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Beyond Stereotypes

Your studio can be everywhere / Meir Agassi /

The conclusive formula, that a demand gives rise to offer in the Caucasian context
can be stated as: good offer gives rise to demand.

Anyhow, we did not carry out any special research on the subject of actuality of
contemporary art magazine in the South Caucasus. Nobody will argue that the
similar magazine is utterly crucial, though.

The epoch of search and revelation in the speeded up mode is still on.
Our adaptation to instant sensations and upheavals increases the quality of
overcoming the time bar.

And swear by him ...... that there should be time no longer /revelation X.6/.

The preceding heroic millennium remains in the historical context of the past. The
characters of novelty are not yet defined, but the tendency of creation of a new
essence is pronouncedly dynamic.

Art or that which constitutes this phenomenon, as a prejudice-free experimental
space makes possible the most unexpected suppositions.

Precisely in this global creative ‘studio’ emerges that which may be realized in the
future not only in science or technologies but also in relations among people.
Today satiated with a number of stereotypes in all spheres of human activity

we are standing at the crossroads facing the alternatives either mastication of
surrogates or winning new values new possibilities and the establishment of a
new, daring epoch without stereotypes.

lliko Zautashvili

BHe Ctepeotnnos

Heocnoprmasa ¢opmyaa, 4To CNpoc POXAAET NPEANOXEHUE B KaBKa3CKOM
KOHTEKCTE MOXET ObITb CHOPMYAMPOBAHa TakK: XxopoLlee NPeANOXEeHWe HaBepHsaKa
pOXAQEeT crnpoc.

Tak UAM MHauYe, Mbl HE MPOBOAUAM KaKMX AMOO UCCAEAOBAHUI Ha NpeAMeT
AKTyaAbHOCTM XypHana 0 COBPEMEHHOM UCKycCTBe Ha KOxxHoM KaBkase. Xota
HUKTO He CTaHET CMOPUTb, YTO NMOAODOHbIN XypHaAA abBCOAOTHO HEOOXOANM.

3roxa NOMCKOB 1 OTKPbITUIA B PEXMME MPEAEAbHOTO YCKOPEHUS BCE eLlé
NPOAOAXAETCS.

Halwa apanTMpoBaHHOCTb K EXEMUHYTHO NepexmnBaeMblM CEHCaLMAM U1
NOTPACEHUAM YBEAMUMBAET KAUeCTBO NPEOAOAEHWS Bapbepa BPeMEHH.

- M KASIACA ............ UTO BPEMEHMU yXe He byaeT. /Anokaauncuc, X, 6./

I‘IpeAblAyu_Lee reponyeckoe TbicavyeneTne nepexnBaeTca B UCTOPUHECKOM
KOHTEKCTE MPOLUAOTO U XOTS MPU3HAKM HOBOTO MOKa UYTO HE COBCEM OMNPEAENEHbI,
TeEHAEHUMA (bOle/IpOBaHVIH HOBOTIO COAEPXaHUA I'IOALIépKHyTO ANHAMUYHa.
MckyccTBO, MAM TO U3 YEro CEroAHSA COCTOMT 3TOT GEHOMEH, Kak cBOHOAHOE OT
NPEAPACCYAKOB KCNEPUMEHTAAbHOE MPOCTPAHCTBO, AEAAET BO3MOXHbIM CaMble
HEOXMAAHHbIE MPEAMNONOXKEHUS.

MMeHHO B aToW robanbHOM TBOPUECKOW MaCTEPCKOIM 3apoXAaeTcs To, UTo
MOXeET ObITb OCYLLECTBAEHO B OyAYLLIEM HE TOABKO B HAayKe M TEXHOAOTUSAX, HO U B
OTHOLLUEHUAX MEXAY AFOABMN.

CeroaHs NpechlLLeHHbIe MHOXECTBOM CTEPEOTUNOB BO BCEX Chepax YEAOBEUYECKOM
AKTUBHOCTU, Mbl CTOMM Ha pacnymﬁ nepea Bbl60pOMZ WUAU CAMOAOBOAbHOE
nepexeéBbiBaHWE CypporaToB, MAW 3aBOEBaHWE HOBbIX LLEeHHOCTEN, HOBbIX
BO3MOXHOCTEW, YTBEPXAEHWE HOBOWM CMEAOI 3noxu 6e3 cTepeoTUnos.

NAnko 3ayTaluBuAn
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THE ART WORLD:
WHERE DO WE STAND?

V Bedri Baykam
www.bedribaykam.com
One of the most internationally well known artist and intellectuals, Bedri Baykam was born
in 1957, in Ankara, Turkey.
He studied at the Sorbonne University in Paris from 1975 to 1980 and got an MBA degree.
During this time, he also studied drama in L'Actorat, Paris. He lived in California during the
years 1980-1987, studied painting and film-making at the California College of Arts and

Crafts, in Oakland. He returned to Turkey in 1987 and has had his studio in Istanbul since,
still exhibiting worldwide.

International shows flow in front of us here and there. The art wind blows globally just like the current times, although it's effects
remain within the zones of the modest “art world”.

Our planet, in spite of its size, and the drastic time zones, looks more and more like a single country. The whole world follows saga
of the European Union, the bombings in London, the endless mutual daily killings in Iraq, Israel and Palestine.

The shameful war in Iraq, the tragedies of the 11" of september or 15 years down the road, the gulf-war, not “directed” but
“anchored” by CNN and Christian Amanpour allowed the world to follow tragedies simultaneously as well. Added into the drama
were Bosnia and Rwanda. Not that the networks always want to interfere or do something about it, but at least TV channels
gives the global world village the impression, the illusion that “hearts and the human cousciousness” are very much concerned
in what’s happening “over there”, and that there might be somebody doing something about it. Well, not as much if the region
is not called Kuwait, with some oil and a power story squeezed somewhere in between and definitely nothing, if the name of the
invader is called “USA” in the middle east.

The 11" of september has brought an end to this one-way street “American dream” that lived peacefully unless attacked by
floods, fires or earthquakes. Now world news concerns a greater amount of Americans as they fear some jumbo airplanes
entering through their office or their living room walls while browsing through the latest stock-market fluctuations. Just like the
londoners who could care less about children dying in Irag; Now they worry endlessly while taking the tube.

Analyzing the breathtaking spread of the digital revolution and its immediate visual and social consequences | had predicted
in full graphic detail, what happened on september 11 in New York, in my novel “The Bone” published in december 2000, 10
months before (1) On that day my friends started calling me, asking to go to a TV set and to watch the news; “Your novel has
become a reality”. Was | shocked? Yes. Was | really surprised? No. | saw it coming. With the atomistic spread of the information
world, the only way to look to the same direction would be an attack to the largest nation, its largest city, one of its largest
skyscrapers, head on with the largest available plane! This was exactly that my book had predicted, even analyzing the immediate
aftermath with billions of people glued to their seat in front of the TV, watching over and over the moment of “penetration” of the
building by the jumbo plane... It was an hypnotizing image for everybody.

