FopbKuin, 1 aTo
nocnenHAa ctaana cywecrtsoBaHNA JoMa C YHUKalIbHbIMU AepeBAHHbIMU 3N1eMeHTaMn
[0 PEKOHCTPYKUUN — 3[OECb OH Ha rpaHun XXU3HW 1 cMepTu. B HasBaHuaX paboT ecTb
OTCbINIKM K TOMOHUMUKE: Hanpumep, «3abbITbin Ha ynuue Cemaluko», «Ykpatuas gsop
Ha ynuue Hecteposa».

KP: Tebe He kaxeTcsl, YTO HOBbIM NPOEKT CYLLECTBEHHO OT/IMYAETCH OT TBOEWN MPOLLION
rOPOLCKOW XyO0>XXECTBEHHON NPaKTUKN?

AO: Y MeHsi COXpaHNIOChb CBOE 6IM3KOE OTHOLLEHUE K 3TMM JOMaM — HECKOJIbKO
JIET Ha3af, Mbl PUCOBaN Ha HUX UM BbICTaBSI/IN CBOW PUCYHKW (COBMECTHO

¢ XygoxxHnkamum Aptemom dunatosbiM, Bosoit YepHbiwesbiM, AHTOHOM MOPOKOBbIM,
AHpgpeem [Opy>kaeBbiM, AKOBOM XOpeBbIM, KOMaHaowm «Ton»). Ham gepeBsaHHas
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apxuTekTypa o4yeHb 6nn3ka TemaTndeckn. Celiuac s paboTato TakuM Xe 06pasom,
KaK 1 Ha ynvue, HO TONbKO B APYrOM MPOCTPaHCTBE — B npeaenax MacTepckoun.

KP: Bbl paboTanu ¢ NnoBEpXHOCTbIO 3TUX OOMOB Kak rpadutymkm, To eCTb

€ hOpMasIbHON CTOPOHbI KaK Tak Ha3biBaeMble BaHOasbl, & CenYyac B MOMEHT FOPOOCKNX
nepeMeH 1 Korfa BnacTh 3aHSAIMCb PEKOHCTPYKLMEN — 3a4acTyto pedb MOET NPOCTO
O CHOCE VM NOSIHOM paspyLUeHM 34aHNS C COXPaHEHNEM OJHOW CTEHKN — Yy Bac
MOSIBUIOCb KaKoe-TO JIMYHOE OTHOLLEHME K YHUYTOXAEMOW ropoackon cpeae?

AO: Y Hac MOMEeHAN0Chb OTHOLEHWE K 9TUM AOMaM, 1 Mbl NepecTasv PUCOBaThb Ha HUX.
B aTuyeckoM nnaHe s Tenepb ga)ke He MOry K HAM MPUKOCHYTLCS. OTO B NEPBYIO
oyepefb CBSA3aHO C MHOMOYMCIIEHHBIM CHOCOM M BO3pacTatoLLEen coumansHOn
aKTMBHOCTbLIO B NocnegHee Bpems. Toraa st paboTan ¢ ropoACKUM NPOCTPaHCTBOM

1 MOBEPXHOCTBLIO COBCEM MHAYe, 1 He MOrpy>Kancs B UCTOPUIO 3TUX JOMOB W,
BO3MOXXHO, HE MOHMMaN 3HA4YMMOCTb MX KaK MNaMsiTHUKOB apXUTeKTypsbl. [ocTeneHHO
MeHs1Ca nogxon K paboTe Ha ynuue, NpoBognuck hecTnBanu N NPOEKTbl, KOTOPbIe
3acTaBnsIM nHavye CMOTPETb Ha OAHY N3 rNaBHbIX Npobnem ropoga. K takum
CcobbITUSAM, HanNpumep, OTHOCUTCH ecTnBans «HoBbIM ropog;: dpeBHuA» NK BbiCTaBka
«ObpartHo gomon» B My3see HUXXEropoacKowm NHTENMTUIEHLNN.

KP: lNpousoLna «cMeHa gekopauuine Bo BCeX CMbIcnax. AHOPEN, Kak U3MEHWICS NOOXOL
K paboTe B TBOEM HOBOM MPOEKTE, COCTOSLLEM N3 CEPUM XXUBOMUCHbLIX PaboT 1 rpadmkn?

AO: C 2012 no 2018 rop s paboTtan ¢ fepeBsHHbIMU CTBOPYATEIMY KOMMO3ULNSIMM
Ha neTnsax. [loTom cobpan nx BMecTe 1 NokKasan Ha NepCoHaNbHON BbiCTaBKe
«[leTnn» B JTtoTepaHcKom LepkBu cBsTon AHHbI B CaHkT-leTepbypre. OHM 6binn
MHOIrOCOCTaBHbIMU, N B HUX 6bINio 6onblle paboTbl ¢ (hOPMOIA, MOL KOTOPYIO
NPUAYMbIBANIUCH CHOXKETbI. OTO CUTbHO OTNINYaETCs OT paboThbl HAaA, HOBOW Cepuren
Ha OepeBSAHHbIX J0CKaX, rae CIoXKEeTHas NMHUS rNaBeHCTBYET Hag (hOpMON.

