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Y pamkax Halluara npaekTa TBOpbl BbIAaTHbIX Genapyckix MacTakoy—nnakaTbicTay nabaybini ayasiropbli
po3HbIx rapapoy 3axoaHsi Eyponsl i 6ynyub Haganen BaHgpaBaLb Na cTaniluax KaHTbIHEHTa, a Takcama,
cnagasemcs, i na kpaiHax MayHo4Han AmepbIki.

[Npbl napbopbl BbICTaBbI Mbl M3aTaHakipaBaHa ykno4bini ¥ se cknag Teopbl nepbisgy 1980-13990-x rapoy
[3ens Taro, kab nasHaémilb rnefgaya 3 TbiM, AK BaXHbIS CaLblffbHa—ManiTel4HbIA TPAaHC(apMaLbli, LUTO
npaxoasini y benapyci y ratel 4ac, apbinica Ha MacTauTBe nnakaTta, NPbIBEYLLbI Ja CTBAP3HHSA HOBbIX
TBOPYbIX NpbléMaY i hopm. 3aaxBoLiLb CnaxbIYL0Y NpanaraHabl NaLlblpaLib rapbI30HT CBaEM fyMKi — Takon
Hbina maTa ayTapay npagcTayneHbix Tsopay.

Apkpbisatoybl 6enapycki nnakaT Ans 3axogHara rnefadqa, Mbl Xo4am 3MsHiLbL NalubipaHbl Bobpas Benapyci
TOMNbKi AK ManaBblpasHai 4acTki N0CT—CaBeLKal NpacTopbl i «anoLUHAN AbIKTaTypbl Eyponb» i IMKHEMCS
nakasaub agMeTHacLi 6enapyckan ricTopbli, KynbTypbl | MacTauTBa Npas 43MaHCTpaLbIio AacArHEHHSY
fckpaBara TaneHTy 6enapyckix TBopLay.

A xauy LLYblpa Naa3aKasaLlb YCiM NapTHEPCKIM apraHi3aLblsiv, LLUTO NacnpbIani paanisalibli raTara npaekTa,
acabnisa thyHpaLkli PobepTa bowwa (Robert Bosch Stiftung) i Hamevxamy chongy Mapruana 3LLA (The German
Marshall Fund of the United States), a Takcama ranepasm i yctaHoBam, AKis gani MardbIMacLip 3KCnaaitbli
BbICTaBbl, Y TbIM MiKy: ranepai “Zoya” (BapLuasa), ranepai “Fur Fortgeschrittene” (BepriH), CTyaaHLKamy Kiyy
“Aquarium” (Opaspnan), HaByvansHar yctaHose “United World College of the Adriatic” (TpblecT),

KyNbTYPHILKIM L3HTpam MyHiueinanitatay Evere i Forest 6enbrinckain ctaniupl.

AcobHa xauenacs 6 nagsnkaBalpe benapyckamy cato3y fabi3anHepay: 6e3 TaneHTy 6enapyckix TBopuay
Takim apraHisaublaM, K HaLwa, 6bino 6 HaLIMAaT UAXal 3anMalia npamoyubian Benapyci y 3amMexkbl
i apcToMBaLb fe ricTapbl4Hy0 NpbiHANeXHacLpb fa eypanenckanm cam’i.

Bonbra CtyxbiHckas, KipayHik «Ocicy 3a namakpaTbivHyto benapycby (bpycens)

In the framework of this project, works of prominent Belarusian designers have been seen by audiences
in various cities across Western Europe and will continue to travel to other capitals of the European
Continent and, hopefully, to North America.

In selecting posters for this exhibition we focussed on works of the 1980s and 1990s to demonstrate
the impact the important socio—political transformation taking place in Belarus at that time had on poster
art, leading to the creation of new artistic techniques and forms. Encouraging the public to broaden their
outlook, and to cast off the blinkers of traditional Soviet ideology was thus the main goal of the artists

who produced these posters.

By presenting Belarusian posters to Western milieux we hope to transform the widely held image

of Belarus as an impassive part of the post—Soviet space and “the last dictatorship of Europe” and to
endeavour to show particular aspects of Belarusian history, culture and art through the achievements
of Belarusian artists.

We should like here to express our gratitude to all partner organisations who helped make this project
possible, in particular the Robert Bosch Stiftung and the German Marshall Fund of the United States.
\We should also like to thank the following galleries and institutions that have hosted this exhibition:
galleries “Zoya” in Warsaw and “Fur Fortgeschrittene” in Berlin, the “Aquarium” student club in Dresden
the educational institution “United VWorld College of the Adriatic” in Trieste and Cultural centres of
municipalities of Evere and Forest of Brussels—Capital Region.

In addition, we would like to extend our special thanks to the Belarusian Union of Designers, without whose
talent organisations such as ours would find it much harder to promote Belarus abroad and to defend its
historic right to membership of the European family.

