Cepreii bosapuHues

CJIEAbI KNU3HUN




CNEODBI XKN3HW, 6uornudbl (0T «6uo»... n glyphd
— BblganbnuBalo, fAenaw MoOJbIM, BblPE3ato),
uxHodoceunum (ot rpeu. ichnos — cnen u nar.
fossilis nckonaemblii), coxpaHuBLUMecs cheabl
No6bix nposiBiEeHni KU3HEeaeaTeNbHOCTH
BbIMEPLUMX  OPraHM3MOB  Ha  MOBEPXHOCTU
(3k30rnndbl) uAM  BHYTPU 0CAfOYHbIX MOPOL
(3Hpornudbl).  M3BecTHbl  cneabl  XOXAEHWS
(oTnevyaTku cnenoB HOT), NON3aHUA U 3apblBaHUs
(BanukoBuaHblE 0Opa3oBaHus), NUTaHus (OCTaTKu
NoBpPeXAEHHbIX HaceKoMbIX B sHTape,
conepxxumoe Kenyaka - racTpo/uThl,
3KCKPEMEHTblI — KOMPOAWTbI, CNeAbl CBEPEHUs
M T.N), JKMAbIX MOCTpoeK (Xxoabl U HOPbI,
OCTaBfieHHble  MH. 0ecrno3BOHOYHbIMK, pasn.
CBep/ieHWsi B TBEPAbIX MOPOAAX U B CKenetax Ap.
JKMBOTHbIX), Pa3MHOXeHus (siiua npecmbikato-
wmxcs u ntuy, ukpa poid). K C. x. uHoraa
OTHOCAT ~ cBuAeTenbcTBa  cumbuosa, napa-
3UTM3Ma, c/efbl NaToONOTUY.  U3MEHeHWit 'y
BbIMEpLUMX OpraHu3mMoB (nepenoMoB KoOCTeid,
paxuta, Kapueca u pap.). [Ons pasn. rpynn
OpraHM3MOoB XapakTepHbl cBoU onpeaenérHble C.
XK., MO3BONAIOWME WHOTAA CYAUTb O >KU3He-
[lesTeNIbHOCTU Aake Tex OpraHu3moB, K-pble He
COXpaHW/IUCb B WCKOMaemMOM COCTOsiHUM (Hanp.,
uepsu). C. . 0COOEHHO BakHbl B TeX C/yuyasx,
Koraa He O0OHapy)eHbl CKeneTHble OCTaTKU.
Hanp., MHOrouncs. cneabl B TpPUacoBbIX MOPoOAax
[0/INHbI KoHHeKTuKyTa (C.-B. CLLA)
CBMAETENbCTBYIOT O pasHoobpasHoii  dayHe
AMHO38BPOB, XOTA UX KOCTeil He O0BHapy»eHo.
Komnnekcbl C. K. B OTNOXEHMAX  Has.
MXHOLEHO3aMu, UM NaneouxHOoLEeHO3aMu.

«brnonornyeckuii aHUMKIONEANYECKUIA CNOBaAPb.»
n. pea. M. C. Tunapos; Peakon.: A. A. babaes, I.
I. Bunbepr, . A. 3aBapsuH u ap. — 2-e u3g,,
ucnpasn. — M.: Cos. JHumknoneaus, 1986.

TRACES OF LIFE, bioglyphs (from “bio”... and
glypho — to cave out, to make a hollow, to cut
out), ikhnofossils (from Greek Ichnos - trace
and Latin. fossilis - fossil) are preserved traces
of any manifestations of the life of extinct
organisms on the surface (exoglyphs) or inside
sedimentary rocks (endoglyphs). There are
known traces of walking (footprints), crawling
and burrowing (roller - like formations),
feeding (remains of damaged insects in amber,
stomach contents — gastroliths, excrements —
coprolites, traces of drilling, etc.), residential
buildings (passages and burrows left by
various types of invertebrates, drilling in hard
rocks and in the skeletons of other animals),
reproduction (eggs of reptiles and birds, fish
eggs). Evidence of symbiosis, parasitism, and
traces of pathologies in extinct organisms
(bone fractures, rickets, caries, etc.) are
sometimes attributed to traces of life.
Different  groups of organisms are
characterized by their own specific features,
which sometimes allow us to judge about the
vital activity of even those organisms that
have not been preserved in a fossil state (for
example, worms). These features are
especially important in cases where skeletal
remains have not been found. For example,
numerous. footprints in the Triassic rocks of
the Connecticut Valley (the United States), give
evidence of a diverse dinosaur fauna, although
no bones have been found. Complex traces of
life in the deposits are called ichnocenoses, or
paleoichnocenoses.

