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Abstract. The article considers the transformation of visual signs reflecting the Siberian
identity. The phenomenon of the Siberian identity could be seen at some aspects of visual
arts: the primitive art of petroglyphs, ethnographic elements of indigenous art and the
legacy of the Siberian artist V.I. Surikov. Based on the philosophical and art history
analysis of art works some visual signs of the studied aspects were identified, such as
primitive pictures of people, ethnic clothing and patterns and, the painting “The Capture
of the Snow Town” by V. Surikov. The most innovative ways of their interpretation in
the modern cultural process have been identified. The article considers major Siberian
festivals (for example Siberian Maslenitsa and the Krasnoyarsk Universiade), computer
graphics, work of clothing designers and design of the facilities of the Krasnoyarsk
Universiade. This study has resulted in understanding that there are certain visual signs
that carry the burden of the formation of the regional Siberian identity in modern cultural
processes.
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Introduction

The development of self-awareness, patri-
otism and the formation of a sense of region-
al identity among the citizens have been the
most important areas of the state policy (Ukaz
Prezidenta RF ot 19 dekabrya 2012 g. N 1666).
The issue of the regional (Siberian in our case)
identity is quite urgent in connection with the
search for new ways to maintain the cultural
stability of the territory, because Yenisei Si-
beria today is a multi-ethnic region, where the
development and formation of various ideals
takes place.

Human self-consciousness is formed by
various means, the most important of which
are culture in general and art in particular.
We think that it is important to turn to visu-
al arts, since a person gets more than 70% of
vital information through visual signs. More-
over, visual information perceived through art,
through an artistic image has a unique ability to
influence. Therefore, the relevance of the study
of those signs of visual arts that are markers of
the Siberian regional identity is obvious.

In the framework of this study, the goal is
to identify the most effective, innovative ways
of representing the Siberian identity through
art. Based on the foregoing, the main tasks
are to search in the history of Siberian art for
those visual samples that have survived to this
day and are firmly integrated into the culture,
to consider their specifics and analyse their
existence in modern times. Such an approach
makes it possible not only to trace the basic
transformations of expressively — figurative
language, but also to identify those qualities
of regional identity that are relevant in modern
society.

Conceptological basis for the study

The concept of regional identity in the lit-
erature has been investigated quite thoroughly.
Regional identity can be defined as a form of
some self-presentation which allows one person
or community of people to assess their position
in relation to the outside world (Malkova, Tis-
hkov, 2009). The constructivist approach gives
an idea of its multiplicity and various practices
that influence its formation (Khukhlaev, Khait,
2012). When forming images of regional iden-

tity, the most significant factors according to
the academician V.A. Tishkov (Tishkov, 2017)
are the natural and cultural landscape, famous
monuments of natural and cultural heritage,
historical and political events related to geo-
graphical sites on the map, biographies of fa-
mous people (Malkova, Tishkov, 2009).

The actual Siberian identity was stud-
ied by such scientists as A.A. Anisimo-
va, A.O. Boronoev, O.G. Echevskaya,
E.E. Dutchak, N.V. Sverkunova, E.A. Gerasi-
mova and N.P. Koptseva. Most of them believe
that the formation of the Siberian community
is associated with geographic (huge territories,
remoteness from the centre), climatic, cultural
(interaction of different cultures and beliefs)
and historical factors (Boronoev, 2010). The
difficulty in identifying the individual compo-
nents lies in the synthetic nature, the inextrica-
bility of the links between various signs of the
regional self-identification of the individual.
One of the principles for identifying and con-
solidating the Siberian identity are socio-cul-
tural practices, including works of art. Art cul-
ture, in this case, becomes, on the one hand, a
mediator, and on the other, a reflection of the
components of the regional identity.

The studies in the field of regional art
culture were carried out by M.V. Moskalyuk,
T.M. Lomanova, N.P.Koptseva, V.I. Zhukovsky,
A.A. Semenova, K.V. Reznikova, N.N. Pimeno-
va, AV. Kistova, E.A. Sertakova, E.V. Golov-
neva and others. Art culture and creativity, as
its component, can have a big impact on peo-
ple’s consciousness, change the perception of
the surrounding reality, reflect the mood of po-
litical ideology and the image of a particular
culture constant in a certain period of time.