KP: B pa6oTax siBHO 4yBCTBOBasiaCb Tra K MUCTMLM3MY 1 BbldyMaHHbIM NMPOCTpaHCTBaM,
a 3TOT NPOEKT BU3yaslbHO NOJyUYNSICSA OUYeHb COUMarbHBbIA, UM 3TO TOMbKO BHELUHE?

AO: MuctTuumsm HUKyaa He Oencs, HO 3a CHET peasibHbIX MeCT aypa ctana 6onee
NPUBGAN>KEHHON K 4eNCTBUTENBHOCTN.

KP: [1ns Te65 31K peanbHble MecTa O4eHb POAHbIE, Thbl HE OyMaellb, YTO TBOE
TpeneTHOE OTHOLIEHNE K POOHOMY MECTY, KOTOPOE paspyLlaloT, 3aMeHsIET TBOKO TAry
K MUCTUYECKOMY?
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AO: Mony4yaeTcs MUCTUYECKUIA peaninaM. 3a CUYET Camo NasIMTPbl U CKOHCTPYMPOBaHHbIX
MPOCTPaHCTB, UaeanbHbIX C TOYKWN 3peHMs LBeTa 1 cBeTa.

KP: Mbl y>xe HEMHOrO roBopunu o Teatpe. Tebe BaxXHa 3Ta CLLEHNYHOCTb — Thl
CMOTPULLb Ha Noden Kak Ha akTepoB, HECMOTPS! Ha TO, YTO OHK 3TOrO He 3HaloT. Thbl KO
BCEMY OTHOCMLIbLCS Kak K TeaTpy 1 BUAWLb 11 Tbl B MpoMCcXoasLem oo abeyppa?

AO: Hert, 310 KacaeTcsl TONIbKO 3TOW MCTOPUN 1 3TOrO NpoekTa. [1nsi MeHst 3To Bce
>KMBOW TeaTp Ha NoSyMepTBOWN 3eMNe.

KP: Takum 06pa3om, CIOXKETbI BCE XK€ He MOMHOCTbLIO OKYMeEHTaNbHbI? ECTb
BbIMbILL/IEHHAs YacTb?

AO: OHuM ckopee NocTaHOBOYHbIe. ECTb paboThl, FAe B Ka4eCcTBe repoeB BbICTyNaoT
MOV 3HaKOMble, KOTOPbIX st hoTorpacmpoBan B pasHbix obpasax. A octasibHoe —
abcypaHbie yNnyHble Aekopaunn, KOTOpble OTPaXKaloT MHUMYIO COBPEMEHHOCTb.

KP: Ho uepes naTb net 310, BO3MOXHO, ByayT y>xe gpyrue ynuubl. MNMycTb y Tebs un HeT
Taxkon 3agayn, HO Tbl MOXeLLb NPEACTaBNTb CoLMarnbHYO0 3HaYMMOCTb 3TUX paboT
yepes kakoe-To BpeMsi? OHU BCe Xe 3ahuKCpoBanu Bpems, NyCcTb Aaxke Tobom
AoJyMaHHoe.

AO: MHe KaxeTcs, HET, OHN HUKOMY He BYAyT HY>KHbl C 3TOW TOYKU 3peHNs. Y MeHs
He ObIsIo 3a4a4n NOSIHOLEHHOW apXUTEKTYPHON rkcaumn.

KP: ApXxnTeKTypHOI, MOXET ObITb, 1 HET, a (huKcaumsi BpEMEHN NepeMeH — eCTb.
W paxe To, 4TO cenyac Tbl MHOIo roBopuwb Npo durypy HmkHero, He Tak Ba>kHO,
NoToMy 4TO Nofo6Hble NnepeMeHbl 6bin B MockBe, HaumHas ¢ 1960-x, aa n cenvac
€CTb, Takoe npouncxognno B KazaHn HECKOMbKO NET Hadap, Aa U MHOIO B KakmXx
ropogax. B kakoM-To CMbIC/IE 3TO BEYHbIN CHOXXET.BOT UMEHHO NO3TOMY MEHS 1
yOVBUN TBOW HOBble paboTbl, KOTOPbIE OPUEHTUPOBAHbI HA BHELLHEE, — Ha ropos,
Ha ynuuy, Ha ntogen. Ha noBcegHeBHOCTb, OQHUM C/I0BOM. HO npy 3TOM HEMHOIO
abcypaHble CIOXKETHI.

AO: TyT A BCerga nogyepkmBaro, 4HTO MHE Ba>KHa NOCTaHOBOYHOCTb B pa60Tax.