“Biological enciklopedical dictionary.” Chief ed.
M. S. Gilyarov; Ed.: A. A. Babaeyv, G. G. Vinberg,
G. A. Zavarzin et al — 2nd ed., corrected — M.:
Sov. Encyclopedia, 1986.
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Cepreli bospunies

Poauncs 8 1987 roay B Kupose (BsiTke).

B 2005-2009 ronax yunncs B Barckom
XyfoxecTBeHHOM yuunuuie um. A.A. Pbinosa,
B 2015 roay okoHuYnn MOCKOBCKWIA
rocyAapCTBEHHbIN akafeMuyecKuin

XyA0oXKecTBeHHbIi MHeTuTyT um. B. U. Cypukosa.

Xuét n pabortaet B Mockse.

Sergey Boyarintsev

Born in 1987 in Kirov (Vyatka).

In 2005-2009 he studied at the Vyatka Art School
named after A. A. Rylov,

in 2015 he graduated from the Moscow State
Academic Art Institute named after V. I. Surikov.
Lives and works in Moscow.



ABoiiHou neisaxk Ceprest bosspuHIieBa

KBapTupa — 3TO ¥ NMYHOEe NpOCTPaHCTBO, W
MPOCTPaHCTBO KOMMYHUKaLMUN MEXAY POAHbIMY,
Apysbamu, roctamu. OHO MOXKeT MeHATb CBOA
cTtaTyc: ObiTb 4aCTHbIM W NpUBATHbBIM MECTOM
3a 3aKpbiTbiMW ABEPAMM WM CTaTb NyOAUYHBIM
M OTKpbITbIM BO Bpems 60nblOro npasjHuKa.
Xo3snMH pelsaet, Kakum emy ObiTb. X03sUH-
XYAOXHUK MOXET OCMbICAIMTb CBOK KBapTupy
Kak MecTO A/1A XyA0XXeCTBEHHOIO BbICKa3bIBaHMS.
Bonnotns csou BOCMOMMHEHMA M BRnevaTaeHUs
B Npou3BejeHusx, oH ocTasnseT ceou «Cneabl
HKU3HW»,

Cepreii bosipuHueB — MONOA0OW XYAOXKHUK U3
Kuposa (Bstku). Yuuncsa B BXY um. A. A. Pbinoga,
3akoHuun MIAXU um. B. U. Cypukosa, mHoro net
paboTaeT B Mo3anuHoii aptenu B Mockse. B cBounx
paboTax OH obOpaiiaercs K MOBCEAHEBHOCTU —
WCTOYHUKY 00pa3oB AN pas3roBopa O BPEMEHU W
namsTu.

Akasemuueckoe ob6paszoBaHue AaeT XYAOXKHUKY
TeXHUKY, MHCTpyMeHT. OKpy»KatoLias aeicTBuTe b-
HOCTb, CMOCOOHOCTb BUAETb W  PasMbILAATb
fnaeT Mmartepuan [Ans BbICKasblBaHUA O >XWU3HW,
Bewlax, Yenoseke, 06 uckyccree. [duanor mexay
K/J1aCCUYECKUMM  CPeACcTBaMu  uU300parkeHus
(Mo3auKka, >KMBOMWUCb) M NpPeaMETHON cpenoit
CTAHOBUTCA OAHWM W3  KJ/IIOYEBbIX aBTOPCKUX
Np1MEMOB, KOTOPbIA, 0AHAKO, He OrpaHM4MBaeTcs
BK/OYEHWEM  NpeiMeTOB B MPOCTPaHCTBO
npousseseHuss  (4To  06bIUHO  OnMCbIBaeTCA
TEPMUHOM «accambiisi»), HO MosiyyaeT Becbma
nobonbITHOE pasBuUTHeE.