Problem statement

This article proposes to consider three as-
pects of the Siberian identity related to the field
of visual arts: the primitive art of petroglyphs,
ethnographic elements of indigenous art, and
the legacy of the most famous Siberian artist
V.1. Surikov. Currently, these cultural strata are
the most significant for the self-identification of
aresident of the Yenisei Siberia. Their presence
can be seen in various types of modern culture
and art.
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Discussion

The presence of ancient settlements is
evidenced by petroglyphs located in southern
and eastern Siberia. The Krasnoyarsk artist
V.F. Kapelko made a major contribution to the
study and copying of ancient petroglyphs. His
method of copying on mikalent paper is suit-
able not only for the transfer and preservation
of ancient drawings, but also for exhibition pur-
poses. The presentation of ancient cave paint-
ings to the viewers enables Siberians to use one
of the aspects of regional identity: their attitude
to the territory and its history. Presentation of
ancient petroglyphs almost in their original
form in expositional conditions builds the rela-
tionship of the viewer with ancient artists, their
way of life and beliefs, and the culture of the
indigenous people. Identification of the territo-
ries where the copies were made, provides the
individual with an understanding of the histori-
cal importance of the land where they live.

Already in the 80s-90s of the 20" centu-
ry, Vladimir Feofanovich Kapelko, not only
copied, but also created paintings using the
visual language of ancient art. In the work
“Shishkinskaya Pisanitsa” (1990), the artist
depicts the famous cave paintings of the Palae-

olithic Epoch updating their meaning: ancient
drawings dominate the work. Visual signs are
transformed from simple copying (on mikalent
paper) to the means of depicting a historical
event, the means of creating an artistic image
in a work of art. It looks like the ancient no-
mads continue their journey in our time, link-
ing different layers of history.

The contemporary existence of visual
signs of primitive Siberian art — petroglyphs —
can be seen in the works of many modern art-
ists. Sergey Anufriev, an academician of the
Russian Academy of Arts, Honoured Artist
of the Russian Federation, often turns to rock
paintings in his sculptures, installations and
objects of decorative and applied art. In his
work “12 Shamans” (2016, enamel), the ico-
nography of rock paintings is clearly represent-
ed, but at the same time saturated, often con-
trasting colours are used, texture and motif of
movement, changes and transformation appear
(Fig. 1). Ancient anthropomorphic and geomet-
ric motifs take the form of modern art and are
transformed into relevant images in demand by
today’s audience.

Searching for the Siberian artistic identity
in the 1980s, Nikolai Rybakov, a well-known

Fig. 1. S.E. Anufriev “12 shamans”
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Siberian painter and graphic artist, turns to ar-
chaeological and ethnographic material, trav-
els a lot across Siberia from Taimyr to Tuva,
and takes part in expeditions. His early works
based on ethnographic observations, reflect an
interest in ancient sites and cave paintings (Lo-
manova, 2009). In the works “Nomads” (1989,
oil on canvas) and “Green Encampment” (1990,
oil on canvas), the artist uses the visual signs of
cave paintings: the archetypal image of a per-
son, his sketchy image (Fig. 2). The main thing
is the colour and texture of the canvas. Here
bright, but not contrasting (brown and green)
colour solutions are presented. The appeal to
cave paintings and the use of one colour domi-
nant form a visual statement that addresses the
culture of ancient settlements. However, the
predominance of abstraction over realism and
texture over content gives the primitive visual
code a new, modern tone. On the one hand, the
compositions draw the viewer’s attention to the
historical value of the territory, its saturation
with great events, and on the other, its vital-
ity and uniqueness in the modern world. The
interpretation of the primitive visual language
has undergone the way from a simple typical
image to abstract art. However, it continues to
transmit the meaning of Siberia as one of the
cradles of mankind and makes it possible to see

oneself as a resident of an ancient land with a
rich history.

A new trend, conditionally named eth-
no-archaic, took shape and actively declared
itself in the visual arts of Siberia of the last
quarter of the 20" century, which evidences the
demand for and emotional rethinking of the an-
cient signs of our land by modern culture. The
expressive language and imagery in the works
of ethno-archaic is built on the artistic and aes-
thetic development of the heritage of ancient
Siberian civilisations. The most striking exam-
ple of the transformation of a petroglyph in a
modern context is the “Concept of Visual Iden-
tity of the Krasnoyarsk Airport” developed by
the Art Style Group (Fig. 3).

