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“In my view, Oleg Tselkov is the most remarkable Russian artist of the
post-war period.”
—Joseph Brodsky, poet, Nobel Prize for Literature

“Tselkov combines an almost brutally violent use of colour with a surreal
misplacement of natural shapes to form freshly original pictures of sometimes
satiric, sometimes tragic power.”

— Arthur Miller, écrivain, dramaturge

“Tselkov’s characters are moving. These floating masks express the bottom
of a soul which has been given over to evil and dereliction.”
—Paulin Cesari, Le Figaro Magazine

“Tselkov is destined to be acknowledged as the greatest Russian artist of his era.
Tselkov's Last Supper ranks alongside Picasso's Guernica as the most powerful
group image of the 20th century. It should be bought for the nation and hung in
Tate Modern.”

—Simon Hewitt, Huffington Post

“NMo moemy mHeHuto, Oner LlenkoB — Han6onee BblJAOWUNACSA PYCCKNN XYAO0XKHUK
NnocsIeBOEHHOIro BpemMeHu.”
—Wocud Bpoackun, noaTt, o6napartens Ho6enesckon npemun no nureparype.

“LlenkoB co4yeTaeT OpyTasbHble arpeccuBHbIe LBETa C COppeanucTU4eCKum
cMeLlLeHneM HaTypanbHbiIX (hopm ansa opMUPOBaAHUA CBEXUX OPUIrMHAIbHbIX
KapTWH, MHOrga catupu4yecKux, UHoraa HanoJsIHeHHbIX Tparn4eckom cunon.”
—ApTtyp Munnep, nucarenb, agpamaTtypr.

“INepcoHaxu LlenkoBa gBurarotca. 9Tu napsme Macku Bbipa)karoT camoe HO
[ywn, KoTopas Obina 3axBa4vyeHa 3J1I0M U pa3pywieHnem”
—MaonuH Ce3apwu, Le Figaro Magazine

“LlenkoBy Ccy>aeHO ObiTb NPU3HaHbIM BENIMYANLLUNUM PYCCKNUM XY [, 0XXHUKOM
CBOEro BpeMeHMu.

«TanHas Beuepsi» LlenkoBa ctout B ogHoM psigy ¢ NepHukom lNMukacco,

KakK Cambii MOLLHbIN rpynnoBon noptpeT 20-ro Beka. ATO Npou3BeaeHne AOJDKHO
ObITb NPUOOpPETEHO ANA rocygapcTBa N BUCETb HA 0603peHun B my3ee Tent.”

— CanmoH XbrounT, Huffington Post



| first met Oleg Tselkov during a trip to Paris in 1988. We were
introduced by my old friend, the collector Alexander Gleizer. Since
that time, | have enjoyed many years of friendship with Oleg and his
charming wife Tonya.

Before we met, | already had some paintings by Tselkov in my
collection: | had been a long-time admirer of his talent — of his
shocking, frightening, and yet defenseless worldview.

| remember how | was first struck by his monumental canvases,
painted in wild, fantastical vibrant colors and dominated by faces
that grabbed hold of you and didn't let you go — faces that were
penetrating and detached, but filled with an unusual hidden inner
strength and passion.

His paintings are very emotional, they stir you up and bring you
out of indifference, they hit you in the nerves and evoke profound
reactions. When you stand in front of them, you lose all sense of
time and plunge into a surreal, yet recognizable world, full of imagery
and themes that are not solely relevant to the Russian state, but
rather hold a greater universal meaning.

Oleg Tselkov is a unique artist, one of a kind, and | am extraordinarily
happy that our exhibition will give viewers a chance to become
acquainted with the spellbinding magic of his oeuvre and his
distinctive and inimitable works that are so full of deep philosophical
meaning.

Anatol Bekkerman,
ABA Gallery

Moe nnyHoe 3HakoMcTBO ¢ Onerom LlenkoBbiM npownsowso B Mapuxe B
1988 rogy. Hac mo3HakoMusi M3BECTHbBIN KOJITEKLUMOHEP N MOW OABHWUMA
3HakombI Anekcanap nensep. C Tex nop, Hac ¢ Onerom n ero o4aposa-

TEeNIbHOW >XXeHoW TOHEN, CBA3bIBAOT OOJITME OPY>KECKNE OTHOLLEHUS.

Ko BpemMeHu Hallein BCTpedu, B MOEN KOMAeKunn y>ke 6blan nonoTHa
LlenkoBa - 9 6bl1 OaBHUI MOKIOHHUK €ro TanaHTa, ero LOKUPYHOLLEro,

nyrarowero 1 ogHoOBpeMeHHO 6e33almnTHOro MNPOBOCNPUATUA.

£ NOMHI0, KaK BrnepBble Nopasuiin MeHsi ero MOHYMEHTasTbHbIE, HarnCaHHbIe
OEeP3KMK, haHTaCTUYECKUMN, aHUIMHOBBLIMY LIBETAMI NOJIOTHA, B KOTOPbIX
OOMUHUPOBAsM MPUKOBbLIBAKOLWME M HE OTMNycKawlue oT cebs nvua —
NMPOH3UTESIbHbIE U OTPELUEHHbIE, HO HAMOJTHEHHbIE HEOOLIKHOBEHHOW CKpPbI-

TOW BHYTPEHHEN CUJTON N CTPACTbHO.

Ero KapThHbl O4YeHb 3MOUWOHAlIbHbl, OHW 3NATUPYKOT W BbIBOOAT W3
paBHOBeCUA, 6blOT No HepBaM N He OTrnyCKaroT OT cebs. Ctosa nepen H1MMn,
Tepdellb owyuieHne BpeMeHrHin, nNorpy>xasdchb B Hepeaanbn?l, HO y3HaBaeMblﬁ
Mump, HaceneHHbIN nepcoHa)kaMu, 4bn XapakKTepbl CO3BYYHbIMW N MOHATHbI

nogsam nobom anoxu, XKMBYLLMX BO BCeX yrosikax Mmmpa.

Oner LenkoBs, yHMKamnbHbIA, EONHCTBEHHbIN B CBOEM POAE XYLOXHUK U
a1 6e3MepHO paf, YTO Hawa BbiCTaBKa [AaCT BO3MOXXHOCTb 3pUTENSM
COMPUKOCHYTbCSI C 3aBOPaXMBAIOLLEN Marmen ero TBOPYECTBA, C €ro
CaMOObITHbIMA U HEMOBTOPUMbIMU paboTamn, HaMOHEHHbIMU FTy6OKUM

HUNOCOPCKNM CMbICSIOM.

AHatonun bekkepmaH,
ABA Gallery



TONYA AND OLEG DELIVERING "PORTRAIT
WITH WATERMELONS" TO ARTHUR MILLER,
CONNECTICUT, CIRCA 1979

OLEG AND TONYA TSELKOV WITH
ANATOL AND MAYA BEKKERMAN

OLEG AND TONYA

OLEG PAINTING

OLEG RECEIVING A PRIZE FROM IRINA ANTONOVA,
DIRECTOR OF PUSHKIN MUSEUM OLEG AND JOSEPH BRODSKY

OLEG AND TONYA



The Art of Dealing with Demons
Oleg Tselkov at ABA Gallery

“Play on until the aorta bursts

With a cat’s head in your mouth,

Three devils there were — you’re the fourth
A wondrous last devil in bloom.”

Osip Mandelshtam left a mystery behind for future interpreters of his work:
anyone who wants to try and guess can try and establish who goes under
what number in this trio / quarter of virtuoso violinists... For him it was
enough that he knows their names.

| have always wanted to apply this musical metaphor to pictoral material.
Ill give it a go. In our culture consciousness, it seems to me, there are always
a handful of names that represent a whole artistic generation. Sometimes
this happens in secret, it’s clandestine. Sometime’s it’s vivid and dramatic,
with a certain fearless extravagance, with all the craziness of a life that’s all
in. | won’t risk naming the names of all three “devils” responsible for the
generation that emerged in the 1960s... All | know is that one of them would
be, whatever you do, Oleg Tselkov. Who can play on “till the aorta bursts”
like him? The already penetrative red of his early works is symbolic and
autobiographical. And to this day he has not lost his drive. And the cat
metaphor? Mandelshtam scholars, unpicking the complex moves in the
poet’s associative thinking, see in the image of the “cat’s head in your
mouth” a visual comparison with the finger-board of a violin with the free
ends of the tuned strings as whiskers. | can see in my mind’s eye the
iconographic type that is the trademark of Tselkov’s 1960s imagery: his
moon-shaped, raw, wet-lipped proto- or post-humans, or, to be brief,
demons with sharp predatory teeth. Capable of grinding up whatever they
want. And as for the cat’s head...

Cats as cats Tselkov loves... At his solo show at ABA Gallery there is a
special painting dedicated to them. And this painting is one of those rare
cases when the artist, who sticks closely to his “emotional neutrality” (as he
wrote himself “no moments of ‘genius’, ‘inspiration’ or ‘breakthroughs’”)
believes it’s possible not to hide a feeling of fondness...

Oleg Tselkov belongs to the generation of artists of the 1960s. This
generation (taken, by the way, relatively broadly: those born roughly between
1925 and the 1940s) was remarkable and was undoubtedly already
dominant in the second half of the twentieth century. Somehow or other,
through its efforts a certain convention for life in totalitarian conditions was
formed. It formed around a new concept of the person, around certain new
levels of freedom.
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Nothing succeeded in completely taking away the space they had won for
themselves, not even the impending stagnation and the various dramatic
processes that took place in the following years, right up to today’s attempts
to try and put a freeze on activity.

It was hard for critics of the generation of the Sixties (from the Nineties on
it became fashionable to criticise them, not without reason, for their lack of
radicalism, for their idealism, for their unwillingness to part with social
mirages) to imagine the context in which the movement started. In the
archives of the secret service a record has been kept of the opinion of the
famous actor and writer Nikolai Smirnov-Sokolsky: “...in Russia they
nationalised not only the sectors [meaning the spheres of production and
the economy — A.B.] but even people’s breath, illnesses and dreams”. (It's
telling that such a surprisingly bold statement for those times was kept in
the collection of opinions about current events that was collected from
agency data to keep Khruschev informed).The historian Yuri Afanasyev,
himself a member of that Sixties generation, and later an active participant
in politics in the Gorbachev era is fairly critical of his generation in his
memoirs: it was “infantile, it was wound up in the ‘physical-lyrical’ debate,
and indeed the lyrical did play a big role in forming that era and that
generation. It’s understanding of the world was primarily emotional. Thinking
in images was in the ascendancy, and it gave them the chance to dream
and fantasise.” However, he does not refute the charm and integrity of that
generation: “You can see something like a vague sort of unity here in
something that’s hard to express rationally: a breakthrough in the soul, a
moral purpose, a certain sense of spiritual abandonment, a desire to
‘embrace the sky’ and head off into the taiga ‘beyond the fog’... And this je
ne sais quoi — this mood - it was also a reality. And a reality that preserved
a hope in the invincibility of good and light.” The artists of the Sixties were
also criticised from the Nineties on. But not on the grounds of their view of
the world: what could unite the world views of die-hard individualists
(incidentally, the right to individuality, which is now taken as a given, was
won by them)? Although everyone, of course, could sense this inexpressible
commonality. Critics of the subsequent generation explained their
relationship to the generation of the Sixties differently. First of all, as part of
a natural desire to establish a new wave of heroes (and not just one new
wave). Even more important than this promotion of heroes from their own
generation (which was, | repeat, entirely natural) was the following factor. In
art and art criticism there is a definite discourse of relevancy. There was a
process of investing art (and the description of art) with new semantic
possibilities and linguistic practices drawn from a whole range of other
discplines: sociology, economism, psychoanalysis, structural anthropology,
discourse analysis and so on. It was a dynamic process — just you try and
keep up with the new concepts! And here are these “old guys”, each with
his own individual style that demands its own individual approach and its
own individual language to describe it!

No, no one was trying to throw them overboard from the steamship of
modernity: these were liberal times after all, there was no “bestial battle
between different tendencies” (Pavel Filonov), nor any of the adminstrative
spasms of late Soviet officialdom. It’s just that the younger opponents of
the generation of the Sixties wanted to respectfully take them by the hand
and lead them off the stage of relevant art: not far away, just somewhere in
the wings. Or even better — into the “highly respected drawer” of the museum
storerooms. It didn’t work. Many of these “new waves” have already long
since subsided without having had any particular historical or cultural
consequences. Curators at museums, gallerists, and auction houses
continue to show the work of the artists of the Sixties (including those that
are no longer with us) in the context of contemporary art, alongside works
by great artists from subsequent generations. Is the reason for this sort creative
longevity not in fact to be found in the idealistic striving of art historians for
a certain historical and cultural justice? | think it’s something else,

What is more, the term “artists of the Sixties” is of course a historical
category that has a specific aesthetic and ideological content and a
corresponding temporal framework. Not long ago, while bidding farewell to
Alexei German, director Andrei Smirnov said: “Our age is coming to an end.
The age of the generation of the Sixties.” He had in mind certain
generational links, political interests, a conglomeration of ideas, a moral
imperative, a behavioural design — that whole ideosphere that concretised
in that generation. However important this generation might be in the cultural
history of Russia, the generation that followed it could not live in its interest
to the detriments of its own. It is of itself historical material (all the more so
for the high historical pitch that the artists of the Sixties maintained) and in
that respect it certainly is subject to archivisation. And, so the logic goes,
it is also subject to historical study (which does not, of course, exclude
aesthetic experiences). But there is something that does not fit into the logic:
their reactualisation. Why can these “devils” afford to go against the normal
process of museumification, how can they force curators, who are otherwise
engaged in promoting a completely different market, to take them into
account, often against their will? What is that something special that attracts
collectors of contemporary art (that is current art, or rather “temporary
contemporary”), who can’t tear themselves away from the art of the “old
veterans”? Maybe it’s the old Soviet habits at work — did living under such
pressure gave them a particular store of resilience? Or maybe there is a bit
of Mandelshtamian devilry going on here?

