|-A YPAJIbCKAA
MHOYCTPUNAJIBHAA
BUEHHAIJIE
COBPEMEHHOIO

NMCKYCCTBA
YaapHUKM MOOUIbHBIX

obpa3os
OCHOBHOW MPOEKT

EKATEPUHBYPT, 2010
Ist URAL INDUSTRIAL
BIENNIAL OF
CONTEMPORARY ART
Shockworkers

of the Mobile Image

MAIN PROJECT
EKATERINBURG, 2010










-4 YPAJIbCKAA
MHOYCTPUATIbHAA
BMEHHAJIE COBPEMEHHOI O
NCKYCCTBA
YaapHUKN MoBUnbHbIX
obpazos
OCHOBHOW MPOEKT
Kypatopsbl BbICTaBKM
1 aBTOPbI-COCTaBUTENIN KaTasnora:
Ekarepuna [erots,
KocMuH KoctuHac,

Oasua Pudd
EKATEPUHBYPT, 2010



ISTURAL INDUSTRIAL
BIENNIAL OF
CONTEMPORARY ART
Shockworkers
of the Mobile Image
MAIN PROJECT
Curators and Editors:
Cosmin Costinas,
Ekaterina Degot,
David Riff
EKATERINBURG, 2010



IOpuit Anbbept
Tapcuna oy Amapan
AHOHUMHBI aBTOp
Artensbe E.P.S. Huayco
Asanb bapTaHa
MwteaH bawkai Jlaypo
Ma6bno basH CaHnToc
[ beH Hep
Kpuctnan ¢poH boppuc
Cepreit bpatkos
Anekcert bynpakos
Omutpuin BynHeirmu
MoHa BatamaHny u ®nopun Typop
Butanuin Bonoeuy
XKeHa JeMuHa
MNetep Ho6aw
Ooxummn Oypam
Bagmm 3axapos
Anppeac 3ukmaHH, Anuca Kpaiwep
n Makc Mopre Xunaepep
Mopuc MeeHc
JTnHe nnub
Unbsa n SMunua Kabakosbl
Hwukurta KagaHn
n Anekcanap bypnaka
Depop KameHckux
AHetTa MoHa Kuwa
nJTrouma Tkavyoea
36urHes JInbepa
Hapoa J1uzap
Poman MuHuH
AHppeit MoHacTbipckuia
Pabusa Mpy»>
CwunpuaH MypeluaH
[Hevimantac Hapkasuutoc
Amwein HiopeHbepr
Mwuxann Oxutoeuy

Apaiia PacpxapMpepHcyk
WoxanHec Maynb Petep
Ovépamn Canait n JTacno Butesun
rpynna «CuHue HocbI»

LLlon CHainpep

Mpanut Coit

MnageH CtunuHoBuY

Aspeit Tep-OraHbsH

HOasup Tep-OraHbaH

XapyH ®Papoku

OsHunen ®Paycr

Lao ®eit

Mapwuo Mopeitpa DoHTeHenne
AdaHnacuit Henkacos

Onbra YepHblwesa
Konnektne «41o fenatb»
Xwuto LUreiiepnb

Kpuctnan AHkoBcku

Kolumne Links
MeineAkademie



Yuri Albert
Tarsila do Amaral
Anonymous
Istvan Bacskai Lauré
Pablo Baen Santos
Yael Bartana
Guy Ben Ner
Blue Noses
Christian von Borries
Sergei Bratkov
Alex Buldakov
Dmitry Bulnygin
Afanasy Chepkasov
Olga Chernysheva
Anetta Mona Chisa
& Lucia Tkacova
Chto Delat
Alice Creischer,
Max Jorge Hinderer
and Andreas Siekmann
Zhenya Demina
Péter Dobai
Jimmie Durham
Harun Farocki
Daniel Faust
Cao Fei

Mario Moreira Fontenelle

Joris Ivens

Christian Jankowski
llya & Emilia Kabakov
Nikita Kadan

and Alexander Burlaka

Fedor Kamenskikh
Kolumne Links
Zbigniew Libera
Naroa Lizar
MeineAkademie

Roman Minin

Andrei Monastyrsky
Rabih Mroué

Ciprian Muresan
Deimantas Narkevicius
Amshei Nurenberg
Mikhail Okhitovich
Johannes Paul Raether
Araya Rasdjarmrearnsook
Sean Snyder

Praneet Soi

Hito Steyerl

Mladen Stilinovi¢

Gyorgyi Szalai and Laszlo Vitézy
Taller E.P.S. Huayco

Avdei Ter-Oganyan

David Ter-Oganyan

Mona Vatamanu & Florin Tudor
Vitaly Volovich

Lin Yilin

Vadim Zakharov



Pepaktop:
AnHHa 3ainuesa
XyBoXecTBEHHbIN peJaKTop:
Makcum Cnneakos

© KoHuenuus, Ha3BaHue, COCTaB NpoeKTa —
EkatepuHa [erots, KocMun Koctuhac, Jasug Pudd

© TexcTbl - aBTOpSI ISBN 978-5-94620-069- 1



Managing Editor:
Anna Zaitseva

Artistic Editor:
Maxim Spivakov

Concept, title, content ©
Cosmin Costinas, Ekaterina Degot, David Riff

Texts © the authors ISBN 978-5-94620-069-1



YYPEAUTESb
INITIATOR

NECATHEN
TAERNECA
NECATHCR
141141}

COYHYPEOUTENU
CO-INITIATORS

AnuwsiscTpaumA ropeaa Exarepesdypra

m T

OPTAHU3ATOP
ORGANIZER

Exarepmuliyprensd dwrman
FocynapcTpesson Liswtpa
| COBPEMEHHDIT WOEYOCTE

COOPIrAHN3ATOP
CO-ORGANIZER

MAPTHEPbI
PARTNERS
Crpareruyeckuit naptHep
Strategic Partner

OduuymnanbHbie napTHepbl
Official Partners

: JARCE [I'I'%}g

MaptHepbl Buennane
Biennial Partners

Q
EACA
BT

MPU MOALEPXKKE
WITH THE SUPPORT OF

B

EMBASEY FWILDN

naipinl Adoma Mickiowizen

ACQ>{&Rex

MapTHepbl CreyuansHbix
NpOEKTOoB
Special Projects Partners

NEEATHER
[LERNEER
RECATHER
TAENNEER

FPAAMCEDE i OTALATHNE

RITZZOADY ART FRuw0s
Mapthep MapannensHoit

nporpamMMbi
Parallel Events Partners

RN
QE!.JI

[AwnsaitH-naptHep
Design Partner

just design

[uzaitH canta
Website Design

ex

Mpecc-areHTbi
Press Agents

G

[, iy

B



CMOHCOPBI MHD®OPMALIMOHHbIE OduuymansHeie Megna-napTHepbl OduumanbHas rocTuHmuLa
SPONSORS MAPTHEPbI Official Media Partners Official Hotel
[eHepanbHbIit cnoHcop MEDIA PARTNERS

General Sponsor MpodunbHble Meana-napTHepsl m

Specialist Media Partners

D m APTXPOHVIKA WPNBCHHH PAEOVHR
TexHuueckas nogaepxka
ARTGUIDE o Technical Support
A QY Edmpntsps
TexHu4eckuit cnoHcop SONY
Technical Sponsor TATLIN

TENEKOWIARNS Kny6 BuenHane

L] mep,epanbnble MeAua-napTHepbl m Biennial Club
EPSON Federal Media Partners
EXCEED YOUR VISION
XYPHAN U ENACTHAR PAPARALLI
azeTa |

PYCCKWV PEMOPTEP

CrioHcop katanora

LDOK Mepua-naptHepbi Catalog Sponsor
AT ME Media Partners
Crparernyeckue Mesiua-napTHeps! E
Strategic Media Partners A
EpMaK

EPM3K

Bonec n Sy
EKAVERY!




1-A YPATIbCKAA
NHAOYCTPUNATBHAA
BMEHHAIE COBPEMEHHOTO
NCKYCCTBA

EKATEPUHBYPT, POCCUA

9 CEHTABPA - 10 OKTABPA 2010
YaapHukn MobunbHbIX o6pasoe

MPU MNOOAEPXKKE
MuHucTepcTBa KynbTypbi
Poccuitckon ®egepauunn

YYPEOUTESb
locynapcTeeHHbI LeHTp
coepeMeHHoro uckycctsa (TLICA)

COYHYPEOUTENN
AnMuHucTpauuna rybepHatopa
Ceepanosckoit obnact;
Mpasutenscteo Ceepanosckoit
obnactu;

AnMUHUCTpauua ropoaa
EkatepuH6ypra

OPFAHM3ATOP
EkatepuHGyprekuin dpunman
locynapcreeHHoro UeHTpa
COBPEMEHHOTO UCKYCCTBA

COOPTFAHM3ATOP
PernonanbHblit obLiecTBeHHbIN GOHA
COZIENCTBNA Pa3BUTUIO COBPEMEHHOTO
uckyccrea «HoBoe nckycctBo»

CMOHCOPbI

TeHepanbHbIit cnoHcop
Komnanua MTC

TexHu4eckuit cnoHcop
Komnanua Epson

MAPTHEPbI

Crpareruyeckuit napTHep
Ypanbckuit heaepanbHbii
yHuBepcuTeT

OduupnanbHbie NapTHepbI
otenb Hyatt Regency Ekaterinburg;
TL «lanepes «Apxutektop»

MapTHepb! 6reHHane
DoHA noaAepXKM KyNbTypHbIX
npoekTos «HoBas konnekuusy,
Mepmb;
Ypanbckuit rocyAapCTBeHHbIi
yHusepeutet um. A.M. Fopekoro;
Exatepunbyprckas akagemua
COBPEMEHHOrO MCKYCCTBa;
Ceepanosckas rocyaapcrseHHas
akazeMuyeckan GunapMoHms;
Ceepanosckan pervoHansHas
accouuaLya BbINyCKHUKOB
Npe3nAEeHTCKO NPOrpaMMbl
NOArOTOBKM yMpaB/ieH4ecknX
Kaz|poB

Mpu nogaepxke
Moconectea Mekcuku 8 Poceuitckon
Depepaunu;
MoconbcTa Koponesctea
Huaepnangos
8 Poccuiickoin Pegepauyuu;
Moconscrea Leeuyun B Poccuickoin
®depepauu;
Moconectea Nocyaapctea Mspanns
8 Poccuitckoin Pepepauym;
leHepanbHoro koHcynbctea PpaHuym
8 Exatepunbypre;
Mo4eTHOro KoHcynbcTBa ABCTPUIACKO
Pecny6nuku B Exatepunbypre;
lenepanbHoro koHcynbctea CLLIA
8 Exatepunbypre;
leHepanbHoro koHcynbctea lepMaHum
8 Exatepunbypre;
«AnbaHc ®paHces Exkatepunbypry;
Culturesfrance, Arentcrea
MO MeX/YHapOAHbIM KyNbTypPHbIM
ceazam («KionbTiopdpaHcy);
HemMeukoro kyneTypHoro
ueHTpa um. léte;
ABCTPUIICKOrO KynkTypHOro ¢hopyMa;
FRAME, ®oHaa XyAoxeCcTBEHHbIX
obMeHoB PuHnsHanK;
®onpa MNutepa MoxapuaHa;
WHctutyTa um. Agama Muukesuya;
ACAX, AreHtcTea no obMeHy
8 06NacTN COBPEMEHHOTO UCKYCCTBA

MaptHepb CneuuanbHbIX NPOeKToB
Huxeropogckuit punuan FUCU;
Kanununrpagckuin punuan MUCU;
lopogckoit AoM My3biKu;
D.K.-KuHokny6;

Ypanbckoe otgeneHue
Coto3a KuHeMaTorpaducTos;
Rizzordi Art Foundation

MaptHepbi-nnowazxu
34aHue Tunorpadum «Ypanbckui
pabouunny (Jom nevatn);
OAO «Bepx-Ncetckuin
MeTannypruyeckuin 3asoay /
OO0 «BN3-Cranby;

OAO «Ypanbckuit 3aBog,
TAXENOro MALIMHOCTPOEHNAY;
3/laHue 3aBoga no obpabotke
UBETHbIX METaNIoB
(McTopuyeckoe 3aaHKe);
3AO0 «Ceepanosckuit
KaMBOJIbHBIA KOMGUHATY

MaptHep MapannensHoi
nporpamMMmbi
Ypanbckuit pernoHanbHbIi MHCTUTYT
My3€iHbIX NPOEKTOB

[uzainH-naptHep
3AO0 «Poct-Meguay just design

[unsann canra
Jetstyle

Mpecc-arenTbl
koMnaHua Artmanagement, Mocksa;
KOMMYHWKaLIMOHHOE areHTCTBO
Press-Attaché, Exatepun6ypr

KOMUCCAP BMEHHATE
Anuca lMpyarukosa

KYPATOPbI BUEHHATIE
Exatepuna [lerote
KocmMun KoctuHac

[Hasug Pudd

LLITAB BMEHHATE
AZLMWUHNCTPATUBHO-(PUHAHCOBbI
AupekTop 6ueHHane

Anna MNbankosa

WcnonnutensHein
avpekTop 6uenHane
Haranua AngpoHosa

KoopauHauus npoekra
AHHa AknMosa
Kcenus BorgaHosuy
Oner Bnabnac
Esrenuit Bnacenko
Kpuctuna Epmonaesa
Arara Noppax
[Hapba Koctuha
Enena KpbiceHko
Wpuna Kyapseuesa
Onbra JleBuyeHko
Poman Mnothukos
Tatbana lMycTensHukosa
Bnagumup Cenestes
YnbaHa Cuskosa
Esrenuit Ymanckuit
CeetnaHa Yconbuesa
Kcenua ®esoposa
Hagexpaa Xucmatynuna

Cant 6uenHane: www.uralbiennale.ru



15T URAL INDUSTRIAL BIENNIAL
OF CONTEMPORARY ART
EKATERINBURG, RUSSIA
SEPTEMBER 9 -

OCTOBER 10, 2010
Shockworkers

of the Mobile Image

WITH THE SUPPORT OF
The Ministry of Culture of the
Russian Federation

INITIATOR
The National Center for
Contemporary Arts (NCCA)

CO-INITIATORS
Governor's Office of the Sverdlovsk
Region;
The Sverdlovsk Regional Government;
The Ekaterinburg City Administration

ORGANIZER
The Ekaterinburg Branch of the
National Center for Contemporary
Arts

CO-ORGANIZER
The New Art Regional Public
Foundation for the Support of
Contemporary Art

SPONSORS

General Sponsor
MTS

Technical Sponsor
Epson

PARTNERS
Strategic Partner
Ural Federal University

Official Partners
Hyatt Regency Ekaterinburg;
The Architector Gallery Trade Center

Biennial Partners
New Collection, The Cultural
Projects Support Foundation (Perm);
A. M. Gorky Ural State University;
The Ekaterinburg Academy of
Contemporary Art;
The Sverdlovsk State Academic
Philharmonic;
The Sverdlovsk Regional Association
for the Presidential Management
Training Program Alumni

With the support of
The Embassy of the United Mexican
States in the Russian Federation;
The Royal Netherlands Embassy
in the Russian Federation;
The Embassy of the Kingdom of
Sweden in the Russian Federation;
The Embassy of Israel in the Russian
Federation;
The Consulate General of the French
Republic in Ekaterinburg;
The Honorary Consulate of Austria
in Ekaterinburg;
The Alliance Francaise Ekaterinburg;
The Culturesfrance Agency for
International Cultural Exchanges;
The Consulate General of the U.S.A.
in Ekaterinburg;
The Consulate General of the Federal
Republic of Germany in Ekaterinburg;
Goethe-Institut Moscow;
Austrian Cultural Forum;
FRAME Finnish Fund for
Art Exchange;
The Mondriaan Foundation;
The Adam Mickiewicz Institute;
ACAX Agency for Contemporary
Art Exchange

Special Projects Partners
The Volga Regional Branch
of the National Center for
Contemporary Arts;

The Kaliningrad Branch of

the National Center for
Contemporary Arts;

The City Music Hall;

The D.K. Cinema Club;

The Ural Branch of the Russian
Cinematographers Union;

The Rizzordi Art Foundation

Biennial venues:
Uralsky Rabochy Press
(Publishing House);
The Verkh-Isetsk Steel Works /
VIZ-Stal';
Uralmashzavod;
The Former Building of the
Non-Ferrous Metal Working Plant;
The Sverdlovsk Wool Spinning Mill

Parallel Events Partners
The Ural Regional Institute
for Museum Projects

Design Partner
ZAO Rost-media just design

Website Design
Jetstyle

Press Agents
Artmanagement company, Moscow;
Press-Attaché communication agency,
Ekaterinburg

BIENNIAL COMMISSIONER
Alisa Prudnikova

BIENNIAL CURATORS
Cosmin Costinas
Ekaterina Degot
David Riff

BIENNIAL STAFF

Administrative and Financial

Director of the Biennial
Anna Pyankova

Executive Director of the Biennial
Natalia Andronova

Coordinators
Anna Akimova
Oleg Blyablyas
Ksenia Bogdanovich
Ksenia Fedorova
Agata lordan
Nadezhda Khismatulina
Daria Kostina
Elena Krysenko
Irina Kudryavtseva
Olga Levchenko
Roman Plotnikov
Tatyana Pustelnikova
Vladimir Seleznev
Ulyana Sivkova
Evgeny Umansky
Svetlana Usoltseva
Evgeny Vlasenko
Kristina Yermolaeva

Website: www.uralbiennale.ru



Opranuzatopsl |-it Ypansckon
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COBPEMEHHOTO UCKYCCTBA BbIPAXatoT
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reHepasibHOMy MeHezpKepy

MexiyHapoAHOMY UHTepbepHOMY
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accoumaLym BbiMyCKHUKOB
NPe3nACHTCKOM NPOrpaMMbI
NOAroTOBKU ynpaBreH4YeCKnX Kagpos
1 I4HO

leopruto benoséposy,
ZAMpeKTopy

CBepAnoBcKoi rocyaapcTBeHHON

aKazieMn4eckoit GUNapMOHUM U IMYHO
Anexcangpy Konotypckomy,

[ZMpeKTopy;
Pycremy Xacawosy,

NepBOMy 3aMecTUTeNlo AMpeKTopa

No TBOPYECKO AeATeNbHOCTH;
Amutpuio Juccy,

MaBHOMY AUPVXepy

YpanbckoMy rocyaapcTeeHHOMy
yHueepcutety uM. A.M. lopbkoro
1 4HO
Omutputo Byrposy,
pekTopy;
Tamape aneesoit,
ZiekaHy dakynbTeTa
MCKYCCTBOBE/IEHNA 1 KyNbTYpONOriu;
Mapure Bumsuesoit,
nPOPeKTOP)’ no UHBeCTUUUAM
M CTpaTeruyeckoMy pasBuTMio

Moconbctey Mekcukm 8 Poccuitckoi
Deaepaunn 1 NN4HO
Anbdppego Mepec bpaeo,
nocny;
EHoky ae CanTbaro,
arTaile no KynsType

leHepanbHOMy KOHCYNLCTBY
®paHuum B EkatepuHbypre u nuyHo
Knogy Kpyato,
reHepasnibHOMy KOHCYy;
Jopanc Jlowo,
aTTalle no KynsType
1 COTpyAHUYeCTBY

Moconsctey ®panuyun B Poccuiickon
Deaepaunn 1 NN4HO

Bnanw Mpunbaym-Canbrac,
aTTalle no KynsType

«AnbsaHc Pparces EkatepuHbypr»
1 In4HO

Haranun Cannukoeoit,
MeHe/PKepy KymnbTypHbIX MPOEKTOB

Moconbctey Koponeectsa
Huaepnanpoe 8 Poccuitckon
Desepaumnn 1 IMYHO

Tumeny KayseHaapy,
COBETHMKY MO BOMPOCAM Ky/bTypbl,
Hayku 1 obpasosaHuio

Culturfrance, Arentctey
M0 MEXAYHapOAHbBIM KymbTYPHbIM
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Industrial Biennale of Contemporary
Art wish to express their thanks to:

The Ministry of Culture of the Rus-
sian Federation, especially
Alexander Avdeev,
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Mayor of Ekaterinburg;
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First Deputy Mayor of Ekaterinburg;
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Deputy Mayor of Ekaterinburg for
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Deputy Mayor of Ekaterinburg for
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Office, Deputy Head of the Mayor’s
Office;
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President of the Committee for
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Sergei Grigoriev,
Deputy Director of the Municipal
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of the Sverdlovsk Region, especially

Alexei Badaev,
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Oleg Gubkin,
Deputy Minister;
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Head of the Department for the
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especially
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Head of the Directorate of Culture;
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Elena Trofimova,
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especially
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hotel, especially
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especially
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Director
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Sergei Kropotoyv,
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The Sverdlovsk State Academic
Philharmonic, especially

Alexander Kolotursky,
Director;

Rustem Khasanov,
First Deputy Director for Creative
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Dmitry Liss,
Chief Conductor

A. M. Gorky Ural State University,
especially

Dmitry Bugrov,
Rector;

Tamara Galeeva,
Dean of the Art and Cultural Studies
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Marina Vshivtseva,
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sian Federation, especially

Alfredo Perez Bravo,
Ambassador;

Henoc De Santiago,
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The Consulate General of the
French Republic in Ekaterinburg,
especially

Claude Crouail,

Consul General of the French
Republic in Ekaterinburg;

Laurence Lochu,
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The Embassy of the French Republic
in the Russian Federation, especially

Blanche Grinbaum-Salgas,
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especially

Natalya Sannikova,
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in the Russian Federation, especially
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Alain Renaudo,
Director;
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especially
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Ambassador
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States In Ekaterinburg, especially
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Federation, especially
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Ambassador;
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Consul General;
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Goethe-Institut Moskau, especially
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Director;
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ceazaM («KionsTiopdpaHcy), n nyHO
Anany Petnogo,

AnpekTopy
Cunbaum Muitow,

KOOpAMHATOPY NporpaMm

Moconkctey LLIBeunn B Poccuiickoit
Deaepaunm u NndHO

Tomacy beprenbMaHy,
nocny

lenepanbHoMy koHcynbetey CLLA
8 EkatepuHbypre 1 nuiHo

Kumbepnun Yunbamc,
BMLiE-KOHCY/Ty MO BOMPOCaM
neyarti, o6pasoBaHNA U KymbTypbl;

Napge TuxoHosoN,
NOMOLLHWKY KOHCyna no pabore
C npeccoi;

Cnassane CarakbsH,
AvpekTopy MHdopmaumonHoro
LeHTpa;

Kpucrodepy [x. Uctpatu,
3KC-BULIE-KOHCYJTy NO BOMpocaM
neyatit, o6pasoBaHNA U KymbTypbl

Moconectey Mocysapctsa Mspanns
8 Poccuitckoit Pepepaunm u nnyHo
AnHe Azapu,
nocny;
Unane LtenH,
aTTalle no KynsType

TeHepanbHoMy KoHcynbcTey lepMaHim
8 ExatepuHbypre 1 nuiHo

Penate Actpua LLinmkopaitr,
reHepasnibHOMy KOHCyy;

Mapkycy ®ocrepy,
KOHCyny

HeMeLKoMy KynkTypHOMY LieHTpy
um. [éTe n nuyHo

MoxanHecy D6epry,
AMpeKTopy;

Bonbdy Upo,
PYKOBOAMUTENIO KyNbTYPHbIX
nporpam;

Bacunuio KysHeuosy,
KOOpAMHaTOpY oTAena
KyNnbTYpHbIX NpOrpamMM
8 Poccuitckoin ®epepauu;

Wpune LLlep6akoeoit,
pykoeoauTtento 61opo

ABCTPUIICKOMY KynbTypHOMY OpyMy
U INYHO

CumoHy Mpasy,
AvpekTopy ABCTpUiiCKOro
KynbTypHoro ¢opyMa

FRAME, ®oHay XyaoxeCcTBeHHbIX
o6MeHoB PUHAAHAUM, U INHHO

Mapkerte Cennana,
[AmpekTopy

®DoHay Mutepa MoHapuana v nndHo
[utTe JeitteH,

[AmpekTopy
Ko6wu Peittcma

MoueTHOMy KOHCYnbCTBY
Ascrpuiickoi Pecny6nuku B ropoge
EkatepuH6ypr 1 nu4iHo

Angpeto Kosuupbixy,
NOYETHOMY KOHCYNy ABCTpUIACKOM
Pecny6nvku B Ypanbckom
DenepansHoM okpyre;

Mapuu 3awnanuHoit,

ynpasnstoweit agenammn MNMoyetHoro
KOHCynbCTBa

WHctutyTy um. Agama Muukesuya
1 NIN4HO

Mxerowy BuwHesckomy,
AVpeKTOpY;

[Hapuywy Knexoscky,
KypaTopy Ky/bTyPHbIX MPOEKTOB
8 Poccun

ACAX, Arentctay no obmety
B obnactu COBpPEMEHHOro UCKyccTBa,
U INYHO

Tnane Crenaxosuy,
pyKoBOAMTENIO NPOrpaMMbl

lopoackoMy AOMy My3biKv U INYHO

Anne CbipoMykoBoit,
PYKOBOAMTENIO NPOEKTOB KAMEPHOTO
opkectpa B-A-C-H

OAO «Ypanbckuit 3aBoj, TAXKENOro
MaLLMHOCTPOEHMUAY U JINYHO

Onery [JaHueHko,
reHepasibHOMy /JPEKTOpY;

Anekceto Kyp6araesy,
AVPEKTOPY MO HEMPO(UIbHBIM
aKTMBaM 1 OBLUMM BOMpocaM;

Muxanny Paccagresy,

COBETHMKY reHepanbHOro ANpeKTopa
Mo CBA3AM C OBLECTBEHHOCTbIO

Bepx-Ucetckomy
METanNypruyeckoMy 3asogy
W NINYHO
Banepuio LLleBenesy,
reHepasibHOMy /IMPEKTOpY;
[Hetucy Mpamatumkosy,
npecc-cekpeTapto

OAO «Bepx-Mcetckuit
MeTanypruyeckuit 3asogy /
OOO «BM3-Cranb» 1 nu4Ho
Cepreto Makyposy,
reHepanibHOMy [MPEeKTOpY;
Onbre Yy6aHosoit,
npecc-cekpeTapto

3AO «CaepaoBckuit KaMBOSbHbIN
KOMBUHaT)

Wropio Bacunbkosy,
reHepasnbHOMy ZJUpEeKTOpy

OOO «PCI'- Kommepyeckas
HEABKUMOCTBY» U INYHO

Hukure YecHokosy,
reHepasibHOMy /IMPEKTOpY;

Bacunuio Ckopoxogosy,
TeXHUYECKOMY ANPEKTOpY,
ynpaeneHne 34aHnNeM 3aBoza Mo
o6paboTke LBETHbIX METANOB;

Cranucnasy Llsenexbesy,
PYKOBOAWTENIO MPOEKTa, ynpaeneHue
3AaHMeM TUnorpadun UsaaTensCTsa
«Ypanbckuit pabouniny

YpanbckoMy pernoHansHoMy
MHCTUTYTY My3€eiHbIX NPOEKTOB
1 NIM4HO

Onbre JTo6aHosoMm,
reHepasibHOMy AVNpeKTOpy

3AO «Poct-Meama» just design
¥ IN4HO

Anppeto lenbMuse,
AMpeKTopy;

Cepreto Mowrairy,

KpeaTMBHOMY AVPEKTOPY;
Mapuu lypHuHon,
account-aupekTopy

Jetstyle u nn4nHo
Anekceto Kynakosy,
ZMpeKTopy;
[Henucy Apcnarosy

Komnanum Artmanagement n nu4HoO
AntoHy benosy,

[ZAMpeKTOpY;
Anacracun MutiowmHon

KOMMYHI/IKGLWIOHHOMY areHTCTBy
Press-Attaché n nuuHo
Esrenuto Kpacukosy,
[ZAMpeKTopy;
EkatepuHe CemeHoBoM,
3aMeCTUTENto AUPEKTOPa;
Enene Marpakosoit

KypHany «ApTXpOHUMKa» 1 IMHHO
Munene Opnosgoit,
MIaBHOMY pefjakTopy

XKyprany «Tatnuny (Ekatepunbypr)
M IM4HO

Spyapay Ky6enckomy,
reHepasibHOMy AMPEKTOpY;

Esrenun baxtypoeoii,
MIaBHOMY PefjakTopy

Paguo «3xo Mockebl —

Ekatepun6ypr» 1 nuuHo
Hukonato paxosy,

reHepanbHOMy AMPEKTOpY;
Makeumy MyTuHuesy;
Tamape Mocnenosoit;
WpuHe Kucenesoit

XKypHany «3kcnept-Ypany u nnyHo
Amutpuio Tonmayesy,

MaBHOMY PefjakTopy;
TNapuce Moposoit

XKypHany «BusHec 1 KU3HB» U MYHO

Bepe Tapacosoit,
ZMpeKTopy;

WUropto Bacunbkosy,
MaBHOMY pefakTopy

Foctunue «Mockoeckan ropkay
M 4HO
Anactacun CrapyHoBo#,
UCMNOSHUTENBHOMY [INPEKTOPY;
Mapune Kapnoeon,
PYKOBOAUTENIO KOMMEPYECKOM
cnyx6bl

[enosomy ToprosoMy LeHTpy
«EBPOIMAY n nuuHo
Cepreto MBaHuerko

Jnaro
Cepreto Curapy
Apcenuio Xunaesy
Kpuctune LLreitn6pexep

locyaapcTBeHHOMY LiGHTpY
cospeMeHHoro uckyccrsa (FLICA)
W NUYHO

Muxauny Munanuny,
reHepanbHOMy AMPEKTOpY;

Jeonnay baxarosy,
PYKOBOAMTENIO XYAOKECTBEHHbIX
nporpamm;

Masny ®ununnosckomy,

3aMeCTUTeNto AMPEKTOpa Nno
aAMUHNCTPATMBHO-OPraHN3aLMOHHOM
AeATenbHOCTH;

Amutpuio Mavabenu,
3aMEeCTUTENIO AMPEKTOpa No
(PUHAHCOBO-3KOHOMUYECKO
[LeATenbHOCTH;

Wpune Mopnosoi,

HauaNbHUKY OTAENa XyAOKECTBEHHBIX
nporpamm;

[Hapbe lMbipkuHoi,
pykoBoauTento nporpammel «Hosas
reHepaumay

Hwxeropoackomy punuany M'ICA
M INYHO

AnHe lop,
[ZMpeKTOpyY;

Enene Benoson,
PYKOBOAMTENIO MPOrpamMM;

Anuce Caeunukoit,

KypaTopy

Kanunuurpagackomy dpunmany MiCA
1 n4HO

Enene Ligeraesoi,
[LIMpeKTOpY;

Esrenuto Ymanckomy,
apT-aupeKTopy;

Onery Bnabnacy,
Kyparopy



Head of Cultural Programs;
Vasily Kuznetsow,
Cultural Programs Coordinator,
Russia;
Irina Shcherbakova,
Regional Bureau Coordinator

Austrian Cultural Forum, especially
Simon Mraz,

Director of Austrian Cultural Forum

in Russia

FRAME Finnish Fund for Art Ex-
change, especially

Marketta Seppila,
Director

Mondriaan Foundation, especially
Gitta Luiten,

Director;
Coby Reitsma

The Honorary Consulate of Austria in
Ekaterinburg, especially

Andrei Kozitsyn,
Honorary consul of Austria in
Ekaterinburg;

Maria Zashlyapina,
Chief of Administration of the
Honorary Consul

The Adam Mickiewicz Institute,
especially

Pawe Potoroczyn,
Director

Dariush Klekhovsky,
Curator of Cultural Projects
in Russia

ACAX Agency for Contemporary
Art Exchange, especially

Tijana Stepanovi¢,
Program Leader

The City music hall, especially
Anna Syromukova,

Head of B-A-C-H Chamber

Orchestra Projects

The Ural Heavy Machinery Plant
(Uralmash), especially

Oleg Danchenko,
Director General;

Alexei Kurbanaev,
Director for Non-Core Assets,
Non-Executive Director;

Mikhail Rassadneyv,
Advisor Director General for Public
Relations

Verkh-Isetsky Steel Works, especially
Valery Shevelev,

Director General;
Denis Gramatchikov,

Spokesman

Verkh-Isetsk Steel Works / VIZ-Stal’,
especially
Sergei Makurov,
Director General;
Olga Chubanova,
Spokesman

Sverdlovsk Wool Spinning Mill,
especially

Igor Vasilkov,
Director General

RenovaStroyGroup — Commercial
Real Estate, especially

Nikita Chesnokov,
Director General;

Vasily Skorokhodov,
Technical Director, Administration
of the Non-Ferrous Metalworking
Plant;

Stanislav Tsveleniev,
Project Manager, Administration
of the Uralsky Rabochy
Press building

The Ural Regional Institute for

Museum Projects, especially
Olga Lobanova,

Director General

Rost-media just design
Andrei Gelmiza,
Director;
Sergei Mongayt,
Creative Director;
Marya Gurnina,
Account Director

Jetstyle, especially
Alexei Kulakov,
Director;
Denis Arslanov

The Artmanagement company,
Moscow, especially

Anton Belov,
Director;

Anastasia Mitiushina

Press-Attaché communication
agency, Ekaterinburg, especially
Evgeny Krasikov,
Director;
Ekaterina Semenova,
Deputy Director;
Elena Patrakova

ArtChronica magazine, especially
Milena Orlova,
Editor-in-Chief

Tatlin magazine, especially
Eduard Kubensky,

Director General;
Evgenia Bakhturova,

Editor-in-Chief

Echo Moskvy, Ekaterinburg, radio
station especially

Nikolai Grakhov,
Director General;

Maxim Putintsev;

Tamara Pospelova;

Irina Kiseliova

Expert-Ural magazine, especially
Dmitry Tolmachey,
Editor-in-Chief;
Godova Larisa

Business&Zhizn, especially
Vera Tarasova,
Director;
Igor Vasilkov,
Editor-in-Chief

The Moskovskaya Gorka hotel,
especially

Anastasia Starunova,
Executive Director;

Marina Karlova,
Head of Commercial Services

EUROPE Business and Trade Center,
especially
Sergei Ivanchenko

Thanks also to
Sergei Sitar;
Arseny Zhilyaev;
Christine Steinbrecher

The National Center for Contempo-
rary Arts, especially
Mikhail Mindlin,
Director General;
Leonid Bazhanov,
Artistic Director;
Pavel Filippovsky,
Deputy Director for Administration;
Dmitry Machabeli,
Deputy Director for Finance;
Irina Gorlova,
Head of the Department of Art
Programs;
Darya Pyrkina,
Head of the New Generation
Program

The National Center for Contempo-
rary Arts, Nizhny Novgorod Branch,
especially

Anna Gor,
Director;

Elena Belova,
Head of Art Programs;

Alisa Savitskaya,
Curator

The National Center for Contem-
porary Arts, Kaliningrad Branch, and
especially

Elena Tsvetaeva,
Director;

Evgeny Umansky,
Art Director;

Oleg Blyablyas,

Curator



I-1 YPATTbCKAA
MHOYCTPUNATIBHAA
BMEHHATE
COBPEMEHHOTIO
MCKYCCTBA
YaapHVKM MOBUNbHBIX
obpazos

OCHOBHOW MPOEKT

Kypatops! 6veHHane 6naroaapat
32 noMoluk B pabote
Ha/ BbICTABKOW U KaTanorom

Muxauna AbaHuHa, Mocksa
[Omutpus Apedbesa, Mocksa
Crepe lynea, byganewt

Wutn lysppepo, AmcTepaam
Anny Jlunkosuy, Mocksa

Murens JINoneca, Jluma

Muwy Most, Mockea

Esrenuna Poismana, Ekatepunbypr
Mapuio Pasuny, Exatepun6ypr

Bnagumupa CenesHesa, EkatepuH6ypr

Monuny Tepexosy u ProLab, Mocksa
Actpug ®onbnepr, bepnux
Annet Gelink Gallery, Amctepaam

BAK basis voor actuele kunst, Yrpext

Christine Kénig Galerie, Bena
Galerie Michel Rein, Mapux
Galerie Volker Diehl, bepnux
Vitamin Creative Space, lyanuxoy
VOLGA art gallery, Mockea

APT [JEKOP ®PEM, Mocksa

BbICTABKA

3faHue Tunorpadpun
«Ypanbckuii pabounity
(Oom nevatn)

r. Ekatepunbypr,
npocnekt JlenuHa, 49
9 ceHTAGpA —

10 okta6ps 2010

Kypatopbl
Ekatepuna [erotb
Kocmun KoctuHac

Hasug Pudd

AccucteHTbl KypaTopos
Arata NoppaaH
Hapexaa XvucmatynuHa

Kypatop nporpammel
BEHrepcKoro
[OKYMEHTaNIbHOro
KuHO 13 BeHrepckoro
HaLMOHaNbLHOrO
KMHOapxwBa

Jveus Manbamn

Kypatop nporpamMMbl

YPaNibCKOro

[OKYMEHTaNbHOrO KUHO
Junua HeMyexko

ApxwutekTop
KoncTantuH Jlapun

[JupekTop npoekra
Wnba Mateees

Mpouecc-MeHeaxep
IOnua Munpenko

leHepanbHbIN 3aCTPOMLLMK

OOO «Cwutu rpynny

BeHrepckuit HauMoHanbHbI knHoapxwe, byaanewt

KATAJTOT

ABsTOpbI-cocTaBuTeNM
Ekatepuna [erotb
KocMuH KoctuHac

Hasug Pudd

Pepaktop
AHHa 3anuesa

XyBoXKeCTBEHHbI
pedaktop
Makcum Cnusakos

[u3aitHepsl
Makcum Cnnsakos
Ekatepuna JlynaHoea

LlseTokoppekTop
[Omutpuia MNonos

ABsTOpbI TekcTOB
Oner ApoHcoH
Bopuc lpoiic
Ekatepuna [erotb
KocMuH KoctuHac
JIuneua Manban
Masen MNennepiTeiiH
[Hasug Pudd
Benegukr Cumop
Xy ®aH
Ketu Yyxpos
Xuro LLteitepnb

Mepeeogunku
Anekcein Mapagxa
LLlan MaccHep
Exatepuna [Jerotb
AnHa Jvukanetep
SHppto Mapkn
leopruit Megsepes
DHcnm Mopce
Makcum Hemuos
[Hasug Pudd
Makc CeppoH

KoppekTopbi

LLan MnaccHep (aHrnuiickuin)

Mapuna LLlanowHukosa

CMMIMNO3NYM

KoopauHarop
Kcenuna degoposa

Y4acTHukm
WHke ApHc
lain ben Hep
Kpuctnan don Boppuc
Actpug Bere
Outpux Ouaepvixcen
Anppeac 3ukMaHH
Anekceit NeH3uH
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A1 paj NpMBETCTBOBATH Y4aCTHWUKOB, OPraHM3aTOPOB U rocTelt |-it Ypanbckoit uHaycTpuansHoi Guen-
Hane COBpeMeHHOr O UCKYCCTBa.

CoBpeMeHHOe UCKYCCTBO ABNAETCA BAXKHEWLLMM 3/1EMEHTOM KynbTypbl, CNOCO6HLIM B Hanbonee aaek-
BaTHOI BpeMeHN hopMe OTpasuTh CrielndUKy M3HN CEeroAHALLIHEro poccuitckoro obuiectsa. Mpoekrt
6veHHane npeanaraet pelleH1e Of|HOM M3 HENPOCTbLIX 3a/la4 — CAeNaTh COBPEMEHHOE UCKYCCTBO AOCTYn-
HbIM ANA MOHMMaHWA He TONbKO Y3KOro NpodeccloHanbHoro coobuectsa, Ho 1 6onee LWMPOKOW ayauTo-
pumu B pernonax Poccum.

Mcnonk3sys B Ka4ecTBe OCHOBbI MMUXEBble XapaKTepUCTMKKU YPanbCKOro peroHa — ero NpoMbILL-
neHHoe 6oratcTBo, GreHHane NpM3BaHa HaCbITUTh CYLLIECTBYHOLLMIA KyTNbTYPHbI KOHTEKCT HOBbIMM aKTy-
anbHbIMK cMbicniamn. bonee 60 xyaoxHuKoB U3 |5 cTpaH MMpa NpeACTaBAT CBOV NPOV3BEAEHMA B paM-
Kax OCHOBHOFO U CReLnarbHbIX NPOeKToB GueHHane.

Hapetocs, 4To Ypanbckas MHAycTpuanbHan GueHHane 3aiiMeT JOCTOMHOE MECTO He TONLKO B pALy
KPYMHEMLIMX POCCUMIACKNX TBOPHYECKNX MPOEKTOB, HO U CPeAN OCHOBHbIX MEXAYHAPOAHbIX COObITMIA
COBPEMEHHOTrO UCKYCCTBa.

enato BceM yqacTHuKaM GreHHane NNoAoTBOPHOM paboTkl Ha 611aro pasBUTUA COBPEMEHHO BU3Y-
anbHoOM KynbTypbl Poccum, a rocTaM — HOBbIX APKUX BNEYaTieHuit.

Anekcanap Asgees,

MUHUCTP KynbTypbl Poccuitckoint Peaepauum

[oporue apysba!

Pas npueeTcTBOBaTL YHaCTHUKOB U rocTeit |-i Ypanbckoii MHAyCTpManbHON GueHHane coBpeMeH-
Horo uckyccrea!

DTOT KpYMHbIN MeXAYHaPOZAHbIN Xy[OXKECTBEHHbI NPOEKT BriepBble NpoBoAnTcA B EkatepuHbypre.
Hapetock, 4TO ero pesynsTaToM CTaHeT ykpenneHue nmnaxa CBepAnosckoi 06acTu He TOMbKO Kak
[AVHaMWUYHO pa3BUBaIOLLLErOCA MHAYCTPUANIBHOTO PErMOHa, HO U Kak LieHTpa COBPEMEHHOIO UCKYCCTBa.

CerofiHa, Koraa NepBooYepefHOI 3ajadYer ANA Halel CTpaHbl ABAAECTCA MOAEPHU3ALMA MPOU3-
BOACTBA U MHHOBALMOHHOE Pa3BUTME 3KOHOMUKU, COBPEMEHHOE UCKYCCTBO Kak chepa poxaeHus
HOBbIX, MPOPbIBHBIX MAENA MOXET CTaTh OJHUM M3 CMOCOGOB AOCTUXEHUA 3Tol Lenn. OpurnHans-
HOCTb U HeOoBbIYHOCTb Ypanbckon GueHHane cnocobHbl NpUBMEYb MONOAEXKD, HALEUTL e Ha BOC-
MPUATUE HOBbIX XYAOXECTBEHHbIX UAEN U BeYaTNeHUit, OTOpBaTh OT OObIAEHHOCTH, 3aCTaBUTL MbiC-
NIUTb NO-HOBOMY.

Ypanbckas uHAycTpUanbHas GueHHane COBpeMEHHOro UCKYCCTBA COEAMHAET [Be ypasbCcKue Tpaam-
LMM: MPOMBILLNIEHHYIO U XYZIOKECTBEHHYIO. YBEpPeH, YTO UMEHHO KyNbTypHble MPOEKTbl CTaHyT AnA
CBepanoBckoit 06nacT TOUKOM MPUTAXKEHUA MUPOBOrO MPOdeccUOHaIbHOro apT-cooblyecTsa U
LLIMPOKOW 3pUTenbcKoit ayautopun. Popmat GoMbLIOro KyfbTYpPHOrO MPOEKTa MO3BOIUT TaKxKe OCy-
LLLeCTBUTb CUCTEMHbIE PaGOThI MO CIAHUIO CTPATErMYECKM BaXKHbIX [J1A PErMOHa HanpaBneHunii — Npo-
MbILLSIEHHOCTU 1 apT-NPaKTHK.

VIMeHHO nosToMy Mbl yaensieM 60nblLuoe BHAMaHME Ka4eCTBY U YPOBHIO OpraHM3aLmm 3TOro opuru-
HaNbHOTO KyNbTYPHOrO MeponpuATUA. BueHHane npoizeT Ha KpynHbIX AelCTBYIOWMUX NPOMbILLIEH-
HbIX MPeANpUATUAX FOpoAa C MNpuBReveHMeM obpasoBaTesbHbIX, KyNbTypHbIX U GU3HeC-CTPyKTyp
ExatepuH6ypra u Ceepanosckoit obnactu.

Xenato yqacTHuKaM, opraHu3atopaM 1 roctamM Gpopyma COBpPEMEHHOTO MCKYCCTBA HOBbIX MHTEPECHbIX

PYC TlpueetctBua



| am delighted to welcome the participants, organizers, and guests of the | Ural Industrial Biennial of
Contemporary Art.

Contemporary art is an extremely important part of our culture; one that can reflect specific
aspects of modern everyday Russian life in the form best suited to the times. The Biennial undertakes
to provide a solution to the difficult task of making contemporary art accessible to both its narrow
professional network and the wider public across Russia’s regions.

In basing it around the rich industrial image that characterizes the Urals, we call upon the Biennial
to add new, relevant meaning to the existing cultural context. More than 60 artists from |5 countries
will show their works as part of the Biennial’s main and special projects.

| hope the Ural Industrial Biennial will be worthy of a place both as one of Russia’s main cultural
projects and as a key event in the international contemporary art calendar.

| wish everyone participating in the Biennial success, as they work towards the development of
contemporary Russian visual culture, and | hope it will leave a vivid, new impression on its guests.

Alexander Avdeeyv,

Minister of Culture of the Russian Federation

Dear friends,

| am pleased to welcome the participants and guests of the I Ural Industrial Biennial of
Contemporary Art.

This is the first time that this major international artistic event has taken place in Ekaterinburg.
| hope it will serve to strengthen the image of the Sverdlovsk region not only as a dynamically
developing industrial region, but also as a center for contemporary art.

Today, when modernizing production and innovation in economic development are our country’s
foremost priority, contemporary art, as a birthplace for new, breakthrough ideas can be one way of
reaching that goal. The Ural Biennial’s originality and singularity can attract young people, direct
them towards new artistic ideas and interpretations, deliver them from banality and enable them to
think in a new way.

The Ural Industrial Biennial of Contemporary Art combines two traditions of the Urals: that of
industry and that of art. | am sure that cultural projects will attract the international professional art
community and a broad sector of the public to the Sverdlovsk region. The format of a large cultural
project also allows us to realize our systemic work and merge two fields that are strategically
important to the region: industry and art.

Itis for that very reason that we are devoting significant attention to the quality and organizational
standards of this original cultural event. The Biennial will take place in the city’s main active industrial
enterprises, with the involvement of Ekaterinburg’s and the Sverdlovsk region’s educational, cultural,
and business structures.

| wish the participants, organizers, and guests of this contemporary art forum, new and interesting
ideas, their successful realization, and the broad use of creative innovations to benefit the Urals and
Russia.

Alexander Misharin,

Governor of the Sverdlovsk Region
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uaein, yaa4Horo BOMIOLLEHUA U LUIMPOKOTO UCMONb30BaHUA TBOPYECKUX MHHOBALWA Ha 6naro Ypana u
Poccun!
Anekcanap MuwapuH,

ry6epratop Ceepanosckoit obnactu

CoBpeMeHHbI1 KpeaTUBHbIN FOPOA, KakUM cTpeMuTcA GbiTb EkaTepuHBypr, TpebyeT BbICOKOM MAOTHO-
CTU 1 pasHoO6pasus KyNbTypHOI cpefbl. Pa3BuTne MecTHOW ropoAcKoil KynbTypbl HAMPAMYIO CBA3aHO
C MOABNEHNEM HOBbIX Xy/ZJOXKECTBEHHbIX MPOCTPaHCTB, Ky/bTYPHbIX TOUYEK, CIOCOBHbIX MPUHATBL U aKKY-
MySNMpOBaTb MHHOBALIMOHHOE U SKCMepUMeHTanbHoe. |-a Ypanbckas ungyctpuanbHas 6ueHHane, 6esy-
CNOBHO, ABNAETCA TaKUM NMPOEKTOM U BaXKHOW BeXOit B pa3suTumu EkatepuHbypra Kak LeHTpa nputsxe-
HUA KyNbTYPHbIX MPOEKTOB Ha KapTe CTPaHbl.

BrnaBneHne coBpeMeHHOro MCKYCCTBa B >KWU3Hb CTapbiX M [EACTBYIOLMX YPasbCKUX 3aBOAOB U
$abpuk NO3BONUT NEPEOCMbIC/IUTL 06pa3 ropoAa Kak MHAYCTPUANIbHOIO LiIeHTPa U NO3ULIMOHUPOBAThL
€ro He TONIbKO Kak MHHOBALIMOHHbIN PUHAHCOBO-MPOMBILLEHHbIN LIEHTP, HO U Kak ropoj, 60MbLInX
KyfbTYPHbIX NMPOEKTOB, Fe COBPEMEHHOE UCKYCCTBO CTaHET MOLLHENLIEN JUCKYCCUOHHOM nnatdop-
MOW, HaMeYatoLLel NepCrneKTUBbI Pa3BUTUA TEPPUTOPUN.

BueHHane — 3To BCEMUPHBI CMOTP HOBEMLLIMX JOCTUXXEHMUI B UCKYCCTBE, KOTOPOE Npe/JiaraeT cBoe
BMZEHWE aKTyasbHbIX NpobneM u 3agay, cToAlmMxX nepes obliecTsoM. VIMEHHO 3TU XyAOXKECTBEHHbIE
3KCMEPUMEHTbI CO3/at0T UMMYSbChl PA3BUTUA BO BCEX OBNACTAX YENIOBEYECKOM JeATENbHOCTU.

BueHHane peluaeT He TONMbKO XyAOXKECTBEHHbIE 3a/]a4/ U BOMPOChI MPUBJIEHEHUA BHUMAHUA K rOpoy 1
Ypany B LiefloM — MpOEKT HalleNleH TaKXKe Ha peLlieHne BHYTPEHHMX 3a/aY, HerocpeACcTBeHHyto paboTy ¢
KPYMHbIMWA W MasnbIMU MPOWU3BOACTBEHHLIMU MPEANPUATUAMM, NApPTHEPCKOE 3aMHTEPECOBAHHOE yvacTue
KOTOPbIX AB/IAETCA HEOTbEMIIEMbIM YCIIOBMEM YCMELLHOM peanusaumumn Ypanbckoit 6ueHHane. M umMeHHo B
ExatepuHGypre Takoe N1040TBOPHOE B3aMMOAEMCTBIUE MOXKET CTaTb MEPCMEKTUBHBIM U AONTOCPOUHBIM.

MckpeHHe xenato ycnexa opraHu3aTopam v y4acTHUKaM NpoekTa.

Apkaawnin Hepreukui,

rnaea Exatepunbypra

Paseutne coBpeMeHHOro nckyccTea, GOpMUPOBaHME YCTOMHMBOrO MHTEpeca K 3ToM 061acTu KybTypbl
8 Poccun u ctuMynmpoBaHmne passuTua ee pervoHanbHOM MHGPACTPYKTYpbl ABAIOTCA NMPUOPUTETOM
feATenbHOCTM [OCYAapCTBEHHOrO LiIeHTPa COBPEMEHHOro UCKyccTBa. M03TOMYy Hall LieHTp BbicTynaeT
y4peauTenem u opraHusatopom |- Ypanbckoi uHAycTpuanbHom 61ueHHane coBpeMeHHOro NCKycCTea.

MpoBeaeHve GueHHane, TpUeHHaNe U APYruX KpyMnHbIX CMOTPOB HOBOFO UCKYCCTBA HE B CTONTUYHbIX
LieHTpax 3apeKoMeH/0oBasNo cebs Kak onH U3 Hanbonee 3PpPeKTUBHBIX CMOCOGOB 3HAKOMCTBA LLMPO-
KO ayIMTOPUM C aKTyaslbHbIMU XyZ[OXECTBEHHbIMU TEHAEHLMAMU M npakTUkamu. OJHOBPEMEHHO 3TH
cobbITUA CNOCOBCTBYIOT YKPEM/IEHWIO MPECcTUXa PEerMoHOB B KayecTBe LIEHTPOB MHHOBALIMOHHBIX U
TBOPYECKUX MHWULMATMB U B CTPaHe, U Ha MeXAyHapOAHOM yPOBHe.

CoBpeMeHHOe UCKYCCTBO MOCTENEHHO MOKWAAET 3a/ibl TPAAULIMOHHbIX My3eeB U OCBaUBAET asbTep-
HaTWBHblE MPOCTPAHCTBA. DTa MUPOBasA TEHAEHLMA YCMELHO Pa3BMBAETCA HA MOCKOBCKOM TEPPUTOPUM,
rae GpyHKLMOHMPYIOT nonynsapHble nnolagku — LleHTp coBpemerHoro nckycctsa BUH3ABO/, Lientp
TBopyeckux uHayctpuit «IMROEKT_FABRMKAY», LleHTp coBpeMeHHoW KynbTypbl «lapaxy, LieHTp

nuzaiina ARTPLAY Ha fAlyse, IHcTuTyT Meauna, apxutekTypbi 1 AnsaitHa «CTpenka» v ap.

PYC TlpueetctBua



The kind of creative contemporary city Ekaterinburg strives to be requires a highly dense and diverse
cultural milieu. Developing a local urban culture is inextricably linked with the creation of new artistic
spaces — focal points capable of accepting and accumulating innovative and experimental culture. The |
Ural Industrial Biennial is unquestionably such a project and, at that, an important milestone in
Ekaterinburg’s growth, putting it on the Russian map as a center attracting cultural projects.

Fusing contemporary art with the life of both old and active Ural factories and plants allows us to
rethink the city’s image as an industrial center and position it as both an innovative financial and
industrial center and a city for large-scale cultural projects, where contemporary art will become a
potent discussion platform for projecting development in the area.

The Biennial is an international show of the latest in art as it presents its vision of issues and goals
currently facing society. And it is these artistic experiments that will set the impulses for development
in all spheres of human activity.

The Biennial does more than enable us to shine a spotlight on Ekaterinburg and the Urals as a
whole: The project also aims to provide structural solutions and to work closely with both large and
small industrial companies, Their participation as full partners in the Ural Biennial is an intrinsic
condition for its success. And Ekaterinburg is a place where such effective cooperation offers long-
term promise.

| wish the Biennial’s organizers and participants the utmost success.

Arkady Chernetsky,

Mayor of Ekaterinburg

The priorities of the National Center for Contemporary Arts is to develop contemporary art, create
sustained interest in it as part of Russian culture, and stimulate the development of its regional
infrastructure. Our center has founded and organized the Ural Industrial Biennial of Contemporary
Art for this very reason.

Holding biennials, triennials, and other major contemporary art exhibitions outside the two
capitals was clearly one of the most effective ways to acquaint the wider public with the latest artistic
trends and practices. Events such as these simultaneously strengthen the prestige of the regions as
home to innovative and creative initiatives both domestically and internationally.

Contemporary art is gradually leaving the traditional museum hall and learning to use alternative
spaces. This international trend is developing successfully in Moscow, home to popular venues such
as the WINZAVOD Center for Contemporary Art, PROEKT_FABRIKA Center for the Creative
Industries, the Garage Center for Contemporary Culture, the Artplay Design Center, and the
Strelka Institute for Architecture, Media, and Design.

Since Ekaterinburg and the Urals as a whole make up Russia's most prominent industrial center, it
is only natural that an industrial biennial should be held here. Its factory, plant, and typography
premises that contemporary art is learning to use are uniquely suitable for this project’s success and
provide a strong platform for cultural development in the region.

The Ural Biennial is extremely important because it is the first contemporary art venture on such a
scale in Russia’s regions. It aims to demonstrate the potential for dialogue between industry and art,
for cultural and industrial resources, and to become a reference point for the fruitful development of

contemporary visual culture in Russia’s primary centers in future. The Biennial’s exhibitions provide
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ExatepuHOypr 1 Ypan B LefioM — 37O KpyMNHeWNLLIMit NpOMbILLIEHHbIV LieHTp Poccun, 1 BnonHe 3akoHo-
MEpPHO, YTO UHAYCTpUanbHas GueHHane NPOBOAMTCA UMEHHO 37ech. [loMelleHunsa 3aBogos, ¢abpuk,
TUnorpaduin, KOTOpble OCBaUBAIOTCA COBPEMEHHBIM UCKYCCTBOM, KaK Henb3s Ny'lle NoAXOAAT ANA pea-
NIU3aLMK 3TOTO MPOEKTa U NPeACTaBAAIOT MOLLHYIO NNaTpOpMy AnA Pa3BUTUA KyNbTYPHOM CUTyaLuu B
pernone.

Ypanbckas 6ueHHane YpesBbIi4aiHO BaXKHA MMEHHO MOTOMY, YTO ABNAETCA NEPBbIM MPOEKTOM COBpe-
MEHHOrO MCKyCCTBa Takoro Maclutaba B pernoHax Poccun. OHa npusBaHa nokasatb NoTeHUuan guanora
WHAYCTPUM U UCKYCCTBA, KYSbTYPHbIX M MPOMBILLIEHHbIX PECYPCOB, CTaTb TOYKOW OTCHeTa AN AanbHel-
LIero NpoAyKTUBHOrO PasBUTUA COBPEMEHHOW BU3yanbHOM KynbTypbl B OCHOBHbIX LIEHTPax Haluei
cTpaHbl. BbicTaBkn 6ueHHane npeAcTaBnaloT HOBble OPMbI TBOPHECKOrO OCMbIC/IEHUA MOCTUHAYCTPU-
aNIbHOW 3MOXM.

JTto6o11 KpynHbI TBOPYECKUI1 MPOEKT B PpErMOHe — 3TO aMBULIMO3HOE U BeCbMa 3Ha4YMMOe cobbiThe ¢
LUIMPOKMM CMeKTPOM 3ajad, Tpebytolliee akTUBHOWM KOHCONUAALIMMU MECTHOTO coOobLLIeCTBa U BIACTHbIX
CTPYKTYP.

MbI HageeMca, YTo |-7 Ypanbckas uHAycTpuanbHas GueHHane CoBpeMeHHOro UCKyccTea B 0603pvMoM
GyAyLLEeM CMOXET CTaTb BaXKHbIM U y3HaBaeMbIM cobbITHeM He Tonbko B Poccuu, HO 1 3a pybexoM, 1 co
BPEMeHeM 3aiiMeT CBOe MeCTO B OJHOM pAfy C KPYMHENLLUMMU MEXAYHapOAHbIMU decTuBanaMu u ¢popy-
MaM1 HOBOTO UCKYCCTBA, NpUBIeKas Ha Ypan creuuancToB 1 LUMPOKYHO ayAUTOPUIO CO BCErO MUpa.

Muxann MusanuH,

reHepankHsIi AvpekTop locyapcTBeHHOrO LieHTpa COBPEMEHHOrO UCKYCCTBa

MHpaycTpuanbHas 6MeHHane — MHHOBALMOHHBIN OPMaT A8 POCCUICKOrO UCKYCCTBA. XOTA XyAoX-
HUKM BCEro MMpa AAaBHO OCBaWMBAIOT CTapble MPOMbILLEHHbIE MPOCTPAHCTBA, UMEHHO 34eChb B MPO-
rPaMMHOM pexuMe OyfeT OCyLIeCTBNATLCA B3aUMOZENCTBME UCKYCCTBA C AeiCTBYIOLLMMU NPOU3BOA-
CTBEHHbIMW NpeAnpuATUAMU. MoABNeHe GUeHHaNe — CBUAETENbCTBO TOrO, YTO FOPOJA roToB K 60osib-
MM NpOeKTaM, a YpaNibCKuit perMoH MMeeT BO3MOXHOCTb MPOEKTUPOBATh CBOE MPEeACTaBfieHne O
COBPEMEHHOM UCKYCCTBE U €ro pOJIN B MEHAIOLLLEMCA MUPeE.

YPpanbcknuM XyZl0o)KHUKaM AaBHO CTano TECHO B MPOCTPaHCTBE TPaJULMOHHOrO Myses. B coBeTckue
roabl Ekatepunbypr 6bin M3BecTeH npexze BCEro CBOWM KCYpOBbIM CTUNEMY, a 3aT€M YHUKanbHOWM
LIKONOM KoHLUenTyanusMa. «MalunHHOe» U XyAOoKeCTBEHHOe MPOWM3BOACTBO BCErga LW Ha Ypane
pyka o6 pyky. OgHako B |990-e rogel EkatepuHOypr Bbilen B aBaHraps Xy[oXXeCTBeHHOM XXU3HU G6na-
roAapsA CBOWM afibTEPHATUBHbIM MPaKTUKaM, KOTOPble Nerko nepecekany rpaHuLbl MeXAy MeMHCTpu-
MOM 1 aHzleprpayHaoM. lopockoii naHAWwadT 3aTArMBaeT — BCE CAMOE MHTEPECHOE NMPOUCXOANIIO Ha
ynuuax GbIBLIEro 3aKpbITOro ropofa-3aBoja, npobneMaTMsmnpys caMo ero CyllecTso, nepepopMaru-
Pys MOCTOAHHO MEHAIOLL|eeCs FOPOLCKOE NMPOCTPAHCTBO.

[MaBHas Halua Lenb B 3TOM KOHTEKCTe — NoMecTUTb EKaTepuHOYpr Ha KapTy MUPOBOI Xy0XKeCTBEH-
HOW >KM3HM Yepe3s aHanu3 KayecTB MecTa M (HOPMaTOB MHAYCTPUANbHOCTU, CBOWCTBEHHBIX UMEHHO
3TOMy ropogy u peruoHy. buennane ssnsetca npogomxeHneM nporpammbl Ekatepunbyprekoro dunm-
ana MocyapcTBEHHOTO LieHTpa COBPEMEHHOMO UCKYCCTBA «YpasibCK1e 3aBO/bl: MHAYCTPUM CMbICTIOBY
¥ NpU3BaHa NpUAATb MOLLHBIN UMMY/bC Pa3BUTUIO Ky/IbTYPHOM CUTyalMK ropoja, nayLwmii 6yksanbHo
U3 ero MHAYCTpUanbHoro «Hytpa». CoBpeMeHHOe UCKYCCTBO, MOMELLEHHOE B 3aBOACKOM KOHTEKCT,

MPU3BAHO HE BbITECHUTb MHAYCTPUANIbHOCTb, 3 NEPEOCMbIC/IUTL €€ 3HAYMMOCTb B KOHTEKCTE ropoja un
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new ways for the post-industrial era to be imagined creatively.

Any prominent regional artistic project is an ambitious and highly significant event with a broad
spectrum of goals requiring that local society and governmental apparatuses be actively brought
together.

We hope that the Ural Industrial Biennial of Contemporary Art will become an important and
recognizable event both in Russia and abroad in the foreseeable future, and that with time it will take
its place alongside the most significant international festivals and forums of contemporary art,
attracting specialists and the wider public from all over the world.

Mikhail Mindlin,

General Director, National Center for Contemporary Arts

The format of the industrial biennial is innovative for Russian art. Although artists from all over the
world have been making use of old industrial spaces for many years, here art and active industrial
enterprises will interact on a daily basis. The creation of the Biennial is a sign that the city is ready for
large-scale ventures and that the Ural region is able to demonstrate how it sees contemporary art
and its role in a changing world.

Traditional museum space became stifling for artists of the Urals long ago. In the Soviet period,
Ekaterinburg was best known for its ‘severe style’ and later for a unique Conceptualist school. The
‘Machine’ and artistic production have always gone hand in hand in the Urals. It was, however,
alternative practices that brought Ekaterinburg to the forefront of artistic life in the 1990s, easily
straddling the boundaries between the mainstream and underground. Its cityscape is engrossing — all
the most interesting things happened on the streets of a formerly closed factory-city, problematizing
its very existence and reformatting a constantly changing cityspace.

Our main goal in this context is to put Ekaterinburg on the international artistic map by analyzing the
qualities of industrial locations and formats specific to this city and region. The Biennial is a continuation of
the National Center of Contemporary Arts’ Ekaterinburg branch program, Ural Factories: Industries of
Meaning and aims to provide a strong impulse for the city’s cultural development — one coming literally
from its industrial “interior.” When placed in the context of a factory, contemporary art is required not to
supplant industry, but to rethink its significance in the context of a region that straddles the border
between the industrial and the post-industrial. This Biennial puts contemporary art to the forefront as a
way of thinking that can activate our industrial legacy and make it visible and meaningful in Ekaterinburg’s
cultural space.

A biennial involves the labor of a large number of specialists, but an industrial biennial involves, most of
all, the labor of enthusiasts. | would thus like to offer my sincere thanks to the curatorial team: Cosmin
Costinas, Ekaterina Degot, and David Riff, who devised the concept for Shockworkers of the Mobile Image,
and all of our partners, colleagues, and friends who helped to make this project possible.

Alisa Prudnikova,

Commissioner, |*t Ural Industrial Biennial of Contemporary Art
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pervoHa, 6anaHcupylollero Ha rpaHule WHAYCTPUANbHOTO W MOCTUHAYCTpUanbHoro. bueHnHane
BbIABMraeT Ha MepBblil MIaH COBPEMEHHOE UCKYCCTBO B KadecTBe obpasa MbiluneHus, cnocobHoro
aKTUBM3MPOBATb CMbIC/Ibl UHAYCTPUASILHOTO HACNeAuUs, CAeNaTh UX BUAUMBIMU U 3HAYUMBIMU B KyJib-
TYPHOM NMPOCTPaHCTBE ropoza.

BuenHane — 310 Tpya 6onblIOro KONMYECTBa CMELMannCTOB, a MHAYCTpUanbHan GueHHane — 3To
npexze BCero TpyA HTy3nacToB. [1oaToMy s 6bl xOoTena uckpeHHe nobnarofapute KOMaHAy Kyparto-
pos — ExatepuHy [erotb, KocMuna Koctuhaca u [asuga Pucdda — aBTopos KoHuenumu «YaapHUKoOB
MOGUMbHBIX 06pa3soBy, BCeX MapTHEpOB, COPaTHUKOB U Apy3ei, Gnarofaps KOTOPbIM MPOEKT CTan
BO3MOXEH.

Anuca lNpyaHvkoea,

KoMuccap -1 Ypanbckoit MHAycTpuanbHoi GrueHHane COBpeMeHHOro UCKycCTBa
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Ekatepuna [lerots, Kocmnn Koctunac, Jasua Pudpd
YnapHuKkn MobunbHbix o6pasos

DTOT TeKCT Obin co3AaH yAapHbIM TPYAOM, KaK 1 BcA GueHHane. ABTopbl 6oMbap-
AVPOBanu Apyr Apyra uaeaMu, TEKCT pa3pactasca U MyTUPOBa C KaXKAblM HOBbIM
MacoMm oT napTHepa K naptHepy. OAWH aBTOP BbICTYNasn ¢ NpeAnoXeHUeM, Apyrom
MrHOBEHHO MepeBOANI, MPOBEPAA TEKCT HA TOYHOCTb, MONEMU3UPYA U YTOUHASA, 32
3TUM cnefoBan obpaTHbIN NepeBo C HOBbIMU YTOYHEHUAMM, 3aTeM B3BELUEHHbIE,
KPUTUYECKME U CTpaTernvyeckne 3aMevaHus TpeTbero COaBTOPa, KOTOPbIN Nepenu-
CbIBas TEKCT 3aHOBO, 1 Tak ganee. CTo MelSIOB B IeHb — 3TO He MpeyBesIMYeHme.

HamM BceM, pasyMeeTcs, HPaBUTCA 3TO, U Mbl, KOHEYHO XK€, CTaXaHOBLbI. «Yaap-
HUKM MOBUNBHBIX 06pa3oB» — poMaHTMYeckoe HaseaHue. Moutn kak «Vckatenm
yTpadeHHoro Koe4eray. 3abaBHas 1 6esonacHas (Tenepb) coBeTckas ppaseonorus
BKyNne C MOJHbIM KypaTOPCKMM TeXHWULu3MoM. MHoro paboTaTb — eAMHCTBEHHbIN
coumanbHO NpueMsieMblit 06pas KU3HW.

Ho KTo OHU, 3T yAapHUKU, OCO3HAIOT MK OHM CMbICT CBOErO TPyZa U TO, K KakuM
pesynbTaTaM oH npueeaet! bory unm MaMoHe Mbl CITyXXMM, FOTOBA He NOKaAas pyk
nepeyto GrueHHane coBpeMeHHOro uckycctea Ans Ekatepunbypra, ga ewe v uHay-
cTpuanbHyto! Mbl He BOJIHe yBEPEHbI B OTBETE.

Moxoxe, TaM, rae NaxHeT AeHbraMu, paHO UMK MNO3HO MOABIIAETCA COBPEMEH-
Hoe uckyccTso. beislumnit Ceepanoeck, Korga-To KonbiGenb COBETCKON MOAEPHU-
3alMK, a HbiHe y3/10BaA CTaHLUMA CbIpb€BOM 3KOHOMUKM HoeoW Poccumn n Mecto
aKKyMynaLumMu KanuTana, nocse/joBaBLUei 3a LLIOKOBOI NpuBaTU3aLmeil, CTpPacTHO
XaxgeT 3abbITb cBOe npolunoe U nsobpectn Hosoe Byayliee. 3gech noAAM
CHATCA olesioMnAtoLMe GUHAHCOBbIE MEPCNEKTUBbLI COTPYAHUYECTBA CO CTPaHAMM
BPUK, a npobyxaeHne 6pocaeT nx NpAMO B OMYT TAXKKUX IKOHOMUYECKUX peanuit
«KanuTanusMa katactpody». Ho oHM 3ackinatoT U CHOBa BUAAT CHbl. 34ecCb yxe
CTOMUT, XOTb U MyCTyeT NOKa, M’MraHTCKMi opucHbln Hebockpeb a-na [ybait; 3pech
eCTb OYeHb 3aMeTHble HOBble XpaMbl U HeBMAWUMble paboyne-MUrpaHTbl, aBTOMO-
GunbHble NPOBKM U OrpOMHble TOProBble LIEHTPbI; 3€Cb MHOFOYUC/IEHHbIE KOH-
CTPYKTUBUCTCKME 3/AaHUA MOKPbIBAOTCA KOPKOM peKNaMbl HEABMXKUMOCTU WUNU
3alLUMBAtOTCA B MIACTUK; 3[€Cb TPYAOBbIE pe3epBbl B MACCOBOM NOpAAKe Nepeopu-
EHTUPYIOTCA Ha CEPBUCHbIE UHAYCTPUM, @ OT CEPBUCHOW UHAYCTPUM NPAMOI NyTb K
«KpeaTuBHOWY. [lake >xenaHMe yKpacuTb» OCTaHOB/EHHbIE 3aBO/bl NpoU3Bese-
HUAMU UCKYCCTBA — BCE 3TO NMPUMETbI APOCTHOrO >eNaHWA 3abbITbcA BO CHe HOBOM
«KpeaTUBHOW S3KOHOMMUKMY.

CoBpeMeHHOE UCKYCCTBO, KaKUM €ro TYT 3HAlOT U3 TEIEBU3UOHHbIX Nepefay u
XYPHaJsIoB, AOJKHO CNyXWTb npoLeccy popMMpoBaHMA HOBOro obljecTa. TO
Naponb, KOTOPbIA MO3BONAET NPEACTABUTENIAM HOBbIX 3JIAT JIEFKO Y3HaTb ApYyr
apyra. OHo cospfaeT cBepKatowmii dacaj U OnpaBAbIBaeT KCOBPEMEHHOCTbIOY
HaCUNbCTBEHHbIE NMPOLECChl, OHO NepeKoBbIBaeT U nepecdOpMOBbIBAET JIMHHOCTb
COrNacHO HOBOMY MOPasnbHOMY KOAEKCY, PEKPYTUPYA CBOM CTpaTernvyeckue Kazapbl
U3 pBYLLMXCA BBEPX HU30B cpeAHero knacca. CnocobHo fin oHo BoobLue Ha 6osb-
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Cosmin Costinas, Ekaterina Degot, David Riff
Shockworkers of the Mobile Image

Shockwork is what made this text, and indeed this biennial. It was an intense col-
laboration of translations transmitted back and forth, the text accumulating and
mutating every time it was remade. One author came forth with a proposal,
another translated it immediately, arguing over some points and clarifying others.
The third co-author chimed in with more strategic suggestions, and rewrote the
whole thing again. And so on. One hundred emails a day is not an exaggeration.

Of course, we wouldn’t be here if we didn’t like it, if we weren’t as eager as
Stakhanovites. Shockworkers of the Mobile Image. It sounds a little romantic, like
Raiders of the Lost Arc, or maybe just a combination of strange and (now) harm-
less Soviet phraseology and curatorial jargon that says “Work hard: It’s the only
socially acceptable way of life.” But who are they really, these shockworkers?
What does their work mean? Where does it lead? Are we serving god or mam-
mon by working so hard to make the first biennial of contemporary art in Ekater-
inburg, an “industrial” biennial, no less?

The answer isn’t obvious. Though it seems the smell of money sooner or later
attracts contemporary art. The city formerly known as Sverdlovsk, once the cra-
dle of Soviet industrialization, has now become a hub of Russia’s new resource
economy, a site of accumulation following an era of shock privatization. It ambi-
tiously wants to forget its past and invent a new future. Here, people dream with
BRICs, and wake up to the harsh economic realities of “disaster capitalism,” and
then dream again. There is a huge Dubai-esque skyscraper across the street, as
yet empty; there are eye-catching new churches and invisible migrant workers;
there are traffic jams and there are megamalls; constructivist buildings are plas-
tered over with real estate advertising or encased in plastic siding, as the indus-
trial workforce is reoriented toward the service sector en masse. From industry
to services to creative industries. Even the urge to give life back to the abandoned
factories of the region with contemporary art bespeaks of the desire to jump
headlong into the dream of the “creative” economy. Famous from TV and glossy
magazines, contemporary art is supposed to serve the goal of giving this society
its new form. It is the new order’s slick coat of arms. It is a commaodity in the
transfers of symbolic capital that assures mutual recognition between the mem-
bers of the new elite. It creates a glittering facade and a distraction. It re-educates,
indoctrinates and subtly but deeply affects the very core of how a society is meant
to function. It forms the subjectivity and agency of its strategic cadres, recruited
from the upwardly mobile lower middle class. Can a biennial ever be more than a
prestigious spectacle for the rich, cheap enough for the poor?

Of course, art is (still) a propaganda machine, and its biennials are temporary
agitprop factories. But strangely enough, these factories are empty, save the audi-
ence. Like in the real economy, most of the actual work in contemporary art is
outsourced; it takes place in advance, (less often) in studios, living rooms, cafes,
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Lee, HeXesNn BbITb OJHOBPEMEHHO MPECTMXHbIM 3peninLLeM Ans GoraTbix U geLue-
BbIM Ana 6eHbIx?

KoHeuHo, UcKyccTBO — 3TO MO-NpeXHeMy MalluHa nporaraHAbl, GueHHane — spe-
MeHHas ¢pabpuka arutnpona. Ho, cTpaHHbIM 06pa3oM, pabpuku CTOAT MyCTbIMU, pa-
6GOTHMKOB Ha HUX HeT — ToNbKO 3puTenn. Kak 1 B peanbHoi 3KOHOMUKE, MPOU3BOA-
CTBOMCKYCCTBA B OCHOBHOM MepeflaHO Ha ayTCOPCUHI; OHO MPOUCXOAUT 3apaHee, B
MacTepcKMX (He TaK 4acTo), KBapTUpax v Kade, adponopTax U caMoneTax, BAanm ot
MecTa, rje pa3BepHETCA CreKTak/b. TaM XyAOXHWKM, KypaTopbl U Liefias apMua UX ac-
CUCTEHTOB, MPOAAKLLEH-MEHEe)KEPOB, PeJaKTOPOB, NEPEBOAYMKOB U BOJIOHTEPOB
THET CNWHY A€HHO W HOLLIHO, CO3/jaBas obpasbl U NpeAMeTbI, paccbinas Meinbl u SMS,
He Moknazas pyK 1 He Noknaas TeUTTepa U eicbyka. DTO yxe He NPOCTO KOMMYHM-
KaLuma — 3TO TAXKUI TpyA. BoznoxeHHbIi Ha cebs no ybexxaeHuto, B KadecTse obpasa
XKM3HW, OH HaMOMWHAET MONIUTUYECKYO AeATeNlbHOCTb. HkoMy He Ao cHa. CeMbs Ha
nopaxeare. Pabo4uit AeHb HeHOpMUpOBaH. HeyanBUTENBEHO, YTO CEroAHALLHUX NPOU3-
BOZMTENe Ky/IbTYPHOro NpOAyKTa TaK JIerko npeAcTaBuTL cebe B 06pasax cBepxmnpo-
ZYKTVBHbIX COBETCKMX YAAPHUKOB.

B EkatepuHbypre TpyAHO He BUAETb 3TMX 06pa3oB. YnuLbl 3TOro ropoaa Harmo-
MUHAIOT KOHBeWepbl, a CMeCb 3HTy3uMasMa M MPUHY>XXAEHWA BrMCaHa B M3rmbsbl
KOHCTPYKTMBUCTCKOrO 37aHua Tunorpadumn «Ypanbckuit pabounity, rae npoii-
AeT BbicTaBka. MecTHas nereHja rnacuT, Y4TO >XUNOW KoMnnekc Ans paboTHMKOB
HKBZ 1 nx cemein («fopoaok yeknctory, 1929-1936) 6bin noctpoeH Tak, 4TOObI
B JIIOOYIO MUHYTY 3aMKHYTb Kape U MpeBpaTUTb ero B HEMPUCTYMHYIO KpPenocTb, a
noTaitHble TYHHeNM CBA3bIBAIOT ero ¢ Ntoboit Toukoit ropoaa. BosMoxHo, aTo MeTa-
¢dopa coLnanunsma, NOCTPOEHHOIO B OJHOW, OTAENbHO B3ATOMN CTPaHe, U CBA3AHHbIX
C HUM OMaCHOCTEW, He UCHE3HYBLUKX U cerofHs. HbiHellHMe poccuiickne No3yHrn —
MOBbILIEHNE HALMOHANBHON ropAocTU 6narogaps 3KOHOMMYECKOW caMopoCTa-
TOYHOCTU — MoOpasuTesibHO HanoMuHatoT obewyanus cranuHckoro CCCP. B Poc-
cumn BooblLe, a Ha Ypane B 0coOBeHHOCTM COBPEMEHHOE UCKYCCTBO YacTO CIYXMUT
MECTOM CTOJIb Xe YMNOPHOro, CKoNb U GecnsogHoro noucka «MAEHTUHHOCTUY U
KKOPHEN», B TO BPeMA KaK BE/IMKOE UHTEPHALIMOHANIMCTCKOE Hacneane KOMMYHM-
CTUYECKOM 3MOXU JIEXMUT HeBOoCTpeboBaHHbIM coBceM pagoM. O6pasbl reponye-
CKOrO yZapHU4ecTBa He MPOCTO COMyTCTBOBASIM COBETCKOM MHAYCTPUanusaumm —
OHV JOCTUINU AaNbHUX KOHLIOB 3€M/N U CTasIM A3bIKOM MHTEPHALMOHAIbHOMN COJM-
AapHoctu. CoBeTckan Moaenb dopamnsma bbina crnerka MsMeHeHHoW Konuei Moje-
neit Npou3BOACTBA B pa3BMTOM KanuTanusme. Ho Tenepb MMeHHO coBeTcKas Mojenb
Oblna pasopBaHa Ha pparMeHTbl M cobpaHa 3aHOBO B PYTrUX UAEOSIOrMHECKMUX KOH-
TekcTax. YacTb McTOpuyeckoro mMaTepuana, NpeACTaBIEHHOrO Ha BbICTaBKe, MOKa-
3bIBaeT, KaK JjasieKo NpOCTUPaNioCh 3TO BUAHME.

CerogHAWHWIA yaapHUK co3faeT Apyroii nopagok. CBepXnpoayKTUBHBbIA XyA0XK-
HUK U TMNepaKkTUBHbIN MPOMOYTEp — yXe He yAapHUK npouseogcTsa. OH unm oHa —
cTaxaHoBel, penpoaykuuu. Hac uHTpuryeT skcTpemanbHas penpoayLupyeMocTb
nckycctea cerogHsa. KynbTypa, pa3butas Ha KOpoTkue M nerko yceosieMble ¢par-
MEHTbI, KOMMUPYETCA HAXKaTUEM ABYX KJTaBULL KOMMbIOTEPA, BUPTYO3HO U MTHOBEHHO
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airports and airplanes far from the actual location. Somewhere out there, not
only artists and curators, but an army of technical directors, assistants, transla-
tors, editors and interns work day and night to produce all these pictures and
things, emailing, texting and twittering all the way to total Facebook oblivion. It is
not just networking, it is real work resembling political activity, undertaken on
the force of conviction, a total way of life. There is no sleep. The family is fully
involved. The workday is endless. Perhaps that is why it is so tempting to think of
today’s cultural producers through images of superproductive shockworkers,
Stakhanovites eagerly working night and day to build and operate the factories of
socialism.

A place like Ekaterinburg immediately evokes such images. Its streets are like
assembly lines, and a mixture of enthusiasm and coercion is written into the curves
of the constructivist exhibition venue, the Uralsky Rabochy (Ural Worker) Press.
Down the street, there is a seemingly utopian constructivist housing settlement
called The Village of Chekists, built for the employees of the NKVD and their fami-
lies from 1929 to 1936. Local legend has it that this complex was connected by tun-
nels to any place in the city, and that it could be sealed off and turned into an impen-
etrable fortress at will. A metaphor, perhaps, for socialism in one country, and its
dangers. Today’s slogans of a new Russia, heightened national pride thanks to eco-
nomic self-sufficiency, are strikingly reminiscent of promises made in the USSR
under Stalin. In Russia in general and in the Urals in particular, contemporary art is
often where the search for “identity” and “roots” takes place, a search to which
there is neither point nor end. No one wants to have anything to do with the leg-
acy of internationalism, even though it is almost always very close at hand. The
images of the heroic shockworker did not just accompany the industrialization of
the Urals; they had a global reach and became the language of internationalist soli-
darity. Just as the Soviet model of Fordism was an altered copy of the most
advanced industrial capitalism, so was the Soviet model brought elsewhere,
stripped, broken down, and reassembled in other ideological projects. Some of the
historical material in the exhibition shows this global reach.

Today’s shockworkers are working to build a very different order. The super-
productive artists and hyperactive promoters of today are Stakhanovites of
reproduction, not production. It is that reproducibility of art that we find particu-
larly intriguing. Cut up into short and easily digestible segments, culture today is
copy-pasted and reassembled at a virtuosic pace, consumed just as quickly as it is
made, more as a stimulus to go and produce another blog entry, another YouTube
post. Production is understood as endless contribution to a cycle of reproduction
and circulation of images and texts. Art is no longer a system in which a few tal-
ented people make unique objects for the rich few; art can now envision following
the logic of blockbusters and bestsellers, albeit very exclusive ones.

This exhibition, however, refuses to hide the fact that most of what it shows are
copies and reproductions. There are very few “originals.” The exhibition largely
consists of prints, video projections, and works made according to long distance
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cobupaetca cHoBa U NOTPebIAeTCA Tak e BbICTPO, B Ka4eCcTBe CTUMYNa AJ1A Hanu-
caHuA ovepeaHoOM 3anucu B 6riore, cbeMkn odepegHoro Bugeo ansa YouTube. [Npo-
M3BOACTBO — 3TO HAa CaMOM Aere BKNaj B LMK 6eckoHe4yHoro obpalieHus obpa-
30B M TeKCTOB. VICKycCTBO roTOBO OTKa3aTbCA OT CTaTyca CUCTEMbI, F4e HEMHOTUe
TanaHTMBbIE CO3JAIOT YHUKasbHble OOGBEKTbI A4S HEMHOTUX GOoraTtbiX; OHO YXe
npoOyeT pyKOBOACTBOBATHLCA TOMMKOM AOPOroro 6ecrcennepa Ans Macchbl.

OTa BbICTaBKa OTKa3bIBAETCA CKPbIBaTb TOT aKT, YTO OHa ABJIAETCA BbICTABKOW
KOMuii U penpofyKumit. Juwb oYeHb HEMHOTME NMPOU3BEAEHUA 3[eCb — OPUTrH-
Hanbl; BbICTaBKa COCTOMT MN1aBHbIM OOPa3oOM U3 TUPAXKHbIX MPUHTOB, BUAEOMNPOEK-
LM, PEKOHCTPYKLMI U paBoT, CO3/aHHbIX AUCTAHUMOHHO MO UHCTPYKLUAM aBTO-
poB. Xy[OXXeCTBEHHAA CUCTEMA NPOAOJIKAET HACTauBaTb Ha TOM, YTO TaKue penpo-
AYKUMW ABNAIOTCA OPUTMHANaMu; JOPOrue MaTepuanbl, pyKOTBOPHOCTb U MacTep-
cTBO (OBBIYHO IKCMPOMNPUMPOBaHHBIE Y NMOMYaHOHUMHbIX UCMONHUTENE), Ucnon-
HeHWe MO 3aKasy U B COOTBETCTBUM C KaTMOCPEPOI) KaKOro-TO KOHKPETHOrO
MecTa unu xxe goporas HD-TexHonorua npukpbiBatoT TOT aKT, YTO CTaTyC 3TOM
pPaboTbl — LMPKYNMpYoLLas penpoayKLus.

Mbl ke XOTUM MOCMOPUTbL C 3TUM U MOKa3aTb, YTO SKCTpeMasibHad MOGUNBbHOCTb
W penpoayuMpyeMocTb ABMAIOTCA HEOTbEMIEMbIMU YCITOBUAMU CyLLECTBOBAHUA
MCKYCCTBA CerofHs, U 6onee Toro — UMeHHO B 3TO 30He BO3MOXHbI MHTEIIEKTY-
aflbHOe MPOW3BOACTBO U NONUTUYECKas AeATeNnbHOCTb. BoT noyeMy Mbl cHabaunu
BCe NMPOW3BEAEHNA Ha BbICTaBKe NoApPObHLIM onucaHmeM cnocoba ux npovseoa-
CTBa. DTU 3aMeTKU JALOT XOTA Obl HEKOTOPOE NMPEeACTaB/IEHNE O TOM, Kak nepeaa-
toTCA 06pasbl, Kak OHU LIUPKYNIMPYIOT, U — B pAfe Clly4aeB — Kak KypaTopbl U NoTpe-
©uTenn MoryT o6oITH CyLLecTBYIOLLME OrpaHmyeHns. Ha BbicTaBke Ha OCHOBe 3TUX
JaHHbIX BbICTPOATCA MaTepualibl «HUTANbHM», KOTOpas pacnosioxXutca B Oyfke
KOHTpOsepa, HabnoJaloLero ¢ HEKOTOPOW BbICOThbI 32 paboToi Bcelt TMMorpa-
¢umn. OHu patoT NpescTaBneHre O TOM, KaK 3TOT NMPOLLECC PEryInpyeTCsa 3aKOHOM,
KypaTopaMu U CaMUMU XYAOXHWKAMU, Ha Kakue NpenaTCTBUA OH HaTaJIKMBAEeTCA U
KaK yCKOJIb3aeT OT TOTaJIbHOro KOHTposiA. JTormka penpoAyumMpoBaHus O3HavaeT,
4YTO 06pasbl NOCTOAHHO NEPEKOAUPYIOTCA, PETPAHC/IUPYIOTCA, 3aHOBO NPUCBanBa-
toTcA HoBbIMM NoTpebuTenamu. CeroHA 06pasbl KpafyT, BbIPbIBAIOT U3 KOHTEKCTA
1 NpucnocabnumearoT K CBOMM HY>KAaM, U HUKaKMe KOMUpaiiTbl, HUKakue Mepbl 6e3-
OMacHOCTM 3TOMY MOMeLlaTb He CMOCOBHbI. W y 3TUX BU3yasnbHbIX OLLMETKOB €CTb
CBOE Ka4ecTBo.

TpV KypaTOpCKUX FON0Ca, O4eHb Pa3Hble Xy[0KECTBEHHbIE BbICKa3bIBaHUA, BCTY-
natowme B guanor Apyr ¢ gpyroM. Konnaxu, pacnonoxeHHble B cepefuHe 3ToM
KHUIM, — ee e[MHCTBEHHble LBeTHble umntocTpaumn. Ecnm He cuutath cratym
JleHnHa, NOYTU NpUKPBLITON pa3poclumMMmuca GuKycamu, To 3To ObIIO NepBOE, YTO
Mbl YBU/ENN, KaK TONbKO BOLLIIM B 3aHue ObisLuelt Tunorpadpum. B 1990-e roael ee
paboyme yKpacunu cTeHbl TEMU CaMbIMU MaTepuasiaMu, KOTOpbIe NevaTanu, Coeau-
HUB U CMOHTMPOBAB UX Ha CBOM BKyC. Ha Kakoi-To MOMEHT HaM MoKa3asoch, YTO
3TW aHOHWMHbIE NPOU3BEAEHUA UCKYCCTBA Jiyylle U UHTEpecHee BCEro TOro, YTo
Mbl MOINIM Obl 3/l€Cb BbICTaBUTb, — U He MPOCTO MOTOMY, YTO fAip4e BOMJIOLLALOT
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instructions. Usually, the art system does its best to ensure such reproductions
enjoy the same symbolic status as originals used to hold in the era of unique art
objects and masterpieces, still insisting on expensive materials, “hand-made” skills
(usually expropriated from semi-anonymous collaborators), site specificity and
high definition, all meant to cover up the work’s circulatory nature.

We want to work against that tendency and to show that extreme mobility and
reproducibility are unalienable preconditions of art today, and more, that they are a
place where intellectual production and politics can be activated and upheld. One of
our strategies was to include extensive production notes for all the works in the
show. These notes give at least some insight into how images are transmitted, how
they circulate, and, in some cases, how curators and consumers can circumvent the
usual restrictions. They show the regulation of a process that cannot be controlled
long-term, the very logic of reproduction means that images are continually
recoded, retranslated, and reappropriated by their consumers. Today, images are
stolen, ripped, and reused, and no amount of copyright or security can ever prevent
it. And these rags of originals take on a quality of their own.

The exhibition’s three voices bring together contributions that are very differ-
ent yet still respond to one another piece by piece in a kind of collage. Collages
are also at the center of this book, and its only color illustrations. Aside from a
statue of Lenin, partly covered by rubber plants in a corner of the staircase, they
were literally the first thing we found when we entered the exhibition venue of
the defunct Ural Worker Press, where in the 1990s the workers had decorated
the walls with the materials they themselves printed. At some point, it seemed to
us that these anonymous collages were better than anything we could ever show,
and not just because they are vivid expressions of the idea of total reproducibil-
ity. To putit as simply as possible, they show what is perhaps most valuable about
the experience of 20* century socialism.

One often forgets that in theory the shockwork of socialist industrialization,
superproductive labor, supposedly voluntary, performed in a mixture of enthusi-
asm and coercion, was supposed to establish the conditions for the fundamental
redefinition of value as such; mechanization would create a social wealth of dis-
posable time to be used in self-education and self-enjoyment, for creativity, for
politics. The division between manual and intellectual labor would be eradicated.
Art would finally be a universal privilege and not one merely of some super-edu-
cated specialist stratum. Workers in all industries would ultimately have time to
see and make their work as art.

In the workers’ collages, you see that this goal is not just utopian. In fact, it was a
reality, one that unfolded in the 1960s and 1970s, as state socialism headed toward
stagnation and decline. In the city formerly known as Sverdlovsk, as in other major
cities of the USSR, Soviet Fordism created a working class, and it also created the
preconditions for proletarian education and proletarian social mobility. This sur-
plus of thinking, critically minded people in Sverdlovsk generated a lively cultural
underground in the city that had its heyday from the 1970s to the early 1990s.
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naero ToTasbHOW penpoAyKummn. [oBOpA MakCMManbHO MPOCTO — OHU ABMAIOT HaM
caMoe LieHHoe B OfbITe coluannsma XX Beka.

Hepegko 3abbiBatoT, 4TO B TEOPUM COBETCKOE YAAPHUYeCTBO (CBEPXMPOU3BOAU-
TeNbHbIN TpyA, 6yATO 661 AOOPOBONBHBINA, HO Ha caMOM Jene 6a3upoBaBLUMIACA Ha
CMecK 3HTY3MasMa U NpUHY>XAEHUA) AOMKHO GbINo co3aaTb ycnosua ana dyHaa-
MEHTaNbHOro NepecMoTpa BOMpoca o LieHHOCTAX. MexaHu3aums, Kak Obino NpUMHATO
AyMaTb, co3gacT obLecTBeHHOe AOCTOAHME B BUAE CBOOOAHOIO BpeMeHM, KoTopoe
MoXHO ByaeT ucnonb3oeaTtb ANA caMOOOpasoBaHWA, CAaMOAEATENIbHOCTU, HaCHaX-
ZEHUA XM3HbIO M MonuTUYeckoi aktneHocTn. CeBoboaHoe BpeMsa — MepUo UCTUH-
Horo GoratcTBa obujecTea — nepectaHeT ObITb yAenOM HeMHOruX; pasjeneHue
MEXAY PY4HbIM U UHTENNEKTYanbHbIM TPYAOM OyAeT YHUHTOXEHO; MCKYCCTBO CTaHeT
HaKoHeL, NpUBMUIIErneit KaxJoro, a He TONbKO CBEpXOOPa3OBaHHOrO KpyXKa cre-
umanucros. Paboure Bcex cneumanbHOCTEN HaKOHeL, O6peTyT BpeMa Ha TO, YTOObI
yBUAETb NPOU3BEAEHMA UCKYCCTBA M CO3/aTh CBOU COBCTBEHHbIE.

Konnaxu paboumx cBuaeTenbCTBYIOT O TOM, YTO 3Ta Liesib He Gbiia yTOnU4ecKkoil.
OHa ocylecTBMnack B peasibHOCTU — B 0COBeHHOCTM HavmHas ¢ |960-x n 1970-x,
Kora rocyfapCTBEHHbI COLMANM3M Hadyan KJOHWUTbCA K CTarHauuuM WU ynaaky.
B 6biBiem Ceepanoecke coBeTckuin popamnsM cosgan He Tonbko pabounii knacc,
HO 1 NPeANOCbITKN ANA AOCTMXKEHUA paboYNMUM BbICOKOM CTerneHn obpa3oBaHHO-
CTU U BbICOKOW coLmanbHoi MobunbHocT. OaHOBpPEeMEHHO C COBETCKOM MPOMbILL-
neHHoit 6asoi MoaepHu3aLmmn B CeepAnoBcke — Kak U B IPYrMX KPYMHbIX Fopogax
CCCP - BO3HMK NepensbbITOK MbICTALLMX, KPUTUHECKU HACTPOEHHBIX NIOAEeN, MHO-
rve U3 KOTOpbIX ObINK yHacTHMKaMU cBOBOAHOM XyaoxKecTBEHHOM cLeHbl | 970-x —
Havana 1990-x rogoe.

Mo>xeT nu 31O Hacneame, 3TOT OMbIT KPUTUYECKOTO UCMONb3OBaHNA CBOErO CBO-
6oaHOro BpeMeHu BbITh B3AT Ha BOOPYXeHWe B NMoBceHeBHOW 6opbbe ¢ HOBbIM
«KPEaTMBHbIM KarnmTasm3MoMy, C KyJbTypOI KMONOAOro MeHeKepa 1 An3aiHepay,
KoTopas npucBamBaeT cebe NO3yHrn cCaMOAeATeNIbHOCTU U TBOPHYECTBA U MTHOBEHHO
HeWTpanmsyet NtoboN KpUTUHECKUI xecT!

HamM nokasanocs, 4To 310 BO3MOXxHO. Ho, 6bITb MOXET, 3TO eLLie ogHa heTULLUCT-
CKas WNO3UA YZapHWKA, KOTOPbI paboTaeT Tak MHOrO JMLWb AJIA TOrO, YTOObI
rHaTb OT ce6A COMHeHus.

Mockea — Cary-Mape - YTpext
Asryct 2010
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Can this legacy become a weapon in the everyday struggle with “creative capi-
talism”? Can a critical use of one’s free time counteract the culture of young
managers and designers who appropriate all the slogans of amateur creativity
and try to neutralize any critical gesture? We think it can. But that might just be
the wishful thinking and the fetishism of shockworkers, the whole point of
whose untiring efforts is to dispel all doubt.

Moscow — Satu Mare — Utrecht
August 2010
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Bopuc poiic
Mapkc nocne [towaHa, nnn [1a Tena xyaoxHuka

B koHue XX — Havane XXI| Beka MCKYCCTBO BOLUJIO B HOBYIO 3MOXY — 3MOXY
MaCCOBOIro XyAO0XXeCTBEHHOro npouseoAcTsa. [peabiayLuas, MogepHUCTCKaA
anoxa 6b11a anoxoi MaccoBoro noTpebneHns nckyccrea. B Takom agyxe ee
ONUCbIBANN MHOTUE BNMATENIbHbIE TEOPETUKU: Kak 3pYy kutya ([puHbepr), kak
«KynbTYpHYO HAYCTpUto» (AfopHO), kak «obLiectBo cnekraknay (Hebop).
To 6b1na apa nckyccTBa, CAeNaHHOro AnA Macc, — UCKYCCTBa, KOTOpOe XoTe-
Nno 3Tn Maccbl cobnasHUTb, ObITb UMK NOTpebneHHbIM. OaHako non-KynbTypa
XX Beka npousBoAMnach 3nMTaMu, a He caMumm Maccamu. CerofiHs e cuTy-
auua nsmeHunacb. K atoMy npusenu rmasHbIM o6pa3om aBa ob6cToATeNbCTBA.
OpAHO 13 HUX — BO3HUKHOBEHMWE HOBbIX CPEACTB MPOM3BOACTBA U ANCTPUDY-
MM o6pa3oB; BTOPOE — CABUI B HalLleM BOCNPUATUM UCKYCCTBA, USMEHEHUE

B KPUTEPUAX TOFO, YTO CHUTATb UCKYCCTBOM, a YTO HeT.

Ha4Hnem co eToporo. OnpeaeneHune nponseeaeHna UCKycCTBa Kak
4ero-To, YTO CO3/aHO BPYYHYIO OTAENbHbIM XYAOXKHUKOM U TaK, YTO criefbl
ero TpyAa OCTatoTCA BUAMMBIMU UM MO KpaiHein Mepe NAEHTUPULUPYEMbIMU
B CAMOM MPOWU3BEAEHUN, CErOAHA YKe HefencTBuTenbHo. Ha npotaxeHun
XIX Beka »XMBOMWCb M CKYNbNTypa pacCMaTpUBAIMCh KaK NPOAOIIKEHNE Tena
XY[AOXHMKA: OHW JOMXKHbI ObLIM COXPaHMTL CNefbl 3TOro Tena Aaxke nocsne
cMepTH aBTOpa. B 3TOM cMbicne Xyao)KecTBEHHbI TPyA pacCMaTpuBasca Kak
KHEOTHY>KZEHHbIN» — MO KOHTPACTY C OTHY>XXAEHHbIM UHAYCTPUASIbHBIM TPY-
AOM, KOTOPbIW, KaK NpeAnonaranocb, He co3jaeT BUAUMbIX CBA3EN MeXAY
TesioM paboyero M NpOMbILLNEHHbIM NPOAYKTOM.

DTa cMTyalma pe3Ko U3MeHunach, No KpanHen Mepe nocne [iowaHa
M Ucnonb3oBaHuA UM pean-Meinaa. Camas cylecTBeHHana nepeMeHa cocTon-
na, oAHaKo, He CTOJIbKO B UCMOJIb30BAHUM NPOMBbILLIEHHO NPOU3BEAEHHbIX
BELLlei B Ka4eCTBe XYA0XKECTBEHHbIX OOBbEKTOB, CKOJIbKO B OTKPbIBLUENCA
ANA XYAOXXHUKA BO3MOXXHOCTU HE TONbKO NPOU3BOANUTL CBOU COBCTBEHHbIE
NPOMU3BEAEHUA B OTHY>KAEHHOW, MOYTU UHAYCTPUANIbHON MaHepe, HO TakXe
¥ NO3BOJIUTb 3TUM NPOU3BEAEHUAM BbIMNAAETb Tak, Kak ecnin 6bl OHU Bbinu
npounseefeHbl MHAYCTPUANbHO. Takme pasHble XyAO0XKHUKK, Kak DHAN Yopxon
n Oonanea [xapn, MOryT TYT NOCAY>XWUTb MPUMEPOM MOCTAIOLLIAHOBCKOIO
noaxoga. [pamMan ceA3b MeXAy TeNOM XyAO0XHWUKA U TENIOM NPOU3BEAEHUA
6bina pasopsaHa. Mcyesnun oxunaaHus Toro, 4To NponsBeeHne UCKyccTBa
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Boris Groys
Marx after Duchamp or The Artist’s Two Bodies

At the end of the 20* and beginning of the 2 centuries art entered a new
era — namely, an era of mass artistic production. The previous, modern age
was the era of the mass consumption of art. It has been described as such
by many influential theoreticians: as an era of Kitsch (Greenberg), of “cul-
tural industry” (Adorno) or as a society of spectacle (Debord). This was
the era of art made for the masses — of art that aimed to seduce and be
consumed by the masses. But 20*" century popular culture was produced by
the elites — not by the masses themselves. Now, the situation has changed.
There were primarily two developments that led to this change. One is the
emergence of new technology in image production and distribution, an-
other is a shift in our understanding of art, the change of the rules used to
identify what is, and what is not, art.

Let us begin with this second development. Today, we do not identi-
fy an artwork primarily as an object produced through the manual work of
an individual artist in such a way that the traces of this work remain visible
or, at least, identifiable in the body of the artwork itself. During the 9%
century painting and sculpture were seen as extensions of the artist’s body,
and were supposed to evoke the presence of this body even after the death
of the artist. In this sense, artistic work was regarded as “non-alienated”
work — in contrast to the alienated, industrial labor that has not presup-
posed any traceable connection between the worker’s body and the indus-
trial product. This situation has changed drastically, at least since Duchamp
and his use of readymades. The main change consisted, in fact, not so much
in the use of industrially produced objects as artworks but, rather, in a
new possibility for artists not only to produce their own artworks in an
alienated, quasi-industrial manner but also to let these artworks look as
if they were industrially produced. Such different artists as Andy Warhol
and Donald Judd can serve here as examples of the post-Duchampian art.
The direct connection between the body of the artist and the body of the
artworks was severed. The artworks were no longer supposed to retain
the warmth of the artist’s body — even when his own corpse had already
become cold. On the contrary, the author — the artist — was proclaimed
dead in the middle of his or her “physical” life, and the “organic” character
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OyAeT XpaHWUTb TEMJIO Tena XyAoXHuKa (B TOM YMcne U Toraa, Korga Tpyn ero
y>e ocTblHeT). HanpoTue, aBTop — XyAOXXHUK — Obl1 NpOBO3rNalleH yMep-
UMM Y>Ke B pacuBeTe ero unu ee GusmyYecKom XKUsHu, U KOpraHM4eckniny
XapakTep npousBeeHnsa Obli NepenHTepnpeTMpPOBaH B Ka4ecTBe NAEOOru-
YeCKOW UNNO3UN.

CnepcTBreM 3TOro ABUNOCH NO KpaiHel Mepe oAHO 06CTOATENbCTBO.
HacunbcTBeHHoOe pacyneHeHne XXMBOro, OpraHMYecKoro Tena, Kak obbI4HO
nonaraetca, ABNAeTCA NnpecTynneHneM. Ho ecnn nponseeaeHmne nckyccrea
ABNAETCA TPYNOM unu, bonee Toro, 06eKTOM NPOMbILLIEHHOrO NPOU3BOA-
CTBa, MaLLMHOMN, TOTAA €ro pacyNeHeHNe He TONbKO He pacLleHNBaeTCA Kak
NnpecTynneHue, HO, HaNpOTUB, BCAYECKN NPUBETCTBYETCA.

A 370, pasyMmeeTcs, TO, YEM KaK pa3 exeJHeBHO 3aHMMaloTCA COT-

HW TbICAY Ntofei B KOHTEKCTE COBPEMeHHbIX Meamna. CerogHALHNe MacChl
XOpOLIO MHPOPMUPOBAHBI O MPOABUHYTOM apT-Npou3BoACcTBe bnarogaps
Pa3nun4HbIM GueHHane, BbicTaBKaM «[JOKyMeHTa» u ux MeauMHON penpesex-
Taluuu, U BCE OHU UCMONb3YIOT MeAuna TOYHO TeM xe cnocobom. CoepeMeH-
Hble CpeACTBa KOMMYHMKaLUMUK U counanbHble cetu Tuna Facebook, YouTube
n Twitter gann rnob6anbHOMy HapoJOHaceNneH o BO3MOXKHOCTb pa3MeLlaThb
csBou poTorpadumn, BUAEO N TEKCTbI TaK, 4TO UX HE OTSINHYUTL OT APYTUX
MOCTKOHLIENTYaIMCTCKNX XYAO0XKECTBEHHbIX NPaKTUK. A COBPEMEHHbIN An-
3aiiH JaeT TeM Xe MaccaM BO3MOXXHOCTb OPOPMIIATL CBOW XUNMLLA UK
paboune MecTa B kKa4eCTBE MHCTANNALNUIA U BOCMPUHUMATb UX UMEHHO TaKUM
obpaszom.

B To e BpeMa Bce 3TV AUrnTanbHble KKOHTEHTbI» U KNPOAYKTbLIY,
KOTOPble COTHU MUJIJIMOHOB NIIOAEeN eXeJHEBHO BbIBELLUMBAIOT B UHTEPHE-
Te, He UMEIOT NPAMOW CBA3M C UX TeNIaMU — OHU TaK XKe OTYYXKJEHbI OT HUX,
Kak u ntoboe apyroe coBpeMeHHOE Xy[0XeCTBEHHOEe NpousBegeHne. ITo
O3HayaerT, YTO 3TU KOHTEHTbI U NPOAYKTbl MOXXHO Nerko pparMeHTMpoOBaTh
M MCNONb30BaTh B COBEPLUEHHO APYrnX KoHTekcTax. B camom pene: cam-
MAWHF, AeNCTBYIOLMIA MOCPEACTBOM KONUMNENCTa, ABnAeTcA Hanbonee craH-
AApTHOW M Hanbonee 4acTo UCMONb3yeMOW onepaunein B UHTEPHeTe.

Taknm obpa3oM, MOXKHO CKasaTb, YTO MMeeTCA NpAMan CBA3b MeXAY
KBa3UWHAYCTPUANbHbIMU NPaKTUKaMM NOCTAIOLLIAHOBCKOrO UCKYCCTBA U CO-
BPEMEHHbIMU MHTEPHET-NpakTUKamu. [laxke noam, KOTopbie He 3HALOT U He
Nto6AT COBPEMEHHbIX UHCTaNAAUMUA, NepPOPMaAHCOB UM UHBANPOHMEHTOB,
B KOHTEKCTE MHTEpHEeTa ONEepUPYIOT TEM Xe CaMblM METOAOM CIMIJIMHTA,
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of the artwork was interpreted as an ideological illusion. That has at least
one obvious consequence: The violent dismembering of a living, organic
body seems a crime to us. But if an artwork is a corpse, or, even better, an
industrially produced object or machine then its fragmentation does not
constitute any kind of crime — in fact, it is even welcomed.

And that is, of course, precisely what hundreds of millions of people
around the world are doing every day in the context of contemporary me-
dia. Today’s masses became well informed about the advanced art produc-
tion through biennials, Documentas and related media coverage — and they
use the media in the same way. Contemporary means of communications
and networks like Facebook, YouTube, and Twitter enable the global pub-
lic to display their photos, videos and texts in a way that cannot be distin-
guished from any other post-Conceptualist artwork. And contemporary
design offers the same populations the opportunity to shape and experience
their apartments or work places as artistic installations. At the same time all
this digital “content” or these digital “products” that hundreds of millions of
people put on display every day have no direct relation to their bodies — and
are as “alienated” from them as is any other contemporary artwork. That
means that this content and these products can easily be fragmented and
reused in different contexts. And, indeed, “copy and paste” sampling is the
most standard, most frequently used operation on the Internet. Thus, one
can say that there is a direct connection between the quasi-industrial prac-
tices of post-Duchampian art and contemporary Internet practices. Even
people who do not know or appreciate contemporary artistic installations,
performances or environments operate in the context of the Internet by the
same sampling on which those artistic practices are based. (Here one can
see an analogy to Benjamin’s interpretation of the public’s readiness to ac-
cept montage in cinema by rejecting the same montage in painting.)

Many see this erasure of work both in and through the contempo-
rary artistic practice as liberation from work in general. The artist begins to
be seen as a bearer and protagonist of “ideas,” “concepts,” or “projects,”
instead of being, as had previously been the case, a subject of hard work -
be it non-alienated or alienated work. Accordingly, for some the digital-
ized, virtual space of the Internet conjured up the phantoms of “immaterial
work” and “the immaterial worker” that allegedly open the way to the
“post-Fordist” society of universal creativity — free from hard work and
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Ha KOTOPOM 3TU XYA,0XXeCTBEHHbIe MPaKTUKM NMOCTPOEHbI. (34eCb MOXHO
YCMOTPETb aHaNIOrMo 6eHbAMUHOBCKOM UHTEPMpeTaLmn Toro, 4to nybnuka
roTOBa NPUHATb MOHTAX B KUHO, HO OTKa3blBAETCA NPUHATL €ro B XXMBOMMUCHK.)

Takas HeHabnoaaeMoCTb TPyAa B COBPEMEHHOW Xy 0XKECTBEHHOM
NMpaKTUKe MHOTMMU UHTEPMNPETUPYeTCA Kak OCBODOXAeHMe OT TpyAa B NPUHLN-
ne. B xynoxHuke HaunHalOT BUAETb HOCUTENA KMAEN», KKOHLENTOBY, KNPOEK-
TOBY, @ HE — KaK 3TO ObIN1O paHblue — cybbekTa MHTEHCUBHOTO TPYAa, Oyab TO
TPYA OTYYXXAEHHbIV UK HeoTYYAeHHbIA. COOTBETCTBEHHO, ANUTUTANN3UPO-
BaHHOE, BUPTYaJ/lbHOE MPOCTPAHCTBO MHTEPHETA B MHbIX FONOBaX NOpPOXAaeT
(PaHTOMbI HEKOEro «HeMaTepUanbHOro TPyAa» U KHEMaTepUasbHbIX TPYxKe-
HUKOBY», KOTOPble AKOObI OTKPbIBAIOT MYTb KNOCTPOPANCTCKOMY» ObLLecTBY
BCceobLLero TBOpYecTBa, CBOOOAHOrO OT TAXKOWN paboTbl U 3KCMTyaTaLum.

OpHoBpeMeHHO AlOLIAHOBCKAA CTpaTerusa peau-Mena noApbIBaeT npa-
Ba MHTEJIEKTYyasIbHOW YaCTHOW COOCTBEHHOCTM, YHUHTOXaA NPUBUNETUIO aB-
TOPCTBA M NPeAOCTaBNAA UCKYCCTBO U KyNbTYPY B HEOrpaHUYEHHOe NybnnyHoe
none3osaHue. Vicnonb3osaHnem [lioaHoM pean-Meinaa MOXET CHUTATLCA
HacToALLeN XyA0XXEeCTBEHHOW pPEBOJIOLNEN, CPaBHUMOMN C KOMMYHUCTUYECKOW
peeosntoumeit B nonutuke. Obe pesontounm 6binmn HanpaeneHbl Ha KOHPUCKa-
LIMIO U KOJITEKTMBU3ALMIO YaCTHON cOBCTBEHHOCTU — OyAb OHa peanbHOM unn
CMMBOJSINYECKON. B 3TOM cMbicne MOXHO cKa3aTb, 4TO HEKOTOpPble COBPEMEH-
Hble Xy 0XXeCTBEHHbIE N MHTEPHET-NPaKTUKN UTPatOT CEroAHA pOJib CUMBO-
NINYECKOM KOMMYHUCTUHECKOWN KONEKTUBMU3ALMN, HAXOAACh B CAMOM cepALie
KanuTasancTM4eckom 3KOHOMUKM.

