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Opiu1 €ropos

Ha sickpaBoMy COHII1

B icTopii ykpaiHCbkoro mmnctelTBa XX ctonitta im'a KOpis €ropoBa
(1926-2008) 3aBxam 3ragyeTbCs MUMOXiab. OfHaK MacluTab Moro oco-
BUCTOCTI, 3HAYHWUN TBOPUUIM OPOOOK, BIMIMB Ha HACTYMHI MOKOMIHHS
OLECHKUX XYLOXHMKIB CMOHYKalOTb FOBOPUTM NPO €ropoBa SK Mpo OAHY 3
KMOYOBUX Piryp yKpaiHCbKOro MUCTELTBa APYrol MONOBUHU XX CTOMITTS.
YyeHb OAHOrO 3 BUININWX NICAS PaASHCbKMX PEMPECIN «OAEChKMX Napu-
»aH» Teodina OpaepmaHa, EropoB HEBLOB3I i CaM CTaB OPIEHTUPOM LS
KONer Ta NOCNiAOBHUKIB, ETaNOHOM ManCTEePHOCTI.
s NOKONIHHS OAEChKUX XYAOXHWKIB-HOHKOHGOPMICTIB FOpin €Eropos
6yB yuMmTENEeM, XO4 Hacnpaai BMkiaaas B OLeCbKOMY XyAOXHbOMY y4M-
i im. [pekoBa nnLue Kinbka PokiB HanpukiHLi 1950-x. Y HbOro Bumamcs
HE3aNeXXHOCTI, CMINIMBOCTI BYTU CO60L0 B MUCTELLTBI, 4O HbOTO MPUXO-
OV 33 AOMOMOroto | po3panoto. [NoHaa NiBCTONITTS BiH 3anMLIaBca 6e3-
3anepeyHuM rypy, i BAUXHYB XUTTS Y TEPMIH «OAECbKa LLUKOMa», B SKOMY
noefHaNUCs TpaauLii NiBAEHHO-PYCbKOro MansipcTBa i MOLEPHI3MY.

tOpin €EropoBs BYMBCS B JIEHIHIPAACLKOMY AEPXKABHOMY IHCTUTYTI
YXUBOTUCY, CKYNbNTYPW Ta apXiTekTypw iMm. |. PeniHa, NoTiM y Buwomy xy-
LOXHBbO-MPOMUCAOBOMY yumnuLi im. B. MyxiHoi. Y 1955-my noBepHyB-
cs o Opecw, i BxKe 6inblue HIKOMM He 3aauMLlaB MiCTO HAaLOBro. 3 KiHLA
1950-x pokiB €EropoB BMNPOAOBX AECATUNITTS NepebyBaB Mif BMINBOM
CYBOPOro CTUIIKO | CTBOPMB KilbKa 3HAKOBUX POBIT Y UK CTUAICTULL —
Hanpuknaa, «Conaat XXoBTHa» (1957) i «1918 pik» (1968). Ane nocTty-
MOBO MiBAEHHI, MOPCbKI Mensaxi, NopTpeTn 1 meTadi3anyHi HaTIOPMOPTH
BUTICHSIOTb PEBOIIOLLIMHY TEMATUKY | Ha AOBIMM YaC CTatOTb ANS XYAOXK-
HMKa OCHOBHUMMW YXaHPaMM.

CTpUMaHni, ogHaK TeMnepaMeHTHUIN | 6apBUCTUIN KMBOMUC Ero-
pOBa, BOYEBUAb, He BifbyBcs 6 feiHae. Came Opeca 3 ii NOBCIOAHOO



MOPCbHKOIO CTUXIEID, CNIMYYUM NONYAEHHUM COHLEM Ta NMPOBIHLUINHOKO
BiAJaNEHICTIO Bif COLiIanbHO-MONITUYHNX 3PYLUEHb CTana TAOM An4
YyncenbHUX POBIT XyAOXKHMKA. Y1 BiH MpaLtoBaB Ha nneHepi (ayxe nobums
MantoBaTu Mif BiAKPUTUM HEOGOM), UM B MANCTEPHI, sIka 10 HbOro Hane-
*ana NeTtpy Hinycy, €Eropos TpakTyBaB GOpPMU BIACTOPOHEHO, BAABABCS
[0 y3aranbHEHHS, BiACiKaB yce ApyropsaHe, LOCAralodn TakKMM YUHOM
MOHYMETaNbHOCTI 306PaXKyBaHOIO, BUXOAAUN Ha PiBEHb 3HaKy. ErOpOB-
CbKe MOope — BefIMYHe, cTane, 3 GipMOBUM KPYIIMM HEGOKPaeEM. MiLHi
dirypu AiB4aT i tOHaKiB Ha MOro MONOTHAaX BKPUTI BPOH30BOIO 3aCMaroio.
BiH WyKaB y HABKOAMLLHBbOMY CBITi BiYHY Kpacy, BULLY CYTHICTb, Henepe-
BEPLUEHICTb NPUPOAN, SKi TIOAMHA MOXE BIiLYYTW, ane He 34aTHa LOCHAr-
HYTW.

XapakTepHO, WO A0 NEBHUX MOTUBIB XYLOXHWK MOBEPTABCS 3HOBY

1 3HOBY, Ccepea HUWX, HanpuKiaa, AiBYMHA B YOBHI 3 6i10-61aKUTHUM
MpanopLeM y pyLi — 9K Ha kKapTuHi «CKOpO BUPYLLUAEMO». HecyTTeEBO
3MIHIOIOUN AeTani, XyAOXHUK 306paXKyBaB L0 MUTb Nepes BiANANTTIM,
nepes CBOEPIAHNM KPOKOM Y HEBIJOME KifbKa pasiB y nepiof 3 1972

no 2006 poku. TyT 3MilLYOTLCS PALICTb MOAOPOXI, LLLO OCb-OCh MOY-
HETbCH, Ta CTPax 3alULWNTU TBEPANM IPYHT MiJ HOraMu, BiA4aBLIN cebe
y BRaLy NpuUMXaMBOI CTUXii. Y1 He € e METadOPOIO XUTTEBOTO LLASXY,
BUPaXEHHAM Yepe3 NPOCTi POPMU YHIBEPCANbHMX 3aKOHIB, SKi KEPYIOTb
JOACBKUM XUTTAM?

[HWKMI MOTKB, LLO NOBTOPIOETHLCH Pa3 y pa3 y HaTIOPMOpPTax i mopTpe-
Tax — 3aBica. Il Baxka MaTepianbHICTb MPOCTYMNa€E Ha MONOTHI, HaTAKaloUM
Ha NPUXOBaHe.

HibuTo nopTpeTn, HayebTO Nensaxi — FOBOPUTL NPO POBOTN Eropo-
Ba MUCTeLTBO3HaBeLb Bonoamup LienbTHep, afXe BOHW IULLE 3HaKMK,
32 AKMMMW XOBAETHLCH 6E3MEXHO CKNafHa MOAMHA, CYTHICTb peyen, TaEM-
HULS CBITOGYAOBM. AMBITHE 3aBAaHHS, LLO 3a HbOro B3sBCS KOpin €ro-
POB, — AOTOPKHYTUCS, HaBITb HE BIATOPHYTK!, Ty 3aBicy, MancTep Cym-
NIHHO BMKOHYBaB Ljine »uTTa. CaMe B LibOMYy B6a4aB CEHC CBOEI MpaLi
Ta HaMBULLY HacoNoLy.

KaTepuHa dintok
Kwis, 2018



Yuriy Yegorov

At the Bright Sun

On the pages of the history of 20th century Ukrainian art the name Yuriy
Yegorov is somehow always mentioned hastily. But his unique personal-
ity, outstanding creative achievements and influence on several gener-
ations of Odessa artists speak to the fact that he was indeed one of the
key figures of Ukrainian art in the second half of the last century.
A student of the great Theophile Fraerman—-one of the "Odessa Parisi-
ans” to have survived Soviet repression—Yegorov soon himself became
a beacon for colleagues and followers, an unsurpassed benchmark
of artistic excellence.
Yegorov was a teacher to a generation of Odessa non-conformist artists,
even though he only taught at the M. B. Grekov Odessa Art School for a
few years in the late 1950s. They learned from him how to be independ-
ent, how to be themselves in their art. They came to him for help and
consolation. For more than half a century he remained an undeniable
guru and even gave birth to the term “Odessa School’, having united the
traditions of South Russian painting with modernism.

After studying first at the I. Repin Leningrad State Institute of Painting,
Sculpture and Architecture and then the V. Mukhina Leningrad High-
er School of Art and Design, Yegorov returned to Odessa in 1955 and
would never again leave the city for a long period at a time.
For a decade starting in the late '50s, Yegorov was influenced by the
austere style and created several relevant iconic works, such as “Octo-
ber Soldiers” (1957) and “Year 1918" (1968). But gradually southern sea-
scapes, portraits and metaphysical still lifes replace revolutionary themes
and for many years become the artist's main genres.

Yegorov's restrained yet very temperamental and colourful style of
painting wouldn't have developed anywhere else. Odessa, with its ma-
rine elements, blinding afternoon sun and provincial detachment from



social and political shifts, became the backdrop for the artist's many
paintings. Working in the open air, something he loved very much, or

in his studio, which previously belonged to Pyotr Nilus, Yegorov treated
shapes aloofly, he generalised, eliminated everything that was second-
ary, thus giving the depicted subject monumentality and eternity—he
turned them into a sign. Yegorov's sea is majestic and steady, with his
signature round horizon; sturdy boys and girls covered in a bronze tan
walk along his shore. He searched for eternal beauty in everything, the
unparalleled essence of nature that man cannot rival, but can feel if you
watch and listen carefully.

The artist returned to certain motifs again and again—such as “Soon
We'll Depart”: a girl in a boat holding a blue and white flag. Without vary-
ing the details much, the artist depicted the moment before setting sail—
this step into the unknown-several times between 1972 and 2006. He
mixes the joy of a journey, that feeling that something is about to begin,
with the fear of your feet leaving solid ground, giving yourself over to
the power of the unpredictable elements. Is this not a metaphor for life,
an expression through simple shapes of the universal laws that govern
human life?

Another motif that repeats in his still lifes and portraits is the curtain.
Its heaviness appears on the canvas, hinting at what is hidden behind.
“They seem to be portraits or landscapes,” art critic Volodymyr Tseltner
said about Yegorov's work. But they are only signs behind which hides
an infinitely complex person, the essence of things, the secret of the
universe. Yuriy Yegorov took on the ambitious task to touch, not even
pull back the curtain, and masterfully performed this his whole life. It
gave his work meaning and brought him the most pleasure.

Kateryna Filyuk
Kyiv, 2018



B kynbTypi Haworo micta KO. EropoB 3amae ocobnmee Micue. «Hagiwo
MEHIi 3BaHH$, Y MEHe € iM'a», — Ka3aB H. AnbTMaH, i MOro cnoBa CcTanu xy-
JOXHULBKMM adopur3MoMm. Y EropoBa 3BaHHS €, | He NINLLE BiH y cepelio-
BULLLI OAECHKMX XXMBOMUCLLIIB YECHO 3apO6MB CaBHE iM'. | BCe-TaKMU...
[MpoTarom niBCTONITTS 4O €ErOPOBa K AO LLEHTPY CTAryBaanCs CUNOBI Ji-
HiT O4EeCbKOrO XYAOXHbOrO NOJA. TAEMHULSA, BOYEBUAD, Y LINICHOCTI NOro
XYLOXHBOI OCOBUCTOCTI, KO TBOPYICTIO BM3HAYEHE BCE.

MeTa XUTTS — XXMBOMUC, i XKUTTS MOBUHHE BYTU FAHUM XKMBOMUCY.

Lla ycTaHOBKa BM3Ha4Ya€ KOAEKC YeCTi. KoMMnekc HenmmcaHmx, ane WwaHo-
BaHWX XyLOXHWKaMM NpaBu. 3a LaHW borom TanaHT noanHa Hece Bia-
noBifanbHICTb, 33apMa TanaHTOM He KOPUCTaloTbCS. Moro Binpo6nsioTb
HecKiH4YeHHOoo Npaueto. [lap 3060B'A3y€E A0 CNYXIHHS, IKMM HEXTYBATU
amMopanbHO. TMMOBMI ANF POCINCbKOI AyXOBHOI TpaAMLLi 3B'930K €TUKM
Ta eCTETUKM SO MOBHOTO iX 3AMTTS. | HaBiTb NiaMiIHK. OCb WO € xapaKTep-
HUM ansg €Eroposa.

3 noyaTky 60-x POKiB HaBKONO HbOrO rypTyBanacs TBOpYa MOMOAb, Ti,
XTO CbOTOAHI 3aMHSNN BAX/MBE MICLIE B OAECbKOMY XXMBOMUCI. EFOPOB
Hi Ha KOTO «He BM/MBaBY» i «He HaB4YaB». Lle y HbOro HaB4YaNMCb He3anex-
HOCTI. Bunnucs 6yt co6oto B mucteLlTi. Came B TaKOMy CepefoBuLLi,
3aBASKM CUIIBHOMY aHaNiTMYHOMY PO3yMy €Eroposa, 6y/s0 nopyLueHe
MUTaHHSA OAECHKOI XyAOXHbOI LLKONW Ta 3p0bneHi cnpobu chopmynoBa-
TH i prcn. TaKMM YMHOM, ErOPOB € HE NLLE SCKPaBUM NPEACTaBHUKOM
OLECbKOI KON XXMBOMUCY, ane 1 ii TEOPETUKOM.