Olga Stuzhinskaya, Director, Office for a Democratic Belarus



BisyanbHbl Kop 4acy: nocrcaBelKae macTtaursa nnakara benapyci

MacTaLki TBOp | agHa4acoBa ricTapbl4Hbl AAKYMEHT — raTbIA AKacLi pobsLb NnakaT HaA3BbI4al
YA354HBbIM MaTapblsinam Ans apraHizatapay BoicTaBay. 340MbHAcLb NakaHiqHa apniocTpasaLib 3roxy,
yBacobiLib aCHOYHbIA aAMETHACLi Yacy Nafay>xae XbILLE XaHpy, y30pbl AKora, kani 6paLb naf ysary
Aro yThINITapHYIO OYHKLBIO, HE MOrYLb iICHaBaLlb BENbMi Aoyra: TaaTpanbHbia adillibl XyTka 3MAHAOLb
Ha p3aKnaMHbIM CT3HA3e afHa apHy, a ycnep 3a 6ypniBbIM NaniTbl4HbIM XbILLEM 3MAHAOLLA NO3YH

i naTpabaBaHHi, LUTO BbICTayNAoLLa Aa caublfnbHara nnaxkara.

Halwua BbicTaBa [3aMaHCTpye nnakaTbl ricTapblyHara nepbisgy iCTOTHbIX CalbIAnbHa—NaniTbI4HbIX
3MeH — capaaaiHbl 80—x rr. XX cT. HoBae yBacabneHHe xaHpy ¥ raTbl 4ac pa3bypana cTap3aTbinbl,
afkigsana gayHo ycTansBaHbls BbISYneHYbIA | 3MecTaBbls Knila. 3aaxsoLile rnegaqoy i Tsopuay
MbICHIiL Na—iHLIaMy — TaKyto 3afaqy cTaBini nepag cabow Abl3anHepb! i MacTaki, IMKHYYbICA
3Hax0[3iLb HOBbIA HECTAHAAPTHbIA PaLL3HHI, YbIM yNbIBani Ha pa3silue 6enapyckara BbisyneH4vara
MacTauTBa, Kani npbl akTbIyHbIM yA3ene nnakata agbblBanacsa CTaHayneHHe HoBara Thiry BidyanbHam
KynbTypbl.

Yac, kani TBopLa abmsxoysay cabe ToNbKi ponsan BelkaHayLbl NaniTel4HaM 3aM0oBbI, Abl | TOe § Mexax
afBefseHara MacTaLKara CThiflto, CbIX0A3iy HE3BApOTHA.

Visual code of the time: post-Soviet poster art in Belarus

Artistic value and historical content are two important features that make posters an extremely
convenient material for exhibition organisers. The ability to capture the spirit of the epoch laconically
and embody the most important signs of the time makes this genre exceptionally tenacious, which,
in terms of its utilitarian function, has a rather short life.

The old theatre bill on the hoarding is quickly replaced by a new one; a new political regime is installed,
so the poster slogans change; the changing policy of the state dictates a number of requirements for
the public-information poster. Such posters become a valuable witness to events.

This exhibition displays posters that describe a historic period of social and political changes still

in progress. As early as the mid—13980s, the subjects captured by the genre began to epitomise

the breaking of stereotypes, rejecting long—established graphic and conceptual clichés and

motivating viewers and designers to think in a different way. These goals were pursued by designers
and artists who sought new non—traditional approaches to the poster genre and thus influenced

the development of Belarusian fine art; the poster thus played an important role in the formation of

a new kind of visual art. The era when the role of an artist was reduced to that of a functionary meekly
carrying out political orders, strictly within the limitations of an approved artistic style, was becoming
a thing of the past.
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Bbinyck nnakaTay cTpora parnameHTaBayca A3apxasait. [13ena KaHTpomnto Hag TBOP4YbIM MpaLacam
6b1ni chapmynasaHbia MeTafb! caubIAniCTbiMHara paaniaMy, Ak HanbonbLL cnyLuHara macTtaukara
npbiHUbInyY. [Joyri Y4ac caubianicTbi4HbI P3asiaM 3acTaBaycs forMan ans Mactakoy. Y nnakatHbIM
MacTaLTBe HaBA3Baycs NayHbl Bo6pa3 padaicHacLi. BobpasHacLpe nacnasaeHHbIX nnakaTay,

[a npbiknagy, 6bina HanoyHeHa agMeTHbIM nadiacam: repaiiHbif BbiiBbl NOA3EN Y CaLbIANbHbIM
3KcTa3e, abymMoyneHbIM KaMyHICTbI4Hal iA3VHACLI0 — MeHaBiTa Takim 6bIno MefbliHae nacnaHHe
HarnspgHan aritaueli (1, 2, 3). In3anisaublis rpamapckara xbluus, nanitelyHara ynapagkasaHHs CCCP
3'Aynanacsa acHoyHawm maTtar npanaraHgbl.

[aminaBaHHe igaanorii § nnakaTHbIM MacTauTBe BAMNO Aa MacTalKan agHacTaiHacLi,

He apntoCcTpoyBana HalblsHanbHara kanapbITy HiBogHara 3 Hapofaay, sikia Hacsanani Caseuki Catos.
Ha npausary mHorix ragoy nnakaTtbl axbILLAyNani 3agady 3auamMeHTaBalb 3 anamoran NayHbIX
no3yHray i BisyaneHbIx CiMBanay cBaAoMacLb 10A3en i facarHyni amans ikaHarpadivHara ryq4aHHs.
AyTapckas iHTapnpaTaubla He BiTanacs i npakTbi4Ha agcyTHi4ana. [NpbirpeiMniBaHHe ig3anorii

y nnakaTtHan cchepbl nasbaynsna aytapay TBOpYan iHAbIBiOyanbHacLi i 3B043inNa ayTapcKyto posto
[a TaxHiYHara BblkaHaHHs. [1nakaT cTaHaBiyCcs IH3PTHBIM XXaHpaM, ki BbIK/K04Yay TBOPYbIS MOLLIYKI.
[nakaTHbIS MaTapbIAnbl A3MaHCTPYOLb aaHak, LWUTO iA3anoria Marna paska MaHsLb CBOW
thapsaTapHb! LWNAX. Ha agHocHa KapoTkim ricTapbi4HbIM 8p33Ky Y NnakaTHbIM XaHpbl Marmi
cyicHaBaLb KapAbliHanbHa cynpaubnersbis na 3MecLe paLlaHHi. Hanpeiknag, y nepbisg nanitei4Han
apniri y agHociHax namix CCCP i 3LLIA agHavacoBa axbILuuaynsanacs 3amoBa Ha cABPoYCKyo

i BAPOXYIO BbIABY amepbikaHckara 6oky (4, 5, 6, 7).

