However, in the Russian art studies, the problem of the correlation between existentialism and
visual arts in the post-war Soviet Union is not explored enough. Underestimated influence of exis-
tentialism in the Soviet culture, which was caused by permeated understanding of its ideological iso-
lation from the West, may be the reason of the underinvestigation of the subject. Meanwhile, in the
50-60s, existentialism was quite deeply studied in the field of philosophy and literary criticism, and
that is an indirect evidence of its impact on the post-war period Soviet culture. All the more, the du-
ality of Soviet life and the existence of Soviet unofficial culture allow us to conjecture the possibility
of the relationship between existentialism and Soviet unofficial art.

Vadim Sidur and Oh Jong Wook were outstanding sculptors of Soviet unofficial art and South Ko-
rean modern art. The main theme of their sculpture in the 60s was a man and his suffering in the
world, which is frequent in the works of European artists, whose art is considered to be closely linked
with existentialism. A devastating war and a sharp social change in the country had a significant im-
pact on the work of sculptors, who were completely isolated from each other, but equally concerned
about the meaning of human being.

The research on the relationship between their work and existentialism is crucial for the under-
standing of the post-war Soviet unofficial art and South Korean modern art in the world art context.
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XynoxxectBeHHbIe cBA3M Poccun n Tepmanun. KonnekruBHble BBICTaBKU
pycckoro uckyccrsa B Iepmanum (c 1988 mo 1995 rop)

XypoxxecTBeHHbIe ¢BsA3M Poccum u Tepmanny B XX B. MMeoT o4eHb 6oraTyio ucropuio. lep-
MaHMs OblIa LEeHTPOM IPUTSDKEHMS I PYCCKMX XYHTO>KHMKOB, HaumHas ¢ pybexa XIX-XX BB.
Taxue ropopa, kak bepnun, Mionxen, [Ipesnen u loccenbmopd, rjje TpoBOAMINCh MacIITaOHbIe
MEX/lyHapOJHbI€ BbICTABKM, IPMBJIEKA/IM HAYMHAOMINX ¥ COCTOABUIMXCA XyLOKHMKOB. B 1922 1.
B bepnuue npomta Ilepsas BricTaBKa pyccKoro uckyccrsa. Henbss ynyckaTrb U3 BULY U XyH0XKe-
CTBEHHYIO SMUTPAIINIO, HEOTHEM/IEMYIO YaCTh XY0>KECTBEHHBIX B3aMIMOOTHOIIEHNUII IBYX CTPaH.

C xonna 1980-x rr. mexxay Poccueit u [epmannert moce nepuosa IIMTebHON M3OIANNA Ha POHe
[IEPECTPONKY HAYMHAETCA HOBas BOJIHA XY[JOXKECTBEHHOro B3aumopencTsusa. B 1988 r. B Mockse
IIPOXOJIUT IEPBbI MEXIYHAPOJHBIN ayKIIMOH KapTUH XyJOXXHUKOB PyCCKOTO aBaHTapfia I COBpe-
MEHHBIX COBETCKMX XY[O>KHUKOB, MIMEBILNIT HEOOBIYAIIHBII YCIIeX Y 3apyOeKHBIX KOJIIEKIVIOHEPOB.
C 3TOro MOMeHTa MOJIOAbIe PYCCKIE XYHTOKHUKM 0OpaIaloT Ha ce0s MpHUCTaNbHOEe BHUMAHNE €B-
porerickoro apt-coobmectsa. BoicraBkoit MIcKUNSTBo 1. (3anapnbiit bepmun, Bahnhof Westend,
1988 .), Ha KOTOPOJI NMPEACTaBUTEIN MOCKOBCKOTO KOHIIENTYaIM3Ma ObUIN IIOKAa3aHbl COBMECTHO
C MOJIOABIMM HEMELKVMM XYAOXXHIKaMM, ObIIO TI0/I0KEHO HaYa/Io HOBOMY 3TAIly B PasBUTUU Xy-
TOXKeCTBEHHBIX cBA3eil lepmanuu u Poccun.

C 1988 . KO//IeKTMBHbIE BHICTABKI COBPEMEHHOT'O PYCCKOTO MCKYCCTBA HA Pa3HBIX BHICTABOYHBIX
IJIONIA/IKaX IepMaHuM CTaHOBATCA PETYNAPHBIM fIBJIeHMEM. B paMKaxX JaHHOrO JIOKJIafia aBTOP
OTPaHMYMBAETCA PACCMOTPEHMEM CaMbIX KPYIIHBIX XY/IO)KECTBEHHBIX BBICTABOK, IPOXOAMBIINX
B pasHBIX Topofax lepMaHuy B yKasaHHBIN Iepuofi, B pARy KoTtopbix «Myseit MAHM —40 mo-
CKOBCKUX XyHOXXHMKOB”» (PpankdypT-Ha-MaiiHe, BeicTaBouHbliT 3a1 Karmelitenkloster, 1991), «Co-
BeTCKOe UCKyccTBO okomo 1990 roma» ([Jroccenpmopd, Stadtische Kunsthalle DUsseldorf, 1991),
«Fluchtpunkt Moskau» (Aaxen, Ludwig Fonim, 1994) «Ilonert. Yxox. Vicue3sHOBeHMEe — MOCKOBCKOE
KOHIleNTyanbHOe McKyccTBo» (bepmuH, 1995), «Kunst im verborgenen. Pycckne HoHKoHpOpMY-
ctbl 1957-1995» (JTIropsurcxaden, Wilhelm-Hack Museum, 1995).