Y CBil Yac, Maloumn HE OLHY MOXJIMBICTb 3aTPUMATUCL Y MOCKBI UK
JleHiHrpagi, EropoB OCiB y MEHLL NPECTMXHIN, ane 6U3bKI MOro ayxy
Opeci. O6pa3oTBOpPUYa MOBa MaMCTPa, LLO CKaganacs B yMOBaX «Cy-
BOPOro CTU/IO», WACAMBO CMiBMajana 3 EHeprieto Ta MOBHOKPOBHICTIO
Kpato. CBITOBIAUYTTS EropoBa — cepea3eMHOMOPCHKe, B13bKe 10 aH-



TUYHOTO, WO PO3YMINO CBIT 9K TiNo. MaTepito. Takoro, WO LiHYE iX 06'eMm,
BaXKKICTb i CTUXINHY cuny. He 6yno KpuTuka, sku He 3BepHyB 61 yBary
Ha Te, WO EropoB «KMBOMUCYE» CTUXii. YTOYHUMO — BiH MuLLE TiNo CTu-
XiR, | TOAI HIBUTO KaMepHIi CIOXXETW — Nen3ax, NOBCSKAEHHI pedi HaTiop-
MOPTIB, AiBY4aTa Ha MOPCbKOMY 6epesi — HabyBatOTb MOTYXKHOCTI
M PYXy CaMOro XUTTS.

€ropoB TBOPWUTb, HACAIAYIOUN A€ A0 MpMpoan. byaytoum 3i cBOro
MaTepiany — OfiMHOro XMBOMMCY — BCECBIT, B MNacTuL i KONOPUTI
AKOTO — CWJ1a | BUTOHYEHICTb, HAPOOXXEHI MaCBOM MOPS | HEBaroMnm
CepriaHkoOM Ha ropu3oHTI. TyT Nt0AMHa | cepenoBuLLE NOBNSATb OfHE
OOHOTrO. MK HUMU HEMAE TPILLMHM | KOHONIKTY. 3acMarni cepea3eMHO-
MOPCbKi BEHEPU Ta MOPCHKI XBWUJIi Pa3OM MYNbCYIOTb, AUXAIOTb... IX AOTUK
MPY>XXHUM Ta HKHUI, K OBIMMMU.

€ropoB NepLUnNM OTOTOXHWB B'A3KY MNOTb ONiIMHOI Gapbu i HaCKYEHY
pe4yoBMHY Mops. CBMHLEBA Maca JIETKO i BaXXKO NepekovyBanach
3 NONOTHA Ha NONOTHO, 3TMHAaKYM B YTy FOPU3OHT. XBUAS Ha MONOT-
Hax EropoBa € BOJAHOYAC BITPOM i MOpeM. bopoTbba Ta €AHICTb CTUXIN.
[MepekovyBaHHS BOAM, LLO MPYXUHUTb CUIOKD XXMBOTO TiNa. «€ropoOBCbKe
MOpe» CTano MOHATTIM Y1 O6PA3OM, O YBIMLLOB A0 HALLOI KYbTYPW.
IM'S XyLOXHUKa Ta CTUXIS 3MMANCH, YTBOPUBLLM CMNaB.
Ane 6inblie Toro... | TyT NOTPIGHO 3BEPHYTUCH A0 MOPIBHAHHS: 6arato
HaPOMHWX MiceHb HacMnpaBAi MatoTb aBTopa. YMe iM'a BifoMe HebaraTboM
creuianictam, a Yacom 6yBae€ 3abyTKM y3arani. Ta He yepe3 HEBASUHICTb.
AX Hisk. TTicHsa nonobunacs HacTiNbKKM, Wo cTana Hanexatn BCIM. Ctana
HapOAHO. BMCOKa aHOHIMHICTb € HaMKPaLLOIO NMOXBaJIOK aBTOPY, YME
iM't PO3CISNOCH Y HAaPOAI.

«CTpiykOBM OpHAMeHT» — dopmMa 3 nmepernieTeHMX CTPIYOK —
€ BUHaxo4oM €roposa. B HboMy 3n11nmncs 6puxi Ha MOBEPXHI BOAN
i 3aN10OMNEHNI Y BOAHIV TOBLLI NPOMiHb COHLS; XBUASCTUIN — | XBUJTIO-
FOUUIN — CUAYET XIHOYOro Tina... Lis dopma, Wwo Bnpocna 3i CTaHKOBKX
pPOGIT i 6yna 3akpinaeHa B pO60Tax MOHYMEHTaNbHMX, L dopMa niwna
FYASTU KaPTUHaMU PISHUX XYAOXHMKIB. CnipaBa He B 3aMO3UYEHHI.
A B TOYHOCTI 3HaxiakW. « CTPIYKOBMIN OPHAMEHT» apXeTUMIYHUIA Ha
3Pa30K TOrO, K apPXETUMIYHNM € aXeMCbKMN OPHAMEHT «6iXy4da XBUISA»,
O € KOOOM HapOaXKEHHS NtO60BI, HapOMKeEHHS AbpoaiTu... «CTpiuko-
BN OPHaMeEHT» 3aBOPOXKYE, K 3aBOPOXYIOTb PAAKM [1acTepHaka, LWo
BTOPYIOTb PUTMY XBWJIb, SIKi NAraloTb OA4Ha Ha OAHY. BiH € KOOOM i 3HaKOM
HaLLOro Kpato. EropoB 3HaANLLOB MOMY BUAMME iM'4. BiH HameHyBaB



Hall OAEeCbKUI CBIT. | BiAHaMAeHe HUM CTano 3arajabHUM HaA6AHHAM.
TBOPYOCTI EropoBa NpMTaMaHHa OpraHika NPUPOAHOro ABMLLa. AK 3a
KinbLUsSIMM Oi3HAOTHCS BIK A€PEBA, TaK i B pO6OTaX XMBOMUCLS 3anMLLIN-
NCb nepioa 6ypi M HAaTUCKY, BUCOKOI i MpeKpacHOi 3pinocTi. CboroaHi
nepen HaMmm ctapum manctep. KBiTyva CKNafHICTb NOCTYNMAaca MiCLEM
BeNUKIN NpocToTi. OCTaHHI MONOTHa EropoBa NPOCTI, SIK BKPaAIMBI
nemsaxi byrasa, e HEMae CTPOKATOCTI, ane NOBITPS, WO rycTillae Hag
nilaHUMM MinvHaMmK, 6epe B MOJOH i He BiMYCKaE ayLuy.

3HaNoMi ErOpOBCHKI MOTUBKM MOBTOPIOIOTHCS, HAOYBAKOUYM 3HAUYLLOCTI
enocy. |, 30aeTbCs, 3aBXaM AiB4aTa 3 3aCMariMmm Horamm 6yayTb CTyna-
TW B MICOK, | 6eper — XMnuTmucs, 9K nanyoba... | KOTUTbCSA FOPU3OHT, BELYYU
3a CO6010 CBITIOHOCHWI MPOCTIP 3 COHAYHOIO JOPIXKKOIO BIABGNNCKIB Ha
BEJIVKIN MOBEPXHI MOpPS.

BnepLle HagpykoBaHO
Casuukas O. MIms macTepa
[epnbacosckas — PuwenbeBckas. — Boin. 2 (No5). — Ogecca, 2001. — C. 191-193.



Yuriy Yegorov holds a special place in our city’s culture. “Why do | need
a title if | already have a name?” N. Altman used to say, his words having
become an artistic aphorism. Yegorov has a title, and he's not the only
Odessa painter to have honestly earned an honoured name. And even
so... For half a century, the vectors of the Odessa art field gravitated
toward Yegorov. The secret, seemingly, was in the integrity of his artis-
tic personality, one where creativity defines everything: painting is the
meaning of life, and life should be worthy of painting. This condition
dictates the code of honour—a set of unwritten rules revered by artists.
A person is responsible for their God-given talent, and a gift can't be
used for free— it is worked off through endless labour. A gift requires ser-
vice and defying so is immoral. The strong relationship between ethics
and aesthetics—to the point of their confluence, even substitution—is
typical of the Russian spiritual tradition. This too was characteristic

of Yegorov.

Starting in the early 1960s, artistic youth who today hold a firm place
in Odessa painting gathered around him. Yegorov “didn’t influence” an-
yone and “didn’t teach” anyone. From him they learned independence,
they learned to be themselves in their art.

It was in this environment, with Yegorov's strong analytical mind, that
the idea of the Odessa school appeared and attempts were made to
formulate its tenets. As such, Yegorov is not only a prominent example
of the Odessa school of painting, but also its first theorist.

Having had opportunities to remain in Moscow or Leningrad, Yegorov
preferred the less prestigious, but closer in spirit Odessa. Formed against
the backdrop of the “austere style”’, the master’s figurative language
matched the energy and fulness of the land. Yegorov felt close to the
Mediterranean world, to antiquity, he understood the world as a body,



as matter. He appreciates its volume, weight and elemental forces.
There hasn't been a critic who didn’t point out that Yegorov paints the
elements. More precisely, he paints the body of the element, and after-
wards the scenes—landscapes, commonplace objects in a still life, girls
on the seashore—seem to acquire the capacity and motion of life itself.

Yegorov creates by echoing the action of nature. Using his own
matter—oil painting—he builds a Universe whose plasticity and colour
have the power and subtlety born of the body of the sea and weightless
mist on the horizon. Here man and the environment love one another.
There are no fissures or conflicts between them. Tanned Mediterranean
Venuses and sea waves pulsate, breath in unison... their contact elastic
and gentle as an embrace.

Yegorov was the first to equate viscous oil paint with the dense sub-
stance of the sea. The leaden mass rolled easily and heavily from can-
vas to canvas, bending the horizon into an arc. The wave in Yegorov's
painting is at once the wind and sea, the clash and union of elements,
the rolling forces of a living body of water. “Yegorov's sea” became a
concept and image that entered our culture. The artist's name bonded
with the elements, forming an alloy.

What's more... And here we shall resort to comparison: many folk songs
do indeed have an author, whose name is known only to a few ex-
perts, or sometimes has been forgotten completely—but not by virtue
of ingratitude. Not by any means. The song was so liked that it became
EVERYONE's. It became the people’s. High anonymity is the best praise
of an author whose name has vanished among the people.

The pattern of interwoven ribbons is Yegorov's device. It merged
ripples on the surface of the water and rays of sun refracting in the water
column; the wavy, rousing silhouette of the female body. Born out of
easel painting and embodied in monumental works, this form wan-
dered through the paintings of different artists. But the issue is not about
borrowing, it is the precision of the discovery. The “ribbon pattern” is
archetypal in the same way as the archetypal Achaean “oncoming wave”
is code for the birth of love, the birth of Aphrodite... The “ribbon pattern”
fascinates like the lines of Pasternak, the waves echo the rhythm as they
fall one atop the other. It is the code and sign of our land. Yegorov found
it a visible name. He NAMED our Odessan world. And what he found be-
came common domain. Yegorov's creativity has an organic nature. The
same way you can tell the age of a tree from its rings, periods of storm
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and onslaught, high and beautiful maturity left their mark on the paint-
er's works. Today an old master stands before us. Flowering complexity
have given way to true simplicity. Yegorov's latest canvases are simple,
like the insinuating landscapes of Bugaz that have no variety of colours,
but where the air, thickening over the sandbars, captures the soul and
doesn't let go.

Yegorov's familiar motifs repeat, gaining epic significance. It seems
that girls with tanned legs will always walk on sand, and the shore will
sway like a deck... And the horizon rolls, carrying with it a sunny space
with a gleaming path on the great surface of the sea.

First published in
Savitskaya, O. 2001: The Master's Name.

Deribasovskaya—Richelievskaya, Issue 2 (No. 5), pp. 191-193.
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YopHe Mope NepeBTIIIOETHCS B MiH/IMBE CANBO NepPaMyTPOBOI chepu,
O 06epTaETHCA Y BEHIPHBOMY MEPEXTIHHI MPU3axiAHOro COHLS.

Mope € Takoto X LiNoBOIO 0CO60t0 PO6IT KOpis EropoBa, K XiHKM, WO
HaraZytoTb KapiaTua, abo NpPOCTi py6ONOBELbKI YOBHW; CAOKIHE Ta
irpucTe, K NOTIK Nep/vH, abo eHeprinHe | 6ypxvBe, MOpPI3aHe XBUISIMH,
BOHO CNYTYy€E apXeTUNIYHNUM CUMBOIOM CUA NPUPOLK. XiHKM B KapTUHAX
€ropoBa TaKOX 34INCHIOIOTb CUMBOJIYHY YU MiQONOTIYHY QYHKLIIO, X
MOHYMeHTasbHI Girypu BiACMNAOTb O CTapOLaBHIX KaM'aHUX CTaTy M,
3HaNAEHMX B YKPAIHCbKMX cTenax, giryp, sKi BTiOKOTb NPUCYTHICTb 60-
FMHI-MaTepi B AJOXPUCTUSHCBKMX PENIrisiX, 6OrVHI pOAKOYOCTI Ta Mip POKY,
LLLIO MO3HaYatoTh LMK HAPOIXKEHHS, CMEPTI Ta BOCKPECIHHS.