The dissemination of posters
was strictly regulated by the state. To control the artistic process, socialist—realism methods were
formulated as the politically-correct principles of art.

Socialist-realism long remained the dogma for artists. In poster art, a special way of seeing reality
was imposed. The imagery of post—war posters is highly histrionic. Heroically depicted human
characters experiencing a social ecstasy created by communist ideas formed the basic message
of this visual propaganda (1, 2, and 3). The idealisation of the social and political system of the USSR
was the principal ideological aim of such propaganda. The dominant role of ideology in poster art
generated artistic monotony and did not reveal the true national identity of the peoples of the Soviet
Union. For many years posters served to embed certain slogans and graphic symbols of the Soviet
regime and communist ideology in people's minds. They acquired an almost iconographic meaning.
The designer’s personal interpretation was not welcomed and so became virtually non—existent.
Compliance with the prescribed ideology in poster art often robbed designers of their creative
individuality and their role to mere workmanship. The poster became an inert genre with no room
for creative insight and analysis.

The posters of the Soviet era reveal that ideology could sharply change its course. Sometimes,
for a brief period, the poster genre could simultaneously contain diametrically opposed messages,
for example, in the time of a political detente between the USSR and the USA, when both friendly
and hostile images of the other party were ordered (4, 5, 6, and 7).
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, Kani ga npaubl gany4binics
npapcTayHiki HoBara nakaneHHs nnakaTbICTay, Akia aTpbiMani Abl3aiHepcKyto agykaLbito. MpaLyo4bl
§ XaHpbl, AHbI He ToMNbKi 3amaLoysani i ysacabnani HabbITbis NpadeciHbIA HaBbIKi, ane | 3aaynani npa
CBalo rpamap3sHCKyo nasiubito. MnakaT 3pabiy mardbiMan iHT3rpaLbIio Abl3aiHepay y MacTaLKae
acapopase, AKoe TpafbiubliHa abmsxoysanacs xblisanicam, CKynbnTypan i rpadikan.

3 HagbIxofam nepabynoBbl agHocHas nibepanizaubls rpaMaackara XbluLs pasHaBonbBana

i macTauTea. Ctanan A3spxayHas 3aMoBa Ha CPOKi HarnspHam aritaupli i npanaraHbl y HOBbIX
naniTbl4HbIX abCTaBiHax afblrpana cTaHoy4yto posto. MNnakaT HabbiBae NpayA3iByo KPbITbIHYHACLUD,

He aHraxxaBaHyto BaCTPbIHIO, iHLLAcKka3anbHacub (8). HanbonbLu cMenbia paLlaHHi 3HanLwni
yBacabneHHe § ayTapckim nnakawe, ki BbliaBaycs HeBANikiM Haknagam Ha cpofki aytapa

i na aro ynacHan iHiupisTbIBe (9, 10). JocTyn fa rmepada axbILUAYnaycs LWwnsaxam yaseny y BoicTaBax,
KOHKypcax nnakata, nybnikaubIfx Ha CTapoHKax | Boknagxkax nepblénbiki. MixxHapoaHbIf KOHKYpChI
nnakaTa, sikis NpaBoA3inicA Tafbl 3 acabnisbiM pa3maxam, gasani agaHaky TBopyacLy nnakaTbicTay
3BOHKY. Takist TBOpYbIsi cnabopHILTBbI AaBani MardsiMacLUb CTalb ya3enbHikami rnabansHara gbianory
na arynbHavanaseyai npabnemaTbiLbl: MbITAHHAX 3Kanorii, aXoBbl MCcTOpbIKa—KyNbTypHaM CragYbiHbl,
Mipy Ha 3amni. benapyck A3AKyk4bl MNakaTbiCTaM CTaHaBinacsa apraHiyHam YacTkam ratara hopymy.
Halwbl ayTapbl, panpaseHTaBaHbIA CAPOA yA3enbHikay creLbisnisasaHbix KoHKypcay nnakata § SLLA,
MonbLuybl, Yaxacnasacii, AnoHii, PiHnaHgpli, Mekciki, He agHoMYbI CTaHaBinicsa NpbI3épami, ix npaubl
3'Aynanica y katanorax KOHKypcay, 3aMmeXXHbIM APYKY | nepbleabiLbl.

INitapaneHacui, intocTpaTelyHacUi nnakaTay MiHyMbIX ragoy cynpausnactaynayca posgym,
KaHL3nTyanbHacLb, acaLbIaTblyHaCL NnakaTa Hosara. AyTapb! iMKHYRNICS BECL AbIANOr 3 rnefadoMm.

representatives of a new generation
of poster artists who had received a formal education in design appeared on the scene. \Working
in this genre, they not only displayed their professional skills and used them extensively, but also gave
expression to their views on society. Poster—art gave designers an opportunity to integrate their
work into the artistic environment traditionally represented by painting, sculpture and graphics.