Cepus paboTt «Cnepbl k13Hu», cosaanHas ¢ 2014 no
2021 rop, ABNAeTCs CBOEro poAa CBUAETENIbCTBOM
odopmieHus aBTopckoit cTpaterun. Hauaswuch
C 3NU30AMYECKUX, CAy4vaiHbIX 3KCMEPUMEHTOB,
MHCMUPUPOBaHHbIX HallAeHHbIMM Belamm
(«KenoTad», 2014), ata cepus Cc KaxkAbiM HOBbIM
npoussejeHnem Bce UYETYe oOuyepuuBana Kpyr
MHTEpecoB  XYyAOXKHWMKA,  doKycupyscb  Ha
BHMMa@HUN K OKpy>Katolleid MOBCeAHEBHOCTU U

BO3MOXHOCTAM M306p83VITEJ'IbHOFO MCKYCCTBa
NnpoABAATb €€ NapaaoKCbl U annln3nn.

KusHb npoTekaeT B pasHbix NPOCTPaHCTBaX
M u3mepeHuax. [paHuua Mexnay HUMKM MHOrAa
[OCTaTOYHO YETKas, MHOTAA BECbMa WJIHO30pHa.
Tak wun npoussenenns Cepres bospuHuesa,
3aKpennssicb CBOMM Ha3BaHWEM B HEKOTOPbIX
KOHKpETHbIX MecTaX, KOMHaTax, TeM He MeHee
OTKPbIBalOT BO3MOXXHOCTb BbIXOAA B GECKOHEUHbiI/
MOTOK WHTepnpetauunii. «[etckas», «locTuHas»,
«CnanbHs» (2017-2018) — npeactasnsioT coboti
MOMbITKY apXeonorum namaTh, CO3aHua CxKaToro,
éMKoro obpa3a MOKMHYTbIX MECT, ellé XpaHsLmX
B cebe Te camble crefbl XW3HW. TO, 4YTO Mbl
o6HapyxuBaeM B 3aOpOLUEHHbIX, OCTaBJEHHbIX
Aaomax (cnou oboes, cnedbl OT BUCEBLUMX KOrAa-
TO KapTuH, TBO34M, YKe Huuero Ha cebe Ha
nepxawume, ¢dparmenTol  doTorpacwii), 3aechb
CTaHOBATCA 37eMeHTaMu Koiaxa 1 accambnska,
XYA0XXeCTBEHHbIM CPeacTBOM,  CO3AalLUM
OAHOBPEMEHHO WHTUMHbIA U yHWBepCasbHbIi
06pa3s 3TMX NPOCTPaHCTB.

K norpaHuyHbIM MpocTpaHCTBaM, HaxoAALMMCS
MEXAY /MYHbIM M Ny6AWYHbIM,  0bpaLLeHbl
«[lBOMHOI nensax u3 aeTcrTea», cepus «[lo nosoay
acTeTvku BaHpjanusma» u «Okypouek (nocs. A.
TunsikoBy)» 2017-2018. 3pecb cobupatenbHblit
0obpa3 OKpy>KaloLero Mmupa, COCTOSAWMIA U3
TakuX He3HauuTeNbHbIX 3/1EMEHTOB, Kak acdansT,
noTepsiHHble BeLly, MYycOp, KaseHHas OKpacka
cTeH, obpetaet 3HaueHne Gnarogaps NpUCYTCTBUIO
ANYHOTO. JIMYHBIA ONbIT CKNafblBaeT BOEAMHO
pa3po3HeHHble BU3yasbHble 06pasbl, OKpyKatoLue
yenoBeKka MOBCIOAY. XyAOXHUK B OTAE/bHbIX
3afneMeHTax AeiCTBUTENbHOCTU BUAUT YyTb OonbLue.
Tak «OKkypouek» CTaHOBUTCA He TOMbKO AManoroMm
MeXay 3HauuMbIM (TOpPXKECTBEHHOe MO3auyHoe
obpamnenne  paboTbl) M He3HAUYUTENbHbIM
(pacTpeckaBlumiica acdanbT C OKYPKOM), HO U
peMUHUCLEHLMeli U3BECTHOTO SBNEHUS B UCTOPUM
MOo3auku — «HenpubpaHHoro nona» (Pum, lI-Ill BB
H.3.). «[lBOViHOI neii3axx u3 geTcTBa» npespalyaet

MOABE3JAHYID OKpPAacky W  HapyXHblii  AeKop
B MacCMBHYIO pamy, 3aK/HYatoLLyt0 CKPOMHBbI
neii3axk. Bonpoc o rpaHuue Mexay Xu3Hbio U
MCKYCCTBOM OCTAETCsl OTKPbITHIM.

