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«Mpoektbl. Kpbinka,
BpeMs, cBeT, He6Go».
Ipaduka. 2007. Bymara,
KapaHzall, Tylub.
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MPEONCITIOBUE

AnHa Jlenrne

CoBpeMeHHOe pycCcKoe WCKYCCTBO pa3BMBaEeTCA
no cobCcTBEHHOMY CLieHapuio, MUHYA obpasubl U
yxe oTpaboTaHHble WabnoHbl cTpaH 3anaja, elle
pa3s AokasbiBas, 4To Y Poccun Bo BceM «cBoii nyTby.
OfHako XyA0XXHUKOB, UMEIOLUX COBCTBEHHbIN
no4epk, paboTaroLmx BHe TEHAEHLMIA U NPaBuUI, He
TaK MHOFO, @ YX >eHLLMH-XYAO0XHWL, B UX YUCNEe Ha
POCCUICKON apT-CLieHe eAMHULbI. Yke 3TO nocny-
XMNO NOBOZOM 33)yMaThCAl O BbIMycke MOHOrpadum,
nocesALLeHHOW TBOpYecTBY TaTbAHbl bagaHuHoMm,
aBTOpa C COBCTBEHHbIM B3INIAAOM Ha MUP, B KOTOPOM
XMBOTpeneLlyliMe TeMbl OTPaXkeHbl Yepes MpuU3My
PYCCKOWM KynbTypbl.

CoBpeMeHHaA XyAOXeCTBEHHaA CUTyauus B
Poccun MoxeT 6bITb onpeaeneHa c/oBOM «paso-
yapoBsaHue». Hekorga c 3HTy31a3MOM BOCMPUHATBLIE
y 3anafa paaukanbHble GpOpMbI UCKYCCTBA B 6OSb-
LUMHCTBE CBOEM Yy Hac Obinu cBefeHbl K MOAHOMY
TPEHAy U FMaMypHOMYy pasBiieHeHUto, YTO He UMeslo
nepcnektvebl. CerogHs e Ha PoOHe 3aTyXaHuA TakK
Ha3bIBAEMOro HOBOIO AeKajZjaHca y TanaHTIMUBbIX U
ZyMatoLLMX XyAOXKHUKOB, paboTaloLmx B peasibHOM
pycne, NOABMNCA HOBbIM LWaHc. MHorne nbiTatoTcA
MPUATU K aKTyaslbHOMY MCKYCCTBY Yepe3 mnpuaTue
eBporeiickoil pOpMysibl CO3AaHUA MPOU3BEAEHUN
M MX TEMaTUKK, NoA4YaC UFHOPUPYA PYCCKYtO Tpaau-
umto. TaHa npeanoxuna Apyrov nyTb — paboTas Haj
aKTyanbHbIMM TEMaMU1, OHa HUKOTAA He Tepsna CBA3M
C OCHOBaMM PyCcCKOii KyrnbTypbl. OHa ClIOBHO Mouyec-
TBOBaJla HEO6XOANMOCTE BEPHYTLCA K MPOLLSIOMY,
0abbl NOHATL HacTosALLee.

Projects. Wings,
time, light, skies.
Graphic. Paper, pencil,
indian ink. 2007.

310 x180 cm

FOREWORD

Anna Lengle

Contemporary Russian art is developing ac-
cording to its own pattern, avoiding examples
and exhausted templates of Western countries,
proving once again, that Russia «has its own way»
in everything. However there are only a few art-
ists that have developed their own hand and work
beyond tendencies and rules, and there are even
fewer female artists among them, on the Russian
artistic stage. This very fact made us consider is-
suing a monograph dedicated to art of Tatyana
Badanina, an artist with her own attitude to the
world, where burning issues are reflected through
the prism of the Russian culture.

The current state of things with art in Russia
can be defined with one word — «disappoint-
ment». The radical forms of art that have been
adopted from the West with enthusiasm some
time ago have mostly been reduced to a trend in
fashion or glamorous entertainment, which had
no prospects. Today talented and thinking artists
who work in the course of reality have gotten a
new chance against the background of the decay-
ing new decadence. Many are trying to arrive
at contemporary art by accepting the European
formula for creating their works and subjects and
often ignoring the Russian tradition altogether.
Tanya has offered a different way; working on
subjects of interest, she has never lost her con-
nection to the basis of the Russian culture. It is as
if she felt the necessity to go back to the past, in
order to understand the present.




A AEJT1AIO HEBO

Bepa JaxuHa

TatbAHa BafjaHnHa NpUHaanexuT K TOMy nokone-
HUIO XYZLO>)KHUKOB, KOTOPbIE MPULLIN B UCKYCCTBO Ha
BOJIHE MOCTCOBETCKOrO YB/IE4YEHUA KOHLIENTYaNIU3MOM,
BEepHee TeM, YTO MOJ, 3TUM NOAPa3yMeBasioCh B Cpeae
CTONNYHBIX KYpaTOpoB U MX noaoneyHbix. Cpeau
BCEOOLLEro HATUAM3Ma MO OTHOLLEHUIO K MPOLLIO-
My OfbITY 3TO MOKOJIEHWE BbIGpano CBOM MyTh, He
MOPbIBAOLLWM, 2, HAMPOTMB, NPOAOIKAIOLLMI Pa3BU-
BaTb fA3bIK MIACTUHECKUIA, OCHOBAHHbIN Ha BaJEeHMM
MaTepuasioM He KaK KOHLenTyanbHbIM OOBLEKTOM, a
KaK €JMHCTBEHHO BO3MOXHbIM CNOCO6OM 06pasHo-
MnacTM4eckoro ocMbicnieHns mMupa. Herpomkoe u
MOSIUTUYECKN He aHraXMpOBaHHOe UcKyccTBo bapa-
HWHOI MeUTATUBHO MO CBOEV NPUPOZAE, O YeM He pa3
nucana cama XyAoXKHULA, CPaBHMBAA aKT TBOpPYeCTBa
¢ MonuTeoi. He cnyyaitHo oHa onepupyeT o6pasHbi-
MW KOAAMW, KOTOpble pPOXAAOT GeCKOHEeYHbIN pAA
KKYNbTYPHbIX BOCMOMMHAHUIA» — OT MPUMUTUBHbIX
apXan4yeckuX pUTyasbHbIX 3HAKOB A0 OyAAMCTCKUX
1 aCTPOSOrMYECKUX CUMBOJIOB.

Ha4yaB ¢ aBGcTpaKTHbIX NMOMOTEH, OCEHEHHbIX
3HakoM «TaHuTy, TatbAHa bagaHuHa npuxoauT K
MPeOAONIEHNIO MIIOTHOCTU U KOCHOCTU MaTepuana,
BepHee, MaTepuW, YTPaTUBLLEN B ee MPOHU3aHHbIX
CBETOM MHCTANNAUMAX HOPMY KaK HeKyto rpaHuLy
(B cMbicne — orpaHuyeHus), OTAENAOLLYO ObbeKT
oT npocTtpaHcTBa. OHa npuxoauT K 6ecnnoTHOCTM
MaTepuanbHoM dopMbl (NapagokcanbHo, Ho dakT!),
MOCTUraeMoW He rnasoM, a KBHYTPEHHUM B3OPOM»
Aywm. JTakoHWYHbIE, CTPYKTYPHO fICHbIE U MPOCTbIE,
MPOHM3aHHble CBETOM 06bekTbl TaTbAHbI BagaHuHoM
NoAo6HbI «credaM» UHbIX KYTbTYP, MPOABAOLLMXCA
Ha CBeTy KaK BOAHble 3HaKM Ha GyMmare. BbicTynas
aHTUTe30M M3BbITOYHOCTU, BPOCKOCTU U arpeccuB-
HOCTM, OHM CTafM pe3yNbTaTOM CO3HATENbHOro caMo-
OrpaHUYeHWs BO UMs KOHLIEHTPaLMKN CO3UAATENbHOM
sHeprun. O6pa3-3HaK-CUMBOST — 3TU BaXKHeWLUne
COCTaB/AIOLLME ee XYAOXKECTBEHHOW NEKCUKM, ABNA-
ACb MEpBOHAYANOM JtoBOro apTUCTUHECKOrO XKecTa,
Nernn B OCHOBaHWe ee COBCTBEHHOWM KOCMOMOruu,
BbITEKAIOLLIEN M3 CaKpanvM3aLyMn TBOpPYECTBA Kak Ae-
MUYPrM4eCcKOro aKTa.

Nckyccteo TatbaHbl BagaHnHol npocTo v cnoxHo
OfHOBPEMEHHO: MPOCTO NO Cnocoby BbIpaXXeHWUs
XYZOXeCTBEHHbIX MAEN; CIIOXKHO No MeTadusnke

| MAKE THE SKIES
Vera Dagina

Tatyana Badanina belongs to the generation of
artists who drifted to art with the wave of post-
soviet interest in conceptualism, or rather what
was meant by conceptualism among curators in
the capital and those under their care. Among the
general nihilism in relation to previous experience
this generation has chosen their own way in con-
tinuing, rather then stopping to develop the plastic
language, based on mastering the material not as
a conceptual object, but as the only possible way
to perceive the world in a descriptive and plastic
way. Her soft-spoken art without any political en-
gagement is meditative in its nature, and the artist
herself said so numerous times and compared the
artistic process to prayer. It is no coincidence that
she operates visual codes that trigger an endless
row of «cultural recollections» from primitive
archaic ritual signs to Buddhist and astrological
symbols.

Having started with abstract paintings blessed
by the sign of Tanit, Tatyana Badanina arrives at
the point when she overcomes the impermeability
and inertia of the material, that is, the substance
that has lost its form in Tatyana’s installation, it
has lost the limit (or a limitation) that separated
the object from the space. She arrives at the
incorporeity of material form (it may seem para-
doxical, but its true), and the form is perceived
by the mind’s eye rather then by actually seeing it.
Tatyana’s laconic, structurally clear and simple ob-
jects pierced by light are similar to traces of other
cultures, revealing in the light, like watermarks on
paper. Being an antithesis to superfluity, gaudiness
and aggression, they resulted from conscious self-
imposed limitation in the name of concentrating
the creative energy. Image, sign, and symbol are
the major components of her artistic vocabulary;
being the origin of any artistic gesture, they have
formed a basis for her own cosmology arising out
of consecration of creative work as an act of the
demiurge.

Tatyana Badanina’s art is both simple and com-
plex; it is simple in terms of expressing artistic
ideas, and complex in terms of metaphysics of
the image, the text being beyond verbality, which

10

obpasa, BHeBepbanbHOCTU TEKCTa, NoApasyMeBato-
Lero BK/IIOYEHHOCTb B KyNbTypHbIA Auanor. [na
XYAOXHWLIbI TBOPYECTBO — 3TO TPYAHOE CTPaHCTBUE,
BeJyLliee U3 M1Mpa TeNecHoro, 6GpeHHoro u cyeTHoro K
Mupy 6ectenecHoMy u BeqHoMmy. [laxe BocxoxaeHne
Ha TubeT, 0oTMeYeHHOe TalHbIMW 3HaKaMm CyAbObI, He
NpepBasio HaMe4eHHO JIMHWM, 3, HaNPOTUB, YKPEnuIo
BEpY B UCTUHHOCTb M3GpaHHOro nyTu.

BkntoyeHHoe B KpyroBOpOT BpeMeHU, ee TROpYeCT-
BO BO3BPALLAETCA K UCTOKAM KCUMBONTUYECKUX hOPMY»
A3bIKa KyNbTYpPbl, K apXeTUnuyecknm obpasam 1 TeMam,
CpeAy KOTOpbIX BPEMs, CBET, MPOCTPAHCTBO U Bepa
Bcerga 66111 HavnepsewnMm. JnwerHoe HappaTme-
HOCTH, UCKyccTBO TaTbAHbI BagaHuHol HeBepbanbHO
Mo CBOE NpUpoAe, ero TPyAHO, a 4aCTO HEBO3MOXHO
«nepeckasatby». BMecTe ¢ TeM, oHO 3HaKOBO, TO eCTb
obnafjaeT CMbIC/IOM, a NyYllie, 3Ha4eHWeM (B CMbic/e
- meaning), NeXaLlyM B OCHOBE A3bIKa KCMMBOMNMYeC-
Kux pOpMY, MOHATHOIO NIULLIL B KOHTEKCTE KyNbTYpbl,
€ro nopoamBeLLENn.

TeopyecTtBo TatbAHbI BagaHnHoOM NWHelHO, TO ecTb
ero nobyanTenbHas 3Heprua MMeeT NoCTynatesibHoe
ABWKeHMe OT KpbinbeB K [okpoBy, oT ocMbicneHus
rosieTa Kak norbITKK OTOPBATbCA OT 3eMM U JOCTUYb
Heba — K MOCTWXKEHUIO CYLIHOCTU GOXeCTBeHHOro
npucyTcTeua. Bo Bcex npousseaeHUAX XyAoKHULbI
— Byab To «6enany K1Bonucb, opopThbl CO KCKeneTa-
MUY KPbISIb€B, MHCTAIALMM UMM aKLMKU — €CTb TOJIbKO
el MpUCyLLias MHTOHALMSA, NIErKO Yra/iblBaeMblil A3bIK
W HeWU3MeHHbI BHYTPEHHWUI [AManor co 3puTesieM,
nobyxgatowwmin K pasmbineruto. K sHaky «TaHuTy
OTHOCUTCA M 0COBOE YyBCTBO KMPO3PaYHOCTM» MaTe-
pvana — OyAb-To NUCT ByMaru, nnacTuk unu Gnecta-
LL|as MOBEPXHOCTb METasNIa — ero BHeMaTepuasibHoM,
CBETOBOM MPUPOAbI, BOCXOAALLEN K CaKpanm3aumu
CBeTa Kak NepBUYHOMN CyOCTaHLMM JyXOBHOW NpUPO-
Abl 6oxectBeHHOro. CeMaHTMKa CBeTa BbITeKaeT M3
AHTUTE3bl )XU3HU U CMEpTH, 3eMHOro U HebecHoro:
CBET Kak MnpeojosieHne TbMbl, Genoe Kak NpoTu-
BOCTOfIHME YEPHOMY U €ro pacTBOPEeHue, CBET Kak
paspyLUeHMe NNOTHOCTU MaTEPUM, KaK HUCXOXKEHME
N UCXOpA, KaK BOCXOXJeHue U obpeTeHne cBoboapl
yepes npeogoseHue cMepTu. Kpbinbsa, otbpachkiBato-
LMe TeHU Ha 3eMmsito, Benble ofexpbl, CBALLEHHbIE
PU3bl, MOKPOBbI, MaLLaHMLa — 3TW NpU3paYHee cnefbl

implies being involved in the cultural dialogue.
For the artist her creative work is a hard jour-
ney leading from the outward, perishable and
earthly world to the bodiless and eternal world.
Even climbing Tibet under the secret signs of
fate would not break the line drawn, but on the
contrary strengthen the faith in the truth of the
chosen way.

Involved into the circle of time, her art goes
back to the source of symbolic shapes of the
cultural language, to the archetype images and
subjects, among which time, light, space and faith
have always had the most meaning. Devoid of
narrative character, Tatyana Badanina’s art is non-
verbal by nature, it is difficult and often complete-
ly impossible to retell it. Along with that it is very
symbolic, that is, it has sense or even meaning,
that underlies the language of symbolic shapes,
comprehensive only in the context of culture that
triggered it.

Tatyana Badanina’s art is linear, that is, its
stimulating energy moves progressively from
wings to the protecting veil, from interpreting fly-
ing as an effort to rise from the earth and reach
to the skies to comprehension of the essence
of God’s presence. All works of the artist, be it
«whitey paintings, etchings with frames of wings,
installations or actions, have her peculiar intona-
tion, the language easily guessed and an immutable
inner dialogue with the viewer encouraging them
to ponder over things. That special feeling of
transparent quality of the material also refers to
the sign of Tanit; be it a sheet of paper, plastic
or gleaming metallic surface, it gives a feeling of
immaterial nature, nature of light, ascending to
the consecration of light as a basic substance of
spiritual nature of the divine. The antithesis of life
and death, the mundane and the heavenly gives
rise to the semantics of light; light as overcoming
the darkness, white as an opposite of black and
its dissolution, light as destroying the solidity of
substance, as descending and exodus, as ascending
and gaining freedom through overcoming death.
Wings casting shadows on the ground, white gar-
ments, sacramental vestments, cloaks, the shroud



TENEeCHOCTH, MOBTOPAIOLLME OYepTaHUA BpeHHOro
Tena, HaNMOMWHAHWA O ero GbITOM NPUCYTCTBUM.

AkTyanbHas XyAOXeCTBEHHas NMpaKTUKa Yypaert-
CA Cepbe3HOCTM W NpAMON PUNOCOPUYHOCTH, OHa
MPOHUYHA no ceoeii npupoge. bosasHb 4pesmep-
HOro ryOOKOMBICNMA Kak MpU3HaKa apXan4eckoro
KyJIbTYPHOTO AWCKypca NMPUBOAWUT K CaMOUPOHUM,
rMaMypHOM Urpe C «BeYHbIMUY» TeMaMM, epPHUYAHBIO
Y MOMbITKE CNPATaTbCA 32 MPUBHECEHHBIN KOHTEKCT. B
3TOM CMbIC/e UCKyccTBO TaTbAHbl bagaHnHoM HeakTy-
anbHo, BepHee, cnocob ee NNacTU4eCcKoi peannsaLumm
Gonee 4eM coBpeMeHeH, a 06pasHas cocTaBnAoLLas
ee 06bLEKTOB U apTedaKkToB BMOSIHE TPAAMLIMOHHA,
OHa He pa3pbIBaeT, a CKpernIAeT CBA3W KynbTyp (eciun
MCMOMb30BaTb NMPUHATYIO MOCTMOAEPHUCTCKYIO NeK-
CMKY — HaxoAWTCA B MPOCTPaHCTBEHHO-BPEMEHHOM
KyNIbTYPHOM AWCKypce). TBOpYeckue NMpUOPUTETbI
XYZOXHULIbI NeXaT B MPOCTPaHCTBE Ky/bTYPHOrO Aua-
nora, No3BOJNAIOLLEro YPaBHOBECUTb COOCTBEHHBIN
AYXOBHbI OMbIT C OMbITOM NPOLLIOTO.

B paHHMX abCTpakTHbIX MonoTHax TaTbAHbl ba-
AaHVHOI, KaK B MIaBUIIbHOM TUMIE aIXMMUKa UMK B
CrycTKe SHEpruu, y)ke MpPUCYTCTBYIOT MPaKTUHeCKM BCe
BaXHble A7 Hee 0Opasbl U TeMbI: ceMaHTUKa Genoro
(«Bbenbiit cagy, 1993), BHyTpeHHee HanpsXeHWe XKUBO-
MUCHOM MOBEPXHOCTM, FOTOBOW MPOPBaTLCA MOTOKOM
CBETOBOW 3Heprumn (cepusa «Sgemy, 1990-1994),
CMMBONMYeCKan MPUPOAA CTPYKTYPHOI KreOMeTpumy,
BbIPR)XEHHaA Yepe3 COOTHOLUEHME ee MPOCTEeMLIMX
BenmumH (Tpuntux «Apxutektypa», 1993). Cywec-
TBYtOLLME 3[eCb MOTUBbI U MIACTUYECKUE UAEH, OC-
BOGOAMBLUMCH OT BNIACTU KMBOMUCHOMN MNOBEPXHOCTH,
obpenu caMoCTOATENbLHOCTb M GbinK peann3oBaHsbl
B MOC/eAyIoLMX NPOEKTaX U MPOCTPAHCTBEHHbIX
UHcTannAuuax. LiBeTok-xpaM »xuBonucHomn cepun
«Mokposy (1993), rae xpam HanoMuHaeT TO Nu
APEBHUIA 3UKKYpaK, TO I NOAHUMAIOLLMIACA K Heby
LIBETOK NOTOCA, CUMBOMNU3MPYIOLLME UCXOZ U3 3eM-
HOro MMpa TENEeCHOCTU U NPOPbIB K GOXeCTBEHHOMY
MUPY JyXOBHOCTU, HEOXKUaHHbIM OOPa3OM KNpOABAT-
ca» B Gonee nosgHent akumm «okpoBy» 1 B cepum
pucyHkoB «[lpoekTbl. Kpbinbs, BpeMs, ceeT, HeboY,
3aMKHYBLUMMU «KPYr BPEMEHWY.

TeopyectBo ana TatbAHbl BagaHuHol nogobHo
CTPAHCTBUIO AyLUWy, CTPeMsALLenca K HeDy u ceerty,

— all these illusory traces of fleshliness following
the shapes of a perishable body, a reminder of its
former presence.