According to the systematisation by
EV. Golovneva (Golovneva, 2018), an eth-
nocultural narrative accounts for 10% of the
definition of the term “Siberian” and is an im-
portant component of the Siberian identity. The
Krasnoyarsk Krai is home for representatives
of more than 150 nationalities (Amosova et al.,
2019). The first images of indigenous peoples
in Siberian art can be found in V.I. Surikov’s
works, in his watercolours and picturesque
sketches made during his travels in Khakas-
sia. Since then, the ethnographic motif has
firmly entered the visual language of Siberian

Fig. 2. N. Rybakov “Nomads”
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Fig. 3. The concept of visual identity of the Krasnoyarsk Airport

art and has become a part of the formation of
the Siberian identity by means of visual arts.
Ethnographic motifs can be found in the works
of many Krasnoyarsk artists: A.P. Lekaren-
ko, T.V. Ryannel, V.F. Kapelko, A.A. Dovnar,
V.T. Bashmakov, G.G. Gorensky, K.S. Voinov,
V.1. Meshkov and others. Elements of clothing
and life, patterns and deer represent the tradi-
tional recognition of indigenous peoples, and,
accordingly, of the north of Siberia in the visual
arts.

In a series of etchings “The Youth of
Taimyr”, S.F. Turov uses not only everyday life
and clothing of indigenous peoples, but also
mythological elements: in the upper part of
the sheets “Dream” and “Song” (1978, Kras-
noyarsk Art Museum named after V.I. Surikov)
there are images of inverted deer that turn us
to the Upper World. According to the beliefs
of indigenous peoples, the Upper World is like
an inverted land, which takes the viewer to the
legends and tales of the north (Fig. 4). Each
sheet of the series is a whole universe where
characters live, where “the nature and tradi-
tions of the past are an integral part of human
being” (Bulak, 2018).

The work by A.A. Dovnar “Nganasan
Pipes” (1973, oil on canvas, Krasnoyarsk Art
Museum named after V.I. Surikov) is quite fas-
cinating, where the central element is the tra-
ditional Nganasan kumalan rug. The kumalan
circle defines a circular composition, collects

all other objects around a single centre with the
tobacco pouch and pipes lying around it, i.e. a
meeting of close friends is observed here (Bu-
lak, 2018). This work transmits peace and tran-
quillity. The objects used in the work have an
ethnic context that is noticeable to an ordinary
viewer, and the general atmosphere of friend-
ship is interpersonal relations, both within the
same nationality and in the region as a whole.
The matches and the metal tobacco pouch indi-
cate the use of Russian household items in the
everyday life of indigenous peoples, which also
demonstrates their co-presence and cohabita-
tion in the same territory. The viewer of this
work, recognising the signs of the language,
feels this atmosphere and joins in with under-
standing the importance of participation in oth-
er nationalities (Fig. 5).

Among the young generation, one can sin-
gle out the works by Evgeny and Yuliya Poro-
tovs, whose works appeal to the Dolgan culture.
Their creative interests include experiments in
the field of arts and crafts, various graphic tech-
niques and computer graphics. The latter gives
the traditional motifs of indigenous peoples a
modern tone. The use of folklore and fairy tales
to create illustrations filled with the aesthetics
of comics, computer games and modern anima-
tion, demonstrates a new round of understand-
ing the role of the northern peoples in modern
art culture. The illustrations that represent the
originality of the Dolgans, at the same time,
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Fig. 5. A.A. Dovnar “Nganasan Tobacco Pipes”

are indicators of the Siberian identity, where
Siberia appears as an ethnocultural region,
which is home to a large number of different
ethnic groups. The illustration for the Dolgan
fairy tale “Diga Baba” from the book “Folklore

of the Dolgan of the Khatanga Tundra” (2016,
computer graphics) is a complex visual image
where the ethnic and the modern were mixed.
The fairy tale itself tells the story of the hero
Aiyy protecting the Middle World from the
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Lower World and killing the evil being raised
by Diga Baba. The hero himself, depicted in
the illustration twice, by the power of visual
signs appears as a warrior-saviour, a modern
super-hero in an ethnic costume. Diga Baba,
the shaman, is represented with her attributes
during the shaman’s ritual (Fig. 6). The combi-
nation of several scenes within the framework
of one artistic image provides the viewer with
the opportunity to see all the main characters
of the fairy tale and to update the traditions of
indigenous peoples in modern culture.

