Pycckoe nckycctBo XX-XXI Beka 433

VIIK: 7.036

BBK: 85.103(5)6

A43

DOI: 10.18688/aa188-4-41

Hisashi Yakou

The Formation of Landscapes in
the Sakhalin and Kuril Islands

The history of the Sakhalin Region under Soviet and modern Russian rule started with
the defeat of the Japanese Empire in 1945. Until then, Sakhalin was considered culturally a
part of Japan, as we can see in a memorial postcard of the thirtieth anniversary of Japanese
administration in Sakhalin (Fig.1). In the drawing by Kojiré Funasaki (1900-1987), known
only as an editor and illustrator of alpine plants books, the imperial Shinto shrine of Karafuto
(old Japanese name of Sakhalin) is portrayed at the foot of mountains with the typical Torii
gates to the sanctuary. The techniques are those of Japanese traditional painting, including the
insertion of flowing haze or clouds to give a sense of distance and to show a general view from
above.

A drastic change of scenery is symbolically depicted in a 1950 work by Pavel Pogodin
(1916-1983) (Fig.2). This nearly forgotten artist was a native of Nizhny Novgorod Oblast, but
worked in Sakhalin and Brest, Belarus, which were at opposite edges of the Soviet territory [1,
p-244]. Wooden Japanese houses were replaced by a high-roofed building with a colonnade
on the facade in the painting. This is symbolic of the Sovietization process of urban views.
What happened, then, to the nature landscapes of the region? Geographical features cannot be
easily altered, but I would like to argue that a similar change might be discerned on the level
of representation. Representation—this paper discusses landscape paintings, but other genres
of art such as literature, photography, etc., should be properly discussed somewhere else — is a
way to see and show things in different perspectives and modifies the meanings of things. In the
case of landscapes, representation could perform a political function, as we will see below. Here,
political means the Russification of territory in the Sakhalin and Kuril Islands.

Boris Shakhnazarov (1905-1993) is considered the first Sakhalin artist, although he came
from Georgia and lived in Khabarovsk after his fifteen-year stay in Sakhalin until 1961 [3,
pp-28-36]. He chose fish and crabs as the motifs of still lifes, and seals, sea lions, and sea birds
as those of coastal landscapes. Since then, the ocean and its related objects have been consistent
themes in Sakhalin art.

Another artist from Georgia, Givi Mantkava (1930-2003), settled in Sakhalin in 1956 and
expanded the field of painting, introducing characteristic subjects of the Socialist Realism such
as the scenes of labor. Fishermen and female workers in fish processing factories were featured
in a bright and optimistic atmosphere of a Socialist society [2]. Mantkava turned his curious
eyes on indigenous people and, in his later years, the harsh realities the Russian community
faced after the demise of Soviet Union.
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Fig. 1. Kojird Funasaki. Commemorative Postcard for the 30" anniversary of the inauguration of Karafuto Prefecture.
1936. Sapporo City Library, Sapporo

Fig. 2. Pavel Pogodin. Construction Site of Fishery Office. 1950. Sakhalin Regional Art Museum, Yuzhno-Sakhalinsk
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Yury Stepanov belongs to a new generation of artists that are native to Sakhalin, even
though he was born in 1935 [4]. In fact, he was born several tens of kilometers inland from
Alexandrovsk-Sakhalinsky, Anton Chekhov’s town in Northern Sakhalin, and completed his
secondary education on the island of Itrup. He studied art in Moscow and lived and worked in
Yuzhno-Sakhalinsk from 1960. The magnificent Kuril Islands fascinated him and became his
favorite subject of painting (Ill. 58). He visited more islands than other Sakhalin artists who
usually visited only Kunashir and Shikotan.

The importance of the Shikotan Group’s activities should be stressed even in the context
of Sakhalin Region, which administratively includes the Kuril Islands [9]. Though the Group
was composed of artists from Moscow and Primorye, it played a key role in the formation of
landscape painting. The artists assiduously frequented Shikotan Island from 1966 to 1991, and
succeeded in epitomizing the southern part of the Kuril Islands as an integral part of Russia,
and consequently Europe. They used stylized and typified landscapes of the Mediterranean and
the Crimea, both traditional sites for Russian and European paintings, to represent this area
with bays, seacoasts with cliffs and grand volcanos.