Artistic practices of today avoid seriousness
and having directly philosophic character, it is
ironic by nature. The fear of being over-profound
as a sign of archaic cultural discourse leads to
self-irony, a glamour game with eternal topics,
sarcasm and an effort to hide between the con-
text they have introduced. In this relation Tatyana
Badanina’s art is not relevant, that is, the means
of plastic implementation she uses is more than
modern, while the imagery of her objects and
artifacts is rather traditional; it does not break,
but instead holds together the cultural connec-
tions (should we use the accepted post-modernist
vocabulary, it finds itself in the space and time
cultural discourse). Her artistic priorities lie in the
area of the cultural dialogue, which allows balanc-
ing her own spiritual experience with the experi-
ence of the past times.

In her earlier abstract works all images and
subjects Tatyana Badanina finds important are
already present, as if in the melting pot of an
alchemist or in a clot of energy; those are the se-
mantics of the white («The White Garden, 1993),
inner tension of pictorial surface ready to burst
with a flow of light energy («Edeny series, 1990-
1994), the symbolic nature of structural geometry
expressed through the relation of its simplest
values («Architecturey, triptych, 193). Motifs and
plastic ideas existing here have freed themselves
from the power of pictorial surface, have gained
independence and were implemented in further
projects and spatial installations. The temple re-
sembling a flower in the «Protective Veil» series
of paintings (1993), where the temple reminds us
of an ancient ziggurat or of a lotus flower rising
up to the skies, both symbolizing the exodus from
the mundane world of fleshliness and a break-
through to the divine world of spirituality, unex-
pectedly reveals itself in a later «Protective Veil»
action and a series of drawings «Projects. Wings,
time, light, skies» that close the circle of time.

To Tatyana Badanina art is similar to the odys-
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cnoBHo 6abouka-lcuxen, nertdwlaa Ha OroHs, He
6osacb obxeybca. Hebo, BpeMa, cBeT — BOT rnas-
Hble TeMbl €€ >XMBOMUCHBIX U rpaduyecknx pabor,
KMHETUYeCKMX OOBLEKTOB M NPOCTPaHCTBEHHbIX
uHcTannauui. [lpoiicTBeHHas Npupoga YenoBeka,
€ro «MpUBA3aHHOCTb» K 3eMJe U YCTPEMNIEHHOCTb B
Hebo, NepexuBaHne «BYepay U NOCTOAHHAA MeyTa O
«3aBTPay MOPOXAAIOT MU3BEYHbIA KOHMDIMKT Mexay
peasibHOCTLIO M UNNIO3KEN, Beayllei K ocBoboxae-
HUIO OT ee MyT, MeXAY KPaTKOCTbIO XM3HM U BEHHOC-
TbtO HEOBITUA, MEXAY TAKECTLIO TeNa U CTpeMeHneM
rpeoposieTb ero okosbl. MeyTa nonera, BO3MOXHOCTb
CPaBHATLCA C aHrenamMu 1 3Be3gaMu, 3STUMU «MasbiMK
MUpaMUy», WM NPOCTO OTOPBaTbCA OT 3eMA, No-
A06HO nTuue, M3gaBHa Gbina npucylla «4enoBeky
vrpatoLeMy», BeAb HallM MeYTbl TaK €CTeCTBEHHbI
M OTKPbITbI B €TCTBE, HO C FOJaM/ OHW CTaHOBATCA
BCE MeHee MPOABMEHHbIMU, MOKA He UCT/IEIOT COBCEM.
He cnyyaitHo kpbinatbie o6bekTbl Ha odopTax TaTb-
AHbl BagaHnHoO Noao6HbI cneaaM, ocTaBIeHHbIM Ha
recke M rOTOBbIM UCYE3HYTb; MPU BCEM JTAKOHUYHOM
TEXHWULM3Me UX UCTIONTHEHWA OHU HE BOCMPUHMUMAIOTCA
NOPOXAEHMEM TEXHUYECKOWN MbIC/IM, 2 HaNOMUHAIOT
apxavyeckue crieipl Un JpeBHue NeKTorpaMMbl, eABa
Pas/iM4MMble CKBO3b MOKPOB BPEMEHU OKaMEHeNoCTH
— 3TW eAMHCTBEHHble CBUJETENbCTBA O BpeMeHax
nTepoAaKTunen.

3anoxeHHble B rpacnHecKoit Cepum nnacTuieckne
uaen — NaKOHWYHas NPOCTOTa reOMeTpUM ACHOM
¢opMbI, «NpO3paYHOCTbY MOBEPXHOCTU KPbINbeEB,
Kak 6bl BOOpaBLUMX B ceba HebO M oTpaxaroLmx
3eMJ0 U CTUXWUM KOCMOCA, UX KCKeneTbI», NogobHbIe
AMHO3aBpaM TEXHUYECKOro Nporpecca, 3TUM pyuHaM
HOBENMLUEN LUMBUAN3ALNKM, HANAYT NpOAOIKEHne
B CBETOKMHETUYECKMX OObeKTaX U MHCTaNNALMAX
nocnefytollero BpeMeHu, Npexae BCero B aKLuu
«TeHb nponeteBwei ntuubl» (1999) n npoekre
«Kpbinbay, nokasaHHoM B ranepee «CeM Bpyk» (
2003). Kak Bcerga cBeToBble U MPOCTPAHCTBEHHbIE
0OBbeKTbI XyAOXKHULbI B npoekTe «Kpbinbay Bbinon-
HEHbl YMCTO M NAKOHUYHO; OCTaBasACb B KOHTEKCTE
COBpEMEHHOro 4yBcTBa (pOPMbI, MaTepuana u npo-
CTPaHCTBA, OHU He YTPaTUAM FnybuHbl CcMbiCha, a
BbIABUNM €ro NMoA4epKHYTO CTporo u sicHo. Jlerkve
KOHCTPYKLIMM KpblbeB, MpeobpasusLLneE rasiepeiHoe

sey of a soul, longing for the skies and light, like
the butterfly of Psyche that flies into the flame
without being afraid of burning itself. The skies,
time and light are the major subjects of her paint-
ings and graphical works, kinetic objects and spa-
tial installations. Dual nature of man, his attach-
ment to the ground and eyes turned to the skies,
revisiting the experience of yesterday and persis-
tently dreaming of tomorrow, all this gives rise to
the eternal conflict of reality and illusion, where
illusion gives freedom from the limitations of real-
ity, between the brevity of human life and eternity
of non-existence, between the heavy weight of
the body and the desire to overcome its bond-
age. Dreaming of flying, a chance to become equal
to angels and stars, these small worlds, or just

lift off the ground like birds do have always been
proper to the playing mankind, since our dreams
are so natural and open in our childhood, but as
we grow, fewer dreams show, until they decay
completely. It is well reasoned that winged objects
in Tatyana Badanina etchings resemble traces left
on sand and about to disappear; while they have
been created with laconic technicism, they do not
produce an impression of being born from the
technical idea, but rather look like archaic traces
or ancient pictograms hardly visible under the
cover of time; like fossils, the only evidence of the
pterodactyl times.

Plastic ideas laid down as foundations of the
graphic series are the laconic simplicity of clear
geometry, transparency of the wings surface.
While wings seems to have absorbed the skies
and reflect the earth and elements of the cosmos;
their frameworks, the dinosaurs of the techno-
logical advance, the ruins of the latest civilization,
will be continued in light and kinetic objects and
installations of later times, particularly in the
«Shadow of the Bird Flying Past» (1999), and
«The Wings» (2003), displayed in the Sam Brook
gallery. As always, in the Wings, the artist creates
light and spatial objects in a clear and laconic man-
ner, remaining in the context of the modern sense
of shape, material and space, which retained the
deep meaning and revealed it in a clear and con-
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MPOCTPAHCTBO, OMpeJeNnB ero OCHOBHbIE CMbIC-
NOBble KHATAXEHUA» — BEPX-HU3, CBETIIOE-TEMHOE,
6enoe-4yepHoe — NPOYUTLIBANIUCL Kak YepHO-benas
rpacduKa, pUTMUYECKU BbIABNIEHHaA cBeTOM. Buaumas
MPOCTOTa KOHCTPYKLMM KPbITIbER C BKIIOYEHHBIMU B
UX MOBEPXHOCTb COMAPHbIMU 3HAaKaMM, MPOCTbIMU
reoMeTpuyecknuMn urypaMmm m CeTKom nepeceka-
IOLLMXCA NUHWIA MepenneToB, HaKOHeL, couveTaHue
MPO3payHOro NnacTMka U MeTasa NoayYepK1Banuch
TOYHO PacCHUTaHHBIM OCBELLEHUEM, KOHTPACTbl KO-
TOPOro NOpOXAafn HEOXKUAAHHbIA 3deKT nerkom
0603pUMOCTM HeBONBLLIOrO NPOCTPAHCTBA rasiepew,
€ro HarnoJIHEHHOCTM CBeTOM U Bo3ayxoM. [po-
CTPaHCTBEHHAA MHCTANALMA U rpacduyeckan cepus
«Kpbinatbix o6beKkTOBY 06NMagann CTpYKTYpHbIM U
CMbICNIOBbIM €AMHCTBOM, CO3/]aBas 0bOpas nosera Kak
nepeceyeHns rpaHuL, — OT 3eMn K Heby, OT TEMHOTO
k ceetnnoMy. O6bEeMHO-NPOCTPAHCTBEHHbIE OOBEKTI
¥ rpacuKa JOMONHANMCL BUAEOPOJIMKOM U3 UCTOPUM
aBMaLMK, ero Kaapbl ObInv COCTaBMIEHbI U3 APXMBHBIX
KMHOA,OKYMEHTOB, YTO BHOCWIIO CTPaHHBbIM ANCCOHAHC
B MOYTW CTEPUNIbBHOE MPOCTPAHCTBO MHCTASIALMMK.
NonbITkM B3n€TETh AaNNCh HENerko: NyTb K Heby npo-
neran 4yepes YenoBeyeckue ApaMbl U HenoBeYeckue
XKM3HW, NMOJIOXKEHHbIE Ha anTapb MeYThbl.

MpoekT B ranepee «CeM bpyk» noaTonkHyn K co-
3/JaHVIO LIENTOV CEPUM CBETOKUHETUYECKUX OOBEKTOB,
B KOTOPbIX B TOW WM MHOW CTENEHU Pa3BMBaJIUCh
3aJ10)KEeHHbIE B HEM UAEN: 3TO U AVHAMMYECKUIA OOb-
ekt «lMcuxen. Cesep-lOry» (2001), n «benbiit ceet»
(2002), u «leHepatop BpeMeHu» (2003), n «Cesep.
MyTewwectsune gywmy» (2004), n nHctannauma «Bsner-
Haa nonocay (2006), n ceetoBol 06bekT «Heboy
(2005), u, HakoHewl, «JlecTHMUAY, HanoMMHatoLLanA
3aM0KkeHHble ceeymn B [eHb Becex CeaATtbix nnm noca-
[O4HbIE OTHU Ha B3NIETHOM Monoce.

3HaKOBbIN KOHTEKCT CTaHOBUTCA Bce Gonee Bax-
HbIM [J1A Xy[OXXHULbI, Y HEE NOABNAETCA NOTPe6GHOCTL
PasbACHUTb CyTb BOJIHYIOLLMX ee UAeW, CKpenuTb
O6LLMM Y3/10M Lienb CMbIC/IOBbIX acCOLMaLWit: Tak
MOABNAIOTCA CEPUM B3aMMOCBA3aHHbIX paboT, npo-
CTPaHCTBEHHbIE UHCTANALMM JOMOSHAIOTCA TEKCTOM,
YepTeXKaMu, MOACHAIOLLIMMU CUMBOJIAMU, CZIOBaMU UITU
LMdppaMu, T.e. KTEKCTAMUY MHOW A3bIKOBOW NPUPOAbI.
Hanbonee nokazatesibHbl B 3TOM CMbIC/Ie CBETO-KU-

cise way. Light frames of wings have transformed
the exhibition space by defining its major semantic
strains: top and bottom, light and dark, white and
black were interpreted as black and white graph-
ics rhythmically developed by light. The obvious
simplicity of the wings framework with solar
signs, simple geometric shapes and a grid of inter-
lacing strings built into the surface along with the
combination of transparent plastic and metal was
emphasized by well-planned lighting, and contrasts
of light triggered unexpected effects with all the
small gallery space being easily seen and filled with
light and air. The «Winged Objectsy spatial instal-
lation and graphic series had a unified structure
and meaning, and interpreted flight as crossing the
borders, from the ground to the skies, from dark-
ness to light. A video on the history of aviation
complemented the three-dimensional objects and
graphics; the video was a compilation of docu-
ments from cinema archives, and that brought
some discordance into the nearly sterile installa-
tion space. Efforts to fly have not been easy; the
way to the skies went through personal dramas
and human lives sacrificed for the dream.

The project in the Sam Brook gallery urged
the artist on to create a whole series of light
and kinetic objects, which developed these ideas
in some or other way; this is a dynamic object
«Psyche. North and Southy (2001), and «The
White Lighty» (2002), and «The Time Generator»
(2003), and «The North. Odyssey of the Soul»
(2004) and «The Runway» (2006) installation, and
«The Skiesy (2005) light object, and, finally, «The
Stairwayy, which reminds us of lit candles on the
All Saints’ Day or of set-down lights on the run-
way.

The symbolic context becomes more and more
important for the artist, she gets interested in ex-
plaining the essential meaning of those ideas that
stir her, and fastening together the net of seman-
tic associations with a single knot. This is how she
creates a series of interrelated works, and spatial
installations are complemented with texts, draw-
ings, symbols, words and figures explaining them,
that is, with «textsy» of a different linguistic nature.
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HeTnyeckne obbekTbl «llcnxen. Ceeep—ItOry, «le-
Hepatop BpeMeHuy, «Heboy, «benbiit ceet™ n «bya-
Anickas mMeccay. [pakTnyeckn Bce OHM NpoABRAIOT
rpaHy OZHOM M TOWM XKe TEMbI, He CITy4alnHO XyZO0XHULIA
Kak-To Hanucana « A genato Heboy, 4To abcontoTHO
TOYHO OTpaxaeT CyTb ee TBopyecTBa. OHa BbICTpan-
BaeT cOBCTBEHHbIE MPOCTPAHCTBEHHbIE KOOPAWHATBI:
Mexxay CesepoM v KOroM nbtoTcs CBeTOBbIE MOTOKM,
kak B obbekTe «[lcuxes. Cesep—IlOr », craBlem
OTPaXKEHWEM MyHUTENIbHON HEBO3MOXHOCTU CTAHYTh
pasopBaHHble HUTK Xu3HWU. B «benom ceete» n «bya-
ANACKOW Meccey, a Takxke B «[eHepaTope BpeMeHW»
XyZAOXKHWL OBpaLLaeTcs K KOCMONOrMYECKUM UAEAM
APEBHOCTU, UCMOSb3YA 3HaKM, ONpeenstoLLye rpaHu-
Libl MUPOB U cep, 1 nzee BpeMEHN — Kak CBETOBOM,
NOABMXHOM MOTOKE, MepeTeKatoLLieM U3 NpOLLIOro
B OygyLee, u3 OyayLuero B HacTosLee. 34eck ONATb
BO3POXAAETCA CTOMb BaXKHaA ANA Hee uAes nonerta,
Be/lb BPEMA (KPbIIaTO», OHO JIETUT U MMEET ABa Kpbina
— 6enoe n YepHOE, OJHO YHOCUT B BEYHOCTb, [Jpyroe
B HebbiTne. [na peanuszaumm ceoux upen TatbaHa
baaaHuHa ncnonb3yet onpeaeneHHblit Habop nrobu-
MbIX MaTEpUasioB, Cpean KOTOPbIX MNacTuk, byMara,
Npo3payHas TKaHb, ONecTALMIA MeTann, nerkas Me-
TaJIINYECKan UK AepeBAHHAA KOHCTPYKLIMM, HaKOHeLl,
CBET BCErJa OCTalOTCA MPEANOHTUTENbHBIMU.
Ocoboe MecTo B TBOPYECKO SBOMIOLIMN XY[0XK-
HULBI 3aHMMAIOT ee paboTbl NOC/IEAHErO BPEMEHM.
OHM OTKpbIBAtOT HOBblE MEPCMEKTVBbLI U OJHOBpE-
MEHHO ABMAIOTCA 3MUIOTOM YXe NPONAEHHOro: oT
Kpbinbes K [MokpoBy — 4Yepes npeogoneHue BRacTu
BPEMEHN K obpeTeHuto cBobOAbl, pa3MblkatoLleit
3eMHble Mpeesnbl ¥ OTKPbIBAtOLLEN MyTb K CBETY U
Heby, kak xpamy gywm. Akuma «lMokposy B Cepa-
¢puMo-3HaMeHCKOM CKUTY U uHcTannAauma «benble
oAeXabl», NokasaHHas Tam xe B urone 2007, a 3a-
TeM B pacLUMpeHHOM BapuaHTe B ranepee «Materia
Prima» B Mockse ( B AsHBape 2008) cTanu eLue oaHoii
MOMbITKOW MaTepuanus3oBaTb, a BEpHee, cO3/aTb,
UCMONb3yA COBPEMEHHBIN XyAOXKECTBEHHbIN A3bIK 1
€ro TexHOJIOrU4ecKkMe BO3MOXHOCTU ( ABMKEHME,
OcCBellieHUe, BUAEO), 3HaK-0Opas MONMTBbI Kak aKT
TBOPYECKOTO MOCTMKEHUA MyOUHHOTO, CaKkpasibHO-
ro rno cBoel MpUpOAE, AyXOBHOMO OMbITa U Kak ero
aKTyanusauus, OCHOBaHHaA Ha LUTaTHOCTU 3pUMOro

The most illustrative examples are the light kinetic
objects «Psyche. North and Southy, «The Time
Generatory, «The Skies», «The White Light» and
«The Buddhist massy. Virtually all of them dem-
onstrate the elements of the same subject; and it
is no coincidence that the artist once wrote, «l
make the skies», which reflects the essence of her
art with absolute precision. She builds her own
spatial coordinates: light flows between the north
and the south, like in «Psyche. North-South»
object, which is a reflection of a excruciating
impossibility to tie the broken threads of life to-
gether again. In «The White Light» and «Buddhist
Mass», as well as in «The Time Generator» the
artist turns to ancient cosmological ideas by using
signs that defined the boundaries of worlds and
spheres, and to the idea of time as a moving flow
of light going from the past to the future, from
the future to the present. Again, the idea of flight,
which is so important to the artist, is revived
again in these works, because time is a winged
creature, it flies and has two wings, one white and
one black, one taking you to eternity, another one
to non-existence. To implement her ideas, Tatyana
Badanina uses a specific set of her favourite ma-
terials, among which she always prefers plastic,
paper, transparent fabric, glossy metal, light metal
or wooden structures, and finally light.

A special place in the creative development of
the artist is taken by her recent works. They of-
fer new perspectives and at the same time are an
epilogue for the things that have already passed;
from wings to the Protecting Veil, through over-
coming the power of time and gaining freedom
that breaks the earthly limits and opens the way
to light and the skies, the temple of the soul. Her
action «The Protective Veil» in Serafimo-Znamen-
sky skete and «The White Garmentsy installation
that was presented in the same place in June 2007
and later was expanded and exhibited in Materia
Prima gallery in Moscow (January 2008) were
another effort to materialize, that is, to create
the sign, the image of prayer as an act of artistic
comprehension of the deep sacred spiritual expe-
rience and emphasizing it by quoting an obvious
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MKOHHOro 0bpasa M Ha BHyTPEHHEM CMUPEHWUN AyLuK
nepes SIMLIOM UCMbITaHUA.

HeoxugaHHo coeMHeHHble — MOHALLIECKUIA CKUT
M COBPEMEHHOEe MCKYCCTBO — HalLIM BO3MOXXHOCTb
B3aMMHOro Auanora 6narogaps akTy TBOPYeCKOro
npeobpaxxeHus, KOrJa PeIMrMo3HOCTb He ecTb JaHb
HOBOPYCCKOI MOJe, a UCKPEHHAA U TPeneTHaA Bepa.
Penurvna kak «Tepanua gywim» u ee BpaveBaTenb
PeAKo Korja CTaHOBUTCA peasnibHbIM OMbITOM COBpe-
MeHHOro uckyccTea. Mbl He MMeeM B BUAY UCKYCCTBO
cyry60 LiepKOBHOE, Y KOTOPOro cBow creLpmdpuyeckune
3aJa4M U CBOW A3bIK. TaK Xe, Kak Mbl HE CK/TOHHbI
obcyaaTb MCKYCCTBO abCONMIOTHO BHELIEPKOBHOE,
aTencTn4ecKoe no ceoeli NpMpoAe, KOTopoe OTBEp-
raeT LiepKOBHbI OMbIT Kak OrpaHnyeHune ceoboabl 1
obpallaeTca K pefirnm Kak kK o6bekTy KOHLenTyasb-
HOro McCeoBaHuA.