3/Aecb BO3HMKAET CUTYaLMA, B U3BECTHOM CMbICNE HANOMMUHatOLLaA
pPOMaHTU4ecKkoe uckyccteo Havana XIX seka. B EBpone B TOT MOMeHT no-
BCEHEBHaA XM3Hb OnpeAenanacb NAONOrM4YecKon peakumen nu nonuTnye-
ckolt pectaspaumeit. [Nocne okoH4aHua PpaHuysckolt pesontoumnn n Hano-
NeoHOBCKMUX BOH EBpona BoLuna B nepuos oTHOCUTENbHOM CTabUbHOCTH
U MMpa. Dnoxa NOIMTUHECKUX NEPEMEH U UAEONOrMYecknux buTB, Kasanocs,
HaBcerga ywna B npotunoe. [oMoreHHbI NONUTUKO-3KOHOMUYECKUIA MOPALOK,
OCHOBAHHbIN Ha COYETaHWM NMPOMbILLNIEHHOrO NOABbEMA U TEXHONOMMYECKOro
nporpecca ¢ NOIMTUYECKUM 3aCTOEM, Ka3anoch, BO3BELLa1 O KOHLLE UCTOpUMN.
Xy[oXKeCTBEHHOE ABMXXEHNE POMAaHTU3MA, KOTOPOE BO3HUKIIO B 3TOT UCTO-
PUYECKNIA MOMEHT MO BCEMY EBPOMNENCKOMY KOHTUHEHTY, U CTasIO TOM 30HOM,
rae ewe Me4vtanu ob ytonuax, MOMHUAM O TpPaBMaX PEBOJIIOLMM U MPOXUBAU
aNbTEepPHaTUBHbIE XXM3HEHHble NpoekTbl. CerogHa, Kak 1 Torga, XyAoXXeCTBeH-
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exploitation. Additionally, the Duchampian readymade strategy seems to
undermine the rights of intellectual private property — abolishing the privi-
lege of authorship and delivering art and culture into unrestricted public
use. Duchamp’s use of readymades can be understood as a revolution in
art that is analogous to the political communist revolution. Both revolu-
tions aim at the confiscation and collectivization of private property — be

it “real” or symbolic. In this sense one can say that certain contemporary
art and Internet practices now play the symbolic role of communist collec-
tivization in the midst of the capitalist economy. One has here a situation
that is in a particular sense, reminiscent of the position of Romantic art at
the beginning of the 19" century. In 19*" century Europe everyday life was
dominated by ideological reaction and political restoration. After the end of
French revolution and the Napoleonic wars, Europe found a certain stabil-
ity and peace. The age of political transformations and ideological battles
seemed finally to have been overcome. The homogeneous political and eco-
nomic order based on a combination of economic growth, technological
progress and political stagnation seemed to announce the end of history.
At that historical moment the romantic movement in art that had emerged
throughout the whole European continent became a place where utopias
could be dreamt of, where revolutionary trauma was remembered and
projects for alternative ways of living were lived. Today, too the art scene
has become a place for emancipatory projects, participative practices,
radical political attitudes but also houses memories of the social catastro-
phes and disappointments of the revolutionary 20* century. This specific
neo-romantic and neo-communist makeup of contemporary culture is, as is
often the case, especially well diagnosed by its enemies. Thus in his influen-
tial book You Are Not a Gadget Jaron Lanier speaks about “digital Maoism”
and “the hive mind” that dominate the contemporary virtual space, ruin the
principle of intellectual private property and, thus, lead to the lowering of
cultural standards and potential demise of the culture as such.

Thus, here we are not seeing the liberation of labor but, rather,
liberation from labor — at least from its manual, “oppressive” aspects. The
question is: To what degree is such a project realistic? Is liberation from
labor possible? Indeed, contemporary art confronts the traditional Marx-
ist theory of value production with the following difficult question: If the
“original” value of a product reflects the accumulation of work in it, then
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Haf CLieHa CTAaHOBUTCA MECTOM A1l SMAaHCUNATOPHbIX MPOEKTOB, MPaKTUK
CoyYacTua, paAuKasbHbIX MOMMTUYECKUX MO3ULMIA, HO TaKXXe U NaMATU O CO-
LManbHbIX KaTacTpodax M pa3o4apoOBaHMAX, KOTOPbIMU Obin MONOH peBo-
noumnoHHbIn XX Bek. DTOT cneunpuryeckmii HEOpOMaHTUHECKMIN U HEOKOM-
MYHUCTUYECKMI aCNEKT COBPEMEHHOMN KynbTypbl Ny4Lle BCEro, Kak 3To 4acTo
6biBaeT, BUAEH ee BparaM. [1oaToMy B cBOeit BnuaTensbHoi knure You Are Not
a Gadget »KapoH JlaHbe (Jaron Lanier) rosoput o «aurntanbHoOM Maomsme

N KPOEBOM CO3HaHMMNY, KOTOPbIE, C €ro TOYKN 3peHus, NPaBAT B COBPEMEHHOM
BUPTYasSIbHOM MPOCTPAHCTBE, NOAPbIBAA MPUHLMM MHTENIEKTYaSIbHOM YaCTHOM
COBCTBEHHOCTM U, CrieoBaTeNIbHO, CMOCOBCTBYA CHUXKEHUIO KYNbTYPHbIX CTaH-
AApPTOB M NOTEHLMaIbHOW rMbenu KynbTypbl Kak TAKOBOM.

Takum obpaszoM, Mbl 34ecb UMeeM [ieno He ¢ ocBoboXAeHMeM Tpyaa,
HO ckopee c ocBoboXAeHWeM OT TpyAa — MO KpaiHew Mepe OT ero py4Horo,
«nogaensatoLeroy acnekta. Bonpoc coctout B cnegytoLeM: HaCKONbKO 3TOT
npoekT peanuctnyen?! BosmoxHo nu ocsoboxaeHue ot Tpyaal B camom pene,
COBpPEMEHHOE UCKYCCTBO CTAaBUT Nepej TPaAMLMOHHOW MapKCUCTCKOMN Teopu-
el nponsBoACTBa NPUBABOYHON CTOMMOCTU CleAyoLWMUi TPYAHbIW BONPOC:
€CNN KNepBUYHAA» CTOMMOCTb MPOAYKTa OTPaXKaeT akKyMyALMIO B HEM TPyAa,
MOXeT N peAn-Meina Npuobpectn JOMNONHUTENbHYIO CTOMMOCTb B Ka4ecTBe
XY[AOXEeCTBEHHOrO MPOU3BeeHNA, HECMOTPA Ha TO, YTO XYAOXHWK BpoAe Obl
AOMNOJIHUTENbHOrO TPYAA B HEro He MHBeCTUpoBan!

MocTatoaHOBCKOE KMCKYCCTBO NO Ty CTOPOHY TPYAa», MOXOXe, CO-
cTaBnseT Hanbonee ybeauTenbHbI apryMeHT MPOTUB MapKCUCTCKOM TEOpUM
ctoumocTu. [Toxoxe, nepes HaMN NPUMEP KYUCTOMNY», KHEMATEPUANTbHON
KPeaTUBHOCTM, KOTOPaA BbIXOAUT 3a Npeaesibl TPaANLMOHHbIX YCITOBUI NpO-
nssoAcTea NpubaBoYHOM CTOMMOCTM NpU NOMOLUM pyHHoro Tpyaa. [1oxoxe,
YTO B 3TOM CJTyYae peLleHnA XYAOXKHUKA NPeACTaBUTb HEKUIA OOBEKT B Kaye-
CTBE MPOU3BEAEHMNA UCKYCCTBA U PELLEHUA HeKOeM apT-UHCTUTYLIUM NPUHATD
3TOT OOBEKT B Ka4eCTBE TAKOBOIO JOCTATOYHO, YTOObLI MPOU3BECTM LIEHHbI
XY[AOXeCTBEHHbIV TOBap — 6e3 MHBEeCTULMK KaKoro-nmbo TpyAa. DKCnaHcua
3TOW BpoAe Obl HeMaTepuasibHOW Xy[0XeCTBEHHOW NPaKTUKK, OCyLLecTBAe-
Mas BO BCIO SKOHOMMKY MpU MOMOLLM UHTEPHETA, CO3aeT UNNIO3MUIO TOrO, YTO
MMEHHO AOLLIAHOBCKOE (a He MapKCOBO) OCcBOOOXAEeHME OT TpyAa — OCBO-
6oXAaeHMe NpY NOMOLUM KHEMaTepUanbHOM» KPeaTUBHOCTM — OTKPbIBaeT MyTH
K HOBOW YTOMWM KpeaTUBHbIX MHOXeCTB. EANHCTBEHHBIM ycnoBMeM ocyLecT-
BJIEHWA HOBOW YTONWUW NPeACTaBNAETCA KPUTUKA UHCTUTYLIUI, BKNFOYAA UH-
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how can a readymade acquire an additional value as an artwork — notwith-
standing the fact that in this case the artist seems not to have invested any

additional work in this artwork? Post-Duchampian art-beyond-labor seems
to constitute the most effective counter-example to the Marxist theory

Y €6 I”

of value. It seems that we have here an example of “pure,” “immateria
creativity that transcends all the traditional conditions of value production
through manual labor. It seems that in this case the artist’s decision to of-
fer a certain object as an artwork and the decision of an art institution to
accept this object as an artwork suffice to produce a valuable art commod-
ity — without involving any work process. The expansion of this seemingly
immaterial practice of art into the entire economy thanks to the Internet
creates the illusion that post-Duchampian liberation from labor through
“immaterial” creativity and not the Marxist liberation of labor opens the
way to a new utopia of creative multitudes. The only precondition for that
seems to be the critique of the institutions, including a critique of the art
institutions that contain and frustrate the creativity of the disparate multi-
tude through their policy of selective inclusions and exclusions.

However, here we find a certain confusion regarding the notion of
the “institution.” Art institutions are mostly reflected on — especially in the
framework of the “institutional critique” — as power structures defining
what is included or excluded from these institutions. Thus, art institutions
are analyzed mostly in “idealist,” non-materialist terms. Being perceived
and described in materialist terms the art institutions present themselves
rather as buildings, spaces and transportation agencies that require a lot of
manual work for their construction, maintenance and use. Thus, one can
say that the rejection of “non-alienated” work involves the post-Ducham-
pian artist in alienated, manual work, transferring certain material objects
from outside these art spaces to inside them — or vice versa. Pure imma-
terial creativity reveals itself as a pure fiction. Rather, the old-fashioned,
non-alienated artistic work is substituted here by the purely alienated,
manual work of transporting objects from one place to another. The post-
Duchampian art-beyond-labor is, in fact, a triumph of an alienated, “ab-
stract” labor over non-alienated, “creative” work. It is this alienated labor
of the transportation of certain objects from one place to another plus the
labor invested into the construction and maintenance of the art spaces that
ultimately produce the art value under the post-Duchampian art conditions.
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CTUTYLIUM XYAOXKECTBEHHbIE, KOTOPble OrPaHUYMBAIOT U NOAPbIBAtOT CBOGOAY
TBOPYECTBA 3TUX U3MEHYUBbLIX KPEATUBHbLIX MHOXECTB NpU MOMOLLU MOJTIUTUKK
MPOU3BOJIbHbIX BKIIFOYEHUI U UCKITIOYEHNNA.

OpHako 34ecb Mbl UMEEM AeNo C HEKOTOPOI MyTaHWULEn OTHOCUTENIbHO
MOHATUA KUHCTUTYLMAY. XYAOXKECTBEHHbIE MHCTUTYLIMN OBbIYHO paccMaTpu-
BatOTCA — OCOOEHHO B PaMKaX KMHCTUTYLIMOHANIbHON KPUTUKMNY — KaK HeKune
CTPYKTYPbl BNIaCTW, KOTOpble OMNpeAenatoT, 4To OyAeT B HUX BMYLLEHO, a YTO
ocTaHeTcA 32 GOPTOM. DTO O3HAYAET, YTO OHU AHANIU3UPYIOTCA MaBHbLIM 06-
Pa30M MAEANUCTUYECKN, a He MaTepuanucTmyecku. Ecnm xe paccmatpusath 311
MHCTUTYLUKN C MAaTEPUANIUCTUHECKOM TOYKU 3peHUs, TO 3TO CKOpee HeKune 3aa-
HWA, NPOCTPAaHCTBa, TPAHCMOPTHbIE areHTCTBa U T.M., AJ1A NOCTPOMNKK, Noaaep-
XaHWA N PYHKLUMOHNPOBAHNA KOTOPbIX TpebyeTca OrpOMHOE KONMYeCTBO pyY-
HOro TpyAa. Tak YTO MOXHO CKa3aTb, YTO OTKa3 OT KHEOTHY>XAEHHOro» TpyAa
BBEpPraeT NocTAoWaHOBCKOro XyA0XKHMKa BO BMOJTHE OTYY>XXAEHHbIN py4HOW
TPYA, CBOAALLMACA K NEPEHOCY HEKMX MaTepUalibHbIX OOBEKTOB U3 BHELLHEro
MPOCTPaHCTBA B UHCTUTYLIMOHASIbHOE NPOCTPAHCTBO UCKYCCTBA UK Haobo-
poT. Yncrasa HeMaTepuanbHasa KpeaTUBHOCTb OKa3bIBAETCA YNCTON PUKLMEN.
Ckopee Mbl UMeeM Aeflo C TeM, YTO HEOTHYXAEHHbIN XyA0XKECTBEHHbIN TPYA,
«NO CTapUHKe» NOAMEHAETCA TYT NpeJeNlbHO OTYYX/AEHHbIM PY4YHbIM TPYAOM
Mo nepeABUraHMIO NpeAMeToB C MecTa Ha MecTo. [locTatoaHoBckoe «uc-
KyCCTBO MO Ty CTOPOHY TPyZa» Ha CaMOM Jiefie eCTb He YTO MHOE, Kak TpPUyMP
OTYYXAEHHOrO «abCTPaKTHOro» TpyAa Haj HEOTHYKAEHHbIM KTBOPHYECKUM)
TpyAoM. MIMeHHO 3TOT oTuy>XAeHHbIV TPYA NO NepeHOCy Bellei, a Takxe Tpya,
WHBECTUPOBAHHbIN B CTPOUTENLCTBO U COAEpKaHNe apT-UHCTUTYLMIA, N co3a-
€T B KOHL,e KOHLIOB XY/10KeCTBEHHYIO CTOMMOCTb B MOCTAIOLIAHOBCKOM MUpe.

[rolwaHoBcKaa pepontouns BeAeT He K OCBODOXAEHUIO XYAOXKHMKA OT
TPYAa, a K ero uiu ee nponeTapmnsalmn: HEOTHY>KAEHHbIN TPy NPOCTO NoA-
MEHAETCA OTHYXAEHHbIM UHAYCTPUASIbHLIM TPYAOM MO CTPOUTENBLCTBY U TPaHC-
nopTupoBke. Ha caMoM aene coBpeMeHHbIM apT-UHCTUTYLIMAM XYAO0XKHUK Kak
TPaAVLMOHHBIN NPON3BOAUTENb UCKYCCTBA BOOOLLEe BonbLue He HyxeH. Yale
BCEro ero CerofHA HaHMMaloT Kak pabOTHMKa Ha onpeenieHHbIV Nepuos Bpe-
MEHW — peaniu3oBaTb TOT UM UHOM MHCTUTYLMOHaNbHbIN npoekT. C apyroi
CTOPOHbI, KOMMEPYECKM YcneLlHble XyAoKHUKK Bpoae [xedda KyHca nnm
[>Munena XepcTa AaBHO yxe caenanncb NpeAnpuHMMaTeNaMu.

DKOHOMMKA UHTEPHEeTa AenaeT 3Ty 3KOHOMUKY MOCTAIOLLAHOBCKOrO UC-
KyccTBa elle 6bonee o4eBMAHOM ANA BHellHero Habntogatens. Ha camom gene
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The Duchampian revolution leads not to the artist’s liberation from work
but to his or her proletarization: The non-alienated artwork is here simply
substituted by alienated industrial, construction and transportation work.
In fact, contemporary art institutions no longer need the artist as producer
in the traditional sense. Most often, the artist is hired today as a worker for
a certain period of time to realize this or that institutional project. On the
other side, the commercially successful artists like Jeff Koons and Damian
Hirst have long ago turned themselves into entrepreneurs.

The Internet economy makes this post-Duchampian art economy
even more obvious to an external spectator. In fact, the Internet is simply
a modified telephone network, providing a means of transportation for
electrical signals. As such it is not “immaterial,” but, rather, wholly mate-
rial. If certain communication lines are not laid, if certain gadgets are not
produced, or if phone access is not installed and paid for — there is no
Internet and no virtual space. Using the traditional Marxist vocabulary one
can say that big corporations operating in the field of communication and
information technology control the material basis of the Internet and the
means of production of virtual reality, e.g. its hardware. Thus, in the case
of the Internet we have an interesting combination of hardware-capitalism
and software-communism. The hundreds of millions of so-called “content
producers” put their content on the Internet without getting any profit in
reward — content production being essentially not intellectual work op-
erating via ideas but manual labor operating over the keyboard. Profit is
appropriated by those corporations that control the material means of
virtual production. The decisive step in the proletarization and exploita-
tion of the intellectual and artistic work was, of course, the emergence of
Google. Google’s search program operates by a fragmentation of the indi-
vidual texts that turn them into a non-differentiated mass of verbal garbage:
Every individual text that is traditionally supposed to be held together by its
author’s intention is thrown into this huge garbage pit where it dissolves,
and from which individual sentences are then fished out — to be combined
in a disconnected manner with other sentences having allegedly the same
“topic.” Of course, a belief in the unifying power of the authorial intention
was already undermined by recent philosophy and, especially, by Derridian
deconstruction. Indeed, the deconstruction effected the symbolic confisca-
tion and collectivization of individual texts — removing them from authorial
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MHTEPHET — 3TO BCEro JILLIb YCOBEPLUEHCTBOBaHHaA TeneOHHan ceTb, Cpes-
CTBO TPaHCMOPTUPOBKU ONpeAenieHHbIX 3NeKTpU4eckux curHanos. B kavecrse
TaKOBOrO OH He CTOMbKO KHEMaTepuasieHy, CKONIbKO, HaNnpOTUB, MaTepuaneH
A0 caMoro ocHoBaHuA. Ecnu Te nnu nHbie KOMMYHUKaLMOHHbIE NIUHUK He
MPOMOXEHbI, @ T€ NN UHble YCTPOWCTBA HE NPOU3BeAEHbI, eCNiM TenedoHHan
NNHWA He NOAKNIOYEHA UN 3a Hee He 3annaTuiIv — HET HU MHTEPHETa, HU BUP-
TyasnlbHOro npocTpaHcTBa. [lonb3yack TpaAMLIMOHHOM MapKCUCTCKOMN TepMU-
HOMOrnen, MOXXHO CKa3aTb, YTO KPYMHble KOpNopaLuuu, AeNCTBYIOLLME B Nose
KOMMYHMKaLUiA U MHDOPMALIMOHHbBIX TEXHONOT MM, KOHTPONUPYIOT MaTepuarb-
Hyto 6a3y MHTepHeTa U cpeACTBa MPOU3BOACTBA BUPTYasIbHOM peasibHOCTH, TO
ecTb ee «xapA». Taknum obpasom, B criyyae MHTepHeTa Mbl UMeeM UHTepecHoe
coYeTaHMue KanuTasMCTUHECKOro «XapAa» ¢ KOMMYHUCTUYECKUM KCOPTOMY.
CoTHM MUNNMOHOB TaK Ha3blBaeMbIX NPOU3BOANUTENIEN KOHTEHTA BbIKNaAblBa-
tOT CBOW KOHTEHTbI B MHTEPHET, HE NOJTy4as C TOro HMKakoro npo¢gura — no-
TOMY 4TO MPOU3BOACTBO KOHTEHTA €CTb I1aBHbIM OOpPa30OM He MHTeNNeKTyab-
HbIV TPYA, ONEPUPYIOLLUI nAEeAMM, a GUNYECKUIA, NPOABAAIOLLMIACA B YAapaX
no knaeuatype. [1pnMbbIb NprUcBanBaeTca KOpNOpaLUAMU, KOTOPble KOHTPO-
NUpYIOT MaTepuarbHble CpPeACTBa BUPTYyaslbHOrO NMPOU3BOACTBA.

PelatoLieit Bexow B npoLiecce nponeTapusalMmn n sKCnyatauum HTe-
NeKTYanbHOro 1 Xyf,0XXeCTBEHHOro TpyAa 6bino, koHeuHo, co3gaHne Google.
MNouckosas cuctema Google onepupyet dpparMeHTaumen UHTENNEKTYaNIbHbIX
TEKCTOB U NpeBpaLLaeT ux B HeanddepeHLUMPOBaHHYO Maccy BepbanbHOro
Mycopa. MHAnBMAYanbHbIN TEKCT, KOTOPbIN, Kak TPAAULMOHHO NpeAnonarator,
COXpaHAeT LenbHOCTb brarogapa HaMepeHUIo aBTOpa, OKa3biBaeTcA bpolueH
B 3Ty OFPOMHYIO MyCOPHYIO fIMY, IJe OH PaCTBOPAETCS; U3 3TOM AMbI BbINIaBNIN-
BalOTCA OTAENbHble Pppa3bl — M 3aTeM KOMOUHMPYIOTCA NPOM3BOSbHbIM Obpa-
30M C ApyrvMu dpaszamu, NpeAnONOXUTENbHO HA TY e TeMy.

PasyMeeTcs, Bepa B 06be4MHAIOLLYIO CUITYy aBTOPCKOFO HaMepeHUs
Ob1na yxxe nogopBaHa B nocsieaHue roabl punocoduein, ocobeHHo aeppu-
AVAHCKOWN AeKOHCTpyKLUMen. B caMoM Aene, AeKOHCTPYKLUMA ocCyLLecTBNAeT
CUMBOJNINYECKYIO KOH(PUCKALMIO M KOJINTEKTUBU3ALMIO MHAUBUAYASTbHbIX TEK-
CTOB, U3bIMaA UX U3-NOJA ABTOPCKOIrO KOHTpONA U cbpackiBas B 6e340HHYO0
MYCOPHYIO MY aHOHUMHOIO 6eccybBbEKTHOrO KMUCbMay. DTOT XKECT NoHavany
Ka3a/1cA 3MaHCUMNUPYIOLLMM, MOTOMY YTO HaXOAMUIICA B Pe30OHAHCE C HEKOTOPbI-
MW KOMMYHUCTUYECKUMU, KONNEKTUBUCTCKMMU MeyTaHnaMU. Tenepb Google,
Ka)KeTcA, 3aHMMAEeTCA He YeM UHbIM, KaK peann3aunein JeKOHCTPYKTUBUCT-
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control and delivering them into the infinite garbage pit of anonymous, sub-
jectless “writing.” It was a gesture that initially seemed emancipatory be-
cause it was somehow in sync with certain communist, collectivist dreams.
Now, Google seems to do nothing but realize that programme of decon-
structing the collectivization of writing. But there is a difference between
deconstruction and googling: Deconstruction was understood by Derrida
in purely “idealistic” terms as an infinite and, thus, uncontrollable practice
whereas Google programs are not infinite but finite and material — subject
to corporate appropriation, control, and manipulation. The removal of
authorial, intentional and ideological control over writing has not lead to

its liberation. Instead, in the context of the Internet, writing becomes to be
subjected to a different kind of control through hardware and corporate
software, through the material conditions of writing production and dis-
tribution. In other words, the Internet completes the process of proletari-
tazion of work that started in the 19" century by completely eliminating the
possibility of artistic, cultural work as authorial, non-alienated work. The
artist becomes an alienated worker like everyone else who is involved in
contemporary production processes.

But then the question arises: What happened to the artist’s body
after the labor art production involves became alienated labor? The answer
is simple: The artist’s body itself became a readymade. Foucault has already
drawn our attention to the fact that alienated work produces the worker’s
body alongside the industrial products. The worker’s body becomes disci-
plined and at the same time totally exposed to external surveillance. This
phenomenon is famously characterized by Foucault as “panoptism.” Alien-
ated industrial work can not be described only in terms of external pro-
ductivity — without taking into the consideration the fact that this work
also produces the worker’s body itself. The production of a worker’s body,
something that functions just like a reliable gadget, as an “objectified”
instrument of alienated, industrialized work, can be seen even as the main
achievement of modernity. Such modernized bodies also populate contem-
porary bureaucratic, administrative and cultural spaces in which it seems
that nothing material is produced beyond these bodies themselves that
become even more disciplined and that are subjected to panoptic surveil-
lance. Now, one can argue that it is precisely this modernized, updated
working body that is used as readymade by contemporary art — the body
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CKOW nporpaMMbl NO KonnekTueM3auumn nucbMa. Ho Mexay AeKoHCTpyKumeit
U KryrneHuemy ectb pasHuua: [Jeppuaa noHMMan AEKOHCTPYKLMIO YUCTO
UAeaNMCTUYECKM, KaKk BECKOHEYHYIO U, CNnefoBaTeNbHO, HENOAKOHTPOSbHYO
MPaKTUKY, B TO BpeMs Kak nporpaMmbl Google He 6eckoHeYHbI, 2 KOHEYHbI
W MaTepUuasNibHbl — OHU NOABEPXKEHbI KOPNOPATUBHOM NOSIUTUKE NMPUCBOEHWS,
KOHTponsa u Manunynaumn. CHATME aBTOPCKOro, CO3HaTeNIbHOro, jeosiornye-
CKOro KOHTpOnA Haj, MMCbMOM He NpUBENoO K ero ocsoboxaeHuto. Hanpotue,
B KOHTEKCTE MHTEPHETa NMUCbMO NOABEPraeTcs ApYroMy TUMy KOHTPONA — CO
CTOPOHbI «XapAay» U KOPNOPaTUBHOIO «CcOdTay, CO CTOPOHbI MaTepUaNbHbIX
yCIOBWIA MPOU3BOACTBA U ANCTPUBYLIMK NUCbMA.

[pyrvMmn cnosamu, MHTEpHET 3aBepLUAeT NPOLECC NposieTapusaLum Tpy-
Aa, kKoTopblit Havancs B XIX Beke, NONHOCTbIO UCKITIOYaA BO3MOXHOCTb XyA,0-
)KE€CTBEHHOTO, KyNbTYPHOrO TPyAa B Ka4eCTBE aBTOPCKOIO U HEOTHYKEHHOTO.
XyAOXHUK CTAHOBUTCA OTHYXAEHHbIM PaBOTHUMKOM, HUYEM He OT/IMYAIOLLIMMCA
OT BCEX OCTaJIbHbIX BOB/IEYEHHbIX B COBPEMEHHbI MPOU3BOACTBEHHbIV NPOLECC.

Torpa, oAHako, BCTAaeT BOMPOC: YTO XKe CNY4UNOCh C TENIOM XYAO0XHMUKA
nocre Toro, Kak NMpoOM3BOACTBO UCKYCCTBA CTaNIO OTHY>KAeHHbIM Tpygom?! OT-
BET MPOCT: TeJIO XyAOXHMKa caMo cTano peau-mengoM. Yxe Pyko npuenek
Hallle BHUMaHUeE K TOMY aKTy, YTO OTHY>KAEHHbIN TPyA NPOU3BOAUT Cpeam
MPOYMX NPOMbILLIEHHbIX MPOAYKTOB elle U Teno paboyero. Teno paboyero
AVNCUMNIIMHUPYETCA U B TO XKe BPEMA NOABEPraeTcs TOTaslbHOMY BHELLHEMY
HabnogeHuto. DTOT heHOMEH, KaKk XOpoLlo n3BecTHo, Pyko Ha3bIBaeT na-
HonTM3MOM. OTHY>XAEHHbI NPOMbILLUNEHHbIV TPYZA HENMb3A ONMUCaTb TOMBKO C
TOYKW 3pEeHUA ero NpOAYKTUBHOCTHU, HE MPUHMMAA B pacyeT TOT (aKT, YTo 3TOT
TPYA NPOU3BOAUT M Teno caMoro paboyero. [NpouseoacTeo Tena paboyero,
KOTOpOe Ha4yuHaeT PYHKLMOHMPOBATL KaK HaZleXHbI MEXaHW3M, Kak «obbek-
TUBMPOBAHHBIN» UHCTPYMEHT OTHYXAEHHOrO MHAYCTPUANbHOIO TPYAd, MOXHO
AaXKe CHUTaTb MaBHbIM AOCTUXEHWEM 3MOXU HOBOro BpeMeHu (modernity).
Takne MoAepHU3NPOBaHHbIE Tea HACENAIOT U COBPEMEHHble BropokpaTuye-
CKue, aAMUHUCTPATUBHbIE U KyNbTYPHblE MPOCTPAHCTBA, IAE Ha NepBbIi B3rNaA
HUYEero MaTepuanbHOro He NMPOU3BOAUTCA, KPOME CaMUX 3TUX Tesl, KOTOpble
ewe 6onblue AUCUUMIIMHUPYIOTCA U NOABEpratoTca ewe 6oree npuctanbHOMI
MaHONTUYECKON CrexXKe.

MoxHO, KOHeYHO, yTBep>KAaTb, 4TO UMEHHO 3TO MOZEPHU3UPOBAHHOE,
HOpMUpOBaHHOe paboyee TeNo UCNOJb3YeTCA B Ka4ecTBe peAn-Meinaa coBpe-
MEHHbIM UCKYCCTBOM — TeNIO, KOTOpPOE BO3HMKAET B Ka4yecTee Nobo4Horo npo-
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that emerged as a by-product of the alienated work and that, under the
standard conditions of the industrial or administrative activity, already finds
itself exposed to permanent visual control. However, to find such a body
the contemporary artist does not need to go to a factory or administrative
office. Under the current conditions of alienated artistic work the artist
can find a body like this in his or her own body.

Indeed, in recent decades the artist’s body is increasingly becoming the
main focus of contemporary art — through performance art, video, photog-
raphy etc. One can say the today’s artist is increasingly concerned with the
exposure of his/her body as a working body — with exposure themselves to
the gaze of a spectator, or to a camera, that re-creates the scene of panop-
tic exposure to which working bodies in factories or offices are subjected.
A good example of the exposure of such a working body is the recent
exhibition by Marina Abramovi¢ The Artist is Present at MoMA in New York.
Abramovi¢ sat in MoMA’s atrium every day in the same pose, throughout
the exhibition’s entire run during the museum’s working hours — from
when it opening up to when it closed. In this way the artist recreated the
situation of an office worker whose primary occupation is to sit in one
place, observed by his or her superiors, whatever this worker does or does
not do beyond that. One can say that through this performance Abramovi¢
perfectly illustrated Foucault’s notion of the production of a working
body as the main effect of modernized, alienated work. Precisely because
Abramovi¢ was not doing anything during this time she thematized the in-
credible discipline, endurance and physical effort that are required to sim-
ply remain present at one’s place of work from the beginning of the work-
ing day to its end. At the same time the artist’s body was subjected to the
same regime of exposure as all the other artworks in MoMA - as they hang
on the walls or remain in their places, always in the same position, during
the museum’s working hours. Generally, we assume that these paintings
and sculptures also do not change places or disappear from the museum
when the museum is closed and when they are not exposed to the gaze of
the visitor. Accordingly, we tend to imagine that Marina Abramovi¢’s im-
mobilized body will forever remain in the museum, becoming as immortal
as all other pieces in the museum. In this sense, The Artist is Present creates
the image of a living corpse as the only perspective on immortality that our
civilization is able to offer its citizens.
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AYKTa OTHY>KJEHHOro TPYAa U YXKe B CTaHAAPTHbIX YC/TOBUAX NMPOMBILLIIEHHOM
WKW AAMUHUCTPATUBHOMN AEeATENIbHOCTU OKa3bIBaeTCA Mo NOCTOAHHbIM BU3Y-
anbHbIM KoHTponeM. OfgHako, 4To6bl OBHAPYXUTb TaKoe TeNlo, COBPEMEHHOMY
XYAOXHUKY He 0bA3aTenbHO MATK Ha 3aBoA unu B opuc. lNockonbky ceroans
TPYZ CAaMOro XyA0XKHUKA ABNAETCA CTOMb XKe OTHYXKAEHHbIM, TaKOe TeNlo Xy-
AOXHUK OBHapy>ueaeT y cebsa camoro.

B caMoM fene, B nocneaHne aecatuneTus Teno Xy[oxHUKa Bce 60b-
we n 6onblue OKa3biBaeTCA B LIEHTPe BHUMAHNA COBPEMEHHOMO UCKYCCTBA —

B nepdopMaHce, Buaeo, potorpadpum n Tak ganee. MoxHo ckaszartb, 4TO ce-
FOAHALLHWUIA XYA0XHUK BCce Bonee 3anHTEpecOBaH B 3KCMOHUPOBaHWUM CBOErO
Tena Kak paboyero Tena — B CaMO3KCMOHMPOBAHUN Nepea B3rNAA0M 3puUTens
WNK Nepea KaMepoW, Bocco3gatoLleit CUTyaL Mo NaHONTUHECKOrO KOHTPOJIA,
KOTOPOMy noABep>XeHbl paboTatoLme Tena Ha 3aBoae unu B opuce. Xopo-
LW NPUMEP 3KCNOHUPOBaHMA paboyero Tena — HefaBHAA BbiCTaBka MapuHbI
Abpamosuy «B npucytcteum xygoxnukay (The Artist is Present) 8 MoMA B
Heto-Mopke. Becb cpok paboThl BbICTABKM XyAOXKHMLA CMAENa B OAHO 1 TOVA
)Ke Nnose B aTpUyMe My3es B Yacbl ero paboTbl, C OTKPbITUA A0 3aKpbITUA. Ta-
KM 0Opa3oM oHa BOCCO3/aBana cMTyauuio opucHoro paboTHuka, Ybe OCHOB-
HOe 3aHATME — CUAETb Ha OAHOM MecTe nog HabnogeHneM cynepeaiizepa, 4To
Obl pabOTHMK HM Aenan MOMUMO 3TOrO.

Mo>HO cka3aTtb, 4TO 3TMM NepPOPMAHCOM XYAOXKHMULA NMPEKPACHO
npounntoctpuposana naeto Pyko o npounssoacTee paboTaroLero Tena Kak
rMaBHOro pesysnbrata MOAEPHU3UPOBAHHOIO OTHYXAEeHHOro Tpyaa. VIMeHHo
MOTOMY, 4TO OHa HWUYEro JpYroro B 3TO BPEMA He /ieflana, OHa TeMaTU3npo-
BaJsla HEBEPOATHYIO AUCLMUMIIMHUPOBAHHOCTb, BBIHOC/IMBOCTb U pU3NYecKoe
ycunue, HeobxoauMble Afia TOro, 4Tobbl MPOCTO NPOAOMKaTb MPUCYTCTBOBATD
Ha paboyeM MecTe OT 3BOHKa A0 3BOHKa. B To ke Bpema Teno ee noagepra-
NOCb TOMY e PeXMUMY 3KCMOHUPOBAHUA, YTO U BCE ApYrue NpousBeaeHns
nckycctea B MoMA, koTopble B Hagnexallue Hacbl BUCAT HA CTEHE MU CTOAT
Ha Nony Bceraa B O4HOM 1 Toi xe nosmunm. O6bI4HO Mbl MpegnonaraeM, 4To
3TW KapTUHbI U CKYNbMTYPbl HE MEHAIOT CBOErO MECTOPACMONOXKEHNUA U He UC-
4e3aloT M3 My3en B Yacbl, KOrga nocnefHui 3aKpbIT U NPOU3BEAEHMUA HE Npej-
cTatoT nepef B3opoM 3putena. CooTBETCTBEHHO, Y HAC BO3HUKAET OXUAAHNE,
4TO M HenoApmxHoe Teno Mapuhbl AGpaMoBMY HaBcerga ocTaHeTCA B My3ee,
CTaB CTOJIb )K€ 6eCCMepTHBIM, Kak U Apyrue euHULbI My3eMHOro XpaHeHuUs.

B aToM cMbicne «B npucyTcTBUMM XynoxHUKa» co3gaeT obpas xusoro Tpyna—
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This immortality effect is additionally strengthened by the fact that
Abramovi¢’s performance is a recreation or repetition of one that she
gave together with Ulay in her youth when they would both were sit op-
posite each other during the working hours of the exhibition space up to
its closure. In the exhibition The Artist is Present Ulay’s place opposite of
Marina could be taken by any visitor. This substitution of Ulay’s body by
other living bodies demonstrates that the artist’s working body is, in fact
disconnected - by the alienated, “abstract” character of modern work -
from his or her natural, mortal body. The artist’s working body can be
substituted by any other body ready and able to perform a similar work of
self-exposure. Thus, in the main, retrospective part of exhibition, the previ-
ous performances by Abramovi¢ and Ulay were repeated or reproduced
in two different forms: by the means of video documentation and by their
replication through the naked bodies of hired actors. Here again the naked-
ness of these bodies was more important than their particular shape or
even gender (Ulay was in one instance, out of some practical consideration,
represented by a woman). There are many who speak about the spectacu-
lar in contemporary art. But in a certain sense contemporary art effectu-
ates the reversal of the spectacle (be it theater or cinema). In the theater
the actor’s body also presents itself as immortal and undergoes different
metamorphotic processes by transforming itself into the bodies of the
others — through playing different roles. In contemporary art the artist’s
working body accumulates different roles within itself (as in case of Cindy
Sherman) or, as in the case of the Marina Abramovi¢’s show - in different
living bodies. The artist’s working body is unique — and at the same time
perfectly exchangeable or substitutable because it is a body of alienated,
abstract labor. In his famous book The King’s Two Bodies. A Study in Medieval
Political Theology Ernst Kantorowicz describes the medieval theory accord-
ing to which the king has two bodies: natural, mortal body and official, insti-
tutional, exchangeable, immortal body. Analogously, one can say that when
the artist exposes his or her body it is the second, working body that is
exposed. At the moment of its exposure this working body reveals also the
value of labor accumulated in the artistic institutions (the medieval theology
speaks, according to Kantorowicz, of “corporations”). In general, visiting a
museum, we do not realize the amount of work needed to keep the paint-
ings on the walls or statues in their places. But this effort becomes imme-
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TOW €AIMHCTBEHHOW NepcrneKkTMBbl HeccMepThA, KOTOPYHO Halla LiMBUIM3aLma
CnocobHa NpeAnoXuTb CBOUM FpaXKaHaM.

10T 3 dekT beccMepTUA AOMNONHUTENBHO YCUIIMBAETCA TeM (PaKTOM,
4yTo nepdopmarc MapuHbl AbpaMoBuy ABnAeTCcA BOcco3gaHneM (MOBTOPEHU-
eM) nepdopMaHca, KOTOPbI OHa e Aenana ¢ YiaeM B FoHOCTU U BO BpPeMs KO-
Toporo o6a oHW cMAeNV NULOM ApPYT K APYrY B Yacbl paboTbl BbICTABKU BNNOTb
A0 ee 3aKpbITUA. Ha BbicTaBke «B npucyTcTBUM XyA0oXKHMKa» MecTO Ynas — Me-
cto HanpoTue MapuHbl AGpaMoBuy — MOrno BbITb 3aHATO OOLIM NoceTuTe-
neM. OT1a noaMeHa Tena Ynas ApyruM XuUBbIM TENTOM NokasblBaeT, 4To paboyee
TeNo XyAOXHMKa Ha CaMOM Ziefie OTTOPrHYTO — OTHY>KJAIOLLMM, «abcTpakT-
HbIM» XapaKTepOM COBPEMEHHOIO TpyAa — OT ero Uiu ee NpUpOAHOro, CMepT-
Horo Tena. Pabouee Teno xyaoxHMKa MOXXHO 3aMeHUTb NOOBLIM APYrUM TENOoM,
KOTOPOE FOTOBO U CMOCOOHO BbINOMHUTL Ty e paboTy caMO3KCMOHUPOBaHMA.
[MosToMy B peTpOCNEeKTMBHOW 4acTW BbICTaBKM paHHWe nepdopMaHcbl MapuHbl
Abpamosuy 1 Ynas 6b11m noBTOpeHbI (PeNpOAyLMPOBaHbI) ABYMA Pa3fnyHbIMMI
cnoco6amu: Npy NOMOLLM BUAEOAO0KYMEHTALMM U NMPU NOMOLLM BOCMpOU3Beae-
HU, UCMONHEHHBIX HarMMM TeNaMu HaHATbIX akTepoB. M 3geck onATb-Takn Ha-
rota 3Tux Ten Gbina BaxkHee, 4eM nx popMa n gaxke non (B of4HOM cnyyae Ynain,
MO HEKMM MPAKTUHECKUM COOBPaXKEHMAM, ObiN 3aMEHEH Ha >KEHLLMHY).

MHorune ropopAT Npo cnekTakyApHOCTb COBPEMEHHOIO UCKYCCTBA.
Ho B onpeaeneHHoM cMbic/ie OHO coBepLUaeT NepeBOpaiNBaHNE CNEKTaKNA
(byab TO TeaTpanbHOro unu KMHeMaTtorpaduyeckoro). B teatpe Teno akrepa,
KOTOpOe, KCTaTu, TOXe NnpeAcTaBnfeT cebs B kavyecTee HeccMepTHOro, Npo-
XOAUT Yepe3 pa3Hble MeTaMopdO3bl, NPeBpaLLaACh B TeNa ApYrux noaen —
urpas pasHble ponu. B coBpeMeHHOM nckyccTBe paboyee Teno XyaoxHuKa
akkyMynupyert B cebe pasznuyHble ponu (B cnydae Cunam LLlepman) nnm (kak
B cnyqae MapuHbl AGpaMoBUMY) pa3nuyHble Xueble Tena. Pabovee Teno xy-
AOXHMKA MAEHTUYHO caMOMy cebe 1 B TO XKe BpeMA NMOJIHOCTLIO 3aMeHAEMO
¥ NOAMEHAEMO, NOTOMY YTO 3TO TS0 OTHYXXAEHHOro, abcTpakTHOro Tpyaa.
B ceoeit 3HaMeHuTOM KHUre The King’s Two Bodies. A Study in Medieval
Political Theology pHct KaHTopoeuy (Ernst Kantorowicz) usnaraet cpegHe-
BEKOBYIO TEOPUIO, COMMACHO KOTOPOW KOPOJIb UMeN ABa Tena: NpMpojHoe
CMepTHOE, C OAHOM CTOPOHBI, U 0dULMaNbHOE, UHCTUTYLIMOHANBHOE, 3aMeHse-
Moe n beccMepTHoe, ¢ Apyro. AHanorn4HbIM o6pa3oM MOXHO cKasaTb, YTO,
KOrAa Xy[OXHWK BbICTaB/IAET CBOE TS0, IKCMOHUPYETCA UMEHHO 3TO BTOPOE,
paboyee Teno. B MOMEHT ero sKCNoHMpOBaHUA 3TO TeNO TaKxXe AenaeT BUAN-
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diately visible if a visitor is confronted with a sitting Marina Abramovi¢. It

is an assumption of the invisible physical effort needed to keep the human
body in one position for a long time, to make a “thing,” a readymade out of
one’s body, that gets the visitors’ attention and lets them contemplate the
artist’s body for hours.

Now, one might think that only celebrities’ working bodies are
exposed to the public gaze. However, the subjects of the most average,
“normal” contemporary everyday life also continually document their own
working bodies in photography, video, Internet websites and so on. In
addition, contemporary everyday life is exposed not only to institutional
surveillance but also to ever increasing media coverage. The innumerable
sitcoms that inundate TV screens around the world are exposing to us the
working bodies of doctors, peasants, fishers, presidents, movie stars, facto-
ry workers, mafia killers, grave diggers and even mediums and vampires. It
is precisely this ubiquity and universality of working bodies and their repre-
sentations that makes them particularly interesting for art. Even if our con-
temporaries’ primary, natural bodies are different, their secondary working
bodies are interchangeable. And it is precisely this interchangeability that
unites the artist with his or her audience. Today, the artist shares art with
the public as he or she once shared religion or politics with it. To be an art-
ist has ceased to be an exclusive fate — instead, it has become representa-
tive of society as a whole on its most intimate, everyday, bodily level. Here
the artist once again has the chance to put forward a universalist claim — as
an insight into the duplicity and ambiguity of the artist’s own two bodies.
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MbIM BCIO CTOMMOCTb TPYAQ, aKKyMYJIUPOBAHHOIO B HEM XYA0XXeCTBEHHbIMM
MHCTUTYuMAMK (CpeaHeBeKoBas Teonorus, cornacHo Kantopoeuyy, roeoput

o «kopnopauuaxy). ObbI4HO, NoceLan My3ei, Mbl He OTAaeM cebe oTyeTa

B KONM4ecTBe TPyAa, Heob6XxoAMMOro Asa Toro, 4Tobbl KapTUHBLI MPOAOMKANM
BUCETb Ha CTEHaXx, a CTaTyn — CTOATb Ha cBoux MecTax. Ho aTo ycunume Hemep-
NEHHO CTaHOBUTCA 3PUMbIM, KOTAa NOCeTUTeNb BCTpeyaeTca ¢ cuasawen Mapu-
Hov ABpamMoBuY. IMeHHO 3TO yraabiBaHUe HEBUAUMOTO PU3NYECKOrO YCunus,
HeobxoamMoro, 4Tobbl NoaAepxkaTh YeNIOBEYECKOEe TeNO B OAHOM U TOWM xe
No3nuUuM JONroe BpeMs, CAenaTb U3 HEro «BeLby, pean-Meis, npuenexkaeT
BHMMaHMWe NoceTUTENEN U 3acTaBffAeT UX YacaMu co3epLatb GUrypy CMaALLEN
MapuHbl AbpaMoBuY.

MoxHo, KOHEYHO, C4MTaThb, YTO TOMBKO Tena 3HaMEeHUTOCTeN OTKPbI-

Tbl AnA ny6nuyHoro obospenna. OgHako cyGbeKTbl CaMOW YTO HU Ha ecTb
cpeaHen, KHOpManbHOWY» NOBCEHEBHOMN XKU3HU CEroAHA TakxKe NepMaHEHTHO
AOKYMEHTUPYIOT CBOU cOBCTBEHHbIe paboumne Tena nocpeacTsoM poTorpa-
$uu, kKnHo, BUAeO, Ha Beb-caitTax u T.n. [loMnMo aToro, coBpeMeHHas no-
BCEZHEBHOCTb NO/BEPraeTcA He TONbKO MHCTUTYLIMOHAIbHOMY HabntoaeHuto,
HO U MeJMINHOW penpe3eHTaLun, pa3Max KOTOPOW NOCTOAHHO YBEMYMBAETCA.
TeneakpaHbl Bcero Mupa 3anonHATcA 6eCKOHeYHbIMU CUTKOMaMU, KOTOPbIe
npeAbABNAIOT HaM paboTatoLyme Tena Bpayent, KpecTbAH, pbl6akoBs, Npe3naeH-
TOB, KNHO3BE3/, 3aBOACKMX pabo4nx, HaeMHbIX YOUILL, MOrUbLUMKOB U Aaxe
MeAWYMOB U BaMNUpOB. VIMEHHO 3TOT Be3aecyLUmil U YHUBEPCASIbHbIA XapakK-
Tep pabouunx Ten u Ux penpeseHTauymmn genaet ux ocobeHHO MHTepeCHbIMU
AnA uckycctea. BropuyHele paboune Tena HalMx COBpeEMEHHMKOB B3anMO3a-
MEeHAEMbI, XOTA UX NEPBUYHbIE, MPUPOAHbIE TE€NAa U HE TaKOBbI.

MMeHHO 3Ta B3aMMo3aMeHAEMOCTb U 06beAMHAET XYAOXKHUKA CO 3pU-
TeneM. CeroaHsa XyAOXHUK pasaenseT UCKycCTBO ¢ My6nunkom, nogo6Ho Tomy,
KaK paHbLUe XYAOXXHUK pa3faensan ¢ nybnvMkon penuruio unm nonutuky. beits
XYAOXHUKOM — CErofjHA 3TO YXKe He UCKNtounTenbHaa cyabba. Hanpotue, aTa
cyAbba cTana penpeseHTaTUBHOM AN1A OOLLEeCTBa B LIeSIOM, Ha ero Hanbonee MH-
TUMHOM, NOBCEHEBHOM, TeNleCHOM ypoBHe. bnarogapa sToMy XyA0XXHUK BHOBb
Mony4aeT LaHC cAenaTb CBOe UCKYCCTBO YHUBEPCAJIMCTCKUM — NMOCPECTBOM
aHanu3a ABOWCTBEHHOCTU M aMOUBaNIEHTHOCTU ero COBCTBEHHbIX ABYX TeN.
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Ketn Yyxpos
OT HeMaTepuanbHOro TpyAa K NpOCTpaHCTBY BceobLiero

Pa6oumne-To caMun YMTatOT U XOTAT YUTaThb BCe, 4TO NULWYT 1 AnAa
WHTEeNIUreHumnmn, U ToNIbKO HeKoTopble (nnoxwe) WHTENJIUreHTbl AyMatoT,
4YTO «AnAa PaGO'-IVIX)) AOCTAaTOYHO paccKa3sbiBaTb O ¢a6PW~IHbIX nopaakax
N nepexesbiBaTb aBHO U3BECTHOE.

B.U. IenuH. «HMTo genatby

OCHOBHble NONOXeHUA TEOPUM HeMaTEpPUANbHOIO Tpyaa

OcHOBHble NONOXeHWUA TEOPMU HEMAaTEPUANIbHOTO TPYAa OMMUCHIBAIOT Te paau-
KasibHble MU3MEHEHWUA B COOTHOLLEHMMN TPYAA U KanuTtana, KOTopble NPOU30LLM
B CUCTEMe NOCTUHAYCTpUanbHOro (nocTbopAMCTCKOro) NpoM3BoACTBa NEPBO-
ro MvMpa 3a nocnegHue copok net. B ceoeit nporpamMmHoit pabote «lpamma-
TUKa MHoxecTBy» [1aono BupHo! BbiaenseT paa npusHakos noctpopamcT-
CKOro KanuTanunsMa, raBHbIA U3 KOTOPbIX COCTOUT B OTMEHE KJ1aCCUYECKOro
MapKCUCTCKOro COOTHOLLEHMWA TpyAa paboyero 1 ero NpAMoi aKcnyaTauum.
Tenepb KanuTan 3axBaTbiBaeT He NpocTo paboyee BpeMs, B TeHEHME KOTOPO-
ro NpOn3BOAUTCA NPOAYKT UK TOBap, 0Opa3ys U3 Hero NpMbaBoOYHYIO CTOU-
MOCTb, HO OKKYMNUPYET BCe BPeMA 3K3UCTEHLMM, MbICIIN U TBOPYECKUE KeNaHUSA
TpyAAwerocs. [TpoAyKT unun ToBap NPOU3BOAUTCA HE Kak HEYTO HarnpAMYyto
notpebnaemMoe 1 B 3ToM noTpebneHmn nornowaeMoe, Ho Kak Habop HOBbIX
MOZyCOB KOMMYHUKaLMK, 3HAHWUA, A3bIKOB WU Aa)Ke MUPOB.

Tpya Bce Gonee coBnagaeT c TBOPYECKMMU MAaHEBPAMU BUPTYO3HOIO
WCMOJTHUTENSA, C UHTENNIEKTYaNlbHON NaMATbIO U 3a4€MCTBOBAHMEM 3HAHWN.
CornacHo Maypuuuo Jlauuapato,? uenbto noTpebneHns ceroaHs asnsercs
He NPOCTO NPOU3BOACTBO TOBAPOB, @ YMHOXEHWE HOBbIX YC/IOBUI U BapyaLuii
caMoro npouseoacTsa. [1peporatMeoit HeMaTepuanbHON UHAYCTPUM CTaHO-
BUTCA NPOU3BOACTBO CYyOBbEKTUBHOCTEN U MUPOB, 2 3TO UMEHHO KYNbTYPHbIE,
TBOpYeCKMe, a He 3KOHoMUYeckme Kateropun. [loTpebnerue xe, B cBOtO
oyepeAb, MOPOXKAAET He NPOCTO MOrMOLAOLLEro, HO KOMMYHULMPYIOLLErO,
KTBOPYECKW» 3a4eACTBOBaHHOro notpebutens. Takum obpasom, npounssosa-
CTBO 3a4eMCTBYET U OKKYNUPYET KN3Hb, COLManbHOE U obLuecTBeHHOE Npo-
CTPaHCTBO, UHTENNEKT, «AyLwwyy». MaTepuanbHbIi e TPyA NULLb aBTOMaTUYECKU
BOCNPOU3BOAMT 3TO 3aMbIC/IMBAaHWE MUPOB, CUTYaLUii, COObITUIA, OKa3bIBaACH
Ha 3aJ}BOPKaX CTpaTernii COBpeMeHHOro npousBoAacTea.’
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Keti Chukhrov
From Immaterial Labor to the Space of the General

The workers themselves read and want to read all that is written for the
intelligentsia, and only a few (bad) members of the intelligentsia think that
itis sufficient “for the workers” to talk about factory conditions and to
keep repeating what has long been well-known.

V.1. Lenin. What is to be done.
Basic Provisions for the Theory of Immaterial Labor

The basic provisions for the theory of immaterial labor describe the radical
changes in relation to labor and capital which have taken place in the first-
world post-industrial (post-Fordist) production system over the past 40
years. In his programmatical work Grammar of the Multitude, Paolo Virno!
marks out a number of signs of post-Fordist capitalism; most importantly,
he says that post-Fordism has annulled or complicated the traditional Marx-
ist correlation between the worker’s labor time and the degree of their
exploitation. As labor is dematerialized and the division of labor in indus-
trial production is eroded, capital not only occupies the working hours
during which products or goods (and their surplus value) are produced;

it takes over all the worker’s time, subsuming the entirety of their exist-
ence, thoughts and creative desires. Products or goods are produced not as
something consumable, to be swallowed directly, but as a set of new modes
of communication, knowledge, languages or even worlds.

Labor coincides ever more with the creative maneuvers of a virtu-
osic performer, with smart memory and the engagement of knowledge.
According to Maurizio Lazzarato? the aim of consumption today is not
merely the production of goods, but the multiplication of new conditions
and variations for production itself. The prerogative of immaterial indus-
try becomes the production of subjectivities and worlds — and these are
cultural and creative categories, not economic ones. Consumption in turn
gives rise to a consumer who does not merely devour, but communicates,
is “creatively” engaged. In this way, production activates and occupies life,
social and societal space, the intellect, the “soul.” But material labor only
reproduces this scheming of worlds, situations and events automatically,
finding itself on the periphery of strategies of modern production.3
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HecMoTps Ha Bce 370, ¢ To4km 3penunsa [Naono BupHo,* nosntueHocTs
nocTdOopANCTCKOro Kanutana CocToUT B TOM, 4TO BOMNpekn cebe oH cospan
YCNOBUA ANA BOZHUKHOBEHMWA HEe-NPUBATHbIX, HE-KannTaIMCTU4ECKUX oL e-
CTBEHHbIX 6nar — A3bIKOB, CETEBbLIX HOY-Xay, CUCTEM MHPOPMALIMOHHOTO U
KyNbTYPHOIO pacrnpOCTPaHeHMs.

Kak BupHo, Tak u gpyrue teopetukmn noctonepaunsma (AHgpe lopu,
Maypuuwmo Jlayuaparo, AHToHno Herpu, SHuo Pynnanu, AHtoHenna Kop-
CaHW) anennupytoT 3aeck K ToMy, 4To Kapn Mapkc HasbiBan «BceobLumm
NHTENNIEKTOMY.?

Kak nuwet BupHo, «Mapkc <...> cuuTaer, 4o <...> abcTpakTHOE
3HaHWe — He 06A3aTeNbHO CBOANTCA TOMBKO JILLb K HAYYHOW Npupoae —
<...> 1 nocTeneHHO CTaHOBUTCA IMaBHbIM CPeACTBOM NMPOU3BOACTBA, YTO
Hen3beXXHO BeJeT K BbITECHEHWNIO PYTUHHOIO KOHBEMEpHOro TpyAa Ha ne-
pudeputo nponssoacTBa. ITO 3HaHUE, KOTOPOE 331eMCTBYETCA OCHOBHbIM
KanuTasnioM 1 ABNAETCA HEOTbEMJIEMOM YaCTbiO aBTOMATU3UPOBAHHOMN cUCTe-
Mbl NpoussogcTea».¢ [lpyrumm cnoeamu, BceobLumii UHTENNEKT — 370 obLe-
CTBEHHOE M3MepeHMe 3HaHUA, KOJTEKTUBHAA KKOMMETEHLMA», KOTOpas Co3-
AaeT obLee columanbHO-KyNbTypHOE NPOCTPAHCTBO AJ1A NPOU3BOAUTENIbHOWM
AeATENbHOCTH.

Bceobuwuin nHTennekT npegnonaraeT NnponM3BoACTBO Takux bnar, no-
TpebrieHne KOTOpbIX He pa3pyLuaeT UX (Kak paspyLuaetca npu ynotpebneHuu
MaTepuanbHbI NPOAYKT), a YMHOXaeT. Bce TeopeTnkn noctpopamnsma cxo-
AATCA B TOM, YTO MOCTUHAYCTPUASIbHbIV KanuTannM3M pa3Mblnl FPaHULYy MeXAay
notpebnexHuneM, uHpopmMaumen, NO3HaAHMEM U KOMMYHMKaLMen. TeM He MeHee
3TO BOBCE He 3Ha4UT, YTO NOCTPOPAN3M aBTOMATUHECKM MPOU3BOANT MNOCT-
KanutanucTmyeckyto yronuto. CosceM Haob0poT, B CUTyaumm, Koraa Kopno-
PaLKN COMEPHUYALOT 32 KOHTPONb HaJ BCEOOLUMM 3HaHMEM, MPOCTPAHCTBO
BCeobLyero CTaHOBUTCA HACTOALLMM NosieM BGUTBbI.

Hanpumep, B cBoeM HepaaBHeM foknage Ha 6epnMHCKON KOHpepeH-
ummn «pem koMmyHumsmay Cnaeoit 2Knxkek BbiCKasan o4eHb TOYHOE CO-
obpaxeHue: 7 kanuTan u 6oraTcTBo TakMx MOoHononui, kak Microsoft nnu
Nasdaq, coctoaT He B npubbINn OT NPoAaxX, a rMaBHbLIM OOpPa3oM B TOM, 4TO
OHM BbICTYNAIOT OT UMEHU YHUBEPCAIbHOIO, MOYTU MPOCBELLEHYECKOro
cTaHAapTa BceobLuero nHTenneKTa.

DdpaHuy3ckuii uccnepopateslb HeMaTepPUaNIbHOrO U KpeaTMBHOMO
npouseoacTsa AHgpe [opu npuBoAUT B CBOEN KHUTes Lienblii paa NpUMepoB
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Despite all this, Paolo Virno* believes that a positive aspect of
post-Fordist capitalism lies in the fact that it created the conditions for
the emergence of non-private, non-capitalist public benefits — languages,

a range of network-based know-how as well as systems for informa-
tional and cultural dissemination. Both Virno and other theorists of post-
operaism (André Gorz, Maurizio Lazzarato, Antonio Negri, Enzo Rullani,
Antonella Corsani) refer to what Karl Marx called “general intellect.”s As
Virno puts it “Marx [...] claims that [...] abstract knowledge — primarily
yet not only of a scientific nature — is [...] becoming no less than the main
force of production and will soo n relegate the repetitions labor of the as-
sembly line to the fringes. This is the knowledge objectified in fixed capital
and embedded in the automated system of machinery.”¢ This knowledge is
social and general; it is a collective competence that creates a shared com-
mon space of production.

“General intellect” produces goods and benefits that are not de-
stroyed by being consumed (as a material product is “destroyed” on use),
but instead even proliferate and multiply. All post-Fordist theoreticians
agree that post-industrial capitalism has blurred the boundary between
consumption, information, cognition and communication. This doesn’t
mean however that post-Fordist capitalism automatically generates a post-
capitalist utopia. Quite the contrary, in a situation where corporations vie
for control over the power of knowledge objectified, the space of the com-
mons becomes a real battleground.

For instance, in a recent talk at the ldea of communism conference
in Berlin, Slavoj Zizek made an apt observation:” The capital and wealth of
monopolies like Microsoft or Nasdaq lies not so much in their profits from
sales, but mainly in that they are acting in the name of a universal, nearly
Enlightenment-style standard of “general intellect.”

In his book, the French researcher of immaterial and creative pro-
duction André Gorz®8 presents a variety of examples of the new post-in-
dustrial economy, in which cognitive, symbolic and aesthetic values exceed
both use and exchange value. Added value and profit depend on an immate-
rial, imaginary dimension of the goods. For this reason, industrial enterpris-
es do not have their own brands and just provide service to firms whose
products are immaterial. For instance, Gorz points out that Nike doesn’t
actually own any machines or equipment at all. All the company does is to
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HOBOW MNOCTUHAYCTPUANIbHON 3KOHOMWKUN, B KOTOPOWN KOFHUTUBHasA, CUMBO-
NNYecKas u 3cTeTUYeckas CTOMMOCTb MPEBOCXOAMUT Kak NoTpebutensckyto,
TaKk U MEHOBYIO cTOMMOCTb. [IpnbaBoYHas cTOMMOCTb M NpUBLINL 3aBUCAT OT
HeMaTepuanbHOro, BOobpaxaeMoro usMepenus Toeapa. MIMeHHo noatomy
MPOMbILLNEHHbIE NPEANPUATUA He UMetoT BpeHA0B CaMK, HO NULLIL obcny-
XuBatoT GUPMbI, YbA NPOAYKLMA HeMaTepuanbHa. Hanpumep, y pupmbl Nike,
Kak nuweT [opu, BoobLue HeT B cOBCTBEHHOCTU HKU MalUWH, HUM obopyaoBa-
HuA. PupmMa paspabaTbiBaeT NULLbL KOHLEMNLMIO U AM3aiiH 0OYyBU, B HEKOTO-
POM cMbicnie aaxe ¢unocoduto onpeaeneHHoro Toeapa. Becro ocranbHyto
YacTb npoussoAcTea (KyAa BXOAWUT KPeaTUBHbIN 3Tan pekiaMbl U MapKeTUHra)
6epyT Ha ceba NnapTHepcKWe NpeAnpuUATUA U AepKaTenu nuueHsumn. B 1o xe
caMoe BpeMs, OHaKo, FrofloBHas pupMa, NpomnsBoAALLaA KOHLENT TOBapa,
CKynaeT No o4eHb HU3KMM LieHaM NMpOu3BeeHHble B TAKUX MPOMbILLUSIEHHbIX
NpeAnpUATUAX NPOAYKTbI U MONy4aeT OrpoOMHYto Npubbinb, Nepenposaean
UX B Ka4ecTBe NpoAyKLuu ¢ bpeHaoM.

NT1ak, c oaHOM CTOpPOHbI, 06nacTb HeMaTepyanbHOro NPOU3BOACTBA
o4eBMAHbIM 06pa3oM No3BoNnAeT kKanutany Bce H6osbLLe OKKYNMpOBaTb Tep-
puTopun Bceobuero, obuiecteeHHoro 6nara. C apyroii ctopoHbl (U 34ech
NpoABnAeTcAa aMOMBaNIEHTHOCTb MOCTONEPANCTCKOMN TEOpUM), BCE TEOPETUKM
(BupHo, Herpu, Jlayuapato, lopu) cxoasTca B TOM, YTO B CBOEM Nepexoje
K KOMMYHWKaTUBHbIM, HEMHAYCTPUASIbHbIM MPOCTPAHCTBAM KanuTanansM npu-
6nunsmnca K NpoM3BOACTBY He-MpUBaTHbIX, 0606LLecTBNEHHbIX, Kak bbl Gec-
MNaTHbIX LLeHHOCTEN — A3bIKOB, MAEW, KOHLIENLMIA, TBOPHECKNX U HAYYHbIX
MHHoBaLUui. [lpyrumMm cnoBamu, COBpeMeHHbI MOCTUHAYCTPUASIbHbIA TOBAp
COAEPXMUT TaKytO CTeneHb TBOPYECKUX U KOMMYHUKATUBHBIX YCUIIUI, YTO
Aaxke ero ToBapHas GopMa He MOXKET OTMEHUTb BNIOXXEHHbIN B 3TOT NPOAYKT
MpoLEecc KpeaTMBHOIO U UHTENNEKTYaNlbHOIO YCUUA, KOTOPbIN BbICTpanBa-
€T MHOIOYPOBHEBYIO KOMMYHUKATUBHYIO CBA3b MeXAY NyOnu4Hoi cdpepoit
W HeMaTepuarbHbIM TPYAOM.

MNMeHHO Ha 3ToM ocHoBaHuK B paboTtax BupHo u Jlayuyapato Bos-
HUKaeT TaKoe NOHATHE, KaK KKOMMYHM3M KanuTanuamay.’ [pyrummu cnosamuy,
BO3HMKaET HaZleXKJa Ha TO, YTO KOJIb CKOPO CaM KanuTtasnsM nopoaun Tex-
Honoruu, nosponsatoLmne o606LLecTBNATL TOBAPHYIO MHAYCTPUIO U MHDOP-
Mauuio, NpeBpaLLaTb TPYA YU SKOHOMUKY B 3HaHWeE, MOABAAETCA BO3MOXHOCTb
OTBECTU, KOTHATLY 3TO 3HaHMe OT Kanutana. [lonuTtnyecknm cybbekToMm
TaKoro NpuUCBOEHWA U BbiBeJeHnsA BceobLymx bnar 3a npegenbl 3KOHOMUKM
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develop footwear concepts and designs, and, in a sense, even the “philoso-
phy” of a certain product. All other production (including the creative stage
of advertising and marketing) is handled by partner companies and license
holders. However, at the same time, the central-office company that pro-
duces the product-concept buys up the goods produced in these industrial
enterprises at very low prices and makes enormous profits by reselling
them as brand-name products.

So on the one hand, the field of immaterial production very obvious-
ly allows capital to occupy an ever more generalized territory: the space of
the common good. On the other hand — and the ambivalence of post-oper-
aist theory is revealed here — all the theoreticians (Virno, Negri, Lazzarato,
Gorz) agree that modern post-industrial goods contain such a quantity of
creative and communicative effort that even their commodity form cannot
cancel it out completely; the process of creative and intellectual work, still
evident in the commodity, reconnects the result of immaterial labor back
to a commonly owned general social knowledge.

It is on this basis that the concept of the “communism of capitalism”
emerges in the work of Virno and Lazzarato.? In other words, the hope
emerges that if capitalism itself so quickly gave birth to technologies that
allow the socialization of industry and information, the transformation of
labor and economy into knowledge, then the opportunity will arise to “sub-
tract” this knowledge away from capital. It becomes possible to imagine the
reappropriation of the commons and their withdrawal from the grasp of
a capitalist economy. The political subject or agent for this withdrawal or
“exodus” must be a class of immaterial workers — the so-called cognitariat,
or the cognitive multitude.

In Revolutions of Capitalism'® Maurizio Lazzarato confirms that he
considers it possible to draw up new forms of activity in such away as to be
able to precisely dissociate the creation of common goods from the accu-
mulation of profit by a company. This is supposed to lead to everyone hav-
ing access to a non-exploitative type of temporality, one that “allows for
the creation of subjectivity as well as material values.” By subjectivity, Laz-
zarato means the factor of creative, intellectual and political independence
from the interests of capitalist production. One of the specific conditions
of the struggle against the privatization of public goods lies in, on the one
hand, distinguishing invention from occupational, automatic and routine
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n duHaHcoBoro kanuTana (TeM, 4em B XIX Beke ana Mapkca BbicTynan npo-
neTapuvaTt) AOMKEH CTaTb KJ1acC HEMaTepUasNibHbIX pabOTHMKOB — TaK Ha3blBae-
MbI/i KOTHUTapWaT, UM KOTHUTUBHOE MHOXECTBO.

Maypuumo Jlayuapato B kHure «Pesontouymm kanutanusma»'® yteepx-
AAET, 4TO CYUTAET BO3MOXHbIM BbICTPOUTb HOBble POPMbI AEATENILHOCTM TaK,
4TOObI YETKO OTAENUTb CO3aHNe OOLLeCTBEHHbIX 6nar OT HapallMBaHUA
NpubbINM NpeanpuATUA. DTO AOHKHO NPUBECTU K AOCTYMY BCEX K TEMMO-
PaNbHOCTM HE3KCMyaTUPYIOLLEro TUMa, KOTOpasa KNO3BOJIUT TBOPUTb He
TOJIbKO MaTepuasibHble LLEHHOCTU, HO U CybbekTUBHOCTLY. 1o cybbekTuB-
HocTbto Jlayuapato nogpasyMepaeT pakToOp TBOPYECKOW, UHTENNEKTYalb-
HOM U NONUTUYECKOMN HE3ABUCMMOCTU OT MHTEPECOB KanuTasIMCTU4ECKOrO
npoussogcTta. OfgHo 13 cneunduryeckmx ycnoeuii 6opbbbl ¢ npuBaTsanm-
ell obLecTBeHHbIX 6ar COCTOUT B TOM, YTOObI, C OHOI CTOPOHbI, OTNINYaTb
n3obpeTeHne OT TPYAOBOro, aBTOMaTUHECKOrO U PyTUHHOIO BOCNpou3Be/e-
HUWA, a C APYrov — B TOM, 4TOObl HEMTPann3oBaTh pa3geneHme Mexay TynbIM
PYTUHHbIM BOCMPOU3BOAALLMM TPYAOM KaK NOAYUHEHHOW AEATENbHOCTbIO
U TBOPYECKMM UNN MHTENNEKTYallbHbIM 306peTeHneM. Bonpoc B ToM, 4Tto
cerofjHa 3To pasfjeneHue (y4uTbiBas pa3MeLlieHNe NPOMbILLIEHHbIX NPOU3-
BOZCTB B TPETbUX CTPaHaX, a pa3paboTynkoB GpeHAOB M CTPATErnit KpYMHbIX
KOMNaHWi — B NEPBbIX) MPOXOAUT HaCTO MeXAY NEPBbIMU U HE NEPBbIMU
cTpaHamu; a B Poccum — Mexay LieHTpoM 1 nepudepueit, To ecTb npuobpeTa-
€T He TOJIbKO COLManbHbIii, HO Y FreONONUTUHECKUI XapaKTep.

B cBoto oyepeap, AHape [opL, BUAMT NOTEHLMaNbHOCTU Npeoaorne-
HUA KanuTanusMa B NpeofoneHnn NpoaykTuemsMa'! (To ecTb HaLeneHHOCTH
Ha 6eckoHe4HOe NPOU3BOACTBO) U 34€Cb B HEKOTOPOM CMbICIIE PacXOAUTCA
C NO3uuMAMM nocTonepancTos. [opL HacTanBaeT Ha TOM, 4TO MapKCUCTCKan
no3uumsa ckopee TpebyeT npeoosieTb NOCTHOPANCTCKUIN SIKOHOMU3M, B KO-
TOPOM He NPOU3BOACTBO CIYXKUT HENOBEYECKOMY pPa3BUTUIO, 2 HAaObopoT,
4enoBekK CNy>uT npoussoAacTsy. [opL noa4epkuBaeT, 4To NnocthopansM
npeAanonaraeT ycuneHne MacCoBOro TPYAOBOrO PeXUMa He MeHblLUe, HYeM
¢opaunsm. Ecnu popamsm 3axeatbiBan Tena nogen, To nocthopansM 3axea-
TbiBaeT X «Aywmny. [NoaobHasa TOTanbHOCTL HeMaTepuanbHOro NPOU3BOA-
CTBa NPaKTUYECKU He OCTaBIAET BpEMEHU, CBOOOAHOro OT TPYAOBOrO, B TO
BPeMA Kak BceobLee 6naro ocCHoBaHO He TONbKO Ha MPOU3BOAUTENBHOM TPY-
Ae (MaTepuanbHOM UM HEMaTepUaNibHOM), HO TakXXe U Ha cBoboaHOM feli-
CTBUM, HE ONTUMU3UPYIOLLLEM JOCTUXKEHNE TON NN MHOW NMPOU3BOACTBEHHOW
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reproduction, and on the other hand - in neutralizing the division between
mindless routine reproducing labor as subjugated activity and the creative
or intellectual invention. The question lies in the fact that today this divi-
sion — bearing in mind the placement of industrial production facilities in
third world countries, and with large companies’ brand and strategy whiz-
zes in first world ones — often splits first world countries from the others;
while in Russia it runs between the center and the periphery, i.e. takes on
not only a social but also a geo-political character.

André Gorz, in turn, sees potential for overcoming capitalism in the
overcoming of productivism!! (i.e. determination on endless production),
which in a sense contradicts post-operaist positions. Gorz insists that the
Marxist position is more about overcoming post-Fordist economism, in
which humans are in service to production rather than production serving
human development. In that sense, Gorz explicitly acknowledges that post-
Fordism entails a massive intensification of labor, just as Fordist capitalism
did. If the former captured people’s bodies, the latter now captures people’s
souls. This totality of immaterial production leaves no time free from work.

Meanwhile the common good is obtained not only through produc-
tive labor (material or immaterial), but via any other free activity, which is
not just optimizing this or that productive achievement or goal. Gorz re-
fers here to one of the most important components of the common good
in the frame of a socialist and communist project, free time; time, enabling
the development of artistic, or as Gorz writes, “non-instrumentalized
capacities.”!2

A Few Contradictions in the Theory of Immaterial Labor

Most scholars of cognitive capitalism position themselves as Marxists when
speaking of immaterial (spiritual or general) values.

However, the post-operaists understand the very categories of the
general (as in “general intellect”), the “immaterial” and the “common”
somewhat one-sidedly. More precisely, immaterial labor — especially for
Virno and Lazzarato - is often identified only with intellectual production
or entrepreneurial virtuosity. In Virno’s thought, for instance, the con-
cept of virtuosity (interpreted in culture, art and performance more as a
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uenu. 3aeck [opu roeopuT o cBO6OAHOM BpeMeHU Kak 06 ofHOM U3 3Ha4YU-
TeNbHbIX COCTaBJIAIOLLMX BCceobLero 6nara B npoekTe couumanmusMa u KOMMy-
Hu3Ma. CBoboHOE BpeMA — 3TO TO HE3aHATOE ONTUMU3UPOBAHHbLIM NPOU3-
BOACTBOM BpPEMSA, KOTOPOE NO3BOJIAET YENTOBEKY Pa3BUBATh XYAOXKECTBEHHbIE
unu, kak nuwet lopu, «1tobble UHble, HEMHCTPYMEHTaNIbHble CNOCOBHOCTUY. 12

HekoTopble npoTnBOpeUns Teopmm HeMaTepmanbHOro Tpyaa

NT1ak, TeOpeTHKM 1 nccnefoBaTeNn KOrHUTMBHOIO Kanutanmama, 6esycnos-
HO, OCTalOTCA Ha MAPKCUCTCKUX MO3ULUAX, FOBOPA O HeMaTepuasbHbIX («Ay-
XOBHbIX» UJIY BCEOOLLNX) LLEHHOCTAX.

OgpHako caMy KaTeroputo Bceobuero (general, kak B general intellect)
U KHeMaTepuasnbHOro» U «0bobLLEeCTBNIEHHOrO» NOCTONEpPancTbl MOHUMa-
lOT HECKOJIbKO OAHOCTOPOHHE: HEMaTepUuanbHbIi Tpya — ocobeHHOo y BupHo
v JTayuaparo — 4acTo OTOXAECTBNAETCA BCErO JIULLbL C UHTENIEKTYaNbHbIM
NPOU3BOACTBOM UM aHTPENPEHEPCKOM BUPTYo3HOCTbIO. Y BupHo, Hanpumep,
MOHATUE BUPTYO3HOCTM (KOTOPas B KyNbType, UCKYCCTBE U UCMONTHUTENbCKOW
MPaKTUKE CKOpee UHTEPMNPETUPYETCA Kak MOBEPXHOCTHbIN CMEKTaKyNAPHbIN
TPHOK, OCHOB2HHbI Kak pa3 Ha MexaHW4eCcKon HaTPEHUPOBAHHOCTH, a He Ha
NPOAYMaHHOM OCMBbIC/IEHUM TBOPYECKOrO AENCTBUA) ABNAETCA OCHOBOMNONara-
IOLLIMM KQ4ECTBOM HE TOJIbKO TBOPYECKOW AEATENIbHOCTU, HO U NOJIMTUHECKOTO
Aevicteua.'? B atoM cnyyae y BupHo oToxaecTenatoTca paboTa UHTENNEKTa,
ero Kl n cama kateropwms Bceobuyero. MIHbIMK cnosamu, HeMaTepuanbHoe
NPOM3BOACTBO B JIIOOOM ero BuAe U NOCTUHAYCTPUANbHas SKOHOMUKA B LIeSIOM
CMHOHUMWYHbI O6LLIECTBEHHBIM BnaraM. DTo 03HaYaeT, YTO NULLb Pa3BUTON
KOFHUTUBHBIM KanuTannsM, NnLLb TEXHOIOTMYECKU NPOABUHYTbIE TUMbI NPO-
M3BOACTBA MOTYT NopoanTb BceobLyme LeHHocT. CooTBeTCTBEHHO, POPMbI
BceobLwmx Gnar MOryT pa3BmBaTbCA UCKIIOYUTENBHO B CTPaHaX NEPBOrO, B
KpaWHeM cny4yae BTOPOro MUPpa, U, KCTaTu, 3TO OZHa U3 NPUYMH, NOYeEMY Cpean
3anajHbIX JIEBbIX UHAYCTPUANIbHOE M NOCTUHAYCTPUANIbHOE OTCTaBaHME COBET-
CKOM 3KOHOMMKM HaumnHas ¢ | 960-x oToxAaecTBNAETCA C NONUTUYECKON, buno-
coCKOM, KOTHUTUBHOMN U, COOTBETCTBEHHO, TBOPHECKOW KHE3PESIOCTbIOY CO-
BeTCKoro obuectsa. [Mony4aercs, 4TO NOMbIC/IUTL COBPEMEHHbIE TBOpYECKUE
MOTEHLMANIbHOCTU U UHTENNEKTYasbHble M306peTeHns MOXHO, TONTbKO UCXOAA
U3 TEXHONOrn4ecKom 6asbl CaMbiX pa3BUTbIX CTPaH.
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superficial spectacular stunt founded on mere mechanical dexterity, not a
thought-through apprehension of creative activity) constitutes an essential
property of both political doings and creative activity.!3 In this case Virno
identifies the category of the general with the intellect and its efficiency;
i.e., immaterial production in any form and the post-industrial economy
overall are synonymous with the production of the common. But this
means that only developed cognitive capitalism, only technologically ad-
vanced forms of production can generate general values. Correspondingly,
new general forms of commons can only develop in countries of the first
or, in extreme cases, the second world. (By the way, this is one reason why
the industrial and post-industrial lag of the Soviet economy beginning in the
1960s is identified among Western leftists with the political, philosophical,
cognitive and associated creative “immaturity” of Soviet society.) What we
end up with is that it is only possible to imagine modern creative potentiali-
ties and intellectual inventions proceeding from the technological capabili-
ties of the most developed countries.

But this formulation contradicts the generic and humanist horizon of
Marx’s notion of general intellect.'* The “general” in “general intellect” as-
sumes not only quantity, availability and technologies for the dissemination
of knowledge, nor just the engagement of knowledge and creative abilities
towards one or another goal (essentially a purely practical task). In fact, it
also assumes the horizon of the “spiritual” which rests upon an exclusion-
ary paradox: no immaterial, intellectual or even creative production carries
the scale and quality of general, non-private interests.

The following argument presents yet another contradiction prevent-
ing the universalization of the theory of immaterial labor. The class of im-
material workers often stands out as an avant-garde of political opposition
based on proximity to the most modern post-industrial means of produc-
tion. However, if we turn to Lenin’s revolutionary motivation for singling
out the proletariat as the class of struggle and universalization, here the
foundation was not only the productive up-to-dateness of the proletariat
but also the fact that the proletariat was the most dehumanized and dis-
advantaged social group of its time. Unlike a certain echelon of immaterial
workers (the so-called cognitariat), which is able to a significant degree to
control the means of production, the proletariat could not.

Slavoj Zizek and Alain Badiou' believe that the motivation for the
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Takasa nocTaHOBKa BOMpoOca NPOTUBOPEYUT POLAOBOMY, F'YMaHUCTUYe-
CKOMY rOp130HTY MapKCOBCKOIO MOHATUA BCceobLuero 3HaHuA.!4 Bceobuee
npeanonaraeT He TONbKO KONIMYECTBO, OBLLIeJOCTYMHOCTb U TEXHONOIUM
PacrnpoOCTpPaHEeHWUA 3HaHWA, He TONbKO 3a4€NCTBOBAHME 3HAHWUA U TBOPYECKUX
CNoCoOBHOCTEN B TeX UK UHBIX Lenax (4To, COBCTBEHHO, ABNAETCA BNOJIHE
MPUKNAAHOM 3aJa4eil), HO U CaM FOPU3OHT «AYXOBHOWM» HeMaTepuanbHOCTH,
KOTOpas COCTOUT B C/ieAyIOLLEM NapaZloKce: OTHIOAb He Ntoboe HeMaTepub-
HO€, MHTeJINIeKTyaslbHOE 1 jaXke TBOpYECKOoe NPOU3BOACTBO HeceT B cebe
MacwTab u Ka4ecTBO BCeOBLLUX, HEMPUBATHBIX MHTEPECOB.

Ewe oaHMM npoTuBOpEUMEM, He NO3BONAIOLLMM YHUBEPCAIU3UPOBATh
TEOpU1IO HeMaTepUanbHOro TpyAa, ABNAETCA TO, YTO KNacc HeMaTepuanb-
HbIX paOOTHMKOB 4acCTO BbIAENAETCA B Ka4eCTBE aBaHrapAa NosiMTM4eckoro
MPOTUBOCTOAHMUA Ha OCHOBaHWUM BNM30CTH K Hanbonee cCoOBpeMeHHbIM MNOCT-
WHAYCTpUanbHbIM cpeacTBaM npoussoacTea. OgHako ecnun obpaTtutbea
K NEHUHCKOW MOTMBAaLMM BbIAENEHUA NpONeTapuara Kak knacca 6opb6bbl
W YHUBEpCanM3aLuum, To 34eCb OCHOBAHMEM CNTYXKUI1a HE TONbKO NPOU3BOA-
CTBEHHaA COBPEMEHHOCTb NpONEeTapunara, Ho eLle U To, YTO NponeTapuar
Ob11 Hanbonee JeryMaHM3MpOBaHHOM U YLLIEMIEHHOM COLManbHOMN FPyNMow.
B otnnume ot onpepeneHHoro 3eeHa HeMaTepuasibHbIX pAbOTHUKOB (TaK Ha-
3bIBAEMOrO KOrHUTapuaTta), KOTOPbIV B 3HAYUTENbHOMN CTENEHN MOXKET KOH-
TpPOnMpoBaTb CpeACTBa NPOU3BOACTBA, NPOJIETapUaT 3TOro He MOr.

Cnasown Xuxek n AneH bagbto cuuTator,!s yto MoTnBaumen gna
BOCCTaHWA nNposieTapuata bbina He 61M30CTb K CpeACcTBaM NPOU3BOACTBA,

a HarNpoTUB, OTOPBAHHOCTb OT HUX, HEBO3MOXXHOCTb YNpaBsieHna uMu. Tak,
HanpuMep, NPy KPUTUKE PE3UCTAaHTHON CMOCOBHOCTM paboTHUKOB HeMaTe-
PVanbHOro TpyAa Kak Kiiacca MOXHO NPUBECTU CNeAyoLLUA apryMeHT: 4acTb
PaboOTHWKOB HeMaTepUaNbHOIO TPyAa Y>Ke UMEIOT KOHTPOIb Haj CpeACcTBaMm
NMpOU3BOACTBA, XOTA U He BrosHe BnagetoT uMn. OgHako To, MoYeMy 3To

He BeJeT K OLYTUMbIM U3MEHEHUAM UHDPACTPYKTYPbl HeONMbepanbHOro
obuecTBa, ocTaeTca HeobbACHMMBIM. [1pnyMHa KpoeTca B pacTAXKMMOCTH
cerofHsALIHeN coLmanbHOM ponn HeMaTepuanbHbIX paboTHMKOB (Kak U
CMbICNa NOHATUA KMPEKAPUTETHOCTMY, COLNANIbLHON Heobecne4yeHHOCTH).
«Kornutapuar» — 310 coymanbHas rpynna, B KOTOpYO MOTYT BXOAUTb U TOM-
MeHe)Kepbl BbICLLErO 3BEHA, U «Oernble BOPOTHUYKMY, U HaeMHble paboT-
HUKM n3 cpepbl ycnyr. Knaccosblit pa3pbiB BHYTPU Knacca HEMaTepuanbHbIX
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proletarian uprising was not proximity to the means of production but,

on the contrary, their detachment from it, the impossibility of directing it.
And so, for example, when criticizing the immaterial workers’ (in)capacity
for resistance, the following argument can be made: Part of the immaterial
labor workers already controls and makes the means of production, even
if it does not own them; however, there is no way of explaining why this
does not lead to perceptible changes in the infrastructure of neo-liberal
societies. The reason lies in the fact that the social role of today's immate-
rial workers (just like the sense of the “precariousness” concept, the lack
of social security) is very elastic. The “cognitariat” does not constitute a
class. It is a social group that can include top managers of the highest ech-
elon, white-collar workers and for-pay service industry workers. The class
gap within the class of immaterial workers is enormous and often depends
on the area or country of residence. As André Gorz writes,'¢ in the US, for
instance, workers in the immaterial sphere make up only 20 percent of the
working population, while only 5 percent of this 20 comprise the wealthi-
est part. The bulk of immaterial labor workers make no use whatsoever of
their higher education and are working outside their specialization.

The Theory of Immaterial Labor
and the Post-Soviet Labor and Production Space

And so, the central contradiction of the theory of immaterial labor consists
in the fact that the zones of oppression, physical exploitation and material
labor often lie beyond its interpretation of the commons (general intellect,
culture, artistic creativity, science, etc.). These zones are automatically iso-
lated from the spaces of the general, from artistic creativity. It is interesting
that the work of Western artists investigating routine, industrial, poorly-
paid labor (see Selected Works by the Polish artist Artur Zmijewski, 2007;
Michael Glawogger’s film Workingman’s Death, 2005; the American artist
Mika Rottenberg’s piece Dough, 2006), is always noticeably marked by the
topic of the impossibility of bringing together a shared cultural space con-
structed by a pan-European middle class with material-labor workers and
representatives of non-prestigious professions.
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PaBOTHMKOB OrPOMEH M HaCTO 3aBUCUT OT 30HbI U CTPaHbl MPOXWUBAHMUA.
Kak nuwet Anape lopu,'¢ 8 CLLUA, HanpuMep, paboTHUKM HeMaTepuanbHo
cepbl coctaenaoT Bcero 20 npoLeHTOB paboTaroLlero HaceneHus, NpUTOM
410 U3 3Tnx 20 NnpoueHToB NUWb 5 cocTaBnatoT Hanbonee obecneyeHHyo
4acTb obuiectBa. bonblwas YacTb pabOTHUKOB HEMaTEpUANIBHOMO TPyAa BO-
BCE He 3a4e/CTBYET NOJy4eHHoe Bbicllee obpa3oBaHue U paboTaeT He no
npodeccum.

Teopus HeMaTepuanbHoOro Tpyaa
M NOCTCOBETCKOE MPOCTPAHCTBO TPyAa U NPOU3BOACTBA

NTak, ueHTpanbHoe NpoTUBOpEYME TEOPUN HEMATEPUASIBHOTO TPYAA COCTO-
UT B TOM, YTO 30HbI YrHeTeHUsA, PU3NYeCKOM SKCNNyaTalum U MaTepuanibHOro
TPyAa OKa3blBalOTCA HAaCTO 32 MPaHMLEN pa3MbilLNEeHUI O BCeobLUX LieH-
HocTaX (BceobLLUeM UHTeNNEKTe, KyNbType, XyA0XXeCTBEHHOM TBOPYECTBE,
Hayke 1 np.). OHM OKa3bIBalOTCA ABTOMATUYECKU OTOPBaHbI OT U3MEPEHWS
BceobLero 6nara u XxygoxxecTBeHHoro TeopyecTea. VMiHTepecHo, 4to B pa-
60oTax 3anagHbIX XyAOXKHUKOB, UCCNEAYIOLLNX PYTUHHbIA, UHAYCTPUANbHBIN,
HU3Koonna4YmMsaeMbl Tpya (Hanpumep, Selected Works («136paHHbie pa-
60T1b1», 2007) nonbckoro xygoxHuka Aptypa XXmuesckoro; Workingman’s
Death («CmepTb paboyeroy, 2005) Muxasns asorrepa; Dough («TecTtoy,
2006) amepukaHckon xyaoxHuubl Mukn PoTTeHb6epr), KpacHOM HUTbIO Npo-
XOAUT UMEHHO TEMA HEBO3MOXHOCTU COBMECTUTb MPOCTPAHCTBO KYJbTYPHOM
OBLLHOCTH, KOHCTPYMPYEMOE OOLLEEBPONENCKUM CPEAHUM KITACCOM, U 30Hbl
MaTepuanbHOro, HeMpeCcTUXXHOro Tpyaa.

B counanbHOM npocTpaHcTBe pa3BUTbIX CTPaH bU3NYECKUI TPYA He-
BUAMM, 2 €CJIM OH M OKa3bIBAETCA B NOJIE 3pEHUA, TO pacCMaTpMBAETCA KaK
HEYTO rpaHuYalLiee C 3K30TUKOM U HenpucTonHOCTbO. B paboTax Bbile-
YNOMAHYTbIX XYAOXXHUKOB MaTepuanbHbIil TPYA BbICTYNaeT Kak CBUAETeNb-
CTBO ¢aTanbHOro pasAeneHns Mexay pyTUHHbIM, MEXaHUYECKUM TPYAOM
W UHTENNEKTYaNIbHO-TBOPYECKUM U KYNbTYPHbIM MPOCTPAHCTBOM >XU3HU U
AeaTenlbHOCTU cpeaHero knacca. B «N36paHHbix paboTax» Kmuesckoro
24-4acoBoi CyTOYHbIN LMK paboTHMKa MaTepuanbHOro TpyAa npeacTaert
«roNIoNy «KUBOTHOMY XKU3HbIO,!” pacnpeseneHneM BpeMEHU MEXAY dK3U-
CTeHUMaNbHbIM BbIXKMBAaHUEM U MaTepUanbHO-DU3NYECKUM TPYAOM, HeobXO-
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In the social space of developed countries, physical labor is invis-
ible; and if it comes into sight, it is seen as something hovering between the
exotic and the obscene. In the works of the above-mentioned artists, mate-
rial labor testifies as to the fatal division between routine, mechanical labor
and intellectual-creative and cultural space of middle-class life and activity.
In Zmijewski’s Selected Works an industrial worker’s 24-hour day-long cycle
appears as “bare life,”!7 reduced to animal life, split between existential
survival and the material-physical labor necessary for that survival. The
cultural, creative or cognitive dimension of the worker’s life is entirely out
of the question here. Michael Glawogger tries to emphasize this same ef-
fect of “bare life” in his labor epic, Workingman’s Death, in which Nigerian
workers at a livestock factory; a private team of Donetsk miners who have
organized illegal coal mining and sales out of an abandoned mine; Pakistani
welders taking apart old ships at a scrap-metal yard; and Indonesian peas-
ants gathering sulfur to sell to tourists are shown as marginal beings, torn
away from the life of any rational community.

It is interesting, for our purposes, to see how the film depicts the
history of Soviet industrialization and the Stakhanovite movement and
monuments to this heroic shockwork such as the industrial heritage of the
Donbass as unnecessary remnants of industrial trash. The director does
not see in them that historically emancipated genealogy of labor that, de-
spite its materiality and physical component, was in the Soviet context an
irremovable part of productive and industrial processes. The post-industri-
al remnants of the heroic feats of Soviet labor, and the paid labor of self-
organized work teams find themselves on the same side of the scale.

This is not surprising. Many zones of post-Soviet industrial produc-
tion were subjected to closure in the mid and late 1990s. However, to this
day neither alternative industrial enterprises nor any possibilities for post-
industrial development have emerged to take the place of the old produc-
tion facilities. Thus, a great number of former Soviet industrial regions have
become post-industrial not because they exceeded their industrial capaci-
ties, but rather because they were deprived even of these. While industrial
parks in the West now serve as monuments and testaments to the next
step in an ongoing urbanization, post-Soviet industrial “trash” often pre-
sumes the opposite: the de-urbanization and cultural provincialization of
many post-Soviet cities. The possibilities of the so-called creative industry
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AVMBIM AJ18 3TOro KNPOCTOY BbIXKUBaHUA. O KyNbTYPHOM, TBOPYECKOM UK
KOFHUTUBHOM U3MEPEHUM KN3HM pabOTHUKA 3eCb HE MOXET ObITb U peyu.
ToT e caMbiii 3P DEKT «rofoiny XKU3HU NbiTaeTca BblgenuTb U Muxasne [na-
Borrep B Tpyaosow anonee «CmepTb paboyero». Hurepuiickme paboTHukm
XUBOTHOBOAYeckoW HabpuKu, YacTHas apTeNb AOHELKUX LLIAXTEPOB, Opra-
HW30BaBLUAA HesleranbHyto Ao6bI4y U MpoAaXy Yrna U3 3a6poLUeHHOW Lax-
Tbl, NAKMCTAHCKME CBApLUMKM, pa3bupatoLume cTapble CyHa Ha METaINIONOM,
WHAOHE3NNCKNE KpecTbAHe, AobbiBatoLMe cepy AnA NPOAAXM TYPUCTaM,
nokasaHbl B punbMe [MaBorrepa Kak cyLecTsa MaprHasnbHble, OTOPBaHHblE
OT XXU3HU MbicnALWero coobulectea.

NHTtepecHo, 4yto B «CMepTn paboyero» nctopus COBETCKOro TPYA0BO-
ro repomsMa, CTaxaHOBCKOrO ABUXEHUA U B LIENOM MNaMATHUKW UHAYCTPUASIbHO-
ro Hacneamua [JoHbacca npeAcTaloT Kak HEHYXHbIE€ OCTaHKM MHAYCTPUASIbHOIO
Mycopa. Pexxuccep He pasnuyaeT B HUX TY UCTOPUHECKYHO SMaHCUMALMOHHYHO
reHeanoruvio Tpyaa, Kotopas, HECMOTPA Ha CBOKO MaTepUanibHOCTb, HECMO-

TPA Ha CBOIO PU3NYECKYIO COCTaBJIAIOLLYIO, B COBETCKOM KOHTEKCTE Oblna
HEOTbEMJIEMOW 4aCTbtO NPOU3BOACTBEHHbIX U NMPOMBILLIIEHHbIX NPOLECCOB.
MocTuHAycTpUanbHble OCTaHKM COBETCKOMN TPYAOBOW FEpPOUKN U HAEMHBIN TPYA,
CaMOOPraHM30BaHHbIX apTenell OKa3bIBatOTCA HAa OAHOM Yalle BECOB.

D710 HeyauBuTeNbHO. MHOMME 30HbI NOCTCOBETCKOrO UHAYCTPUaib-
HOro NPOU3BOACTBA NOABEPININCH CBEPTLIBAHMUIO B cepeanHe — KoHue 90-x
rogoe. OfHako Ha MecTe CTapbIX MPOU3BOACTB Tak U He ObIM CO3aHbl HU
anbTEpPHATUBHbIE UHAYCTPUANbHbIE NPEANPUATUA, HU BO3SMOXXHOCTU NMOCTUH-
AyCTpUanbHOro pa3suUTuA. TakuM o6pasoM, MHOXECTBO ObIBLUMX COBETCKUX
WHAYCTPUanbHbIX PEFTMOHOB CTaNIv MOCTUHAYCTPUASIbHBIMU HE MOTOMY, YTO
OHW NPEB3OLUN UHAYCTPUASIbHbBIE MOLLHOCTU, @ MOTOMY, Y4TO JIULLMUINUCH
Aaxe ux. Ecnu Ha 3anage nHaycTpuanbHble Napku ABNAIOTCA NaMATHUKA-

MU MPOLUIIOMY U CBUAETENbLCTBYIOT O CrieAytoLeM BUTke ypbaHusauum, To
MOCTCOBETCKUIA MHAYCTPUASIbHBIA MYCOP HacTo npegnonaraet obparHoe:
Aeyp6aHu3aumio n KynbTYPHYHO MPOBUHLMANMU3ALMIO MHOTUX NMOCTCOBETCKUX
ropoaos. Becb noTeHUMan Tak Ha3biBaeMOM KpeaTMBHOM MHAYCTPUN OKa3bl-
BAEeTCA COCPEOTOYEH B HECKOMbKUX KPYMHENLLNX rOPOAaxX OrPOMHOM CTpa-
Hbl, B TO BPEMA KaK JOBOJNIbHO 3HAYMTENbHAA YaCTb HaceNleHWs B3auMoaei-
CTBYET C NPOAYKTaMMU KPEATUBHOMN MHAYCTPUM NULLL HA YPOBHE MaCCUBHOIO
notpebneHus (TenesuaeHune, peknama u np.). Ecnu B 3anagHoesponeickom
KOHTEKCTE MOXHO FOBOPUTb O HEKOEN FOMOreHHOM KOFHUTUBHOM COCTaBNA-
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are concentrated in the few capital cities of an enormous country, while a
rather significant portion of the population is keyed into products of the
creative industry only at the level of passive consumption (TV, advertising,
etc.). While it is possible in the Western European context to talk about a
certain homogenous cognitive component of immaterial labor and about its
(at least) potential function in the emancipatory transformation of society,
in Russia, immaterial labor often appears a zone of privileged job placement
for prestigious residential areas. It is more likely to denote social segrega-
tion and gentrification zones than to suggest social development.

In Glawogger's film there is an episode on the post-Soviet Ukrain-
ian miners — who through their own independent efforts extract coal from
a closed mine using little buckets, afterwards selling it on to illegal clients.
These are the exact opposite of the images in Dziga Vertov’s Donbass
Symphony (1930). Despite the Taylorist elements in the Soviet shockwork
project, in the latter film, physical labor does not prevent us from imagining
these workers as producers of immaterial or even “spiritual” values.

The scholar, revolutionary, poet, engineer and a highly-qualified
metal-worker Aleksei Gastev, who was also the founder and director of
the Central Institute of Labor (1920-1938) and author of the work Labor
Configurations'8 (1924) used to call his directives relating to the organiza-
tion of labor “poetological epistles.” Devoting a great deal of attention to
the Taylorist rationalization of labor, he nevertheless believed that material
labor and its organization do not cancel out poetry, creativity and inven-
tion. On the contrary, the generation of a creative personality was insepa-
rably tied to the goal-oriented and volitional configurations in the organiza-
tion of labor directed towards socialist construction.

In his article Dialectic of the Ideal (1963), the Soviet philosopher Evald
llyenkov goes far beyond the concept of “general intellect” by reintroduc-
ing the concept of the “ideal” into the materialist dialectic. He asserts that
it is impossible to think about material prerequisites without also consider-
ing ideal prerequisites. But the ideal in this case is not at all Hegel’s ideal-
ism. It is “a specific mode of reverberation of the surrounding world by the
human brain”!? which would never appear without material preconditions.
Thus the Marxist interpretation of the ideal presupposes “the real process,
in the course of which the material life and activity of the social human be-
ing starts to produce not only the material, but the ideal product; but hav-
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toLLeit pabOTHUKOB HeMaTepuasibHOro TpyAa U ero XoTA Obl NoTeHUMaNbHOM
PyHKUUMN 3MaHCcHMnaToOpHOW TpaHchopMaumumn obuyecTtsa, To B Poccun Hema-
TepuanbHbIV TPYZA 4acTo BbICTYyMNaeT Kak 30Ha NMPUBUNIErMPOBAHHOIO TPYAO-
YCTPOWCTBA M NTOKaNIM3yeTcA B MPECTUXKHbIX 30HaxX npoxueaHua. OH ckopee
obo3HavaeT cerperauuto obLecTBa, MapKUpyeT 30Hbl A)XeHTpUdUKaLum,
HeXenu npegnonaraert coymasbHOe pas3BuTuHe.

Snusoa us punbmMa [NaBorrepa, B KOTOPOM NOCTCOBETCKUE YKPaUH-
CKMe LIaxTepbl CBOMMM CUJIaMU, C MOMOLLIbIO MaNleHbKUX BeJep A0ObIBalOT U3
3aKPbITOW LLAXTbI Yrosib, 4TOObI CObIBaTb €ro HenerasnbHbIM 3aKa34vynmkaM, He-
BOJIbHO 3aCTaBNAET BCNOMHUTb COBEPLUEHHO MHble 06pa3bl — n3 «CnuMpoHum
HoH6accay O3uru Beprosa (1930). HecMoTps Ha TeMNnopuCcTCKUE 3NEMEHTDI,
MPUCYTCTBYIOLLIME B COBETCKOM NPOEKTEe YAApHOro TPyAa, 34eCb MaTepualb-
HbI, PU3NYECKUI1 TPYA HE ABNANCA MOMEXOW AJNIA TOro, YTOObI MbICIUTL UX
B KOHTEKCTE HeMaTepuasibHbIX, «AYXOBHbIX)» LLeHHOCTEMN.

Y4eHbIil, peBONOLMOHEP, MO3T, UHXKEHEP U BbICOKOKBANNPULMPOBAH-
HbIi cnecapb Anekcelt [acTes, ABNABLUMIACA TaK)Ke OCHOBATENIEM U PYKOBO-
AvteneM LeHtpanbHoro uHctutyTa tpyaa (1920-1938) 1 aBTopom paboThl
«Tpyanosble yctaHoBkuy (1924),!8 cBon AMpEKTUBBLI MO NOBOAY OpraHu3aLuu
TPyAa Ha3bIBaN NO3TONOrMYECKUMU NOCNAHMAMN. Yaenas 6onbluoe BHUMA-
HUE TEMNIOPUCTCKON paLMOHann3aLmm TpyAa, OH TEM He MEHee CYUTas, YTo
MaTepuanbHbIf TPYA U €ro OpraHM3aumsa He OTMEHAIOT NO33UK, TBOPYECTBa
n nsobpertatenbcrea. HanpoTus, Lenesblie Y BONEBbIE YCTAHOBKM B OpraHn3a-
LMK TPyAa, HarnpaBsIeHHOro Ha COLMANUCTUYECKOEe CTPOUTENBLCTBO, HEOT/Ee-
NNMbI OT CTAHOBNEHUA TBOPYECKOM JINYHOCTY.

Cosetckuit punocod 3sanbg MnbeHkos B cBoeit cTatbe «[unanekTu-
ka naeansHoroy (1963) He noBoNbCTByeTCA TONBKO NOHATUEM BCeObLLero
WHTENNEeKTa, HO BBOAUT B MaTEPUASIUCTUHECKYIO ANANIEKTUKY ELLE U NMOHATUE
«mpeanbHoroy». OH yTBepxaaeT, 4To 6e3 NpeAnochINoK NAeanbHOro He-
BO3MOXHO MMETb B BUAY NPeAnockIKK MaTepuanbHoro. MaeansHoe npu
3TOM — 3TO BOBCE He rerenesckuin naeanusM. ITo «cneymanbHas popma oT-
PaXXEHUA OKpY>KaloLLero Mmpa Yyenose4eckoi ronosoiy.'” Ho oHa, sta ¢pop-
Ma, He Morna 6bl BO3HMKHYTb 6€3 Hann4Yna MaTepuanbHbIX NPEANOCbIIOK.
Takum obpa3oM, MapKCUCTCKaA MHTepnpeTaLua naeanbHOro npeanonaraeT
COBEPLLEHHO «peasibHbli MPOLLECC, B XOe KOTOPOro MaTepuasibHas Xu3He-
AeATeNIbHOCTb OBLLECTBEHHOrO YeNOBeKa HaYMHAET NMPOU3BOAUTD YKE He
TONbKO MaTepuasbHbIi, HO U UAEaNbHbIN NPOAYKT; a 3aTEM, Y)Ke BO3HUKHYB,
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ing appeared the ideal in its own turn becomes part and parcel of the mate-
rial life of the social human being.”20

Unlike post-operaist theoreticians, who think that general knowl-
edge and common goods are an external coordination of equipment,
knowledge and societal organs, and that the category of “general” is identi-
cal to these qualities, llyenkov emphasizes the ideal as a permanent horizon
of human existence.?! It cannot be reduced to pure brain function, to the
physical-material form of one object or another, nor to some material or
immaterial activity. Labor as a social-human activity that separates things
and life from their natural qualities is also related to the dialectical category
of the ideal.22 But labor in its turn — be it material or immaterial — cannot
be reduced to the thing produced or the labor process. Labor is a form of a
person’s active vital activity, yet it lies outside the person and is realized in
the form of the “things” he or she creates. The possibility for such vital life
activity, i.e. labor, is according to llyenkov the very potential of the ideal in
the context of human existence. If labor is not the exploitation of a per-
son’s will and consciousness, then it is a “spiritual” category, the possibility
of a dialectical connection between the material and the ideal — independ-
ently of its materiality or immateriality.23

Interestingly, in the most recent films of the so-called post-Soviet
new wave24 (particularly in Boris Khlebnikov’s Free Floating, 2006, and
Crazy Aid, 2009), physical labor does not separate people from the areas of
cognition, creativity, reflection and still less, ethical action — unlike in the
above-mentioned Western works addressing the subject of material labor.
The simplicity of the provincial worker does not contradict the potential
for a poetic or political relationship with reality. For a person with a Soviet
background, it is not difficult to unite the elderly physicist-inventor and the
Belorussian guest-worker in their collective ethical justice project (Crazy
Aid), which they realize by inventing and creatively implementing absurd
situations in open urban space, helping their fellow citizens.

The non-separation of mental activity from physical labor is the
heritage of the socialist project, in which general intellect appears not only
as a distribution of abilities and knowledge, but also as a general, ideal ethi-
cal presumption of the availability and openness of cognition for workers
in any area. On the other hand, both Khlebnikov’s films demonstrate to
what extent the humanist horizon of the socialist project has fallen out of
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«nAeanbHOe» CTAHOBUTCA BAXKHEMLLMM KOMMOHEHTOM MaTepuasibHOM XXM3He-
AEATENbHOCTU ODLLEeCTBEHHOrO Yenoeekay.20

B otnnume ot TeopeTkoB nocTonepansMa, CHUTAIOLLMX, HYTO BCe-
obLlee 3HaHUe, a TaKXKe BceobLmne 6nara Kak TaKoBble — 3TO BHELLHAA
KOOPANHALMA TEXHWUKM, 3HAHMA N OOLLEeCTBEHHbIX OPraHOB U YTO KaTe-
ropusa «BceobLueroy» ToXKAecTBeHHa 3TUM KadecTBaM, VnbeHKOB Bblge-
nAeT nAeanbHOE KaK NOCTOAHHbIA FTOPU3OHT CyLLEeCTBOBaHMA Yenoeeka.?!
MNpeanbHoe npu 3TOM He CBOANMO HU K YNCTO MO3rOBOM AeATENbHOCTY,
HU K PpU3nYecko-MaTepuanbHon hopme TOro UM MHOro NpeaMeTa unm
TOWM UM UHOW MaTepuanbHON NN HEMaTepUasibHOW aKTUBHOCTU. TpyA Kak
obLecTBEHHO-4enoBeYecKas AeATeNbHOCTb, OTAENAOLAA BELLU U XKU3Hb
OT UX eCTeCTBEHHO-NPUPOAHBIX CBOWCTB, TOXE OTHOCUTCA K AUaneKTuye-
CKOW KaTeropum ngeanbHoro.22 OaHako caM TpyA (Kakum 6bl oH HUM Bbin,
MaTepuanbHbIM UM HeMaTepuanbHbIM) He CBOAUTCA HU K NMPOU3BEAEHHOWM
BELUW, HU K TPYAOBOMY npoueccy. Tpya — 3To dopMa aKTUBHOW XuU3He enA-
TeSIbHOCTU YeNIOBEeKa, KOTOpas NMpY 3TOM HAXOAUTCA BHE YeNIOBEKA U peanu-
3yeTcA B BuAe GOpMbl CO3AaHHbIX UM «Bellen». BozMoxxHocTb nogobHoi
XWU3He[eATeNbHOCTH, TO eCTb TPYA, U ecTb, No MnbeHkoBy, cama noTeHLUu-
aNbHOCTb UAEANbHOIO B YCNTOBUAX YenoBeYvecKkon sk3ncteHuun. Ecnm tpya
He eCTb 3KCMyaTaLua BOSIM U CO3HAHMA YeNOBEKa, TO HE3aBUCUMO OT CBOEW
MaTepuanbHOCTU UNN HEMATEPUASIBHOCTU OH ABNAETCA AYXOBHOMY KaTe-
ropuein, BO3MOXHOCTbIO AWANEKTUYECKOW CBA3U MeX Y MaTepUasbHbIM U1
naeanbHbIM.23

NHTepecHo, 4TO B nocneaHnx punbMax Tak HasblBa€MOWN NOCTCOBET-
CKOM «HOBOW BONHbI»?* (B ocobeHHOCTH B dunbMax bopuca XnebHukosa
«CBobogHoe nnaeaHuey, 2006, n «Cymacwegiias nomMouyby, 2009) ¢pusu-
YeCKWI TPYA — B OT/IMYME OT BbILLEYNOMAHYTbIX 3anafHbIxX paboT Ha TeMy
MaTepuanbHOro TpyAa — He OTAeNAeT YenoBeka oT obnacrei No3HaHUA,
TBOpYecTBa, pedriekcun n Tem bonee 3TmMkKn noctynka. lNpocroayne npo-
BUHLMANbHOro paboyero He NPOTMBOPEYMUT NMOTEHLMANIbHOCTU NO3TUYECKO-
FO UM NONIMTUYECKOrO OTHOLLIEHUA K peanbHOCTU. YenoBek ¢ coBeTCKMM
63KrpayHAOM cnocobeH 06beAMHNUTL NOXMNOro pusnka-nsobperarens
n 6enopycckoro ractapbaiTepa B 0bLLEM 3TUHECKOM MPOEKTE CpaBeASIUBO-
CTK, BONJOLas KOTOpbIi (MOMoras CBOMM COrpaXaaHaM) oHu usobpeTarot
U TBOPYECKM CO34at0T abCypAHble CUTYaLMn B OTKPbITOM FOPOACKOM Npo-
ctpaHcTBe («CyMaclueLias NnoMoLLbY).
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the collective post-Soviet consciousness; it has only been preserved in the
form of rudimentary, merely personal and therefore inevitably eccentric
attempts to restore the space of the “general.”

P.S. Today, with culture having become one of the most prestigious
forms of consumption, many, especially Russian, contemporary artists are
running to extremes. Some see themselves in the manipulative role of a
human office or enterprise for the production of art. Some, on the con-
trary, assess their artistic activity in the system of contemporary art as
“precarious” and exploited immaterial labor. This is unequivocally the case.
The creative industry exploits enthusiasm, desires, ideas and feelings while
simultaneously teaching that they should be expediently “packaged” as ar-
tistic services. These processes must be made self-conscious. However, we
should also not forget that there does exist an area of the non-exploited
and non-commodified. And this is not at all the field of “non-commercial”
or public art (which often fails to distinguish art from social activism), and
not even the area of distribution of knowledge and information in society —
it is rather the ability to presume the potential of the general without seg-
regating material and immaterial labor efforts — without an anthropological
division of people into two races of producers.
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HepasaeneHnne ymctBeHHOM AeaTenbHOCTU M pU3NYECKOrO Tpyaa —
3TO HacneAue NpoeKTa CounannsmMa, B KOTOpOM BCEOOLUNIA MHTENNEKT Bbl-
CTynaeT He TONbKO KaK AUCTPUOYLMA YMEHUI U 3HAHMI, HO U Kak BceobLuas,
naeanbHasa 3TMYeCcKan Npe3yMnumua AOCTYNHOCTU U OTKPbITOCTM MO3HAHUA
AnA TpyaALmxca noboin obnactu. C apyroit ctopoHsl, oba dunbma Xneb-
HWKOBA IeMOHCTPUPYIOT, A0 KaKOI CTENEHN rYMaHUCTUYECKUI TOPU3OHT
COLMANNCTUYECKOrO MPOEKTa BbiNas U3 NOCTCOBETCKOrO KOMIEKTUBHOIO CO-
3HaHWUA, COXPaHUBLLMUCD NIULLIb B BUAE PYAUMEHTAPHbIX, BCErO JIULLb JINHHBIX
M NO3TOMY HEU3DEXHO YyAaKOBaTbIX MOMbITKaX BOCCTAHOBUTbL NMPOCTPAHCTBO
«BceobLueroy.