All that’s been said above is applicable to Oleg Tselkov also. Interest in
Tselkov has had, of course, its peaks and troughs, but overall it is stable.
His works are requested for practically all major exhibitions of Russian art.
If we just take the last year, for instance, there have been requests from the
State Russian Museum in St Petersburg and the Saatchi Gallery.

This personal exhibition organised by ABA Gallery opens the exhibition tour
of Tselkov’s work for this year, 2013.

And so, for half a century now, despite all the attempts to push him off,
Tselkov has stayed at the forefront of contemporary art. And this, despite
the fact that he is a homebody who has built his whole life around his work-
place in his Paris apartment: two or three easels, a few paintings on the
go... Bookshelves. Red wine. His hospitable wife Antonina, a Muscovite
beauty, who put her faith in Tselkov’s star in her day and took on nearly the
entire practical side of life, as well as providing with aplomb what is known
these days as public relations. Trips to their summer house in Normandy.

That is what Tselkov is like today, a completely private figure. But the start
of his life as an artist was tempestuous. Moscow high school for the arts
and his initial, naive, attempts not to take general accepted ideas on trust.
Failure at the V.I.Surikov Moscow State Art Academy - they spotted his
deficiencies at the exam. And rightly so: the young Tselkov already had
experience of seeing suspicious art for his self. He had somehow managed
to make it into the storerooms of the Tretyakov. Judging from the fact that
the young high-school graduate immediately set off for Minsk and passed
the exam for the local Art Institute, he had already understood what was
going on. A year of studying in Moscow and then, they chase him out — not
one of us! By 1954 he’s already in Leningrad, studying at the extremely
conservative |.E. Repin Institute. Once again, he was straight back out. In
fairness, to be precise he was expelled on the initative of some Chinese
students: they could not tolerate having an interloper spoiled by bourgeois
influence alongside them during their studies. (Everything changes except
the influx of Chinese students to the Repin Institute. True, their status is now
different: then they were poor students paid for by the state, now they pay
for this oldest of universities). Nikolai Akimov, an outstanding Leningrad
director and artist with a leftist, or even radical, background gave the poor
student shelter at the Theatre Institute (and Tselkov wasn’t alone: other
beneficiaries included Yevgenia Mikhonova-Voitenko, Yuri Dyshlenko,
Alexander Rappoport, Mikhail Kulakov and many more). He started exhibiting
in 1956 — the first show of a couple of small works caused a scandal. A small
exhibition hosted by nuclear physicists: shut down forthwith. Tselkov
doesn’t want to be a dissident at all, he’s basically against anything that
gets in the way of working quietly. He finds a loophole - he joins the Union
of Artists. But he doesn’t last long there either — the authorities are watching
closely! During all this Tselkov is in the spotlight! He has the pity of Louis
Aragon and Pablo Neruda, the respect of nuclear physicists and of the old
poet Semyon Kirsanov, he starts a friendship (as it turns out, for life) with
Yevgeny Yevtushenko, he is visited by Renato Guttuso and members of the
politburo of the Italian Communist party. As you’d expect, he becomes
friends with underground artists. But all this is just details compared to the
fact that after several years of searching Tselkov finally finds his own style.
To put it the old-fashioned way, he finds himself. In 1960, he attests, he
paints his first painting: “Portrait”. Tselkov describes the situation with great
literary skill:

“For the first time — and | was the first — | accidently ‘pulled’ the face off the
face ‘in the image and likeness’ and | saw — the FACE.” Lenin had a favourite
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caustic saying which was rammed into the consciousness of all senior pupils
in the USSR: the “tearing off of each and every mask”. In light of all that has
been said about Tselkov as a child of the Sixties, that is, as a representative
of his completely politicised generation, a question arises: does this mean
some sort of social mask? Or does it refer to something entirely mimetic:
the mask of naturalistic similarity (a face as a face, all as you’d expect from
people). Tselkov later confirmed: it is neither one nor the other. Something
non-commital. The face as a mark of processes that are neither psychological
nor social. But as a mark of something else. Something physical. There is
geological time. And there is anthropological time. And so, the faces of
Tselkov’s subjects bare the traces of the anthropological passing of time.
So, in any case, the artist himself claims, when he says that these faces “are
stamped with millions of years lived by humanity in the past”. But is that not
right? Doesn’t an artist (as has been the case with many masters in different
eras) formulate their credos post factum?

| dare say that the pulling of a face off a face - the pulling off of a contem-
porary face formed by two or three generations, or rather by the interests of
the present day, from a genuine face moulded over millions of years of
evolution - is still not momentary but processual. That is, the temporal peels
off from the atemporal in stages, like the skin of an onion. In his early work,
shown in the exhibition, “Female Portrait”, the artist’s gaze is, it goes without
saying, more sociological than anthropological. A woman in a hat, with a
rose — of course, a typical “chic” representative of low-level Moscow
bohemia, “with pretentions”, although already slightly touched by decay.
Theatrical flats in the background, an affected pose, the rose itself as the
accessory of a femme fatale — in all of this we get a sense of theatricality (or
maybe a distant echo of Akimov’s staginess?). The anthropological accent
is there in the mouth, in the predatory, rotten lips: not a play at decadence,
but genuine decay. The treatment of skin is a separate issue: pink beneath
a layer of powder. A layer of white on a red undercoat. The colour is layered
on mechanically (as is the undercoat), without any dabbing, without any
sense of brushstrokes, as if it were sprayed on (ceramicists would say
airbrushed). Interesting: the theatrical reminiscences come alive in an even
early work from the late 1960s - early 1970s from the Circus series: black
theatrical wings held on a thick wire run through rings, a head moulded in
the trademark “raw” Tselkov style. A wire goes through physical material
(theatre flats, screens) and the corporeal (the subject’s head), the somehow
fastened the surface together with some terrifying stitching.

You might say of the early works that they already have “Tselkovian optics”,
but not yet Tselkovian anthropology. The form has not yet been moulded in
its specific volume: there are remnants of brittleness. The colouring has
almost immediately been determined: spectral, flavoured with exotic
specks: emerald green, nearly violet. For all this the texture feels very much
Tselkov’s own. No manifestations of temperament. The colour been buffed
into the surface, like the colour spread across the primer in an icon: as if not
by hand, as if not by human initiative. Or something more like technology,
sprayed on mechanically. Perhaps, Skira Publications, which were at the
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time extremely authoritative in the USSR, also left their mark: they did not
then achieve real colour, but we didn’t know that, too busy were we enjoying
the technically realised tonal solidity of the reproduction. The general feeling
is entirely unexpected, for all that vivid, breathing coloration, a distant echo
of something industrial and mechanical — almost coated in enamel... This
metallic tang of colour reminded me of a late poem by Nikolai Zabolotsky:
“l saw in my sleep a juniper bush / | heard in the distance a metallic crunch...”

The layers of decoration, of theatrical spectacle, of play with certain types
peel away... | think that the “real” Tselkov appears with his “red-faced” men:
here the anthropology speaks for itself and about itself — raw, moist, undeveloped
heads that literally “dig out” a thought from inside themselves, staring
dumbstruck, with purblind eyes at the word in which they have ended up
by some twist of fate? Often these heads are presented together with
depictions of butterflies and dragonflies. Anthropological time is perceived
in contrast with ephemeral insects: this contrast is an attempt to mentally
encompass anthropological time. It is here — passing over the layers of
theatrical reminiscence described above — that a question comes up about
what underpins Tselkov’s imagery as he moves into maturity.

It is no surprise that the Soviet viewer of the 1960s and 1970s, accustomed
to their virtuosic and, perhaps, a little naive, reading between the lines,
directly linked Tselkov’s imagery with the decay of the totalitarian system
that disfigured body and soul. At this time abstract art was also understood
as an anti-Soviet gesture. (Perhaps this is a national characteristic: in years
when social life is politicised, any work is seen in light of an ideological bat-
tle. Thus, one of the key figures in the populist going to the people in the
nineteenth century in his youth understood the very innocent “Princess
Tarakanova” by Konstantin Flavitsky as a protest against autocracy.) One
must say that there is some basis for this interpretation, which became
traditional to the extent that it slightly outlived Soviet power. Tselkov knew
Soviet life inside out. And not by visiting his friends in the Lianozovo group
with their barrack lifestyle. He had his own, individual Soviet experience,
into which he did not tend to admit strangers. And his disagreements with
the regime were certainly more than just aesthetic. So it was possible to
draw genetic lines between the “leaden miseries of the regime” and his
mutants. All the more so because a certain victimhood was put into them
from the very beginning.

The rot-lipped, wet-mouthed beings with two or more heads willingly tried
on the role of victims of some anthropological counter-revolution (Z. Krasil-
nokova). In their damagedness and absurdity you could look for a result of
the negative selection that took place in Russia after October. A whole group
of artists came under the accurate definition of Alexander Yakimovich —
“painters of mutations”. In some way Oleg Tselkov was too. Then again -
time passes and you get the impression that you could dig still deeper. Not
everything in Russian culture is linked to the October Revolution, even if the
regime did place the stamp of anti-sovietism on any incomprehensible and
worrying phenomenon. To make a literary parallel: Yuri Mamleyev who was
popular in Moscow at the time. And the authorities took him for an anti-soviet,

even though what you mostly get from Mamleyev’s metaphysical scatology is
plainly a fantastic anatomy of a Gogolian, corporeal type, “the divine stomach”.
And that’s not to mention the purely “thematic” element, the reincarnation
of Gogol’s “unclean forces”. And so, is there not something Gogolian about
Tselkov’s red faces: “In the angle between these two benches, or, better,in
the window was sat a mead-seller in the window with a samovar of red
bronze and a face just as red as the samovar, so from a distance you might
think that there are two samovars standing on the windowsill, if it weren’t
for the fact that one of the samovars has a beard black as pitch?

What I’'m getting at is that social determinism is far from being the chief
message of Tselkov’s imagery. However great the temptation is to reduce
his work to a socio-critical discourse in light of the exacerbation of the
relationship between a part of soviet society and the ruling political regime.
It’s surprising that this tradition of judging the modus operandi of Tselkov’s
subjects survived the socio-political situation connected to their appearance
by so long. If it were all about a story of “visual resistance” to the regime,
then the artist’s work should be understood in the museological and historical
context of the “battles that ceased to thunder”. But how then can you
explain the fact that Tselkov’s art is still in demand in new socio-cultural
circumstances (he’s been living in France since 1977 after all), his vitality
and his ability to develop? After all, even back then during the Soviet Union,
Tselkov’s figurative language was by its very essence in protest against
reductive readings, against an insistence on social determinism.

This essence literally summons us to try different interpretations. At least
post factum. The point being that the 1960s audience, with the possible
exception of progressive intellectuals, did not realise and could not realise
the broader international context of the so-called psychedelic revolution
begun a decade earkuer. Carlos Castaneda, Timothy Leary, and the beat
generation are signs of a culture that prioritised, in the words of researcher
Tomas Glanc, “the description of the adventures and the mental states of
autobiographical characters”. (I think that Tselkov’s many years of success
with a French audience is to a large extent explained by how naturally this
context is understood there. The audience there finds a natural and liberated
position in this problem.) In Russian contemporary art the echoes of this
culture can only be detected across several decades, in the work of post-
conceptual artists. Was Tselkov “in the loop”? Sure he was. Not in the loop
of the psychedelic revolution, but, more broadly, in the idea of the psychical.
When it comes to art it’s there in the material of symbolist art practice. (And
he didn’t just know the art of the beginning of the century from the limited
exhibits then on display: the artist always remembered these paintings from
his visit to the storerooms of the Tretyakov and the Russian Museum. A
contemporary researcher writes: “Symbolism made the deep levels and
changed states of consciousness, which had previously remained somehow
outside of culture, the material of their work: dreams, meditation, narcosis,
hypnosis, pathology.” In a paradoxical way the art of the late 1960s and
early 1970s reactivated the significance of the function of consciousness
and the turn to the material of consciousness. llya Kabakov defined this

position in his The Apology of Personalism in the 1960s: “Everyone looked
not at the external world, but at their own internal world, taking every fragment
as a whole, taking internal fantasies about the external world as an actual
reality”. Of course, one could suggest that the reality of consciousness is
also actual. But in our context it is important to realise that Tselkov’s
red-faced men are not a product of the observation of external reality
remade in a grotesque transformation. They are a visualisation of images of
the mind (of course a mind which to a greater or lesser extent represents
the real world around it - that is beyond dispute).

So, it follows that a direct “referenece” to critical social discourse is more a
specific product of the liberal Soviet and post-Soviet mentality, than
Tselkov’s own intention. Robert Frost wrote “They cannot scare me with their
empty spaces / [...] | have it in me so much nearer home / To scare myself
with my own desert places.” Tselkov’s is a product of Soviet civilisation, albeit
one who formed himself in a struggle against its postulates that limited the
person. The red-faced men are a product of his mind, dwellers in his “own
desert places”, the “soviet” that lives in them is mediated. As are the archetypes
of the Gogolian - “the divine stomach”, and much else besides.