[Monckn BO3MOXHOrO AnManora COBpPeMeHHOro
MCKYCCTBa C CaKpasibHbIM OMbITOM MPOLUMOrO LN
B Pa3NN4HbIX HanpaeneHusax — no Myt obHosne-
HUA A3bIKA PESIMIMO3HOrO MCKyccTBa ( [OCTaTOYHO
BcrioMHuTb M. Bpy6ens, k. Manuy v C. Oanwn)
M OCBOEHUA AyXOBHOrO OfbiTa Yepes obpalljeHne K
dunocodumn aseH Bynamsma, A3bIYECKUM pUTYyanaMm
W KynbTaM, Yepe3 MHTepecC K LaMaHU3My U MHOroMy
ApyroMy. B kaKAOM KOHKpPEeTHOM ciiyyae 3To Obin
CO3HaTeNbHbIN BbIGOP XyAOXHUKA, OTKIIMKAIOLLMIACA
WIIM Ha COCTOAHME ero AyLuu, UK Ha MOAHbIE UHTEN-
neKTyasibHble yBNeYeHus.

PenurnosHasa cocrasnatowjan mckyccrea TaTbsHbl
bapanuHolt 6onee YeM opraHnyHa 4N Hee Kak Yeno-
BeKa rny6oko sepytoLero. CUMNTOMaTU4HO ApYroe,
OHa He BCTyMaeT B crieflbl Yy>KUX HOT, a UJEeT CBOUM
MyTeM, MyTeM YyBCTBEHHOMO COMPUKOCHOBEHWA K Bepe
KaK K TAMHCTBY, JOCTYMHOMY NOHUMaHMIO NOCBALLEH-
HbiX. AkumA «lTokpoBy», Ha MepBbIi B3rNAL, O4YeHb
MPOCTa, Kak 1 BCe, YTO AenaeT XyAOoXHu1LA, HO Mpu
3TOM MHOrO3Ha4uTeNbHa M cumeonuyHa. Ha ¢pone
6enoii LLlepKOBHOM apXUTEKTYPbl MOHACTbIPA KPaCHbIM
BCMNONIOXOM B3BUBaeTcA Kk Heby ayra MNokpoea, Hano-
MWHaA aHaNorn4Hble 06pasbl Ha JPeBHEPYCCKUX MKO-
Hax. KpacHbIi1 LenK ¢ efjpa 3aMETHbIMU BKparIeHNAMM
ManeHbKUX KPECTUKOB OCeHsAeT 3eMnto, Nnpeobpaxe-
HWe yHblIoM ObbIAEHHOCTU Hallel MOBCEAHEBHOW
XM3HW JapyeT CTPaHHOE YyBCTBO COMPUYACTHOCTU K

iconic image and by the soul’s internal humble-
ness in front of ordeals with the help of modern
artistic language and its technological possibilities
(movement, light, video)

By unexpectedly linking the monastic skete
and contemporary art she allows them to find
a chance for a dialogue thanks to their creative
transformation, when religiousness is not trig-
gered by the new Russian fashion, but by a sincere
tremulous faith. Religion is referred to as the
therapy for the soul, and its doctor rarely be-
comes a real experience of contemporary art. We
do not mean purely church art, because its has its
specific tasks and its own language. On the other
hand we are not inclined to discuss mundane art
atheistic by nature that denies the experience of
the church as a limitation of freedom and treats
religion as an object for a conceptual study.

The search for a dialogue of contemporary
art with the sacral experience of the past was
performed in various directions, following the
renewal of the language of religious art (think
Mikhail Vrubel, Giacomo Manzu, Salvador Dali)
and adopting the spiritual experience by turning
to zen philosophy, pagan rituals and cults, through
the interest to shamanism and many other things.
In each specific case it was a conscious choice of
the artist, that was in tune with the state of his
mind or with intellectual trends in fashion.

The religious element in Tatyana Badanina’s art
is more than organic to her as a deeply religious
person. It is even more characteristic of her that
she does not follow the steps of other people, but
walks her own way, the way of aesthetical contact
with faith as a sacrament that is intelligible to the
initiated. «The Protecting Veil» seems to be very
simple at the first sight, just like everything the
artist does, but at the same time meaningful and
symbolic. Against the white buildings of the mon-
astery a red blaze of the Veil rises up to the skies,
resembling the analogous images in the Old Rus-
sian icons. Red silk with barely noticeable inclu-
sions of small crosses casts a shadow to the earth;
the transformation of the cheerless prose of our
daily life gives a strange feeling of being connected
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«APYroMy», K BeHHOMyY MpUCYTCTBUIO BOXXeCTBEHHOI
6naropatun.

Ewe 6onee HeobbI4YHbIM, MO KpaitHei Mepe AnA
npasocnaeva ( 34ecb Hemb3f He OTAaTh JOJKHOE
cMenocTu HactosaTenbHULbI CepadrMo-3HaMeHCKoro
CKUTa, MOHaxXMHW VIHHOKEHTUM), BbIMMAAUT WMHCTa-
nauma «benble ogexAab» B HUXHe YacTn XpaMa, C
ero HeboMbLWMMU OKHaMK, eZipa MPOMyCKaloLLMMU
CBeT, HaCTEHHbIMM MKOHAaMW WU B3JparvBaroLimM
MepuaHueM ceeyveil. ATMocdepa LIepKOBHOTO MH-
Tepbepa HarMOMWHAET [PeBHUE KPUMThI, B KOTOPbIX
O6bIYHO pa3MeLlannCh PeIMKBUM U MOLLM XPUCTU-
aHCKMX CBATbIX. XpaMOBOe MPOCTpPaHCTBO U cnabo
OCBellleHHble oAeXAbl B3aUMHO AOMOJNHAIOT Apyr
Apyra, HaroMuHasa o no4uTaemoi penukenn — Puse
Boromatepu — cBATO XpaHMMOM criesie ee 3eMHOrO
npucyTcTeuA. B npocteiilumnx cnnystax BbINONHEHHbIX
13 ByMaru pus, HaNnoOMMHalOLWMX APEBHUE XUTOHBI,
BbIpe3aHHble U3 eMHOrO KyCKa MaTepum, €CTb HTO-TO
apxan4eckoe, BOCxogsllee K MUCTOKaM XPUCTUAHCKOM
Bepbl. VcxoAHON TOYKOM npoekTa cTana pusa U3
6enoit 6yMaru py4Hoit BbIpabOTKM — aneMeHTapHas B
CBOMX OYepTaHUAX, OHa CO3/aeT OLLyLLieHNe NOAJINH-
HocT 6naroaapa TeppakoTOBbIM NMOMOCaM U MoACY,
LLUEPOXOBATON MOBEPXHOCTUN KaXKyLLENCsA UCTNEBLLEN
6yMaru. HepoBHbIi cBeT NPOHU3bLIBAET MOYTH JINLLIEH-
HYIO TeNEeCHOCTU MPO3payHyto NNOTk OAeX[ C efBa
Pa3fM4UMbIMU BKParnieHMAMM HeXXHO-ronyboro, Tep-
PaKOTOBOrO U KpacHOro LIBETOB, 6rieiHbIMM 3HaKaMm
6yMa>KHOro TUCHEHWA, MaNIleHEKUMU KPbIbILLKaMU, HTO
CO3/3eT CTPaHHOE OLLyLLIEHWNE KMHOrO» NPUCYTCTBUA,
C/TOBHO aHrenbl U CBATble AeBbl 3abbinn 34eck cBOU
pU3bl, NpeXAe YeM NOKUHYIN 3eMHble NpeAenbl.

[NepeHeceHHble B npocTpaHcTBO ranepeu, «benble
opexabl» TaTbAHbl bagaHuHOM He yTpaTunu ceoeit
caKpasibHOM cylHocTn, 6onee Toro, JOMNONHEHHbIE
cepueit kKonnaxen «Xop yTPEHHUX 3BE3A» U ap-
XWUTEKTYPHbIMA YepTeXaMu yTonnyeckoro xpama (
cepua pucyHkos «[lpoektbl. Kpbinbs, BpeMs, cBeT,
Heboy), oceHeHHoro Kak [MokpoBoM ayroi pagyru,
OHU npeobpasnnn coBpeMeHHOEe NPOCTPAHCTBO,
noaunHve ero ceoeii aype. CosfjaeTca BrnevatneHue,
YTO XYAOXHWLQA BO3BPALLAETCA K UCXOAHOMN TOuKe
— MNOBTOpsA, BepHee, CYMMUpPYA, BECb CBOW MpoOW-
ZeHHbI NyTb B HACIOEHUM NNACTUHECKMX MOTUBOB U

to the «othery, eternal presence of divine grace.

Another work that looked even more ex-
traordinary - at least for the orthodoxy (and
one should do justice to Mother Superior of the
Serafimo-Znamensky skete nun Innokentiya) — is
«The White Garmentsy installation in the lower
part of the temple with its small windows that
barely lets light through, icons on the walls and
trembling flicker of candles. The atmosphere of
the church interior reminds you of ancient crypts
that usually kept relics of Christian saints. The
templar space and dimly lit garments complement
each other, reminding us of the worshiped relic
— the Veil of Our Lady, a trace of her presence
on the earth sacredly kept. There is something
archaic, going back to the beginning of the Chris-
tian faith in the basic silhouettes of the vestments
cut from paper and reminding of ancient chitons
made from a single piece of cloth. A vestment
of hand-made white paper with a very basic sil-
houette has served as the starting point for the
project; it creates a feeling of genuineness thanks
to terra-cotta stripes and the belt and the rough
surface of seemingly decaying paper. Uneven light
sifts through the transparent flesh of garments de-
void of corporality, with subtle inclusions of pastel
blue, terra-cotta and red colours, pale embossed
signs, small wings, and this creates an illusion of
some other presence, as if angels and saint virgins
have left their vestments here before they left the
earth.

White garments of Tatyana Badanina, being
placed within the gallery space, have retained
their sacral essence; moreover, having been
complemented with a series of collage «A Choir
of Morning Stars» and architectural drawings of
a utopian temple (a series of drawings «Projects.
Wings, Time, Light, Skies») with a rainbow spread
over it like the Protecting Veil, have transformed
contemporary space and made it conform to
their aura. We get an impression that the artist
comes back to where she started, by retracing,
or rather summing up, all her way in the layers of
plastic patterns and mixed images and subjects of
her earlier works, from paintings to light kinetic
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CMeLLeHnn obpas3oB 1 TeM CBOMX paHHUX paboT, Hauwn-
Has C )KMBOMMUCU U 3aKaH4MBasA CBETO-KUHETUHECKNMU
o6bektamMu. Cepus Konnaxkelt «Xop YTPEeHHMX 3Be34»
MOCTPOEHa Ha COOTHOLLIEHNW 3HAKOB-CUMMBOJIOB KOC-
MUYeCKOro ABxeHA «Hebec», MPO3paqHbIX U IErKMX
CXEM U TOHKUX MPOPUCOBOK, HAMOMUHAIOLLIMX TO NN
MAaHbl apXeONOrMYECKMX 30H, TO /TN apXUTEKTYPHble
yepTexu, n bonee NNOTHOWM MacChbl TOrO, YTO JOMKHO
ObITb KHU3OMY» — BOAOW, 3e€MJEi, NNABUMBHBIM KOT-
nom »xwu3Hu. [lBeHaauate pucyHkoB, 06beanHEHHbIX
o61mM HasBaHueM «lpoekTbl. Kpbinbs, Bpems, cBerT,
Heboy, Bobpanu B cebs u Kak Bbl KyNNOTHUAMY BECb
NPONAEHHBIA MyTb XYAOXHULbI, CTaB €rO 3MUJIOroM
¥ NPOMOroM Yero-To ApYyroro, 4To TONbKO MPOACHS-
eTcA Kak BO3MOXHOE NMpopacTaHne HOBbIMU TeMaMu
¥ HoBbIMM ob6pazamMu. O4eBUAHO OAHO, XyAOXKHULA
BO3BpaLLaeTCA K PYKOTBOPHOCTM M NNacTU4ecKon
BbIPa3nTENbHOCTU MaTepuana, K NNOCKOCTU NncTa
ByMaru, K TeMaM paHHel >KUBOMWUCH, MOHATLIM U KMpO-
YUTaHHbIMY» ceivac MHa4ve, Gnarodapa *XM3HEHHOM
MyzapocTu u onbiTy. CoeiMHeHe, BepHee, HacnoeHne
obpazos xpama-llokpoea, paayru, KpbinbeB U LIBETOB
SpAeMa NpUBHOCUT B MPOYTEHME TeMbl KOHLLENTYa b~
HbI KOHTEKCT, NoJpa3yMeBas CO3By4Me CMbIC/IOB, UX
pV30oMaTUHecKyto npupoay.

objects. The series of «Choir of Morning Stars»
collages is based on the relation of symbolic signs
of cosmic movement of the skies, of transparent
lightweight schemes and subtle drawings remind
of archaeological zones layouts or architectural
drawings, with the denser substance of what has
to be «the bottomy, water, earth, the melting pot
of life. Twelve drawings presented under the sin-
gle title «Projects. Wings, Time, Light, Skies» have
absorbed and in a way condensed the whole way
of the artist’s development, they have become

its epilogue and a prologue for some other thing,
something that is just coming out as a possibility
for new subjects and new images. One thing is
obvious, the artist is returning to hand-made and
plastic expression of the material, to the flat sur-
face of paper, to the subjects of earlier paintings
that now have been understood and interpreted

differently because of the wisdom and experience.

Associating, or rather layering the images of the
temple, the veil, rainbow, wings and Eden flowers
introduces a conceptual context into the inter-
pretation of this subject, implying the harmony of
meaning and their risomatic nature.
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KPbIJ1bA

Mropb Tepexos

CyuecTtByeT 0cobblii pasaen TBOpYecTBa TaTbAHbI
bagaHuHoi. OHa paspabatbisaer ero ¢ 1997 roga
M MnpoBena C [EeCATOK BbICTAaBOK W aKUW MO 3TOM
TeMe. [MocBALLEH OH MHCTPYMEHTapuUIO XyAOXHMKa
— KpbuibAM. [locTosHMe NTUL, U aHrenoe peako
CNyXuT ntoaaM. TeMa, O4eBUAHO MpefHazHa4eHHas
ANA UCKyccTBa U GrnarogatHas. YAMBUTENBHO, YTO
Masno KTo el Bocrnonb3osanca. Moxet 6bITb, NpocTo
UCKMIOHYMUIN 32 HEHaZoBHOCTBIO, @ MOXeT BbITh, 3TO
CBOWCTBO 3Ha4uTENbHOrO — ObITb Ha BUAY M ObITb
He3aMeYeHHbIM.

Tema ponyckaet pasHoobpasHble CMbIC/IOBbIE ABU-
XKeHMA: OHa cnocobHa noAsurHy b 6ornee nagpocHoro
XYAOXKHUKA Ha AEMOHMYECKyto TPaKTOBKY; 6onee
PaLMOHANINCTUYHOrO, aKTyaslbHOro — Ha AM3aitH.
TatbAHa cyacTiMBo m3beraeT NPAMONMHENHOCTU U
PaLMOHANBLHOCTU, XOTA COCTABNAIOLIME SFIEMEHTBI
KOMMO3WLMKU NPOCTbI, KOHCTPYKTMBHBI U OrpaHu4e-
Hbl KOnn4ecTBeHHo. [punoMuHaHne nonerta y Hee
CBA3aHO CO CBETOM, TULLMHOW, a He C pacce4eHueM
npoctpaHcTsa. [luHaMuka oTcyTCTBYET, U IEMOHCTpa-
TUBEH pa3pbIB C PUTMUKOWM COBPEMEHHOW XKU3HU; HET
M OYEBUAHbLIX CCbIFIOK Ha MUONOTUYECKNE CXEMb.
DT1 npocTogyLMe 1 CTPOroCTb OTMPABIIAIOT 3pUTENA
B Mup [duonuncua Apeonaruta v Ipuropus Manamsi.

TaHA nocnepoeatenbHO usberaeT NpUCYTCTBUA
XMBOMUCK B UHCTANALMAX, OTHOCALLMXCA K 3TOMY
Kpyry npobneM. Mbl HabniogaeM BO3HMKHOBEHME
n3obpaxeHua B CTaAWKU CO3JaHUA MHCTPYMEHTapuA
U cpefpl, TOro, YTO Ha3blBAaeTCA BbICOKMM MCKYCCT-
BOM. TEPMUH «BbICOKOE WCKYCCTBO» HeromnynsapeH
cerogHsa, TPaANLIMOHANN3M He MPUBETCTBYeTCA; Mpu
TaKOM MOJIOXKEHUM Bellell ABUXKEHUE B AaHHOM
HanpaBIeHM — CMeNbIi LWar. DKCNo3uLmn He 3o6-
pa)katoT, a YTBEPXXJAlOT NPUCYTCTBME CBeTa U Heba
KaK ecTecTBEHHOW Cpefpl A/ TBOPYECTBA, MpUYeM
CgeT 1 Hebo o4eHb y3HaBaeMble, OYeHb pycCKue,
TpagMUMoHanmcTckue. XyA0oXHMKM BNOSTHe npeycne-
NW B aAanTaLmMK K BOCMIPUATUIO 3pUTENeM TOMN YyaHOIA
KapTWHbI, KOTOPYIO HaM M TaK JaHO BUAETb Kaxzbli
AeHb. Ho kak oHa Bo3HMKaeT?! AHrenbl — BOT nocpea-
HUKKM, NepeHoCALLMe CBET, npeppallatolime Hebo B
ocobyto cpegy. Kpbuiba TatbAHbl BaganuHol — ato
KpbnbA aHrenoB. [NaBHbIM NepCoHaXeM UHCTaNNALMIA
CTaHOBATCA He ObBbeKT — M3obparkeHne, a UMEHHO

WINGS

Igor Terekhov

There is a special section of Tatyana Badanina’s
art. She has been developing it since 1997 and has
held about a dozen of exhibitions and actions on
this subject. This section is devoted to tools of
the artist, that is, wings. Being property of birds
and angels wings rarely serve people. This sub-
ject was meant for art and is a beneficial one. It
is surprising that only a few people have used it.
Perhaps it was discarded as superfluous, or per-
haps this is a trait of meaningful things, to be in
the public view and remain unnoticed.

This subject provides for various semantic
developments; it could encourage a more preten-
tious artist to give a demonic interpretation, and
push a more rationalistic artist to design. Tatyana
wisely avoids straightforwardness and rational-
ity, though the elements of the composition are
simple, constructive and limited in number. Her
remembrances of flight are linked to light and
silence, rather than to dissecting the space. There
is no dynamics, and the rupture of the rhythm of
modern life is defiant, and there are no particular
illusions to mythological patterns. This naivety
and rigour take the viewer to the worlds of Di-
onysius Areopagita and Grigorie Palama.

Tanya consistently avoids paintings in her in-
stallations that have to do with this set of prob-
lems. We see the emerging image at the stage
of creating tools and environment, those things
that are referred to as High art. High art is an
unpopular term these days, traditionalism is not
encouraged; and in such circumstances develop-
ing in this direction is a brave thing to do. Shows
do not exhibit, but claim the presence of light
and the skies as a natural environment for crea-
tive work, while Light and the Skies are easy to
recognize, they are very Russian, very traditional.
The artists have been quite successful in adapting
to the perception of the viewer that miraculous
picture that we happen to see every day in any
case. But how does it emerge?! Angels are the
intermediaries that bring light and transform the
skies into a special kind of environment. Tatyana
Badanina’s wings are wings of angels. Instead of
an image, the circumstances of an artistic project
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YCIOBMA CyLLECTBOBAHWA XyOXKEeCTBEHHOrO npoLjecca
— NpUCYTCTBKE aHresnoB. XyA0XKHWK NPUCTYLLMBAETCA
K 3(PMPHOMY, Ny4e3apHOMY LLYMY KpblibeB, U cobc-
TBEHHO []OKa3aTesIbCTBO PeasibHOCTU MOJOGHbIX
CylyHocTeln — Lenb nckycctsa. KoHCTpyKTUBHbIE No-
MbITKU B 5TOM HarpaB/ieH!N, KOHEYHO, CyLLIECTBOBAIN:
caMas cepbesHas npeanpuHaTa B 1987 rogy Bumom
Benaepcom B dpunbMe «Hebo Hag Bepnmnomy. M-
TEpPECHO, HACKOJIbKO MOAXOA eBporneiLia OTIMYaeTCsA
OT pYCCKOW BEpCUM.