Konnax u accambnsax — W3BECTHbIE TEXHUKM
BK/IHOYEHUSA peasnibHbIX NpeAMeToB U nx hparMeHToB
B NPOCTPaHCTBO Npou3BeaeHus. XyaoxKecTBeHHas
Mbicib B XX BeKke [J0OBOAMT WCMONAb30BaHUe
npeaMeTOB B UCKYCCTBE 10 KpaliHOCTU, A0 MOJIHOrO
Ux pacTBopeHus Apyr B apyre. Peaumeiin Mapcens
[iowana, ctas, no BblpaxeHuto Toeppu ae [iosa
«rnapajurmanbHbiM» Mpov3BefeHNeM, MONHOCTbIO
M3MEHUA  cnocobbl  BUAEHUS M NPOYTEHUA
nckyccTea. Temepb rOTOBbIA MpeAMET  MOXKeT
BbICTYNaTb Kak CamMoA0CTaTO4YHOe Npou3BefeHue.
M306paskeHune ycTynaet MECTO BbICKa3blBaHUIO.

Ha 3Ty ycTosBLIYyOCA CMCTEMY OTHOLLEHWUI MEXAY
BMAAMM KJ1aCCUYEeCKOro (>KUBOMUCHIO, CKYbNTYPOI1)
1 popmMamMmn COBpeMEHHOro 1UcKyccTBa (peaumeiis,
uHctannsuus) Cepreit bospuHueB npeanaraet
HOBYIO TOYKY 3peHus. lcnonb3ys npuBbIYHbIE
MHCTPYMeHTbl  (XoncT, macno), OH co3jaet
FlpOl/IBBe,ElEHVIFI, KOTOpre, HECMOTpﬂ Ha Haanyune
pam ¥ dopmanbHoe CXOACTBO C  KapTWHOIA,
B OOJIbLIEN CTEMEHM MOXOXM HA peAnMENiabl.

«Apkaackas waunnus» (2018) cTtaBuT 3putens
B Tynuk. BHauane oH BuauT ¢parmMeHT CTeHbl:
pasouwealumecs no wey GoToob0U C 31EeKTPUUECKON
pO3eTKOM Ha HWX, TMNOMEeLEHHble B pamy W3
rsHuesblx dacanos MebenbHoii cteHku. OpgHako
6onee BHUMATE/IbHbIA B3MAL MO3BOSET YBUETD,
UTO HUKaKoW po3eTkn u GoTooboeB Het, a BcE
3TO — >KMBONWCb. 3puTe/ib NONaaaeT B NOAOXKeHue
bypatvHo B kKamopke nanbl Kapno nepepn
HapVCOBaHHbIM 04Yarom — U efBa yaepXusaeTcs ot
cob1a3Ha NpoBepuUTb, PeasnbHO K TO, YTO OH BUAMT.

«fon Kponuka» (2019-2021) npeacTasnsiet ewe 6onee
3anyTaHHYH0 cuTyauuo. 3pUTeNib BUANT OKHO U TeHN,
KOTOpble OTOpachbiBaeT pama OKHa Ha COCEHIOH
CTEeHy, Ha TOIi )e CTeHe KTO-TO HeBeAOMblIii urpaet
CO CBETOM B TeaTp TeHeW, CKnaaplBas M3 nanblLies
pyKu ronoBy cobaku. Ho v 310 BCE TOXKeE KMBOMUC.
N okHO, 1 cBeT, 1 TeHn. ITO BCE KapTWUHbI, HO OHU
He M300paKaloT KaKyl-T0 AeiACTBUTENbHOCTb
(OKHO B KOMHaTe, KyCOK CTeHbl C o060smu), a
NpeLCTaBAAOT Ham eé B BUAe NpeaMeTa, KOTopblii

TakoBbIM He sBnsieTcs. bonee Toro, Haxoasch nepen
npov3BeAeHneM, 3puTeNb HauMHaeT OCO3HaBaTb,
uto rnaBHOe «CoDObITMEe»  MPOUCXOAUT  TAEe-TO
MeXJy MNpOCTpaHCTBaMU XOJICTOB, MeXAYy OKHOM
M CBeTOBbIM NATHOM Ha cTeHe. Knaccuueckas,
peanncTuyeckas >KMBOMWUCb CTaHOBUTCSA pPaMKoii,
o6parvlnmou4eﬁ MOMEHT WUCTUHHOW peanbHOCTW.
Cumynakp? Wmutauma pegumeriga?  YasoeHue
peanbHocTU? [MoMbITKa HaiiTM HaYano B 3TOM KNyOKe
6ECKOHEYHbIX OTCbI/IOK BbI3bIBAET OJIOBOKPYIKEHME,
OT peanbHOI KM3HK OCTaOTCA OAHU CNeabl.