Many artists born in Sakhalin after the Soviet rule was established started their career in the
1970s and 1980s. Naturally, they could easily recognize their identity as being from Sakhalin.
Natalia Kiryukhina (1955-), one of leading artists of Sakhalin, does not conceal her attachment
to her Russianized homeland, sometimes resorting to Russian folklore and craft works [3,
pp-153-163]. Dyu Men Su (1948-) and Dyo Son En (1960-) are Korean-Russians, members
of the Sakhalin’s second largest ethnic group after Russians, but do not apparently stick to
their Korean origins and instead work with modern painting techniques [5; 6]. Dyu Men Su
transforms islands of the Kuril according to his visionary and expressionist poetics. On the
other hand, Dyo Son En’s recent work of Shikotan Island seems to trace the stereotyped format
invented by the Shikotan Group (Fig. 3).

It is curious enough that so many artists have visited and depicted Shikotan and nearby
islands. As a result, we often see the landscapes of this area not on site (it is too difficult to
reach) but in other places such as Yuzhno-Sakhalinsk and Vladivostok. These landscapes in
pictorial form are assimilable to the generic notions of Russian or European landscapes, and
therefore the portrayed area may be recognized by the audience as a Russian territory or as a
part of Europe.

Sergey Vasenkin, a recent entrant into the Russian Union of Artists, gives us a good example
of assimilation. He was born in Orsk, along the Ural River dividing Europe and Asia, in 1963,
and moved here and there from the Baikal-Amur Railway to the power plant construction site
in Uzbekistan because of his engineer father. After military service, he moved to Sakhalin in
1984 and was soon fascinated by the sea of Okhotsk, working as welder for two months on
Kunashir Island. Though most members of the Union of Artists in Sakhalin and Russian Far
East studied at the art department of the former Khabarovsk teaching university or the Art
Academy of Vladivostok, Vasenkin is self-taught and should be proud of his mastery skills and
craftsmanship.

His main subject is seascapes, in which typical motifs of Sakhalin such as seals, sea lions,
or Chekhov’s portrait are occasionally inserted (Fig. 4). Most of his works focus only on rolling
waves that wash against the shore (Ill. 57). He learned the depiction of transparent seawater and
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Fig. 4. Sergey Vasenkin. Landscape with Anton Chekhov. 2015. Private Collection
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the dramatic effect of light from Ivan Aivazovskii, one of the national painters of 19 century
Russia. Vasenkin skillfully uses palette knives and finishes his work in only several hours.

Aivazovskii was born and lived in Feodosiya, Crimea, and heroically represented the
Black Sea. Thanks to his achievements, the Crimea became one of Russia’s typical landscapes.
Furthermore, since the Black Sea is a part of the Mediterranean, it could rightfully claim to be
represented as such by Aivazovskii. Thus, the Black Sea became another window to Europe for
Russia and the Crimean-like landscapes assumed functions as European landscapes. If it is so,
then Vasenkin’s works may have a similar role. Sakhalin comes to resemble the typically Russian
Crimea and, consequently, Mediterranean Europe through his landscape paintings. A circuit
of Sakhalin — Crimea/Russia — Mediterranean/Europe and vice versa constitutes a process of
relating different places and assimilating territories through landscape or the representation of
territories. Vasenkin does not consider his production a form of self-expression, nor does he
cherish his works as if they were his own children. It can be said that an excellent craftsman like
him whose works sell well could transform Sakhalin’s landscape into something more similar to
Russia and Europe at a collective, perceptional level of the viewers at least.

References

1. Bown M. C. Dictionary of Twentieth Century Russian and Soviet Painters. London, Izomar Publ., 1998. 388 p.

2. BrzhezovskayaN. A. Givi Mantkava. Zhivopis’. Grafika v kollektsii Sakhalinskogo oblastnogo khdozhestvennogo
muzeia (Givi Mantkava. Painting. Graphic Art in the Collection of Sakhalin Regional Museum of Art).
Vladivostok, Zolotoi Rog Publ., 2005. 200 p. (in Russian).

3. Brzhezovskaya N.A,; Du Men Su. Sakhalinskoe izobrazitelnoe iskusstvo v sobranii SGOKhM. Katalog
kollektsii (Fine Art of Sakhalin in the Collection of the Sakhalin Art Museum. Catalogue of Collection).
Khabarovsk, Platina Publ., 2008. 336 p. (in Russian).

4. Sakhalin Regional Museum of Art; Ministry of Culture of Sakhalin Region (eds.). Zasluzhennyi khdozhnik
Rossii Yury Stepanov (Honored Artist of Russia Yury Stepanov). Yuzhno-Sakhalinsk, Sakhalinskaia oblastnaia
tipografiia Publ, 2015. 136 p. (in Russian).