It would seem that the sequence is as follows: the red-facede men, the
proto- or post-people, are nothing other than the inhabitants of Tselkov’s
consciousness. They embody (in the literal sense of dressing in flesh) the
archetypes of that collective unconsciousness (I use the term in more of a
metaphorical sense than a strictly psychoanalytical one) that terrifies the
individualist artist.

This terrifying collective unconsciousness is part of the “Soviet civilisation”
he was born to, part of the Russian cultural tradition (Gogol’s fears — are
they not from the same place?), part of himself “With whom did his struggles
run? With himself, with himself” (Boris Pasternak). It is not just terrifying,
however. It surprises, makes him laugh, astonishes him (“What are they up
to!”). This is why Tselkov’s red-faced men (which the artist’s wife has
accurately described as “scalded”) have some kind of pre-social, elemental
aspect to them, some primordial naturalness, some prereflexive savage jollity.

In brief, Alain Bosquet had good reason to call Tselkov a “humourist and in-
corrigible terrorist”.

I would divide Tselkov’s red-faced men (it's a term of convenience: his
characters’ faces can be blue, green, or yellow) into two sub-categroies.
The first are proto-humans caught in a moment of anthropological
explosion: the flesh has not yet poured been cast into the typical anatomical
forms — there “extra” chests and limbs, doubled and tripled bodies, bodily
matter, bursting out under some internal pressure, through the sides, like
dough emerging out of ferment. The second sub-category is the post-humans:
anthropomorphic bodies but twisted by some unknown energies. They
manipulate industrial production tools — scissors, needles and threads, axes.
These are the traces of civilisation. And the characters are drawn to them,
as if remembering — on the level of muscle-memory — certain skills and
movements: what to hold and how to hold it. But the characters are a
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leftover of a post-apocalyptic “erasure” of reflection — they do not how to
relate to all this — of substance — the element of some savage game. A
wicked one or a happy one — depending on the artist’s mood. This is the
source of the inexplicable genrism of Tselkov’s canvases from the point of
view of the logic of social behaviour.

It is inexplicable because in our tradition genrism is a comprehensible action
of characters or staffage. Here action is a manifestation of itself (even when
the characters portray some comprehensible, reasonable behaviour — “like
grown-ups” — if they pick up a newspaper, sit at a table and so on, the artist
lets us know that what’s going on here is imitation, mimickry).

It is generally important for the artist to cut away the social and critical
connotations (perhaps, this is the reason why scissors so often figure among
the objects in his pictures —to cut away whatever is too banal, any self-evident
threads). He lets us know all the time: the status of his images is a
representation of his state of mind. All of them are born in his mind (although
no one’s stopping anyone “measuring” them against reality, past, present
or future). Not drawn from nature. Not observed. Not spied on. This
non-mimetic status is communicated primarily in the colour and plasticity
on display. Tselkov’s instantly recognizable colour is spectral, with an even
distribution of luminosity over the surface.

The artist calls this colour “eternal”. Actually, it is slightly technical,
fluorescent — this sensation comes from the even internal illumination and,
as | already mentioned, an even distribution of luminosity. And, finally, there
is the refinement of the form - without any evident effort, or sense of
brushstrokes, or any pressure. Tselkov even called it a certain sense of a
template, “the smoothness of the faceless artisan”. It’s almost reminiscent
of the Concrete Art manifesto of Theo van Doesburg: “The work of art ...
should not contain anything sensitive or sentimental... Technique and
performance should be mechanistic, in other words, anti-impressionist.”
Why such asceticism? | think | understand Tselkov: anything you like, as
long as it’s not expression, an artificial gesture, or an outburst of emotion
from inside. It’s a one-off thing.

But the artist needs the stability of a smoothly working mechanism. Because
he needs to show: it’s all under control. All this is a battle with his own
personal ghosts and fears — both intimate and civilizational. And he is
dealing with them. As mentioned above. in his early art of the Soviet period
Tselkov did not strive to be a weapon of social critique, however just it might
be; he did not want to work on protest-type allusions. Just as today, the
artist doesn’t even consider riding the wave of eschatological moods that
reenerged thanks to the new imperatives of the time: dehumanisation,
excesses of fundamentalism, the slipping of whole peoples down the
civilizational scale. Tselkov does not overload the viewer with all this.
His own demons are enough. And he presents them to the viewer tamed.
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It was no accident that | mentioned the glass of an aquarium above. It’s
about the fact that some movement coming up from the depths is somehow
stopped by the picture-like surface as an external limit. It remains “behind
glass”. It is a moment of the confirmation of the picture as an object, as
material (Michel Foucault wrote about something similar in relation to
Edouard Manet). In essence this is what everything else is aiming at: the
even illumination of colour, the fused background, the absence of
“explosions or inspirations”, as the artist calls them. Stability. The discipline
of the daily taming of demons. Tselkov does not reproduce fears. (Fears are
broadcast by TV producers, not artists).Tselkov represents the possibility of
taming them and transforming them into art, of spreading them around as
his own talisman-messages. What could be more relevant! At home, where
at night domesticated fears, drowsing with their eyes half open, shine out
of the darkness with an even, spectral colour, the undead will pass him by,
evil will not harm him.

... And all this without any blasters from Ghostbusters or somesuch that
can atomise any living being... But by a homebody in house shoes... with
long-established habits of working every day, with breaks for chats over a
glass or red wine with a few visitors... By old-fashioned conversations about
high art, about things that young artists in Moscow and New York have never
talked about in their lives... While working on two or three paintings at once,
letting them go only with a regret that perplexes collectors... And with all
that going on he still manages to deal with such a horde of demons... No,
that really is a “wondrous last devil in bloom”.

Alexander Borovsky

UcKyccTBO ynpaBnsaTbCA C AeMOHaMM
O.Lenkos B ABA Gallery

«Vrpai »xe Ha pa3pbiB aopTel/ C KoLLa4ybesi rof0Bowv BO PTY,
/Tpy YopTa 6610 — Tbl YeTBEPTHIN, / [locneaHWA YyaHbIV HOPT B
uyseTty», - Ocun MaHgesnbLwTam ocTaBasieT 3aragky oyayLm
TOJIKOBATE/ISIM: KTO XOYeT rafarb, MOXXeT ronpoboBatb
YCTaHOBUTbL, KTO 104 KaKM HOMEPOM VAET B 3TOV TPOVIKe-
YeTBEPKE CKpUnadven-BupTyo30B... EMy Xe [ocTaTo4yHO Toro,
4YTO B €ro CO3HaHWM 3TV JIIOAN MPUCYTCTBYIOT MOUMEHHO.

MHe Bcerga xoTenocb MNPYMEHUTb 3Ty My3blKallbHyl0 MeTaopurKy K
n3obpasutensHoMy matepuany. lNonpobyto. B Hallem KynbTypHOM CO3HaHW,
MHe JyMaeTcsi, Bcerga ecTb CUMTaHHble UMeHa, NpeacTaBstowme Lenoe
TBOpYeECKoe nokoseHune. MIHorga — ckpbITo, notaeHHo. ViHorga — gppamatu-
YeCKM SIPKO, C Kakon-To BeccTpallHOWM pacnaxHyTocTbio, ¢ H6ecluabarl-
HOCTbIO >KU3HU, BPOLLEHHON Ha KOH. He puCKHy Ha3biBaTb MMeHa BCeX
TPex-yeTblpex «4epTen», OTBEYaOLMX 3a MOKONEHNE, BbICTYNMBLLEE B
1960-x... 3Hato TONbKO, YTO cpean Hux ByaeT, HUKyaa He oeHellbcsi, Oner
Llenkos. KTo, Kak H1 OH, UrpaeT Ha pa3pbiB a0PTbl — YK€ NPOH3UTENbHbIN
KpacHbI ero paHHUX BeLLer CUMBOINYEH 1 6rorpaduyeH. M no cen geHb
OH He TepsieT ApanBa. A «koluadbs metacdopa»? KommeHTaTopbl MaHgenb-
LTama, pacnyTbiBasi C/IOXHbIE XOAbl aCCOLMATMBHOIO MbILLIEHNSI MO3Ta, B
obpase «Kollaybel ronoBbl BO pTy» BUAAT BU3yalibHOE CpPaBHEHUE CO
CKPUMNYHBIM FPUDOM C «yCUKaMu» CBOOOLHbIX KOHYMKOB 3aTsSHYTbIX
CTPYH. Y MeHsl Xe nepep, rnasamm BCTa&T WKOHOrpaduyeckmn Tum,
MapKupyoLmin obpasHocTb Lienkosa y>ke ¢ 1960-x: ero nyHoobpasHble,
cbipble, MOKpoOrybble npa- uny nocne-nogn, ogHNM CIOBOM, LEMOHbI C
XULLHBIMX OCTPbIMY 3y6amu. CrnocoBHbIMU NEPEMONIOTh YTO YrogHo. A yx
KOLLa4blo FOJIOBY...

A Kollek Kak TakoBblIx Llenkos nobuT... Ha ero nepcoHanbHOM BbiCTaBKe
B ABA Gallery ecTb cneuuanbHas kapTuHa, UM nocesiLLeHHast. 1 aTo pegkui
cny4an, korga XyooXKHUK , MPUaEP>KMBaOLNACS «3MOLMOHANBHOMO HEn-
TpanuTeTa» (Kak OH caM MUCaUT: «<HUKaKMX «reHNaNIbHOCTEN», «BAOXHOBEHNI»,
«B3PbIBOB»), CHNTAET BO3MOXKHbIM HE CKpPbIBaTb YyBCTBa CUMMATUN. ..

Oner LienkoB npnHagnexxunT K NOKOIEHWIO XyA0>KHUKOB-LLIECTUAECATHUKOB.
OTO nokoneHune («B3aToe», BNPOYEM, AOCTATOYHO LUMPOKO: POAMBLUMECS
npumepHo mexay 1925 n 1940-m rogamu) yanBuTENBHOE 1 Y>K BO BTOPOIA
nonoBvHe ABaguatoro Beka, 6e3ycnoBHO, Nuaupytollee. Kak-HuKak,
cunamu ero 6bina chopMmpoBaHa Hekasl HerfiacHasi KOHBEHLNS XKU3HW B
ycnoBusix Totanutapuama. CchopmupoBaHa BOKPYr HOBOW KOHLEenumu
JNIMYHOCTU, KaKMX-TO HOBbIX CTeNeHen eé ceobopbl.

n HacTynmeLluemMy 3acToto, 1 pa3HOO6p33HbIM LpamMaTtn4yeckmm npoueccam
nocnenywwnx net, BMjOTb OO CerogHALHUX MONbITOK NMOOMOPO3UTb
06LLl€CTBeHHyI0 AKTUBHOCTb, TMMOJIHOCTbKO OTHATb 3TU 3aBOE€BaHHblE
NPOCTpPaHCTBa cBobofbl He yaaBsasioCb.

KpuTrnkam wecTnaecaTHUKOB (HauMHas ¢ AeBSIHOCTbIX, MX CTasI0 MOAHbIM
KPUTMKOBATb, MpUYeM He 6e3 pe30HOB, 3a HeLOCTaTOYHbIA PaanKannam,
NpeKpacHoAyLNE, HErOTOBHOCTb PACcCTaTbCs C COLMaIbHBIMU MUPaXKaMU)
TPYAHO 6bLI0 NPeacTaBnUTb KOHTEKCT, B KOTOPOM HauMHaNoch ABVKEHUE.
B apxvBax cneucny»6 coxpaHwnacb 3anncb CEHTEHLUWUM N3BECTHOMO
akTepa 1 nucatens H.CMupHoBa-CoKOIbCKOro: «...y HAc OrocynapcTBun
He TOJIbKO BCSIKUe oTpaciu (MMenocb B BUAy — cepbl NponsBoacTea 1
xo3ancteoBaHus — A.B.) HO paxe pAbixaHue, GONE3HW, CHbl JlO4en»
(XapakTepHo, 4YTO 3TO NOPa3UTENIbHO CMESIoe AN TEX JIET BbiCKasblBaHWe
COLEP>Xanocb B CBOAKE MHEHU MO TEKYLLMM COObITUSIM, COCTaBIEHHOM
Mo areHTypHbIM AaHHbIM A5t cBefeHns XpyLuesa).