KP: B atom npoekTe kntoyeBon Meanym — >XXMBONucb. HO No NoCTpOEHUIO KOMMO3nLMinA
N NO COOTHOLLUEHMIO CTOPOH, ECTb OLLYyLLIEHNE, YTO B OCHOBE NeXnT hoTorpadus
C nponopumsamu 2:3, oTkyga 310?
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AO: He coscem, pasmepbl 04eHb pasHble, HO nNponopuun gotorpaduyHble, MOTOMY YTO
Nno CyTW 3TO BCE M eCTb hoTorpaduu, a To4Hee — Konaxu. Bes XXnMBonmucb NOCTpoeHa
OT YENI0BEYECKOro B3rfsga — A cenyac npo pakypc. A cHuman doTorpadgumm, noTom nx

cknevsan 1 pucosarn. 3Tta paboTa Wna rof, 1 3a 370 BPeMs ropo/, MOCTOAHHO MeHSANCS.

BbiBano, 4To S NpmMxoaun NOCMOTPETL UK NepedoTorpadmpoBaTb OOM, a OH YXXe
Cropen, Nam K HEMy YTO-TO NPUCTPOWIX, U MONPOCTY HET TaKoro pakypca, NoToMy
4YTO AOM oropoannn 3abopom.

KP: Ecnu gonrmnin nogrotoBuTeNbHbIN 3Tan BKJoYaeT paboTy ¢ poTorpaduren

N UMPOBBLIM KOMIaXeM, TO MOYEMY B Ka4eCTBE KOHEYHOro Meanyma Thbl BblOMpaellb
>unBonucb? N nodemy Tbl OcTaBnsiewb NpU3Hakn oTorpadun — 3acBeT, KOTOPbIN
ObIBaET NPU ChLEMKE, U 3aBaneHHYO NepCrneKTUBY B apXUTEKTYpPe?

AO: { cTapatocb 0CTaBaTbCs B pamMKax KaCCUYeCKOM XXMBOMUCK, Cerka Hapyluas
KaHOHbI. Bo-nepBbIx, B 3CTETUYECKOM MiaHe OJ1s MEHs1 BaXKHO CIIUSHNE BCEro

B eduHyto BU3yanbHyto dopmy. Korpa s genato umdpoBoin Konnax, Bce paBHO
MaTepuan nosly4aeTcs 04eHb pasHoponHbIn. B xxumeonucn g 6epy 4-5 UBeTOB,

1 BCe BblpaBHMBAETCS MO CBETY, LBETY, hakType. TeM camMmbiM nostyyaeTcs Hekast
WNNIOCTPaTUBHOCTb.

KP: lHorpa cknagbiBaeTcs oLlyLleHne, YTo aTo Kagpbl n3 unbma. OcobeHHo «CHoc
[oMa HanpoTuB» OYEeHb NOX0Xa Ha (brMHanNbHbIN Kagp punbma «[MokpoBCcKne BOpoTa»,
roe paspywatoT nepeynku ctapot Mocksbl B 1960-x rogax. lNoyemy Tbl Bbibupaellb
LEepeBO B Ka4eCTBE OCHOBbI paboT?

AO: 4 Hukorga He paboTan ¢ xonctamu. MHe He HpaBuTCs NneTeHast hakTypa,

a BaXkKHa rnagkas noBepxHocTb. Kak BO BpemeHa PeHeccaHca cunTanoch, YTo KapTuHa
Ha JepeBe — 3TO 3epKasio U OHO JOMKHO ObiTb rnagkum. [lepeBo MHe HpaBuTcs

CBOIi TBEPAOW MNOBEPXHOCTLIO U XKMBbIM HaMNoJIHEHNEM — 3arnaxoM M BO3MOXXHOCTbIO

nedopmaunn.
KP: Y Te64 6bin1 onbIT paboTbl C UKOHOMUCHIO?

AO: A paHblie genan paboTbl O4eHb 6/IM3KNE K MKOHaM, OaXke Ha BbicTaBke «[leTnu»
B JItOTEpaHCKON LIEPKBU 3TO MPUCYTCTBYET. OTN paboThbl HA NET/ISAX OKA3a/I0Ch O4YEHb
CNOXHO BbICcTaBNATb. Cenvac s1 XoTesn NPoAo/KUTL 3Ty TeMy B hOpMe NHCTaNNsSummn.
TeaTp He cywecTByeT 6€3 Tpex 3BOHKOB — TakoBa Tpaguums, Kotopas uaeT eLle
N3 aHTUYHOCTU. MIHCTannsaumusa 6ygeT CoCToSTb M3 3annucaHHOro 3ByyYaHnss CobopHoOro
KoJsiokona, pacnonoxeHHoro Ha Ctpenke B HnxHem HoBropoge, 1 nepeBepHyTbIX
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Befep. HecmoTps Ha TO 4TO MHCTanNsAUmMs 6yneT B 3aKpPbITOM NPOCTPaHCTBE, 3TO

BCEe paBHO O/ MeHs 3BYK ropoaa, B HUXXHEM eCcTb 04eHb MHOIO MECT, FAe MOXHO
yCrbllWaTb KOMOKOJBbHbIN 3BOH, KOTOPLIN B 3TOM paboTe ABNSeTCs npeaynpeauTesbHbIM
BO3r/1aCOM.