P.S. CerogHa, koraa UMeHHO KynbTypa CTafia O4HUM U3 CaMbIX Mpe-
CTMXKHbIX BUAOB NoTpebnexuns, MHOrne, ocobeHHO poccuinckne, COBpeMeH-
Hble XYZOXHMKN 4acTo BnaaatoT B KpaiHocTU. Kro-To paccMatpusaet cebs
B MaHUMNYNATUBHOMN pPOsnn YenoBeKa-opuca unm Yenoseka-npeanpuaTUa no
NMPOM3BOACTBY UCKyccTBa. KTO-TO, HAaNpOTUB, OLEHMBAET CBOKO XyA0XKe-
CTBEHHYIO [eATeSIbHOCTb B CUCTEME COBPEMEHHOIO UCKYCCTBA B Ka4yecTBe
«MPEKapUTETHOrO» U 3KCMTyaTUPyEMOro HeMaTepuanbHoro Tpyaa. besy-
C/IOBHO, 3TO TaK M ecTb. KpeatnBHaa MHAYCTpUA 3KCNNyaTUPYeT 3HTY3Ma3M,
XeNnaHuA, nAen 1 4yBCTBa U OJHOBPEMEHHO YYUT pernpe3eHTUpPOBaTh X
B BbIFOAHOW «YNaKOBKe» B Ka4eCTBe XyAOXeCTBeHHbIX ycnyr. Pepnekcna
3TMX npoueccoB Heobxoanma. OgHako He Hago 3abbiBaTh U O TOM, YTO
obnacTb HeaKcnyaTupyeMoro n HeotoBapueaeMoro cyliectesyet. M ato
BOBCE He MoJie KHEKOMMEpPYEeCKOro» UcKkyccTea unu public art (4acto He
OT/INYAIOLLLErO UCKYCCTBO OT COLMANIbHOM aKTUBHOCTU) U Jaxe He obnacTb
obLecTBeHHON AUCTPMOYLIMM 3HaHMA U MHPOPMaLMK, @ CMOCOBHOCTL Npea-
nonaraTe NOTEHUMaNbHOCTb BCeoblLero 6e3 cerperalum MaTepuanbHbIX U
HeMaTepuasibHbIX TPYAOBbIX YCUINIA, 6e3 aHTPOMONOrM4ecKoro pasaeneHus
noAen Ha ABe NPOU3BOACTBEHHbIE pachl.
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Xuto Lreiiepnb
B 3awmTy nnoxoi KapTuHKK

lMnoxas kapTuHKa — konua B ABMxXeHUN. KavecTBO ee ckBepHOe, pa3peLleHne
HU3KOe. YCKOPAACh, OHa CTPEMUTESNIbHO yXYyALlaeTca. DTO NpU3pak, HeJoob-
pas, npeBbto, thumbnail, bpoasayan naes, cCTpaHCTBYOLNIA UMUK, pa3jaBae-
MbIin 6ecnnatHo. OHa npobupaeTca Yepes MeANIEHHOE UHTEPHET-COeIMHEHME,
ee OKMMAIOT, PeNpoAYLMPYIOT, PBYT Ha 4acCTW, MUKLLUPYIOT, €e KOMUNENCTAT,
U BOT y>Ke OHa HeceTcA No ApYroMy MHPOPMaLMOHHOMY MOTOKY.

[Mnoxan kapTuHKa, avi UnK jpg, — NIOMNEH-NponeTapmaT B KJ1aCCOBOM
obLecTBe KaXXMMOCTEW, BbICTPAaMBAEMbIX M OLlEHMBAEMbIX COFNACHO Uepap-
Xun paspetuennsa. [noxyto KapTUHKY 3aKa4nBatoT, CKa4MBAIOT, €€ LEPAT,
nepedopMaTmpytoT U pefakTupytoT. KavyecTBo B Heli NpeBpallaeTca B A0~
CTYMHOCTb, BbICTABOYHOCTb — B KY/IbTOBOCTb, PUSIbMbl CTAHOBATCA KNUMAMMU,
co3epuaHue — pasprievyeHreM. KapTuHKa BbIpbIBaeTCA M3-NOA HU3KUX CBOAOB
KMHOTEaTpOB M apXMBOB U NonazaeT B 06nacTb AUrMTanbHON HeomnpeAeneH-
HocTu. LleHa, koTopas 3a 3To nnatutca, — ee cybctaHums. [1noxas kapTuHka
TAroTeeT K abCTpaKuun: 3TO BU3yarnibHaA UAeA B CTAHOBNEHUW.

[Mnoxas KapTUHKa — 3TO HEe3aKOHHbIN, NATOro NokoneHus 6actapa
MMUAXKA C 3aKOHHO OOPMIIEHHBIMU AaBTOPCKUMU NpaBamMu. [eHeanorus ee
coMHuTenbHa. HasBaHua ¢painos B Hell cO3HaTENbHO UCKaXKeHbI. HacTo oHa
6pocaeT BbI30B NpaBaM, AOCTOAHUAM — NONPOCTY roBOpsA, KonupanTy. Ee ne-
PeAaloT Kak NPUMaHKY, OTCbUIKY, YKa3aHMe; OHA JIWLUb HarOMUHaHME O TOM,
KakoW 6bina koraa-To. CaMo ee cylecTBOBaHME NoApbiBaeT Bce obelaHns
LUMPpoBbIX TexHonoruin. Mano Toro, 4To OHa AerpaanpoBana 4O COCTOAHUA
MOCMELUHO pa3Ma3aHHOro Cneja; elle BaKHee To, YTO TONbKO AUruTasbHanA
TeXHONOorna n cnocobHa NpoM3BeCTN Ha CBET CTOMb NOU3AEpPKaBLLYHOCA
KapTuHKY. [pnxoautca coMHeBaTbCA, MOXHO v BOObLLe ee Ha3BaTb BU3Y-
afbHbIM OOpa3oM.

[Mnoxue KapTUHKN — COBPEMEHHbIE KNPOKIATbEM 3aKNeNMEHHbIE)
3KpaHa, B TOM Xe cMbicne, B KOTOpoM PaHOH nNncan o «NpOKNATbIX 3eMIN»
(umnTnpys nepeyto cTpoky «MHTepHaumoHana). 31o Aebpuc ayamoBusyanb-
HOW NpoAyKLMKU, Mycop, BblIGpoLLeHHbI Ha 6eper uudpoBoi skoHoMUKKU. OHu
CBUAETENbCTBYIOT O HACM/IbCTBEHHOM MepeMeLLieHnN, O nepeHoce obpasos,
06 NX yCKOPEHHOM [BMKEHUM B MOPOYHbIX KPYrax ayAnOBU3YyaNlbHOIO KanuTa-
nusMa. [lnoxme KapTMHKM TallaT No BCel NiaHeTe — Kak NOAapKu, Kak Tpodew,
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Hito Steyerl
In Defense of the Poor Image

The poor image is a copy in motion. It’s quality is bad. It has substandard
resolution that deteriorates as it accelerates. It is the ghost of an image, a
preview, a thumbnail, an errant idea. An itinerant image distributed for free,
squeezed through slow digital connections, compressed, reproduced, ripped,
remixed, as well as copied and pasted into other channels of distribution.
The poor image is a rag or a rip; an AVl or JPEG, a lumpen proletarian in
the class society of appearances, ranked and valued according to resolu-
tion. The poor image is uploaded, downloaded, shared, reformatted and
re-edited. It transforms quality into accessibility, exhibition value into cult
value, films into clips, contemplation into distraction. The image is liberated
from the vaults of cinemas and archives into digital uncertainty. The price is
its substance. It tends towards abstraction: It is a visual idea in-becoming.

The poor image is an illicit fifth generation bastard of a properly
authorized image. Its genealogy is dubious. Its filenames end up being de-
liberately misspelt. It often defies patrimony, national culture or indeed
copyright. It is passed on as a lure, a decoy, an index, or as a reminder of its
former visual self. It mocks the promises of digital technology. Not only is it
often degraded to the point of being just a hurried blur: Only digital tech-
nology could produce such a dilapidated image in the first place. One even
doubts whether it can be called an image at all.

Poor images are the contemporary Wretched of the Screen (in the
sense in which Fanon spoke of the Wretched of the Earth), the debris of
audiovisual production, the trash washed up the shores of digital economies.
They testify to the violent dislocation, transfer, displacement of images, their
acceleration and circulation within the vicious cycles of audiovisual capitalism.
Poor images are dragged around the globe as commodities or their effigies,
as gifts or as bounty. They spread pleasure or death threats, conspiracy theo-
ries or bootlegged pixels, resistance or stultification. Poor images display the
rare, the obvious and the unbelievable — if we can still manage to see it.

l.
In a Woody Allen film the main character is out of focus. It is not a technical
problem but some sort of disease that befell him: His image is consistently
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KaK ToBapbl Unu nx nsobpaxxeHns. OHM pasHOCAT y40BOSLCTBUE UMM CMEp-
TeNbHYO Yrpo3y, TEOPUIO 3aroBopa UM NPOCTO HE3aKOHHO NMPUCBOEHHbIE
nuKcenu, 6naropoAHoe CONpOTUBEHNE CUMbHBIM U HEAOCTONHOE U3jeBa-
TeNnbCTBO HaA cnabbiM. [noxue KapTMHKM cNOCOBHbI MOKa3aTh HaM pefKoe,
CaMOOYeBUAHOE U HEMBIC/IMMOE, €CNIN TONbKO HaM YAACTCA B HUX XOTb YTO-TO
Pa3nn4nThb.

l.

B oaHoM dunbMe Byam AnneHa rnaeHbii repoit He B pokyce. DTO He Tex-
HUYecKas Nnpobnema, Ho pog bonesHu, KOTopasa ero nopasuna: ero obpas
BeYHO B TyMaHe. [lockonbKy repoit ¢punbMa aktep, 3TO CTAaHOBUTCA ANA HEro
Cepbe3HbIM HeJOCTAaTKOM, M B pe3yfibTaTe OH He MOXeT HanTu paborty. OT-
CyTCTBUE PEe3KOCTM MpeBpaLlaeTca B MaTepuanbHyto npobnemy. [pebbiBaHne
B PpOKyce 3ecb — NpU3HaK Kflacca, NpusHak 6narononyyns u npusunernpo-
BaHHOIO NONOXeHUA, a HeCOKYCMPOBaHHOCTb 06pa3a 03HaYaeT NOHUMKEH-
HbIA CTaTyC YenoBekKa.

OpHako coBpeMeHHan nepapxusa obpa3oB OCHOBbIBAETCA He TONMbKO Ha
PE3KOCTHU, HO IMaBHbIM OOpa3oM Ha paspelleHuu. 3aiuTe B Ntoboit MarasuH,
rAe NpoAaloTCA TENEBU3OPbIl, U 3TO Cpa3y CTaHeT A/ Bac o4eBMAHbIM. B cBoeM
nssectHoM uHTepebto 2007 roaa' XapyH ®Dapoku onucbiBaeT 3Ty CUCTEMY Tak:
B KNaccoBoM obuecTee 0O6pa3oB KMHOTEATp NpUHMMaeT Ha cebs ponb flagship
store, ¢pnarMaHCKoOro MarasuHa. Takvue MarasuHbl NpoAatoT NpoAyKThl high-
end (caMble Aoporuve B CBOEM JIHelike) B 0cOH60 pOCKOLLHON 06CcTaHOBKeE.
Bbonee goctynHble BapnaHThbl TOro xe caMoro unpkynupytot Ha DVD, tenesu-
AEHUWN UM XKe B UHTEPHETE — B Ka4eCTBE CKBEPHbIX KaPTUHOK.

Pasymeetcs, obpa3 B BbICOKOM pa3peLleHnn BbIrnaauT bonee rnaH-
LeBo, oH bonee MMMeTMYEH, B HeM bonblue BonwebcTBa, OH bonbLue nyraeT
U nydwwe cobnasHsaeT, Hexxenn kapTuHKa 6egHan. OH, Tak cka3atb, Horave.
Tenepb gaxe ¢popMathbl ga LUIMPOKOro noTpebutens sce bonblue agantu-
PYIOTCA K MPEXHWUM BKYCaM KNHEMaTOrpaduCTOB U 3CTETOB, KOTOPbIe Ha-
cTamBanum Ha 35 MM KaK Ha rapaHTUK YUCTOTbI BU3YaslbHOCTU. YTBEPXKAEHME,
4TO PUNbM Ha NNeHKe — eMHCTBEHHAA JOCTOMHAA BHUMAHWUA BU3YyasibHasA
KMHOOPMA, 4aCTO 3BYYUT B JUCKYCCUAX O KMHO, MPAKTUYECKMN BHE 3aBUCHU-
MOCTM OT UX UAeOoNIorM4eckon HanpasneHHocTu. Kak 6yaTo He BaXKHO, YTO
3Ta high-end-akoHoMuka knHonpoaykummn 6bina (M ocTaeTca A0 CUX NOP)
YKOPEHEeHa B CUCTEME HALMOHASbHbIX KyNbTYP, KanMTaIMCTU4ECKON NPOAYK-
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blurred. Since Allen’s character is an actor, this becomes a major problem:
He is unable to find work. His lack of definition turns into a material prob-
lem. Focus is identified as a class position, a position of ease and privilege,
while being out of focus lowers ones own value as an image.

The contemporary hierarchy of images is not only based on sharpness
though, but mainly on resolution. Just look at any TV hardware store and this
system becomes immediately apparent. In a notable interview in 2007' Harun
Farocki described this system: in the class society of images, cinema takes on
the role of a flagship store. Flagship stores market high-end products in an
upscale environment. More affordable derivatives of the same images circu-
late as DVDs, television images or online, as poor images.

Obviously, a highly resolved image looks more brilliant, and surpris-
ing, more mimetic and magic, more scary and seductive than a poor one.

It is richer, so to speak. Now, even consumer formats are increasingly
adapting to the former tastes of cineastes and esthetes, which insisted on
35 mm film as guarantee of pristine visuality. The insistence on analog film
as the only medium of visual importance resounded throughout discourses
around cinema, almost regardless of their ideological inflection. It never
mattered that these high-end film production economies were (and still
are) firmly anchored within systems of national culture, capitalist studio
production, the cult of mostly male genius, the original version and thus
often conservatory in their very structure. Resolution was fetishized as if a
lack of it amounted to the author’s castration. The cult of film gauge domi-
nated even independent film production. The rich image established its own
set of hierarchies, with new technologies also creating more and more pos-
sibilities to creatively degrade it.

2.
But insisting on rich images had also more serious consequences. A speaker
at a conference about essay film recently refused to show clips from an
essay film by Humphrey Jennings because there was no proper film pro-
jection. Although there was a perfectly standard DVD player and beam
available the audience was left to imagine what those pictures might have
looked like.

In this case the invisibility was more or less voluntary and based on
aesthetic premises. But it has a much more general equivalent based on
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LMW KWHOCTYAMM, KynbTa reHus (rnaBHbIM 0O6pa3oM My>K4MHbI), KynibTa OpUru-
Harna, TO eCTb 4aCTO OHAa KOHCepBaTUBHA MO cBoel CTPYKType. PaspelueHne
6b110 PeTULLIM3NPOBAHO, 2 €r0 OTCYTCTBME NPUPABHEHO K KacTpaLMu aBTopa.
KynbT knHokanubpa nopasun gaxe He3aBUCUMble GOPMbl KNHOMPOU3BOA-
ctBa. borartaa kapTMHKa ycTaHoBUNa cBOO COBCTBEHHYIO CUCTEMY MEPapXUX,
MPU TOM YTO HOBbIE TEXHONIOTUM CO3AAl0T MO XOZAY AeNia BCe HOBbIE U HOBbIE
BO3MOXXHOCTU TBOPYECKM YXYALLATb 3Ty KapTUHKY.

2.

Y HacTonumneoro TpeboBaHuaA k KapTuHKe BbITb 06A3aTeNbHO HBoraToi ecTb
n 6onee cepbesHble NocneAcTsuA. HegaBHO oanH fOKNaAUYMK Ha KOHpe-
PEHLMN NO KMHO OTKa3asicA NOKa3blBaTb (PparMeHTbl UCCIIe0BaTENbCKOro
¢unbma Xamdppu [pkeHHUHrca, NOTOMY YTO eMy He NpeAOCTaBUNN NPaBUSb-
Horo npoektopa. XoTs B 3ane 6binn ctaHgapTHeln DVD-nneep u npoekrop,
ayAVMTOPUM MPULLNOCH AOBOJLCTBOBATLCA CBOMM BOOBpaXkeHneM, Y4TobbI
YBUAETb 3TN KaJpbl.

B aToM cnyyae HeBuauMocTb Bbina 6onee unm MmeHee 06poBONLHOM
n 6asnpoBanach Ha 3cTeTM4eCcKnUxX Havanax. Ho y Hee ecTb n 6onee obLymit
3KBMBAJIEHT, OCHOBbIBAIOLLMINCA Ha NOCNEACTBUAX HeoNMbepanbHON peBorto-
umn. B nocneanune agaguatb-TpuaLaTh NeT HeonnbepanbHaa pecTpyKTypu-
3auMa MeAnanpoAyKLuun Npueena K TOMy, 4TO HEKOMMepYecKre PpOpMbl 3TOM
MPOAYKLMM OKa3aNIUCh BbITECHEHbI U3 MONA 3PEHUSA, TaK YTO SKCMEPUMEH-
TaNlbHOE N 3CCENCTUYECKOE KMHO CTano NoYTU HeBuanMo. CTano crimLiKkom
AOPOro nokasbiBaTb Takme GpunbMbl B KNHOTEATpax, a TeNeBUAEHNE COYO
UX CIIULLKOM MaprHanbHbIMK1, 4TOObI NOKa3biBaTh y ceba. Tak 4To 3T 06pa-
3bl MOCTEMNEHHO NCYe3NM U3 obLLIeCTBEHHOW 30HbI, Kak U — BO Bce BonbLueit
CTeNeHn — Knaccuyeckoe KMHo. bonbluMHCTBO nccnesoBaTenbCcKkMX M akcne-
PUMEHTanbHbIX PUIbMOB MyONnKa He BUAWUT BOODLLIE, PeAKUM UCKITIOYEHNEM
OCTaloTCA CreymasibHble MOKa3bl B CTOMIMYHbIX KUHOMY3eAX U KMHOKNybax.
TaM nx NoOKasbIBalOT B OPUrMHANIbHOM pa3peLUeHun, MOoC/e Yero OHM CHOBA
McYesaroT B TEMHOTE apXMBa.

DTO NonoXxeHue Jen, pasymMeercsa, obycnosneHo HeonnbepanbHow
PaZnKanusaumein NoHATUA KynbTypbl Kak TOBapa, C KOMMepLManusaLumnen KnuHe-
MaTorpadga, ero paccesiHMeM No MyNnbTUNNEKCAM U MapryHanu3aumnein Hesasu-
cuMoro kuHonpowussoacTea. OHO TaKkKe CBA3aHO C peCTpyKTypusauumei rmo-
6anbHOM MeANanHAYCTPUM U CO3aHNEM B HEKOTOPbIX CTPaHax U pernoHax
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the consequences of the neoliberal revolution. During the last 20 or even
30 years, the neoliberal restructuring of media production slowly eclipsed
non-profitable imagery from sight, to the point that experimental and es-
sayistic cinema became almost invisible. It became too expensive to keep
circulating these works in cinemas, and they were deemed too marginal
to be broadcast on TV. Thus these images slowly disappeared from the
public sphere, and increasingly also from classical cinema. Most essay and
experimental films would remain entirely unseen except for some rare
screenings in metropolitan film museums or film clubs. They would be
projected in original resolution and disappear again into the darkness of
the archive.

This development is of course connected to the neoliberal radicaliza-
tion of the concept of culture as commodity, to the commercialization of
cinema, its dispersion into multiplexes and the marginalization of indepen-
dent filmmaking. It is also connected to the restructuring of global media
industries and the construction of virtual audiovisual monopolies in certain
countries or territories. Thus, resistant or non-conformist visual matter
disappeared from the surface into an underground of alternative archives
and collections. It was kept alive by a network of committed organizations
and individuals, which would pass on bootlegged VHS copies. Sources for
many videoprints were extremely rare, tapes circulated from hand to hand,
by word of mouth, within circles of friends and colleagues. This condition
started to change dramatically with the possibility of streaming video on-
line. More and more rare materials reappeared on publicly accessible plat-
forms, some of them carefully curated, like Ubuweb, some of them just a
pile of stuff, like YouTube.

At present, there are at least 20 torrents of Marker’s essay films
available online. If you want a retrospective, you can have it. But the econo-
my of poor images is about more than simple downloads: you can keep the
files, watch them again, even re-edit or improve them, if you think it neces-
sary. And the results circulate. Blurred AVl files of half forgotten master-
pieces are exchanged on semi-secret P2P platforms. Clandestine cell phone
videos smuggled out of museums are broadcast on YouTube. DVDs of
artists’ viewing copies are bartered.2 Many works of avant-garde, essay and
non-commercial cinema have been resurrected as poor images. Whether
they like it or not.
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BUPTYanbHbIX ayANOBU3YaNibHbIX MOHONONWI. B pesynbrate HoHkOHPOPMUCT-
CKWUIA MaTepwuan, MaTepuasn CONpOTMBIIEHUA, MOTPY>KAETCA B NOAMONbE afbTep-
HaTMBHbIX apXUBOB M KONNeKumMin. PaHblue ero noaaepxueana cetb 3anHTepe-
COBaHHbIX OpPraHM3aLuMii U NPOCTO OTAESbHbIX NtOAEN, KOTOpble NepesaBanu
Apyr apyry camogenbHble VHS-konuu. Mctounmkm 6binm kpaiiHe TpyaHoao-
CTYMHbI, KacCceTbl NepesjaBanu U3 pyk B pyKu, O HUX MOXHO ObINo y3HaTb TOMb-
KO OT ApYy3eW 1 Konner. 3Ta CUTyaums Havana pafMKaiibHO MEHATLCA C NOAB-
NeHneM BO3MOXHOCTU cKavaTb BuAeo B ceTu. Bce 6onblue n 6onbLue pegkmx
MaTEpUanoB CTasio NOABNATLCA Ha OBLEeAOCTYNHbIX NnaTdopMax, HEKOTopble
U3 KOTOPbIX UMENWN U UMEIOT BHUMATENbHbIX KypaTtopos, kak Ubuweb, a He-
KOTOPble NpeACTaBNAOT COOOM NPOCTO CBasNKYy BCAKOM BCAYMHBI, Kak YouTube.
CerogHs B ceTu AOCTYMHbI Kak MUHUMYM ABaALaTb TOPPEHTOB
dunbmos-acce Kpuca Mapkepa. Bbl MOXeTe cOCTaBUTb U3 HUX peTpOCHeK-
TnBy. Ho 3KoHOMMKa NNOXOW KapTUHKKN — 3TO He4To BonbLuee, YeM NPOCTO
BO3MOXXHOCTb CKa4aTb: Bbl MOXeETe COXPaHUTb ¢alisibl, TOCMOTPETH UX CHOBA,
AaXKe NepeMOHTUPOBaTb, yNy4LLUTb Ka4eCTBO, eCNn HallgeTe Hy>HbIM. U pe-
3ynbTaTbl 6yayT UMPKYNMpoBaTh Aanblie. MyTHble avi Nony3abbITbiX LWeaeB-
poB 6yayT obMeHMBaTbCA Ha nonycekpeTHbiX P2P-nnat¢popmax. PaboTbl BU-
AEOXY[0XKHUKOB, TAKOM 3aCHATbIE B My3€AX Ha MOOUNbHBIN TenedoH, BUCAT
Ha YouTube. lNepepatorca us pyk B pyku 1 BbIMEHMBAIOTCA NPOCMOTPOBbLIE
konun Buaeopabot Ha DVD.2 MHorue aBaHrapgHble, uccnefoBaTenbckme
U HeKOMMepyeckune punbMbl BO3POAUIIUCE B Ka4eCTBE MTOXUX KaPTUHOK.
[No »xenaHuto Ux co3aatenei Unm BONpeKn emy.

3.
To, uyto peakune dunbMbl U3 06NaCTM aKTUBUCTCKOTO, IKCMEPUMEHTASIBHOIO
A2 U KNaCcCUYECKOro KMHO, TakK e Kak U BUAeodUNbMbl XYAO0XKHUKOB, NOAB-
NAOTCA B nosie o6LeCcTBEHHOro BHMMaHUA B Ka4eCTBe NIOXMX KapTUHOK, NO-
Ka3aTeNbHO U B APYrOM OTHOLUEHUWN. DTa OBCTOATENILCTBO MPOABNAET HEYTO
Gonbluee, HeXeNn UX CoOAEP>KaHME U BUJ, OHO NPOABIIAET CaMU YCITOBUA
MX MaprMHanu3aumm, KOHCTENALMIO COLMANBbHBIX CUM, KOTOPble NPUBOAAT
K UX LIUPKYNALUN B Ka4eCTBE NNIOXMX KapTUHOK.3 [1noxue kapTuHKM nnoxu,
6eAHbl, NOTOMY 4TO MM He MpUMNMUCaHa HUKaKas LLeHHOCTb BHYTPY KlacCOBOro
obuiecTBa 06pa3oB, MOTOMY YTO OHU HE3AKOHHbI UK pa3xanoBaHbl. OTcyT-
CTBME pa3peLLeHus YKa3bIBaeT Ha TO, YTO OYEBUAHON MEHOBOI CTOMMOCTU Y
HUX HET, U Ha TO, YTO OHWN MPUCBOEHbI, MepeMeLLEHbI, YTHaHbl.4
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3.

That rare prints of militant, experimental and classical cinema as well as
video art works reappear as poor images is also significant on another level.
Their situation reveals much more than the content or appearance of the
images themselves: It also reveals the conditions of their marginalization,
the constellation of social forces which leads to their online circulation as
poor images.> Poor images are poor, because they are not being assigned
any value within the class society of images; because they are illicit or de-
graded. Their lack of resolution corresponds to their lack of apparent
exchange value or to their appropriation and displacement.*

Obviously, this condition is not only connected to the neoliberal
restructuring of media production and digital technology. It also has to do
with the post-socialist and postcolonial restructuring of nation states, their
cultures and their archives. While some nation states are dismantled or
fall apart, new cultures and traditions are invented and new histories cre-
ated. This obviously also affects film archives. A whole heritage of cinema
prints is left without a supporting framework of national culture. As | once
wrote about a film museum in Sarajevo, the national archive in some cases
survives as a video rental store.’ Pirate copies seep out of these archives
through disorganized privatization. On the other hand, even the British
library sells off its contents online at horrendous prices.

As Kodwo Eshun notes,é poor images partly circulate in the void
left by the state cinema organization which finds it difficult to operate as a
|6 mm / 35 mm archive or to maintain any kind of distribution infrastruc-
ture in the contemporary era. From this perspective the poor image re-
veals the downturn and degradation of essay film production or indeed of
any experimental and non-commercial cinema. But on the other hand, the
rampant privatization of intellectual content, as well as online-marketing
and commodification also enables piracy and appropriation: Gives rise to
the circulation of poor images.

4.
The emergence of poor images reminds one of a classical manifesto of
Third Cinema: For an imperfect cinema by Julio Garcia Espinosa,” written in
Cuba in the late 1960’s. Espinosa argues for an imperfect cinema, because
in his words: “perfect cinema — technically and artistically masterful — is
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KoHe4Ho, 3Ta cuTyaums cBa3zaHa He TOMbKO C HeonnmbepanbHoW pe-
CTPYKTYypu3aumeln Megnanpoaykumm n uudbposoi TexHonorun. OHa Takxke
MMEET OTHOLLEHME K MOCTCOBETCKOM U NOCTKOSIOHNAJIbHOM MNepecTpomnKe
HaLMOHaNbHbIX FOCYAAPCTB, UX KYNbTYp U apxueoB. HekoTopble rocyaapcTea
pacnanuch, 66111 n306peTeHbl HOBbIE KYNLTYPbI U TPAAULMM, MPUAYMAHbI HO-
Bble UCTOPUU. DTO CaMbIM NPAMbIM OOPa3oM KacaeTcs KUHOapXUBOB. B TakoM
Cny4ae Bce KMHOHacneaue B popMe apXUBHbIX KOMUiIM ocTaeTcs 6e3 noaaep-
XMBAIOLLEro KapKaca HalMoHaslbHOM KynbTypbl. MHe yxe npuLnock oaHax bl
nucatb o KuHoMy3ee B CapaeBe — 0 TOM, Y4TO roCyAapCTBEHHbIN apXUB B He-
KOTOPbIX CJTyHasnX MOXET BbPKWUTb TONbKO B Ka4eCTBe lapbka BUAEONpoKara.>
HeynopsagoyeHHas npyusatusauma npMBoAUT K TOMY, YTO U3 3TUX apXUBOB
npocaymnBatotca nupatckue konuun. C apyroit ctopohbl, bputatckas 6ubnuno-
TeKa TOpryeT CBOMM KOHTEHTOM B UHTEPHETE MO 3anpeAesibHbIM LieHaM.

Kak 3ameyvaeT Koapo SLyH,b nnoxue KapTUHKN LUPKYNTMPYIOT Ya-
CTMYHO B MYCTOTE, BO3HUKLUEN, KOFAa roCcyAapCTBEHHbIE KWHOOPraHU3aLum
PELUUSIY, YTO UM TPYAHO PYHKLMOHUPOBATL B KayecTBe apxuea 16/35-
MUNIMMETPOBbIX PUNTbMOB UM NOALEPXKMBATL KaKyto-nnbo MHpacTpyKTy-
Py ancTpubyumm. C 3Toi TOUKM 3peHus, NNoxXas KapTUHKA BbIABNAET CNaj u
Aerpajaumio UcciefoBaTenbCckoro KMHO, Kak 1 1loboro akcnepmMMeHTanb-
HOro M HekoMMep4eckoro kuHo. Ho, ¢ Apyroii cTopoHbl, HencToBas npuea-
TU3aLUA MHTENNIEKTYaNIbHOrO KOHTEHTA, KaK U OHNANH-MapKETUHT, U NpeBpa-
LLleHMe BCero B TOBap AeNnatoT BO3MOXHbIMU NMUPATCTBO U NMPUCBOEHME — 3TO
3anycKaeT UMPKYNALMIO MIIOXMX KapTUHOK.

4.
MNoseneHne deHoMeHa NIOXOIN KapTUHKM 3aCTaBNAET BCMOMHUTL O Kraccuye-
ckoM MaHudecTe « TpeTbero KMHO» — «3a HeCcoBepLUEHHOE kKMHO» Xynuo lap-
cua ScnuHo3bl,” HanncaHHoM B KoHue |1960-x Ha Kybe. ScnuHo3sa BbicTynaet
32 HeCOBEpLLEHHOE KMHO, MOCKOJIbKY, MO €ro Cc/loBaM, KCOBEPLUEHHOE KUHO —
MaCTEpCKU CAeNnaHHOE B TEXHUYECKOM U XYAO0XKECTBEHHOM OTHOLLUEHUMU — 3TO
MOYTU BCEraa KUHO peakumoHHoey. HecoBepLUeHHOe KMHO — 3TO KUHO, KOTO-
poe CTpeMUTCA NpeoAosNeTb pa3faeneHne Tpyaa B knaccooM obuectse. OHo
CKPELLUMBAET UCKYCCTBO C KM3HbIO U C HAYKOW, pa3MbIBAaeT rpaHnLly Mexay
noTpebuTenem u nponseoauTeneM, Mexxay putesnem n aBTopoM. OHo HacTau-
BaeT Ha CBOEM COOCTBEHHOM HECOBEPLLEHCTBE. DTO KMHO MOMYNAPHOE, HO He
KOHCIOMEPUCTCKOE; NpeAaHHoe Aeny, HO He BropoKpaTuyeckoe.
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almost always reactionary cinema.” The imperfect cinema is a cinema that
strives to overcome the divisions of labor within class society. It merges art
with life and science, it blurs the distinction between consumer and produc-
er, audience and author. It insists on its imperfection, it is popular but not
consumerist, it is committed without becoming bureaucratic.

In his manifesto, Espinosa also reflects on the promises of new
media. He clearly predicts that the development of video technology will
jeopardize the elitist position of traditional flmmakers and enable some
sort of mass film production: An art of the people. Like the economy of
poor images, imperfect cinema diminishes the difference between author
and audience and merges life and art. Most of all its visuality is resolutely
compromised: blurred, amateurish and full of artifacts.

In some ways, the economy of poor images corresponds to the
description of imperfect cinema — while the description of perfect cinema
rather represents the concept of cinema as a flagship store. But real and
contemporary imperfect cinema is also much more ambivalent and affec-
tive than Espinosa had anticipated. On the one hand, the economy of poor
images, with its immediate possibility of worldwide distribution and its eth-
ics of remix and appropriation enables the participation of a much larger
group of producers than ever before. But this does not mean that these
opportunities are only used for progressive ends. Hate speech, spam and
other rubbish filters through digital connections. Digital communication
has also become one of the most contested markets; a zone which has long
been subjected to an ongoing original accumulation and to massive (and to
a large extent successful) attempts of privatization.

The networks in which poor images circulate thus represent both
platforms for a fragile new common interest and battlegrounds for com-
mercial and national agendas. They contain experimental and artistic ma-
terial, but also incredible amounts of porn and paranoia. The territory of
poor images allows access to excluded imagery, but it is also permeated by
the most advanced techniques of commodification. While it enables the us-
ers active participation in the creation and spread of content, it also drafts
users into production. Users become the editors, critics, translators and
(co-) authors of poor images.

Poor images are thus popular images — images that can be made and
seen by the many. They express all the contradictions of the contemporary
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B cBoeM MaHudbecTe DcnnHO3a TakKe pasMbILLIAET O NepCcrneKkTUBax,
OTKpblBaeMbIX HOBbIMM Meana. OH NpAMO NpeAcKasbIBaeT, YTO pa3BUTUE
BUAEOTEXHONIOMUI NOAOPBET C KOPHEM 3/IUTAPHYIO NO3ULMIO TPaAULM-
OHHOrO KMHOpEeXMnccepa U No3BOJIUT CO3JaTb HEYTO BPOAE MACCOBOM KU~
HONPOAYKLMN: UCKYCCTBO HapoAa. Kak 1 B 5KOHOMUKE MIOXON KapTUHKM,

B HECOBEPLLUEHHOM KMHeMaTorpade yMeHbLLAETCA pasHuLa MeXay aBTOpPOM
U 3pUTEneM, Xu3Hb U UCKyccTBO cnuBatoTcA. [o GonbLuei YacTu BU3yanbHas
CTOpPOHa TaKoro KuHeMatorpada noaroyeHa: BCé B TyYMaHe, KapTUHKa Ntobu-
TesIbCKas M MNOJHA pa3pbIBOB.

B kakoli-To cTeneHn akoHOMMKa NIOXOIN KapTUHKN COOTBETCTBYET Uee
HECOBEPLUEHHOIO KMHO, B TO BPEMSA KaK UAesA COBEPLLUEHHOIO KMHO CcKopee
NPeACTaBNAET NOHATUE KMHOTeaTpa Kak ¢pnarMaHckoro MarasmHa. OgHako Ha-
cTosALLee COBPEMeHHOE HeCOBEPLLEHHOE KMHO ropa3ao bonee ABOWCTBEHHO U
addeKTUBHO, Hexenun npeacTaenan cebe ScnmHo3a. C oAHOM CTOPOHLI, 3KO-
HOMMKa MIOXOMN KAaPTUHKM C €€ BO3MOXXHOCTAMU HEMoCcpeACTBEHHOMN rnobasb-
HOW AUCTPUBYLIMM 1 ee 3TUKOW peMUKCa U MPUCBOEHMUA JaeT BO3MOXHOCTb
y4acTBOBATb B MPOW3BO/ACTBE rOpa3Ao bonbLueMy YUCHY NoAeN, HeXenn 3To
6bino paHblue. Ho oTcioaa He cnefyeT, H4TO 3TU BO3MOXXHOCTU BCErAa UCMOsb-
3yloTCA B NPOrpeccuBHbIX Lenax. dneimM, cnam n npoumii Mycop npocaimnea-
OTCA MO AUrUTANbHBIM COeAUHEHUAM. A MOMUMO 3TOro, UMPPOBbLIE KOMMYHU-
KaLuu cTanm oaHUM U3 Hanbonee xenaHHbIX PbIHKOB — 30HOM, KOTOpas JaBHO
noABepraeTcA NepMaHEHTHOMY NEPBUYHOMY HAKOMIEHMIO KanuTana U MaccuB-
HbIM (M B 3HA4YUTENbHOMN CTENEHW YCNELLHbIM) NOMNbITKaM NPUBATU3ALMUN.

CeTu, B KOTOPbIX LIUPKYNIUPYIOT NJIOXUE KapTUHKU, NPEeACTaBAIOT,
TakMM o6pa3oM, OAHOBPEMEHHO U NNaTpOpMy ANA eLle XPYNKUX HOBbIX
0obLLeCcTBEHHbIX MHTEPECOB, M Nosne OBUTBbLI 32 UHTEPEChI KOMMepYecKue
U rocypaapcTBeHHble. B HUX coaepuTca aKCnepuMeHTanbHbIN U Xy[0xKe-
CTBEHHbI MaTepuar, HO TaKXXe U HEMMOBEPHOE KOIMYECTBO NOpHOorpadum
U napaHouganbHoro 6peaa. TeppuTopus NNOXoW KapTUHKKU JaeT JOCTYyn
K UCKIIOYEHHbIM 06pa3aM, HO OJHOBPEMEHHO 3apa)KeHa HOBEMLLMMU TEXHO-
noruammn kommoandukaummn. OHa faeT BO3MOXKHOCTb NOJIb30OBATENIO aKTUB-
HO Y4acTBOBaTb B CO34aHWUM U PaCNpOCTPAHEHUMN KOHTEHTA U 3aTArMBaET ero
B npoussoacTey. kO3ep cTaHOBUTCA peAaKTOPOM, KPUTUKOM, NEPEBOAYNKOM
1 (CO)aBTOPOM MNOXOI KapTUHKM.

NTak, nnoxme KapTMHKK — 3TO NonynapHble 06pasbl, KOTOpble MOTYT
ObITb CO3AaHbI U YBUAEHbI MHOTMMU. PaKT UX CyLLLECTBOBAHWUA OTPaXKaeT BCIO
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crowd: Its opportunism, narcissism, desire for autonomy and creation, its
inability to focus or make up its mind, constant readiness for transgres-
sion and simultaneous submissiveness.8 All combined, poor images present
a snapshot of the affective condition of the crowd, its neuroses, paranoia
and fear, as well as its craving for intensity, fun and distraction. Their con-
dition not only speaks of countless transfers and reformatting, but also of
the countless people who cared enough for them to convert them over and
over again, to add subtitles and to re-edit or upload them.

In this light one has perhaps to redefine the value of images or more
precisely, to create a new perspective on it. Apart from resolution and
exchange value, one might imagine another form of value defined by veloc-
ity, intensity and spread. Poor images are poor because they are heavily
compressed and travel quickly. They lose matter and gain speed. But they
also express a condition of dematerialization, which they share not only
with the legacy of conceptual art? but most of all with contemporary modes
of semiotic production. The semiotic turn of capital, as described by Félix
Guattari,'? plays in favor of the creation and dissemination of compressed
and flexible data packages, which can be integrated into ever new combina-
tions and sequences. !

The flattening out of visual content, the becoming-concept of the
images, position them within a general informational turn, and economies
of knowledge which tear images and their captions out of context into the
swirl of permanent capitalist deterritorialization.'2 The history of concep-
tual art describes this dematerialization of the art object first as a resistant
move against the fetish value of visibility. But then, the dematerialized art
object turns out to be perfectly adapted to the semioticization of capital,
and thus to the conceptual turn of capitalism.!3 The poor image is in a way
set within a similar tension. On the one hand it operates against the fetish
value of resolution. On the other hand, this is precisely why it also ends up
being perfectly integrated into an information capitalism thriving on com-
pressed attention spans, on impression rather than immersion, on intensity
rather than contemplation, on previews rather than screenings.

5.
But simultaneously, a paradoxical reversal happens. The circulation of poor
images creates a circuit, which fulfills the original ambitions of militant and
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MPOTUBOPEYUBOCTb COBPEMEHHOM TOJMbI: €€ ONMOPTYHU3M, HAPLIUCCU3M,
XKaXKay aBTOHOMUM N TBOPYECTBA, €€ HECNOCOBHOCTb COCPEAOTOMUTLCA UMK
MOMEHATb CBOE MHEHWE, NMOCTOAHHYHO FOTOBHOCTbL K TPAHCIPEeCCUMU U OAHOBpe-
MEHHO CKJIOHHOCTb NOAYMHATLCA.8 B3ATble BMecTe, Nnoxve KapTUHKK Npea-
CTaB/IAOT MOMEHTaNbHbI CHUMOK acbEeKTUBHOrO COCTOAHUA TONMbI, €€ He-
BPO30B, NApaHON U CTPaxXa, ee aXAbl MHTEHCUBHbIX NEPEXUBAHUIA, BeCesbs
U pa3eriedyeHus. DToT GeHOMEH FOBOPUT HE TOMNBKO O BeCKOHeYHbIX TpaHcde-
pax u nepedopMaTMpOBaHMAX, HO U O BecCcHEeTHOM KonMYecTse NtoAen, KOTo-
pble NONO6UNN 3TN KAPTUHKM A0 TaKOM CTEMEHU, YTO KOHBEPTUPYIOT CHOBA
U CHOBA, A0baBNAOT CyOTUTPLI, PeAaKTUPYIOT U CHOBA 3aKa4uuUBatoT.

B cBeTe 3TOro Hy>»XHO, BO3MOXXHO, NepecMOTPETb LIeHHOCTb 06pa3oB
WNK, TOYHee, CO3AaTb HOBbIM B3rNAA Ha HUX. [TOMUMO pa3pelueHus U MEHOBOM
CTOMMOCTU, MOXHO NpeACcTaBUTL cebe uHyto PpopMy LeHHOCTH, onpeaense-
MYIO CKOPOCTbIO, MUHTEHCUBHOCTBIO U MNOLLAALIO 30HbI MOKPbITUA. [Tnoxue
KapTUHKM MIOXM MOTOMY, YTO OHW CUNBbHO CXKaTbl U NYTELLECTBYIOT BbICTPO.
OHu TepAtoT B MaTEpPUANbHOCTU, HO BbIUFPbIBAIOT B CKOPOCTU. Ho oHM Takxke
BbIP2)KatOT COCTOAHME AeMaTepuanunsaumm, B HeM obHapy>XMBaeTCA HEYTO
obLee He TONMbKO C HacneAMeM KOHLENTYaNbHOMO UCKYCCTBa,? HO Npexae
BCEro C COBPEMEHHbIMU MOZYyCaMu ceMUoTUyecKkon npoaykumm. «CeMmnotuye-
CKWUIA MOBOPOT» Kanutana, kak oH onucaH Penukcom [BatTapu,'® npusunernpy-
eT co3/aHune U pacnpoCcTpaHeHue CKaTbIX U TMOKMX JaHHbIX, KOTOPbIE Nerko
MHTErpUMpOBaTh BO BCE HOBble KOMBUHaLMKM 1 NocnegoBaTenbHOCTH. !

YnnoLieHue BU3yanbHOro CoOAep>aHus, CTaTyc o6pa3a-B-CTaHOBJIEHUM
MOMELLaeT 3TU KaPTUHKM B KOHTEKCT obLero nHpopMaLmMoHHOro no-
BOPOTa U 3KOHOMUKM 3HaHUA, KOTOpas OTpbiBaeT o6pasbl U NOANUCH K
HWUM U3 KOHTEKCTa U BpocaeT B NOTOK MOCTOAHHOW KanuTasMcTU4ecKom
AeTepputopuanusaumn.'2 ctopmsa KOHLENTYanbHOro UCKyccTBa ONUCbIBaeT
AeMaTepuanun3aLmio XyJoXeCcTBeHHOro obbeKTa BHavane Kak akT ConpoTuB-
neHus NpoTue GETULLMCTCKOro XapakTepa BU3yanbHOCTU, HO MOTOM OKa3bl-
BaeTCA, YTO JeMaTepuann3oBaHHbIA apT-0ObEKT NpeKkpacHo npucnocabnu-
BaeTCA K CEMMOTU3aLMUN KanuTana 1, cneoBartenbHo, K KKOHLENTyallbHOMY
MOBOPOTY» KanuTanuama.'3 [1noxas kapTUHKa NO-CBOEMY HaXOAMUTCA BHYTpU
Takoro e koHdnukra. C ogHOI CTOPOHbI, OHa NPOTUBOCTOUT PETULLIUCT-
CKOMy XapaKTepy ontu4yeckoro paspetwenus. C Apyrov — UMEHHO NO3TOMy
OHa B KOHL,e KOHLIOB NPEBOCXOAHO UHTErpUpyeTca B UHPOPMALIMOHHBIN
KanuTasnM3M, KOTOPbIN aNl4HO ULLET CKaTbiX 06beMoB BHUMaHuA. [ToBepx-
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(partly) essayistic and experimental cinema — to create an alternative econo-
my of images, an imperfect cinema which exists inside as well as beyond and
beneath commercial media streams. In the age of file sharing, even marginal-
ized content circulates again and reconnects dispersed worldwide audiences.

The poor image thus constructs anonymous global networks as well
as creating a shared history. As it travels, builds alliances, provokes trans-
lation or mistranslation and creates new publics and debates. By losing its
visual substance it recovers some of its political punch and creates a new
aura around it. This aura is no more based on the permanence of the “origi-
nal” but on the transience of the copy. It is no more anchored within a clas-
sical public sphere mediated and supported by the frame of the nation state
or corporation, but floats on the surface of temporary and dubious data
pools.'4 By drifting away from the vaults of cinema it is propelled onto new
and ephemeral screens stitched up by the desire of dispersed spectators.

The circulation of poor images thus creates “visual bonds,” as Dziga
Vertov once called them.!s> The “visual bond,” as Vertov saw it, was sup-
posed to link the workers of the world with each other.'¢ He imagined a
sort of communist visual Adamic language, which should not only inform or
entertain, but also organize its viewers. In a sense, his dream has become
true, if mostly under the rule of global information capitalism, which cre-
ates global audiences whose participants are linked almost in a physical
sense by mutual excitement, affective attunement and anxiety.

But there is also the circulation and production of poor images
based on cell phone cameras, home computers and unconventional forms
of distribution. Its optical connections reveal erratic and coincidental links
between producers all over, which simultaneously constitute dispersed
audiences. The circulation of poor images both feeds into capitalist media
assembly lines, and alternative audiovisual economies. It coexists with me-
dia mainstreams, and is usually dependent on them, but it is also based on
barter, theft or appropriation. It defies the measures of the market, and its
way of counting and extracting value, while at the same time creating new
markets and values.

Besides a lot of confusion and stupefaction, it possibly also creates
disruptive movements of thought and affect. The circulation of poor images
thus starts another chapter in the historical genealogy of nonconformist
information circuits: Vertov’s “visual bonds,” the internationalist workers
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HOCTHbIX BNEYaT/IEHUI — 33 CHET BHMMATESbHbIX NOrPY>KEHUI B MaTepuan,
HanpAXXeHUA — 3a CYET CO3epLaHnsA, CTPEMUTENILHOIO MPEBbLIO — 3a CYeT
MeJNIeHHOro NpOCMOoTpa.

5.

Ho oaHoBpeMeHHO coBepluaeTca napagoKcanbHbI nepesopoT. Linpkynauus
MIOXMX KAPTUHOK CO3JaeT 3aMKHYTbI KOHTYP, KOTOPbI peanusyeT nepBoHa-
YasibHOe YecTonobMBoe HaMepeHne 60eBoro 1 (4acTM4HO) uccneoBaTeb-
CKOro U 3KCMEPUMEHTANIbHOTO KMHO — HaMepeHUe co3aTb afibTEpHATUBHYIO
3KOHOMWKY 0Opa3oB, HeCOBepLUEHHOE KMHO, KOTOPOE CYLLIECTBYET KaK BHYTPM,
TaK U BHE KOMMepYecknx MeamanoTokos. B anoxy ¢ain-wepuxra gaxe Bbi-
TECHEHHbI U3 KynbTYpHOro obMeHa MaTepuan cHoBa cBOH60OAHO LMPKynMpyeT
W COeZMHAET paccesHHble NO BCEMY CBETY coobLLecTBa.

[Mnoxan kapTUHKa co3AaeT aHOHUMHYO rnobasbHYIO ceTb, a TaKXKe
obuyto nctoputo. CTpaHCTBYS, OHa BbICTPaMBAET OTHOLLUEHWUA U COO3bI,
MPOBOLMPYET NepeBos (Kak XOPOLLUUiA, TaK U NIOXOW), CO34aEeT HOBYIO
ayAVTOPUIO U HOBble AUCKYCCUUN. Tepas B BU3yaslbHOW CyOCTaHLMK, OHA OT-
BOEBbIBAET KOe-KaKoM MONMMTUYECKUA YAap U co3JaeT BOKPYr cebsa HoBYtO
aypy. DTa aypa OCHOBaHa y>ke He Ha BE4YHOCTM OPUTMHaNa, HO Ha Nepexon-
HocTh konuun. OHa yxe He yKOopeHeHa B Knaccuyeckoi obLiectBeHHOM cde-
pe (public sphere), koTopas npeacrasnseT u nogaep>xxkmeaet cebs B paMkax
rOCyAapCTBEHHbIX UM KOPMOPATUBHBIX CTPYKTYP, OHa AperdyeT Ha NoBEpX-
HOCTU BPEMEHHOTO U HeonpeeneHHoro umugposoro a¢upa.'4 M3-nog cso-
AOB KMHOTEaTpPOB ee BbIHOCUT Ha HOBbIe, 3(peMepHble 3KpaHbl, COTKaHHbIE U3
»KeNaHWM pacceAaHHbIX MO BCeMY CBETY 3pUTENEN.

Linpkynauma nnoxon KapTUHKM co3aeT, TakuM obpa3oM, «3puUTesb-
Hble CBA3WY, Kak UX oAHaXAbl Hasean [3ura BepTos.!'s «3putenbHas cBAsby,
Kak ee euaen Beptos, gonmxkHa 6bina ceA3aTh pabounx Bcero Mupa apyr
c ApyroM. '¢ OH Boobpaxkan He4To BpoAe KOMMYHUCTUYECKOTO BU3YyaslbHOIO
«A3bika Agama n EBbI», KOTOpbI fomKeH Gbin He TONbKO MHPOPMUMPOBaTh
WNK pa3BieKaTb, HO TaKXe OpraHM30BbIBaTb 3puTenei. B onpeaeneHHom
CMbIC/e ero MeyTa cTana fABbto, XOTA U IMaBHbIM 06pa3oM BO BnafeHUAX rno-
6anbHOro MHGOPMaALMOHHOIO KanUTann3Ma, KOTopblit co3gaet rnobanbHble
ayAVUTOPWUM, YbW YHACTHUKM COEAUHEHbI APYT C APYrOM NOYTU PUBNYECKH,
HaXxoAACb B OJHOBPEMEHHOM BO3bYyXAeHUN, pe3oHaHce adpdeKToB U obLLel
TpeBore.
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pedagogies which Peter Weiss described in his Aesthetics of Resistance, the
circuits of Third Cinema and Tricontinentalism, of non-aligned filmmaking
and thinking.

Imagine somebody from the past with a beret asking you: Comrade,
what is your visual bond today?

You might answer: It is this link to the present.

6. Now!

The poor image embodies the afterlife of many former masterpieces of
cinema and video art. It has been expelled from the sheltered paradise

that cinema seems to once have been.!¢ After being kicked out from the
protected and often protectionist arena of national culture, and discarded
from commercial circulation, these works have become travelers in a digital
no-man’s land, constantly changing resolution and format, speed and media
container, sometimes even losing their names and credits along their way.

Now, many of these works are back. As poor images, | agree. One
could of course argue that this is not the real thing, but then can anyone
show me a real thing?

The poor image is not anymore about the real thing; the original and
its origin. Instead, it is about its own real conditions of existence: About
swarm circulation, digital dispersion and fractured and flexible temporali-
ties. It is about defiance and appropriation as well as about conformism and
exploitation.

In short: It is about reality.

An earlier version of this text was improvised as response at the conference: Essayfilm — Asthetik und Aktualitit in Liineb-
urg, organized by Thomas Tode and Sven Kramer in 2007. The text tremendously benefitted by remarks and comments
from Third Text guest editor Kodwo Eshun, who commissioned a longer version for an issue of Third Text on Chris Marker
and Third Cinema to appear in 2010 (co-editor Ros Grey). Another substantial inspiration for this text was the show
Dispersion at the ICA London, curated by Polly Staple in 2008, which included a brilliant reader edited by Staple and Richard
Birkett. The text also greatly benefitted from Brian Kuan Wood’s editorial work.

The text was originally published in the e-flux journal, #10.
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Ho ecTb ewe unpkynauma n nponsBoACTBO NIOXMX KAPTUHOK MpU
MOMOLLY KaMep, BCTPOEHHbIX B MOBUIIbHbIE TenedoHbl, AOMALLHUX KOMMbHO-
TEpPOB U HETPAAULMOHHBIX POPM ANCTPUBYLMU. DTN ONTUYECKUE CBA3M Bbl-
ABNAIOT HEYCTONYMBbIE U C/TyHYaiHble OTHOLUEHWUA MeX Ay NpOU3BOAUTENAMU
BCEro CBeTa, YTO OJHOBPEMEHHO COCTABNAIOT paccesHHyto ayautoputo. Linp-
KyNALMA NIOXMX KapTUHOK B OAHO U TO K€ BpeMsA NUTAEeT U Kanutanuctnye-
CKWI MeAunaKoHBeNep, U anibTEpPHATUBHbIE ayANOBU3YasibHble SKOHOMUKM.
OHa cocywectByeT ¢ MeANaMeNHCTPUMOM U BU3YaslbHO 3aBUCUT OT HEro, HO
Takxe H6asupyertcs Ha HGapTepe, kpaxe u anponpuaunn. OHa 6pocaeT BbI3OB
PbIHOYHbIM MEPaM U PbIHOYHOM MaHepe NOACHUTLIBATL U U3BNEKATh BbIroAy,
B TO )K€ BpPeMA CO3/aBas HOBbIE PbIHKN U HOBbIE BbIFOAbI.

ABNAACb UCTOYHMKOM OFPOMHOW CyeTbl U Hepa3bepuxu, Nnoxas Kap-
TUHKA, BO3MOXXHO, TaKXXe CO3JaeT NOApPbIBHOE [ABMXXEHUE MbICIIN U YYBCTBA.
Linpkynauma nnoxmx KapTMHOK, TakuM o6pa3oM, OTKpbIBaeT HOBYIO FNaBy B
MCTOPUYECKO reHeanornm HOHKOHMOPMUCTCKUX MHPOPMALIMOHHBIX CETEN:
BEPTOBCKUX «3PUTENbHbIX CBA3EN», UHTEPHALMOHANNCTCKOM paboyeli neaa-
roruku, kotopyto [Netep Baiic onucbiBan B cBoei «3cTeTUKE CONpOTUBIE-
HUAY; ceTell  TpeTbero KMHO» U TPUKOHTUHEHTANIM3Ma, HE3ABUCUMOTO KUHO U
MbILLUSIEHUA.

[MpeAacTaBbTE, YTO HEKTO U3 NPOLLIIOro, HEKTO B GepeTe cnpaluvBaet
Bac: « ToBapwuLL, c 4eM Yy Teba cerofHa 3putenbHasn cBasb?!» Bbl MoxeTe oTBe-
TUTh: «KOHa B 3TOW NMHUWK, BeAyLLEN K CEFOAHALLHEMY AHIO».

6. Now!
B nnoxoi kapTMHKe HaxoAAT CBOKO MOCMEPTHYHO XWU3Hb MHOTUE LLEAEBPbI
CTaporo KMHO U BUAEOAPTa, M3MHaHHbIE M3 PAACKOrO LUATPa, KAKUM KOr4a-To
6b1n knHoTeatp.!7 [Nocne Toro Kak OHU GbINN BbILWBbLIPHYTbI U3 3aLLULLEHHOM
(4acTo Npy NOMOLLM NPOTEKLMOHUCTCKUX MEP) 30HbI HALMOHANBbHOW Ky/bTYy-
Pbl, @ TAK)KE UCKJIIOHYEHbI U3 KOMMEPYECKOWN LMPKYNALUW, LLeAEBPbl 3TU CTanu
CKWUTaNbLaMM1 B AUIUTANIbHOM nonoce oTvyxaeHnA. CKUTaacb, OHU NOCTOAH-
HO MeHAIOT pa3peLleHne n popmMat, TepAs Ha CBOEM MyTU CCbIIKY Ha NpPaBo-
obnagatens, a MHOrAa 1 Ha3BaHue, U aBTOpa.

CeroaHsa MHoOrme U3 3TMX NPOU3BeAEHUI BEpHYNUCH K HaM. [pusHato,
B CKBepHOM KayecTBe. MOXXHO, KOHEYHO, YTBEPXAaTb, YTO 3TO HE TO, 3TO He
KHACTOALLMIY PUNbM; Hy TOrAa MOKaXKMUTE MHe, NOXKanyncTa, KHaCTOALLMNY.

[Mnoxas KapTMHKa — 3TO y>Ke He KHaCTOosALLee» KMHO, 3TO He NPO OpUru-

100 PYC Teopusa / Xuto LLteitepns



| Conversation between Harun Farocki and
Alexander Horwath, “Wer Gemiilde wirklich
sehen will, geht ja schliesslich auch ins Museum.”
Frankfurter Allgemeine Zeitung, June 14, 2007.

2 Sven Liitticken’s excellent text about the
Viewing Copy (e-flux journal #8) drew my
attention to this aspect of poor images.

3 Thank you to Kodwo Eshun for pointing
this out.

4 Of course in some cases, images with low
resolution also appear in mainstream media
environments (mainly news), where they are
associated with urgency, immediacy and catas-
trophe — and extremely valuable. See Hito
Steyerl, Documentary Uncertainty.
magazines.documenta.de/frontend/article.
php?ldLanguage=1&NrArticle=584

5 Hito Steyerl. Politics of the Archive, (2008)
eipcp.net/transversal/0608/steyerl/en

6 In his initial comments via email.

7 Julio Garcia Espinosa, “For an Imperfect
Cinema” trans. Julianne Burton, Jump Cut, 20,
1979, pp. 24-26, copyright Jump Cut: A Review of
Contemporary Media 1979 (2005).

8 Paolo Virno. A Grammar of the Multitude,
(Cambridge Massachusetts: MIT Press 2004).

9  AlexAlberro. Conceptual Art and the Politics
of Publicity, (Cambridge, Massachusetts:

MIT Press, 2003).

10 Félix Guattari. Capital as the Integral of
Power Formations in Soft Subversions, (New York:
Semiotext(e), 1996), p. 202.

Il All these developments are discussed in
detail in an excellent text by Simon Sheikh:
Objects of Study or Commodification of Knowledge?
Remarks on Artistic Research
www.artandresearch.org.uk/v2n2/sheikh.html
12 Alan Sekula, “Reading an Archive: Photog-
raphy between Labour and Capital,” Visual
Culture: the reader, edited by Stuart Hall & Jessica
Evans, (London/New York: Routledge, 1999),
pp. 181-192.

13 Alex Alberro. Conceptual Art and the Politics
of Publicity, (Cambridge Massachusetts: MIT
Press, 2003).

14 Pirate Bay even seems to have tried
acquiring the extraterritorial oil platform of
Sealand in order to install its servers there.

15  Dziga Vertov, “Kinopravda and Radio-
pravda,” Kino-Eye: The Writings of Dziga Vertov
edited by Annette Michelson, (Berkeley: Univer-
sity of California Press, 1995.), p. 52.

16  Dziga Vertov. “Kinopravda and Radio-
pravda,” op. cit., p. 52.
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Hasl U He NPO UCTOYHUK. DTO — NPO HaLLM COOCTBEHHbIE YCNTOBUA CYLLECTBOBA-
HUA; MPO TO, KaK KULLUT U POUTCA KOMMYHMKaLWA, Kak paccenBaeTca Ludposoe
n3obpaxkeHue, Kak fJomaeTca 1 rHetca Bpema. [1po BbI3oB Ha 601, Npo npu-
cBoeHune cebe npas M O4HOBPEMEHHO NPO KOH(POPMM3M U SKCMITyaTaLmio.
Kopoue rosops, oHa He Npo «HacToALLEee)» KMHO: OHa — MpO HacTosLLee.

lMepBas Mzen 3TOro TeKCTa BO3HMKIA KaK MMNPOBU3MPOBAHHBIN OTBET Ha KoHdbepeHumn Essayfilm — Asthetik und Aktualitit
8 JltoHebypre, opraHusosaHHoin ToMacom Toge n Ceenom Kpamepom B 2007 rogy. TekcT HEBEPOATHO MHOTO BbIUFpan OT
COBETOB U KOMMeHTapueB npurnatueHHoro coctasutens Third Text Koaso SulyHa, KoTopslit 3akasan MHe Gonee AnvHHYIO
Bepcuto ans ebinycka Third Text, noceaweHHoro Kpucy Mapkepy u « TpeTbeMy KnHOY, koTopbiit BbigeT B 2010 rogy (sTo-
poit coctasutenb Poc peit). ELle oaHUM BaXKHbIM MCTOYHUKOM BJOXHOBEHWA MPU HAaMMCaHWUK 3TOTO TeKcTa Bbina BbICTaBKa
Dispersion («PaccesHuney) B MIHcTuTyTe coBpeMeHHoro uckycctsa e Jlongore (kyparop MNonnu Crenn, 2008), k koTopoit

6bina nsgaHa 6nucratenbHasn XpecTtoMaTtua noa pe,anuMeﬁ Crennu PVHapp,a EVIPKETTa. TeKcT Takxe o4eHb BbiUrpan 6naro-

Aaps pepaktype bpanana Kyana Byaca.
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Oner ApoHcoH
Ceupaetenb nUckyccTsa

Mamatn @puabl MounceesHsl Marepo, Bpaya, konnern Moux pogureneii U ux Apyra.

Bonpoc, koTopblit coBpeMeHHOEe UCKYCCTBO CTapaTeNlbHO 0OXoANUT CTOPOHOM,
XOTA OH, Ka3anocb Obl, OAUH U3 CaMbIX HA3OMIMBbLIX N OYEBUAHbIX, COCTOUT B
cnepytoLLeM: ABMAETCA NN TO, YTO Mbl Ha3bIBAE€M KCOBPEMEHHbIM UCKYCCTBOM)
(MHcTannAuMKM, nepdopMaHChl, aKLUKU, XENMEHUHTU U T.M.), UCKYCCTBOM!?

Ckasa, 4TO cOBpeMeHHO€ UCKYCCTBO UCKYCCTBOM He ABNAETCA, JIerko
Cpasy e NpoC/biTb KOHCEPBATOPOM, PETPOrpaAoM, B JyHLLEM Clly4ae — Ye-
NOBEKOM HeKOMMNeTeHTHbIM. M BnpaBay, kak MOXKHO 3a4aBaTh TaKoi BONpoC,
koraa Manesuny n [iowan, Mongpuan n Potko, Yopxon u bapHu gaero
BOLLINN B UCTOPUIO UcKyccTBa! McTopua MCKycCcTB NpuHAna ToT dakT, 4To
nepeA HaMy He MPOCTO HOBbIE U BO MHOFOM CTPaHHbIE» NPOU3BEeAEHUA, HO
4TO OHM BKJIFOYEHbI B UCTOPUIO, TO €CTb PaCMONaratoTcA B TOM e nopagke
BPeMeHU (MCTOPUYECKOM), YTO U UCKYCCTBO MPOLLIIOrO.

N paxce TOT Nnadoc HOBOro UCKYCCTBA, KOTOPbIA Mbl BCTPEYaeM B
MaHupecTax PpyTypuCTOB, CFOPPEANIUCTOB U CaMblX Pa3HOOOpa3HbIX Npea-
CTaBuTenei aBaHrapZa u KOTopblii HeceT B cebe oTpULaHNe UCTOPUM, CTan
4aCTbiO UCTOPUM UCKYCCTB. He roBops yxxe o caMux XyAOXKHUKaX.

[MpounzoLno cobbiTne, ecTecTBEHHEN KOTOPOro TPYAHO YTO-TO NpUAY-
MaTb: KPUTUKA TPAAULIMOHHOIO UCKYCCTBA OKa3anach BK/IKOYEHA B CaMyHo YTO
HU Ha eCTb TPAAMLIMOHHYIO UCTOPUIO UCKYCCTB. DTO cObbiTUe 0bbIAEHHOE,

HO ero obbIJEeHHOCTb He YCTPaHAET ero ApaMatuiHocTu. [lpaMaTMiHOCTb xe
AAHHOI CUTYyaLMKN COCTOUT B TOM, YTO NPU BCEM pPajuKasM3Me HOBbIX XyA0-
XKECTBEHHbIX ABUXEHUI B HUX €CTb HEYTO, YTO MO3BOJNIAET UCTOPUN AenaThb

UX CBOEWM YacTbto. bbIno Obl CAIULIKOM HaMBHO OBBACHATL BCE ANANIEKTUKOW
MCTOPUYECKOrOo MpoLecca, ABNXKYLLeroca pasaMm OTPULLAHUA U NPUHATUA
Hosoro. Ckopee caMa AuanekTuka, NoHATaA TakuM obpa3oM, ecTb YacTb N1OTU-
KM NPUCBOEHMUSA, TOM CaMOM NNOMUKM KanuTannsMa, KoTopas TOTaim3yeT BCe U
BcA. JTto6as KpUTUKa OKa3bIBAeTCA HaCTbiO UCTOPUYECKOrOo NpoLiecca, toboe
NPOTUBOAENCTBME TPAAULIMOHHOM CUCTEME LIeHHOCTEN TOJNIbKO YCUIIMBAET €ee.

CoBpeMeHHOEe UCKYCCTBO MPU BCEX TEX COLMANbHBIX U AEHEXHbIX
MHBECTULIUAX, KOTOPbI€ OHO CErofHa UMeeT B 3anajHOM MUPE, OKa3blBaeTCA
MO-NPEeXHEMY HEMOHATHO UM HEAOCTYNHO OBbIKHOBEHHOMY 3pUTENtO, pA-
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Oleg Aronson
Witness of art

In memory of Frida Moiseevna Magero, physician, my parents' colleague and friend.

A question that contemporary art is taking great pains to avoid, although
it seems to be one of the most persistent and obvious, lies in whether so
called “contemporary art” (installations, performances, actions, happen-
ings, etc.) is indeed Art.

Asserting that contemporary art is not art, it is easy to be immedi-
ately pigeonholed as retrograde, conservative, at best an incompetent. And
really, how can anybody ask this question when Malevich and Duchamp, Mon-
drian and Rothko, Warhol and Barney have long since entered art history?
Art history accepted the fact that these pieces of art are not only new and to
a large extent “strange,” but that they are part of its history. That means that
they are situated in the very same historical sequence as the art of the past.

And even that pathos of new art we encounter in the manifestos of
the futurists, the surrealists and all kinds of representatives of the avant-
garde — always entailing a denial of history — this too has become part of
art history. Not to mention the artists themselves.

It would be hard to imagine a more natural outcome than the one
that actually occurred: Criticism of traditional art found itself a part of the
most utterly traditional art history. This is a mundane event, but its mun-
dane features do not eliminate the dramatic consequences. The drama of
this situation lies in the fact that despite all the radicalism of new artistic
movements, they always contain something that allows history to incorpo-
rate them. It would be too naive to explain it all via a dialectic of the histori-
cal process, moving through phases of denial and acceptance of the new.
More likely, the dialectic itself is part of the logic of appropriation, that
very logic of capitalism that completely “totalizes” everything. Any criticism
occurs as a part of the historical process, and any opposition to the tradi-
tional value system only makes it stronger.

With all the social and monetary investments which contemporary
art currently enjoys in the Western world, it still finds itself incomprehen-
sible and inaccessible to an ordinary viewer, an average visitor of the muse-
ums and galleries. This viewer is addressing the puzzling question: how is it
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[lOBOMY noceTuTento My3ees 1 ranepei. VIMeHHo 3TOT 3puTens agpecyert eMy
HeJOYMEHHbI BOMPOC: NOYeMy 3TO Ha3blBatoT UcKyccTBoM! CaMblii NpoCTON
OTBET — BbICOKOMEpPHOE MOJ1YaHNE NPUYACTHbIX K TalHE HOBOMOAHbIX Npo-
nseegerHunin. Hanbonee neMokpaTn4HbI OTBET COCTOMUT B TOM, YTO UMEHHO
TO, YTO BbIXOAMT 32 PaMKU MOHUMaHWA U NPeACTaB/IEHNA Hallero pasyMa, Kak
Pa3 U ienaet ero UCKycCTBOM. DTOT apryMeHT «OT BO3BbILLEHHOM0» MOXHO
HaWMTK y>Ke B KAHTOBCKOMN TEOPUM ICTETUHECKOTO CYXKAEHMA U B COYNHEHUAX
poMaHTUkoB. OH NnoBTOpPAETCA 40 CMX MOP TO NPAMO, TO B 3aBYyaJIMPOBaHHOM
¢dopMe, koraa pedb AET O KHOBOMY, 06 KMHHOBALMNY», KOTOPasA COCTaBNAET
LLEHHOCTb COBPEMEHHOCTMU.

STO NapajoKcasbHbIi, HO KpaiiHe BaXKHbI MOMEHT: MCKYCCTBOM
AOMKHO ObITb He TO, YTO HPABUTCA, yOnaXkaeT rnas u cyiyx, Ho TO, 4TO NPUHO-
CUT HOBOE, B3blBasA K MHTEpMpeTaumm, kK paboTe NOHNMaHMA, K TpyAy BOCNpU-
atua. [NocTeneHHoO repMeHeBTUYECKUIA MOMEHT (OCOBEHHO Y MUHMMaINCTOB
M KOHLIENTYaNnIMCTOB) HACTOMbKO NOAMEHAET COOOW 3CTETUHECKUI, YTO Aaxe
3TOT /e BO3BbILLEHHOMO OKa3bIBaeTCA MPaKTUYECKN HE3AMETHbIM.

Mexay TeM cTOMT BEPHYTbCA K HAMBHOMY BOMPOCY, 33JaHHOMY B Ha-
yasie, U 3aMeTUTb, YTO OH He TaK-To npocT. OH, HanpuMep, UCXOAUT U3 No-
HMMaHWA TOrO, YTO COBPEMEHHOE UCKYCCTBO He JO/MKHO HpaBUTbCA. ToO ecTb,
AaXke MPUHAB MHTEPNpPETALMIO UCKYCCTBA OT BO3BbILLEHHOrO, Mbl BCNe 3a
KaHnToM 1 JTnotapom MoxeM OTMETUTB, 4TO YYBCTBO BO3BbILUEHHOIO CBA32HO
C YAOBOJbCTBMEM, C KHEraTUBHbLIM YAO0BONIbCTBMEMY, B OT/INYMNE OT TOrO yA0-
BOJIbCTBUA, KOTOPOE HeceT B cebe 4yBCTBO NPeKpacHoro.

[pyrummn cnoeamu, ckonb 6bl pagrkaneH H1 6bin 06beKT coBpeMeH-
HOrO UCKYCCTBA, CKONbKO Obl OH HWU HacTanBan Ha TOM, YTO €ro-TO YK TOYHO
Henb3A NtobuTtb, OH TeM He MeHee HeceT B cebe HeyCcTpaHMMOe OCTaTo4HOoe
YAOBO/bLCTBME, CleA OnbiTa BOCNPUATUA UCKYCCTBA B TPAAULNN YEPE3 YyB-
CTBa BO3BbILLEHHOrO U NpeKpacHoro. AnennAauua K 3TUM Y4yBCTBaM Ceroj-

HAl HEBO3MOXHA B YACTOM BUAE, HO U HEYCTPaHMMa OKOH4YaTesbHO. [yTb
MCKYCCTBA K COBPEMEHHOCTM HeceT B cebe HensbbiBHOE NpOTMBOpeYMe:

C OZIHOI CTOPOHbI, paZMKasibHasA HOBU3HA, TPEOOBaHNE HOBOIO KaK LieHHO-
ro; C Apyron — HeCTMpaeMblil el UCKyCCTBa NPOLUIOro, NpeBpaLlatoLero
MOCTOAHHO CaMO UCKYCCTBO B LIEHHOCTb M AaXKe B KBEYHYIO LieHHOCTbY. [1oka
3TO NpOTMBOpEYUNE He MPUHNMAETCA KaK peluatolee, a BOCNpUHUMaeTcA

KaK BCEro N1llb AnaneKkTn4eckoe, To C COBPEMEHHbIM UCKYCCTBOM AOMKHO
NMPOUCXOAMUTL BCE TO, YTO NPOUCXOAUT CEroAHA: OHO CTaHOBUTCA TOBapOM
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possible to call this art? The simplest answer is haughty silence from those
privy to the mystery of this new-fangled artistic production. The most dem-
ocratic answer states that it is precisely in exceeding what our minds are
capable of understanding and imagining that it becomes art. This argument
“from the sublime” is encountered in the Kant’s theory of aesthetic judg-
ment and in the writing of the Romantics. It is still being repeated, some-
times directly, sometimes veiled, whenever people talk about the “new,”
and about “innovation” as a value of modernity.

This is a paradoxical but extremely important point: art should not
be something that people like, that soothes the eye and ear, but something
that ushers in the “new,” demands interpretation, requires work towards
understanding and effort in perception. Gradually, the hermeneutic element
(especially for minimalists and conceptualists) replaces the aesthetic one to
such extent that even the trace of the sublime becomes almost invisible.

Meanwhile, we should return to the naive question posed at the
beginning, and note that it is not that simple. It proceeds, for instance, from
the understanding that contemporary art is not supposed to be liked. Even
accepting the interpretation of art “from the sublime,” we can follow Kant
and Lyotard in observing that the sense of the sublime is connected to
pleasure, “negative pleasure,” unlike the pleasure that accompanies sense
of the beautiful.

In other words, no matter how radical an object of contemporary
art might be, no matter how much it might insist on being entirely impossi-
ble to love, it nevertheless carries an irremovable residual pleasure, a trace
of the traditional sensory experience of art through the senses of the sub-
lime and the beautiful. Nowadays, an appeal to these senses is impossible
in pure form, but it is also irremovable in full measure. Art’s path towards
modernity carries an everlasting contradiction: on one side, radical novelty
and the demand for newness as something valuable; on the other side, the
indelible print left by art of the past, constantly transforming art itself into
a value — even an “eternal value.”

As long as this contradiction is not accepted as decisive but rather
is perceived as simply “dialectical,” everything that must happen to con-
temporary art today has had happened: it has become a commodity and is
treated as such. And its life span is the period of time needed for the pro-
duction and consumption of this sort of commodity.
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n obpallaetca Kak ToBap. M BpeMa ero cyluecTsoBaHusA — 3TO BpeMA Npouns-
BOACTBA U NOTpebneHns Takoro poga Tosapa.

[pyroe geno, 4To caM ToBap 3TOT AOCTaTOYHO CTPaHHbIN. Ho cTpa-
HEH OH ANfA 3CTeTUYECKOW TEOPUM UM UCTOPUM UCKYCCTB, HO aBCONIOTHO
GaHaneH Ana 3KOHOMMUKM.

MNMeHHO 3KOHOMMKA B OT/INYME OT 3pUTENA He pearnpyeT Ha TpeneT
nepeA «Be4YHbIMU LleHHOCTAMMY. [lna Hee «Be4Haa LeHHOCTb» He Bbornee YyeM
OpeH/, yKasaHue Ha HaeXHOCTb B/IOXEHWA KanuTana.

A 3HauuUT, COBpEMEHHOE NUCKYCCTBO AeNlaeT UCKYCCTBOM KOpNopaTue-
HocTb. He BaXkHO, HOBOE UCKYCCTBO NepeA HaMy UK TPAAULIMOHHOE — 3TO
opAHa kopriopauua. M ToT, KTo HapyLuaeT 3aKOH PYHKLMOHUPOBaHWA 3TOW
Kopnopauuu, okasblBaeTcs U3 Hee BbibpolueH. KTo e 371 narHanHble?! Ecnu
PaHblle OHU ONpeAenAnnUCh MO NPUHLMMY NPOdECCUOHANTBHOM NPUHAAIeX-
HOCTU Liexy, N0 MaCTEpCTBY U Ka4yeCTBY BblJaBaeMOW NPOAYKLMU, TO CEroaHA
KpUTepuiA coBepLUeHHO MHoI. M3roamm ot nckycctea MoryT cTaTb Kak ab-
CONIOTHbIE AUNETaHTbI, TaK U NPOdECCMOHaIbHbIE XYAO0XHUKN — Te CaMble,

B KapTMHaX KOTOPbIX MPOAOIKAET XXUTb TPAANULMA, Yepe3 KOTOPbIX NepeAa-
OTCA HaBbIKM U YMEHUA NPOU3BOANTL Xy[OXKECTBEHHbIN OOBbEKT.

CaMbIii nokasaTenbHbI MPUMEp — 3TO, HECOMHEHHO, CyAbba peanu-
CTMYECKOM XUBONUCK, KoTOpaa B Poccun HanpaMyto cBA3aHa € TpaauLmMaMm
coupeanusma. IMeHHO 3Tn XyA0XKHUKK, BbINYCKHUKKM CypUKOBCKOrO UHCTU-
TyTa unn CTporaHoBKW, NOPOW NMPEKpPacHO BaJetloLLue BCEMU TEXHUYECKUMM
NpUeMaMm, OKasblBatOTCA COBEPLUEHHO He BOCTpeboBaHbl PbIHKOM UCKYCCTBA.
B 3TOM pbIHOYHOM NpOCTpPaHCTBE CAIULLKOM MHOFO YK€ YMEPLUMX KPaCKpy4eH-
HbIX» aBTOpOB. [1puyeM gaxe cpean HUX peaNMCcTOB COBCEM HEMHOTO, a 60Jb-
LLIe — UMNPECCUOHUCTOB, SKCMPECCUOHUCTOB, KYOUCTOB U NpeacTaBUTENEN
MPOYMX HaNpaBNEHU, YbA SKOHOMUYECKAA LLleHHOCTb OKa3blBaeTCA HEU3MepU-
MO BblILLIE, HEXENIM MaCTEPCTBO aKaZeMUYECKOro neisaxka Unmn nopTpera.

OpHako TpaauLmMa yMyapAETCA XUTb U B OOBbEKTaX aKTyaslbHOro Uc-
KyccTBa, B paboTax Xyf0XHUKOB, KOTOPbIM Obl akaZieMUYecKne XUBOMUCLbI
B npodeccrmoHanmaMe otkasanu. 1 xota MHOrne coppeMeHHble XyA0XKHUKY,
Aenas nepdopMaHChbl N MHCTANIALUK, MPOAOIIKAIOT 3a4€M-TO yTBEpPXAaATh,
4TO OHMU €eLLe U PUCOBATb YMEIOT, 4TO OHU, MOJI, Aarke 0By4annch B Xyaoxe-
CTBEHHOM Y4UIULLE, HO BCE ACHEE CTAaHOBUTCA, YTO AJ1 COBPEMEHHOIO TO-
Bapa OT MCKYCCTBA 3TOrO HUKTO y>ke He TpebyeT. Tpaamumsa xe coxpaHaeTcs
B )XenaHumn cbepeyb npodeccnoHanunsmM (4nTai — KopnopatmeHocTb). HaM
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It is another matter that the commodity itself is quite strange. But
it appears strange only in terms of the aesthetic theory or art history, and
entirely banal in economic terms.

For the economy, unlike the viewers, does not react to palpitations
in the face of “eternal values.” From this point of view “eternal value”
means nothing more than a brand, an indication of a reliable investment.

Therefore, contemporary art converts art into corporate culture. It
does not matter whether we are looking at new or traditional art because
this is all part of the same corporation. And everyone who violates this
corporation’s operating laws finds themselves thrown out. But who are
these outcasts! Whereas earlier they were determined according to the
principles of professional guild membership or the artistry and quality of
the materials they produced, nowadays the criteria are entirely different.
Art-outlaws could be either dilettantes or professional artists — those art-
ists, whose paintings continue to keep tradition “alive,” passing on the skills
and know-how behind the production of an artistic object.

Doubtless, the prime example of this is the fate of realistic painting,
which in Russia is directly connected to the traditions of socialist realism.
Precisely these artists, graduates of the Surikov or Stroganov institutes,
some of them truly phenomenal masters of technique, find that there is no
demand whatsoever for their work on the art market. This market space
is overflowing with a great deal of long-dead “over-promoted” artists. All
this regardless of the fact that there are very few realists among them, and
rather more impressionists, expressionists, cubists and representatives
of other movements, whose economic value happens to be immeasurably
higher than the mere mastery of academic landscapes or portraits.

However, the tradition has managed to stay alive in works of con-
temporary art as well, for instance, in some masterpieces where profes-
sionalism would be denied by academic painters. And although many con-
temporary artists, while staging performances or installations, for some
reason continue to assert that they are still able to draw and that they have
even studied at art school. But nevertheless it becomes even clearer that
this is no longer a requirement for a commodity of contemporary art. The
tradition remains, however, in the desire to maintain professionalism (read
corporate culture). We have been told all the time that contemporary art
in no way profanes the very idea of art, but rather develops it; that con-
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TO U A,eN0 roBOPAT, YTO COBPEMEHHOE UCKYCCTBO HUCKONBKO He npodaHu-
PYeT caMy UAero UCKYCCTBA, HO €€ TONbKO Pa3BMBAET, YTO Y COBPEMEHHbIX
XYZAOXHWUKOB NPOCTO MHbIE BbIpa3uTerbHble CPEACTBA, YTO €CNN paHbLLe 3TO
ObIIM XONCT U KPackK, TO CEroAHA 3TO BCe TO, YTO Tbl CaM MOXeLlUb BbiGpaTh
B CBOEM MOBCEAHEBHOM CyLLecTBOBaHUWU. MaTepuan cnyyaeH — Xy4OXHUK e
ocTaeTcsA NOCTOAHHOM BenuymHol. [TpocTo Ha MecTe LLleHHOCTU MacTepCTBa
OKa3bIBaeTCA LLleHHOCTb TBOPYECKOM CBOGObI, YTO KpaiHE CUMMATUYHO PbIH-
KY, B OCHOBaHWM KOTOPOIO NIeXMUT InbepanbHas SKOHOMUYECKan TEOpUS.

Mexay TeM B nocnefoBaTeIbHOM OTKa3e OT XYA0XXeCTBEHHOro Npo-
PeccrmoHannsMa MoXXHO YNoBUTb XKecT aBaHrapaa. B uem xe atort xect? No-
4eMy 3TO TaK BaXKHO, JaXe €C/IN Mbl FOBOPUM HE O HOBbIX HAarNpaBfiEHUAX B
COBPEMEHHOM UCKYCCTBE, HO O COXPaHAIOLLIEMCA KyJbTe UCKYCCTBA MPOLLO-
ro! O9MbneMoi 3Toro xecra MOXeT cNyuTb paboTta Manesunya «HepHblit kBa-
Apat». N nockonbky Ao cux nop atot «KeBagpart» He CXOAMUT C YCT CTOPOHHU-
KOB M MPOTUBHWKOB HOBOIO UCKYCCTBA, TO MOXXHO FOBOPUTb O TOM, 4TO XKeCT
Maneswuy4a Bce eLle He 3aBepLueH. «HepHbIi KBagpaTy cTan ceoeobpasHoM
MOAENbIO NPEPbIBAHUA XXMBOMUCHOMN TPAAULUM — TPAAMULIMM UCKYCCTBA, OpU-
E€HTUPOBAHHOIO Ha U30bpaxkeHue, Ha YYBCTBEHHOE BOCMPUATHE, HA Y40BOJb-
cTBue. B kakoM-TO cMbicnie MOXXHO rOBOpUTL AaXKe O TOM, YTO BCA UCTOPUA
pPaZmKanbHoOro nckyccrea XX Beka — 3TO NOMbITKA NOBTOPEHUA XYAOXKECTBEH-
Horo »ecTta ManeBnya B UHbIX NPOCTPAHCTBaX, C MHbIM MaTepUanioM. «HepHbii
KBaApaT» Mbl HE MOXEM UHTEPNPETUPOBaTb NPOCTO Kak KapTUHY. Mbl BbIHYX-
ZeHbl FOBOPUTb O HeW U Kak o npoTonepdopMaHce, NPOTOUMHCTANNALMU, NPO
Toakumu. byayLine arowaHbl U KOLYTbI MPUHMMALOT YHacTUe B AeTanm3aumu,
HIOQHCUPOBKE 3TOrO XKECTa — >KeCTa NOCTOAHHOIO NPEepbIBaHUA UCKYCCTBA,
obperTatoLLero yxe cBOO COOCTBEHHYIO UCTOPUIO U TPAAULIMIO.

OpHako ecTb B 3TOM )XecTe MOMEHT, KOTOPbI MOXET NOKa3aTbCA MO-
604HbIM U JONONHUTENBHBIM, HO 6€3 KOTOpPOro, BO3MOXHO, BCE COBPEMEH-
HOE UCKYCCTBO He COCTOANOCh Obl Kak counanbHoe aBneHune. [oMuMo Bcei
CNIOXKHOCTM OTHOLLEHUI C U300pa3nTenbHoMn Tpaauumen, «epHbiii KBagpaTy
FOBOPUT HaM ellie OAHY OYeHb NPOCTYIO BELLb: 3TO MOXKET cAeNnaTb KaxAabli!
To ecTb UcKyccTBO — He yaen usbpaHHbIX (TanaHToB, reHnes, npodeccno-
HanoB), @ CNOCOBHOCTb, AaHHAA KAXKAOMY. DTOT MOMEHT HE OYEeHb NPUATEH
COBPEMEHHbIM XYA0XHMKaM, KOTOpble CTajIn 4aCTbO COBPEMEHHOW 3KOHO-
MUKM uckyccTBa. Ho, ecnu cneposatb 3TOW NIOrMKe, Mbl MOXeM OGHApPYXUTb
He HOMMHaJIbHYIO CBA3b UCKYCCTBA MPOLUIIOrO U COBPEMEHHOTO, a BMOJHE
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temporary artists simply have other means of expression. What was once
limited to canvas and paints, now includes everything you can glean from
your everyday existence. The material is random, while the artist remains a
constant. Only the value of mastery has been replaced by the value of crea-
tive freedom and this fact is extremely sympathetic to a market based on
liberal economic theory.

Meanwhile, the consistent rejection of artistic professionalism can be
detected in an avant-garde gesture. In what does this gesture consist! Why
is it so important, especially if we are not even talking about new trends in
contemporary art, but about the surviving cult of art of the past? Malevich’s
Black Square is emblematic of this gesture. And since both advocates and
enemies of the new art are still talking about this Square, so it could be said
that Malevich’s gesture remains unfinished. The Black Square has become a
particular model for the interruption of the painterly tradition, the tradition
of image-oriented art, focused on sensory perception, on pleasure. In some
sense it is even possible to say that the entire history of 20" century radi-
cal art consists in attempts to repeat Malevich’s artistic gesture, in different
contexts and by using different materials. Ve cannot even interpret the
Black Square solely as a painting. We are forced to talk about it as a proto-
performance, a proto-installation, a proto-action. Future Duchamps and
Kosuths participate in filling in the details and nuances of this gesture — a
gesture of the constant interruption of art that has already found its own
history and tradition. However, this gesture includes an element that could
seem secondary and subsidiary, but without which all contemporary art
might not have manifested as a social phenomenon. Alongside all the com-
plexity of its relationship with the pictorial tradition, the Black Square also
demonstrates us one very simple thing: anyone can do this! That is, art is
not the domain of the chosen few (the talented, geniuses, professionals),
but rather an ability of which everyone is capable. This does not sit very
well with contemporary artists who have become part of the contemporary
art economy, but following this logic, reveals a connection — which is not
nominal but entirely concrete — between the art of the past and contempo-
rary art. True, to do this we have to call both the figure of an artist and the
idea of a piece of art into question. The artist today is not the one who cre-
ates the work of art. The work of art today is not what is created by artists.
The artist discovers a gesture which interrupts time and calls for repetition.
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KOHKpeTHyto. paBaa, AnA 3Toro HaM NpUAETCA NOCTaBUTb MO COMHEHUE
U GUrypy XyAOXKHUKA, U nAeto npousseseHnsa. XyAOXKHUK CerogHa yxe
He TOT, KTO co3AaeT npousBegeHus. [lponseeeHns cerogHsa — He To, YTO
CO3/4aHO XYAOXHUKaMU. XY[A0XKHUK OTKPbIBAET XKECT, KOTOPbI NpepbiBaeT
BPEMA 1 B3bIBAET K MOBTOPEHMUIO.

DTO 3BYYUT CJIULLKOM aBCTPaKTHO, €CNIN Mbl XOTUM HaNTU XyAOXKHMKa
Kak «aBTopay xecTa. Ho y xecrta Het aBTOpa. XKecT — addeKT npudacTHocTH
K MCKYCCTBY TOrO, KTO OT HEro OT/TyHeH (COLManbHO MU B CUNY UHbIX NpU-
4MH). MOXHO cKa3aTb, YTO XKeCT, O KOTOPOM UAET peyb, — OTKPbITUE TOWM
3KOHOMMKM, B KOTOPOW HeKas Bellb OKasbiBaeTca HenoTpebumon. M 3apaya
XY[AOXHUKA — He NMpeBpaLlaTh ee B TOBap, a HACTaMBaTb Ha ee HenoTpebumo-
CTU, AJIUTb €€ Hey4acTue B SKOHOMUKE NoTpebnenns. Yaepxarb 3TOT ecT
TpyAHo. OcobeHHO TeM, KTO oTAroLeH NpogpeccMoHanM3MoM.

Y>Ke 13 cKka3aHHOro paHee MOHATHO, YTO UCKYCCTBO HEpPa3pbIBHO CBA-
3aHO ¢ florukow kanutana. OHo cyLecTByeT TONIbKO MOTOMY, YTO y4acTByeT
B ero obpatieHnn. OHO NPOU3BOAUT «HE BMOJHE TOBap», HO UMEHHO TO, Y4TO
3TU NPOU3BEEHUA — He-BNOJIHE-TOBApbl, NO3BONAET UM UATU NOA neinbnom
«HacToALero uckyccteay. lNepea HamMm gocTaTo4HO Npo3anyeckas u npar-
MaTU4ecKas cuTyauus, Korga HekoTopoe npouseegeHne (HarpuMep, XuBo-
MUCHOE NOJIOTHO), obnajas BCeMn ka4eCcTBaMm TOBapa, TO €CTb COOTBETCTBYA
noTpebHOCTAM NOKynaTtens B HEM UMEHHO Kak B TOBape, OKa3bIBaeTCA BCEro
NULWb AWU3aHOM — yKpalleHueM noMeleHns. LieHa ero Bo3pacraert nuwb ot
MOAMUCU U3BECTHOTO aBTOPA, B NPOTUBHOM CJlyYae OHa HeBblcoka. CToMMOCTb
noaaenky pabotel MNukacco nnm CesaHHa, KaKOBbIX Ha PbIHKE MHOXECTBO,
OyneT Bce paBHO Bblle, HEXENN OpPUrMHanbHaA paboTa, BbINONHEHHAA TEM Xe
KOMUUCTOM. DTOT SKOHOMUYECKUI MOMEHT BGaHaneH, Ho BaxeH. Kakasa pasHu-
L3, NOAJIMHHUK UIIX KOMKWA Nepej, HaMW, eCNN Jaxke SKCMepTbl MOPO He MOTryT
OTNNYUTL OAHO OT Apyroro! Yro nokynaerca! He yaoesonbcteue, HeT. Ckopee
3TO MOXHO CPaBHUTb C BHECEHMEM JEHEr Ha Aerno3unT B XOPOLLUMii GaHK 1 nog,
MPWINUYHBINA NPOLEHT: B CTOMMOCTb MPOU3BEAEHNA OKa3bIBAETCA 3aJIOXKEHA €ro
«BEYHaA LEEHHOCTbY UM BO3MOXHOCTb OyayLueit 6onee BbIroAHON NpoAaXw.

IMeHHO 3TOT MOMEHT «He BMOJIHE)» NpeBpaLlaeT TOBAp C U3bAHOM
B He4yTo ocobeHHoe (HenoBTopuMoe). [lpoaaeTca MMEHHO U3bAH — KaK YacTb
MOAMNUCKU, MPUYACTHOCTU K BENTMYMIO aBTOPA.

Ho y aToi1 e cuTyauum MoxeT 6bITb U MHOW NOBOPOT: U3bAH — MECTO
HenpodeccnoHannsma, Mecto ntoboro, Koro yrogHo.
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This is too abstract if we want to define the artist as the “author”
of a gesture. But a gesture has no author at all. A gesture is an effect of the
participation in art by those who have previously been separated from it
(socially or for other reasons). It could be said that this gesture is a discov-
ery of that economy in which a certain object is found to be un-consum-
able. And the artist’s task is not to turn it into a commodity but to insist
on its non-consumable quality, prolonging its non-participation in the con-
sumer economy. This gesture is difficult to maintain, especially for those
burdened by professionalism.

It is already clear from what has been said before that art is inextri-
cably connected to the logic of capital. Art only exists to the extent that it
participates in capital circulation. It produces “not-quite commodities,” but
the very fact that these works are not-quite commodities allows them to
be presented under the label of “real art.” We are looking at a rather pro-
saic and pragmatic situation. A piece of art (for instance, a picturesque can-
vas) possessing all the features of a commodity (that is, corresponding to
consumer demands for it just as a commodity) appears to be nothing more
than design or interior decoration. Its price can be increased only by a sig-
nature of a well-known artist, but is otherwise not very high. The countless
fakes of Picasso or Cézanne on the market would still cost more than an
original work of art produced by the same forger. This is a banal but impor-
tant economic fact. What does it matter if we are looking at an original or
a copy, especially when the experts cannot always tell the difference? What
is the selling point? Certainly not “pleasure.” It is more accurately com-
pared to depositing money in a good bank with a decent interest rate. That
is, the cost of an art piece includes its “eternal value” or a possibility of its
future, more profitable sale. Exactly this “not-quite” factor transforms a
flawed commodity into something special (unrepeatable). The flaw is what
makes the sale, like a part of a signature, of something that belongs to an
artist’s greatness.

But there can be another aspect to the same situation: the flaw
makes space for non-professionalism, space for anybody, whoever.

Contemporary art is distinguished by this motif of producing a “not-
quite” figure, a figure of insufficiency. It could be called any-art-whatever.
Purity in the genre of painting, music or literature makes it non-competitive
on the art market forwarding it to the sphere of mass-media.
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CoBpeMeHHOEe UCKYCCTBO OTMEYEHO 3TUM MOTUBOM MPOU3BOACTBA
duUrypbl «He BNosiHe», GUrypbl HEXBATKU. DTO MOXXHO Ha3BaTb KaKUM-
YyrogHO-UCKycCcTBOM. H1CTOTA )KMBOMUCHOIO, MY3bIKaslbHOIO, IMTEPATYPHOIO
XKaHpa JenaeT ero HEKOHKYPEHTOCNOCOOHBbIM Ha pbIHKE UCKYCCTB, OTNPaBnAs
ero cpasy B cepy MaccMeauma.

«He BnonHe» — 310 1 ecTb cMHOHMM NpepbiBaHKA. PaboTa no cos-
AaHUIO NpOU3BEAEHNA NPEePBaHa B TOT MOMEHT, KOrAa OHO elle He obpeno
XapakTtep ToBapa. «Kto yrogHoy» — ¢urypa npepbiBaHua aBTOpCTBa, OTKPbI-
BatoLLlaA BO3MOXXHOCTb aBTOHOMHOW paboTbl Npou3BeAeHUsA, BO3MOXHOCTb
ero 6ecKOHe4YHOro NOBTOPEHUA APYrUMMN.

Co6cTBEHHO, €CNIM Mbl FOBOPUM O TOM, KTO CErOAHA MOXET ObITb Ha-
3BaH XYZAOXHMKOM, TO 3TO TOT, KTO obnaZlaeT cnoco6HOCTbIO NpeAbABUTL Bpe-
MA ANIUTENIbHOCTM MOMEHTAsIbHOIO NPEepbIBaHUA UCKYCCTBA, UCTOPUM UCKYCCTB.

Y 3TOro BpeMeHun AnUTenbLHOCTU eCTb CBOU CUHOHUMBI. OHU Mo-
ryT 6bITb O4EHb pa3Hble, HO BCE TaK UMM MHaYe CBA3aHbl C HENOTpeObUMbIM
U Aaxke HeNOTPeOHbIM. DTO U CKYKa, U OTBPaLLleHNe, U pa3apakeHue, n ba-
HaNbHOCTb, U MYMNOCTb, M NOWNOCTb... CNMCOK MOXKET ObITb NPOAOIIKEH.
Bcakoe 13 3TUX cnoB 03Ha4YaeT npepbiBaHNE ONpeAENEHHOIrO SKOHOMMUYe-
CKOro nopsjka, CBA3aHHOIO C NpoTeKaHMeM BpeMeHu. B cnyyae co ckykoi,
HanpuMep, Mbl UMEEM JieN10 C OLLYLLIEHUEM IPaHuUL, Hallel CnocobHOCTH
BOCNPUATUA U NonyveHns yaososnbcTeuA. CKyka — TO nycToe BpeMs, KOTopoe
OKa3blBaeTCA He 3aMOJIHEHO NPUBbIYHBIM BpEMEHEM-TOBAPOM, 3TO NpOCTau-
BatOLL|aA YyBCTBEHHOCTb. DHAN YOPXON Hay4YaeTcs UMETb AENO CO CKYKOM
6eCKOHe4YHOro Npou3BOACTBA OAHUX U TeX XKe U3obpaxeHuit. M 3To MeHHO
CKYKa, a He Tocka unu MenaHxonua. Ero «ckyka» MoxeT 6bITb conocTasse-
Ha ¢ «BaHaNbHOCTLIOY peAun-Mena, C KIyNnocTbioy» AafansMa, C 3CTETUKOM
6e306pasHoro, ¢ kotTopoi umetoT aeno JTrocbeH Ppeira M MHOrMe No3gHKe
¢urypatneuctbl. Beakuii pas Mbl MeeM eno ¢ npepbiBaHUEM, C MPUOCTa-
HOBKOM pabGoTbl NpOU3BEAEHUSA UCKYCCTBA, HO HE OOHApPY>XMBAEM TOrO, YTO
pacnonaraeTcs pagoM, TOro, YTO AenaeT 3TO UCKYCCTBOM: MPUYACTHOCTb JtO-
60ro K 3Toi cKkyke 1 6GaHaNIbHOCTU, HO He Kak Npou3BeAeHHbIM apTedakTam,
a KaK cOCTOAHUAM, TpebytownmM ana ceba He Npov3BeeHUs, 2 HEKOTOPOTro
)KecTa BHe paMOK peMecna, BHE paMOK 3KOHOMUKU, B KOTOPOW NMOHWMaHWe
BPEMEHU HAXOAMUTCA B TUCKAX MeXAY NPUOBLIIbIO MU CMEPTHIO.

Ho rae o6HapyXutb anemMeHTbl HOM 3koHOMUKK! Beab Tonbko Tak
Mbl CMOXeM OBOHapY>XUTb B UCKYCCTBE TO, YTO MO3BONAET eMy ObITb UCKYC-
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“Not quite.” This is a synonym for that interruption. The work of
creating a piece of art is interrupted before it has developed some of the
characteristics of a commodity. “Whoever” is the figure of interrupted au-
thorship that discovers the possibility for autonomous activity by the work
of art — the possibility for its endless repetition by others.

As a matter of fact, as for who today could be called an artist, then it
is a person who is able to present the duration of momentary interruption
of art and art history.

This time continuance has its own synonyms. There could be any
number of them, but they are all in one way or another connected to the
non-consumable and even the obscene. They include “boredom” and “dis-
gust,” “irritation” and “banality,” “stupidity” and *“vulgarity”... The list goes
on. Any of these words indicates an interruption of a certain economic
order linked to the passage of time. In the case of “boredom,” for instance,
we deal with a sense of our perceptive limits and capability to receive pleas-
ure. Boredom is empty time left unfilled by the familiar time-commodity;
it is sensibility left idle. Andy Warhol taught himself to cope with the bore-
dom of the endless production of the same images. And this is real bore-
dom, not ennui or melancholy. His “boredom” can be compared to the
“banality” of readymade, the “stupidity” of Dada, the aesthetics of the ugly
dealt with by Lucian Freud and many later figurative artists. Each time we
are dealing with an interruption, with a delay in an operation of a piece of
art, but never discovering what is placed right next to it that makes it art.
Anything can be privy to this boredom and banality but not as to produced
artifacts, and rather as states of being — states that require not pieces of
art — merely a certain gesture outside the boundaries of the craft, outside
the economic boundaries within which the understanding of time is kept
tightly clutched between profit and death.

But where could the elements of a different economy be discovered?
After all, this is the only way we can discover that part of art that allows
it to be art, rather than just one of the variety modern world’s business
projects. And right here we ought to turn our attention to the post-Thaw
Soviet era, to the period when a new wave of experimental art emerged
following the complete effacement of socialist realism and the exhaustion
and failure of the avant-garde. The similarities between Soviet and Western
artists of that time could be repeated ad nauseum, as between the ruling
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CTBOM, a He MPOCTO OZHMM U3 BU3HeC-NpPOEKTOB coBpeMeHHoro mupa. M eot
34ecb XoTenock 661 06paTUTL BHMUMaHME Ha COBETCKYHO 3MOXY nocne oTTene-
NW, Ha TO BpeMA, KOrAa BO3HMKIIA HOBAasA BOIHA 3KCMEPUMEHTANIbHOIO UCKYC-
CTBa NOCJIe y)Ke COBEPLUEHHO CTEPTOro COLpPEeasiu3MOM U COLLEALLEro Ha HeT
aBaHrapga. MoxxHo 6eckoHeYHO ycTaHaBNMBaTb aHaIOMUKN MeXJy COBETCKM-
MW 1 3anaZHbIMU XyA0XHUKaMU TOFO BPEMEHU, MeX Yy roCMOACTBYHOLLMMM
HanpaBNeHWAMM B 3aNaHOM UCKYCCTBE M COBETCKOM aHAeprpayHAe, HO ecTb
MPUHLMMNMANIbHOE OT/IMYME, 3HA4YEHNE KOTOPOro HegooueHeHo. Peyb nget
06 onbITe CyLLEeCTBOBAHMA B MHOM TUNE SKOHOMMUKM, YTO BrieYeT 3a coboi

U COBEPLUEHHO MHOE OTHOLLIEHME K UCKYCCTBY.

OTnnuuntenbHo YepTOi COBETCKOW 3KOHOMMUKM BbINO TO, 4TO OHa
He 6blna HU SKOHOMMKOI NPUCBOEHUA, HU SKOHOMUKOMN NoTpebnenua. Oxa
Ob1n1a HeaddEeKTUBHON B 3aNajHOM MOHMMAHWM, HO Y 3TON HeaddEKTUBHO-
CTM Bb1n cBOM NO6OYHBIN 3ddeKT — cBObOAHOE BpeMs.

CoBeTckuii YenoBek 3Moxu 3acTos, He 03abo4eHHbIN 6opbboit 32
CyllecTBOBaHuWe, obnagan TeM, 4ero He 6610 y YenloBeka 3anajHoOro Mupa.
CounanbHo HecBO6OAHbIN, OrpaHNYEHHBIN BO MHOTUX MPaBax, OH NosyYan
HeKW n3bbITok cBOH6OAHOro BpeMeHw.

CeobogHoe BpeMsa coLmnanmaMa —3TO He NPOCTO TO BPeMs, B KOTOPOM
ocTaHoBneHa paborta, caenaH nepepsbiB. Takol obpas ceob6o0fHOro BpeMeHn
MMeeT KaK pa3 3anajHas SKOHOMUYecKana MoAenb, ANA KOTOPOW 3TO Npexe
BCEro BpeMs OTAblIXa, BOCCTAHOBNEHWA CUN AN HOBOIO TPYAOBOIO YCUMUA.
He TakoBo BpeMa counanunsma, rae ckopee paboTta CTaHOBUTCA MOMEHTOM
B 6eCKOHeYHOCTN NPOXMBAEMOro 30Ha. Takoe BpeMA obnajaeT XapakTepomM
BE4YHOCTU, OHO OTMepAeTCA MOBTOPEHMEM NATUNETOK, Cbe340B KOMMYHU-
CTUYECKOM NapTMK, HECTapEIOLMMK NINLAMK BOXAEN Ha nopTpeTax. Ho 3To
He NpPOCTO pUTyanbHOE BPEMA FOCNOACTBYOLLEN UAEONOTMU — 3TO TOT PUTM
XW3HW, B KOTOPOM HET HUKakoro ¢puHanmsma. MoxxHo nucatb «B cton» 6e3
HaZex bl ObITb Hane4YaTaHHbIM, MOXXHO KPUTMKOBATb BNAcTb Ha KyXHAX, 6e3
LLIAaHCa Ha Kakoe-IMbo KOHKpeTHOoe AeCTBUE, MOXHO 3aHMMATbCA UCKYC-
CTBOM He KaK npodeccueit, a Kak BApPUAaHTOM HaMOJSIHEHUA NMYyCTOro BPEMEHH,
cBobopHoro He ot paboThbl, a OT c4eTa, U3MEPEHUA U KOHEYHOW LieNn CBOEro
TeyeHus. Takoe BpeMs He TeYET, OHO CTOUT. A NOTOMY U UCKYCCTBO, KOTOpOe
B HEM CO3/aeTCA, OKa3bIBaeTCA HECKONbKO UHbIM. OHO oKa3biBaeTcs HGavxe
K XXM3HEHHOW NnoTpebHOCTK, Hexenun K paboTe No NPOM3BOACTBY NpousBese-
HUMA.
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trends in Western art and the Soviet underground; but there is a funda-
mental, and greatly underestimated, distinction to be made. It is a question
of experience of existing in a different kind of economy, which entails an
entirely different relationship to art.

The distinctive feature of the Soviet economy was that it was nei-
ther an acquisition economy nor a consumer economy. It was inefficient by
Western standards, but there was a side effect to this lack of efficiency -
free time.

A Soviet citizen of the stagnation period, unconcerned by the strug-
gle for existence, had something that a Western counterpart did not have.
With the lack of social freedoms and the limit of many rights, he did have a
certain excess of free time.

Free time under socialism was not just the time when work was
stopped and people took breaks. This kind of free time is typical in a West-
ern economic model, where it is primarily time to relax and refresh one’s
strength for new labor efforts. It is not like that with free time under social-
ism — here work becomes just a moment in the infinity of the aeon. Such
time has an eternal character. It is measured through repeated Five-Year
Plans, Communist Party Congresses and the ageless faces on the leaders’
portraits. But this is not only the ritualized time of the ruling ideology — it
is a rhythm of life without finality. One could write “for the desk drawer”
without a hope of ever being published or sit around the kitchen table criti-
cizing the authorities without a chance of any concrete action being taken,
one could make art not as a profession but rather as certain way of filling
empty time, time free not from work but from reckoning, measurement,
time with no ultimate objective to its flow. In fact this time does not flow —
it stands still. And therefore the art created within it is also somewhat dif-
ferent. It ends up being closer to a vital need than work on the production
of pieces of art.

Living within this kind of time, one cannot become a professional,
since professionalism requires infinite work, infinite effort towards per-
fecting one or another skill. Much has been written and said about the
dramatic fates of Soviet artists and writers of the 1960s-1970s. However,
it is impossible to miss a certain trace of the “carefree essence” in their
creations. This can seem like a random effect and be interpreted as a sort
of “Soviet exoticism,” and so this art finds itself written into the global con-
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B TakoM BpeMeHM Henb3s cTaTb NpogeccMoHanoM, NOCKosIbKy Npo-

PeccnoHannsm Tpebyet beckoHe4yHOCTU paboTbl, beCKOHEYHOCTH yCu-

NNA NO COBEPLUEHCTBOBAHMUIO TOIO UM MHOTO HaBblka. HeMano HanncaHo

U CKa3aHO O ApaMaTyecKkux cyabbax COBETCKUX XYAOXKHUKOB U NUcaTenen
1960 —1970-x ropos. OaHako Npu BCEM 3TOM HeNb3A He 3aMETUTb OCO-
6bii cnep 6e33a60THOCTM B MX TBOpeHUAX. OH MOXeT Ka3aTbCA C/Ty4aliHbIM
3¢ PEKTOM U MHTEPNPETUPOBATLCA KaK HEKUIN KCOBETCKUI 3K30TU3MY, BNU-
CbIBaACb B MUPOBOI KOHTEKCT KaK HaLuMoHanbHoe n nonutnyeckoe. M ka-
6GaKOBCKUIA KOHLLENTYaNn3M, U COL-apT OKa3bIBAtOTCA TOrAA MOHATHLIMU U
BMOJSIHE NOTPebUMbIMM B TOM YMCNE U 3anaHbIM pbIHKOM. Ho MoXHO 3Ty
6e33a60THOCTb BOCMPUHUMATb MHaYe — Kak 3 deKT BpeMeHU 30Ha, 3 dekT
obnapaHua BeqHocTbio. M Toraa Mbl BbIHY>KAeHbl FOBOPUTbL 06 MHOM Xapak-
Tepe YyBCTBEHHOIO OMbITa, KOTOPbI OKa3blBaeTCA 3aPUKCMPOBAH B 3TOM
MCKYCCTBE, a2 BO3MOXHO, U 06 MHOM XapaKTepe UCKYCCTBa, MPOTUBOCTOALLE-
ro noruke noTpebneHns He HAMEpPEHUEM UM NONTUTUYECKOM HanpaBfieHHO-
CTbtO, 2 CaMUM (PaKTOM CBOErO CYLLECTBOBAHWA.

CoseTckoe HeodpMLUMaNbHOE UCKYCCTBO ObINIO HACbILLEHO TEM CaMbIM
«He BMOJIHe», KOTOPOE BbICTYMAET KaK Ba)KHaA XapaKTepUCTUKA COBPEMEH-
HocTh. Ho aTo «He BnonHey He 6bino npoayMaHo unu caenaHo. OHo —3¢-
PpeKkT 6beckoHeYHOCTU BpeMeHU, 3P PEeKT OTIOKEHHOCTU Ha NOTOM, 3pdeKT
HEe3aKOHYEHHOCTU U HeOroBOPEHHOCTU. VIMEeHHO Tak co3paeTcs oLlyLeHue
6e33a60THOCTU, KOTOPbIM OTMeY€eHbI He TONIbKO paboTbl NpeacTaBUTENEN
cou-apTa, Ho U — gaxe B bonblel ctenenn — potorpacdun bopuca Muxaii-
noea, ctuxu u nepgpopmancel . A. [Npurosa n Hapo4MTO cepbe3Hble aKkLnK
«KonnekTuBHbIX AeNCTBUIAY. DTO yxe MHOE MOHMMAHMUE UCKYCCTBA, HEeXenMu,
HanpuMep, Y TMaHO30BLIEB: OT/IMYME B TOM, YTO UCKYCCTBO CJZIOBHO BCTYNWUIO
B KOHTAKT C NYCTbIM OTKPbITbIM BpEMEHEM BEYHOCTMU.

He uckycctBo BeyHo, HeT! OHo cnyyaitHo. Ho ero cny4aitHocTb BO3-
MO>XHa B CBOGOHOM BpEMEHM!.

[na poccuitckoro nckyccTea, BOLLEALLIErO B MUPOBO PbIHOK U MbiTato-
LLerocs XuTb U AeNCTBOBATb MO €ro NpasunaM, Takoe BO3BpallieHNe B COBET-
CKY'O 3MOXY MOXET BbIMNAAETb KOHCcepBaTUBHO. OHaKO MMEHHO TaM Mbl MOXEM
3aMeTUTb TO paAnKasibHOe U OCOBEHHOE, YTO ObINo NPaKTUYECKU YTPaieHo, HO
YTO KpaWHe BaXXHO MMEHHO CErofHs, Korga pbIHOK AUKTYET CBOW 3aKOHbI.

Y coBpeMeHHOro 3anaZHoro UCKyccTBa eCcTb CBOA NOIUTUYECKAA SKO-
HOMMUA, KOTOpas ABNIAETCA HEOTLEMIIEMOM YaCTbiO MONIUTIKOHOMUM KarnuTanms-
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text as national and political. Both Kabakov’s conceptualism and Sots Art
turn out, then, to be comprehensible and entirely consumable also on the
Western market. But this “carefree essence” can be perceived differently,
as an effect of the time of the aeon, an effect of owning eternity. And then
we ought to discuss the distinct character of sensory experience that is
recorded in this art, and perhaps also the different character of an art that
opposes the logic of consumption — not intentionally or through political
orientation, but simply by the fact of its very existence.

Soviet unofficial art was suffused with that same “not quite” that
serves as an important characteristic of modernity. But this “not quite” was
neither thought through nor brought to fruition. It is the effect of endless
time, the procrastination effect, the effect of the unfinished and the under-
stated. This is the source of the carefree sense that distinguishes not only
the works of Sots Art but also — to an even greater degree — the photo-
graphs of Boris Mikhailov, the poetry and performances of D.A. Prigov
and the intentionally serious actions of the Collective Actions group. This
is already a different understanding of art from, for instance, that of the
Lianozovo group. The distinction lies in the fact that art seems to have
come into contact with the empty open time of eternity.

Art is not eternal, alas no! It is accidental. But that accident is possi-
ble in the space of free time.