Y TBOPYOCTI EropoOBa MOXHA 3HANTU MOBEPXOBY CXOXKICTb 3 PaHHIMMK
bnaknTHMM, PoxxeBrM Ta HEOKNACUYHMM NepiogamMm TBOPHYOCTI
[Mikacco — 3 MOro MaCUBHUMM XIHOYMMUK dirypamMm Ta KNacuLM3younMum
no3amMu — ane 3Ha4YHO BiNbLUNI PE3OHAHC BUKIMKAOTh PO60TK banbTio-
ca. 3okpema EropoBCbKi iHTEpP'epK 3 MOOAMHOKMMK dirypamu cnopigHe-
Hi 3 6araTbMa NoAibHMMM TBOpaMK banbTioca, TakMMK K «HiYHWM meTe-
nvk» 1959 poky um «OroneHa y npoodinb» 1977 poky. Obuaea nodinstoThb
dpur3onNoaibHY CTPYKTYpPY MPOCTOPY Ta CrpoLleHi Gopmu, ane B TOM
Yac, K oroneHi banbTioca XeBPIitOTb FOCTPUM i 3arpO3/IMBUM €POTUIMOM,
YiHKM €EropoBa AoCsAratoTh 36alaHCOBaHOI Ta 6e3TypPOOTHOI piBHOBArW;
iX BUOOBXeHi irypm 4acTo HaraayoTb BennyaBnx boropoaunup 3 kKapTuH
Enb lpeko. Mogennto, MOXNMBO, 6yna MOro APY>XMHa UM JOHbKA, ane i
nocTaTi € 36ipHUM 06Pa30M XIiHKW, Lie He CTifIbKM MOPTPETH, CKiNlbKK
306paXKeHHS CYTi XXIHOYHOCTI.

Ak BMOaTHUIM NpeacTaBHUK Oaechbkoi rpynu €ropos 4o6pe BiAOMUM
CBOIMM POBOTAMM, AKi KONEKLIOHYIOTb sIK Y konulHboMy CPCP, Tak i B
€sponi 11 AMepui. Mloro kapTuHm BriepLue 6ynmn nokasaHi y JIOHA0H
[lecaTb pokiB TOMy B ranepei «Red Square», e BOHU OTPUManu XXMUBU
BiAryk. Tenep, y CBOI CiMaecsT, €EropoB LOBIB, O MOro BONOLIHHS 06pa-
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HUM MeLLiYMOM a)X HiIK He 0cnabno. TBOPU Ha Ui BUCTaBLi AEMOHCTPY-
FOTb MO0 HE3MIHHY MAaNCTEPHICTb B FONOBHMX CKNaA0OBUX XXUBOMUCY:
MPOCTOPI, CBiT/i, KONbOPI, KOMMO3WULLT, CMMBOAILI Ta GaKTypi.

B Moro ocTtaHHix po6oTax 3'aBMnach NeBHa ICHICTb | MPOCTOTa, No-
CNifOBHE BMBYEHHS ICKPABOro CBiTNa Moro piaHoi Opecu. HixHi cipi Ta
npurayLweHi 61aknUTHI M KOPUYHEBI rPatoTb CYNPOTU A3BIHKMX OCHOBHMX
KONbOPIB, COKOBUTUX MOMapaHYeBKX i 3eN1eHnX. Y HaTiopMOpTax NOCTIn-
Ha MosiBa LLECTUCTOPOHHIX KOHIYHWX O6'eKTIB i cnpolueHi cbepu GpyKTiB
HaragytoTb Ham adpopmsm CesaHHa Npo Te, WO BCi OpMM 3BOASTLCS A0
umMniHapa, KoHyca, chepw i kyba.

YKMBOMUCHWI NPOCTIP HATIOPMOPTIB MAOLWMHHWIA, MOBEPXHS CTONY
HaxmMneHa 4o rngagada, TOM CaMUii MexaHism y aii MM 3HaxoAMMO Ha po-
60Tax bpaka 1 [Nikacco B nepioA ni3HbOro Ky6ismy. Y MapuHax Te came
CMNAOLLEHHS NPOCTOPY AOCAraETbCS Yepes pO3TallyBaHHS AiHil FOPU3OH-
TY Ha ropilHbOMY Kpato MOMIOTHA, Lie CNPAaBISE BPaXKEHHS MNPIOPUTETY
YXMBOTMUCHOI MOBEPXHI Nepes BiATBOPEHHSAM iJIKO30PHOIO NPOCTOPY.

Lle MoaepHiCTCbKe 3aLlikaBNeHHS MOCUIIOETLCS B MOAANbLLIOMY TaKTU/Ib-
HUM HaHeCeHHAM Gapbun B ryCTOMY i YyTTEBOMY IMMNACTO, MPMBEPTaOUN
yBary O NOBepxHi. Lle ckopille XMBOMMCHUI MPOCTIP, aHXK 306paxeH-
HS MPOCTOPY B XXMBOMMUCI, LLLO € BaXIMBUM ON19 XyAOXHVKa, | cCame Le
3aKPINIOE TBOPYICTb ErOPOBa Y MOAEPHICTChKIM TpaanLii, O TATHETbCS
B[, IMAPECIOHI3MY Ta Ky6i3My AO TBOPYOCTI Cy4aCHUX MUTLLIB Ha 3pa3ok
LeBina XokHi Ta JllocbeHa Openaa.

Bneple HagpykoBaHO
Pivapa Haviep. KOpin Eropos. XXneonwuc.

KaTanor go suctasku. — JloHaoH, 2001. — C. 2.
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The Black Sea is transformed into the mercurial opalescence of a na-
creous globe, turning away into the late afternoon shimmer of a setting
sun. The sea is as much a character in the work of Yuriy Yegorov as the
caryatid-like women and simple fishing boats; calm and sparkling like a
shower of pearls, or vigorous and turbulent, riffled by waves, it functions
as an archetypal glyph for the force of nature. The women in Yegorov's
paintings also fulfill a symbolic or mythic function, their solidity and stat-
ure alluding to the ancient stone statues found in the countryside of the
Ukraine, figures which embody the presence of the mother goddess of
pre-Christian religions, a goddess of the earth and the seasons, denoting
the cycles of birth, death and regeneration.

There may be superficial resemblances in Yegorov's work to the early
Blue, Rose and neo-Classical periods of Picasso’s oeuvre—with his stout
women and classicised poses—but a much closer resonance is found
in the work of Balthus. In particular Yegorov's interiors with a single
standing figure have a great affinity with many of Balthus’ similar com-
positions such as “The Moth” of 1959 and “Nude in Profile” of 1977. Both
share the same frieze-like patterning of space and simplified forms, but
whereas Balthus' nudes smoulder with a pungent and dangerous eroti-
cism, Yegorov's women achieve a balanced and serene poise, the often
elongated figures reminding one of the stately Virgins of El Greco. The
model may have been his wife or daughter but theses figures stand for
all women, they are not so much portraits as portrayals of the essence
of the feminine.

A prominent member of the Odessa Group, Yegorov's work is well
known and collected throughout the former USSR and in Europe and
America. He first showed in London ten years ago at the “Red Square
Gallery” where his work received an enthusiastic response. Now in his
seventies Yegorov has demonstrated that there is no weakening of his
command of his chosen medium. The work in this exhibition demon-
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strates his continuing mastery of the fundamental elements of painting:
space, light, colour, structure, symbol and surface.

There is a new clarity and simplicity in the recent work, a coherent
rendering of the lucid light of his native Odessa. Subtle greys and muted
blues and browns are played off against vibrant primary hues and succu-
lent oranges and greens. In the still-lifes the repeated appearance of the
six-sided conic object and the abstracted spheres of the fruit remind us
of Cezanne's dictum about reducing all forms to the cylinder, the cone,
the sphere and the cube.

The pictorial space is flattened in the still-lifes by tipping the surface
of the table towards the viewer, the same mechanism we find at work
in the paintings of Braque and Picasso during the late cubist period.

In the seascapes the same flattening of space is achieved by placing the
horizon at the very top of the picture, this has the effect of privileging
the surface of the painting over any evocation of illusionistic space. This
modernist concern is further reinforced by the tactile application of the
paint in a thick and sensual impasto, drawing attention to the surface.
Itis the pictorial space rather than the depicted space, which is impor-
tant to the artist, and it is these concerns which place Yegorov's oeuvre
firmly in a modernist tradition stretching from impressionism and cub-
ism to contemporary artists such as David Hockney and Lucian Freud.

First published in
Dyer R. 2001: Yuriy Yegorov. Paintings.
Exhibition catalogue.—London, 2001.-P.2.
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IOpii €ropos.
Cnoraau

Im'a KOpig Eroposa s Bneple novys y 1978 poui, Ha nepwomy Kypci xy[-
rpady, KOAM 3aLiKaBMBCS MUTAHHAM: «A XTO HaMKpPaLLMM XYOOXKHUK

B Opneci?» Ha mMin noame, 6inblUicTb peCMOHAEHTIB, NtoAN Pi3HUX MOKO-
NiHb Ta eCTETUYHUX BNOAOBGaHb, Ha3Ba/lIM OOHE N Te CaMe, He3Hanome
MeHIi Npi3BuLLEe. HaBiTb OAMH 3i cTapinwmnH uexy, Onekcin MNonos, ocniBy-
Ba4 NMOPTOBMX KPaHIB i 3a4epThx KopabenbHMUX HOCIB, yyeHb OcMepkKiHa

i ®paepMaHa, i TOM ckaszaB: «HalCUAbHIWNN — OCb TYT Yy MeHE, 3a CTiH-
Koto npautoe, KOpa Eropos, TiNbKM JapMa BiH 3 LMW JliBakamu Cry-
TaBCs». A e, O LUbOro, OfHa 3 NOAPYr MOEI MaMK, Ka APY>KUNa 3i
BCiMa XyOOXHVKaMW, i OCOBAMBO 6M3bKO — 3 poanHOK BoxiiB, kazana
MeHi, O B CepeOBULLI OAECHKUX XYAOXHMKIB HAMKPALLMM BBaXKAETLCSH
YONOBIK Ti noapyru [eTn, aKMn HanNuCcaB il BpaXkatoumin MOPTPET Yy POXe-
BOMY MeHI0api. | O B HbOroO AKECHh AyXe MPOCTe POCINCbKE Mpi3BULLE,
ane BOHa Moro 3abyna. Konu g nisHiwe cnuTag ii, Yn He Eropos Le, BOHa
Bignosina: «Tak, TOYHO. [pi3BULLE FrETYMHOIO HYONOBIKa — ErOPOB».

| nnwe MoTiM, YeproBUI Pa3s 3aMLLOBLLM Ha APY T MOBEPX XYAOXHbOrO
My3eto Ha BynumLi KoponeHka, 9 BUSBYMB, LLO EFOPOB — TOM CaMMM Xy4OX-
HUK, IKU HanMcaB MO0 YNIIOBEHY, Malie OrofieHy, K Ckasanu 6 3apas,
TOMAEC, AIBYMHY B KOHTPAXYPI, LLO BUXOAMTb 3 BMBEPHYTOrO Ha rsaaya
MOPS$I, CITIUHOKO SKOFO PO36IrIMCh BaXkKi BIAGINCKM.

[TOTiM BUMLWOB CaMBMAABHMIN KaTanor ¢otorpada BaneHTmHa
CepoBa, B IKOMY MOPYY 3 XyAOXHMKaMK, Y1i iMEHA BUMOBASIUCS NOLLe-
nky — Xpyem, AHydpiesum, CTpeENbHUKOBUM, ACTpeb, Byna i CTOPIHKa
€roposa. BiH 6yB CTapLinM 3a HUX Y CepelHbOMY POKIB Ha M'ATHaALUSATb.
Ha doTorpadii BiH CMAIB Ha HU3EHBKOMY OCHIHYMKY Y CBOI MalCTEpPHI.
bocuin. CnByBaTnm 6OCOHOMMI KNACKK.

Haw Buknagay pncyHky Banepin ApyTioHOBWUY [eramsiH, WO KOpUCTaB-
Csl Mamxxe 6e33anepeyHmM aBTOPUTETOM, ErOpoBa He cnpuinmas: «l1o-
OMBITbCS Ha MOro XIiHOK. Lle ) Hapyra HaZ nnacTUKOO». A BUPILWIKB, WO
HEPO3YMHO CnepeyvaTUCh, ane Ha MOE CTaBeHHS 4O EropoBa LE HiSK He
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BMJIMHYNO. 1 6yB HACTINIbKM 3a4apOBaHWI MOrO XXMBOMUCOM, O barato
4YOro CnpurirMaB Yepes Noro NPU3My: MOpe, IEPEBA Y MICbKOMY cay,
NPUGEpPEXHi CXMAK, Tina i BONOCCS IHOK, KapTuHK TiuiaHa i Ixxopaxo-
He. 1 3 NoaAMBOM BiAKPWB AN1a cebe, WO B MOPS 06pit CrpaBii BUOAETHCS
BUIHYTUM. Lle NOTiM 9 NnpoynTaB Npo nepLenTUBHY NepcnekTmnay. A ToA
s CTaB NMCaTK OKPYre MOpE i MONMOOUB NyCTUI 3aMmic.