The relative liberalisation of public life under the new policy of perestroika removed many

of the former constraints. Regular state orders for visual material for propaganda and public
information campaigns played a positive role in the new political conditions. The poster could

now take on a new critical spirit, wit and humour, as well as an allegoric meaning. (8). The most
courageous approaches and messages appear in small—circulation posters produced on the
designers’ own personal initiative and at their own expense (9, 10). They reached their audience via
exhibitions, poster contests and publication on the pages and covers of periodicals. International
poster competitions, which had a wide scope at that time, provided an outside and independent
evaluation of poster artists' work. Poster contests gave their participants an opportunity to
participate in an international dialogue on themes of world interest — environmental issues,
protection of a historical and cultural heritage and peace in the world. Thanks to its poster artists,
Belarus became an integral part of this forum. Belarusian designers who participated in specialised
poster competitions in the USA, Poland, Czechoslovakia, Japan, Finland and Mexico often won prizes,
and their works were published in the competition catalogues, foreign press and periodic editions.
The literal approach and illustrative content of the old-time posters is in sharp contrast with insight,

conceptual and associative thinking of the newer ones, in which the artists sought to open a dialogue
with the viewer.






LLImaT sKida 3 ix 3'aynatouua yHisepcanbHbIMi na cBaél NpbIpoa3e
i ycnpbimMatoLLa na—3a KynbTypHbIMI agpo3HeHHsaMi. CTBap3HHIO yHikanbHam cemioTbiki 6enapyckara
nnakara crpbIfy aHaniTbi4HbI NaAbIXOA Aa PacKpbILLA T3Mbl. HacTa 3Bbl4aiHbIM aTpbibyTam
LUTOA3EHHara XblLLA HagaBaycsa HevakaHbl pakypc, HA3BbIKNas BidyanbHas TpakToyka, skas
packpbiBana caHc npabnembl § KaHL3NTyasnbHbIX KATaropbifx MbicneHHs. [a nnakaTay cteapanics
MygparenicTbif iHcTansubli, Akis | 6e3 nepaHocy Ha ApykaBaHbl (hapMaT YKo Marfi NpaT3HAaBaLb
Ha cTaTyc MacTalkara ab’ekTa. [NacTaHoBaYHacLb nnakaTay Habbina amarb CL3HIYHbI XapakTap
(11). O3enqa cTBapaHHA nayHara Bobpasy, Hanpbiknag, pasmManéysaycs canpayaHbl TaHK. Tafbl ALWY3
He 6bIni JacTyMHbIA KaMM'IOT3PHbIA T3XHANOTII, LUbIPOKa BblkapbicToyBanacs hatarpacdaBaHHe.

MacTaki—-nnakaTtbICTbl Ma4Yani akTelyHa 3BApTaLLla Aa rpadiidHar cnag4qbliHel MiHynara, caBeukara
aBaHrapga 1920-x, kaHcTpykThiBiamy (12,1 3,14). [3akyro4bl pacnadvaTtan iHiubiaTeiBe anbbisanacs
MacTaLkasa paabiniTaLpela NparpaciyHbIx KynNbTypHbIX 3'AY XX cTaroanss, Aa Akix adiubliHae caBeLkae
MacTalTBa3HaycTBa cTaBinacs nepagys3sTa.

IHT3HCIYHbIS MacTaLKis NOLUYKI Hadani nnakaTy TBOPHYH iHAbIBIAyanbHacLb, BbINy4bini Aro § acobHyo
KaT3aropbIto ANA MacTaLukam KpbITbIKi.

Many of them are universal by nature and transcend cultural differences.
The creation of the unique semiotics of the Belarusian poster was facilitated by an analytical
approach to its “message”. Unexpected foreshortening, and unusual visual treatment was often
used to present everyday objects from an unusual perspective, giving them a new and startling visual
interpretation. Computer—generated images lay far in the future; however photography was widely
used; for example, an ordinary army tank was specially decorated and photographed to form part
of a poster. Often the resulting poster acquired an almost theatrical character (11).

The graphic heritage of the past was used extensively, the Soviet avant-garde art of the 1920s and
constructivism (12, 13, 14). Thanks to the initiative undertaken by artists, the leading—edge cultural
phenomena of the 20th century, which for so long was anathema to the official Soviet art critics
began to be rehabilitated.






[amakpaTblvHbIA TAHA3HUbI § caBeLkiM rpamapcTse capaasiHbl 1980-x HanbonbLu yenpbiHana
nybniubICTbIka. Haknagbl nparpaciyHbIx ApykaBaHbIX BblAaHHAY MakcimansHa y3pachi. He sactasanics
y Baky i MacTaki—nnakaTbICTbl. XapaKT3pHyto nnakaTHai nitapaTtypbl Ny6niLbICTbIMHACLL aTpbiManacs
BbIBECL|i { LUBbIPOKi My6IIiYHbl KAHT3KCT, HafarYbl 81 AkacHa HOBbl MacTaLKi | SMACTOYHbI BOBIIK.
[MnakaTHae MacTauTBa cTana sickpaBbIM i nepakaHay4biM (haprnocTam f3mMakpaTblYHbIX 3MeH i HoBara
MbIcneHHs § Benapyci.