Bce npoussepeHus u3 cepum «Cnefbl KnU3HW»
BMOJIHE CAMOCTOATE/IbHbI M B PA3/IMUHBIXKOHTEKCTaX
NPOABAAIOT pasHble rpaHu MHTepnpeTaumii (k npu-
Mepy, yacTb paboT Obina npeacraBieHa paHee
Ha apyrux BbicTaBkax B Mockee u Kupose).
OnHako  pelleHue  XyAOXKHUKA MNpPEe3eHToBaThb
OKOHUaTEesIbHO CJIOXKMBLLYOCS cepuio paboT B
npocTpaHcTBe cOBCTBEHHON KBapTUpbl — CBOEro
nepeoro ajgpeca B POAHOM TFOpPOAE — BHOCUT
JOMNONHUTENbHOE  U3MEpeHWe B BOCMpUATHE
npoussenenunit. OkasaBlUMCb BHYTPU KOHTEKCTa
(HekoTopble M3 paboT cepun 3aayMblBaNUCL U
aaxke OblnM caenaHbl UMEHHO B 3TOI KBapTupe),
OHW eC/I He pacTBOPUUCH B HEM, TO Ha YAMUBIIEHUE
[NENMKATHO 3aHAAM  OTBEAEHHOE UM MECTO.
Keaptupa, ocBoboxaéHHasi OT Gonblieii yacTw
mebenu, He NpeBpaTMNach B MyCTON BbICTABOUHbII
3an: MpOU3BEAEHUS] WCKYCCTBa 3anofHuau eé,
urpas pofib MPUBLIYHON OOCTAHOBKM, HO YXKe
6e3 yTuauTapHbix GyHKumMii. MoaobHO 06bIUHbIM
npeaMeTaM, OHM  paccKasbiBalOT  UCTOPUH,
o6pallasnch K Hawei namaTu.

Muwwenb ne CepTto B «M306peTeHnu
noBCceaAHEBHOCTM» nNuweT O TOM, 4YTO «MNaMATb
onocpenyeT NPOCTPaHCTBEHHble TpaHchopMaLm».
Mecta He MoOryT cylecTBoBaTb 06e3 WUCTOpWIA,
B HUX NpOUCXoAUBLUUX. Xy,Cl,O)KHl/IK nposasnaetr
3TM UCTOpWW, NpeBpallas MNpPOCTPaHCTBO MKU3HK
B MPOCTPaHCTBO MCKYCCTBA.

[apba Tkauéea

Kynsmyponoe, kypamop.

Pykosodumene KynemypHozo ueHmpa
«Tameoili a3masc» (Kupos); HauaneHuk omdena
8bICMABOYHbIX NPOEKmMos Bosieo-Bsamckozo
¢unuana TMUN um. A.C. lNywkuHa

(HustcHuli Hoszopod).






Double landscape by Sergey Boyarintsev

An apartment is both a personal space and a
space for communication between family, friends,
and guests. It can change its status: to be a private
place behind closed doors, or to become public
and open during a big holiday. The owner decides
what it should be. The owner-artist can think of
his apartment as a place for artistic expression.
Having embodied his memories and impressions
in his works, he leaves his “Traces of Life”".

Sergey Boyarintsev is a young artist from Kirov
(Vyatka). He studied at the Vyatka Art School
named after A. A. Rylov, graduated from the
Moscow State Academic Art Institute named
after V. I. Surikov, and has been working for many
years in a mosaic crew in Moscow. In his works,
he turns to everyday life — a source of images for
talking about time and memory.

Academic education gives the artist a technique,
a tool. The surrounding reality, the ability to
see and reflect provide material for statements
about life, things, people, and art. The dialogue
between the classical means of representation
(mosaic, painting) and the subject environment
becomes one of the key author’s techniques,
which, however, is not limited to the inclusion of
objects in the space of the work (which is usually
described by the term “assemblage”), but gets a
very interesting development.

The series of works “Traces of Life”, created
from 2014 to 2021, is a kind of evidence of the
design of the author’s strategy. Starting with
episodic, random experiments inspired by found
things (“Cenotaph”, 2014), this series with each
new work delineated more clearly the range of

interests of the artist, focusing on attention to
the surrounding everyday life and the possibilities
of fine art to show its paradoxes and allusions.