KP: Kak Tbl paboTaewb? Tbl genaewb 0gHOBPEMEHHO HECKObKO paboT? CKONbKO
BPEMEHN NPUMEPHO YXOAUT Ha OfHYy paboTy?

AO: Ecnn Tbl Npo XKMBOMNUCHbIE, TO MecsL. M g Bceraa nx genat ogHy 3a ogHom,
He napannenbHo. [padunky, KoHeUHo, bbicTpee. ITO aKpuU Ha Kasibke N TOXe OEPEBO,
a To4Hee (haHepa, B OCHOBE.

KP: [JaBain norosopum npo ceputo rpadnyeckmnx paboT — oHa Kak Obl MgeTt
napannesibHoOn NMUHUEN NS XXUBOMUCH.

AO: Ecnn XXnsonucb O/1s1 MEHS 3TO TeaTp, TO rpadmka — 3TO akTepckasi Tpynna.
30ecb NPUCYTCTBYIOT JIIOAMW, KOTOPbIE MO CYTW CBOEN ABMSOTCSH TEMU XXe reposiMu

N3 XKUBOMUCHbBLIX CHO>XXEeTOB, TOJIbKO 06pal.l.l,eHHbIMVI K HaM JTNLLIOM. 3a cyeT Kanbkun
NopTpETLI HAa (hOHEe AepEeBSHHOMO NaHAawadTa CTaHOBATCS NPO3paYyHbIMU U OTKPbITIMU
3puUTernto.

KP: JTiogen Tol Toxe oTorpacduposan Ha ynmuax HuxHero Hosropoga? Oxu BeirnagaT
YYTb-4yTb KaK TUNaXXn U3 NPoLLIoro, kak 6yaTo Tel 6pan ctapble XypHansl 1970-80-x.

AO: {1 dhoTorpacuposan Ha xonoy NPOXOXMUX Ha LEeHTpasbHbIX yamuax. ECTb oTnnyHble,
KOTOpble AeNCTBUTENBHO Kak ByaTo 3aBMCN B COBETCKOM BPEMEHN.

KP: B TBOMX paboTax HOBOW 1 NMPOLUSION CEPUM ECTb HECKOJTbKO NEPEXOANALLMX 06pasoB —
3TO NepeBepHyTOe BEAPO, Konoaew, 1 cobaka.

AO: [1nsa meHst cobakn — ToXKe XXUTeNn ropoaa, U oH1U MHe 6nn3kun no oyxy. Begpo
O3Ha4yaeT HeKoe HanoJiHeHne 1 HacblilleHne, HO Korga OHO rnepeBopayvynBaeTCA,
TepsieTcsa QyHKUMOHaN — BeOpo OMyCTOLWAETCS U CTaHOBUTCH NPOO6pa3oM KOIoKoa.
B aTOM npoekTe ecTb 06beKT — cpyb 1M36bl UK KONoAua, rae YeTkas CTpyKTypa
CTPOEHUs NpeobpasyeTcs B XaoC, U3 KOTOPOIro BbIXOAWUT BEPEBOYHASA NECTHULA Kak
nyTb B HMKyAa.

MacTepckas «Tuxas»

HwxHuin Hosropopg
Mionb 2019
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Kristina Romanova (KR): Andrey, why does your project Change of Scenery have such
a theatrical name?

Andrey Olenev (AO): The scenery in this project implies multiple architectural layers,
for instance a modern glass business center or an unfinished concrete building that you
can see behind a wooden house.

KR: Change of Scenery is not only an architectural project focused on historic
preservation, it is also scenic. How was your work arranged? Was it different from
other projects?

AO: The main issue is decay or destruction of wooden housing in Nizhny Novgorod.
My perspective is more of a screenwriter rather than a social or historic preservation
activist. | am building storylines with the help of a wooden cityscape, but | provide
no solutions, only highlight my attitude to point at the problem.

KR: My impression is that the project is social and even exploratory but even so too
personal. Am I right or is it the other way round and you observe everything from
a distance?