Hanbonee nonHo TatbAHa npefcTaBuna Temy
«Kpbuiba» Ha BbictaBke 2003 roga B ranepee «Cam
Bpyk». OTtgenbHble rpaduyeckme NMCTbl U caMo-
[OCTaTOYHble OOBEKTbI Ha 3TOT pa3 3anofHUIN U
MOJIHOCTBIO TPaHC(HOPMMPOBANIN BHYTPEHHEE, W30~
nupoeaHHoe npocTpaHcTBo. Komnosuuus, oxea-
ThIBalOLLaA BECb BbICTABOYHBINA 3aN — TPEX4acTHa,
TPeXbAPYCHa, U FTEOMETPUA 3as1a MO3BOJIAET Pa3BMBaTh
ee BepTUKabHO. HWXHWI Apyc mpakTuyeckn myct
— B LIEHTPE CTOUT KMHOMPOEKTOP, ALt n3obpa-
XeHue Ha Bnunxaiiuein oT BXOoAa CTeHe — XPOHMKa
HEKMX BMOJIHE UCTOPUYECKUX MOMBITOK MCMOJb30-
BaHUA KpbUbEB /1A noneta B Bo3gyxe. B ganbHem
yrny odopTbl — YepTexu (YNOpHbIe MOMbITKN HalTH
YZOA4HYtO KOHCTPYKLIMIO, UCCNeJOBaHNE PUTMUHECKMX
CTpPYKTYPp). Bblllie, Ha ypoBHe aHTpeconu nogseLlleHb!
TpexMepHble 06beKTbl — KpblibA. VIMEHHO OHK, a He
odopTbl notpebosanu noacseTkn UsHyTpu. OHM
HECYT BOCMOMWHaHUA O MPUATHbIX Bellax: JeTcKas
BO3HA C 3aMyCKaHMeM BO3AyLUHbIX 3MeeB, 3anax
knes, paHepHoW ApaHKW. TpeTuit Apyc — rae-To nog
Kpbllel ranepeu, ceobofeH OT Xy[oXeCTBEHHbIX
0bbeKkToB M npefcTaenaeT obnacTb, 3anofHAEMYyro
co3HaHveM caMoro 3putena. bonee Toro, otciopa
npoucxofslliee B rajiepee 3puUTesib paccMaTpuBaeT
C CaMOW BEpXHeN TOYKKU, HeOCTYNHON HUKOMY ApY-
roMy. OTKpbITbIX MPMEMOB CO3/JaHNA BEPTUKASIN HET,
a BMOJIHE OMpejerNieHHOe [BWKEHUE BBEPX, K HeOy
MpUCyTCTBYET.

Hukakoi 4yBCTBEHHOCTU U WHXEHepUn. SToMy
CnocobCTBYET M OTKa3 OT NMPEAOCTaBIIEHNA KMBbIXY
XMBOMMUCHBIX M rpacmyeckmx pabor, 3amMeLLieHne nx
HEKMM «pernopTaxem», oT4yeToM. XXuonucHocTb
5KCMO3MLMM 3TUM TONbKO YCUNIMBAETCA; NMPUCYTCTBUE
MATKOrO CBETa CO3[AETCA HEe CTOJIbKO MOACBETKONA,

— the presence of angels — play the role of the
main character of installations. The artist listens
to the ethereal radiant sound of flapping wings,
and to prove the existence of such beings is the
goal of art. Some constructive efforts in this di-
rection have been made; the most serious one
was made by Wim Wenders in 1987 in his film
«The Sky Above Berliny. It would be interesting
to find out, how the European approach differs
from the Russian version.

Tatyana presents the subject of the Wings in
the most complete manner at her exhibition in
the Sam Brook gallery in 2003. The inner isolated
space has been filled and completely transformed
by individual sheets with graphics and self-suffi-
cient objects. The composition taking the whole
exhibition space consists of three parts and three
layers; the geometry of the exhibition hall allows
developing the composition vertically. The lower
layer is almost empty; a projector is placed in the
middle; it projects images to the wall near the
entrance — a chronicle of some quite historical
efforts to use wings to fly. Etchings with draft
designs (persistent efforts to find a proper con-
struction and studies of rhythmical structures)
are placed in the distant corner. Above at the en-
tresol level three-dimensional objects — the wings
— hover. It was the wings, and not the etchings,
that required light from within. They carry our
memories of pleasant moments; childish fuss
about flying a kite, the smell of glue and plywood
lath. The third layer is located somewhere under
the gallery roof; it is free from artistic objects
and represents the area that the viewer’s con-
science has to fill. Moreover, the viewer looks at
everything that is going on in the gallery from the
very top unavailable to everyone else. No direct
means to create a vertical line are used, instead,
there is an obvious development upwards, to the
skies.

No sensuality or engineering. The refusal to
provide «live» painted and graphical works con-
tributes to that, these works are replaced with
a kind of a report. This only makes the display
more lively and picturesque; it is not the back
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CKOMNbKO TpajalMAMKU PasfiU4HbIX TOHOB CEpOro.
MMoHATHO: cMcTeMaTUYeCKM 3TOT MPUEM UCMOSb3O-
BaTb Hesb3f, HO B AaHHOM MecTe, B JaHHOEe BpeMs
ObINO AOCTUrHYTO NONHO3BY4YMe — paboTano Bce
MPOCTPaHCTBO ranepeu.

Bce o6bekTbl ycTpOeHbl CUMMETPUYHO U KOMMO-
3ULIMOHHO BMM3KMN M30OPKEHNIO CKOpEee NpaBOC/aB-
HbIX XEPYBUMOB, YEM MEXaHUYECKMUX KOHCTPYKLMiA. B
Xy[IOXEeCTBEHHO-TEXHUYECKOM acrekTe obpallaeT Ha
ce6a BHMMaHWe npobrnemMa cMMMETPUYHOW KOMMO3W-
LIMK: C OAHOW CTOPOHbI, CUMMETPUA BCErAa NpuUaaeT
YPaBHOBELLEHHOCTb U ACHOCTb, C PYrol — OYeHb
CNOXHO cAenaTtb ee HeCKy4YHOW, uzbexatb MOHO-
TOHHOCTW. TaHA ycnelwHo pa3pabartbisaeT npobnemy
U3yH4eHWU PUTMUYECKMX U300pasUTEeNbHbIX CTPYKTYP.
B »u1BOMMCK B OTNIMYME OT My3bIKM CUCTEMHO STUM
Masio KTO 3aHMMaeTcA.

OueBnaHa BecbMa NpUATHaA U CyllecTBeHHas
ocobeHHocTb TBOpYecTBa TaHu bagaHuHol — oHo
OYVLLEHO OT YyBCTBEHHOTO 3NIeMeHTa, MeTadusny-
HOCTb €ro MHOrO CBOWCTBA, HEXeNu y ee Kosner
— ocBObOX/eHHaA OT 3eMHOro, TeMHoro. YcTpem-
NEHVA XyJOoXHUKa — HebGecHoe, CBEpXYYBCTBEHHOE.
O6HagexmBaer, 4To ecTb NN, NOAHVMAIOLLMECH B
5TOM HarpaBJIEHUN.

lights, but the various shades of grey that create
this soft lighting. It is clear that this trick can-
not be used permanently, but in this place and at
the given time a balance has been achieved — the
whole gallery space is engaged.

All objects have been created symmetrical
and by their composition they are most like im-
ages of orthodox cherubs rather than mechanic
constructions. In the artistic and technical aspect
attention is drawn to the problem of symmetric
composition. On the one hand symmetry always
adds balance and clarity, on the other hand, it is
quite difficult to stop it from being boring and
avoid sameness. Tanya has been successful in
studying the rhythmical pictorial structures. In
comparison to music, there are just a few people
in art who systematically approach this issue.

Quite a pleasant and essential trait of Tanya
Badanina’s art is obvious. Her art is free from
the sensual element; its metaphysics is of another
quality than that of her colleagues. It is free from
the mundane, from the dark. Her aspirations are
heavenly and pretersensual. The fact that there
are people like her who develop this area gives us
hope.
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«TeHb NponetesLuei
nTuub». Akuma. 1999.
MexayHapoaHbiit
CUMMO3UyM

«XKueas popmay,

ceno Yycosoe, Ypan.
CosmMectHoO ¢ KaponuH
lepeke n Onerom
JbicyoBbIM.

Kpbinatbiit yenosek
NPOXOAUT Haj, PeKOid,
CrycKaeTca BHU3 K
otMenu. Jloxwutea Ha
MecoK NIMLIOM Ha BOCTOK.
[pyroit 4yenosek
BTbIKaeT BOKpYr ero Tena
KOJBILLKM, HalJeHHble
34ech xe. Kpbinatbiit
YenoBeK yXoAuT BBEpX
no peke. Mo koHTypy
KONbILLIEK BbIHMMaeTCA
necok. YrnybneHve-
TeHb 3aMosHAeT peyHas
Boga. Oukcupyetca
OTneyYaToK «He Tenay.
3a ABe Heaenu Kpas
MeZJIeHHO ocbinatoTcs,
U yrnybneHue-TeHb
obpatHo 3anonHaeTca
neckoM.

Shadow of

the bird flying past.
Action. 1999.

Live Form International
Symposium,

the settlement of
Tchusovoye, the Urals.
In cooperation with
Karolin Gedeke

and Oleg Lystsov.

A winged person walks
over the river. He goes
down to the sandbank,
lies down in the sand
facing east. Another
person sticks pegs that
he found right here
around himself around
the winged person’s
body. The winged man
goes up the river. Sand
is excavated from the
middle laid out by pegs.
The pit - the shadow
- fills up with water from
the river. An imprint
of the «non-body» is
recorded. During the
next two weeks the
edges of the pit slowly
crumble, and the pit fills
with sand again.
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«B3netHas nonoca».
WHcrannayus.
2005-2006.
locypapcTBeHHas
TpeTbsAKOBCKas ranepes,
Mockea.

Tpu KpblnaTbix obbekTa
1 LIEHTp ynpasnieHus
nonetamu, Ha MOHWUTOpe
KOTOporo Buzeo
nepBbIX NONETOB
KpbIaTbIX MaLUMH 1
XY[OKECTBEHHbIX aKLui
C UCnonb3oBaHMeM
KpblnaTbIXx O6BLEKTOB.
KHonku ynpaeneHus:

I. Kyaa bl netum?

2. Hag 4em noeucnun?

3. Y70 c Hamu Bypet?

4. HyxHo rotoButbca

K HeXAaHHOMy.

The Runway
Installation.
2005-2006. The State
Tretyakov Gallery,
Moscow.

Three winged objects
and the mission control
centre, and a video of
first flights of winged
machines and artistic
actions using winged
objects is on its display.
Switches:

I. Where are we

flying to?

2. What are we hovering
over?

3. What will happen

to us?

4. We need to get ready
for the unexpected.
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Kpbinatbiit o6bekKT. A winged object.
2000. Asuna-woy, bepnun.  2000. Airshow, Berlin.
PucyHok Ha cTeHe. Drawing at the wall.
LigeTHble Mapkepbl. Coloured highlighters.
300x900 cm 300x900 cm
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«Kpbiba». Wings. «Kpbinba». Wings.
1998. Odopr, cyxasa urna.  1998. Etching, dry needle. 1998. Odopr, cyxas urna. 1998. Etching, dry
I5x105 cm 15x105 cm 35x105 cm needle. 35x105 cm
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«Kpbinba».

1998. Odopr, cyxas urna.

20x105 cm

«Kpbinba».

1998. Odopr, cyxas urna.

45x105 cm

Wings.
1998. Etching, dry needle.
20x105 cm

Wings.
1998. Etching, dry
needle. 45x105 cm
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«Kpbinba».
1998. Odopr, cyxas urna.
45x105 cm

Wings.
1998. Etching, dry needle.
45x105 cm
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WINGS

1998. Odopr, cyxas urna.
50x105 cM
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«Kpbinba». Wings.

1998. Etching, dry needle.
50x105 cm
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«Kpbiba».
WHucrannaums. 2003.
lanepes «Cam bpyky,
Mocksa. Mnactuk,
ZAepeBo, MeTasn.

Boo6paxeHue yeno-
BeKa npeoponesaer
OrpaHUYeHUs BPEMEHU U
npoctpaHcTea. Kpbinatbie
O6bEKTbI CUMBOSIU3UPYIOT
yCTpeMneHus Nitoaen K
MeuTe, NPeoAONeHNIO
BPEMEHU U MPOCTPaHCTBA
1 NoAbeMa Haj, peasnb-
HocTbto. CerofHs Yeno-
BEKY AaHbl [Ba Kpbina
BpEMeHU — MnpoLunoe

n bypyliee. OTn aga
Kpblia MOMOratoT npe-
OAOneTb CONpPOTUBNEHUE
BpeMeHu. [pyrue gsa
Kpblia — OMbIT U MeyTa

— MOAHWMAIOT YenoBeka
Hap BpeMeHeM. Kpbinbs B
paboTax NOHUMatOTCA Kak
ONIMLIETBOPEHUE YCUNWIA,
HanpaeneHHbIX Ha To,
4YTOGbI MPEBO3MOYb Bpe-
MA 1 npocTpaHcTeo. M3-
3a MX noaAaep>kusatroLen
CWUMbI KPbUTbA CHUATAOT
CUMBOJIOM MasIOMHUYe-
cTBa AyLuM Ha Hebo.

Wings.
Installation. 2003.
Sam Brook Gallery,
Moscow. Plastic,
wood, metal.

Imagination of men
overcomes limitations
of time and space.
Winged objects
symbolize people’s
aspirations for the
dream, for overcoming
time and space and
raising themselves over
reality. Today people
have two wings of time
— the past and the
future. These two wings
help overcome the
resistance of time.
Other two wings,
experience and dream,
help people raise
themselves over time.
Wings in works are
seen to embody

the efforts aimed at
overcoming time and
space. Because of their
supporting force wings
are supposed to be

the symbol of soul’s
pilgrimage to the skies.

52

KPblJ1bA

L

L1
!

1L
Hl.

SmEpERE"
o

TR










«TeHb aHrena».
O6wekT. 2005.
3epKasibHbIN NNACcTHK,
ZAepeBo, MeTasn.

200 x1550cm

O6beKT cozgaH
coBMecTHO ¢ Bnagummupom
HaceakuHbIM Ha
apTdecTuBane

«KypuHbiii 6or». 2005.
Kokrebenb, KpbiM.

«CseTnbIt aHren
nponerten Haj
Kokre6enem.
OcTanacb TOMLKO TeHb
ero. Yactuua Hebay.

Shadow of an angel.
Object. 2005.
Mirror-like plastic,
wood, metal.
200x1550cm

The object was created
in cooperation with
Vladimir Nasedkin at
The Chicken God art
festival. 2005.
Koktebel, Crimea.

«An angel of light has
flown over Koktebel.
Only a shadow of him
stayed. A part of the
skiesy.
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KWUHETUYECKWE MEPEMETH
BO BPEMEHU
MCCNEOOBATENSA

1 CNEOOMBITA

Actpup Bonbnept

B Hauane 90-x rogos B Poccuu, B ropoge Ka-
NWHWHIpaje, A Briepsble yBuaena pabotbl TaTbsHbI
bapanuHoi. Hebonblune rpaduyeckme cTpyKTypbl,
cZiep>KaHHble B LIBETOBOM peLLieHnH. DTo Gbina yansu-
TenbHan BCTPeYe CO CieZjaMm U 3HaKaMu, NPoyMaHHO
pasMeLleHHbIMM Ha nnockoctu Bymarn. B To Bpems
MHe eLle ObINM Hen3BeCTHbI NPUYKHBI, NOByAMBLIME
aBTOpa K TaKOMy XyAoXecTBeHHOMy pelueHuto. Ho
YAMBUTENbHBIM 0Opa3soM U3ny4anun 3T KapTUHbI OT-
KPbITOCTb 1 JOBEPUE: NMPUHLMM POPMUPOBAHUSA BelLLieit
ObIN y3HaBaeM, M CKpbITaa UX CyLIHOCTb HaxoAauna
cBoil nyTb. PauuoHanbHbI cnocob opraHusauymu
KoMnosnumit obysapiean npepasMpoBaHne 3MOLMO-
HanbHoro »enanua. CnyyaiiHoe, T.e. BO3HMKatoLLiee
3a npejenamy 3apaHee NpoAyMaHHOM WK 3aZjlaHHOWM
CTPYKTYpbl, aBTOpOM u3beraeTtcs, NosToMy nocne-
[loBaTe/IbHO OCYLLeCTBNIAEMbIA Npolecc He BeAeT
kK 6eccopMeHHOMyY, floMkoMy npouseegeHuto. [pu
3TOM JICTbI HAPUCOBAHHBIX JINHWIA U KPYTOB HU B KOEM
Mepe He CUrHa/IM3MPYIOT O 3aCTOoe, CKyKe WM MOHO-
TOHHOCTU. be3 BHelLHeN N36bITOYHOMN XKeCTUKYNALMM
34ecb nocenwsca ¢aktop BpeMeHn. Bce MoMeHTBI
KaXKyTCA CBA3aHHBLIMMW, AaH MyTb K MOWUCKY CMbICNa K
€ero NposBfeHus.

Torga MHe yaanock yBMAETb NULLIL HEKOTOPble
Npou3sBeAeHNs, a C CaMOMN XyZOXKHULEN A MO3HAKO-
MWNach roAbl CnycTa, Ha Ypane, ee poaunHe. Pabotbl
bagaHuHOM A LeHIO C NepBOro MOMeHTa, Kak WX
yBUAena, XoTa rybxe 1 6oree KOMMIEKCHO y4nnach
MOHUMATb TLLATENbHOCTb, MOTUBbI U UMMYNbCbI 3TOMO
MOHOJIOrM4eCKOro ObpaLLieHna K XKU3HM KaK K UCKyCCT-
BY, X COBCTBEHHbIE NPUYMHBI U chOPMUPOBaBLLMECA
B3aMMOCBA3M BO BPEMsA MOCELLIeHMIA U NIMYHbIX Beces.
Torga TatbsHa yrxce xwuna B Mockse, He 3ab6biBas npu
3TOM CBOEro MpOUCXOX/AEHWUA W MPUBA3AHHOCTU K
Ypany. N ee popMbl BblpacTanm BHe 3aBUCUMOCTU OT
KMUCTW 1 MaHepbl NUCbMa B TPEX U3MEHEHUAX.

flBnasce nocnepoBatenbHOM COBPEMEHHOM XyA0XK-
Huuen, TatbaHa bagaHuHa TecHo cesAzaHa ¢ 6onbLUMM
[AYXOBHbIM MOWCKOM €BPOMENCKON KyINbTypbl, aBaH-
rapoM B UCKyccTBe M B apxuTekType. Ee xygoxec-
TBEHHbI MUP YXXe AaBHO npuobpen cobcTBeHHble
KOHTYpbl, LIBETOBYIO FaMMy U POpMy n3obpaxeHus.
OHa caMa 6naropaps cBoeobpasHOMY paLMOHasb-
HOMY U OJHOBPEMEHHO MO3TUHECKOMY A3bIKY TUXO

THE RESEARCHER AND
PATHFINDER'’S KINETIC
FLIGHTS IN TIME

Astrid Volpert

The first time | saw Tatyana Badanina’s works
was in early 90s, in the city of Kaliningrad in Rus-
sia. Small graphical structures had a composed
colour scheme. It was a remarkable meeting with
traces and signs thoughtfully placed on the surface
of paper. At that time | had no idea about the
reasons that took the author to such an artistic
approach. However, in some amazing way those
paintings communicated a feeling of openness
and trust; the formation principle was recogniz-
able, and the hidden meaning of things found its
way. Rational organization of designs harnessed
the prevailing emotions. The author avoids ran-
domness, which emerges beyond the limits of an
elaborate planned structure; therefore the con-
sistent process does not lead to an amorphous
fragile piece. At that sheets with lines and circles
drawn on them in no way signal about stagnation,
boredom or monotony. Without outer excessive
gestures an element of time has settled here. All
issues seem to be linked, and a way to search for
meaning and its manifestation is offered.

| had a chance to see only a few works of Taty-
ana Badanina then, and | met the artist in person
years later in the Urals, her homeland. | have ap-
preciated Tatyana Badanina’s works from the very
first moment | saw them, though | took time to
learn in 2 more profound and complex way about
the accuracy, the motifs and impulses of this
monologue addressing life as art, its own reasons
and links, during visits and personal interviews.
Tatyana already lived in Moscow then, though still
maintained a connection with the Urals, where
she had been born. And shapes she produced
grew in three dimensions regardless of the brush
and the painting style.

Being a consistent contemporary artist, Tatyana
Badanina has a direct relation to the great spir-
itual search in the European culture, avant—garde
in art and architecture. Her artistic world has
long acquired its own contours, a colour scheme
and an image shape. She herself interprets secret
issues quietly and expressively thanks to her origi-
nal rational and at the same time poetic language.
She creates a world of beauty and meditation with
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¥ BbIPa3UTENIbHO MHTEPMpETUPYeT TaltHble Bely. K-
HETUYECKMMM OOBEKTAMU U COOPY>KEHUAMU CO3AaeT
OHa MVP MPEKPaCcHOro U1 3a/lyMYMBOTO U3 NPeAMETOB
M MpOLLeCCOB Haluei 3eMHon >xwu3Hn. OHa nepefaer
MPU 3TOM TaKoe YyBCTBO BPEMEHMU, YMOEHWE 1 BNacTb
B bopMe MUpaxel Unu m3beraetT HaCUbLCTBEHHOrO
3aBOEBaHWA, YpaBHOBELLMBAA pasHble (HOpPMbI JBN-
xeHuA 1 Temnbl. OHa He XOYeT COMpOTMBAATLCA
BPEMeHW, HaOBOPOT, CTPEMUTCA MOCTPOUTb C HUM
YMCTbIE OTHOLLEHUA — Tak MHE MOHMMaeTCA NOAOOHbIM
MeJMTaTUBHbIA BUA, MUPOBO33PEHUA W BOCMPUATUA
nckyccrea baganunHon.