Money and power have no consciousness. Not in politics. Maybe not in art either. It's the world of straight business: merciless,
tearless, fearless. This is a world of all sorts of tycoons.

And we have to put up with all this show of strength, as well as the routine standards of “fait accomplis” in arts, in politics, in
life.

If you are somebody who -unfortunately- has a brain that thinks, you will be besieged from all slides. And you will have no other
choice but fighting at all times. You will have to learn to be a multifaceted man. This is what happened to us in Turkey.

We had to fight against undemocratic laws or groups in our country.
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We had to fight against the western imperialist and colonialist hegemony in the Arts.

We had to fight with the raise of Islamic fundamentalism and totalitarian regime seeking political groups, to preserve our freedom
and integrity.

We had to fight against enemies of the modern Turkish republic founded by the great revolutionary Mustafa Kemal Atatlrk.

And also

We had to fight in the international art scene against the prejudice held by the western so called “Cultural Institutions-Museums”
towards non-western artists and the arts in the “developping nations”.

We had to fight against conservative groups in our own country who kept spreading the idea that modern and contemporary arts
were nothing important and was wasted time, detracting from our long cherished historical folkloric and established local art.
We had to fight against conservative art movements who spread the word that all experimental contemporary art was derived
from the west and meant nothing,.

We had to fight against bureaucratic obstacles, get organized in this respect, by founding the Turkish extension of “International
Plastic Arts Association linked with AIAP in Paris.

We had to have more than one face, more than one title, more than one goal, more than one job or one image. Our western
colleagues, didn’t need to struggle for the unity in their land, their democratic rights, their freedom, their modern museums,
their potential collectors, their peacefull existence... For them life has been a “struggle” of being accepted in more prestigious
galleries, collections, museums for having more and more publications and books and advertising their art, for increasing their
participation in the international art fairs, bienals, manifestos, Venice, Documenta, etc.

In 1983 while a big show on new-expressionism was being mounted at the San Francisco Museum of Modern Art, | noticed
through bitter personal experiences, not only how racist and prejudiced museum curators and directors could be, but also how
wrongly and erroneously the word “international” had been used all along used in those exhibits. The inclusion of artists by 5 big
western passports, was enough to label a show as international for the western institutions. Besides that, they were almost totally
closed to all communications, didn’t want to hear meet or read anything that had to do with the recent contemporary culture of
the “developping” nations. They were only interested -at best- with the Incas, the Ottoman Empire or the Aztecs, old-ancient art
and culture of “the other” world! It was very easy for me to go back step by step to find out how unfortunately the whole modern
and contemporary art history of the 20™ century was built as the artistic ventures of the 5 big nations, controlling the major art
magazines, auction houses, museums, critics, dealers etc.

In fact, “Modern art history was nothing but a fait Accompli” implicitly led by the west, without any justice, or real interest, or
human/sociological care towards other nations.

My manifesto distributed outside the San Francisco Museum of Modern Art on June 30/July 1, 1984, marked the “step one” of
a long rebellion that was going to be obviously “a long fight”. “Modern Art History is a Western Fait Accompli” was an article first
published in the New Art Examiner, in september 1986. It was the first printing of a long historical ethnical dispute. In 1987 at
the first Istanbul Biennial | even installed a one-meter square voting room “Do Monkeys’ Have a right to Paint?” which meant “Do
non-western artists have the right to do non folkloric contemporary art? “The point was that the west for decades and decades
had been only interested in the ancient cultures and art of other civilizations. It had been building a one-way street art history only
for the rich 5 nations and erroneously trying to have it certified as “The world’s only main artists and movements”.

Everything universal was also quickly copyrighted as western. And everything even coming from the east or the south, was
being fastly copyrighted as “western” once a western artist had used it in his/her works. Looking at past history, examples were
numerous if not to say, endless. It was as if some Mangbetu Zaire art, didn’t belong anymore to its original creator, once it found
its way to Paul Klee, or later to A.R.Penck. They were seen only “anonymous” materials to be used as inspiration source, like a
landscape or a cave.

NEW BOOKS THAT CONTRIBUTE TO THE “MONKEYS” THESIS

In the last 20 years, some other books that largely contributed and enforced my ideas as stated in “Monkeys Right to Paint” were
published. These are “Black Athena” (3) by Martin Bernal and “The Occident and The Others” (4) by Sophie Bessis. Black Athena
proves how western institutions and historians reshaped totally falsely the history of the world to come up with the fiction that
the western world owes nothing to other cultures, besides the Greek culture and that’s about it. The author brings undeniable
evidence on this other history falsification as executed mainly with the start of the 19th century. Sophie Bessis also uses similar
parallel ideas and also reminds how western scientists asserted their theories on how the brain gets bigger and better in mankind
as the color of the skin gets lighter! She also analyzes how relative the different concepts related to power structures and wars
in the world are in light of the zones of interests and immediate benefits of the western countries.

During the same times the art world was going through another transformation: that was the growing importance of “text” in
contemporary art. The art shown around in Museums and trendy galleries in the second half of the 80’s and beginning of the
90’s was cooling off as a reaction to boiling temper of Neo Expressionism. Following Neo-Geo art, some third or fourth generation
followers of Marcel Duchamp invaded the art galleries. “The Post Duchamp Crisis” was the name of a conference | gave which
later added itself as 2" part of my book “Monkeys’ Right to Paint” You would take any object there and place them in the
“art exhibit environment” and they would look like conceptual avant-garde art... There was always a possibility to push those
installations forward by presenting them with a text which had to stand strong and firm as built by stone and steel. The longer the
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text was, the more referential the text was, the heavier and more unintelligible the text was, the better it was!

So by now, we know that there is a supremacy of the western race in the arts, we know that there is a cultural and political ongoing
imperialism. But what about within the center of the seed of the pure art world? Forget frontiers, countries, institutions.

WHO IS RESPONSIBLE OF THE CURATO-EGO?
It's definitely a sad story of our times to see
the art world surrendering without conditions
to this monstrous new system it has created.
Who is responsible for this crime? The museum
directors flood with solicitations that had to pass
it on to somebody? The unspoken sponsorship
system that had to make sure that everything
was well “under control?” The insecurity of the
artists that were ready to jump onto anything
that would select them anywhere? We can
speculate about the answer. But some of the
remarks we can make about the “curated
scene” are definitely already standing out.
There is one thing that the curators forget:
Without the curators, the artworld would
still function, art and artists would still exist.
However without the artists, there is no art
and there is no curator at all. The existence of
the curator is linked to the one of the artist.
Not vice-versa. | think it's something quite
important for them to just keep it in mind.
WHERE DID THE ARTIST GO?