5. Sakhalin Regional Museum of Art (ed.). Dyo Son En. Iskusstvo. Tvorchestvo. Prostranstvo (Dyo Son En. Art.
Creation. Space). Yuzhno-Sakhalinsk, Eikon Publ., 2014. 88 p. (in Russian).

6. Sakhalin Regional Museum of Art (ed.). Dyu Men Su (Dyu Men Su). Yuzhno-Sakhalinsk, Lukomore Publ.,
2009. 96 p. (in Russian).

7. Teten’kina T.G.; Kustovoi V.N. (eds.). Izobrazitel'noe iskusstvo dalnevostochnykh khdozhnikov v cobranii
Sakhalinskogo oblastnogo khdozhestvennogo muzeia. Katalog kollektsii (Fine Art of Far Eastern Artists in the
Collection of Sakhalin Regional Museum of Art. Catalogue of Collection). Kaliningrad, Aksios Publ., 2013.
408 p. (in Russian).

8. Troegubova N.V; Dyo Son En; Metelskii Iu.N. (eds.). Sakhalinskoe regionalnoe otdelenie Coiuza
khdozhnikov Rossii — 25-letie so dnia sozdaniia (Sakhalin Regional Branch of the Russian Union of Artists —
25" Anniversary of the Foundation). Vladivostok, Dal’press Publ., 2014. 204 p. (in Russian).

9. Yakou H. The “Shikotan Group” and Two Tendencies of the Soviet Landscape Painting. Actual Problems of
Theory and History of Art: Collection of articles, vol. 6. A. V. Zakharova; S. V. Maltseva; E. Yu. Stanyukovich-
Denisova (eds.). Saint Petersburg, NP-Print Publ, 2016, pp.685-689. Available at: http://dx.doi.
org/10.18688/aal66-9-74 (accessed 20 February 2017).

Title. The Formation of Landscapes in the Sakhalin and Kuril Islands.

Author. Hisashi Yakou — M. A,, professor. Hokkaido University, Kita 10 Nishi 7, Kita-ku, Sapporo, 060-
0810 Japan. yakou@let.hokudai.ac.jp

Abstract. Sakhalin is one of the most remote areas from the art centers of Russia such as Moscow and
St. Petersburg. As such, it has not been an object of close study in regard to the history of art and landscape
painting. Except for the northern part of Sakhalin Island, this region was ruled by Japan until the end of World
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War II, and thus the art history of Sakhalin in a Russian context began only around that time. At first, Sakhalin
was represented with a romantic and exotic vision by new settler artists who arrived from different parts of
the USSR. As time passed, the artists, some of whom had been born in Sakhalin, tended to face the reality of
the region, keeping step with the stylistic changes in Soviet realist paintings, and they produced works with
numerous local motifs, such as the ocean, frozen sea, coastlines, islands, volcanoes, fish, seagulls, and sea lions,
as well as art featuring the lives of northern indigenous people. At the same time, the crucial role played by the
“Shikotan Group” should be stressed if we consider the importance of its activities in the development of typical
landscapes of the Kuril Islands. In this paper the focus will be on the analysis of the works by local artists who
have been active since the demise of the Soviet Union. Natalia Kiryukhina, a leading artist of Sakhalin, does
not conceal her attachment to her homeland, epitomizing its landscapes and sometimes resorting to Russian
folklore and artistic crafts. Sergey Vasenkin adores and assiduously learns from Ivan Aivazovsky and seems to
transform the individual scenery of Sakhalin into one of ideal, collective Russian landscapes. Looking closely
at the works of these artists and others, we can argue that, through the process of representing a place such
as Sakhalin, which was the land of indigenous people where the settlers were displaced one by the other, the
landscape of the place transfigures itself according to the gaze of viewers and aspires to be an integral part of a
broader national structure while retaining its local features.

Keywords: Sakhalin; Kuril Islands; Shikotan Group; landscape painting; Soviet Impressionism;
Mediterranean; Crimea; Far East.

Haspanue crarbu. @opMupoBanue Tpaguuum TeitsaxHoit sxusonucyu Caxanuna u Kypumbckux octpo-
BOB.