CHoBa 1 cHOBa OHa OTMpaBNAETCA B pasHble pe-
anbHO CyLLECTBYIOLLME MECTa, UCCrelyeT UX ecTecT-
BEHHbIE YC/TOBUA, a TaK)Ke BMELLIATENbCTBO YeloBeKa.
OHa XOYeT HaiiTh cofepxaTesibHOe 3Ha4eHne 1 on-
poboBaTb ero M3MeHeHWe Moz BIMAHUEM BPEMEHU.
MakcrManbHO BO3MOXXHOIO BO3ZENCTBUA Ha 3puTeneit
bagaHuHa gocturaet MUHUMManbHLIMKU cpeacTBamMu. Bee
ee /1e/CTBUA — 3TO pasMbILLIEHNA O haKTope BpeMeHu
Ha Hallei 3eMmsne, ero BNacTM U yCKOPEHUM, a TaKxKe
06 oueneHeHnn n otMmpanuu. Ee reorpaduueckuin
KocMocC 1 BorarcTBo XyAoXKeCTBeHHbIX GOPM He Uc-
KtoYatoTCA: OHa M3obpeTaeT BrocTaHLyIO, Npa3aHyeT
6yaauiickoe GorocnyxeHune, KOHCTPyUPYET reHepaTop
BPEMEHU, MPOK/IaZbIBAET KPaCHYLO CBETOBYIO JIMHUIO
Yyepes HepaboTatoLyto $pabpuKy, OHa OCMbICAIMBaET
dbopMy 4518 M306paXKeHns NCMXMKN U NpeAnpUHUMAET
MOMbITKU AeCTBUTENIBHO HEBO3MOXHOIO — CO3/aTh B
NabupUHTaX AOPOXHbIE YKasaTesn.

HemMeukuit xynoxectBeHHbIM Kputnk MaHc bentuHr
Hanucan B koHue 20 Beka: «CoBpeMeHHelLLne «npo-
Tesbl» MUpaA, U3rOTOBJIEHHbIE MPU WUCMONb30OBaAHNM
KOMMbIOTEPHON CUMYMALMM UM aHUMaLMK, Brieyar-
NAIOT Yenoseka Gorblie YeM OpUrKHaJI, TaK Kak OHM
He TpebytoT HBonee TONKOBaHMA U aHanNM3a, SHEPrum
AyxosHoro BugeHus. Cpefa ABnAeTcA MoCnaHUeM»
— onpegenser Mak JlyaH atot acnekt. KoHeuHo, 1
bapanvHa He obxoanTca 6e3 KoMMnbloTepa: OHa WC-
MoMb3yeT ero /1A KOHLENTyasIbHbIX LLIAroB, HarnpuMep,
Korga myTeM KOHCTPYKTUBHbIX PUCYHKOB MOsyYaeTr
NOATBEP>KAEHMNE NPOLIECCOB, KOTOpPbIE ClieflyeT BKITHO-
4uTb B KapTuHY (B 0b6pas), KOTOpble OAHOBPEMEHHO
paboTaloT KaK yKasaHuA MO MpOEKTUPOBaHUIO AJiA
BbINOJNHEHWA 3a4aHnA. Ho co3gaHHan ceeToBas CKyrb-

her kinetic objects and structures made of objects
and processes of our mortal life. She communi-
cates with that such a strong feeling of time, en-
ravishment and power in the form of illusions, and
avoids violent invasion, balancing various forms

of movement and speeds. She does not want to
resist the flow of time, on the contrary, she tries
to establish pure relations with it; this is how | in-
terpret Tatyana Badanina’s meditative mindset and
comprehension of art.

She goes to various locations existing in reality
again and again, studies their natural conditions as
well as human intervention. She wants to find sub-
stantial meaning and try and see how it changes
under the influence of time. Tatyana Badanina
achieves maximum influence on the audience with
minimum means. All her actions are speculations
about the factor of time on the Earth, its power
and acceleration, as well as about numbness
and regression. Its geographical cosmos and the
richness of artistic forms are not excluded. She
invents a biological research station, celebrates
a Buddhist service, develops a time generator,
draws a line of red light through a factory that is
out of operation, she gives meaning to the form
of depicting psychology and makes an effort to do
the impossible — create road signs in labyrinths.

The German art critic Hans Belting wrote in
the late twentieth century: «The most up—to—date
artificial limbs of the world, made with the help of
computer simulation or animation, impress people
more than the original, since they do not require
more interpretation and analysis and the energy
of spiritual vision. The environment is the mes-
sage», as McLuhan defines this point. Of course,
Tatyana Badanina makes use of a computer, too;
she uses it to take conceptual steps, for exam-
ple, when by making constructive drawings she
receives a proof of processes that should be in-
cluded into the picture (that is, the image), which
at the same time serve the purpose of designing
instructions, required to fulfil the task. But a light
sculpture she created, when being placed inside a
building, accumulates the so—called renewable en-
ergy of spiritual vision.
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NTypa B NOMELLIEHUN HaKanmeaeT B cebe Bo3o6HOB-
NAEMYIO «3HEPruiO yXOBHOMO BUAEHUAY.

Tpy npumepa TBOpYecTBa bapaHuHoW, koTOpble
0COBEeHHO NpUBNEKNIM MOe BHUMaHWE W MOpasnsu,
MOXXHO pacCMaTpuBaTh Kak perpeseHTUpyloLime Bce
octansbHoe. Ee nHctannauma «KpacHas nuHuay» cHosa
npobyanna uHTepec K Lexy 3abpotueHHoro [demnaos-
CKoro MeTannypruveckoro 3asoaa B HukreM Tarune.
[Nocpean cTporoit «NpOMBbILLNEHHOW KyNUCbD», Ha
P>KaBOM XOJIOHOM NOJTy NPOTAHYNACk NOACBEYEHHas
n3HyTpu |6-MeTpoBas ByMaxkHas neHTa, BeAyLas Ha-
NPAMYIO K BUAEO3KPaHy, IEMOHCTPUPYIOLLLEMY 3aM1Ch
MNaBKX MeTania — Kak HanoMMHaHWe O NereHJapHoM
cune orHsa 1 Tpyaa.

Ha ConoseLkunx octposax B benom Mope, Ha cese-
pe Poccuu, B Tparmyeckom MecTe y>kaCHOW U30ONALMK U
My4YeHNYEeCKUX CMepTeli penpeccMpoBaHHbIX, YronKe,
BHOBb OTBOEBaHHOM MPUPOAOHA, TaTbAHa co3fjana none
LypLUaimx 6yMaxHbIX LIBETOB HEXKHO-PO30BOTO LiBe-
Ta (BuocraHupms, 2005). B o6pase ntobumolit getckoit
UrPYLLKK, BETPAHOMN BEPTYLUKW, 3aK/FOYEHA MbIC/b O
TOM, YTO A@XKe 37€eCh, e paHbLLIE XKW MOHaXW, a No-
TOM CTpaZjaNu 3aK/toHeHHble, Kya CerofHa HepeaKo
MpUesXatoT TYPUCTbI, BPEMS, TeKyLLlee BO MHOFO pa3
MejAJSieHHee, MOXeT UcLenaTb paHbl. Monyanueele
CBMAETENM, TEHU MPOLLIOro, NPOTUBOMNOCTABAIOTCA
LypLiallieMy LBeTylleMy BeTpsAiHOMYy napky. [lepes
HaMM1 HeCKOJbKO cOMBatoLLian C TOJKY, HeeCTeCTBeHHas
KapTWHa, Kak, BPOYeM, 1 BCA HEMOCTUXMMaA UCTOPKA
3Toro Mecta. HenpomnseonbHO BCMOMMHAOTCA ClnoBa
pexxuccepa TapKOBCKOro, KOTOpbIi onpeAenus, 4To
BPEMeHeM YeJloBeKy AaeTca OJHOBPEMEHHO FOPbKUiA
¥ cnagkuii aap: «XKusHb — 3TO HUYTO MHOE, KaK 0CO3-
HaBaeMbI YESIOBEKOM CPOK, B KOTOPbI/ OH MOXET U
flomkeH cbopMUpOBaThb CBOW JlyX B COOTBETCTBUU CO
CBOMMM MPe/ICTaBIEHNAMN O BPEMEHWU CBOErO Yeno-
BEYECKOro CyLLEeCTBOBaHMAY.

TapkoBcKuit Obin Takke yOeXKAeH, HTO BpeMs Henb3A
BepHYTb. XOTA NPOLLJIOE U HeMb3A HABEPCTaTh, HO MPU
onpefieneHHbIX 06CTOATENbCTBAX OHO MOXET ObITh
peanbHee, cTabunbHee 1 AnnTenbHee YeM HacTosLLee,
KOTOpOe npoTeKaeT MUMO Hac 1 NnpuobpeTaeT TOMBKO
B BOCMOMMHAHMAX MaTepualbHbIii Bec. «BpemeHa,
KOTOpble Mbl NEPeXMBaeM, OTKNAAbIBAIOTCA B HaLLEN
AyLLe KaK OMbIT, MPUOOPETEHHbIN B KaKOW-TO NEpUOA

The three examples of Tatyana Badnina’s art,
which have drawn my attention and especially im-
pressed me, can be seen as pieces representing all
other works she creates. Her «Red Liney installa-
tion has renewed the interest to the workshop in
the abandoned Demidovsky metallurgical plant in
Nizhny Tagil. In the middle of a simple industrial
side scene a | 6-meter long paper tape, lit from
the inside, was stretched on the rusty cold floor,
and it led directly to the screen, where records
of metal smelting were demonstrated, and were
acting as a reminder of the legendary force of fire
and labour.

In the Solovets Islands in the White Sea in the
northern part of Russia, in the tragic place of
dreadful isolation and martyr’s deaths of political
prisoners, in a nook that the nature took back
again, Tatyana created a field of whispering pa-
per flowers of light pink colour (The Biological
Research Station, 2005). An image of a favourite
toy, a windmill, represents the idea that even in
this place, where monks lived earlier, and then
prisoners suffered, where tourists come to visit
quite often these days, the time that flows much
slower can heal wounds. Silent witnesses, shadows
of the past, are in an opposition to the whisper-
ing blooming wind park. That is a slightly confus-
ing unnatural picture, though as unnatural as the
whole impenetrable history of this place. And one
involuntarily remembers film director Tarkovskiy’s
words, he defined that time gives man a bitter
and at the same time sweet gift. «Life is nothing
else but a period of time perceived by man, dur-
ing which he can and should develop his spirit in
accordance with his ideas of time of his human
existence».

Tarkovskiy, too, believed that time cannot be
turned back. Even though the past cannot be re-
covered, but at certain conditions it can be more
real, stable and lasting than the present, which
flows past us and gains physical weight only in
memories. «The times that we are living through
are deposited into our soul as experience gained
during a certain period of timey. This thesis of
one of his films can be applied to Tatyana’s work.
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BPEMEHUY. DTOT Te3nc ubMa MOXHO OTHECTU U K
TBOpYecTBY TaTbAHbl. Ecnn coBpemMenHas ¢pusmka yT-
BEpXKAaeT: BpeMA TeveT, To bagaHuHa passuBaer 310
yTBEpXaeHue, rosops: Bpema netut! [Npownoe ans
Hee oAHOBpeMeHHO saBnaeTca OyaywmM. dDaHTasma
YenoBeKa, OHa Ha 3TO Ha/leeTCsA, NPEOAOIIEET OrpaHn-
yeHue BpeMeHU. I nosToMy cornacHo aTol noruke ee
KPbUTbfl HA3bIBAIOTCA KBYEPAY U KCErOAHAY (MO ApyruM
ornpeAeneHnaM 3TO KOMbIT» U KMeyTay).

B KMHeTMYecknx cBeTOBBIX CKymbNTypax «MalunHa
BpeMeHu» U «leHepatop BpeMenuy (2003) npeacTasu-
na oHa caMbIM BCeOOBLEMNIOLLIMM OOpa3oM OTHOLLEHUA
3aBMCMMOCTM M OOMeHa: TpU BEpPTUKaNbHbIX, 3aKpern-
NEHHbIX B 3€M/le MPOMYCKalOLLMX CBET MNIACTUKOBbIE
TPyObl NOAHMMAIOTCA BBEPX HA TPEXMETPOBYHO BbICOTY,
CMMBONU3MPYA MpoLUoe, HacTosAllee U Byayuiee.
BHyTpy Kaxzoii TpyObl CKpPbIT LMIMHAP C YEpHbIMU
CNVpanaMu, MO KOTOPbIM MOXHO CYWTATb Pas/iMyHble
PUTMbI ABWXEHWUA MeTaOpPUYECKOTrO YCKOPEHUA No-
TOKa (Te4eHus) BpeMeHU B pasnnyHble anoxu. CaMas
6bicTpas, nocneaHAs Tpyba oTpaxkaeT BpeMs Kak
OynyLiee, NnpuobpeTeHHOe 1 3aMef/IeHHOe TeYeHue
B NepBoii Tpybe Bo3BpallaeTcs B TpeTbel. TakuM 06-
pasoM, bagaHvHa co3paeT rapMoHMYHOe paBHOBeCHE,
K KOTOPOMy CrieflyeT CTPEMUTLCA.

Bce BHOBb 1 BHOBb BapbUpyeT XyOXHULiA CBOIO
WUrpy CO BpEMEHeM, KOTOpas BbITEKaeT U3 TPUEAMHCTBA
MCKYCCTBA, HAYKU U PeMeCcsia — 3TO He B MOCIeAHIO
oyepe/ib FOBOPUT O ee BNIM30CTU K OCHOBHOI UAaee oc-
HoBarensa mssecTHoro bayxayca 90-x rr. B BeitMape.

Ho Tatbana bagaHuHa fo cux nop HemssecTHa B
Moeit cTpaHe. KnuwmpoBaHHoe BOCmpuATUE COBpe-
MEHHOI MonoAeXXHoM cueHbl Poccun, B3nenesHHoe B
1990-x rogax Ha 3anaje, rae Ha NoAnUTKE AeLleBom
BOAKW MpasgHyeTcs rubesib CTaporo MMnepuanmsma
Kak TOTaslbHas pacripojaxa YesioBeyecKnx LieHHOC-
Tell, NOCTENEHHO YXOAMT, U BO3BPALLAtOTCA OObI4HbIE
Xy[oXecTBeHHble ByaHN MyseeB U BbicTaBoK. WU,
TakMM O0Opa3oM, OCTaeTcA HaZiexa, YTo, HaKoHeLl, 1
MCKYCCTBO TaKuUX OAMHOYEK, Kak TaTbAHa bagaHuHa u
ee My>K, XyAOKHUK-MUHUMANUCT 1 peanucT Bnagummp
HacepkwvH, nonaaet B pokyc 3peHns opraHn3aTtopos
HeMeLKMX BbicTaBok. Ha cBoeit poavHe oHM AaBHO
y>e Mo npaey 3aBoeBanu Mecto B Pycckom mysee u
TpeTbAKoBCKOW ranepee.

While modern physics claims that time flows,
Tatyana Badanina expands this statement by saying
that time flies. The past simultaneously represents
the future to her. She hopes that the fantasy of
people can overcome the limits of time. And
therefore, according to this logic she calls her
wings by names of «yesterday» and «today» (or
according to other definitions, the «experience»
and the «dreamy).

In kinetic light sculptures «The Time Machine»
and «The Time Generator» (2003) she presented
the relations of dependency and exchange in the
most comprehensive way: three vertical plas-
tic tubes, fixed in the ground and letting light
through, reach the height of 3 meters and sym-
bolize the past, the present and the future. Inside
each tube a cylinder with black spirals is hidden;
they allow calculating various rhythms of meta-
phoric acceleration of the flow of time in various
epochs. The last, the fastest tube reflects time as
the future, and the acquired and delayed flow in
the first tube returns in the third one. That way,
Tatyana Badanina creates a harmonic balance that
everyone should seek, too.

Again and again the artist offers variations in
her play with time, which stems from the trinity
of art, science and craft; this speaks for her being
close to the main idea of the founder of the re-
nowned Bauhaus of the 1990s in Weimar.

However, Tatyana Badanina is still unknown in
my country. Instead of the clich perception of
the contemporary young scene in Russia, nour-
ished in 1990s in the West, that the death of the
old imperialism is celebrated as a sale of human
values sustained with the help of cheap vodka, ar-
tistic days of museums and exhibitions are gradu-
ally coming back. And that way there is still hope
that art of such solo artists, like Tatyana Badnina
and her husband Vladimir Nasedkin, a minimalist
and realist artist, will be noticed by curators of
exhibitions in Germany. In their home country
they have already deserved a place in the Russian
museum and the Tretyakov gallery.
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«leHepatop
BpeMeHU».

O6wnek. 2003.
CaeTonponycKatoLLuit
MONMCTUPON, OpaKar,
CBET, peflyKTOpHble
MoTopsbl. 300x200x 100 cm

CyuiecteyeT Teopus, 4To
CKOPOCTb Te4eHUs Bpe-
MEHM C KaXKA0M 3noxomn
yBenuumeaetca. Bpema
netut. BpeMa oxummaertca.
O6mbekT «leHepaTop
BpeMeHU (yCKOpUTenb)»
ABNAETCA CMMBOJIOM MeTa-
du3snyeckoro MexaHusMa,
BblpabaTbiBatoLLEro u
YCKOPAIOLLIEro BpeMs.
OB6beKT cocTouT K3 Tpex
CBETOBbIX KOJIOHH, U3ro-
TOBJNEHHbIX 13 6enoro
CBETOMPOMyCKatoLLIero
nnacTuka ebiCOTOM 3 M,
avametpom 0,5 M. Tpu
KOJIOHHbI CUMBOJIM3NPYIOT
npoLunoe, HacTosLlee

u byayuiee, KoTopble
CYLLECTBYIOT OZJHOBpe-
MeHHO. Ha KonoHHbI
HaHeceHb! M306paxeHus
JiMarpaMM rapMOHU4HOTO
cTpoenuns Becenenxoit B
pasHble BpeMeHa. B kax-
AON 13 KOJIOHH C pa3HOMN
CKOPOCTbIO (CKOPOCTb
HapacTaet oT |-it Konow-
Hbl K 3-11) BpaLLatoTCA OT-
paxeHus crnivpanei. beic-
Tpoe BpallieHne B Tpe-
Tbel KOJNIOHHE OTpaXkaeT
BpeMs, B3ATOE B JONT Y
Oyayuiero, MefieHHOe
BpalLieHKe B NepBoMt
KOJIOHHE CMMBOMM3MPYeT
oTZaHHbIN byayuieMy
fonr. 2To UnoCcTpupyeT
UCTWHY — MpOLUOe Onas-
[bIBAaET POBHO HACTOSb-
KO, Hackonbko Byayliee
yxoauT enepea. O6bekT
«leHepaTop BpeMeHU»
U3MeHAeT CTPYKTYpYy Bpe-
MeHU BOKpYr cebs.

Time

generator.

Object. 2003.
Polystyrol that lets
light through, Oracal,
light, motoreducers.
300x200x 100 cm

There is a theory

saying that the speed of
time is increased with
every new epoch. Time
flies. Time tightens.

The Time Generator
(Accelerator) is a
symbol of metaphysical
mechanism producing
and accelerating time.
The object consists of
three light columns made
of white plastic that lets
light through, 3 m high,
0,5 m in diameter. The
three columns symbolize
the past, the present
and the future that exist
simultaneously. Images
of diagrams showing the
harmonic structure of
the Universe at different
times are marked on the
columns. In each of the
columns reflections of
spirals are spinning (the
speed increasing from
the first column to the
third one). Fast rotation
in the third column
reflects time borrowed
from the future, slow
motion in the first
column symbolizes the
dept returned to the
future. This illustrates
the truth — the past is
late for exactly as much
time, as the future is fast.
The Generator of time
changes the structure

of time around itself.
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«Mcuxen».

O6wbekr. 2004.
[Mpo3payHbliit akpun,
undposas poTorpadus,
moTop. 300x250x50 cm

O6beKT cocTouT U3 Tpex
vacteit. B uenTtpe Bpa-
LatoLLianca KONIOHHa ¢
1306paxeHneM NoaHNMa-
tOLLeiCA BBEPX KpblIaTon
XKEHCKO urypsl.
Mcuxen B nepesoge ¢
rpeYecKoro ofHOBpeMeH-
HO Aywa n 6abouka. Co-
rMacHO ApeBHerpeYecko-
My mudy Oywa (Menxesn)
B nounckax JTro6su (Amyp)
oboluna Bcro 3eMnto U
CrycTUnack B af, TO ecTb,
ymepna paau nto6eu,
NOTOM BOCKpecna — 3a ee
cMenblit noctynok boru
nocenunm ee Ha Onumn.
Tak Mcuxes gocturna
pas. 10T Mu¢ cMMBO-
nusunpyet nobeay >KnsHu
Haj CMepTbiO.