AO: The image of my native Nizhny Novgorod is central to this project. Therefore, this
story is personalized both for me and for the city folk. Each building in this series has

its own story that I learned only after my work was complete. People that were coming
to my workshop or saw my artworks on the Internet shared their memories and stories
about what happened in those houses. Each piece is self-sufficient. For instance, the
building dominating the Patched up in the Square is the house where Maxim Gorky
used to live. This house with unique wooden elements currently lives through its final
stage before reconstruction. It is teetering on the brink of life and death. The works bear
toponymic names like Abandoned on Semashko Street or Decorating the Backyard

on Nesterov Street.

KR: Do you think that your new project differs dramatically from your earlier art practice?

AO: | still have my intimate attitude to these houses. A couple of years ago we

were decorating those buildings with murals (together with artists Artem Filatov,
Vladimir Chernyshev, Anton Morokov, Andrey Druzhayev, Yakov Khorev, Toy crew)
and participated in exhibitions. Wooden architecture is thematically congenial to us.
I am now working the same way as | did in the streets, but the ambience is different,
it is my workshop.
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KR: You used to paint graffiti on the walls, which formally means that you vandalized
historical buildings. However, amid current changes when municipal authorities launch
renovations —that sometimes even involve pulling down or completely destroying

a building with one wall left—do you feel personally bound to the urban realm that

is being annihilated?

AO: Our attitude towards these houses has changed —we stopped painting on them.

In ethical terms, | dare not even touch them now. This is primarily due to recent
demolitions and growing social activity. Back then | used to interact with the urban space
and therefore worked with surfaces differently. | never plunged into the history of those
buildings and perhaps failed to understand their value as monuments of architecture.
My approach to street art changed gradually as | participated in various festivals and
projects that made me take a different view of the problem. These events include

New City: Old festival or Back Home exhibition in the Museum of Nizhny Novgorod
Intelligentsia.

KR: This is a change of scenery in every way. Andrey, what is new about your
methodology in this project that embraces paintings and graphics?

AO: Between 2012 and 2018, | was working with wooden hinged casements. | later
collected them and displayed at my solo exhibition Hinges in Annenkirche, a Lutheran
church in St. Petersburg. They were multi-component and involved more work with the
form that was underpinned by different storylines that | invented. It differs much from

a new series on wood planks with a storyline prevailing over form.

KR: Your previous works suggest an obsession with mysticism and fictitious spaces,
while this project is visually very social. Is that right or is it just a deceptive visual
impression?

AO: Mysticism is still there, but with real places the aura has become closer to reality.

KR: These real places are very dear to you. Do you think that your reverential attitude
to the old haunts that are currently being destroyed replace you craving for mysticism?

AO: That is how we get mystical realism augmented by the palette and designed spaces
that are perfect in terms of color and light.

KR: We mentioned theatre once. As far as | understand that performability or rather
stageability is crucial for you—you perceive people as actors although they do not
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know about that. Do you regard everything as theatre and do you see a certain degree
of absurdity in what is happening around?

AO: No, it applies only to this story and this project. To me it is all living theatre on a half-
dead land.

KP: So the stories are not purely documentary, are they? Is there an element of fiction to them?

AO: I'd rather say they are staged. There are pieces with my friends acting as main
characters whom | photographed in disguise. The rest are absurd street decorations
that reflect ostensible modernity.

KP: In five years, these streets might look totally different. Although you may not pursue
such a goal, but in a while the social value of your works may grow since they serve
a record of time put through the prism of your imagination.

AO: | do not think so. They would be hardly valuable from that perspective. | never
intended to make an accurate architectural record.

KR: Perhaps, this is not an architectural record, but a record of changing times.

What you are saying now about the image, the posture of Nizhny Novgorod is not that
important because similar changes occurred in Moscow back in the 1960s and continue
until today, the same took place several years ago in Kazan as well as in many other
cities and towns. In a way, this is an eternal story. That is why | was surprised to see
your new series focused on the outward —the city, the streets, the people. Basically,

on everyday life. At the same time, the storylines are rather absurd.

AO: Here | always emphasize that performability or stageability is crucial for my works.

KR: The key medium in this project is paint. But judging by the composition and the
aspect ratio it seems that a 2:3 photo underlies the guiding principles of your works.
Why so?

AO: Not quite. Sizes vary, but | stick to photo proportions because all of these are
photos or better say collages. Painting actually rests on human perspective—I| mean
the point of view, the aspect. Throughout a year, | was making photos, gluing them
together and painting. In the meantime, the city was constantly changing. At times,

| wanted to take another photo of a house but it turned out that it had burnt down,
or something had been added to it, or the same shooting angle was no longer
accessible because the house had been fenced.
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KR: Although preparations involve working with photos and digital collages, you still
choose painting as the ultimate medium. Why? Why do you keep the signs of a photo,
including flare spots or perspective warps in your final piece?

AO: | try to stay within the classical painting framework without going much against
the rules. First, esthetically | focus on blending everything into a single visual form.

In a digital collage the material becomes very heterogeneous anyway. In a painting | take
4-5 colors and make sure everything is aligned in light, color, and texture. Thus, | obtain
some illustrativeness.