Arop Cypcki

Democratic tendencies in Soviet society of the mid—1980s found their best expression in journalism.
The circulation of innovative periodicals mushroomed. Poster designers played a role in this too.

The journalistic features typical of poster art found their place in a public context, with a brand new
artistic shape and a new content. Poster art in Belarus became an important and influential outpost
of democratic changes and a new way of thinking.

Yahor Surski
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HA3AYCEAbBI Y MAMSALII HAPOAA

[Monbims cBeyki — ciMBan Yanaee4arn namsi — rapbiub 3 rinb3bl, HAarafBatoybl Npa nagaei [Jpyrov cycBeTHam BaHbl.
PacnayctopxaHamy atpbIbyTy BarickosBara nobbITy, ki BbIkapbICTOyBayCs Y AKacLi HarpasarnbHara npbictacaBaHHs,
HapaeuLa ciMBarniyHbl C3HC. 3Tkl TBOP cTay nepLubiM 6enapyckiM nnakartam, LWTo npanLioy agbop MixHapopHara
creupisnisaBaHara KOHKypcy

The flame of a candle, symbol of remembrance, burns in a cartridge in memory of the Second World War.
This was the first poster from a Belarusian designer to be selected for participation in an international specialised
competition.



NMEPAMOrA!

MNepamora!, Anapoan Wanwrta, 1985

AyTap afbIxoAsilb af CTaHAapTHaw BbifABbI Nepamori ¥ [Ipyron cycseTHai BaiiHe, 3HaxoA3a4bl acalblsLpli MipHara
XbILLSA § HANiTbIM KaNocci, anfapasaHbiM BanckoBbIM paMaHéM. [nakaT 3nabely Tpause MecLia Ha YCecaro3HbIM
KoHkypce y 1987 r.

We Have Won!, Andrei Shalyuta, 1985

The artist symbolises victory by the iconic peaceful image of ripe ears of rye, ringed by a military leather belt.
This poster received the third prize at the USSR National Poster Contest in 1987.



AXK. CBIPT y KPATHE
mspbsmasrigeil \TTTYTAY

3Tl T3aTpanbHbl NnakaT—adilla Aa nacTaHoyKi Bspomara TBopa CyCBeTHal nitapaTypbl MiHIManICTbI4HbI
na BbIKapbICTaHHI MacTaLkix cpoakay. KoHkypcHbl anbop GieHane npbiknagHon rpadiki y BpHo (Haxacnasakis).

This theatrical bill for an adaptation of Gulliver's Travels takes a minimalist approach. It was selected for the Applied
Graphics Biennale in Brno (Czechoslovakia).



xne6-ycAaMy ranaea

Xne6 — ycamy ranasa, fiamitpbel Cypcki, Tauusana NappawHikasa, 1985

3pabiyLubl iNtoCTpaLbIio Aa HapoAHar Npbikaski npa ponto xneba, BbikapbICTOYBat0bl aTpbibyThl HaLlbIAHaNLHara
cTpoto 6enapycay, ayTapbl y3ragsatoLib i pa BbICOKYH CTATyCHACL raTara npagykTy ¥ KaTaropbIfx KynbTypHbIX
kawToyHacuen. MNMnakat 3aabbly Apyroe Mecua Ha ycecaroaHbiM KoHkypce ¥ 1987 .

Bread is the Staff of Life, Dzmitry Surski, Tatsyana Hardashnikava, 1985

These artists have illustrated the traditional saying about the importance of bread, incorporating elements
of the Belarusian national costume, stressing that the values of national culture are as important for the human
spirit as food is for the body. The poster took second place at the USSR National Poster Competition in 1987.



86 MixHapopHbl rog mipy,
Capreit BoituaHka, Ynap3imip Uacnep, Anapain Wanwra, 1986

3 nnakaTam 3B3aHbl NepLUbl ByiHbI Nocnex 6enapyckix nnakaTtbicTay, kani Ha X| MixkHapoaHbIM bieHane nnakaTta
y BapLuase TBOp atpbiMay paH—npbl KOHKYPCY — CReLbIAnbHY0 NpaMito leHepanbHara cakpatapa AAH.
KpbITbikay Babina HecTaHpapTHae paLl3HHe TaMbl, 1a AKOV Tak 4acTa 3BApTanica MacTaki 3 Po3HbIX KPaiH.

86th International Year of Peace,
Syarhei Voichanka, Uladzimir Tsesler, Andrei Shalyuta, 1986

This poster brought recognition to Belarusian poster art for the first time, when the work was awarded first prize
(the UN Secretary General’s special award) at the 11th Warsaw International Poster Biennale. Many reviewers
made mention of the originality of the approach.




Mpodhink «npaBafbIpa) Ha KNiHKY Haxa Hapapkae acaubisiLibli, 3B3aHbIS Ca 3/1a4blHHLIM BbIHILL43HHEM NOA3er nagyac
panpaciv. HepxxaBeto4as cTanb, Na3Ha4aHas agnaBeHbIM KNANMOM, Y r3TbiM pakypce NakasBae He ToMbKi Ha iMs, naf skim
KipayHik CCCP BAapgombl ycamy CBeTY, ane i ciMBaniaye MoLHyo, ik MeTar, TpbiBanacLb KynbTy acobbl § CBAROMACL| N0A3EN.
[MnakaT aTpbiMay creubianbHyto yaHarapopy Xl MixrapogHara 6ieHane nnakata § Bapluase.