ABTOp Ha OCHOBAaHMM BBICTABOYHBIX KaTajIOTOB, BOCIIOMMHAHUII Xy[JO)XHMKOB, YIIOMUHAHNI
B IIpecce aHa/IM3MPYeT KOHLIEINMM PACCMAaTPUBAEMbIX BbICTABOK, OTBeYas Ha BOIIPOC O TOM, KaK IIpO-
VICXOZIVJIO B3aVIMOZEIICTBYE PYCCKUX U MECTHBIX XY/JO)KHUKOB, KaKVIM 00pa3oM pPyccKue XYHO>KHIKY
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BIIJICBIBAJIV CBOE€ MCKYCCTBO B KOHTEKCT 3a/IaHHON KOHIIENIINM, KaK COBPEMEHHOE PyCCKO€E MCKYC-
CTBO OBUIO BOCIIPUHATO 32 pyOexxoM B Hadarne 1990-X IT.

Kristina Barekyan
Lomonosov Moscow State University; Pushkin State Museum of Fine Arts, Russia

RUSSIAN-GERMAN ART RELATIONS.
COLLECTIVE EXHIBITIONS OF RUSSIAN ART IN GERMANY (1988-1995)

Art relations between Russia and Germany in the 20th century have a very rich history. Germany
was one of the most favorite destinations among the Russian artists in the 19th and 20th centuries. Inter-
national exhibitions in Berlin, Munich, Dresden and DUsseldorf attracted the artists. In 1922 in Berlin
the first exhibition of the Russian art was presented. The artists in exile are a very important part
of German-Russian art relations as well.

Since the late 1980s after a period of long isolation between Russia and Germany a new wave of ar-
tistic interaction begins. In 1988 in Moscow the first international auction of paintings by artists
of the Russian avant-garde and modern Soviet artists was held. The auction was a huge success among
the foreign collectors. From this moment the young Russian artists attract the attention of the Euro-
pean art community. On the show IsSKUNSTvo I. (West Berlin, Bahnhof Westend 1988) the artists
of Moscow Conceptualism were shown together with the young German artists. It was the beginning
of a new stage in the development of artistic connections in Germany and Russia.

Since 1988 the collective exhibitions of contemporary Russian art in various exhibition venues
in Germany became regular. In this report the major art exhibitions held in different cities of Ger-
many during the period will be considered, among them “The museum MANI — 40 Moscow Artists”
(Frankfurt, exhibition hall Karmelitenkloster, 1991), “Soviet art circa 1990” (DUsseldorf, Stadtische
Kunsthalle DUsseldorf, 1991), “Fluchtpunkt Moskau” (Aachen, Ludwig Fonim, 1994) “Polet.Uhod.
Ischeznovenie — Moscow Conceptual Art” (Berlin, 1995), “Kunst im verborgenen. Russian noncon-
formists 1957-1995” (Ludwigshafen, Wilhelm-Hack Museum, 1995).

On the basis of the exhibition catalogs, memories of the artists, press mentions the author analyzes
the concept of the exhibitions. In conclusion the author analyzes the process of integration of the Rus-
sian contemporary art in the context of the German art scene and it’s perception abroad in the early "90s.

Peimmmua Enena HukonmaeBna
Mockosckas 2ocydapcmeeHHAs XY00HecmeeHHO-NPOMbIUIEHHAS AKAOeMUS
umenu C.I. Cmpoeanosa, Poccus

Poccnsa — Bapmasa — Ilapyx — bepnun.
Ilo maTrepuanaM cTyfgeHYeCKMX ITAKATOB TYYIINX €eBPOIEiCKUX BY30B

B noxmaze mpocnexxuBarnTcsa crparerny ooydeHus rpaduieckoMy ¥ KOMMYHUKATUBHOMY V-
3aliHy B aBTOPCKMX MACTE€PCKMX BeIYLIMX MOCKOBCKMX BY30B: B MacTepckoit Mropa Iyposmua
(IIxona gusartna HUY BIII9), B MacTepckux Anekcanapa Bacuna/Hatanpu Benbunuckon (MI'YII
nmeHn ViBana ®egoposa), B MacTepckux Bragumupa Myssraenko, Imutpus MoppsuHieBa, Mak-
cuma Popyua (MI'XITA um. C.TI. CrporanoBa), B mactepckoii Hukomnas Illtoka (HaumoHanbHbIN
VHCTUTYT Au3aitHa), bopuca Tpodumona (MHcTuTYyT 6M3Heca u Au3aitHa). Ha mpumepe cTyneH-
YeCKMX paboT IOC/IeNOBATeIbHO M3/IATAIOTCA LeMN U 3a/jadyl Y4eOHBIX 3alaHNil, ¢ IIOMOIIbI0 KO-
TOPBIX CTYJEHTOB y4aT BCEMY, YTO IO3BO/AET CIIPOEKTUPOBATD IIAKAT KaK LIE€IOCTHBIN U IIPOAY-
MaHHBI aBTOPCKUII OTK/IMK Ha CaMble OCTPbI€ BOIIPOCHI COLyMa M MMpPa MCKYCCTBa, KaK APKUI
VI 3aIIOMIHAOINIICA KOMMEHTApUii K 3Ha4MMbIM QUIbMaM, CIIeKTaK/IAM, KOHI[epTaM, BBICTaBKaM,
JIEKIVISIM M MacTep-KIaccaM. Pesy/IbTaToM aBTOPCKMX METOAVIK OOy4YeHVS CTaHOBSITCA JIy4INe
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