KR: Sometimes it is feeling like movie frames. Such an impression is particularly strong
in Demolishing a House Across the Street that reminded me the final scene in a Soviet
comedy The Pokrovsky Gate showing the demolition of old Moscow alleys of 1960s.
Why do you choose wood for your works?

AO: | have never worked with canvases. | dislike woven textures, a smooth surface

is important to me. During the Renaissance it was believed that oil on wood was like
a mirror and it should be smooth. | like wood for its firm surface and animate essence,
including its scent and deformability.

KR: Have you got any experience in icon painting?

AO: | used to create pieces very similar to icons, you can see them in my exhibition
Hinges in the Lutheran church. Those hinged works actually appeared to be

hard to display. This time | wanted to keep the topic but switch to a new format

of installations. You cannot imagine a theatre without three bells—this tradition dates
back to the times of antiquity. Recorded ringing of an Alexander Nevsky Cathedral
Bell in Nizhny Novgorod and overturned buckets will make up an installation. Although
it is going to be presented in a closed space, it is still the sound of the city. There

are plenty of locations in Nizhny Novgorod where one can hear church bells ringing.

In this work they symbolize a warning signal.

KR: How do you work? Do you work on several pieces at once? How long does
it generally take you to complete one piece?

AO: A painting usually takes me a month. | always make them one by one, not in parallel.
Graphics is of course faster. This is acrylic on tracing paper with wood or better say
plywood serving the ground.
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KR: Let us talk about your graphic series that goes somewhat in parallel with
the painting series.

AO: While painting is like a theater, graphics is like an acting company. The people
you see there are the characters from the paintings that are now facing us. Portraits
on tracing paper against the wooden landscape seem transparent and open to the viewer.

KR: Did you take pictures of people on the streets of Nizhny Novgorod? They look a little
bit like characters of the past, as if you took some old magazines of 1970s or 1980s.

AO: | was making photos as | was walking down the central streets of the city. There
were rich characters. Indeed, they looked as if they were stuck in the Soviet times.

KR: There are some recurring images in the past and present series—an overturned
bucket, a well, and a dog.

AO: | see dogs as city residents, they are my soulmates. A bucket means some sort
of filling or saturation, when it is overturned, it loses its functionality —an empty bucket
is a prototype of a bell. Another element of this project is a log cabin or a log well.
This rigid construction is crumbling into chaos with a rope ladder extending upwards
but leading nowhere.

Tikhaya Art Workshop
Nizhny Novgorod
July 2019
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be3 HasBaHnsa Ha ynuue oronsa
2018

OepeBo, macno

60 x 80 cm

Untitled on Gogol Street
2018

Oil on wood

60 x 80 cm
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3abbiTbin Ha yrye Cemaluko Abandoned on Semashko Street
2018 2018
HepeBo, macno Oil on wood

100 x 80 cm 100 x 80 cm
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3awuTonaHHbINi Ha naoLaan Patched up in the Square
2018 2018
HepeBo, macno Oil on wood

100 x 80 cm 100 x 80 cm
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KonecoBaHue Ha HoBocongaTckon
2018

OepeBo, macno

80 x 60 cm

The Wheel on Novosoldatskaya Street
2018

Oil on wood

80 x 60 cm
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MbiTbe 1010B B 3aTOMN/I€HHOM nognesge
2018

Hepeso, macno

100 x 60 cm

Mopping of a Flooded Staircase
2018

Oil on wood

100 x 60 cm
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lMoBaneHHoe aepeso A Fallen Tree
2018 2018
HepeBo, macno Oil on wood

60 x 100 cm 60 x 100 cm
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lMocnepcteme noxxapa
2019

Hepeso, macno

100 x 80 cm

In the Aftermath of a Fire
2019

Oil on wood

100 x 80 cm
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PekoHcTpykuyna CeprneBcKoii
2019

Hepeso, macno

100 x 80 cm

Reconstruction on Sergievskaya Street
2019

Oil on wood

100 x 80 cm
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CwmeHa gekopaumi
2019

Hepeso, macno
100 x 80 cm

Change of Scenery
2019

Oil on wood

100 x 80 cm
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CwmenHa xunnbLoB Ha bonbLuoi lNeyepckori
2018

Hepeso, macno

100 x 60 cm

New Tenants on Bolshaya Pecherskaya Street
2018

Oil on wood

100 x 60 cm
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CHoc goma HarnpoTus
2018

Hepeso, macno

100 x 60 cm

Demolishing a House Across the Street
2018

Oil on wood

100 x 60 cm
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ToHkmi iea Ha Amckoi Crioboge
2019

Hepeso, macno

60 x 100 cm

Thin Ice at Yamskaya Sloboda
2019

Oil on wood

60 x 100 cm
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Y ovara Ha ynuuye bennHckoro
2018