McTopuk FO.AdaHacbeB, cam LLIECTUOECATHUK, a BNOCNEACTBMN aKTUBHbIN
nesitenb rop6ayeBCKOro BPeMeHW, B MEMYapHbIX 3anncsax [OCTaTOYHO
KPUTUYEH K CBOEMY MOKOJIEHUIO: OHO «ObINO MH(AHTUIBHO, CKaTbIBaNoCh
B CMopbl «PU3NKN-TMPUKIL», Aa 1 BOOOLLE NMpuka nrpana 60sbLUyto posb
B (hOPMMPOBAHMI STON SMOXM 1 3TOro NokoneHns. MuposocnpusTie bbino
NPEeNMyLLECTBEHHO aMOLIMOHaNbHbIM. [penmyLlecTBo 66110 y 06pas3Horo
MbILLMEHNS, fatOLLEero BO3MOXKHOCTb MeyTaTb 1 haHTasnposatb». OgHako
1 OH CaM He OTPULIAET MPUBEKATENbHOCTb U LIENbHOCTL 3TOr0 YAVBUTENBHOMO
NMoKoJieHust : «4T0-TO BPOAE CMYTHOMO eAMHCTBA NPOCMaTprBaeTCs 34eCh
B 4YeM-TO TakoM, YTO TPYAHO Aake BblpasnTb paLMOHabHO: OyLIEBHbI
MopbIB, HPABCTBEHHAS YCTPEMIIEHHOCTb, PACKPEMNOLLEHHOCTb AyXa, XKenaHue
«0BHATb HeBO» N yexaTb B Talry «3a TymaHoM»... Ho n aTo TpyAHoBbIpa-
31IMO€e — 3TO HAaCTPOEHNEe — OHO BbINI0 TOXKE peasbHOCTLIO. MpuToM Takown
peanbHOCTbIO, YTO COXPaHsieT HafeXay Ha HeyKpoTMMOCTb cBeTa U
nobpa».  XyLOXXHMKOB-LUECTUOECATHUKOB, HadmHas ¢ 1990-x, Toxe
KpuTUKOBann. Ho He Mo MMPOBO33pPEHYECK M MNOBOAAM: Kakoe MOXET ObITb
€[VIHCTBO MVPOBO33PEHNS Y 3aB3SATbIX MHABUAYANNCTOB (KCTaTu, NpaBo
Ha UHAVBMAYaNbHOCTb, BOCMPVHMAIOLLEECS CErofHsa Kak ecTecTBeHHoe,
6bI10 VMU 3aBOEBaHO). XOTHA «TPyAHOBbLIPA3IMy0 OBLLHOCTb» BCe, KO-
HeuHo, oLuyLany. Kputuky cnepytoLero noKoNeHns BbIICHSM OTHOLLIEHWS!
C LWecTnaecsTHUKamu no Apyrum nosogam. Bo-nepBsbix - B eCTECTBEHHOM
CTPEMIEHUN YTBEPAUTb FrEpOeB HOBOW BOJIHbI (1 HE OQHOW Y>Ke BOJIHbI).
ELé BaXkHee aTOro NpoABUKEHUSI FepOeB CBOEro NMOKOJIeHMst (MOBTOPIO —
BMOJIHe eCTECTBEHHOrO) 6bINo cnepytoLLee 06CTOATENLCTBO. B nckyccTBe
N XY[AOXXECTBEHHOW KPUTUKE YTBEpXXAancsa AUCKYpC akTyasbHoro. Lilen
npoLecc NHBECTUPOBAHNS B NCKYCCTBO ( 1 B €ro onvcaHne) HoBbIX CMbI-
CNIOBbIX BO3MOXXHOCTEN U 513bIKOBbIX MPAKTUK, MOYEPHYThIX Y LIeNIoro psaa
OVCLMIMIIVIH : COLMONIOTUA Y1 3KOHOMM3Ma, NMCUX0aHaNn3a, CTPYKTYPHOW aHT-
pononornm, KPUTUKN AUCKYPCOB BAACTU U Np. 3TO 6bla NpoLecc guHamum-
YeCKMIN — TONbKO ycrneBan cneauTb 3a CMeHOM KOHLEenToB! A TyT «CTapuku»
— Ka&XX[bI CO CBOVIM VHAVBUAYabHLIM CTUEM, TPEOYIOWLMM NHAVBUAYab-
HOro NoAxoAa v UHAVBMAYabHOMO A3blka onucaHus!
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HeT, cbpacbiBaTb MXx C Kopabns COBPEMEHHOCTU HWKTO He MblTancs:
BCE-TaKu BpemMeHa nmbepasbHble - HU Tebe «3BeprHON TEYEHCKON 60pbObl»
(M.®wnoHoB), HWM agMUHWCTPATUBHbLIX CYAOPOr MO34HECOBETCKOro
ocuymosa. lMNpocto 6onee Monopple  OMMOHEHTbI LUECTUAECATHUKOB
XOTENN yBaXXWUTeNbHO, MOA, PYYKM, CBECTU WX CO CLeHbl akTyanbHOro
NCKYCCTBa: He Janeko, Kyaa-Hubyab 3a Kynuchbl. A eLlg nydile — B «rny6o-
KOyBa)kaeMblil LWKan» My3erHbIX 3anacHUKoB. He nonyynnocb. MHorve
«HOBbIE BOJIHbI» Y>K€ A@BHO CXJIbIHYM 6€3 0COObIX MCTOPUKO-KYIbTYPHbIX
nocneacTeuin. MysenHble KypaTopbl, FranepucTbl, ayKUMOHUCTbI MPOAOI-
>KatoT nokasablBaTb paboThl LUECTUAECATHUKOB (B TOM YMCHE 1 YLIEALINX) B
KOHTEKCTe COBPEMEHHOr0 UCKYCCTBa, B COCEACTBE C BellaMn MacTepoB
CleayroLmx NokoneHuin. B yem npuynHa nogo6HON TBOPHECKOW XXMBYHECTN
- B camMOM ferne, He B OOLeM >Xe MPEeKPacHOAYyLUHOM CTpeMSIeHUN
NCKYCCTBOBELOB K HEKOW WCTOPWKO-KYNIbTYPHON CnpaBeasiMBoCTn?
[Lywmato, 30ecb 4YTO-TO Opyroe...

BmecTe ¢ TeM, KOHEYHO, LLIECTUAECATHNKN — KaTeropmnsi ICTopuyeckasi,
MMelolas  KOHKPeTHOe  MAENHO-3CTeTUYeckoe  copdepxXaHue 1
COOTBETCTBYIOLLME BPEMEHHbIE paMKkn. CoBCEM HeAABHO Ha MPOLLAHUN C
A.l'epmaHom pexmccep A.CMUPHOB roBopu: «KoH4aeTcst Haw Bek. Bek
LeCTNAEeCATHMKOB». OH MMen B BUAY HEKMe MOKOJIEHYECKue CBS3MN,
NoNMTUYECKNE MHTEPECHI, KOHIIoMepaT UAeN, HPaBCTBEHHbIN UMNepaTuB,
noBefEeHYECKNIN PUCYHOK, - BCIO Ty naeoctepy, KoTopas KOHKPETU3Mpo-
BaHa B MOKONEHUN. Kak H1 Ba)KHO 3TO MOKOJIEHNE B KyJIbTYPHOW MCTOPUM
Poccun, cnepytoLume - He MOryT XWTb €ro MHTepecamu B yLep6 co6CTBEH-
HbIM. TaK 4TO MHOrO€ NOCTENEeHHO OTXOAUT B CTOPUYECKOE MPOCTPaHCTBO,
N 3TO OOBLEKTUBHBIN Mpouecc. TeM MHTepecHee (hEeHOMEH «KNBYYECTU»
Meccampka XyOoXHuka. OH sBnsieT cobo UCTOPUYECKUIA MaTepuan (Tem
6oree, NPN TOM BbICOKOM UCTOPUYECKOM rpagyce 6bITUs,, KOTOPbIA MoA-
Oep>XXVBany WeCTUAECATHUKN), U B 3TOM Ka4yecTBe, AeNCTBUTENbHO, NoA-
NEeXUT apxuBu3aum. M — no norvike BeLLen - NoAnexuT y>ke NCTOPUYECKOMY
N3yYeHUto (4TO, padyMeeTCsl, He UCKIIoYAeT ACTETUHECKNX NePeKUBaHNN).
Ho BOT 4TO He yknagbIBaeTcs B 3Ty JTIOMUKY: peakTyanuaauus. [Novemy atun
«4epTu» MO3BONSIOT cebe COoMpOTUBASTECS HOPMaslbHOMY NpoLeccy
My3eedmKaumm, nNo4eMmy 3acTaBfsloT cumTaTbCs C COBON KypaTopos,
03a0604€HHbIX NMPOABVKEHNEM COBCEM APYroN KOHBIOHKTYPbI, - YaCcTO YyThb
JI1 HE MOMMMO X BONN? YeM Taknum 0COBGEHHbIM NPUBEKAIOT cobuparenemn
COBPEMEHHOI0 NCKYCCTBA (TO €CTb CerofHsLLIHero, noropsiyer —temporary
contemporary), KOTopble HUKaK He MOTyT «0TOpBaTbCs» OT apT-NpPaKTUKn
«CTapuKoB-BeTepaHoB»? MOXeT, 9TO [OaBHME COBETCKME HaBbIKN
cpabartbiBaloT — BCE TaKy CYLLLECTBOBaHWE Mo MPECCHHIOM Aano ocobbli
3anac BbhKMBaemocTn? A MOXET, TyT He oboLunock 6e3 MaHAEeNbLUTAMOB-
CKOW 4epTOBLUMHbI?

Bcé, ckasaHHoe Bbllle, MPUMEHUMO 1 Mo oTHoleHuto K Onery Llenkosy.
VIHTepec K Hemy, pasymeeTcsl, 3HaeT CBOW MUKK 1 cnafpl, HO B LLeSIoM OH
cTabuneH. Ero paboTbl BocTpeboBaHb! NPakTUHeCK BCEMU MacLUTaGHbIMU
BbICTaBKaMu, PENPe3eHTHPYOLLMI PYCCKOe UCKycCTBO. Hanpumep, ecnv
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6paTb TOSIbKO MPOLLEALLMIA BbICTABOYHBIV oA, - OT Pycckoro mysesi n o
anepen Caatuuw.

MepcoHanbHaa BbicTaBka, opraHu3oBaHHas ABA Gallery, oTkpbiBaeT
BbICTABOYHYHO HaBUrauuto No LLESIKOBCKOMY TBOPYECTBY HblHeLHero, 2013,
roga.

NTak, BOT yxe B TeyeHMe MONyBeKa, HECMOTPsi Ha BCE MOMbITKA
«MOABUHYTb» ero, Llenkos - Ha aBaHcLeHe COBPEMEHHOro nckyccTaa. Npu
TOM, YTO OH — foMoOce[, NMOCTPOMBLUMNA CBOK >XXN3Hb BOKPYr pabo4ero
MecTa B CBOEW Mapv>KCKOW KBapTupe : OBa-Tpu MonbbepTa, HECKOIbKO
KapTVH B paboTe... KHKHbIe nonku. KpacHoe BrHo. MocTenpummHas xxeHa
AHTOHVHa, MOCKOBCKasi KpacasuLa, MoBepyBLLas B CBOE BPeMs B 3Be3ay
LlenkoBa n B3siBLIasA Ha Ce651 NPaKTUYECKYD CTOPOHY XXMU3HU, K TOMY >XKe
YBEPEHHO OCYLLIeCTBASAOLWAs TO, YTO HasblBaeTcsl HblHYepublic relations.
Bble3gbl B netHuin gom B Hopmanguu. TakoB cerogHsawHui Llenkos,
abCcoMoTHO He Ny6nnYHbIN YenoBek. Mexay Tem Hayano ero apTucTuye-
CKOW >XMN3HW 6bi1o 6ypHbIM. Mockosckas CXLU n nepsble — HavBHblE -
nonbITKM HE MPUHUMaTb Ha Bepy obLuenpuHaToe. Heynada B CyprKOBCKOM:
Ha 9K3aMeHe pasrnsgeny HekoHguumio. U nogenom: toHbi Lienkos nmen
Y>Ke OMbIT CAMOCTOSITENTbBHOrO CMOTPEHNS NOAO03PUTENIBHOIO NCKYCCTBA.
KaknMm-To obpasom npobupancs gaxe B 3anacHUKM TpeTbsikoBku. Cyas
Mo TOMY, YTO IOHbI abUTYPUEHT HEMEONIEHHO efneT B MUHCK 1 coaeT ak-
3aMeHbl B MECTHbIN Xy[L0XXEeCTBEHHbIA NUHCTUTYT, OH Y>ke pasobpancs B 06-
ctaHoBke. [of y4ebbl B MyHCKe, 3aTeM — BbIFOHSIOT: He Hall Yenosek! B
1954-m oH yxxe B JleHVHrpage, yunTcsa B KOHcepBaTuBHelwem VHcTuTyTe
nm. V.E.PenuHa. CHoBa — Ha BbieT. [paBaa, cnpaseniMBoCcTy pagu, yTou-
HUM — BbIrHaIN Mo MHMUMATMBE KUTANCKNX CTYAEHTOB: HE MO CTEPNETh
PSOOM CO CBOMMM YHEHMYECKUMU NogadamMu paboTbl HyrKaka, NCMopYeH-
Horo 6yp>KyasHbiM BvsHNeM (Bce MeHsieTcs, HO NocTosiHeH B VIHCTuTyTe
nM. PenuHa HannbIB KUTanckux ctygeHTos. lNpasga, ctatyc nx gpyroun:
TOrpa oHu 6biny 6egHbIMU CTYAEHTaMM Ha KA3EHHOM KOLLITe, Tenepb — KOp-
MUbLbI CTapenLuero y4ebHoro 3asefeHns). H.AKMMOB, BblAAIOLNIACS ne-
HUHIPaACKUIA pexxnccep 1 XyLoXXHUK IEBOro, MyCTb U HE padnKalbHOro,
onbITa, Npurpen 6efHoro cTyaeHTa B TeaTpasnbHOM MHCTUTYTE (He ero of-
Horo — E.MuxHoBa-BowTteHko, HO.OpiuneHko, A.Pannonopta, M.Kynakosa
n ap.). C 1956 r. BbicTaBNseTCs, - Y>KE€ NEPBbLIN NOKa3 ABYX HEGOSbLUNX
paboT BbI3blBaeT ckaHaan. Hebosbluas BbicTaBka y (Or3MKOB-aTOMLLVIKOB:
TOTYac 3akpbiBaloT. LlenkoB BoBCce He XOYeT ObiTb OUCCUOEHTOM, OH BO-
06LLie NPOTVB BCErO, YTO MeLLaeT CNoKONHO paboTtaTtb. Haxogut nasemnky —
BcTynaet B Coto3 Xy[o>KHUKOB. Ho 1 Tam fonro He npogep>xancs — ohu-
Lmo3 Hadveky! Mpu Bcém Tom Lienkos — Ha Bupay! Emy couyscTaytoT J1.AparoH
n MN.Hepypa, ero ueHAT Guankn-saepLUmnKm 1 ctapbii noaT C.KupcaHos, oH
3aBoauT ApYyX0y (Kak okasanoch, Ha BCo XM13Hb) ¢ E.EBTyLLEHKO, ero Ha-
BeLaoT PeHarto [yTTy30 1 YneHbl nonntéopo VTanesaHcKom KoMnapTum.
PasymeeTcs, conmxaeTcs ¢ XygoXKHUKamy aHgerpayHga. Ho Bcé ato —
YaCTHOCTU B CPaBHEHUN C TeM, YTO LlenkoB nocne HecKonbKUx neT rno-
VNCKOB Haxo[mT, HakoHeLl,, COGCTBEHHYO CTUIMCTUKY. [[OBOpsi CTapoMOf-