Briepuie g no6aume KOpig MukonaoBuya (Le nuiie yepes 6ara-
TO POKIB BiH BMMaraTmme HasmsaTu noro tOpoto), y 1981 poui, B noro
ManCTepHi, Kyan MeHe npmueena TeTaHa bacaHelb, Wo BMKIagana B
Hac iCTopito MUCTeLTBa. A TOAI BUPILWMB MMCATU KypPCOBY 3 ICTOPII Mpo
TBOPYICTb Teodina PpaepmaHa. [MMCbMOBUX Axxepen NPo HbOro B TOM
Yyac NPaKTUYHO He BYNO, ane 6yNun XNBI MOro YNCIEHHI Y4HI, cepes HUX
i Eropos, KM 6yB Mig YaCc HaBYaAHHS B XYAOXHBOMY YUYMANLLI SBHUM
$haBOPUTOM MOTANHOIO OAECHKOrO MapvKaHMHa. EropoB PO3MOBILaB
npo ®paepmMaHa, NpPo Te, [K BiH KOCb MPUMALLOB L0 YUYnauLLa i, 3HSBLIN
LWYBY, 3 XXaXOM BUSBMB, LLLO 3a0yB HAAAMHYTM COPOYKY M MiAKak, i Nia-
TSHKKM By HAOArHYTI MPOCTO Ha MalKy, WO HUHI Ha3WBalTb Y HapOLi
«ankoroniykotoy. | npo noro ronosHi adopmamm. Cepep, HUX ByB «Y TiHsX
TEMHILLE, y CBiTNax CBiTAiWe». A aKLO PUCYHOK CTyAeHTa 6yB 3aHaATO
KOHTpacTHUM, ®paepmaH KaszaB: «A Ternep NiacipiTb».

A cnyxaB BMiBBYXa, a 6ifblle pO3rnaaaB iHTEP EP ErOPOBCHKOI Mali-
CTepHI: MOKNaAM 3aNMCaHMX NONOTEH, aOCTPaKTHI CKYbATYPW, CTiN
NS CTAPOBMHHMX HAaTIOPMOPTIB (KilbKa POKIB TOMY 51 KyMyB COGI TaKmni
camui, ane aoci He Hammcae Moro). Penpoaykuis TiliaHiBCbKOT «Jamun B
6ITOMyY» Ha CTiHI — BOHa B LLbOMY OTOY€EHHI BUMIS4ana, 9Kk poboTa camo-
ro €roposa, i came ii Ha no4yaTky 90-x poKiB 5 HaB A3MBO NPenapyBaB.
| KapTWHW. 1 He Mir BiAiPBaTUCH BiA CNOMAAaHHS | MPOXMBAHHS MOro
pO6IT. MeHe 3axonuna ix Hapoa)KeHa nefBe He B CTPaXkAaHHI MaTepi-
aNnbHICTb, NyCTa, Malxe pyxoma pakTypa, Wo nepebopona L maTe-
piafbHICTb, i pa3oM 3 TUM — MPOCBIT/IEHA NPOCTOTA i NErKICTb. EFOPOB
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PO3roBOPMBCS, @ Y MEHE OCb-OCb Mano NoYaTUCh NO6aYeHHs. HapewwTi
S, 3aMMHAYMCh Bi COPOMY, BUAYLIMB, WO MEHI ly)Xe HE3PYYHO, ane 'y
MeHe Yyepes M'sTb XBUJIMH BaXKMBa cnpasa. bacaHelupb HEBAOBONEHO 3a-
nuTana, aKa X Lue Crnpaga, IKLWO BOHa 3 TaKUMU 3yCUNIIMMN JOMOBUAACh
3 MOBAXHOIO | 3aMHATOO NIOAMHOIO MPO 3YCTPIY 3 TAaKMM LUMapPKaYeM, K
. Bin 3HIIKOBIHHS 5 GOBKHYB, LLIO AiBYMHaA Yekae. bacaHelb Ha3Bana MeHe
npUAYPKOM, a EropoB PO3CMISIBCS | CKa3aB, O B CBOI ABaALSTb POKIB BiH
Ha MOEMY MIiCLLi BUMHNB BU TaK CaMO, i LLLO XKIHKM HE MEHLL BaXK/IMBI AN
XYLOXHUKA, HXK MUCTELITBO.

Yepes ABa poKM, W06 He 3aXMLLATUCS Y XXMBOMUCI | HE MMCaTK coLpe-
ANICTUYHY KapTUHY, S BUPILIMB 3aX1LLaTV AUMIOM 3 ICTOpIi MUCTeLTBa.
Lle 6yB TakMin BUSIB IOHALLbKOrO MakKcKManiamy. Ta cama TeTsHa bacaHelb
3aNponoHyBana B3sSTU K TEMY TBOPYICTb €EropoBa. 5 MOroAMBCS | CTaB
nucatu. i cnpobyBaB NpoaHanizyBaT CUHTAKCUC MOBK €ropoBa, Moro
chepuyYHMM MPOCTIP, My3EMHY ramy, CE3aHHIBCbKY CTaTyapHICTb nep-
COHaXiB, KOHCTPYKLIIO | GaKTypy, MPOCTEXMUTU KYNbTYPOSOTIYHI peEMIi-
HicueHLUii. B npoueci po6oTu 1 Kinbka pasiB CninkyBaBCs 3 ETOPOBUM i
KOXHOIO pa3sy BMXOAMB Bif, HbOrO B SKOMYCb MiHECEHOMY HACTPOI.

A BacaHelb yBeCb YaC PO3XOO4XKYBasla MeHe i Biiknaana Moi 3aHaATO
IOHaLbKO-bYHAAMEHTaNbHI TEOPETUYHI KOHCTPYKLT 3] C/IOBaAMM:

«Lle Bce — xepHs. 3anam'atan, KOpa — poMaHTUK». Y MiACYMKY HapOAMB-
CSl TEKCT, BiJL IKOro €Eropos 6yB y 3axBaTi i CKa3ag, WO Lie HanKpalle, Lo
6yAb-KONM MPO HbOFO NMUCaNU. 3 TUX Mip BiH 6YB 4O MEHE NMPUXMUIIbHUM.
Mwu cninkyBannce He HaaTo YacTo. NMpoTarom 90-x POKIB 4 Kinbka pasiB
OyB y HbOTO, @ BIH — Y MeHe.

[Tam’aTato MOro Ha EAMHIN BENVIKIN NePCOHabHIN BUCTABL Ha
Kpumcbkomy Bany B 1990 poui. B kpaiHi 6yB po3nan rop6a4oBCbKOI
nepebynoBU, NaManncCb 3a60POHK, PO3BAKOBANACh CUCTEMA. | TOHKUI
CcnornaaanbHUM XXMBOMUC EropoBa, NOro 3aBMEPNI YaC, XMUBOMMUCHI
HIOAHCYBaHHS, OECATKM BapiaLin «[liBYMHM 3 NPAanopOM» B LlbOMY KOH-
TEKCTi MPOCTO He YnTanuChb. [1OBEPXOM HUMKUE Byna Taka X 3a 06 EMOM
BMCTaBKa LLlemMskiHa, Ha gKil Hapoa IoPMUBCS, a B 3aj1ax EropoBa 6yno
MOPOXHbO. BiH cnaiB cepesn CBOIX KAPTUH, CAMOTHIN | MPUTHIYEHNI.
OpHOro pasy Ha Mo4YaTKy AEeB AHOCTUX 9 3aMLLOB A0 HbOTO 3 CepboXeto
AHydpieBUM. EFOPOB AyXKe AOKNAAHO PO3MUTYBaB MOro, Wo BiadyBa-
€TbCs B MOCKBI, WO pobuTh Kabakos, WO Take KoHUenTyaniam. B KiHu,i
KIHLIB BiH pOo3CcepamBCs: «TO Lie X Ta caMa NiTepaTypa, 3 KOt 9 BCe
XUTTH 60poBcs! TaMm, Ae € KMBOMUC, HIFKOI NiTepaTypu He Mae ByTul»
Yepes aekinbka poKiB BiH MPUNLLOB 4O MEHE Y MAaCTEPHIO | 1 HaBaXMBCS
rnokasaTn NOMY Cepito Mamxe NOPHOrpaPiuHMX KOMMO3ULIN 3 KPYMHUMMN
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naaHaMm MOHYMEHTAbHUX FeHiTail, WO 319raloTbCs. HanmcaHmx gyxe
HaBiTb Y EFOPOBCHKiN MaHepi. EFOPOB CKa3aB «NpUBPaTH L0 TMAOTY».

A nigkonos Moro: «Tak Le X XXMBOMWNC, BU CaMi CKa3anu, LLO CIOXET Bac
HIKOMW He UiKaBWTb, BIH — NMLLE NPMBIA 4S9 HbOrO, a 3apa3 BM KOHLEH-
TPYETECH BUHSATKOBO Ha CIOXKETIi». EFOPOB BAXKO 3iTXHYB i SIKOCb BTOM/IE-
HO CKa3aB: «AAK6W Le 6yB Oyab-SKUIN iHLINIM CIOXKET... ane uen 6ic... 3Hanm
6 BW, CKiNbKM KPOBI BiH 3 MEHE BUMMB, IK 6arato s Yepes Lie BTPaTuB,
CKiNbKWM BCbOTO He 3p06MB... Lle He Tow BUNaLoK, KOV S MOXY He 3BaXka-
TN Ha CIOXeT».

[ecb Ha novaTKy HYNIbOBKX, MOBEPHYBLUUCH 3 AMEPUKH, 5 3yCTPIB
€ropoBa Ha BynuLi. byna ociHb i MWOoB 3annBHUIA fou. BiH 6yB y cBOEMY
BIYHOMY CipoMy nnalli i bepeTi. A ckasaB, WO Ay)Ke paanii Noro 6aum-
Tn. EropoB, SKOMY TOAI BXXe NepeBanuno 3a 75, Bianosis: «He po3y-

Mito, SIKLLLO BW TaKi pafli, YOMY AOCi He 6iXXNTE B Mara3mH?» Mu 3anwwinm

B FaCTPOHOM Ha po3i [peubkoi i KaTepUHUHCBKOI, | S KYMMB ropinky.
[Ticns 4oro 3a NPono3unLiEd MancTpa MM Of4pa3sy Po3nNuan ii B MepLLOMY
NiNwoMy ABOpPi He AOXOAA4M A0 [PeLbKOi NaoLLi. ErOpOoB 3anvTaB MeHe,
YK 3Hato 51, YOMY BiH B 6aTbKM MEHi roAnTbCS, NPOTE M€ 3i MHOIO Y ABOPI
«3 ropna». Hi, — ckaszaB 9. «Callo, He NprKMaanTeCh, — JIYKaBO CKa3aB
€ropoB. Bu » 4ynoBo 3HaeTe, WO cboroaHi B Ofeci € ABa My3eMHNX
XYLOXHUKM — Br i a». 4 po3ymiB, WO Lie Taka MOBAEHHEBa dirypa, Wo,
MMOBIPHO, BIH Lie Ka3aB i IHLWWMM KOeram, Ymi po6oTm Momy noaob6annce,
ane gax MeHi Bif, Takol 3a5BK yce OAHO 3HECO.

BiH cnpaBai roaMBcs MeHi B 6aTbKW, BiH 6B POBECHNKOM MOEI MaMW i Ha
PiK CTapLWmMM 3a MOTO TaTa. | B HbOro 6yna Taka » 6iorpadisi, K y MOro
6aTbka — eBakyaLis B 1941, B 1944 nilWoB y apMito, CNY>XXMB Y O6CNYroBy-
BaHHI NiTakiB, «Ha Aembenb» BignyCcTmam nuwe nicng cmepTi CTtaniHa.

| nomep BiH 3 MOEK MaMOIO OLLHOIO POKY.

OcTaHH$S Hala 3yCTpiy Biadynach, KOu NomMy Bxe 6yno 82 poku, 3a
KifibKa TUXXHIB 4O MOro cmepTi. byB HECTEPNHO CNEeKOTHUIN AeHb. f KynnB
MAALWLKY KPUXKaHOI MiHepasku i NilloB 4O HbOTO.
€ropos ckasas: «Callo, 1 PO3yMitlo, BV MOBAXaETe MOKO CUBUHY, ane Aa-
BaMTe g camM 6yay BMPIWYBaTM». | AiCTaB MASLWKY KOHbSKY. | MU il BUNMAN.
€ropoB 3aroBOpPMB NMPO GiNnocodito ek3UCTeHLiani3my.

— Mapkc 6yB Ay»e HaiBHO IIOAMHOID, BBaXKAKO4M, LLLO OCHOBHE MNTaH-
HA dinocodii — MMTaHHA NePBUHHOCTI BYTTS YM MaTepil. Lle oy>xe apy-
ropsiaHe nNuTaHHa dinocodii. OCHOBHe NTaHHS dinocodii — Y BapTe
XUTTS TOrO, WO6 MPOXMUTM MOro BCynepey 06CTaBNUHAM, YW BEPLUMHOLO
[IYXOBHOIO LWASIXY € JOBPOBINbHNM BiAXia. — | BiH MO4YaB roBOpPUTM NPO
npo6nemy Bn6opy, Npo K'epkeropa, Kamio, CapTpa. BuasnseTbcs, BiH
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PErynsapHO XxoanB 4O 6i6NIOTEKN XyAOXHBOIO My3eto, 6paB Tam Gino-
COPCbKi TEKCTU | Ay>XKe CKPYMy/IbO3HO X BUBYaB. Hamarascs cyrnepeyunTu
aBTOpPaM, CNPOCTOBYBAB iX.