O6bekT 6bIn NokasaH
ranepeeit «KnuHoy» Ha
BbicTaBke «Hanpasnexve
Cesep—-ItOr» (BbicTaBou-
Hblit 3an «HoBbiit Ma-
Hexy, Mocksa, 2004).

Psyche.

Object. 2004.
Transparent acryl, digital
photography, a motor.
300x250x50 cm

The object consists of
three parts. A rotating
column with an image of
a winged female figure
rising up stands in the
centre.

Psyche can be translated
from Greek as soul and
butterfly. According

to an ancient Greek
myth the Soul (Psyche)
walked around the whole
earth in search of Love
(Amour) and descended
to the Hades, that is,
died in the name of love
and then rose from the
dead - Gods let her

live on the Olympus for
her courage. That was
Psyche found paradise.
This myth symbolizes the
victory of life over death.
The object was shown by
the Cinema gallery at the
exhibition Due North.
Due South (the New
Manege exhibition hall,
Moscow, 2004).
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«Mcuxen».

O6bekr. 2004.
[pospayHbii akpun,
undpposas dotorpadus,
moTop. 300X250X50 cm

Psyche.

Object. 2004.
Transparent acryl, digital
photography, a motor.
300X250X50 cm
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«Bbypauinckaa mecca
B Mocksey.
Wucrannaums. 2001.
Benas Henanbckas
GyMmara, Konnaxm,
¢oTorpacum, namnel
[HEBHOro CBeTa.
350x150%x25 cm

| 5-MeTpoBas cteHa,
[IeBATb CBETOBbIX NOJTY-
KONIOHH U3 HenasnbCKom
GyMaru py4HOro NnTbA.
LlenTpanbHas yacTb
KOMOHH — Byaauiickue
3HaKu: 3Be34pbl, LBETbI
notoca, koneca CaHcapel,
conHua, ctonsl byaap,
BbIMOJSIHEHbI B TEXHUKE
annnukaums. Mo crene,
OnosCbIBasA KOTOHHbI,
NPOXOAAT ABE AeKopa-
TUBHO-[JOKYMEHTasIbHble
NoNoChl KKOHTPOTIEK» C
¢oTonneHokK, CHATLIX B
MManasx.

Wucrannauma «bynauin-
ckas Mecca B Mockee»
6bina nokasaHa rane-
peeit «KuHo» Kak 4actb
npoekta «Hanpaenenue:
Boctok. Ha nyTtn k Mma-
nasmy», Kypatopsl MNonuHa
Jlo6auesckas, Enena
IOpeHeBa (BbicTaBouHbIM
3an «Hoebii Manex»,
Mocksa, anpens 2001)

1 Ha NepCcoHasnbHOM
BbicTaBke B «Pycckoit ra-
nepeey, kypatopbl Mawua
MenbHukosa, Tana boit-
uoBa, (TannuHH, DcToHus,
main 2002 roga).

A Buddhist mass
in Moscow.
Installation. 2001.
White paper from
Nepal, collages,
photographs,
daylight lamps.
350x150x25 cm

A 15 m tall wall, nine
light columns made of
hand-made paper from
Nepal. The central

part of the column has
Buddhist signs, stars,
lotus flowers, the wheels
of Samsara and light,
Buddha’s feet, which are
made as overlaying work.
Over the wall circling
around the columns two
decorative documentary
lines of index prints from
photo films shot in the
Himalayas.

The «Buddhist mass in
Moscowy installation was
presented by the Cinema
gallery as a part of the
Due East. On the way to
the Himalayas, curators
Polina Lobatchevskaya,
Elena Yureneva (the
New Manege exhibition
hall, Moscow, April
2001), and at the solo
exhibition in «the Russian
Gallery», curators

Masha Melnikova, Tanya
Boytsova (Tallin, Estonia,
May 2002).
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«BbuocraHuua».
WNHcTannaumsa.
2004. dectuBans
«Conocdepbi»,
Conosku. [epeso,
NNacTmK.

Biological research
station.

Installation.

2004. Festival
Solospheres. Solovki.
Wood, plastic.

86

BPEMA







90 BPEMA TIMES 91




92

BPEMA

«KpacHasa nuHua».
WNuctannaumsa. 2001.
Hwxhuit Tarun. bymara,
ZAEepeBo, NNacTuK, CBET.
1800x25x50 cm

BuaeoconposoxaeHune
noKasblBaeT npoLecc
nnaskv Metanna. Ha
$OTOOTKPBITKAX BUABI
1 bparMeHTbl JOMEHHOro
uexa. [masHbIM repoem
paboTbl cTana MoLHas
apXuUTEKTypa CTaporo
[IOMEHHOrO LieXa, rae
[JAaBHO MOratueHbl neyu.
Yepes Becb Lex Ha
P>KaBOM >Kene3HoM
nony asTop nposesn
KpPacHYIo NUHUIO CBETa
- Kak MeTadopy orHs,
naMAT U CUMBON
HKU3HW.

MucTannauma «KpacHas
NINHUAY OCYLL|eCTBNeHa
B [JOMEHHOM Liexe
[Jemupgosckoro 3asoaa
BO BpeMs paboTbl
MeXAyHapoJHOro
CeMMHapa-nieHspa
«DKonorua UckyccTsa
B MHZYCTPUasibHOM
nanawacpte». OkTabpb
2001. Hwxhuin Tarun.

The Red Line.
Installation. 2001.
Nizhny Tagil. Paper,
wood, plastic, light.
1800x25x50 cm

The video sequence
shows the process of
metal melting. There are
photo cards with views
and fragments of a blast-
furnace plant. The main
character of this work is
the powerful architecture
of an old blast-furnace
plant, where furnaces
have long been stopped.
The author drew a

red line of light on the
rusty iron floor through
the whole plant — as a
metaphor of light and
memory and a symbol
of life.

The Red Line installation
was implemented in the
blast-furnace plant of
the Demidovsky works
during the International
seminar and plein-air
Ecology of Art in the
Industrial Landscape.
October 2001. Nizhny
Tagil.
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JIECTHMNUA B HEBO

AnHa Jlenrne

Crapyxe u3 pacckasa ToHuHo [ysppa, 4TOObI
nonacTb Ha He6O, Hy>KHa Oblna NecTHULA, 3ae3XeMy
TOProBLy Hec4acTHasa 6bina rotoea oTAaTh 3a 3TOT
npeAMert Bee, 4em enagena. Camomy lysppa necthuua
He Hy>KHa, XyAOXHWUKaM U3BECTHbI Apyrue nyTn —y
HUX eCTb KpbinbA.

Bce tBOopuectBo Tanu bagaHuHoi, 0 KOoTOpOM
cama oHa roeopuT «fl pucyto Hebo, A pucyto paiy,
— 3TO HE3PUMbI My Tb HABEPX, KOTOPbLI OHa NpeoAo-
nepaeT Ha CO3/aHHbIX €0 caMoi Kpbinbax. Mexay
CBETOM M TeHblo, Mexay HeboM u 3emneit, obpasom
n nogobueM, Mexy CBETOHOCHbIM aHrefloM U ero
TeHbIO Mposieraet TBOpYeckuit nytb TaHn bagann-
HoW. BbITb pycckoit XyaoxHULehn — 3TO NoaBur, y
Hac He 6bino Capsl Jlykac n bapbapel Kptorep,
n peMUHUCTUYEeCKOe ABUXKEHUE He COBEpLUMIIO
peBoOJIOLMM B PycCKOM ucKyccte. Ha 4to Moxer
onepeTbCA PyCCcKasn KeHLLMHA-XYA0XKHULA, KakK He Ha
TPaAuULMM [PEBHEPYCCKOrO UCKYCCTBA M UCKYCCTBA
— aBaHrapja kak Havbonee MollHble Mepuobl B
ero ucTopum.

BocnpuHsaB OT MCKOHHO pyccKoro UcKyccTea He
TOMNBKO CIOXETHYIO JIMHUIO, HO Y MUPOBOCMPUATHE,
ero AyXOBHYIO COCTaBNAOLLYytO, TaHA HanmonHuna
UMK paLMoHanbHyto popMy, 4TO Mo3BonsaeT en
ObITb B KOHTEKCTE TeM aKTyaslbHbIX 3KCMO3ULMIA.
CraTyc coBpeMEHHOro XyAoXHvKa TpebyeT nepe-
OCMbIC/IEHNA JaXKe CaMbIX KMaCcCUYECKUX CIOXKETOB
HOBbIMU TexHUYeckumn cpeacTeamn. Obpas aHrena
WM OKPbINIEHHOTO (BO BCEX CMbICNAX 3TOrO C/IOBA)
XYAOXHMKA NpeAcTaeT HaM B MPOAYMaHHOW aKLuu,
rAe Kpbl/ibAd — MEXaHU3M, KOTOPbIV MpU BCEN CBOEN
MCNPaBHOCTM NUWb nofgobue aHrenbckux Kpbi.
[Nepea HamMu paumoHanbHbIi B3rNaa Ha uctuHy. Ho,
OCTaBasACb UCKOHHO PYCCKOMN XyAOXHULIEN, TaHA He
MOXET OTKa3aTb CBOWM MHCTaNNAUMAM B rnybokux
cMbicnax obpasos. B ee TBopuectBe, rae ¢usmka
BCTynaeT B COIO3 C MeTapU3NKOM, eCTb MecTo U nu-
PUKe, U JIOTMKe MaTeMaTU4eCKMUX BbIYMCIIEHUA.

CBeT B pyCCKOM MCKyCCTBE BCErga He4To OcCo-
6eHHoe M noYTK BCerga CBA3aHHOE C CaKpasbHOW
CUMBOJIMKON — OH CIY>XMT UCTOYHUKOM He ocBe-
LLieHns, a CKopee OCBALLEHWUsA, HeapoM B ApeBHe-
PYCCKOM >KMBOMUCU M30OPaXKeHHbIN Ha MKOHEe CBET
6b1n cMBONOM cBeTa paBopckoro. [na HeKkoTopbIX

THE STAIRWAY TO THE SKIES

Anna Lengle

An old woman from Tonino Guerra’s story
needed a ladder to get to the skies, and the poor
thing was willing to give anything for a ladder to
the travelling merchant. Guerra himself did not
need a ladder or a stairway, since artists know
other ways of getting there — they have wings.

All artistic works of Tanya Badanina, of which
she herself says, «| draw the skies, | draw the
paradise», — are an invisible way upwards, and she
gets over it with the help of the wings that she
has made herself. Between light and darkness, be-
tween the skies and the earth, between the image
and the likeness, between the angel of light and his
shadow the path of Tanya Badanina’s creative de-
velopment lies. Being a Russian artist for a woman
is a great feat, because we have not had Sarah Lu-
cas and Barbara Krueger, and the feminist move-
ment has not triggered a revolution in the Russian
art. What can a Russian woman who is an artist
rest upon, if not on the traditions of the ancient
Russian art and the avant-garde art as the most
powerful periods in our artistic history?

Having adopted both the story line and the
mentality, the spiritual element from the original
Russian art, Tanya has filled a rational form with
them, and this helps her maintain her position in
the context of relevant subjects that are currently
of interest. The status of contemporary artists
requires rethinking all subjects, including the most
classical ones, with the help of new tools. An im-
age of an angel or a winged (in every possible
way) artist is presented to us as a well-thought-of
action, where the wings are a mechanism that is
only the likeness of angel wings, no matter how
well it works. We are presented with a rational
approach to truth. However, while she remains
an originally Russian artist, Tanya cannot fail to
fill her installations with rich images. Her works,
where physics is combined with metaphysics, have
enough space for lyric and logic and mathematical
calculations.

Light in the Russian art has always been some-
thing special and almost always connected to
sacral symbols; it is a source of consecration
rather than just a source of illumination; it is a
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COBPEMEHHbIX MOCKOBCKMX XYAOXHWMKOB 3Ta TeMa
oKasanacb OAHOM W3 BaxHbIX — Bnaaumump Beiic-
6epr, Oner Bacunbes, Spuk bynatos, ®paHumcko
MHdaHTe peltanu no-pasHoMy, HO aKTUBHO, MpoO-
6neMy CBETOHOCHOCTU KapTUHbI U 0bbeKTa. DTOMYy
Xe BOMpOCYy NocBALLaeT TBOpYecTBO TaTbAHa. benoe
Ha 6enloM — TaKk XOo4eTcA CKaszaTb O ee XMBOMUCH,
KOTOpas U3/ly4aeT CBET, KaXKbl CBETOHOCHbIN XONCT
— Kak OAMH 6onbluoi 6/KK, KOHLEHTPUPYIOLLMIA
3Hepruto napatowiero ny4va. [NonotHo ana TaHu
— BO3MOXHOCTb KOHLIeTPUpOBaTh MeTan3nyecKyto
3HEpruto ceera, 4Tobbl OTAATL ee 3putento. benbiit
CTaHOBMWTCA CaMbIM a/leKBaTHbIM LIBETOM, U3JpeBne
CVMMBOJIM3MPYIOLLIMM NPOCBET/IEHNE, CBET B €ro LUIMPO-
koM cMbicnie. Co3aaHHble aBTOpOM «6erble oaexAbly
U cBeTALMECcA ob6beKTbl — Kak ryctoit 6enbiii Ma3ok
C PaHHUX KapTUH.

CBeT HEBO3MOXHO OTAENUTb OT BCEX OCTaIbHbIX
KNtOYEBbIX CNIOB TBOPYECTBA TaHU — KpblbA, BpeMs,
nokpoe. Ero ctont noHmmark kak ycnosue cyliect-
BOBaHMA BCEX OCTA/IbHbIX TEM: KpblNbA CTPEMATCA K
CBeTy, CBET NPOHM3bIBAET MOKPOB U POXJaeT BpeMs
(B xaoce BpeMeHH He CyLLeCTBOBaNO, OHO BO3MOXHO
TOJBKO NPU OTAENEHNN CBETA OT ThbMbl).

B eBponeiickoM ncKyccTBe MHTepecytoTCA CBETOM
HUYYTb He MeHbLLIe, OHAKO PacKpbIBatOT €ro Apyryto
rpaHb — BO3MOXHOCTb BHelUHero npeobpaxkeHus.
DKCMEepUMEHTUPYA C BOCNIPUATUEM 3PUTENA, YTPYX-
faa ceba cozfaHMeM MHOrOYMCIEHHbIX BapuaHTOB
CBETOBOW CpeApbl, aBTOPbI CTapatoTCA TEM CaMbIM AaTb
4enoBeKy OfbIT MHOrO BOCMPUATUA Y>KE 3HAKOMOro
npoctpaHctea. [lna 3anagHbiX XyAOXHUKOB CBeT
— 3N1IeMeHT Aun3aliHa, Npeycnes B UCKYCCTBE Urpbl CBe-
TOBbIMU 3¢pPeKTaMy, HalLie BCErO OHU OrpaHUYUBAtOT
ceba nccnepopaHneM obnactm pusn4ecknx CBOMCTB.
TaHa He oTAanUnack HYU B CTOPOHY MeAWaNibHOCTH,
HU B CTOPOHY /AM3aiiHa, KOTOPbIMM KFpeLLaT» coBpe-
MeHHble XYZJOXKHWKM, CTaBA UX BO [MaBy yrna CBOUX
npouseegeHnit. OHa ¢ ycrnexom Mornia MononHUTL
nneajy MacTepoB, MICKYCHO CTPOs CBOM UHCTaNNALMK
Ha OCcHoBe AieKkopaTuBHbIX 3¢ dekToB. B nponseese-
HUAX TaHWU Mbl BUAUM NOMbITKY NpeobpasunTte BHYT-
PeHHee, a He BHellIHee npocTpaHcTeo. Ho TpyaHo
OAlHO3HAa4YHO OTBETUTb, Ybe 3TO MpeobpaxeHune
— 3puTena unu XyaoxkHuka. JlectHuueit B Hebo ans

fact that in ancient Russian paintings light on an
icon was a symbol of the Tabor light. For some
contemporary Moscow-based artists this subject
turned out to be the most important; Vladimir
Weisberg, Oleg Vasilyev, Eric Bulatov, Francisco
Infante found various solutions for the problem
of light in a painting or an object, but all of them
did so quite dynamically. Tatyana dedicates her
work to the same issue. VWhite on white — this
describes her paintings well; her paintings radiate
light, and each lightful canvas is like a huge fleck of
sunlight, focusing the energy of a sunray. Canvas
gives Tanya an opportunity to focus the metaphys-
ical energy of light, so that she can pass it on to
the audience. White becomes the most relevant
colour, that has symbolized illumination, the light
in the broad sense of this word since the ancient
times. «White garmentsy» and light objects she
creates are like a thick white brushstroke from
her earlier paintings.

Light cannot be separated from all other key-
words of Tanya’s art, such as wings, time, the Veil;
it should be seen as a condition for the existence
of all other subjects. Wings long for light, and the
light sifts through the veil and generates time (in
chaos there was no time, time is only possible
with the light separated from the darkness).

European artists are just as interested in
light, however, they investigate another side of
it, the opportunity for outer transformation.
Experimenting with how it is perceived by the
audience, troubling themselves with creation of
various alternatives of light environment, the
authors make an effort to provide the audience
with an experience of an already familiar space.
For Western artists light is an element of design;
having succeeded in the artful play with light ef-
fects, they usually limit themselves to investigating
its physical qualities. Tanya has not strayed away
either to mediality, or to design, which so often
happens to contemporary artists and which they
assign paramount importance to. She could well
join the constellation of masters, skillfully building
her installations on the basis of decorative effects.
In Tanya’s works we see an effort to transform

110 CBET




TaHu cTana He O4HOMMEHHAA UHCTANNALMA, KOTOpPas
NUWb abCTpakTHO MpeAcTaBiAeT NyTb MNOAbEMA, a
Bce ee TBOopyecTBo. CBOIO IECTHULYY OHa cobupana
ropgamu, ¢ Kaxaon Hosol paboToit npubasnsas no
cTyneHbke. MeyTas o Heit, oHa nonyyuna Gonblue
— KpbI/bA.

the inner instead of the outer space. However, it
is not easy to give a distinct answer as to who is
transformed, whether it is the audience, or the
artist. It was not the installation with the same
title that gave Tanya a stairway to the skies, it was
all her creative work, while that installation is just
an abstract representation of her ascend. She has
been building her stairway for years, adding a step
with her every new piece. Dreaming of it, she has
received much more; she has got the wings.
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LIGHT

CgeToBOW 06bEKT.
2002. Oprcreksio,
namnbl, 6ymara, ¢poTo.
200x200x10 cm

A light object
2002. Acrylic plastic,
lamps, paper, photo.
200x200x10 cm
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«benbiin ceety. O6bEKT.
2002. MNonwuctupon,
opakarn, namnsl.
150x300 cM

White light. Object.

2002. Polystyrene, oracal,
lamps. 150x300 cm

116 CBET LIGHT 117




«JlectHuua B He6GO».
WNuctannaumsa. 2003.
CaHt-AHpu, ®paHums.
[HepeBo, ceun.

400x 1 50x200 cM

JlectHuua ceeTta cuMBo-
nu3npyeT nepexod, UMe-
IOLMI Lenbio JOCTUYb
Heba. Kaxxaas ee cTyneHb
COOTBETCTBYET pasfiny-
HbIM 3TanaMm JyXOBHOFO
BocxoxaeHus. OHa yka-
3bIBaET Ha XKeaHne BoC-
CTaHOBMUTb KOHTAKT MEXAY
3emneit u HeboM, Mexay
YenosekoM u borom.
[LepeBanHas necthunua,
YCTaBfIEHHAA FOPALLYMMM
CBEYaMu, HarmoMuHana or-
POMHbI XpaMOBbIA Noa-
CBEYHUK C NOMUHasIbHbIMM
CBeYaMu, CBET KOTOPbIX
nocbinaeT Heby MONUTBbI.
WNHcTannauma cosgaHa

B uione 2003 roga Bo
BpeMs paboTbl MexayHa-
POAHOrO CUMMO3MyMa B
CaHt-AHpu, ®panums.

The Stairway to the
skies. Installation. 2003.
Saint Henri, France.
Wood, candles. 400x150-
x200 cm

A stairway of light is

a symbol of a passage
that aims to reach

the skies. Each stair
represents various stages
of spiritual ascent. It
points to the desire

to establish contact
between the earth and
the skies, between man
and God. The wooden
staircase with lit candles
reminded of a huge
templar lamp stand with
commemorative candles,
the light of which sends
prayers to the skies.
The installation was
created in June 2003
during the International
symposium in Saint-
Henri, France.
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«JTuHua rTOpU3oHTa».

O6uekT. 2003. Pectu-
Banb «ApT-Knsasbmay,
Mockoeckas obnacTb.
CeeTonponyckaroLymit
NOAUCTUPON, NaMnbl,

AepeBo, aNItOMUHWIA.
15x1500x15 cm

The Line of horizon.
Object. 2003.

The Art-Klyazma festival,
the Moscow region.
Polystyrol that lets

light through, lamps,
wood, aluminium.
15x1500x15 cm
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«leHepartop paayru».
Ipadpuka. 2007. Bymara,
KapaHzalu, TyLb.