Why have young artists become so willingly
subordinate to the curated world? Or to
the “curatoman” as the Thai artist Nawan
Rawanchaikul states with wit? Why so willfully
surrender the position of the “storyteller” to the
party, the person who was supposed to make
things understandable for the larger audiences
and make artists life easier and explain their
position in the context of the history of art?
The “Curator” today is much less interested
in who he’s showing and where this work
can stand in history as opposed to his own
immediate, very immediate impact. It's his
show before anybody else’s. Artists are mainly
there to contribute with their visuals or their
pre-ordered illustrations to his own ideas and
outlook towards life. The personal story or
history of evolution of the artist doesn’t mean
much to him. It's just some headache data to
collect and throw at the end of the catalogue-
well, that much has to be done although there

is no sincere care.
Bedri

Baykam
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MUP UCKYCCTBA
AE Mbl HAXOAUMCA? www.bedribaykam.com

Beapn bankam

OAMH M3 caMbiX M3BECTHbIX XyAOXHMKOB M MHTEAEKTyanoB beapu bavikam poanrcs B 1957, B AHkape,
Typumsi.

C 1975 no 1980 oH yuuntcsa B YHuBepcutete CopboHHbI B [Mapuxe M noAyyaer cTeneHb mMaructpa. B ato
BpeMS OH Takxe obyyaercs apame B L'Actor at, [Mapux.

C 1980 o 1987 usyyaer XMBOMUChL U pEXMCCYPy B KarupopHurickom Koameaxe McKyccTB U npukAasHoe
nckycctBo B OKAeHAE.

B 1987 roay oH Bo3BpaLuaeTcs B TypumHo M CO3AAET CBOK CTyAMIO B CTambyae, MPOAOAKas BbICTaBASITLCA 10
BCEMY MUPY.

To 3peCb, TO TaM MPOXOAAT MEXAYHapPOAHbIE BbICTaBKU. MICKYCCTBO BCErAa CAEAYET AyXy BPEMEHMU, CTaBsi nepea coboi rnobanbHble
3aAaun, XOTH KAXKETCS, UTO ero BAUSHME OCTaeTCcs B 30HE CKPOMHOIO «<MUPa UCKYCCTB».

Halwa nanaHeta Bce 6oAble M 6oAbLLE HAUYMHAET NMOXOAUTb HA eAMHOE NPOCTPaHCTBO. Becb MUP cAeanT 3a caroit o EBponeickom
Coto3e, B3pbiBaMu B AOHAOHE, KaXXAOAHEBHbIMM YOUicTBaMu B Mpake, U3panae u ManectuHe.

Mo3opHan BoWHa B Wpake, Tpareama 11 ceHTabps, BoMHa B lepcuackoM 3aAauMBe, npenopaHHble Mupy cpeactBamu CNN wm
KpuctraH AmeHnyap, 06ycCAOBAMBAAW Halle OTHOLLEHWE K Tparnyeckon cyabbe Atoaer, BOBAEUEHHbLIX B HUX. BAOOABOK K 3TUM
APpamMam MOXHO OTHecCTU bocHuto u PyaHay.

He 10, 4T066I CMW HaMepEeHHO BMELLMBAAUCH UAW MPEANPUHUMAAN UTO-AMDO, AASI CO3AAHUS BMEYaTAEHUS, UAAKO3WU, TAOBAABHOM
AEPEBHE, UTO «CEepALA U YEAOBEYECKOE CO3HaHWE» OYEHb 3aUHTEPECOBaHbI MPOUCXOAALLMM «TaM», U UTO BO3MOXHO CyLLECTBYeT
HEKTO, HanpaBAAIOLLMIA 3TU COBbITUSA.

XOpOLLO, YTO HE TaK Y MHOIo AeAaeTCst UMK, ECAW PETMOH HE HOCUT Ha3BaHWe KyBeWT ¢ ero 6oratbiMu 3anacamu HedbTv U UCTOpUEN,
1 ONPEAENEHO HUUETO HE AeAalOT, ECAM MMSA 3axBaTuMka Ha CpeaHem Boctoke - CLUA.

11 ceHTABPS MOAOXKMAO KOHEL, 3TOW OAHOCTOPOHHEW YAMUE MOA HasBaHWeM «AMEpPUKaHCKasa MeuTa», Kotopas KOMGOPTHO
noXxuBana, noka He bbina aTakoBaHa HAaBOAHEHUSAMM, NOXapaMK 1 3eMAETPACEHUAMU. Certyac 60AbLLEE KOAMYECTBO aMepUKaHLEB
3aUHTEPECOBAHO MUPOBBLIMWU HOBOCTSIMU, Tak Kak OHM 60ATCA, UTOo6bl Kakne-AMbo CaMOAETbI HE BOPBaAUCH Obl B MX OGUCHI UAU
npoTapaHuUAM CTEHbI UX TOCTUHOM BO BPEMS PA3roBOPOB O KonebaHWAx Ha GOHAOBOM Brpxe. Tak xe, Kak U AOHAOHLLbI, KOTOPbIX
MeHbLUe 3ab0TAT AeTH, yMUpatoLLme B Mpake, 3aT0 OHU 6ECKOHEYHO 03ab0oUeHbI NPK NOE3AKE B METPOMOAUTEHE.

AHaAM3Upys 3axBaTblBaloLLee PacnpoCTpaHeHWEe LMPPOBOM PEBOAIOLMM U €r0 HEMEAAEHHblE BU3yaAbHble M OOLLECTBEHHbIE
MOCAEACTBUS, 51 NPEACKa3aA BO BCEX rpadUUECcKUX AETAAsX, UTO MPon3oLAo 11 ceHTsbps B Hbto-Mopke, B MoeM poMaHe «KocTb»
n3paHHoM B Aekabpe 2000 ropa, 3a 10 mecsiueB A0 Tpareanu (1). B TOT AeHb MO APY3bs HAUaAWM 3BOHWUTb MHE W YroBapuBaTh NONTU
Ha TeAeBUAEHWE W NMOCMOTPETb HOBOCTU. «Balll pomMaH CTan peanbHOCTbO». BbIA AW 1 LIOKMpoBaH? Aa. BbIA AU 5 AEACTBUTEABHO
yaMBAeH? HeT. A Buaen ero npubamxeHune. PacnpoctpaHeHne MHGOpMaLMKM CO CKOPOCTbIO aTOMHOMO B3pbiBa NPEACKa3ano, uto
MWLLEHbIO aTaku cTaHeT camas 6oAbLLas HauKUs, camblii 60AbLLION HEHOCKPED, M caMblit BOALLLONM NaccaXxmupckuii camonet! 31o Bce
TOYHO TaK, Kak NpeACkas3ana Mosi KHWUra. AHaAM3KMpPya MOCAEACTBUA Tpareamu, Kak 3peAvLla AN MUAAMOHOB AOAEN, MPUKAEEHHbIX
K CBOMM TEAEBM30paM, BHOBb M BHOBb HabBAIOA@BLLMX 3@ «MPOHUKHOBEHMEM» B 3A@HME 3aXBAYEHHOr0 CaMOAETa, CTAaHOBUTCA ACHO
- 3TO FMMNHOTU3NPYIOLLIMIA 06pa3s.