€ropoB NpoaoBXyBaB: «Y K'epkeropa ofgHa 3 LEHTPaNbHUX peyen —
PO3L4YMU MPO XePTBOMNPUHECEHHS ABpaaMa. AK BiH MPUIMMAaE pilleHHs
MPUHECTW B XXEPTBY CUHA, MPO EK3NUCTEHLLIMHE NEPEXMBAHHS, MPO CKa-
CyBaHHs1 borom noro Bn6opy... Bce 4uynoeo, i 3 K'epkeropom y BCbOMy
MOXHa MOroAnTUCH. Y BCbOMY, KPiM OAHOrO. BiH Hi4Oro He nuwe npo
Cappy. A pnasamnTte po3snHemMo. OCb BiH MOBEPTAETHCS 4OAOMY 3 |[CaakoMm,
SKOro roToBUIM ByB NpUHeCTM B XepTBY. A Cappa X yBeCh Liel 4acC 3Hana,
Kyam BiH MOro Befie. | BOHa NpoXmna Ui Kiflbka roAMH 3 YyMKOIK Mpo Te,
LLLO 3apas3 ii HOMOBIK piXe iX EAMHOTO CMHA, K BapaHa. | oCb BOHM NoBep-
HYJIUCh. | 9K T XKUTK 3 HUM Jani? A momy ak?»

Kinbka pokiB TOMY § MPOYNTAB Y SIKOFOCb EBPENCHKOrO PENIriMHOro
aBTOPUTETY, WO nicng uboro enizogy Cappa niwna Big Aspaama. Tinbkm
€ropoBs Npo ue, 3BiCHO, He 3HaB.

Konu nnswka 6yna BMnuTa, MeHi panTom 3atenedoHyBaB Hall CMiflb-
Hu 3 FOpiem apyr i konekuioHep. [isHaBLWKWCh, WO MU pa3oM, BiH nedb
He BMMaraTu No4vaB nMpuixaTy 4O HbOTO B pecTopaH y Apkagito. Cka3as,
LLLO BiAMPaBWUTb 3a HamK BoLis. HYepes 15 XxBUNIMH MK BxKe iXanu Ha 6inomy
«Mepci». B Apkagis-lnasi M1 nunm xonoaHe 6ine BMHO. M1 roBopuam 3
HWUM Kinbka roanH. MeHi fyxe WKoAa, WO S HE 3anm1caB Ty PO3MOBY NpO-
CTO TOMY, LLO HE BMIB BMKOPUCTOBYBAaTU TeNePOH K AUKTOPOH. Eropos
po3mnoBifaB 6araTo LiKaBoro i HecrnomiBaHoOro Npo Yac, Npo koner. MNMpo
AuMaHuyka i PpaepmaHa, npo Linmnakosa, npo Xpyuwa, LLoniHa, Mopo-
30Ba, bacaHug, Npo 3arnbnoro Ha BiMHI XyLOXHMKa BaxpaMeeHka, aKkoro
HIXTO He Nam’sTae, afne Moro, Nopyy 3 ALIMaH4YyKOM i CO6010, BiH BBaXKaB
OLHWM 3 TPbOX HANCUIbHILLIMX XYLOXHUKIB CBOTO MOKOJIIHHA. B oLjiHKax
BiH iHOAI OYB HellaAHMM, iHOAI HeCcnpaBeAnVBUM. Ane B AeTanax i dop-
MYJIIOBaHHSAX Bpakatoye TouHMM. OTak, Hanpukiag, npuragytoym CBO
nepLy 3ycTpiy i 3HanomMcTBo 3 Onerom COKONOBMM MiCAS MOBEPHEHHS
3 apMii, BiH CKa3aB: «f 3ax04Ky B My3el Ha [yLKiHCbKI | panTom 6ady,
LLIO Ha3yCTpi4 MeHi e abCoNTHO HepalsaHCbKa NtOAMHA. A S TaK JaBHO
He 6a4YMB HEPAASHCBKOI IOAMHM, LLO MEHI OApa3sy 3aXOTiIOCh MPOCTO
OBHATU | PO3LLINYBATK MOrO, XO4 MU 1 HE By 3HANOMI».
| Npo icTopito CTBOpEeHHs poboTh XpyLla «Komben». Konn Xpylwa B 1968
poui 3i6panucsa sucenat 3 Oaecu 3a 4apMoiacTBO, BiH MPUALLOB 4O
€roposa: «[saato KOpo, 3pobiTb MeHi LOBIAKY, WO 1 He AapMoin». [Job6pe,
LLLO Yepes KisibKa AHIB BiAKpMBanach SKaCb BUCTaBKa, XpYyLL 3a ABa AHi
HadapbyBaB KAPTUHY 3 MEPCOHAXaMM, LLO CUIINN 338 CTOJIOM, HAKPUTUM
KUTaMKOIO, MiJ MOPTPETOM CXOXOrO Ha caMoro Xpyla JleHiHa. €Eropos
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MPOTArHYB KaPTUHY Ha BUCTaBKY i 3p0OMB MOMY LOBIAKY, LLO TOM nepe-
6yBaE B TBOPYOMY aKTUBI COKO3Y XYLOXHWKIB. 3apa3 us poboTa B MOIl
konekuii. Jo peyi, XpyL, 6yB HaTYPHUKOM A5 6araTbOX EFOPOBCHKMNX
4YONOBIYMX PIryp.

LLle 6yna po3nosiab Npo Te, WO, KOAW BiH KYAMCH iXaB, B MOro mam-
CTepHto nigcenunu TeTaHy A6N0HCBKY, Sika Ha TpW AHi Npuixana B Ogecy.
[Mo6ayeHi TaM poObOTK CMPaBUAM Ha HEl TaKe CUJIbHE BPaXeHHS, O BOHa
3aTpuManacsa B Ofeci LLe Ha ABa TWXKHI, abn JoYekaTUCs MOro noBep-
HEHHS | NO3HaNOMUTUCL. Ane odiuinH1IM Knis €ropoBa Tak i He BM3HaB.
Konuce 9 xoTiB HacnigyBaT €roposa. [MOTiM 9 HaMmaraecs 6yTn He CXO-
YXWUM Ha HbOro. MUHYIOrO POKY S MOYaB MMCaTW MOMY OMaXxi.

Po60Tu €EropoBa OCTaHHIX POKIB CTanu Aas MeHe HecrnomiBaHKoto. BiH
HI6W NPOMMB CBI NOrNaA Ha CBIT. KOAMCbh BaxXKU, GaKTYPHWUN | MO-My-
3eMHOMY CTPUMAHWM XXMBOMUC CTaB NerkMM i 6apBUCTUM. [am'aTato, sk
Irop lyces, NobyBaBLUM B MOrO MaMCTEPHI, 3aXOMNIeHO PO3MoBiAaB MeHi,
K BipTyo3HO 80-piuHMM MaeCTpo 3apMMyBaB HaMMCaHe BIAKPUTUM Kaf-
MiEM 96/1yKO 3 MOMaZOo Ha rybax HaTypHMLL.

Hes3apnoBro 4o cmepTi EropoBsa s PO3MOBASB MPO HbOMO 3 MKxaaom
PalukoBeLbkMM. BiH Cka3aB MeHi: «5 xouy HanmMcaTy Npo Eroposa K Npo
ek3uncTeHuianicta. Ocb BiH y)ke 0eCaTKM pOKiB Bapitoe ctoxeT «CKopo
BiAMNPaBASEMOCH». TaK i HAMPOLLYETHCA MUTAHHS: «A Kyan?» KoxkHa Kap-
TWHA LbOrO LUKy — MPOXMBAHHS CTPaxy CMepTi».

BiH 3HaB cobi uiHy. OnHoro pasy BiAMOBKWBCS 6paTh y4acTb Y BUCTaBL
yepes Te, WO B Hil MaB 6paTy y4acCTb XYAOXKHUK, AKOro EropoB BBaXaB
onneTaHToM. «OnNiMNINCbKMIA YEMMIOH HE MOBMHEH rPpaTy B OAHIM KO-
MaHZi 3 NIOAMHOMD, BCi B3AEMUHM 3i CMOPTOM SKOI 3BOAATLCS A0 TOrO, WO
BiH PO6UTb PAHKOBY MMHACTUKY».

1 TakOXK 3HaB MOMY LiHY. IKOCb S Ha3BaB MOro 6OromM OAECbKOTO XU-
BOMUCY. | HaBiTb BCTUM CKa3aTh MOMY Mpo Le. BiH MOCMiXHYBCS.

OnekcaHap Pontbypna
KniB-Opeca, 2018
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Yuriy Yegorov.

Memories

| first heard the name Yuriy Yegorov in 1978. | was a first-year graphic art
student and had begun wondering who the best artist was in Odessa. To
my surprise, most everyone | asked—people of different generations and
aesthetic persuasions—gave the same answer, a name | did not know.
Even one of the workshop patriarchs, Aleksei Popov—bard of harbour
cranes and turned up bows of ships, student of Osmerkin and Fraer-
man-—said: “The strongest artist works here with me, behind the wall-Yu-
riy Yegorov. Unfortunately, he's mixed up with those lefties.” And before
that, one of my mother’s friends, who hobnobbed with artists and was
close to the Bozhiy family, told me that the best artist in Odessa was

the husband of her friend Geta, who had painted a stunning portrait of
her in a pink peignoir. She said that he has a very simple Russian name,
which she doesn’t remember. When | asked her later if it was Yegorov,
she replied: “Yes, exactly. Geta's husband’s name is Yegorov.” And only
later, when | went to the second floor of the art museum on Korolenko
Street, | saw that Yegorov was the artist who painted my favourite almost
naked girl-"topless” we would say today — in contre-jour, coming out of
a sea that stares at the viewer, a heavy glare scattered behind her.

Then there was photographer Valentin Serov's self-published cata-
logue, which along with artists whose names couldn’t be said out loud—
Khrushch, Anufriev, Strelnikov, Yastreb—had a page on Yegorov. He was
15 years older on average than the others. In the photograph he was
sitting on a low stool in his studio, barefoot. The grey-haired, barefooted
classic.

Our drawing teacher, Valeri Arutiunovich Gegamian, who enjoyed
almost unquestionable authority, disparaged Yegorov's work: “Look
at his women. It's a desecration of plasticity.” | felt it best not to argue,
though his opinion of Yegorov didn't influence mine in the least. | was
so enthralled by his paintings that | began to see many things through
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their prism: the sea, trees in the city park, coastal hills, women'’s bodies
and hair, the paintings of Titian and Giorgione. | was surprised to discov-
er that the horizon of the sea really does seem to curve. Only later did |
read about perceptual perspective. | then began to paint a round sea and
grew to like applying thick slabs of paint.

| first met Yuriy Nikolaevich (only after many years would he make
me call him by the familiar "Yura”) in 1981, at his studio. My art history
teacher, Tatiana Basanets, brought me there. At the time | had decided to
write my term thesis on Theophile Fraerman. There wasn't much written
about him, but many of his students were still alive, including Yegorov,
who while studying at the art college was an obvious favourite of the
low-profile Odessa Parisian. Yegorov told me stories about Fraerman.
About how one day he came to school, took off his fur coat, and was
horrified to see that he had forgotten to put on a shirt and jacket, and
was wearing his suspenders over a sleeveless shirt—the kind that today
is called the "alcoholic’s t-shirt”. And about his aphorisms, one of which
was “Darker in shadows, lighter in light”. And how if a student’s drawing
was too contrasting, Fraerman would say: “Now make it greyer.”

| spent more time paying attention to the inside of Yegorov's studio
than to what he was saying: stacks of painted canvases, abstract sculp-
tures, an old table for still lifes (I bought one for myself several years
ago, but still haven't used it). In that setting, his reproduction of Titian's
“Portrait of a Lady in White” on the wall seemed like one of Yegorov's
own paintings, and in the '90s | dissected it obsessively. Oh, and the
paintings. | couldn’t tear myself away from contemplating and expe-
riencing his work. | was taken by their materialism, seemingly born of
misery, overcome by a thick, almost stirring texture, and at the same
time having an enlightened simplicity and lightness. Yegorov was talking
away, and | had a date in a few minutes. Finally, stuttering out of shame,
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| said that | was very sorry, but | had a very important matter to see to in
five minutes. Basanets was peeved and asked what the matter was. After
all, she had worked so hard to get a respected and busy man to agree to
meet with a snot-nosed kid like me. Nervously, | blurted out that a girl
was waiting for me. Basanets called me an idiot, while Yegorov laughed
and said that he would have done the same when he was twenty, and
that women are no less important to the artist than art.

Two years later, so as not to defend a diploma in painting and have to
produce a socialist realist piece, | decided to defend my diploma in art
history. It was a manifestation of youthful exuberance. Tatiana Basanets
suggested that | write about Yegorov. | agreed and set to work. | tried to
analyse the syntax of Yegorov's language, his spherical space, museum
range, Cézannesque statuary of characters, structure and texture, to
trace the cultural reminiscences. During the process, | met with Yegorov
on several occasions and each time left feeling on cloud nine. Basanets
would always bring me back down to earth and deride my overly juve-
nile theoretical word constructions: “This is all rubbish. Remember that
Yura is a romantic.” Yegorov was impressed with the final text and said
it was the best thing ever written about him. And from then on, he held
me in kind regard.