HbIM S13bIKOM, - HaxoauT cebsi. B 1960-M oH, No co6CTBEHHOMY CBUAETENb-
CTBY, NULLET NEPBYIO — NEPBYIO CBOK — KapTUHY: «[lopTpeT». Llenkos onu-
CbIBaeT CUTyauuto C JiMTepaTypHbIM MacTepPCTBOM: «5 BrepBble, - ”
NepBbIl, - CNyYanHo «CTSIHYM» C MLa Lo «Mo obpasy 1 nofobuo» 1 ysu-
nen — NINLUO». Y B..JleHnHa 6bina nobumas xnectkas nguoma, saoont-
JNleHHas B CO3HaHMWe BCeX LWKOMbHNKOB cTaplmx knaccos CCCP:
«CpbIBaH/e BCEX U BCAYECKUX Macok». B cBeTe Bcero ckasaHHoro o Llen-
KOBe-LUECTUAECATHIKE, TO €CTb NPeACcTaBUTENE U PENPE3EHTATOPE CBOErO,
BeCbMa NoMTU3NPOBAHHOIO MOKOJEHMS!, BOSHUKAET BOMPOC: MMEETCS NN
B BUAY Hekas coumanbHas macka? Vinu nogpasymeBaetcsi cyrybo Mume-
TUYECKUIN aCMNEKT: CPbIBAETCS Macka HaTypasMCTUHECKON MOXOXECTU (MULLO
Kak Nnuo, BCE Kak y nogen). Llenkos BnocnencTsum yTBep>Kaan: HA TO, HUA
npyroe. Heuto 6e30ueHoYHOoe. JIMLO Kak OTNeyaTok He NCUXONIOrMYeCKnX
1 He coumanbHbIX NpoueccoB. A yero-To apyroro. duanyeckoro. EcTb reo-
norunyeckoe Bpewmsi. M ecTb Bpemsi aHTpornosiornyeckoe. Tak BOT, nuua nep-
coHaxen LlenkoBa HecyT cnegbl aHTPOMOJSIOMMYECKOro  pexxkmma
npoTeKaHns BpeMeHun. Tak, BO BCSIKOM Clly4Yae, CBUOETENbCTBYET CaM Xy-
OOXHVK, FOBOPS, YTO Ha 3TUX inLax «oTrnevatasncb MUINMOHbI IET, NPO-
>KUTbIX YETOBEYECTBOM B MpoLuniomM». Ho Tak nu at1o? He dopmynupyet v
XYOOXXHUK (Kak 37O 6blBasio CO MHOTMMK MacTepamu pasHbiX 3rox) CBOé
Kpepno post factum?

Cwmeto gymaTb, CTArMBaHue ¢ niua auua, ¢ NogJIMHHOro, OTAIUTOro MUINO-
Hamu NIeT 3BOJTOLMN, - COBPEMEHHOMO, OT(POPMOBaHHOIO ABYMSI-TPEMS MO-
KONEHUsIMU, a TO U MHTepecamu TEKYLLLEro OHs, Tak BOT, 3TO CTArMBaHue —
BCE-TaKn He MFHOBEHHO, a NpoLeccyanbHO. To eCTb BPEMEHHOE C BHEBPE-
MEHHOro OTLUENYLIMBAETCS MOCNeAoBaTeNIbHO, KaK JlykoBasi Koxypa. B
paHHeln paboTe, NoKa3aHHOW Ha BbiCTaBke, «XKEeHCKOM nopTpeTe» B3rnsg
XyOOXHWKa, padymeeTcsi, 605iee COLMONOrMYeH, Yem aHTPOMOIOrMYeH.
JKeHLuHa B LWNAMNKE, C PO30I — KOHEYHO, TUMaX «LUMKAPHOW» NPeacTaBu-
TeNbHLbI MOCKOBCKOW 60reMbl HEBbICOKOIO MOSETA, «C NPETEH3NEN», XOTS
N crnerka TPOHyTbIN y>Ke ThneHnem. Kynuca Ha 3agHeMm nnaHe, xemaHHasi
nosa, cama po3a Kak akceccyap femme fatale -Bo BC&M 3TOM CKBO3UT Te-
aTpanblinHa (MOXKET, OTAANEHHbIN OT3BYK aKVMOBCKOM NMOCTaHOBOYHO-
CcTn?). AHTPOMONIOr4ecKnin akLUEeHT — POT, XULLHble THUMble 3y6bl: He
WUrpoBOW feKafaHc, a peasnbHbi pacnaf,. OToenbHbI MOMEHT — TPaKTOBKa
KOXW: PO30BOW, MOA CfioeM Nyapbl. ATOT 3 heKT AocTUraeTcs Npoknag-
KOW 6enoro no KpacHoMmy nogmanesky. LIBeT nponoxkeH MexaHn4yecku (kak
1 nogmaneBok), 6e3 kacaHuin, 6e3 Ma3nCToOCTU, OH Kak Obl HaMbINEH ( Ke-
pamucTbl 6bl ckasdanu — 3agyTo nynbhoHoM). JIlobonbITHO: TeaTpasbHas
PEMVHUCLEHLNS OXXUBAET B eLLé OOHON CPaBHUTENBHO paHHel, pybexa
1960-70-x paboTte n3 cepuu «Linpk»: YepHble KyNCbl, KOTOPbIE AepXaTcs
Ha rpyborn NpoBOSIOKE, MPOAETON CKBO3b KOJblLa, rofioBa (pPvpMEHHON
«CbIpOI1» LIeSIKOBCKOW Nenku. [MpoBosioka NpoXoamT CKBO3b MaTepuio npea-
METHYHO (Kysmca, LWnpma) 1 TeIeCHYHo ( rofioBa NepCcoHaka), KakMM-To He-
JenbIM CTPaLLUHbIM CTEXKOM CKPEMJIsisi MOBEPXHOCTb.

O paHHUX Belyax MOXKHO cKasaTb: B HUX Y)Ke MPUCYTCTBYET «LeNIKOBCKas
ONTUKa», HO HET eLLd LEeNKOBCKON aHTponosniorun. dopma eLlé He oTnu-

nacb B cBOel cneunduryeckorn 06beMHOCTU: eCTb PeLManBbl JIOMKOCTU.
Moyt cpady onpenenuncs KOIOPUT - CNeKTPaibHbIA, COOOPEHHbIN 3K30-
TUYECKVIMU BKPareHsIMA: N3yMpyOHas 3eseHb, YyTb v He croneT. Mpu
3TOM OYeHb aBTOPCKOW BOCMpUHUManach akTypa. Hukakux nposisneHui
TemnepameHTa. LIBeT 3aTepT B NOBEPXHOCTb, Kak KpacuTesnb pacTepT no
NIeBKacy B UKOHE: Kak Obl HE BPYYHYLO, HE YeloBeYbMM NPOoMbICIOM. Vnn,
YTO BNNXKE TEXHONOMMYECKN, Hamnbl1IeH MeXaHN4ecKm crnoco6om. MoxeT,
CBOIO NenTy BHecnn 1 udgaHus «Ckunpar», YpesBbl4anHO aBTOPUTETHbIE
Torga B CCCP: oHM TOrga npuHUMnuansHO He nonaganu B peasbHbIf LBET,
HO Mbl TOrO He 3HasnM, BOCXULLASICb TEXHU3MPOBAHHOW LBETO-TOHaIbHOM
MAOTHOCTLIO penpoayKumn. Booblie 3anoMHUICS COBEPLUEHHO HEOXXU-
OaHHbIA, MPU O4YeHb >KMBOM, [AbllIalleM KOJIopUTe, OaNbHUA OT3BYK
NMPOMBILLNEHHOrO, MEXAHNYECKOr0,- YyTb JIN HE HarbIIEHHbIX 3Manei...
OTOT MeTaINYECKNA MPUBKYC LBeTa HanoMuHan MHe nodgHero H.3a6o-
JIOLKOro: «$ yBMaEeN BO CHE MOXOKEBENOBbI KyCT,/ S ycnbilwan Boanv me-
TaNNNYECKNNXPYCT...».

MTak, oTwenywmBaroTca Cnov 4EKOPaTUBHOCTM, TeaTpasibHOW 3peSNLLHO-
CTW, UITPOBOWN TUMAXHOCTHU... [lymato, «HacToswmin» Lienkos nposienseTcs
BMECTE C ero «KpaCcHOMMLbIMU»: 30ECh Y>Ke FOBOPUT 3a cebsi 1 0 cebe aHT-
pOMosorns — Cbipble, HENMPOPabOTaHHbIE rONOBbl OYKBaSIbHO «BbIKOBbIPU-
BalT» U3 cebst MbICNb, OTOPONESIo NpMUCMaTPMBasCh NMOACENOBATbIMY
rnaskamm K M1upy, B KOTOM Boneto cyaeb ovyTunmce. ST ronoBbl HEPEAKO
[aHbl BMECTE C N306parkeHnsmMmn 6aboyek 1 CTpekos. AHTPOMOIOrMYecKoe
BPEMSI BOCMPUVHUMAETCS B KOHTPACTE CO BPEMEHEM HAaCEKOMbIX-OOHO-
OHEBOK: B 3TOM KOHTpacTe — MombiTka OXBaTUTb aHTPOMOJIOrM4yeckoe
BpeMsi COo3HaHveMm. BoT 3mecb — MUHysi OnmMcaHHbIe BbILLE CIIOM PONEBbIX
1 TeaTpasibHbIX PEMUHUCLEHLMIA, BO3HMKAET BOMPOC O COLMaNbHON Mno-
ponneke obpasHocTu Lienkosa, BCTynMBLLIErO B MOPY 3PENOCTU.

He yameBuTenbHo, 4to coBeTcknn 3putenb 1960 — 70-X, NPUBbLIKLIMIA BUP-
TYO3HO, MYCTb, MOXXET ObITb, 1 HECKOJIbKO HAMBHO, YMTaTb MEXAY CTPOK,
BMPSIMYIO CBSI3bIBaAsT LIE/IKOBCKYHO 06— Pa3HOCTb C THETOM TOTaIUTapHOW CU-
CcTeMbl, ypoaytoLlen Tena n gywun. B Ty nopy n abctpakTHoe UCKYCCTBO
BOCMPUHMMANOCh Kak aHTUCOBETCKIUI »ecT (BO3MOXKHO, 3TO HaumoHasb-
Hasi YepTa: B rofpl, Korga obLLeCTBEHHas XN3Hb NOUTU3NPOBaHa, loboe
npounsseneHne BUANTCS B CBETE MOENHON 60pbObl. Tak, OavH U3 aesTenen
HapogHUYecTBa BCMOMMHAS, YTO B MOPY €ro MOJIOAOCTU «HEBMHHENLas
«KHspxHa TapakaHoBa» K.(PnaBuLKOro BOCNpUHMMaach Kak MpoTecT Npo-
TVB camofep>kaBusi»). Hago ckasatb, y 3ToW MHTeprnpeTauun, cTaBLuen
TPaAMLNOHHON N HAMHOMO NEPEXXMBLLEN COBETCKYIO BNacTb, ObI/IN OCHO-
BaHus. LienkoB npekpacHo 3Han U3HaHKy COBETCKOW >XXU3HW. U He B cuny
noceLLeHn gpy3en U3 nmaHo30BCKOW rpynmbl ¢ UX 6apavHbiM ObIToM. Y
Hero 6bln CBOW, UHANBUAYaNbHbIA COBETCKUI OMbIT, B KOTOPbIA OH HE CKI10-
HeH 6bIn NyckaTb KOro-nmbo co CTOPOHbI. W pasHornacusi ¢ pexxumom y
Hero 6bI 4aneko He TONbKO acTeTuyeckme. Tak YTo Kakne-To reHeTu4de-
CKMe HUTU MEXAY «CBUHLOBLIMU MEP30CTAMU PEXMMAa» 1 ero NepcoHaslb-
HbIMW MyTaHTaMy MPOTSAHYTb ObIIO MOXHO. Tem 6onee, 4YTO B HUX
13HavanbHO Gblnia 3anoXXeHa Hekasi BUKTUMHOCTb.
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"H1No3y6ble MOKPOPOTLIE CyLLEeCTBa O ABYX U 6ornee ronoBax OXOTHO Npu-
Mepsin Ha cebst PYHKLMM >KePTB HEKOW aHTPOMOJIOrMYECKON KOHTPPEBO-
nounn (3.KpacunbHukosa). B nx yLiep6HOCT 1 HENenocT! MOXKHO 6bl1o
nckaTb pesynbTaTt TON OTPULATENbHOW CeneKumn, KoTopas mpovcxoauna
B Poccum co BpemeH OkTs6ps. Lienas rpynna xyno>KH1KoB nognagana nog,
TOYHOe onpepgeneHve A.SKNMoBUYA — «KMBOMUCLbI MyTauunin». Kakum-To
kpaeMm — 1 O.LlenkoB. XoTs — Bpemsi NpoxoauT, 1 co34aéTcs BneyaTtneHue,
YTO MO>KHO ObINO KOMHYTL 1 Norny6xxe. He BCE B Hallen KynbType Tak yx
cBsi3aHO ¢ OKTAOPLCKON PEBOSIOLMEN, [aXKe ECNTN PEXUM 1 HaKnaabisan
Ha nto6oe HEMOHSATHOE 1 TPeBOoXKalLlee SBfIeHNe nevaTb aHTVCOBETYUHDI.
B3aTb x0Ts1 Obl IMTEpaTypHYIO aHaoruio : NonynspHoro Toraa B Mockee
KO.MamneeBa. W ero BnacTbe BoCnpuHMMana Kak aHTUCOBETHYMKA, XOTS B
MamIeeBCKOM MeTahr3M4EeCKOM CKaToNOrMn SIBCTBEHHO OLLyLLaeTcs dhaH-
TacTUYeckas aHaTOMWS roroNIeBCKOro TenecHoro obpasa, «60XecTBo->ke-
Nyaok». OTO — He roBOPS YXe O YNCTO «TeMaTUHeCKOW» JIMHUN
peuHKapHaLuMmn roroneBCKoN «HeYUCTU». Tak BOT, HET NI B KPACHONMLbIX
LlenkoBa roronesckoro: «B yronbHom na aTvx naBoveKk unw, nydile, B OKHe
nomMetuancs cOUTEHLLUK, C CamOBapOM U3 KpacHOW MEAU U JINLIOM TaK >Xe
KpacHbIM, Kak camoBap, Tak YTO 13[av MOXKHO Bbl MOAYyMaTh, YTO HA OKHE
CTOSASI0 ABa camoBapa, ecnui- 6 oanH camoBap He Obl1 C HEPHOID Kak CMOJb
6opopoto»?