The profile of the former Soviet leader on a knife blade evokes associations of the judicial murders during the Terror.

The hallmark identifies it as stainless steel, which not only evokes the leader's party name, by which he is known world—
wide, but also symbolises the enduring life of Stalin’s personality cult in people's minds. The poster received an honourable
mention prize at the 12th International Poster Biennale in \Warsaw.



WORLD WITHOUT ARMS AND VIOLENCE - OUR IDEAL...

JiHis paanomy miniTapbicLkara naHuplpa, y siki 6b1y 3akaBaHbl 3iMHbI LLIAP, KPbIXy Haraasae ranyba y nanéue —
cimsan mipy. Tak ayTap Bblka3Bae Hafi3eto Ha pa33bpaeHHe | faneiuae MipHae icHaBaHHe. Ha crneLpisnbHbIM
KOHKypce TBOp Bbly yraHapaBaHbl cpabHbIM Mepaném mipa AAH.

The author uses a fluttering dove tearing apart a militarist shell surrounding the whole planet to so expressing
the hope for disarmament and peaceful life. This work was awarded the UN Silver Medal of Peace at a specialised
competition.



AyTap nagkpacrisae iHAbIBigyanbHy0 agkasHacLb YanaBeka 3a néc nnaHeTbl. KoHKypcHb! anbop TpbieHane nnakarta
y Tasima (AnoHis).

The author emphasises individual responsibility of people for the fate of our planet. It was selected for the Poster
Triennale in Toyama (Japan).



3pa3 cninaBaHara ApaBa nakasaHb! ¥ Bbirnsaaae agbitka nanbLa, WTo JaBofsile afka3HacLb YanaBeka 3a fro
ribenb. Mnakat aTpbiMay NepLUyto NP3Mit0 Ha YCecat3HbIM T3MaTbI4HbIM KOHKYPCE MnnakaTa.

The ring—marks on a felled tree—trunk are transmuted into a fingerprint, symbolising man’s crime
in the destruction of trees. The poster took first place at the USSR National Thematic Poster Competition.



CkpbbkaBaHHe ranyba ca cMoyxam Hapapkae napagakcanbHacLb Bo6pasy — LUbIpoKa PackKiHyTbIA IMKMiBbIS KPbIsbl
i agHavacoBa naBonbHas xafa. Tak Ha MikHapoAHbLIM KOHKypCe Y BapLuase, npeiMepkaBaHbIM fa rafasiHbl naqaTky
[pyrov cycBeTHal1 BalHbI, ajTapbl BbIKa3BatoLb CKEMTbILbI3M Y MbITAHHI MPbIHLbINAY NPacoyBaHHs Mipy,

LUITO ry4Ha AaknamytoLua naniteikami. [nakat atpbiMay criewplsinbHbl Mpbl3 KOHKYPCY.

A cross between a dove and a snail becomes a paradoxical image, a creature with wide—spread wings combined

with the characteristic “snail's pace”, thus expressing the artist’s scepticism of the politicians’ slogans and declarations
about their commitment to peace. This poster was displayed at an international contest on the occasion

of 40th anniversary of the beginning of World War II, and won “Honourable Mention.”



LLInewki BackoBara pavyaBara MsLLKa, LUTO NpbIMaLiaBaHbl fa CKarbl, NapayHoyBatoLb BaHy 3 LifgxKan HoLan
Ha nnsvax Yanaseka. [3Tbl NnakaT cynpae BaeHHan kamnaii y AdraHictane 6b1y yraHapaBaHb! TP3UAR NPaMian
MixHapopHara 6ieHane nnakata ¥ Jlaxui (PiHnsHabia) y 1989 .

The straps of a military haversack are attached to a rock, implying that war is too heavy a burden in people's lives.
This anti-war poster was awarded the third prize at the International Poster Biennale in Lahti (Finland) in 19889.



'3Tbl NNaKkaT aHTbI-6ropakpaTbivHal HakipaBaHacLi HevakaHbiM Bobpasam abbirpbiBae ThinoBbl aTpbiByT 0iCHbIX
npbinag — KaHUbINAPCKiA CH3NKi, 3 Akix cnneueHa na.yLuiHHe. KoHkypcHbl anbop TpbleHane nnakata ¥ Tasama (AnoHis).

This anti-bureaucratic poster uses the image of ordinary office paperclips to form a web. This poster was selected
for the Triennial Poster Contest in Toyama (Japan).



Bsinomai BbigyneH4an meTadpapai caupisnbHara oeHomeHy “Homo Sovieticus” cTay meHaBsiTa ratel 6enapycki nnakar,
HappykaBaHbl Ha Boknapubl caBeLkara Yaconica «OroHék» y 1990 ropse, kani BblaHHe ALLY3 Mena amanb S—MiflbEHHbI
Haknag. «Kagpbl BelpaluatoLs ycé» — Bsgomas Lbitata CtaniHa, sk i BbikadBaHHe npa YanaBeka — Lwpy6ika Y A3sapxayHbIM
MexaHi3me. Cepn i MonaT ¥ Bbirnaase wniua Wwpybbl CiMBaniaytoLb, LUTO «LUpybikam» Mor CTalb MeHaBiTa CaBeLKi Yanasek,
«naparHaHbl» nag KaMyHICTbIYHYHO inaanorito. KoHkypcHbl anbop bieHane nnakata ¥ JTaxui (PiHNsaHAbIS).