We didn't speak very often. In the '90s we visited each other a few
times. | remember seeing him at his only large solo exhibition on Krim-
sky Val Street in 1990. The country was in the midst of Gorbachev's pe-
restroika, restrictions had been lifted, the system was collapsing. In that
context, Yegorov's subtle contemplative paintings, his stoppage of time,
picturesque nuances, dozens of variations of “Girl with a Flag” simply
didn't read. One floor below was a large exhibition by Shemyakin; it was
filled with crowds, while Yegorov's halls were empty. He sat there with
his paintings, alone and downcast.

| went to see him once in the early ‘90s with Sergey Anufriev. Yegorov
asked him everything about Moscow, what Kabakov was doing, about
conceptualism. In the end he got angry: “That's the same literature |
have been fighting my whole lifel Where there is painting, there should
be no literature!” Several years later he came to my studio and | decided
to show him a series of semi-pornographic compositions with close-
ups of monumental copulating genitalia, painted in a very Yegorov-es-
que manner. Yegorov demanded that | “get rid of this filth”. | teased him:
“But it's a painting. You yourself said that you are never interested in the
narrative plot, it's just the cause for a painting. And now you're concen-
trating only on the plot” Yegorov sighed heavily and in a tired voice said:
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“If it was any other story... but this is the devil... if you only knew how
much blood it drank from me, how much | lost because of it, how much
| didn't do... This is not a situation where | can ignore the plot.

Sometime in the early 2000s, after returning from America, | bumped
into Yegorov on the street. It was autumn and there was a nasty rain. He
was wearing his usual grey coat and beret. | said that | was very happy
to see him. Yegorov, who was then over 75, replied: “| don't understand.
If you're so happy to see me, why haven't you run to the store yet?” We
went to the grocery store on the corner of Grecheskaya and Ekaterinin-
skaya streets and | bought vodka. At the master’'s suggestion, we drank
it in the nearest alley. Yegorov asked me if | knew why he, old enough
to be my father, was drinking with me in an alley “from the bottle” No, |
said. “Sasha, don't pretend,” Yegorov said slyly. “You know perfectly well
that there are two museum artists in Odessa—you and I." | understood
that this was a figure of speech and that he probably said the same thing
to other colleagues whose work he liked, but still | was blown away.

He really could have been my father. He was the same age as my mom
and one year older than my dad. And his biography was the same as my
father’s: evacuated in 1941, joined the army in 1944, serviced aircraft,
was “released” only after the death of Stalin. And he died the same year
as my mother.

We last met when he was 82, several weeks before his death. It was
an unbearably hot day. | bought a bottle of ice cold mineral water and
went to his studio. “Sasha, | understand that you respect my grey hair,
but how about | decide,” Yegorov said. He took out a bottle of cognac
and we drank it. Yegorov began talking about the philosophy of existen-
tialism. “Marx was very naive to believe that the main question of philos-
ophy is about the primacy of life or matter. This is a very minor philo-
sophical question. The main philosophical question is whether life is
worth living, despite the circumstances, or whether the apogee of man's
spiritual path is a voluntary exit.

He began talking about the problem of choice, about Kierkegaard,
Camus, Sartre. Turns out he regularly visited the library at the art mu-
seum and scrutinized philosophical texts. He tried to argue with the
authors, refute them. Yegorov continued: “One of Kierkegaard's central
arguments is about Abraham'’s sacrifice. How he decides to sacrifice
his son, about the existential experience, about God taking away his
choice... Everything's fine, and one can agree with everything that Kier-
kegaard writes, except there's one thing—he writes nothing about Sarah.
So let's develop this. He returns home with Isaac, whom he was ready to
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sacrifice. The whole time Sarah knew where he was taking him, and she
spent all those hours thinking that her husband was cutting up their only
son like a ram. And here they've come back. How is she to go on living
with him now? How will he live with himself?”

Several years ago, | read something by a Jewish religious authority
saying that Sarah left Abraham after this episode. Yegorov, obviously,
didn't know this. Once the bottle was finished, we called a collector
that Yuri and | both knew. When he found out that we were together, he
practically demanded that we come to his restaurant in Arcadia. He even
said he'd send a driver for us. Fifteen minutes later we were driving there
in a white Mercedes. At Arcadia Plaza we drank cold white wine and
talked for several hours. | regret that | didn't record that conversation,
simply because | didn't know how to use my phone as a voice recorder.
Yegorov shared many interesting and unexpected things about the time,
about his colleagues: about Atsmanchuk and Fraerman, about Tsimpak-
ov, about Khrushch, Shopin, Morozov, Basanets, about Vakhrameenko,
who died in the war and nobody remembers, but whom he considers
to be one of the three strongest artists of his generation, along with Ats-
manchuk and himself. He was ruthless in his opinions, sometimes unfair,
but he was exact in his details and formulations. For example, when
recalling his first encounter with Oleg Sokolov after returning from the
army, he said: "l entered the museum on Pushkinskaya and saw a totally
non-Soviet man walking towards me. | hadn’t seen a non-Soviet person
in such a long time that | immediately wanted to hug and kiss him, even
though we didn't know each other’

He told us the story behind Krushch's "Kombed” [Committee of Poor
Peasants]. When Khrushch was to be evicted from Odessa in 1968 for
welfarism, he came to Yegorov and said: "Uncle Yura, write me a certifi-
cate saying that I'm not a social parasite.” Fortunately, an exhibition was
opening several days later, and Khrushch slapped together a painting in
two days of people sitting at a table covered in bright red fabric, under a
portrait of Lenin that looked very much like Khrushch. Yegorov took the
painting to the exhibition and wrote Khrushch a certificate saying that
he was an active member of the union of artists. This piece is now in my
collection. By the way, Khrushch was the model for many of Yegorov's
male figures. He also told us about how Tetyana Yablonska lived in his
Odessa studio for three days while he was away. His works made such
a strong impression on her that she stayed in Odessa for another two
weeks just so that she could meet him when he returned. But official
Kyiv never recognized Yegorov.
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There was a time when | wanted to copy Yegorov. Then | tried to not be
like him. Last year | started painting homages to him. Yegorov's works in
his final years surprised me. He seemed to have washed out his view of
the world. Painting that was once heavy, textured and restrained, be-
came light and colourful. | remember Igor Gusev telling me after visiting
Yegorov's studio how masterfully the 80-year-old maestro used un-
mixed cadmium to rhyme an apple with the nude model'’s lipstick.

Shortly before Yegorov's death | spoke with Mikhail Rashkovetsky
about him. “I want to write about Yegorov being an existentialist,” he said
to me. "For decades he has been varying the same plot—"We're depart-
ing soon. But the question is—'Where to?’ Every painting in that cycle is
the experience of the fear of death.” He knew his own worth. Yegorov
once refused to take part in an exhibition because he considered one of
the other participating artists to be a dilettante. “An Olympic champion
should not play on the same team as a man whose only relationship to
sport is that he does morning exercises.”

| knew his worth too. | once called him the god of Odessa painting,
and even managed to tell him that before he died. He smiled.

Oleksandr Roytburd
Kyiv-Odessa, 2018
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Jlnctonag, 1970

MonoTHo, onig
90x105 cm
3 konexuii Oaecbkoro XyooXHbOro My3seto

November, 1970

Oil on canvas
90x105 cm
From Odesa Art Museum collection
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CuuaBka. Cneka, 1967

[TonoTHo, onis
80x80 cm
3 konexuii Oaecbkoro XyooXHbOro Myseto

31

Sytchavka. Heat, 1967

Oil on canvas
80x80 cm
From Odesa Art Museum collection



1918 pik, 1968 1918, 1968

MonoTtHo, onis Oil on canvas
200x168 cm 200x168 cm
3 konekuii Oaecbkoro XyA0XHbOro My3eto From Odesa Art Museum collection
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bes Ha3eu, 1962

[TonoTtHo, onis
117x99 cm

3 npuvBaTHOI konekuii

33

Untitled, 1962

Oil on canvas
117x99 cm
From private collection



NaHxepoH y nuctonagai, 1979

[TonoTHOo, onist
61x86 cm
3 konexuii Oaecbkoro XyooXHbOro My3seto

Langeron in November, 1979

Oil on canvas
61x86 cm
From Odesa Art Museum collection
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BepeseHsb, 1984

[TonoTHOo, onist
81x93 cm
3 MpvBaTHOI Konekuji

35

March, 1984

Oil on canvas
81x93 cm
From private collection



Hiu, 1966

[TonoTHO, onist
101x126 cm
3 NpmBaTHOI KoNeKLi

Night, 1966

Oil on canvas
101x126 cm
From private collection
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Jlito, 1968

[TonoTHo, onig
140x115 cm
3 konekuii Oaecbkoro XyaoXHbOrO My3eo

37

Summer, 1968

Oil on canvas
140x115 cm
From Odesa Art Museum collection



HiBymHa 3i cBiykoto, 1970-Ti

[MonoTHO, onis
145x99 cm
3 NpUYBaTHOI KONeKLi

Girl with a Candle, 1970s

Oil on canvas
145x99 cm
From private collection
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[Lima Ta Ipa, 1960-Ti

[TonoTHo, onist
144x108 cm
3 NpurBaTHOI KoNeKLi

39

Dima and Ira, 1960s

Oil on canvas
144x108 cm
From private collection



MopTpeT lpn E€roposoi, 1970-Ti

[TonoTHOo, onist
89x67 c™m
3 npmBaTHOI KoNeKLj

Portrait of Ira Yegorova, 1970s

Oil on canvas
89x67 cm
From private collection
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KaTg, 1970-Ti

[TonoTHo, onist
46x40 cm
3 NprBaTHOI KoNeKLi

a1

Katya, 1970s

Oil on canvas
46x40 cm
From private collection



YoBeH Ha numaHi, 1986

[TonoTHOo, onist
81x82,5 cm
3 npmBaTHOI KoNeKLji

Boat on the Estuary, 1986

Oil on canvas
81x82,5cm
From private collection
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OroneHa, 2000

[TonoTHo, oniga
124x121 cm
3 NpWBaTHOI KONeKLLi

Nude, 2000

Oilon canvas
124x121 cm
From private collection



LiBunHa 3 M siuem, 1980

[TonoTHo, onig
105x84.5 cm
3 NpWBaTHOI KONEKLLi

Girl with a Ball, 1980

Oil on canvas
105x84.5 cm
From private collection
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3axig coHUs Ha nMMaHi, 1991

[TonoTHo, onis
60x70 cm
3 NpWBaTHOI KONEKLLi

45

Sunset on the Estuary, 1991

Oil on canvas
60x70 cm
From private collection



Meizax 3 monbbepTom, 2001

[TonoTHOo, onist
67,5x81 cm
3 NpvBaTHOI Konekuii

Landscape with an Easel, 2001

Oil on canvas
67,5x81 cm
From private collection

46



47

Mnax Binpaaa, 1988

KapToH, onig
39,5x50 cMm
3 NpWBaTHOI KONEKLLi

Vidrada Beach, 1988

Oil on cardboard
39,5x50 cm
From private collection



MonypeHb, 2007

[TonoTHo, onist
60x70 cm
3 NpmMBaTHOI KoNeKLji

Noon, 2007

Oil on canvas
60x70 cm
From private collection
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JNaH>xepoH B nonyneHb, 1992 Langeron at Noon, 1992

[TonoTHo, onig Oil on canvas
120x120 cm 120x120 cm
3 NpmBaTHOI KONeKLi From private collection




Mope y BepecHi, 1991

KapToH, oniga
39x49 cm
3 NpmMBaTHOI KoNeKLji

Sea in September, 1991

Oil on cardboard
39x49 cm
From private collection
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Xwusonwuc B caay, 2000

[TonoTHo, onis
110x100 cm
3 NpuBaTHOI KONEKLLi

51

Painting in the garden, 2000

Oil on canvas
110x100 cm
From private collection



NanxepoH, 2000

[TonoTHo, onist
66,5x78 cMm
3 NpvBaTHOI konekuiji

Langeron, 2000

Oil on canvas
66,5x78 cm
From private collection
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beToHHWI 6eper, 1989

KapToH, onig
50,5x51 cm
3 NpUBaTHOI KONEKLi

53

Concrete Shore, 1989

Oil on cardboard
50,5x51cm
From private collection



KBiTeHb, 1991

[TonoTHo, onist
73,5x85,5 cm
3 NpmMBaTHOI KoNeKLji

April, 1991

Oil on canvas
73,5x85,5cm
From private collection
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Ckopo Bignpasnsgemocs, 2006

[TonoTtHo, onis
118x118 cm
3 NpyBaTHOI KoNeKLLi

55

Departing Soon, 2006

Oil on canvas
118x118 cm
From private collection



OkcaHa, 2001

[TonoTHo, onist
99x106,5 cm
3 NpmMBaTHOI KoNeKLji

Oksana, 2001

Oil on canvas
99x106,5 cm
From private collection

56



MopTtperT, 1978

OJIOTHO

A

57

Portrait, 1978




Mope y nunHi, 1984

KapToH, ryaw
40x50 cm
3 NpuBaTHOI KONeKLii

Sea in July, 1984

Gouache on cardboard
40x50 cm
From private collection
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[iBumHa 3 npanopom, 1971