AeHbrM U BAACTb HE MMEKT CO3HaHWA. MoAUTMKa Toxe. MOXET U UCKYCCTBO TOXE He MMeeT ero. IT0 MUp ronoro busHeca:
6€e3)XanoCTHbIN, 6ecUyBCTBEHHbIN M HecCTpaLlHbIN. 3TO MUP NPOMBbILLIAEHHbIX MarHaTtoB BCEX COPTOB.

M HaM MPUXOAMTCA MUPUTLCSA CO BCEM 3TMM MOKA30M CUAbI, TaKXE Kak U C PYTUHHBIMW CTaHAAPTaMM «CBepLUMBLUErocs dakTa» B
WCKYCCTBE, MOAUTUKE U B XU3HMU.

EcAM Bbl KTO-TO, KTO, K COXAAEHUIO, UMEET MO3MH, KOTOPbIE K TOMY X€ MHTEHCUBHO paboTatoT, Bac ByayT ocaxAaTb CO BCEX CTOPOH.
W'y Bac He ByaeT Apyroro Beibopa, kak TOAbKO MOCTOSIHHO 60pOoTbCA. BaM NpuUAETCS HayunTbCA CTaTb MHOTOAMKMM YEAOBEKOM. JTO
TO, YTO CAYYMAOCH C HaMU B Typumu.

Ham npuwnock 60poTbCs C HEAEMOKPATUYHBIMU 3aKOHAMMU U TPyNnNaMu B HaLLEeW CTpaHe.

Ham npuwaock 60poTbCs C rereMoHuel 3anaaHbix UMNEPUaACTOB U KOAOHUCTOB B UCKYCCTBE.

Ham npuwwaock 60poTbCsA C NOABEMOM UCAGMCKOIO GyHAGMEHTaAM3MA U TOTAAUTAPHbBIM PEXMMOM B NMOUCKax MOAMTUUECKMX rpynn,
4yT06bl COXPaHUTL Hally cBOOOAY M HEMPUKOCHOBEHHOCTb.

Ham npuwaock 60poTbca NPOTUB Bparos coBpemMeHHon Pecnybanku Typuusi, OCHOBaAHHOM BEAUKMM peBOAtOLIMOHEpOoM MycTadow
Kemanem AtaTiOpKOM.

A Takxe:

Ham npuwaoce 60poTbCA Ha MWPOBOW CLEHE WMCKYCCTBA NPOTMB MPEAPACCYAKOB, TaK Ha3blBaeMbIX 3aMaAHbIX «KYABTYPHbIX
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YupexaeHnii-MyseeB» No OTHOLLIEHUIO K He-3anaAHbIM XyAOXHUKaM U K UCKYCCTBY «pa3BUBatOLLMXCS HaLMM».

Ham npuiaocb 60poThCsi NPOTUB KOHCEPBATUBHBIX FPYNN B Hallen COOCTBEHHOW CTpaHe, KOTOpble NMPOAOAXAAM PacrpoCTpaHATb
MAEI0 O TOM, YTO COBPEMEHHOE MCKYCCTBO — «3TO COBCEM HEBAXHO», W 4YTO 3TO BCEro AULIb NOTEPS BPEMEHMW, YMAAASA 3TUM
B3palleHHOe HaMu ycTonBLIeecs camMobbITHOE UCKYCCTBO M GOAbKAOP.

Ham npuwnaocb 60poTbCA MPOTUB NPEACTABUTEAEN KOHCEPBATMBHOIO MCKYCCTBA, KOTOPbIE PAaCMpPOCTPaHSAAM MAEH O TOM, UTO
3KCNepUMeEHTaAbHOE COBPEMEHHOE UCKYCCTBO MPULLUAO M3 3anapa M HUYEro He 3HAUUT.

Ham npuwaock 60poTbesa ¢ 6IOPOKPaATUYECKUMU NPENSTCTBUSIMA, OCHOBAB TYPELIKOE OTAEAEHUEe «Accolmaumnn MexXAyHapOoAHOro
Maactuueckoro Mckyccrear, cesaszaHHoro ¢ AIAP B MNMapuxe.

Ham npuxoAMAOCh UMETb BOAbLLE YUEM OAHO AULIO, BOABbLLE YEM OAHO Ha3BaHWe, BOAbLLE YEM OAHY LieAb, BOAbLLE YUeM OAHY paboTy
AWM OAMH MMUAX.

Haluu 3anaaHble KOAAETU HE BOPOAMCH 32 EAUMHCTBO UX 3EMAM, 38 CBOM AEMOKpaTUUECKUE NpaBa, CBOK CBOOOAY, CBOU COBPEMEHHbIE
My3€eW, CBOMX NOTEHLMANBHBIX KOAMEKLMOHEPOB, CBOE MUPHOE CYLIECTBOBAHME... AAA HUX XU3Hb Obira «6opbbOI» 3a TO, UTOObI
6bITb MPUHATEIMKU B BOAEE MPECTUXHbIE FAAEPEN, KOAMEKLMU, My3€eU, UToBbl UMETb BoAbLLIE MYOAMKALIMI U KHUT, 4TOObl BOoAbLLE
peEKAAMUPOBATb CBOE UCKYCCTBO, 3a TO YTOObl YBEAUUUTL CBOE YyUacThe B MEXAYHAPOAHbIX apT-ipMapkax, MaHudectax, Venice,
Documenta u T.A.

B 1983 roay, Bo BpeMsi 60AbLLIOIN BbICTaBKM Ha TeMy «HOBbIN 3KCNPECCUOHU3M», KOTOPbIN NMpoBoAUACA B My3ee COBpEMEHHOMO
MckyccTBa B CaH-PpaHUMCKO,  3aMETHUA UTO, HE TOABKO KypaTopbl M AUPEKTOpa My3e€eB MOryT ObiTb NPeaydeXAeHHbIMKU pacucTamu,
HO U HAaCKOAbKO HEMPaBWAbHO M OLUIMOOYHO CAOBO «MEXAYHAPOAHbIM» ObIAO MCMOAB30BAHO TO TaM, TO 3AECb Ha TOM BbICTABKeE.
BKALOUEHKE XYAOXKHUKOB C MSATbIO 3anaAHbIMU Nacnoptamm 6bIA0 AOCTATOUHO, UYTOObI OTHECTM MOKA3 K UMCAY MEXAYHAPOAHBIX AAS
3anaAHbIX yupexaeHWit. Kpome Toro, nouti Bce OHM ObIAM MOAHOCTBIO 3aKPbIThl AA BCEX CPEACTB MACCOBbLIX KOMMYHUKALIMMA,
KOTOPbIE HE XOTEAM HU CAbILLIATb, HY BUAETb, HW UATaTb UTO-TO, UTO UMENO Obl OTHOLLIEHWE K COBPEMEHHOM KYyALTYPE «Pa3BMUBAIOLLMXCS»
Hauuii. OHKM BbIAK 3aMHTEPECOBAHbI — B AydLLIEM cAydae - MHkamu, OTToMaHcKoi Mvnepuen uan AuTekaMiu, CTapUHHBIM UCKYCCTBOM
W KYABTYPOR «pApyroro» Mupa! MHe 6bIA0 OUEHb AETKO BEPHYTLCS HA3aA LLar 3a LWarom U BbISICHUTb, Kak, K MOEMY COXaAEHWLo, BCA
UCTOPUA COBPEMEHHOMO UCKyccTBa XX Beka Bblna MOCTPOEHA M KOHTPOAMPYEMA, B NPOUYEM, KaK U XYAOXKECTBEHHbIE OpPraHU3aLmHu,
apT XypHaAaMu, ayKLUMOHaMK, My3esiMU, KPUTUKaAMU, AMAEPAMU U T.A. NATU BOAbLLKMX HALMIA.