OepeBo, macno

100 x 60 cm

At the Hearth on Belinsky Street
2018

Oil on wood

100 x 60 cm
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YKkpaLuasa agBop Ha ynuuye Hecteposa
2019

OepeBo, macno

60 x 100 cm

Decorating the Backyard on Nesterov Street
2019

Oil on wood

60 x 100 cm
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EanHCTBEHHBIN BbIXOA

2019

HepeBo, AxxyToBas BepeBka, NPoBosioka
70 x 70 x 120 c™m

The Only Way Out
2019

Wood, jute rope, wire
70 x 70 x 120 cm
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lpy3uHckas, 3
2019

Kanbka, akpun
37 x 37 cm

3 Gruzinskaya Street
2019

Acrylic on tracing paper
37 x 37 cm

loronsa, 19
2019

Kanbka, akpun
37 x 37 cm

19 Gogol Street

2019

Acrylic on tracing paper
37 x 37 cm
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Gonbuas MNeyepckas, 89
2019

Kanbka, akpun

37 x 37 cm

89 Bolshaya Pecherskaya Street
2019

Acrylic on tracing paper

37 x 37 cm

Huxxeropogckas, 17 (aBop)
2019

Kanbka, akpun

37 x 37 cm

17 Nizhegorodskaya Street (yard)
2019

Acrylic on tracing paper

37 x 37 cm
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Huxxeropogckas, 33
2019

Kanbka, akpun

37 x 37 cm

33 Nizhegorodskaya Street
2019

Acrylic on tracing paper

37 x 37 cm

benuHckoro, 27
2019

Kanbka, akpun
37 x 37 cm

27 Belinsky Street
2019

Acrylic on tracing paper
37 x 37 cm
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Bell Chamber

Kos10KO/1bHS

(sketch of the installation)

2019

(3CKK3 NHCTanAAuNN)

2019

Rusty buckets, metal chain

P><aBble Befgpa, Mmetasiimyeckan uenb

Dimensions variable

Pa3smepbl BapbupyoTca
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AHppen OneHeB (1993)
HwxHnin Hosropop,

XyAOXHWK, y4acTHUK HedopManbHOIO XypoxXecTBeHHoro o6beauHeHms Muddlehood

1 coocHoBatenb ranepen «TOJIK», ¢ 2014 roga nopgaep XmBaroLLEeN YINYHbIX XyO0XXHNKOB
HwxHero Hosropopa. PaboTaeT B pa3Hbix hopMax 1 TEXHUKAX (XKUBOMUCL, Nuporpadus,
0OBEKT, MHCTANNAUNS, KHAMa XyO0XKHWKa). /I3BeCTEH MOHYMEHTasbHLIMI POCMNCSMU

Ha hacagax cTapbix JOMOB B MCTOPUYECKOM LieHTpe HuxkHero HoBropopaa, a Takxe
MHOIOCOCTaBHbIMW AePEBSAHHBIMU 06bEKTaMU, MOSIHOCTBIO NN YACTUYHO CKPbIBAIOLLMU
>KMBOMMWCHbIE N306paXKeHVs 1 Npeanaraowummy TakTUIbHOE B3anMogencTaue.

)KuBeT n pabotaet B HnxkHem Hosropopge.

nepCOHaanble BbICTaBKu

2018 «[eTnun», JTtoTepaHckas uepkoBb CaTon AHHbI, CaHkT-INeTepbypr
2015 «AA» (coBmecTHO ¢ AHapeem [py>kaebim), ranepes «TOJIK», HmxHuin HoBropop,
2014 «OkHa», ranepes «TOJIK», HmxHuin Hosropogp,

M36paHHble KOJINIEKTUBHbIE BbICTaBKUN

2018 «Tparegus B yriy», Myseii MockBbl

2018 decTtuBanb «Mecto», HmxHun Hosropog

2018 «['MnHO3 npocTpaHcTBa. Boobparkaemasn apxutektypa», Myaen-zanosegHuk «LlapruuynHo»,
MockBa

2017 «>Kun3Hb XuBbIX», [0CyaapCTBEHHbIN LIEHTP COBPEMEHHOIO NCKyccTBa, MockBa

2017 «Csexxnii cnoin», Bonro-Bsatckuin donnmnan MocyaapCTBEHHOMO LiEHTPa COBPEMEHHOIO
nckycctea, HmxHuin Hosropopn; Mysen coBpemMeHHoro uckycctea NEPMM, Mepmb

2017 ®decTtuBanb «Mecto», HxHuin Hosropog

2017 «O6partHo nomMon», 3gaHune bbiBlero Myaest HUKEropOACKOWM NHTENINIEHLN,
Hw>xHuin Hosropop,