A Bedy K TOMy, 4TO couuanbHas ETEPMUHUPOBAHHOCTbL - Lasfieko He
rnaBHbIN MeccagX LIeNIKOBCKON 06pa3HocTh. Kak Hu Benuk bl cobnasH
CBECTU Er0 K COUMaNbHO-KPUTUHECKOMY ONCKYPCY B CUTYaLMn 060CTPEHUS
OTHOLLEHWI YaCT COBETCKOIro O6LLECTBA U FOCMOACTBYOLLENO NONNTMYE-
CKOro pexuma. YOMBUTENIbHO, YTO TpaauLms NogobHOro cy»xeHms modus
operandi LESIKOBCKMX FrEPOEB HaOOMro nepexmna obLyecTBEHHO-NONN-
TUYECKYIO CUTYaLMIO, C KOTOPOW CBA3bIBaIM caMo X nosiBeHne. Ecnn
peyb NOET 06 NCTOPUM «BU3YaSlbHOrO COMPOTUBIIEHUS» PEXUMY, TO TBOP-
4YeCTBO XyO0XKHUKA OOSIKHO 6bl BOCMPUHMMATLCS My3€EMHO- NCTOPUHECKN,
B KOHTEKCTE «OTrpeMeBLUNX 60eB». HYem Torga o6bsCHUTL BOCTPeboBaH-
HOCTb McKyccTBa LlenkoBa B HOBbIX OBLLECTBEHHO-KYIbTYPHbIX 06CTOS-
TenbctBax ( Bo PpaHuum oH XMBET ax ¢ 1977 roga), ero BUTANIbHOCTb 1
crnocobHOCTb K pa3suTuio? Begp yxke Toraa, B COBETCKME BPEMEHA, MPOTUB
YNPOLLEHNS TOSIKOBAHWI, MPOTUB yNopa Ha CoLnalibHYO OETEPMUHNPOBAH-
HOCTb MPOTECTOBAJIO CaMO CYLLECTBO LIENTKOBCKON 06pa3HOCTU.

37O cyLlecTBO HyKBaNlbHO B3bIBAET K KaKMM-TO MHbIM MHTEPNpeTaumsam.
Mo kpanHen mepe — post factum. Oeno B Tom, 4yto ayamtopus 1960-x,
KpPOMe, MOXET, CaMbIX MPOABUNHYTbIXUHTENNEKTYaNoB, - He 0OCo3HaBana
He Moriia 0CO3HaTb LUMPOKOro MeXAYHapOAHOro KOHTEKCTa HavaBLUEencst
OeCATUNeTNeM paHbLLe Tak Ha3blBaeMOW NepPBON NCUXOOENNYECKON PEBO-
noumn. Kactanega, TumoTn Jlupu, beat generation — aTo 3HaKku KynbTypsbl,
KOoTOpasi nocTaBunia BO MaBy yrna, Kak nuweT eé nccneposarens Tomatl
[naHu, «onncaHns NPUKIOYEHNI 1 COCTOSIHMIN CO3HaHMs aBTobuorpadum-
Yeckux repoes». ( ymato, MHoronetHun ycnex Lienkosa Bo paHLy3ckoi
ayauToprn BO MHOTOM OO BbSICHAETCS €CTECTBEHHOCTBLIO BOCTIPUSATUS 3TOrO
koHTekcTa. OHa, ayamTopusi, OpPUEHTUPYETCH B 3TON KySbTypHOW nNpobne-
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MaTuKe ecTecTBEHHO 1 cBo60AHO). B oTevecTBeHHOM contemporary art oT-
3BYKW 3TON KyJIbTYpbl (PMKCUPYIOTCS TONBKO Yepes HECKOJIbKO AeCATUNe-
TUIA, B TBOPYECTBE XYA0XXHUKOB MOCTKOHLENTYaNNCTCKOro Kpyra. bbin nn
LlenkoB «B Teme»? YBepeH, 6bii. ECnn He B TeMe NCUXO4ennyeckon peso-
Jouun, To - LUMPpe — B TeMe Ncuxmyeckoro. Ecnv rosoputb 06 NcKyccTse -
B Matepuasne CUMBOJIMCTCKON apT-NPaKTUKN (A NCKyCCTBO Hayana Beka
OH 3Han He Mo KyLbIM TOrAalWHUM 3KCMO3NLUAM: XyA0XKHUK NMOCTOSIHHO
BCMOMWHAET CIOXKETbI, CBA3aHHbIE C MOCELLEeHNeM 3anacHWKOB TpeTb-
sKoBKU 1 Pycckoro). CoBpeMeHHbI nccnenoBaTenb MULLET: «CUMBOJTU3M
Jenan mMatepuanom TBop4ecTBa riybokue ypoBHM U N3MEHEHHbIe COCTOS-
HVS1 CO3HaHVSA, paHee ocTaBaBLUMECH Kak Obl BHE KyJbTypbl: CHOBMAHbIE,
MeauTaTVBHbIE, HAPKOTUYECKNE, TMMHOTUYECKME, NpaTosiornieckue». Vc-
KyccTBO pybexxa 1960-70-x rr. napafokcasbHbIM 06pa3oM peakTyannsu-
poBano 3HaveHne paboTbl CO3HaHWS, OOpalleHHOCTb Ha marepwvan
co3HaHus. V.KabakoB 3adumkcrpoBan 3Ty yCTaHOBKY B CBOeN «Anonorum
nepcoHannama B nckycctse 1960-x ropoB»: «Kaxabll CMOTpen He BO
BHELLHWI, & B CBON BHYTPEHHWIN MUP, NPUHUMAs bparMeHT 3a Liesioe, BHYT-
peHHne haHTa3un O BHELLIHEM MVpe 3a [OeNCTBUTENbHYIO PeasilbHOCTb».
KOHeYHO, MOXHO OTMETUTb, YTO PeanbHOCTb CO3HaHUSI - TOXe AeNCTBU-
TenbHa. Ho B Hallem KOHTEKCTe Ba)KHO, YTO LeNKOBCKME KpaCcHOMULbIE —
He nnof HabnodeHVs BHELLHEN peanibHOCTUW, NMPETBOPEHHON B MPOTECKO-
BOW TpaHchopmaumn. I3To — BU3yannsaums obpasos Co3HaHUS (padyme-
eTCcsl, penpes3eHTUPYIOLLEero B TOW WAN WHOW CTEMEHU OKPY>KatoLLyo
OEeNCTBUTENbHOCTb, 3TO HEOCMOPUMO).

A, 3HaYUT, NPSMON «BbIXO4» Ha COLMANbHO-KPUTUYECKNIN AUCKYPC — B
6onbluen mepe cneundrka nubepanbHON COBETCKOW 1 MOCTCOBETCKOM
MEHTaNIbHOCTY, HeXXenu HTeHUMKn camoro Llenkosa. P.®pocT nucan korpa-
TO: « 51 He CTpaLLyCb MyCTblHb BOKPYI MEHS, CTPaLLyCb MyCTblHb B cebe».
LlenkoB — 4yenoBek COBETCKOW LMBUAN3aLMMX, MYCTb 1 CHOPMUPOBABLUNI
cebs B 6opbbe € e€ orpaHMyMBaOLLMMN IMYHOCTb NocTynaramu. KpacHo-
N1uble — MJI0A, ero CO3HaHWs, 0buTaTeNn «MyCTbiHb BHYTPU HEro», «COBET-
CKOe» XVBET B HMX OMOCPefoBaHHO. Kak 1 apXxeTunbl rorofieBCKoro —
(«6O>KeCTBO-XXenyaoK»), U MHOroe gpyroe.

Moxoxxe, nocnenoBaTeNnbHOCTbL MMEHHO Takasi: KpacHosmuble, Npa- um
nocnentoay, - He YTO NHOE, Kak HacesNbHVKM LLeNIKOBCKOro co3HaHus. OHn
BoMsoLLatoT (B ByKBasIbHOM CMbICIE — BU3Yann3npytoT, 06rieKatoT B MoTh)
apXETUMbl TOFO KOJJIEKTMBHOIO 6eCCO3HATENBHOrO ( TEPMVH S UCMOJIb3YHO,
ckopee, B MeTaopryeckom, a He B CTPOro-ncuxoaHaiuTUHecKom
CMbICIIE), KOTOPOE CTPALLUT XyA0XKHUKa-NHAMBMAYanmcTa.

CTpalwmT B «COBETCKOW LIMBUAN3aLMW», OTKYAA OH POAOM, CTPALUWT B pyC-
CKOW KynbTypHOU Tpaguuun (cTpaxu [orons — He TOro e NpouCXoXae-
HKA?), cTpawmnT B camom cebe ( « C kem npoTeknu ero 6opexba? C camum
coboi, ¢ camum coboin» (B.MacTepHak). Brnpoyem, He TOSIbKO CTpaLUWT.
YouensieT, cmewnT, ndymnser ( «Hy, gatot! Yto TBopsT!»). OTCloga y kpac-
HOMMUBIX (MNK, Kak TOYHO HasBana Ux >XeHa XyOOoXHWKa,- «OLUNapeHHbIX»)
LlenkoBa kakasi-To npacoumanbHas CTUXUAHOCTb, NepBOObITHAs ecTe-
CTBEHHOCTb, fopedieKCBHas AnKapckas BECENoCTb.

CrnoBowm, y AneHa backe 6b111 Bce OCHOBaHWs Ha3BaTb Llenkosa «tomopu-
CTOM 1 HencnpaBMbIM TEPPOPUCTOM».

LlenkoBckux KpacHONULbIX (Ha3BaHWe YCNOBHOE : JINKWN ero nepcoHaxen
MOTYT 6bITb Y CUHVUMU, N 3€SIEHbIMU, U XKENTbIMK) 1 Obl pasfgenun Ha asa
nopsuaa. MNepsbii — Npantogn B MOMEHT aHTPOMOSIOrMYeCKOro B3pbiBa:
NoTb eLé He BroJsiHe OTNNNACh B MPUBbLIYHbIE aHAaTOMUYecKe OpMbl -
«JIMLLHNE» FPYAN N KOHEYHOCTU, CABOEHHbIE 11 CTPOEHHbIE Tena, TeNecHoe
BELLEeCTBO, NoA, KaKUM-TO BHYTPEHHUM Hanpsi>keHWeM pByLLeecs BOBHE,
Yepes Kpaw, Kak TecTo 13 onapbl. Bropoi nogsua — nocne-niogu: Tena aHT-
POMNOMOPMHbBI, HO NCKOPEXEHbI KaKM-TO HEBEAOMbIMU dHeprusgMu. OrHu
MaHUNyMpyoT NpeaMeTamMmn NPOMbILLIIEHHOW BbIAENKM — HOXHMLAMU,
UronKamm ¢ HUTKOM, Tonopamu . 3To — cnefpl uysnnmaaumn. Y nepcoHaxu
TAHYTCS K HUM, Kak 6bl BCMOMMHAsA — Ha MCXO0-MOTOPHOM YPOBHE — HEKMEe
HaBbIKM 1 yXBaTKW: YTO 1 Kak 6paTb B pyku. Ho nepcoHaxku — 1o cnen-
CTBME NMocneKaTacTpor4ecKoro «CTrpaHns» petnekcui, - He ymetoT 06-
paLlaTbCs CO BCeM 3TUM, MPEAMETHOCTY — dNIEMEHT Kako-TO AUKOM Urpbl.
3noBeLLen nm BeCcenom — Mo HAaCTPOEHNIO XyA0XKHMKA. Tak BOSHUKAET He-
O6BACHUMBIN C TOYKW 3PEHMS JTOTUKM COLMATIbHOrO NOBEAEHNS «)KaHPV3M»
nonoteH Llenkosa.