[TonoTHo, onis
135x130 cMm
3 konexujii Oaecbkoro XyooXHbOro My3seto

59

Girl with a Flag, 1971

Oil on canvas
135x130 cm
From Odesa Art Museum collection



LisumHa 3 npanopom, 2003

[TonoTHOo, onist
130,5x127 cm
3 NpuBaTHOI KoNeKLi

Girl with a Flag, 2003

Oil on canvas
130,5x127 cm
From private collection
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LLUTopm, 1997

KapToH, ryatu
40x50 cm
3 NpuBaTHOI KONEKLLi

Storm, 1997

Gouache on cardboard
40x50 cm
From private collection



KaTtamapaH, 2003

[MonoTHo, onig
73x84 cMm
3 NpmBaTHOI KONeKLji

Catamaran, 2003

Oil on canvas
73x84 cm
From private collection
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63

Konyc i dpykTHn, 1995

[TonoTHo, onis
100x106 cm
3 NpWBaTHOI KONEKLLi

Cone and Fruits, 1995

Oil on canvas
100x106 cm
From private collection



Beper Manoro ®oHTtaHy, 1984

[TonoTHOo, onis
66x78,5 cm
3 NpmBaTHOI KOMEeKLL

Shore of Malyi Fontan, 1984

O
)

lon can
66x78,5cm

From private collection
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MowaHa Ky6i3my, 2005

[TonoTHo, onis
89x103 cm
3 NpuBaTHOI KoNekLi

65

Homage to the Cubism, 2005

Oil on canvas
89x103 cm
From private collection



Mensax, 2000

MonoTHo, onig
65x70 cM
3 NpvBaTHOI Konekuii

Landscape, 2000

Oil on canvas
65x70 cm
From private collection

66



HaTtopmopT 3 TposHaoto, 2002

[MonoTHo, onis
80x90 cm
3 NpmBaTHOI KoNeKLji

67

Still Life with a Rose, 2002
Oil on canvas

80x90 cm

From private collection



Ecki3 no kapTuHu, 1980-Ti
Manip, MillaHa TexHika

64x53 cm

3 NprBaTHOI Konekul

Sketch for a Painting, 1980s

Mixed
64x53 cm
From private collection

nique on paper
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69

Mipamina i ky6, 1998

[MonoTHOo, onis
79%x97 cm

3 NpuBaTHOI KONEKLLi

Pyramid and Cube, 1998

Oil on canvas
79x97 cm
From private collection



3axia coHus Ha [IHicTpoBCbKOMY nnMMaHi, 1978

[TonoTHo, onist
60x62 cm
3 konexujii Oaecbkoro XyooXHbOro Myseto

Sunset on Dnister Estuary, 1978

Gouache on cardboard
60x62 cm
From Odesa Art Museum collection
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VR i o

be3 Ha3Bu, 1980-Ti Untitled, 1980s
KapToH, ryaw Gouache on cardboard
35,5x49,5 cm 35,5x49,5 cm
3 NpyBaTHOI KoNeKLLi From private collection
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Opeca. JlaHxepoH, 1980

KapToH, ryau
40x49 cm
3 NpvBaTHOI Konekuii

Odesa. Langeron, 1980

Gouache on cardboard
40x49 cm
From private collection
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73

Mope y BepecHi, 1986

[TonoTtHo, onis
60x65,5 cm
3 NpWBaTHOI KONEKLLi

The sea in September, 1986

Oil on canvas
60x65,5 cm
From private collection



Manuin ®oHTtaH, 1980-Ti

KapToH, ryaw
50x57 cm
3 NpuBaTHOI KONeKLUi

Malyi Fontan, 1980s

Gouache on cardboard
50x57 cm
From private collection
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75

bes Ha3Bu, 1984

KapToH, ryaw
35,549 cMm
3 NpWBaTHOI KONEKLLi

Untitled, 1984

Gouache on cardboard
35,5x49 cm
From private collection



Ksitn i dpykTn, 1999

[TonoTHo, onist
105x101,5 cm
3 NpmMBaTHOI KoNeKLji

Flowers and Fruits, 1999

Oil on canvas
105x101,5cm
From private collection
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Ba3a 3 rpaHaTtamu, 1972

DaHepa, ryauu
110x85 cm
3 NpuBaTHOI KONEKLLi

77

Vase with Pomegranates, 1972

Gouache on plywood
110x85 cm
From private collection



Mpw6ii, 1983

KapToH, ryaw
40x49 cm
3 NpmMBaTHOI KoNeKLji

Surf, 1983

Gouache on cardboard
40x49 cm
From private collection
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MpekpacHe niTo, 1995

[MonoTHO, onis
80,5x91 cm
3 NpuBaTHOI KoNekLi

79

Beautiful Summer, 1995

Oil on canvas
80,5x91 cm
From private collection



MopTtperT, 1987

[TonoTHOo, onist
105x99 cm
3 npmBaTHOI KoNeKLji

Portrait, 1987

Oil on canvas
105x99 cm
From private collection
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BinkputTa, 1973

[onoTHo, onis
145x104 cm
3 npmBaTHOI KonexLii

81

The Opening, 1973

Oil on canvas
145x104 cm
From private collection



HaTiopmopT. ®pykTn, 1986

[TonoTHo, onist
80x90 cm
3 konexujii Oaecbkoro XyooXHbOro Myseto

Still Life. Fruits, 1986

Oil on canvas
80x90 cm
From Odesa Art Museum collection
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Pankosui Tyanet, 2002

[TonoTHOo, onist
112x104 cm
3 nNpmBaTHOI KoNekLi

83

Morning Toilette, 2002

Oil on canvas
112x104 cm
From private collection



Mos paua, 2001 My Cottage, 2001

[TonoTHOo, onist Oil on canvas
90x94 cm 90x94 cm
3 NpmBaTHOI KoNeKLi From private collection
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MonyneHb Ha 6ankowi, 1997

[TonoTtHo, onis
96x96 cMm

3 NprBaTHOI KONEKLLi

85

Noon on a balcony, 1997

Oil on canvas
96x96 cm
From private collection



ETion, 1989

[TonoTHOo, onist
129x102 cm
3 NpmBaTHOI KONEKLL

Study, 1989

Oil on canvas
129x102 cm
From private collection
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KoHyc, puba i rpywa, 1996

[TonoTtHo, onis
84x96,5 cm
3 NprBaTHOI KONEKLLi

87

Cone, Fish and Pear, 1996

Oil on canvas
84x96,5 cm
From private collection
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Komno3suuis, 1980-Ti

linc
35x43x5,5 cm
3 apxiBy BiktTopa MapuHioka

Composition, 1980s

Gypsum
35x43x5,5cm
From Victor Marynyuk s archive
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Komnosuuig, 1980-Ti

linc
16x17x10 cm
3 apxiBy BikTopa MapuHioka

91

Composition, 1980s

Gypsum
16x17x10 cm
From Victor Marynyuk s archive



Komno3suuisa, 1980-Ti

linc
14x15x3 cm
3 apxisy Biktopa MapuHioka

Composition, 1980s

Gypsum
14x15x3 cm
From Victor Marynyuk s archive
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Kyns, 1980-Ti

[inc
30 cm
3 NprBaTHOI KONEKLLi

93

Sphere, 1980s

Gypsum
30cm
From private collection



Komno3suuig, 1980-Ti

linc
47x64,8x4,5 cm
3 apxiBy BikTopa MapuHioka

Composition, 1980s

Gypsum
47x64,8x4,5 cm
From Victor Marynyuk s archive
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Komno3suuisa, 1980-Ti

finc
10x11 cm
3 NpWBaTHOI KONeKLLii

95

Composition, 1980s

Gypsum
10x11cm
From private collection



Bnpaswu 3i cTpinb6u 3 nyka, 1980-Ti

fo6eneH
235x285 cm
3 NpmMBaTHOI KoNeKLji

Archery Exercise, 1980s

Tapestry
235x285 cm
From private collection

96



97

Komno3suuisa, 1980-Ti

Finc
17x125 cm
3 NpUBaTHOI KoNeKLIi

Pun6a, 1980-Ti

inc, MillaHa TexHika
11x43 cm
3 NprBaTHOI KoNeKLLi

Composition, 1980s

Gypsum
17x125 cm
From private collection

Fish, 1980s

Gypsum, mixed technique
11x43 cm
From private collection



Kyns, 1980-Ti Sphere, 1980s

[inc, BiCK, MillaHa TexHika Gypsum, wax, mixed technique
28 cm 28 cm
3 apxiBy BiktTopa MapuHioka From Victor Marynyuk s archive
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Ecki3 mo3aiku gna kiHoteatpy 3opaHui, 1980

Manip, mMilaHa TexHika
49x90 cm
3 NpUMBaTHOI KONEKLIi

99

Sketch for a mosaic at the Zorianyi cinema, 1980

Mixed technique on paper
49x90 cm
From private collection



bes Ha3Bu, 1980-Ti

KapToH, nactens
35x41,5 cm
3 NpmBaTHOI KoNeKLi

Untitled, 1980s

Pastel on cardboard
35x41,5cm
From private collection
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Ecki3 ro6eneHy, 1980-Ti

Manip, mMillaHa TexHiKa
52x67 cm
3 NpuBaTHOI Konekwii

101

Sketch for a Tapestry, 1980s

Mixed technique on paper
52x67 cm
From private collection



102

Crpineub, 1980-Ti

Manip, ryaw
55x27 cm

3 10MBATHOI KOJTEKLLII

Sagittarius, 1980s

ache

on paper




CoHue, 1980-Ti
[Manip, ryaw

55x27 cm

3 NprBaTHOI KOMEKLL

Sun, 1980s

Gouache on paper
55x27 cm
From private collection
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Mna.ui, 1980-Ti

Manip, MillaHa TexHika
75x92 cm
3 NpmMBaTHOI KoNeKLji

Swimmers, 1980s

Mixed technique on paper
75x92 cm
From private collection
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105

bes Ha3Bu, 1980-Ti

[Manip, MillaHa TexHika
71 x71cm
3 NprBaTHOI KONEKLLi

Untitled, 1980s

Mixed technique on paper
71x71cm
From private collection



Eckis, 1989

[Manip, onigeub
48x36 cM
3 NpuBaTHOI KONeKLLi

Sketch, 1989

Pencil on paper
48x36 cm
From private collection
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107

OroneHa xiHKa, 1983

Manip, Byrinns
40x60 cm
3 NprBaTHOI KONEKLLi

Nude woman, 1983

Paper, charcoal
40x60 cm
From private collection



Eckis. [liBumHa 3 m'auem, 1980-Ti

[Tanip, oniseLb
65x49.5 cMm
3 apxiBy Biktopa MapuHioka

Sketch. Girl with a Ball, 1980s

Pencil on paper
65x49.5 cm
From Victor Marynyuk s archive
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Eckis. [liBunHa 3 nanitpoto, 2000 Sketch. Girl with a Palette, 2000

Kanbka, pnomactep Marker on tracing paper
72.5x49 cm 72.5x49 cm
3 apxiBy BikTopa MapuHioka From Victor Marynyuk s archive
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Ecki3. [liBumHa 3 npanopom, 1980-Ti Sketch. Girl with a Flag, 1980s

Kanbka, oniseLb Pencil on tracing paper
71x55 cm 71x55 cm
3 apxisy Biktopa MapuHioka From Victor Marynyuk s archive
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Eckis, 1990-Ti

Kanbka, MillaHa TexHika
66x50.5 cm
3 apxiBy Biktopa MapuHioka

111

Sketch, 1990s

Mixed technique on tracing paper
66x50.5cm
From Victor Marynyuk s archive









tOpin MmnkonamoBny EropoB — OAMH 3 HAMBMU3HAYHILLMX YKPAIHCbKUX
XYLOXHVKIB ApYrOi MONOBUHW ABAALSTOrO CTONITTS, KNAaCUK OOECHKOI
LLIKOSIM YKMBOMMCY. 3aMMaBCs CTaHKOBUM i MOHYMEHTaNbHUM XXUBOMW-
COM, rpadikoto, CTBOPIOBAB robeneHmn, Kepamiky, BiTpaxi, MO3aiku.

tO. €Eropos Hapoamecs y CtaniHrpagi. baTbku 6ynu 6aneTHUMM TaH-
uiBHMKamu. Y 1941 p. pasom 3 Tpynoto OfecbKoro onepHoro TeaTpy
CimM’'a EropoBux 6yna eBakyMmoBaHa 4O TalLKeHTY, a NOTiM nepeixana
10 KpacHospcbKy. TaM ManbyTHINM XXMBOMMCeELb MO3HAaNOMMBCS 3 KUIB-
CbKUMW XyOOXHMKaMn CTenaHom AHZpinoBmyeM KnpryeHko i 3iHaigoto
BonkoBiLbKotO, Ki CTanu Moro nepmmMm BYnTeNsS M. 3a anbbomamm
BOHW 3HaNOMWIM IOHAKa 3i CBITOBUM MUCTELTBOM, BiAKPUBaNW ANS HbOrO
TBOpPUiCTb Ce3aHHa, Benackeca Ta iH. Y 16 pokiB XyAOXHMK-NOYaTKIBELb
BCTYNMB A0 Cnifkun XyAOXHMKIB M. KpacHOSIpCbK. [TOBEPHYBLUUCH
B 1946 p. no Opecy, KO. Eropos 6yB NPpUNHATUI oapa3sy Ha IV kypc
YXMBOMUCHOTO BiAAINEHHS XYLOXHbOrO YYMANLLA, e HAaBYABCS Y Mai-
cTepHi npodecopa Teodina PpacpmaHa.