For Russian art, which has since entered the world market and tries
to live and work according to its rules, such a return to the Soviet era might
seem conservative. However, it is that period that contains those radical
and special moments that were so nearly lost, but which have become ex-
tremely important today when the market dictates its own rules.

Contemporary Western art has its own political economy that forms an
essential element of the political economy of capitalism. Art becomes a defi-
nite institution and is professionalized within the framework of this political
economy. But the figure of the contemporary artist still resists profession-
alization. Criteria for professionalism are becoming increasingly distinct,
and contemporary art as an institution gradually withdraws the artist’s right
to vote in defense of his profession. Perhaps Kosuth and Beuys were the
last artists who seriously reflected on this. The right to call an object a piece
of art and a creator an artist (and an author!) is gradually being handed to
critics, exhibition and gallery curators, and more recently to chrematistics.
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Ma. MIMeHHO B paMKax 3TOW NONMTIKOHOMUM UCKYCCTBO POPMyeTCA B onpeae-
NEeHHbIN MHCTUTYT, NpodeccnoHanmusmpyetca. Ho purypa coepemeHHoro
XYAOXHMKa BCe Xe conpoTuenaerca npodeccroHanusaummn. Kpurepum npo-
deccrmoHannsma CTaHOBATCA BCE MEHee YETKUMU, U COBPEMEHHOE UCKYCCTBO
KaK MHCTUTYT NOCTENEHHO OTOUpaeT y XyAOXHMKa NPaBO ronoca B 3aLUuTy
csoew npodeccun. BoamoxxHo, KowyTt n boitc 66111 nocnegHMMm XypoxHKU-
KaMW, KTO CEpbe3HO Pa3MbILLNIAN Ha 3Ty TeMy. [locTeneHHO NpaBo Ha3bIBaTb
OObEKT Npou3BeAEHNEM, a XYAOXKHUKA XYA0XXHUKOM (1 aBTopoM!) nepefaetca
KPUTUKaM, KypaTOpaM BbICTaBOK M ranepei, a HbiHe — xpeMaTtuctuke. CerogHs
CTOMMOCTb paboTbl CTana BOM/IOLLEHNEM ee XyA0XKECTBEHHOrO 3HaveHus. [pu
3TOM B cnocobe rosoputb 06 UCKyccTBe yANBUTENbHBbIM OOpa3oM peaHUMUpY-
tOTCA MOHATUA aBTOPa, MPOU3BEAEHNSA, TaNaHTa, Xy[OXECTBEHHOrO Ka4ecTBa.
NpnyemM peaHnMmpytoTca HacTonbko 6ecnapAoHHO U HepepNeKCUBHO, Kak
OyATO He 6bINO HUKAKOW KPUTUKM BCEI 3TON 3CTETUHECKON TEPMUHONOMUM

B UICTOpPUM KynbTypbl. Ho oTBey4aTb Ha KPUTMKY MM OBBACHATL CBOIO PUTOPU-
Ky — He 3aZja4a nonnTakoHomuu. Ee 3apava — PpyHKUMOHMPOBAHME MHCTUTYTA,
MPOU3BOACTBO M BOCNPOM3BOACTBO TOBapa, NpoAaxa u npubbinb. C 3TMMu
3a/ja4aMM COBpPEMEHHOE UCKYCCTBO CrpaBJiAeTCA.

Korga »e Mbl o6paljaeM B3op B HeJaBHee COBETCKOE NPOLUMOE, TO
OBHapy>X1BaeM COBCEM JPYryto 3KOHOMUKY UCKYCCTBA, ONUCaTb KOTOPYHO
ropasgo cnoxHee. «beszaboTHocTb» —nepeoe 1 HeTo4HOEe NpUbNMXKeHne K
Hell. MoXeT BO3HUKHYTb OLLyLLieHWe, YTO peYb UAET O HEKOTOPOM CyObeKTMB-
HOM BreYaT/ieHUK, MPOU3BOAMMOM OTAENbHBIMU MPOU3BEAEHUAMU. DTO BEPHO
NULWb oT4acTU. Takoe BnevaTneHne — N1LLb Cnabblii CUrHan, yKasblBatoLMi Ha
He3aBMCUMOCTb 3TOIO UCKYCCTBA OT 3KOHOMUKM BpeMeHU U AeHer. OHo —4To
YAVUBUTENbHO A1 COBPEMEHHOro Mnpa — 03abo4veHo cammnm uckycctsom. M sta
COBEpLLUEHHO NOCTOPOHHAA Ana Nntoboro npogeccnoHana o3aboueHHOCTb, He-
3HaHMe M HEMOHMMaHMe NPOCTPaHCTBA, B KOTOPOM OKa3asicA, a TakxKe pajoCcTb
HeoduTa, 3TO NMPOCTPAHCTBO OCBANBAIOLLLErO, CO3AAOT OLLYLLEHNE HEKOTO-
POV MH(AHTUIIBHOCTM COBETCKOrO aHAeprpayHaa. HYepTbl HAMBHOIO AETCKOro
PUCYHKa MOTYT NMPOABNATLCA Kak MaHepa nsobpaxerus (lMusosapos, Kabakos,
«MyxoMopbI»), HO peyb MAET coBepLUeHHO O ApyroM. MIHpaHTUnbHOCTL B
AaHHOM ciny4ae — Hey4acTue B paboTe, pacnonoxeHue cebs B NpoCTpaHCcTBe
ceoboaHoro epeMeHu. bbiTb B3pocnbiM — 3HA4UT ObITb MPOPECCUOHANBHbIM.
Mnu: 3aHMMaTbca CKYCCTBOM Kak AenoM. bbiTb MHAHTUABHBIM — 3HaYUT OT-
KPbIBaTb B UCKYCCTBE He A1eN0, a HeYTO ApYyroe.
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Today the cost of an art work has become the embodiment of its artistic
significance. Meanwhile, such concepts as artist, piece of art, talent and
artistic quality are surprisingly resurfacing in the way people talk about art.
And this process of resurfacing has been happening in a highly unapolo-
getic and non-reflexive way, as if there had been no criticism of this entire
aesthetic terminology in the history of culture. But to answer criticism or
explain its rhetoric is not the task of a political economy. Its role lies in the
functioning of the institution, the production and reproduction of goods, in
sales and profits. Contemporary art has been handling these tasks.

But turning our gaze to the recent Soviet past, we find an entirely dif-
ferent economy of art, one that is quite a lot harder to describe. “Carefree
essence” is the first, though not particularly accurate approximation. One
might get the feeling that we are talking about a certain subjective impression
produced by specific works of art. This is only partly true. This impression is
just a weak signal indicating the independence of this art from the economy
of time and money. Shockingly for the contemporary world, it is concerned
with art itself. And this concern, entirely extraneous for any professional, this
ignorance and lack of understanding of the space it found itself in, as well as
the joy of the neophyte conquering this space — all this creates the sense of a
certain infantilism of the Soviet underground. The features of a naive child’s
drawing can appear as a means of depiction (Pivovarov, Kabakov, the Mukho-
mory group), but this is beside the point. In this case infantilism appears as
non-participation at work, situating oneself in the space of free time. Being
an adult means being professional or treating art as a business. Being infantile
is the matter of discovering something other than business in art.

So what!? The philologist VladimirBibikhin gives us a clue in his article
on children’s babble. He refers to children’s speech as an independent prac-
tice of recording desire in oral expression, not as an imitation of adults’
words. For a child, “Give pear!” is not a demand, but a desire. Children
do not know the imperative and what demand means, but adults impose
their preconceived notions on them and they gradually become cultured,
disciplined, realize how to ask, to say “thank you,” etc. Before the age of
two, “thank you” for a child is a ritual action rather than learnt gratitude.

In order to clarify this ritual action-wish recorded in children’s’ babble,
Bibikhin offers the following example. Someone gives grapes to a child, cuts
a grape in half, takes out the seeds and says: “Let’s throw away the seeds.”
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Yto xe? MNoackasky paet dunonor B.B. bubuxuH B cBoeii cTaThbe,
nocesLLeHHoN feTckoMy neneTy. OH roBOpuUT O AETCKOM peyn He Kak O Noj-
paXkatolLieil CIOBaM B3POC/bIX, @ KaK O CAMOCTOATENbHOW NpakTuKe pUK-
cupoBarthb XenaHua B cnose. «[an rpywy!» ana pebexka He TpeboBaHue,

a xenaHue. PebeHok He 3HaeT MMNepaTUBa, He 3HaeT, YTO 3Ha4YUT TpeboBaTh,
HO B3pPOC/ible HaBA3bIBAtOT €My CBOW NPeACTaBNIEHMUA, M OH NMOCTENEHHO CTa-
HOBWUTCA KyNbTYPHbIM, AUCLUMIIMHUPOBAHHbIM, MOHMMAET, KaK MPOCUTb, Kak
roBopuTtb «crnacubox» u 1.4. [ina pebeHka go AByx net «cnacnboy» — puty-
anbHoe AenCTBUE, a He 0by4eHHOCTb BnarogapHocTu. YTob6bl NPOACHUTL 3TO
PUTyanbHOe AeiCcTBME-XKenaHue, puKcupyeMoe AeTckuM nenetoM, bubuxmn
NpuBOAUT TakoW npuMep. PebeHka yrowatot BUHOrpaZoM, pa3pesatoT BUHO-
rPaAuHYy HanononaM, BbIHUMAIOT KOCTOYKM U FOBOPAT: «BbibpocnM kocTou-
Kn». PebeHky aatoT BUHOrpaz 6e3 KocTo4ek, U OH Ha4YMHaeT NOBTOPATb 3TO
Aevicteme. CaMa npouesypa BbIHUMaHWUA KOCTOYEK OKa3bIBaeTCA A Hero

He MeHee 3Ha4MMOM, YeM BKYC BUHOIrpaZa, M HUKaK He cBA3aHa C yaobcTeoM
ecTb BUHOrpaj yxe 6e3 koctouek. EMy nHTepecHo BbibpacbiBaTb KOCTOUKY,
Aaxe ecnu ux Het. OH 3akpennseTt, NOBTOpAET 3TO 6eccMbIC/IeHHOE C TOYKM
3peHu1A B3pOCNOro Yyesnoeeka genctene. Ho He 3TUM I NOCTOAHHO 3aHU-
MaeTcs uckyccTso? He aToT i GeccMbICNEHHbI PUTYasbHbIN XKECT NeXUT B
OCHOBaHMM TOTO, YTO Mbl Ha3blBaEM COBPEMEHHbIM UcKyccTBoM? MHpaHTUNb-
HOCTb M 6€33260THOCTb, O KOTOPbIX UAET peyb, Kak pa3 yKa3bIBatOT Ha 3TOT
PUTYanbHbIA IMOUANO3HBIN >KECT — XKeNlaHMe 32 paMKaMy¥ SKOHOMUKM oBMeHa.
Takoro pofa »ecTbl MOMEHTaNIbHO CXBaTbIBAIOTCA NOIUTUHECKON SKOHOMM-
elt kanutanusma. CoBeTcKoe e NPOCTPAHCTBO OKasblBaeTcA CBOeODOpa3HbIM
3arnoBeHUKOM TaKuMX xecToB. M cnocobHoCTb K TaKOro poja »ecTam nmeet
TONbKO TOT, KTO COXPaHAEeT OnpeeneHHyto CTeneHb AuneTaHTusMa. Takue
XYAOXHUKM — He-BMONHe-Xya0xXHUKN. OHK ckopee Te, KTO CBUAETENLCTBYET,
4TO UCKYCCTBO CYLLIECTBYET HE TONIbKO KaK COLMaNbHbIA MHCTUTYT.

Koraa Xyao»XHUK CTaHOBUTCA M3BECTEH M NOMYNAPEH, 3TOT MOMEHT
CBUAETENbCTBA OKasblBaeTcA NoYTU He 3aMeTeH. CounanbHas cepa npugaer
€ro UCKYCCTBY MMEHHO TOT PEXXMUM BOCNPUATUA, B KOTOPOM OH MOXET OLLLy-
Wwatb ceba npodeccroHanbHbIM XyAoXXHUKOM. OcTatoTca ToNbKO cneapl.
Tak, HanpuMep, B cepumn dpoTorpaduin bopuca Muxaiinosa « TaHewy 3ane-
YaTNeHbl MEHCUOHEPbI, TaHLylOLME AHEM B MapKe Ha TPaAULMOHHOWM TaHL-
nnowazke. TaHew — UX UCKYCCTBO, UX CMOCOBHOCTL K 3aNONHEHUIO MYCTOro
cBoboaHOro BpeMeHMU.
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The child is given de-seeded grapes and he begins to repeat this action. For
the child, the actual procedure of taking out seeds is no less significant than
the taste of grapes, and in no way connected to the convenience of eating
seedless grapes. He is interested in throwing out the seeds even if there are
not any. He consolidates and repeats this action that from an adult point of
view is senseless. But is this not what art is constantly doing? Is it not this
senseless ritual gesture that lies at the foundation of what we call contem-
porary art! Discussed above infantilism and carefree characteristic point
directly to that ritualized libidinous gesture — desire beyond the framework
of the exchange economy. These kinds of gestures are instantly seized on
by the political economy of capitalism. But Soviet space occurs as a unique
preserve of these gestures. And only those who have retained a certain de-
gree of dilettantism possess the ability to produce these kinds of gestures.
These artists are not-quite-artists, more likely they are those who bear
witness-of-art that exists not as a social institution alone.

When an artist becomes well-known and popular, this element
of bearing witness all but vanishes. The social sphere provides one’s art
with the mode of perception needed to make an artist feel like a profes-
sional. Only traces remain. For instance, the series of photographs by Boris
Mikhailov entitled Dance records retired people dancing during the day at
a traditional dance floor in a park. Dancing is their art, their ability to fill
empty free time.

This is exactly how Frida Magero started drawing. Having worked
her whole life as a doctor and retired at an advanced age, she took some
canvas and oil paints... But she did not paint “her own” paintings. She re-
painted what she liked from paintings of the past, mainly drawn from the
work of the impressionists, measuring her time in paintings, not hours. She
did not paint them to sell. She gave them to relatives, friends and acquaint-
ances. Gradually she moved from very famous art pieces to lesser-known
ones. After a great number of Renoirs and Van Goghs came Golovin, Sa-
punov and early Kandinsky... Frida Magero copied paintings, however she
was not motivated by the desire to produce exact copies. Her aim was to
repeat art. An impossible repetition, which due to its very impossibility,
turns out to be the property of an ordinary person rather than an ambi-
tious artist. She was a guide of that “economy of generosity,” where “not
quite” happens to be surplus rather than insufficiency. This irremovable
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MmeHHO Tak Havana pucoeatb ®puaa Marepo. Bero xun3Hb npopabo-
TaB BPa4YOM U BbliNAA B MPEKIOHHOM BO3pacTe Ha NEHCUIO, OHa B3Aa XOJICT,
MacnfHble Kpacku... Ho He cTana nucatb «cBomn» kapTuHbl. OHa nepepu-
coBbIBana To, 4To caMa ntobuna us xusonucu npownoro. B ocHosHoM us
nMnpeccnonmncroe. OHa oTMepana BpeMs He YacaMmu, a kKaptuHamu. OHa nu-
cana ux He Ana npoaaxun. OHa Japuna ux CBOMM POACTBEHHMKAM, APY3bAM U
3HaKOMbIM. [locTeneHHO OT OYeHb M3BECTHbIX KApPTUH OHa NepeLusia K MeHee
nseectHbIM. [locne MHOXecTBa peHyapOB 1 BaH roroe NoABUANCL [0NOBUH,
CanyHoe 1 paHHuit KaHamHckuit. .. @puaa Marepo konmposana KapTuHbl,
MHOrAa KONUPOBana MHOrOKPaTHO OAHY U Ty >Ke KapTUHY, UCMOMb3YA pa3Hbli
¢dopmar xoncta. OfHaKko He CTpeMneHne K TOYHOCTM ABUrasno eto, He Konus
6bina ee uenbto. Ee uenbto 6b1no noeToperne nckycctea. HesosmoxHoe no-
BTOPEHMe, KOTOPOE B CUy CaMOI HEBO3MOXHOCTU OKa3blBaeTCA JOCTOAHM-
eM He aMBULIMO3HOro XyOXHUKA, a 0bblIkHOBEeHHOrO Yenoseka. OHa 6bina
NPOBOJHUKOM TOM K3KOHOMMUKM LLEeJPOCTUY, KOIZa He BMOJIHE» OKa3bIBaeT-
CA YKe He HeXBaTKOM, a U36bITKOM. VIMEHHO TOT HeyCTpaHMMbI 3a30p Mexay
OPWIMHANIOM U KOMMWel, KOTOPbI MOCTOAHHO CTUpaeTcA NPOdECcCMOHaNbHbIM
XY[,0XKHMKOM, OKa3blBAa€TCA TEM BAXKHEWMLLMM 3/IEMEHTOM, Yepe3 KOTOPbIii Mbl
B 3TUX KapTMHaX OOHapyXMBaeM yxe He Xy[0XXHMKA, 2 COBEPLUEHHO UHYIO
¢durypy — cengertens. 34ecb HeT MOMNbITKA KOOMaHyTb» 3pUTens, NnpeabABuUB
eMy KOMuIo, HEOT/INYMUMYIO OT opurnHana. Het 3aeckb n «xyaoxecTBeHHOro
KecTa», IeMOHCTPUPYIOLLLEro OTKa3 OT NOAJIMHHMKA U MOAJIMHHOCTU. 34eCh
BCE CKPOMHee U cyioXXHee ogHoBpeMeHHO. C 0fJHOM CTOPOHbI, 3TO nueTeT
nepej «LieeBpaMmn )XMBOMUCKUY, C APYroi — OTKPbITUE B 3TUX LUeJeBpax He
Npo¢eCcCcMOHaNbHOrO, He 3NIUTAPHOrO M3MepeHHs, a HenioBedeckoro. [Nepeg,
HaMun JeATenbHaA NPUYACTHOCTb UCKYCCTBY, OTKPbIBatoLLLAA AEMOKpaThye-
CKoe usMepeHue nocnegHero.

B To BpeMs kak ceroaHa XyA0XHMK M PbIHOK 03a604€HbI KyNIbTOM
HOBOTO, UMEHHO B 3TMX paboTax yanBUTENbHbIM OOPa3OM MOXHO HalTH TO,
4TO NOCTOAHHO TePAET COBPEMEHHOE UCKYCCTBO B MOrOHe 32 MHHOBALMOH-
HOCTbIO, — CBA3b C MCKYCCTBOM, yZlep>KaHNe BPEMEHW UCKYCCTBa B 3MOXY, AJ1A
3TOro He npucnocobneHHyto. 3Ta cBA3b AaBHO notepaHa. OHa coxpaHunach
NWLLb B HAMMEHOBAaHUW, OObeUHAIOLLLEM CaMble Pa3HOPOAHbIE NPAKTUKK («CO-
BPEMEHHOe UCKYCCTBOY), U B PUTOPUKE, cnocobe roBoputb 0 HMX. Ho 4TobbI
WCKYCCTBO NMPOAOIKANO CyLLIeCTBOBATb, TPebyeTca He XyAOXKHMUK, HE KPUTUK,
He KypaTop U1 He 3puTenb. Tpebyetca ceuaetens. Kakoit yrogHo. He cozepuia-
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gap between the original and copy, which is constantly being erased by the
professional artist, occurs as a crucially important element through which
these paintings reveal — not an artist, but an entirely different figure — a
witness. There is no attempt to “deceive” a viewer here by presenting a
copy indistinguishable from the original. There is also no “artistic gesture”
demonstrating the denial of the original and of originality. Here everything
is more modest and at the same time more difficult. On the one hand, this
is an homage to the so-called masterpieces of painting, on the other, the
uncovering not of these masterpieces’ professionalism or elitism, but of
their human dimension. Here we are confronted by an active engagement
with art, which uncovers its democratic dimension.

While today the artist and the market are concerned with the cult
of the new, in these works one can, surprisingly, find what contemporary
art is constantly losing in its race for innovation — that very connection
with art, that very maintaining of art’s time, in an age unsuited to this. That
connection was lost a long time ago. It remained only in the name uniting
all manner of practices (“contemporary art”) and in the rhetoric, the way
these things are talked about. But in order for art to continue its existence,
we need someone who is not an artist, a critic, a curator or a viewer. We
need a witness. Any witness. Not a reflective but an involved one. Involve-
ment in the event of art, the “incantation of the event” cannot be an am-
bitious gesture, it must be babble and ritual. By not trying to be an artist,
Frida Magero achieved more — she became a witness to the fact that it is
possible to discover the desire for art in the world where it has come close
to disappearing completely.
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toLLMiA, a conpuyacTHbli. ConpuyacTHOCTb COBBLITUIO UCKYCCTBA, «3aKJIMHAHWE
CcoObITUAY» HE MOXKET ObITb aMOULMO3HBIM KECTOM, OHO AOJI)KHO ObITb MMEHHO
nenetomM n putyanom. He ctpemack 6bi1Tb xXyaoxHukoM, Ppuga Marepo go-
6unacb 6onbliero —oHa ctana cengetenem. Cengetenem Toro, Kak BO3MOXKHO
OBHapY>U1Tb XeNaHne UCKYCCTBA B MUPE, A€ OHO Y>Ke NOYTU NOSIHOCTbIO UC-
4yesno.
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YOAPHUKMN

Mopuc Meenc

MNecHb o reposx. 1932
®unbM B3AT U3 OTKPbITbIX NCTOYHUKOB. KOI'IVIPaVIT Ha HEro UcCTek.

Korpa ronnanackuin pexwuccep Mopuc Meenc B 1931 roay npuexan 8 Coset-
ckuit Cotos, y HEro yxe Cnoxurnacb MexzayHapojHas penyTauus OAHOro U3 Hau-
bornee APKUX KMHEMaTOrpadpucToB —NpeAcTaBUTENEN [ABUXKEHUA «HOBOW Bellle-
cteeHHocTuy. B CCCP MeeHc nprexan no npurnatleHnto UTanbaHCKOro KOMMyHM-
cTa u npogtocepa ®paHyecko MusnaHo, ¢ KOTOpbIM MO3HAKOMUIICA Ha KOHbepeH-
umn B bepnure. Yctpoutenem Toit koHdpepeHLMM Gbina KOMMYHUCTUYECKAA Opra-
Husauua «MexzayHapopaHas paboyas nomoLby (B HeMeLKoit abbpesunatype — |AH),
rnobanbHas Kacca B3avMOMOMOLLM KOMMYHUCTOB M OAHOBPEMEHHO MeJuanmne-
pus. LLITab-kBapTupa 37O opraHusaumm Haxogunack B bepnuHe, a Bosrnaensan ee
nereHAapHbIi KKpacHbIi MunnnoHep» Bunnu MionueHbepr. B Mockse nog srugoi
«Mexpabnomay peitcteoBana KuHoctyaua «MexpabnomdunbM», AUPEKTOPOM
KoTopoit u 6bin MusmnaHo.

B CCCP WBeHc nposen no4tn rof, cobupas Matepuan u pabotas Haj ¢punb-
MOM, MOCBALLEHHbIM POCTY TAXeSol MpoMbiwneHHocTu. [Noarotasnmeas cueHa-
PUii, OH He OCTaBasICA B CTOPOHE OT 3CTETUHEeCKUX crnopos «MexxpabnomMdpunbMay:
MBeeHc paspbiBanca Mexay OpUEHTUPOBAHHbIM Ha FepOosA IMTEPATYPHbIM MOAXOAOM
MynoBkunHa n BGonee paankanbHbiM ¢akTorpadpuyecknum metogom [suru Beprosa.
«[MecHb o reposx» cTana cuHTE30M TOro u apyroro. B uentpe ¢punbMa —MarHuTo-
ropckue cTpouTenu AoMeHHbIx neveir. CbemoyHan rpynna VseHca xuna B 6apake,
B TaKMX >Xe CYPOBbIX YCJIOBUAX, KaK U pabouue, Tak 4TO NoA KOHel, UM fJaxe 6bino
NnpuUcBoeHo 3BaHMe «bpuragbl yaapHoro Tpyaay. Mo cnoeam onepatopa ¢unbMa,
Ha cbeMkax VBeHc To u geno socknumuan: «Onu repou, repon!y OpgHako bunbM
ero Kak byaTo He 3aMeyaeT NoAHeBONbHOCTU TpyAa B MarHutoropcke, rae pabo-
Tano 35 TbicAY 3aKMOYEHHbIX, U3 HUX 5 TbicaY AeTeit. Buorpad MeeHca cengetens-
CTBYET, 4TO TOT CYMTAN 3aK/IOYEHHbIX BPEAUTENAMU U FOBOPUN, YTO OHU paspapa-
XaloT ero, KKak COpHAKM B cagy».

MysbikanbHOE 1 3ByKOBOE COMPOBOXAEHNE K PpUIbMy Hanmcan U3BECTHbIN HeMeLl-
Kkuit koMnosutop laHc Ditcnep, ¢ koTopbiM VIBeHC coTpygHuYan u npexge. dicnep
Toxe npuexan e Coeetckuit Coto3 1 TOTHAC € rOIOBO OKYHYSCA B MAP HOBbIX 3BY-
KOB M HAPOAHOW My3bIKW.

CnoBa gnsa saknounTesibHoN necHu 6binn HanucaHbl Cepreem TpeTbAKOBbIM,
nucateneM, NPOU3BOACTBEHHUKOM U FMaBHbIM MOOOPHUKOM «MTEpaTypbl BaKTay.
TekcT HanucaH B PpyTypucTUHECKOM Ayxe, POHETUHECKU OH Nopoi 6mnsok K 3ay-
MHOM MO33UM, HO €ro A3bIK y)Ke aJeKBaTeH HOBbIM PeasiMAM — PaHHECTaIMHCKOM
KOMaHAHOM 3KOHOMMKe, OCHOBaHHOW Ha pazaeneHum Tpyaa. IMeHHo y4acTue aBaH-
rapaucta TpeTbAkoBa, ocobeHHO nocne Toro, Kak B 1936 rogy oH 6bin apecToBaH,
B KOHEYHOM CYeTe NMPUBENO K TOMY, 4TO (punbM nonoxunu Ha nonky. Ctuxu ana
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SHOCKWORKERS

Joris Ivens

Song of Heroes. 1932
The film itself is in the public domain, as its copyright has expired.

When he came to the Soviet Union in 193 [, Dutch filmmaker Joris Ivens already
had an international reputation as one of the strongest cinematic representatives
of the New Objectivity movement. He was invited by Italian communist and film
producer Francesco Misiano, whom he had met at a conference in Berlin. The
conference was hosted by International Worker’s Relief (IAH in German), a Ber-
lin-based global communist mutual aid fund and media conglomerate, headed by
legendary “red millionaire” Willi Miinzenberg. The IAH also operated and funded
the Mezhrabpom film studio in Moscow. Misiano was its general director.

Ivens spent nearly a year in the USSR researching and making his film about the
growth of heavy industry. While writing the script, he participated in the aes-
thetic struggles at the Mezharabpom studio: he was torn between taking the
character-based literary approach favored by Pudovkin and the more radical fac-
tographic approach of Dziga Vertov. Songs of Heroes is a synthesis of both. It
focuses on the men and women who built the blast furnaces in Magnitogorsk.
Ivens and his crew lived in the barracks under the same harsh conditions as the
workers and eventually even officially recognized as a Shock Brigade. His cam-
eraman cites Ivens as exclaiming “They are heroes, heroes,” over and over again
while filming. But his camera remains blind to all the forced labor in Magnito-
gorsk, where a total of 35,000 prisoners, including 5,000 children worked.
According to his biographer, Ivens saw these prisoners as saboteurs and said
that he would get annoyed at them “like weeds in the garden.”

The music and soundtrack of the film is by the famous German composer Hans
Eisler, with whom Ivens had collaborated previously. Eisler also came to the
Soviet Union, and immediately immersed himself in local sounds and folk music.
The lyrics of the final song are by writer Sergei Tretyakov, the chief proponent
and productionist practitioner of the “literature of fact.” The text itself has a
futurist feel; its phonetics sometimes border on Zaum poetry, but adapted to
reflect the command lines and division of labor of the early Stalinist economy. It
was the avant-gardist Tretyakov’s involvement that ultimately led to the film’s
shelving, especially after he was arrested in 1936. Tretyakov wrote the lyrics dur-
ing a research trip to Magnitogorsk. Apparently, Tretyakov, Ivens and Eisler got
drunk in the hotel and sang this song all night, much to the bane of the local Kom-
somol authorities, who eventually called the police. It must have been a wild party.

On his return to Amsterdam, Ivens announced that his trip had been a great
success, and that he was planning to go back to make a sequel. The Dutch loved
the film; the USSR didn’t. Francesco Misiano died before he could fall victim to
Stalin’s terror, but his daughter survived, and her son, Victor, went on to become
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JAKHIIEJIA
HOYHASA PABOTA.
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¢unbMa TpeTbakoB nucan Bo BpeMA noes3akn B MarHMTOropck, Lenblo KOTOpoii
6bin cbop MaTepuanoe U noArotoBka k cbeMkaM. CoxpaHuUNUCh CBUAETENbCTBA,
4yto TpeTbaAKo., VBeHC 1 Diicnep HaNWUAMCh B FOCTUHULLE U BCIO HOYb FOPNaHUIN Ty
caMylo necHto, kotopas notom sowna B «llecHs o reposax». Mx Gyiicteo Bbi3Bano
HerofoBaHMe MeCTHbIX KOMCOMOJIbCKMX BJIaCTEl, KOTOPble B KOHLie KOHLOB
BbI3BASIM MUNULMIO. BeyepuHka, no-enamMMomy, yaanack Ha cnasy.

Mo BosepaiyeHun B Amctepgam VBeHc obbasun, 4to noesgka B CCCP 6Gbina
UCKNIOYUTESNIbHO YCMELLHOM U YTO OH MJIaHUPYeT BEPHYTLCSA, YTOObI CHATL NpOAOI-
xeHue. OpgHako ecnn B lonnanamn «lecHb o reposxy» noHpasunack, To B CCCP
HeT. ®paHyecko MusmnaHo yMep, 1 cMepTb criacna ero ot penpeccuii. Y Hero octa-
nacb A04b, Y KOTOpOW BNOCNeACTBUM poanNca cbiH BUKTOp, HbIHe U3BeCTHBIN Kypa-
TOp COBpPEMEHHOro uckyccTBa. Diicnep u VseHc Bo BpeMsa BoiiHbI yexanu B CLLA,
a B 3MoOXy MakkapTu3Ma 6binu genoptrpoeaHbl. CoBeTcKOe TeNleBUAeHUE NoKasano
«[MecHb o reposx» Tonbko B 1961 roay. [NMapy net Hasaz oHa Bolwuna B cobpaHue
dunbmor Mopuca MeeHca, nsganHoe Ha DVD. Ceitvac dparMeHTsl huibMa MOXHO
nocMoTpeTb Ha YouTube, a Lenmkom — Ha Vimeo, Gnarogaps ToMy, 4TO Mbl ero Tyaa
3aKa4asin. XoTa CO CKOPOCTbIO TaM ObIBatoT NpobneMbl.

ap

Amwei Hiopenbepr

YnapHuk-usobperartens Makapoe. Hauano 1930-x
Mys3eit He paspeLunn 3KCNOHMPOBATL KapPTUHY Ha BbICTAaBKeE, HO MPeAOCTaBUN UMdpoBoe nsobpaxeHue,
C KoTOoporo MO>KeNnaBLUMIA OCTaTbCA HEN3BECTHbIM MOCKOBCKUM XYAOXHUK cAenan Konuko Ha Xoncre
TOYHO Mo pa3Mepy opuruHana. lNepea TeM Kak nepefatb sobparkeHune, My3eit 3aNpocun AeTanbHyto
“HGOPMALIMIO O TOM, B KAKOM KOHTEKCTe OHO ByAieT CMoNb30BaHO.

OTO oAWMH M3 MHOXeCTBa MOPTPETOB YyAapHMKoB, koTopble ¢ 1930-x ropos
3anosiHAOT 3anacHuku EkaTtepuHOyprckoro Myses M306pasuTesNibHbIX MCKYCCTB.
OH npuenek Halle BHUMaHWe NOTOMY, 4TO MakKapoB — UCKIIOYEHUE: 3TO YAAPHUK-
nsobpetatesib, OH UHTENNEKTYasl, UAEONOT, OH TROpEL, HOBOTO, 2 He MPOCTO UCMOJ-
HuTenb. M BepoATHO, A0 Kakoi-To cTeneHu —alter ego camoro Amwes Hiopen-
Oepra, KoTopblit Obin YenopekoM obpasosaHHbIM. B [911-1913 rogax xyaox-
HUK xwun B [Napwxe, B nereHAapHOM KONINIEKTUBHOM aTenbe «ns Prowy, rae genun
MacTepckyto ¢ LLlaranom. Yxe umen 3a nnevamu akTMBHYIO LeATENbHOCTb HA HUBE
peBONIOLMOHHOrO McKkyccTBa B Mockse, B 1927-1929 rogax oH cHoBa OKasblBa-
etca B [1apuxe, Ha ceii pa3 B KOMaHAUPOBKE, Kak >XYPHaNIUCT U KPUTUK. 34eCb OH
YuTaeT NeKLMU Y NULLIET CTaTbM N8 COBETCKMX raseT u xypHanos. M gaxe Hanucan
kHury o CesaHHe.

B Havane 1930-x ronos HiopeHbepr, kak U MHOXXeCTBO COBETCKUX XYOXHUKOB
(a KonMYecTBO XYAOXHUKOB B CTPaHe OblfI0 OYeHb BEJIUKO), OTNPABUIICA MO KOH-
TPaKTy apTUCTUYECKOrO KOOMepaTUBa Ha CTPOMKY NATUNETKMU, YTOOBLI... BOT ANs
4Yero MMeHHO — ocTasiocb HeAcHo. PopMa y4acTUA XyAO0XKHUKOB B HOBOM CTPOU-
TenbcTBe He 6bina onpefeneHa. Hanbonee paankanbHble TEOPETUKM KYSbTYPHOW
peBOMOLMU NpeAronaranu, YTo 3To 6ygeT TBOPYECTBO B AMuanore ¢ pabounmu —
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a famous curator of contemporary art. Eisler and Ivens went to the US during
the war and were deported during the McCarthy era. Soviet television only re-
screened Song of Heroes in 1961. It was re-released as part of the Joris Ivens box-
set a couple of years ago. Now fragments of it are on YouTube and the complete
version is on Vimeo, because we uploaded it, though there is a problem with the
frame-rate.

DR

Amshei Nurenberg Fig. 2
Makarov, Shockworker and Inventor. Early 1930s
The museum did not give permission for the painting to be shown in the exhibition venue. But it

did supply a digital image from which a copy was made by a Moscow artist who prefers not to

disclose his identity. The copy corresponds to the exact size of the original. Before handing over the

image, the museum negotiated the exact context of its use.

Amwein HiopeHbepr. YaapHuk-usobpetatens Makapos. Hauano 1930-x
Amshei Nurenberg. Makarov, Shockworker and Inventor. Early 1930s

This is one of the many portraits of shockworkers that have filled the store-
rooms of the Ekaterinburg Museum of Fine Arts since the 1930s. It attracted our
attention because Makarov is something of an odd one out: he is a shockworker
and inventor, an intellectual, an ideologue, he is a man of ideas, not just a man of
action. And in all probability this is the alter ego of Amshei Nurenberg — himself
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CO3/aHue MnaKkaToB, CTEHra3eT, TeaTpasibHbIX BbICTYM/IEHUI, NpOBeAeHUe Teope-
TUYeCKMX Auckyccuit. Ho koonepatnB Obin yCTpPOeH TPaAMLMOHHO M 32 CBOU
aBaHC TpeboBan oThayy B BUAE KapTUH, TaK YTO OOJMBLUIMHCTBO XYAOXHWUKOB,
MoJIoMaB ronoBy, OrpaHUYUBANIUCL HAMMCaHWEM MOPTPETOB, a HEKOTOPble cAa-
Ba/IM Aaxke HaTIOpMOPTbI ¢ uBeTamMu. [1pn 3TOM nMpeanpuATUe, HanpaBuBLLEE B
KOOMepaTMB 3aKa3 Ha XYAOXECTBEHHYIO paboTy, 06bIYHO He MMeNlo BO3MOXHO-
CTV BO3paxkaTb.

Crnoxuslunck, 3Ta coBeTcKasa cucTeMa obecneympana XyAoOXKHUKY MaTepuanb-
HOe BbDKMBAHWE B CUTYyaLMW, KOrga npoaasaTb paboTbl B YacTHble pyku Obino
COBEpLUEHHO HeBO3MOXHO. CTpaHHbIM O6pa3oM OHa HaMOMUHAET COBPEMEHHbIe
MPOrpeccuBHblE XYAOXKECTBEHHbIE UHCTUTYLMKU BO BCeM Mupe. C MX noMoLbio
XYAOXKHUKUN TOXe n3beratoT Npofaxu CBOMX paboT Ha YaCTHOM pbIHKE, BMECTO
3TOro TOXe NbITAlOTCA NOJSyHaTb Ha CBOM NPOEKTbl roCyAapCTBeHHble U obLue-
CTBEHHble cybcuManm, Toxe e3aAT B TBOPYECKME KOMaHAMPOBKM (ceityac roBopaT
«Ha pe3nAEHLUMY) U TOXKE UHOTAA [EeNatoT CBOU MPOEKTbI B COTBOPYECTBE C MecT-
HbIMU xuTenamu. M Tak xe, kak n B coetckne |930-e rogbl, pesynbtaTtoM cTaHo-
BUTCA MEpenpousBOACTBO WUCKYCCTBA, NULLbL PeAKUM obpaslaM KOTOpPOro Cyx-
AeHo byget n3bexkaTb UCTOpUYECKOro 3abBeHus.

EQ

flanb bapraHa

JletHuit nareps. 2007
[Nocne neperoBopoB No 3n1eKTPOHHOM NouTe daitnbl punbMa Obiny 3akadaHsl Ha ftp. Pasmep npoek-
uum 6bin YTO4YHEH, UCXoaa U3 pa3MepoB NoMeLLeHUsA, KOoTopoe NpULLNoch B nocnegHun MOMeHT
NOMEHATb NO BOJE BNaZenbLa 34aHNA.

B 1930-e roabl 06pa3s yaapHMKa MyTeLLeCTBOBAJ U3 KOHTEKCTa B KOHTeKCT. OH
CUMBONU3UPOBAJI HE TOJIbKO 3aXBaTbIBAOLLME NEPCMNEKTUBbI POCTa COBETCKOM 3KO-
HOMMKMU, HO U COLMANN3M Kak TAKOBOW, BbILLEALUWI 32 MpeAesibl OAHOM, OTAENbHO
B3ATOW CcTpaHbl. BnonHe coseTckuit o6pas ceepxnpounssoaunTesibHoro paboyero, ¢
BOO/yLLIEBNIEHNEM KYIOLLIEro cBoe cBeTnioe Oyayliee, Mbl B aJaNTUPOBAHHOM, Nepe-
KOZMPOBAHHOM BUAE, C COBEPLUEHHO APYrMMU MOMUTUHECKUMU CMbICIaMU, BCTpe-
YaeM B Apyrux npoekrax, 6yap To «Hosbiit kypc» Py3ssenbta unu ngeonorus nepe-
ceneHuna cnoHuctos B MNManectury. PunbM Aanu baprana «JleTHuit narepb» npo-
JomKaeT Yepesy 3TUX NepenpucBOEHUN, JOBOAA €e YXe A0 Halux AHel. B ee
¢unbMe aKTUBUCTBI HblHE AeicTBytoLlero Mapannbckoro koMmTeTa NpoTMe CHoca
AoMoB (npoTecTHasa obLlecTBeHHas OpraHU3auua) 3aHOBO OTCTPaMBAlOT paspy-
LUEHHbIN U3PaUNbCKMMU CONAaTaMu NasIeCTUHCKUIA AOM B fepeBHe AHaTta K BOC-
Toky oT MepycanuMa, B To BpeMs Kak 3a Mx paboToil rpo3HO crieAaT naTpysibHble
LIAXAJTa (Apmun o6opoHbl M3panns). ®unbM CHAT U CMOHTUPOBAH B CTUJIE MPO-
naraHAUCTCKMUX cMoHncTckux dpunbmos |930-x rogos, a ero cayHATpek 3aMMCTBO-
BaH u3 «Asogbi» (1935), dbunbma XenbMapa Jlepcky, weeiuapckoro eepes, poTo-
rpadpa 1 KMHOpexuccepa 3KCNPECCUOHUCTCKOM TPaAMLMM, KOTOPbI B CBOE BpeMs
paboTan noMoLlHUKoM onepatopa y ®putua JlaHra Ha cbeMkax «MeTpononucay,
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an educated man. From 1911 to 1913 the artist lived in Paris in the legendary col-
lective la Rouche atelier, where he shared a studio with Chagall. With significant
activity in the field of revolutionary art in Moscow already behind him, he found
himself in Paris once more from 1927 to 1929, this time on business as a journal-
ist and critic. There, he read lectures, wrote articles for Soviet newspapers and
magazines and even wrote a book about Cézanne.

In the early 1930s Nurenberg, like many Soviet artists (and there were a great
deal of artists in the country then), had a contract with the artistic cooperative
mandating he visit a Five-Year Plan construction site to...what exactly he was
meant to do was unclear. Artists’ formal participation in new construction was
undefined. The most radical theoreticians of the Cultural Revolution assumed
they would work in dialogue with workers, producing posters, wall newspapers,
theatrical performances, and that they would hold theoretical discussions. But
the cooperative had been set up along traditional lines and demanded a return on
its advance in the shape of a painting, so, once they had worked themselves up
over it, most artists limited themselves to painting portraits, and some even sub-
mitted still lifes with flowers. Moreover, the enterprise that had ordered an art-
work from the cooperative usually had no right to object. Once it came together,
this Soviet system ensured artists’ material survival in a situation where selling
works privately was completely impossible. It is strangely reminiscent of pro-
gressive contemporary art institutions all over the world. With their help, artists
can, likewise, avoid selling their works on the private market and instead angle
for state and social subsidies for their projects, they too make “business trips”
(known today as residencies) and also, sometimes, collaborate with local resi-
dents on their projects. And just as in the Soviet 1930s, the result is the overpro-
duction of art: only rare examples of it will be fated to escape historical oblivion.

ED

Yael Bartana

Summer Camp. 2007
After email negotiations, files of the film were uploaded to ftp. The size of the projection wall was
modified to fit the space when the work was relocated at the will of the building’s owner.

In the 1930s, shockwork was a mobile image. It stood not only for the breath-
taking growth of Soviet Union, but for a socialism that would not be limited to
just one country. The image of superproductive workers enthusiastically forg-
ing the future was adapted, recoded, re-appropriated and re-politicized in dif-
ferent projects, be they that of the New Deal or that of Zionist settlers in Pales-
tine. Yael Bartana’s film Summer Camp continues this re-appropriation into the
present. It shows activists of the Israeli Committee Against House Demolitions
rebuilding a Palestinian house in the village of Anata east of Jerusalem, framed
by an IDF patrol looming ominously. The footage is shot and edited in the style
of Zionist propaganda films from the 1930s with a soundtrack of music from
Awodah (1935), directed by Helmar Lerski, a Swiss-Jewish expressionist photog-
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a roabl BoWiHbl npoeen B [NanectuHe. B «ABoge» noceneHubl-CUOHUCTbI Fepo-
MYeCKM CPaXkaloTcA CO CTUXMel, OocBauBas [UKWUe 3EMAW; OHM — HacTosAlime
A06poBOsbLbI-yAapPHUKY, NMMOHEpPbI, Npuexasine B [NanectuHy, 4tobbl NOCTpO-
UTb CBOIO CTPaHy U caMux cebs, YTOObl XKWUTb MO-COLMANTUCTUYECKU, @ HE MPO-
CTO co3/aTb eBpeiickoe HauMoHanbHoe rocyaapcTso. [loaxBaTbiBas M CO3Ha-
TeslbHO BOCNpousBoas 3ToT nadoc, Asnb bapraHa npunaraer ero Kk MHTepHaLm-
OHANIMCTCKOM UAEONOrnmu, Kotopas TpebyeT NMOJIHOro OTKasa OT CUOHWUCTCKOro
HaluoHanmsMa.
ap

I'Iporparma BEHrepCcKoro 4OKyMeHTa/lIbHOro KWHO

Kypatop — Jlusus MNanban (Byaanew)
Kypatop JTususa Mansan otobpana Ana BbicTaBkn GpunbMbl, nponsseseHHble Ha CTyaun benbl
Banawa B byganewre. B nporpammy eownu «Ouyaposanuey Mwteana bawkas Jlaypo, «Apxanveckuii
Topcy MNeTtepa [lo6as n «OTkpbiThe namaTHukay dbépan Canait u Jlacno Butesu. ®unbMbl 6binu
Mosy4eHbl NOC/e [NITeNbHbIX Neperoeopos o konupaiite. Mpu nogaepxke areHtctea ACAX
KynneHbl NpaBa Ha UX MOKas, a TakXKe BbIMia4yeH roHopap 3a leMoHcTpauuto. MNepesoa 1 cy6TUTPEI

6binu caenatbl B byganewwre.

MuwreaH bawkait Jlaypo
Ouaposanue. 1963
B nepsoe gecatunetue ceoero cywectsosanua Ctyams benbl banaiia, oTkpbiBLuascs
B 3TOM Kavectee B 196 | rogy, Bbinyckana no 6onbLueit 4acT GUbMbI-3TIOABI U XYA0-
XKEeCTBEHHbIE U JOKYMEHTasIbHbl€ KOPOTKOMETPAXKKW, KOTOPbIE OT/IMHANMCh SKCMpec-
CMBHOCTBIO MOHT2Xa W JIMPUYHOCTBIO TMOBECTBOBAHUA. XyAOXKeCTBEHHO-My3bl-
KanbHbI KNHO3KCNEPUMEHT, OTcHATLIN bawukaem Jlaypo Ha O3a0BckoM 3aBoae, cTan
NepBbIM BEHrePCKUM LLUMPOKOGOPMaTHbIM PUNBMOM C NATUAOPOXKEUHBIM CTEPEO3BY-
KOM. DTOT IMPUYECKMUI KNHOSTIOL CO MHOXECTBEHHOW 3KCMO3ULMEN MHOTME Hasbl-
BalOT KMHOMO3MOM. B HeM BUABI 1 3ByKM paboTatoLLero NpoKaTHOro cTaHa (CTunmnso-
BaHHaA Urpa CBeTa U ABMXKEHWUA CBEPKatOLLLero NoTOKa pacrniaBiieHHOro MeTasia 1
OT/IMBAEMbIX METaJIMHeCcKUX 6OMBaHOK) CMOHTUPOBaHbI C BPE3KaMU U BCMJIbIBAtO-
LMK cHuMKammn [naBHoro 3ana BeHrepckoit akageMum My3bIku, rae UAET peneTuums
CTPyHHOro kBapteta. B cTpykType ¢punbMa «TexHuka accoumatusHoro ceobogHoro
MOHTa)ka M pUTMMYecKas cMeHa obpa3oe NpobneMaTM3UpyOT BOMPOC O NpUPOZAe 130~
6pasutenbHocTH B UckyccTey (Bepec banunt). CueHbl dpusnieckoro Tpyaa CHATbI U
CMOHTUPOBaHbI TaK, 4TO M30OpaXKeHUe CTAHOBUTCA POAOM BU3yasnbHOM noasumn. Cra-
TWUYHbIE MaHbI C TPYNNaMn paboyumnx NPeACTatoT «KMBbIMU KapPTUHAMMY, COOTHECEH-
HbIMW C MOHYMEHTasIbHOMN XXMBOMWUCbIO TOrO BPEMEHU.
nn

Metep Jobaii
Apxanyeckuit Topc. 1971
B 3ToM dpunbMe (cpasy xe nocne BbixoAa 3anpeLeHHOM 1 NMOMOXEHHOM Ha MOJIKY)
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rapher and filmmaker who worked as Fritz Lang’s camera assistant on Metropo-
lis, and spent the years of the war in Palestine. In Awodah, Zionist settlers battle
the elements in the wilderness, as truly voluntary shockworkers and pioneers
who came to Palestine “to build and to be built,” to live socialism and not just to
build a Jewish nation state. Bartana re-appropriates this pathos for an interna-
tionalist rebuilding effort, one that necessitates the total deconstruction of

Zionist nationalism.
DR

flanb baprana. JleTHuit nareps. 2007
Yael Bartana. Summer Camp. 2007

Hungarian Documentary Film Program

Curator — Livia Paldi (Budapest)
Livia Paldi made a special curatorial contribution by offering us a selection of films produced at the
Béla Balazs Studio in Budapest. The program includes Fascination by Istvan Bacskai Laurd, Archaic
Torso by Péter Dobai, and Unveiling by Gyorgyi Szalai and Laszl6 Vitézy. The films were received after
extensive copyright negotiations. The ACAX Agency (Budapest) has generously funded royalties,

translation, and subtitling fees. Translation and subtitles were added in Budapest.
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Mbl BCTpEYaeMcA C MOJIOAbIM YEJIOBEKOM, KOTOPbIA, MO CrOBaM pexuccepa,
«aKTUBHO M UHTEHCUBHO paboTaeT Haj pOPMUPOBaHMEM COBCTBEHHOW NIMYHOCTU —
MbILLISIEHWEM, HPABCTBEHHOW CTOMKOCTBIO, BbICOKOW MOPasIbHOCTbIO NOBEAEHMS, C
OAHOW CTOPOHBI, U HaJ, 3CTETUYECKUM U PUBUHECKMM COBEPLLIEHCTBOBAHMEM CBO-
ero Tena— c gpyroi. OH HeyKOCHUTENbHO creayeT NMporpaMMe, KOTOpYyto paspa-
60Tan caM c aHaTOMUYECKOM TOYHOCTbIO, U B TO Xe BpeMs 3a60TUTCA O TOM, HTOObI
obecneunTb cebe NUYHYIO U UHTENNEKTYanbHYO cBOBOAY B YCIOBUAX 3aBYannpo-
BaHHOW JUKTaTypbl, KOTOpas 3aCTaBNAET XKUTb B CTPaxe BCe OOLLECTBOY.

CBoe nccnejoBaHMe pexxuccep HasblBaeT NCMXONIOrMYECKUM U MAEONTOrMYECKUM
KMHOMOPTPeTOM: (PPOHTANIbHO YCTaHOBNEHHAA kaMepa GUKCUPYeT TO, Kak duro-
codpckue Tpyabl CnnHosbl, [Mackans, KanTta u [erens npetBopAoTca B SKCTpeMarib-
HOM o6pase xu3HU repos. V36paHHas UM XM3HEeHHaA cTpaTerns OCHOBaHa Ha YHU-
KanbHOW MHTEpMpeTaLmn CoLmasnbHbIX NPOTUBOPEYUIA U MPU 3TOM COBEPLUEHHO
UrHOPUPYET HaCTOALLME BO3ZMOXXHOCTU U TpeboBaHMA O6LLEeCcTBa, @ MOTOMY — MpK
BCel HEeBO3MYTUMOCTU repos purbMa — obpeyeHa Ha npoBsarn.

nn

Obépaun Canait n Jlacno Butesn
OrtkpbITHe namMaTHUKA. 1979
®unbM ABYX NpefcTaBUTeNein [OKYMEHTalIbHOrO )XaHpa, KOTOPbIV COCTaBfAn
OCHOBHyto Maccy npogykumn Ctyamm benbl banawa B koHue 1970-x, pacckasbiBaet
O 3/IOK/IOYEHUAX U UCTbITAHUAX, COMPAXKEHHbIX C YCTAHOBKOM CMMBOJIMYECKOrO
MOHYMeHTa paboyeMy B ManleHbKOM ropoJike Ha toro-3anage Benrpuu. ®unbm aHa-
NU3NpYeT NpeACTaBIeHUA O MOPaNlbHO-BOCMUTATENbHbIX 33Ja4aX UCKYCCTBA, O ero
«MNPOrpeccuBHOY» POJIU, © MACCOBOM BKYCE, KOTOPbI KOHTPONUPYeTCA UAE0NOrn-
4eckuM LeHTpoM. B aToM oTHoweHun «OTKpbITUE NaMATHUKAY CTAaHOBUTCA B pPAf
MHOTrMX ApPYrux paboT pexuccepos, UcceAytoWwmnx nNpobnembl Nefarornku u
ob6pasosaHua. KonnekTms MalLIMHOCTPOWUTENBHOrO 3aBO/A PeLLaeT B CBoe cBOboA-
Hoe BpeMsA Ha JJOOPOBOJbHbIX Havanax nNpeBpaTtUTb MIOLWAAKY HanpoOTMB Mpous-
BOZCTBEHHOrO KOMIJIeKca B MapK U AJ1A 3TOro MOKyraeT CKynbnTypy Y MecTHOro
CaMofeATeNbHOro XyA0XHKUKa — pe3ynka no gepesy. Llenoyka MoHonoros ckna-
[bIBAeTCA B UCTOPUIO MPO YKINOHEHME OT OTBETCTBEHHOCTM U MNPO TO, KaK NepBOHa-
YanbHO BbIOpaHHaA CKyNbMTypa OKasblBaeTCA 3aMeHeHa Ha paboTy npodeccuno-
HafIbHO OBy4YeHHOro (U MAEONOrUYeckU NOJKOBAHHOMO) XYAOXKHUKA, Ha3HaYeH-
Horo opuLManbHbIM XyacoBeToM. «KHo no-HacTosALeMy punbM UHTEpeceH faxe He
3TUM abCypAMCTCKUM CIOXKETOM. 3pUTESo MpeAOoCTaBAETCA BENIMKOIeNnHas BO3-
MOXHOCTb CPaBHWUTb PasfiU4HbIE TUMbI PEYU U BUAbI PUTOPUKU, CYLLECTBYIOLLME B
OAHOI 1 TOW e ufeonoruyeckoi cpefe. bnarogaps pexuccepckoii pabote Yepes
repoee ¢usibMa Mbl MHOrO€ Y3HaeM O CUMOBbIX JIMHUAX TOM 3MOXU U 06 YHU3UTESb-
HOCTU NONOXeHNA pabounX, KOTOpPbIE NMPUHYXKAEHbI TONBKO “pasbirpbiBath’ 4eMO-
kpatuto» (AHgpea NMuuuk).
nn
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Muwrean bawkait Jlaypo. Ouyaposanue. 1963
Istvan Bacskai Laurd. Fascination. 1963

sl el

Metep [obait. Apxanyeckuii Topc. 1971
Péter Dobai. Archaic Torso. 1971
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Wnn. 6,8 lNporpaMMma ypanbckoro 4OKyMeHTaIbHOro KUHO
Kypatop — JTunusa Hemyenko (EkatepuH6ypr)
MporpaMMa coctaBneHa cneyuansHo Ans BbicTaBku. PunbMbl u PpparMmeHTsbl punbMos 6e3sozMesgHo
npeaocTasneHbl punbMoboHgoM U Myseem kuHo CBepNOBCKON KUHOCTYAUN U CTyAnel «Ypandunsmy.
Wnn.8 MarHnuTka
Pexwccep Eecukos, onepatop PogHuuerko.
Caepaosckas ctyana « CotoskuHoXpoHukuy. 1937. 10 MuH.
Ypanbckas npupoaa pudpmyertca B GpunbMe ¢ Co3nAaTeNbHbIM TPYAOM.
lfopoa H
Pexwuccep B. boiikoe, onepatopsi M. Kocnubin, M. Horuw, E. Munbkos.
CeepasioBcKas cTyaua KUHOXpOHUKK. 1943. 10 MuH.
CbeMku punbma Benuch Bo BpeMs Bropoit MupoBoit BoiiHbl B Liexax HuxHe-Tarunbckoro
MeTannypruveckoro KoMbuHara, pabora Ha KOTOPOM NpUpPaBHUBANACh K PPOHTOBOW Cryx6e.
Wnn. 6 20 pgHeit xapKoro nerta
Pexwccep b. ManaHTep, onepatop b. LLlanupo. Ceepanosckas kuHoctyausa. 1973. 20 MuH.
®abyny ¢punbMa COCTaBNAIOT COOLITUA, CBA3aHHbIE C PEKOHCTPYKLMeit MNepBoypanbckoro HOBOTPY6-
Horo 3aBoja. Ha ¢ oHe npon3BoACTBEHHBIX KOIIU3MIA HEOXKMAAHHO BO3HUKAIOT TeMbl OAMHOYECTBA
1 GpEHHOCTU CYLLIECTBOBAHWS.
CnokoWiHas cTanb
Pexwccep n onepatop B. Tapuk. Ceepanosckas kuHoctyausa. 1976. 10 muH.
®PunbM o 6purage cTanesapos, NnepeXxMAatoLMX peMOHT JOMHbI.
Yto Tam BHYTPWU?
Pexwccep J1. Kosbipesa, onepatop B. Kupees. Ceepanoeckas kunoctygua. 1982. 10 muH.
®@unbM O CBA3U Hay4HbIX OTKPbITUI C MPOU3BOACTBEHHbLIMU TEXHONIOMUAMU.
ConpsxeHue
Pexwccep J1. KosbipeBa, onepatop B. Kupees. Ceepanoeckas kunoctygus, 1982. 10 muH.
O MogepHu3aLmn Npon3BoACTBA B hUNbMe PacCyXKAAtOT yHeHble Ypana — akafeMuKu
C.B. BoHcosckuit, B. 0. Cagoeckuit n unerkopbl M.H. Muxees n A.C. LLyp.
TaHku NpOTUB TaHKOB
Pexwccep n onepatop J1. Epumos. Cryaus «Ypandunbmy. [985. 20 MuH.
BTOPaﬂ Muposasn BOWMHa npeacTaB/ieHa KaK CTOJIKHOBEHNE HAYHHO-TEXHUYECKNX KOHL‘eI'IU,MI‘/‘I -
COBETCKMX M FrepMaHCKUX Hay4HbIX CTpaTernit B 061acTi TaHKOCTPOEHUA.
ToT, KTO ¢ necHelt
Pexwuccep u onepatop B. Tapuk. Ceepanosckas kuHoctyguaio 1988. 20 mun.
McTopusa o caMogeATeNlbHOM KOMNO3UTOpe-NeceHHIKe, KOTOPbIA MOCTaBUN TBOPYECTBO
Ha KMHAYCTpUaTIbHble PebChbi» U MULLET MPOU3BOACTBEHHBIE MMMHbI Ha 3aKas.
Cmepr LlararoLero sKckaBatopa
Pexwccep n onepatop B. ipMoluerko. Kunokomnanus «CrpaHay. 2004. 10 MuH.
®unbM 0 KpyroBopoTe MeTasina B npupoge v 06 abcypAHOCTU COBETCKOM UHAYCTPUATBbHOM
TMraHTOMaHuUW.
CroxeTbl U3 kuHoxypHanos « CtanuHckuin Ypany, «Coetckuit Ypany,
«bonbLoit Ypan»
1952, 1956, 1959, 1960, 1964, 1967, 1977. 20 MuH.
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Istvan Bacskai Lauré

Fascination. 1963
In the first decade after the Béla Balazs Studio BBS was re-founded in 1961, primar-
ily film etudes, short films and short documentaries were made, all characterized by
emphatic montage-building and a lyrical tone. The artistically and musically inspired
experiment, which was shot in the Ozd foundry, was the first cinemascope Hungar-
ian film with five-band stereo sound. With its multiple exposures, this lyrical film
etude — also referred to by some as a film poem — combines the acoustic and visual
elements of iron smithing, the stylized play of light and movement of the glowing lava
flow and the cast iron rods, with overlapping cutaways and drifting snapshots of the
Main Hall of the Hungarian Academy of Music in Budapest and “rounds” from a
string quartet’s rehearsals. In the structure of the film, the motion picture “also
complements the techniques of associative free montage and rhythmic image
sequencing with a problematisation of the referentiality of art” (Veres Balint). Physi-
cal labor is choreographed into visual poetry, shots of groups of workers play like
tableaux vivants with references to panel paintings and the mural works of the era.

LP

Péter Dobai

Archaic Torso.197 1
In this film, banned immediately after it was made, we see a young man “who
actively and intensively participates in both shaping his own personality, his
thinking, moral courage and behavior on the one hand, and building up his body -
in terms of aesthetics and physical fitness — on the other, according to a program
that is planned and performed with “anatomical” exactitude, while also ensuring
that he safeguards his personal and intellectual freedom in a disguised dictator-
ship, where fear itself dons a collective mask” (Dobai).

In this case study, characterized by its director as a psychological and ideologi-
cal film portrait, the frontally positioned camera records a program reflecting a
philosophy of life interpreted through an extreme lifestyle, grounded in the works
of Spinoza, Pascal, Kant and Hegel. While the scheme originates from a unique
interpretation of social contradictions, it completely disregards the concrete pos-
sibilities and demands of society and is, thus, doomed — even in its imperturbabil-
ity — to failure.

LP

Gyorgyi Szalai and LaszI6 Vitézy

Unveiling.1979
This film by two representatives of the documentary genre, which became more
prominent in the BBS around the turn of the 1970s, captures the trials and tribula-
tions surrounding the erection of a statue in a town in South West Hungary. In
addressing the role of art in “moral education and the development of perspec-
tive” and the centrally controlled nature of public taste, the film resembles their
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6 Bopuc MananTep. 20 gHeit xapkoro neta. 1973
6  Boris Galanter. 20 Hot Summer Days. 1973
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many other works dealing with the problems of pedagogy and public education.
A collective at the Lang Machine Factory, in the process of using voluntary work to
convert the area in front of their complex into a park, purchases a sculpture from
a naive wood sculptor from the region. Successive interviews tell the story of
deflecting responsibility and replacing this sculpture with the work of a profession-
ally trained (and indoctrinated) artist, appointed by the Fine Art and Applied Art
Division’s jury. “The real interest of the film is not in the grotesque tale it tells,
however. The viewer is given an excellent opportunity to compare the various
modes of address and rhetoric that exist in the same ideological milieu. The artistic
‘positioning’ of the interviewed parties reveal much of the power dynamics of the
era, while making even more apparent the humiliating situations into which the
workers are forced in the process of ‘playing’ at democracy” (Andrea Pycsik).
LP

[Obépan Canait n Jlacno Butesun. OtkpbiTve namatHuka. 1979
Gyorgyi Szalai and Laszl6 Vitézy. Unveiling. 1979

Ural Documentary Film Program Fig. 6,8
Curator - Lilia Nemchenko (Ekaterinburg)

Lilia Nemchenko has contributed this special selection. The films and film fragments were generously

donated by the Film Repository and Cinema Museum of the Sverdlovsk Film Studio, and by the

Uralfilm Studio.
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8 Eecukos. Maruutka. 1937
8  Evsikov. Magnitka. 1937
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Magnitka
Director: Evsikov, cinematographer: Rodnichenko. Soyuzkinokhroniki Sverdlovsk Studio. 1937.
10 min.
Nature scenes filmed in the Urals, intercut with scenes of constructive labor.
The City of N (Gorod N)
Director: V. Boikov, cinematographer: |. Kositsyn, P. Nogin, E. Milkov. Sverdlovsk Newsreel Studio.
1943. 10 min.
Filmed during World War Il in the Nizhny Tagil Metallurgical Plant, where the rear had the status
of the front.
20 Hot Summer Days (Dvadsat’ dnei zharkogo leta)
Director: B. Galanter, cinematographer: B. Shapiro. Sverdlovsk Film Studio. 1973. 20 min.
The plot centers on the reconstruction of the New First Ural Pipe Factory. Themes of loneliness and
the frailty of existence unexpectedly appear against the backdrop of industrial conflicts.
Calm Steel (Spokoinaya stal')
Director and cinematographer: V. Tarik. Sverdlovsk Film Studio. 1976. 10 min.
A film about a brigade of steel workers waiting for their blast furnace to be repaired.
What's on the Inside? (Chto tam vnutri?)
Director: L. Kozyreva, cinematographer V. Kireev. Sverdlovsk Film Studio. 1982. 10 min.
A film about the link between scientific discoveries and industrial technology.
The Connection (Sopryazhenie)
Director: L. Kozyreva, cinematographer: V. Kireev. Sverdlovsk Film Studio. 1982. 10 min.
In the film, scientists from the Urals — Academy of Sciences members S.V. Vonsovsky,
V.D. Sadovsky, and candidate members M.N. Mikheev and Ya. S. Shur - discuss industrial
modernization.
Tanks Against Tanks (Tanki protiv tankov)
Director and cinematographer: L. Efimov. Uralfilm Studio. 1985. 20 min.
World War I, presented as a clash of technical concepts and Soviet and German tank-building
strategy.
A Man On Song (Tot, kto s pesnei)
Director and cinematographer: V. Tarik. Sverdlovsk Film Studio. 1988, 20 min.
The story of an amateur songwriter who dedicates his craft to industry and writes production
anthems to order.
Death of a Walking Excavator (Smert’ shagayushchego ekskavatora)
Director and cinematographer: V. Yarmoshenko. Strana Film Company. 2004. 10 min.
A film about the metal cycle and Soviet industry’s absurd obsession with large-scale projects.
Stories from the Stalin Urals, Soviet Urals, and Greater Urals newsreels.
1952, 1956, 1959, 1960, 1964, 1967, 1977.20 min.

Tarsila do Amaral
Os Operarios (Workers). 1933
The image on display is a print made from a digital image of the original painting. After receiving

separate authorizations from the State Collection in Sdo Paulo that owns the painting, from the

Exhibition / Shockworkers ENG

Fig. 8

Fig. 6

Fig. 9

147



Mnn. 9

148

Tapcuna gy Amapan

Os Operarios (Pa6ouue). 1933
YeenuyeHHas penpoAayKuua AnA BbICTaBKU Hane4yaTaHa ¢ AUrnTanbHOro M306Pa)KeHMﬂ opuruHana.
ﬂﬂﬂ 3TOro I'IPVILIJHOCI: I'IOJ'I)"-IVITI: oTaenbHbIE pa3pelueva OT OgHOro rOCyAaPCTBeHHOrO My3eﬂ B
CaH-I'Iayny, rAe XpaHuTca Pa6OTa, OT HacNnie4HNKOB XYAOXHULbI 1 OT UX a/lBOKaTa. Mocne nepeesoja

roHopapa ¢oTorpady, BbIGpaHHOMY ceMbelt, paiin bbin nonyyeH Yepes ftp.

Tapcuna gy Amapan. Os Operarios (Pabouue). 1933
Tarsila do Amaral. Os Operarios (Workers). 1933

Tapcuna gy Amapan — 6pasunbckas XyAOXHMLQ-aBaHrapAMCTKa U KitoYeBas
¢purypa natMHoaMepukaHckoro MoaepHusma. [ly Amapan yuunace B [Mapwke v 6pana
ypoku y ®epHana Jlexe. Mocne Bo3BpalleHns XygoxHuWLUbI B bpasunuio ee xuBo-
MUCb CTana WCTOYHWKOM BAOXHOBeHWA AnA «MaHudecrta aHtponodarumny (1928)
noata u nucatena OceanbAe Ae AHApPae, a Takxe ApwKeHuA «dunocodus aHTpo-
nodarumy. Ha kaptune Os Operarios npefcTaBneH My/fbTUPacoBbIi 06pa3 6pasunb-
ckoro pabouero knacca 1 930-x rogos: kK 3TOMy BpEMEHU B TPaAWULIMOHHOE MyflaTCKoe
HacesneHue CTpaHbl BIIMIOCh MHOXECTBO UTASIbAHCKUX, KUTaMCKUX, AMTOHCKUX 1 apab-
CKMX UMMUrpaHToB. [ly AMapan cTpeMUTCA NoKasaTb BCex UX Ha paBHbIx. OHa ycTpa-
HAET KaKyto-IMbo pacoBytO MepapXUto BHYTPM NMpoJieTapuaTa U AeMOHCTPUPYET HaM
TOT UAeas, KOTOPbIN Tak HUKOTAA U He BbIn JOCTUIHYT HY B Bpasunuu, Hu B GonbLueii
4acTM MUpa — pacoBbIil BOMPOC 1 MO Cell leHb OCTAeTCA OAHWUM U3 BXKHEMLLINX (paKkTo-
pOB, NpenAaTcTBytOLMX 0b6beanHeHUto paboyero knacca. « CoLpanbHas» XUBOMUCh
Ay Amapan cosgasanack nog srnevatneHvem ot noesgku B CCCP, npeanpunsToit B
1931 rogy. B MockoBckoM Myzee HoBoro 3anagHoro uckyccteay gy AMapan coctos-
nachb BbicTaBKa. [1o BO3BpalleHMK Ha poAuHY XyAOXHMLR Bblna apecToBaHa napadga-
wncTckum pexxumoM XKetynuno Bapraca kak couyBcTBytoLLan KOMMyHU3MY. B A3bike,
Ha koTtopoM rosoput Os Operarios, BNMsHWe cloppeannsMa, npucyliee 6pasunb-
CKOMY aBaHrapay, yavBUTEeNbHbIM OOpa30oM COYeTaeTcs C 3TOCOM peanusma.

KK
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artist's descendants and from their lawyer, and after transferring a fee to a photographer indicated
by the family, the file was received via ftp. The print was made in Moscow.

Tarsila do Amaral is a Brazilian avant-garde artist and a key figure in Latin
American modernism. After a stay in Paris where she met and entered into dia-
logue with Fernand Léger, she returned to Brazil where her paintings inspired
Manifesto Antropofago (1928) by the poet Oswald de Andrade and the subse-
quent homonym movement. The painting Os Operdrios (Workers) portrays a
multi racial image of Brazil’s working class in the 1930s, which by then had expe-
rienced significant Italian, Chinese, Japanese and Arab immigration aside from
the existing mixed race community in the country. The work attempts to repre-
sent all subjects equally, abolishing any racial hierarchy within the proletariat, an
ideal that was never really achieved in Brazil, nor in most of the world for that
matter, as racist narratives constitute one of the great divisive forces among the
working classes. Amaral’s “social” paintings were influenced by her travel to the
USSR in 1931, where she had an exhibition at the Museum of Modern Western
Artin Moscow. Her visit cost her detention upon her return to Brazil, as she was
seen by the para-fascist dictatorship of Getulio Vargas as a communist sympa-
thizer. The vocabulary of Os Operdrios blends the surreal flair of Brazilian avant-
garde painting with a realist ethos.

cc

Pablo Baen Santos

Comprador. 1978
The image on display is a print made from a digital image of the original painting. As he did not posses
a high quality image of his work, the artist re-photographed it after filing an official request at the
National Museum of the Philippines. The file was sent by email.

Pablo Baen Santos’ painting Comprador is a fierce exposure of capitalist exploi-
tation and of the profound inequalities it produces. Its vocabulary is reminiscent
of various visual languages, from the Mexican muralists to different moments in
socialist expressionist realism, and is part of the social realist movement in the
Philippines, which has been active since the 1970s and 1980s as one of the most
vocal and compelling forms of politically aware art. Constructing a complex ico-
nography and inspired by folk imagery, social realist artists worked in different
popular forms from comics, cartoons, illustrations, posters, to portable murals
for demonstrations. Together with Pablo Baen Santos, some of the most repre-
sentative members of the movement were Edgar Fernandez, Antipas Delotavo,
Jose Tence Ruiz, and Renato Habulan.

In Social Realism in the Philippines Alice G. Guillermo considers social realism as a
descendent of the national struggle that began in the | 9% century with Jose Rizal and
other ilustrado expatriates, continued in the prewar proletarian literature of Manuel
Arguilla, Carlos Bulosan and Hernando R. Ocampo, and the postwar PAG modern-
ist movement, the agitprop of the First Quarter Storm (unang sigwa), and the birth
in 1977 of Kaisahan — a group of young artists that coined the term social realism.
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Mabno basH CaHToc

Komnpagop. 1978
YeenuyeHHas penpoayKuua AnA BbICTaBKU Hane4yaTaHa ¢ AUrnTanbHOro M306pa>|<eHm| KapTUHbI.

Y aBTOpa He 6bIN0 CHUMKA B JOCTATOYHOM Pa3peLLEHNH, U eMy NPULLNIOCh NEPECHATbL CBOIO paboTy
B HaLl,VIOHaJ'IbHOM My3ee q)VIJ'IVII'II'IVIH, HanpaeuBe TyAa CI'IeLWIaHbeIVI 3anpoc. ®aiin 611 nocnaH no
3]'IeKTpOHHOl71 nou4re.

KaptuHa Mabno basHa CanToca «KoMnpaopy ¢ NpOH3UTENbHON OTKPOBEHHO-
CTblO PacKpbIBaeT CyTb KanUTaIMCTUYECKON 3KCMyaTalun U NOPOXAaeMoro eto
HepaeeHcTBa. CrioBapb Xy[OXHWUKA, OTCbIIAIOLLMIA K CaMbIM Pa3HbIM BU3YasibHbIM
A3bIKaM (OT MEKCUKAHCKOrO Mypanu3Ma O pasfiMiHbIX TEYEHUIH SKCMPECCUOHMUCT-
CKOrO COLpeasiMCTU4eCKOro UCKYCcCTBa), NO3BOJIAET OTHECTU ero K NpefcTaBuTe-
NAM TaK Ha3blBA€MOrO COLMANbHOrO peanusma.

DUANNNUHCKUIA coLmarbHbIM peanusm 3aasun o cebe B 1970—1980-e roabl kak
06 0JHOM U3 CaMbIX 3BY4HbIX U YOeAWUTeNbHbIX HanpaBieHit NOIUTUYECKOTO UCKYC-
cTBa. BbicTpamBas cnoxHyto MKoHorpaduto 1 BAOXHOBNAACh (HOSbKIIOPHbIMUA 06pa-
3aMu, couparnbHble peanucTbl paboTanu B caMbiX pasHbIX MOMYNAPHbIX )KaHPaX, Hauu-
HaA C KOMMKCA, KapuKaTypbl, MFOCTPALMK M NaKaTa U 3aKaH4MBas NePeHOCHbIMMU
pPOCMMUCAMU, KOTOPbIE UCMONb30BANIUCL HAa AeMOHCTpaumax. Hapsaay c Mabno bas-
HoM CaHTOoCOM Hanbonee U3BECTHbIMU NPEACTABUTENAMU STOrO TeHEHUA ABNAIOTCA
Sarap ®epHangec, AHtunac enotaeo, Xoce TeHce Pync u PeHato XabynaH.

Snucl. TunbepMo B cBoeM uccnegosanmm «CoumnanbHblit peanusm Ha Pununnu-
Hax» reHeTU4eCKn BO3BOAMT €ro K HallMoHanbHO-ocBoboamnTenbHo 6opbbe, noa-
HAaTol ele B XIX Beke Xoce Pucanem n Apyrumu sMUrpaHTaMU-MHTENNEKTyanamm.
B npesBoeHHOE BpeMa UX HauMHaHWe GblNo NPOAOMKEHO NPONETapCKUMK NUcaTe-
namm Manysnem Aprunbeit, Kapnocom bynocaHom n SpHango P. Okamno. MNocne
BOWHbI — XyAOXHUKaMu-MogepHuctamu kpyra PAG (Philippine Art Gallery), arut-
nponom «bypu nepeoro keaptana» (unang sigwa — o6LLecTBEHHbIE BONTHEHUS, MPO-
ucxoaveLve B Havane 1970 ropa) u, Hakowel, B 1977 rogy — rpynnoit MonoabIx
XyAoxHWKoB «KaicaxaH» («EAMHCTBOY»), KOTOpble M NpuAYManu TEPMUH KCOLM-
asibHbI peanusmy.

Mpu BCei CNOXXHOCTU MUPOBBLIX UCTOPUHECKUX NMPOLLECCOB, cPOPMUPOBABLLNX
A3bIK COLMANBHOrO peanunsMa, OH Takxe ABMANCA MPAMbIM OTBETOM Ha oduLmanb-
Hoe PUNUNMNMHCKOE UCKYCCTBO, KOTOpPOE Hacaxjanocb pexumom Mapkoca nog
HenocpeACTBEHHbIM NaTpoHaToM nepsoit nean Mmenbabl. VckycctBo, puHaHcu-
pyeMoe npassLLielt KITMKOW, ABMANOCh OTPaXKeHMEM HALMOHAIMCTUYECKMX YCTaHO-
BOK PEXMMa U B TO Xe BpPeMs ero CTpeMJIEHWUA Ha PaBHbIX Y4acTBOBATb B MPOTUBO-
CTOAHUN XonoaHoi BoWiHbl. CooTBeTCTBEHHO, GonblUylo YacTb OdULMUAbHOM
XY[,0XECTBEHHOM NPOAYKLMM OTIMYANA SKCMyaTalyUsA HALMOHANBbHOMN 3K30TUYHO-
CTU, MOAOrHaHHaA NoJ CTaHAAPTbl MeXAyHapoAgHoro MuHuManusMa. CoumanbHblii
peanusM CTan peLuuTesibHbIM NPOTECTOM MPOTUB LIEHHOCTEN, BOMJIOLLEHHbIX B
oduLManbHOM PUANNMMHCKOM WUCKYCCTBE, PaBHO KaK M MPOTUB MONIUTUKM ero
MaTpOHOB.

KK
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Ma6no basn Canrtoc. KomMnpagop. 1978
Pablo Baen Santos. Comprador. 1978

But the choice for this language, in full awareness of its complex history in the
world, was also in direct response to the official art promoted in the Philippines
during the Marcos regime, under the direct patronage of First Lady Imelda Mar-
cos. Mirroring both the regime’s nationalism and its desire to be counted among
the Western nations of the Cold War, a great deal of the art sponsored by the
ruling clique was a local hybrid of nativist self-exoticizing artifacts, cropped to
the standards of international minimalism. The social realist movement was a
direct rejection of the values embedded in this style and of the policies of its
patrons.

cc

Fedor Kamenskikh

70 Years of Labor and Victories. 1985—1987

Afanasy Chepkasov

For Future Generations. 1989
The paintings, their images, and information on their authors were supplied by Evgeny Roisman
Collection, Ekaterinburg, for which we are very grateful.

For all of Facebook’s and YouTube’s omnipresence, for all the declarative
rhetoric about how anyone can become a contemporary artist and get his “fif-
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Wnn. 11 Depop KameHckunx
70 net Tpysa u nobea. 1985-1987
Wnn. 12 AdaHacuit Henkacos
[nsa notomkos. 1989
KapTuHbl, x nsobpaxkeHus n ceefleHns o6 aBTopax NosnyyeHbl y kosinekuynoHepa EBrenus Poiismana,

EkatepuHbypr, 3a 4TO NpUHOCKM eMy cBOLO BnaroapHoOCTb.

Il ®epop KameHckux. 70 net Tpyaa n nobeg. 1985-1987
Il Fedor Kamenskikh. 70 Years of Labor and Victories. 1985-1987

B coepemMeHHOM Mupe, HecMOTpA Ha Besfecyuine Facebook n YouTube, HecMo-
TPA Ha AEeKNapaTUBHYIO PUTOPUKY O TOM, YTO CTaTb COBPEMEHHbIM XYAOXHUKOM U
Nosy4nTb CBOM « | 5 MUHYT CnaBbI» MOXET KaXXAbIi, MPOJOSIXKAET JeNCTBOBATL pas-
Aenenue Tpyaa. OfgHu — npodeccroHansl UCKyccTBa, Apyrie —ero notpebutenu.
CoBeTckas Ky/bTypHas peBOJIIOLMA MNbITanack NpeofoseTh 3TO MPOTUBOPEYME, U B
XYAOXECTBEHHON NePapXMUM UCKYCCTBO paboumX 3aHANO OAHY M3 CaMbIX BbICOKMX
ctyneneit. [pegnonaranocs, 4to paboumne He CTaHYT YAOBNETBOPATLCA OTYNANAO-
LLle/l MacCOBOW KynbTYpOW, KOTOPOW UX ByaeT KOpMUTL KTO-TO ApYroi, a cospa-
ZyT CBOE NCKYCCTBO — KPUTMYECKOE, CaTUpUYeCcKoe, OCO3HatoLLee UX KNacCoBble U
yernoBeyeckue UHTepechl. Yke B KoHue |930-x caMoaesTenbHoe NCKYcCTBO GbITO
PeLUNTENbHO BbITECHEHO U3 30HbI MPECTUXKHOCTUY, HO 1O KaKOM-TO CTEMNeHMn yTo-
nua Bceobllero TBOpYECTBa BCe Xe peann3oBanach: MMeHHO XXypHanbl «Kny6 u
XyAoOXeCTBEHHaa caMoAeATesSIbHOCTbY, «tOHBbIN XYAOXHUK» N I'IOA06HbIe UM CTanun
B 1980-e rogb! UCTO4HMKaMM MHPOPMALIMM O COBPEMEHHO Ky bTYpe.

Snoxa nepecTpoiku, Noxanyi, cTana nocneAHen, Koraa pasButne caMogenTeslb-
Horo uckycctea pabounx npomcxoanno 6es BNNAHNA 3CTeTUKM NnoTpebuTenscTea.
M nMeHHo B 3Ty 3noxy pabotanu KameHckmx u Henkacos, YbM KapTUHbI Mbl MOKa-
3biBaeM Ha BbicTaBke. O BpeMeHu [opbayeBa—PeitraHa ol ocTaBunu Kyaa 6onee
No60omnbITHOE NONUTUHECKOE U XyA0XKECTBEHHOE CBUAETENLCTBO, YeM MHOTME MpO-
peccrmoHanbHble XyA0XHUKM TOrO BpEMEHMU.

®epop VMeaHoeny KameHcknx Bblpoc B AepeBHe, HO Gnaropaps pesontouun
«BbIOUNCA B ntoany, B 1934 rogy okoH4Mn Kypcbl XyAoXHUKa-0DOpMUTENA MpU
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12 Adanacuit Henkacos. [ns notomkos. 1989
12 Afanasy Chepkasov. For Future Generations. 1989

teen minutes of fame,” the division of labor is still in force in the modern world.
Some are art professionals, others, art consumers. The Soviet cultural revolu-
tion tried to overcome this contradiction, and art made by workers had some
of the choicest space in the artistic hierarchy. It was assumed workers would
not be content with the stultifying mass culture fed to them, and would create
their own art, one that is critical, satirical, and aware of their interests as a class
and as human beings. Amateur art had decidedly fallen from grace as early as the
late 1930s, but the utopia of universal creation was nonetheless realized: It was
magazines like The Club and Amateur Art-Making, Young Artist, and other similar
publications that became sources of information about contemporary culture
in the 1980s.

The Perestroika era may perhaps have been the last in which workers’ amateur
art was able to develop without the influence of consumer aesthetics. And it was
in that very period that Kamenskikh and Chepkasov, whose paintings are on dis-
play at this exhibition, were working. Their political and artistic portrait of the
Gorbachev — Reagan era is far more interesting than that left us by many profes-
sional artists from that time. Born in a village, Fedor Ivanovich Kamenskikh was
able to make his way in society thanks to the revolution, having completed art
and design courses organized by the Tagil Worker newspaper in 1934 he began
participating in amateur art exhibitions in 1939, but only received his diploma
from the All-Union Festival of Workers’ Art in 1987. Almost nothing is known
about Afanasy Sergeevich Chepkasov. There is a note on the back of his painting
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pedakuum rasetbl « Tarunbckuin pabouniiy, ¢ 1939 ropa y4actsosan B BbICTaBKax
HapoZHoro TBOpYecTea, Ho AunnoM BcecotosHoro dectuBana Xy[oxKeCcTBEHHOro
TBOpYeCTBa TPYAALLMXCA nonyymn Tonbko B 1987 rogy. O6 Adanacum Cepreesuue
Yenkacoee no4Tu HNYero He nseectHo. Ha obopoTe ero kapTuHbI HanncaHo: «/[nsa
notomkoB. B || vac. 4] MUH. no MecTHOMY BpeMeHU B ApMEHWUU NMpOU3OLLIIO 3eM-
netpsacenue. MNornéno okono 26 Tbic. Yenosek. Paspywero 185 npom. npegnpus-
Tnin. 167 Thic. Yenoeek octanuck 6e3 paboTtbl. 530 Thic. Yenoeek 6e3 KpoBay.

EO

Cunpwuan Mypeluan

LLlaxTepsl, caxkatoue LpeTbl Ha YHMBepcuteTckom nnowaaun. 2005
YeenuyeHHas penpoAayKuua AnA BbICTaBKU Hane4yaTaHa ¢ AUrnTanbHOro M306pa>|<eHm| OPVIFMHaJ'leOFi
KapTuHbIl. KapTuHa yxxe He NpUHaAneXxuvT aBTopy, NMO3TOMY ero Apyr BMECTe C O4HUM U3 KypaTOpoB
NoCeTUnn 4YaCTHOro KosieKkumMoHepa B nyapeCTe ucaenanm ¢o1’orpa¢mo, a XyAOXXHUK nocnian ee no
3}'IeKTpOHHOl71 nou4re.

PyMblHckan pesontoumsa 1989-ro Gbinia BO MHOMMX OTHOLLEHUAX peBoJtoLMed
HeTUnu4yHoW. To, YTo npousoLlno B Aekabpe, He ObINO KynbMUHauMen 6opbbbl —
3TO Obln NEpBbIN, BHE3amMHbIM B3pbiB, 32 KOTOPbIM MOCNeA0Bany MecAlbl (M roabl)
CTPYKTYPHOTrO KOH(NMKTa B pPyMbIHCKOM obLiecTse. B pesynbrate pesontouun B
COCTaB MONUTUYECKOM 3Tl BOLLAM U YMEPEHHble NMepecTPOeYHUKM, U HaLMOoHam-
coumanmcTmieckme pecdopMaTopbI-HayLLECKUCTbl, U OMEPaTUBHUKM CEKPETHbIX
cnyx6, n nnbeparnsl ¢ HeonpezeneHHON NporpaMMoit AeicTeunii. Hoeas BnacTb cton-
KHyNacb C MOLLHbIM COMPOTUBMEHUEM MHTENTUrEeHLMM, CTYeHYeCTBa U B MeHbLUel
Mepe paboumx M MpefCcTaBUTENEN CpefjHero Knacca, KOTOpbIA TOrAa HaxoAuncsA B
324aTOYHOM COCTOAHWUU. [NaBHBIM CpefOTOUYMEM OMMO3ULIMOHHBIX HACTPOEHMIA CTana
3anagHas 4YacTb PyMbiHuM. CTbI4KM MeXAy AEMOHCTPaLMAMM OMMO3ULMOHEPOB M
«MUHepuagamny (KKOHTPAEMOHCTPALMAMUY PabouMX U LLAXTEPOB, KOTOPbIX MpU-
Bo3unu B byxapect us fonuHbl 2Kny Ha cnewnoesaax) 4acTo 3akaH4MBasIMCh KPOBO-
nponutueM. B Mapte 1990 roga packon B pyMbIHCKOM OGLLECTBE TaKXKe NMPOABUICA
B PYMbIHO-BEHI€PCKUX 3THUYECKUX CTOSNIKHOBEHMAX. Ho caMble 3HaumnMble cobbITUA
3TOro MPOTUBOCTOAHWUA Pa3BEPHYNUCh HA YHUBEPCUTETCKOW MNOLWAAM — LEeHTpasb-
HoM nnowaam byxapecta, koTopas ¢ anpens no cepeauHy uioHa 1990-ro Gbina okky-
MMpOBaHa pa3HOPOAHOM TONMOMN NMMGepasbHO HACTPOEHHbBIX CTYZEHTOB U NPeACTaBu-
Tene MHTENNIMIeHLUMM, NaTEHTHbIX aHAPXMCTOB U (B MeHbLUEN CTeneHU) NoAHUMAto-
LMK ronoBy datumnctamu. Vgeonormyeckas pasHopoAHOCTb MaHU(ECTaHTOB NO3BO-
nAeT CPaBHUTb COOLITUA HA YHUBEPCUTETCKOM MIOLLAAM C TEM, YTO MPOUCXOAMNIO Ha
nnowaam TAHbaHBbM3Hb, @ X aHTUMPaBUTENbLCTBEHHAA HAMPaBIEHHOCTb — C COOLITU-
amm B [Napmxe 1968 roga. ManndecTauma 3akoH4Mnack KpoBbto: Tonmna Gbina paso-
rHaHa MHOrO4MCNIeHHbIMU NPONPaBUTENbCTBEHHBLIMU OTPAAAMM LLIAXTEPOB U3 JOJIUHBI
XKny, koTopble ckopee HanoMWHaNM BOEHU3UpOBaHHble (GPOPMUPOBaHUA (Cpeau
HUX ObINN U COTPYAHUKM Crelcnyx6, nepeoseTble WaxTepamMu). B nctoputo Bolen
MO3OPHbI NOCTYNOK npesungeHta Mnuecky: oH nobnarogapun LWaxTepos 3a npoge-
naHHyto paboTy, a nozxe 3aasun MexxayHapogHbiM CMU, 4To aTa akuma WaxTepos
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that reads: “For future generations. An earthquake hit Armenia at | I:4lam local
time. Approximately 26,000 dead. 185 industrial works destroyed. 167,000 peo-

ple left without jobs. 530,000 have no shelter.”
ED

Ciprian Muresan

Miners planting flowers in University Square. 2005
The image on display is an enlarged print made from a digital image of the original painting. As the
artist was no longer in posession of the work, nor of a large image of it, one of the artist’s friends,
together with one of the curators, visited a private collector in Bucharest who owns the work and

took a photograph. The artist sent the file via a free file-sharing program by email.

13 Cunpuan Mypewan. LLlaxTepbl, caxatoLyme LpeTbl Ha YHuBepcuteTckom nnowaaun. 2005
13 Ciprian Muresan. Miners planting flowers in University Square. 2005

The Romanian Revolution of 1989 was an atypical revolution in many ways.
Rather than being the culmination of a struggle, the actual moment in December
was a sudden first event that was followed in the months (and years) to come by
a structural conflict in Romanian society. The power installed in the wake of the
revolution was a mix of mild perestroika-ists, Ceausist national socialist reform-
ers, secret police operatives and vague liberals, and was highly contested by the
intelligentsia, students and some members of the working and (embryonic) mid-
dle classes, primarily in Western Romania. This ongoing conflict was marked by
opposition demonstrations and often violent counter-demonstrations by work-
ers and miners who were brought into Bucharest from the Jiu Valley mining area
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©Obina HanpaeneHa Ha BOCCTAHOB/EHUE 3aKOHHOCTU U MOPAAKA U YTO LLIAXTEPbI CaXKanu
Ha NIoLaAm LBETbl, YTOObI IMKBUAMPOBATL OMYyCTOLLEHUA, MPOU3BEAEHHbIE XYSIMraH-
CTBYIOLLIMMM OMMO3ULIMOHHbBIMU S1IEMEHTAMM.

PokoBble cobbITUA Ha YHUBEPCUTETCKOM MTOLLAAN YHUHTOXWUIW TOT SHTY3Ua3M U TO
4yBCTBO COSIMAAPHOCTYU, KOTOPbIe POAUSIUCH B AHU peBostoLmm. [ybokoe pazoyapo-
BaHWe, yTpaTa Bepbl B IEMOKPATUYECKYIO PyMbIHUIO BbI3BAJIM MACCOBYHO SMUMPaLMIO B
nocneaytowme Mecaupl 1 990-ro u BMecTe ¢ TeM onpeaenuiv UAEONOrMHECKUin naHa-
wadT PyMbIHWUKM Ha Bnvkaiiumne aAsaguath net. B ceoeit pabote «LLlaxTepsl, caxato-
Lme LBeTbl Ha YHuBepcuTeTckoit nnotaam» Cunpuan MypeluaH nbitaeTcs BCKpbITh
CyTb 3TOro nepenoMHoro momeHta. OH npobneMatnsnpyeT ogHOBOKOCTb UHTEp-
npeTaLum, 3aKpernsieHHOW B COBPEMEHHOW, MPOHW3aHHOW aHTUKOMMYHUCTUYECKUM
[yXOM MONUTUHECKON KOHBbIOHKTYpe. OuYepHeHNe KKOCHOTO» U «PeaKLMOHHOro»
paboyero knacca — 3To OTKa3 OT YCMSIMA NPOrPECCMBHOMN MbIC/IW, HaNpaBNEHHOM Ha
nouck obpasLoB COLMaNbHOWM CONMAAPHOCTU U KOJNEKTUBHOrO AeNCTBMUA, OTKa3
OT MOMbITKN KPUTUHECKOTO OCMBICIIEHWUA MaMATA O COLMASIMCTUHECKOM MPOLLIOM B
€ro Hepa3pbIBHOM CBA3WN C NPe/ALLECTBYOLLEN NCTOPMEN U NOCNEAYHOLNMU TPaHC-
dopmaumamu. B ceoeit paboTe XyAOXKHMK TOHKO 3a4eiCTByeT A3bIK COLpeannsma,
CTPeMACh NpeAcTaBUTbL obpas paboyero KpuTU4ECKH, Usberas OTKPbLITOM SNUTUCT-
CKOW AEMOHM3aLMK, C OAHOM CTOPOHBI, U repor3aLmm — ¢ Apyroi. Penpogykuus kap-
TWUHbI COMPOBOX/AAETCA Ha BbicTaBke pparMeHTomM u3 punsma 1991 roga «Ynusepcu-
TeTckas nnowaab — PyMbiHuay (pexwvccepsl Crepe 'ynea, Copun Mnuewwy n Bueu
[peran Bacunb), koTopblii ABNAeTCA OAHWMM M3 NEpBbIX U Hanbosee 3axBaTbiBato-
LLMX JOKYMEHTasIbHbIX MOBECTBOBaHMIA O COBbITUAX Tex NeT. [lepeMeHbl B nonntnye-
CKOM KnMMate No3eosumM Briepeble NMokasatb ¢husibM Mo pyMbIHCKOMY TeNeBUAEHUIO
NULWb NATL NIET Hasag,. PunbM Takxe focTyneH Ha YouTube. Kypatopsi 3akavanu Tyaa
BEPCUIO C PYCCKUMM U aHFAIMACKUMU CyOTUTPaMU. AHIIIMIACKMI TeKcT Bbin nonyyeH
OT pexuccepa opuruHansHoro ¢unbma. DVD 3a6bpan B Byxapecre gpyr ogHoro us
KypaTopos. [luck 6b11 MocnaH no no4yre, NOTEPAH, B KOHLE KOHLOB KOHBEPTUPOBAH
B paiin ellle OAHUM APYrOM U NOCNaH Yepes ApYyryto nporpammy. Pycckme cy6TuTpsl
6binn caenaHbl B Mockee € aHMIMIACKMX, MOCKOJIbKY POCCUIACKME KypaTOpbl COMHe-
BaNNCh, 4TO HaiAyT B MoCKBe YernoBeka, BNajetoLero O4HOBPEMEHHO PYMbIHCKUM
A3bIKOM U TEXHUKOMN CyOTUTPUPOBAHMA.

KK

PomaH MuHuH

O nonutuke. 2008
Xy[OXKHUK XOTeN cZenath yBEIMHEHHYIO KOMUIO CBOel paboThbl BPYUHYIO, OAHAKO HE MOJTy4un paspe-
LLIEHMA Ha 3TO OT BJlajenbla ranepeu, raoe HaxoamTca pa60Ta. I'Ipep,nox(eHme YHUHTOXUTb BbICTaBOY-
HYHO KOMUIO nNocsie NoKasa BbI3Basio MpOTEeCT Y CAaMOro aeBTopa. B pe3ynbTate 6bin cAenaH ysenunyeH-
HbI OTNEYaTOK C AUrUTANIbHOTO M306paXkeHns. 3a neyatb 3annatuna VOLGA art gallery (Mocksa).

CbIH fgoHbacckoro waxtepa PoMaH MUHWMH BUAUT CMbIC CBOEIO MCKYCCTBA TOSbKO
B Ananore c ero reposmMu. Ho coBpeMeHHas YkpanHa He JaeT eMy Takoil BO3MOXHO-
c™. MUHMH — coBCeM MONOAO XyAOXKHUK, HO OH NOMy4Mn obpasoeaHMe B XapbKoB-
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by organized train convoys in episodes known as mineriads, as well as by the
Romanian-Hungarian ethnic clashes of March 1990. But the most significant
event was the University Square phenomenon, where the central square of
Bucharest was occupied continuously from April till mid-June 1990 by a hetero-
geneous crowd of liberal minded students, members of the intelligentsia, latent
anarchists and (marginally) by resurgent fascists, in a demonstration that resem-
bled Tiananmen Square in its ideological confusion and Paris ‘68 in its anti-estab-
lishment ethos. It ended violently after the intervention of a large crowd of min-
ers from Jiu Valley (and security personnel disguised as miners) were used as a
pro-governmental paramilitary force. President lliescu infamously thanked the
miners for their work and later on declared to the foreign media that the miners’
role had been to restore order and hygiene in the center of Bucharest and to
plant flowers after the devastation wrought by hooligan elements within the
opposition.

The enthusiasm and solidarity forged during the days of the Revolution melted
into thin air after this crackdown and the subsequent profound disillusionment in
any hope of a democratic Romania lead to mass emigration in the months that
followed, but it also helped establish the ideological framework that would dom-
inate in Romania for the next twenty years. Ciprian Muresan’s painting Miners
planting flowers in University Square tackles this moment of rupture and questions
its representation in the current hegemonic political monoculture, fundamen-
tally rooted in anticommunism and in the vilification of the “unadaptable” and
“reactionary” working classes, a stance that has come to reject any strains of
progressive thinking implying models of social solidarity or collective action, or
any attempts to critically negotiate the memory of the communist past together
with its preceding history and subsequent transition. He does this through the
tactical employment of socialist realist language, trying to provoke a critical
stance towards the image of the worker, between unabashedly elitist demoniza-
tion and heroic projections. The reproduction of the painting is accompanied in
the exhibition by a fragment from University Square — Romania, the 1991 film by
Stere Gulea, Sorin lliesiu and Vivi Dragan Vasile, one of the first and most com-
pelling documentaries of the events, that only managed to find the right political
environment for it to be aired on Romanian Television five years ago. The video
also existed on YouTube without subtitles. The versions with Russian and English
subtitles were uploaded onto YouTube by the curators, after receiving a DVD
with English subtitles from the director of the original film himself. The DVD was
picked up by one of the curator’s friends at the director’s house in Bucharest,
sent by post, lost and finally converted to a file by another friend and sent via
another file sharing program over email. The Russian subtitles were added in
Moscow, from the English ones, because the Russian curators seriously doubted
their ability to find someone in Moscow who knew both Romanian and the tech-
nical skill of subtitling.

cc
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CKOW Xy[AOXXeCTBEHHOW aKaZeMuu, rae BCe eLle AeKnapupoBanack COBETCKasa nepap-
XUA LIEHHOCTEN, COrMacHO KOTOPOW MCKYCCTBO CO3JaeTca B MNepByto ovepedb AnA
O6LLECTBEHHbIX NPOCTPAHCTB, MoLwasen u ynuy. OH — XyAOXXHUK-MOHYMEHTAINCT,
HO eMy He y/laeTcA peasi3oBaTk CBOM 3aMbIC/bl HY B My6NMYHOM NPOCTPaHCTBE, HU B
macliTtabe. B opuriHane sta pabota — coBceM MasieHbKOro pa3sMepa, M XpaHUTCA OHa B
YacTHOW ranepee.

MoHyMeHTanbHasA >KMBOMUCh CErofiHA Hy>KHa TONIbKO Kak BpeMeHHbI 6aHHep ansa
nponaraHbl NOAUTUHECKUX NapTuiA BO BpeMs Bbibopos. Ha YkpanHe MunuH nony-
YaeT MHOIO TaKMX MPeANOXeHUIt, HO ¢ HerofoBaHueM oTBepraeT ux. OH MeyTaeT o
unctom uckyccrse. OH MCKPEHHE XOYET MOMOYb LIAXTEPaM, YKPacUTb UX TAXKENYHO
[OJIO C NMOMOLLbIO CBOUX KapTWH. Ho B peanbHOCTM AOHELIKME LLaxTepbl HE MOHM-
MalOT U He XOTAT MPUHATb €ro UCKYyCCTBO, UX MPUBJIEKAOT Teriecepuanbl... bbitb
MoXeT, — Konebnerca XyAoXHUK — MpaBbl Te, KTO CHUTAET, YTO UCKYCCTBO AOMKHO
ObITb CKOpee KpUTUKOI nonutuyeckoro nopagkal! Ho u Toraa oHo, BO3MOXHO, He
OyneT Hy>XHO peasibHbIM LUaXTepaM. TaK Hy>XHO N rosoputb o nonutuke! Mnu
nyYLle, KaK 3TO |eNlatoT CaMu LAXTepbl, 0OXOANTb 3Ty TeMy CyeBepHbIM MONMYaHnem!?

CoBeTcKUit XyA0XKHUK, KaK M COBETCKUIA LLAXTEp, MPUHaANEeXan K NpUBUIEernpo-
BaHHbIM KfaccaMm M 6bin coumanbHo 3alumieH. [NocTcoBeTckuin XyfoXHUK, cHep-
NaBLUKI TPAANLMIO, KaK 3a60MLLMK Ha NonyBbipaboTaHHOW LaxTe, NpeAocTaBfeH
camoMmy cebe v notepsH. EcTb nn y Hux waHc ectpetutbca? EcTh in WiaHc coBMecT-
Horo npobyxaeHns co3HaHus!

EQ
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Roman Minin

On Politics. 2008
The artist wanted to make an enlarged copy of his painting by hand, but did not receive permission to
do so from the gallery that currently owns the work. When offered the option of destroying the
exhibition copy, the artist declined vigorously. In the end, an enlarged print was made from a digital
image, funded by the VOLGA art gallery (Moscow).

*x

© NOAMTWUKE HWTAGRA HW MACKAHW MBIYAHMA

*

HE MHHYTY NCBITUM A BEYHOE MONYAHME |

Poman Munun. O nonutuke. 2008
Roman Minin. On Politics. 2008

The son of a miner from the Donbass region, Roman Minin sees the meaning of
his art solely through a dialogue with its subjects. But contemporary Ukraine
does not afford him that opportunity. Minin is a very young artist, but he was
educated at the Kharkov Art Academy, where the Soviet value hierarchy still
reigned. Under it art is primarily made for social spaces, squares, and streets. He
is a monumentalist artist, but he has no success in realizing his ideas in public
space or on the scale required. The original of this piece is very small indeed, and
is held in a private gallery.

The only outlet for monumental painting today is as a temporary banner pro-
moting political parties during elections. Minin receives many such proposals in
Ukraine, but indignantly refuses them. He dreams of pure art. He genuinely wants
to help miners and brighten their hard lives through his paintings. But in reality,
Donetsk’s miners do not understand or want to accept his art — they prefer TV
shows... Perhaps, the artist wavers, those who think art should primarily be a cri-
tique of the political order are correct? But then it might quite well not mean any-
thing to real miners anyway. Do we, then, need to talk about politics? Or is it bet-
ter to bypass the subject, like the miners themselves do, in superstitious silence?

Soviet artists, like Soviet miners, belonged to the privileged classes and enjoyed
social protection. Post-Soviet artists, having exhausted a tradition like a pitman in
a half-empty mine, are left to their own devices and are lost. Is there a chance they
could meet each other? Is there a chance to awaken the consciousness of each?

ED
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BbIXO C ®AEPUNKUN

XapyH ®apoku

Bbixog paboumnx c pabpuku: oanHHaguate gecatunetuin. 2006
DVD-ROM Bcex |2 ¢punbMoBs 66111 nonyyeHbl B YTpexTe U 3aKkadaHbl Ha ftp, 4TO 3aHANO NpUMEpHO
36 yacos. MHcTannauma 6eina NOCTPOEHa COMNACHO TOYHBIM UHCTPYKLIUAM aBTOPA, U3NTOXKEHHBIM
B cneumasibHOM pYKOBOZACTBE, KOTOpOE TOXe A€MOHCTPUPYETCA Ha BbICTaBKe.

B camolt npupoge kanutanusMa-—anuTb pabouyto CMeHy A0 GecKoHevHoCTM.
Cronb Xe ecTecTBeHHO AnA BnagenbleB Gabpuk CKpbIBaTb UMK MAEaNM3MpOBaTh
peanbHble YCNOBUA, B KOTOPbIX TPyAATcA paboune. B yactHocTH, aTo nposenserca B
CTPOroM KOHTpOJSie Haj, CbeMKaMu Ha 3aBogax U dpabpukax. OanH U3 Tex HeoaHO-
KpaTHO 3ameyvaT/ieHHbIX U CTaBLUMX CBOEro poja MKOHOW MOMEHTOB, KOrza TPyAALLM-
ecsA BAPYr CTaHOBATCA BUAWMbIMU, — 3TO MOMEHT BbIXOZa Ha YNIULLY MO OKOHYaHWUU TpY-
AoBoro AHs. Kak HM CTpaHHO, MMEHHO 3TOT MOMEHT KMCXOAay CTOUT Y CaMbIX UCTOKOB
KnHeMaTtorpada: nepsbiM B UCTOpun duneMoM 6bin «Beixog pabounx ¢ dpabpuku
JTrombepy (1895). B HeM nokasaHo, Kak TpyaAsLLmecs (B OCHOBHOM XEHLLMHbI), 3aKOH-
YMB CMeHY, BbIXOAAT 32 BOpoTa pabpuku Ha okpamHe JlnoHa. B3sae 3ToT ncTopuye-
CKMit dunbM 3a ocHoBy, Papoku npoeen rnybokoe apxvMBHOE UCCIEAOBaHNE TOTO,
Kak 0bpas «1cxoay BOCMPOU3BOAWIICA B Pa3HbIX UCTOPUYECKUX YCIIOBUAX B TEYEHWE
oavHHaauatu gecatunetuin: ¢ 1890-x ao 2000-x rogos. B ceoeit BugeonHcTannaumm
U3 fBeHaALaTV MOHWUTOPOB, KaK U B €e NMepBOM OfAHOKaHasbHOM BapuaHTe (1995),
®dapoku nokasbiBaeT, Kak 3T 0bpasbl paboTatoT, Kak OHW MPOBOLMPYIOT CMOPbI U
LieH3YPHbIE OrpaHUYEHUSA; Kak HaAeXAbl U y>kacbl GOPAUCTCKOMN 3MOXU MONTHUEHOCHO
CMEHAIOTCA NPOTECTHBIM ABMKEHUEM, @ MOTOM M NOCTUHAYCTPUASIbHBIM ynagkoM. [o
3aMbicny XyAoXHuKa, 1940-e B punbMe nponyLleHbl: B BOEHHOE BpPeMs HUKTO He
nokugan paboumnx mMect. A k 1980-m (korga nonbITku pa3byantb paboyee ABuxeHNE
ocTatoTca faneko nosaau, B 1960-x) AoCTyn Ha 3aBO/bI OKa3bIBAETCA U BOBCE 3aKPbIT.

ap

[Heimantac Hapkasuytoc

SnektpeHait. 2001
[Nocne neperoBopoB Mo 31eKTPOHHOM NoYTe PpUnbM Bbin 3arpyxxeH XyaoXHUKOM Ha ftp. Pycckue
Cy6TUTPBI XYZLOXKHMK MPeANoXu NOCTaBUTL CaM, 32 YTO Mbl eMy O4eHb BnaroaapHsl.

Fopoa SnekTpeHai cHavana 6b1 NOCENOKOM, BO3HUKLLUM NPU CTPOUTENLCTBE
anekTpocTaHuuu, kotopas B |96 nonyynna HaseaHue Jlutoeckoit [PSC numMenn
B. . JlennHa. Ha ctpoutenscTeo 6b11n pekpyTupoBsaHsl ntoam co scero CCCP, B
TOM uucne Te, KTO 0cBOBOAMNCA U3 Narepei U CMGUPCKOW CCbUTKM MO OKOHYaHUK
CTanMHCcKoM anoxu. [Nocne MHOXeCTBa NepeXMUTbIX HEB3rOZ rOpoZ CTan AJif MHO-
r’MX CMMBOJIOM CYacTbA, UCTOPUYECKOrO ONTUMU3Ma U Hajexa. CerofHa snek-
TpOCTaHLMA paboTaeT Ha TPU NPOLLEHTa CBOEN GbINON MOLLHOCTH.

[OevimManTac Hapkasuytoc — kuHeMaTorpadpucT-40KyMeHTanucT c obpasosaHueM
U UHTepecaMu XyAoXKHUKa. DubM «DNeKTpeHay» He TOMbKO O NIOAAX ropoaa U o
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LEAVING THE FACTORY

Harun Farocki

Workers Leaving the Factory in Eleven Decades. 2006
DVD-ROMs of all 12 videos were received in Utrecht and uploaded to ftp over the course of 36 hours or
so. The installation was built according to exact specifications laid out in a detailed manual, also on display.

It is part of capitalism’s very nature to make the workday endless, just as it is
natural for its owners to obscure or idealize the actual processes of production.
That includes placing strict control on filming within the factory itself. One of
those iconic moments where labor becomes visible is the moment when leisure
time begins, when workers leave the factory. Strangely, it is this exodus of labor
that lies at the very beginning of the history of cinema. The first real motion pic-
ture ever made was La Sortie des usines Lumiére (1895). It shows mostly female
workers leaving the Lumiere Brothers factory in the outskirts of Lyon, as if they
had just finished a day’s work. Harun Farocki has taken this first motion picture
as a point of departure for extended archival research into how this image has
been reproduced, under changing conditions, in the eleven decades from the
1890s to the 2000s. In this video installation and in its prequel, a 1995 documen-
tary, he shows how these images work, how they are contested and policed,
throughout the momentous transition from dreams and nightmares of Fordist
perfection and protest against its inhumanity to post-industrial malaise. The
1940s are omitted, implying that workers could not leave in wartime. And by the
1980s, long after the failure to agitate or rouse the workers in the period around
1968, the only thing left standing is the security apparatus.

DR

Deimantas Narkevicius

Energy Lithuania. 2001
After email negotiations, the film was uploaded to ftp. The artist did the Russian subtitling himself,
for which we are truly grateful.

The town of Elektrenai began life as a settlement during the construction of the
power plant, which was named the V.. Lenin Lithuanian State Regional Electricity
Stationin 1961. People from all over the USSR, including those freed from the camps
and Siberian exile after Stalin’s death, were recruited to build it. For many who had
survived numerous adversities, the city became a symbol of happiness, historical
optimism and hope. Today the power plant works at 3% of its former capacity.

Deimantas Narkevicius is a documentary filmmaker with an artist’s education
and interests. His film Energy Lithuania is not only about the people of the town
and the reality of their past and future, but about the artistic prisms through
which the Soviet 1960s saw itself. Symbolic characters from the Soviet fresco are
as much the film’s subjects as are the residents — the workers, structural engi-
neers, scientists, the ideal agents of a free and creative future that failed to come
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I5  XapyH ®apoku. Beixog pabounx c pabpuku: oanHHaguate gecatunetuii. 2006
I5 Harun Farocki. Workers Leaving the Factory in Eleven Decades. 2006
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peajibHOCTU UX NpOLWIOro U HacTosAwero, HoO U TOM, B KaKUX XyAOXeCTBEHHbIX
obpasax Buaena ceba sanoxa COBETCKMX LuecTUAecATbIX. HapaeHe c xutenamu
repoamMu dunbMa ABAAIOTCA CUMBOJIMYECKME MEPCOHAXM COBETCKOWN dpeckn —
paboune, KOHCTPYKTOpPbI, y4eHble, UAeasnbHble areHTbl cBO6OJHOro M TBOpYe-
ckoro GyayLero, KOTopoe Tak U He HacTynuno. JJomkHb! M Mbl CyAWUTb NpoLUoe
MO TOMY, Ha 4YTO OHO, MCYEPMaB CBOW NO-YeSIOBEYECKMU OFpaHMYeHHble CUbI, OKa-
3anocb cnocobHo!? Mnu B 3a4eT eMy NoiAyT He TOJIbKO HUYTOXHble B3ATblE
py6exu, Ho 1 BO3BbILLEHHbIE CTPEMIEHUA U nzeasbl!

Hapkasudtoc B ceonx ¢punbMax paboTtaer ¢ nepefioMaMu UCTOPUM, C ee TpaB-
MaMu, NPOXoAALLMMM Yepes cyabbbl MHOXecTBa NtoAeit. Ero oTkas Buaets B ncto-
PUM HeYTO 3acTbiBlUee, pa3 U HaBCerha JaHHOE, ero BHMMaHMe K MOCTOAHHbIM
M3MEeHEeHMAM MpoLUNoro v Byayllero AenaeTt ero XyLOXXHUKOM MO-HAaCToALLEMY
ANanekTuyecknM. A 3To 3HAYMT, YTO COBETCKYIO 3MOXY U ee UCKYCCTBO (M npexze
BCEro COBETCKMI KMHeMaTorpad) OH BOCMPUHMMAET He MPOCTO Kak NpeAMeT usy-
YeHMA, HO M KaK YHMKalbHbIA 3CTETUYECKUI YPOK, UCTOUHMK MAel, NoKa elle He
CJ/IMLLKOM 3aMeYeHHbIN MHTEpPHaLMOHaNbHbIM COBpEMEHHbIM NCKYCCTBOM.