50x65 cM

Rainbow generator.
Graphic. 2007. Paper,
pencil, Indian ink.
50x65 cm

134 CBET

«lFeHepartop papyru».

Ipaduka. 2007. Bymara,
KapaHAall, TyLub.
50x65 cM

Rainbow generator.
Graphic. 2007. Paper,
pencil, Indian ink.
50x65 cm
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«leHepartop paayru».
Ipadpuka. 2007. Bymara,
KapaHzalu, TyLb.

50x65 cM

Rainbow generator.
Graphic. 2007. Paper,
pencil, Indian ink.
50x65 cm
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«lFeHepartop papyru».
Ipaduka. 2007. Bymara,
KapaHAall, TyLub.

50x65 cM

Rainbow generator.
Graphic. 2007. Paper,
pencil, Indian ink.
50x65 cm
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«FeHepartop papyrm».
12 o6nekToB. 2008.
Oprcrekno, aepeso,
NaMrbl, ONTUYECKUe
npuéops!.

90x10x10 cM

Benbiit uget u ceet

— ¢opMa u cofepxaHue
Mowux pabor. benbiit
LBET MMeeT MHOXECTBO
MeTaopUyeckmx
3HayeHui. OH poxzaaeT
BCE LIBETa CONHEYHOro
CMeKTpa, CEMULIBETHYIO
apKy Ha Hebe

— pagyry. Tak nossunca
NPOEKT — poXAeHUe
pazyrv B UHTepbepe,
obpasytoLLerica
BC/Ie/ICTBME NPENIOMNIEHNA
6enbIx CBETOBbIX

fy4e Npy noMoLLm
Pa3nnYHbIX ONTUYECKUX
npucnocobnenuii. Tn
camogienbHble pagyru
HaMoOMUHAIOT 3HAMeHMe
3aBeta Mexay borom u
MeXAy BCAKOIO AyLLOO
XKMBOIO BO BCAKOW MOTH,
KOTOpas Ha 3eMre.
[NpoekT 6bIN NokasaH
Ha BbicTaBke «KynubuH»
B «KpokuH-ranepee» B
Mockee, BecHa, 2008.

Rainbow generator.
12 objects. 2008.
Acrylic plastic,

wood, lamps,

optical instruments.
90x10x10 cm

The white colour and
light are both the form
and the substance of my
works. The white colour
has many metaphoric
meanings. It gives birth to
all other colours of the
solar spectrum, to the
seven-colour arch in the
skies, the rainbow. This
is how this project was
started — the birth of
rainbow in the interior,
which was formed

by refracting white

rays of light with the
help of various optical
appliances. These hand-
made rainbows remind of
the embodiment of the
Covenant between God
and every living soul in
the flesh that lives on the
earth.

The project was
presented at the Kulibin
exhibition in the Krokin-
Gallery in Moscow in
spring 2008.
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Cepusa «Xop Series Choir of

YTPEHHUX 3Be3a». morning stars. 2005.
2005. Bymara, konnax. Paper, collage.
100x80 cm 100x80 cm
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NMOKPOB

CeetnaHa XpoMyeHko

MocnepHtoto no BpeMeHn paboty TatbAHbl ba-
AaHvHoin «benble opexap» He xoyeTca HasblBaTb
XKECTKUM COBPEMEHHbIM C/TOBOM (MPOEKT» — TaK
MHOrO B Hell JIMYHOTO, Tak rmyboko cTpajaHue, ee
MOpPOAMBLLEE, U BENVKO BHYTPEHHEE, [yXOBHOE Ha-
MpAXKeHWe, COMyTCTBOBABLLEE €€ CO3/aHUIO.

B 6enomM kaMepHOM cBOAYAaTOM MpOCTpaHCTBE
BbICTaBKM CBET NMPOHMU3bIBAJT UMM MATKO OOBOMaKMBa
Bblpe3aHHble U3 Bymarn Genblie cunysTbl ofexa,
oTZeNeHHble OT NMPOCTPaHCTBA NPOCTbIMUA JepeBAH-
HbiMy paMamu. CBeT f06aBNAN NosyTeHel K OCHOB-
HOMy TOHy OyMaru, Mo3BONIAN OTYETIMBEE BUAETH
ee CryLleHus, BbI3bIBaJl HEOXKMAAHHOE CBEYeHWe ee
KOMMOHEHTOB. HepyKOTBOpPHbIe TOHYaiLLIME TOHab-
Hble NepexoAbl, BO3HUKatoLwme oT crnboe Bymaru u
HAC/IOEHMA NOMYMNPO3PaYHbIX JINCTOB, KLUYPLLALLIUE
noA, B3rNAA0M HEPOBHOCTU akTypbl ByKBasibHO 3a-
Bopaxuneanu. PasHble oTTeHkn 6enunsHbl Hapyliana
MWL KUHOBApb M OXPa OPHAaMEHTOB M PYKOMUCHbIX
TEKCTOB MOJIUTB, HamMCaHHbIX Ha pbIxsioi GyMare
¢ BKkparneHnamMun. M3 ceseta n 6enmsHel 6ymarn po-
AUNOCh YTO-TO BO3BbILLEHHOE, OJyXOTBOPEHHOE U
OZIHOBPEMEHHO aCKETUYHO-CTPOroe.

B «benbix ogexaax» — 6ecnnoTHbIX, «aHresnb-
ckux», TatbAaHa bagaHuHa npopomkuna ogHy u3
KONMeKUmMini ofexabl CBoel Tparmyecku nornbiuei
Aouepyu, Mmogenbepa AHHbl Cepreenko. [Npogomkuna
Kak 6bl B ApYroM M3MepeHUM, 3a FpaHblO MaTepualib-
HOro, co3faBas OAeXAbl He Kak 060104kKN GpeHHoro
Tena, a Kak 3Haku MHOObITUA.

lMponopumn 1 oYepTaHusa ofexA, PaBHO KakK U1 fe-
TaJIn, OTCbINAsIN UCKYLLIEHHOTO 3pUTensa To k BocToky,
TO K BusaHTtuu. 3a kaxzabIM ofeAHneM yraapisanach
Ta WK MHaA KyJbTypa, 31oXa Uim JIMYHOCTb: CypoBas
MPOCTOTA M MIACTU4HOCTb POMAaHCKUX pesnibedpoB, BO-
neBoe, npeobpasytoLliee Ha4aio KOHCTYKTUBUCTCKO-
ro AusaiiHa, nNeHAoLLan rpauma MogepHa. .. [naga Ha
Mpo3payHble ofex/pbl, C PUTMAHECKMM CTPOEM KpYroB
C KpecTaMm KyMNIOTHUBLLEHCA MaTepUN, HeNb3A ObINo
HE BCMOMHUTb rpaduyHble 1 GecnnoTHble, cuatoLmne
6enbIM pUrypbl anocTonos ¢ pepanoHTOBCKKX dpe-
cok [unonncusa... HekoTtopble oaexabl NOBTOPANU
¢dbopMbI NnatbeB U3 AHUHOMN KOMEKLMM.

Crporo roBops, 6yMaxkHas ofjexza — He HOBOCTb.
Ocobble copTa GyMaru Mcnonb3oBanuch s ee us-

COVER

Svetlana Khromchenko

| do not want to refer to Tatyana Badanina’s re-
cent work «The White Garmentsy as a «project»,
a harsh modern word, because there is so much
personality in her work, her compassion is so deep
and her inner spiritual tension that accompanied
her development is so great.

In the small white vaulted exhibition space light
sifted through or softly embraced the white pa-
per-cut silhouettes of garments, separated from
the rest of the space with simple wooden frames.
Light added shades to the main tone of paper and
let the viewers see its thicker areas and caused
its components to suddenly gleam. Subtle shifts of
shade not of human making, but arising out of pa-
per folds and layers of semitransparent sheets, and
irregular textures rustling under our eye were fas-
cinating. Various shades of white were disturbed
only by cinnabar and ochre of ornaments and
hand-written texts of prayers on the rough paper
with inclusions. Out of light and this whiteness of
paper something elevated, spiritual and at the same
time ascetic and stern has been born.

In her fleshless, angelic «White Garments»
Tatyana Badanina saw a continuation of one of col-
lections created by her daughter, fashion designer
Anna Sergeyenko, who had died tragically. She
continued it as if in another dimension, beyond the
border of material things, creating garments that
are signs of otherness, rather than coats of a hu-
man body.

Proportions and outlines of garments, just as
their details, referred the viewer to the East or to
Byzantium. Each garment revealed some or other
culture, epoch or personality; stern simplicity
and plasticity of Roman patterns, strong-minded
transforming force of constructivist design, fasci-
nating grace of modern... Looking at transparent
garments with the rhythmical circles and crosses
of «firmer substance» one cannot but remem-
ber graphic fleshless figures of apostles clothed
in white in frescoes in St. Pherapont Monastery
painted by Dionisius... Some garments replicated
shapes of dresses from Anna’s collection.

Actually, paper clothes are not such a new idea.
Special sorts of paper were used to make clothes,
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roToBJsieHus, B YacTHOCTH, B AnoHnn. CoBpeMeHHble
MoZenbepbl co3galoT ByMaXkHble 3KCTpaBaraHTHble
Konnekumn. AHHa Bbipesasa us GyMaru TONbKO 3CKu-
3bl CBOMX Konnekuuit. B «benbix ogexaax» TaTbaAHbI
bapaHuHoi Bymara yTpatuna yTunmTapHoe, npakTu-
Yeckoe Ha3Ha4eHMe, CTaHOBACL MeTaOpOit BelllecTBa
Cpe/iHEBEKOBOrO XpaMa Ui UCTOHEHHON BpeMeHeM
TKaHW, HO Yallle — HeMaTepuasibHoW cybcTaHuum. U
aKKypaTHble KPbIbILLKM Ha CMIMHE — AOMOMHUATENIbHOE
U YyTb JlyKaBOe HarnoMuHaHue o6 3ToM.

B camoM nzroTosneHunmn opexa — TiaTeNbHOCTM
BbIpe3aHuA, MPOPUCOBBIBAHWA, CKNaiblBaHUA, TUCHE-
HMA ByMmaru, oLLyLanack He TONbKO NOOOBL K MaTe-
puasty, HO 1 BOMMOLLANACk MAEA CMUPEHUS, CITY>KEHUS
no6bIMK, B TOM HUCIE U MaNbIMU AenaMu.

«benble oaexxap1» B Kakol TO Mepe NOAbITOXNAN
HeKkoTopble Apyrue, 6onee paHHVe NpoeKTbl TaTbAHbI
— )KMBOMUCHbIE U rpacdmyeckue cepumn «benbie cagpi»
n «benbie ugetb» 1980 — 90-x. B 371 e rogsl yene-
YeHHan naeeli NoneTa oHa Jenana Kpbinba: 0popThI U
06bekTbl. Xpynkue AepeBaHHbIE peeyKu, CKpeLLnBa-
fAICb, OOpa30BbIBaNN FrEOMETPUYECKU-KOHCTPYKTUBHBbI
UX y30p, MPOCBEYMUBAIOLLMIA CKBO3b TOHKYIO OyMary.
lNpeanonaranock, 4TO MX BMA NOMOXET COBpPEMEH-
HOMY, PaLlMOHaSIbHO MbICHIALLiEMY 3puTento oTobpocuTh
ONbIT NOCTMO/ZEPHUCTCKOrO CYUTbIBAHMA 3HAKOB
KyNnbTypbl U NMPOHUKHYTbCA POMaHTMKOWN NepBbIX
noKopuTeneil BO3AyLIHOrO okeaHa. A mpukpenus
«CTPEKO3MHble KpblibA» — BoobpasuTb ceba naps-
MM Haz 3eMneit unun xoTa 6bl pUsnyecku oLy TUTb
yNpyrocTb BO3ayXxa.

Heckonbko npoekToB 6bIM cBA3aHbl C nAaeew
6enoro ceeTa: C ero MHOro3Ha4HOM NONOXKUTENbHOM
cumBonukoi. CeeTAlasca 6enaa «JTMHMA ropy3oH-
Ta» B OIHOM U3 MPOEKTOB He TOJbKO oTAenaAna Hebo
OT 3eM/W, HO U, YHUTbIBAA XPUCTUAHCKYIO CUMBOJTUKY
Genoro kak cmHoHuMa boxecteenHoro Ceerta, pas-
Aenana npodaHHoe 1 UcTMHHoe. B gpyrom npoekre
Gerble cBeTOBbIE CTONObI C Marnyeckumm Byaanincku-
MW CMMBOJIaMW, NPOABIAIOLLIMMUCA B TOJILLIE NOMYTpPO-
3payHolt 6ymaru, caenaHHON BOCTOYHbIMU MacTepamMm
BPYYHYIO, CITy>KWUnK cBA3bIO Heba 1 3emnu.

Brnepeble «benble ogexab» 6bM nokasaHbl B
CepadnMo-3HaMeHCKOM CKUTY, Y MOHaxWHb KOTO-
poro TaTbfAiHa MCKana yTelleHbA B TPyAHble Ans cebs

particularly in Japan. Contemporary fashion design-
ers create extravagant collections out of paper.
Anna only cut drafts for her collections out of it.
In Tatyana Badanina’s «VWhite Garmentsy paper
lost its practical, utilitarian meaning and became a
metaphor of substance, that of a medieval temple
or fabric thin because of its age, and evermore
often — a metaphor of non-material substance.
And neat wings at the back are another, tongue-in-
cheek reminder of that.

In the way the garments are made — how pre-
cisely they are cut, drawn, folded, embossed — one
can feel the author’s love to the material, and the
idea of humility and service by means of any, even
small deeds.

«The White Garments» have to some extent
summarised Tatyana’s other earlier projects, series
of paintings and graphics «White Gardensy and
«White Flowers» of 1980s-1990s. During these
years she was enthusiastic with the idea of flight,
and was making wings — etchings and objects.
Fragile wooden planks cross and form a geomet-
ric constructive pattern, showing through thin
paper. View of those was supposed to help the
modern viewer with rational thinking cast aside
his experience of postmodernist way of reading
cultural symbols and share romantic feelings of the
first conquerors of the ocean of air. And having
dragonfly wings attached, one can imagine himself
floating over the ground or at least physically ex-
perience the bouncing quality of air.

Several projects had to do with the idea of
white light, with its polysemic positive symbolism.
The glowing white «Line of Horizony in one of
such projects both separated the skies from the
earth and, taking into account the Christian inter-
pretation of white as a synonym of the Celestial
Light, separated the profane from the genuine.

In another project the skies and the earth were
linked through white pillars of light with magic
Buddhist symbols revealed in the thickness of
semitransparent paper hand made by eastern mas-
ters.

«The White Garments» were for the first time
presented in the Serafimo-Znamenskiy skete for
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yacbl. CoBnaZieHneM Jim OKasanochk To, 4TO ItobuMbIM nuns, where Tatyana had looked for comfort at
LIBETOM OCHOBATeNbHULbI MOHACTbIpsA, MaTywkn ®a- difficult times. Was it a coincidence that the favou-
Mapw, 6b1n1 Genbii? rite colour of Mother Phamar, the founder of the
M, KoHe4HO, He Crly4aiiHO, YTO ofeXAbl MOKasaHbl nunnery, was white!
Obinn B CKUTY — TBOpYecTBO ANA TaTbAHbl paBHO-  And certainly it was not a coincidence that gar-
3Ha4YHO MOMUTBE. ments were presented in the skete, because to
Tatyana art is similar to prayer.
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«Benbi con». The White dream. «MokpoBs». XXueonuce. Cover. Painting.
Kusonucb. 1993. Xoner,  Painting. 1993. Canvas, 1991. Xoncr, macno. 1991. Canvas, oil.
macno. 240x100 cm oil. 240x100 cm 240x100 cM 240x100 cm
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KapTuH». XXueonucb
150x200 cm

paintings. Painting.

Seventeen white
2004. Canvas, oil.

2004. Xoncr, Macro.
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1993. Canvas, oil. i
90x140cm
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«ApxuTeKTypa». Architecture.
1992. XoncT, Macno. 1992. Canvas, oil.
90x210 cM 90x210cm
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«Tpwm cecTpbi».
WHucrannaums. 2008.
Bymara, nonvkap6oHar,
namnbl. 250x350x 100 cm

Benbie ogexap! Tpex
cectep — Kak 6enble
¢dnaru nepeMupus,
BbIGpOLLEHHbIE Nepes
JKU3HBIO.

OTv nnatbs — CMMBON
YUCTOTbI U HAMBHOCTM,
MEYTaHWI 1 Hagexa,
CTPajaHWs U CMUPEHUA.
WHcTannsauma nokasaHa
B ranepee [NonuHbl
Jo6ayesckom.

The Three Sisters.
Installation. 2008. Paper,
polycarbonate, lamps.
250%x350x100 cm

White garments of the
three sisters are like
white flags of truce, put
out in front of life.
These dresses are a
symbol of purity and
naivety, of dreams and
hopes, of misery and
humbleness.

The installation was
presented in Polina
Lobatchevskaya gallery.
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«bBenble ogexabi».
O6bekTbl.
«Mobexaatowymin
obneuvetcs B 6enble
oAeXapl...»
Ortkpoeenue. 3.5

Y7o o3HavatoT

6enble oaexapl, B
KoTopble obnekatoT
nobexgatowmx? benbiin
LBeT Bcerga 6bin LBeToM
PaAoCTH, TOPXKECTBA U1
no6eabl. Kpome Toro, oH
6b1n 3HAKOM YUCTOTI.
Havanom storo npoekra
NoCny>Xuna noaapeHHas
MHE penpoayKLUusa pusbl
MNpeceaTtoi boropoauupl.
[NepBoe nnatbe sToro
LMKna — pusa u3 6ymMaru
py4Hoit pabotbl. Caenatb
opexabl U3 Gymaru MeHs
BAOXHOBUMN paboTbi
Moeit foYepu AHHbI
CepreeHKo, Bce 3CKu3bl

K CBOWM KOJEKUMAM

OHa aenana us Gymaru B
TexHuKe Konnax. MmaeHas
eé konnekuua «4epHoe
= benoey 3akaH4MBanacb
6enocHeXXHOM ogexaon,
KoTopyto AHeuka nobuna
ZAeMOHCTpUpoBarb caMa. B
cBoeit ctatbe B. JaxuHa
nucana: «He cnyvaitHo,
6enan cocraenatoLas
AHUHON KONNEeKUUM Tak
JKEHCTBEHHA U Nerka.

B Hein npucytcteyet

Ta MeTadopuyeckas
3CTeTUKa CBeTa, CTOMb
BA)XKHaA B APEBHUX
KynbTypax u B
XPUCTUAHCTBE...»
MHorue «aHrenbckue»
oaexabl uz 6enon
6yMaru nosTopsatoT
¢popMbl AHMHBIX NNaTbes.

BbicTaBka nokasaHa

B xpame Ceatoit HuHbl
CepaduMo-3HaMeHcKoro
ckuta (Mockosckas
obnactb) B utone 2007 un
B ranepee Materia prima
8 Mockee B gekabpe-
aHBape 2007-2008

White Garments.
Objects.

«He that shall overcome
shall thus be clothed in
white garments...»

The Book of Revelation.
3.5

What meaning do
white garments that the
winners wear have! The
white colour has always
been perceived as the
colour of joy, triumph
and victory. Besides, it
has always been a sign
of purity. A copy of
the vestment of Our
Lady that | received as
a present was a starting
point for this project.
The first dress of this
cycle was a vestment
of hand-made paper. |
was inspired to make
paper garments by
works of my daughter
Anna Sergeyenko; she
made drafts for all

her collections out of
paper, in collage. Her
main collection «Black
= White» ended with
snow-white clothes
that Anetchka liked to
demonstrate herself.

In her article Vera
Dazhina wrote: «lt

was no coincidence
that the white element
in Anya’s collection

is so feminine and

light. That metaphoric
aesthetics of light that
was so important in
ancient cultures and in
Christianity is present
there...» Many «angelicy
garments made of white
paper follow the shapes
of dresses Anya made.

The exhibition was
presented in the temple
to Saint Nina at the
Seraphimo-Znamensky
skete (the Moscow
region) in July 2007, and
in Materia Prima gallery
in Moscow in December
2007 - January 2008.
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«lMokpoBs».

Akups. 15 oktabps 2005.
CepaduMo-3HaMeHcKUi
ckuT, MockoBsckas
obnactb.