daktnuecku «Uctopusi CoBpemMeHHOro MckycctBar - 3T0 HU UTO MHOE, KaK «CBEPLUUBLLIMIACS GpakT» 6€30roBOPOUHO BO3MAABASEMbIN
3anapom, 6e3 Kakoro-AMbo Hameka Ha CnpPaBEAAMBOCTb MAW PEanbHbI  MHTEPEC, UAW YENOBEUYECKON 3a60Tbl B OTHOLLEHWUMU K
APYrMM HauMAM.

Mow maHudecT, pacnpocTpaHeHHbIM 3a npeaenamun myden CoBpemeHHoro MckycctBa CaH-®paHumcko ¢ 30 MioHA no 1 uioad,
1984 ropa, oTMeTUA «wwar Nel» AAMTEABHOTO COMPOTUBAEHUS, KOTOPbIA AOAXEH ObIA CTaTb «AAUTEABHOM HOPbOOM».

Cratbsi <Mctopua CoBpemeHHoro MckycctBa - 310 3anaaHblit CeeplumBluniics dakm - BnepBble 6bina HaneuyataHa B New Art
Examiner, B ceHTabpe 1986 ropa. 310 H6bira NnepBan NybAMKALMS AOATOrO UCTOPUKO-3TUUECKOTO AuchyTa. B 1987 roay Ha nepBom
6ueHHane B CTambyne A pAaxe YCTaHOBUA KBaAPaTHYHO KOMHATKY AAS TOAOCOBaHUSI B OAMH KBAAPaTHbIA METP C BbIBECKOM «MMetoT
AU npaBo 06e3bsiHbl pUcoBaTb?» (2), UTO 03Ha4Yano <MMeKT AW NpPaBo He 3anapHble XyAOXHWKU CO3AaBaTb HEDOABKAOPHOE
COBpPEMEHHOE UCKyccTBO?» CyTb OblAa B TOM, UTO 3anap B TEUEHUE MHOMMX AECATUAETUHM, WMHTEPECOBAACA TOAbKO APEBHEMN
KYABTYPOW M UCKYCCTBOM APYIMX LMBUAM3ALMIA. OH cO3AaBaA YAULLYY C OAHOCTOPOHHEN MCTOPUEN MCKYCCTBA TOAbKO AAA 5 BoraTtbix
HaUMM 1 NbITaACA NPEACTABUTb UX XYAOXKHUKOB, UX XYAOXKECTBEHHbIE ABUXEHUS KaK «OCHOBOMOAOratoWmMe B MUpeE».

Bce BocnpuHATOE 3anapoM BbICTPO YTBEPXKAAAOCH B NPaBax Kak yHMBepCcanbHoe. U Bce, Aaxe NPULLIEALLIEE C BOCTOKA UAU C tOra,
6bICTPO CTAHOBUAOCH «3anapHbIM», Kak TOAbKO 3anaAHbI XYAOXHWK UCMOAB30BaA 3TO B CBOMX pabotax. OrAsiAbIBasicb B NPOLLAOE,
Mbl BUAMM, UTO TaKWUX NPUMEPOB BbINO MHOIO, ECAU HEe CKa3aTb 0 BHECKOHEUHOM MHOXECTBE. APKUM NPUMEPOM MOXET CAYXMWTb
uckycctBo MaHrbety 3aupe, KoTopoe OO0AbLLE HE MPUHAAAEXANO €70 NepBOHAYaAbHOMY CO3AATEAID, CPA3y Xe MOCAE TOro, Kak
OHO HaXOAMAO CBOM NyTb K Moato Kaee nan Kk A.P TMeHKy. Ero npeACTaBASIAM TOABKO B KaQYeCTBE «@HOHWMHOro» Matepuana AAS
MCMOAb30BaAHUSA, KaK UCTOUHWK BAOXHOBEHWSA, Kak AaHALLAdT MAM NeLlepa.

HOBbIE KHUI'U, KOTOPbIE PACKPbIBAKOT TE3UC Ob «OBE3bAHAX»

3a nocnepHne 20 AeT BbIAM M3AAHBI HECKOABKO KHUT, PaCKpPbIBAKOLLIMX U MPETBOPSAIOWMX B XM3Hb MOW MAEM, KOTOpble OblAu
n3noXeHbI B «[lpaBax 06e3bsiH Ha PrucoBaHue». 310 «YepHan AduHa»(3) MapTtiHa BepHana u « 3anaa u apyrue» (4) Coou becuc.
«YepHas ApnHa» paccKasblBaET, Kak 3anapHble YUPEXAEHUA U UCTOPUKU UBMEHSAAM MUPOBYIO UCTOPUIO C TEM, UTOObI NOKa3aTb, UTO
3anaAHbI MUP HUYETO HE AOAXKEH APYTUM KYABTYpaM, KDOME FpeveCKOn KYALTYPbI.

Codu becuc Takxe UCNOAbIYET NMOXOXME UAEN U HANOMMUHAET O TOM, YTO 3anaAHble YYeHble OTCTauBaAW TEOpWK O TOM, YTO MO3r
YeAOBEKA CTAHOBUTCH BOAbLLE M AyYLLE C OCBETAEHWEM LiBETA KOXM! OHA TaKXe aHaAU3MPYET, HACKOAbKO MHTEPECHI U HEMEANEHHAS
BbIr0OAQ 3aMaAHbIX cTpaH 06yCAaBAMBAIOT POXAEHWE KOHLENLMU KacaTeAbHO BAACTU CTPYKTYP U BOWH B MUpE.