It is this Belarusian poster that has become the graphic metaphor for the social phenomenon of Homo Sovieticus. It was
published on the cover of the Soviet magazine Ogonyok in 1990, which had an almost 5—million circulation at that time.
“The Cadre make all the decisions” was a much—quoted saying of Stalin; as famous as his description of the individual

as a cog in the great machine of the state. Here the hammer-and-sickle emblem forms the slot in the head of a screw,
implying that only a person “driven” by Communist ideology can become a cog in this machine. The poster was selected
for the Poster Biennale in Lahti (Finland).
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lkaHarpachi4Has § cycBeTHbIM MacTaLTBe noctaub Manesiva npausrbl 4ac He Mena agnaBefHara crtaTycy

Ha papasiMe. TBopyacLb MacTaka He agnaBsfana MeTagam cauplanicTbldHara paaniamy. Aytap nnakarta axbiuuaynse
paabiniTaLblto BolgaTHara TBopLbl | TaapaTbika MacTauTea XX cTarofass, BApTatoUbl 3alikayneHacLp Aa Aro
MacTaLka cnagdblHbl Ha paasiMe. KoHkypcHbl anbop mixkHapoaHbix 6ieHane nnaxkata § Bapluase, Mexika, BpHo.

Malevich's figure, which became iconographic in world art, was for many years neglected in his native Belarus,
since his creativity did not conform to the ideas of socialist-realism. The designer of this poster wished

to rehabilitate this great 20th—century artist and art—theorist and to arouse a new interest for his works

in his own country. The poster was selected for the Poster Biennale in Warsaw, Mexico and Brno.



ApnbiTak fByxranosara apna y BbirnsA3e nafrHinara aceHHsra nicta cimeaniaye kaHel, imnepckan Paciiy 1917 r.
KacTpbI4HiLKi nepaBapoT Tonbki kaHcTaTaBay HenasbexxHae.

A half-decayed autumn leaf takes on the shape of a double—headed eagle — the symbol of Imperial Russia —
suggesting the inevitability of October Revolution.



16.

MeTtachapait cTaHoBiLIYa aMirpaHTay CryXbiLb YamafaH, ki 3amMsHsAe JYanaseky oM.

A suitcase becomes a house — symbolising emigrant life.
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f3bik 3aMecT Kypka paBanbBepa Harafsae, LUTO NafacTaBan Ans cTaniHckara nepacrefly Hapaaka 6bini Harasopsl
i paHocbl. KoHkypcHbl apgbop MixHapopHara bieHane nnakata ¥ BapLuase, 6ieHane npbiknagHom rpadiki y bpHo.

A tongue serving as a revolver trigger symbolises the fact that Stalin’s persecutions were often formally initiated
by the accusations of informers. The poster was selected on a competitive basis for the International Poster
Biennale in Warsaw and the Applied Graphics Biennale in Brno.



LlarnsiHas cusiHa 3 HAMEHKIaTypb! iNOCTPye CKNafaHacLl, 3Bsi3aHbIA 3 MpacoyBaHHEM NaniTbiki nepabynossbL.
KonkypcHbl anbop MixHapopHara bieHane nnakata y BapLuase.

A wall whose “bricks” are high—ranking functionaries illustrates how difficult it was to get perestroika moving.
The poster was selected for the International Biannual Poster Exhibition in \Warsaw.



AHcambnb necHi i TaHua YbipBoHara cusra benapyckait BaiickoBai akpyri,
Ynapsimip Uacnep, Caprein Boivanka, 1991

HsA3BbIkNae pallaHHe, 3BA3aHae 3 BanckoBaw TamaTbikal, kani Aa chotanactaHoyki 6bini 3anpoLuaHbis canpayaHbis
Bawckoyubl. KoHkypcHbl ag6op MixxHapopHara GieHane nnakata y Jlaxui (PiHnsHAbIA).

The Song-and-Dance Ensemble of the Belarusian Chyrvonaznamyonny Military District,
Uladzimir Tsesler, Syarhei Voichanka, 1991

Real people serving in the army at that time were invited to be photographed for the poster. It was selected
for the International Poster Biennale in Lahti (Finland).




CyMHast ipoHis ayTapay y cyBssi 3 TbiM, LUTO BET3paHaM 3aMeCT BbICOKIX CaLbIsiNbHbIX rapaHTbI AatoLb y3Harapogsl,
Lu4ofpa BbiNyckaeMbiA BANIKIMI Haknagami Aa 4aproBbIx CBATAY.

A poster with the ironic message, that every year on Victory Day vast quantities of military decorations are
bestowed on veterans — but not the social security benefits they so need.



Mapk Mepman, Ynapg3imip LUacnep, Caprein Boivaunka, 1995

CTpyHbI riTapbl NaBepce KaHanisalpliHara ntoka crani metadapan My3biki aHgarpayHaa — A3enHacti,
skan y CaseLkim Catose nivbinacsa HeneraneHan. KoHkypcHbl anbop MixHapopHara 6ieHane nnakata y BapLiase.

Mark Mehrman, Uladzimir Tsesler, Syarhei Voichanka, 1995

Guitar strings placed over a manhole have become a metaphor for underground music, an alternative style

in the Soviet Union which developed secretly. This poster was selected for the International Poster Biennale
in Warsaw.




HapHobbinbckas cBeYka namsLi, ManiTebl, HaA3ei CBIHLOBas, 3 MaTapbIsny, Aki 3'AynseLLa kaHLaBbIM NpagykTam
papblfakTblyHara pacnagy sk i cpoakam axoBbl af pafblaubli.