2

Crpoutenu bpasunuu
®DoTorpadum 6binm HanevataHsl B Mockse. MpaBa Ha M306paxkeHNUsA NpUHaAexXaT ABYM Pa3fn4HbIM
rocyAapcTeeHHbIM apxusaM bpasunuun. Ha MoMeHT caauum Katanora B neyvarb TOMbKO OAMH U3 3TUX
apxueos, DePHA Collection, aan paspelueHue Ha UCNoMb30BaHWeE U306paxkeHU v BbICIaN MO
3NeKTPOHHOI MouyTe daiifbl BbICOKOro paspelleHus, He Tpebys 3a 3To BosHarpaxaeHue (MpUHOCUMM
cBoto 6naropapHocts). HepgocTatoume daitnbl o4nH U3 KypaTopoB NOMy4us oT Apyra (eMy Toxe
6onblioe cnacnbo). HekoTopbie u3 poTorpaduit npuHaAiexar HeU3BECTHbIM aBTOPaM, Apyrue —
Mapuo Mopeitpe PonteHenne (1919-1986), GbiBlueMy aBUaMexaHuKy 1 Apyry 6pasuibckoro npesu-
Aenta Xycenuny Kybuueka.

Crpoutensctso ropoga bpasunua crano sepLluvHol paauKanbHOM NporpaMMbl
MoAepHu3aumn, ocywiecteneHHown B 1956—1961 rr. npeanaeHtom XKycenuny Ky6u-
4YE€KOM, U 3TanoM AO0JITOro n C/I0XKHOro MoaepHMU3aUMOHHOIro npouecca, KOTOprn
onpeaenvn 6pasunnbckyto UCTOPUIO CO BCEMM €€ MPOBaiaMu, HeyZa4yaMu, OTKITOHe-
HUAMN U naeonorn4ecknm pa3H006pasmeM, NOAYMHEHHbIM AOCTUXKEHUIO 3TOM
uenu. MNpu cTpoutenbcTee 6pasnnbCKo CTONULBI MOAEPHU3ATOPbI PYKOBOACTBO-
BaJINCb >XeNnaHWeM co3aaTb HaLl.VIOHaJ'IbeIVI ANCKYPC Ha OCHOBE& MHTepHalMOHalb-
HOro apxXmuTeKTypHOro crunia — CTUnA, KOTOPbIVI roBopun Ha rocnoAcTtByroLleEM
A3bIKE, U MOJy4MN pacnpoCcTpaHeHe BO BCeM MUpe Bnarozaps ceoeit GpopManbHO-
PYHKLUMOHANBHOW aCKeTUHHOCTH, MO CBOEN NPUPOAE He NPUBA3AHHOMN HU K KaKoMy
KoHTeKcTy. [peacTaBneHHble 34eck poTorpacdmm AEMOHCTPUPYIOT eLlie OAMH napa-
AOKC. Ha Hux 3anevatneHs! pa60tme — UCTUHHbIE CTpOUTENU Epa3wm414. Onn BooAay-
LLeBNeHbl, OHU NPpa3HYOT OKOHYaHNe Pa60T — WU 3TN Kaapbl HOCAT OTHaCTU NoOCTa-
HOBOYHbIN XapakTtep. To xe BooAyLueBsieHne Mbl BUAMM Ha CHUMKaX, NpeacTaBiAto-
WKX npasgHoBaHue I'Iepsomaﬂ ewie BO BpeMA CTpOUTENbCTBA. Ho BMecTe ¢ HuUMK
OTKpbITUE ropoja OTMeHatoT U NpeACcTaBUTENN I'IPaBﬂLIJ.el‘/'I 3/INTbl, N 3TOT q)aKT ABnAa-
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[HeiiManTac Hapkasuitoc. Dnektpenait. 2001
Deimantas Narkevi¢ius. Energy Lithuania. 2001

to pass. Should we judge the past on what it proved capable of, having exhausted
its limited human capacity! Or should our assessment factor in high-minded
efforts and ideals alongside the worthless advances made?

Narkevicius’ films deal with history’s turning-points, trauma that cut across
the fates of large numbers of people. His refusal to see in history something fro-
zen, given to us once and for all, and his attentiveness to continuous change in
the past and future make him a genuinely dialectic artist. And this means that he
interprets the Soviet era and its art (Soviet cinema foremost) not solely as an
object of study, but as a unique aesthetic lesson, a source of ideas to which inter-
national contemporary art has yet to pay much attention.

ED

Builders of Brasilia
These photo prints were made in Moscow. The rights to these images belong to two different Brazilian
governmental archives. When this catalog was printed only one archive, the DePHA Collection (Direc-
tor’s Office of Historic and Artistic Patrimony of the Federal District) had given its permission and sent
the high resolution files by email, without requesting any fee (thank you). The other files were shared
with one of the curators by a friend over email (thank you). In the archive, some of the photographs
were filed without a known author. Others belonged to Mario Moreira Fontenelle (1919-1986), former
plane mechanic and friend of President Juscelino Kubitschek.

The construction of Brasilia was the climax of the radical modernization program
in Brazil that ran from 1956 to 1960, envisioned by President Juscelino Kubitschek
as part of a long, complex narrative of development and modernization that has
defined Brazilian history, with all its interruptions, failures, setbacks and the differ-
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Mapuo Mopeiipa PonTeHenne. Ctpouteny otMeyatoT [leHb TPyAALLMXCA Ha DcnnaHazje y npaBu-
TeNbCTBEHHbIX 3A4aHuii, bpasunua. | maa 1957-1960

Mario Moreira Fontenelle. Construction workers commemorating Worker’s Day at the
Esplanade of ministerial buildings, Brasilia. 1 of May 1957-1960

‘ :‘glh-‘-. |
“

HewusectHbliit poTorpad. TopkecTBeHHOE OTKpbITUE ropoAa bpasunua, Ha 3agHeM nnate —
[eopeu «lMnananstox. 21 anpenal 960
Unknown photographer. Opening of Brasilia, Planalto Palace in the background. 2 I=of April 1960
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ent ideologies employed for this purpose. The official endorsement of a modernist
vision in the construction of the country’s capital city was intended to create a
national discourse by implementing an international architectural style; one which
belonged to a hegemonic language that had expanded worldwide, arguably because
of the acontextual nature of its austere symbiosis of form and function. The photo-
graphs presented here show yet another paradox; while they portray the working
class, that actually built Brasilia, in a partially staged scene of enthusiasm at the
moment of finishing work on the new capital city, and in the May | celebrations
during the construction, they also portray the ruling elite at the city’s opening gala, a
bitter sign of the continuation of a corrupt regime ruling over millions of exploited
and impoverished citizens, despite all the rhetoric of development.
cc

Christian von Borries

The Dubai in Me — Rendering the World. 2010

Update: Workers Leaving the Factory

(fragment of the film: The Dubai in Me — Rendering the World). 2010

The installation was prepared according to the author’s instructions and installed in situ.

Kpuctnan dpon boppuc. Beixoa paboumnx ¢ pabpuku: Hosas Bepcus (bparmeHT punbma «ybait
Bo MHe — Rendering the Worldy). 2010
Christian von Borries. Update: Workers Leaving the Factory (part of the film: The Dubai in Me -
Rendering the World). 2010

In The Dubai in Me, a feature length documentary by Berlin-based composer, art-
ist, writer and filmmaker Christian von Borries, Dubai constantly appears as the
ultimate neo-capitalist nightmare: a virtual reality reminiscent of Second Life, made
real by migrant labor, still empty, much like the office tower down the street here in
Ekaterinburg. Next to that film, a fragment from it, entitled Update: Workers Leaving
the Factory, is shown as part of the exhibition. Displayed separately in installation
format it reads like an addition to Harun Farocki’s piece; construction workers lit-
erally running away from their construction pit (kotlovan), and they all look so
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eTcA nevasibHbIM CBUAETENLCTBOM TOMO, YTO, BOMPEKU MOAEPHU3ALMOHHOW pUTO-
PVIKe, KOPPYMMMPOBAaHHbIA PeXMUM NMPOAOIKAET NPaBUTh MUITTIMOHAMU 3KCMTyaTU-
PyeMbIX 1 06peyeHHbIX Ha HULLLETY rpaxJaH.

KK

Kpuctnan ¢poH boppuc

[y6aii Bo MHe — Rendering the World. 2010

Bbixop paboumnx c pabpuku: HoBas Bepcua

(pparmeHT punbma «/[lybait Bo MHe — Rendering the World». 2010
MHCTaﬂJ’IHuMH CMOHTI/IPOBaHa no I/IHCTP)’KLWIﬂM aBTopa.

B nonHoMeTpaxxHOM foKyMeHTanbHOM ¢unbMe «[ybait Bo MHe» BepnuHckoro
KoMnosuTopa, nucatens u pexuccepa Kpuctmana ¢pon boppuca [y6ain nocne-
[lOBaTeNIbHO MPeACTaeT KaK BOMOLLEHNE HACTOALLEro HEOKarnuTaJMCTUHECKOro
kowuMmapa. «[ly6aii» — 3To BUPTyanbHas peasibHOCTb, CPOAHN KOMMbIOTEPHOM Urpe
Second Life, nycras, kak oducHas GaluHa 34eck, Ha coceaHei ynuue, B Exkatepun-
Oypre, 1 XU3Hb B Hell NoAJepXKuBaeTCcA TONbKO Bnarogapsa paboymMM-MUrpaHTaM.
®parmeHT 3TOro Ppunbma «Brixoa paboumx ¢ pabpuku: HoBas BepcKA» NoKasbiBa-
eTCcA Ha BbICTaBKe OTAENbHO B MHCTaNAUMOHHOM dopmate. OH MoxeT BbITb Npo-
YUTaH Kak cBoeobpasHoe gonosnHeHne k paboTte XapyHa Dapoku: paboune Gyk-
BasIbHO GeryT U3 CTPOUTENbHOrO KOT/IOBaHA, U Ha NULAX Yy HUX HanncaHo 6e3mep-
HOe CYacTbe OT TOro, YTO OHM BbIPBANUCL Ha CBOOOAY. DTa CLeHa TPEBOXUT Hac
CTPaHHON HEOJHO3HAYHOCTLIO: MOYeMy OHU Tak cHacTiMebl! Mbl OKasbiBaeMcs
cBUAEeTeNAMU Kakoro-to npasgHukal Mx 4to, Beinyctunu us sakntodenuns! Bugeo
npoeumpyeTcsa Ha 6enyto ApKO OCBELLEHHYIO CTEHY M MOTOMY CKOpee MOXOAUT Ha
MMMNPECCUOHUCTUYECKYIO UTPY COJHLA B OAHOM M3 MHOTOYUCIEHHbIX (POHTAHOB
[y6as. M3o06paxeHune cTaHOBUTCA BUAUMBIM TONIbKO Gnaroaapa onepaumu, TUNUY-
HOM ANA KHeMaTepuanbHOro TPyZAa» HalUMX [Hei U npucyllei eMy «KOMaHAHOM
paboTbI»: OAMH YeNoBEK JOJIXKEH NMOAHECTU K MPOEKTOPY JIMCT ByMaru, 4To6bI Apy-
roi Mor yBUZAeTb, 4TO 3TOT MPOEKTOP MOKa3bIBaeT.

ap

Ipynna «CuHue HocbI»

Mponetapckuit getektue. Kyaa nponanu «Craykay u «lpemuan? 2010
MpoekT 6bin ocyLiecTneH B aBrycte 2010 roga u Ha MOMEHT cAauy KaTanora B neyarb CyLLLeCTBOBas
TONbKO B MJlaHaX.

B paborte, caenaHHoi cneuymnanbHo ansa |-t Ypanbckoit uHaycTpuanbHon 6uen-
Hane, rpynna «CuHME HOCBI» BbICTYMAET B COBEPLUEHHO HOBOW POJSM, OTKa3blBa-
ACb OT NPMUBbIYHBIX KOMUYECKMX Macok. B koMnnekcHo akcnosnuymmn, HanomMmnHa-
foLLell CKOpee UCTOPUYECKUA MU KpaeBe4eCcKnin My3ei, YeM Xy[0XKeCTBEHHYIO
BbICTaBKY, XyAOXHWKN MPeACTaBNAIOT CBOE pacc/iejoBaHMe 3arafJO4HOro Knc4es-
HoBeHUs pabouero knaccay. [leAcTBUTENbHO NN NIOAU, XKUBYLLME He HA MPOLLEHTbI
C KanuTana, JtoAn, NnpojatoLue cBoto pabouyto cuiy, UCHE3NM U3 COBPEMEHHOTO
Mupal
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happy to be free. There is a fundamental ambivalence in this scene: Why are they so
happy? Is this a festival of some kind? Have they all been let out of prison? Projected
against a white, brightly lit wall, the video fragment looks like the impressionist play
of sunlight from one of Dubai’s many fountains. But the image only becomes clear
through an operation typical of immaterial labor and its teamwork model: One
friend holds up a sheet of paper, and another watches.

DR

Blue Noses Fig. 20
The Mystery of the Missing Proletariat:
Whatever Happened to Strike and The Prize? 2010

The project was carried out in August 2010 and only existed as a plan when the catalog went to print.

\ 2 a‘ 'I' ," -
20 Kagpbl us punbma Cepres DitseHwwteitHa «Craukay. 1924
20 Sergei Eisenstein. Stills from the film Strike. 1924

Blue Noses’ installation, made especially for the | Ural Industrial Biennial,
sees them abandon their usual comic guise for an entirely new one. A complex
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OTBeT Ha 3TOT BOMPOC, KOHEYHO, OTPULATENbHbIA. DTU NMIOAU eCTb, U MHOTUE
MOCeTUTENN BbICTaBKM Y3HAIOT cebA B HUX. Ho OHM noTepsAny npaBo Ha AKOObI rna-
BEHCTBYtOLLYtO posib B obuecTse (koTopoii B CCCP Ha caMoM fene He 6b1no) v He
npuobpenn HOBOro caMoco3HaHuA. B kavecTBe akcnepuMeHTa—u MOMbITKM 3TO
co3HaHue npobyanTs — Anekcanap LLIabypos v Bayecnas MusuH nokasbisatot eka-
TEpUHOYPrckuM 3aBoAckuM paboumm aBa coeeTckux ¢unbma: «Crauky» Cepres
DiizeHwrTeiiHa (|1 924), koTopas npefcTaBnaeT coboit NpaMoe pyKOBOACTBO K 3ab6a-
ctoBke, U «pemuto» Cepres MukasnsHa (1974) no nbece Anekcangpa lenbMana,
rae oTpaXKeHa MHOMJIAHETHAA MO HbIHELLIHUM KanuTaIMCTUYECKUM MepKaM cucTeMa
LieHHOCTel: repon ¢ubMa OTKa3bIBALOTCA OT HE3ACNY)XEHHO HaYMCNEHHbIX UM
AeHer (B cBoe BpeMs ¢usbM Bbi3Ban bosbluyto auckyccuio). MiHctannauyusa, npea-
CTaBJIEHHAsA Ha BbICTABKe, ABNAETCA pe3y/bTaTOM 3TOro 3KCMNEpPUMEHTA.

Ho, BO3MOXHO, CaMbIM 3Ha4MMbIM CUMMTOMOM MPOBGYXAAIOLLEroCs CO3HAHUA —
M B TOM YWCNE CO3HAHWA XYAOXHMWKA, KOTOPbIA, KOHEYHO Xe, TOXe MpoJsieTapuit
COBpEMEHHOro MUpa, — ABMAETCA caM akT Toro, 4To «CUHME HOCBI» OTKa3anmch OT
4aCTO UCKYCCTBEHHOrO, MOHOTOHHOTO U HaTYXXHOFO CMexa, KOTOPbIVi CONpOBOXAas
nx pa6otbi B 2000-€ roapl. DTOT CMeX BbIpaxkas Npex/e BCEro CoLManbHOe U Nosn-
TU4eckoe Beccunme cyObeKTa BaCcTU, KOTOPOMY HEOCTYMHbI JaXke UPOHUA U cap-
Ka3M 1 Ha [JOJIt0 KOTOPOro OCTAOTCA JNWLLIL NOAPOCTKOBbIE KMPUKOSbI». Bo3MoxkHO,
CUTyaLuA AeNCTBUTENIbHO MeHAETCA.

EQ
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exposition, more evocative of a historical or regional studies museum than an art
exhibition, displays the artists’ investigation of the mysterious “disappearance of
the working class.” Have those unable to live on the interest from their capital
and forced to sell their labor power really disappeared from the modern world?

Obviously, the answer is in the negative. These people do exist; many visitors
to the exhibition will recognize themselves in them. But they have lost their claim
to a supposedly dominant social role (which did not actually exist in the USSR)
and failed to acquire a new self-consciousness. As an experiment — and as an
attempt to stoke that same consciousness — Alexander Shaburov and Viacheslav
Mizin screened two Soviet films to Ekaterinburg factory workers. Sergei Eisen-
stein’s Strike (1924) is a guide to industrial action, and The Prize (1974), Sergei
Mikaelyan’s adaptation of an Alexander Guelman play, which depicts a values sys-
tem wholly alien to today’s capitalism: The main characters refuse money unde-
servedly credited them (the film was the source of significant discussion on its
release). The installation at the exhibition is a result of that experiment.

But it may be that the most significant symptom of an awakening conscious-
ness — including that of the artist, who is certainly a modern proletarian in his
own right — is the very fact that Blue Noses have abandoned the often artificial,
monotonous, and forced laughter that accompanied their work over the past
decade. This laughter was foremost an expression of the social and political help-
lessness of a subject of power, unable even to draw upon irony and sarcasm and
left solely with adolescent “gags.” Things may well be changing.

ED
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LIMPKYNALMSA OBPA3OB

Angpeac 3ukmanH, Anuca Kpaiiwep, Makc Mopre Xunaepep

Kak HaM neTb necHb MocnogHio Ha 3emne vyxoii! MNpuHumun MNoTock (BbicTaBKa

B Ayxe bofte-en-valise). 2010
Pa6ota 6bina usrotosnena e bepnnte, npueeseHa ofHUM 13 aBTOPOB B IMYHOM Garaxke 1 CMOHTUPO-
BaHa Ha MecCTe.

Ota paboTa — NopTaTuBHas MoAenb Apyroi BbICTaBku, NpuBeseHHas B Ekatepuh-
Oypr B 4eMOAaHe OAHMM U3 ee KypaTOPOB Ha MaHep KJIaCCMYECKUX, BTOPOi1 NMomno-
BuHbI 1930-x rogos boite-en-valise (kopobok B YeMogaHe) Mapcena [iolaHa.
B yeMogaH noMellieHa MUHUaTIOpHas Bepcua BbicTaeku «IpuHumn MoTtocuy, koTo-
pas otkpbuiack BecHoit 2010 roga B Magpuge v B koTopoit 6onmBuiickas xuso-
nuck XVI=-XVII Bekos 6bina conoctaeneHa ¢ paboTaMu COBpeMEHHbIX XYAOXKHU-
KoB. TeM caMbIM KypaTOpbl MbITaJIMCb HANTU TOYKM COMPUKOCHOBEHUA MeXAy
HaLMM «rnobankHbIM MUPOMY M 3MOXON CO3aHNA NepBbIX KonoHui. B XVIun XVII
Bekax 6onumeuiicknit ropog Notocn 6bin 0AHMM U3 LIEHTPOB TaK Ha3bIBaEMOro nep-
BOHa4asibHOro HakonneHus kanutana (Mapkc): ropoa poc Kak Ha ApoXoKax U no
CBOEM BennyuHe yxe Mor conepHuyarts ¢ [Napuxem n JTongoHoM. OTkpbis B AHAax
3anexu cepebpa (nofobHble «kenesHoi rope» B MarHutoropcke), ucnaHckue
KOJIOHM3aTOpbl OTNPaBUM Ha paboTy B PyAHUKMU KOPEHHbIX XUTeNel U3 MnieMeHu
aliMapa: nepBbIM [JeNOM UX O6paTUIM B XPUCTUAHCTBO, @ 3aTEM CTasIM UCMOMb30-
BaTb Ha CMepTesIbHO OMacHbIX paboTax B Ka4yecTBe Nerko BOCMOJIHAEMOro 3amnaca
pabcunbl. CucteMaTyeckas SKCNponpuaLus NpUpPOAHbLIX PECYpCOB U Yenoseye-
CKMX XW3Hel CcOomnpoBOXJasacb MacCOBbIM MPOMU3BOACTBOM OOpa3oB, MpUYeM C
nsobpeTeHMeM MaCNAHbIX KPAaCOK U NeYaTHOro CTaHKa 3TOT NpoLiecc HEMMOBEPHO
yckopunca. B rog mactepckue B Angax Mornu npouseoamntb Ao 200 Tbicay nono-
TeH Ha eBponeickue penurnosHble ctoxeTsl. «puHumn MoTocuy» BbicBeunBaeT
Hacunue, BHyTPeHHe NpucyLLiee 3TUM M306paxeHnaM, n obpalljaeT Halle BHUMaHWe
Ha ero noctosHcTBO. [leknH, Mockea, [y6ait, JlonaoH, bepnun, J1a-MNac — ot
MoTtocyu Hawero BpeMeHu. C KaXAbIM U3 3TUX FOPOAOB CBA3aHbI CBOM UCTOPUM
HaCUNbCTBEHHbIX 3KCNPOMNPUALMIA U HAKOMIEHUI U KaXKAbl U3 HUX KOHBENEPHbIM
obpaszom npouseoann obpasbl cnasbl, y>kaca u GraxxeHcTBa.

ap

IOpwuit Anbbept

CanoHbl. 2006-2007
AyauonHCTannALMA NpeACTaBnaeT co6oi BapuaHT paboTbl, paHee JeMOHCTPUPOBABLLEHCA C BUAEOKOM-
noHeHToM. [1nsa Ypanbckoi 6ueHHane asTop cenan 8 Mockee HoByto ayanosanuch gnuHoli B |0 vacos.

B nonHoi TeMHOTE MbI CNbIWKNM, KaK KTO-TO YUTaeT BCNTYX ONMUCAHUA CTapbIX Kap-
TMH. CnocobHbl N1 Mbl NpeAcTaBuTL MX cebe, He BUAA! 3anucb ANUTCA AecATb
vyacos. Konuyectso NCKYCCTBa NpeBOCXOANUT Halln OrpaHU4eHHble BO3MOXHOCTHU
3pUTENA U CATyLUaTens.
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CIRCULATION OF IMAGES

Alice Creischer, Max Jorge Hinderer, Andreas Siekmann

How can we sing the song of the Lord in an alien land? The Potosi Principle

(A Boite-en-valise exhibition). 2010
The work was made in Berlin and brought to Ekaterinburg in the personal luggage of one of its
authors, who installed it in situ.

This work is a portable model of another exhibition, a little like the classic Boite-
en-valise (Box in a Suitcase) that Marcel Duchamp made in the mid-to-late 1930s. It
shows you a miniature version of The Potosi Principle, which opened in Madrid this
spring and brought together Bolivian colonial paintings with responses by contem-
porary artists to show the ongoing link between that age and our own. In the | 6%
and | 7t centuries, Potosi in Bolivia was one of the centers of the so-called primitive
accumulation of capital (Marx): A boomtown whose size rivaled Paris and London.
Having found a mountain of silver in the Andes (much like the mountain of iron in
Magnitogorsk), the Spanish colonizers sent the indigenous Aymara to work in the
mines, first converting them to Christianity and then using them as disposable labor
in the lethal process. This systematic expropriation of resources and human life was

There is o primitive accumulation thot is merely so called

There are human rights fo have rights over humans

How can we sing the olien song in the lond of the Lord?

D

The Potosi Principle

The world upside down

Fig. 21

Anapeac 3ukmManH, Annca Kpaitwep, Makc Mopre Xunaepep. Mpurumn Motocu. 2008. Tutyn nyTeBoAuTeNA Mo BbICTaBKe

Alice Creischer, Max Jorge Hinderer, Andreas Siekmann. Potosi Principle. 2008. Title page of the exhibition guide
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Xypoxuuk lOpuit Anbbept untaet «CanoHbl» [uapo, peueHsnmn Ha nybnunyHble
BbICTABKM COBpPeMeHHOro uckycctea B JlyBpe, npuHaanexaiivue nepy Besmkoro
npoceetutens XVl seka. B [760-e roabl 371 TeKcTbl 6b1IM YacTbIO PyKOMUCHOIO
XypHana, KoTopslit pacceinanca |15-20 nognucumnkaM, cpeim HUX BbINM MOHapXH
Poccuun, LLiseuuu, Monbn. Beictasku B JTyBpe npuobpenu orpoMHyto nonynsp-
HocTb. MckyccTBO BnepBble B CBOE UCTOPUM NnepecTano ObITb Hepa3pbIBHO CBA-
3aHO TOMbKO C LIEPKOBbLIO UMK KOPOJIEBCKUM ABOPLIOM, OHO CTano (heHOMEHOM
ny6nM4YHOro BHMMaHUA, HA HEro MpUXOAWMM MOrMa3eTb CaMble LUMPOKKUE CJIOM
ny6nukun. Paktnyeckn «CanoHbly», KOTOpble NPOBOAUNNCL Pa3 B ABa roAa, Obuim
npeALUecTBeHHWKAMU COBPeMEHHbIX GueHHane. A Tekctbl Juapo byHKUMOHMpO-
BaJSIM BMECTO UIIIOCTPALUIA.

Mo4Th HKM ofHO 13 NpoM3BeAEHMIt, O KOTOPbIX OH NKca, O Hac He AoLuno. Mbl
HUYero He 3HaeM 06 VX aBTOpax — OHM KaHynu B Jlety. Toraa nn Havyanocb To
Nnepenpou3BOACTBO UCKYCCTBA, Ta UHTErpauMsa ero B MHAYCTPUIO pa3BlieHeHuit,
CBUAETENAMM KOTOPOro Mbl cTanu ceityac? [JonmkHbl M Mbl NOCTaBUTL 3HAK PaBeH-
CTBa MeXAY CNTOBaMU KCOBPEMEHHbIN» U KHeAONTOBEYHbIN»! A MOXeT ObITb, faXxke
KHEHYXHbIN»! DT Bonpockl o4veHb UHTepecytoT IOpua Anbbepra, XyaoxHMKa-
KOHLeNTyanncra, OCTPOYMHOrO MUcCriefoBaTeNis COBPEMEHHOrO WCKYCCTBa Kak
«TOrO, 4TO OCTaNIOCh OT UCKYCCTBA HACTOALLLErOY.

EO

Artenbe E.P.S. Huayco

Arte al Paso. 1979-1981
[wck, nocnanHbiin Myzeem MARCO 8 Buro (cnacv60), B kKoTopoM paboTa HeJaBHO J€MOHCTPUPOBA-
nack, He oTKpbinca Ha Macintosh. Ero otkpeinu Ha PC, koHBepTMpOBany 1 3akadanu Ha cepsep
(4to 3aHano 6onee |12 yacos). Mepesoa v cy6TUTPbI BNy caenaHbl B Mockee Ha OCHOBe TpaHC-
KpunTa, npegocraeneHHoro Murenem Jlonecom (cnacu6o).

Artenbe E.P.S. Huayco - Tak HasbiBaeTca KONINEKTUB XyAOXHUKOB, paboTaBLunii
B JTume (Mepy) B 1980-1981 roabl. A66peBunatypy E.P.S. («npeanpuatue obuye-
CTBEHHOM cobcTBEeHHOCTMY — empresa de propriedad social) xyaoxHuku mpo-
HWYHO NO3aMMCTBOBAJIN U3 APYroro KOHTEKCTa: BO BpeMeHa rnpasjieHnA reHepana
Benacko AnBapap,o Tak 0603Ha4Yannch KoonepaTtueHble NMPOU3BOACTBEHHbIE 06b-
€ANHEHNA. Yainko - I'Iep)’aHCKMﬁ OVaneKTU3M, O3Ha4YaloWmn KHaAaBOAHEHUE» UNU
«OMON3€eHb» U BOCXOAALLMI K CTIOBY Wayqu (Kry6uHa, 4ONIMHA») U3 A3bIKa KOPEH-
HbIX XXUTenemn Ke4vya. HassaHue KOJINTEKTUBA, TAKUM 06Pa3OM, OTCblJ1a€T U K HaBO-
AHEHUIO KaK nNpnpoagHOMYy 6ep,CTBMIO, 4YpeBaToMy KaTaCTpOd}MHeCKMMM couunanb-
HbIMW NOCNEACTBUAMU [ANA CENa, U K HABOJHEHMIO Kak MeTacope MacCOBOrO rnepe-
ceneHna KpecTbAH B NMPOMbILLIIEHHbIE MEranosiuCbl BCneacTteme I'IPOBaJ'IVIBLIJeVICH
arpapHoli pecdopmbl. Buaeo Arte al Paso, npeactaBneHHoe Ha BbiCTaBKe, CTaBUT
Bornpoc o COLI,VIaJ'leOVI MUCCUUN, OrpaHUYEHUAX U KOMMPOMMUCCAX, MPUCYLLUUX
NCKYCCTBY B KOHTEKCTE M3paHEHHOro, U3ypoAoOBaHHOIro 3KcnnyaTaumeV1 o6u.|,e-
ctBa. DTOT d)MﬂbM — OAHOBPEMEHHO KOJIJ1TaXK U3 SKOHOMUYECKUX AaHHbIX, MPpU3biB
K HApOAHOMY BOCCTAaHUIO U — Ha NpUMepe KOHKPETHbIX XYA0XXeCTBEHHbIX aKL[VIVI -
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accompanied by a mass production of images, prompted by the inventions of oil
painting and the printing press. Workshops in the Andes would produce up to
200,000 canvases of European religious painting per year. The Potosi Principle ren-
ders transparent the violence inherent in these images and examines its perma-
nence. Places like Beijing, Moscow, Dubai, London, Berlin or La Paz are today’s
Potosis and all have their own stories to tell of violent, expropriative accumulations,
in mass produced images of glory, terror, and paradise.
DR

EXPLICATION

DES PEINTURES,
SCULPTURES

ET GRAVURES,
DE MESSIEURS
DE L'ACADEMIE ROYALE,

Dontl'Expofition a éré ordonnée, fuivant lintention
de SA MAJESTE, par M. le Marguis De
Mawicxy , Confeiller du Roi en fes nfeils,
Commandeur de fes Ordres, Lieutenant Génd-
ral des Provinces de Beauce et d'Orléancis,
Direfteur & Ordonnatenr général des Bitimens
de Sa Majefté, Jardins, Arts, Académies & Manu-
faftures Royales.

A PARIS,

De Pimprimerie de Jean-Th. Henrssast, Imprimeur

du Rer, des Cabinet, Maifon & Bitimens de Sa Masstd,
& de I'Académic Royalede Peinture, &c.

M, DCC, LXV.
AVEC PRIVILEGE DU ROY.

TutynbHbIi nucT katanora «Canoxa» 1765 roga
Title page from the Salon of 1765 catalog

Yuri Albert

Salons. 2006-2007
The audio installation is a variation on a work previously exhibited with a video component.

The author has made a new audio recording for the Ural Biennial. Itis 10 hours long.

We hear someone reading descriptions of old paintings aloud in pitch dark-
ness. Can we imagine them, sight unseen? The recording is ten hours long; there
is more art than our limited viewing and listening abilities can take in.

The artist Yuri Albert reads Diderot’s Salons — reviews of public contemporary
art exhibitions in the Louvre by the great 18" century Enlightenment thinker.
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23 Avense E.P.S. Huayco / ®paHcucko MapuotTy, JTopeHuo beaHaa. Arte al Paso. 1981
23 Taller E.P.S. Huayco / Francisco Mariotti, Lorenzo Bianda. Arte al Paso. 1981
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In the 1760’s these texts were part of a journal sent in manuscript form to 15-20
subscribers — among them the rulers of Russia, Sweden, and Poland. The exhibi-
tions in the Louvre were extremely popular. For the first time in its history, art
ceased to be inseparable from the Church or the royal court and became a public
viewing phenomenon viewed by every section of society imaginable. Essentially,
the Salons, which took place once every two years, were the predecessors of
modern biennials. With Diderot’s texts functioning as illustrations.

Almost none of the works he wrote about survive to this day. We know noth-
ing about their painters — they have sunk without trace. Was this the beginning
of the reproduction of art and its integration into the entertainment industry
that we witness today? Should we equate the words “contemporary” and “short-
lived”? And maybe even “useless”? These questions lie at the heart of conceptual
artist Yuri Albert’s sharp-witted practice, approaching contemporary art as
“that which remains of real art.”

ED

Taller E.P.S. Huayco

Arte al Paso. 1979—-1981
The DVD sent by the MARCO in Vigo (thank you) where the work was shown recently, wouldn't open
on a Mac. It was opened on PC, converted, and uploaded via ftp. The subtitles were made in Moscow,
also using the transcripts of the English subtitles provided by email by Miguel Lopez (thank you).

Taller E.P.S. Huayco was a workshop or artists collective active in Lima, Peru
between 1980 and 1981. “E.P.S.” comes from an ironic use of the initials for
Social Property Company, which was set up during the government of General
Velasco Alvarado in order to designate cooperative production units, while
“huayco” means “floods” or “landslides” in the indigenous language Quechua.
The artists collective seem to merge the two terms in order to refer to both the
floods as natural disasters and the ensuing social devastation in the country, but
also to the floods as a metaphor for the immigration of peasants to the industrial
megapolis, as a consequence of the failed agrarian reform. The video presented
here, Arte al Paso, interrogates the social mission, the limitations and compro-
mises of art in the context of a vulnerable society scarred by exploitation. It is a
collage of overlapping economic data that instigates social insurrection and ques-
tions the role of artistic practice within this social struggle through examples of
artistic interventions. One such action, carried out in a public space in Lima,
addressed the social and cultural codes behind artistic representation. People
from different social backgrounds were asked to state their preferences
between different images, including international (Western) Christian art or
local Christian iconography, modernist abstract art or indigenous abstract
motifs, international realist style or local realist representations. It again proved
the lack of innocence of images and their vocabularies and stated the need to
adapt the artistic means to the envisioned struggle.

cc
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MoCTaHOBKa BOMPOCAa O POJSIM UCKYCCTBA B coLManbHoin 6opbbe. OfgHa Us Takux
aKkumit 6bina ocyujecTeneHa B ny6nmMyHoM npocTpaHcTee J1uMbl M 3aTparveana
coumasbHble U KyNbTYpHble KOAbI, CTOALLME 32 XYA0XKECTBEHHbIM U306paxeHneM.
JTroaei pasnuyHbIX COLManbHbIX CIOEB NOMPOCUNN BbiCKa3aTb CBOM MpeAnoYyTe-
HUA OTHOCWUTeNbHO 06pa3oe pasHbix KaTeropuit. Cpean 3TUX KaTeropuit Gbiim
MHTepHaLMOHaNbHOE (3anajHoe) XPUCTUAHCKOE UCKYCCTBO M MEeCTHAA XpUCTUAH-
cKkas MKoHorpadusa, MoAepHUCTCKoe abcTpakTHOe MCKyccTBO M abcTpakumsa B
XY[,0XXeCTBEHHOM TBOPYECTBE KOPEHHbIX XUTENei, MexAyHapoAHbI peanusM u
MEeCTHble peanMcTuyeckue nzobpasuTesibHble TPAAULUU. DTOT SKCNEPUMEHT eLle
pa3 AoKasan, 4To 3a XyA0XeCTBeHHbIMM 06pa3aMu CTOAT onpejeNieHHble Aeono-
rmyeckue cnosapu, U MOTOMY OHU OTHIOJb He HEBUHHbI. TeM CcaMbIM XYAOXHUKM
NoATBEPAUNN HEOOXOAMMOCTb COOTHECEHMA XY[OXECTBEHHbIX CPeACTB C 3aja-
4aMu coumanbHoi 6opb6bI.
KK

LLlon CHaipep

BbicTaBka. 2008
[Nocne neperoBopoB Mo 31eKTPOHHOM MOYTE XYAOXKHUK NbITANCA 3arpy3uTb punbm Ha ftp GuerHane,
HO He CMOT U1 3arpy3usi Ha CBo cobcTBeHHbIN cepaep. MepeBoa v cy6TUTPbI BGbinn caenanbl B Mockee.

Lon CHaitnep poaunca B AMepuke, HO 4acCTb CBOEro BpPeMeHW NMpPOBOAUT B
Kuneee. VIMeHHO TaM eMy nonanca Ha rnasa ¢punbM COBETCKOro pexuccepa-
AoKyMeHTanucta u oneparopa Mspauna lonbawreitna (1918-2003) «Oywm npe-
KpacHble nopbiBbi» (1965), aeiticTBrne koToporo nponcxoaut B cene NapxoMoBka
Ha BocToKe YKpauHbl. K cenbCKuUM XUTeNAM NpuesxatoT penpoayKumn LejeBpoB
[lpe3aeHckoli ranepeun, a B MECTHOM My3ee NPOXOAUT BbicTaBka paboT coBpeMeH-
HbIX MEKCUKaHCKMX XyAoxHukoB. CHaiiep nepeMOHTUpOBan cTapblit dusbM,
HapyLUWUn ero XpoHonoruto, ybpan 3akapoBblil roIoC CaMOAOBOJIbHOrO MoBe-
CTBOBaTeENsA, KOTOPOMY BCE ACHO, U BbIHEC BbIPBAHHbIE U3 KOHTEKCTa Ppasbl B BUAE
TUTpOB Ha benbiit poH. B pesynbrate BMecTo 06bIMHOrO M [JOBONBHO HaMBHOIO
nponaraHAnUCTCKoro ¢ubMa nosy4mnca GpubM-Bonpoc o 3a4a4ax U BO3MOXHO-
CTAX UCKYCCTBA.

CoseTckasa Mofenb MokKasa M BOCMPUATUA UCKYCCTBA, KaKoi OHa MpejcTaeT B
3ToM ¢unbMe, ANA COBPEMEHHOrO aBTOPa BbIMAAUT HEOOLIYHOM U Mo-cBOEMY
HoBaTopckoWi. [lepes AepeBeHCKUMU 3PUTENIAMU He XKMUBOMUCHbIE UK rpaduye-
CKMe OpUruHasibl, KOTOPble Ha ayKLMOHaX CTOAT 3a00nayHbIX AeHer 1 BCTpeya
KOTOPbIMU TaK BO3DYyXAaeT CeroAHALLHIO 3puTesibckyto Tonmy. lMepea Humm
penpoayKuun. DKCKYpcoBOg B hUIIbMe BOBCE HE CHUTAET 3TO HEM-TO OCODBEHHbIM
W Ha3blBaeT BCE BbICTAB/IEHHOE KHALLEN KONNeKuuen». DTa KONNEKLUA CNYXKUT He
caMmoit cebe, HO Npexxae BCero AUCKYCcUM — o6 UCKYCCTBE, O COCTOAHMU ObLLe-
cTBa. «[MpocTbie 3puTenuy» NpOABAAIOT CTPAHHYIO MO HALLUMM BpEMeHaM 3auHTepe-
COBAHHOCTb U BEPAT, YTO UCKYCCTBO MOXET U3MEHUTb MX >U3Hb. Ho nocneaHuii
gonpoc B punbMe — «H1o Takoe npasaal» — octaercsa 6e3 oTeera.

EQ
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Sean Snyder
Exhibition. 2008
After email negotiation, the artist tried to upload the film to the biennial’s ftp. This did not work, and

the film was downloaded from his own ftp. Subtitles were added in Moscow.

LLlon CHaiigep. Boictaka. 2008
Sean Snyder. Exhibition. 2008

Sean Snyder was born in America, but lives in Kiev for part of the year. It was
there that he stumbled across the Soviet documentary filmmaker and cameraman
Israel Goldstein’s film Noble Impulses of the Soul (1965), set in the village of Park-
homovka in eastern Ukraine. In it, the villagers are brought reproductions of mas-
terpieces from the Old Masters Picture Gallery in Dresden, while the local
museum hosts an exhibition of Mexican contemporary art. Snyder reassembled
the film, broke up its chronology, removed the narratorial voice of a self-satisfied,
all-seeing storyteller and added phrases taken out of context as titles on a white
background. The end result was that an ordinary and fairly naive propaganda film
was replaced with a questioning film about the goals and possibilities of art.

The Soviet model of displaying and interpreting art as presented in this film
looks unusual and idiosyncratically innovative to the contemporary artist. The
village audience does not see the original paintings or drawings that cost sky-high
sums of money at auctions and send modern viewers into such raptures. What
they see are reproductions. The tour guide in the film doesn’t see anything spe-
cial in this at all and calls everything on display “our collection.” This collection
does not serve itself, but, foremost, a discussion — about art and the state of
society. The “simple audience” seem interested to a strange degree by our stan-
dards and believe that art can change their lives. But the last question in the film —
“What is truth?” — remains unanswered.

ED
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Apaiia PacgxapMpepHcyk

[se nnaHetsbl. 2008
®DunbM 6bin yBUAEH OAHUM U3 KypaTopoB Ha CugHeiickoit 6uerHane B Mae 2010 roga. MNocne
6e3ycnellHbIX NOMbITOK HANTU AaBTOPA Yepe3 rafiepeto yAanock OTbICKaTh €e JIYHbIN ajpec.
XypoxHuua nepegana ¢punbM Yepes ftp, cy6Tutpbl caenanbl B Mockee.

XypoxHuua us TaunaHga )uBeT B CTpaHe, rae, kak u B Poccun, Minamm unu bpa-
3UNUK, HAaCanMBatOTCA APYT Ha ApYra He TONIbKO pPa3Hble 3THOChI AN KNAcChl, HO U
pasHble UCTOpPUYECKME MNACTbl, MPAKTUYECKM Pa3Hble LMBUNU3ALMM, NPOABNAIO-
e cebs B COBEPLUEHHO Pa3fINYHbIX YesioBeYecknx onbitax. OfHM U3 3TUX Onbl-
TOB OKa3blBatOTCA MPUBUNErMPOBAHHbI, APYrMe — OTTECHEHbl Ha OBOYMHY Kynb-
TyPbl U NONUTUYECKOW cUCTeMbI. [lna COBpPeMeHHOro Xy0XHMKa MHTEPeCHO npe-
XJe BCero Ux CTONKHOBEHWE, TO eCTb TO, YTO AeSlaeT MHOTMe U3 aKCMOM FoCnoA-
CTBYIOLLIEN KyNbTYpbl KyAa penbedHee.

[na ceoero eugeonepdopmaHca us cepun «J[lpe nnaHeTbl» XyAoXKHWLA Npu-
Be3Na B TAlCKYIO AePeBeHCKYIO rMyOuHKY yBeNnMyeHHble A0 peasibHbIX pa3MepoB
pPenpoAyKLUM KNacCUYecKuX Mpou3BefeHuit esponeickoro MmoaepHusma. dep-
Mepbl 1 lecopybbl NpsAMO Ha cBoeM paboyeM MecTe 0BCy>KJatOT BEpBble B XKU3HM
yBuaeHHble KapTuHbl KaH-®paHcya Munne («CobupartenbHulbl KONOChEBY,
1857), Dayappa MaHe («3aeTpak Ha Tpasey, 1863) n Buncenta Ban lNora («/[Hee-
Hol coHy», 1889-1890) n pykoBoACTBYIOTCA B 3TOM CBOMM MOBCEAHEBHbIM OMbl-
ToM. OHU CMOTPAT Ha UCKYCCTBO C HAMBHOCTbIO, HE NpeAnosiaras, YTo Ass BOCNpu-
ATUA DTUX KAPTUH UM HY>KHbI KaK1e-TO 3HaHUA UM UAEONOTNYECKUE YCTAaHOBKU, U
NpUXOAAT K COBCTBEHHbIM BbiBOAaM. M 3TO o4eHb Henoxoxe Ha TO, Kak Mo4Tu
TaKas >Xe «BCTpeYa C NpeKpacHbiM» npoucxoaut B ¢unbMe LlloHa CHaligepa
«BbicTaBKay, rae AencTBME pa3BOpayYMBaAETCA B YKPAMHCKOM KOJIXO3€e: COBETCKMNMA
XY[,0XKECTBEHHbIN MPOEKT Bbln O4eHb ANMAAKTUYHBIM U TpeboBan oT 3puUTens npe-
XJe BCero NoHMMaHus 1 3HaHuA. Ho kakas ns stux Moaeneit obecneymsaer 6onee
rny6oKuit KOHTaKT ¢ uckycctBoM! M obAszaTenbHO M CMOTPETb Ha MOJEPHU3M
KaK-TO MHaye, 4eM Ha ntoboe Apyroe UCKYCCTBO, — CMOTPETb Ha HErO MOJEPHU3U-
POBaHHbIM B3rnAgoM?

EQ

Cepreit bpatkos

COLLECTI@N. 2005
MHcTtannauus ¢pusmyeckv npuseseHa aeTopoM B EkatepuHbypr v cMOHTMpOBaHa UM Ha MecTe.

Mpeamer ¢otorpaduit u eugeo Cepres bpatkoBa — NpoBMHLUMANIbHbIE KOM-
MAeKcbl, C TEM TOJIbKO YTOYHEHMEM, YTO NMPOBUHLMUEN ABNACTCA CErOAHA BCA Ma-
Heta. OH BHMMaTenbHO HabntoaaeT 3a 6ecco3HaTeNbHbIMU KTUKAMU U CO3HATESb-
HbIMU YXXMMKaMU MaJIEHbKOrO YeNnoBeKa, pa3OpBaHHOIO MeXAy MeYToW U peasb-
HoOCTbtO, Mexay TpeboBaHMeM rnobanbHbIX MaccMeamna «ObiTb coboiy», TO ecTb
HEMOXOXMWM Ha APYruX, U CKyKoW cBoeit CoOBCTBEHHOM, Hen3beXHO orpaHU4eHHOM
Xun3HU. bpaTKoB Bcerga cHMMaeT He CTONMbKO TO, Kak YesIOBEK BbIMAAUT, CKOJIbKO
TO, Kak OH cebs nokasbIBaeT, Kak JkeT o cebe. YenoBek HaluMX AHEN BbIHY>XAEH,

PYC Beicraska / Linpkynauus o6pasos



25
25

Araya Rasdjarmrearnsook

The Two Planets. 2008
The film was found by one of the curators at the Sydney Biennial May 2010. After fruitless attempts
to locate the author through her gallery, personal contact was established. The artist uploaded the

film via ftp and subtitles were added in Moscow.

Apaita PacaxapmpepHcyk. [lge nnanetsi. 2008
Araya Rasdjarmrearnsook. The Two Planets. 2008

The artist’s home country, Thailand, is one where - as is the case in Russia,
India, or Brazil — not only different races or classes, but different strata of his-
tory, practically different civilizations are piled on top of one another and find
expression in the most diverse forms of human experience. Some of these expe-
riences end up being privileged, others are shunted to the cultural and political
curb. Contemporary artists are primarily interested in when they collide and
thus bring many of the dominant culture’s axioms into much sharper relief.

For her video-performance from the series The Two Planets, the artist brought
life-size reproductions of classic European modernist artworks to a remote vil-
lage in Thailand. In the film, farmers and lumberjacks see paintings by Jean-
Francois Millet (The Gleaners, 1857), Eduard Manet (Breakfast on the Grass, 1863),
and Vincent Van Gogh (The Midday Sleep, 1889—-1890) for the first time while at
work and discuss it through the prism of their everyday experience. They look at
art naively, without the assumption that they need some kind of knowledge or
ideological position to interpret these paintings, and come to their own conclu-
sions. And this is very unlike what happens during an almost identical “encounter
with beauty” in Sean Snyder’s film Exhibition, whose action takes place on a Ukrai-
nian collective farm; the Soviet artistic project was highly didactic and above all
demanded understanding and knowledge from the viewer. But which of these
models brings us closer to art? And do we have to look at modernism differently
from how we look at any other art — from the vantage-point of modernity?

ED
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Romanticism

26 Cepreit bpatkos. PomanTnam (13 cepun COLLECTI@N). 2005
26 SergeiBratkov. Romanticism (from the series COLLECTI@N). 2005
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Sergei Bratkov

COLLECTI@N. 2005
This installation was brought to Ekaterinburg by its author and installed in situ.

Sergei Bratkov’s photographs and video take provincial complexes as their sub-
ject, with the added caveat that today the entire planet is a province. He atten-
tively observes the unconscious tics and conscious grimaces of the little man torn
between dream and reality, between global mass-media demands to “be your-
self,” i.e. different from others, and the ennui of his own, inevitably limited life.
Bratkov’s work has always been less about what people look like than how they
present and lie about themselves. The strident demands of modern culture
require modern man to “renew” and “reinvent” himself ceaselessly by using artis-
tic devices tailored to this purpose. Art, for its part, is becoming a design that
even runs through real human bodies, to say nothing of their self-representation.

Bratkov gives this his full attention in his archival project, for which he col-
lected and examined amateur erotic photographs from the Russian Internet. We
can use these photos to trace contemporary art’s breakneck rise in popularity in
Russia and the extent of its mass diffusion. Amateur reactions can tell us exactly
when Robert Mapplethorpe was widely shown and advertised for the first time
in Russia and when Alexander Rodchenko was rediscovered by the public. Any
stylistic device under the sun turns out to have been chewed up and spat out by
the machine of “total artistic independence” that is the Internet, which deceives
people with the promise of creation while in reality dooming them to the passiv-
ity of the eternal hack.

ED

Vitaly Volovich

Collection. 1995
The original works (which themselves are part of an edition) are kept in the Ekaterinburg History
Museum, which was willing to allow them to be copied. The exhibition copies were, however, made
from other copies held in a private collection.

Vitaly Mikhailovich Volovich, a member of the Union of Artists of the USSR
since 1956 and an Honored Artist of the RSFSR, is probably the most famous of
what could be called Ekaterinburg’s traditional artists. During the Soviet period
he, like many others, preferred to work as far away from politics as possible —
illustrating new editions of literary classics. His works quoted surrealism and
other forbidden modernist art movements.

During the first years of new Russian capitalism, Volovich, an artistically atten-
tive man, amassed a collection of classified advertisements for erotic services
that suddenly appeared on the streets of Ekaterinburg. The classifieds were full
of visual quotations and attracted the artist’s attention as examples of a sort of
naive pop art.

Moreover, these turned out to be practically the first examples in the USSR of
advertising, known as “industrial drawing” in Soviet art education. But the 1990s saw
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COrNacHO ecCTo4ahlunMM TpebGoBaHMAM COBPEMEHHOW KyNbTypbl, HernpepbIBHO
«OBHOBRATLECAY U «M306peTaTh cebay, UCMONb3yA ANA 3TOro XyAOXKeCTBEHHbIe
npuemMbl. MickyccTBo e npespallaetca B AU3aiiH, TPOHU3bIBAIOLLMIA coboit faxke
peanbHble Tena ntoen, He roeops yxe o6 1x camopenpeseHTauUuu.

MMeHHO Ha 3TOM B MCKNIOYNUTENLHOWM Mepe cocpesoToueH bpatkos B cBoeM
apXVMBHOM NpOEKTe, ANA KOTOporo oH cobpan u uccnegoean nobutensckue 3po-
Thdeckme dotorpacdum U3 pycckoro mHTepHerta. o 3TM cHMMKaM MOXHO npo-
CneamnThb, Kak KaTacTpoduyeckn BbICTpO pocsia B nocseHue rofbl NOMynApHOCTb
COBPEMEHHOro UCKYCCTBA M Kak CTPEMUTENIbHO OHO MPOHWMKano B Macchl. Mo peak-
umn nobuteneit MOXXHO y3HaTb, Koraa nMeHHo B Poccum Gbin Bnepsble wmpoko
nokasaH u paspeknammposaH Pobept Manntopn, a korga BHOBb OTKpbITHIA AnA
ny6nuku Anekcangp Poadenko. JTroboit cTunmnctuyeckuii npueM okasblsaeTca nepe-
XEeBaH M BbIMJIFOHYT MALLUMHOW KTOTaNbHOWM XYAOXEeCTBEHHOW CaMOAeATeNbHOCTUY
MHTEepHeTa, KOTOpPbIl B COBPEMEHHOM Mupe OOMaHbiBaeT Yenoseka obelljaHueM
TBOPYeCTBa, a Ha CaMOM Jene obpeKaeT Ha MaCCMBHOCTb BEYHOTO 3MUroHa.

EA

Burtanuit Bonosuy

Konnekuusa. 1995
Opurunans! pabot (KoTopble caMu no cebe ABAAIOTCA TUPAXKHBIMU KOMUAMU) XpaHaTcsa B Mysee
uctopum Ekatrepunbypra. Paspeluermne Ha X KONMMpOBaHWe My3eli Aasl, OfHaKO KCepoKonuu Gbinu
cAenaHbl C APYyrunx 3K3eMI'IJ'IﬂPOB, HaxoaAawmnxcsa B HaCTHOM BJla€HUN.

Butanuit Muxainosuy Bonosuy, unen Cotosa xygoxHukos CCCP c 1956 roaga
1 3acny>xeHHblit XygoxHuk PCOCP, — BepoATHO, caMblil U3BECTHbIA XYAOXKHUK
ExkaTepuHbypra u3 uucna Tex, KOro MOXHO MPUYUCIUTL K TPaAULIMOHHbIM.
B coBeTckue rogbl oH, Kak 1 MHorue, npegnoyen pabotatb B obnactu, Hanbonee
YAANEHHOMN OT MONIUTUKK, — UINIOCTPUPOBAST U3AAHUA KITAaCCUYECKOM JINTepaTypbl.
B cBoux paboTtax OH LUMTUPOBanN ClOppeasi3M U Apyrve 3anpeLleHHble TeYeHus
MCKyCcCTBa MOAEPHU3MA.

B nepeble rogbl Hoporo pycckoro kanutanusma Bonosuy, Byayun vyenoeekom
XY[,0XXECTBEHHO BHUMaTE/IbHbIM, COOpasl KONNMEKLMUIO BHE3AMHO MOABUBLUMXCA Ha
ynuuax EkatepuHOypra YacTHbiX o6bABneHnin 06 spoTndeckux ycnyrax. Obbas-
neHus Gbinn MOMHbI BU3YaslbHbIX LUTAT U NMPUBNEKIM BHUMAHUE XYAOXHMKA Kak
cBoero popa o6pasLibl HAMBHOIO NOM-apTa.

Kpome Toro, oHun okasanuck npaktuyecku nepebiMn B CCCP obpasuamu peknamsl,
KoTopas B COBETCKOM Xy 0XKeCTBEHHOM OOpa30BaHMK Ha3bIBaslaCb KMPOMbILLIEHHOM
rpacpukoiy. Ho B 1990-e roapl Ha MecTO MPOMbILLINIEHHOCTU Y)Xe NpUXoAuna Top-
roens. B gaHHOM cny4ae TOproens HemcyepnaeMbIM TeNIECHbIM CbIPbeM, Ha CITYXOYy
KOTOpOro 6b1n NocTaBneHbl MefbKatoLLe LTaTbl U3 MACCOBOM KyJSbTYpbl.

B nckycctBe Heob6x0aMMOCTL MPOM3BOACTBA B 3TOT MOMEHT TOXe Oblna nocTae-
NeHa noJj COMHeHMWe: XyAOXHUK CTAaHOBWIICA He NMPOU3BOAUTENEM, a MPOJABLIOM
obpasoe. TacoBaHMe apxumBa Yy>KUX apTedaKTOB — TUMUYHbIN XKECT MOCTKOHLIENTY-
aJIbHOTO XYZIO)KHMKA, O YeM CBUAETENbCTBYET U HAXOAALLLAACA HA STOW XKe BbICTaBKe

PYC Beicraska / Linpkynauus o6pasos



27  Burtanui Bonoeuy. Konnekuus. 1995
27  Vitaly Volovich. Collection. 1995
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pabota Cepres bpatkosa. >Kueu Bonosuy 3a rpanuueit, B Espone nnu CLUA, rae ¢
1960-x ropos nobeamno «pacliMpeHHOe NOHUMAaHUE UCKYCCTBAY, Ero KOJIeKLma
y>Ke JaBHO Morna ObITb BbICTAB/IEHA 32 €rO MOAMUCHIO U KaK ero NpousBeseHue.
C paspelleHuns aBTOpa KypaTOpbI BbICTABKM CErOAHA BOCMOJIHAIOT 3TY OMMOLIHOCTb
UcTopUMm.

EQ
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industry give up its place to trade. In any case it was an inexhaustible physical mate-
rial that was being traded, supported by flickering quotations from mass culture.

In art, doubt was also cast on the necessity of production at that time: the art-
ist was becoming a seller, not a producer, of images. Shuffling through an archive
of someone else’s artifacts is typical for a post-conceptual artist, as borne wit-
ness to by Sergei Bratkov’s work on display in this very exhibition. Had Volovich
lived abroad, in Europe or the USA, where art has been an “expanded field” since
the 1960s, his collection could have been exhibited as his work, with his signa-
ture, years ago. With the author’s permission, the curators of the exhibition are
compensating for history’s negligence.

ED
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CTPOUTb KATTUMTATTN3M

JInee Unuub

Pesynbtat MHOXecTBa Belueir. 1998
MHCTaJ‘IﬂHLWIH cAenaHa noj pyKoBoACTBOM KypaToOpoOB no I'IPM6J'IVI3VITeﬂbHOMy 3CKN3Y XyAOXHUKa.
Pasmepbl (12 MeTpoB cornacHo 3ckusy) afanTMpoBaHbl K pa3MepaM NOMELLIEHUSA, KUTANCKUE JeHeXHbIe
Kyntopbl CO3HaTe/IbHO 3aMeHeHbl Ha pyccKkue.

JTunb Ununb poauncsa B 1960-e roabl v cTan o4eBUALEM MHOMMX 3HAYUTENbHbIX
co6bITUiM paMaTuyeckoro u 6ypHoro pa3sutua Kutas — KynbTypHoii peeontouum n
3KoHOMMYeckux pedopm |980-x, cobbITUiA Ha Nnowaam TAHbaHBM3Hb U Nocneo-
BaBLUMX 32 HAUMU CTPEMUTENbHbIX KanUTaIMCTUYECKUX npeobpasoeaHuii. B ceoem
TBOpyecTBe JIMHb UnuHb, Kak U gpyrme XyAoOXHWKM ero MOKOJIEHWUA, TOBOPUT O
KPUTUYECKMX TOYKAX 3TUX TEKTOHUYECKMX U3MEHEHWI Ha A3bIKe, OTMEYEHHOM BNN-
AHMEM 3aMaZiHOro MMHMMANIM3MA M KOHLeNTyanusma. B ceomx nHcrannaymsax u nep-
¢opmMaHcax JIunb MnnHe Yacto ncnonesyet rpybbie cTpouTenbHble MaTepuansl.
TeM caMbIM OH OBHaXkaeT MaTepUasIbHOCTb KanUTaIMCTUYECKOM CUCTEMbI, KOTOpas,
HEeCMOTPA Ha TPECKY4yto NOCTPOPANCTCKYIO PUTOPUKY, MPOAOIIKAET ONMPaTbCA Ha
UCYUCIIUMBIe YesloBeYeCKMe U cbipbeBble pecypckl. Kak nuwet Xy daH, «Mbl BUAUM,
YTO KWMPMWUY, OCHOBHOM CTPYKTYPHbIN 3neMeHT B paboTax (J1uHb MnuHa), — 3710 He
NpocTo 6a30BOE C/IOBO B €r0 XyAOXECTBEHHOM C/TIOBApE; 3TO OOBEKT, U3HAYANbHO
NPeBOCXOAALLMIN CBOE 3aypAAHOE COLMaNIbHOE, MOIUTUHECKOE, SKOHOMUYECKOE U
KynbTypHOe 3Ha4yeHWe u obpeTatolnii B MIMYHOM JleKcukoHe JTuHb nuHa HoBbil
cmbicny. MHctannauma «PesynbtaT MHOXeCTBA BeLleiy» npeacTaBnseT coboi Kup-
MUYHYIO CTEHY, U3 KOTOPOW TOpYaT AeHexXHble Kyntopbl. [IpobounHa B cTeHe nMeeT
oyepTaHuA Yenoseveckoit ¢urypbl. B npouecce cosganna nponsseseHns Xyaox-
HUK MPOBEN B Hell HEKOTOpPOE BpeMsl.

KK

Mona BaramaHy u ®nopuH Tygop

KoHeeitep no npousesoactey 6yaywiero. 2010
MHCTaﬂJ’IﬂLI,VIﬂ NOCTpOEeHa NO 3CKU3Y XyAO>XXHUKOB. C pa3peLleHnn aBTOpOB ANnA Hee UCNONb30OBaHbI
CTOnNbl, HaXoaueLumnecsa B 34aHUN TMI'IOFPaC‘)MM. EaHHep 6b1n1 U3roToBneH AaBTOpaMu BPy4HYtO U NpuciaH
u3 byxapecta B EkaTepuHGypr skcnpecc-noytoi.

Kanutanusm BopBasnca B 6biBLUME COLMANMUCTAYECKME CTPaHbl BypHbIM BUXPEM Kap-
TMHOK. Llenoe nokoneHve pocno «6e3 oTpbiBa» OT TeneBU3Opa, KOTOPbINA peksa-
MUPOBaJI YyAeca 3anaZHoOro MMpa, B TO BPeMA Kak 32 OKHOM CBMPENCTBOBANA LLIOKO-
Bas npusatusauun. CerofHa 3TO NOKOJIEHNE COCTABJIAET pe3epBHYIO apMuto pabo-
Yyell cunbl AN1A NOCTPOPANUCTCKON CEPBUCHON UHAYCTPUM, MPULLIEALLIEA HA CMEHY
3aBozaM, a uMdpoBas peBONIOLMA CTEpNla CaMO BOCMOMMHaHWE O CyLLeCTBOBa-
HUM BuaeokacceT. MoHa Bartamany n ®nopun Tyaop ucnonbsytoT 3TOT Bbllles-
LUK M3 ynoTpebneHna HocuTenb A1 CO3/aHnA KOHBeepa No NpouseoAcTey Gyay-
LLiero, NMpuU4eM TaKoro KOHBeepa, KOTOPbIN OCYLLEeCTBNAET He COOpKY, a pasbopky.
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BUILDING CAPITALISM

Lin Yilin Fig. 28

The Result of a lot of Pieces. 1998

The installation was executed by the curators according to a sketch supplied by the artist. The
dimensions of the work (1200 mm, according to the sketch) have been adjusted to fit the exhibition
space, and Chinese banknotes have been replaced by Russian ones.

Borninthe 1960s, during his life Lin Yilin has experienced all the major moments
of China’s dramatic whirlwind development: from the Cultural Revolution to the
dawn of the economic reforms of the 1980s, from the Tiananmen Square event
to the accelerated capitalist transformations that followed and were enhanced by
it. His work seeks to capture critical moments in these tectonic phenomena, in a
language influenced, as with others of his generation, by Western minimalism and
conceptualism. In his installations and performances, Lin Yilin often employs raw
construction materials, in an exposure of the basic material structure of the capi-
talist system that, despite blinding post-Fordist rhetoric, still relies on the basic
and quantifiable resources of human labour and raw materials. As writer Hu Fang
putit, “we see that the ‘brick’ as a fundamental structuring element of his work is
not simply a basic word in his artistic vocabulary, but an object which has, from
the beginning, transcended its own ordinary social, political, economic and cul-
tural meaning, taking on a new meaning in Lin Yilin’s own self constructed lexi-
con.” His work The Result of a lot of Pieces consists of a brick wall bearing the out-
line of a human form with bank notes stuck between the bricks. When producing
this piece, Lin Yilin inserted his body into the brick wall, living briefly inside it.

cc

28  Jlunb Mnub. Pesynbrat MHOXecTBa Belyert. 998
28 LinYilin. The Result of a lot of Pieces. 1998
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OmxMBLUME NNEHKM BbIKNIAAbIBAIOTCA Ha CTOMbI, paspbiBaloTcA M nepepabartbia-
totcA. B pesynetate nonyvaertca uHctannAauma, peweryatas popMa KOTOpPOWA Hano-
MWHAeT apXMTEKTYPHbIN MaKeT U OHOBPEMEHHO OTCbIaeT K 1abopaTOpHOMY KOH-
cTpyktususmMy 1920-x. Mexay TeM Takoe MUCMONb3OBAHUE BUAEOMIIEHKU BOCXOAUT
K XXM3HEeHHO npakTuke: B BeHecyane kpecTbAHe pa3MevaloT eto y4acTKu npu nepe-
fene 3emnu. «KoHseitep ana npouseoactsa Oyayluero» yseHumBaetca GaHHepoM,
Ha KOTOPOM MOKa3aHO pacrpejeneHne HalMoHanbHOro 6oratcTea B COBpeMeHHOM
PyMbIHUK, ogHOM M3 «3KOHOMUYecknx TUrpoe» Boctounoit EBponkl. Ceonm BHelw-
HUM BUAOM JuarpamMma HarnoMmuHaeT pabotbl Kl Bpemepa —3HamMeHuToro 3anagHo-
repMaHckoro nonutudeckoro mmuumManucta |970-x rogos. XyaoxHUKM HaMeKatoT
Ha TO, 4TO B DyAyLLEM Hac XKAET He TONbKO nepesien 3eMIu Ui cobCTBEHHOCTH, HO
U nepepacnpejeneHne XygoXecTBeHHbIX A3blkoB. OHU MpucBavBaloT y3HaBaeMbli
A3bIK aMEPUKAHCKOIO MMHUMANIN3Ma, KOTOPbIN aCCOLMUPYETCA C XONOAHON BOMHOM U
rereMmoHueit CLLIA, Ho ncnonb3ytoT ero «nmpatckum» obpasoM — A BbICBE4YMBaHUA
MMEHHO TeX 30H, KOTOpble MUHUMANM3M UK He 3aMeYall, U CO3HaTesIbHO 3aTyMaHu-
gan. Y Batamany u Tygopa MMHMMann3M CTaHOBUTCA MHCTPYMEHTOM HOBOTO, pacLLn-
PEHHOro CoLManbHOro nepeaena, 1 B 3TOM CMbIC/le OHM BO3BPaLLAlOT MUHUMANM3MY
€ro U3Ha4asibHoe NoNNTUHECKOE 3Ha4eHMe.
ap

Hukura KagaH v Anekcangp bypnaka

Hoeoo6pasoeanus. 2010
PaboTta 6bina ocylecTBneHa nocne KOHCYNbTaLuii CO CTyAeHTKoM Ypanbckoro yHueepcuteta Onbroi
PbIGOﬁ, OHa noMorna C06paTb VIH¢OPMaLlMOHHbIe MaTepuasibl, He BCe U3 KOTOPbIX HaXoAUNUChL B
OTKpbITOM focTyne. MpuHTLI HanevataHb! ¢ $aitnoB, NepeslaHHbIX MO 3IEKTPOHHO NOYTe, a UHCTANNA-
umA ncrnonHeHa B EkatepnHbypre no MHCTPYKLUMAM Xy[A0XKHUKOB.

®DopMa Kpyra u XaHp apXMTEKTYPHOrO MaHa B 3TMX paboTax HanoMUHatoT ob
OnbITaX pyCCKOro aBaHrapza, B YaCTHOCTH, O «MpoyHax» JIMCMLKOro — BU3MOHep-
CKMX KapTax BOEHHbIX AeicTBuil. Ho TaM, rae «kpacHbit KnuH 6un Genbixy,
cerofHa WAET Apyraa BOWHA C APYrMMU nobeauTensMuM — BOMHA K3SIUTAPHBIX»
WHTEPECOB NPOTUB UHTEPECOB OOLLLECTBEHHBIX.

Mpoekt Hukutbl Kagana u Anekcanapa bypnaku nccneayer nsmeHenus ropog-
CKOI1 cpeApl, CTaBLLME pe3yNibTaToM No6eOHOCHOrO HAaCTYMNNEHNUA HOBOTO AMKOro
KanuTanusMa. Ha kapTax usobpaxeHbl paitoHsl Kuesa (rge >kusyT aBTopbl) 1 Eka-
TepuHOypra, rae obLyecTBeHHOE NPOCTPAHCTBO UCYe3aeT Mo HaTUCKOM YacTHbIX
nHtepecos. CkBepbl BbpybatoTcs, YTOObI YCTYNUTh MECTO K3JIUTHBIM XUIbIM KOM-
nnekcamy», nNioLwaan NpeBpaLLaloTCcA B TOProBbI€ LIEHTPbI, My3blKallbHbI€ LUKObI —
B MapkuHru. B ExatepuHbypre ana «3a4vcTkuy TeppUTOPUM HaCcTO UCMOJb3yeTCsA
NoAXor.

AgTopbl nuwyT: «Hawm kpyru —3to n nabopaTopHble CTEKIIbILLIKM, HA KOTOPbIX
“3aupenn” BGuonoruvyeckme HoBoobpasoBaHUA, U WINIFOMUHATOPbI, U3 KOTOPbIX
Mbl CMOTPUM Ha CErOAHALLIHWUMN AeHb, Kak B OyayLieey.

EQ
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Mona Vatamanu & Florin Tudor Fig. 29
Production Line for the Future. 2010
The installation was made according to a precise sketch by the artists. The tables were found in the

printing press. The banner was hand made by the artists in Bucharest and shipped to Ekaterinburg via

express mail.

29 MoHa Baramany u @nopun Tyaop. Koxeeiiep no npoussoactsy 6yayuero. 2010. Scku3 nHctannaumm
29 Mona Vatamanu & Florin Tudor. Production Line for the Future. 2010. Sketch for the installation

Capitalism came to the former socialist countries in a flood of mobile images.
An entire generation grew up glued to the TV watching videos about the won-
ders of the West as shock privatization raged outside. Today, that generation is
the reserve army of labor for post-Fordist service industries, and the digital rev-
olution has swept away even the memory of the VCR. Mona Vatamanu and Florin
Tudor use the defunct medium to create a production line for the future, only it
is one that does the work of disassembly. Defunct tapes are gathered, broken,
and recycled on tables. The result is an installation whose grid form evokes archi-
tectural carcasses and echoes of laboratory constructivism. But actually, the idea
of using video tape in this way came from a real practice in Venezuela, where
peasants use the magnetic filament to demarcate redivided land. This production
line is headed by a banner showing the present distribution of wealth in Romania,
one of Eastern Europe’s “tiger economies.” Its form refers to a famous work by
West German political minimalist of the 1970s KP Brehmer, and suggests that it
is not just the redistribution of land or property that is at stake in the future, but
the redistribution of those artistic languages once associated with Western min-
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30 Hukurta Kagan v Anekcangp bypnaka. HoBoo6pasosanus. 2010. Dckus pparmeHTa MHCTANNALMMU
30 Nikita Kadan and Alexander Burlaka. Neoplasm. 2010. Sketch for part of the installation

Wnn. 31,32 36urHes J1nbepa

Mo3uTtuest. 2002 — 2003
OrpaHunyeHHbIN TUpax cepum «[103UTKBBLI» MCHEpNaH, U MO AOTOBOPY C ranepeei XyAO0XHUK He uMeeT
rnpaBa ne4yatatb 4OMOJIHUTENIbHbIE 3K3eMNNApbI. He YAanocb TaKXXe Nosy4YnUThb pa3pelleHue Ha nevaTb
BbICTaBO4YHbIX KOHMI‘;I, cTEM ‘-ITO6I:I MO OKOH4YaHUU BbICTaBKU UX )’HVI‘-ITO)KI/ITI:. OAHaKO ranepeﬂ
N XYAOXXHUK pa3peLllumnsin BOCNpoun3BecTn Pa6OTbI B KaTaJsiore, Nno3TOMy Ha BbICTaBKe AEMOHCTPUPYHOTCA
MaKeTbl KaTafloXHbIX CTpaHuL, ¢ poTorpacpuamm 36urHesa JInbepobl, KOTOpbIe He ABAAIOTCA €r0 OPUTH-
HaNbHbIMU npov|3sep,evaMM,

«Mo3uTnebI» 36UrHeBa J1nbepbl — MHCLLEHUPOBKMU 3HAMEHUTLIX ra3eTHbIX poTOo-
rpacuit, NpeAcTaBNAOLLMUX CaMble Tparmyeckne MoMeHTbl nctopumn XX seka. Ho
cAenaHbl 3TU MHCLLEHUPOBKM TaK, YTO CKOPOHbIe, MUCMYraHHblE UKW NMOTPACEHHbIE
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imalism. It becomes clear that they are appropriating the erstwhile language of
US artistic hegemony during the Cold War, and are using it to construct and ren-
der visible those fields that minimal art obscured; they are recapturing it the way
you would steal a video tape, and are using it to model a broader social process
of redistribution. In that sense, one could say they are helping to return minimal-
ism to its original political meaning.

DR

Nikita Kadan and Alexander Burlaka

Neoplasm.2010
The project was carried out after consultations with Ural University student Olga Ryba, who helped
gather information, not all of which was openly accessible. The prints were made from files the
artists sent via email. The installation in Ekaterinburg was made on their instructions.

The circular forms of these works and their blueprint genre draw on the Rus-
sian avant-garde, specifically El Lissitzky’s Prouns — visionary maps of battle-plans.
But where the “red wedge beat the whites” a different war with different victors
now rages — the war between the interests of the “elite” and those of the public.

Nikita Kadan and Alexander Burlaka’s project explores the changes in the
urban environment that resulted from the triumphant arrival of a new form of
unfettered capitalism. Maps depict areas of Kiev (where the artists live) and Eka-
terinburg where public space is disappearing under the onslaught of private
interests. Public gardens are being demolished to make way for “elite housing
complexes,” squares are turning into shopping malls, and music schools become
parking lots. Arson is a common method in Ekaterinburg for ‘clearing’ territory.

The artists write: “Our circles are both Petri dishes on which biological neo-
plasms have ‘blossomed’ and side-windows through which we look at today as at
the future.”

ED

Zbigniew Libera

Positives. 2002-2003

The limited edition of the series had run out and, in accordance with an agreement with his gallery,
the artist does not have the right to print new copies. Permission for exhibition copies to be printed,
and later destroyed was not officially granted. But both gallery and artist granted permission for the
photos to be reprinted in the catalog. Thus, the work exhibited is a mockup of catalog pages with
reproductions of photographs by Zbigniew Libera.

Zbigniew Libera’s Positives are reenactments of the most tragic moments in
20 century history as depicted in famous newspaper photographs. But they are
staged in such a way as to make mournful, frightened, or shocked faces become
joyful, euphoric. The Vietnamese girl fleeing napalm in May Lai is gasping in hap-
piness; prisoners in Auschwitz look like tourists out for a country stroll; Ché
Guevara is not dead at all, and lighting a cigar; and Dmitry Baltermants’ famous
photo in which women mourn those fallen on the field of battle turns into a
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nuua npeepaljaloTca B pajocTHble u aiidopuyeckue. Yberatowan oT Hamanma
BbeTHaMcKasa feBoyka U3 CoHrMu 3ajpixaeTcs OT cyacTbs; y3HUKM OcBeHuMMa
BbIMNIAAAT KakK TYPUCTbl Ha 3aropogHoit nporynke; He lepapa BoBce He yMmep, a
3aKypuBaeT curapy; a 3HaMeHutoe ¢poto [mutpusa banbtepmanua, Ha KoTopoM
XEHLLMHbI OMnakuBatoT Mornblmx Ha none 6os, npeBpaljaeTca B CTPaHHYHO
CueHy, 6osbllie BCero HarMoMMHaIOLLYIO OKOHYaHMe My3bIKanibHOro peliBa, KyAa no
oLmnbKe nonano eLye HECKONbKO CNOPTCMEHOB.

Te cTapble CHUMKM TOXe B GOMbLUMHCTBE CllyvaeB Oblnu, Kak ceiyvac JoKaszaHo,
MOCTAaHOBKAMW, MOHTAXaMW — WUAEONOrMHYeCKUMU KOHCTPYKuMamMu. Ho ceropHs
XapaKTep 3TOM NOCTaHOBKU MeHsAeTcA. «[103UTUBBLI» — OfHO U3 caMbIX NMPOBOKa-
TUBHbIX, bONE3HEHHbIX U TPEBOXALLMX NPOU3BEEHUI NCKycCTBa KoHLa XX Beka,
HEeCMOTPA Ha TO, YTO BCe BonesHeHHOe M3 HUX cTepTo. Mnu Kak pas nostomy.

Bo MHorom B 3Tux poTtorpadusax peyb naet o 3abBeHUM 1 BbITECHEHUU TPaBMbl —
3TO aKTyaslbHO He Tonbko B [TosbLue, rae «eBpeinckuii BONpOC» U TeMa HaLMOHasb-
HOM BMHbI BCE €LLie He 3aKpbITbl, HO U B TaKMUX CTPaHax, kak Poccus, rae nofobHele
TeMbl JaXke U He oTKpbiBanuck. Ho y «lMo3utnsoey ects 1 6onee lWnpokuit cMbich.

OpuruHanbHble ¢poTorpadpum 6binn B 6oNbLUMHCTBE C/lyYaeB CLiEHaMU BOWHBI,
HapyLUaBLUEe MPUBbIYHBIA MOPAAOK >XM3HW, UHLIMU CNOBaMU — MOBCEAHEBHOIO
Tpyfa. CerogHs ato ¢poTorpacdum gocyra (BnpoyeM, pernaMeHTMpOBaHHOrO), pas-
HOObpa3HbIX XO6OM M CHACTIMBOroO couumanbHOro obuuexmns. lepon NnoctaHoOBOY-
HbIX cLeH JInbepsbl, KaxeTcs, KOTPbIBAIOTCAY» HA KaKOM-TO KOPMOPATUBHOM MUK-
Huke. Mnun, Bo3aMoxHo, Tak oHu cebe npeacTaBnAtoT cBoe npebbiBaHMe B «pato»
coumanbHbIX CeTel, rae BCeX CO BCEMU CBA3bIBAET AKOObI MHTUMHOE, AKOObI Apy-
»KecKkoe, AKoObl obLeHure.

CoBpeMeHHble upaeonorna U MaccMeana NpeAbABAIOT K YENOBEKY XKecTkoe
TpebopaHMe HacNaXAaTbCA XU3HbIO B NIOOYIO MUHYTY, ObITh BCErga «MO3UTUB-
HbIM» U KKPEaTUBHbIMY», UMETb Kak MOXXHO Gonblie «Apy3ei» (He HacToALMX, a
no ¢opmyne Facebook’a), nobeanTb crtapeHne u camy cMepTb. Knaccuyeckuit
kanuTtanmam XIX-XX Beka OTHOCUTENBHO YeCTHO BO3BELLAST O CBOEI 3KCMJyaTa-
TOPCKOI NpupoJie — 1 BHYTpU ce6s BbIPacTUN pPe3Kyto CaMOKPUTUKY, UCKYCCTBO
aBaHrapaa. Bo MHorom aBaHrapg ceirpan Ty e posib, YTO U KJTaCCUHECKUIA MapK-
CU3M: OH 06paThN BHUMaHME YeNOoBEeKa Ha TO, YTO €ro >KU3Hb Pa3opBaHa OTHYX-
AEHUAMU, W Hallen AJ18 3TOro A3blK — A3bIK NAKOHUYHOCTU, A3bIK BU3YaNlbHOW
ackesbl, A3bIK «4epHoro keagparta». HoBbIl KanuTanusM, B KOTOPOM BCe YenoBe-
4eCTBO XXMBET CErofHs, 3aABNAET O TOM, YTO HacTynua 3pa Bceobuiero 6narono-
Nny4unsa (HapyLLaeMoro TOJIbKO aKLUAMU TEPPOPUCTOB), Y NpeAcTaBuTens nioboro
Kflacca ecTb BCe YCJIOBUA AJf1A JIMYHOCTHOrO pPOCTa, TBOPYeCTBa M Jocyra. HbiHe
ackesa — 3TO MOAHasA AMeTa, a A3blK JJAKOHUYHOCTU U HEeXBATKN — AuzaitH. Egun-
CTBEHHOE, YTO ellle CMOCOBHO Hac NPOHATb, — 3TO MbITKA CYACTbEM U MOJIHOTOW
caMopeanusauuu. Boigepxatb ee geictButenbHo TpyaHo. Mano kTo cnocobeH
ZONro cMOTpeTh B 3payku repoes JInbepsl, paclLUnMpeHHble OT KHAPKOTUKA HOBOTO
KanuTanusmay.

EQ
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31 36urHes Jlnb6epa. MopaxeHue B kpocce (13 cepum «Mosutuebiy). 2003
31 Zbigniew Libera. Failure in a Cross-Country Race (from the series Positives). 2003

32 36wurHes J1nbepa. Henan (13 cepun «lMo3ntuesiy). 2003
32 Zbigniew Libera. Nepal (from the series Positives). 2003
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Hasup Tep-OraHbaH
Mepanu kak konbsA, pynu kak ToMmarasku. 2009
Pa6ota 6bina pusunyeckm B3sTa y xyaoxHuka e Mockee v TpaHcnoptuposaHa B Exkatepun6ypr

Ha aBTOMOGUNE BMecTe C MPOEKLMOHHOM TEXHUKOW AN BbICTABKM.

[Hasug Tep-Oranban. MNeaanu kak KonbA, pynun kak ToMarasku. 2009
David Ter-Oganyan. Pedals like spears and steering wheels like tomahawks. 2009

Pabota [laenga Tep-OraHbsAHa 3aMMCTBYeT CBOIO OO6Pa3HOCTb U3 APYroro KOH-
TekcTa. DTO COBPEMeHHas pycckas Bepcusa KJacCMYecKoro HeofafaucTCcKoro
«OTneyaTka aBTOMOGUNBbHOW LWKHBIY», co3aaHHoro Pobeptom Paylienb6eprom u
[xoHomM Keiigxem B 1953 rogy Kak pas nepeg, TeM, Kak NepBblii 3aHANCA CBOUMU
3HAMEHWUTBIMU KOMMaXKaMun U3 MyCOpa, U BCKOPE Mocsie TOro, kak BTOpOW Hanucan
nereHAapHyto KOMMNo3uumio «4.33», Mysbiky-TULLMHY. Keligk MeffieHHO exan Ha
ceoeM «Popaey» Moaenu A no ASIMHHOM JOPOXKKe U3 IMCTOB ByMaru, CJIOXKeHHbIX
BCTbIK, a PaylieH6epr o4HOBpeMeHHO C 60JIbLLION OCTOPOXXHOCTBIO HAHOCUI Yep-
HYIO KPacKy Ha OAHY M3 3aHMX LUMH aBTOMOGWAA. POBHbIN oTnevaTok, ocTaBneH-
HbI Ha ABaAuaTM nUcTax OGyMaru, HamOMUHAN ANUHHBIA POCYEPK Ha KUTaWCKOM
CBWUTKE UM POBHYIO HOTY ryZiKa, BO3BELLAIOLLEro OKOHYaHMe paboyeit CMeHbl.

Pycckan Bepcua sToro npouseedeHus cospaHa cpeAcTBamMu, bonee nogxoas-
LMMK A8 NOCTCOBETCKOro cnocoba NponsBoACTBa: AXKUN 6aHAUTCKOro BUAA Ha
GonbLUIO CKOPOCTM MepecekK JIyXy aKpUIOBOM KPACKM U CKOJIb3HYJ MO LUecTUMe-
TPOBOMY MonoTHY. BMecTo MeaWUTaTMBHOrO pocyepka Mosyuuncs aursaroobpas-
HbIV BUXTIAIOLLNIA Criell, CPOAHM TOMY CaMOMy aBCTPaKTHOMY 3KCMPECCUOHU3MY, OT
KoToporo PaylieHGepr nbiTanca yntu. OToT crief MOXXHO CPaBHUTL C TPaeKTOpUEN
nuxmx 1990-x n sanoxu wokoeon npusatmsaumn. O6pbIB crepga — peskas ocTa-
HOBKa B rFOHKe CKBO3b CBOOOJHOE BpeMs, KOTOpOe Ka3asocb GeCKOHeYHbIM.
B ocTatke — AelueBOe yA0OBONBCTBME OT MOTEPU KOHTPOA XOTA 6bl Ha MUr. Ha3Ba-
HWe paboTbl 3aMMCTBOBAHO Y pycckoro panepa HarraHo.

ap

PYC Bbicragka / CTpouTs Kanutanusm



strange scene more reminiscent of the end of a rave where a few athletes have
wound up by mistake.

As has now been proved, in the majority of cases those old pictures were
staged and montages — ideological constructions — themselves. But today the
nature of this staging is changing. Positives are some of the most provocative,
morbid, and troubling artworks of the late 20* century, even though all the mor-
bidity has been erased from them. Or perhaps for that very reason.

To alarge extent, these photographs are about forgetting and removing trauma.
This is relevant not only for Poland, where the “Jewish question” and the subject
of national guilt have yet to be resolved, but also countries like Russia, where sim-
ilar subjects still have yet to be raised. But Positives also has a wider meaning.

The original photographs were, in the majority of cases, scenes from war dis-
placing the usual order of things — in other words, everyday labor. Today these
are photographs of leisure (albeit regimented), various hobbies and cheerful
social interaction. It seems as if the subjects of Libera’s staged photographs are
“kicking back” at a company picnic. Or perhaps this is how they envision their
time spent in the “heaven” of social networks, where everyone is linked through
pseudo-intimate pseudo-friendly pseudo-relations.

Contemporary ideology and mass media sternly demand of man that he enjoy
his life to the fullest at every moment, always be “positive” and “creative,” have
as many “friends” as possible (not real ones, but along the lines of Facebook), and
that he conquer the ageing process and death itself. Classical 19% and 20" cen-
tury capitalism announced its exploitative essence relatively honestly, with
severe self-criticism growing inside it in the form of the artistic avant-garde. To a
large extent, the avant-garde played the same role as classical Marxism did: it
turned man’s attention to the alienation tearing up his life and found a language
for this — a laconic, visually ascetic language, the language of the Black Square.
The new capitalism in which all mankind lives today heralds the coming of an era
of universal prosperity (that can only be disturbed by terrorist attacks) in which
members of all classes have all the necessary conditions for their personal
growth, creativity, and leisure. Now asceticism is a diet fad, and the laconic lan-
guage of privation is design. The only thing that can still affect us is torture by
happiness and full self-realization. Expressing this is extremely difficult. Few can
take a long look into Libera’s subjects’ eyes, eyes dilated from “the narcotic of
new capitalism.”

ED

David Ter-Oganyan

Pedals like spears and steering wheels like tomahawks. 2009
The work was physically handed over by the artist and transported to Ekaterinburg by car along with
projection equipment for the show.

This canvas by David Ter-Oganyan is a mobile image, a contemporary Russian
translation of the neo-Dadaist classic Automobile Tire Print, a collaboration by art-
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Wnn. 34 Hsunen @aycr
CunukoHn. 2010
TuwaTensHo paccunTas BMeCTe C KypaTopoM pasMep ¢poTorpacuit, UCXOAA U3 pa3Mepa CTeHbl, aBTOP
MonpoCUn o NPAMOM KOHTaKTe C MOCKOBCKOM poTonabopaTtopueit u Bce janbHelLLINE NEPEroBopsI
o neyat u opopmneHun een caM. OH noTpeboBan MCNONb30BaHMA BbICOKONPOdECCMOHaNbHbIX

TEXHOJIOM UM, NPUMEHAIOLLUXCA ANA 0DOPMIEHUA BUHTAXHBIX PpoTorpadmii.

34 [Osuuen ®ayct. Cunukon. 2010
34 Daniel Faust. Silicon. 2010

[aHuen PaycT — npoaomkaresib BENUKON TPAAULIMKU COLMOIIOrMYECKOM U aHTPO-
nonorunyeckoit doTtorpadun, XoTA NOAM Ha €ro CHUMKAX MOABNAIOTCA PelKo.
BnpoyeM, BO3MOXHO, U HE OHM AOJKHbI CEroAHs ObITb NMPEAMETOM WHTepeca
couuonora v aHTponosora. Yenoseveckoe obuiecteBo — a MOXeT 6bITb, M BOOGLLE
TaK Ha3blBaeMas peaslbHOCTb — CMECTUNOCh ceroAHs B Apyroe none. OHu o6Hapy-
XKMBAIOTCA He CTOMbKO B TENAX WUIW NPeAMETaX, CKOJIbKO B KOMMYHUKATUBHbIX NpO-
Lleccax, B MEXaHW3Max CO3JaHunsA U XpaHeHWUA HdOpMaLIMW.

DaycT CHUMAET Y3/10Bble TOYKM 3TOro HOBOro Mupa — My3eu u 3gaHne OOH, kop-
nopaumu CUIMKOHOBOW AONWHbI U MeXAyHapoAHble nabopatopumn. CTonku kopo-
60K 4 CI'I)’TaHHbIe nposona CI/IJ'IVIKOHOBOVI AONNHbI — TeXHOoJNorn4yeckaa MU3HaHKa
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ist Robert Rauschenberg and composer John Cage in 1953, just before the for-
mer started making his famous combines and after the latter wrote his legendary
piece of silent music, 4.33. Cage drove his Model A Ford over a length of con-
nected drawing sheets while Rauschenberg carefully applied black paint to one of
the rear tires. The resulting straight tire track across 20 sheets of paper is like
one long breath on a Chinese scroll, one note signaling the end of the working
day. David Ter-Oganyan’s Russian adaption of this piece was made in a way that
suits the post-Soviet mode of production better: by having a Russian “gangsta”
jeep skid over a six-meter canvas after driving through a puddle of acrylic paint at
high speed. The result is not a meditative continuum but a jagged swerving mark
that looks exactly like the sort of abstract expressionist gesture Rauschenberg
was working against. Its trajectory reads like a trace of the violent 1990s and the
era of shock privatization; the abrupt end of a cruise through free time that
seemed endless, the cheap thrill of finally losing control, however briefly. The
title of the piece is a line by Russian rapper Naggano.
DR

Daniel Faust

Silicon. 2010
After carefully calculating the size of the photo prints based on the dimensions of the wall with the
curator, the author requested direct contact with a Moscow photo lab and directly negotiated all the
details of printing and mounting. He demanded highly professional technology used to mount vintage
photographs.

Daniel Faust follows the great tradition of sociological and anthropological
photography, though people rarely appear in his work. It may be, however, that
they are not what should be the subject of sociological and anthropological inter-
est. Human society — and, perhaps, so-called “reality” itself — has shifted else-
where. They can be located more in communicative processes, in mechanisms
for creating and conserving information, than in bodies or objects.

Faust photographs the nodal point of this new world — museums and the UN
headquarters, Silicon Valley corporations and international laboratories. Silicon
Valley’s piles of boxes and jumbled cables are the underbelly of modern capital-
ism, which promises, with the help of the Internet and new technologies, to open
up a path for humankind towards limitless creativity, happiness, self-realization
and the victory over ageing and death. But Faust’s photographs are emphatically
“not creative.” They are simple and dry to a fault — almost boring, like a table of
logarithms. Like a real sociologist, he looks at facts, not at promises.

All these institutions concentrate information, which presents itself as a new,
even more immaterial form of capital. This concentration is so intense that it is
frightening: it seems as if a crime could have been committed in these depopu-
lated spaces, next to the telephone left off the hook and a half-finished can of
cola. Or that one is being committed there now.

ED
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‘ Parquet-Hall!
ufSfates are connected

35 Onbra YepHbiwesa. Penetuumn. 2007
35 Olga Chernysheva. Rehearsals. 2007
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COBPEMEHHOrO KanuTasn3Ma, KOTOPbI obeLlaeT ¢ MOMOLLBIO MHTEPHETa U HOBbIX
TEXHOJIOTUIA OTKPbITb YeNoBe4ecTBy MyTb K Ge3rpaHM4HOMY TBOPYECTBY, CHACTbIO,
caMopeanusauumn u nobeae Haj ctapeHveM U cMepTbio. Ho dotorpacpun daycra
KaK pa3 NMoA4vepKHyTo «He TBopyeckue». OHU npefienibHO MPOCTbl U CyXU — MOYTH
CKy4Hbl, Nofo6Ho Tabnuue norapndmos. Kak HacToALLmMiI coLmonor, oH CMOTPUT Ha
akTbl, a He Ha obeLLaHuA.

Bce 31 MHCTUTY LMK KOHLEHTPUPYIOT MHPOPMaLIUIO, KOTOpas BbICTyNaeT HOBOM,
ewle 6onee HemMaTepuanbHoi dopmoit kanuTana. KoHueHTpaLmusa 3Ta Tak UHTEH-
CMBHA, 4YTO CTAHOBMTCA NyratoLlei: B 3TMX 06e3to4eBLINX NPOCTPAHCTBAX, PAAOM
¢ 6polueHHbIM TenedpOHOM M HeAoMUTON BaHKON KOKa-KOMbl, KakeTcs, MOrMo
6bITb cOBepLUeHO npecTynneHne. Vnu oHo coBepluaeTcs TaM ceiyac.

EA

Onbra YepHbiwesa

Penetuyuun. 2007
Bugeo npepocrasnero Ha gucke 8 Mockse.

KoprnopaTuBHble rf1MMHbI — OHO U3 CaMbIX XECTKUX CPeACTB NOAAEPXKaHWUA ANCLMU-
MnHbI B KoNnekTuse. [No Beei BuAnMocTH, nsobpenm nx e AnoHuu, a nossneHme Kop-
nopatneHbix rumHos B CLLIA B cepeanHe 1980-x coBnano c BospoxeHneM Mobl Ha
XU3HeyTBepXKJatoLLpe necHU Hanogobue We are the World («Mbi — 310 Mupy),
KOTOpYlO COpPOK NATb 3Be3f, noA npeasoautesibcteoM Maitkna [kekcoHa cnenm
XOpOM B NoaAepxKy ronogatolnx Abpukn. AHanornyHble NeCHU Havanm KNoHUpo-
BaTbCA KOMMaHUAMM CAaMOro Pa3HOro NpoGUNA: KaXKAblii KOPNOPATUBHbINA «MUPY» Npe-
TeHAOBAaJ1 Ha TO, 4TOObI UMETb CBOE COBCTBEHHOE «MbI, M CTPEMUICA YTBEPAUTb KBa-
31 eoaanbHyto BEPHOCTL HEKOe eANHON MOpanu, e4UHOMY AyXY, KOTOPbI CeroaHs
cTan npeaMeToM 6peHamposaHus. «A brand like a friend (6peHg — Mot dpeHa)» —
notoT B punbMe Onbru HYepHbiweBoi paboTHMKM pupMbl «XeHkenby». B noctcoset-
ckoit Poccum »xaHp koprnopatueHoro rumHa Bbupaet B ce6a NO3TUKY MMOHEPCKMX
neceH — M CTaHOBWUTCA BABOMHE YHU3UTENbHbIM AJ1A pabOTHUKOB OBLLENUTOBCKOM
cet «KpolLLKa-KapTOLLKay: Ternepb OHM 06A3aHbI 3aLUMLLATb NeBbI pIaHT KOHCYMe-
pU3Ma Kak «COo3 KapTOLLKM U Tpyaay». Pycckne koprniopaTvBHbIe r’MMHbI Takxe pog-
CTBEHHbI NomncoBbIM necHAM U wnarepaM 1990-x. Cotpyanuupl «lMapket-Xonnay,
HAYMCTO JIULLIEHHbIE MY3bIKAaSIbHOrO CIlyXa M MacKUPYHOLLME HENOBKOCTb HaryCKHOM
NAXOCTbIO, HAMOMUHAIOT MbAHBIX MOAPOCTKOB Ha CENbCKOW JUCKOTEKE, a MapHU U3
«TexHOCUNbI» He NOCMEeBatoT 32 CBOMM yAasbiM Gpuragmpom. B kaxaoM n3 atux kon-
NEKTUBOB, AaXe CaMblX CAEP>KaHHbIX, €CTb CBO BOXAK, CBOW (PPOHTMEH, HO 3TO He
o6sA3aTeNbHO TOT, KTO My3blKas/lbHEE APYrux: 3a4acTyto rpoMYe BCEX MOIOT CaMble
HeMy3blKasbHble, a MOANEBAIOLLMIA XOP B KOHL|e KOHLIOB CMyLLEeHHO 3aMosikaeT. Kak
HU NapafoKCanbHO, UMEHHO B STOT MOMEHT MMMHbI CTAHOBATCA UHTEPECHbI C My3bl-
KasIbHOW TOYKM 3peHUs — B Ty CEKyHAY, KOrZa HaBA3aHHas KOJIIEKTUBHOCTb pacnaja-
€TCA, CTPOWHbIA XOp NepexoAuT B pacTepsHHOe 6opMOTaHuWe, a FofoCoBble CBA3KU
MPOCTO OTKA3bIBAOTCA METh.

ap
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Olga Chernysheva

Rehearsals. 2007
The film was handed over on a disk in Moscow.

Corporate anthems are one of the crudest measures for maintaining company
discipline. Reportedly invented in Japan, their introduction in the USA in the mid-
1980s coincided with the revival of the feel-good singalong through songs like We
are the World, when 45 pop stars led by Michael Jackson joined in a chorus against
the famine in Africa. Songs like this were cloned and duplicated by all kinds of com-
panies, each corporate “world” laying claim to its own “we,” avowing quasi-feudal
fealty to the same ethos or spirit, now produced directly as a brand. “A brand is
like a friend,” as the employees of Henkel sing in one of Olga Chernysheva’s vid-
eos. In post-Soviet Russia, the corporate hymn fuses with pioneer songs, a double
humiliation for the employees of baked potato chain Kroshka Kartoshka. They
must now protect the left flank of consumerism as “the union of potatoes and
labor.” Russian corporate anthems also mingle with the pop and schlagers of the
1990s; the girls at Parquet Hall hide their discomfort with tone deaf ebullience, like
tipsy teenies at a village disco, and the boys from the appliance outlet Tekhnosila
fail to follow their bad-boy brigadier. Each collective, no matter how reticent,
always has a leader, a foreman. This is not necessarily the most musically talented
person in the group; in fact, many of the loudest voices are singularly unmusical,
and they lead the other singers into an embarrassed silence. Paradoxically, it is
here that the anthems become musically interesting: when collective coercion col-
lapses into embarrassed mumbling, when vocal chords simply refuse to sing.

DR

Praneet Soi

Notes on Underdevelopment. Part |. The Printer from Kumartuli — on the Observa-

tion and Representation of Labor. 2010
The project had not yet been made when the catalog went to print, the images published here are
part of the artist’s research into the subject.

Praneet Soi’s Kumartuli Printer project, to be realized in the form of a slide show,
is an investigation of labor in lingering Fordist conditions, and of the representation
of the figures of worker and artist involved in this process of representation. For
the past three years, Praneet Soi has been recording the work of a printer in his
workshop in the Kumartuli district of Kolkata. The printer uses his aging machines
to produce receipts for small enterprises, usually on thin pink or yellow paper, and
prints the names of the sweetmeat shops, that are ubiquitous in every Bengali neigh-
borhood, on unfolded paper cartons. His prints are sometimes made into small
magazines that are displayed to prospective clients to give them an overview of
everything his workshop can do. In the film we see the monotonous movements of
the printer’s hands as they operate the machines. His commercial prints are inter-
spersed with him printing his own image, photographed or drawn by Praneet Soi.

cc
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Mpanut Coit

3aMeTku o pasBMBatoOLMXCA CTpaHax. YacTb nepeas. KyMapTynbckuii nevatHuk:

o HabntogeHUm 3a TpyAoM 1 o ero penpesenTauumn. 2010
Ha MoMeHT caaum kaTanora B neyaTb NPOEKT ellje He Obin 3aKkoH4YeH aBTopoM. 306paxeHns, ny6nuky-
€Mble 3/1eCb, ABNIAIOTCA YaCTbO NPeANpPOEKTHOro UccnefoBaHUA XyAOXHUKa.

B npoekte «KyMapTynbckuii neqaTtHmky, 3agyMaHHoM B popMe cnaiig-wwoy, [Npa-
Hut Coii uccnepyet Tpya vcuesatoleit hopancTckoit popMaLmn, a TakxKe Crno-
cobbl penpeseHTalun paboyero u XyAoXKHMUKa Kak yHacTHUKOB 3TOro Mnpoliecca.
Ha npotsxenun nocnegHux tpex net lNpaHut Coit cHUMan paboTy nevaTHUKa,
MacTepckas koToporo pacnonaraetca B Kymaptynu, paitoHe Konkatbl (GbiBLuas
KanbkyTTa). C NOMOLLbIO CBOMX BETXMX CTaHKOB MeYaTHUK WM3roTaBivBaeT A
MESIKMX NpeArnpUATUAN BCAKOrO poJa KBUTAHLMM Ha XapaKTEPHOM, TOHKOM, po3o-
BOW U enToi BbyMare, a Ha INCTax KApTOHa — BbIBECKU KOHAUTEPCKUX, KOTOPbIX B
KaxxloM 6eHranbcKoM KBapTasie BUAUMO-HeBMAMMO. BpeMa oT BpeMeHM nevaTHMK
nepennietaet obpasLibl CBOEN NPOAYKLMKN B ManeHbKMe BpoLLopbl, 4TOObI MOTEH-
LManbHble 3aKa34YMKM MOT/IM OLIEHUTb BO3MOXHOCTM MacTepckoi. B dpokyce lNpa-
Huta Cof OKa3blBalOTCA PYKU PEMECSIEHHMKA — Ta MOHOTOHHOCTb ABUXEHWM, C
KOTOPpOI1 OH ynpasnsaeTca co cBouM obopyaoBaHueM. IHoraa nevaTHUK oTknabl-
BaeT KOMMepyeckyto paboTy B CTOPOHY U pacrneyaTblBaeT CBOM COBCTBEHHbIE N30~
OpaxxeHua — poTtorpacdumm u pucyHku, caenartsie MNpaHntom Coem.

KK

Xuto LTteitepnb

B ceo6oaHoM nagermn. 2010
MepeBog TekcTa, 3By4aLlero B punsMe, 6bin caenat B JlonaoHe (cnacnbo Hactuky MpbizyHoBoit).
Cy6Tutpsl B BuAe final cut daitna usrotoeunu B Mockse 1 nocnanv 8 bepnun. Tam rotoeas HD-konua
6bina 3arpyxxeHa Ha creyunansHbii HD-Meananneep, o4omKeHHbIN HaM CaMOit XyAOKHULLEH.

CrpallHbIit MUT — 1 BCe KOHYeHO. Touka HEBO3BpaTa, 3a KOTOPOIl OOLIKHOBEHHO
cneayroT TOJNIbKO KJ'I)’GI:I AbIMa, BCMNOJIOXU NJ1IaMe€HU, B3pbiBHAaA BOJIHA U NajeHune
ropAawmnx obnoMkoB. TonbKO 4TO BCe 3TO O3Ha4vaet! BO3MO)KHO, 3TO He NpocCTo
oYepeiHOM CUMBOM S3KOHOMUYECKOTO Kpaxa, a He4To bonbluee! bbiTb MOXeT, 3TO
obpa3 6eckoHEeYHOro Kpusunca, NpPUCYLLEro «KanuTanusMy Katactpody, Kak ero
onuceisaet Haomn Knainn? Cumeon nocrtosHHoro B3pbiBa, B KOTOPOM CHOBa M
CHOBa NepennassifaeTca U BeLLHbli, MaTepUasibHbIA MUP U CYObEKTbI, ero Npou3Bo-
Aawme! TakoBO OAHO M3 BO3MOXHbIX NMpOYTEHUI HoBoro ¢dunbma Xuto LUTeit-
epnib «B cBobogHOM nafgeHuny. YckopeHHble kaZpbl aBuakatacTpod, KoTopble
nccreayert XyAoXHULA, — 3TO KMJIOXNE KapTUHKWY, MOM3HOCUBLUMECA OT 3anucu,
nepesanncn M nNOBTOPEHUA. M NpOTUBONOCTAaB/I€Hbl YAUBUTE/IbHO 4YE€TKUE
HD-cbeMkn, caenaHHble Ha HacTosweM knaabuwe camonetos B KanudopHuw.
3pech, Ha kKnaabulie, CTAaHOBUTCA 3pMMbIM NepeceyeHne MaTepUanbHOro U HeMa-
TepunaJsibHOro NponsBoACTBa: CHa4asla CTapble€ CaMOJIETbI ANA CbEMOK 3peJ/ILLHbIX
aBMaKaTaCTPOd) ncnonb3syert rOJ'IJ'IMB)’p,, NOTOM antOMUHNEBBbIE OLLMETKM UAYT Ha
nepepaboTky, U, HaKOHeL, OHU NEPEPOXAAIOTCA B BUJE META/INYECKOrO NMOKPbI-
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Mpanut Coit. 3aMeTku 0 pasBuBatOLMXCA CTpaHax. HacTb nepeas. KyMapTynbckuii nevaTHuK:
o HabntoAeHUM 3a TPyAOM U o ero penpeseHTauymu. 2010

Praneet Soi. Notes on Underdevelopment. Part |.The Printer from Kumartuli — on the
observation and representation of labor. 2010

Hito Steyerl

In Free Fall. 2010
The film was translated in London (many thanks to Nastik Gryzunova). The subtitles were prepared
as a Final Cut file in Moscow, and sent to Berlin, where the film was rendered, and installed for
screening in Ekaterinburg on a special media player supplied by the artist herself.

It’s that sinking moment when everything is lost. The point of no return, usu-
ally followed by plumes of fire, shockwaves, and burning debris raining down. But
what does it really mean? Maybe it is far more than just another coded image of
economic collapse. Maybe it hides the permanent crisis immanent to disaster
capitalism, an ongoing implosion that constantly reforges both the world of
things and matter and the subjects that make them. This is one interpretation of
Hito Steyerl’s new film In Free Fall. The fast-paced images of airplane disasters
that Steyerl examines are “poor,” worn away by transmission and recording, by
repetition. They are juxtaposed with singularly pristine HD footage from an air-
plane graveyard in California, where real airplanes eventually go to die. Here,
you can see the intersection between immaterial and material production: First,
the airplanes are used by Hollywood for spectacular explosions, then the scrap
aluminum is recycled and resurrected as the metallic coating on DVDs. Steyerl
deepens this investigation by following the life of 4X-JYI, a Boeing 707 that was
blown up for the blockbuster Speed (1994). The result is a reinvention of that
materialist artform that Soviet avant-gardist writer Sergei Tretyakov called the
“biography of the thing,” where the story of an object’s creation and destruction
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Xuro LUreitepnb. B ceo6oarom nagenun. 2010
Hito Steyerl. In Free Fall. 2010

™A DVD-puckos. Llteiiepnb yrnybnsetr cBoe wuccnefoBaHWe, MpOCNeXMBas
cynbby 4X-]Y1, «bounnra-707», koTopblit b1 B3OpBaH Ha cbeMkax brokbactepa
«Ckopoctby (1994). B pesynbrate XyAoXKHULA NPUXOAUT K TOMY «MaTepuasiucTu-
4eCKOMy» >XaHpY, KOTOPbI COBETCKMIA aBaHrapAHbIi nucatens Cepreit TpeTbAkoB
HasBan «buorpacdueit BeLM»: UCTOPUA CO3aHNA U pa3pyLLIEHNA BELLW paccKasbl-
BaeTCcA XyAOXHWLel Tak, kak ecniv 6bl 3To BbIno XMBOE cyllecTBo. B nocnegHei
Yactu dunbma LLiTertepnb nepexoanT oT npeAnonaraeMoi Cy6beKTUBHOCTM 06b-
€KTa K 06bEeKTUBHOCTM XU3HU CybbekTa, cToAllero 6ykBanbHO 34ech e, 32 KaMe-
poit. Onepatop ¢unbMa, ObIBLUUIA YAAPHUK KUHOUHAYCTPUM, PaccKasblBaeT O TOM,
KaK SKOHOMWYECKWA KPU3MC JIMLLIMA ero TONbKO YTO KyMJIEHHOro [OMa, a AUru-
TanbHas pesontouma — npodeccun. M 4to eMy fenaTb ¢ TeM BpeMeHeM, KOTopoe
eMy Tenepb NpeAocTaBsieHo!

ap
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is narrated as if it were that of a human being. In the last part of the film, Steyerl
shifts from the possible subjectivity of objects to the objective life of the subject
literally behind the camera. The cameraman, a former shockworker in the film
industry, tells how economic crisis drove him from his newly acquired house, his
profession made redundant by the digital revolution. What will he do with all the
time he now has at his disposal?

DR
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SKOHOMUMKA CBOBOAHOIO BPEMEHU

Wnn. 38 Muxann Oxutosuy
CxeMa Ne 4. eueHTpauus KBapTUpbI, KOTTeaxa (couuansHas). 1929
Ha sbicTaBke AEMOHCTpUpyeTCa MHCTaNNALUUA, BbINOJIHEHHAA CAMUMU OpraHn3aTopamMn U NpeacTaena-
toLias coboii ysenuueHHyto konuio pucyHka Muxauna Oxutoeunya, KOTopelit Gbin 06HapyxeH KypaTto-

pamu B kHure C.O. XaH-Maromegoea «Muxaunn Oxutosuyy (M.: doHg «Pycckuin aBanrapgy, 2009).

Konupait 6611 nonyyex 6naroaaps Apy»XeckuM cBA3AM ¢ POHAOM.
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38  Muxaun Oxutoeuy. Cxema Ne 4. [leueHTpaums KBapTupsbl, KoTTegka (coumanbHas). 1929
38  Mikhail Okhitovich. Diagram #4. Decentration of an Apartment and Cottage (Social Decentration). 1929

B 1929 ropy Bblaatolmitca COBETCKUIA COLMONOT U TeopeTuK ypbaHusma Muxaun
OxwuroBny ony6nukoean B xypHane «CoBpeMeHHas apxuTekTypay» ctatbto «K npo-
6neMe ropogay, kK KOTOpoi cfjenan rpadpudeckue CXeMbl, UMIOCTPUPYIOLLIME Pa3BUTHE
xunuia. Kotreak, sTo MenkobypkyasHoe >usibe Ha OAHY CeMbto, CBOEro poAa ABOp
KyCcTaps cO BceM ObITOBbIM MPOU3BOACTBOM, OTKPbIBAETCA B MUP U [eNlerupyeT CBOM
pyHKUMM rocyapCTBY M HaHATLIM MPOhECCMOHaNaM: CTUPKY — NpaveyqHoON, MPUroToB-
NeHVe NULLM — PeCTOpaHy, a ceKcyalbHOe obcnyxuBaHne — GynbBapHOM NPOCTUTYTKE.

OxuToBMY nonararn, 4To CO3aHNEM TaKUX SKCTPEMASIbHbIX YCNOBUIM OTHY>KAEHUA
KanuTanmcTmyeckoe obLLECTBO FOTOBUT YCNIOBUA AN OyayLleil KOMMYHUCTUYECKOM
peBontoLum, rae AeLieHTpanm3aums NpuBeeT K pacLBeTy MHAVMBUAYANIbHOCTU U CBO-
6opae TBOpUecTBa. byayun no-HacTosLeMy PeBOMIOLIMOHHBIM TEOPETUKOM, OH Bbin
Pe3Ko MpOTMB JOMOB-KOMMYH, 0606LLecTBAAIOLLMX CBOOOAHOE BpeMA KaXAoro, 1
BbIZIBUraN MAEK aBTOHOMHBIX, MOGUIBHBLIX COOPHO-Pa3BGOPHbIX KUIULL, HA OAHOIO
YernoBeka, KoTopble obecrneyar eMy paseuTie MHaMBMAyanbHoctn. «CeTb nobeaur,
LieHTp oToMpeT», — nucan OXuUToBMY.
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ECONOMY OF FREE TIME

Mikhail Okhitovich

Diagram No. 4. Decentration of an Apartment and Cottage

(Social Decentration). 1929
The piece displayed in the exhibition is an installation produced by the orga-nizers themselves,
representing an enlarged drawing by Mikhail Okhitovich that was found by the curators in the
S.0. Khan-Magomedov’s book Mikhail Okhitovich, published by the Russian Avant-garde Foundation
(Moscow, 2009). Copyright permission was given thanks to friendly relations with the Foundation.

In 1929, the leading Soviet sociologist and urbanist theoretician Mikhail Okhi-
tovich published the article Towards the Problem of the City in the magazine Con-
temporary Architecture. In it he drew diagrams illustrating the development of liv-
ing space. The cottage, that petit-bourgeois space for a single family, in a way an
artisanal homestead with all mod cons, opens itself to the world and delegates its
functions to the state and hired professionals: washing to the laundry, food prep-
aration to the restaurant, and sexual services to the streetwalkers.

Okhitovich suggested that, in creating such extreme conditions of alienation,
capitalist society was setting the stage for a future communist revolution where
decentralization would lead to the flourishing of individuality and the freedom to
create. As a genuinely revolutionary theoretician, he was a sharp opponent of
communal houses, which collectivize every man’s free time, and put forward the
idea of autonomous, mobile, demountable houses for one man, which would
allow his individuality to develop. “The network will win out, and the center will
die out,” wrote Okhitovich.