B Te Xe BpeMeHa MUP UCKYCCTBa MPOXOAMA APYTYIO TpaHCOPMaLIMIO: 3TO BbiAa pacTyllan 3HAaUYMMOCTb «TEKCTa» B COBPEMEHHOM
uckycctBe. MCKycCTBO, NOKa3aHHOE B My3esiX U ranepesx pasHblX HanpaBAEHWI BO BTOPOW noroBuHe 80-bix U B Havane 90-bix,
6bINO OXAAXAAIOLLIMM, Kak peakuus Ha KUnawmin xapaktep Heo 3kcnpeccunoHnsma. Caeays Heo-feo UckyccTBy, NocAeAOBaTEAM
Mapcena Atowlama TPeTbero UAM YETBEPTOrO MOKOAEHWMSI 3axBaTWAM apT ranepen. «Kpusuc nocae Alowamar» - Has3BaHue
KOHObEPEHLIMKU, KOTOPOE s AAA el NO3Xe, A0DABUB 3TO KaK BTOPYH YacTb K MOeW kKHure «[lpaBo 06e3bsiH Ha PucoBaHue». Bbl
B3AAM Obl AOOOI 0OBEKT OTTYAA M BCTAaBUAM Obl €70 B «CPeAy 3KCMOHATOB MCKYCCTBA», U OH BbIMAAAEA Obl Kak KOHUENTYaAbHOE
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aBaHrapAHoe MCKYCCTBO... Bceraa 6bina BO3MOXHOCTb NPOABUIaTb MHCTAAAALMM, MOCTPOEHHbIE U3 KaMHS U CTaAW B COYETaHWU C
TEKCTOM, KOTOPbIN XOTb CKOAbKO HUBYAb MOAXOAMA MO COAEPXaHUI0. Yem aAvHHee Bbin TEKCT, TeM OH ObiA pedepaTuBHee, U YeM
TAXEAee U raynee BbiA TEKCT, TeM Ayulle!

Tak uTo Ha A@HHbIM MOMEHT, Mbl 3HAEM, YTO B WCKYCCTBE €CTb MPEBOCXOACTBO 3aNaAHOM pachl; Mbl 3HAeM, YTO CYLLECTBYET U
NMPOAONKAETCA KYABTYPHBIN Y MOAUTUYECKUI UMMEPUarn3M. Ho uTo e MOXHO CKasaTb O LieHTpe 3epHa YMCTOro MrUpa UCKyccTBa?
3abyabTe 0 rpaHuLax, CTpaHax, yupexAeHUsX.

KTO OTBETCTBEHEH 3A KYPATOP-3I0?

OnpepeneHHO, 3TO NevaAbHas UCTOPWS HaLlero BPeMeHU, YBUAETb MUP UCKYCCTBA, MOAYMHSAOLLMICA 6e3 Kakux-AMbo YCAOBUM
HOBOMY MOHCTPY-CUCTEME, KOTOPYHO OH CO3AaA. KTO OTBETCTBEHEH 3a 3TO NpecTynAeHue? AMpeKTopa My3eeB, KOTOPbIX HABOAHSIHOT
HacTonuMBbIMU NpocbbamMu? Be3oroBopoUHas cuctemMa CMOHCOPOB, KOTopas AOAKHA ObiTb YOEXAEHa UTO BCE «MOA KOHTPOAEM»?
OnacHoe NOAOXEHUE XYAOXKHUKOB, KOTOPbIE FOTOBbI MPbIrHYTh TyAQ, A€ UX BblibepyT? Mbl MOXEM pPa3MbILASITE HaA OTBETOM. Ho
HeKoTopble 3aMeyaHus, KOTopble Mbl B COCTOSIHUM CAEAATb KacaTeAbHO «KypUPYEMOM CLEHbI» YXe ONpeAeAeHbl.

EcTb 0AHa BeLLb, 0 KOTOPOW 3abbiBatOT KypaTopbi:
6e3 KypaTopoB, MUpP UCKycCTBa BCe paBHO
6yAeT GYHKLMOHUPOBATh, UCKYCCTBO U XYAOXHUKH
6yAyT cyllectBoBatb. Kak 6bl TO HU 6bin0, 6e3
XYAOXHWKOB HET WMCKYCCTBA W YX MOAABHO HeT
KypaTopoB. CyllecTBOBaHWE KypaTopa, CBsi3aHO
X0Ts1 6bl C OAHUM W3 XyAOXHWKOB, @ He Haob0pOT.
A AymMato, UTo 3TO AOCTaTOMHO AASi TOTO, 4TOObI
NOMHWTb 06 3TOM.

KYAA HAMPABAAETCA XYAOXKHUK?

MoueMy MOAOABIE XYAOXKHWUKMU CTaAk AOBPOBOALHO
MOAUMHATLCH  KOHTPOAID  KypaTopoB,  WAW
«KypaTOMEHOB» - Kak OCTPOYMHO Ha3BaA WX
TaUCKMA  XyAOXHUK HaBaH  PaBaHuaunkyn?
3aueM AOOPOBOABHO CA@BaTb CBOK MO3WULMIO
«pacckasunka» APYrol CTOPOHe, AWLy, KOTopoe
BCEr0 AWLIb AOAMKHO ObIAO Obl caenaTb BeLLM
MOHATHLIMU AAS BOABLLOKM ayAUTOpPWUU U CAeAaTb
XU3Hb XyAOXHWUKOB BOAEE AETKOW U MOMOYb eMy
AOHECTU CBOO MO3ULMIO?

«KypaTop» CeropHs MeHee 3auHTepecoBaH B
TOM, KOrO OH MPEACTaBASIET, U Kakoe MecTo 3Ta
pabota MOXET 3aHATb B UCTOPUM UCKYCCTBA, YTO
NPOTUBOPEUNT ero COBCTBEHHbIM YBEXAEHUAM 1
B3rAsiAAM. JTO €ro LY. XyAOXHWKKU, B OCHOBHOM,
COAEMCTBYIOT 3TOMYy 3apaHee 3aka3aHHbIMW
MAANOCTPALMAMU K CBOMM COBCTBEHHbLIM WAESM
M TOYKE 3PEHUSI OTHOCUTEABHO OKpYXatoLLewn
XU3HU. A\MYHanA XU3Hb U TBOpYECKas 3BOAOLMA
XYAOXHWKa HE 3HAUYWUT HUYEro AAA KypaTopa. 1o
BCEr0 AULLIb AQHHbIE C TOAOBHOM 6OABIO AAR cOOpa
n cbpoca KX B KOHeL, katanora - BOT BCe, YTO
HaAO CAeAaTb, XOT W HET HUKAKOW WUCKPeHHew
3a60Tbl.

(1) «KocTb» (KEMUK) B TypeLKOM Ha3BaHWK, KHura bbina nspaHa
B Aekabpe 2000 ropa nocpeactBom Pyramid Publishing B
Crambyne. OHa BbllAG Ha aHIAMIMCKOM f3blke BecHoi 2005
ropa Toxe nocpeactBom Pyramid Publishing kak «KocTb Ha
AHIAUICKOM>.

(2) beapv baiikam: «MpaBo 06e3baH Ha PrcoBaHwue». Literature
Publishing. UctaHbyAn 1994 roa.

(3) MapTuH BepHan : «MepHas AduHanr.

(4):«3anap n Apyruer» (“L'Occident et Les Autres”). Codu becuc.
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GEORGIA’'S QUEST FOR A PLACE ON V Magda Guruli
THE CONTEMPORARY ART MAP BN

Today after the Rose Revolution Georgia has entered a new phase of its development: the creation of a democratic and civil
society is now the first priority.