2016 Il 6ueHHane ynnyHoro nckycctea «Aptmoccdepa», BOHX, Mocksa

2016 «Hanvuo», ranepess FUTURO, HmxHunin Hosropog

2015 «BcnomHm 3aBTpa», Mysen ynuyHoro nckyccrtsa, CaHkT-lMNeTtepbypr

2015 PectnBans «Hosbin Nopoa: ApeBHuin», HmxHun Hosropopg

2015 «Ynu4yHble poMaHTUKW», ranepes «HaropHas», Mockea

2014 Muddlehood, ranepes «TOJIK», HuxHuin Hosropog,

2013 PecTmBans «ApT-OBpar», Beikca

2013 decTtuBanb Spasskaya Open Street, Knpos

2013 decTuBanb «3necb», BopoHex

2011 Subway, Bonro-Bsarckuin dmnmnan NocyaapCTBeHHOro LieHTpa COBPEMEHHOIO MCKYCCTBA,
HwxHuin Hosropogp,

Harpapgbl, npemun

2013 JlaypeaT npemunn «YnNun4HbI BKknag» B HomvHaummn «OTKpbITe roga», Mocksa
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Andrey Olenev (1993)
Nizhny Novgorod

The artist, a member of the informal art association Muddlehood and a co-founder of TOLK
Gallery, since 2014 supports street artists of Nizhny Novgorod. He works in various techniques
(painting, pyrography, object, installation, artist’s book). He is famous for monumental murals
on facades of old houses in Nizhny Novgorod historical center. What is more, he is known for
multicomponent wooden objects that completely or partially disguise the picturesque images
and provide tactile interaction. Lives and works in Nizhny Novgorod.

Personal exhibitions:

2018 Hinge, Annenkirche, St. Petersburg
2015 AA (in cooperation with Andrey Druzhaev), TOLK Gallery, Nizhny Novgorod
2014 Windows, TOLK Gallery, Nizhny Novgorod

Selected group exhibitions:

2018 Tragedy at the Corner, Museum of Moscow

2018 Mesto festival, Nizhny Novgorod

2018 Hypnosis of Space. Imaginary Architecture. The Way from Antiquity to Today, Tsaritsyno
Museum-Reserve, Moscow

2017 The Life of the Living, National Centre for Contemporary Arts, Moscow

2017 Fresh Coat, Volgo-Vyatsky branch of National Centre for Contemporary Arts, Nizhny

Novgorod; PERMM Museum of Contemporary Art, Perm

2017 Mesto festival, Nizhny Novgorod

2017 Back Home, building of the Museum of Nizhegorodian Intelligence, Nizhny Novgorod

2016 The Il ARTMOSSPHERE Street Art Biennale, VDNKh, Moscow

2016 Obvious, FUTURO Gallery, Nizhny Novgorod

2015 Remember Tomorrow, Street Art Museum, St. Petersburg

2015 New City: Ancient Festival, National Centre for Contemporary Arts, Nizhny Novgorod

2015 Street Romantics, Nagornaya Gallery, Moscow

2014 Muddlehood, TOLK Gallery, Nizhny Novgorod

2013 ART OVRAG festival, Vyksa

2013 Spasskaya Open Street festival, Kirov

2013 Zdes festival, Voronezh

2011 Subway, Volgo-Vyatsky branch of National Centre for Contemporary Arts, Nizhny Novgorod

Awards, prizes

2013 Award winner MOST Awards: Street Contribution in the nomination Discovery of the Year, Moscow
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Fanepesa «TOJIK»
[NapTHeP BbICTABKM

MepBas ranepesi coBpeMeHHoro uckycctaea B HimxkHem Hosropoge. OcHoBaHa B 2014 rogy
Xy[oXXH1Kom AHgpeem OneHeBbIM 1 KonnekumoHepoM Pyctamom KopeHueHko. MNpeactasnseT
«HUXKEropoAcKoe YIMYHOEe NCKYCCTBO» — JloKaslbHOe Xy[0>XKECTBEHHOe HanpasreHue,
paspabaTbiBatoLLiee CBOK YHUKAbHYHO 3CTETMKY 1 cTpaTterun paboTsl C rOPOACKON cpenon

n naHgwadToM. XyOO>KHMKU ranepen CoBMmeLaoT paboTy Ha ynvue u CTyAMINHbIE NPaKTUKK:
>XKNBOMUCH, rpaduky, CKynbnTypy, oTorpaduio, 06bEKTbI, aBBTOPCKNE KHUTN.
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TOLK Gallery
Exhibition Partner

The first contemporary art gallery in Nizhny Novgorod. Founded in 2014 by artist Andrey
Olenev and private collector Rustam Korenchenko. The gallery focuses on Nizhny Novgorod
street art—a local art movement with unique aesthetics and strategies of engaging with urban
environments and landscapes. The gallery artists create both street art and studio works,
including oil painting, drawing, sculpture, photography, art objects and artist’s books.