Since then, society has come to delegate family functions to professionals
increasingly often — for example, not solely the upbringing, but also in conceiv-
ing, carrying, and giving birth to children. The degree of alienation has only
grown: childbirth, free time, and friendship can be bought and sold. The network
has won out - on the Internet, but also as a network of global trade corpora-
tions. Dreams of the communist future have been dashed like nightmares of a
furniture store selling an image of an ever more creative individual through
increasingly basic self-assembly units.

ED

Guy Ben Ner

Stealing Beauty. 2007
The author was forced to upload the raw version of his film twice. Both attempts failed for technical
reasons. Many apologies. He then offered to do the subtitles for the film himself. Many many thanks.
Also many thanks to Sergio Edelsztein for supplying the transcript.

Since time immemorial, the family has always been the hearth of latent slavery.
The very structure of a family pre-ordains the unequal division of labor, and
reproduces private property and its accumulation day in day out. Culture care-
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C tex nop obLuecTBO CTaNO elle LNpe Aenernposath NpodeccroHanaM ceMei-
Hble hYHKLMW, HaNpUMep, He TONbKO BOCMMUTAaHUE, HO U 3a4aTue, BbIHALLMBAHWUE U
poxaeHue aeteit. CTeneHb OTHY>XAEHWUA TONBKO BO3POCIIa: AETOPOXAEHME, CBO-
6oaHoe BpeMs, Apyx6a npogatotca u nokynatotca. CeTb nobeauna B MHTEpHeTe,
HO U1 Kak ceTb rnobanbHbIX TOProebix Kopnopauuit. MeyTbl 0 KOMMYHUCTUHECKOM
OyaylueM, KaK B KOLUMapHOM CHe, BOMJIOTUNNUCL B MeBenbHOM MarasmHe, KOTOPbIii
npoJaeT nokynaTtenio UMMAX Bce Bonee TBOpPYECKOro MHAVBUAA MPU MOMOLLM
Bce 6osee cTaHAapTHbIX COOPHO-Pa3bopHbIX MoAyNeil.

EQ

i ben Hep

Kpacora eoposctsa. 2007
ABTOp GbiN BbIHY>/I€H ABAX /bl 3aKa4YMBaTh CBOI GUNbLM Ha ftp 13-3a TexHMYecknx npobnem (MpuHo-
CUM CBOU VIBBVIHeHVIﬂ). OH npeanoXun nocTaBUTb C)’GTVITPI:I CcaM, 32 4TO Mbl €MY O4€Hb 6naro,qapr|.
Bnaroaapum takxe Cepaxuno SaenbluTeiiHa 3a NpefoCTaBNeHHbIM TPAHCKPUMT.

C He3anaMATHbIX BPEMEH U 10 CErOfHALLIHEro AHA CeMbA Oblsla 04aroM CKpbITOro
pabcrea. CaMa ceMeliHas CTPyKTypa NporpaMMupyeT paszeneHue Tpyaa u, cieso-
BaTesIbHO, HepaBeHCTBO. VIMEHHO ceMbs ABNAETCA OCHOBOM ANA BOCMPOU3BOACTBA
YacTHol cobcTBeHHOCTU. KynbTypa TLaTeNlbHO CKPbIBAaeT 3TOT GECKOHEYHbIN TPYA,
(B peMUHMCTCKOM Teopun — «adPeKTUBHbLIN TPYAY), MPUKPbLIBaA €ro pOMaHTHYe-
CKUM 0Bpa3OM JINYHbIX OTHOLLEHWI U YFOTHOIO AOMa.

BmecTe c TeM Maccoeoe npousBogcTBo Mebenu cTaHAapTU3MpyeT AoMallHue
MHTepbepbl, NpeBpaLlas UX B NpoAo/mKeHne nybnuyHoi chepbl notpebneHns —
MarasmHoB. M korga ceMbs NPOBOAUT BbIXOAHOM B MTMIraHTCKOM TOPrOBOM LiEHTpe,
TO He TOJIbKO AM3aiiH Mebenu, Ho U coumanbHble OTHOLLIEHMA HAYMHAIOT CTaHAap-
TU3UPOBATLCA COMMACHO LUTAMMNaM KOMeAMU MOJSIOKEHUN, CIOXKET KOTOpOil — Bce
LUTaMIbl KaNnUTanm3Ma.

TakoBa ¢abyna ¢punbma Naa beH Hepa, koTopbiit 6611 cHAT 6e3 paspelueHus B
marasmHax IKEA B Tpex pasHbix cTpaHax. B dunbMe XynoxHUK yMeno uHcLeHu-
PYeT «IMYHYIO KM3HbY, B KOTOPOM HET MecTa A JIMYHOrO, MUP, FAe XUnas KoM-
HaTa — 3TO yxe «dabpuka rpesy, a oTel, ceMeicTBa — «caM-cebe-pexunccepy.
B aToit KOMeAMM NONOXeHUN XYAOXKHWUK MONUTUSMPYET NIMYHOEe: CBOEMY Moj-
BOPOBbIBAIOLLLEMY CbIHKY OH YMTaeT JIEKLUIO O 3HaYeHUM YacTHOM cOoBCTBEHHO-
CTW, NPUBOAA apryMeHTbl, HaNpAMYLO 3aMMCTBOBaHHble Yy Dpuapuxa DHrenbca.
OH paxe onnauymeaeT CBOUM AETAM MbITbe NOCYAbl, CHUTAA, 4TO TEM CaMbIM CMO-
cobcTBYeT TOpKeCTBY cripaBenBocTu. K KOHLY ¢pusibMa ypoK yCBOEH: NPOHUK-
HYBLUMCb KNaCCOBOCTbIO CO3HAHUA, AEeTWU BOCCTAOT M MULLYT MaHU(ECT, B KOTO-
pPoOM oTKasbiBatoTcA OT HacnefcTBa. CMbicn NOAOBHOM KOHLOBKM ABOAKMUIA: 3TO
He TONbKO UPOHUA MO OTHOLLUEHMUIO K CBEPXMONIMTU3UPOBAHHOMY POAUTENIO, HO
N CaMOUPOHUA XY[O0XHUKA, KOTOPbIW 3aCTaBUN CHUMATLCA B 3TOM PpUNTbME CBOUX
COBCTBEHHbIX AeTeil U TeM CaMbIM NMPEBPATUN UX B YAAPHUKOB NOCTHOPANCTCKOW
KpeaTUBHOCTM.

ap
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39 Tait beH Hep. Kpacota BopoecTsa. 2007
39  Guy Ben Ner. Stealing Beauty. 2007
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Mnaaern CtunuHosny
XynoxHuk 3a pabotoit. 1978-1993
[Nepen TeM Kak yexaTb OTAbIXaTb, aBTOP HACTOAN Ha TOM, YTO NpuULLET poTorpadum sKCnpecc-noYTomn

B OTne4YaTaHHOM BUAeE.

Mnapen CtunuHosuy. XygoxHuk 3a pabotoit. 1978
Mladen Stilinovi¢. Artist at Work. 1978

«[Moy4eMy uckyccTBo Ha 3anaze KoHuunocb?!» — cnpawmsan Mnagen Ctunuto-
BMY B CBOEM 3HaMeHWTOM MaHudbecTe «lMoxeana nenn» (1993). «Oteer npocr.
XynoXHUKM Ha 3anaze nepectanu neHuTbcay. Ha camom gene CtunuHosuy gaxe
cKasaJl, YTO KOHM BOOOLLEe He XyAOXKHMKM, 2 NpouseoauTenuy». MHbIMu cnosamm —
yAapHUKKU. A 4TOObl cO3/aBaTb HacTosALLEE UCKYCCTBO, HYXKHO MPaKTUKOBATbCA U
coeepLueHcTBOBaTbCA B SleHU. Cam CTUAMHOBMY NoAan Takoi NpUMep B CBOEM Yxe
CTaBLIEM JlereHAol nepdopMaHce: LesbiX MOJAHA OH MpOJieXan B KpoBaTU B
mactepckoit bopuca [demypa. Takasa neHb, cKaxyT HekoTOpble, Gbl1a BO3MOXHA
Tonbko B Orocnaeum 1978 ropa, B 30510Tble BpeMeHa AeLeHTPaiM30BaHHOrO,
«pPa3rocyfapCTBJIEHHOrOo» KOHCIOMEPUCTCKOrO COLManu3Ma, KOrAa XYLOXHWK
6bin CHaCTNIMBO HE3ABUCMM He TOJIbKO OT BJIACTW, HO M OT pbiHKa. [Mapagokcanb-
HbIM O6pa3oOM MMEHHO B TO BpeMsA KoHLUenTyanucTsl Bpoge CTUnnHoBnYa cMornm
OTKPbITb ANA cebA CMbICA CTaporo Job6poro MapKCUCTCKOrO COMPOTUBIIEHUA
couuan-AeMoKpaTUieckoMy KynbTy TpyAa. [1pusbie K ynpasgHeHuto Tpyaa 3By4uT
B «Kputuke lotckoit nporpammbly Mapkca (1875), B «[lpaBe Ha neHb» [Nons
JTadpapra (1883) u B cratbe Kasumupa Manesuya «JleHb Kak feicTBUTENbHAA
nctuHa Yenoseyectay (1921), B KOTOpol TOT pe3KO KPUTUKYET BOEHHBIH KOMMY-
HU3M KaK CpPeACTBO MOBbILLIEHUA TPYAOBOW AnCLUMMIMHBIL. B npakTuke aBaHrapaa
neHb ABNAeTCA 06bEKTOM Henpexoasllei MeyTbl: PogyeHko MeyTan o ToM, 4TObbI
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fully hides this endless “affective work,” draping it in the fabric of personal rela-
tions and Otherness. Yet at the same time, mass production standardizes the
individual domestic interior, turning it into an extension of the consumerist pub-
lic sphere. Not just the furniture but the social relations themselves follow the
clichés of situation comedy, performed as routine reproductions of the capitalist
order, as the family spends its weekends at the megamall. This is the plot for Guy
Ben Ner’s Stealing Beauty: Shot at IKEA stores in three different countries with-
out any permission, it is an elaborate enactment of a “personal life” in which
there is no privacy, a world in which the living room is already a dream factory,
and each pater familias is his own movie director. In this sit-com, the artist politi-
cizes the personal and lectures his thieving son on the importance of private
property, using arguments taken straight from Friedrich Engels. He even tries to
introduce justice by paying his kids to do the dishes. By the end of the film, the
lessons are learned: the class-conscious children rise up and write a manifesto in
which they disown their inheritance. This conclusion has a double meaning, there
is not only the self-irony of overly politicized parents, but also that of the artist,
who has turned his children into shockworkers of post-Fordist creativity.
DR

Mladen Stilinovi¢

The Artist at Work. 1978—1993
The author insisted on sending his photograph via express mail as photo prints just before he went
on vacation.

“Why can art no longer exist in the West?” asks Mladen Stilinovi¢ in his mani-
festo The Praise of Laziness (1993). “The answer is simple. Artists in the West are
not lazy.” He answers, in fact, “they are not really artists at all, but producers of
something.” That is, they are shockworkers. To make real art, you need to “prac-
tice and perfect” laziness, as in Stilinovi¢’s by-now legendary performance in
which he installed himself in bed at Boris Demur’s studio for a long afternoon.
Such laziness was only possible in Yugoslavia in 1978, one could say, in the golden
years of self-managing consumer socialism, years in which the artist enjoyed a
great deal of autonomy not only from the state but also the market. Paradoxically,
that time made it possible for conceptual artists like Stilinovi¢ to discover realize
an age-old line of resistance within socialism against the cult of work within the
workers’ movement. The plea for the abolition of work runs from Karl Marx’s
Critique of the Gotha Program (1875) and Paul Lafargue’s The Right to Laziness
(1883) to Kazimir Malevich’s Laziness as the Truth of Mankind (1921), a bitter cri-
tique of war communism as a means of perfecting labor. In the practices of the
avant-garde, laziness is a recurring dream: Rodchenko dreamed of working while
lying on a couch, and Konstantin Melnikov designed a Laboratory of Sleep (1935)
for exhausted shockworkers. But today, that entire tradition takes on a new
meaning. Stilinovi¢ demonstrates that laziness can, in fact, be a form of work;
sheer presence is already enough to extract surplus labor from the living ready-
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4] Anetta MoHa Kuwa u JTioums Tkavoea. Bce Toukn «Kanurtanay. 2007
41 Anetta Mona Chisa & Lucia Tkacova. All Periods in Capital. 2007
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made. Also, when the image circulates globally, yet more value is added, as it rep-
resents the special knowhow of the post-socialist artist: laziness.
DR

Anetta Mona Chisa and Lucia Tkacova
Dialectics of Subjection #4.2006
All Periods in Capital. 2007
After email negotiations the authors uploaded the film and project documentation via ftp. Russian

subtitles were added in Moscow.

Anetta MoHa Kuwa u JTiounsa Tkavosa. Juanektuka 3asucumoctu. Ne 4. 2006
Anetta Mona Chisa & Lucia Tkacova. Dialectics of Subjection #4. 2006

Two girls loll about in bed and discuss famous international male politicians —
exclusively from the perspective of their sexual attractiveness. These are young
artists talking, and their piece consists solely of this. Anyone watching this film
will be bewildered and perhaps also jealous of the fact that Anneta Mona Chi a
and Lucia Tkacova’s work here did not involve any real work — the girls were just
whiling away the time. All |2 minutes 56 seconds of it, to be exact.

The girls do not have any specific plans as regards Mr.Yushchenko and other
such objects of their attention, and this undertaking of theirs seems, from a prac-
tical standpoint, as unproductive as it could be. But it may then not be so strange
that this conversation is placed under the banner of art after all — art is useless
by its very nature. That said, practical demands are made of it all the more fre-
quently — that the form should entice the viewer and advertise its content; and
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TBOPUTBL NeXa Ha AnBaHe, a KoHctanTuH MenbHukoe cnpoekTuposan «J1labopato-
puto cHay (1935) ana usHypeHHbIX TpyAoM yAapHUKoB. CTUAMHOBMY, OJHAaKO,
MPUBHOCUT HOBbIM CMbICA B 3TY TPAAWULMIO U MOKa3bIBaeT, YTO HA CAMOM Jesle JieHb
MO>XeT CTaHOBUTLCA POPMOI paboTbl: MPOCTOro NPUCYTCTBUA XYAOXKHUKA, 3TOFO
XKUBOTFO peAu-Melifa, yKe AOCTaTo4HO AfiA obpasoBaHus npubaBo4HOro npo-
AykTa. A korga obpas neHn HauMHaeT racTposiMpoBath B r06asbHOM NMPOCTPaH-
CTBe, €ro CTOMMOCTb YBeNnn4MBaeTca elle Honblie: OH y)e CTAHOBUTCA BOMJIOLLLe-
HMeM crnelyMPUYecKoro Hoy-xay MOCTCOLMANUCTUYECKOrO XYAOXHUKA, TO ecTb
€ro yMeHus ObITb IEHMBbIM.

ap

AnetTa MoHa Kuwa n Jlioums Tkavosa

OwnanekTtuka 3asucumoctu. N2 4. 2006

Bce Touku «Kanurtana». 2007
[Nocne neperoBopoB Mo 37IeKTPOHHOM MOYTE aBTOPbI 3arpy3usin GunbM U JOKYMEHTALMIO MPOEKTa Ha
ftp. Pycckue cy6TnTpel 661 cienaHsl B Mockae.

[lBe neByLUKM BanAoTCA B NOCTENN U 06CYXAAOT 3HAMEHUTbIX MUPOBbIX MOJN-
TUKOB MY>KCKOTO MOJ1a — UCKJTIOYUTENbHO C TOHYKM 3PEHUA UX CEKCyanbHOM Npuse-
KaTenbHOCTU. PasrosapueatoT Moniogpble XyAOKHULbI, U B 3TOM U COCTOUT UX NpO-
nseegeHve. C HeJoyMeHMeM, 2 BO3MOXHO, U C 3aBUCTbIO 3pUTeNb 3TOro dunbMa
BbIHY>XZleH OyAeT NpUHATL TO OBCTOATENbLCTBO, YTO 3Ta paboTa AHeTTbl MoOHBI
Kuwm n JTroumnmn TkavoBoit HMKaKol ocoboit paboTbl He Npeanonarana — AeByLUKU
MpoCTO Henyloxo nposenu Bpema. | 2 MUHyT 56 cekyHa, ecnn cobnoaate TOYHOCTb.

Y AeByllek HeT KOHKPETHbIX MIaHOB OTHOCUTENbHO r-Ha lOLeHKko U npounx
OOBEKTOB UX BHUMAHUSA, U 3aHATUE UX KAXKETCA NpefieNbHO 6ecniofHbIM C MpaKkTu-
Yeckol To4kM 3peHua. Ho Toraa He Tak yx CTPaHHO, YTO 3TOT pa3roBop BO3BeseH
B PaHr UCKyccTBa — BeJb UCKyccTBO GecnonesHo no ceoeit npupoge. lNpaeaa,
CErofHA K HeMy BCe aKTMBHee NpeAbABNAIOTCA NpakTU4eckue TpeboBaHUA — U K
ero ¢popMe, KOTOpas JOMKHA ObITb NPUTAraTeNbHOM U CNYXWUTb PeKknamMoit coaep-
XaHUIO; U K MOCNaHMIO, KOTOPOE JOJIXXHO YTO-TO KPUTUKOBATb U TE€M CaMbIM CIly-
XWTb onpasgaHueM ¢popme. HeyaneuTenbHo, 4TO XyAOKHUKA TAHET HEMHOTO NpU-
neyb M OTAOXHYTh. ..

Mnu, HanpoTuB, NOTPyAUTLCA, HO TaK, YTOObI pe3ynbTaT TpyAa MoJy4nnca napa-
AokcanbHo 6ecrionesHbiM. «Bce Toukn «Kanutana» — 310 22 59| wapuk, caenaxHbIii
BPYYHYIO U3 MMUHbI. KOnn4ecTBO LLApUKOB TOYHO COOTBETCTBYET KOJIMHECTBY TOYEK
B «KanuTane» Mapkca (Das Kapital, Kritik der Politischen Okonomie, Verlag
Marxistische Blatter, Frankfurt am Main, 1976, vol. ). XyaoxHuubl caMn nocymTanm
TOYKM, CAMM CKaTasin LUAPWKK, MOKPACUIN UX U NMONOXMNK B NakeT. [1o ux cnosam,
M3roTOBNEHNe OAHOrO LIapuKa 3aHuMano |4 cekyHa, a Bcex BMecTe, npu pabote
BaBoeM, — 316 274 cekyHgpl, To ecTb 527 | MuHyTY, unu 87,8 paboyero vaca.

MoHO nocyMTaTh, YTO 3TO MPUMEPHO CTOJILKO XKe, CKOJIbKO 3aHANo 6bl focTa-
TOYHO BHUMaTenbHOe — Ha gocyre — yteHue «Kanutanay. MMpasaa, YTeHne HUKTO He
n3MepseT B 4acax U MUHyTax. KaxeTcs, oHo BoBce He cuuTaeTca TpyaoM. M xyaox-
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that the message should criticize something and thus justify the form. It’s no sur-
prise, then, that artists should want to lie down and rest for a bit...

Or, on the contrary, to get some work done — but in such a way as to make the
end result paradoxically useless. All Periods in Capital are 22,591 handmade clay
balls. The number of these balls is the exact same number of periods in Marx’s
Capital (Das Kapital, Kritik der Politischen Okonomie, Verlag Marxistische Blitter,
Frankfurt am Main, 1976, vol.l). The artists counted the periods, rolled the balls
together, painted them and put them in a bag themselves. According to them it
took 14 seconds to make one ball, while all of them put together, made working
as a pair, took 316,274 seconds, that is, 5,27 | minutes, or 87.8 labor hours.

One could calculate that a relatively close reading of Capital in one’s own time
would take about as long. That said, nobody measured reading in hours and min-
utes. Apparently nobody considers it labor at all. And artists want the same free-
dom. But today’s artistic system is such that they can only justify their reading of
Capital by making twenty thousand balls for sale.

ED

Mona Vatamanu & Florin Tudor

Surplus Value. 2009
After email and phone negotiations, the film was uploaded via ftp.

Surplus Value, Mona Vatamanu and Florin Tudor’s film, underlines the inherent con-
tradictions of the system of accumulation and loss both in state run economies and
in the current neoliberal age. They do so through an autobiographical reference:
Under socialism, students were required to take manual labor classes, involving
mainly knitting for girls and wood and metal work for boys. At the end of the school
year, the students were required to buy back their own manufactured objects, the
price rising proportionately with the complexity of the carving or piece of knitwork.
In Surplus Value, the artists reproduce one of the first lessons in these classes, the
manual whittling down of a small piece of metal into nothing. However, the retrieval
of the memory of this pedagogical task goes beyond the absurdity of the different
systems’ economic norms, be it state planned capitalism or the waste and losses of
the expanding neoliberal capitalist economy and interrogates the meaning of labor,
profit, and materiality, getting down to the bottom line — universally shared through-
out systems or historical moments — a certain history of struggle.

cc

Andrei Monastyrsky

podjachev’s Channel. 2009-2010
All the films and film fragments shown here are freely available on YouTube. The author asked the
curators to make a selection and to install it at will.

Since 2009, artist and theoretician Andrey Monastyrsky has maintained an
Internet presence under the pseudonym “Semyon Podjachev,” whose name and
biographical details are borrowed from a real, little-known Soviet writer (1886-
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HUK Xo4eT ObITb Tak e cBobogeH. Ho TakoBa y>k coBpeMeHHas Xy[oXKecTBeHHas
cucTeMa, YTO onpaefatbh cBoe 4TeHne «KanuTanay XyAoXHWK MOXeT TONbKO U3ro-
TOB/IEHWMEM Ha NPOAaXy ABaALaTU ThbICAY LLUAPUKOB.

EA

MoHa BaramaHy n ®nopux Tyaop
MpubasouHas ctonmocTs. 2009

[Mocne neperosopoe no 3nekTpoHHOM nou4Te U no TenedoHy ¢unbm Bbin 3akadaH aBTopamMm Ha ftp.

MoHa Batamany n ®noput Tygop. INpubasouHas ctonmocts. 2009
Mona Vatamanu & Florin Tudor. Surplus Value. 2009

B sTom punbme MoHa Batamany u ®@nopuH Tygop BbIABAAIOT BHYTPEHHUE NPOTU-
BOpeuYMs, NMpUCYLLIMEe CUCTEMAM HAKOM/EHUA U PacXOAOBaHWUA B rOCyJapCTBEHHO-
Perynupyembix U B COBPeMeHHbIX HeonnbepasibHbIX 3KOHOMUKax. B ¢punbme nme-
eTca aBTobuorpaduyeckuit noatekct. Bo BpeMeHa coumanuama yvalmecs oba-
3aHbl ObIN NoceLaTb YPOKU TPYAQ: A€BOYEK YUMIU MaBHbIM O6pa3oM BA3aHMIO, a
Manb4nkoe — pabote ¢ aepeBoM u MeTannoM. [og KoHel, y4ebHoro roga y4eHukm
ZOJIKHbI ObINN BbIKYMaTh CBOM COBCTBEHHbIE NOAENKU, MPUYEM LieHa pacCiuTbIBa-
nacb NpPOMOPLMOHANbHO CNIOXHOCTU usgenua. B «[lMpubasoyHoit cTrommoctuy
XYAOXKHUKM BOCMPOU3BOAAT OZMH U3 NMEPBbIX TaKUX YPOKOB, HA KOTOPOM LUKOJb-
HUKOB y4aT Bpy4Hyto 06pabatbiBaTh Kyco4eK MeTanna HanunbHUkoM. B pesynbrate
Opycok foKeH NpeBpaTUTLCA B CTPYXKY. BripoyeM, BocnoMuHaHune 06 3tux nepa-
FOrMYecKMX OMbITaX HY>KHO XYAOXKHUKAM HE TOMbKO ANA TOro, YTO6bl NPOAEMOH-
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1934). In this guise, Monastyrsky accumulates video materials from his personal
archive, recordings of new performances, works, and meetings with his friends
that quickly acquire the status of artworks in their own right on YouTube. He also
uses it to collect all sorts of strange video clips he finds on the Internet.
Monastyrsky has been a dominant figure in the Moscow Conceptualist School
since the unofficial art era in the 1970s. The situation unofficial artists of that time
were in was historically unprecedented: an impasse was embedded into their prac-
tice between professional, paid work (illustrating books or designing public sculp-
tures — or, as in Monastyrsky’s case, working in a museum) and “real,” i.e. non-pro-
fessionalized, art they made in their free time without even glancing at the market.
Monastyrsky was one of that circle’s most radical adherents of “art for oneself,” her-
meticism, and rejecting the need to please any audience bar perhaps one or two ref-
erence groups among his artist friends. Today, Monastyrsky is nonetheless enthused
by the fact that his videos can theoretically be seen by a million users a day on You-
Tube. The Internet — that last refuge where one can use one’s free time and friend-
ship in ways beneficial for one’s art — allows him to lose himself in the widest spec-
trum possible of what is presented here as the result of artistic and artistically-in-
clined practice (in Monastyrsky’s words, “from Heidegger’s lectures to the rapper
Syava”). True, both leisure and friendship are subject to increasing monetization on
the Internet today (one’s “friend count” is a mere synonym for advertising potential).
But Monastyrsky evades commercialization, donning the cap of an absurdist and a
jester — just as he evaded the demands of censorship, the public, and the art market.
ED

Vadim Zakharov

The Funny and Sad Adventures of the Foolish Pastor. 1996—1998, 2007 (postscript)
The works were printed in Moscow from files supplied by the artist.

Vadim Zakharov’s pastor is a conceptualist missionary, a superhero of sorts. He
made his first appearance in the mid-1990s, just when it seemed that the Moscow
Conceptual School was about to disperse. (Pastor Zond was also the name of a jour-
nal that Zakharov began to publish to “rally the flock,” his fellow conceptualists,
after relocating to Cologne in 1990.) The pastor — a figure established through
Zakharov’s photographed performances — probes the ground for Romantic Con-
ceptualism’s continued existence under globalization. His Funny and Sad Adventures
take him to a submarine in Germany, a remote Japanese island, and even the wind-
mills of Don Quixote; he peers into cracks, jumps skywards, dons masks and grows
unnaturally tall: These are pilgrimages and Swiftian journeys, where the mobile
image is the artist himself. They enact the near-holy “foolishness” of true romanti-
cism, and look like effortless games during a trip out of town. But at the same time,
Zakharov brings to mind his own status as a living commodity, becoming a carica-
ture of the circulating global artist, whose intensity of labor is measured by the
amount of specific sites he or she produces and consumes.

DR
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CTpupoBaTh a6CYpAHOCTb SKOHOMUYECKUX HOPMATUBOB, MPUCYLLIMX CaMbIM Pas3finy-
HbIM CMCTEMaM, — UJET JIN Pedb O NNAHOBOW 3KOHOMMKE roCyJapCTBEHHOrO Kanu-
Tann3Ma UM XXe O HeNpOWU3BOAMUTENbHbIX TPaTax Kanutanusma HeonmbepanbHoro,
MOCTOAHHO PaCLUMPAIOLLETrO CBOU rpaHuLibl. ABTOpPbI pUSIbMa CTaBAT BOMPOC O 3Ha-
YeHUM TpYAQ, NpUOBINM N MaTepUasbHOCTU, AOBUPAACh 1O CaMbIX OCHOB, He 3aBW-
CALLMX HU OT KOHKPETHbIX CUCTEM, HU OT UCTOPUYECKNX NEPUOAOB, — U UMEHYEMbIX
ncropueii 6opb6el.
KK

Anppeit MoHacTbipckuit

KaHan podjachev. 2009-2010
[emMoHcTpupytoTca dunbMbl u pparMeHTbl GUNbMOB, HAXOAALLMECA B OTKPbITOM AocTyne Ha YouTube.
ABTOp npeaocTaBun Npaeo BbiGopa puUnbMoB Kypatopam.

C 2009 roga xyaoxHuk n Teopetuk Anapeit MoHacTbIpckuii BbICTYMAEeT B MHTEp-
HeTe nog ncesgoHumomM CemeH lMogbayes, 3aMMcTBYs UMA U Aetanu 6uorpadpum y
Manon3BecTHOro peanbHoro coeerckoro nucarens (1886—1934). MNoga sTvM uMeHeM
MoHacTbIpckuit akkymynupyeT Ha YouTube MaTepuanbl 3 ceoero Buaeoapxmsa, a
TaK>Xe BMEO3anncy HOBbIX aKLMIA, NMPOU3BEAEHUN U APYXKECKUX BCTPEY, KOTOpble
HeMe/lIeHHO NMpUOBPeTalOT CTaTyC Npou3BefeHNA. 34eCh XKe COOMpatOTCA pasHOro
POAa CTpaHHblEe BUAEOOTPbIBKU, HalieHHble XyAO0XHUKOM B UHTEpHETe.

Hauunnas c 1970-x, snoxu HeoduumanbHoro uckyccrea, MoHacTblpckuit ocrta-
€TCA OJHWUM U3 NUJEPOB LUKOJbl MOCKOBCKOrO KOHuenTyanusMma. B 1970-e rogbl
HeopULManbHbINA XyLOXHUK HAXOAWUICA B YHUKaNIbHOM UCTOPUYECKOMN CUTYyaLuu: B
ero feAtenlbHOCTb Ob1 BCTPOEH pa3pbis MexAy npodeccueil, NpUHOCKBLLENR 3apa-
6OTOK (MNNIOCTPUPOBAHWE KHUT UMW AU3aiiH FOPOACKOMN CKYNbMNTYPbl UK, KaK B
cnyyae ¢ MoHacTbIpckUM, paboTa B My3ee), U KHaCTOALLMMY, TO eCTb He npodeccu-
OHaNM3UPOBaHHbIM, UICKYCCTBOM, KOTOPOE CO3/4aBanock B CBO6OHOE BpeMs U BHE
Kaknx-nmbo pbIHOYHbIX nepcnekTus. B atoM kpyry MoHacTbipckuii 6bin ogHUM 13
PaAuKanbHbIX aZenToB «UCKYCCTBA AN CBOMX», FepMeTU3Ma — OTKasza oT TOro,
4TO6bI HPABUTLCA KaKoit Bbl TO HM Gbino Ny6nKe, KpOMe pas3Be OHOM-ABYX pede-
PeHTHbIX uUryp apysen-xynoxHukos. CerogHsa TeM He MeHee MOHaCTbIPCKUiA €
3HTY3Ma3MOM OTHOCMUTCA K TOMY, YTO 32 ZleHb Ha YouTube ero Buaeo Teopetnyecku
MOryT YBUAETb MUINNOH nocetuteneit. MIHTepHeT — 3To nocnefHee npubexuile
©6naroTBOpPHOW ANA MCKYCCTBA 3KOHOMWUKM CBOOOAHOro BpeMeHW U ApyxObl —
MO3BONIAET eMy 3aTepATbCA B NPeAeSbHO LLIMPOKOM CMeKTpe TOro, 4To 34ech npea-
CTaB/IEHO KaK pe3ysibTaTbl XYAOXECTBEHHbIX U OKONOXYLOXECTBEHHbIX MPaKTUK
(no cnoeam MoHacTbipckoro, «oT nekuuii Xaaerrepa go panepa Caebi»). [Npasaa,
W Aocyr, u apyx6a B COBpeMEHHOM MHTepHeTe NojBepratoTcs Bce bonbLuei MoHe-
Tapuzaumm (KOJIMHECTBO «APY3ei» — JIMlb CUHOHUM PEKIaMHOrO MOTeHLMana).
Ho MoHacTbipckuit yckonb3aeT oT KOMMepLManmsaumn, Haaesas konnak abecypam-
CTa 1 LWYTa, — TOYHO TaK e, KaK OH YCKOMb3asN oT TpeboBaHUi LieH3ypbl, My6nmku
WNK Xy[,0XKECTBEHHOTO PbIHKA.

EQ
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44  Angpeit MoHacTbipckuit. Kanan podjachev. 2009-2010
44 Andrei Monastyrsky. podjachev’s Channel. 2009-2010
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Baaum 3axapos
CMelLHble U FpyCcTHbIe NpUktodeHus rmynoro [Nactopa.
1996-1998, 2007 (nocTckpunTyM)

Dotorpacum HaneyataHbl B Mockee ¢ $paitnos, NpUCIaHHbIX XyLOXKHUKOM.

Baaum 3axapos. CMelLHble U rpycTHbIe NpuKtodeHus rynoro [Nactopa. 1996—1998
Vadim Zakharov. The Funny and Sad Adventures of the Foolish Pastor. 1996—1998

Mactop, nepcoHax TBopyecTBa Baguma 3axapoBa, — 3TO KOHLENTyanucT-
MUCCMOHep, CBOEro poaa cynepMeH. Bnepebie oH nosasnsetca B cepeauHe |990-x
rofoB, Kak pas Korja BCeM CTaso KasaTbcs, 4To MoCcKoBcKas KOHLeNTyanbHas LWKosna
HaxoAuTCA Ha nopore paccesaHus u pacnaga. («lMactop 3oHA» — Tak HasbiBascA
XypHaJ1, KOTOpbI 3axapoB Havas M3jaBathb, YTOOblI KOKOPMNATL NACTBYY» ApYy3eit-
KoHLenTyanucTos nocne ceoero nepeesga B KensH B 1990 roay.) Mactop — repoi
MHorux ¢otonepdopMaHcoB 3axapoBa — WLUET OTBET Ha BOMPOC, CNocobeH Nu
KPOMaHTUYECKUIA KOHLEMTYanusMy» BbKWTb B YCnoBuax rnobanusaummn. «Cmewl-
Hble U FPYCTHbIE MPUKITIOHYEHUAY NPUBOAAT €r0 Ha HEMELIKYIO MOABOAHYIO NOAKY, Ha
Janekuin ANOHCKMUI OCTPOB U Aaxe K BETPAHbIM MENbHULAM, C KOTOPbIMU HeKorAa
cpaxanca [JoH Kuxor. lepoit 3axaposa npoBanuBaeTcs B pacCesivHbl, MOAMPbIrU-
BaeT A0 Hebec, XOAUT B MacKe U YBEIMYMBAET CBOM POCT O HEBEPOATHbIX pas-
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46 Llao ®eir. cosPlayers. 2004
46 Cao Fei. cosPlayers. 2004
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MepoB. B 3TuX manoMHuYecTBax M nyTeLlecTBUAX, BNOMHE CBUPTOBCKUX MO CBO-
eMy Ayxy, «<MobusbHbIM 0bpazoM» ABRAeTCcA caM XyAoxHUK. [MoxoxaeHus [Nactopa
CPOAHM HEXUTPbIM 3aropofHbIM pa3BreyeHusM, 1 [acTop B HUX NpeacTaeT NoyTH
Kak BGnaxeHHbI «ryneLy, repoi NOANMHHOrO poMaHTM3Ma. B To xe Bpema 3axa-
poB obHa)kaeT cBOI COBCTBEHHbIN CTaTyC «KMBOrO TOBapa», UPOHU3MPYET Haj
¢purypoii pazbesxaroLero no MUpy «rnobanbHOro XyLoXXHUKa», MpOU3BOAUTENb-
HOCTb TPYAa KOTOPOrO U3MepAETCA KONMYECTBOM OCOOBIX MECT, YTO OH NOCETUI 1
ynotpebun B feno.
ap

Llao ®ei

cosPlayers. 2004
B XoJAe neperoeopoe no 3ﬂeKTPOHHOVI no4Te BbIACHUNOCH, YTO XyAOXHUL|a HE UMEET NpaBa BbiKNabl-
BaTb PpUnbM Ha ftp n3-3a orpaHnyeHmiA, cBA3aHHbIX ¢ konupanToM. OaHako skcnpecc-noyTta us lNyaHy-
XKOY OKa3anacb O4eHb AOPOFOVI, M aBTOp cornacunacb 3akavatb CI)MI'II:M Ha cepeep. maﬁflbl, cornacHo
KOHTPaKTYy, NOCNe BbICTABKN 6YA)’T CTepTbl, a BbICTABOYHAA KOMUA YHNYTOXKEHA.

OpyH U3 NapaloKCoB MUPOBOI SKOHOMUKU COCTOMT B TOM, YTO MepefoBas HeMa-
TepuasibHOro NpousBoACTBa OOGHAPYXMUBAETCA B TOYHOCTM TaM, KyZa MUTPUPOBAIo U
MaTepuasibHoe Npou3BoACTBO. [1o KpaitHei Mepe MMEHHO Takoe BrevatiieHne cKna-
AblBaeTcA, Koraa nonagaelub B Kutaii, B paitoH nog HaseaHueM «Zgenbra XKeMyy>kHOM
pekuny». 3aeck MoxHo 3a 99 pgonnapoe kynutb ¢anblumeblii iPad. C aepesHamu, B
KoTopbIx pacnonoxeHo 80 NpoLeHTOB MMPOBOrO MPOU3BOACTBA MyroBUL, coces-
CTBYIOT YpOaHUCTUYECKUE FUTaHTbI, FOpoAa-MUINIMOHHUKK lyaHYxoy 1 LLISHBbYK3HS.
Monoaexb 3/1eCb MOYTU C POXAEHUA KUBET B BUPTYaSIbHOM MUpe LLIMPOKOMonoc-
HOrO WMHTEpPHETa U C PaHHero JeTcTBa OlyliaeT cebs reposaMu pasHOOOpasHbIX
OHNaiH-urp. EcTb Aaxke MarasuHbl, rae NOAPOCTKY 3a MPUNUYHbIE AeHbr paboTatoT
BUPTYO3HbIMU KOMIMbIOTEPHbIMU UTPOKAMM, NPUBIIEKas BHUMAaHUE NoceTuTenei.

®unbM cosPlayers kak pas o Tex MOfoAbIX JIIOAAX, KOTOPbIE XUBYT B 3TOM MUpe
1 KOTOpbIE NMPUBbIYHYIO UM BUPTYaslbHYIO PeanbHOCTb NMPUBHOCAT B CBOO MOBCE/-
HeBHYIO XM3Hb. B cBobGoAHOE BpeMA OHWM HapAXaloTCA B LBETACTble KOCTIOMbI
Cyrneprepoes 1 roHAIOTCA APYr 3a APYroM Mo NycTbIpAM, PasUTesIbHO KOHTpacTU-
PyA c cepocTbio ropoAckoro nevizaxa. OHW pasbirpbIBaloT B XKU3HW CBOU ¢aHTa-
31K, B KOTOPbIX €CTb U HACUIINE, U CEKC, U BONLLEBCTBO, HO UX KpUYaLLas HEMOXo-
XKeCTb Ha BCe BOKPYT NPUAAET NPOUCXOAALLEMY CTPAHHbIN FPYCTHbIA OTTEHOK.

ap

XKens JemuHa

bes Ha3BaHuA. 2010
XypoxHuua npuexana B EkatepuHbypr u caenana paboty Ha MecTe.

MckyccTBo Becerga 66110 B NepByto odepefb MaTepuanusaumeil cB06ogHoro spe-
MEHW, BPEMEHU, KOTOPOe HEU3MEHHO KpajeTcA y ApYyrux, Oyab To pabbl, uneHbl
CeMbU 1NN PaGOHMe-MMFPaHTbI. 3artem B NCKyCCTBE 3TOT q)aKT KpaXxxun obnekaercs
aypoii TaiHbl. CeroaHs, KOHe4YHO, 3Ta aypa BHEBPEMEHHOCTU YK€ U3PALHO MoTpe-
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Cao Fei

cosPlayers. 2004

Following email negotiations, it became clear that the artist could not upload to ftp because of
copyright restrictions. Express mail was prohibitively expensive from Guangzhou. In the end, the
artist agreed to upload the files, providing they would be erased and the exhibition’s copies
destroyed. These terms were set out in a contract.

One of the great paradoxes of world economy is that the forefront of immate-
rial production can be found in precisely those zones to which material produc-
tion migrates. At least this is what it feels like when you visit China’s Pearl River
Delta, where you can buy fake iPads for 99 dollars. Amid villages where 80 per-
cent of all the world’s buttons are made, there are urban centers like Guangzhou
and Shenzhen, sites of massive accumulation. Here young people grow up in a
virtualized world of broadband access and online multi-player role-playing
games. In fact, there are virtual sweatshops where adolescent workers play, for
hard cash, until they drop. Cao Fei’s cosPlayers is a film following young people
who live in this world and who spend their free time obsessively enacting its vir-
tual reality in real life. Dressed in the flamboyant costumes of superheroes, they
chase one another through their desolate urban landscape, grossly at odds with
their surroundings, enacting fantasies of violence, magic, and lust, strangely mel-
ancholic in their starkly individual otherness.

DR

Zhenya Demina
Untitled. 2010

The artist came to Ekaterinburg and executed her work in situ.

XKens OdemuHa. bes HazsaHus. 201 0. Dckus nHctannaumm
Zhenya Demina. Untitled. 2010. Sketch for the installation

More than anything else, art has always been the materialization of disposable
time, a time always stolen from others, be they slaves, family members, or
migrant workers, and then shrouded in an aura of mystery. Of course, by today,
that aura of timelessness has eroded. Most artworks have no more than three
seconds in the spotlight of fame. But in the process, disposable time is commodi-
fied to the point of becoming “unfree.” It too is now measured in discrete units
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naHa. bonbLUMHCTBY NpousBeaeHnit nckyccTBa yaaeTca NobbITh B JSly4ax cnaBbl U
x0Ta 6bl BHUMaHUA He Bonee Tpex cekyHa. Ho Mexay Tem ceobogHoe BpeMs caMo
npeBpaLLaeTca B TOBAp A0 TaKOM CTENeHu, YTO Ha Aene CTaHOBUTCA HeCBOOOAHbIM:
OHO Ternepb TOXe U3MepAETCA B AMCKPETHbIX eAMHULIAX U pparMeHTax. Takux, Hanpu-
Mep, kak Kybukn Xeuu [emuHol, pazbpocaHHble Mo BCEMY BbICTABOYHOMY MpO-
CTPAHCTBY. DTU KXY[0KECTBEHHbIE EAMHULIbI» HE TONBbKO UAMIOCTPUPYIOT UAEIO APO-
6neHunA 1 aaxke MCHE3HOBEHMA CBOOOAHOrO BPEMEHW, HO U BTOPratoTcA BO Bce Honee
CTaHZAPTU3UPYEMYIO SKOHOMWKY BpPeMEHW B MUpe uckyccta. [leMuHa, monogas
XYZAOXHMLA, KOTOPOM BCe CBOEe BpeMs criefoBasio bbl BKNazbiBaTh B y4eby 1 TBOpUe-
CTBO, OTKasblBaeTcA OTAaBaTh paboTe OosbLle NATHAALATM MAHYT — Mano TOro, OHa
KpaZeT BpeMsA, OTBOAUMOE 3pUTENEM Ha 3HAaKOMCTBO C paboTaMu Apyrux XyAOXKHMW-
KoB, nocrapiue. o ee coBCTBEHHbIM CTOBaM, OHA MOCTYNAET TaK U3 3rOUCTUHECKUX
nobyxAeHuiA, CTPEMACH 3aLMTUTL CBOE NIMYHOE BpeMsA. B ceroaHaLlHel HeMaTepu-
aJIbHOM SKOHOMMKE 3TO aKT CAaMOCOXPAHEHUA: YTOObI ObITb XYAOXKHUKOM, TpebyeTcA
BPeMs NO-HacTosALLLeMy CBODOAHOE, a He KaKO-TO Kyco4ek cBoOOAbl, 3apaHee B3Be-
LLEHHbIN, yNakoBaHHbI M aBCONOTHO NOAAENbHBI.
ap
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and segments, such as Zhenya Demina’s cubes, distributed throughout the exhi-
bition space. These units do not just mime the quantification and negation of dis-
posable time, but intervene in the increasingly standardized temporal economy
of the art world. Demina, a young artist who should be investing all her time
studying, making art, refuses to invest more than fifteen minutes into her work,
and what’s more, she steals time from the reception of other older artists. As
she says, she does this in an egoistical manner, to protect her own, personal time.
In today’s immaterial economy, this is an act of self-preservation; you need real
disposable time to be an artist, not some little morsel of freedom, quantified and
packaged in advance as a fake.
DR
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BMPTYO3blI

Mnbs n OMunus Kabakoebl

Tpy6a.2010
DCKM3 MHCTANNALMM U NOAPOBHbIE PyKOMMUCHBIE MHCTPYKLM Bbinn Npucnatbl ns Huto-Mopka
B Mocksy c Aipy»eckoii okasueit (cnacn6o). Mocne nuuHoii 6ecesbl c aBTopamu B Mockee MaTepuarsl
U UcnonHuTenu 6uinm nogobpaxbl B EkatepuHbypre.

Mnbsa Kabakoe 6onblue Bcero ussecteH B Poccum kak cospartens mMaclutabHoro
rpoTeckHoro obpasa cosetckoil 6ropokpatum. [NepcoHaxkn ero anbO6OMOB 1 UHCTaN-
naumi «Bwkadycmaawmi MNprumakosy n «Henosek, ynetesLumit B KOCMOC U3 CBOEMN
KOMHATbI» — U FepOMU, U XKepTBbl 3TOrO KapKMaHCKOro MUpa.

C rogaMu, oiHaKo, BbIACHAETCSA, 4TO rnaeHon TeMon Kabakosa 6bina He cTonbKo
COBETCKasA CMCTeMa, CKOJNIbKO MJeasibHble YCIOBUA CYLLeCTBOBAHUA ANA Xy[0X-
HMKa, KOTOpbIE 3Ta CUCTEMA NOpPOAWNA. 3anepTblil B CBOEN KOMHATe, UCKTFOYEH-
HbI N3 CUCTEMbI UHCTUTYLMIA, paboTaBLlunin «ana cebay», 3ToT TBOpYeCcKkuit cybbekTt
ObIN NULIEH YacTHOW COBGCTBEHHOCTM M YaCTHOrO MPOCTPAHCTBA, HO He JULLIEH
YyactHoro BpeMeHu. OH Gbin oTpesaH oT Ny6nKK, HO Of4HOBPEMEHHO U OCBOBOX-
AeH OT HeobxoAMMOCTU yroxaaTb eil; OH Obll OKpYXeH KpyroM apysei u
no-HacTosLeMy cBoboeH.

KoMy HyXHO TBOpPYeCTBO XYAOXXHWKa, NO3Ta, My3blkaHTa ceroaHa! Ectb nu y
Hero LaHc ObITb ycnbiwaHHbIM! [ToMoraet nu XyfoxHWKYy Gosbluas «MallinHa
penpeseHTaLumn UCKYCCTBa», YacTbio KOTOPO ABNAIOTCA rnobanbHble bueHHane,
WM BCE ee CUJTbl yXOAAT Ha LUYMUXY U nycToe konebaHune Bo3gyxal

MpoekT, 3aayMaHHbIi Mnbeit KabakoBbiM BMecTe € €ro MOCTOAHHbIM COQBTOPOM
OmMunuen Kabakosoit cneunansHo ana 1-i Ypanbckoit GueHHane v CnosiHEHHbIN
MO MX MHCTPYKLUMAM Ha OTKPbITUW, HE AAeT Ha 3TOT BOMPOC ONTUMUCTUYECKOrO
oTBeTa.

EO

Oxummn [ypam
Pasrpom. 2005

Mocne neperoBopoB Mo 31eKTPOHHOW MOYTE C rafiepesiMn XyAOXKHUKA U C HUM CaMUM unbM Gbin
npucnaH B Mocksy akcnpecc-noyToin.

HauuHas ¢ K)’6M3Ma Havana XX BEKa, B KOTOpPOM 4€JioBe4Y€CKOoe Te/10 N npea-
MeTbl Obinn pacyneHeHbl Ha oTAeNIbHble YaCTU, NCKYCCTBO OTOXAECTBNAETCA He
C Npou3BOACTBOM MPpeKpacCHbIX O6'beKTOB, HO CKopee C nX oTpuuaHueM, pas-
pyweHneM 1 yHU4TOXeHueM. Benvkme HosaTopsbl, nogobHele Kasummupy Mane-
BUYY, 3aHUManNUCh Taxenon pabotoit «ceegeHusa k Hynmoy». K koHuy XX Beka
3TOT KOrAa-TO repounYeCKUin XXeCT NpeBpaTUIICA B PYTUHHYIO OMnepaumio: UCKycC-
CTBO 3aABJIAET O «AeMaTepnannsatmn XyJo>KeCTBeHHOro npoAayKra» un npeacras-
naert ny6n|m<e npounseeeHunsA, B KOTOpble, KaXXeTcd, BKnaablBaeTCcA BC€ MeHbLUe N
MeHbLUe TpyAa. [laxke ecnun 3To Ha caMOM fiene He Tak, XYAOXKHUK Nobut noaaep-
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Mnbsa n DMunua Kabakoesl. Tpy6a. 2010. Dckuns nepdpopMaHca v UHCTanAALMUM
llya & Emilia Kabakov. Trumpet. 2010. Sketch for the performance and installation

llya and Emilia Kabakov

Trumpet.2010
The installation sketch and further handwritten instructions were personally delivered from
New York to Moscow by a friend (thank you). Materials and participants were selected on location
in Ekaterinburg after a personal consultation with the authors in Moscow.

llya Kabakov is known in Russia primarily as the creator of a large-scale, gro-
tesque image of Soviet bureaucracy. The characters who populate his albums and
installations Sitting-in-the-Closet Primakov and The Man Who Flew Into Space from
His Apartment are heroes and victims of that Kafkaesque world. With hindsight,
however, it became clear that Kabakov’s main preoccupation was not so much
with the Soviet system as with the ideal living conditions for the artist which that
system begat. Shut up in his room, excluded from the institutional system, work-
ing “for himself,” this creative subject was deprived of his personal property and
personal space, but not of his personal time. He was cut off from the public, but
simultaneously freed from having to oblige it; he was surrounded by a circle of
friends and was truly free.

Who needs the work of an artist, poet, or musician today? Does he have the
chance to be heard? Does the “art representation machine,” of which global bien-
nials are a part, help the artist, or does it expend all its energy on sensationalism

Exhibition / Virtuosi ENG

Fig. 48

229



XKWUBaTb 3Ty UNNIO3UIO, A2 U NYONMKa ToXe BOLUMA BO BKYC U nontobuna «Mblib-
Hbl€ My3bIpU» COBPEMEHHOIO UCKYCCTBA MMEHHO 32 TO, YTO OHU OJHOBPEMEHHO
MPUCYTCTBYIOT M OTCYTCTBYIOT.

49 Dxummu Oypam. Pasrpom. 2005
49  Jimmie Durham. Smashing. 2005

OcTpoyMHbI M MoYTH catupuyeckuin Buaeonepdpopmarc [bkummu [ypama
NoKa3bIBaeT, Kakas UMEHHO Onepauunsa U Kakoi TPYA CTOWT 32 TEM AEeKOPaTUBHbIM
MYCOPOM, KOTOPbI HaM CEroAHA NPeAnaratoT B BUAE XYAOXKECTBEHHOrO Npoun3sBe-
AeHusA. XyAoxKHUK-GIOpOKpaT 32 CXOAHYIO LieHy NMpOBOAMUT aBaHrapAHyto ornepa-
LMIo Mo KyTunmsaummuy obbekTos. [la u B caMoM Aene: BbIGpOCUTb KakoW-TO arpe-
rat B COBPEMEHHOW LIMBUNM3ALMM NOPOI OKa3bIBAETCA TPYAHEE U JOPOXKE, HeM
KynWTb HOBbIA. Tak 4TO POJSib XYAOXHMKA KaK KIKCKIIO3UBHOMO YHUHTOXWUTENA
06beKTOBY nepectana 6bITb TaKOM YK SKCKITFO3UBHOM. ..

EQ

Wnn. 50 Anekceit bynpakos
Koppekuus amsaitHa. 2008

Pa6ota ncnonHena aBTopom Ha MecTe, B Ekatepunbypre.
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and hot air? Devised by llya Kabakov and his constant collaborator Emilia Kabakov

especially for the I Ural Biennial and implemented at the opening according to

their instructions, this project’s answer to that question is not an optimistic one.
ED

Jimmie Durham

Smashing. 2005
After extensive email negotiations with the artist’s two galleries and himself, the film was sent to
Moscow by express mail.

Since early 20% century cubism, where objects and the human body were bro-
ken up into separate parts, art has been identified less with the production of
beautiful objects than with their rejection, debasement, and destruction. Great
innovators such as Kazimir Malevich took on the difficult work of “reduction to
nothing.” By the end of the 20" century this once-heroic gesture had become rou-
tine: Art now proclaims the “dematerialization of the artistic product” and offers
the public works that seemingly involve less and less labor. Even if this is not really
the case, artists love to maintain this illusion; the public has also picked up a taste
for contemporary art’s “soap bubbles” and come to love them for their simulta-
neous presence and absence.

Jimmie Durham’s sharp-witted and almost satirical video-performance shows
us the operation and labor that lie behind the decorative trash we are offered
today as works of art. The artist-bureaucrat carries out an avant-garde opera-
tion for “utilizing” objects at a reasonable price. And indeed in contemporary
civilization, disposing of some kind of assembly often turns out to be more diffi-
cult and expensive than buying a new one. So the artist’s role of as “exclusive
destroyer of objects” has ceased to be so exclusive...

ED

Alex Buldakov

A Correction in the Design. 2008
The piece was executed in situ in Ekaterinburg.

We see a wall of identical office folders torn through either by superhuman
physical power or social rage strained to its limits: what happened here? Did a
downtrodden manager’s patience run out? Did this business go under in the cri-
sis? Or has the monotonous world of administration, so keen these days to pro-
claim its “flexibility” and “creativity,” come across what real artistry is — some-
thing based not on appropriation, but destruction?

Alex Buldakov’s post-minimalist installations and video works display an interest
in settled systems that, on discovering a weak spot, he detonates from within. For
him, contemporary art is one such system - in his words, too “easy and refined,
idle and clever.”

Contemporary art as we know it today — ephemeral, temporary installations
in which ideas take precedence over their material implementation, where the
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Anekceit bynaakos. Koppekuus gusaiiHa. 2008
Alex Buldakov. A Correction in the Design. 2008

CreHa 13 0AMHAKOBbIX OMUCHBIX NANOK pasopBaHa TO JIU CBEPXYENOBEYECKOW
¢$pusmnyeckoit MoLLbto, TO NN JOCTUTLLEN NPEeAENa COLMalbHOM APOCTLIO: YTO 34eCh
npousownio? Vctekno TeprneHune yHukeHHoro MeHegpkepal! busHec cMeno BonHol
kpusmnca! Minu MOHOTOHHBIN aAMUHUCTPATUBHBIA MUP, KOTOPbIN CErofHA No6UT
3aABNATb O CBOEN KIMOKOCTUY» U KKPEaTUBHOCTUY», CTOJIKHY/CA C TEM, YTO TaKoe
HacTosALLee TBOPYECTBO, B OCHOBE KOTOPOIO He NpucnocobneHue, a paspyLueHune!?

Anekces byngakoa — B €ro NOCTMUHUMANUCTCKUX UHCTANNALMAX U BUAEO —
WHTEpecCytoT CIOXKMBLUMECA CUCTEMbI, KOTOPble OH B3pbIBAET U3HYTPU, OOHAPYXU-
BaA TOYKY HecTabunbHocTh. OAHOM U3 TaKUX CUCTEM ABMAETCA AJIA HEro HOpMa-
TUBHOE COBpPEMEHHOE UCKYCCTBO — CIIULLKOM, KaK OH MULLET, KJIErKOe U U3ALLHOE,
NEHUBOE U YMHOEY.

CoBpeMeHHOe UCKYCCTBO, KaKUM Mbl €rO 3HaeM CeroaHs, — 3eMepHble U Bpe-
MEHHble MHCTANNALMUM C NpeobnajaHneM uaev Haj MaTepuasibHbIM BOMOLLEHNUEM,
rae KponeBoi MOAEeNbIOY BbICTYNAET He BaATENb, He YenoBeK pU3nYecKoro Tpyaa,
HO Kypatop (MeHeZ)Xep, MaHUMYNATOP, OpraHu3aTop), — chOpPMUPOBAHO MUHU-
Manu3MoM u KoHuentyanusmom |960-x rogos. Toraa e MUMp Havyan nepexoauTb
OT MaTepuanbHOro Tpyaa Ha GOpANCTCKOM KOHBelepe K MoAenu Tpyaa «TBopYe-
CKOro», KHeMaTepuasibHOroY, CySIMBLLEro NoHavany ocBoboxaeHue. Tak He cTano
NI COBPEMEHHOE UCKYCCTBO COOBLLHUKOM — U aXKe MMOHEPOM — TeX COLManbHbIX
N3MeHEeHU, KOTOPbIE OHO — TaK JIEFKO U U3ALLHO, JIEHUBO U YMHO — KpPUTUKYeT!

EQ
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Kpuctnan Ankoscku. Tableau Vivant (XKueas kapTtuna). 2010
Christian Jankowski. Tableau Vivant. 2010

Exhibition / Virtuosi ENG

233



Wnn. 51

Wnn. 52

234

KpucTman AHkoBckM

Tableau Vivant (Xuas kaptuHa). 2010
®dunbm nony4eH B ABYX 3K3eMniapax — 3KCI1PeCC'FIO"ITOﬁ U3 ranepen Xyao>KHUKa U JiIn4HO OT ero accu-
cteHTa B bepnute. 3a nokas ¢unbMa 3annadeH roHopap. Mepesog 1 cy6TUTPLI cAenanbl B Mockee.
Cnacubo XYAOXHUKY 3a npeoCTaB/ieHUe TPaHCKPUNTa 3TOro O4€Hb HaCbILLEHHOro TEKCTOM q)VIJ'IbMa.

Tenepenoptepbl BO36Y>AeHHO, Kak ByATO peyb MAET O 3eMIEeTPACEHUM, KOM-
MEHTUPYIOT KHOBOe NMpousBeaeHue XyaoxHuka KpuctnaHa AHKOBCKU», ¢ KOTO-
PbIM TOT NMpUexan B X ropoa CVI,CI,HeVI, CJIOBHO He 3aMe4as, YTO HUKaKoro gpyroro
«npowuseeneHun», Kpome nx CcObBCTBEHHOrO NOABMEHNA Ha 3KpaHe, TYT HeT. Penop—
Tepbl UCTEPUYECKU CYeTATCA, MEXY TeM KaK XY OXHUK, KypaTop, KPUTUKM N accu-
CTE€HTbI BbICTYMakOT B POJIX 3aCTbIBLUNX nepc0Ha>Ke171 OKUBbIX KapTUH», NMOCKOJIbKY
€ANHCTBEHHOE, YTO apT-MUP MOXET NpeaAbABUTb CEroaHA, — 3TO CBOe (I)M3W~IECKOE
NpUCYTCTBUE, CBOIO MYMUIO, KOTOPYHO (MOJOOHO NPOU3BEAEHUIO UCKYCCTBA B NPO-
LUIOM) TPAHCMOPTUPOBAN Ha OYEPEAHYIO MEXAYHAPOAHYLO BueHHane.

Kpuctnan AHKOBCKM cTan usBecTeH cBOMMU abcypaucTckumMu Meauanepdop-
MaHCaMW, B KOTOPbIX OH OTKPOBEHHO U3J€eBasiCA Haj Be3eCyLHOCTbIO UANOTU-
4YecKnx Maccmegna, OqHOBPEMEHHO UCMONb3yA BCE UX BO3MOXXHOCTU. B TeueHue
HeAenn oH NnUTanca TOJIbKO TeMU NpOAYyKTaMU, KOTOPble €My yaBanocCb noAacTpe-
NUTb U3 NyKa B CynepmapkeTe (M cHAN o6 3ToM ¢usbM), Nepes OTBETCTBEHHbIM
y4yacTtnuem B BeHeLI,VIaHCKOVI 6ueHHane oH 3akasan KOHCYnbTaLUKO Yy T€NneacTposio-
roe (M BbICTaBUN UX OTBETbI), OH NO3BONMN HOKYCHUKY NPEeBpaTUTL cebs B rony6s
Ha rnasax y 3puTenieit M ycTpoWn CKaHAan Ha Tenewoy epaHrenuctos. B nose
«MOAHOIo XyAO>XXHUKa» AHKOBCKM nosABnAeTca Ha ToM npouBeTarou.l,eﬁ TeppuTo-
pvn, rae obpasbl B U3bbITKe reHepupytoTca 6e3 BCAKOM NOMOLLM COBPEMEHHOrO
nckycctea. CHOBa M CHOBa OH pBETCA B CaMyto My6uHy aZja cOBpeMeHHOMN Meau-
aNIbHOW UMBUAM3ALUN, yTBEp>KAaa N AOKa3biBafA, YTO UCKYCCTBO AABHO YyXe He
CyLiecTByeT, HTO OHO NUllb 4aCTb MeAUaCneKTaKkna n 41o 6ueHHane u «KypaTtop-
CKMe MPOEKTbI» HUYEM He OTIMYAOTCA OT BECCMbIC/IEHHbIX U MOBEPXHOCTHbIX
TENEBU3NOHHbLIX NpOrpaMm.

EQ

Hapoa J1lusap

iHirst (u3 cepuu iArtistLondon). 2009
KoHcTpykTop iHirst 6611 cobpaH Mo TOYHBIM MHCTPYKLMAM XyAOXKHHLbI. Yepen, UCKYcCTBEHHbIE
6pvnnuaHTbl, Knei n cepebpsaHas kpacka 6binu KynneHbl B Mockee, a KpynHble KOpUAUaHTbI» U
ynakoBoO4Has KOP06Ka npuwnn n3 nOH,qOHa no no4Te.

YcbinaHHbI GpunnnaHTaMm Yepen — CMMBOJT COBPEMEHHOMO UCKYCCTBA B €rO XyA-
LUMX NPOSABIIEHUAX — U3BECTEH KaxaoMy. Ero nponsBoacTBO cToMNo YeTbipHaLaTh
MUNMOHOB (PYHTOB, NPOZABANCA OH 32 NATLAECAT, U B pe3ynbTaTe paboTy npuobpen
LieNnbIii KOHCOPLIMYM NOKynaTesiei, B KOTOPbI BOLLIEN 1 CaM aBTOp — BbIBLLMIA «MOMO-
Aol 6puTaHckuii XyaoxHuk» [amuen Xepct. HaspaHnue atoit pabotbl — «Paam
nio6eu k boryy (2007) — kak 661 NpeABOCXMLLAET TO YCTanoe 1 pasgpakeHHoe «aa
paau 6oray, c KOTOpbIM NIOAW PearnpytoT Ha UCTOpUIO Mpo To, kak B 2008 rogy, Ha
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“role model” is not a sculptor, not a physical laborer, but the curator (a manager,
manipulator, organizer) — was formed by the minimalism and conceptualism of
the 1960s. It was then that the world was beginning to move from material labor
on a Fordist production line to a model of “creative” and “immaterial” labor that
initially promises liberation. And indeed, has contemporary art — so easy and
refined, so idle and clever — not become an accessory to, and even pioneer of,
those very social changes that it criticizes?

ED

Christian Jankowski

Tableau Vivant. 2010
Two copies of the film were received via express mail from the artist’s gallery and personally from
his assistant in Berlin. A screening fee was paid. Translation and subtitles were made in Moscow.

We are grateful to the artist for the transcript of this text-intensive film.

Excitedly, as if talking about an earthquake, TV reporters comment on “the
artist Christian Jankowski’s new work” which he has brought to their city, Syd-
ney, seemingly without having noticed that there is no “work” here bar their
own onscreen presence. The reporters work themselves into a frenzy while the
artist, curator, critics, and assistants play frozen characters from tableaux vivants,
since all that the art world has to offer today is its own physical presence, a mum-
mified form of itself, which (like a work of art from the past) they have brought
to yet another international biennial.

Christian Jankowski became known for his absurdist media-performances in
which he openly mocked the ubiquitous idiocy of mass media while simultane-
ously taking advantage of all that it offered. For a week he subsisted solely on
food that he had successfully shot in a supermarket display with a bow and arrow
(which he filmed), he consulted TV psychics and astrologers on the eve of his
participation in the Venice Biennale (and displayed their responses), let a magi-
cian turn him into a pigeon in front of an audience, and scandalized an evangelist
TV show. In his pose as a “trendy artist,” Jankowski arrives at that flourishing
territory where excess images are generated without any help from contempo-
rary art. He repeatedly delves into the hellish depths of our contemporary media
civilization, asserting and proving that art ceased to exist long ago, that it is just
part of a media spectacle and that biennials and “curatorial projects” are no dif-
ferent from meaningless, superficial television programs.

ED

Naroa Lizar

iHirst (from the series iArtistLondon). 2008
The iHirst kit was assembled according to exact instructions from the artist. Skull, artificial diamonds,
glue, and silver paint were purchased in Moscow, while the larger “diamonds” and the packing box
for the kit were sent from London via mail.

Everybody knows that diamond-studded skull. It is the epitome of contemporary
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Hapoa JTusap. iHirst (13 cepuu iArtistLondon). 2009
Naroa Lizar. iHirst (from the series iArtistLondon). 2009

cnepyroWmin AieHb nocsnie Kpaxa ¢poHgoBow bupxu, XepcT yMyapunca npoaatb Ha
Sotheby’s cBoeit xyaoxecTeeHHoM npoaykummn Ha | | | MunnmoHoe dyHTOB.

BonbLuMHCTBO Npon3BeaeHii XepcTa MOXXHO Ha3BaTh KOHLENTYasbHbIMU JIFOKCO-
BbIMM «MynbTUrAMKY. [MponssoasaTca onn B Kutae, Ha pabpukax, 1 XoTa Ha caMOM
Zlene 3TO Beluy TUPaXHble, KaJas BEpCUA MpeTeHAyeT Ha OPWUIMHaNbHOCTb U
COBEpLLEHCTBO, U LIEHHUK K Heil mpunaraetca cooTseTcTBytolwmii. Hapoa Jluzap
MyckaeT 3TOT KOMMepYEeCKUii MeXaHM3M BCMATb: Nnop GpeHgom iArtist oHa uepes
MHTEpHET pekflaMupyeT MpOU3BOACTBO alnbluMBbIX MynbTunnei. [Mocetutenam
CBOEro CaifTa OHa MpeAraraer caMuM B AOMALLHWUX YCOBUAX NOBTOPUTbL MPOU3Be-
AeHne XepcTa v NpoUnxX Xyf0KHUKOB (oTctofa HasBaHue — iArtist). [nsa atoro BceM
XKENaloLWMM OHa NPeAOCTaBNAeT MHCTPYKLUMM U MaTepuarbl, a 3204HO U BO3MOX-
HoCTb 6onee NpPoOAYKTUBHO UCMONb30BaTh TO BPEMs, KOTOPOE OBbIYHO TPATUTCA Ha
pasHble Urpbl U ragxkeTbl. XOTA Ha CaMOM ferfle NMPOeKT He paboTaeT (XyAOXHMULA
cAenana Tonbko oAuH Habop AnA ofHoro camogernibHoro Xepcra), KOHLENuus
nony4unna usBeCTHOCTb U Aaxe Npocnaeunack B 6norocdepe, Tak 4to Hapoa Jluzap
[l0 CUX MOPp MOoJTy4aeT 3aKasbl Ha HECYLLLECTBYIOLLMI MPOAYKT. DKCMOHAT, NpeAcTaB-
NeHHbIN Ha BbICTaBKe, COBPaH MO MHCTPYKLMAM XyAO0XKHWLIbI BONIOHTEPAMU U COTPYA-
HuKaMn bueHHane B EkatepuHbypre.

ap
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art at its worst. It cost over £14 million to make, and sold for 50 million. Its creator,
the not-so-young British artist Damien Hirst was part of the consortium of buyers.
The pieces’ name For the Love of God (2007) anticipated the exasperation that peo-
ple feel when they hear this story, which ends with the anecdote about how Hirst
sold £1 1| million worth of his own art at Sotheby’s a day after the stock market
crashed in 2008. Most of this work was what one could call conceptual luxury multi-
ples, made in massive numbers at factories in China, reproductions recycled over
and over again, but each with a claim of originality and perfection, and a price-tag to
match. Naroa Lizar reverses this procedure: Hers is a fake multiple advertised over
the internet as part of the iArtist concept. Users are invited to remake the work of
Hirst and others with the help of do-it-yourself kits, to divert free time usually spent
playing with gadgets to something more productive (hence the iArtist label). Though
it was a fiction (the artist never produced more than one kit), her concept caught
on and was widely publicized in the blogosphere, so much so that she still receives
orders for a nonexistent product. The version in the exhibition is a replica reassem-
bled according to the artist’s instructions. It was made by interns and assistants in
Ekaterinburg.
DR

53  Aspeit Tep-OranbaH. KapTutbl gna myses. 1989-1991
53  Avdei Ter-Oganyan. Paintings for a Museum. 19891991
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Asgeit Tep-OraHban

KapTuHbl gns Myses, nepepucoBaHHble aHOHUMHbIM XY,0XXHUKOM [/l BbICTaBKM

«YAapHUKM MOBUNbHBIX 06pazoey. 2010
CornacHo KoHuUenuyum paboTel KapTUHbLI CKOMUPOBaHbI B NPOU3BOJILHOM pasMepe ¢ haitnos, NpUciaH-
HbIX XY4OXXHUKOM, XOTA OpUrMHaNbHble NpOn3BeaeHUa ToxXe 6binn AOCTYNHbI. M3HavanbHo npeano-
naranochb, 4TO KONUPOBATb UX AOJIXKEH XYAOXKHUK, CFIELI,VIaI'IM3VIP)’IOLLWIHCﬂ Ha KOMMep4eCKUX yNnn4HbIX
NopTpeTax, OAHAKO 3TO OKa3asoCh C/IMLLIKOM JOPOro, ¥ paboTy BbINONHUI NPeACTaBUTENb €KaTEPUH-
Byprckoro coBpeMeHHOro UCKyCCTBa.

Asgeit Tep-OraHbsH Bnepeble Hanncan «KapTuHbl ans myseay» B 1989—1991 rogax
B Mockse. D710 6binv caenaHHble Bpy4Hyto konun [rowana, Max Pes, Vsa KnsitHa,
Yopxona, Ho caenaHbl OHM BbINK He € CaMMUX KITACCUHECKMX NMPOU3BEAEHUIA Moaep-
HM3Ma U MOM-apTa, a C NIOXUX PENPOAYKLMIA, KOTOPble MOXHO GbINIO HANTU B COBET-
CKMX KHWrax, KpUTMKYIOLLMX 3araZHoe MCKYCCTBO, U KyAa, B CBOIO O4vepeAb, 3TU
¢doTorpadum ckopee Bcero nonaganm us MHOCTpaHHbIX raset. B aTom «Boobparxae-
MOM My3ee», MOCTPOEHHOM Ha LiernoUKe CTOJb e 6ecrniaTHOro, CKoJib MU HETOHHOTo
penpoayLupoBaHusa, NpoU3BeAeHUE AeMaTepuannsyeTca u npuobperaert cTaTyc npu-
Mepa, UNNIOCTPUPYIOLLIErO TEOPETUYECKUI, KPUTUHECKUI TEKCT — MyCThb Aaxe 3ToT
TEKCT ToNbKO nopapasymepaetcs. «KapTuHbl Ans Mysesa» OTPbIBAlOTCA OT KaKOro-
nu6o snagenbLa, 6yAb TO YaCTHbIN KONNEKLMOHEP, FOCYJapCTBEHHbIV My3€it, aBTOp
nctopuyecknx pabot, obnagarens KHUrn ¢ penpoAyKLMAMU UNN Aaxe aBTOP KOMWIA:
OHM MpUHAANEXAT TONbKO KOHTEKCTY OOMeHa uAeaMU, KOHTEKCTy obpasoBaHus u
caMoobpazoBaHus.

StoT npoekt Asaeit Tep-OraHbaH Npofoxan B BUAE 3a4aHWi ANs CBOUX Y4eHU-
KOB, M MPOEKT MO-MPeXHeMy OCTaeTCA OTKPbITbIM. [103TOMy KypaTOpbl BbICTaBKM
NPeAnOYSIN CKONUPOBATh BELLM CHOBA, 2 HE BbICTABUTb COXPAHUBLLMECA OPUTUHAbI
1989 ropa. Kputnyeckoe «cpenait cam» Asaesa Tep-OraHbaHa nto6oOMbITHO cpas-
HUTb ¢ npoekToM Hapoa Jluzap o [Iamuene XepcTe, KOTOpbIN TOXe MNOCTPOEH Ha
HE3aKOHHOM KOMWPOBAHWK, HO YKOPEHEeH B ApYyroi uctopuyeckon cutyauumn. Knac-
CUYECKMI1 MOZEPHU3M 1 AaXke MOM-apT He OCMapuBaIn TPAAULIMOHHO XeCTKoe orpa-
HUYeHMe KONMMYeCTBa KOMUI Xy[OXKeCTBEHHOro NpOuU3BeeHNs, BUAA B 3TOM 3anor
npaBa XyAOXHWKAa HPABUTLCA TOJNIbKO HeMHOTMM. PacTBOpAs 3Ty yHWKanbHOCTb B
Yyepese nogpaxanuit, Asaeit Tep-OraHbaAH NoABepraeT COMHEHUIO MOJEPHUCTCKME
npeteHsun. OpHako B koHLe XX Beka TUTaHbl pPblHKa, Nofo6Hble [aMueHy Xepcty
unm MypakaMu, y>ke roToBbl YBENIMHNTL CBOM TUPaXK1, Criefys iorvke bectcennepa,
KOTOpYto BU3yasibHOe UCKyccTBO Bceraa oteeprano. OkasbiBaercs, 4TO COBpeMeH-
HbIl 3pUTESIb, AaXKe KOMIEKLIMOHEP, CTan MeHbLLIE LLIeHUTb YHUKaNIbHOCTb 1 GonbLue —
nsBectHocTb. Hapoa J1usap npegnaraet kaxxgomy umets y ceba goma [Ismuena Xep-
cTa — 6onee NOAIMHHOIO U YHUKaSIbHOrO, YeM caM XepCT.

EQ

Omutpuii BynHbirvu
O, H3-H3, H3-H3. 2009

®DunbM HaxoAMTCA B OTKPbITOM AocTyne Ha YouTube.
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Avdei Ter-Oganyan

Paintings for a Museum, repainted by an anonymous artist

for the exhibition Shockworkers of the Mobile Image. 2010
According to the concept of this series, the paintings were copied in different sizes from files sent by
the artist, even though the originals were available. At first, the artist’s idea was for a commercial
street painter to paint them, but that proved too expensive. In the end, the piece was executed by
alocal contemporary artist.

Avdei Ter-Oganyan painted his first Paintings for a Museum in Moscow between
1989 and 1991. These were handmade copies of Duchamp, Man Ray, Yves Klein
and Warhol, taken not from these seminal modernist and pop art works them-
selves, but from bad reproductions in Soviet books critical of Western art,
where these photographs had themselves made their way from foreign newspa-
pers. In this “imaginary museum,” founded on a reproductive chain which is free
of charge and inaccurate in equal measure, art works are dematerialized and
acquire the status of an example illustrating a theoretical, critical text — even if
this text is only implied. Paintings for a Museum exist as separate from any owner,
be he a private collector, a state museum, the maker of the original pieces, the
owner of a book containing reproductions, or even the painter of a copy: They
belong only to the context of an exchange of ideas, education, and self-
education.

Avdei Ter-Oganyan continued the project as an exercise for his students, and it
remains as open as before. The exhibition’s curators have thus opted to copy the
paintings again instead of exhibiting the originals from 1989.

One could compare Ter-Oganyan’s critical DIY approach with Naroa Lizar’s
Damien Hirst project, which is also structured around illegal copies, but rooted
in a different historical situation. Classical modernism and even pop art never
contested the traditionally strict limits on the number of copies of an artwork,
seeing in this a guarantee of the artist’s right to please only a few people. By dis-
solving that uniqueness into a chain of reflections, Avdei Ter-Oganyan cast doubt
on the modernists’ pretensions. However, by the end of the 20*" century, market
giants like Damien Hirst or Murakami were prepared to increase their print runs,
following the bestseller logic that visual art had always rejected. It turned out
that contemporary viewers and even collectors began to place less value on
uniqueness and more on celebrity. Naroa Lizar offers everyone the chance to
own a Damien Hirst — one more genuine and unique than Hirst himself.

ED

Dmitry Bulnygin
Hai, ne ne, ne ne. 2009
The film is freely accessible on YouTube.
Anonymous
Joseph Backstein Facebook Page. 2009

These screenshots were supplied by the project’s authors who prefer to remain anonymous.
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AHOHWMHBI aBTOP

Facebook Mocuda bakwreitna. 2009
¢)0TOFP3¢MM, cAeflaHHble CO CKPMHLUOTOB, NpefoCTaB/ieHbl aBTOPaMU, KOTOPbIe MoXeNnanun octatbCca
HEN3BECTHbIMWU.

B aHu oTkpbiTUA 3-i1 Mockosckol 6ueHHane dmMuTpuit BynHbIrvH 3acHAn Topxe-
CTBEHHbIN Y>XUH B ocobHake 3ypaba Llepetenu, Haeeas o6beKkTUB cBOE KaMepbl Ha
koMuccapa 6ueHHane Mocuda bakwreitHa. CaMblit MOAHBINA PyHKLIMOHEp MOCKOB-
CKOM apT-CleHbl, KOrAa LblraHe Ha4Yanu neTb, CRAcan CONO MoZ anioAUCMEHTbI
BCEX COOPaBLUMXCA apT-CaHOBHUKOB. Koe-koro 13 MOCKOBCKMX XY[OXHUKOB KpU-
TUYECKOrO HACTpPOA ABHO NepefepruBano OT HENMOBKOCTU, MOKAa OHU, HaclaXAanch
AcTBaMu, Habnoganm 3a npovcxoaawmm. Mosxe knun nonan Ha YouTube u nony-
YU LUMPOKYIO M3BECTHOCTb. M B caMOM fene, B 3TUX MACKAaX €CTb YTO-TO OYeHb
cTpaHHoe: bakiiTeitH noxox Ha MapuoHeTky. Ho Tak obbl4HO 1 BbiBaeT ¢ koMucca-
pamu u Kypatopamu. KynbTypHoe npousBoacTBo (0cob6eHHO B CBOEM COLMabHOM
acnekre) no Gonbluelt YacTU COCTOUT U3 pasbirpblBaHWA NaHTOMUM. JTtoamn B HeM —
}pyHKUMM, KypaTOpbl — aKTepbl U MeAMa3Be3/bl Ha Yac, CAMO3BaHHbIE XUBble peau-
Mei/bl, BOB/IEYEHHbIE B MOCTOAHHYIO paboTy obLueHus, NoacTerMeaeMoro Hapac-
TaloLLel BUPTYO3HOCTbIO TEXHUYECKMX cpefcTe. [1oxoxe, Bce 3TO U nponcxoanno
¢ KoMuccapoM 3-i1 MockoBckolt GueHHane B nepeble AHU NOCE ee OTKPbITUA: ero
cTpanuua Ha Facebook’e nomunack ot potorpaduit, caMmoLmTaT, peKNaMHbIX CHUM-
KOB, @ TaK>Xe BeCbMa CTPaHHbIX U306paxkeHn BGntog NaTbILLCKOM KyXHM U Cbipa «b6ak-
wrerH». Ho kak Tonbko «Mocud» Havan packpbiBaTb HEKOTOPbIE AUCKPEAUTUPY-
tolline ero obCTOATENbCTRBA, CPa3y CTAIO MOHATHO, YTO BCe 3TO GbIIO LWyTKOW. Ero
NUYHOCTb Bblna NoxuileHa aHOHUMHOM rPyNMoi MHTEPHET-NPaHKCTEPOB, KOTOPble
UCMosb30BaN ee Kak peaun-Meia, 60BaHKy A1 MHCTUTYLIMOHAJIbHOM KPUTUKU pyC-
CKOW apT-CLieHbl € ee crneLupunyecknM cMeLlieHneM JOMaLLHel HEB3bICKATeNbHOCTU U
rnamypHoii pockolum e gyxe XIX cronetus.

ap

Konnektue «Y4T10 Aenatby

BauwHa (3oHrwnune). 2010
Pasmep punbMa okasanca CULLKOM BeNUK ANA 3arpy3ku Ha ftp, u oH 6bin PprsMyecku NnocnaH Ha
*ecTkoM aucke B EkatepuHbypr. @unbm 6611 nepeHecer Ha HD-Meananneep. 500 sksemnnapos
rasetbl el 3TO ropoA’», KOTOPYIO aBTOPbI CHATAIOT HEOTLEMJIEMOI HaCTbIO CBOEM NPAKTUKK, Bbln
nocnaubl u3 [Netepbypra e Ekatepunbypr noesgom. Bece atv npoueaypbl Obinv 3akpenneHs!

B KOHTpaKTe.

Dunbm «bawwHa» konnekTnea «Hto aenartb» — 3aKNOYUTENbHbIN B TPUNOrmmn «30H-
ruinuneny, I'IepBbIVI N3 KOTOPbIX 6bin NOCBALLEH NONIMTUYECKUM ApaMaM 3MNOXU nepe-
CTPOIKM, a BTOPOM — MPOTMBOPEYMBOMY UAeosnorndeckomy naHgwacpty Cepbun
nocne Munoweenya.

Croxet «bawHun» ocHoBaH Ha peanbHbIX C06bITV|$|X, CBA3aHHbLIX CO CTpOUTENb-
ctBoM bGawHn «OxTa-ueHTp» B [leTepbypre u pasBepHYBLUMMCA BOKPYr 3TOro
coumanbHbIM NpOTECTOM.
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54  Omutpuit BynHeirun. Oit, H3-H3, H3-H3. 2009
54  Dmitry Bulnygin. Hai ne ne, ne ne. 2009
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XaHp «30HrWNMAAY, NOMUTUYECKOrO CMEKTaKMA-MO3Mbl C HEMENOANYECKMUM,
JeKnaMaLMoHHbIM NeHneM, 3aumcTeoeaH y beptonbaa bpexra, aBTopa « Tpexrpo-
wosoit onepbiy (1928). Tem camMbiM «HTO AenaTb» AeknapaTMBHO MpUCOeAUHSA-
€TCA K BIUATENIbHOW TPAAMLIMU MPOrPaMMHO-aHTUKAMUTASIMCTUHECKOrO UCKYCCTBA.
B Poccnmn Mano xyaoxHukoe, paboTatoLlmnx Ha 3TOM Mnosie, MOCKOJbKY neBas naes
BCe ellle CKOMNPOMETUPOBaHA U3BPATMBLLUM ee CTaIMHM3MOM. [lapajokcanbHbIM
06pa3oM UMeHHO TpUyME KapUKaTypHOro pycCKOro Kanutanusma caenan nonu-
TUYeCKyto KapTUHY Goree YeTKoi, noaapun nckycctey B Poccum kpacoyHblit 06b-
€KT ANA CaTUPbl U MO3BOJUIT €MY OCO3HATb CBOIO KPUTUYECKYIO POJib.

lNpeameTOM catupbl B punbMe CTAaHOBUTCA HE TONbKO BU3HeC, BNacTb U LIEpKOBb,
HO U TOT POj MOJHOrO, AOPOroro W FMAHLEBOro contemporary art, KOTOpbIi
«MAET HABCTPEYY» BCEMY BblLLIENEPEeYUCIIEHHOMY U CNYXXUT MOAAEPKAHUIO Hecnpa-
Beanusoro nopsagka. Eule 6onee yapyuatolle, ¢ ToUku 3peHna aBTOpoB GunbMa,
TO, YTO Aaxke MPOTUMBHUKU CTPOUTENbCTBA OalliHM B CBOMX apryMeHTax He pelua-
FOTCA FOBOPUTb O COLMASTbHBIX TN MOJIMTUHECKMUX BOMPOCaX, @ TOMYYTCA Ha TeppU-
TOPUM YUCTOM 3CTETUKU (KFMABHOE B HALLIEM FOPOAE — 3TO KPacoTa») U B KOHEHHOM
cyeTe KOHCepBaTM3Ma M Aaxe dyHAaMeHTanmsMa (KHenb3A HapyLuaTb MCTOpUYe-
CKuit 065K ropoaa).

B cBoelt coBCTBEHHOW NpaKTMKe KOMIEKTUB «HTO AenaTby NbiTaeTca COeAUHATL
XY[,0XECTBEHHYIO AeATeIbHOCTb C COLMaIbHbIM aKTUBU3MOM, B HaCTHOCTU — U34a-
HUEM raseTbl, KOTOpas pacrnpOCTPAHAETCA U Ha 3TOW BbICTaBKe.

EQ

MeineAkademie
Gliickwiinsche (Mo3apaenenus). 2005

®unbM Obin 3aKavaH Ha ftp oAHUM 13 aBTOPOB, Cy6TUTPLI caenaHbl B Mockse.

MeineAkademie (MosaAkaaemus). Gliickwiinsche (Mo3sapasnenus). 2005
MeineAkademie (MyAcademy). Gliickwiinsche (Congratulations). 2005

Heunnpyctpnanusaumna — npouecc ABorcTBeHHbIN. C ofjHOW CTOPOHbI, OHa BKtO-
YaeT B cebA nmepepayy MaTepuanbHOro MPOM3BOACTBA Ha AyTCOPCUHI: habpuku
3aKpbIBAlOTCA U CO3JAIOTCA 3aHOBO TaM, rae paboyas cuna gewwesne. C gpyroi cto-
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AHoHUMHBIV aBTOp. Facebook Nocuda bakiwreitna. 2009
Anonymous. Joseph Backstein’s Facebook page. 2009

In the opening days of the 3 Moscow Biennial, Dmitry Bulnygin filmed a din-
ner party at the mansion of sculptor Zurab Tsereteli, where he trained his cam-
era eye on the biennial’'s commissioner Joseph Backstein. The Moscow art
scene’s most fashionable functionary rose to the occasion when the gypsies start
to play and danced a solo, to the applause of all the assembled dignitaries. Some
of Moscow’s critical artists however, also at the table, look intensely uncomfort-
able as they eat and observe. The clip later hit YouTube and was circulated widely.
And there is indeed something very strange about these dances, it is as if Back-
stein were a marionette. This is generally the case with commissioners and cura-
tors. Cultural production (especially on its socialized side) mostly comprises
pantomimes. It turns people into functions, and curators into actors and tactical
media stars, self-invented living readymades, engaged in a permanent work of
communication, fueled by increasing technical virtuosity. This is what seemed to
be happening to the commissioner of the 3 Moscow Biennial just after its open-
ing: his recently founded Facebook page was abuzz with photos, self-quotations,
publicity shots, and some very strange images of Latvian cuisine and Backstein
cheese, but when “Joseph” began to reveal the incriminating secrets of his sover-
eignty, it became clear: this was all a prank. His identity had been seized by an
anonymous group of media pranksters, who were now using him as a living
readymade, a vehicle for the institutional critique of the Russian art scene and its
specific mixture of pettiness and opulent | 9" century glamor.

DR
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POHbI, MPUHMMAIOTCA MEPbI MO MOBbILLEHWIO KanuTanmsauum cTaporo Mecta npows-
BO/CTBA, MPEBPATMBLIErocsA B MECTO KMPOU3BOACTBA 3HAHUAY, TO eCTb TOrO ropoja
Unu pervoHa, rae 6asmpyetca koMnaHuA. [pekpacHoit unntocTpauumeit K 3TMM Npo-
LleccaM ABNAETCA MOJIUTUKA, MPOBOAUMARA Ha NPOTAKEHUN NMOCNIEAHNUX JIET Kopropa-
ument «Ponbkeeareny. Koraa 8 2004 roay TMTaH HeMeLIKOro aBTOMPOMa Hayas CroH-
CUpOBaTb CTPOUTENBLCTBO HOBOW GUbnmoTeku ana Yrueepcutera uckyccers (UdK) u
MonutexHnyeckoro yHnsepcutera (TU), MHOMMM CTyZleHTaM CTano ACHO, Y4TO pedb
TYT MAET O Y4eM-TO ropasfjo 6onblueM, 4eM NPOCTO O CMOHCOPCTBE UMK O MO3UTUB-
HOM No3uLMoHMpoBaHnn GpeHaa. «PonbKcBareHy ABHO BTOprasics B obpasoearenb-
HbIi cekTop. [leno B ToM, 4To KOprnopauusa oTkpbina B Bonbgpcbypre cBoit YacTHbIi
yHuepcuteT — Volkswagen AutoUni, n pelumna ncnonb3osatb OMbIT CNeLManMcTos
n3 6ubnunotekn UdK, 4tobbl cpopMmposath cobecTBeHHyto 6ubnuoteky. bonblue
Toro, xota «PorbKcBareH» npegoctasun Tonbko |0% cpeacte, Heo6xoaUMbIX Ans
CTPOWUTENbLCTBA 3JaHUM, CTYAEHTbI X YaCTHOTO YHUBEPCUTETA MOJSTYYUNIU TaKue e
npaea Ha nosnb3oBaHue 6ubnmotekamn UdK n TU, kak u cTyaeHTbl caMux rocyaap-
CTBEHHbIX BY30B.

Yactb cryaeHTOB-xyAoxHUKOoB UdK obbeanHUNUCL B KONNEKTVMB MOJ HasBa-
Huem MeineAkademie («Mos akageMuay) 1 BbICTYNUAK C MPOTECTOM NPOTUB TOTO,
YTO YacTHoe obpasoBaHue cybcnanpyeTca rocyaapcteoM. Ha roqoBLmHy oTkpbI-
TUA HOBOM BMGNMOTEKN OHM pa3MecTUnun B BecTubtone HebosbLIOK cToNMK, Gec-
MMaTHO pPas3fIMBaNM LAMMNAHCKOE U pa3faBasiv U3geBatesibCkie aHKeTbl U INCTOBKY,
B KOTOPbIX PaccKasbiBasiocb 06 OTHOLLEHMAX MexXay KPonbKCBareHoM» U yHuBep-
cutetaMn. OMH U3 YNeHOB KOJNIEKTUBA YCTaHOBMUI Ha BantocTpage 6ubnmoTekm
rMraHTckMe urypbl — CUITy3Tbl PyKOBOAMTENE B MOMEHT 3aK/IOYEHUA CAENKM
MeXAy 4acTHbIM BU3HeCoM M rocyaapcTBeHHbIM obpasoBaHueM. [NpeacTaBneHue,
YCTPOEHHOE XyZOXHUKaMU, ObIIo MoXoxe Ha TeaTp abcypaa M B TO e BpeMa CO
BCeW ACHOCTbIO MOKa3bIBaNIO, YTO UCKYCCTBO MOXET CTAHOBUTHCA UHCTPYMEHTOM
pesontouuoHHol nonutukn. OfHako TyT CripaBeAnMBO BO3HUKAET NMOJO3peHUe:
He ABIAETCA JIM TaKOTrO poAa KOJNEKTUBHAA MHTEPBEHLMUA B OOLLIECTBEHHYO KU3Hb
BCEro-HaBCero yrnpaxHeHWeM, 4acTbto obpasopaTtenbHoro npoueccal! B nocnea-
HUe oAbl 4neHbl rpynnbl, u cpean Hux MoxanHec Maynb Petep, akTMBHO pasMbiLu-
NANU Haj, 3TUM BOMPOCOM.

ap

MoxanHec Maynb PeTep

HeonubepanbHas kputniHocTs. 2010
TekcTbl NNakaToB 661K HanMCcaHbI cnelynanbHO ANA BbiCcTaBky. [nakaTel HaneyataHsel ¢ daiinos,
npeaocTaB/iEHHbIX XYAOXHUKOM.

Yxe B 1990-e rogp! cTano AcHo, 4TO UHCTUTYLIMK U 3TUKA HeonMbepannsma Hepeko
OOHapyXMBalOT CXOACTBO C OPraHM3aLUMOHHbIMU (POPMaMM U STUKOW, KOTOpbIEe npe-
Xae ObIMM NpUCyLLM NONMUTUHECKUM aKTUBUCTAM U XYAOXHWKAM NEBbIX B3rNAA0B.
B cBoeit atanHoi khure The New Spirit of Capitalism (London: Verso, 2006) Esa Kbs-
nenno u JTiok bontaHckn nucanm o TOM, YTO KPUTUYHOCTb MbILLIEHWA, NMONUTUYE-
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Konnekrtus «470 Aenatby. bawHs (3oHrwnuns). 2010
Chto Delat. The Tower: a Songspiel. 2010

Chto Delat

The Tower: a Songspiel. 2010
The film’s original files were too big to upload, so they were transferred to a hard disk that was then
physically sent to Ekaterinburg. Its contents were transferred to a HD-media player. 500 copies of
the newspaper “Whose city is this?” considered by the group as an inalienable part of their practice,
were brought from St. Petersburg to Ekaterinburg by train. This entire procedure was stipulated by
the artist’s contract.

Chto Delat’s film The Tower is the last in a trilogy of Songspielen, the first of
which dealt with Perestroika-era political intrigue, and the second with Serbia’s
contradictory post-MiloSevi¢ ideological landscape.

The plot of The Tower is based on real events surrounding the construction of
the Okhta-Center tower in St. Petersburg and the social protest that subse-
quently unfolded.

The Songspiel genre, political verse theater with unmelodic, declamatory singing,
is borrowed from Berthold Brecht, author of the Threepenny Opera (1928). Thus
Chto Delat is making a statement, joining the influential tradition of programmati-
cally anti-capitalist art. Since leftist ideas are still compromised by the perversions
of Stalinism, few artists work in this field in Russia. Paradoxically, it was the triumph
of Russian caricature capitalism that made the political scene starker, gifted Russian
art a colorful target for satire and allowed it to recognize its critical role.

The objects of the film’s satire are not only business, authority and the Russian
Orthodox church, but also the fashionable, pricey, and glitzy kind of contempo-
rary art that greets all the above cap in hand and supports an unjust social order.
All the more frustrating from the filmmakers’ perspective is the fact that even
those opposed to the tower’s construction cannot bring themselves to deal with
social or political issues in their arguments, dragging their feet in aesthetic purism

Exhibition / Virtuosi ENG

Fig. 57

245



246

58
58

L%t Berdy ek rare ) s prmmands pgves Dlas - J

Lrudr oy Bckhamtramaon, @ s et

et Segruag den T wel ww dgich

e

e e 1 et i sl W78 T g

Term. s S Rosl B e v el el

i i e o s e b F e el
Teoxarersrniibegs w3 Evwimees Sooscrsa 5 bedw-

v Frages: 15 s, e mnens eprCE—

Vinaa na 3 Dt k] it o s 2 gl

Lot e wipal i it Pt ¥
e e e A b ket Aottt
cmbichin
besandon in det Luge. crm wwt den Froblersm des boad- —_— -
*

e e i s mberra e debibelich kasen:
e are o s oy sortvidich g g
B gt has s ek e e b

Moxannec Maynb Petep. Heonu6epanbHas kputniHocTs. 2010
Johannes Paul Raether. Neoliberal Criticality. 2010

CKas aHraXMpOBaHHOCTb, CAMOOPraHW3aLMa U Aaxe pajukaribHOe OTpULiaHue Cylie-
CTBYIOLLIEro MOpAAKa — BCE 3TO BXOAMT B [PKEHTNIbMEHCKMI Habop HauMHatoLlero
MenKkoro npegnpuHuMatens. MHorve oTMeYanm, Y4To 3To GpocaeT TeHb Ha CaM Mosu-
TUHECKMIA aKTUBU3M, TakK KakK TOT CTaHOBUTCA HYacTbio KHOPMasibHOMY obpa3soBaresb-
HOM NpaKTUKK, obcnyxMBatOLLIE KpeaTUBHYtO UHAycTputo. borblue Toro, cnocob-
HOCTb K KPUTMHECKOMY MbILLIIEHUIO U UCTOPUYHOCTb CO3HAHUA Aaxe NMpeBpaLLatoTcsa
B CBOEro poja HaLoHanbHble OpeH/pl U perMoHasibHble Hoy-Xay, KOTopble rocnpes-
MPUATUA C MPUMECHIO YaCTHOrO KanuTasia SKCMOPTUPYIOT B KavecTBe HeMaTepuarb-
Horo Toeapa. Pa6oTa MoxaHHeca Mayns PeTepa oBbIrpbIBaeT 3Ty COMHUTENbHYIO CTO-
poHy akTuBM3Ma. B roabl y4ebbl Petep caM Obinl akTMBUCTOM U UMeN HeMoCpeACTBEH-
HOe OTHOLLIEHUe K paboTe «cBOBOAHOrO Kiacca» — MHCTUTYLIMK BHYTpU BeprnHcKoro
Yuusepeuteta uckyccrs (UdK), rae cTyaeHTsl camocTosATenbHO dopMmpoBanu obpa-
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(“beauty is the most important thing in our city”) and, ultimately, conservatism
and even fundamentalism (“‘the city’s historic appearance must be preserved”).
Chto Delat attempts to fuse its artistic practice with political activism, in par-
ticular by publishing a newspaper which is available at this exhibition.
ED

MeineAkademie Fig. 55

Gliickwiinsche (Congratulations). 2005
The film was uploaded to ftp by one of its authors. Subtitles for it were prepared in Moscow.

Deindustrialization is a dual process. On the one hand it involves the outsourc-
ing of material production. Entire factories are dismantled and put back together
in places where labor is cheap. On the other hand, it involves measures to increase
the value of the original site and the company seat, a country or region, as a place
for the “production of knowledge.” Volkwagen’s policy over recent years has
been a perfect case in point. When the German carmaker stepped in to sponsor
the completion of the new library for the University of the Arts (UdK) and the
Polytechnical University (TU) in 2004, it was clear to many students that this was
about much more than sponsorship or positive branding. Instead, Volkswagen is
clearly expanding into the educational sector. It has opened its own private uni-
versity, the Volkswagen AutoUni (car university), on the MobileLifeCampus in
Wolfsburg, and now wants to use the knowhow of the UdK’s librarians to build
up its own library there; moreover, even though it only supplied 10% of the build-
ing’s funding, its private students enjoy the same user and loaning rights as stu-
dents of the public universities.

Some of the art students at UdK founded a collective called MeineAkademie
(My Academy) to protest the public subvention of private education. At the one
year anniversary of the new library, the collective set up a little stand where its
members handed out sparkling wine, a questionnaire, and a zine commenting on
and explaining the relationship between Volkswagen and the universities. Mean-
while one of the members of the collective put up giant cutout graphic figures on
the library’s balustrade that showed the chief executives making a deal between
private enterprise and public education. The ensuing street theater is both absurd
and utterly clear, and demonstrates that a revolutionary politics can emerge
through art. But at the same time, the question arises of whether this kind of col-
lective interventionism might not be part of the whole educational process. This
is something that its members, among them Johannes Paul Raether, have reflected
upon intensely in recent years.

DR

Johannes Paul Raether Fig. 58
Neoliberal Criticality. 2010
The poster texts were written especially for the exhibition. The posters were printed from files

supplied by the artist himself.
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30BaTefbHytO NporpamMMmy 1 Bbibupanu cebe npocdeccopos. Kpome Toro, Petep 6bin
cosfjaTtesnieM aKTUBUCTCKUX TPy, B YUCTO KOTOPbIX BXxoauna n MeineAkademie (cm.
Bbile). IMes 3a nnevaMm Takoi akTMBUCTCKMIA onbIT, PeTep 3agymancsa Hag Borpo-
COM: [} Xe MPOXOAMT Ta TOHKasA rpaHb, KOTOpas OTAENAET NOSIMTUHECKUIA aKTUBU3M,
HaLeNeHHbI Ha KPUTUKY HOBOIO SKOHOMUYECKOTO MOPAZAKA, OT KoJTabopaLlyoHnaMal
MmeHHo 31Ol Npobneme 6bina nocsaLeHa ero pabota «HeonnbepanbHas camoopra-
Huzauumay (2006) — cepus pekaMHbIX MIaKaToB, a|pECOBAHHbIX HEMELIKUM CTYAEHTaM.
lMnakatbl NpenoAHOCKN LIEHHOCTM HOBOT'O KanuTanMaMa Kak peLienT ycrnexa v npurna-
LIanu CTYAeHTOB BCTYMaTb B «cBOGOAHLIN Knaccy. [NpounseesaeHve, npeacTaBneHHoe
Ha |- Ypanbckoii GueHHane, ABnseTca peMeiikoM nnakatHow cepum 2006 roga v obpa-
LLIaeTCA HEeMOCPeACTBEHHO K ekaTepuHOyprckoit ayaMTopun. HoBble nnakatbl pekna-
MUPYIOT KPUTUHHOCTb, KOTOPan ABMIAETCA MPU3HAHHBIM MHTENNEKTYarnbHbIM GpeHAoM
l'epmanmn. NomuMo sToro, paboTa PeTepa — MPOHUYHbIN KOMMEHTapUi K ornpeaeneH-
HOMY NMepen3BbITKY 6EPIIMHCKMX KKPUTUHECKMX XYAOKHUKOBY Ha HalLlei BbICTaBKe.
ap
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Since the 1990s it has been clear that the organizational forms and ethics of
neoliberalism often resemble those traditionally inhabited by political activists
and artists of the left. As Eve Chiapello and Luc Boltanski write in their landmark
book The New Spirit of Capitalism (London: Verso, 2006), critical thinking, engage-
ment, self-organization, and even radical negativity have become components in
the toolbox of the startup and the micro-enterprise. As many commentators
have pointed out, this calls into doubt political activism, which becomes part of
any “normal” education for the creative industries. Further, the capacity for crit-
ical thinking and historical consciousness becomes a national brand or regional
knowhow, to be exported as an immaterial commodity by the nation state’s pub-
lic-private institutions. In his work, Johannes Paul Raether plays on this doubt. As
a former student activist organizer, he was heavily involved with the “free class,”
an institution within the University of Arts in Berlin that allows students to
determine and organize the content of their education themselves, including by
choosing multiple teachers. Raether has also initiated activist practices such as
MeineAkademie (see above). From this position, he has had the chance to reflect
upon the fine line between collaboration with the new economy and political
activism against it in a piece called Neoliberal Self-Organization (2006), a set of
posters that advertise the values of capitalism’s new spirit as the hallmarks of
success to young German students, exhorting them to join the “free class.” The
present work is a remake of that piece commissioned especially to address the
audience in Ekaterinburg directly. Among other things, it advertises criticality as
a particularly German brand of knowledge. It is also an ironic gesture toward the
heavy presence of Berlin-based critical artists in the show.

DR
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OUKLUMNM MPOLINOIo

Kolumne Links

CymMapHoe obBuHeHune. 2010
Konnax Ha cTeHax cocTaBneH us uMTarT, B3ATbIX U3 UCCNEeO0BAHUN Pa3HbIX aBTOPOB. TekcTbl n M306Pa'
XKEHWA NPe/ICTaBNAIOT COGOM yBenuyeHHble penpoaykuumn cTpanul, u3 kiuru Ceprea Areesa «Heus-
BecTHbIn “Ypanmaw”» (Ekatepunbypr, 2003), BboicTaBouHoro katanora Actpug @onbnept
«bena Lleddpnep. HenspectHbiin apxutektop bayxaysa Ha Ypaney (M.: Goethe Institut Moskau,

2002) 1 MHOrMX APYrUX UCTOYHUKOB. [pUHTBI cienaHb! ¢ $aitnos, BbINOXeHHbIX Ha ftp.

MNepen HamMn koMHaTa cneposatens. Potorpacduu, fokymeHTsl... [1poBoga u
Kabenu — 3TM KaHanbl U NPOBOAHMKM MHPOPMaLMM — 0OpasytoT yY30p, MOXOXKUIA Ha
NVUHUM KaKOM-TO NapaHouAanbHoM kapTbl. [leno, noxoxe, cpabpukoBaHo B Ayxe cTa-
NMHCKOW 3noxu. Ho ynuku Bce-Takn Hanuuo, 1 OHU NpeACTaBieHbl 34eCh, Ha CTEHE,
B MHCTaNNALMM 6EpNHCKOro (BO3MOXHO, BOOBpaXkaeMOro) XyA0oXKeCTBEHHOIO KO-
nektusa Kolumne Links. 3aroBop o4eHb cnoxeH, HoO cobbITUE, C KOTOPOTO BCe Hava-
NOCb, TOYHO U3BECTHO. DTO NOXap, MPOU3OLLEALLNIA B CBEPAJIOBCKOM KMHOTEaTpe
«Temny B 1934 rogy, HakaHyHe noka3aTenbHOro NPOLECca Haj BpPeAUTENAMMU, BbiAB-
neHHbIMK Ha «YpanMaiuey. O6BuUHUTENEM Ha npoLecce 6bin Jleononss Asepbax,
ObIBLUMI reHceK ynbTpanesoi nutepatypHoii opraHmsauum PAMT v wypuH pykoso-
avtensa HKB/[ lenpuxa Arogel. OgHuM 13 cBuaeTenei gomxeH 6bin crate Hukonait
Enusapos (oH xe LizaH LisuHro), nepconax 3aragounblit, ceiH Yan Kaviwe v 6yay-
it npesunaeHT TaiaHA. BropbiM — bena LLleddpnep, apxuTekTop-KOHCTPYKTUBUCT,
B MPOLUIOM NOMoLLHUK XaHHeca Meitepa, koMMyHUCTa M AupekTopa bayxaysa B [dec-
cay. [No3sgHee, kak roeopat, Meitep ctan nto6osHukom dpotorpada TuHel MogoTTn,
M Taymepnay Hero Ha pykax. KuHoteatp cropen. Vnu 3ToT $pakT Toxe Henb3A cunuTaTh
focToBepHbIM! Kak 6b1 TO HY Ob1N0, 06BUHUTENIbHOE 3aKIOYEHNE JIEXKUT Ha CTOSE.

ap

Pa6bua Mpya

A ckyuato no ctapbiM 3n1biM BpeMeHam. 2010
nPOeKT 6bin OCYLLUEeCTBNEH Nocne cAa4n KaTtajsiora B nevarthb.

B npoekre, cienaHHoM cneumnanbHo ansa Ekatepunbypra, Pabus Mpys passopa-
YMBaAET [ETEKTMBHbIN CIOXKET, CBA3aHHbIA C COBETCKMM y4acTUEM B rpaXklaHCKom
BoiiHe B JTusaHe (1975-1990). Kputnyecku nccnepys MexaHusmbl, kotopble ¢pop-
MUPYIOT UCTOpPUYECKUt HappaTue, Mpys cMelunBaeT ¢akTbl U BbIMbICES, IUTEpPa-
TYPHbIV pacckas U cTporyto MHdopMaTuBHOCTb. HekoTopbie U3 BOMPOCOB, KOTO-
pble OH CTaBMUT, TaKOBbI: KaK CKa3aTb NPaBAy B XY[OXeCTBEHHOM MPOU3BEAEHUN,
BbIMbILLIIIEHHOM MO cBOei npupoae! Bo3MoxeH nu AoBepuTeNbHbIi, cofepkaTtesib-
HbI U 3TUYECKM BbIBEPEHHbIN AWANOr MeXAy XYAOXHUKOM C ero MHAMBUAYalb-
HbIM B3I1A40M Ha BeLUM 1 O0OLLEeCTBOM, KOTOPOE HaXOAMUTCA B COCTOAHUM packonal
Bo3MoxeH i B TpaBMaTU3MpOBaHHOM ObLLecTBe Ananor kak Takosoi? MoxHo v,
He BbITECHAA PeasibHOCTb, BbIBECTU HOCUTENA UCTOPUYECKOM TPaBMbI U3 COCTOAHMUA
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FICTIONS OF THE PAST

Kolumne Links

Cumulative Indictment. 2010
The collage on the walls is an appropriation of other people's research; its texts and images are
blow-ups and crops from Sergei Ageev's Unknown Uralmash (Ekaterinburg, 2003) and Astrid Volpert's
exhibition catalog Béla Scheffler: The Unknown Bauhaus Architect of the Urals (Goethe-Institut Moskau,

2002) as well as a variety of other sources. The prints were made from files uploaded via ftp.

Bulyn'p-n&m;mlm 1p P il s 1pe = Tesavs.
TIp=oiicne NPaeIaLIcs CROAD HOTY O (c asaps 1934 1), of-
minaems 17 weroses, GOALURMCTRO 10 KOTOPIX BIEOCIEACTRIB]
meﬂquprnmpnmuwlm.ﬁuuuun&
WIS 163 YT0M Hpo(ecce mecTya mapropr LIK BKTIG)
wa YITM J11 Asepliax’ Bero pewn npenayuaso s B,
wazepa (x Touy b ol K E

m HHHIENES AOTECTR 11 EHTA Bewenkoll paaneisn

Man pog cinen Musteiprosch auf, der im Kino «Tempe statifand.
Dicser ProzeB erstreckie sich auf fast cin halbes Jahr (ab Januar
1934). Beschuldigt waren 17 Lewie, die Hilite von ihnen bekam
in der Folge eine Ve thang dharch die Hiscl fe

Als HouptankEiger irat in diesem Prozed der Parteiorganisator

des ZK der KPASU(EY) im USTM L.L. Awcrbach’ auf. In scinc
Rede ging der Name W.F. Fidlers (zu dicser Zent schon gestor-
ben) als Ridelstihrer der Brandstiftung und Agent der deutschen
Spionage cin.

59  Kolumne Links. Moxap B kunoteatpe. 2010. Konnax (pparmenT uHctannaymm «CymmapHoe 06BUHEHMEY)
59 Kolumne Links. Arson in the Movie Theater (collage from the installation Cumulative Indictment). 2010

We see an investigator’s room with photos and documents. The space’s cables
and electrical chords become the canals, conduits and constructs of a hauntingly
paranoid map. It’s clearly a Stalinist fabrication. But the evidence is on the wall, in
this installation of the Berlin-based (possibly fictitious) collective Kolumne Links.
The conspiracy is complicated but there is a unified center, a doubtful historical
event, a fire at the movie theater Temp in 1934 on the eve of a show trial against
saboteurs at Uralmashzavod, the factory of factories. The trial’s public prosecu-
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60 Pabua Mpys. Al cky4ato no crapbiM 3nbiM BpeMeHaM. 2010
60 Rabih Mroué. | miss the bad old days. 2010

TOMNBKO NULLbL OTYaAHUA K BesyTellHoM ckopbu! Beab MMeHHO NaMATb O TpaBMe,
KaK npaBuno, onpegensaeT caMocosHaHue ee Hocutena. OteetT Mpys oaHO3HaueH:
«f pabotato ¢ 3TMM MaTepuanoM, 4Tobbl 3abbITh, @ He BCNOMHUTLY. Ho ero «3ab-
BeHMe» Hesb3fA CYUTaTb 6e30TBEeTCTBEHHbIM Pa3pblBOM C UCTOpMei. DTO CKopee
aKTUBHbI NpoLEecc NpUMMPEHUs, OTKa3 OT TOro, YTobbl ANIUTL NpOXMBaHMe Gecrno-
LLaHbIX NOCNEACTBUN UCTOPUYECKON KaTacTpodbl, BbIXOZ, 32 NpeAesibl yCTOABLLE-
rocsl K4pe3BbIHafiHOrO NMOMOXKEHUAY.
KK
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tor was Leopold Averbach, formerly general secretary of ultra-leftist literary
organization RAPP and brother-in-law of NKVD chief Genrich Yagoda. One of
its planned witnesses was Nikolai Elizarov aka Chiang Ching-kuo, the mysterious
son of Chiang Kai Shek and future president of Taiwan. Another was Béla Schef-
fler, Bauhaus architect and former assistant to Hannes Meyer, communist Bau-
haus director and later would-be lover of photographer Tina Modotti, who died
in his arms. The movie theater burned down. Or did it? In any case, the indict-
ment is on the table.
DR

Rabih Mroué

i miss the bad old days. 2010
The work was conceived after the catalog went into print.

In the project developed especially for Ekaterinburg, Rabih Mroué unfolds a
detective story touching on the involvement of the Soviet Union in the Lebanese
Civil War (1975-1990), blending facts and fiction, narratives and information in
a critical exploration of the mechanisms behind. Some of the main questions
accompanying his work can be formulated as follows: How can truth be
expressed through fiction? Can artistic subjectivity create a communal, meaning-
ful, and ethically grounded exchange with the public, in a divisive society! How
can one establish dialogue in a traumatized society, aware of its reality but not
falling into the trap of disconsolate mourning, as the politics of memory is often
seen in contexts that have experienced historical trauma? Mroué’s stance is
unambiguous: “I’m working with these issues in order to forget, not to remem-
ber.” His “forgetting,” however, cannot be regarded as irresponsible dis-identifi-
cation with ones” own history. Rather it is an active process of coming to terms
with it, refuting the implacability of the consequences of historical catastrophes
and rejecting the concept of a permanent state of exception.

cc
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Xy ®aH
«Kanutany» vyects

OHu noknganu 3an, uM 6b110 rpycTHo. HeT, He o TakoM dunbMe oHm
MeyTanu. DTo He GbIN TOT LWe1eBP, KOTOPbIN KaXAbIA U3 HUX HOCUN
B cebe, TOT coBepLUEHHbI PUIbM, KOTOPbIN HE NOABNACTEH BPEMEHM.
ToT punbM, KOTOPbIN KaXAbIA U3 HUX XOTeN 6kl co3aatk caM. Mnu koto-
PbI KX AbI U3 HUX FTYOOKO BTalHE MeYTan NepexuTb.
>Kopx Mepek. Bewyu:
OpHa 13 MCTOpWIA LIECTUACCATLIX FOZ0B.