Lifetakes placeindifferentspaces and dimensions.
The border between them is sometimes quite
clear, sometimes very illusory. So are the works
of Sergey Boyarintsev. Being fixed by their names
in some specific places, rooms, they nevertheless
open up the possibility of entering into an endless
stream of interpretations. “The Children’s Room”,
“The Living Room”, “The Bedroom” (2017-2018)
— are an attempt of the memory archeology,
creating a concise, capacious image of abandoned
places that still retain the very traces of life. What
we find in abandoned, neglected houses (layers
of wallpaper, traces of paintings that once hung,
nails that no longer hold anything, fragments of
photographs) here become elements of collage
and assemblage, an artistic means that creates
both an intimate and universal image of these
spaces.

The border spaces between the personal and the
public are addressed by “Double Landscape from
Childhood”, the series “About the Aesthetics of
Vandalism” and “Cigarette Butt (devoted to A.
Tinyakov)” 2017-2018. Here, the collective image
of the surrounding world, consisting of such
insignificant elements as asphalt, lost things,
garbage, and the official color of the walls,
become important due to the presence of the
personal. Personal experience brings together
the disparate visual images that surround a
person everywhere. The artist sees a little more
in the individual elements of reality. So the
“Cigarette Butt” becomes not only a dialogue

between the significant (solemn mosaic framing
of the work) and the insignificant (cracked asphalt
with a cigarette butt), but also a reminiscence
of a well-known phenomenon in the history of
mosaic — “unswept floor” (Rome, II-lll centuries
AD). “Double Landscape from Childhood” turns
the entrance paint and exterior decor into a
massive frame enclosing a modest landscape.
The question of the boundary between life and
art remains open.

Collage and assemblage are well-known
techniques for including real objects and their
fragments in the space of a work. Artistic
thought in the twentieth century brings the use
of objects in art to the extreme, to their complete
dissolution in each other. The readymade of
Marcel Duchamp, which became, in the words of
Thierry de Duve, a “paradigm” work, completely
changed the ways of seeing and reading art. Now
the finished item can act as a self-sufficient work.
The image gives way to the utterance.

Sergey Boyarintsev offers a new point of view on
this well-established system of relations between
the types of classical (painting, sculpture) and the
forms of modern art (readymade, installation).
Using the usual tools (oil, canvas) he creates
works that, despite the presence of frames and
formal resemblance to the painting, are more
similar to readymades.

“Arcadian Idyll” (2018) puts the viewer in a dead
end. At first glance, he sees a fragment of the
wall: a photo wallpaper, separated at the seam,
with an electrical outlet on it placed in a frame of
glossy facades of the wall unit. However, a closer
look allows you to see that there is no outlet
and no wallpaper, and all this is a painting. The
viewer finds himself in the position of Pinocchio
in Geppetto’s closet in front of a painted hearth
and can hardly resist the temptation to check
whether what he sees is real.

“The Year of the Rabbit” (2019-2021) presents
an even more confusing situation. The viewer
sees the window and the shadows cast by the
window frame on the next wall, on the same wall
someone unknown plays the shadow theater
with the light, folding the head of a dog from the

fingers of his hand. But all this is also painting.
And the window, and the light, and the shadows.
These are all paintings, but they do not depict
some reality (a window in a room, a piece of wall
with wallpaper), but present it to us in the form
of an object that is not such. Moreover, being
in front of the work, the viewer begins to realize
that the main “event” takes place somewhere
between the spaces of the canvases, between the
window and the light spot on the wall. Classical,
realistic painting becomes a frame that frames
the moment of true reality. A simulacrum? An
imitation of a readymade? Doubling down on
reality? Trying to find the beginning in this tangle
of endless references is dizzying. Only traces of
real life remain.

All the works from the series “Traces of Life” are
quite independent and in different contexts show
different facets of interpretation (for example,
some of the works were presented earlier at
other exhibitions in Moscow and Kirov). However,
the artist’s decision to present the final series
of works in the space of his own apartment —
his first address in his hometown — adds an
additional dimension to the perception of the
works. Once inside the context (some of the
works in the series were conceived and even
made in this particular apartment), they, if not
dissolved in it, then surprisingly delicately took
their allotted place. The apartment, stripped of
most of its furniture, did not turn into an empty
exhibition hall: works of art filled it, playing the
role of a familiar environment, but without any
utilitarian functions. Like ordinary objects, they
tell stories appealing to our memory.