The designer envisages the Chernobyl candle of remembrance, prayer and hope as being made of lead — which
is both the end—product of radio—active decay and a means of protection against it.



3po6neHa y HoBan Pacii, Ynapsimip Llacnep, Caprein Boiwuanka, 1995

[apox — aTpbIByT 6n1a3Ha, BbifyneHb! ¥ BbIrMaA3e YCMeLLKi 3 afHoM 3anaTor rapoLubiHai, naka3sae Hiski
KyNbTYpHbI Y3pOBEHbL HOBAW 3NiThl, Akas cTBapana ceae kanitans! § capaasiHe 1990-x rr. y 6onbLuacui Beinagkay
nayneransHbIM LUnsxam. AgMbicnossl npbi3 MixHapogHara 6ieHane nnakata y Bapiuase.

Made in New Russia, Uladzimir Tsesler, Syarhei Voichanka, 1995

The poster contains the humorous picture of a pea pod with a smile exposing a golden pea as a tooth, implying
that the young elite, the nouveaux—riches are people of little culture, even though in the mid-1990s, they managed
to amass huge fortunes (usually by, at best, semi-legal means). This poster won Honourable Mention

at the International Poster Biennale in Warsaw.
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KpaTbl Ha BokHax, sikist HarafsatoLb COHLA 3 [oyriMi MpaMsaHsMi, LUTO pa3biXxoA3saLLa af L3HTPa, cryxalb
iNCTPaLbIAN NOCTKaMYHICTbIYHbIX p3anivt xbiLuus Benapyci. KonkypcHel anbop MixHapopHara 6ieHane nnakaTta
y BapLuase.

Iron—barred windows resemble the shape of a radiant sun with divergent ray, signifying the Post-Communist
reality of life in Belarus. This poster was selected for the International Poster Biennale in Warsaw.



Ix, y Abnbivak!, Ynapsimip Uacnep, Capren Bounwvanka, 1997

Cimsan pasantoupli 1917 r. — mMaTpoc 3HepriyHa irpae Ha IHCTPYMEHLE 3 KaMM'toT3pHaw KnaBiaTypan 3amecT
KnasiLL, CiMBani3yto4bl P3BaNtOLbI TAXHI4HYHO.
Hey, Hit the Bull’s Eye!, Uladzimir Tsesler, Syarhei Voichanka, 1997

A sailor, a symbol of the Revolution of 1917, plays enthusiastically on musical instrument, which has a computer—
style keyboard instead of a musical one.




26.

AyTap npanaHoyBae cBato BbisyneH4yto MeTachapy ceabopb!. KoHkypcHbl agbop MixHapopHara bieHane nnakata
y BapLuase.

The author suggests his own graphic metaphor for freedom. This poster was selected for the International Poster
Biennale in Warsaw.



MacTaki cymsiuyatoub 3nasanacs 6 HecymsLLYanbHae: cuinnbl 6enapycki kpassif nnayHa nepaxoaaiub Y AXbIHCaBbIs
cknapki. [3Ta cBeAybILb Npa Toe, LUTO BOMbHbI AyX POK—MY3bIKi ynacuisbl i 6enapyckar aamni. [nakat ysanoy
y 360pbI MacTauTBa 3HakamiTara Jlyypa.

The artists combine seemingly incompatible elements in their work — the Belarusian landscape turns smoothly
into the folds of jeans — symbolising the fact that the spirit of rock music freedom lives in Belarus, too.
This poster is included in the collection of the Louvre.
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Mmon PCOCP~POCCNHPTNPOM

TaBapbiw rapanka, Ynaasimip Uacnep, Capreun Boinuanka, 1999

Ha rapanayHait aTbIKeTLbI Megani nepamor y creLbIfnisaBaHbiX Xap40BbIX KOHKYPCaxX 3aMeHEHbl 8CHOYHbIMI
y3Harapopami caBeLkaw ynapsl (opasHami [pyx6el Hapopay, MpauoyHara YsipsoHara cugra, JleniHa,
Bsnikan anvbiHHam BarHbl). Heap'emHbl aTpbIByT caBeLKara XbiLLs cnagapoXHivay rateiv 6yiHenLLbIM
ricTapbl4HbIM 3A3ANCHEHHAM.

Good Friend Vodka, Uladzimir Tsesler, Syarhei Voichanka, 1999

The poster pictures a vodka label with the principal Soviet awards, such as the Order of the Peoples’ Friendship,
the Red Banner of Labour, the Order of Lenin and the Order of the Second World War, in place of the medals
awarded at food fairs, signifying that this important element of Soviet life accompanied all of these great historic
achievements.



29.

CbimoH-my3bika (lky6 Konac), Opbiiit Tapoaey, Ynapnsimip Uapanubey, 2005

[nsa ranoyHara repos ssgomar 6enapyckar nasmMbl CKpbinka Bbina sk C3HCaM XbILLS TaK | NpblvblHa
BbinpabaBaHHAY. 3Haki af yaapay Ha Liene iHCTpyMeHTa HaraasatoLb Npa LsKi LLNAX paMaHTbl4Hara repos.
Symon the Musician (Yakub Kolas), Yury Tareeu, Uladzimir Tsyarentsyeu, 2005

Music, or rather a violin, was both the meaning of life and the source of trials for the protagonist of this great
Belarusian narrative poem. Scars on the body of his instrument reveal Symon’s difficult path in life.