Mep. T. MBaHoBolt // Bepkop 1 KopoHenb v ap. ®paHuysckue nosectu. M: [MNpasaa, 1984.

[Noxop B KMHO Ha BbIXOAHbIE — €ro U ee NtobrMoe BpeMANpenpoBOXAeH e,

EcTb AaHHble, 4TO yriybneHne 3KOHOMUYECKOroO KpuU3nca AeslaeT rnocelleHne
KMHOTEaTpOB OAHMM U3 CaMbIX MOMNYNAPHbIX Pa3BieveHu.

OH 1 OHa NMXOpPafOYHO MPOYECHIBAIOT MHTEPHET B MOUCKAX KUHOHOBUHOK U
npu sceM HeboratcTee BbiGOpa BbIOMBAIOTCA M3 CUA, YTOObI OTbICKATb KaKoii-
HUOYAb apTXayCHbIi GUSIbM, KOTOPbI Obl MOT COCTaBUTL aNlbTEPHATUBY TUMOBOMY
KoMMepyeckoMy bnokbacTepy.

MoTtpebnenue B cepe KynbTypbl NpeAnonaraeT Takoro poja CKopocTb, KOTOpas
orpeaenaeTca pUTMOM NaMATU. Ha nuuax — ero u ee — He HaTV NPU3HAKOB CTapeHUs:
HaAeXAa Ha TO, YTO OHU YBUAAT PUNbM, KOTOPbIM OKaXKETCA eLle JTy4Lle, He NMOoKU-
JaeT UX—MW, CNOBHO Yy[OAeNCTBEHHbI KpeM, pasrnaxusaeT MopLyuHbl. CTpacTHO
0b6cyx/as TONMbKO YTO YBUAEHHbIN (UNbM, OH U OHa BCe ellle BEPAT, YTO >XU3Hb
MOXKET MPEeANOXNTb UM KaKON-TO BbIOOP, YTO B CIOXKETaX BO3MOXHbI HOBble MOBO-
POTbl, KOJIb CKOPO BCAKMIA UNbM BCe Ha4MHAeT cHavana. V1 Bepa B 3TO, OH U OHa
HeN36EeXXHO BbIXOAAT U3 KNHOTEaTpa HECKOJIbKO MOMPaYHEBLUMMU U MOAABIIEHHbIMU.

Mx 4vyBcTBa cpoaHM nogasneHHocTH repoes poMaHa XKopxa lMepeka «Bewwmy,
AeicTBMe KOTOporo passopayvaeTcs B [Napuxe LecTnaecatbiX, Koraa KnuHema-
Torpad KHOBOI BOJSHbI» HaxoAWNCA Ha noabeMe. B caMoM gene, 4To nsMeHunock
¢ Tex nop! [NoBcegHeBHaA XMU3Hb MO-NPEXHEMY T€HeT BOJIHAMU HECKOHYaeMbIX
CBEPXYPOUHbIX, CllyHaliHbIX POMaHOB, MOKYMOK U UMOTEK.

lne-to B 30-e rogpl npolunoro eeka Cepreit Dii3eHLUTEH 3aABUI O CBOEM HaMe-
peHun skpaHusupoBatb «Kanutany Mapkca. B ogHol AHeBHUKOBOW 3ammcu OH
HaMeTWUn NyTu Ana pelleHus 3Toi 3aAa4n. OnbIT, HAKOMNEHHbIN Dit3eHWTEAHOM
MpW CO3/4aHUM €ro paHHWX LLeAEeBPOB, NO3BOJIAET NPEANONIOXKMUTb, YTO 3Ta HOBas
3afa4a 6bina Ana Hero abcontoTHo pelaemoit. OgHako Ha Aene 3KpaHU3aLUA
«Kanutanay, BepoATHO, Tak M OCTaHETCA OAHUM U3 BENIMKUX HEOCYLLeCTBIIEHHbIX
NPOEKTOB B UCTOPUM KMHO. PunbM Gbin 3ayMaH DM3eHLITEMHOM CNOXHO, 3ccen-
CTUYHO, U B HEM OH HaMepeBaJICA PeLUUTENIbHO OTKa3aTbCA OT NMPOCTON Nepefayn
CO6bITHIA, NOAONTU K HUM KaK K 3BEHbAM €JMHO JIOrM4ecKoii Lienu 1, Takum obpa-
30M, NMOJHATLCA OT NpeACTaB/IEHUA MaTepuasibHOro MMUpa k abcTpakumam n o606-
weHuaM. CpeacTBaMmu KuHeMaTorpada oH HaAeAsNCA BbIPas3uTb ANANEKTUKY MbICIIN.
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Hu Fang
Das Kapital of the Senses

They leave the cinema, dark and dejected. This is not the movie of their dreams. This
is not that perfect, all-encompassing film unspooling in every person’s mind that can
never be completed. This is not the movie that they themselves would like to film.
Perhaps similarly — if it’s possible to peer into their most secret thoughts — this is not
the movie that they want to live out.

Georges Perec. Things: A Story of the Sixties.

Going to the cinema on the weekend is His and Her favorite pastime. According
to reports, as the economic crisis deepens, going to the cinema has become one
of the most popular forms of diversion.

They fervently scour the Internet for movie news, and though there aren’t
many options, They exhaust themselves seeking out art-house films that at least
provide an alternative to the typical commercial blockbuster.

Cultural consumption always relies on this kind of determined speed to catch
up with the pace of memory. In Their features there are no signs of aging. Invok-
ing the power of skin-care products, They still hope to see an even better film.
Passionately discussing the film They have just seen, They still believe that life has
the potential for choice, and narrative the potential for new developments, just
as every movie represents a new beginning. As such, They inevitably leave the
cinema feeling somewhat dark and dejected.

Their dejection approximates that of the protagonists in Georges Perec’s
novel Things, set in 1960’s Paris during the crest of the New Wave. What'’s
changed? Daily life is still flooded by waves of continuous overtime shifts, occa-
sional romances, purchases and mortgages.

It seems that in the 1930s, Sergei Eisenstein declared his intent to bring Marx’s
Das Kapital to the silver screen. In a passage in his diary, he confidently outlined how
he perceived this proposal. Considering his experience from his early masterpieces,
these concepts would seem to have been entirely attainable, but in reality Das Kapi-
tal will probably remain one of the great unrealized projects of cinema history.
Eisenstein planned his cinematic adaptation of Das Kapital as a complex, essayistic
film that would completely break through the simple exposition of events and
would “deal with events as a series of propositions and conclusions” that “from the
representation of material life would leap into abstracted and universalized signifi-
cance.” Through the medium of film, he hoped to express a dialectics of thought.

Eisenstein’s films were made at a time when the piecework-flow concept of
Frederick W. Taylor, who is now reverentially referred to as the “father of scien-
tific management” was being popularized. Today, assembly lines have evolved
into an invisible system for the assessment of self-valuation, possessing even
greater incentivization and seductiveness (and for creative workers, the first pri-
ority is never addressing problems of sustenance, but rather figuring out how to
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®unbMbl Di3eHWTENHA CO3/aBaNNCh B TO BPeMs, KOrAa Habupan nonynapHoOCTb
MoTOYHbIN MeTog npouseogcTea Ppesepuka Y. Teiinopa, yBaXuTesnbHO UMeHye-
MOro «OTLIOM Hay4YHoro MeHemxkMeHTay. CerofHa e KOHBeMepHO cTana cama
HeBMAMMaA CUCTEMA 3aMepa CAaMOOLLEHOK — elle 6ornee MOLLHbIN UHCTPYMEHT CTU-
MynAuumn 1 obonblieHus (Beb AJ1A TBOPYECKUX PabOTHUKOB MPUOPUTETOM ABNA-
OTCA OTHIOAb He BOMPOChI NPONUTaHUA, a UsobpeTeHne cnocoboB peannsauum
cBOEro caMoyBaXkeHus). Ecnu Bbl KTO-To 3ax0Ten NPUMEHUTL KanuTaUCTUHECKYO
TEOpUIO K aHann3y COBpPeMeHHOM CUCTEMbl MPOU3BOACTBA, TO COLMANbHbIA KOH-
TEKCT KMHOMHAYCTPUU MOT Obl NOKa3aTbCA ANA 3TOrO CIMLLKOM TecHbIM. OfHako
NpUMeHeHNe KOHBEWEPHOro MeToAa B KUHOMPOW3BO/CTBE ABAETCA CBEPLUMB-
LWKMMcA PaKTOM, U caMa KMHOUHAYCTPUA YXKe CTana BOMIOLeHNEM GypiKyasHoM
Teopuu.

A BoOOLLE, CAaB LWKOMbHbIE 3K3aMeHbl MO AUANIEKTUHECKOMY U UCTOPUHECKOMY
MaTepuasin3My, OH U OHa y)Ke HaBepHAKa HUKOrAa He BCMIOMHAT O MapKCOBOW Teo-
pun npubasoyHoi ctonmocTu. Korga-To Ha ypokax B COLMANMCTUHECKON LKone
OH ¥ OHa NTOManu rosioBY U HE MOTIU OTBETUTbL Ha BOMPOC, 06najaeT v BO3AyX
TONbKO MOTPEOUTENBHOM CTOMMOCTLIO UMM MEHOBOM TOXe; TeNepb e peknama
Nto60oro NeKUHCKOro areHTCTBa Mo MPOAaXKe HEABMKUMOCTU CNYXWUT el U eMy
pa3bACHEHMEM KanuTaIMCTU4ECKON MAEO0NIOrNn BO BCEMN €€ NOoSHOoTE.

B KoHUe nATu-wecTuAHeBHOM paboyelt HeZlenM OH U OHa MOJY4aloT KOPOTKYHO
nepeAbillKy U B BbIXOAHblE MOryT MO3BONMUTL cebe CBETCKUI payT — BbIXOZ B
KUHOTeaTp.

He Gyab s3TOro KoHcroMepusMa BbIXOAHbIX AHEMN, MUp Gbl ocTaHoBUNCA. OH U
OHa C HacnaXx/JeHUeM MpeaatoTcs pUTMy 3TOrO MUPA, Criefya rOAUYHOMY LMKITY
KMHOMOKA30B, KOTOPble — TOYb-B-TOYb KaK HEZENN MOJ, — OTMEPAIOT CMeHbl Ce30-
HOB (BECHa — JIeTO — OCeHb — 31UMa).

BbiTb MOXET, B cBOEM BOOOpaXeHUM Dii3eHLUTeNH JoBen sKpaHusaumio «Kanu-
Tana» 4O KOHUA M 3aBeLjan MUPY AMANeKTUYHOCTb KuHeMatorpada: kak ¢unbM
KoHLienTyanbHbIi, «Kanutan» fomxeH 6b11 cogepxatb B cebe CNOXKHOCTb CaMOro
MUpa, He ynpoLLlas NpOTMBOPEYMSA, MPUCYLLME HaLLIEMY CYLLEeCTBOBAHUIO.

Cnepya 3TOMy 3aBelLaHUIO U 33JaBLUKUCh LiENblO NMEPEMOHTUPOBaTh UCTOPUIO
MUPOBOro NOC/IEBOEHHOrO KHeMaTtorpada (Buttopro ae Cuka, ®epepuko Pen-
nunn, Xau-JTok logap, Acyasupo Opsy, Xoy Csao-CsHb, SaBapa AH), Mbl Obl
MOTIM OBHAPYXXUTb B HEM APYTYIO TEOPUIO KanuTanusma — «Kanutany vyscts. Teo-
puto, B KoTOpoOii cyabba MHAMBMAA CTAaHOBUTCA Yepefoi B3NETOB U NajeHuit,
MOBTOPAIOLLMX 3BOMIOLMIO KarnuTanmMcTuieckoro obuectea, a obpas Ha nneHke —
OTpPaXKeHMEM, KOTOPOe CITYXXUT Hallel UAEHTUPUKALMUU, MEXAHUYECKUM [N1a30M,
MPOHMKAIOWWMM B UCTOPUIO MHAMBUAYANbHbIX XXKU3Hel. W Toraa okaxercs, 4To
HOBOE Ha4yano Mbl HaleM B CaMOI NOC/eA0BaTENbHOCTU KMHeMaTorpaduiecknx
o6pasoe, B KWNHOHappaTuBe.

He 310 11 TOT caMblii puNbM, KOTOPBIN ULLYT OH U OHa!

AHrnuiickas Bepcus TekcTa 6bina onybnvkosaHa B oHnanH-xypHane ART it, 02.07.2010.
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realize self-worth). Were one to use capitalist theory to interpret the current
production system, the social context of the film industry might appear con-
strained, but film’s assembly-line method has already matured: The film industry
itself already performs the narrative of capitalist theory.

In fact, after passing through middle-school exams on dialectic historical mate-
rialism, They will certainly never again run across Marx’s theory of surplus value.

In those years of socialist middle-school classes, when asked to determine
whether air is possessed only of functional value and has no exchange value they
wracked their brains but could not find an answer, while now a Beijing real-estate
development advertisement can make them understand capitalist ideology in its
entirety.

Working five or six days a week, then enjoying a brief escape on the weekend,
their “opera” is going to the movies.

Were there no weekend consumption, the world might stop turning. Rejoic-
ing, They enter the world’s rhythm, the cinema’s program revolving on a Spring —
Summer - Fall — Winter cycle, just as fashion week rings the seasonal changes.

Maybe Eisenstein had already completed Das Kapital in his head, and passed on
to the world a cinematic dialectical ideology: As a conceptual movie, Das Kapital
must carry with it the complexity of the world itself, and is unable to simplify the
contradictions inherent in our existence.

This being the case, if we were to re-edit cinema since the post-war period
(Vittorio De Sica, Federico Fellini, Jean-Luc Godard, Yasujiro Ozu, Hou Hsiao-
Hsien, Edward Yang), would it not be possible to find another kind of capitalist
theory — “Das Kapital of the Senses”? One in which individual destiny repeatedly
rises and falls along with the evolution of capitalist society, and the image
becomes a reflection for identifying ourselves, becomes a mechanical eye that
can infiltrate the history of individual lives?

Accordingly, through the narrative of images it’s likely that we can find yet
another new beginning.

Is this the film that They are willing to seek?

The text was originally published in the magazine ART it, 02.07.2010.

Benedict Seymour
Creativity's Rainbow!

- It has happened before, but there is nothing to compare it to now.2

Captain Thomas Powderdry was poring over the GPS mappings of the Russian front.

Since 2015 and the fourth Dip it had become almost impossible to get hold of
decent kit. The merger of the DCMS3 and the Ministry of Defense had changed
all that. Now Powderdry had access to the best that War could buy, and a brand
new space of artistic endeavour.
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Benepukt Cumop
Papyra kpeatuea'

Takoe 6bIBafio 1 paHblLe, HO TEMEPb €ro He C YeM CPaBHUTD.?

Kanutan Tomac Nopoxcyx pasrnagbiean cryTHUKoBble KapTbl Pycckoro ¢poHTa.

C 2015 ropa u yetBepToro Hblpka No4T HEBO3MOXHO CTaNo pa3fobbiTh Mpu-
NUYHBIR KoMnnekT. Bce nsmenunocs, korga cnnnnes MKCMUMC? u Munucrepcreo
ob6opoHsl. Tenepb y [Nopoxcyxa nMenoch Bce iydLlee, YTO MOXHO KyNWUTb Ha BOMHe,
a TaK)Xe HOBEHbKOE NMPOCTPAHCTBO AJ1A XYLOXKECTB.

«Jly4qwas obopoHa — kpeatus, — ewje B 2009 rogy rosapuean KoMaHAyOLWMNA
Bptone. — HaceneHnue, rogHoe k BOMHCKOI cnyxbe, ny4lue TyHeAACTBYIOLLErOY.
Torga nofo6Hble pa3roBOpbI Ka3asMcb aHAXPOHU3MOM, U TEM He MeHee ceityac Bce
XMJIM UMEHHO B TaKOM KJIMMarTe.

Ckeosb o4ku «MnaHbKay Mopoxcyx npocneann 3a ABUXEHUEM CUrHASbHBIX BCMbI-
LLeK, U Ha NaMATb eMy BAPYT MPULLIKN CTPOKU AnonnuHepa:

Feu d’artifice en acier

Qu'il est charmant cet éclairage

Artifice d’artificier

Méler quelque grice au courage.*

Bce y>e faBHO pacTBOpUIOCh, pacTasno u oumeposanock. Ho kanuTaH Bce paBHO
YyAn 3anax KOpAWUTa — B MUKCENAX eLLe Taunachk Ta Nepeas ocTpas 6osb ¢yTypusMa.
OpauH po3oBbiit B3pbiB LUTUPOBA APYroit, Moka NoAJIMHHMKA He OCTanoch — NULLb
OeckoHe4Has Yepeaa eitepBepKoB fla UX CMEPTOHOCHbIX noaobuit. MaeanbHsliit
Kpyr, pasmbiwnan MNMopoxcyx, 6yaTo 3Mei noxupaet cOBCTBEHHBI XBOCT, MOXOXe
Ha KOMbLO aTOMOB yrniepoJa B npoussoaHoM 6eHsona. Mnu sto cnupans, rae Kax-
Abli M3rnb BO3HOCUT NpeKypcop K Bbicouaiilueit Bnactu! A rge y Hee Bepx?! CaM oH
noapIMaeTcs K HebGecaM UM HU3BEPraeTCcsa Ha IHO BEYHOM Houmn!

— A, lNopoxcyx, A 3Hana, 4To Thl 34ecb OyAeLlb. TOKCUMYHBIN Y Hac Bedepok, — Jluno
A’ Opeeunbu nokasana Ha ABepb OyHKepa, B KOTOPYHO TOJbKO 4TO Bowwna. — [da n Tyt
nomMovika, — so6aeuna oHa. — bnagckuit KUTaNCKMIM TMNCOKapTOH. Y MeHs Bce fierkue
OT Hero B KpOBW.

Mocne Broporo Hbipka LleHTp onumnuitckux CMU Tak 1 He goctpounu — B utore
MPULLNOCh, KaK U BCTapb, NOMaraTbCA Ha MHEHWA U3 Tonnbl. be3apaboTHbie XypHanu-
CTbl U KHaUWA KaMKopAepoB» Hanepeboit noxeananuce: «3T1o nepeasa Onumnuaza
C OTKpbITbIM UcxogHukom!» OpHako dyHaaMeHT LleHTpa ycnenm 3anoxuts ele fo
TOro, KaK AenopTupoBanu ctpouteneit. OcTaBLIMECA aCCUTHOBAHUA Ha KyNbTYpPY Cpasy
MCTPaTUNN Ha Npa3HOBaHNEe KMUPHOIO NEPEBOOPYXEHUAY, U Nockonbky OnumMnuaza
npeBpaTUiach B HEMpUATHOE BOCMOMUHAHWE, MOYTU BCe XYAOXKHUKU, KOTOPbIM yaa-
NOCb BNMCATbCA B MPOEKT, TONKAIUCh NTOKTAMU, YTODbI BOCMETL HOBOM NporpamMme 6oe-
BbIX MCKYCCTB OCaHHY — U XOTA Bbl NOABEPrHYTh €€ JeKOHCTPYKLMM.

[I’OpeBunbu nowna B ropy nocne 4eTBEPTOro KOPPYMLMOHHOIrO CKaHAana,
YyTO paspaswsicsa Ha BTopoMm cpoke [aam [siiea n nocnegosasLlero 3a HUM obpa-
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“Creativity is the best defense,” as Commander Brulé had put it back in 2009:
“A country of able bodies is better than a land of layabouts.” Such talk had
seemed anachronistic then, yet somehow it had become the climate in which
they lived.

Through the VewEm goggles Powderdry traced the movement of the flares
and suddenly these lines from Apollinaire floated up into his mind:

Feu d’artifice en acier

Qu’il est charmant cet éclairage

Artifice d’artificier

Méler quelque grace au courage.

All that was long since dissolved, melted into the digital. But he could still catch a
whiff of cordite, that first futurist pang lingering in the pixels. One rose explosion
cited another until there was no original, only an infinite precession of fireworks
and their lethal semblants. A perfect circle, mused Powderdry, like a serpent eat-
ing its tail or a ring of carbon atoms in a derivative of benzene. Or was it a spiral,
each twist raising the precursor to a higher power? And which end up was up?
Was he ascending into the heavens or racing toward the bottom of the night?

“Ah, Powderdry, knew I'd find you in here. It’s toxic out there this evening.” Lilo
D’Aurevilly gestured to the door of the bunker through which she had just entered.
“Toxic in here too,” she added. “Fucking Chinese drywall. My lungs are bleeding!”

After the second Dip, the Olympic Media Center was never completed — in the
end they had to fall back on crowd-sourced commentary from unemployed jour-
nalists and the “Camcorder Nation” — “The world’s first open source Olym-
pics,” they boasted. But the basement at least had been dug before the workers
were deported. The only cultural funds left were going straight to celebrating the
project of “peaceful rearmament,” and with the Olympics just an unpleasant
memory, most of the artists who could get on board were lining up for a chance
to hymn, or at least deconstruct, the new martial program.

The fourth great corruption scandal of Uncle Dave’s second term, the subse-
quent creation of the Dept. of Sex, Sport and War had given D’Aurevilly a boost.
Russo-French in origin, she had taken her mother’s maiden name after the Lon-
don community of ex-pat oligarchs fell out of favor. She had been rocking the
aristoporn look for several years and blazed the trail for the New Objectifica-
tion’s authoritarian destructivist wing. Lady WarWar, they called her, and
laughed at her Weimar/Brideshead/Neofolk fashion mash-ups. But the contract
with English Apparel cemented her hegemony. She was the flavor of the month,
and the month was something like August 1914.

“Look at this Lilo,” cried Powderdry, “the Necrotoids seem to have reached
Georgia. Either that or it’s just a vernissage...?”

Powderdry lifted his goggles momentarily and gave D’Aurevilly a quick glance.
He would have liked to sex her up over the warboard but there was too much
going on and he was tired of fighting harassment suits.

“Could be, Tom. Or maybe they’ve got some real weapons this time?”

Fictions of the Future ENG

261



262

30BaHuA MuHUCTepCTBa ceKca, CMopTa 1 BOMHbI. [1o poxxaeHuto oHa Gbina pyccko-
ppaHLyeHKO, U Korga NOHAOHCKOe COOBLLECTBO 3MUIPUPOBABLUMX ONUrapXxoB
nepecTano Mnonb3oBaTbCsA BceobLeit BraroCKNOHHOCTbIO, CMeHMna haMUnmio Ha
MaTepuHy AeBuYbto. HecKomnbKo leT OHa packaivBana «apuCTONOPHOBBIMY acoH,
TOpWna nyTb AN aBTOPUTAPHOTO AeCTpyKTUBUCTCKOTO Kpbia Hosoit O6bekTnduka-
umn. Ee nposeanu «Jleau BoiiBoitHay, cMeanuch Hag ee BeiMapcko-6paiacxecko-
HeodonKkoBbIMM MaLW-anaMu. Ho ee rereMoHMIO 3aKpenun KOHTPAKT € KAHMNICKUM
ybpaHcTBoM». OHa cTana «apoMaToM MecsALa, a MecAl, 4eM-TO HanoMUHan aerycT
1914-ro.

— Toneko rnauek, Jluno, — socknmkHyn MNopoxcyx, — noxoxe, HEKPOTOUbI 3aXBa-
Tnm [pysuto. JTnbo 310, nnbo npocTo BepHUCAX. ..

Mopoxcyx Ha MUr cABUHYNn O4YKM Ha 5106 U okuHyn A’ Opesunbu OGbiCTpbIM
B3rnAgoM. Xopowo Obl paccynoHUTb ee Ha LUTAaGHOM CTONE, HO TYT CIIULLKOM
MHOrO 4ero NPOMCXOAWT, a OH YCTan OTOUBATbCA OT OOBMHEHMIA B CeKCyasibHbIX
JAoMoraTenbcTBax.

—BeposTtHo, ToM. A MOXeT, Ha ceii pa3 OHW pa3fio0bInv HACTOSALLEE OPYXKMeE.

[I’OpeBnnbn NeHNBO CKMHYNMa KOXaHyro KypTKy M OcTanacb B oAHoM 6enom
AVPHZUIE U YynKax.

—Hpaeuwibea bl MHe B 3TUX o4kax, TOM, — paccMeAnacb OHa, O3Mpas BCIO €ro
Bbicokyto purypy. OH e TeM BpeMeHeM, CKIOHUBLLWCD, Pa3rifblBasl BUPTYasnbHYyO
naHopaMy Pycckoro ¢ppoHTa.

—Kak kpacuBo, — npobopMoTan OH, BOAA NaJOHAMU MO MasMeKcy LWTabHoro
ctona. Ero yenekana Hekas urpa B agyxe [ltoliaHa, HO npaBuia ee 3Han TOJNIbKO OH.
Ecnu takune npaeuna eoobLue HanM4eCTBYHOT.

Emy Bcerpa xotenock cosgatb cBoto urpy. He cronsko «Mrpy B BoitHy» [debopa
(wTabHble HaCTONbHbIE UIPbl €My HACTOATENIbHO HACKYYUIN), CKOPEEe — COBEPLLEH-
HOe BOCCO3/aHne, TO4YHOe noeTopeHue ¢yTypuctckoi cnecu. OH ocCyLLeCTBUT TO,
YTO OCTaNIOCh BUPTYasibHbIM NOC/e NepBoi utepaumun. PyTypusm Ana MUpa, Noxupa-
toLLiero cBoe OyayLiee, Kak 5SKOHOMUKA NOXPasia CBOU FrapaHTUM.

Ecnu deitepeepku ¢ 6e30macHOro paccTtosaHUA CMOTPATCA KPacUBO, Kak e OHM
BbIFNAZAT U3 okonos! AnonnmHep no 6osbLueit 4acTu cuaen Aaneko oT NepeoBOil.
Mopoxcyx Toxe, rae-To Ha 2000 Munb B Thbiny. DeiiepBepky — HEBUAAHHAA UIITIFOMU-
Haumsa LmMdpoBbIX NOAPbIBHUKOB. Ho TAra nocTaBuThb 3Ty CLiEHy 3aHOBO, 3aBEPLUNTb
UCMOPYEHHYIO KPOBOMPOMUTMEM CBafbOY dyTYpPUCTOB C NpUpOAOH Obina cunbHa.
«B-Tepat»® — MaLuMHa BOCCO3AaHUA — crocoGeH yABanBaTh M yTpanBaTb BOWHbI MpoO-
LLTOrO CTONETUA, U B pe3ysibTaTe YMHOXEHMA NMoy4anoch JeBCTBEHHOE BblYMTaHUe,
HeBMAaHHasA npexae rurneHa. He oaHa-aBe 60MbbI, HO KOpHEBasA cucTeMa AAEPHbIX
3BepCTB, rMobanbHasn akynyHKTypa, 4TO OYUCTUT NNaHeTy oT bose3HeHHoro uzbbiTka
1 nepeycTaHoBUT Urpy. [epesarpysutb MallMHy — 3afa4a XyAoxHMKa, 1 [Nopoxcyx
ObI1 FOTOB K 3TOMY UCTOPUYECKOMY Aeny.

—Kanb, 4to Tebe caMoMy NOCTpenATL He AatoT, a! — BOPBASICA B €rO rpesy AL0BUTbI
ronoc Jluno. Kak HeBbIHOCMMO 6ecnapOHHO OHa pa3roBapuBaeT HblHYe, pybneHble
rnacHble — caMmu no cebe nposokauusa. OT HacMeLLNMBO-MUCTadapCKOro HNoKHU CBOEM

PYC ®ukuum 6yayuwiero



D’Aurevilly had slid off her leather coat and was lounging resplendent in white
dirndl and stockings. “I love you in those goggles, Tom,” she laughed, taking in the
tall figure as he leaned into the virtual panorama of the Russian front.

“So beautiful,” he murmured, palms moving over the plasmex warboard. He
was locked into a Duchampian game that he alone knew the rules of. If indeed
there were rules.

He had always wanted to create a game of his own. Not so much Debord’s
Game of War (board games bored him). Rather a perfect reenactment, the exact
repetition of futurism’s hubris. He would realize that which remained virtual in
the firstiteration. A futurism for a world which was eating its future, as the econ-
omy had devoured its securities.

If the fireworks looked pretty from a safe distance, how did they appear from
the trenches? Apollinaire was mostly behind the lines. Powderdry was too, about
2,000 miles behind. The fireworks were the feu d’artifice of digital artificers. But
the compulsion to restage that scene, to complete the futurists’ bloodily botched
wedding with nature was strong. The R-Gerit, the reenactment machine, could
double and triple the wars of the previous century, and what its multiplication
produced was a pristine subtraction, a hygiene the like of which had never been
seen. Not one or two bombs, but a rhizomatic network of nuclear atrocities, a
global acupuncture purging the planet of its painful surplus and resetting the
game. It was the artist’s role to reboot the machine, and Powderdry was ready
for his historic task.

“Shame they don’t let you fire anything yourself, eh?” Lilo’s caustic tone cut
through his reverie. How unapologetically posh her voice seemed these days, the
clippedness of the vowels a kind of provocation in themselves. She had dropped
the trustafarian mockney of her youth. The mature D’Aurevilly was purged of
proletariana. As the scum started to look like they might do something their
charm quickly faded. Nowadays the talk was all meta-Mitford and porno-Riefen-
stahl, salon reenactments of Mosley’s top speeches, styles of radical will. Slavery
was increasingly tolerated, with many hipsters adopting migrant love-work
accessories as dogs became prohibitively expensive to keep. A man with many
workers will soon be rich, a man with many servants will soon be poor, as Adam
Smith had observed. A man with several Rumanian girlfriends will have some-
thing to fall back on when the graphic design work dries up.

“You know you could probably make a fortune if you’d just do a range of furni-
ture, spin something off,” murmured D’Aurevilly, contemplating the collection of
plasmex devices and imipolex objets clustered around Powderdry like phalli.
“That’s all they want at Frieze these days, you know. Research is so pre-dip.”

“I'm not catering to the private market,” said Powderdry. “It’s all state subsi-
dized anyway. The money is just a means to an end, and the end is nigh.”

Powderdry’s idea was elegant and provided the common ground on which they
both could work. If the games market had been a spin off from military technol-
ogy, a ploughsharing of combat into culture, the new art form must be pointless
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IOHOCTU OHa yxe oTkasanack. [losspocnesiias g4’ Opeeunbu usxuna B cebe npone-
TapuaHy. EaBa Mpasb Agaet noHATb, ByATo Ha YTO-TO CNocobHa, ee obasHue BbicTpo
racHeT. HblH4e Bce roeopaT noa Meta-Mutdopa n nopHo-PudeHwirtans, nponsHocat
canoHHble noaaenku noa peun Mocnu, usnaratot no «obpasLam 6e3ornagHoN Bonmy.
Bce 6orblue TepnMMocTu K pabeTBy, MHOXECTBO XUNCTEPOB 3aBOAUT cebe akceccy-
apbl Ito6BK-paboThI racTapbaiiTepos — cobak-To BCe HakaZHee Aepxatb. TOT, y Koro
MHoro pabouux, Bckope pasborareert, TOT, Y KOro MHOIO Cilyr, BCKope obeaHeeT, Kak
Hekorza 3ametun Agam Cmut. ToMy, y KOro HECKONbKO PYMbIHCKMX NOAPYeK, byaeT
Ha YTO OMepeTbCA, KOrAa NEepPecTaHyT 3aKa3blBaTb rpaHeCKUin An3aiH.

—3Haellb, a Befb Tbl Obl MOT, HABEPHO, O30MOTUTLCA, €K Obl caenan NnHelKy
mebenw, 3anyctun dpaHwmnsy, — npodopmotana g Opesunbu, He CBOAA a3 C KOn-
neKkuuy nNpubopoB M3 nnasMekca M ob6xedapoB M3 UMUKONEKCA, YTO CTONMUINUCH
Bokpyr [Nopoxcyxa, kak annocel. — Ha «®puse» HelH4e TONbKO 3TO U Hago. M3y-
4aTb MaT4acTb — TaK O-HbIPKOBO.

— Al He oKyuMBatO YaCTHBI PbIHOK, — oTBeTUN [opoxcyx. — Bce paBHO OH UBET Ha
rocyaapcTBeHHble cybcuamn. [leHbrn — npocTo cpeacTBo AONTU A0 KOHLA, a KOHel|
yX 6nusok.

3ambicen [Nopoxcyxa 6bin UssLleH, Ha ero niaugapMe oHn 6bl Mornu paboTatb
eMecTe. Ecnun urpoBoit peiHok — ¢paHLLIM3a BOEHHbIX TEXHONOMUI, BHeapeHue 6oe-
BbIX [J€NCTBUIA B KyNbTYpY, HOBbI BUA, UCKYCCTBA AOMKeH CTaTh HeccMblCneHHbIMM
60eBbIMN AeNCTBMAMM C peanbHbiM 3¢ dekToM. VX npakTMka nossonana ocylie-
CTBUTb MAEANbHBIN NEepexos OT SKOHOMUKU KyJbTYPbl K SKOHOMUKE BOWHbI. «CBepx-
naeHTUMKALMAY, KaK paHbLLe BbIpaXanmchb.

OgpHako Jluno nonnmana, 4to storo Mano. OHu noiayT Aanblle UPOHUM — COBEp-
LIaT NpeAenbHbIi, TOTasbHbIA aKkT tobepuieHTUdMKaLMK, B KOTOPOM Grnarorose-
HWe conbeTcsa ¢ nactueM. PasBuTb cucTeMbl BOOPY>KeHUA 4O TOTaSIbHOrO CiumA-
HUA C OOBEKTAaMU UCKYCCTBA, YHUHTOXMWTb PasHULly MeX/y TBOPEHUEM U paspylle-
HUeM, cofeNCTBUEM U TLLETHOCTBIO. M eanbHoe opyxue, naeanbHoOe NpouseeseHne
UCKyccTBa.

Orcroga, 13 noaseMHoro GyHKepa MOA CTapbiM OJIMMIUACKUM OBBLEKTOM OHU
3anyctat pakety. Korga «wapuvk ynetuty, korga ocaget nenen Ha pymHax CaHkT-
[MeTepbypra M NposBUTCA CMyTHUKOBOE M30OpaXkeHWe SHTPOMUIHOW OMyXonn —
6yaro Owar lNbineBoacTsa, — y HUX ByAeT KONMpaNT Ha Bce ByayLme Bocnpousee-
AeHuna. He To 4tob oHu paccuutbianu, 6yaro sto Gyayliiee 3aTAHETCA HAZONTO.

(MpoaomxeHne MOXHO NPOYUTaTh 34eCh!

www.metamute.org/en/content/creativity_s_rainbow)

Mpumeyanua

| DToT TeKcT — OTPLIBOK U3 NpoU3BeJeHMA, ONyBIMKOBAHHOTO Ha CaiiTe NOHAOHCKNUX KyNbTYPHbIX
aktmeuctoB Metamute. HassaHue npounsseaenns — «Pagyra kpeatveay — oTcbinaer K poMaHy Tomaca
Munyona «Papyra tarotenumay (1973), KoTopblii BbIMAET Ha pycCKOM A3bike NnLb K koHuy 2010 roaa
B nepesoge AHactacum pbisyHoBoi n Makcuma HeMuoBa (Takke nepeBoA4MKa 3TOro OTPbIBKA).
Knaccnyeckuit noctMoaepHUCTCKNMIA poMaH [MMHYOHA € 3aMyTaHHbIM CIOXKETOM Y MHOXeCTBOM Mepco-
Ha)ke NoBecTByeT O Nonckax ocoboro npucnocobnexuns Ana HeJaBHO pa3pabOTaHHOW paKeTbl
«®ay-2». Ecnv 3TOT KBECT ONIULIETBOPAET COGOW 10 CTPAHHOCTU UPPALIMOHATIBHYIO KXapU3MY» —
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combat with real effects. Their practice made perfect the segue from cultural to
military economy. “Overidentification,” as they used to say.

But Lilo knew that wasn’t enough. They would take it further than irony, a final,
total act of iiberidentification merging pastiche with veneration. To push weap-
ons technology forward to a point of total fusion with the art object, undoing the
distinction between creation and destruction, instrumentality and futility. The
perfect weapon, the perfect work of art.

They would launch the rocket from here in the underground bunker below the
old Olympic site. When the balloon went up, when the ashes settled over the
ruins of St. Petersburg, forming a satellite image of entropic growth like Dust
Breeding, they would hold the copyright on all future reenactments. Not that
either of them expected the future to last very long.

(To read the ending, go to

www.metamute.org/en/content/creativity_s_rainbow)

Notes

I The present text is an excerpt from a longer fiction published on the London-based cultural
activist platform Metamute. Its title, Creativity’s Rainbow refers to Thomas Pynchon’s Gravity’s
Rainbow (1973.) Translated by Anastasia Gryzunova and Maxim Nemtsov (Nemtsov also translated
the present excerpt), Gravity’s Rainbow will only appear in Russian toward the end of 2010. This
post-modern classic narrates a complex plot of many characters on a quest for a special device in one
of the newly developed V2 rockets. If this quest embodies the strangely irrational “charisma”

or transgression produced by the overly rational Fordist system of mass production, Seymour’s
pastiche sketches a different parabola for the post-industrial cult of creativity as it is battered and
scarred by one crisis or “Dip” after another: From virtual warfare back to real destruction.

2 Thomas Pynchon, Gravity’s Rainbow (1973).

3 The Department for Culture Media and Sport is a government ministry founded in 1997 in the
United Kingdom; it is responsible for the “creative industries” as well as the Olympics, a recurring
topic in this text.

Pavel Pepperstein

The Era of Attractions
Extract from a story'

At last the Era of Attractions was at hand, and the powers that be (including
bureaucrats, the military, scientists and economists) finally came to understand the
greatness of Daniil Andreev and his visions. 2088 saw the inauguration of ROZA-
LAND, a vast theme park based entirely on the spiritual insights of this Gulag inmate.

At that time it was already clear that a completely different system was emerg-
ing from the bowels of capitalism, and just as capitalism had once worn the mask
of something completely different to hide its motives, a strange new sacrality now
wore the mask of money. The theme park pretended to be a commercial enter-
prise when in fact it was not. All the money it raised was secretly burnt in one of
its worlds. You were only allowed to enter barefoot, as when entering a mosque,
in memory of how highly Andreev rated the feeling of bare feet on soil.

By then Danteland had already been set up in Florence, and there were theme
parks based on the Odyssey, and Ovid, and One Thousand and One Nights. In the
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WSU TPAHCTPECCUIO — HACKBO3b PaLMOHaNbHOW POPAUCTCKON CUCTEMbI MACCOBOTO NPOU3BOZACTBA, TO
nactuws CMopa o4epymBaeT MHYIO Napabosy NOCTUHAYCTPUAIbHOTO Ky/bTa KpeaTUBHOCTU: OAMH
Kpu3uc («HbIpok») 3a pyrvM IOMatOT U YPOAYIOT €ro, OT BUPTYaslbHbIX BOEHHbIX AeiCTBUIN nepexoas
K peasibHOMy paspyLLeHHUIO.

2 Tomac [NuH4oH. Papyra tarotenus. Mep. A. pbisyHoeoi n M. Hemuosa.

3 MKCMWC - Munucrepctso kynbtypbl, CMW 1 cnopta, rocyaapcTBeHHbIN OpraH, OCHOBaHHbIM
B CoegunenHHom Koponeectee B 1997 r.; oTBevaeT 3a KTBOpYECKUe UHAYCTPUUY» U NPOBeAEHME
OnMMNUIACKKUX UTP, O 4eM B JAaHHOM TEKCTe FOBOPUTCA MOCTOAHHO.

4  OroHb, B3MeTEHHbIN B 0bnaka

HesunaanHom unntoMmHaumen,

O nopbiB NOApPbLIBHUKA,

Oreara, cMeLuaHHas ¢ rpauuent ($p.).

Hauano ctuxotBopenus ¢ppaHuysckoro nosta [mitoma AnonnuHepa (1880-1918) «MpazgHuky

u3 kHuru «Kanurpammbiy (1913-1916, ony6n. 8 1918), nep. M. AcHosa. (Mpum. nep.)

5 OrtHeM. Gerit — npubop, annapart, MexaHusM, yctporcteo. (lpum. nep.)

Masen MNennepTteiiH

Drnoxa aTTpaKLUOHOB
OrpbiBOK U3 pacckaza'

HakoHel, HacTynuna «2noxa aTTPaKLMOHOBY, U BacCTb MMyLUMe (Cpeau HuX
BbICLLME FOCYAAPCTBEHHblE YUHOBHUKU, BOEHHbIE, Y4€HblE U SKOHOMUCTbI) OLie-
Hunu senuume (JaHnuna) AHgpeesa v ero eugenuin. Toraa, 8 2088 roay, 6611 cos-
AaH rpaHavosHein PO3AJIEH/ — napk aTTpakuMOHOB, LIeIMKOM Ha OCHOBE [y XO-
BUAYECKMX MPO3PEHMIN 3TOrO 3aK/OUEHHOrO.

B To BpeMs B HeApax kanuTanmsMa y>ke OTHET/IMBO 3peria COBCEM ApYyras CUCTeMa,
M TOYHO TaK >Ke, Kak HeKorja KanuTanncTMyeckue MOTUBbI MaCKMPOBASIUCh MOA
HEYTO COBCEM MHOE, TeMNepb — HOBasA CTPAHHAA CaKpPaslbHOCTb NPUKpPbIBasach dasb-
LUMBOW MaCKOW HaXXMBbI.

ATTpaKkUMOH 6biNl CTUIM30BAH NOJ KOMMEPYECKMiA, HO Ha CAMOM Jefie TaKOBbIM He
ABNANCA, U BCE eHbIM, YTO OH NPUHOCUN, BTalHe CKUrauch B OAHOM U3 €ro MUPOB.
BxoanTb B ATTpPaKLIMOH pa3peLuanoch, kak B Me4eTb, JMllb GOCMKOM — B MaMATb O
TOM, KaK BbICOKO cTaBUn AHApeeB NpUKOCHOBeHKe BOChIX HOT K 3eMrle.

K ToMy BpeMeHu yxe cyujectsoBan [laHTeneHg so ®nopeHuun, aTTpakLMOHbI,
6asupytowmnecs Ha «Opncceen, Osnanm n « Tbicave M OAHON HOUMY.

B ToT nepnoga, KoTopblii Mbl HasbiBaeM «DMOXON aTTPaKLMOHOBY, B ObLlecTBe
Oyayluero B KaXK40M Yenoseke C feTcTBa OyAeT BOCMUTLIBATLCA TaK Ha3blBaeMas
€CeHUA — BNeYeHMe K aTTPaKLMOHaM, XeflaHve NpoiTu ux ece. MNpoLueglunii Yepes
BCe aTTPaKLMOHbI MOJTy4aeT 3BaHMe eceHUanuc (KNpoLueALLnit Yepes BCce aTTpak-
LIMOHBI»), U TOJIbKO TaKOMN Y€NOBEK MOXET 3aHATb OTBETCTBEHHbI roCyJapCTBeH-
HbIA NN BOEHHBIN NOCT U BoObLLEe AOCTUYbL Kakoro-nnbo pykoBoAsALLEero noso-
XeHusa B obuyectee OyayLyero.

BosHuknu artpakumoHsl «bapao Togonby (Tuber), «[lytewwectene Ha 3anag»
(Kwurait), «boxecteenHas koMeaua» (Utanua), «Ceeaenbopr» (LLseums), «dvonu-
cuit» (BbicoKoropHble BepluMHbl Kaekasa), «KHura MeptBbix» (Erunert), «XokuHr-
Cutuy» (AHrnua) — U3 3TOro aTTpakLMOHa YeNToBeK BbIXOAMT UHBANIUAOM, 3aTO MOHU-
MaeT MHoroe o $pu3MKe KocMoca.
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period we call the Era of Attractions, every member of society was raised from
childhood with a sense of aesenia, a passion for attractions, a desire to go on all
the rides. He who completes all the existing attractions earns the moniker aese-
nialis or “he who has been on all the rides.” Only this kind of person could hold
public office or rank in the military, or indeed, attain any power whatsoever in
the society of the future. The new theme parks included places like the Bardo
Todol (Tibet), Journey to the West (China), Divine Comedy (ltaly), Svedenborg
(Sweden), Dionysus (mountain peaks of the Caucasus), The Book of the Dead
(Egypt), and Hawking-City (England). People would leave the latter wheelchair-
bound, but knowing a great deal about the physics of space.

There was the Benefactor (Mexico), Alef (Argentina), Journey to the City of
the Dead (Nigeria), and the pharma-technical theme park Memory, where visi-
tors were able to re-live their lives right up to the last second. (As Proust wrote,
“Only he who has lived twice has the right to impact the lives of others.”)

The Era of Memory Restoration, and New Initiations, these are the terms they
would use to speak of that period. All these joyrides and theme parks taken
together were known by the abbreviation of T.A.C,, or the Temple Attraction
Complex.

We, today, know nothing of what awaits us after death. This utter ignorance
permeates the lives of people in our time, just as the lives of people in the past
were shot through with the snow-white vision of heaven, the blood-red glimmer
of hell, the twilight of Hades and Sheol, the sweet scent of the Great Lotus or the
thick darkness of atheism. Even the atheists’ belief in total disintegration after
death has form, albeit a negative one. But ignorance owns no forms, which is why
modern life is, in essence, formless. The real god of our time is the Unknown.
Not only is it impossible to depict, as in Judaism and Islam, but even thinking
about Itis forbidden. It’s like the Zen saying: “If you meet The Unknown - kill it.”

That could be why the Unknown hides behind younger protector-gods who
ensure that it is not accidentally met and killed. These are gods of concealment,
the god of money (mammon), the god of success, the god of technology, and the
gods and spirits of times and places. The spirits of time are omnipotent but short-
lived, the spirits of places are weaker but survive for longer periods.

Packed together, standing shoulder to shoulder, these veiling Gods hide the
Unknown. But is it really hiding there behind them? Or is it always visible to all? We
do know that it is unknown whether or not the Unknown is in fact known to us.

Possibly the Unknown has no interest in being worshipped but people today do
not retain that ignorance of the Unknown in its purest sense. They ascribe to the
Unknown the qualities of evil. For today’s consciousness, the Unknown is a threat.
People today are not able to believe in unknown helpers and protectors (indeed,
they see such a belief as not merely naive, but dangerous, because it is comforting).
However, they are keen to concede the possibility of unknown enemies and dangers,
all of which today’s mass-culture recites in an ominous chant. That is why our age is
characterised by a special kind of readiness to destroy the Unknown at the first avail-
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AtTtpakumoHsl «beHedakTopy (Mekcnka), «Aned» (ApreHtnHa), «[lyTelwectene
k Flopoay MepTBbIX» (HUrepus), a Takxke papMaTexHUHeckuin aTTpakLmMoH «l1aMATb,
rae YesioBeK NepexXmBaeT 3aHOBO CBOIO XW3Hb O nocneHei cekyHabl (no [Mpy-
CTY — TOJIbKO MPOXWBLLUUIA CBOIO XKW3Hb JBAXAbl UMEET MPaBO BMATbL HA >XU3Hb
APYTUX JIIoAe).

«3noxa BOCCTaHOBNEHWUA NaMATUY», «HoBble MHULMaL MUY — Tak OyayT roBopuThb
O TOM BpPeMeHM.

XAK (XpaMoBO-aTTpaKUMOHHbIN KOMMIEKC) — Tak CTaHYT 0603Ha4vaTh aTTpak-
LMOHbI ByayLuero.

MbI HMYero He 3HaeM O TOM, YTO XAET HAC Mocne CMepTH, U 3To abcontoTHoe
He3HaHWe NPOHM3bIBAET XU3Hb JIFOJel Hallero BpeMeHM TOHHO Tak Xe, KaK XWU3Hb
ntofeit NpoLUnoro npoHusbiBanu 6enocHexHoe cusHue Pas, kpoeaBble oTbne-
ckn Apa, cymepkn Auga m LLleona, 6naroyxanue Benvkoro JTotoca unu nnotHas
TbMa aTensMa. [osiHoe Mc4e3HOBEHME Nocne cMepTU (Bepa aTeMCTOB) — 3TO TOXe
¢opMa, XOTb 1 HEraTMeBHas, HO He3HaHWe He UMeeT HOpM, MO3TOMY COBPEMeHHas
XW3Hb, NO cyTn, bechopmeHHa. MoannHHBIN 6Or HalNX AHel Ha3biBaeTCA B CpeA-
HeM poae — HeusBecTHoe, ero He TONbKO HeNb3A M300pasuTh, Kak B UCaMe U
WyaavsMme, Aaxe AyMaTb O HEM BOCMPELLEHO, U B cusie A3eHcKaa popmyna «Bctpe-
TMwb HeunseecTtHoe — y6eii eroy.

Bo3MoxHO, N03TOMY, 4TOObI HUKOMY CJTy4aitHO He MOMACTbCA Ha MyTW U He BbITb
ybutbiM, HenssecTHoe npAveTcs 3a cnMHaMu MAaALLnX 60roe-3aLLlUTHUKOB, «6oros
NpuKpbITUAY — 6oroe AeHer (MaMoHa), 6oros ycnexa, TexHocdepsl, a Takxxe 60ros
W AyXOB BPEMEH U MeCT: JyXW BPeMeH BCEBJIaCTHbl, HO HeZONIrOBEYHbl, MECTHbIE
Ayxu cnabee, HO CNOCOBHbI K JONIFOMY BbIXXMUBAHUIO.

MnoTHO COMKHyBLUMCB, CTOA NnevoM K nnedy, 3t boru 3aBecbl npukpbiBatoT
coboit HenseectHoe. Ho npavetca nu oHo B caMoM Aene 3a ux cnuHamu? Minu oHo
MOCTOAHHO Yy BCeX Ha BUAYy! HaM TOYHO M3BECTHO, YTO HEU3BECTHO, M3BECTHO JK
HaM HeuseecTHoe Unu HenseecTHO.

BozMoxHo, HenseecTHoe He 3aMHTepecoBaHO B TOM, YTOObI €My MOKIOHANUCH,
HO NIOAN HALLUX AHE He COXPaHAIOT CBOE He3HaHMe o HeunssecTHOM B umncToTe.
Onu npunucsbisatoT HenseectHoMy cBoitcTBa 3na. HensBecTHoe AnA HblHeLLHero
CO3HaHuA npeacTaenseT coboit yrposy. Henosek Halimx JHeit He cnocobeH nose-
PUTb B HEU3BECTHbIX MY MOMOLLIHUKOB M 3aLLUTHMKOB (TaKas Bepa KaXkeTcs eMy He
TOJIbKO HaMBHOW, HO U OMACHOM: OHa paccnabnser), HO OXOTHO AOMyCKaeT BO3-
MOXXHOCTb HEM3BECTHbIX Bparos U HeBeoOMbIX onacHocteil. O6 3ToM 3noBelle
noeT MaccoBas KynbTypa Halumx AHeit. [103ToMy Halle BpeMA UCNONIHEHO JoOCTa-
TOYHO cneyndUYecKoin PeLUIMMOCTU: NPY MEPBOM XXe BO3MOXHOCTU YHUYTOXKUTb
HewuseecTHoe, fgaxke He cAenas ero M3BeCTHbIM, He UCC/IeJOBaB BCECTOPOHHE, a
U3Y4MB TOJIbKO OZJHY BO3MOXXHOCTb — M36aBUTLCA OT Hero.

Mexay TeM o HensBecTHOM Hen3BeCTHO, JOGPOE OHO MU 3110€, MOTYLLIECTBEHHOE
unu cnaboe, paclyenneHHoe oHO unu eguHoe. Ecnn kakoit-nnbo dparmeHt Hens-
BECTHOMO KaXKeTCA YHUYTOXKEHHbIM, TO HUKOTAA Henb3sA ObITb YBEPEHHbIM B TOM, H4TO
5TOT PpparMeHT JeNCTBUTENbHO YHUUTOXEH, Be/lb CBOMCTBA €rO HEM3BECTHbI.
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able opportunity, not even by making it known, not by studying it thoroughly, but to
get rid of it having learned only one facet of it. Meanwhile it is not known whether
the Unknown is good or bad, powerful or weak, split or whole. If it seems that some
fragment of the Unknown has been destroyed, then it is impossible to be certain that
the fragment was in fact destroyed, for its characteristics remain unknown.

In some future springtime of humanity, people will finally come to understand the
sheer scale of the Unknown, whether it touches upon human existence or not. But
as for the journey undertaken by souls after death, this X will no longer be the
shameful blind spot that it is today. It will become a cathedral, a shrine, a temple.

The Temple Attraction Complex will furnish recreational shrines and educa-
tional temples to prepare rational beings for the unknown future of their souls.

Far from all those who pass through ROZALAND want to talk about the attrac-
tions within. Some say that they have never been through anything more terrible,
but still, they long to return. Others affirm that they felt exceedingly well in
ROZALAND, but would not seek to repeat the experience. All are silent as to
what exactly they experienced there. We will not reveal the technical secrets of
ROZALAND, since we do not know them ourselves, mostly. We may mention
just one: the bare feet of those who enter the attraction. Not only it is a tribute to
Daniil Andreev, who so loved walking barefoot. The human foot, as we all know,
is the supreme control panel, an accordion of important points. When walking or
creeping on the slippery surface of ROZALAND, the visitor’s uncomprehending
feet tread on micro-needles furnished with super-sensitive receptors every step
of the way. These micro-needles either hit one of the magical spots or deliver an
imperceptible injection of a psycho-active substance. Making use of drugs legal in
the future, ROZALAND thus unfolds its full technical capacity.

Notes

| Pavel Pepperstein’s The Era of Attractions (2010) is a story or essay dedicated to Daniil Andreev
(1906—-1959), a Russian writer and mystic, who spent the period from 1947 to 1957 in a Gulag.
Daniil Andreev’s book Roza Mira was published as samizdat in the Soviet period, and continues to
enjoy great popularity. Pepperstein’s text ends with a long quotation from Andreev’s book.
Pepperstein thus mobilizes one of the main idols of “pop sacrality” in his battle against a capitalism
that, in his view, is already on the verge of collapse and dissolution.

Fictions of the Future ENG

269



270

B kakoe-HWOyAb BeceHHee MrHOBEHWe OyAyllero 4esoBe4eCTBO, BO3MOXHO,
CMOXET C HOBbIM HAaCNaX/JEHWEM OCO3HaTb MMraHTCKWUI MacliTab HensBecTHOroO,
BOBJIEHYEHHOIO WM HEBOB/IEYEHHOrO B YeNOBeYecKyto xu3Hb. Ho 4To Kacaetcs
MOCMEpPTHbIX MyTELLEeCTBUM AYLUN — STOT UKC BMOJIHE MOXET CAeNaThCA U3 MOCTbIA-
Horo 6en0oro NATHa Be/IMKOJENHbIM XPaMOM.

TakuMK XpaMaMU-UrpaMu, XpaMaMu-LLKOIAMU, FOTOBALLMMU MbICIALLME CYLLLECTBA
K HeuspecTHOMy Oyayliemy ux gywl, un ctaHyT XAKu (XpaMoBo-aTTpaKLMOHHble
KOMIJIEKCbI).

[Haneko He Bce, npowepwmne PO3AJIEH/] HackBO3b, XKenatoT pacckasbiBaTb O
ero aTTpakuuoHax. HekoTopble roBopAT, 4TO UM He MPUXOAMIIOCH MepexuBaTbh
HUYero Gosee y>KacHOro, HO BCe )Ke OHU CTPeMATCA CHOBa OKasaTbcA TaM. [pyrue
ytBepxaatot, 4to B PO3AJIEHE owyuanv ceba BOCXUTUTENbHO, HO He XOTAT
MOBTOpPEeHUsA 3Toro onbitTa. M Te U Apyre Monyat o TOM, YTO MEPEXMUSIM TaM.
He craHem packpbiBatb TexHu4veckux cekpetos PO3AJIEHIA, 6naro owu B
OCHOBHOM HaM HeBeZlOMbl. YNOMAHEM NinLLb 06 0HOM: 60Cble HOrM TeX, KTO BCTY-
MaeT Ha TEPPUTOPUIO aTTPAKLMOHA, — 3TO He MPOCTO AaHb yBakeHusa [aHuuny
AHnppeesy, nobuelieMy xoautb 6ocnkoM. Yenoseyeckas CTyMHsA, Kak U3BECTHO
BCEM, — MPEBOCXOAHbIN MyNbT YNPaBNEHWUs, aKKOPAEOH CYyLLECTBEHHbIX TOYeK:
Luaras unm Kpaaacb no Hectoiknm nosepxHoctaM PO3AJIEH/A, yenosek nowe-
BOJIE CTyMaeT Ha y4acToK, FA4e C €ro CTyMHAMU COMpUKAcatoTCA MUKPOUIbI, CHab-
XKEHHble CBEPXYYBCTBUTENbHbLIMUA AAaTHMKAMU, STU MUKPOUIIbI UN HAXKMMAIOT Ha
OAHY M3 Marv4eckux TOYeK, IMOO AenatoT He3aMeTHYIO WMHBLEKLMIO TOro Wnu
MHOTO NCUXOAKTUBHOIO BELLIECTBA: TakK, C MOMOLLbIO JIeranbHbIX HApKOTUKOB Byay-
wero, PO3AJIEH/ gononHseTt cBon TeXHMYECKne BO3MOXKHOCTHU.

MpuMeyanua

| Pacckas, unu acce, nucatena u xygoxHwuka Nasna MNenneplreitHa «2noxa atTpakumoHosy (2010)
noceaweH eurype Hanunna Angpeesa (1906—1959), pycckoro nucatens-muctuka u ysnuka [YJ1Al
(1947-1957). Oaxuun AHppees u ero kiura «Posa Mupay, pacnpocTpaHABLLIAACA B CaMM3Aate, O CUX
nop ABNAIOTCA NPeAMETOM MacCOBOro KynbTa. Pacckas 3aBepluaeTcs 06LWMPHON (MONOBUHA ANUHBI
BCero TekcTa) uutaton us Angpeesa. Kak ato csoicteeHHo MNennepureiiHy 2000-x rogos, obpalye-
HUE K MZI0NaM 1 MJEeAM KMOM-CaKpanbHOCTU» CITyXUT 6opbbe aBTOpa ¢ HEHABUCTHOM eMy SKOHOMUKOM,
BbICLLEE BOMJIOLLEHNE 3/1a KOTOPOi1 OH OBHapyXu1BaeT B cOBpeMeHHOM KanuTanusme. OaHako,
cornacHo MennepLuTeiiHy, kanuTannam 6IM30K K TOMY, 4TOObI YHUHTOXKMUTL CaM cebs.
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PYC bBuorpacpum

IOpuit Anb6ept
Poaunca s 1959 r. e Mockse,
CCCP. >Kueert 1 pabotaet
8 Mockse, Poccus, u KenbHe,
lepmanua.
MBGPHHHBIS nepcoHarbHble BbICTABKU:

2010—«3abop BoAbi»
(coBmecTHO c AHapeeM
®dununnosbimM n Buktopom
Ckepcucom), MROEKT_
FABRUKA, Mockea, Poccua

2009 — Moscow Poll,
ranepes Paperworks,
Mocksa, Poccusa

2008 — «*Kusonucs,
CKynbnTypa, rpacdumkay,
Stella Art Foundation,
Mocksa, Poccusa
«Pacckasbl 06 uckyc-
creey», Huxeropogackuin
rOCyAapCTBEHHbIN Xy[0XKe-
CTBEHHbIN My3eit, HuxHuin
Hosropog, Poccus

2007 — «BbicTaBkay,
®DoHa noasepKM BU3Yasb-
HbIX UcKyccTs EneHbl
BepeskuHoit «pay», Mocksa,
Poccus

N36paHHble rpynnoBekie BbICTaBKM:

2009 — The Making of Art,

Schirn Kunsthalle Frankfurt,
®pankeypT-Ha-Maiine,
lepmanua
3-1 Mockosckas
6UeHHane COBpeMeHHOro
uckyccrea: «lpotus
uckntoyeHuay, LieHtp
COBPEMEHHO KynbTypbl
«lapax», Mockea, Poccus
«Show and Tell.
XyLOXKHVMK 1 ero Mogernb.
OmMyT» (coBMecTHO
c AnapeeM OununnossbIM
1 Bukropom Ckepcucom),
Stella Art Foundation,
Mockea, Poccus

2008 — Total Enlightment,
Moscow Conceptual Art
1960—-1990, Schirn
Kunsthalle Frankfurt,
®pankdpypT-Ha-Maiine,
lepmanua; Donp XyaHa
Mapuya, Magpwuga, Micnanus
That Obscure Object
of Art, Kunsthistorisches
Museum, Bena, AscTpus;
Ca’Rezzonico, Beneuus,
Wranua

2007 — «Msbicnawmi
peanuamy, locyaapcTBeHHan

TpeTbakoBckas ranepes,
Mocksa, Poccua

Tapcuna gy Amapan
Poavnace B 1886 .
B Kanusapu, bpasunus.
Ymepnas 1973 1.
8 Can-lMayny, bpazunus.
M36PaHHble nepcoHasnbHbIe BbICTABKU:

2009 — ®oHp XyaHa
Mapuya, Magpug, Mcnatus

1950 — Mys3eit coppeMeH-
Horo uckycctea Can-Mayny,
Can-Mayny, bpasunus

1931 —Myseit HoBoro
3anaZiHOro UCKyCCTBa,
Mockea, CCCP

1929 — Palace Hotel,
Pvo-pe->Kaneitpo, bpasunua

1926 — Galerie Percier,
Mapwx, ®paHuma
M36paHHble rpynnosble BbICTaBKM:

2007 — A Century of
Brazilian Art: Collection
of Gilbert Chateaubriand,
Myszeit Ockapa Humeitepa,
Kyputn6a, bpazunus

2005 —Brazil: Body
Nostalgia, HaunoHanbHbli
My3eit COBPEMEHHOTO
uckycctea, Tokuno, AnoHus
Woman:
Metamorphosis of
Modernity, ®ong XoaHa
Mwupo, bapcenona, Ucnanus

1964 — 32-3 BeHeumaHckas
6ueHHane, NaBMnLOH
Bpasunuu, Beneuus, Utanus

1951 — | -7 Buennane
8 Can-lMayny, Can-lMayny,
Bpasunus

Arenbe E.P.S. Huayco

Mapwuanna 3esannoc
poaunace B 1959 .
8 OpraHoce, MNuypa, Mepy.
Kueet v pabortaer B Litopuxe,
LLeeiiapus.

Mapus Ilyn
poaunacs B 1950T.
B [MyspTo-Manbaonago,
Mappe-pe-Aeoc, MNepy.
Kueet v pabortaer B Litopuxe,
LLeeiiapus.

®paHxcucko Mapuottn
poauncae 1943 r. 8 bepHe,
LLeeiiLapua. XXuset un
pabortaer e Lltopuxe,
LLieiiLapus.

Kapo Hopbera

poaunack B 1957 r. 8 Tanape,
Muypa, Mepy. XKueet n
pab6ortaert B Jlume, MNepy.

Spbept Pogpurec
poaunca e 1959 r. 8 Jlume,
MNepy. XXuseT u pabotaet B
JTnme, MNepy.

Xyan Xasbep Canasap
poauncae 1955 r. 8 Ilume,
Mepy. >Kuset 1 pabotaert B
JTume, MNepy.

Apmanao Yunbamc
poauncae 1956 .8 Jlume,
Mepy. XXuseT n paboraet B
JTnme, MNepy.

Ipynna cywiectsosana c 1980
no 1981 r., Jluma, Mepy.
M36paHHble nepcoHasnbHbie

BbICTaBKWU N aKUmn:

2004 —E.P.S. Huayco.
Una Retrospectiva, Centro
Cultural de Espaiia, Jluma,
Mepy

198 | — Encuesta, akuma
B FOPO/ICKOM MPOCTPaHCTBE,
JTuma, Mepy

1980 —Sarita Colonia,
aKumA B okpecTHoCTAX JTuMbI,
Mepy

1979 — Arte al Paso,
Galeria Forum, J'luma, Mepy
M36paHHble rpynnosble BbICTaBKM:

2010—Flying Down to
Earth, Myseit coBpeMeHHoro
uckycctsa ropoga Buro
(MARCO de Vigo), Buro,
WMcnanus; FRAC Lorraine,
Metz, France

2009 —Subversive
Practices: Art under
Conditions of Political
Repression 60s-80s /
South America / Europe,

W rttembergischer
Kunstverein Stuttgart,
LUtyTTrapt, lepmanua

fAanb bapTaHa
Popunack B 1970 1. 8 Kdap-
WNexeskens, N3pannb. XKuset
1 pabotaet B AMcTepaame,
lonnaHaus, n Tens-Asuse,
N3zpaunnb.
MBsPaHHbIe nepcoHanbHbI€ BbICTABKU:
2010—...and Europe will
be stunned, Moderna Museet,
Mansbme, LLseuus
“If you want, we’'ll
travel to the moon together,”
Annet Gelink Gallery,
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Yuri Albert
Born 1959, Moscow, USSR.
Lives and works in Moscow,
Russia and Cologne,
Germany.

Selected solo exhibitions:

2010— The Fence of Water
(with Andrei Filippov and
Victor Skersis), PROEKT_
FABRIKA, Moscow, Russia

2009 — Moscow Poll,
Paperworks gallery,
Moscow, Russia

2008 — Painting, Sculpture
and Graphics, Stella Art
Foundation, Moscow, Russia
Tales about Art,
Nizhny Novgorod Museum
of Fine Arts, Nizhny
Novgorod, Russia

2007— Exhibition,

The Elena Berezkina
Foundation for visual art
support Era, Moscow, Russia

Selected group exhibitions:

2009 — The Making of
Art, The Schirn Kunsthalle
Frankfurt, Frankfurt am
Main, Germany
34 Moscow Biennale
of Contemporary Art:
Against Exclusion, Garage
Center for Contemporary
Culture, Moscow, Russia
Show and Tell: Deep
Water (with Andrei Filippov
and Victor Skersis), Stella
Art Foundation, Moscow,
Russia

2008 — Total Enlightment,
Moscow Conceptual Art
1960—-1990, The Schirn
Kunsthalle Frankfurt,
Frankfurt am Main;
Fundacién Juan March,
Madrid, Spain
That Obscure Object
of Art, Kunsthistorisches
Museum, Vienna, Austria;
Ca’Rezzonico, Venice, Italy

2007— Thinking Realism,
The State Tretyakov Gallery,
Moscow, Russia

Tarsila do Amaral
Born 1886, Capivari, Brazil.
Died 1973, Sio Paulo, Brazil.
Selected solo exhibitions:

2009 —Fundacién Juan
March, Madrid, Spain

1950 —S3o Paulo
Museum of Modern Art,
S3o Paulo, Brazil

1931 —Museum
of Modern Western Art,
Moscow, USSR

1929 — Palace Hotel,

Rio de Janeiro, Brazil

1926 — Galerie Percier,
Paris, France
Selected group exhibitions:

2007—A Century
of Brazilian Art: Collection of
Gilbert Chateaubriand, Oscar
Niemeyer Museum, Curitiba,
Brazil

2005 —Brazil: Body
Nostalgia, The National
Museum of Modern Art,
Tokyo, Japan
Woman:
Metamorphosis of Modernity,
Fundacién Joan Miré,
Barcelona, Spain

1964 —32" Venice
Biennale, Brazilian Pavilion,
Venice, Italy

1951 — I*t Sdo Paulo
Biennial, Sio Paulo, Brazil

Istvan Bacskai Lauré
Born 1933, Budapest,
Hungary. He graduated
from the Hungarian
Academy of Drama and
Film in 1957 and started
his career at MAFILM
(Hungarian Film Factory).
After several short films he
produced his first feature
in 1968. He was one of
the founding members and
managerial board member
of the Béla Balazs Studio
(BBS).

Pablo Baen Santos
Born 1943, Manila,
Philippines. Lives and works
in Manila, Philippines.
Selected solo exhibitions:

2009 — SMS, The Crucible
Gallery, Mandaluyong City,
Philippines

2007— Oplan Tumba,
Sining Makiling Art Gallery,
University of the Philippines,
Los Bafios, Philipines

1993 — Refugees,
Liongoren Art Gallery,

Quezon City, Philippines
1989 — Internal Refugees,
Cultural Center of the
Philippines, Manila,
Philippines
1979 — Unpleasant Sights,
Mayi Associates, Makati,
Philippines
Selected group exhibitions:
2006 — Telah Terbit. South
East Asian Art Practices
During the 1970s, Singapore
Art Museum, Singapore
1999 —The Art of
Resistance: Social Realists
of the Philippines, The Puffin
Room, New York, USA
1990 — [ 3 Artists
Award, Cultural Center
of the Philippines, Manila,
Philippines
1987—Artists’ Camp ‘87,
Takamatsu City Museum
of Art, Takamatsu, Japan
1977— Katotohanan,
Kabuluhan, Kasalukuyan
(Truth, Significance,
Present — the first Kaisahan
group exhibition), Hiraya
Gallery, Manila, Philippines

Yael Bartana
Born 1970, Kfar Yehezkel,
Israel. Lives and works in
Amsterdam, Holland, and
Tel Aviv, Israel.

Selected solo exhibitions:
2010—...and Europe will
be stunned, Moderna Museet,

Malmé, Sweden

“If you want, we’ll travel to the

moon together,” Annet Gelink

Gallery, Amsterdam, Holland
2009 —Museum of

Modern Art, Warsaw, Poland
2008—P.S. |

Contemporary Art Center,

New York, USA

Center for

Contemporary Art, Tel Aviv,

Israel

Selected group exhibitions:
2010—Edarly Years, KW

Institute for Contemporary

Art, Berlin, Germany

... on the

eastern front. Video art

from Central and Eastern

Europe 1989-2009,

Ludwig Museum — Museum of
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Amctepgam, lonnanaus

2009 — Myzeit coBpeMeH-
HOro UcKyccTBa, Bapluasa,
Monbwa

2008—P.S. |
Contemporary Art Center,
Hblo-l7lopK, CLUA
LleHTp coBpemMeHHOro
1CKyccTBa, Tenb-ABuB,
M3zpaunb
M36PaHHble I'P)’I'II'IOBbIe BbICTaBKU:

2010—Early Years,
MHcTUTYT coBpeMeHHOro
uckyccrea Kunst-Werke
(KW), bepnun, lepmanus
...on the eastern
front. Video art from Central
and Eastern Europe
1989-2009, Myseit
JTiopsura — Myseii coBpemeH-
Horo uckycctsa, byaanewr,
BeHrpus
Artes Mundi 4,
Kapanddckmit HaumoHanb-
HbI Myseit, Kapand o,
Bennkobputanus

2009 — Transitland. Video
art from Central and Eastern
Europe 1989-2009,
InterSpace, Codus,
Bonrapus; transmediale,
BepnuH, Ffepmanua; Myseit
JTiogsura — Myseit coBpeMeH-
Horo uckycctsa, byaanewr,
BeHrpus
Acting Out: Social
Experiments in Video,
MHcTUTYT coBpeMeHHOro
nckycctsa, bocton, CLLIA

Mwrean bawkait Jlaypo
Poguncae 1933 r.
8 byaanewre, BeHrpua.
OkoHuun BeHrepckyto
aKaZeMu1Io ApaMbl U KMHO
B 1957-M, cBOIO Kapbepy
Ha4an Ha MAFILM'e
(BeHrepckoit knuHopabpuke).
Mocne HeckonbkKx KOPOTKO-
MEeTpaXkeK BbIMyCTU CBOM
nepBbIil NMOSIHOMETPAXKHbIN
$unbm B1968-M. OanH ns
OCHOBaTefeNn 1 pykoBoAUTeE-
nen Crygum benbi banawa
(BBS).

Ma6no basx CaHrtoc
Pogunca e 1943 r. 8 Manune,
Dununnunel. XXuset
n pabotaet B Manune,
DuannnuHsl.
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M36PaHHble I'IePCOHaﬂbele BbICTAaBKU:

2009 —SMS, The Crucible
Gallery, ManganyiioHr,
DuannnuHel

2007 — Oplan Tumba,
Sining Makiling Art Gallery,
DUANNNUHCKUIA YHUBEPCTU-
tet, Jloc-Banboc,
DuavnnuHbl

1993 —Refugees,
Liongoren Art Gallery,
KecoH-Cutu, ®uavnnuusl

1989 — Internal Refugees,
DUANNMUHCKWIA KyNbTYPHBbI
ueHTp, Manuna, PununnuHe!

1979 — Unpleasant Sights,
Mayi Associates, Makarty,
DuavnnuHbl
MSGP&HHbIe I'P)’I'II'IOBbIe BbICTaBKU:

2006 — Telah Terbit. South
East Asian Art Practices
During The 1970s,
CWHranypckuin XyaoKecTBeH-
HbI1 My3eit, CuHranyp

1999 —The Art of
Resistance: Social Realists
of the Philippines, The Puffin
Room, HbIO-I;]OpK, CLUA

1990 — Cultural Center
of the Philippines |3 Artists
Award, ®ununnuHckuin
KynbTypHbIVi LieHTp, MaHuna,
DuavnnuHbl

1987 — Artists' Camp '87,
XypoxecTBeHHbIN My3eit
ropoaa Takamauyy, Takamauy,
Anoxus

1977 — Katotohanan,
Kabuluhan, Kasalukuyan
(«Mpaeaa, 3HaveHue,
COBPEMEHHOCTbY — MNepBas
BbicTaBka rpynnel Kaisahan),
Hiraya Gallery, Manuna,
OuannnuHbl

it Ben Hep
Poauncas 1969r.
B Pamar-lane, M3panne.
XKuset v paboraer
B Tenb-Asuse, M3pauns.
MBGP&HHHE nepcoHasbHbI€ BbICTABKU:
2009 — Thursday the |2,
MasMOCA, Hopt-Apamc,
CLUA

Fold Along the Line,
Museo de Arte Carrillo Gil,
Can-Angxen, Mekcnka
Second Nature,
Galerie Konrad Fischer,
BepnuH, l'epmanua
2007 — Stealing Beauty,

Postmasters Gallery,
Hblo-l7|op|<, CLLUA

2005 — 50-5 BeHeupaHckas
GueHHane, NaBUNbOH
WM3pauns, Beneuus, Utanua
M36paHHble rpynnosble BbICTAaBKM:

2009 —Performa 09,
Performa Hub, Huto-Mopk,
CLUA

2008 —Jlusepnynbckas
6ueHHane, ranepen Tent
8 Jlueepnyne, Jlusepnyns,
Bennkobputanus

2007 —History Will
Repeat Itself, MuctutyT
COBPEMEHHOrO UCKYCCTBa
Kunst-Werke (KW), bepnu,
lepmaHua
skulptur projekte
miinster 07, MioHcTep,
lepmaHua

2005— Greater New York
2005, P.S.| Contemporary
Art Center, Hblo-l7lop|<,
CLUA

Kpuctuan o boppuc
Poauncas 1961 r.
e LLtyTTrapre, lepmanua.
>Kueet v pabotaert
B bepnue, lepmanua.
[Lupwxep, koMnosutop,
KMHOPEXUCCep, XyAOKHMK.
Bbin konyMHUCTOM B M3BeECT-
HOM GEPNIMHCKOM XypHane
Spex, NocBsLLeHHOM Momn-
KynbType.
M36PaHHble I'P)’I'II'IOBI:Ie BbICTaBKW:

2010—The World in Your
Hand, Kunsthaus Dresden,
[pesaen, lepManus

2008 — Anna Kournikova
Deleted By Memeright
Trusted System, PHOENIX
Dortmund, JoptmyHa,
lepmaHua

2007 —Art Goes
Heilgendamm. Art Goes
Public, untepBeruus
B FOPOACKOE NMPOCTPaAHCTBO,
NpUypoYeHHas K nposeze-
Huto cammuta G8 B PocToke,
Poctok, lepmaHus
At once and
simultaneously. A feasibility
study. Musical scenes for the
negation of work from Alice
Creischer, Christian von
Borries and Andreas
Siekmann, Documenta |2,
Kaccens, l'epmanua

Cepreit bpatkos
Poguncae 1960r.
B Xapbkose, CCCP. XKuset
1 pabotaet B Mockee, Poccua.
M36PaHthe I'IEPCOHa"IthIe BbICTaBKU:

2010—Glory Days,
Deichtorhallen, lambypr,
lepManua
«YKpaunHay,
PinchukArtCentre, Kues,
Ykpauna

2009 — «banaknaeckum
Kypaxy, ranepes «Pugxunay,
Mockea, Poccus

2008-2009 — Glory Days,
Canal de Isabel Il, Magpuga,
Wcnanus; ®oTtomyseit
BuHtepTypa, Bunteptyp,
LLigeiiLapua

2008 — «B nouckax
ropu3oHTay, ranepes
«Pwuaxuna», Mockea, Poccus

2007 — LleHTp coBpeMeH-
Horo uckyccrea BALTIC,
leiitcxep, Benvkobputanua

2006 — «Yactb Moen
XKN3HU», MockoBcKuin My3eWn
COBPEMEHHOrO UCKYCCTBa,
Mockea, Poccus
SPA, ranepes
«Pwaxuna», Mockea, Poccus
MBsPaHHhIe rpynnosble BbICTABKU:

2010— BbanTtuitckas
6uenHane B Payma-2010:
What's up Sea?,
XypoxKecTBeHHbIN My3eit
ropopa Payma, Payma,
DuHnaHamn
«3anucku cyMmacLues-
weroy, ranepes «PuaxuHay,
Mockea, Poccus
«DyTyponorusy,
LleHTp coBpeMeHHOM
KyneTypbl «lapaxy, Mockea,
Poccus

2009 — «Pycckuit
netTpusmy», LieHTpanbHbii
[0M XyAoxHUKa, Mockea,
Poccus

2007 — 52-a BeHeumnaHckas
6ueHHane, NaBUIbLOH
YkpauHsl, Beneuus, Utanua
2-1 MockoBckas
61eHHane COBpeMeHHOro
nckyccrea: «[MPMUMEHAHWNA:
reononnTu1Ka, pbiHKM,
aMHe3umay, 6aLHA
«®Pepepaumsayn, Mocksa,
Poccun

2004 — Manifesta 5,
Can-CebacTbaH, Vicnanus




Contemporary Art,
Budapest, Hungary
Artes Mundi 4,
National Museum Cardiff,
Cardiff, UK

2009 — Transitland.
Video art from Central
and Eastern Europe
1989-2009, InterSpace,
Sofia, Bulgaria; transmediale,
Berlin, Germany; Ludwig
Museum — Museum of
Contemporary Art,
Budapest, Hungary
Acting Out:
Social Experiments
in Video, ICA, Boston,
USA

Guy Ben Ner
Born 1969, Ramat-Gan,
Israel. Lives and works in
Tel Aviv, Israel.
Selected solo exhibitions:
2009 — Thursday the |2,
MasMOCA, North Adams,
USA

Fold Along the Line,
Museo de Arte Carrillo Gil,
San Angel, Mexico
Second Nature,
Galerie Konrad Fischer,
Berlin, Germany
2007— Stealing Beauty,
Postmasters Gallery,
New York, USA
2005—50* Venice
Biennale, Israel Pavilion,
Venice, Italy
Selected group exhibitions:
2009 — Performa 09,
Performa Hub, New York,
USA
2008—Liverpool Biennial,
Tate Liverpool, Liverpool, UK
2007— History Wil
Repeat Itself, KW Institute
for Contemporary Art,
Berlin, Germany
skulptur projekte
minster 07, Miinster,
Germany
2005 — Greater New York
2005, P.S.I Contemporary
Art Center, New York, USA

Blue Noses

Viacheslav Mizin,
born 1962, Novosibirsk,
USSR.

Alexander Shaburov,

born 1965, Berezovsky town
(Sverdlovsk Region), USSR.
The Blue Noses group
originated in 1999.

Selected exhibitions:

2009 — 3¢ Moscow
Biennale of Contemporary
Art: Against Exclusion,
Garage Center for
Contemporary Culture,
Moscow, Russia

2007— Sots Art. Political
Art in Russia and China,

The State Tretyakov Gallery,
Moscow, Russia

2005— I** Moscow
Biennale of Contemporary
Art: Dialectics of Hope,
former Lenin Museum,
Moscow, Russia
515t Venice Biennale:
Always a Little Further,
Venice, Italy

2003 — Absolute
Generation, within the
framework of the
50™ Venice Biennale, Palazzo
Zenobio,Venice, Italy

Christian von Borries
Born 1961, Stuttgart,
Germany. Lives and works
in Berlin, Germany.
Conductor, composer,
filmmaker, visual artist.
Former columnist for the
Spex Pop Culture Magazine,
Berlin.

Selected group exhibitions:
2010—The World in Your

Hand, Kunsthaus Dresden,

Dresden, Germany

2008 — Anna Kournikova
Deleted By Memeright
Trusted System, PHOENIX
Dortmund, Dortmund,
Germany

2007—Art Goes
Heilgendamm. Art Goes
Public. Art intervention on
the occasion of the G8
Summit 2007 in Rostock,
Rostock, Germany
At once and
simultaneously. A feasibility
study. Musical scenes for
the negation of work from
Alice Creischer, Christian
von Borries and Andreas
Siekmann, Documenta 12,
Kassel, Germany

Sergei Bratkov
Born 1960, Kharkov, USSR.
Lives and works in Moscow,
Russia.
Selected solo exhibitions:

2010—Glory Days,
Deichtorhallen, Hamburg,
Germany
Ukraine,
PinchukArtCentre, Kiev,
Ukraine

2009 — Balaklavsky Drive,
Regina Gallery, Moscow,
Russia

2008 —2009 — Glory
Days, Canal de Isabel Il,
Madrid, Spain; Fotomuseum,
Winterthur, Switzerland

2008 —In Search of
Horizon, Regina Gallery,
Moscow, Russia

2007—BALTIC Centre
for Contemporary Art,
Gateshead, UK

2006 — Part of my life,
The Moscow Museum of
Modern Art, Moscow, Russia
SPA, Regina Gallery,
Moscow, Russia
Selected group exhibitions:

2010—Rauma Biennale
Balticum 2010: What’s up
Sea, Rauma Art Museum,
Rauma, Finland
The Notes of the
Crazed, Regina Gallery,
Moscow, Russia
Futurology, Garage
Center for Contemporary
Culture, Moscow, Russia

2009 —Russian Lettrism,
Central House of Artists,
Moscow, Russia

2007—52* Venice
Biennale, Ukraine Pavilion,
Venice, Italy
2" Moscow Biennale
of Contemporary Art:
FOOTNOTES on Geopolitics,
Markets and Amnesia,
The Federation Tower,
Moscow, Russia

2004 — Manifesta 5,
Saint Sebastian, Spain

2003 —2004—Berlin—
Moscow. Moscow—Berlin.
1950-2000, Martin-Gropius-
Bau, Berlin, Germany; The
State Historical Museum,
Moscow, Russia

2003 — 50t Venice

Biennial, Russia Pavilion,
Venice, Italy

Horizons of Reality,
Museum of Contemporary
Art Antwerp (MuHKA),
Antwerp, Belgium

Alex Buldakov
Born 1980, Kostroma, USSR.
Lives and works in Moscow,
Russia.
Selected solo exhibitions:

2009 — Excess, XL
Gallery, Moscow, Russia

2008 —Mute, XL Gallery,
Moscow

2007—Crash Test,
XL Gallery, Moscow

2005 — Satisfactory (with
David Ter-Oganyan), XL
Gallery, Moscow, Russia
Selected group exhibitions:

2010—Russian Utopias,
Garage Center for
Contemporary Culture,
Moscow, Russia

2009 — When a painting
moves, Museo de Arte de
Puerto Rico, Santurce,
Puerto Rico
XXXMalevich, White
Space Gallery, London, UK
European Atelier:
Sharing a Cultural Space,
Central House of Artists,
Moscow, Russia

2007— Progressive
Nostalgia, Centro per I'arte
contemporanea Luigi Pecci,
Prato, Italy

Dmitry Bulnygin
Born 1965, Novosibirsk,
USSR. Lives and works
in Moscow, Russia.
Selected solo exhibitions:
2009 — Flowers,
PROEKT_FABRIKA,
Moscow, Russia
2008 — Kolbasa,
PROEKT_FABRIKA,
Moscow, Russia;
Contemporary City
Foundation, Moscow, Russia
Supplies, Reflex
Art Gallery, Moscow, Russia
1998 — Groove, Artists
Space, Berlin, Germany
1997— Night Life, Esther
Eppstein’s Message Salon,
Zurich, Germany
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2003-2004— «bepnuH -
Mockea. Mocksa — bepnuH.
1950-2000%», MapTtuH-
[ponuyc-bay, Bepnuh,
lepmanua; FlocynapcTeHHbIi
McTopuyeckuin mysei,
Mocksa, Poccus

2003 — 50-s BeHeumaHckan
6ueHHane, nasunboH Poccuu,
Beneuus, Utanus
Horizons of Reality,
Myseit coBpeMeHHOro
nckycctsa AHTBepreHa
(MuHKA), AHTtBepneH,
benbrus

Anekceit bynaakos
Poawnncsae 1980 r. 8 Koctpome,
CCCP. XvuBert v paboTaer B
Mockse, Poccus.

M36PaHHble rnepcoHarsibHble BbICTABKN:
2009 — «M3nuwecTeay,
XL ranepes, Mocksa, Poccus

2008 —Mute, XL ranepes,
Mocksa, Poccus

2007 — Crash Test, XL
ranepes, Mocksa, Poccus

2005 —Satisfactory
(comecTHO ¢ [asugom
Tep-OranbsaHoM), XL
ranepes, Mocksa, Poccus
M36PaHHble I'P)’I'II'IOBbIe BbICTaBKU:

2010—«Pycckue ytonuuy,
LleHTp coBpeMeHHOI
KyneTypbl «Fapax», Mockea,
Poccun

2009 —When a painting
moves, Xy 0XeCTBEHHbI
myseit [MyspTo-Puko,
CaHrtypue, lMyspTo-Puko
XXXMalevich, White
Space Gallery, JToHgoH,
Benukobputanus
«EBponeiickas
MacTepcKas: TBOpHeCTBO
B O6LLiEeM KyNbTypHOM
NpOCTpaHCTBEY,
LleHTpanbHbI 4OM XyA0XK-
Huka, Mocksa, Poccus

2007 —Progressive
Nostalgia, LieHTp coBpeMeH-
HOro UckyccTsa Jlynaku
Mekku, Mpato, Ntanua

Omutpuit BynHbirun
Poguncae 1965r.
8 HoBocnbupcke, CCCP.
XKueet v pabotaet B Mockse,
Poccus.

M36PaHHble rnepcoHarsbHble BbICTABKN:

2009 —«LigeTbI»,
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MROEKT_FABRUKA,
Mockea, Poccus

2008 — «Konbacay,
MROEKT_FABRUKA,
Mockea, Poccus; pona
«CoBpeMeHHbI ropoay,
Mocksa, Poccusa
«Mpunacei», Reflex
Art Gallery, Mocksa, Poccus

1998 — Groove, Artists
Space, bepnuH, lepmanus

1997 — Night Life, Esther
Eppstein’s Message Salon,
Litopux, lepmanus

N36paHHble rpynnoBble BbICTABKM:

2010—«Pycckue ytonumy,
LleHTp coBpeMeHHOIi
KynbTypbl «lapax», Mocksa,
Poccus

2009 — «CsepxHoBas
BELL|ECTBEHHOCTbY,
MockoBckuit My3eit
COBPEMEHHOrO UCKYCCTBa,
Mocksa, Poccusa

2008 — Russian Dreams,
Art-Basel Miami Beach,
Mamnamu, CLLA

2004 —Faster Than
History, Myseit coBpeMeH-
Horo uckycctsa «Knacmay,
XenbcuHkn, PuHnaHans

2002 — Davaj!,
Postfuhramt, bepnuH,
lepmanusa; Myseit npuknaa-
Horo uckyccrea (MAK), Bena,
AgcTpus

MowHa Batamany
n ®nopun Tyaop
MoHa BaramaHy
poavnacb B 1968 .
B KoHcTaHue, PyMbiHuA.
®nopun Tyaop
poauncas 1974r.
B XKeHese, LLIeiiuapus.
XYAOXKHUKM XKUBYT
u paboratot B byxapecre,
PyMbiHuA.
MBGPB.HHI:IE nepCcoHasbHbI€ BbICTABKU:
2009 — Surplus Value,
BAK basis voor actuele kunst,
Ytpext, lonnanaua
All Power to the
Imagination!, CeueccuoH,
KabuHert rpacuku, Bena,
AscTpus
2008 — Appointment
with History, Lombard-Freid
Projects, Hoto-Mopk, CLLIA
2006 —Re-animating the
City, Cooper Gallery, anam,

Bennkobpwutanus

2003 — Living Units,
Project Room, Myseit
JTropeura — Myseit coBpeMeH-
Horo uckycctea, byaanewr,
BeHrpusa
M36paHHble rpynnosble BbICTAaBKM:

2010—Flying Down to
Earth, Myseit coBpeMeHHoOro
UckyccTsa ropoga Buro
(MARCO de Vigo), Buro,
WNcnanusa; FRAC Lorraine,
Mery, ®panuma
Workers Leaving
the Workplace, ms -
Muzeum Sztuki, JIloass,
Monblia
Over the Counter,
Miicsarnok, byganewur,
BeHrpua

2008 — 5-1 bepnunHckas
6uenHane: When Things
Cast No Shadow, MuctutyT
COBPEMEHHOro UCKyCCTBa
Kunst-Werke (KW), bepnuH,
lepManus

2007 — 52-5 BeHeupaHckas
GueHHane, NaBUNbOH
Pymbitum, Beneuus, Ntanua

Butanuit Bonosuy
Poauncae 1928 r. 8 ropoge
Cnaccke, CCCP. XXuset
1 pabotaet B EkatepuHbypre,
Poccus.

M36P3HHble nepcoHasnbHbIe BbICTAaBKU:

2008 — BbicTaBka rpadpukm
nxusonucu B.M. Bonosuua,
Myszeit uctopuu Ekatepun-
6ypra, Ekatepunbypr, Poccus

1999 — BbicTaeka rpadpuku
nxusonucu B.M. Bonoeuua,
Ekatepun6ypr, Poccus

1993 — BebicTaeka rpacpuku
nxusonucu B.M. Bonoeuua,
Ekatepun6ypr, Poccus

1984 — BebicTaeka rpaduku
B.M. Bonosuya, ipocnaens,
cccp

1977 — BebicTaeka rpacpuku
B.M. Bonosuua, Kapnosbi
Bapbi, Yexocnosakus

1975 —BeicTaBka
KHUXXHOM U CTaHKOBOW
xuneonucn, Mockea, CCCP
M36PaHHble I'P)’I'II'IOBble BbICTaBKW:

1984 — MexxayHapogHas
BbICTAaBKA KHWKHOM WAt~
cTpauun, bpho,
Yexocnoakus

1977 —MexpyHapogHas

BbicTaBka «MckycctBo
KHUrny, Iennuur, [P

197 1 —MexpyHapogHas
BbicTaBka «MckycctBo
KHUrny, Iennuur, [P
2-s TannuHckas
TpueHHane rpaduku, TannuH,
CCCP

1966 — 33-a BeHeumaHckasn
6ueHHane, nasunsod CCCP,
Beneuus, Utanua

1965 — MexpyHapogHas
BbicTaBka «MckycctBo
KHUrny, Iennuur, [P

Kensa JemuHa
Popgunack B 1982 r. 8 Mockee,
CCCP. XXuget 1 paboTtaet
B Mockse, Poccus.
MBGPGHHME rPYI'II'IOBbIe BbICTaBKU:
2010—«AreHpay, ranepes
«KWNPy», Mocksa, Poccua
«30Hbl BUAUMOCTMY,
MROEKT_FABRUKA,
2-71 MockoBcKas MexayHa-
poaHas GueHHane Mmonogoro
nckyccrea «Cron! Kro nget?»
2009 — «AKTUBHbBIN
npoueccy, ranepes RU.
JTINMTBUMH, Mocksa, Poccusa
«HeebiHOCUMOEY,
KBapTMpHas BbICTaBKa,
Mockea, Poccuna

Metep [obai
Poauncas 1944r.
B byaanewre, Benrpus.
Mucarens, noar.
B 1970 -1994 ropax pabotan
Ha MAFILM'e (BeHrepckoit
knHodabpuke) noMoLHK-
KOM pexuccepa, nosxe
CLiEHapUCTOM.
N36paHHble GpunbMbl
npoussoacTtsa Ctyauu bensl
Banawa c yqactuem NMetepa
[obas:

Biintetoexpedicié /
«KapartenbHas skcneguumay,
1970 (cuenapucr)
Agitatorok /
«Arutatopsbi», 1969 (aktep)
Szobaszinhaz
(Egyiitthatok) / «Jomatunwi
teatp (KoadbdpuumeHtsi)»,
1973, He3akoHueH
(pexwuccep)

Ooxummu [ypam
Poauncas 1940r.

B BawmHrroHe, ApkaHsac,



Selected group exhibitions:

2010—Russian
Utopias, Garage Center
for Contemporary Art,
Moscow, Russia

2009 — Ultra-New
Materiality, The Moscow
Museum of Modern Art,
Moscow, Russia

2008 — Russian Dreams,
Art-Basel Miami Beach,
Miami, USA

2004 — Faster Than
History, Museum of
Contemporary Art Kiasma,
Helsinki, Finland

2002 —Davaj!,
Postfuhramt, Berlin,
Germany; MAK, Vienna,
Austria

Afanasy Chepkasov
Born 1921. Nothing more is
known about the artist.

Olga Chernysheva
Born 1962, Moscow, USSR.
Lives and works in Moscow,
Russia.
Selected solo exhibitions:

2010— Calvert22,
London, UK

2009 — Inner Dialog, Bank
Austria Kunstforum, Vienna,
Austria

2009 — Present Past,
Baibakov Art Projects,
Moscow, Russia

2009 — Adventure Istiklal,
Yapi Kredi Kazim Taskent
Art Gallery, Istanbul, Turkey
Caesuras, Galerie
Volker Diehl, Berlin,
Germany
Selected group exhibitions:

2010— 6™ Berlin Biennale,
Berlin, Germany
Artes Mundi 4,
National Museum Cardiff,
Cardiff, UK

2009 — 3¢ ICP Triennial
of Photography and Video:
Dress Codes, ICP, New York,
USA

The Boundaries

of Time. Wrinkles in time /

Images unconfined, IVAM

(Instituto Valenciano de Arte

Moderno), Valencia, Spain
2007—2" Moscow

Biennale for Contemporary

Art: FOOTNOTES on

Geopolitics, Markets and
Amnesia, The Federation
Tower, Moscow, Russia

Anneta Mona Chisa
& Lucia Tkacova
Anneta Mona Chisa,
born 1975, Nidlac, Romania.
Lucia Tkacova,
born 1977, Banska
gtiavnica, Czechoslovakia.
The artists live and work
in Prague, Czech Republic.
Selected solo exhibitions:
2010—Far from You,
Karlin Studios, Prague,
Czech Republic
2009 — Wager, Collectiva
gallery, Berlin, Germany
Fair Sex, Hermitage
Gallery, Chicago, USA
Footnotes to Business,
Footnotes to Pleasure,
Christine Konig Galerie,
Vienna, Austria
2008 —n.b.k.— Neuer
Berliner Kunstverein,
Berlin, Germany
Selected group exhibitions:
2010—Beyond Credit,
Sanat Limani, Istanbul,
Turkey

Cinema X: | Like
to Watch, Museum of
Contemporary Canadian
Art, Toronto, Canada
2009 — Gender Check,
The Museum moderner
Kunst Stiftung Ludwig Wien
(MUMOK), Vienna, Austria
2008 —Do Something
Different, Barbican Centre,
London, UK
Taipei Biennial 2008:
Dirty Yoga, Taipei Fine Arts
Museum, Taiwan

Chto Delat
The members of the Chto
Delat collective live and
work in Russia.
The group was founded in
2003.
Selected solo exhibitions:
2010—The Urgent Need to
Struggle, ICA, London, UK
What is to be done?
The urgent need to struggle.
Part 01, Nova Galeria,
Zagreb, Croatia

Selected group exhibitions:
2010-201 | —The Potosi
Principle. How can we sing
the land?, Museum Reina
Sofia, Madrid, Spain; Haus
der Kulturen der Welt,
Berlin, Germany
2010— | 7* Biennale
of Sydney: The Beauty of
Distance. Songs of Survival
in a Precarious Age, Sydney,
Australia
Monument to
Transformation, Centro
Cultural Montehermoso
Kulturunea, Vitoria-Gasteiz,
Spain

...on the eastern
front. Video art from
Central and Eastern Europe
1989-2009, Ludwig
Museum — Museum of
Contemporary Art,
Budapest, Hungary

Play Van Abbe,
Van Abbemuseum,
Eindhoven, Holland

Alice Creischer,

Max Jorge Hinderer,

Andreas Siekmann
Since 2008, Alice Creischer,
Max Jorge Hinderer and
Andreas Siekmann have
been the curatorial collective
for the exhibition project
Principio Potosi, which has
already been displayed at
the Reina Sofia Museum,
Madrid, 2010 and at the
Haus der Kulturen der Welt
(HKW), Berlin, 2010-201 1.
The curatorial projects
created jointly by Alice
Creischer and Andreas
Siekmann include: Violence
on the Margin of All Things,
Generali Foundation,
Vienna, 2002 and
Ex-Argentina— Steps for the
Flight from Labour to Doing,
Museum Ludwig, Cologne,
2004.

Alice Creischer,
born 1960, Gerolstein,
Germany. Lives and works
in Berlin, Germany.
Selected solo exhibitions:

2001 —The Greatest
Happiness Principle Party,
Secession, Vienna, Austria

1998 —Do Lobby today,
Kunstbiiro Gallery, Vienna,
Austria
Selected group exhibitions:

2009 — Modernologies.
Contemporary Artists
Researching Modernity and
Modernism, Museu d’Art
Contemporani de Barcelona
(MACBA), Barcelona, Spain

2007—At once and
simultaneously. A feasibility
study. Musical scenes for
the negation of work from
Alice Creischer, Christian
von Borries and Andreas
Siekmann, Documenta 12,
Kassel, Germany

2004-2005—How do we
want to be governed? (Figure
and Ground), Miami Art
Central, Miami, USA
Museotopia, Osthaus
Museum Hagen, Hagen,
Germany

Max Jorge Hinderer, born
1980, Heidelberg, Germany.
Lives and works in Berlin,
Germany.

Writer and art critic. Work
includes research carried
out during the period 2005
to 2007 on the Christian-
iconic implications of
political demonstrations in
Santa Cruz, Bolivia (Proyecto
Palmasola, in collaboration
with Katherine Braun). His
most recent books are: Pok
ta Pok. Aneignung — Macht —
Kunst (with Jens Kastner,
eds. Vienna, 2007), and

TO SHOW IS TO PRESERVE —
Figures and Demonstrations
(with Martin Beck et al.,
eds), a publication on the
exhibition of the same

title held at the Kunsthalle
Lineburg in 2008. He

was visiting editor of
Kultur&Gespenster magazine
(issue |1, August 2010) on
Drugs, Technologies of the Self
and Societies of Control (with
Hans-Christian Dany), and is
a founding member of The
Long Memory of Cocaine
research group on the
political economy of cocaine
from pre-Fordist to post-
Fordist labor regimes.
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CLUA. >Kueet 1 paboTtaet
8 bepnune, lepmanua.
M36PaHHble nepcoHarsibHble BbICTABKN:

2010—Rocks Encouraged,
Portikus, ®pankdypT-Ha-
Maiine, lepmanua
Universal Miniature
Golf, Glasgow Sculpture
Studios, Masro,
Benukobputanus

2009 —Pierres rejetées
(Rejected Stones), Myzeit
COBPEMEHHOr O UCKyCCTBa
ropoga lMapuxa, Mapux,
®DpaHuua

2007 — Templum:
The Sacred, the Profane,
and Other, Fondazione
Volume!, Pum, Utanna

2003 —From the West
Pacific to the East Atlantic,
GeM — Myzeit coBpeMeHHOro
nckycctsa, Maara, lonnanauns

N36paHHble rpynnoBble BbICTABKMU:

2010—Spatial City:
An Architecture of Idealism,
Hyde Park Arts Center,
Yukaro, CLLIA

2009 — 10-a JlnoHckas
6uenHane: The Spectacle
of the Everyday, JTvoH,
DpaHuua

2008 — Collection(s)
2008, MHcTUTyT coBpeMeH-
HOro nckyccTea, BuitépbanH,
PoHa-Anbnbi, PpaHums

2007 — Informacion
contra informacion,
lanucuitcknin ueHTp
COBPEMEHHOrO UCKYCCTBa,
CaHnTtbsaro-ge-Komnocrena,
Mcnanua
Tiempo al Tiempo,
Myzei1 coBpeMeHHOrO
1cKyccTBa ropoga Buro
(MARCO de Vigo), Buro,
Mcnanua

Bapanm 3axapos
Poauncae 1959 r. B OywaH6e,
CCCP. XuBert v paboTaer B
Mockee, Poccus, n bepnune,
lepmaHms.
M36PaHHble rnepcoHarsibHble BbICTABKN:
2006 —«/[Baguatb natb
NeT Ha OAHOW CTpaHuLey,
locynapctBeHHas
TpeTbAKoBCcKasn ranepes,
Mockea, Poccus
2004 — «OxoTa Ha MbiLbY»
(coBMecTHO c AHapeeM

280 PYC bBuorpacpum

MonacTbipckum), Stella Art
Foundation, Mockea, Poccus

2003 —TMamATHMK
Teopopy AaopHo, nnoLazb
Teonopa AgopHo,
DpaHkdypT-Ha-MaitHe,
lepmanua

2002 — «Hwuuero Hoeoroy,
locyaapcTBeHHbIN LeHTp
COBPEMEHHOrO UCKYCCTBa,
Mockea, Poccus

1995 —Der letzte
Spaziergang durch die
Elysischen Felder, Kélnischer
Kunstverein, KenbH,
lepmanua
M36PaHHble I'pyI'II'IOBbIe BbICTaBKU:

2007 — |- BueHHane
B PeccanoHukax:
Heterotopias, Myseit
BM3aHTUINCKON KyNbTypbl,
®Deccanonuku, Npeuya

2005 — «AHrenbl uctopuu.
MockoBcKuit KoHLeNTyannsM
U ero BnnaHuey, Myseii
COBPEMEHHOro UCKYCCTBa
AnTtepnena (MuHKA),
AntBepneH, benbrua

2003 —Moskauer
Konzeptualismus: Sammlung
Oroschakoff und Sammlung,
Verlag, Archiv— Vadim
Zakharov, KabuxeT rpastop
(Kupferstichkabinett),
BepnuH, lepmanuna

2003-2004 — «bepnuH -
Mocksa. Mockea — bepnuH.
1950-2000,
MapTun-Fponuyc-bay,
BepnuH, lepmanus;
locynapcTBeHHbIM
McTopuyeckuin mysei,
Mocksa, Poccusa

2001 —49-s BeHneyman-
ckas 6uenHane: Plateau
of Humankind, Beneuus,
WNranus

AHppeac 3MKMaHH,

Anuca Kpaiiwep,

Makc Mopre Xunaepep
C 2008 r. Anuca Kpaiiwep,
Angpeac 3ukmManH 1 Makc
Mopre Xunaepep asnaiotca
KypaTopaMu BbICTaBKM
«MpuHuun MoTocuy, koTopas
y>xe 6bina nokasaHa B Mysee
koponesbl Codun, Magpua,
2010, v Haus der Kulturen
der Welt (HKW), bepnu,
2010-2011.

B uncno kypatopckux
MPOEKTOB, OCYLL|ECTBIIEHHbIX
cosMecTHO Anucoii Kpaiilep
1 AHapeacoM 3MKMaHHOM,
BxogaT: Violence on the
Margin of All Things,
Generali Foundation, BeHa,
2002; Ex-Argentina — Steps
for the Flight from Labour to
Doing, Myzeii Jlioagura,
KenbH, 2004.

AHgpeac 3MKMaHH
poauncas 1961 r. 8 Xamme,
lepmanua. Xveet n pabotaet
8 bepnune, lepMaHua.
M36P8HHHE nepcoHasibHble BbICTABKK:

2010—Andreas
Siekmann. From: Limited
Liability Company, 1996-99,
Gustav-Liibcke-Museum,
Xamm, lepManus
Andreas Siekmann.
Verhandlungen unter
Zeitdruck, Stadtische
Museen Jena, WMeHa,
lepMaHus

2006 —Faustpfand,
Treuhand und die
unsichtbare Hand,
Heidelberger Kunstverein,
leiipens6epr, lepManua

2002 — The Exclusive
Power. On the Policy of the
Exclusive Fourth, Salzburger
Kunstverein, 3anbubypr,
AscTpus
M36paHHble rpynnoeble BbICTaBKM:

2009 —Modernologies.
Contemporary Artists
Researching Modernity and
Modernism, My3eii
COBPEMEHHOrO UCKYCCTBa
Bapcenonsl (MACBA),
bapcenoHna, Mcnanua

2007 — At once and
simultaneously. A feasibility
study. Musical scenes for
the negation of work
from Alice Creischer,
Christian von Borries and
Andreas Siekmann,
Documenta |2, Kaccens,
lepMaHus
skulptur projekte
miinster 07, MioHcTep,
lepMaHus

2004-2005—How do
we want to be governed?
(Figure and Ground),
Miami Art Central,
Maiamn, CLLIA

Anuca Kpaiiwep
poaunacb B 1960 .
B leponbluTeiine, lepManua.
>Kueet 1 pabotaer
e bepnuHe, lepmanua.
MSGP&HHEIQ nepcoHanbHbIe BbICTABKK:
2001 —The Greatest
Happiness Principle Party,
CeueccroH, Bena, Asctpus
1998 — Do Lobby today,
Kunstbiiro Gallery, Bena,
AscTpus
M36paHHble rpynnoBble BbICTaBKM:
2009 —Modernologies.
Contemporary Artists
Researching Modernity and
Modernism, Myseit coBpe-
MEHHOrO UCKycCTBa
Bapcenonbi (MACBA),
Bapcenona, Ncnanus
2007 — At once and
simultaneously. A feasibility
study. Musical scenes for the
negation of work from Alice
Creischer, Christian von
Borries and Andreas
Siekmann, Documenta |2,
Kaccens, l'epmanus
2004-2005—How do we
want to be governed? (Figure
and Ground), Miami Art
Central, Maitamu, CLLIA
2002 — Museotopia,
Osthaus Museum Hagen,
XareH, lepmanua
Makc Mopre Xunaepep
poauncae 1980r.
B leitgensbepre, lepManua.
Kuget 1 pabotaer
B bepnure, lepmanua.
ABTOp cTaTeil, apT-KpUTHK.
B uncno ero nocnegHux
ny6nukaumii xoaut Proyecto
Palmasola (B coaBTopcTBe €
KatepuHoit BpayH) — uccne-
ZloBaHWMe, MOCBALLEHHOe
UMMANKALUAM XPUCTUAHCKOM
MKOHOTrpadum B MOAUTHYE-
CKMX leMOHCTpaLUAX B
6onmeuitckoM ropoe
Canta-Kpyc; Pok ta Pok.
Aneignung —Macht - Kunst
(pea., B coTpyaHU4ecTBE C
MeHcom KactHepowM; BeHa,
2007), a Takke c6OpHUK
crateit TO SHOWISTO
PRESERVE - Figures and
Demonstrations (pea.,
B COTPyAHMYeCTBE
c MapTtuHom bekom u gp.),
MPUYPOYEHHbI K OZJHOMMEH-



Andreas Siekmann,
born 1961, Hamm, Germany.
Lives and works in Berlin,
Germany.
Selected solo exhibitions:

2010—Andreas Siekmann.
From: Limited Liability
Company, 1996—99, Gustav-
Libcke-Museum, Hamm,
Germany
Andreas Siekmann.
Verhandlungen unter Zeitdruck,
Stadtische Museen Jena, Jena,
Germany

2006 — Faustpfand,
Treuhand und die unsichtbare
Hand, Heidelberger
Kunstverein, Heidelberg,
Germany

2002 — The Exclusive
Power. On the Policy of the
Exclusive Fourth, Salzburger
Kunstverein, Salzburg,
Austria

Selected group exhibitions:

2009 — Modernologies.
Contemporary Artists
Researching Modernity
and Modernism, Museu
d’Art Contemporani
de Barcelona (MACBA),
Barcelona, Spain

2007—At once and
simultaneously. A feasibility
study. Musical scenes for
the negation of work from
Alice Creischer, Christian von
Borries and Andreas Siekmann,
Documenta 12, Kassel,
Germany
skulptur projekte
miinster 07, Miinster,
Germany

2004-2005—How do we
want to be governed? (Figure
and Ground), Miami Art
Central, Miami, USA

Zhenya Demina
Born 1982, Moscow, USSR.
Lives and works in Moscow,
Russia.
Selected group exhibitions:

2010—Agenda, ZHIR
gallery, Moscow, Russia
Visibility Zones,
PROEKT_FABRIKA,
“Qui Vive?” 2" Moscow
International Biennale for
Young Art

2009 — Active Process,

RU.LITVIN gallery, Moscow,
Russia

Unbearable,
apartment exhibition,
Moscow, Russia

Péter Dobai
Born 1944, Budapest,
Hungary. Writer and
poet. Between 1970-1994
he worked for MAFILM
(Hungarian Film Factory)
as an assistant director, and
later, as a scriptwriter.
Selected films that
Péter Dobai worked on at
the Béla Balazs Studio:
Biintetoexpedici6 /
Punitive Expedition, 1970
(script)

Agitatorok /
Agitators, 1969 (actor)
Szobaszinhaz
(Egyiitthatok) / Apartment
Theatre (Coefficients), 1973,
unfinished (direction)

Jimmie Durham
Born 1940, Washington,
AR, USA. Lives and works in
Berlin, Germany.
Selected solo exhibitions:

2010—Rocks Encouraged,
Portikus, Frankfurt am Main,
Germany
Universal Miniature
Golf, Glasgow Sculpture
Studios, Glasgow, UK

2009 — Pierres rejetées
(Rejected Stones), Musée
d’Art Moderne de la Ville
de Paris, Paris, France

2007— Templum: The
Sacred, the Profane, and
Other, Fondazione Volume!,
Rome, Italy

2003 — From the West
Pacific to the East Atlantic,
GeM - Museum voor
Actuele Kunst, The Hague,
Holland
Selected group exhibitions:

2010—Spatial City: An
Architecture of Idealism, Hyde
Park Arts Center, Chicago,
USA

2009 — [0 Lyon Biennial:
The Spectacle of the Everyday,
Lyon, France

2008 — Collection(s) 2008,
Institut d’art contemporain,

Villeurbanne, Rhéne-Alpes,
France

2007— Informacién contra
informacion, Centro Galego
de Arte Contemporanea,
Santiago de Compostela,
Spain

Tiempo al
Tiempo, Museo de Arte
Contemporanea de Vigo,
Vigo, Spain

Harun Farocki
Born 1944, Novy Jicin,
German-annexed Czecho-
slovakia. Lives and works in
Berlin, Germany.
Selected solo exhibitions:

2009-2010—Against
What? Against Whom?, Raven
Row, London, UK

2009 — Museum Ludwig,
Cologne, Germany

2008—Deep Play, Greene
Naftaly Gallery, New York,
USA

2007-2008 —angels
barcelona, Barcelona, Spain
One image doesn’t take
the place of the previous one,
Leonard & Bina Ellen
Art Gallery, Montreal,
Canada
Selected group exhibitions:

2009-2010— Una Fabrica,
una Machina, un Cuerpo.
Arqueologia y Memoria de los
Espacios Industriales, Museo
Universitario de Arte
Contemporaneo de la UNAM,
Mexico, Mexico

2009 —H.F./R.G. Harun
Farocki/Rodney Graham, Jeu
de Paume, Paris, France

2008 —Manifesta 7,
Fortezza, Bolzano, Trento, Italy

2007 —Documenta 12,
Kassel, Germany

2006 — Cinema like never
before, Generali Foundation,
Vienna, Austria

Daniel Faust
Born New Rochelle, USA.
Lives and works in New
York, USA.
Selected group exhibitions:
2008 — Gwangju Biennale
2008: Annual Report: A Year
in Exhibitions, Gwangju,
Republic of Korea

01S] Biennial, San
Jose Museum of Art, San
Jose, USA

2007— 10* International
Istanbul Biennial: Not Only
Possible, But Also Necessary —
Optimism in the Age of Global
Wiar, Istanbul, Turkey
Hidden in Plain Sight:
Contemporary Photographs
from the Collection, The
Metropolitan Museum of
Art, New York, USA

2006 —2" International
Biennial of Contemporary
Art of Seville: The Unhomely,
Phantom Scenes in Global
Society, Centro Andaluz de
Arte Contemporaneo/ Reales
Atarazanas, Seville, Spain

Cao Fei
Born 1978, Guangzhou,
China. Lives and works in
Beijing, China.
Selected solo exhibitions:
2009 —Shiseido Gallery,
Tokyo, Japan
RMB City Opera
(director), Artissima Festival,
Turin, Italy
2008 —FRAC
lle-de-France / Le Plateau,
Paris, France
RMB City, Serpentine
Gallery, London, UK
2007— Whose Utopia,
Orange County Museum of
Art, Newport Beach, USA
Selected group exhibitions:
2010— |7 Biennale
of Sydney: The Beauty of
Distance. Songs of Survival,
Sydney, Australia
Contemplating
the Void, Solomon
R. Guggenheim Museum,
New York, USA
2009 — The Generational:
Younger Than Jesus,
The New Museum,
New York, USA
2008 — Yokohama
Triennale 2008: Time
Crevasse, Yokohama, Japan
In Between. Asian
Video Art Weekend, Mori Art
Museum, Tokyo, Japan
2007—52" Venice
Biennale, China Pavilion,
Venice, Italy
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Holt BbicTaBke B Kunsthalle
Lineburg (2008). B aerycre
2010 roga B kavecTse
NpUrnalleHHOro peJlakTopa
sbinyctun | |- HoMep
xypHana Kultur & Gespenster
(Drugs, Technologies of the
Self and Societies of Control;
B COTpYZHU4ECTBE C
XaHcom-KpuctnaHom [anm).
OpuH n3 cospateneit
1ccneAoBaTeNbCKo rpynbl
The Long Memory

of Cocaine, paspabartbiBato-
e Bonpochl NOAUTUYECKON
5KOHOMMUM KOKanHa B ee
PasBUTUM OT ODOPANCTCKUX
K NOCTPOPANCTCKUM
cMcTeMaM NpOU3BO/CTBA.