Michel de Certeau, in The Invention of Everyday
Life, writes that “memory mediates spatial
transformations”. Places can't exist without
the stories that happened in them. The artist
manifests these stories by transforming the
space of life into the space of art.

Daria Tkacheva

Cultural critic, curator.

Head of the Cultural Center “Fifth Floor” (Kirov);
Head of the Exhibition Projects Department

of the Volga-Vyatka Branch of the Pushkin State
Museum of Fine Arts (Nizhny Novgorod).
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1. [BoiiHOI neiisax u3 aetctea | Double Landscape from Childhood

2. Mo nosoay actetukn BaHaanuama (+) | About the Aesthetics of Vandalism (+)
3. Mo nosoay acTetukn BaHaanmama (=) | About the Aesthetics of Vandalism ()
4. Mo nosoay actetukn BaHaanmama (/) | About the Aesthetics of Vandalism (/)

5. Mo nosoay actetukn BaHaanmama () | About the Aesthetics of Vandalism (.)
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1. [Boiinoii neiizax u3 aetctea | Double Landscape from Childhood

2017 accambnsax, xonct, macno | assemblage, oil on canvas
109 x 122 x 13 c™m
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2. Mo noeoay acTeTuku sBanaanusma (+) | About the Aesthetics of Vandalism (+)

2017 accambnsax, LUBeTHOI LeMeHT, Mmo3auka | assemblage, colored cement, mosaic
29,5 x 55,5 x 10,5 cm

3. Mo nosoay actetuku Banpanusma (—) | About the Aesthetics of Vandalism (-)

2017 accambnsx, UBETHON LemMeHT, Mo3auka | assemblage, colored cement, mosaic
30,5 x 45,5 x 3,5 cm
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4. Mo noeoay acteTuku sanaanusma (/) | About the Aesthetics of Vandalism (/)

2017 accambnsax, LUBETHON LeMeHT, Mo3auka | assemblage, colored cement, mosaic
30 x 46,5 x 4 cm
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5. Mo nosoay actetuku Banpanusma (.) | About the Aesthetics of Vandalism (.)

2017 accambnsx, UBETHON LemMeHT, Mo3auka | assemblage, colored cement, mosaic
30 x 47 x 15,5 cm
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6. [pésbl | The Reveries
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6. pésbl | The Reveries

2019 accambnsik, Mmo3auka, acekko | assemblage, mosaic, a secco
95 x 53 x 5 cm
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7. Kenotad | Cenotaph
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7. Kenotad | Cenotaph

, Mo3auka | assemblage, colored cement, mosaic

, LBETHOW LLEMEHT,

2014 accambnax

47,5 x 47,5 x 4 c™m
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8. No v nocne | Before and After

9. Apkaackas vaunnus | Arcadian Idyll

10. 3onotoii Bek | The Golden Age

11. Okypouek (nocs. A. Tunsikosy) | Cigarette Butt (devoted to A. Tinyakov)
12. Toctunas | The Living Room

13. [etckas | The Children’s Room
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8. lo v nocne | Before and After

2019-2020 accambnsk, macno | assemblage, oil
125 x 82 x 82 cm




9. Apkaackas naunama | Arcadian Idyll

2018 xoncrt, macno, accambnsx | oil on canvas, assemblage
175 x 185 x 10 c™m
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2018 accambnsx | assemblage

64 x 42 x 13 c™m
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2018 accambnsx, mo3sauka, ppecka | assemblage, mosaic, fresco

62 x 124 x 11 cm
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12. Toctunasa | The Living Room

2018 accambnax | assemblage
76 x 152 x 3 cm
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13. Aerckaa | The Children’s Room

2017 accambnsx | assemblage
87 x 76,5 x 4 cm
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14. Ton Kponuka | The Year of the Rabbit
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14. Top Kponuka | The Year of the Rabbit

2019-2020 xoncT, macno, accambnsx | oil on canvas, assemblage
157,5 x 101 x 101 cm
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15. CnanbHa | The Bedroom

16. Con | The Dream
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15. Cnanbha | The Bedroom

2018 accambnsx | assemblage
87 x 75,5 x 3 cm
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16. Con | The Dream

2018-2020 accambns, Mo3auka
55 x 140 x 140 cm

assemblage, mosaic
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