Georgia is a country whose natural development was interrupted many times because of its geo-political status.

Georgia entered the 20" century as a fully established democratic state, ready to accede to full independence. It already
demonstrated the democratic tendencies prevailed in most culture and art spheres. However, the Bolshevik aggression of the
Caucasus and the occupation of Georgija that followed in 1921 cast aside the progressive cultural tendencies for a long time.
Unfortunately, this topic is not thoroughly studied and critically evaluated and neither are the contemporary art tendencies that
are connected mostly to the modernism and contemporary art problems.

Today the interest toward Georgia in terms of contemporary art is minimal. Georgia is nowhere to be found as an actual art space
on the world art map of the XX-XXI centuries. There are many reasons for this. The inactivity of political, social-economic bodies,
galleries, museums, educational and non governmental structures is one of the reasons, but the shortage and lack of ambition of
interdisciplinary institutions, curators and art-critics is the other. On all these levels world art processes are ignored. As a result,
there is no social interest for professional curatorial activities. Consequently, most festivals and exhibitions lack conceptual basis,
as well as relevant messages for society.

Very often, it is the person who finds the finances that will determine the artistic event according to his/her own tastes and
criterias, and unfortunately this person is rarely a professional curator.

Current art-initiatives in Georgia still face obstacles specific to post Soviet chaos. These are: the lack of education and information,
the non existence of a clear governmental cultural policy and the general disdain towards the necessity of financing contemporary
art as a socially urgent sphere.

Individual attempts from non governmental art-organizations are chaotic and limited. Meetings, workshops and exhibitions
financed by international organizations and European Union have a definitely superficial character. The events are not held for
the actualization or the broadening of the local art-scene or the deepening of curatorial practice, but for the popularization of
European clichés concerning general behaviour and relations. I’'m not even talking about juggling with topics made up for shows
aimed at European Union experts. All those events don’t have anything to do with reality.

Against such background and the retrogression of a part of society, artists and art groups in Georgia lead quite intensive and
creative lives. Here are some of the successful group exhibitions having taken place in the last 15 years that entered the
western art space with a worthy message Among them were: ‘Georgia on my mind’, Museum Friedericianum, Kassel, and Dumont
Kunsthalle, Cologne, (curated by Hubertus Gassner), ‘Heat and conduct’, Mappin Art Gallery, Sheffield, Arnolfini Gallery, Bristol,
(curated by Michael Tooby), ‘Between photography and painting’, ifa Gallery, Berlin, (curated by Barbara Barsch & Ev Fischer),
‘Trans-formation’, UNESCO, Paris, (curated by Francoise Friedrich), ‘Camouflage’, European House of Geneva, Maison de I'Europe
de Geneve (curated by Nelly Zedgenidze), ‘On the other Side of History’, Apollonia, Strasbourg, La Ferme Du Buisson, Paris
(curated by Anne Tronche & Dimitri Kostantinidis), ‘Landscape and Territory’, Swiss-Georgian project, N-Gallery, Tbilisi, (Curated
by Laurence Bonvine). ‘Transmission’, Gallery Priestor for Contemporary Arts, Bratislava, 2003 (curated by Juraj Carny).

So, in Georgia we face an obvious disbalance between strong modernist traditions, creative artistic potential and dynamic sub-
cultural movement on the one hand and severe indifference to this whole situation on the other. The conservative and reactionary
part of the government and society hinders socialization of contemporary art in every way possible. Therefore society doesn’t
become neither active participant or evaluator of the contemporary visual culture nor its object.

There are numerous art initiatives that have been created in Georgia. However, due to a general lack of support they could never
get permanent status. These include: The International Modern Art Centre, established in 1995, the first and last International
Thilisi Biennale in 1996, the Contemporary Art Centre Art-East, 1997 - 2000, the first and last issue of the first contemporary art
magazine in the Caucasus ‘Signal’, 1998, the first and last Interdisciplinary newspaper for art and urban culture ‘lliazd’, 2002,
the First seminar in the Caucasus dedicated to the issues of cultural policy, 2002.

However here are some other initiatives that have been successful in many respects: Swiss-Georgian artists exchange program,
iaab, Art-Caucasus 2004, the first international Visual Art Expo, Caravan Sarai - Thilisi 2003, International Forum of Visual Art
and Art Events, Caravan Sarai - Thilisi 2004.

Georgia is a remarkably multinational country. A wide range of local, formative, multiethnic, Caucasian cultural phenomena
characterizes it. Thilisi, the capital of Georgia is the traditional cultural Center of the Caucasus. Within Tbilisi the art life reflects
the full range of its multicultural layers. Thilisi accumulates the spectrum of Euro-Asian world-outlook and philosophy. The
local and imported characteristics interact and become mutually beneficial. The specific cultural phenomena, which is socially
international, politically pluralistic and esthetically synthetic finds its origin in the international and democratic space. The
pluralistic environment determines the democratic nature and launches the integrational tendencies in today’s art of Georgia.
To sum up, | think it is necessary to create a long term, multi-functional international initiatives, which would embrace all
interdisciplinary spheres of contemporary art and would radically change a stagnating situation.
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B MOUCKAX MECTA TPY3UUN HA KAPTE
COBPEMEHHOIO UICKYCCTBA

Maraa [ypyau
KypaTop

CeroaHs, nocae Pesontoummn Po3s, lpy3nsa BCTynuAa B HOBYHO $a3y CBOEro pa3BUTUA: CO3AAHNE AEMOKPATUYECKOTO U FPaXKAAHCKOTO
obLiecTBa.

lpy3unsi - 3TO CTpaHa, €CTECTBEHHOE Pa3BWUTUE KOTOPOW ObIAO MPEPBAHO HECKOABKO pa3 M3-3a Fe0-NMOAMTUYECKOTO MOAOXEHUS U
cTaTyca B MUPOBOM MOAWUTUKE.

lpyausi Bowna B 20-blii BEK Kak MOAHOCTbIO COOPMMPOBAHHOE AEMOKPATMUECKOE FOCYAApCTBO, FOTOBOE OTCTOATb CBOMO
He3aBUCUMMOCTb. OHa yXe MMeAa AEMOKpaTUYECKMe Tpaauumun, npeobrapsatolme B GOAbLUMHCTBE cdep KyAbTYypbl U UCKYCCTBa.
Kak 6bl TO HM 6bIAO, BOAbLLIEBUCTCKAn arpeccus Ha KaBkase v HapacTatowas okkynaums lpyamn B 1921 roay, otbpocuan Hasaa
NPOrpecCUBHbIE KYABTYPHbIE TEHAEHUMWU Ha AOAroe Bpems. K coXaneHuto, 3TOT MpeAMET He M3yyeH TLLATeAbHO M He OLEHEeH
KPUTUYECKM, a TaK Xe He M3yYeHbl TEHAEHLMU COBPEMEHHOIO UCKYCCTBA, KOTOPbIE B BOAbLLIEN CTEMEHM CBA3aHbI C MOAEPHU3MOM
1 npobAeMamMu COBPEMEHHOIO UCKYCCTBa.