Heo6bACHUMBIN — NOTOMY UTO >XaHPU3M B HaLLEN TPagULMM — OCMbICTIEH-
HOe OenCTBNe NepcoHaxken nnn ctaddaxka. 3gech xe fencTame maHmuge-
CTUpYeT camoe cebs (oaxe Korha nepcoHaxy BbiKasbiBatoT OCMbIIEHHOE
rnoBefieHNe — «Kak B3pOCrble», 6epyT B PyKU raseTty, CUASAT 3a CTOSIOM 1
T.0., XYOOXHVK AAET MOHATb: pedb UAET 06 MMUTaLMK, NOAPaXkaHuN).

Xy[0>XXHUKY BOOOLLE BaXXHO OTpe3aTb HaHalbHble COLManbHO-KPUTUYECKIE
KOHHOTauun (BO3MO>KHO, MO3TOMY CTOJIb HaCcTO cpean NPeaMeTHOCTEN Ha
ero KapTuHax uUrypupyoT HOXHULbI - OTpe3aTb CAULWKOM 6aHasnbHble,
camu coboit HanpalumsatoLLmecst HATK). OH BCE BpeMsi [aéT NoHsATb: CTaTyc
ero o6pasoB — penpe3eHTauns COCTOSIHUN Co3HaHus. Bce oHn — pogom n3
€ro Co3HaHus (XOTsi HUKOMY He BO3OpaHSAETCS «NPUMEPUTb» UX K ENCTBU-
TeNbHOCTU, TeKYyLLeW, npoLueaLlen nnv 6yayLuelt). He cnucaHHble ¢ HaTypbl.
He HabniopgeHHble. He noacmoTpeHHble. OTOT HEMUMETUYECKUI CTaTyC
3a4aH npexae Bcero UBeTo-nnactuieckn. MrHoOBEHHO y3HaBaeMblli LBET
LlenkoBa — cnekTpanbHblii, C paBHbIM pacrnpeneneHnemM CBETOCUIIbI MO Mo-
BEPXHOCTMN. XYAOXKHVK Ha3bIBa ero «BeYHbIM». [eCTBUTENbHO, OH YyTb
TEXHU3MPOBaH, JIOMUHUCLIEHTEH — 3TO OLLYyLLeHNe OaéT BHYTPEHHEeE pPoB-
HOe CBeYeHVe, Kak s y)ke roBOpWuJl, - paBHOMEPHOE pacrnpeneneHne cee-
Tocunbl. W, HakoHeu, oTpaboTka dopmbl — 6e3 BUAUMBIX YCUIUNR,
«Mas3uncToCcTu», Hanopa. Llenkos gaxxe roBopun — WabnoHHOCTb, «rnag-
KOCTb 6e3/MKOro pemMecreHHrka». BcnomyHaeTcest 4yTb M He MaHudecT
«Art Concret» Teo BaH [lycbypra: «[lpon3BefeHne NcKkyccTea... <... > He
COAEPXXUT HNYEro YyBCTBEHHOIO WM CEHTUMEHTANILHOrO... TeXHWKa, 1c-
NOSIHEHWE [OOJKHbl OblTb MEXaHUCTUYECKMMU, MHBIMWU CRoBamu, aHTu-
MMMPECCUOHUCTUYHBIMU». [1oYeMy Takom ackeTnam? KaxkeTtcs, S MoHMMaro
LlenkoBa: BCE 4TO YrofHO, HO He 3KCMPeccusi, PyKOTBOPHbIN XKECT, He Bbl-
Nyeck amMoLmMn BoBHe. OTO Ao pa3oBoe. A XyAOXHVKY Hy>KHa cTabunb-
HOCTb POBHO paboTatolero MexaHuama. [MoTomy 4TO HeobxoanMo

rnokasatb: BCE Mo KOHTposieM. Bcé — aTo 6opbba € ero n4HbIMU Npuapa-
Kamu 1 cTpaxamu — UHTUMHbIMU 1 LMBUIM3aUMOHHBIMU. V1 oH cnpaBnseTcs.
Kak y>ke roBopunocsb, LienkoB 1 B CBOEM paHHeM, COBETCKOro nepuoaa,
WCKYCCTBE He CTpemMuicsi ObiTb OpyAneM couuarnbHOW KPUTUKK, Kak HU
6bina 6bl OHa cnpaBeannBa, He XoTeN paboTaTb Ha alto3nsaX MPOTECTHOMO
xapakTtepa. Tak 1 cerogHsi Xy4OXKHVK 1 He oymaeT oceanarb BOJIHY 3CXa-
TOJIOMMYECKNX HAaCTPOEHUI, BOCMPON3BOASLLNXCA 6narogapsi HOBbIM Bbl-
30BaM BpEMEHM: [OerymMaHms3auumn, 3KCLeccoB  QyHAaMeHTanmsma,
CMos3aHnst LefbiX HAPOLOB BHU3 MO LMBUAM3ALMOHHON LwKane. Lienkos He
«rpy3uT» ( yMecTHoe B JaHHOM ciy4yae ynotpebneHne CoOBPeEMEHHOIO pyc-
CKOrO CJI3Hra) BCeM 3TUM 3puTens. EMy xBaTtaeT CO6CTBEHHbIX JEMOHOB.
M oH NpenbaBnseT nx 3puUTENto — YKPOLLEHHbIMU.

51 HepapoM ynomMuHan Bbille 06 akBapuymMHOM cTeksie. [leno B ToM, 4To
voyliee n3 rnybuHbl OBKEHNE Kak Obl OCTaHaBINBETCS KAPTUHHOW Noc-
KOCTbIO KaK BHeLWHUM orpaHunynTenem. OcTaércst «3a CTeknoM». OTo- Mo-
MEHT YTBEP)XAEHUS KapTUHbI Kak 06bekTa, Kak matepuansHocTn (M.dyko
nucan o NogobHoM B cBA3M ¢ O.MaHe). B cyLHocTy, Ha 3TO HanpasfIeHO 1
BCE OCTaNbHOEe: POBHOE CBEYEHME KOJIOpUTa, CMNCAHHbIN, CNiaBNeHHbI
OH, HMKaKKMX, MO COBCTBEHHbIM CI0BaM XyAOXXHWUKA, «B3PbIBOB N BOOX-
HoBeHu». CTabunbHoOCTb. ucunnivHa exxeAHEeBHOro YKPOLLEHMS 1 Npu-
pyyeHusi pemoHoB. LlenkoB He BocnpousBoguT cTpaxu. (Ctpaxu
TPaHCAMPYIOT TeNeBU3NOHLLMKM). Lienkos penpeseHTrpyeT camy BO3MOX-
HOCTb MPUPYYATb NX, MPETBOPUTL B XKUBOMKVCb, PACMPOCTPaHATL B Kade-
CTBE CBOMX NocnaHuii-obeperos. YTo MOXeT 6bITb akTyanbHee! [loma, roe
HOYbIO MEPLIAIOT 13 TEMHOTbI POBHbLIM CMEKTPaIbHbIM LIBETOM ApemMiltoLLme
Brosirnasa ofjoMallHEHHbIE CTPaxu, BCSKasi HEXWUTb 060MAET CTOPOHON —
He 6yneT 6youTb NNXO.

...be3 6nactepoB u3 kakMx-HUbyAb «OXOTHWKOB 3a MPUBELEHUSMU»,
CMOCO6HbIX aTOMU3MpPOoBaTh Ntoboe cyLlecTso... [JomocenoM B AOMALLHNX
Tyhnsix, € yCTOABLUMMUCS NPUBbIYKaMU K exXXeqHEBHON paboTe, C nepepsbl-
BaMn Ha 6ecefpbl 32 KPacHbIM BUHOM C HEMHOMOYMCIIEHHBLIMUA BU3UTE-
pamu... CtapomogHbiMy 6eceiamm O BbICOKOM UCKYCCTBE, O YeM Mosiofble
XyOOXKHVKN B MockBe U Hbto-Mopke cpoly  He rosapusany... Pa6oTas
Hag OBYyMS-TpPeEMsi KapTuHamu OLHOBPEMEHHO, OTMnyckas Ux OoT cebs
C >KaNoCTblo, 03agaymBalollenn KoOSNekumoHepoB... N npn atom -
YNPaBnATbCS C TAaKOW OpaBoOil AEMOHOB... HeT, BCE-Takn — «4yOHbIA HYOpT
B LBETY»...

AnekcaHgp bopoBckuin
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Portrait with Flower, 1961
oil on board, 15.75 x 23.75 in

MopTpeT ¢ uBeTkom, 1961
jocka, macno, 40 x 59 cm

20

21



The Face, 1963
oil on board, 21 x 18.5in

Literature: ABA Gallery catalog: Contemporary Russian Art, p104, illustrated;

Jlnuo, 1963
KapToH, Macno, 53 x 46 cm

JNutepatypa: Katanor ABA Nanepeun: CoBpemeHHoe Pycckoe VckyccTBo, cTp. 104, nnniocTprpoBaHo
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Circus, 1969
oil on board, 32.25 x 31.5in

Unpk, 1969
jocka, macno, 82 x 80 cm
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Portrait, 1969
QOil on canvas, 17.75 x 16.375 in
Collection of Mikhail Baryshnikov

MopTpeT, 1969
XOJICT, Macno, 45 x 43 cm
CobpaHne Muxanna bapsbilwHrkoBa
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Head with Beatles, 1972
oil on board, 28.5 x 14.5in

Literature: ABA Gallery catalog: Contemporary Russian Art, p. 103, illustrated

MNonosa, 1972
jocka, macno, 71 x 36 cm

Jlntepatypa: Katanor ABA Nanepen: CoBpemeHHoe Pycckoe VickyccTBo, cTp. 103, nnntoctprupoBaHo
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Mask, 1977
oil on canvas, 21.6 x 25.5 in
Collection of Alex and Ritta Vainer

Macka, 1977
XOJICT, Macno, 55 x 65 cm
CobpaHue Anekca n Putbl BanHep

30




Mask I, 1977
oil on canvas, 21.6 x 25.5in
Collection of Eric and Natasha Livits

Macka ll, 1977
XOJICT, Macno, 55 x 65 cm
CobpaHuve Jpuka n Hatawwm Jlveuy,
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Bust, 1979
oil on canvas, 28.7 x 19.7 in

BrocT, 1979
XOncT, Macno, 73 x 50 cm
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Five Masks, 1979
oil on canvas, 92.5 x 75 in

Marb macok, 1979
XxoncT, macno, 235 x 190.5 cm
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Bust I, 1979
oil on canvas, 28.7 x 23.6 in
Collection of Alex and Ritta Vainer

BrocT Il, 1979
XOJNCT, Macno, 73 x 60 cm
CobpaHue Anekca n Putbl BanHep
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Four Headed with Scissors, 1980
QOil on canvas , 92.52 x 76.77 in

Literature: "Tselkov," Fabbri Editori, illustrated p.192-193
TSELKQV by Fabbri Editori, 1988, p. 193, illustrated

YeTblpexronoBbii ¢ HOXXHULamu, 1980
XOJNCT, Macno, 235 x 195 cm

Jlutepatypa: "Tselkov," Fabbri Editori, unnoctpmnposaHo, ctp. 192 -193
TSELKOQV by Fabbri Editori, 1988, cTp. 193, unntoctprpoBaHo

40



Two-Faced, 1980
Oil on canvas, 46.5 x 32 in

Literature: Alexander Gleser, New Russian Art, 1992, p.186, illustrated;

Gail Gelburd, Silent Scream from the Russian Underground, 1995, illustrated
Pinakotheke, N°22 -23 , 2006, p.103, N°21, illustrated;

ABA Gallery catalog: Contemporary Russian Art, p. 105, illustrated;
TSELKOQOV by Fabbri Editori, 1988, p. 169, illustrated

Asynuknin,1980
XoncT, macno, 118 x 81.28 cm

JNutepatypa: Alexander Gleser, New Russian Art, 1992, cTp.186, unnoctprmpoBaHo;

Gail Gelburd, Silent Scream from the Russian Underground, 1995, nnntoctpupoBaHo;
Pinakotheke, N°22 —23 , 2006, cTp.103, N°21, nunntocTprnoBaHo;

Kartanor ABA Nanepeu: CoBpemeHHoe Pycckoe VckyccTBo, cTp. 105, nnntocTpnpoBaHo;
TSELKQV by Fabbri Editori, 1988, ctp. 169, nnntoctpuposaHo
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Head with Paper Clip, 1981
oil on canvas, 23.75 x 36 in
Private Collection

lonoBsa co ckpenkon, 1981
XONCT, macno, 60.4 x 91.5 cm
YacTHoe cobpaHune
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Still-life, 1985
oil on canvas, 36 x 24 in
Collection of Alex and Ritta Vainer

HaTtropmopT, 1985
XONcT, macno, 91.4 x 60.1 cm
CobpaHue Anekca n Putbl BanHep
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Three, 1985
oil on canvas, 51.2 x 76.7 in
Collection of Eric and Natasha Livits

Tpoe, 1985
XxoncT, macno, 130 x 162 cm
CobpaHuve Jpuka n Hatawwm Jlveuy,
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Meal, 1992
oil on canvas, 38 x 76.7 in