A series of “Rovduga” addresses the ar-
chaic sources of the Dolgan cosmology. The
work “Osuokhkay” (“Circle Dance”; collage,
mixed techniques, 2014) presents the cosmol-
ogy of the Dolgan people, their customs. The
actualisation of the Dolgan epic in this case is
expressed both in materials (dressed leather,
wood, threads) and in embroidered drawings,
peculiar “patches” with the images of people.
Different colours and shapes of stripes, but a
single pictorial system represent a generalised
image of Siberia — co-participation in a single
“round dance of life” (Fig. 7).

Today, not only direct references to indig-
enous peoples are actively used, but also na-
tional patterns: in clothes, footwear and hats.
The pictorial language of the art of indige-
nous peoples has firmly entered the outline of
the social life of the Siberian, and is already
perceived as ‘local’. A variety of festivals are
held annually, the most famous of which is the
“World of Siberia”, an international festival of
ethnic music and crafts, which is currently be-
coming one of the main cultural events of the
Krasnoyarsk Krai.

The Siberian community enshrined in the
cultural code, manifests itself in the national
vibrant holiday of Maslenitsa, which culmi-
nates with the game ‘The Capture of the Snow
Town’. The folk game long gone into oblivion,
has become a symbol of Siberian festivities,
thanks to the painting of the same name by
V.I. Surikov (1891, oil on canvas. State Russian
Museum, St. Petersburg). The artist reflected in
his work the joy and brightness of the Siberian
holiday. Creating the work, he used all the rich
material that the city of Krasnoyarsk gave him
at the end of the 19th century: the costumes

Fig. 6. E. and Yu. Porotovs. “Diga Baba”. Illustration to the book
“Folklore of the Dolgan of the Khatanga Tundra”
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of the townspeople that he sketched at fairs,
horse decorations, and of course, the Cossack
recklessness of Siberian residents. The bright-
est and most cheerful work by V.I. Surikov be-
came a visiting card of Siberia: the names of
the Krasnoyarsk people depicted in the picture,
the specific place where the artist painted the
landscape, the traditions of festive celebrations
are known. Thanks to the artistic image of
“The Capture of the Snow Town” painting, a
chain is formed that reveals the regional iden-
tity of the modern Siberian: reading the signs
of the visual language contributes to the for-
mation of the image of Siberia at the end of the
19th century, the feeling of belonging to the re-
gion and the city, correlating oneself with the
author and heroes of the work, awareness of
involvement in culture contributes to the for-
mation of a stable socio-cultural context of the
personal perception of the viewer. The levels
of correlating oneself (Kistova, 2018) with the
presented event reveal the basic principles of
the formation and reflection of the regional Si-
berian identity in the visual arts.

“The Capture of the Snow Town” by Su-
rikov allows us to see innovative ways to con-
solidate the images and ideas of works of visual
arts in modern cultural practice. The Siberian
Maslenitsa and saying farewell to winter, which
has already become a traditional holiday, has
been celebrated annually in the Siberian region
since 2008. The main event, i.e. the game of

Fig. 7. E. and Yu. Porotovs “ Osuokhkay” (“Circle Dance”)

capturing the snow town, is held in the village
of Sukhobuzimo, Krasnoyarsk Krai, where the
atmosphere is recreated, enshrined in the work
by V.I. Surikov. The 2019 Winter Universiade
Park is quite remarkable in this aspect as it host-
ed not only Maslenitsa festivities, but also pro-
vided everyone with an opportunity to become
the hero of the famous painting, the Cossack
who broke the snow fortress. A special interac-
tive platform allowed one to become the hero
of the picture, to try on the outfits of that time
and to play the show. Such use of the famous
work of art gives the viewer an opportunity to
be imbued with its imagery and become part of
not only the picture, but also the holiday itself,
which means “a true Siberian”. This example
clearly shows how outstanding artistic images
influence the formation of regional identity.

