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CoBeTcKas NOPTpeTHAs XKUBOMICH pybexxa 1960-x — 1970-x rogoB
MKy HacneaueM PeHeccanca u TpagunuaMu coupeannsma

Ha py6esxe 1960-1970-X IT. B COBETCKOE VICKYCCTBO IIPUILIIO TIOKOJIEHVIE TaK Ha3bIBAEMbIX «CEMYI-
IeCATHMKOB», IPOTUBOIOCTABUBIINX I'PAXXJAHCKOMY MaOCy «CypOBOTO CTHU/ISA» IACCEU3M U CTH-
m3aTopcTBo. VIcKyccTBO amoxy BospoxkieHns oka3ano 3aMeTHOe BIMAHME Ha TBOPYECTBO TaKMUX
XyoKHUKOB, Kak [I. JKunmuuckuii, T. Haszapenko, O. @unatdes u ap. OgHaKo BuUJeHME XYTOXKHU-
KaMJ MCKyccTBa PeHeccaHca OBITIO OIOCPETOBAHHO COBETCKUMIY peaIVsMM U MIEeOTIOTMYeCKUMI
yCcTaHOBKaMu. B HacrosieMm [JoKIajie MpeANpUHMMAETCA IONbITKA JEeKOHCTPYKLMM 3TOTO BUJE-
HUs. B 0CHOBY paboThI ITOIO>KEHBI Oeceibl aBTOpa € XyAOKHMKAMH, @ TAaKXKe aHa/mu3 paboT UCKYC-
CTBOBe€J]a U BIMATEIbHOTO Iegarora M. AnmaroBa.

AnmaToB 6bUT YOEX/EeH, YTO MOHMMaHMe KIaCCUYeCKUX TPOU3BEIeHNMIT ICKYCCTBA JOCTUTAeTCs
He CTO/IbKO 33 CYeT SPYAMILMY 3PUTENA, CKOIbKO Olarofaps «IyLIeBHBIM CHMIaM, KOTOpbIE II0-
Mor/Iy OBl MOJHATHCA HAa BEpPIIVHBI, OTKYA BUIHO CaMoe CYIIeCTBEHHOE VI IIPeKpacHOe B MIUpe»
(Annamos. M. B. O4epku 10 MCTOpUM 3alafHOEBpOIelickoro uckyccrsa. 1963. C. 35). Llens ero
JIEKL[MI — IIOMOYb XYZO>KHUKAM JOCTUYb STUX BepIinH. Ero MHCTPyMeHTBI — He TOBbKO O/1mcTa-
TE/IbHBII aHA/IN3 XY[0XKeCTBEHHON (POPMBI ¥ SMOLMOHAIBbHOE IIePeXXVBaHNe KaKI0I feTamy po-
V3BeIeHMsI, HO U CBOeoOpasHasi TPaKTOBKA MUPOBO33PEHMs «CTapbIX MacTepoB». Tak, IIbepo memna
@DpaHuecka B 3TIOflaX AJIIaTOBA HAIIOMMHAET IOTIOKUTEIbHOIO Ieposl «CEMUIECATHUKOB»: 3TO 4e-
JIOBEK aKTUBHON TPaXXJaHCKOV ITO3ULIVM, HO He CKIOHHBIN K MOIUTUYECKUM JIeKIaMaliAaM, CIIO-
COOHBINT K CH/IBHBIM IePeXKNBAHNAM, TOTOBBII BCTYINUTD B 60pb0Y, HO PaBHOAYIIHBIN K CITydari-
HBIM OOCTOSITENIbCTBAM MMMOTEKYILell XXISHI. XyJOXKHNMK TOBOPUT O COBPEMEHHOCTI 00paszamu
IpPOIUIOTO U HAMEPEeHHO MAeaNu3upyeT AeICTBUTEIbHOCTD, YTOOBI «3apOHUTH B JIOfAX TOTOB-
HOCTb IIPMHATBCA 32 OCyIlecTBIeHue ugeana» (Tam xe. C. 18).

B anmaroBckoil TpaKTOBKe Xy[oKHMKA XV B. OTPasmIuCh IpeCTaBIEHNA COBETCKOTO YesIo-
BeKa O IIOJIOKUTE/IBHOM repoe, cpopmynupoBaHHble B 1930-X rofax ¥ COXpaHsBIINE aKTyalb-
HOCTB 710 KoHIa 1980-x. VIMeHHO Takoro «coBeTckoro ITbepo» BocpuHsIM U B3siM 3a 0Opasell
«ceMnpecATHUKM». OTY4aCTU MO3TOMY B MX MCKYCCTBE COXPAaHWM/INCh TaKye KaHOHMYECKMUE yCTa-
HOBKM COLIpeajin3Ma, KaK Upeanusanysa U TeHJeHIIMO3HOCTb.
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SOVIET PORTRAIT PAINTING AT THE TURN OF THE 1960S AND THE 1970S BETWEEN
RENAISSANCE HERITAGE AND SOCIAL REALISM TRADITIONS

At the turn of the 1960s and the 1970s the new generation of the seventies came to stage. In con-
trast to the civil pathos of their predecessors young artists declared passeism and stylization. Renais-
sance art was one of the sources that shaped the “style” of such artists as D. Zhilinskyi, T. Nazarenko,
O. Filatchey, etc.