Yenoseky gaHa cosuga-
TernbHas BO3MOXHOCTb
npespaLyaTb MONUTBY B
TBOPYECKMIA KT, @ XyA0-
KecTBeHHOe AeicTBIE B
monutey. Llenbto xyao-
JKECTBEHHOM akuuu 6bino
BonsoLleHne obpasa-
MOJITBbI, CUMBOTMYEC-
koro «[lMokpoeay, 4Tobbl
BO3HMKLLAA Ha poHe
6enoro Xpama, kak Ha
PYCCKUX UKOHaX, KpacHas
ayra [Nokposa coxpaHsna
Bcex Hac. [lseHaguatu-
MeTpoBbint «[Mokpos»
cAenaH u3 KpacHomn
LUENKOBOW TKaHW, YKpa-
LIEHHOMN ManeHbKUMM
KpPacHbIMU KpecTuKamu, 1
npoAepX<ancs B BO3ayxe
6narogaps ABYM MOLUHbIM
BeHTUnaTopam. Cospatb
MONUTBEHHYtO aTMocdepy
BO BPEMsA aKLuu noMor
KOHLIEpT B LEePKBU BO
nMs 3HaMeHus Boxben
Marepu 1 npenogo6Horo
CepadumMa, Bo3ne KoTo-
pOit peannsoBaH NpoOeKT.
3putenu ¢ bnarogapHoc-
ThIO C/IbILIANN YyAecHoe
UCMOSHEHNE MONUTB
conuctom bonbloro
Teatpa CraHucnasom Cy-
NeiMaHOBbIM, COJIMCTKOWN
LleHTpa onepHoro newus
lanuHbl BuwwHesckow
Haranbeit JleButuHoit n
xopom Tpouue-Ceprue-
Boit J1aBpsbl.

Cover.

Action. October 15,
2005. Seraphimo-
Znamensky skete,
the Moscow region.

Man has a creative
opportunity to turn
prayer into an artistic act,
and to turn an artistic art
into prayer. The purpose
of this artistic action was
to implement an prayer-
like image of a symbolic
Protective Veil, so that
the red arch of the Veil
against the background
of the white Temple,

like in Russian icons,
would keep us safe. The
twelve-meter long Veil
was made of red silk
decorated with small

red crosses; it hovered
in the air thanks to two
powerful fans. A concert
held in the church in

the name of Bodement
of Our Lady and Saint
Seraphim, near which the
project was implemented,
helped to create
devotional atmosphere.
The audience listened

to glorious prayers by
Stanislav Suleymanoyv, the
soloist of the Bolshoy
theatre, and Natalya
Levitina, the soloist of
Galina Vishnevskaya
Operatic Singing Centre,
and the choir of Troitse-
Sergiyeva Lavra, with
gratitude.
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TAHA TANYA
BAOAHNHA BADANINA

Poawmnack 16.11.1955 roga e r. HuxHuit Tarun Ceepanosckon Born on November 16, 1955 in the town of Nizhniy Tagil, the
obnactu. Sverdlovsk region.

1973-1978 studies at the faculty of arts and graphic arts of the

1973-1978 - y4eba Ha xyaoxecTBeHHO-TpadpuieckoM
Nizhniy Tagil State Pedagogical Institute. Teachers: Honoured

dakynbTete HimkHeTarnnbLCkoro rocyjapcTeeHHOro
NeJarornyeckoro MHCTUTYTa. Yautens: sacnykeHHbIiit xyaoxnuk artist of the Russian Federation L.I. Perevalov, V.P. Antoniy

P® Mepesanos J1.U., Antonuit B.I. and L.I. Bagayev.
v baraes .. Starting 1989 she is a member of the Union of Artists of the
C 1989 - unen Cotosa xyaoxHukos CCCP. USSR.

Xueert n pabortaet 8 Mockze. She lives and works in Moscow.

MEPCOHAJbHbBIE BBICTABKM ~ SOLO SHOWS

1990 >Kusonuce. Manepes «lOHnoH», Mockea.

1993 XKusonucb. HuxHeTarunbckumin rocysapcTeeHHbIN My3eit
n306pasunTenbHbIX UCKyccTs, HidkHuin Tarun.

1993 «LiBeTbl, nTubI 1 3Be3ab1». EkaTepuHGyprckuin Mysei
n306pasunTesnbHbIX UCKyccTB, EkaTepuHbypr.

1995 XXusonwuck. EkatepuHByprekuii Myseit n3o6pasuTtenbHbIX
nckyccts, EkatepuHbypr.

1995 «Bensbiit cag». EkatepuHbyprckas ¢punapMoHus.
ExkatepuH6ypr.

1996 «Tpu nuHumy. Manepes «Kuno», Kunouentp, Mocksa.
1997 XXusonwcek. Manepes «KuHo», Mockea.

1999 «Tabnuupi». Mpaduyeckmii ueHTp Cotosa XyA0XKHUKOB,
BuneHioc. Vilnius
1999 Mpaduka. KanuHuHrpaackas rocyaapcrseHHasn -

xyp,omzcieHHaﬂ ranepeﬂ?KgnMHMHrp);:.P 1999 Graphics. Kaliningrad State Gallery of Arts,

. Kaliningrad.
1999 «Tep6apuity. Manepes «<POCM30», Mocksa. .
2002 «Pycckas ranepes, TannmHH. 1999 Herbarlum. ROSIZO Ga!lery, Moscow.
2002 The Russian Gallery, Tallinn.
2003 «Kpbinbay. Manepes «Cam bpyk», Mocksa. 2003 Wi Sam Brook Gall M
2005 «Heboy. «lanepes Mactepos», Mocksa. 2005 Sk'mgsé Tlm rc;oM a eryM Oscow.
2005 «Mokposy. Akumna. CepaprMo-3HaMEHCKUI CKUT, 2005 C l€s. Z ery OS a;ters.z oscowl.(. I
MocKoBCKas 0BMaCTh. over. Action. Serafimo-Znamenskiy Skete.

. The Moscow Region.
2007 «b .C -3 ,
«bensie oaexaen. Cepaguro-3navencruit ckur 2007 The White Garments. Serafimo-Znamenskiy Skete.
Mockoeckas obnacte.

N The Moscow Region.
2007 «Mokpoey. Manepen «Materia prima», Mocksa. 2007 Cover. Materia Prima Gallery Moscow.

1990 Painting. Union Gallery, Moscow.

1993 Painting. Nizhny Tagil State Museum of Fine Arts,
Nizhny Tagil.

1993 Flowers, Birds and Stars.

Yekaterinburg Museum of Fine Arts, Yekaterinburg.

1995 Painting. Yekaterinburg Museum of Fine Arts,
Yekaterinburg.

1995 The White Garden. Yekaterinburg Philarmonic Hall.
Yekaterinburg.

1996 Three lines. Kino Gallery, Cinema centre, Moscow.
1997 Painting. Kino Gallery, Moscow.

1999 Tables. Graphic Centre of the Union of Artists,

KOJINEKTMBHBIE BbICTABKM  crROUP SHOWS

1979 BbicTaBka npov3BeAeHNn MONOABIX XYAOXKHUKOB
HwxHero Taruna. Myseit sobpasuTtenbHbIX UCKYCCTB,
Hwxuuin Tarun.

1982 Il PecnybnmkaHckas BbicTaBka «VIcKyccTBO KHUMMY.
XynoxecTeeHHbI Myseid, [epmb.

1982 BbicTaBka npov3BeAeHNn MONOABIX XYAOKHUKOB
HwxHero Taruna. Myseit 3o6pasuTtenbHbIX UCKYCCTB,
Hwxuuin Tarun.

1987 BcecotosHas BbicTaBka «MonofocTb cTpaHbI».
LIB3 «MaHex», Mockea.

1987 Ot4eTHas BbicTaBka CBEpASIOBCKOroO OTAENEHUA
CX PC®DCP, Mocksa.

1988 Beblicraska «Mckyccteo kHuru B CCCPy.
BbictaBoyHbi 3an CX Monbiu, Bapuiasa.

1988 Ill ExxerogHas MexayHapoAHan BbICTaBKa MUHUATIOPbI.

1979 Exhibition of works of young artists in Nizhny Tagil.
Museum of Fine Arts, Nizhny Tagil.

1982 1l Republic exhibition The Art of Books.

Museum of Arts, Perm.

1982 Exhibition of works of young artists in Nizhny Tagil.
Museum of Fine Arts, Nizhny Tagil.

1987 All-Union exhibition The Youth of the Country.

Central Exhibition Hall Manege, Moscow.

1987 Exhibition of the Sverdlovsk department of the Union of
Artist of the RSFSR Moscow.

1988 Exhibition Art of Books in the USSR.

Exhibition hall of the Polish Union of Artists, Warsaw.

1988 Ill Annual Exhibition of Miniature Art. Del Bello Gallery.
Toronto.
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Del Bello Gallery, TopoHTo.

1989 BcecotosHas BbicTaBka «MonofocTb CTpaHbI».

LaX, Mocksa.

1989 BcecotosHas BbicTaBka «Halu coBpeMeHHMKY.

LIB3 «Manex», Mockea.

1989 | BcecotosHas GueHHasne cTaHKoBOW rpadpukm
«KanuHunrpag — Kenurcbepry.

XypoxecTBeHHan ranepes, KanunuHrpag,

1989 | MexpyHapopHas 6ueHHane IMPREZA.
XypoxecTBeHHbIN Myseit, IBaHo-DpaHKOBCK.

1989 IV ExxeropHas MexayHapoZHas BbICTaBKa MUHWATIOPbI.
Del Bello Gallery, TopoHTo.

1990 V ExeropHas Mex/yHapogHas BbICTaBKa MUHMATIOPbI.
Del Bello Gallery, TopoHTo.

1990 BbicTaBka cOBpeMEHHOTO UCKYCCTBA.

«32 xypoxHuka us CCCP». Pum.

1991 VI ExxerogHas MexzyHapo/ZiHas BbICTaBKa MUHWATIOPBI.
Del Bello Gallery, TopoHTo.

1991 VI MexayHapofHas bueHHane rpaduku.
XypoxecteeHHas ranepes, BapHa.

1991 | MexpyHapoaHas BbICTaBKa MUHUIPadUKK.

Napa Art Center, KanudopHus.

1991 Kostakis House of Art. Karanor cospemeHHoro
COBETCKOrO UCKYCCTBA, TOPOHTO.

1992 Il MexayHapogHas GueHHane CTaHKOBOW rpacuku
«Kanununrpag — Kenurc6epry. XynoxecTBeHHas ranepes,
KanunuHrpag,.

1992 1l MexxayHapoaHas BbICTaBKa MUHUTPadUKU.

Napa Art Center.

1993 | MexpyHapopaHas 6ueHHane rpacduku. Maactpux.
1993 | MexpyHapoaHas BbicTaBka rpadmku Masbix Gpopm
Contact‘93. [loM kynbTypbi, TOpyHb.

1993 1l MexayHapoaHas BbICTaBka MUHUrpacUKK.

Napa Art Center, KanudopHus.

1993 «becnpesiMeTHble TPAAULIMM B PYCCKOM UCKYCCTBEY.
AprarentctBo «3pmutaxy, LIX, Mockea.

1993 O6nacTHoit My3eit n3obpasuTenbHbIX UckyccTs, Open.
HaumoHanbHbIf My3eit )KMBOMUCK U CKYNbNTYpbl, AHKapa.
1994 MexayHaposHas XyaoxecTBeHHas ApMapka. ABUHBOH.
1994 1l MexpayHapogHan GueHHane cTaHKoBOM rpadukm
«KanunuHrpag — Kenurcbepry. XynoxecTseHHas ranepes,
Kanunuhrpag.

1994 Il MexxayHapoaHas BbicTaBka rpacukn Manbix Gpopm
Contact‘94. [loM kynbTypbi, TOpyHb.

1995 | Ypanbckas TpueHHane nevatHom rpadmkm.
Ydumckan xynoxecTBeHHas ranepes, Yoa.

1996 Die Kraft der Stille. Monoaoe nckycctso Poccum.
Myseit Pomep, Xunbaecxaim.

1996 «CeMb ypanbckux XyA0KHUKOBY.

KopnopatusHas konnekuma «BbICOy.

Mys3eit usobpasutenbHbix UcKyccTB, EkatepuHOypr.

1996 «PoxpaecTBeHcKMe nogapkuy.

Fanepesa «Kunoy, KunoueHTp, Mocksa.

1997 | MexpyHapoaHas KBaApUeHHane CTaHKOBOW rpaduku.
LAaX, Mockea.

1998 BeictaBka «LLlectb xyaoxxHukos Mockebl 1
ApxaHrenbckay. BoicTaBouHblin 3an CX. ApxaHrenbck.
1998 V MexayHapoaHas 6ueHHane cTaHkoBOW rpaduku
«KanunuHrpag — Kenurcbepry. XynoxecTseHHas ranepes,
Kanunuhrpag.

1998 Il MexxayHapoaHas 6ueHHane Manbix rpapuyeckmx GopM.

lanepes ARKA, BunbHtoc.

1998 BbicTaska xuBonucu. «Pycckas TBopueckan nanaray.
LaX, Mockea.

1998 Il MexxayHapoaHas TpueHHane raduku «Labyrinty.
Myseit uckyccrs, MNpara.

1999 «Cagapbi n nyctbiHuy. locyaapcTeeHHbIn My3eit BocToka,
Mocksa.

1999 «Kusas ¢popmay. EkatepuHbypreckuin mysein
n3obpasutenbHbIX UCKyccTs, EkatepuHbypr.

1999 BbicTaBKa y4aCTHUKOB MeXAyHapOAHOTO CUMMO3MyMa
«Ypany». Poccuiickuit doHa kynbTypbl, Mocksa.

1999 | MexayHapoaHan G1eHHane coBpeMeHHO rpaduku.

1989 All-Union exhibition The Youth of the Country.
Central House of Artists, Moscow.

1989 All-Union exhibition Our Contemporary.

Central Exhibition Hall Manege, Moscow.

1989 | All-Union Biennale of easel graphics Kaliningrad
— Konigsberg. Gallery of Arts, Kaliningrad.

1989 I International Biennale IMPREZA.

Museum of Arts, Ivano-Frankovsk.

1989 IV Annual International Exhibition of Miniature Art.
Del Bello Gallery. Toronto.

1990 V Annual International Exhibition of Miniature Art.
Del Bello Gallery. Toronto.

1990 Exhibition of Contemporary Art.

«32 Artists from the USSR». Rome.

1991 VI Annual International Exhibition of Miniature Art.
Del Bello Gallery. Toronto.

1991 VI International Print Biennale. Art Gallery, Varna.
1991 | International Miniprint Biennale.

Napa Art Center, California.

1991 Kostakis House of Art.

A Catalogue of contemporary Soviet art. Toronto.

1992 Il International Biennale of easel graphics Kaliningrad
— Konigsberg. Gallery of Arts, Kaliningrad.

1992 Il International Miniprint Exhibition.

Napa Art Center, California.

1993 I International Print Biennale. Maastricht.

1993 I International Exhibition of small graphic forms
Contact ‘93. House of Culture, Torun.

1993 1ll International Miniprint Exhibition.

Napa Art Center, California.

1993 Objectless traditions in the Russian art.

Hermitage Art Agency, the Central House of Artists, Moscow.

1993 Regional Museum of Fine Arts, Oryol.

1993 The National Museum of painting and sculpture, Ankara.

1994 International Art Fair, Avignon.

1994 Il International Biennale of easel graphics
Kaliningrad — Konigsberg. Gallery of Arts, Kaliningrad.
1994 Il International Exhibition of small graphic forms
Contact ‘94. House of Culture, Torun.

1995 I Ural Triennale of Printed Graphics.

Ufa Gallery of Art, Ufa.

1996 Die Kraft der Stille. Young art from Russia.
Romer-Museum, Hildesheim.

1996 Seven Artists from the Urals’. Corporate collection
belonging to VYSO. Museum of Fine Arts, Yekaterinburg.
1996 Christmas Presents.

Kino Gallery, Cinema Centre, Moscow.

1997 | International quadriennale of easel graphics.
Central House of Artists, Moscow.

1998 Exhibition Six Artists from Moscow and Arkhangelsk.
Exhibition hall of the Union of Artists. Arkhangelsk.
1998 V International Biennale of easel graphics Kaliningrad
— Konigsberg Gallery of Arts, Kaliningrad.

1998 Ill International Biennale of small graphic forms,
ARKA Gallery, Vilnius.

1998 Exhibition of paintings. «The Russian Artist Chamber.

Central House of Artists, Moscow.

1998 Il International Triennale of graphic art Labyrinth.
Museum of Arts, Prague.

1999 Gardens and Deserts.

The State Museum of Oriental Arts, Moscow.

1999 Live Form. Museum of Fine Arts, Yekaterinburg.
1999 Exhibition of participants of the Ural International
Symposium. Russian Cultural Foundation, Moscow.

1999 | International Biennale of contemporary graphics.
Novosibirsk Regional Gallery of Arts, Novosibirsk.

1999 Josif Iser. Biennale of graphic arts. Museum of Arts,
Ploiesti.

2000 VI International Biennale of easel graphics Kaliningrad
— Konigsberg. Gallery of Arts, Kaliningrad.

2000 International Book Fair, Leipzig.

2000 Live Form. Museum of Fine Arts, Nizhny Tagil.
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HoBocnbupckas obnactHas kapTuHHas ranepes, Hosocnbupck.
1999 Josif Iser. Buennane rpaduku. Myseit nckyccts, Mnoewwu.
2000 VI MexayHapoaHas 6ueHHane CTaHKOBOW rpacduku
«Kanununrpag — Kenurcbepry. XyaoxecTseHHas ranepes,
Kanunuhrpag.

2000 MexpayHapoaHan apMapka KHurv. Jlennuur.

2000 «XKueas dpopmay. Myseit sobpasnTenbHbIX UCKYCCTB,
HwxHuit Tarun.

2000 Il MexayHapogHas 6uennane. Manepes ZYNDI, Paunbysx.
2000 BbicTaBKa y4acTHMKOB MEXAYHapOAHOrO CUMMO3MyMa
«Tunbety. Pycckuii KynbTypHbIii LieHTp, KatMaHgy.

2000 «Cryamus «Jlanare-ApT» npeacTasnsery.

lanepes «KpacHble nanatbiy», Mocksa.

2000 «Ypan. Tuber. baitkan...» BeictaBouHbiit 3an, Peega.
ExaTepuHOyprckuin kpaeseadeckuin Myseit, Exatepunbypr.
2000 | MexxpyHapopaHas GnaroTBopuTenbHas BbICTaBKa
«MckycctBo ana geteitn. Myseit uckyccrs, [JoHeuk, YkpanHa.
2000 «Hanpaenenne — Boctok. Ha nytu k MMManaamy.
Manepes «Kuno», MI'B3 «Manex», Mocksa.

2000 ILA. MexpayHapogHoe asualuoy. bepnuH, lepmanus.
2000 ABIACBIT-XXI.

Il MexpyHapoaHoe kocMuyeckoe woy. Kues.

2000 Il Kuraickas MexayHapoAHas BbICTaBKa aBUALMK U
KOCMUYECKOro MpOCTpaHCTBa. [OHKOHT.

2001 Exhibition-BbicTaBka. [Npeacrasutenscteo Esponeiickoit
koMuceumn B Poccun, Mockea.

2001 «AbcTtpakumsa B Poccun—XX Beky.

FocynapcteenHblit Pycckuin Myseit, Cankr-INetepbypr.

2001 BebictaBka cekumm xumsonmeu MCX. LIOX, Mockea.

2001 «Henan-Tuber». MyHuumunanbHas ranepes,

Fanepes «Bnaaumupy, Xapekos.

2001 «BHyTtpeHHas Asuay. Kbiprbisckuit HaumoHanbHbIi
Myseit usobpasutenbHbix uckyccts uM. [ AiiTnesa,
Kbipreiactan, buiukek — Manepes « TpubyHay, KasaxcraH,
Anmartbl — ApT-ueHTp «BaneHcusay, Cankr-lNetepbypr, Poccus
— HoBocnbupckas kapTuHHas ranepes, Hoeocnbupck, Poccus.
2001 BbicTaBKa yH4aCTHUKOB MEXAYHAPOAHOrO CEMMHapa-
nnieHspa «DKONOrUaA UCKyccTBa B UHAYCTPUANbHOM
nanawadtey. MHcrannauma B JoMeHHoM Lexe [leMuaosckoro
3aBoga-Mysesn. Myseit nsobpasutensbHbix uckyccts, H. Tarun.
2002 BbicTaBKa ceKummn MOHyMeHTanbHoro uckycctea MCX.
LaX, Mocksa.

2002 «AbBcTpakTHOE-peanbHoey.

BbictaBoyHbIin 3an1 MOCXa, Mockea.

2002 «Dotorpadukay. Hosocubupckas obnactHas

KapTWHHaA ranepes, HoBocnbupck.

2002 «BHyTpeHHaa Asuay. Manepes «TeHrpu-Ymaity, Anmatbl —
KbIprbI3ckuit HaLMoHanbHbIN My3eit U306pasnTenbHbIX UCKYCCTB
uM. [ Aittnesa, buiikek.

2002 VIl MexpayHapoaHas GueHHane cTaHKOBOM rpadukm
«Kanununrpag — Kenurc6epry. XynoxecTBeHHas ranepes,
Kanunuxrpaa.

2002 «PackpatueHHbiin Mupy. Manepes knyba «Myxa», Mocksa.
2002 | Bcepoccuiickas BbiCTaBKa akBapenu.
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