Conclusion

Presented visual complexes, namely, an-
cient petroglyphs, ethnographic motifs, Su-
rikov’s painting “The Capture of the Snow
Town” have their own history of existence in
Siberian culture and are its traditional compo-
nents. It was not our goal to comprehensively
study them, as the main idea for us was to trace
their modern interpretation, to reveal the actu-
alisation of the meanings that they contain. In
the formation of the Siberian identity, each of
the three components considered has its own
load. Petroglyphs in their numerous modern
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transformations make it possible to understand
the depth of historicity of the Siberian land.
The whole diversity of the use of ethnographic
motifs in artistic innovations allows us to feel
as locals in a wide circle of the peoples of Si-
beria, these are like various forms of inclusion
in the symbolic “peace pipe”. Strength, scope
and recklessness transmitted through various
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Cubupckuil 20cy0apcmeeHublll UHCIUNLYIM UCKYCCME
umenu [[mumpus Xeopocmoecko2o
Poccutickas ®edepayus, Kpacnoapck

Annotamus. Ilenplo 1MaHHOW cCTaTbU SBISETCS PACCMOTPEHHE TpaHCHOpMAIUH
BU3YaIbHBIX 3HAKOB, OTPAXAMOMIMX CHOMPCKYI0 HWACHTHYHOCTE. B pamkax
HCCIeNoBaHUA OOO3HAYCHBI TPU AaCHeKTa CHOMPCKOW WICHTUYHOCTH, CBSI3aHHBIC
co cdepoil M300pa3UTETHHOTO MCKYCCTBAa: IEPBOOBITHOE MCKYCCTBO MHETPOINTH(OB,
STHOTpadUUECKUE DIEMEHTHl HCKYCCTBAa KOPSHHBIX HApPOIOB M HACIeMUe KpyIHEHIero
cubupckoro xynoxuuka B.W. Cypuxosa. Ha ocHOBe (m1oco(cko-UCKyCCTBOBETIECKOTO
aHayu3a OBUTH BBISABJICHBI BH3YaJbHBIC 3HAKH MCCICAYSMBIX ACIIEKTOB M IIPEICTABICHBI
Hanboyiee HOBALMOHHBIE CHOCOOBI MX HMHTEPIPETAIIH B COBPEMCHHOM KYJIBTYPHOM
nporecce. B paboTe paccMOTpeHBI NMPOHM3BEICHUS KaK TPaAUIMOHHOTO HCKYCCTBA:
KHBONIHCHEIE U Tpaduueckue padotsl B. Cypukosa, B. Kanensko, A. loBHapa, C. Typoga,
TaK ¥ COBPEMEHHBIC TPAKTHKHA MX W3MEHEHUS: TBOPYECTBO COBPEMEHHBIX XyIOKHHKOB
C. Anydpuena, H. Peibakosa, E. u O. [TopoToBbIX, pectruBais «Cubupckas MacieHuray,
paboTBl AM3aliHEPOB ONCKABI W BU3yanbHOE odopmiieHHEe 00BeKTOB KpacHOspcKoit
YauBepcuansl. OCHOBHBIM BEIBOZIOM, CPOPMHPOBAHHEIM B paboTe, SBISACTCS HATHIHE B
COBPEMEHHBIX KYJIBTYPHBIX MPOIECCaX OMPENeICHHBIX BU3YAIbHBIX 3HAKOB, HECYIUX B
cebe Harpy3Ky (opMHPOBaHHS PErHOHATEHON CHOMPCKOH UICHTUIHOCTH.

KuaroueBble ciioBa: pervoHanbHas  MICHTUYHOCTb, BH3yalbHbIE HCKYCCTBa,
TpaHcopMalusi ~ BU3yaJbHOTO  s3bIKa, HWCKyccTBO  CuOumpu,  meTpondsl,
3THOTrpadUUECKHe MEMEHTbI, KyJIbTYPHbIH Hporecc.

Hayunas cnenumansHocts: 17.00.04 — n300pa3uTensHOE M ACKOPATHBHO-TIPHKIATHOE
HCKYCCTBO U apXUTEKTypa.