O6Gepn, 1992
XONCT, Macno, 97 x 195 cm
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Man with Knife & Fork, 1997
oil on canvas, 76 x 94 in

Literature: ABA Gallery catalog: Contemporary Russian Art, p. 107, illustrated
Exposition Moscou-Paris, 1960-2000, Galerie Le Minotaure, 2007, p.150, illustrated

YenoBek ¢ HOXXOM U BUnkown, 1997
XoncT, macno, 193 x 239 cm

Jntepatypa: Katanor ABA Nanepen: CoBpemeHHoe Pycckoe VickyccTBo, cTp. 107, unntocTpupoBaHo
BbicTaBka Moscou-Paris, 1960-2000, Galerie Le Minotaure, 2007, cTp.150, nnntoctpmpoBaHo

52



Twosome, 1997
Oil on canvas, 76 x 94 in

Literature: ABA Gallery catalog: Contemporary Russian Art, p. 113, illustrated
Exposition Moscou-Paris, 1960-2000, Galerie Le Minotaure, 2007, p.150, illustrated
Oleg Tselkov, BONFI Editions, Moscow, 2002, p. 150, illustrated

Mapouka, 1997
XoncT, macno, 193 x 238 cm

Nutepatypa: Katanor ABA Manepeu: CoBpemeHHoe Pycckoe ckyccTBo, cTp. 113, nnnioctprpoBaHo
BbictaBka Moscou-Paris, 1960-2000, Galerie Le Minotaure, 2007, cTp.150, nnntoctpnpoBaHo
Oner Uenkos, Nspatenscteo «<bOH®W», Mocksa, 2002, cTtp. 150, nnnwoctpuposaHo
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A Stroll, 1999
Oil on canvas, 94 x 76 in

Literature: ABA Gallery catalog: Contemporary Russian Art, p. 109, illustrated;
Exposition Moscou-Paris, 1960-2000, Galerie Le Minotaure, 2007, p.151, illustrated

Mporynka, 1999
XONCT, Macno, 239 x 193 cm

JNutepatypa: Katanor ABA Manepeun: CoBpemeHHoe Pycckoe VckyccTso, cTp. 109, nnntocTpnpoBaHo;
BbictaBka Moscou-Paris, 1960-2000, Galerie Le Minotaure, 2007, cTp.151, nnntoctpuposaHo
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Cats, 1999
oil on canvas, 38 x 77.5in

Literature: Oleg Tselkov, BONFI Editions, Moscow, 2002, p. 157, illustrated

Kowku, 1999
XOJICT, MacJsio, 97 x 197 cm

JNutepatypa: Oner Uenkos, NagatensctBo «6OH®U», Mocksa, 2002, cTp. 157, nnniocTpnpoBaHo
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With a book, 1999
oil on canvas, 38 x 63.7 in

C KHurom, 1999
XOJICT, Macno, 97 x 162 cm

60




With button, 1999
oil on canvas, 39.3 x 39.3 in
Collection of Alex and Irina Valger

C nyrosuuen, 1999
xonct, macno, 100 x 100 cm
CobpaHue Anekca n NpuHbl Banrep
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Man with Shovel, 1999
oil on canvas, 78 x 52 in

Literature: ABA Gallery catalog: Contemporary Russian Art, p. 108, illustrated
Exposition Moscou-Paris, 1960-2000, Galerie Le Minotaure, 2007, p.152, illustrated
Oleg Tselkov, BONFI Editions, Moscow, 2002, p. 1686, illustrated

YenoBek ¢ nonarton, 1999
XxoncT, macno, 195 x 130 cm

Nutepatypa: Katanor ABA Manepeu: CoBpemeHHoe Pycckoe ckyccTso, cTp. 108, nnntoctprpoBaHo
BbictaBka Moscou-Paris, 1960-2000, Galerie Le Minotaure, 2007, ctp.151, nnntoctpmnpoBaHo
Oner Uenkos, Nspatenscteo «<bOH®W», Mocksa, 2002, cTp. 166, nnnocTpupoBaHo
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Head (Orange on Green Ground) with Collar, 2000
oil on canvas, 27 x 13.125 in

Literature: TSELKQOV by Fabbri Editori, 1988, p. 65, illustrated
Collection of Mikhail Baryshnikov

NonoBa c BopoTHUKOM, 2000
XOJCT, Macso, 68.6 x 33 cm

JlntepaTtypa: TSELKOV by Fabbri Editori, 1988, cTp. 656 nnntoctpnpoBaHo

CobpaHue Muxanna bapsliwHrKoBa
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Portrait with Medal, 2000
Oil on canvas, 40 x 40 in

Literature: ABA Gallery catalog: Contemporary Russian Art, p. 110, illustrated
Exposition Moscou-Paris, 1960-2000, Galerie Le Minotaure, 2007, p.152, illustrated

MopTpeT ¢ meaganbio, 2000
xoncT, macno, 101.6 x 101.6 cm

JNutepatypa: Katanor ABA Nanepeun: CoBpemeHHoe Pycckoe VckyccTso, cTp. 110, nnnioctprpoBaHo
BbictaBka Moscou-Paris, 1960-2000, Galerie Le Minotaure, 2007, cTp.152, nnnoctpuposaHo
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Man with Extra Head, 2000
oil on canvas, 38.8 x 56.4 in

Literature: ABA Gallery catalog: Contemporary Russian Art, p. 111, illustrated
Exposition Moscou-Paris, 1960-2000, Galerie Le Minotaure, 2007, p.149, illustrated
The State Russian Museum Exhibition: Oleg Tselkov: XXI Century, 2011, p. 9, illustrated
Oleg Tselkov, BONFI Editions, Moscow, 2002, p. 150, illustrated

Yenosek co BTOpow rososoi, 2000
XONCT, macno, 97 x 146 cm

JlntepaTtypa: Katanor ABA Nanepeun: CoBpemeHHoe Pycckoe VickyccTBo, cTp. 111, nunntoctpupoBaHo
BbictaBka Moscou-Paris, 1960-2000, Galerie Le Minotaure, 2007, cTp.149, nnnoctpmnposaHo
BoictaBka 'MW nmenn A. C. MywkunHa: Oner Lienkos: XXI Bek, 2011, cTp. 9, unnoctpmpoBaHo
Oner Uenkos, NspatenbctBo «<bOH®W», Mocksa, 2002, cTtp. 150, nnnoctpnposaHo
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Head with axe, 2004
oil on canvas, 39.4 x 39.4 in
Collection of Leo and Julia Shlovsky

lonosa ¢ Tonopowm, 2004
xoncT, macno, 100 x 100 cm
Cobpanue Jleo n HOnun LLInoBckn
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Portrait, 2004
oil on canvas, 39.4 x 39.4 in
Collection of Leo and Julia Shlovsky

MoTtpreT, 2004
xoncT, macno, 100 x 100 cm
Cobpanue Jleo n HOnun LLInoBckn
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Portrait, 2004
oil on canvas, 25.6 x 18.2 in
Collection of Leo and Julia Shlovsky

MopTpeT, 2004
XOJNICT, Macno, 65 x 46 cm
Cobpanue Jleo n HOnun LLInoBckn

76



Couple of mutants, 2004
oil on canvas, 39.4 x 39.4 in
Collection of Leo and Julia Shlovsky

Mapa ronosopyknx mytaHrtos, 2004
xonct, macno, 100 x 100 cm
Cobpanue Jleo n HOnun LLInoBckn

78




With Rope, 2005
oil on canvas, 18 x 13 in
Collection of Leo and Julia Shlovsky

C kaHaTom, 2005
XOJICT, Macno, 46 x 33 cm
Cobpanue Jleo n HOnun LLInoBckn
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With a bottle, 2005
oil on canvas, 40 x 40 in

Literature: The State Russian Museum Exhibition: Oleg Tselkov: XXI Century, 2011, p. 75, illustrated

C 6yTbinkom, 2005
xoncT, macno, 100 x 100 cm

JNutepatypa: BeictaBka TMUN nmenn A. C. lMywkunHa: Oner Llenkos: XXI Bek, 2011, cTp. 75, nnnoctpupo-
BaHo
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With sausage, 2006
oil on canvas, 39.4 x 39.4 in

C kon6acon, 2006
xoncT, macno, 100 x 100 cm
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By the Table with Candles, 2006
oil on canvas, 35 x 51.1 in

Literature: The State Russian Museum Exhibition: Oleg Tselkov: XXI Century., 2011, p. 73, illustrated

Y ctona co cBevyamu, 2006
XoncT, macno, 89 x 130 cm

Jlntepatypa: BoictaBka MU umenn A. C. MNywkunHa: Oner Lienkos: XXI Bek, 2011, cTp. 73, unntocTpupoBaHoO
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Couple, 2006
oil on canvas, 31.9 x 51.2 in

Literature: The State Russian Museum Exhibition: Oleg Tselkov: XXI Century., 2011, p. 100, illustrated

Mapa, 2006
xoncT, macno, 81 x 130 cm

Jlntepatypa: BoictaBka MU nmenn A. C. MNywknHa: Oner Lenkos: XXI Bek, 2011, ctp. 100, nunntoctprupoBaHo
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Cut Face, 2006
oil on canvas, 31.9 x 57.5in

Literature: The State Russian Museum Exhibition: Oleg Tselkov: XXI Century., 2011, p. 107, illustrated

Pa3pe3aHHoe nuuo, 2006
X0ncT, macno, 81 x 130 cm

JNutepatypa: BeictaBka MU nmenn A. C. lMywkunHa: Oner Lienkos: XXI Bek, 2011, ctp. 107, nnniocTpnpoBaHo

90



Twosome, 2006
oil on canvas, 38 x 76.7 in

Literature: The State Russian Museum Exhibition: Oleg Tselkov: XXI Century, 2011, p. 91, illustrated

Asoe, 2006
XOnCcT, Mmacno, 97 x 195

JNutepatypa: BeictaBka MU nmenn A. C. MywkunHa: Oner Lienkos: XXI Bek, 2011, cTp. 91, nnntoctpnpoBaHo
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With a book, 2006
oil on canvas, 35 x 57.5in

Literature: The State Russian Museum Exhibition: Oleg Tselkov: XXI Century., 2011, p. 93, illustrated

C KHuron, 2006
XONCT, Macno, 89 x 146 cm

JNutepatypa: BeictaBka MU nmenn A. C. MywkunHa: Oner Lienkos: XXI Bek, 2011, cTp. 93, nnntoctpupoBaHo
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Reflections, 2006
oil on canvas, 38 x 51.2 in

OTtpaxeHus, 2006
XoncT, macno, 97 x 130 cm
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A Couple, 2007
oil on canvas, 38 x 51.2 in

Mapa, 2007
XoncT, macno, 97 x 130 cm
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Portrait, 2007
oil on canvas, 38 x 51.2 in

MopTpeT, 2007
XoncT, macno, 97 x 130 cm
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Portrait with Hands, 2007
oil on canvas, 31.9 x51.2 in

Literature: The State Russian Museum Exhibition: Oleg Tselkov: XXI Century., 2011, p. 126, illustrated

MopTpeT ¢ pykamn, 2007
X0ncT, macno, 81 x 130 cm

JNutepatypa: BeictaBka MU nmenn A. C. lMywkunHa: Oner Lienkos: XXI Bek, 2011, cTp. 126, nnniocTpnpoBaHo
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Equilibrist, 2007
oil on canvas, 51.2 X 38 in

Literature: The State Russian Museum Exhibition: Oleg Tselkov: XXI Century., 2011, p. 113, illustrated

AkBunnbpucT, 2007
xoncT, macno, 130 x 97 cm

JNutepatypa: BeictaBka MU nmenn A. C. MywkunHa: Oner Lienkos: XXI Bek, 2011, cTp. 113, nnnioctpnpoBaHo
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Portrait with axes, 2007
oil on canvas, 38 x 51.2 in

Literature: The State Russian Museum Exhibition: Oleg Tselkov: XXI Century., 2011, p. 114, illustrated

MopTpeT ¢ Tonopamu, 2007
XoncT, machno, 97 x 130 cm

JNutepatypa: BeictaBka MU nmenn A. C. lMywkunHa: Oner Lenkos: XXI Bek, 2011, cTp. 114, nnniocTpnpoBaHo
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Theatre, 2008
oil on canvas, 38 x 63.7 in

TeaTtp, 2008
XOJICT, Macno, 97 x 162 cm
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A Stroll, 2008
oil on canvas, 36.2 x 57.5 in

Mporynka, 2008
XOJICT, Macno, 92 x 146 cm

110




Portrait with hands, 2009
oil on canvas, 38 x 57.5 in

MopTtpeT ¢ pykamu, 2009
XOJICT, Macno, 97 x 146 cm
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Portrait with legs, 2009
oil on canvas, 38 x 57.5in

MopTpeT ¢ Horamu, 2009
XOJICT, Macno, 97 x 146 cm
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1934 Born into a family of office workers in Moscow on July, 15

1949 — 1953 Studies at the Moscow Secondary School of Art, the Academy of Arts of the USSR
1953 - 1954 Studies at Minsk Institute of Theatrical Design

1954-1955 Studies at llya Repin Academy of Arts in Leningrad

1955-1958 Studies at Leningrad Theatrical Institute, studio of Nikolai Akimov

1960-1977 Lives and works in Moscow

From 1977 Lives in France

1997 Winner of Tsarskoe Selo prize in St. Petersburg

2005 Winner of the Triumph prize, Moscow
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