However, the vision of these artists of the Renaissance art was stipulated for Soviet realities and
ideology. An attempt to deconstruct this vision is made in the present report. It is based on the au-
thor’s conversations with the artists, as well as on the works of the art historian and influential peda-
gogue M. Alpatov.

Alpatov was certain that the comprehension of classical art depended less on the audience erudi-
tion and more on its “spiritual forces that would help it to ascend to the point, from which the most
significant and beautiful things in the world could be seen”. In his lectures Alpatov attempted to help
young artists to reach those heights by brilliant analysis of artistic forms, emotional perception of every
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detail and also by a special interpretation of the Renaissance masters’ ideology. Piero della Francesca
in Alpatov’s sketches resembles the protagonist of the ideology of the 70s generation artists. He is de-
picted as a man of active civil stance, but not prone to political declamation, capable to experience
strong emotions and ready to join the fight, but indifferent to accidental circumstances of everyday
life. In his works Piero purposely idealizes his actual reality to inspire his contemporaries to realize
the depicted ideal.

Alpatov’s interpretation of the 15th century artist reflected Soviet men’s image of the positive hero,
formulated in the 1930s and actual up to the end of the 1980s. It is this “Soviet Piero” that was em-
braced and taken as a sample by young artists of the 70s. Partly because of this their art preserved
such canonical aspects of socialist realism as idealization and tendentiousness.
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THE “SHIKOTAN GROUP” AND TwO TENDENCIES
OF THE SOVIET LANDSCAPE PAINTING

In the mid-1960s, young Russian artists from Moscow and the cities of Vladivostok and Ussuriysk
in Primorsky Krai formed the Shikotan Group, named after the island where they summered for
months at a time and created thousands of landscape paintings. Their activities lasted until 1991,
when the group disappeared soon after the demise of the communist regime. The area including Shi-
kotan Island forms the southern Kuril Islands in the Okhotsk Sea. The artists fascinated with the wil-
derness of Shikotan’s beautiful sea coasts and rolling hills and those, who were acquainted with young
women workers at the largest fish factory in Far Eastern Russia, represented Shikotan’s landscape
idyllically, with a tranquil bay and a distinctive form of double volcano. A particular composition,
comprising a bay in the middle plane and a distant view of the volcanic Mt. Tyatya on Kunashir Is-
land, recalls views of Naples, a preferred stop on the Grand Tours of Europe, especially for nine-
teenth-century Russian artists eager to work abroad. This paper intends to reconstruct the Shikotan
Groupss activities based on field research and interviews with the artists, starting with the group leader,
Oleg Loshakov. Further, it aims to describe the characteristics of the style discernible in their paint-
ings, which can be well-illustrated by comparing them with the so-called “Soviet Impressionist Paint-
ings,” a new definition recently preferred especially by American (U.S.) collectors.

Xucamm Axy
Ynusepcumem Xokxaiioo, Anonus

IlInkoTaHCKasA rpynia U ABe TEHACHINI COBETCKOrO Mei3axka

C cepenunbl 1960-X IT. MOTO/bIe XYIOKHUKY 13 MOCKBBI 11 TOpofioB BragmBocTok 1 Yccypuiick
B [TpumopckoM kpae cpopmmposanu IlInkoTaHCKyI0 IPyIIy, HA3BAaHHYIO TaK B YeCTb OCTPOBA,
KyZJa OHM IIpuesXany paboTaTb Ha JIETO U TJje OHY CO3Ja/Iy THICSAYM Iefi3axket. VIX esTenbHOCTD
Ipojo/pKanach 1o 1991 r., Korga rpymma yucdesaa BCKOpe IoC/Ie paciajfa KOMMYHUCTYECKOTO pe-
)nma. Octpos llInkoTaH BXOZUT B COCTaB I0KHBIX Kypunbcknx octpoBoB B OX0TCKOM Mope. Xy-
TO>KHUKM OBUIVM OYapOBaHBI KaK KpacOTON AUKNX MOPCKUX nobepexxnit n xonmoB llInkoTana, Tak
VI TIPMBJIEKATe/IbHOCTHIO MOJIOIBIX PabOTHMI] KpyIiHeiiiIero pei6o3aBopa lanbpHero Boctoka Poccum.
Onm nsobpaxamy neitzax [InkoTaHa MANMIINYECKY, CO CIIOKOHBIMMU 3a/IMBaMM ¥ XapaKTepHOI
dbopmoit ABOITHOTO BylKaHa Ha ropusoHte. OnpeneneHHble paboThl, KaK, HAIpUMep, 1300 paxao-
11as 3a/1MB Ha II€PBOM IUIaHe ¥ BynKaH TATA ¢ ocTpoBa KyHammp B oT/ja/ieHN), HAIIOMMHAIOT Xa-
pakrepHbli By, Heanons, KOTOpbIl OTKPBIBA/ICA PyCCKMM XY[JO>KHMKAM JIEBATHALIATOrO BEKa, CO-
BEpILABIIMM «TpaHf, Typ» 10 EBporme. 9Ta cTaThs CTaBUT L[€/IbI0 PEKOHCTPYMPOBATh JI€ATE/IBHOCTD
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