Caenenns 06 aBrope. fIxoy Xncamm — M. A., npodeccop. Yamsepcurer Xokkaiigo. Kura 10 Humm 7,
Knra-xy, Canmopo, SImonns, 060-0810. yakou@let.hokudai.ac.jp

Annoranmusa. CaxalMH — OfMH U3 CaMbIX OT/Ia/IEHHBIX PAllOHOB OT TAKMX XY[IO)KECTBEHHBIX LIEHTPOB
Poccyn, kak Mocksa 1 Cankr-ITetep6ypr. B cBA3u ¢ aT1M, OH ellle He CTaT 00BEKTOM IIPUCTANTBHOTO U3yde-
HYSA B OTHOIIEHUM UCTOPUM MCKYCCTBA ¥ Pa3BUTHUSA Mef3aXKHOI XMBOMMCK. 32 UCK/TIOYEHIEM CeBEPHOI YacTu
ocrposa CaXa/MH, 3TOT PETMOH HAXOAM/ICA TI0J, BACTbIO Snonnn 1o xonua Bropoit Muposoii Boiinbl, u, cre-
ToBaTeNbHO, PasBuUTHE UCKyccTBa CaXanHa B POCCUIICKUX YCIOBUAX HAYaI0Ch TONbKO MPUMEPHO B 9TO Bpe-
M. B nauame CaxamiH ObI/ IPefiCTaB/IeH POMAHTIYECKUM U 9K30THYECKIM BUIEHUEM MOTOJIbIX XYIOKHIKOB
TocesieH1eB, npuexapumx u3 pasubix yronkos CCCP. IIpomio Bpems, XyT0oXKHUKM, HEKOTOPbIE 13 KOTOPBIX
ponuuch yxe Ha CaxanuHe, Kak MPaBUIo, 06PaTMINCh K M300paKeHNI0 MECTHBIX peasnii, B pycie CTUIN-
CTUYECKUX U3MEHEHUIIB COBETCKON peanucTU4ecKoil JXMBOIUCH, M Hada/u CO3/IaBaTh IPOM3BEJEHNA C MHO-
TOYMCTIEHHBIMM MECTHBIMU MOTMBAMIU, TAKMMI KaK OKeaH, 3aMeplliee MOpe, I06epe)xbe, OCTPOBa, BYIKAHBI,
pbI6a, Yaiiky 11 MOPCKIE JIbBBI, @ TAKXKe OTPaXKaTh KM3Hb KOpeHHOro Hacenenusa Cesepa. B 1o sxe Bpems, cie-
AYET NOAYEPKHYTDb K/IIOYEBYI0 PO/Ib «IINKOTAHCKOI TPyHIibl» B pasBUTUN TUIINYECKNX Mel3a>KHbIX MOTUBOB
Kypumbcknx octpoBoB. B gaHHOI paboTe 0OCHOBHOE BHUMaHIe OY/leT ye/leHO aHaM3y IIPOU3BEeHNIT MeCT-
HbIX Xy[OKHIKOB, aKTMBHO paboTaromux ¢ momenTa pacrnaga Coserckoro Corosa. Haranbsa Kuproxnna, Be-
mymuit XysoxxHuk CaxannHa, He CKpbIBaeT CBOeil IPUBA3aHHOCTY K CBOEI POJiMHE, BOIIION[As CBOM Teii3aXKu
U MHOT/AA Tpuberas K oMo pycckoro (ombkIopa u XyzoxecTBeHHbIX pemecen. Cepreit BacenkuH mo6ut
U yCep/IHO M3y4YaeT TBOPYeCTBO V. AifBa30OBCKOTO U CTPEMUTCA Clie/IaTh HEMOBTOpMUMbIe Teiisaxy CaxanuHa
YaCTBIO UJIEaNbHOTO COOMpPATENbHOr0 06pasa PyccKOro meiidaka. BHMMaTelTbHO MpPOaHANTN3UPOBAB PAGOTHI
STUX XyJI0)KHUKOB, MO>KHO YTBEPK/JaTh, YTO B IPOIeCCe MPe/ICTaBIeHNA TaKOro MecTa Kak CaxasnmH, KOTopoe
ABJIATIOCH 3eMJIeil KOPEHHBIX HaPOJI0B, U I/ie TIOCeTeHIIbl CMEHAMN JPYT [PYTa, Meii3ax IpeobpaxkaeTcs B Co-
OTBETCTBUY C B3IJLAJIOM 3PUTEIIA I CTPEMUTCA ObITh HEOTHEM/IEMOIT YacThI0 60/Iee MMPOKOIl HAIIMOHAIbHOI
CTPYKTYPBbI, COXPaHAA IIPU 3TOM CBOM MECTHbBIE 0C06eHHOCTI/I

Kmrouesbie cnopa: Caxanuu; Kypuibl; IMKOTaHCKasA TPYIINa; Hefi3aXkKHas KMBOMMCh; COBETCKUIT MMITpec-
cuonusm; CpegusemHomopbe; Kpbiv; Janpuumit BocTok.
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111 58. Yury Stepanov’s Studio in Yuzhno-Sakhalinsk
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