Y 1948 p. BiH BCTYNMB 4O JIEHIHrPaACbKOro AEPXaBHOMO IHCTUTYTY
YXMBOMUCY, CKYNbNTYPU Ta apXiTekTypu iMm. |. PeniHa npun Akagemii muc-
Teuts CPCP. bynyuu ctyneHTom IV kypcy, BiH nepenwoB Ha IV kypc da-
KyNbTETY MOHYMEHTaSIbHOTO XXMBOMMUCY BULLIOFO XyAOXHBO-MNPOMUCTO-
BOro yumnuuia im. B. MyxiHoi, fe oro suntensmm 6ynm K. J1. MoraHcoH,
I O. Py6nbos, I' A. CasiHoB. Y 1955 poui HO. M. Eropos nepeixas no One-
cn, ae o 1957 poky Bunknanas B OfeCbkOMy XYLOXHbOMY YUUIULLI
iMm. M. b. IpekoBa, 6yB pekTopoM Opecbkoi Akaaemii mmcteuTs (1995-
1997). 3 noyaTky 60-X HaBKONIO EropoBa rypTyBanacs TBOpYa MOMOAb,
fKka 3rofom chopMyBana «OAECbKUA HOHKOHDOPMI3M». Eropos 6yB
OOTUYHNIM SO PYXY OAECBKNX HOHKOHMOPMICTIB, MPUIMMaB y4acCTb
Yy KBAapPTMPHWX BUCTaABKaX, BCIZISKO JOMOMAraB i MaTpyMyBaB MONOANX
XYLOXHMKIB, IKi 06panu CKNaAHUIM LWNSX MPOTUCTOAHHS cucTemi. Came
€ropoB YiTKO MOCTaBMB MUTAHHS NPO OAECHKY LUKOY XMBOMUCY | cHop-
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MYBaB il OCHOBHI MOCTYNaTW, CTaBLLUM TaKMM YYHOM, OQHOYaCHO CTaBLUN
i HAMACKPABILLMM NPEACTaBHUKOM, | TEOPETUKOM LLbOrO HAMPSMKY.
YUYaCHUK YNCNEHHUX BITYMIHAHMX | 3apYOIXKHUX XYLOXHIX BUCTAaBOK
XUBOMUCY, rpadikm Ta MOHYMEHTaNbHOrO MncTelTBa. 3 1958 poky uneH
Cninkn xypoxHukis YPCP, a B 1989 — npuCBO€EHO 3BaHHS «3acnyxe-
HUI pisy MucTeuTB YPCP». HaponHuin xynoxHuk YkpaiHum (2008). Micns
CMepTI XyAOXHWMKa, Y YepBHi 2009 poky, y My3ei cy4acHOro MUCTeLTBa
Opecun 6yno BiAKPUTO 3a1 NOCTINHO AitoYOi eKCNOo3ULLi MOro TBOpIB.

MepcoHanbHi BUCTaBKM

2012  NT-Art Gallery, Opeca, YkpaiHa
2008 NT-Art Gallery, Oneca, YkpaiHa (kaTtanor)
2006 Opecbknin xyooxHin mysen, Ogeca, YkpaiHa
2001 The Air Gallery, ArtLondon.Com Ltd, JlorHaoH, Benvika bputaHis
1996  Opecbkunit xynoxHin mysen, Opeca, YkpaiHa
1991 Red Square Gallery, JloHaoH, Benuka bputaHis
1990 ReRed Square Gallery, loHaoH, Benvka bputaHis
1989 LeHTpanbHa BUCTaBKoOBa 3ana, Mocksa, CPCP
1988 [pyra BUCTaBKa XyAOXHUKIB-MOHYMEHTaNICTIB.
BucTtaBkoBa 3ana Opecbkoro cotosy xynoxHukis, Ogeca, CPCP
1987 LeHTpanbHa BUCTaBKOBa 3ana, JleHiHrpaa, CPCP
1977  UeHTpanbHuin byanHok PobiTHMKiB MncTeuTBa, Mockea, CPCP
1977  Opecbkuni xyooxHin my3en, Opeca, YkpaiHa
1976  Opecbkunit xynoxHin mysen, Opeca, YkpaiHa
1961 Opecbka KapTuHHa ranepes, Ogeca, YkpaiHa

lpynoBi BUCTaBKMK

2015 Cysip's. KOpin €ropos, Onekcanap Pontéypa, Dymchuk Gallery,
Kwis, YKkpaiHa

2013  Opecbka wkona. Tpaauuii Ta akTyanbHICTb,
MwncTeubkuin Apcenan, Kuis, YkpaiHa

2013  Opecbka wkona. Tpaamuii Ta akTyanbHicTb, ApT-LoHbac,
HoHeupbK, YkpaiHa (kaTanor)

2013 bebens, 19. KBapTunpHi Buctaskm, NT-Art Gallery, Opeca,
YKpaiHa (kaTanor)

2013 Bebens, 19. KBapTupHi BUCTaBKK. Y pamkax npoekTy IV Fine Art
Ukraine. MucTeubknin ApceHan, Kuis, YkpaiHa (kaTtanor)

2012 CepepgHst Hora, NT-Art Gallery, Opeca, YkpaiHa (kaTanor)

2012  Mysuka cBiTy, NT-Art Gallery, Oneca, YkpaiHa (kaTanor)

2010 Il Fine Art Ukraine, MucTteubknin ApceHan, Kunis, YkpaiHa
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2008

2005

2004

1999

1999

1993

1987

Ak monoai Bu 6ynu... OfechbKi XyAOXKHNUKU-HOHKOHGOPMICTH.
60-T1i — 80-Ti pokun XX cToniTTs y 36ipkax Penikca KoxpixTa Ta
AHaTonia Anmuyka, NT-Art Gallery, Opeca, YkpaiHa (kaTanor)
The Odessa Group. Paintings and Graphic Works by Six Major
Artists of the Odessa School: Onecbka rpyna. BucTtaBka wecTtu
MPOBIAHUX XYAOXHMKIB OAECHbKOI KON, ranepes Chambers,
JloHpnoH, Benvika bpuTtaHis (katanor)

Opecbka WwKkona cborofHi. MiBcToniTTs pasom,

Opnecbknin xynoxHin mysein, Opneca, YkpaiHa (bykneT)
BucTaBka ofeCbkunx XyoOXKHWKIB, BUCTaBKkOBa 3ana

Coto3y xynoxHUKiB, Kuis, YkpaiHa

Maman. Buctaeka 0o 4-ro BcecBiTHbOro KOHrpecy yKpaiHicTiB,
XynoxHin mysen, Opeca, YkpaiHa

Il MbxHapoaHe bieHane «Imnpesa — 93y,

IBaHO-DpaHKiBCbK, YKpaiHa (kaTanor)

[Neplwa BUCTaBKa XYLOXHUKIB-MOHYMEHTANICTIB,

XYLOXHI My3en, My3eit 3axifHOro

Ta cxigHoro mucteutsa, Opeca, CPCP

Po6oTn y My3erHnx Konekuisax

Myszein «3immepni», Heto xepci, CLUA
Opecbkunn xynoxHin mysemn, Opeca, YkpaiHa
TpeTbskOBCbKa ranepes, Mockea, PO
XyOooOXHi my3sein, Mnkonais, YkpaiHa

HauioHanbHUM XyoOXKHIM My3ein YKpaiHu, Kuis
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Yuri Yegorov (1926-2008) was one of the most prominent Ukrainian
artists of the 2nd half of the 20 century, a classic of Odessa school
painting. Yegorov created easel and monumental paintings, drawings,
tapestries, ceramics, stained glass and mosaics.

Yuriy Yegorov was born in Stalingrad to a couple of ballet dancers.

In 1941, Yegorov's family evacuated to Tashkent and then moved to
Krasnoyarsk together with the Odessa Opera and Ballet Theater.

In Krasnoyarsk, the future painter met Kyiv artists Stepan Kirichenko and
Zinaida Volkovitskaya, who became his first teachers. They introduced
the young man to the world of art and showed him albums of Cézanne,
Velazquez, and other painters. When he was 16, the amateur painter
joined the Union of Artists of Krasnoyarsk city. Having returned to
Odessa in 1946, YuriyYegorov was accepted to the 4th year of the
painting department of Odessa Art College, where he studied in the
studio of Professor Theophilus Fraerman. In 1948, he entered the
Leningrad Institute of Painting, Sculpture and Architecture named after
Repin (USSR Academy of Arts). As a student of the 4th year, he moved to
the faculty of monumental painting of the Art-Industrial College named
after Mukhina (teachers: Johanson, Rublev, Savin). In 1955,Yegorov
moved to Odessa to teach at the Grekov Odessa Art school until 1957.
He was the rector of the Odessa Academy of Arts in 1995-1997.

Since the beginning of the 1960s, a group of creative young people,
later regarded as the Odessa non-conformist artists, gathered around
Yegorov. In fact, Yegorov participated in apartment exhibitions, he
strongly helped and supported young artists who have chosen the
path of confrontation with the system. It was Yegorov who first spoke
about the Odessa school of painting and formed its basic tenets, thus
becoming its most prominent representative and theorist.

He participated in numerous domestic and foreign exhibitions of
painting, graphics and monumental art. Since 1958, he was a member
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of the Union of Artists of the USSR. He was acknowledged as the
Honored Artist of Ukrainian USSR in 1989 and the People’s Artist of
Ukraine in 2008.

After the artist’s death in June 2009, a permanent exhibition of his
workswas opened at the Museum of Contemporary Art in Odessa.

Solo exhibitions

2012  NT-Art Gallery. Odessa, Ukraine
2008 NT-Art Gallery. Odessa, Ukraine (catalogue)
2006 Odesa Art Museum. Odessa, Ukraine
2001 The Air Gallery, Art London.Com Ltd, London, England
1996 Odesa Art Museum. Odessa, Ukraine
1991 Red Square Gallery. London, England
1990 Red Square Gallery. London, England
1989 Central Exhibition Hall, Moscow, USSR
1988 The second exhibition of muralist artists.
Exhibition hall of Artists”™ Union of Odessa. Odessa, USSR
1987  Central Exhibition Hall. Leningrad, USSR
1977  Central House of Artists. Moscow, USSR
1977  Odesa Art Museum. Odessa, Ukraine
1976  Odesa Art Museum. Odessa, Ukraine
1961 Art Gallery Odesa. Odessa, Ukraine

Group exhibitions

2015 Constellations.Yuriy Yegorov, Oleksander Roitburd.
Dymchuk Gallery. Kyiv, Ukraine
2013 Odessa School. Traditions and Actuality.
Art Arsenal. Kyiv, Ukraine.
2013  Odessa School. Traditions and Actuality.
ArtDonbas Exhibition Hall Donetsk, Ukraine (catalogue)
2013  Bebelya str. 19. Apartment Exhibitions. NT-Art Gallery.
Odessa, Ukraine (catalogue)
2013  Bebelya str. 19. Apartment Exhibitions. IV Fine Art Ukraine.
Art Arsenal. Kyiv, Ukraine (catalogue)
2012 The Middle Leg. NT-Art Gallery. Odessa, Ukraine (catalogue)
2012  Music of the World. NT-Art Gallery. Odessa, Ukraine (catalogue)
2010 1l Fine Art Ukraine. Art Arsenal. Kyiv, Ukraine
2008 How young you were... Odessa nonconformist artists.
1960s- 1980s in the collections of Felix Kohriht and
Anatoliy Dymchuk” NT-Art Gallery. Odessa, Ukraine (catalogue)
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2005

2004

1999

1999

1993

1987

1965

The Odessa Group. Paintings and Graphic Works by Six Major
Artists of the Odessa School. Chambers Gallery.

London, UK (catalogue)

Odessa School nowadays. Half of the century together.
Odessa Art Museum. Odessa, Ukraine (catalogue)

Exhibition of Odessa artists. Exhibition Hall of the Artists™ Union.
Kyiv, Ukraine

Mamai. Exhibition of the 4th World ‘Ukrainists’ Congress.
Odessa Art Museum. Odessa, Ukraine

Impreza-93 3d International Biennial. Ivano-Frankivsk.
Ukraine (catalogue)

The first exhibition of muralists. Museum of Art,

Museum of Western and Oriental Art. Odessa, USSR
participated in republican and all-Soviet exhibitions

Works in museum collections

Zimmerli Art Museum. New Jersey, USA
Odesa Art Museum. Odesa, Ukraine
Tretyakov Gallery. Moscow, Russia

Art Museum. Mykolaiv, Ukraine

Podolsky Art Gallery, Greenwich

National Art Museum of Ukraine. Kiev, Ukraine

119



IOpiii €Eropos
«Ha sickpaBoMy COHLIi»

KaTtanor BucTaBku

HOpin €ropos. «Ha ackpaBoOMy COHLLI»
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20.04.2018-27.05.2018

KypaTopka: KatepuHa ®intok
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Kwis, 2018
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