Mopuc Meenc
Poguncae 1898r.
8 Heiimerene, lonnangus.
Ymep B 1989 r. B Mapuke,
®paHuua.
KuHopexwuccep, onepatop.
AsTop 6onee 80 KMHOKapTUH.
Jlaypeat MHOroumMcneHHbIX
npemMuii, B TOM 4yucne
MexayHapoaHoit JleHuHckom
npemuu «3a ykpenneHve
MUpa Mexzy HapoAaMm»
(1968), npeMun «3onoToi
Teneuy lonnaHackoro
kuHodectusans (1985),
npemun Ye lesapsi (1987,
Ky6a). O6nagarens Harpagbl
«3onoToii neB»
BeHeuuaHckoro kuHogpectu-
BasiA 3a BKNaJ B passutue
KuHematorpada (1988).
N36panHan punbmorpacusa:
De Brug / «Moct»,
1928, lonnanams (pexwccep,
MOHTaXep, orneparop)
Regen / «Joxaby,
1929, Fonnanaus (pexwccep,
MOHTaXep, orneparop)
The Spanish Earth /
«Mcnanckas 3emnay, 1937,
CLLA (pexwuccep, cueHapucT)
The Four Hundred
Million / «400 MmunnnoHos»,
1939, CLUA (pexwccep,
cueHapucr)
Our Russian Front/
«Haw pycckuit ppoHT, 1941,
CLUA (pexuccep, coBMecTHO
¢ Jlbtoncom MaitncroyHom)
Indonesia Calling! /
«HpoHesus 3oBet!y, 1946,
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AscTpanua (pexuccep,
CLLEHAPUCT, MOHTAXEP)

Das Lied der Stréme /
«[MecHa Benukux peky, 1954,
AP (pexuccep, cueHapucr,
coBMecTHO ¢ Bnagummnpom
MozHepom)

La Seine arencontré
Paris / «CeHa BcTpeyaet
Mapwxy, 1957, ®panuma
(pexwuccep, cueHapuct)

Loin de Vietnam /
«[aneko ot BoeTHamay,
1967, ®paHuua (pexuccep,
coBMecTHO ¢ AneHoM PeHe,
Kan-JTrokoM logapom,
Yunsamom KnsaitHoM, Knogom
JMenywem, Aubec Bapgoit)

JnHe NnnHe
Poauncas 1964r.
B lN'yanwkoy, Kutait. Xuset
1 paboraert B lNekune, Knutai,
" HbIO-I;IOPKe, CLUA.
MBGPB.HHI:IE nepCcoHasbHbI€ BbICTABKU:
2009 —Big Family:
Brothers, Not Comrades,
Arrow Factory, lNekuH, Kutait
2008 — Target, Tang
Contemporary Art, lMekuH,
Kurai

A Spatio-temporal
Tunnel, Shanghai Gallery of
Art, LLlanxan, Kutan

2006 — Zero Interface:
Brave New World, Vitamin
Creative Space, l'yaHuxoy,
Kurain

2004 —Move On: Lin Yilin,
ISE Cultural Foundation,
Hb}O-l;]OpK, CLUA
N36paHHble rpynnoBble BbICTABKMU:

2009 — [0-a JInoHckas
6ueHHane: The Spectacle
of the Everyday, JTvoH,
®panuums

2007 —Documenta 12,
Kaccens, l'epmManus

2003 — 50-a BeHeuuan-
cKkas 6ueHHane, BeHeuus,
Uranus

1998 — Big Tail Elephant,
Kunsthalle Bern, bepH,
LLiBeiiapua

1997 — Cities on the
Move, CeueccunoH, Bena,
AgcTpus

Unbs n DMunua Kabakoeb!
WNnbs Kabakos
poauncas 1933 .

B [QHenponetposcke, CCCP.
Omunus Kabakosa
poaunacbB 1945r.8
[nenponetposcke, CCCP.
CotpyaHuyaet ¢ Unbeit
Ka6akoebiM c 1989 r.
XyAOXKHUKM XKMBYT 1 pabo-
TatoT & Huto-Mopke, CLLA.
M36P3HHble nepcoHasnbHbIe BbICTABKU:
2009 — «Petpocnektuay,
LleHTp coBpeMeHHOIi
KynbTypbl «lapaxy;
LleHTp coBpeMeHHOrO
uckyccresa BUH3ABO/;
[ocypapcTBeHHbIN My3eit
1306pasunTenbHbIX MCKYCCTB
uM. A.C. TywwikunHa; ranepes
M&IO lNenbMaH, Mockea,
Poccus
2004 —«Cnyuai1 B My3ee
1 ApYTUe UHCTanNALUUY,
locypapcTBeHHbIN DpMuTax,
Catkr-lNetepbypr, Poccus
2003 —Where is Our
Place?, B pamkax 50-i1
BeHeunaHckom 6uerHane,
Fondazione Querini
Stampalia, Beneuys, Vtanus;
Mori Art Museum, Tokuo,
Anonua; MAXXI Museo
nazionale delle arti del XXI
secolo, Pum, Utanus
2000—50 Installations,
BepHckuii XysoxxecTBEHHBbI
my3eit, bepH, LLIseiiLapus;
Myszeit Bucbapena,
BucbaaeH, lepmanus;
Kunstsammlungen Chemnitz,
XeMuuy, lepManus
1995 —We Are Living
Here, Llentp XKopxa
Momnugy, Mapux, PpaHums
1993 —45-3 BeHeumaHckas
6ueHHane, nasuibLoH Poccun
(coBmecTHO ¢ Bnagumupom
MapTbiHoBbIM), BeHeyus,
Uranus

The Big Archive,
Crepenuiik-Mysei,
Amcteppam, lonnanaus
M36paHHble rpynnosble BbICTABKMU:
2009 —Heartin Heart,
HaumnoHanbHbIi My3eit
COBPEMEHHOro UCKYCCTBa,
AduHsl, [peuma
2003-2004— «bepnun -
Mockea. Mocksa — bepnuH.
1950-2000», MapTuH-
Iponunyc-bay, bepnuH,
lepmanusa; FlocynapcTBeHHbIN
WcTopuyeckuin myseit,

Mocksa, Poccua
2003 — Utopia Station,

B pamkax 50-i BeHeymnaHckoi
6ueHHane, BeHeuus, Utanus
2001 —49-sa Beneuman-

ckas 6ueHHane: Plateau
of Humankind, BeHeuus,
Uranus
1997 —BbueHHane
Yuthu-1997, Mysen
aMepUKaHCKOro UCKycCTBa
YUTHM, Hblo-l7lop|<, CLUA
1992 —Documenta 9,
Kaccens, lepmanusa

Hukunra Kagan
1 Anekcangp bypnaka
Hukunta KagaH
poauncae 1982 r. 8 Kuese,
CCCP. XupeT n pabotaer
B Knese, YkpaunHa.
MBePaHHbIE nepcoHasnbHbI€ BbICTABKU:
2010—«[lNpouepypHas
KoMHatay, lanepes Ha
WHctutytckom, Kues,
Ykpauna
2009 — «MecTto gencreuma»
(coBMecTHO ¢ «[pynnomn
npeAMeTOBY), ranepes
«Konnekuusy, Knes, YkpavHa
2007 — «[punbbix», ranepes
Kiev.FineArt, Knes, Ykpavta
2006 —Silent TV,
Bereznitsky Gallery, Kues,
Ykpauna
M36paHHble rpynnosble BbICTaBKM:
2010—Over the Counter.
The Phenomena of Post-
Socialist Economy in
Contemporary Art,
Miicsarnok, byaanewr,
BeHrpus
«Axkwo / Ecnin/
If. Ykpannckoe nckycctso
Ha nepenomey, [MepMckuit
My3eW COBPEMEHHOO
uckycctea PERMM,
Mepmb, Poccua
2009 — «BbicTaBka 20
HOMWHAHTOB NpeMUK
PinchukArtCentrey,
PinchukArtCentre, Kues,
Ykpauna
2008 — Alphabetical
Order, Index — LLIseackuit
¢$oHg copeMeHHOro
nckycctsa, CTOKronbM,
LLleeuuns
New Ukrainian
Painting, White Box Gallery,
Heto-Mopk, CLLIA




Mario Moreira Fontenelle
Born 1919, Delta do
Parnaiba, Piaui, Brazil.

Died 1986 Brasilia, Federal
District, Brazil.

Joris Ivens
Born 1898, Nijmegen,
Holland. Died 1989, Paris,
France.
Film director and
cameraman. Made over
80 films. Received numerous
awards, including: the
International Lenin Prize
for Strengthening Peace
Among Peoples (1968),
the Golden Calf — Dutch
Film Prize (1985), the Ché
Guevara Prize (1987, Cuba).
Ivens was also awarded the
Golden Lion for lifetime
achievement at the 1988
Venice Film Festival.
Selected filmography:
De Brug /Bridge,
1928, Holland (director,
cameraman and montage)
Regen / Rain,
1929, Holland (director,
cameraman and montage)
The Spanish Earth,
1937, USA (director, script
writer)

The Four Hundred
Million, 1939, USA (director,
scriptwriter)

Our Russian Front,
1941, USA (director, script
writer with Lewis Milestone)
Indonesia Calling!,
1946, Australia (director,
scriptwriter, montage)

Das Lied der Strome

/ Song of the Rivers, 1954,
GDR (director; scriptwriter
with Vladimir Pozner)

La Seine a rencontré
Paris / The Seine Meets
Paris, 1957, France (director,
scriptwriter)

Loin de Vietnam / Far
from Vietnam, 1967, France
(co-director with Alain
Resnais, Jean-Luc Godard,
William Klein, Claude
Lelouch, Agnés Varda)

Christian Jankowski
Born 1968, Gottingen,
Germany. Lives and works

in Berlin, Germany.
Selected solo exhibitions:

2010— Was ich noch
zu erledigen habe, Grieder
Contemporary, Zurich,
Switzerland
The Perfect Gallery,
Pump House Gallery,
London, UK
Strip the Auctioneer,
Friedrich Petzel Gallery,
New York, USA
-Jeck we can, Julia
Stoschek Collection,
Dusseldorf, Germany

2009 —And Now For
Something Completely
Different, BAWAG
Foundation, Vienna, Austria
Selected group exhibitions:

2010—Taipei Biennial
2010, Taipei Museum of
Fine Arts, Taipei, Taiwan
| 7 Bienniale of
Sydney: The Beauty of
Distance. Songs of Survival
in a Precarious Age, Sydney,
Australia
Experimenta Utopia
Now International Biennial of
Media Art, The Arts Centre,
Melbourne, Australia
The Good Life
Exhibition, Chinese European
Art Center, Xiamen, China
Move: Choreographing
You, Kunsthalle Hamburg,
Germany; Hayward Gallery,
London, UK

llya & Emilia Kabakov

llya Kabakov,
born 1933, Dnepropetrovsk,
USSR.

Emilia Kabakoyv,
born 1945, Dnepropetrovsk,
USSR.

The artists have been
working together since
1989. They live and work
in New York, USA.
Selected solo exhibitions:

2009 — Retrospective,
Garage Center for
Contemporary Culture;
Pushkin State Museum of
Fine Arts; WINZAVOD
Center for Contemporary
Art; M&) Guelman Gallery,
Moscow, Russia

2004 — Incident in

The Museum and Other
Installations, The State
Hermitage Museum,
St. Petersburg, Russia

2003 — Where is Our
Place?, within the framework
of the 50* Venice Biennale,
Fondazione Querini
Stampalia, Venice, Italy; Mori
Art Museum, Tokyo, Japan;
MAXXI Museo nazionale
delle arti del XXl secolo,
Rome, Italy

2000— 50 Installations,
Museum of Fine Arts Bern,
Berne, Switzerland; Museum
Wiesbaden, Wiesbaden,
Germany; Kunstsammlungen
Chemnitz, Chemnitz,
Germany

1995 — We Are Living
Here, Centre Georges
Pompidou, Paris, France

1993 —45" Venice
Biennale, Russia Pavilion
(with Vladimir Martynov),
Venice, Italy
The Big Archive,
Stedelijk Museum,
Amsterdam, Holland
Selected group exhibitions:

2009 — Heart in Heart,
National Museum of
Contemporary Art, Athens,
Greece

2003-2004—Berlin—
Moscow. Moscow—
Berlin 1950-2000,
Martin-Gropius-Bau, Berlin,
Germany; The State Historical
Museum, Moscow, Russia

2003 — Utopia Station,
in the framework of the
50™ Venice Biennale,
Venice, Italy

2001 —49* Venice
Biennale: Plateau of
Humankind, Venice, Italy

1997— Whitney Biennial
1997, Whitney Museum of
American Art, New York,
USA

1992 —Documenta 9,
Kassel, Germany

Nikita Kadan

and Alexander Burlaka
Nikita Kadan,

born 1982, Kiev, USSR.

Lives and works in Kiev,

Ukraine.

Selected solo exhibitions:

2010—Procedure Room,
Institutskaya Gallery, Kiev,
Ukraine

2009 — Place of Action
(with Group of Objects),
Collection Gallery, Kiev,
Ukraine

2007— Mushrooms,
Kiev.FineArt gallery, Kiev,
Ukraine

2006 —Silent TV,
Bereznitsky Gallery, Kiev,
Ukraine
Selected group exhibitions:

2010—Over the
Counter. The Phenomena
of Post-Socialist Economy
in Contemporary Art,
Miicsarnok, Budapest,
Hungary
Axkwo / Ecnu I If.
Ukrainian Art in Transition,
PERMM — Perm Museum
of Contemporary Art, Perm,
Russia

2009 — Exhibition
of the 20 shortlisted
PinchukArtCentre Prize
nominees, PinchukArtCentre,
Kiev, Ukraine

2008 — Alphabetical
Order, Index — The Swedish
Contemporary Art
Foundation, Stockholm,
Sweden

New Ukrainian
Painting, White Box Gallery,
New York, USA

Alexander Burlaka,
born 1982, Kiev, USSR
(Ukrainian SSR). Lives and
works in Kiev, Ukraine.
Selected group exhibitions:

2010—Akwo / Ecnu /
If. Ukrainian Art in Transition,
PERMM - Perm Museum of
Contemporary Art, Perm,
Russia

2009 — Homestories I,
arttransponder, Berlin,
Germany
Points of View,
Foundation Center for
Contemporary Art, Kiev,
Ukraine

2008 — Booklunch, Center
for Contemporary Art at
the National University of
Kyiv-Mohyla Academy, Kiev,
Ukraine
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Anekcangp bypnaka
poaunca e 1982 r. 8 Kuese,
CCCP. >Kugert u pabotaet
B Kueee, YkpaunHa.

M36PaHHble I'P)’I'II'IOBbIe BbICTaBKU:
2010—«Akwo / Ecnun/ If.
YKpauHcKoe UCKYCCTBO Ha
nepenomey, MNepmckuit Myseit
COBPEMEHHOro UCKYCCTBa
PERMM, Mepmsb, Poccua

2009 —Homestories I,
arttransponder, bepnu,
lepmanua
Points of View, ®oHg
«LleHTp coBpeMeHHOro
nckycctea», Kues, YkpavHa

2008 —Booklunch, LienTp
COBPEMEHHOro UCKYCCTBA MU
locynapcTBeHHOM yHUBEpCH-
tete «Kneso-MorunsHckas
akagemuay, Kues, Ykpanna
Homestories, Lientp
COBPEMEHHOrO UCKYCCTBa
npv locysapcTeeHHOM
yHueepcutete «Kneso-
MorunsHckas akagemusy,
Kues, YkpanHa

Depop KameHckux
Poaunca s 1908 r. B cene
Tabopsi MNepmckoit rybep-
Huu, Poccus. Ymep B 1995 1.
B HuxxHem Tarune, Poccus.
B 1934 r. okoH4mn kypcsl
XyAOXKHUKA-OPOpMUTENA Npu
peAakLum razeTbl
«Tarunbckuii pabouniny.

C 1939 r. yyacTBoBan

B BbICTaBKaX HApOAHOro
TBOpYecTBa. B 1987 r.
NOJTY U ANUMIIOM
BcecotosHoro pectusans
XY/[L0)KeCTBEHHOrO TBOpYe-
CTBa TPYAALLMXCA.

AHetta MoHa Kuwa
n ITioums Tkavosa

Anetta MoHa Kuwa
poaunack B 1975r. B ropoge
Haanak, PyMbiHua.

Jltounsa Tkavyosa
poaunack B 1977 r. B ropoge
BaHcka-LLTbasHuya,
Yexocnoeakus.

XKueyT n paboratot B Npare,

Yexus.

M36PaHHble rnepcoHarsibHble BbICTABKN:
2010—Far from You,

Karlin Studios, MNpara, Yexus

2009 — Wager, ranepes
Collectiva, BepnuH, l'epManus
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Fair Sex, Hermitage
Gallery, Yukaro, CLLA
Footnotes to
Business, Footnotes to
Pleasure, Christine Konig
Galerie, BeHa, Asctpus

2008 —n.b.k. — Neuer
Berliner Kunstverein,
BepnuH, l'epmanua
N36paHHble rpynnoBble BbICTaBKU:

2010—Beyond Credit,
Sanat Limani, Crambyn,
Typuma

Cinema X: | Like
to Watch, Myzeit coBpemeH-
HOrO KaHaZCKOro UCKYCCTBa,
TopoHTo, Kanaga

2009 — Gender Check,
Myszeit coBpeMeHHOTrO
uckyccrea PoHga Jlioasura—
Bena (MUMOK), BeHa,
AscTpus

2008 — Do Something
Different, Barbican Centre,
JloHpoH, Benvko6putanus
Tavneiickas
6uenHane-2008: Dirty Yoga,
Taiinevickunii My3eit nsobpasu-
TeNbHOro UCKYCCTBa, TaliBaHb

36urHee JTnbepa
Poauncae 1959 .
B MabbaHuue, MonbLa.
C 2006 r. nyTewectByeT
no Mupy.
M36PaHHble nepcoHarbHble BbICTABKU:

2007 — Galerie Krinzinger,
BeHa, AecTpus

2006 —Zbigniew Libera:
Work from 1984-2004,
University of Michigan,
School of Art & Design,
Ann Ap6op, CLLIA
Co robitaczniczka
(coBmecTHO c [lapekoM
®dokcom), Monbekuit
uHcTuTyT, Mapux, OpaHuma
Nouvelles
Impressions d'Afrique,
Galerie Anne de Villepoix,
Mapwx, PpaHuma
Photographs,
Raster Gallery, Bapuiaga,
Monbwa

N36paHHble rpynnoBbie BbICTaBKU:
2007 —At Last,

Something New,

KpakoBckuii HauMoHaNbHbIN

my3eit, Kpakos, MonbLia

Attitude 2007.

The House of Human

Beings — Authentically
Blessed Jubilance,
Mys3eit coBpemeHHOrO
uckycctea, Kymamoro,
AnoHus

2006 — The Eighties.
Topology, Serralves
Museum of Contemporary
Art Porto, MopTo,
Moptyranua

2005 —Poles Apart:
Contemporary Polish Art,
Rubell Family Collection,
Maitamu, CLLA

Hapoa Jluzap
Poannacb 8 1984 .
B MNamnnone, UcnaHua.
>Kuet 1 pabotaer
8 Jlongone, Benuko6putanus.
M36paHHble rpynnosble BbICTAaBKM:
2009 — Suspended
in Process, 14 New Quebec
Street, JToHAOH,
Benukobputanus
NIKON Discovery
Awards, IToHaoH,
Benukobputanus
Young Lions, Hackney
Wicked Art Festival, The
Lionworks Gallery, JTonaoH,
Benuko6bputanus
Out of Range,
The Rag Factory, JToHzoH,
Benuko6bputanus
2007 — That place would
definitely be wonderful,
someday for sure, Medway
Manor Hotel, Pouectep,
KeHT, BennkobputaHus

PomaH MuHuH
Poauncas 1981 r. 8 [AMutpose,
CCCP. XuBet v pabotaer
B XapbkoBe, YKpauHa.
M36paHHbIE nepCcoHasbHbI€ BbICTABKU:

2010—«CumBon BepbI»,
Kunesckuin Myseit pycckoro
nckyccrea, Kues, Ykpanna

2009 — «LLlaxTepckuit
donbknopy, YkpanHckui
aoM, Kues, YkpanHa
«[HeM c ornemy,
VOLGA art gallery, Mockga,
Poccus

2008 — «Bauww waxrtepy,
[oHeukuit obnactHoi coBer,
[oHeuk, YkpanHa

2007 —SMS-Art, ranepesn
«MascTpoy, Xapbkos,
YkpanHa

M36PaHHble rPYI'II'IOBbIe BbICTABKU:

2010 —«Akwo / Ecnu/ If.
YKpanHckoe UCKYCCTBO Ha
nepenomey, MNepmckuit Mysei
COBPEMEHHOrO UCKYCCTBa
PERMM, Mepmsb, Poccua
BueHHane nctopuye-
ckoi xusonucu: «OT Tpuno-
NbA A0 COBPEMEHHOCTMY,
LleHTpanbHbIii AOM XyA0XK-
Huka, Kues, YkpanHa

2009 — IOl OJIbFEST
2009, Mucrteukuit apcenan,
Kues, YkpanHa

2008 —«Apt-MaHex», LIB3
«MaHex», Mocksa, Poccus
Moloda Sztuka
Charkowa, Salon Posnania,
Mo3HaHb, Monba

Anppeit MoHacTbIpcKuit
Pogwunca e 1949 r. B Metcamo,
CCCP. XXuBet 1 paboTaeT B
Mockee, Poccus.

M36PaHHble I'IePCOHa"II:HbIe BbICTaBKU:

2008 —Kunstihoone
Tallinn Art Hall, Tannun,
DcToHus

2007 —«3wuma 1983-
2008», Moderna Galerija—
Ljubljana, I'io6nsHa,
CnoseHus

2005 —«3emMnsHble
paboTbiy, Stella Art
Foundation, Mockea, Poccua

2000—«70-e rogp! u Ap.
paboTbiy, ranepes Navicula
Artis, Cankr-leTepbypr,
Poccus

1994 — Unterschriften,
WNHcTuTyT coBpeMenHoro
nckyccrea Kunst-Werke
(KW), bepnuH, lepmanuna
M36paHHble rpynnosble BbICTABKM:

2007 — 52-s BeHeunaHckas
6uennane: Think With the
Senses, Feel With the Mind,
BeHneuus, Utanua
Documenta 12,
Kaccens, lepmanus

2005 — «AHrenb! UcTopuu.
MockoBckuii KoHLeNTyanmsm
U ero BnusHuey, Mysei
COBPEMEHHOTO UCKYCCTBa
Antsepnena (MuHKA),
AnTtBepneH, benbrus

2003-2004 — «bepnuH -
Mocksa. Mocksa — bepnuH.
1950-2000», MapTtuH-
Iponuyc-bay, bepnuH,
l'epmanus; FocynapcTBeHHbIii




Homestories,
Center for Contemporary
Art at the National
University of Kyiv-Mohyla
Academy, Kiev, Ukraine

Fedor Kamenskikh
Born 1908, Tabory village,
Permskaya province, Russia.
Died 1995, Nizhny Tagil,
Russia.

In 1934 finished art

and design courses
organized by the Tagil
Worker newspaper.
Since 1939 has been
participating in amateur
art exhibitions. In 1987
received a diploma from
the All-Union Festival of
Laborers’ Artistic Work.

Kolumne Links
The artists wished to remain
anonymous.

Zbigniew Libera
Born 1959, Pabianice,
Poland.
Since 2006 the artist has
been travelling the world.
Selected solo exhibitions:

2007— Galerie Krinzinger,
Vienna, Austria

2006 —Zbigniew Libera:
Work from [1984-2004,
University of Michigan,
School of Art & Design,
Ann Arbor, USA
Co robi tqczniczka
(with Darek Foks), Institut
Polonaise, Paris, France
Nouvelles Impressions
d’Afrique, Galerie Anne de
Villepoix, Paris, France
Photographs, Raster,
Woarsaw, Poland
Selected group exhibitions:

2007—At Last, Something
New, National Museum
Krakow, Poland
Attitude 2007. The
House of Human Beings —
Authentically Blessed
Jubilance, Contemporary Art
Museum, Kumamoto, Japan

2006 — The Eighties.
Topology, Serralves Museum
of Contemporary Art Porto,
Porto, Portugal

2005—Poles Apart:

Contemporary Polish Art,
Rubell Family Collection,
Miami, USA

Naroa Lizar
Born 1984, Pamplona, Spain.
Lives and works in London,
UK.
Selected group exhibitions:
2009 — Suspended in
Process, 14 New Quebec
Street, London, UK
NIKON Discovery
Awards, London, UK
Young Lions, Hackney
Wicked Art Festival, The
Lionworks Gallery, London,
UK

Out of Range, The
Rag Factory, London, UK

2007— That place would
definitely be wonderful,
someday for sure, Medway
Manor Hotel, Rochester,
Kent, UK

MeineAkademie

(MyAcademy)

Robert Burghardt, born
1979, Berlin, Germany.

Johannes Paul Raether,
born 1977, Heidelberg,
Germany.

Konstanze Schmitt, born
1974, Mannheim, Germany.
All group members live and
work in Berlin, Germany.
Founded in 2004.

Selected group exhibitions:

2008 — Grenzgdnger
und Unruhestifter, Curated
Screening at Oberhausen
short film festival,
Oberhausen, Germany
...more work to do,
Shedhalle Zurich, Zurich,
Switzerland

2007— Reformpause,
Lineburg University,
Liineburg, Germany

2006 —La Normalidad,
Palais Nacional Bellas
Artes, Buenos Aires,
Argentina

Roman Minin
Born 1981, Dmitrov, USSR.
Lives and works in Kharkov,
Ukraine.

Selected solo exhibitions:

2010—Symbol of Belief,

Kiev Museum of Russian Art,
Kiev, Ukraine
2009 — Mining Folklore,
Ukrainian House, Kiev,
Ukraine
As Good as Mine,
VOLGA art gallery, Moscow,
Russia
2008 — Your Miner,
Donetsk Municipal
Administration Building,
Donetsk, Ukraine
2007— SMS-Art, Maestro
gallery, Kharkov, Ukraine
Selected group exhibitions:
2010—Akwo / Ecnu /
If. Ukrainian Art in Transition,
PERMM — Perm Museum
of Contemporary Art, Perm,
Russia

Biennial of Historical
Painting: From Ancient
Tripolye to Today, Central
House of Artists, Kiev,
Ukraine

2009 — GOGOLFEST
2009, Mystetsky Arsenal,
Kiev, Ukraine

2008 — Art-Manezh,
Manezh Central Exhibition
Hall, Moscow, Russia
Moloda Sztuka
Charkowa, Salon Posnania,
Posnan, Poland

Andrei Monastyrsky
Born 1949, Petsamo, USSR.
Lives and works in Moscow,
Russia.

Selected solo exhibitions:

2008 — Kunstihoone
Tallinn Art Hall, Tallinn,
Estonia

2007— Winter of 1983—
2008, Moderna Galerija —
Ljubljana, Ljubljana, Slovenia

2005 — Earthworks, Stella
Art Foundation, Moscow,
Russia

2000—The 70’s and Other
Works, Navicula Artis gallery,
St. Petersburg, Russia

1994 — Unterschriften, KW
Institute for Contemporary
Art, Berlin, Germany
Selected group exhibitions:

2007—52" Venice
Biennale: Think With the
Senses, Feel With the Mind,
Venice, Italy
Documenta 12,

Kassel, Germany
2005 —Angels
of History. Moscow
Conceptualism and its
Influence, Museum
of Contemporary Art
Antwerp (MuHKA),
Antwerp, Belgium
2003-2004 —Berlin—
Moscow. Moscow—
Berlin 1950-2000,
Martin-Gropius-Bau,
Berlin, Germany;
The State Historical
Museum, Moscow, Russia
Ciprian Muresan
Born 1977, Dej, Romania.
Lives and works in Cluj,
Romania.
Selected solo exhibitions:
2010—n.b.k.— Neuer
Berliner Kunstverein, Berlin,
Germany
How | wonder what
you are, Plan B, Berlin,
Germany
The Unbelonging,
prometeogallery di Ida
Pisani, Lucca, Italy
2009 — Incorrigible
Believers, David Nolan
Gallery, New York, USA
2007— Expulsion from
Paradise, Raster Gallery,
Woarsaw, Poland
Selected group exhibitions:
2010— | 7* Biennale
of Sydney: The Beauty of
Distance. Songs of Survival
in a Precarious Age, Sydney,
Australia
The Promises of the
Past, 1950-2010, Centre
Georges Pompidou, Paris,
France

The Seductiveness
of the Interval, The
Renaissance Society at
the University of Chicago,
Chicago, USA
2009 — The Generational:
Younger Than Jesus, New
Museum, New York, USA
2008 — Fusion/Confusion,
Museum Folkwang, Essen,
Germany

Rabih Mroué
Born 1967, Beirut, Lebanon.
Lives and works in Beirut,
Lebanon.

Biographies ENG 285



McTopuyeckuin mysei,
Mocksa, Poccus

Pabua Mpys
Ponuncae 1967 r. B beiipyTe,
J1nean. XXuset n paboraer
B beitpyTe, JTuBan.
MepcoHanbHas BbiCTaBKa:

2010—1, the undersigned,
BAK basis voor actuele kunst,
Yrpexr, lonnanaus
N36paHHble rpynnoBble BbICTABKMU:

2009 —9-a bueHnHane
8 LLlapaxe, LLlapax, OAD
Tarjama/ Translation,
XypoXXeCTBEeHHbIN My3eii
KywHca, Hblo-l7|op|<, CLLUA
I 1-3 MexpayHapogHas
Crambynbckas GreHHane:
What Keeps Mankind Alive?
Crambyn, Typuua
Performa 09,
Hb}O-l;]OpK, CLUA

2008 —Les Inquiets.

5 artistes sous la pression
de la guerre, LlenTp Xopxa
Momnugy, Mapux, Ppanuma
Manifesta 7,
®Dopreyua, bonsbuaHo,
TpenTo, Ntanua

Medium Religion,
LleHTp nckyccTBa M HOBbIX
TexHonoruit (ZKM),
Kapncpys, lepManus

Soft Manipulation —
Who is afraid of the new
now?, Casino Luxembourg—
Forum d'art contemporain,
JTiokcembBypr

2007 —In Focus, Teut
MogepH, JToHgoH,
Benukobputanus

2006 — |5-1 CugHeiickan
6uennane: Zones of Contact,
Cupnein, Asctpanus

CunpuaHn Mypeluan
Poauncae 1977 r. s ropope
[ex, PyMbinua. XXuset
n paboraet B ropoge
Knyx, PyMbius.

M36PaHHble nepCcoHasibHbl€ BbICTABKN:
2010—n.b.k. — Neuer

Berliner Kunstverein,

BepnuH, lepmanua

How | wonder what

you are, Plan B, bepnuH,

lepmanua

The Unbelonging,

prometeogallery di Ida Pisani,

JTykka, Utanua
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2009 —Incorrigible
Believers, David Nolan
Gallery, Hblo-ﬂopk, CLUIA

2007 —Expulsion from
Paradise, Raster Gallery,
Bapuaga, Monblua
N36paHHble rpynnoBble BbICTaBKU:

2010— | 7-1 CugHeinckan
6uenHane: The Beauty of
Distance. Songs of Survival
in a Precarious Age, Cugren,
AgcTpanus
The Promises of the
Past, 1950-2010, Lientp
XKopxa Momnugy, Mapux,
®paHuuma
The Seductiveness of
the Interval, The Renaissance
Society at the University of
Chicago, Yukaro, CLLUA

2009 —The Generational:
Younger Than Jesus,

Hogbii1 Myseit, Hbio-Mopk,
CLUA

2008 —Fusion/
Confusion, Museum
Folkwang, ScceH, lepmanua

[JeimanTac Hapkasustoc
Poauncas 1964 r. e YteHe,
CCCP. >Kueert 1 pabotaet
8 BunbHioce, lutea.
M36PaHHble nepcoHarbHble BbICTABKU:

2009 — BFI Southbank
Gallery, JToHgoH,
Benukobputanus
The Unanimous Life,
Van Abbemuseum,
DunHaxoseH, lonnaHaua

2008 — La vida unanime,
Myseii koponesbi Codum,
Mappuga, Ncnanua

2007 — Among the things
we touched, CeueccuoH,
BeHa, AecTpus

2001 —49-aBeHeunaHckas
6ueHHane, NaBunbLoH JnTebl,
BeHneuus, Utanus
N36paHHble rpynnoBbie BbICTaBKU:

2010—The Promises of
the Past, 1950-2010, Llentp
>Kopxa Momnugy, Mapux,
DpaHums

2009 — | I-a Mexay-
HapopHaa Ctambynbckas
GueHHane COBpeMEHHOro
nckyccrea: What Keeps
Mankind Alive? Ctambyn,
Typums

2007 — skulptur proekte
miinster 07, MioHcTep,

lepmaHua
3-a Mpaxckan
6uenHane: DER PROZESS:
Collective Memory and
Social History, Mpara, Yexus
2003 —50-5 BeHeuuaHckas
6uenHane: Dreams and
Conflicts: The Dictatorship of
the Viewer, Beneuus, Utanus

Awmueit HiopeH6epr
Poauncas 1887r.
8 EnvcaBetrpage
XepcoHckoit ryGepHuu,
Poccus (HbiHe Kuposorpag,
YkpauHa). Ymep B 1979 .
8 Mockse, CCCP.

Muxaunn Oxutoeny
Poguncae 1896 (1898?)r.
Ymep B 1937 (?) r. Mecta
POXZAEHUA U CMepTH
HEN3BECTHBbI.

Apaiia PacpxapmpepHcyk
Poaunnacs B 1957 r. B ropoge
Tpag, Taunang. XKuset
1 paboTaeT B ropoae
Yunrmain, Taunang,

M36P3HHble nepcoHasnbHbIe BbICTAaBKU:

2008 —The Two Planets
Series, Gimpel Fils Gallery,
JToHaoH, Bennko6putanus

2006 — Great Times
Message, 100 Tonson Gallery,
Banrkok, Taunang

2003 —Lament, Tensta
Konsthall, Ctokronbm,
LLiseums

1999-2000 — At Nightfall
Candles Are Lighted,
lanepes pakynbreta
U3ALLHBIX UCKYCCTB,
YHusepcutet Yunrmas,
Yuurman, Tannang;
XypoxecTBeHHan ranepes
YHusepcuteTa
«YynanoHrkopH», baHrkok,
Taunang

1998-1999 —Lament
of Desire, Artpace,
CaH-AHToHMo, Texac, CLLIA
M36PaHHble I'P)’I'II'IOBble BbICTaBKW:

2010— 17-a CuaHeitckan
6uenHane: The Beauty of
Distance. Songs of Survival in
a Precarious Age, CupHeit,
AscTpanus

2007 —Wind from the
East: Perspectives on Asian
Contemporary Art, Myseit

COBPEMEHHOr0o UCKyCcCTBa
«KunacMay, XenbcuHku,
DunnaHansa

2006 — Taineickas
6ueHHane-2006: Dirty Yoga,
Taineiickunit My3ei nsobpasu-
TeNIbHbIX UCKYCCTB, Taineit,
TaviBaHb

2006 — Six Feet Under,
BepHckuii XynoxecTBeHHbI
my3eit, bepH, LLseiiuapua

2003 —8-a Mexay-
HapopHaa Ctambynbckas
6ueHHane: Poetic Justice,
Crambyn, Typuus

Moxannec Maynb Petep
Poauncas 1977 r.
B leiipensbepre, lepManms.
Xueert v pabortaer
8 bepnure, Nepmanua.
M36paHHble rpynnoBble BbICTaBKM:
2010—Salle des fetes,
LleHTp coBpeMeHHoOro
uckycctBa, KeHeBa,
LLiseiinapus
«[lMorosopum
O HalMoHanusMe!»,
XyAoXeCTBEHHbIN My3eii
Kumu, TannuH, DcToHuna
2009 —basso silberkuppe,
Hayward Gallery
Projectspace, JloHAOH,
Benuko6putanus
Kunst und
Offentlichkeit, n.b.k. —
Neuer Berliner Kunstverein,
BepnuH, lepmanua
2008 — Usable Pasts,
Concerted Forgettings,
SMART Projectspace,
AmcTepgaM, lonnangus

[Obépan Canait
nJlacno Butesn

[Obépan Canait
poaunacb B 1940r.
8 Kuwnewre, Benrpus.
Pexwccep, cueHapucr,
MOHTaxep. Yunnacb
B 1963-1965 rogax
B BeHrepckolit akagemMun
ZApaMbl ¥ knHo. Havana
€ JOKyMeHTasbHbIX GUIbMOB
B POJSIN COpeXuccepa
1 COCLIEHapUCTa, MPOAOIIKaNa
COTPYAHWUYATb Ha MomnpuLLe
ZLOKYMEHTa/IMCTUKU Ha
Cryawu benbi banawa (BBS).
MpeacraButensHuua
Bynanewutckoit wkonbl.



Solo exhibition:

2010—1, the undersigned,
BAK basis voor actuele
kunst, Utrecht, Holland
Selected group exhibitions:

2009 — 9 Sharjah
Biennial, Sharjah, United
Arab Emirates
TarjamalTranslation,
Queens Museum of Art,
New York, USA
| I*" International

Istanbul Biennial: What Keeps

Mankind Alive?, Istanbul,
Turkey

Performa 09,
New York, USA
2008 — Les Inquiets.
5 artistes sous la pression de
la guerre, Centre Georges
Pompidou, Paris, France
Manifesta 7, Fortezza,
Bolzano, Trento, Italy
Medium Religion,
Center for Art and Media
(ZKM), Karlsruhe, Germany
——Soft Manipulation —
Who is afraid of the new
now?, Casino Luxembourg -
Forum d’art contemporain,
Luxembourg
2007—In Focus, The Tate

Modern Gallery, London, UK

2006 — | 5™ Biennale of
Sydney: Zones of Contact,
Sydney, Australia

Deimantas Narkevi&ius
Born 1964, Utena, USSR.
Lives and works in Vilnius,
Lithuania.

Selected solo exhibitions:

2009 — BFI Southbank
Gallery, London, UK
The Unanimous
Life, Van Abbemuseum,
Eindhoven, Holland

2008 —La vida unanime,
Reina Sofia Museum,
Madrid, Spain

2007— Among the things
we touched, Secession,
Vienna, Austria

2001 —49* Venice
Biennale, Lithuania Pavilion,
Venice, Italy
Selected group exhibitions:

2010— The Promises of
the Past, 1950-2010, Centre
Georges Pompidou, Paris,
France

2009 — | I* Istanbul
International Biennial:
What Keeps Mankind Alive?
Istanbul, Turkey

2007—skulptur proekte
miinster 07, Miinster,
Germany
Prague Biennale 3:
DER PROZESS: Collective
Memory and Social
History, Prague, Czech
Republic

2003 —50* Venice
Biennale: Dreams
and Conflicts: The
Dictatorship of the Viewer,
Venice, Italy

Amshei Nurenberg
Born 1887, Elisavettgrad,
Kherson Governorate,
Russia, now Kirovograd,
Ukraine.

Died 1979, Moscow, USSR.

Mikhail Okhitovich
Born 1896 (1898?). Died
1937 (7). The places
of birth and death are
unknown.

Johannes Paul Raether
Born 1977, Heidelberg,
Germany. Lives and works
in Berlin, Germany.

Selected group exhibitions:
2010—Salle des fetes,
Centre d’art contemporain,

Geneva, Switzerland
Let’s talk about
nationalism!, Kumu Art
Museum, Tallinn, Estonia

2009 — basso silberkuppe,
Hayward Gallery
Projectspace, London, UK
Kunst und
Offentlichkeit, n.b.k. — Neuer
Berliner Kunstverein, Berlin,
Germany

2008 — Usable Pasts,
Concerted Forgettings,
SMART Projectspace,
Amsterdam, Holland

Araya Rasdjarmrearnsook
Born 1957, Trad, Thailand.
Lives and works in
Chiangmai, Thailand.

Selected solo exhibitions:

2008 — The Two Planets
Series, Gimpel Fils Gallery,

London, UK

2006 — Great Times
Message, 100 Tonson
Gallery, Bangkok, Thailand

2003 —Lament, Tensta
Konsthall, Stockholm,
Sweden

1999-2000 ——At Night-
fall Candles Are Lighted, Fac-
ulty of Fine Art Gallery, Chi-
ang Mai University, Chiang
Mai, Thailand; Art Gallery of
Chulalongkorn University,
Bangkok, Thailand

1998-1999 —Lament
of Desire, Artpace, San
Antonio, Texas, USA
Selected group exhibitions:

2010— |7 Biennale
of Sydney: The Beauty of
Distance. Songs of Survival
in a Precarious Age, Sydney,
Australia

2007— Wind from the
East: Perspectives on Asian
Contemporary Art, Museum
of Contemporary Art
Kiasma, Helsinki, Finland

2006 — Taipei Biennial
2006: Dirty Yoga, Taipei
Museum of Fine Arts, Taipei,
Taiwan

Six Feet Under,
Museum of Fine Arts Berne,
Berne, Switzerland

2003 — 8 International
Istanbul Biennial: Poetic
Justice, Istanbul, Turkey

Sean Snyder
Born 1972, Virginia Beach,
USA. Lives and works in Kiev,
Ukraine and Tokyo, Japan.
Selected solo exhibitions:

2009 —Index — The
Swedish Contemporary Art
Foundation, Stockholm
ICA, London, UK
Galerie Chantal
Crousel, Paris, France
Galerie Neu, Berlin,
Germany

2007— Schema
(Television), Stedelijk
Museum, Amsterdam,
Holland
Selected group exhibitions:

2010— The Politics of
Collecting — The Collecting
of Politics. Play Van Abbe,
Part 3, Van Abbemuseum,

Eindhoven, Holland
2009 — For the use of
those who see, KW Institute

for Contemporary Art,
Berlin, Germany
Art & Alternative
Visions, Tokyo Metropolitan
Photo Museum, Japan
2008 —New
Acquisitons +Rarely Seen
Works, Ludwig Museum —
Museum of Contemporary
Art, Budapest, Hungary
8™ Panama Art
Biennale: The Sweet
Burnt Smell of History,
Panama

Praneet Soi
Born 1971, Kolkata,
India. Lives and works
in Amsterdam, Holland,
and Kolkata, India.
Selected solo exhibitions:
2009 — Cut-Out,
Galerie Martin van Zomeren,
Amsterdam, Holland
Het Oog (The
Eye), Van Abbemuseum,
Eindhoven, Holland
Still Life, Vadehra
Art Gallery, New Delhi,
India
2008 — Juggernaut,
Project 88, Mumbai, India
Bird in Hand
(with Carlos Amorales),
Project 88, Mumbai, India
Selected group exhibitions:
2010— 14 Vilnius
Painting Triennial: False
Recognition, Contemporary
Art Centre, Vilnius,
Lithuania
Adelaide
International 2010,
Contemporary Art Centre
of South Australia, Adelaide,
Australia
2009 — 3 Riwaq
Biennale: A Geography: Fifty
Villages, Ramallah, Palestine
2008 — Gwangju Biennale
2008: Annual Report: A Year
in Exhibitions, Gwangju,
Republic of Korea
2005—Are We Changing
the World (with Narcisse
Tordoir), Extra City —
Kunsthal Anwerpen,
Antwerp, Belgium

Biographies ENG 287



JTacno Butesn
poauncas 1940r.
8 byaanewute, BeHrpus.
Pexwccep, onepatop.
B 1960-e pabotan noMouHu-
KOM onepaTopa Ha
BeHrepckoit knuHodabpuke
1 BeHrepckoM TenesuaeHnu.
B 1969-1973 rogax yuunca
8 BeHrepckoit akagemun
ApaMbl U KMHO (ornepatopckoe
MacCTepCTBO U peXuccepckoe
uckyccteo). Mpeacrasutens
BynaneLutckoi wKonbI.
B 1973-1979 ropgax oanH
u3 Kypatopos BBS, a Takxe
rNaBHbIN peXnccep KOpPOTKO-
MeTpaxxHOro kuHo Ha Ctyaum
HOBOCTe! 1 JOKyMeHTa-
TINCTUKM.
N36panHble punbMbl
[Obépan Canait
n Ilacno Buresu, cozgaHHblie
Ha BBS:

Tagfelvétel /
«Mpusbiay, 1972 (pexwc-
cep Jlacno Butesn)

Egy egyedi eset/
«EcTtecTBeHHasn nctopus
YacTHoro cny4vasy, 1975
(pexxuccep Adbépan Canait)
Mit latnak az
iskolasok? / «MTo BuasaT
wiKonbHUkn?y, 1977
(pexwccepsl Nwitean
[Hapgaan, Opépan Canai,
Jlacno Butesn)
Neveléstigyi sorozat
1=V / «Cepusa punbmMos 06
obpasosanum -V, 1973
(pexwccepsl Nwitean
[Hapgan, JTacno Muxaiidwm,
[Obépan Canait, Jlacno
Buteau, Man Bunr)

Ipynna «CuHue HocbI»

Bavecnas Musun
poauncae 1962r.

8 HoBocnbupcke, CCCP.
Anekcangp LLla6ypos
poaunca e 1965 r. s ropoge
Bepesoeckuit Ceepanosckoit

obnactu, CCCP. XueyT

n pabortatot B Mockse,
Poccua. Ipynna cywjecteyer
¢ 1999 roga.

N36paHHble BbICTaBKM:

2009 — 3-a MockoBckas
6ueHHane coppeMeHHOro
nckycctsa: «potue
ncknodernay, Lientp
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COBPEMEHHO KynbTypbl
«lapax», Mocksa, Poccus

2007 —«Cou-apr.
Monutnyeckoe nckyccteo
B Poccun n B Kutaey,
locynapcteeHHan
TpeTbAKoBCKas ranepes,
Mockea, Poccus

2005 — I-a MockoBckas
61eHHane COBpeMeHHOro
uckyccrsa «[uanektuka
HaaexAabI», ObisLunin Myseit
JlenunHa, Mocksa, Poccusa
51-s BeHeumaHckas
6uenHane: Always a Little
Further, Beneuus, Ntanus

2003 — Absolute
Generation, B pamkax 50-#
BeHeumaHckom GBueHHane,
Manauyo 3eHobuo, BeHeuus,
Uranus

LLoH CHaipaep
Poauncae 1972r. 8 ropoge
Bupaxununa-buy, CLLA.
Xueet n paboraert B Knese,
YkpauHa, u Tokno, Anoxus.
MBGPB.HHHE nepCcoHasbHbI€ BbICTABKU:

2009 — Index — LLleeackuin
¢$oHA coBpeMeHHOro
uckyccrsa, CTOKrosbM,
Leeuus
MHctuTyT coBpemeH-
Horo uckyccrsa (ICA),
JloHpoH, Bennko6putanua
Galerie Chantal
Crousel, MNapux, ®panuya
Galerie Neu, bepnuH,
lepmanua

2007 —Schema
(Television), Cregenuik-
My3en, AMcTepaaM,
lonnanaua
M36PaHHble I'pyI'II'IOBbIe BbICTaBKU:

2010—The Politics of
Collecting— The Collecting
of Politics. Play Van Abbe,
Part 3, Van Abbemuseum,
DiHaxoseH, MlonnaHgua

2009 — For the use of
those who see, HcTutyT
COBPEMEHHOrO UCKYCCTBa
Kunst-Werke (KW), bepnu,
lepmanua
Art & Alternative
Visions, Tokyo Metropolitan
Photo Museum, Tokuo,
Anoxusa

2008 — New Acquisitons +
Rarely Seen Works, My3eit
JTrogsura — Myseii coBpemeH-

Horo uckycctea, byaanewr,
BeHrpua

8- Manamckas
XyAOXKeCTBeHHas GueHHane:
The Sweet Burnt Smell of
History, MNanama

Mpanut Coit
Poauncas 1971 r.
8 KanbkyTtTe (HbiHe Konkara),
Nuawna. XKuset n pabotaer
B AMcTepaame, lonnanaus,
n 8 Konbkare, MHgus.
M36PaHHble I'IePCOHaﬂbele BbICTAaBKU:

2009 — Cut-Out, Galerie
Martin van Zomeren,
Amctepaam, lonnanaus
Het Oog (The Eye),
Van Abbemuseum,
SnnpxoseH, lonnangus
Still Life, Vadehra
Art Gallery, Hbto-[enu,
Nuawna

2008 —Juggernaut,
Project 88, Mymb6ait, Mnauna
Bird in Hand
(coBmecTHO ¢ Kapnocom
Amopanecom), Project 88,
Mym6ait, Unaunsa

M36paHHble rpynnosble BbICTABKMU:
2010— |4-a BunbHtocckasn
TPUEHHaE XXUBOMUCK:
False Recognition, LleHTp
COBPEMEHHOrO UCKYCCTBa,
BunbHtoc, Jlutea
Adelaide
International 2010,
IOxHoascTpanuiickuin LieHTp
COBPEMEHHOrO UCKYCCTBa,
Apenanpa, Aectpanus
2009 — 3-a bueHnane
PUBAK: A Geography:
Fifty Villages, Pamanna,
Manectuna
2008 — bueHHane
B KBaHwky-2008: Annual
Report: A Year in Exhibitions,
Keanuxy, Pecnybnuka Kopes
2005 —Are We Changing
the World (coemecTHO
c Hapkuc Topayap), Extra
City — Kunsthal Antwerpen,
AnTBepneH, benbrus

Mnagex CtunuHosuy
Poguncae 1947 r.
B benrpage, lOrocnasus.
>Kuet 1 pabortaert B 3arpebe,
Xopsatus.
M36P3HHble nepcoHasnbHbIe BbICTABKU:

2009 — Artist’s Books,

Index - LLIseackuii doHA
COBPEMEHHOrO UCKYCCTBa,
CrokronsM, LLIseuus; Van
Abbemuseum, DiHAXOBEH,
lonnanaus
Insulting the
Anarchy - Sold With Old
Films, P74 Center and Gallery,
JTobnana, CnoseHus
2008 — White Absence,
[Hom cospeMeHHoro
uckyccrea Trafo, Byaanewr,
BeHrpusa
On Money, Zeroes,
etc., LleHTp cospemenHoro
uckyccTea, Masro,
Benukobputanua

M36paHHble rpynnosble BbICTABKM:
2010—Art Always Has Its
Consequences, ms —Muzeum
Sztuki, Jloass, Monbwa
A Pair of Left
Shoes — Reality Check
in Eastern Europe, Myseit
COBPEMEeHHOr0 UCKYCCTBa,
3arpe6, Xopsatua
The Promises of
the Past, 1950-2010, Lientp
Xopxa Momnuay, Mapux,
®DpaHuma
2009 — | I-a Mexay-
HapopaHas Crambynbckas
6uenHane: What Keeps
Mankind Alive?, Ctambyn,
Typums

The Making of Art,
Schirn Kunsthalle Frankfurt,
DpankdypT-Ha-MaitHe,
lepMaHua

Aspeit Tep-OraHbsH
Poauncas 1961 r. 8 Poctose-
Ha-[oHny, CCCP. XXuset
1 pabortaet B bepnue,
lepmanus, u lMpare, Yexus.
MBePaHHbIE nepcoHasnbHbI€ BbICTABKU:

2008 — «Onbra Cenbnosa
roeHo, unu Koxel, kputuye-
CKOro Anckypcay (COBMeCTHO
¢ 3oeii Hepkacckoii), ranepes
M&IO lNenbMaH, Mockea,
Poccus

2007 — Disobedience
(coBMecTHO ¢ 3oei
Yepkacckoin), Kiinstlerhaus
Bethanien, bepnuH, lepManus

2006 — Avdei Ter-
Oganyan. Retrospective,
Sglvberget, Stavanger
kulturhus, CraBaHrep,
Hopeerus



Hito Steyerl
Born 1966, Munich,
Germany. Lives and works
in Berlin, Germany.

Selected solo exhibitions:

2010— Chisenhale
Gallery, London, UK
Ricochet #3,
Museum Villa Stuck, Munich,
Germany
Henie Onstad
Art Centre, Hovikodden,
Norway

2009 —n.b.k. — Neuer
Berliner Kunstverein, Berlin,
Germany

2008 —Red Alert,
Kunsthalle Winterthur,
Winterthur, Switzerland
Selected group exhibitions:

2010— Guangju Biennale
2010: 10000 Lives, Guangju
Folk Museum, Republic of
Korea

Taipei Biennial 2010,
Taipei Museum of Fine Arts,
Taipei, Taiwan
2008 — 7 Shanghai
Biennale: Translocalmotion,
Shanghai Art Museum,
Shanghai, China
2007—Documenta 12,
Kassel, Germany
2" International
Biennial of Contemporary
Art of Seville, Seville,
Spain

Mladen Stilinovi¢
Born 1947, Belgrade,
Yugoslavia. Lives and works
in Zagreb, Croatia.
Selected solo exhibitions:

2009 — Artist’s Books,
Index — The Swedish
Contemporary Art
Foundation, Stockholm;
Van Abbemuseum,
Eindhoven, Holland
Insulting the
Anarchy — Sold With OIld
Films, P74 Center and
Gallery, Ljubljana, Slovenia

2008 — White
Absence, Trafo House
of Contemporary Art,
Budapest, Hungary
On Money,
Zeroes, etc., Centre for
Contemporary Art,
Glasgow, UK

Selected group exhibitions:
2010—Art Always Has Its

Consequences, ms — Muzeum

Sztuki, Lodz, Poland

A Pair of Left

Shoes — Reality Check in

Eastern Europe, Museum of

Contemporary Art, Zagreb,

Croatia

The Promises of the
Past, 1950-2010, Centre
Georges Pompidou, Paris,
France

2009 — | I*" International
Istanbul Biennial: What Keeps
Mankind Alive? Istanbul,
Turkey

The Making of Art,
The Schirn Kunsthalle
Frankfurt, Frankfurt am
Main, Germany

Gyorgyi Szalai
and LaszI6 Vitézy

Gyorgyi Szalai,
born 1940, Kispest, Hungary.
Director, scriptwriter,
editor.
Between 1963 and 1965
she studied at the Hungarian
Academy of Drama and
Film. She started with
documentaries as co-
director and co-scriptwriter
and worked in documentary
films collaboratively in the
Béla Balazs Studio (BBS)
as a representative of the
Budapest School.

Laszlo Vitézy,
born 1940, Budapest,
Hungary. Director, DOP.
In the 1960s he had taken
various jobs as cameraman
and assistant DOP at the
Hungarian Film Factory and
Hungarian TV. Between
1969 and 1973 he studied at
the Hungarian Academy of
Drama and Film (specializing
in DOP and directing).
As a representative of the
Budapest School he was
on the curatorial board
of the Béla Balazs Studio
(BBS) between 1973 and
1979, and was a short film
director at the News and
Documentary Studio.
Selected films by Gyorgyi
Szalai and Laszl6 Vitézy

made at the BBS:

Tagfelvétel /
Recruitment, 1972 (director:
Laszl6 Vitézy)

Egy egyedi eset /

The Natural History of

an Individual Case, 1975
(director: Gyorgyi Szalai)
Mit latnak az
iskolasok? / What do
Schoolchildren See? 1977
(director: Istvan Darday,
Gyorgyi Szalai, Laszlo Vitézy)
Nevelésiigyi sorozat

I. V. / Film Series on
Education | = V., 1973
(director: Istvan Darday,
Laszlo Mihalyfy, Gyorgyi
Szalai, Laszl6 Vitézy, Pal Wilt)

Taller E.P.S. Huayco

Maria Luy, born 1950,
Puerto Maldonado, Madre
de Dios, Peru. Lives
and works in Zurich,
Switzerland.

Francisco Mariotti, born
1943, Berne, Switzerland.
Lives and works in Zurich,
Switzerland.

Charo Noriega, born
1957, Talara, Piura, Peru.
Lives and works in Lima,
Peru.

Herbert Rodriguez, born
1959, Lima, Peru. Lives and
works in Lima, Peru.

Juan Javier Salazar, born
1955, Lima, Peru. Lives and
works in Lima, Peru.

Armando Williams, born
1956, Lima, Peru. Lives and
works in Lima, Peru.

Mariela Zevallos, born
1959, Organos, Piura, Peru.
Lives and works in Zurich,
Switzerland.

The group was active in
1980-1981.
Selected solo exhibitions and actions:

2004 —E.P.S. Huayco.
Una Retrospectiva, Centro
Cultural de Espaiia, Lima,
Peru

1981 —Encuesta, action in
the city of Lima, Peru

1980 —Sarita Colonia
action in the outskirts of
Lima, Peru

1979 — Arte al Paso,
Galeria Forum, Lima, Peru

Selected group exhibitions:
2010—Flying Down to
Earth, MARCO, Museo
de Arte Contemporanea
de Vigo, Vigo, Spain; FRAC
Lorraine, Metz, France
2009 — Subversive
Practices: Art under Conditions
of Political Repression
60s—80s / South America /
Europe, Wiirttembergischer
Kunstverein Stuttgart,
Stuttgart, Germany

Avdei Ter-Oganyan
Born 1961, Rostov-on-Don,
USSR. Lives and works
in Berlin, Germany and
Prague, Czech Republic.
Selected solo exhibitions:

2008 —0O0lga Sviblova
is Shit or The End of the
Critical Discourse (with
Zoya Cherkassky),
M&) Guelman Gallery,
Moscow, Russia

2007— Disobedience
(with Zoya Cherkassky),
Kinstlerhaus Bethanien,
Berlin, Germany

2006 —Avdei Ter-Oganian.
Retrospective, Sglvberget,
Stavanger kulturhus,
Stavanger, Norway

2004 — Exercises: Yves
Klein, Display Gallery,
Prague, Czech Republic

1999 —Ten Years in
Art, National Centre for
Contemporary Arts,
Moscow, Russia
Selected group exhibitions:

2008 — Traces du sacré,
Centre Georges Pompidou,
Paris, France

2006 —Russial, The
Guggenheim Museum Bilbao,
Bilbao, Spain

2005 — It Turin Triennial:
The Pantagruel Syndrome,
Fondazione Sandretto
Re Rebaudengo, Turin, Italy

2001 —Le Fou Dedouble.
L’idiotie comme stratégie
contemporaine, Central
House of Artists, Moscow,
Russia; Central Exhibition
Hall, Nizhny Novgorod,
Russia

1995 —Kunst
im Verborgenen.
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2004 — Exercises: Yves
Klein, Display Gallery, Npara,
Yexun

1999 —«ecatb net
B UCKyCCTBEY,
locynapcTBeHHbIN LeHTp
COBPEMEHHOrO UCKYCCTBA,
Mockea, Poccus
N36paHHble rpynnoBble BbICTABKMU:

2008 —Traces du sacré,
Llentp Xopxa Momnuay,
Mapwx, ®paHums

2006 —Russia! Myzeit
lyrrenxaima B bunbbao,
Bunbb6ao, Ncnanusa

2005— I-a TypuHckas
TpuenHane: The Pantagruel
Syndrome, Fondazione
Sandretto Re Rebaudengo,
TypuH, Utanua

200 | —«be3syMHbIit
AsomnHuk. Ctparerus
MAMOTU3MA B COBPEMEHHOM
nckyccrteey, LleHTpanbHbii
A0OM XyAoxHUKa, Mockea,
Poccus; LieHTpanbHblit
BbICTaBOYHbIN 325, HxXHUIN
Hosropog, Poccus

1995 —Kunst im
Verborgenen.
Nonkonformisten,
FocynapcTeeHHbIi Myseii-
3anoseAHuk «LlapuusiHoy,
Mocksa, Poccus; Myseit
nMeHun Bunbrenbma Xaka,
JMogsurcxaceHr-Ha-Peitne,
lepmanua; Documenta-Halle,
Kaccens, lepManus;
locynapcTBeHHbIN My3ei
Jlnnpenay, AnbteHbypr,
lepMaHua

[Hasup Tep-OraHbaH
Poauncae 1981 r. 8 Poctose-
Ha-[ony, CCCP. >Kuser
n pabotaet B Mockee,
Poccus.

M36PaHHble rnepcoHarsibHble BbICTABKN:

2009 —«YepHas
reomeTpusay, Guelman
Projects, Mocksa, Poccus

2007 — «/[dHeBHUK BOpa»
(coMecTHO ¢ AnekcaHapom
KopeesbiM), ranepes M&IO
lenbmaH, Mocksa, Poccus

2006 —Brake and Take,
prometeogallery di Ida Pisani,
Mwunan, Ntanua

2004 — «CreHHas
pocnucby, locyaapcTeeHHas
TpeTbakoBcKas ranepes,
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Mocksa, Poccusa
2003 — «TeHny», XL
ranepes, Mocksa, Poccus
N36paHHble rpynnoBbie BbICTaBKU:
2007 —pARTy,
MocKoBCKMI1 LIeHTp UCKYCCTB,
Mocksa, Poccusa
«XopoLuuit, NIoXoi,
3nomny, Stella Art Foundation,
Mocksa, Poccusa
«bpaky, Lientp
COBPEMEHHOIO UCKYCCTBA
M’APC, Mockea, Poccusa
2005 —Disobedience,
Kinstlerhaus Bethanien,
BepnuH, l'epmanua
2004 — «MckyccTBO
6e3 onpasAaHuity,
locynapcTBeHHbIN My3eit
apXMTEKTYpbl
uM. A.B. LLlIycesa,
Mocksa, Poccusa

XapyH ®Papoku
Poguncsa 8 1944 r. 8 Hosu-
Mnunn Ha Tepputopum
aHHekcupoBaHHoM epMaHu-
et Yexocnosakuu. XKueet
u pabortaet B bepnune,
lepMaHus.
MBGPB.HHI:IE nepcoHanbHbIe BbICTaBKU:

2009 - 2010—Against
What? Against Whom?, Raven
Row, JloHgoH,
Benuko6putanua

2009 — Myseit Jliogsura,
KenbH, lepmaHus

2008 — Deep Play, Greene
Naftaly Gallery, Huto-Mopk,
CLUA

2007-2008 —angels barce-
lona, bapcenoHa, cnanua
One image doesn’t take
the place of the previous one,
Leonard & Bina Ellen
Art Gallery, MoHpeans,
Kanaga

N36paHHble rpynnoBble BbICTABKMU:

2009-2010— Una Fabrica,
und Machina, un Cuerpo.
Arqueologia y Memoria de los
Espacios Industriales, Myzeit
COBPEMEHHOrO UCKYCCTBa
HauuoHnansHoro aBToHOM-
Horo yHuBepcuteta Mexwuko
(MUAC de la UNAM),
Mexuko, Mekcnka

2009 —H.F./R.G. Harun
Farocki/Rodney Graham, Jeu
de Paume, Mapwx, @paHums

2008 — Manifesta 7,

®doprenua, bonbuaro,
TpenTo, Utanusa

2007 —Documenta 12,
Kaccenb, lepmanus

2006 — Cinema like never
before, Generali Foundation,
Bena, ABcTpua

[Osnuen ®aycr
Poawuncsa 8 Heto-Powwerns,
CLUA. Xuget v paboTtaer
B Hblo-ﬂopKe, CLUA.
M36paHHble rpynnosble BbICTAaBKM:
2008 — bueHHane
8 KBaHwky-2008: Annual
Report: A Year in Exhibitions,
KeaHuxy, Pecny6nuka Kopes
01S) Biennial,
XypoxecTBeHHbIN My3eit
Can-Xoce, Can-Xoce, CLLA
2007 — 10-a Mexay-
HapopHaa Ctambynbckas
6uenHane: Not Only Possible,
But Also Necessary —
Optimism in the Age
of Global War, Crambyn,
Typumsa

Hidden in Plain Sight:
Contemporary Photographs
from the Collection, My3eit
MeTpononures, Hblo-l7lop|(,
CLUA

2006 —2-s1 CeBunbckas
61eHHane COBpeMeHHOro
uckyccrsa: The Unhomely.
Phantom Scenes in Global
Society, AHganycuiickuii
LIEHTp COBPEMEHHOrO
nckyccrea / Reales
Atarazanas, Cesunbs,
Wcnanus

Lao ®en
Pogunace 8 1978 .
B lN'yanwkoy, Kutai. XXuset
n pabotaert B [NekuHe, Kutaii.
M36PaHHble I'IePCOHaﬂbele BbICTaBKK:
2009 — Shiseido Gallery,
Tokwuo, AnoHua
RMB City Opera
(pexwuccep), Artissima
Festival, Typun, Ntanua
2008 —FRAC lle-de-
France/ Le Plateau, Mapux,
®paHuma
RMB City, Serpentine
Gallery, JIlonaoH,
Benukobputanus
2007 —Whose Utopia,
Mys3eit coBpeMeHHOrO
uckycctsa okpyra OpuHzX,

Hetonopt buy, CLLUA
MBGPGHHME rpynnosble BbICTABKU:
2010— | 7-a CunaHeirckas
6uenHane: The Beauty
of Distance: Songs of
Survival, Cugrei, Asctpanus
Contemplating
the Void, My3seit ConomoHa
P.Tyrrenxaima, Hblo-l7lop|<,
CLUA
2009 — The Generational:
Younger Than Jesus, Hoebli
My3ei, HbrO'l;]OpK, CLUA
2008 — Mokoramckas
TpueHHane-2008: Time
Crevasse, Mokorama, inoxus
In Between. Asian
Video Art Weekend, Mori
Art Museum, Tokuno, AnoHus
2007 — 52-a BeHeumnaHckas
6ueHHane, nasunboH Kuras,
BeHneuus, Ntanus

Mapuo Mopeiipa

®oHTeHenne
Poguncae 1919r.
8 [envra-ay-MNapHanba,
Muayw, bpasunus. Ymep
8 1986 r. B bpasunua,
DepepasnbHbIit OKpYT,
Bpasunus.

Adanacuit Henkacos
Poauncas 1921 r. bonee
O Xy[A,0XKHUKE HUYEro He
M3BECTHO.

Onbra YepHeiwesa
Poaunack B 1962 r. 8 Mockse,
CCCP. XKuget 1 paboTtaet
B Mockee, Poccus.

M36P3HHI:IQ nepcoHanbHbIe BbICTABKK:
2010—Calvert22,
JlongoH, Bennko6bputanus

2009 — Inner Dialog, Bank
Austria Kunstforum, BeHa,
AscTpus
«Hacrosawee
npowegiieey, Baibakov
Art Projects, Mocksa, Poccus
Adventure Istiklal,
Yapi Kredi Kazim Taskent
Art Gallery, Crambyn, Typums
Caesuras, Galerie
Volker Diehl, BepnuH,
lepManua

M36paHHble rpynnosble BbICTaBKMU:
2010—6-a bepnuHckan
6uennane, bepnun, lepmanua

Artes Mundi 4,
Kapauddcknit HaunoHanb-




Nonkonformisten,The State
Museum-Reserve
Tsaritsyno, Moscow, Russia;
Wilhelm-Hack Museum,
Ludwigshafen am Rhein,
Germany; Documenta-
Halle, Kassel, Germany;
The State Lindenau
Museum, Altenburg,
Germany

David Ter-Oganyan
Born 1981, Rostov-on-Don,
USSR. Lives and works in
Moscow, Russia.

Selected solo exhibitions:

2009 — Black Geometry,
Guelman Projects, Moscow,
Russia

2007— Diary of a Thief
(with Alexander Koreyev),
M&) Guelman Gallery,
Moscow, Russia

2006 — Beak and
Take, prometeogallery
di Ida Pisani, Milan, Italy

2004 — Wall Painting,
The State Tretyakov
Gallery, Moscow, Russia

2003 — Shadows, XL
Gallery, Moscow, Russia
Selected group exhibitions:

2007—pARTy, Moscow
Arts Center, Moscow,
Russia

Good, Bad, Evil, Stella
Art Foundation, Moscow,
Russia

Defect, M'ARS
Centre for Contemporary
Arts, Moscow, Russia

2005 — Disobedience,
Kiinstlerhaus Bethanien,
Berlin, Germany

2004 — Art without
Justification, Schusev State
Museum of Architecture,
Moscow, Russia

Mona Vatamanu
& Florin Tudor

Mona Vatamanu,
born 1968, Constanta,
Romania.

Florin Tudor,
born 1974, Geneva,
Switzerland.
The artists live and work
in Bucharest, Romania.

Selected solo exhibitions:

2009 — Surplus Value, BAK

basis voor actuele kunst,
Utrecht, Holland
All Power to the
Imagination!, Secession,
Grafisches Kabinett, Vienna,
Austria
2008 — Appointment with
History, Lombard-Freid
Projects, New York, USA
2006 — Re-animating
the City, Cooper Gallery,
Dundee, UK
2003 — Living Units,
Project Room, Ludwig
Museum — Museum of
Contemporary Art,
Budapest, Hungary
Selected group exhibitions:
2010—Flying Down to
Earth, MARCO, Museo de
Arte Contemporanea de
Vigo, Vigo, Spain; FRAC
Lorraine, Metz, France
Workers Leaving
the Workplace, ms —
Muzeum Sztuki, Lodz,
Poland

Over the Counter,
Miicsarnok, Budapest,
Hungary

2008 — 5t Berlin Biennial:

When Things Cast No
Shadow, KW Institute for
Contemporary Art, Berlin,
Germany

2007 — 52 Venice
Biennial, Romania Pavilion,
Venice, Italy

Vitaly Volovich
Born 1928, Spassk,
USSR. Lives and works
in Ekaterinburg, Russia.
Selected solo exhibitions

2008 — Painting and
drawing by Vitaly Volovich,
Ekaterinburg History
Museum, Ekaterinburg,
Russia

1999 — Painting and
drawing by Vitaly Volovich,
Ekaterinburg, Russia

1993 — Painting and
drawing by Vitaly Volovich,
Ekaterinburg, Russia

1984 — Drawing by Vitaly
Volovich, Yaroslavl, USSR

1977— Drawing by Vitaly
Volovich, Karlovy Vary,
Czechoslovakia

1975 —Book lllustration

and Easel Painting, Moscow,
USSR
Selected group exhibitions:
1984 — International
Exhibition of Book lllustration,
Brno, Czechoslovakia
1977— International Book Art
Exhibition, Leipzig, GDR
197 | — International Book Art
Exhibition, Leipzig, GDR
2" Tallin Graphic
Triennial, Tallin, USSR
1966 — 33" Venice
Biennale, USSR Pavilion,
Venice, Italy
1965 — International Book
Art Exhibition, Leipzig, GDR

Lin Yilin
Born 1964, Guangzhou,
China. Lives and works in
Beijing, China and New
York, USA.
Selected solo exhibitions:

2009 — Big Family:
Brothers, Not Comrades,
Arrow Factory, Beijing,
China

2008 —Target, Tang
Contemporary Art, Beijing,
China

A Spatio-temporal
Tunnel, Shanghai Gallery
of Art, Shanghai, China

2006 —Zero Interface:
Brave New World, Vitamin
Creative Space, Guangzhou,
China

2004 — Move On: Lin Yilin,
ISE Cultural Foundation,
New York, USA
Selected group exhibitions:

2009 — 10* Lyon Biennial:
The Spectacle of the Everyday,
Lyon, France

2007—Documenta 12,
Kassel, Germany

2003 —50® Venice
Biennale, Venice, Italy

1998 —Big Tail Elephant,
Kunsthalle Bern, Berne,
Switzerland

1997— Cities on the Move,
Secession, Vienna, Austria

Vadim Zakharov
Born 1959, Dushanbe, USSR.
Lives and works in Moscow,
Russia, and Berlin, Germany.

Selected solo exhibitions:

2006—25 Years on One

Page, The State Tretyakov
Gallery, Moscow, Russia

2004 — Mouse Hunting
(with Andrei Monastyrsky),
Stella Art Foundation,
Moscow, Russia

2003 — Monument
to Theodor W. Adorno,
Theodor-Adorno-Platz,
Frankfurt am Main, Germany

2002 — Nothing New,
National Center for
Contemporary Arts,
Moscow, Russia

1995 — Der letzte
Spaziergang durch die
Elysischen Felder, K&lnischer
Kunstverein, Cologne,
Germany
Selected group exhibitions:

2007— I*t Thessaloniki
Biennale: Heterotopias,
Museum of Byzantine
Culture, Thessaloniki,
Greece

2005 —Angels of History.
Moscow Conceptualism and
its Influence, Museum of
Contemporary Art Antwerp
(MuHKA), Antwerp, Belgium

2003 — Moskauer
Konzeptualismus: Sammlung
Oroschakoff und Sammlung,
Verlag, Archiv — Vadim
Zakharov, Museum of Prints
and Drawings, Berlin,
Germany

2003-2004 —Berlin—
Moscow. Moscow—Berlin.
1950-2000, Martin-Gropius-
Bau, Berlin, Germany; The
State Historical Museum,
Moscow, Russia

2001 —49* Venice
Biennale: Plateau of
Humankind, Venice, Italy
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HbI Myseit, Kapand o,
Bennkobputanus

2009 — 3-a buenHane
doTorpadum u Bugeo
MexxayHapogHoro LeHTpa
dotorpadum (ICP): Dress
Codes, MexxayHapoaHblit
ueHTp potorpadum (ICP),
Hblo-ﬂopk, CLUIA
The Boundaries
of Time. Wrinkles in time /
Images unconfined, MuctutyT
COBPEMEHHOr 0 UCKYCCTBa
BaneHcum (IVAM), BaneHcus,
Mcnanua

2007 —2-7 MockoBckas
6veHHane coBpeMeHHOro
nckyccrsa: < TPMUIMEHAHNA:
reornonnTHKa, PbIHKH,
aMHe3uay, baLuHa
«Depepauyusay, Mocksa, Poccus

Konnektve «4To genatby
YneHbl KONNEKTUBA KUBYT
n paboratot B Poccum.
OcHosan B 2003 1.
M36PaHHble rnepcoHasibHble BbICTABKN:

2010—The Urgent Need
to Struggle, NnctutyTt
COBPEMEHHOrO UCKYCCTBa
(ICA), IToHgoH,
Bennkobputanus
What is to be done?
The urgent need to struggle.
Part 01, Nova Galeria,
3arpeb, Xopsarus
N36paHHble rpynnoBble BbICTaBKMU:

2010-2011 —The Potosi
Principle. How can we sing
the song of the Lord in an
alien land?, Myseii koponessl
Codum, Magpupa, Nicnanus;
Haus der Kulturen der Welt,
BepnuH, lepManua
17-a CugHenickas
6uenHane: The Beauty of
Distance. Songs of Survival in
a Precarious Age, Cugnei,
ABcTpanus
Monument to
Transformation, Centro
Cultural Montehermoso
Kulturunea, Butopus-
lacreiu, Ncnanua
...on the eastern
front. Video art from Central
and Eastern Europe
1989-2009, Myseit
JTiopsura — Myseit copemeH-
Horo uckycctsa, byganewr,
BeHrpua
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Play Van Abbe,
Van Abbemuseum,
OunHaxoseH, lonnaHaua

Xuro LLteitepnb
Poavnack B 1966 .
B MioHxeHe, lepMaHus.
XKuset 1 paboTaer B
BepnuHe, l'epmanua.
MBGPB.HHI:IE nepCcoHasbHbI€ BbICTABKU:

2010— Chisenhale
Gallery, llonaoH,
Benukobputanus
Ricochet #3, Museum Villa
Stuck, MioHxeH, lepManus
Henie Onstad Art
Centre, XoBuKkoaaeH,
Hopeerus

2009 —n.b.k.—Neuer
Berliner Kunstverein,
BepnuH, lepmanua

2008 —Red Alert,
Kunsthalle Winterthur,
BunTeptyp, LLBeiiuapus
N36paHHble rpynnoBbie BbICTaBKU:

2010— BueHHane
B KBanwky-2010: 10000 Lives,
Myseit HapogHOro UckyccTea
Keanuxy, Pecny6bnuka Kopes
Tamnenckas
6uenHane-2010, Tannenckuin
My3ell n306pasnTensHoro
UcKyccTBa, Tannei, TanBaHb

2008 — 7-s LLlanxaickas
6uennane: Translocalmotion,
LLlaHxaiickuit xyaoxecTBeH-
HbIlt My3eit, LLIanxai, Knutait

2007 —Documenta 12,
Kaccens, l'epmanus
2-a MexpyHapogHas
CeBunbckas 6ueHHane
COBPEMEHHOro UCKYCCTBA,
Cesunba, cnanus

Kpuctunan Ankoscku
Poauncas 1968r.
B leTTuHrene, lepManua.
>Kuget v pabotaer
B bepnue, lepmanua.
M36PaHHble I'IePCOHaﬂbele BbICTaBKU:
2010—Was ich noch
zu erledigen habe, Grieder
Contemporary, Litopux,
LLiBeiiapua
The Perfect Gallery,
Pump House Gallery,
JonpoH, Benvko6bputanus
Strip the Auctioneer,
Friedrich Petzel Gallery,
Hblo-ﬂopx, CLIA
Jeck we can, Julia

Stoschek Collection,
[Hioccenbgopd, Mepmanus

2009 —And Now For
Something Completely
Different, BAWAG
Foundation, BeHa, AscTpus
M36paHHble rpynnosble BbICTAaBKM:

20 10— Tamneiickas
6uenHane-2010, Tannenckumn
My3el U306pasuTenLHOro
UcKyccTBa, Taiinein, TaiiBaHb
|17-3 CugHenckas
6uenHane: The Beauty
of Distance. Songs of Survival
in a Precarious Age, Cugnen,
AscTpanus
Experimenta Utopia
Now International Biennial
of Media Art, The Arts
Centre, MenbbypH,
AgcTpanus
The Good Life
Exhibition, Chinese European
Art Center, CaMaHb, KuTtan
Move:
Choreographing You,
Kunsthalle Hamburg,
lepmanua; Hayward Gallery,
JonpoH, Bennkobputanus

Kolumne Links
XyLoXKHUKM noxenanu
OCTaTbCA HEM3BECTHBIMU.

MeineAkademie
(«MosAkagemMuay)

Po6ept Byprxapar
poaunca e 1979 r. 8 bepnune,
lepmaHua.

Moxannec Maynb Petep
poauncae 1977 r.

B lenpenbbepre, lepManms.

KoHctanuya LLMuTT
poaunacb B 1974r.

B Manreiime, lepmanua.

Bce y4acTHUKYM rpynnbl )uByT
u paboratot B bepnure,
lepmaHua.

[pynna ocHoBaHa B 2004 r.
M36PaHHble I'P)’I'II'IOBI:Ie BbICTaBKW:

2008 — Grenzginger und
Unruhestifter, kypaTopckas
KMHOMpOrpaMMa Ha
PecTnBane KOPOTKOMETPAXK-
Horo ¢unbma B ObepxayseHe,
Ob6epxayseH, lepMaHus
...more work to do,
Shedhalle Zurich, Litopux,
LLseiuapus

2007 — Reformpause,
JTroHebyprckuil yHusepcurer,

JTioHebypr, lepmanua
2006 — La Normalidad,
HauuonanbHbiit ABopely
U3ALLHBIX UCKYCCTB,
BysHoc-Aiipec, ApreHTuHa
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Cnucok nponsseaeHni,
NpeACTaBneHHbIX
Ha BbICTaBKE

IOpuit Anb6ept

CanoHsl. 2006-2007.
AyavouHcTannaums.
Okono 600’

Tapcuna gy Amapan

Os Operarios (Pabovue).

1933.
YBenuyeHHas penpoayKumsa
2010: 6aHHepHas nevatb.
300x300. OpuruHan: xoncr,
macno. 150x205.
locypapctBeHHoe cobpaHue
MpasurenbcTBeHHOro ABopua
Can-layny, bpasunus

AHOHUMHBIM aBTOP

Facebook Mocuea

Bakwreiina. 2009.
ByMara, npuHTepHas ne4arb
c doTorpadumn KoMnbroTep-
HOro MOHUTOpa

Artense E.P.S. Huayco /
®paHcucko MapurotTn,
JopeHuo bbanga
Arte al Paso.1981.
OpHokaHanbHOE BMAEO.
30'46”.
MpepocTaBneHo PpaHcucko
MapuotTn

fAanb bapTaHa

JleTHuit nareps. 2007.
[ByxKaHanbHas BUAECOUH-
crannaums. 12’
Mpeaocrasnero Annet
Gelink Gallery, AMcTepgam

Mwrean bawkaii Jlaypo

Ouaposanue (Igézet).

1963.
KopoTkoMeTpaxHbIit pusibM,
35 mm, ff. /u4/6,21".
MpouseopacTeo: BBS.
Onepartop: Anow Tor.
CueHapwiit: AHow Tor,
Mwrean bawwkaii Jaypo.
MonTax: 3ontaH KepeHby,
Mwuxait Mopenn.
[vpekTop punbma:
JTanow lNysw.
3ByKopexwuccepsl: AHoLw
Aparto, [bépap Muntep.
Mpu cotpyarmiectee: OZDI
Kohaszati Mivek /
O3spoBckoro MeTanypruye-
CKoro koMbuHara.
Mys3biKa: CTPyHHbI KBapTeT
«Cenceit», CTPYHHbIi KBapTeT
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«Ceuny.

Komnosutop: MNetep ETaéuw.
B ponsax: Muknow Mewénu.
BeHrepckuii HaumMoHanbHbIN
KnHoapxus, byganewr

Mabno basH Cantoc

Komnpagop. 1978.
YBenuueHHas penpoayKuus
2010: baHHepHas ceTKa,
neyatb. 300x300. Opurunan:
XOnCT, Macno. 92x99.
HaunoHanbHeI Myseit
dununnuH, Manuna

[ain Ben Hep
Kpacota Boposctsa. 2007.
OgpHokaHanbHoe Bugeo. |7

KpucTtnan pon Boppuc

Bbixog pabounx

¢ pabpuku: Hosas Bepcus

(pparmeHT Ppunbma «[ybain

Bo MHe — Rendering the

World»).2010.
OpHokaHanbHas BUAECOUH-
CTannAumA, nucTbl Gymarm. 3’

Kpuctunan ¢pon boppuc

[y6ait Bo MHe — Rendering

the World. 2010.
OpHokaHanbHoe Buaeo. 78’

Cepreit bpatkos
COLLECTI@N. 2005.
®dotorpadpum. Lindpposas
neyvats. |0x15 kaxaas.
Mpeaocrasnero ranepeen
«PupxuHay,
Mockea — JloHaoH

Anekceit byngakos

Crennax.2010.
WNucrannaums.
Pasmepbi BapuaTtuBHbI

Omutpuin BynHbirut.

O, H3-H3, H3-H3. 2009.
OpHokaHanbHOE BMAEO.
3207

MoHa BaramaHy

1 ®noput Tyaop

KoHeeliep no npoussoa-

ctBy 6yayuiero. 2010.
Wucrannauyma. Ctonsl,
BUAEOKacCeTbl, BUAEOMEHKa,
MeTaIn4ecKme LWecTb,
6aHHep c nevaTHbIM U306pa-
xeHueM. PasMepel BapuaTUBHbI

MoHa BatamaHy

1 ®nopun Tyaop
[NpubasoyHas cTouMoCTb.
2009. OgHokaHanbHOe
Buaeo. 4'30”

Butanuin Bonosuy

Konnekuus. 1995.
BbicTaBouHble konmmn 2010:
6yMara, KcepoKcHas neyarb.
8 nucrtoe. 21x30 kaxabiin.
OpwruHanel npuHagnexar
Myszeto ncropum
Ekatepun6ypra

XKehs JemuHa

be3s Haseanua. 2010.
Mucrannauma. Jepeso,
akpwn. PasMepbl BapuatmeHb!

Metep [obait

Apxanyeckuit Topc

(Archaikus torzo).1971.
[okyMeHTanbHbI GunbM.
35 mm, ff./u/6,31".
lMpouseopcteo: BBS.
Oneparop: JTaitow Konraii.
CueHapwuit: Metep [obait.
MoHTax: AHHamapus
Komnocceu.
[vpekTtop punsbma:
[Obépab Onopw.
3Bykopexuccep:
Muwrean LLinnoww.
BeHrepckuii HaLMoHanbHbIM
KuHoapxwe, byganewr

Ioxmmmu Oypam

Pazrpom. 2005.
OpHokaHansHoe Buaeo. 95°.
MpeaocTaBneHo XyA0xKHU-
koM; Galerie Michel Rein
Paris; Christine Konig
Galerie, BeHa

Baawm 3axapos
CMeLlHble U FPyCTHble
MPUKIIOYEHNA FyNoro
MacTopa. 1996-1998,
2007 (nocTcKpunTyM™).
6 poTorpaduit. Lindposas
neyvatb. 30x50 kaxkgan

Mopuc Meenc

MecHb o reposx. 1932.

®parmeHT punbMa.
BbictaBoyHas konua: DVD. 5.
Opurunan: 35 mm. 50

JTnne Mnune.



List of works displayed
in the exhibition

Yuri Albert
Salons. 2006—-2007.
Audio installation. Appr. 600’

Tarsila do Amaral
Os Operarios (Workers).
1933.
Enlarged reproduction 2010:
Print on banner. 300x300.
Original: Oil on canvas.
150%205.
State Government
Palace Collection, Sao Paulo,
Brazil

Anonymous

Joseph Backstein’s

Facebook page. 2009.
Photographs taken of the
computer screen, printed on

paper

Istvan Bacskai Laurd

Fascination (Igézet). 1963.
Short feature film. 35 mm,
ff./ b&w, 21"
Production: BBS.
Cinematography:
Janos Toth. Written
by Janos Téth,
Istvan Bacskai Lauro.
Edited by Zoltan Kerényi,
Mihaly Morell.
Production manager:
Lajos Gulyas.
Sound engineers: Janos
Arato, Gyorgy Pintér.
With the participation
of Kohaszati OZDI Miivek /
Ozd Metallurgical Works.
Music performed by
Sepsey String Quartet,
Szécsi String Quartet.
Composer: Péter E6tvos.
Starring: Miklés Mészoly.
Hungarian National Film
Archive, Budapest

Pablo Baen Santos

Comeprador. 1978.
Enlarged reproduction 2010:
Print on banner. 300x300.

Original: Oil on canvas. 92x99.

National Museum of the
Philippines, Manila

Yael Bartana

Summer Camp. 2007.
Two-channel video
installation. 12’.

Courtesy of Annet Gelink
Gallery, Amsterdam

Guy Ben Ner
Stealing Beauty. 2007.
Single-channel video. 17’

Blue Noses
The Mystery of the Missing
Proletariat: Whatever
Happened to Strike and
The Prize? 2010.
Single-channel video, project
documentation.
Thanks to Uralmashzavod,
Ekaterinburg; M&) Guelman
Gallery, Moscow

Christian von Borries

The Dubai in Me —Rendering

the World. 2010.
Single-channel video. 78’

Christian von Borries
Update: Workers Leaving
the Factory (part of the
film The Dubai in Me -
Rendering the World).
2010.

Single-channel video

installation, sheets of

paper. 3’

Sergei Bratkov

COLLECTI@N. 2005.
Digitally printed
photographs. 10x15 each.
Courtesy of the Regina
Gallery, Moscow — London

Alex Buldakov

The Shelving. 2010.
Installation. Dimensions
variable

Dmitry Bulnygin
Hai ne ne, ne ne. 2009.
Single-channel video. 3'20”

Afanasy Chepkasov

For Future Generations.

1989.
Oil on canvas. 60,5x80.
Collection Evgeny Roisman,
Ekaterinburg

Olga Chernysheva

Rehearsals. 2007.
Single-channel video
installation. 7°.

Courtesy of the artist and
Galerie Volker Diehl, Berlin

Anetta Mona Chisa
& Lucia Tkacova
All Periods in Capital.
2007.
Project documentation:
photograph.
Courtesy of the artists
and Christine Konig Galerie,
Vienna

Anetta Mona Chisa

& Lucia Tkacova

Dialectics of Subjection #4.

2006.
Single-channel video.12'56”.
Courtesy of the artists and
Christine Konig Galerie,
Vienna

Chto Delat

The Tower: a Songspiel.

2010.
Single-channel video. 36’.
Whose city is
this? newspaper
Story by Dmitry Vilensky
and Tsaplya (Olga Egorova).
Directed by Tsaplya.
Written by Chto Delat.
Music by Mikhail Krutik.
Choreography by Nina
Gasteva, Mikhail Ivanov,
and Tsaplya.
Scenography by Dmitry
Vilensky and Gliuklia
(Natalia Pershina).
Filming and lighting by
Artem Ignatov.
Edited by Dmitry Vilensky
and Tsaplya

Alice Creischer,
Max Jorge Hinderer,
Andreas Siekmann
How can we sing the song
of the Lord in an alien land?
The Potosi Principle
(A Boite-en-valise
exhibition). 2010.
Installation. Foils,
cardboard, suitcase, filament.
Dimensions variable

Zhenya Demina

Untitled. 2010.
Installation. Wood, acrylic.
Dimensions variable
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PesynbTat MHOXecTBa

seLyein. 1998.
PekoHcTpykuwma 2010.
WHcrannauua. Kupnny,
6aHKHOTbI. PasMepbl
BapUaTUBHbI

Mnba n DMunua Kabakosbl

Tpy6a.2010.
MepdopmaHc, HcTannauma,
BUAEOLOKYMeHTaLus
nepcpopMaHca

Hukura Kagan

1 Anekcangp bypnaka

HoBoo6pazosanus. 2010.
Mucrannauma. Paxepa,
LiBETHas neyvatb Ha GyMare.
8 npunToB, d =150 kaxapIi.
2 npunTa, 100x100 kaxabIi

Depop KameHckux
70 net Tpyna v nobeg.
1985-1987.
Opranurt, Macno. 73,5x121
(B cety). Cobpanue EBrenus
PoitamaHa, Ekatepun6Gypr

Anetta MoHa Kuwa

n Jrounsa Tkavyosa

Bce Touku «Kanutanay.

2007.
[JokyMeHTaums npoekTa:
¢doTorpacus, undpposas
nevarb.
MpepocrasneHo aBTopamu u
Christine Kénig Galerie, Bena

Anetta MoHa Kuwa

n JTrouns Tkavosa

[Ouanektuka 3asucumMocty.

Ne 4.2006.
OpHokaHanbHoOe BMAEO.
12’56”. MNpepocraenexHo
aeTopamu 1 Christine Konig
Galerie, Bena

AHppeac 3MKMaHH,
Anuca Kpaiiwep,
Makc Mopre Xunaepep
Kak HaM netb necHb
[ocnogHto Ha 3eMne
Yy>xxoit? MpuHumn
MoTocu (BbicTaBKa B
Ayxe boite-en-valise).
2010.
WNucrannaumsa. Qonbra,
KapTOH, YeMOZaH, TKaHb.
PasMepbl BapuatuBHbI
MakeT KaTanoXHbIX CTPaHML,
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¢ penpoayKumamMm pabot
36urHesa Jnbepsl
u3 cepuu «lMo3nTuebI».
2002-2003.
MpepocrasneHo ranepeeit
Atlas Sztuki, JToass

Hapoa Jluzap

iHirst (13 cepuu

iArtistLondon). 2009.
Ckynbntypa. [nactukosas
MOAENb YeNIoBe4eCcKkoro
Yepena, cTpasbl (8601 wr.),
K/eM, KUCTb, MUHLET,
cepebpsHas kpacka,
MHCTPYKLWMK no cbopke

PoMan MuHuH

O nonwutuke. 2008.
YBenuueHHas penpoayKuus
2010: neyatb Ha 6aHHepe.
300%300. OpuruHan: xoncr,
akpwun, amans. 80x100.
BnarogapHocTb ranepee
VOLGA art gallery, Mocksa

Anppeit MoHacTbIpckm

Kanan podjachev.

2009-2010.
8-KkaHanbHas
BU/ICOMHCTANNALMA

Pabus Mpy>

A cky4ato no cTapbIM 311bIM

BpeMeHaM. 2010.
WNuctannaumsa. TekcTbl
M N306paXkeHMns Ha CTeHe.
Pasmepbl BapuatuBHbI

Cunpuan Mypeluan
LLlaxTepsl, caxatoLme
LBeTbl Ha YHUBEpCUTETCKOM
nnowaau. 2005.
YBenuueHHas penpoayKuus
2010: xoncT, nevatsb.
200x150. Opurunan: xoncr,
akpun. 170x140. YactHoe
cobpaHue, byxapect

[Hevimantac Hapksasustoc
Onektpenait. 2001.
OpHokaHanbHoe Buaeo. |7’

HeusBecTHbIt aBTOp

TopxecTBeHHOe OTKpbITUE

ropoaa bpasunua, Ha

3a/lHeM nnaHe — ABopel|,

«[Mnananetox. 21

anpens | 960.
®otorpadpus. CopeMeHHas

PYC Cnucok nponsseaeHwii, NpeACTaBleHHbIX Ha BbICTaBKe

umdpoBas neyatb.
MNpepocrasneHo DePHA
Collection - Director’s
Office of Historical and
Artistic Partimony

of the Federal District,
Bpasunua, bpasunua

Amweit HiopeH6epr
YnapHuk-usobperarens
Makapos.
Hauano 1930-x.
Konus 2010: xoncT, Macno.
130%90. Opurunan: xoncr,
macno. 130x90.
ExaTepuHOGyprckuii Myseit
1306pasmnTeNbHbIX UCKYCCTB

Muxann Oxutosuy

Cxema Ne 4. [eueHTpauus

KBapTUpbI, KOTTeAXa

(coumanbHas). 1929.
YBenn4eHHbI pUCYHOK Ans
xypHana «CoBpeMeHHas
apxutektypa» (1929).
WNucrannauma 2010.
BnarogapHocTs poHay
«Pycckuit aBaHrapa», Mockea

Apaiia PacaxapmpepHcyk

«CobupatenbHuLbl

konocbes» Munne

U Taiickue epMepsl

(v3 cepum «[ge nna-

HeTbI»). 2008.
OpHokaHanbHoe BUAEO.
14°28”

MoxanHec Maynb PeTep.
HeonunbepanbHas
KpuTU4HoCTb. 2010.

3 npunTa. | 19x84 kaxapiit

[Obépan Canain
nJlacno Butesu
OTKpbITHE NaMATHMKA
(Leleplezés). 1979.
[okyMeHTanbHbIM punbM.
16 mm, ff./4/6,82".
MNpouseogcteo: BBS.
Onepatopsi: AHow MNysAw,
Depeny, Man, Angpaiu
Metepdu, JTacno Mopouu.
CueHapwit: pépan Canai,
Jlacno Butesn.
Montax: Obépan Canai.
[vpekTop punsbma:
Anow boauw.
3ByKOpexuccep:
Bena MNpoxacka.

BeHrepckuii HaumMoHanbHbIN
KuHoapxwus, byaanewt

Ipynna «CuHue HockI»
Mponerapckuin getekTus.
Kyna nponanu «Crauka»
n «Mpemua»? 2010.
OpHokaHanbHoe BUAEO,
ZIOKyMeHTaLA NpoeKTa.
BnaropgapHocts OAO
«YpanmMalusaBogy; ranepee
M&IO lenbMaH, Mockea

LLlon CHanpep
BbicTaeka. 2008.
OpHokaHanbHoe Buaeo. 6’59”

Mpanut Coit
3aMeTKM O pa3BUBALOLLMXCA
cTpaHax. Yactb nepsas.
KyMapTynbckuit ne4atHuk:
0 HabntofeHUK 3a TPYAOM
1 O ero penpeseHTaLmm.
2010.

Cnaig-woy. 80 cnangos

Mnagex CtunuHosuy
XynoxHuk 3a paboToit.
1978 -1993.
Mevats 2010: 8 poTorpaduii.
20x30 kaxkgas

Aspeit Tep-OraHbsH
KapTuHbl ans Myses,
nepepucoBaHHble
aHOHUMHbBIM XY0XKHUKOM
ANA BbICTaBKM «YAAPHUKM
MOGUMbHBIX 06pazoBy.
2010.

Xoncr, Macnio. 8 kapTuH.

Ot20%30 go 4050

[Hasua Tep-OraHban

Mepanu kak konbA,

pynu kak Tomarasku. 2009.
WHctannauma. Xonct, akpun.
210x600

XapyH ®apoku

Bbixoa paboumx

¢ pabpuku: oanHHagLATL

necatunetuir. 2006.
| 2-kaHanbHasA BUAEOUHCTAN-
nauus. 36’. NMpepocTasneHo
Harun Farocki
Filmproduktion

[sHnen ®aycr
CunukoHn. 2010.
WHcTannauwma us 6 poTorpa-



Péter Dobai
Archaic Torso
(Archaikus torzé). 1971.
Documentary film.
35 mm, ff./ b&w, 31".
Produced by BBS.
Cinematography:
Lajos Koltai.
Written by Péter Dobai.
Edited by Annamaria
Komlossy.
Production manager:
Gyorgy Onadi.
Sound engineer:
Istvan Sipos.
Hungarian National Film
Archive, Budapest

Jimmie Durham

Smashing. 2005.
Single-channel video. 95’.
Courtesy of the artist; Galerie
Michel Rein, Paris; Christine
Konig Galerie, Vienna

Harun Farocki
Workers Leaving the
Factory in Eleven Decades.
2006.
12-channel video
installation. 36’.
Courtesy of the Harun
Farocki Filmproduktion

Daniel Faust

Silicon. 2010.
Installation of 6 photographs.
Archival pigment print.
| photograph 127x190.5.
5 photographs, 127x85 each.
Linear length appr. 725

Cao Fei

cosPlayers. 2004.
Single-channel video. 8'.
Courtesy of the artist and
Vitamin Creative Space,
Guangzhou

Mario Moreira Fontenelle
Construction workers
commemorating Worker’s
Day at the Esplanade of
ministerial buildings,
Brasilia. It of May
1957~ 1960.
Photograph. Contemporary
digital print.
Courtesy of the ArPDF
Collection - Public Archive

of the Federal District,
Brasilia, Brazil

Mario Moreira Fontenelle
Workers celebrating the
end of construction of
Brasilia, Planalto Palace in
the background. 1960.
6 photographs.
Contemporary digital print.
Courtesy of the ArPDF
Collection — Public Archive
of the Federal District,
Brasilia, Brazil

Joris Ivens

Song of Heroes. 1932.
Fragment. Exhibition copy:
DVD.5.
Original: 35 mm. 50’

Christian Jankowski

Tableau Vivant. 2010.
Single-channel video. 31°42”.
Courtesy of Klosterfelde,
Berlin; Lisson Gallery,
London; Friedrich Petzel,
New York

llya & Emilia Kabakov

Trumpet. 2010.
Performance, installation,
video documentation of
performance

Nikita Kadan and

Alexander Burlaka

Neoplasm. 2010.
Installation. Plywood, color
print on paper. 8 prints,
d=150 each. 2 prints,
100x100 each

Fedor Kamenskikh

70 Years of Labor and

Victories. 1985-1987.
Qil on cardboard. Unframed
size 73.5x121.
Evgeny Roisman Collection,
Ekaterinburg

Kolumne Links
Cumulative Indictment.
2010.
Installation. Collage, digital
prints on paper, table, chair.
Dimensions variable

Catalog layout featuring
reproductions of works by

Zbigniew Libera from the
series Positives,
2002-2003.
Courtesy of the Atlas Sztuki
Gallery, Lodz

Naroa Lizar

iHirst (from the series

iArtistLondon). 2009.
Sculpture: plastic human
size skull, crystal beards
(8601 pieces), glue,
paintbrusg, tweezers,
silver paint, instructions

MeineAkademie
(MyAcademy)
Gliickwiinsche
(Congratulations). 2005.
Single-channel video, project
documentation. |3’

Roman Minin
On Politics. 2008.
Enlarged reproduction
2010: Print on banner.
300x300.
Original: Acrylic and
enamel on canvas. 80x100.
Thanks to the VOLGA art
gallery, Moscow

Andrei Monastyrsky

podjachev’s Channel.

2009-2010.
Eight-channel video
installation

Rabih Mroué
| miss the bad old days.
2010.
Installation. Texts
and images on the wall.
Dimensions variable

Ciprian Muresan
Miners planting flowers

in University Square. 2005.

Enlarged reproduction 2010:
Print on canvas. 200x 150.
Original: Acrylic on canvas.
170x140.

Private collection, Bukharest

Deimantas Narkevicius
Energy Lithuania. 2001.
Single-channel video. |7’

Amshei Nurenberg
Makarov, Shockworker

List of works displayed in the exhibition ENG

and Inventor. Early 1930s.
Exhibition copy 2010:
Oil on canvas. 130x90.
Original: Oil on canvas.
130x90.
Ekaterinburg Museum of
Fine Arts

Mikhail Okhitovich
Diagram #4. Decentration
of an Apartment and
Cottage (Social
Decentration).
Enlarged drawing from the
magazine Contemporary
Architecture 1929.
Installation 2010.
Thanks to the Russian
Avant-garde Foundation,
Moscow

Johannes Paul Raether
Neoliberal Criticality.
2010.

3 prints on paper.

| 19%84 each

Araya Rasdjarmrearnsook
Millet’s The Gleaners and
Thai Farmers (from the
series The Two Planets).
2008.

Single-channel video. 14'28”

Sean Snyder
Exhibition. 2008.
Single-channel video. 6’59”

Praneet Soi
Notes on
Underdevelopment. Part |.
The Printer from Kumartuli
- on the observation and
representation of labor.
2010.

Slide show. 80 transparencies

Hito Steyerl
In Free Fall. 2010.
Single-channel video. 32’

Mladen Stilinovi¢

Artistat Work. 1978.

Exhibition prints 2010:
8 photographs. 20x30 each

Gy®orgyi Szalai and
Laszl6 Vitézy
Unveiling (Leleplezés).
1979.

297



¢uit. ApxvBHaA NUrMeHTHas
neyatb. | potorpacus
127x190,5.

5 poTorpaduit, 127x85
kaxaasn. JInHeliHbIM pasmep
okono 725

Llao ®eir

cosPlayers. 2004.
OpHokaHanbHoe BMAaeo. 8.
MpeaocrasneHo aBTopom
n Vitamin Creative Space,
lyaHuxoy

Mapuo Mopeiipa
®DoHTeHenne
Pa6ouve npasgrytor
OKOHYaHWe CTPOUTENbCTBA
ropopa bpasunua, Ha
3aZHeM nnaHe — gsopel|
«lMnanansto». 1960.
6 potorpacuii.
CoBpeMeHHas uudpposas
neyats. MpegocrasneHo
ArPDF Collection — Public
Archive of the Federal
District, bpasunua,
Bpasunua

Mapuo Mopeiipa
DoHTeHenne
Crpoutenu otMevatoT
[eHb TpyAamMxca Ha
ScnnaHage y npaBuTenb-
CTBEHHbIX 3[aHUN,
Bpasunua. | mas
1957-1960.
®Dotorpadus. CoppeMeHHas
undpoBsas nevartsb.
Mpeaocrasnerno ArPDF
Collection — Public Archive
of the Federal District,
Bpasunua, bpasunua

Adanacuit Henkacos

[Ons notomkoe. 1989.
Xonet, Mmacno. 60,5x80.
CobpaHue Eerenus
Poitsmana, Ekatepun6ypr

Onbra YepHbiwesa.

Penetuuun. 2007.
OpHokaHanbHas BUAEOUH-
crannauma. 7°. NpepocTas-
nexo asTopom n Galerie
Volker Diehl, bepnun

Konnektue «MT1o genatby

Bawhs (3oHrwnune). 2010.

OpHokaHanbHoe Buaeo. 36’.
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lazerta «Yein 310 ropoal»
Npes punbma:

Bunetckuin Imutpuii u Llanna
(Onbra Eropoga).

Pexwuccep: Lianns.
CueHapwuit: «4To genatby.
Mysbika: Muxaun KpyTuk.
Xopeorpadwms: Huna Macresa,
Muxaun NeaHoe n Llanns.
[exopauum:

Omutpuin BuneHckuin

un miokna

(Haranbsa MepLunna).

Kamepa u cser:

ApteM UrHatos.

MoHTax: Jmutpuit
BuneHnckuin n Llanns

Xuro LLteitepnb
B ceoboaHOM nagexmm.
2010.

OpHokaHanbHoe Buaeo. 32’

Kpuctunan Ankoscku

Tableau Vivant

(>Kueas kaptuHa). 2010.
OpHokaHasbHOe BUAeo.
31’42”. Mpepocrasnexo
ranepeamu Klosterfelde,
Bepnun; Lisson Gallery,
JMonaon; Friedrich
Petzel, Hblo-l7lop|<

Kolumne Links
CyMMapHoe o6BUHeHMe.
2010.
WHuctannauymsa. Konnaxu,
AMMUTanbHbIE MPUHTBI Ha
6yMare, cTon, cTy”.
Pa3MepbI BapnaTuBHbI

MeineAkademie
(MosaAkaaemus)
Gliickwiinsche
(Mosppasnenus). 2005.
OpHokaHanbHoOe BUAEO
1 [OKyMeHTaums npoekra. |3’

PYC Cnucok nponsseaeHwii, NpeACTaBleHHbIX Ha BbICTaBKe



Documentary film.16 mm,
ff./ b&w. 82’.

Produced by BBS.
Cinematography:

Janos Gulyas,

Ferenc Pap, Andras Péterffy,
Laszl6 Poros.

Written by Gyorgyi Szalai,
Laszl6 Vitézy.

Edited by Gyorgyi Szalai.
Production manager:
Janos Bodis.

Sound engineer:

Béla Prohaszka.
Hungarian National Film
Archive, Budapest

Taller E.P.S. Huayco/

Francisco Mariotti,

Lorenzo Bianda

Arte al Paso. 1981.
Single-channel video. 30°46.”
Courtesy of Francisco
Mariotti

Avdei Ter-Oganyan

Paintings for a Museum,

repainted by an

anonymous artist for the

exhibition Shockworkers

of the Mobile Image. 2010.
Oil on canvas. 8 paintings.
20%30 to 40x50.

David Ter-Oganyan
Pedals like spears and
steering wheels like
tomahawks. 2009.
Installation. Acrylic on
canvas. 210x600

Unknown photographer
Opening of Brasilia,
Planalto Palace in the
background. 21+ of April
1960.
Photograph. Contemporary
digital print. Courtesy of the
DePHA Collection -
Director's Office of Historic
and Artistic Patrimony of the
Federal District, Brasilia,
Brazil

Mona Vatamanu

& Florin Tudor

Production Line for

the Future. 2010.
Installation. Tables,
videocassettes, video

tape, metal rods, printed
banner.
Dimensions variable

Mona Vatamanu

& Florin Tudor

Surplus Value. 2009.
Single-channel video. 4'30”

Vitaly Volovich
Collection. 1995.
Exhibition copies 2010:
Paper, 8 Xerox prints.
21x30 each.
Originals: Ekaterinburg
History Museum

Lin Yilin

The Result of alot

of Pieces. 1998.
Reconstruction 2010.
Installation. Brick, bank
notes. Dimensions variable

Vadim Zakharov
The Funny and Sad
Adventures of the Foolish
Pastor. 1996—-1998, 2007
(postscript).
6 digitally printed
photographs. 30x50 each
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UcTounnkn nony4eHua VIJ'IHIOCTPaLWIVI

MnntocTpaumm, He ykasaHHble B CMIUCKE, MOJTy4€eHbI U3 OTKPbITbIX UCTOYHUKOB.
Nnn.2 EkatepuHbGyprckuii Myseit U306pasuTenbHbIX UCKYCCTB
Mnn. 3 Annet Gelink Gallery, AMcTtepaam
Mnn.4,5,7 BeHrepckuit HaUMOHaNbHbIM KMHOApxuB, ByaanewT
Mnn.6,8  Myseit kuHo CeepanoBckoit kuHocTyaum, Ekatepunbypr

Mnn. 9 locynapctBeHHoe cobpaHue [NpasutenscTeeHHoro gsopua, Can-lMayny;
¢doTorpad Pomyno @banbantm

Wnn. 10 HaumoHanbHbiit Myseit @unmnnun, Manuna

Mnn. 11,12 cobpanue Esrenus Poismana, Ekatepun6ypr

Wnn. 13 Cunpwuan MypetuaH

Wnn. 14 Poman Munun 1 lManepes Hesasucnmoro uckyccrea Antin’s Collections, Kues

Wnn. 15 Harun Farocki Filmproduktion

Mnn. 16 [eiimanTac Hapkasuutoc

Mnn. 17,18 DePHA Collection, Director’s Office of Historic
and Artistic Patrimony of the Federal District, bpazunus
Mnn. 21 AHnppeac 3MKMaHH
Mnn. 23 Dpancucko MapuroTTin
Mnn. 24 LLlon CHainpep
Mnn. 25 Apaiia PacaxapmpepHcyk
Nnn. 26 Cepreit bpatkos u ranepes «Puaxunay, Mockea — JToHgoH
Wnn. 27 Myszeit uctopum Ekatepunbypra
Mnn. 28 JTuHe Vinnne
Mnn. 29,43 MoHa BatamaHy u @nopun Tygop
Mnn. 30 Hukuta Kagan n Anekcangp bypnaka
Mnn. 31,32 36urnes Jlnbepa n ranepes Atlas Sztuki, JToasb
Mnn. 33 [Hasupa Tep-OraHban
Mnn. 34 [shuen ®aycr

Wnn. 35 Onbra YepHbiweea u Galerie Volker Diehl, Bepnun
Nnn. 36 Mpanut Coit

Mnn. 38 ®DoHp «Pycckuit aBaHrapa», Mocksa

Mnn. 39 lain ben Hep

Wnn. 40 Mnagen CtunuHoBuy

Mnn. 41,42 Anetta Mona Kuwa u Jlioumns Tkavoea; Christine Konig Galerie, Bena
Mnn. 45 Bapanm 3axapos

Nnn. 46 Llao ®eit n Vitamin Creative Space, l'yaH4xoy
Wnn. 47 Kens JemuHa
Mnn. 48 Mnba v Smunua Kabakosbi

Wnn. 49 Ooxummun Oypam; Galerie Michel Rein, Mapux; Christine Konig Galerie, Bena
Mnn. 50 Anekceit byngakos

Mnn.51 Klosterfelde, Bepnur; Lisson Gallery, JTongon; Friedrich Petzel Gallery, Huto-Mopk
Mnn. 52 Hapoa J1uzap; potorpac DpHo PaiitaHen

Mnn.53 Asgeit Tep-OraHbsH

WMnn. 55 MeineAkademie

Wnn. 57 KosinektTus «4to genatby»

Mnn. 58 Moxannec Mayns Petep

Mnn. 60 Pabusa Mpys

®doTorpadun konnaxei B 35aHUM

Tunorpadum «Ypanbckuit pabouninn Bnapucnae Edumos, Angpeit Iyt
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