CeropHs, UHTepec K py3nn B KOHTEKCTE COBPEMEHHOIO MCKYCCTBa MMHMMAaAEH. Ha MMPOBOW KapTe akTyaAbHOrO WCKycCTBa
XX-XXI BEKOB HeAb3si HalUTH py3uto. CyLLecTByeT MHOIO NPUYMH AAS 3TOr0. OTCYTCTBME aKTMBHOCTM MOAMTUUYECKMX, COLIMAABHO-
SKOHOMMUYECKUX YUPEXAEHWIN, ranepen, My3eeB, 06pa3oBaTeAbHbIX M HEMPaBWUTEALCTBEHHBLIX CTPYKTYP ABAAETCS BECKUMU
NpUYMHaMK. HepocTaTok aMOBULIMIA KYABTYPHbIX YYPEXAEHWUI, KypPaTOPOB M apT KPUTUKOB — HE MEHEE BECKasi NPpUYMHa. Ha Bcex aTux
YPOBHSIX NPOLLECChI Pa3BUTHUA MMPOBOIO MCKYCCTBA MTHOPUPYHOTCS. Kak pe3yAbTaT, HET COLIMAaAbHOO MHTepeca K MpodeCCUOHaAbHOM
KYPaTOPCKON AESTEABHOCTU. M03TOMY GOABLLUMHCTBY GecTUBaNEel U BbICTABOK HE XBaTaeT KOHLENTYaAbHOW OCHOBbI, TaK Xe Kak U
COOTBETCTBYIOLLEN MHOOPMaLMK AAA obLuecTBa.

OueHb YacTo YENOBEK, KOTOPbIA HAxXOAWUT GUHAHCHI AASI OpraHU3aLmMK XyAOXKECTBEHHOIO COObITUS, OTBEYAIOLLErO €ro/eé€ BKycam 1
KpUTEPUAM, PEAKO ABAAETCA MPOPECCUOHAABHBIM KypPaTOPOM.

CeroaHfiLLHWE apT UHUUMATMBLI B [Py3MK BCE eLle CTaAKMBAIOTCA C NPENSATCTBUSMU, XapaKTePHbIMKU AN MOCT COBETCKOMO Xaoca
- HexBaTka 06pa3oBaHUst U MHGOPMALIMK, OTCYTCTBME ACHOWM NPaBUTEALCTBEHHOM KYALTYPHON MOAUTUKM M 06LLEE NpeHebpexeHue
OTHOCUTEABHO HEOBXOAMMOCTU GUHAHCUMPOBAHMSA COBPEMEHHOIO UCKYCCTBA, Kak COLMAaAbHO HEOBX0AMMOW cohepbl.
MHAMBUAYaAbHbIE MOMbITKM HEMPABUTEALCTBEHHbIX apT OPraHU3aLIMi XaoTUUHbI U OrPaHUYEHbI. BCTpeun, BOPKLLOMbI U BbICTaBKH,
KoTOopble GUHAHCUPYHOTCA MEXAYHAPOAHbIMKU OpraHu3auMsMu u Esponeicknum Coro30M OMPEAEAEHHO MMEKOT MOBEPXHOCTHbIN
XapaKrep. AKLUMKW He NPOBOAATCA HE AN aKTyaAU3aLUMK U PaCLLMPEHUS MECTHOM CLEHbI UCKYCCTBA AU ANt BHEAPEHUS KyPaTOPCKOM
NPaKTMKW, @ AN TONYASIPU3ALMU €BPOMENCKUX KAMLLE, KacaTeAbHO O6LLEro MOBEAEHMSA W OTHOLUEHWH. A Aaxe He roBopt O
XOHIAMPOBAHWM TEMaMKU AAS akcneptoB  EBponeiickoro Cotosa. Bee 3T cobbITUA HE MMEHT HMYEero o6LEero ¢ HacyLLHbIMU
npobaremamu.

HecMoTpa Ha Takoe MOAOXEHME BELLEW, XyAOXKHUKK W apT rpynnbl B [Ppy3Un BEAYT AOCTATOYHO MHTEHCUBHYH TBOPYECKYHO XWU3Hb.
3a nocaepHue 15 AeT 6bIA0 HEMANO YAQUHbIX MEXAYHAPOAHbIX BbICTABOUYHbIX MPOEKTOB, B KOTOPbIE [Py3Ks BOLLIAA C BECOMbIM AAS
3anapHOro apT NPOCTPaAHCTBO MecCUAXeM. Cpeaun HUX:

«[py3us B Moem co3HaHun» My3seit Friedericianum, Kassel, 1 Dumont Kunsthalle, Cologne, (kypatop Hubertus Gassner), ¥Kapa 1
noseaeHue», Mappin Art Gallery, Sheffield, Arnolfiny Gallery, Bristol, (kypatop Michael Tooby), «<Mexay doTorpaduen u XMBonucbro»
ifa Gallery, Berlin, (kypatopbl Barbara Barsch & Ev Fischer), «TpaHc-dpopmaumsa», KHHECKO, Mapwux, (kypatop Francoise Friedrich)
«Kamyonsx» European House of Geneva (Maison de I'Europe de Geneve) (kypatop Nelly Zedgenidze), «<Ha apyroi ctopoHe
ucropumn» AnoanoHus, Ctpacbypr, La Femme du Buisson, Mapux, (kypatopbl Anne Tronche & Dimitri Kostantinidis), «AaHawadTt un
Tepputopusi» LLiBenuapcko-TpyanHckuin npoekt, N-ranepes, Téuancu, (kypatop Laurence Bonvine) «TpaHcmuccusa» Gallery Priestor
for Contemporary Arts, Bratislava, (kypatop Juraj Carny).

Takum obpasom, B lpy3un Mbl BCTpEYaeEMCS C OYEBUAHBIM AUCOANAHCOM MEXAY CUABHBIMW MOAEPHWUCTCKUMU TPAAMLIUSAMU,
TBOPYECKUM XYAOXKECTBEHHBIM MOTEHLMAAOM U AMHAMWUUYECKUM CYOKYABTYPHBIM ABWXEHWEM C OAHOM CTOPOHbI U C MOAHbLIM
6e3pasAnunemM Ko BCEM 3TOM CUTyauuu C APYror CTOPOHbl. KOHcepBaTMBHASA 4YacTb MpPaBUTEAbCTBA M O6LLECTBa NpPensTcTByeT
coupanm3aLmm COBPEMEHHOMO MCKYCCTBa BCEMMU BO3MOXHbIMU MyTAMU. [03TOMy OOLLECTBO HE CTAAO AKTUBHbLIM YYaCTHUKOM,
OLIEHLLMKOM COBPEMEHHOW BU3YaAbHOM KYABTYPbI, U HE YBUAEAO cebs ee 0ObeKTOM.

CyLLECTBYHOT MHOFOYMCAEHHbIE apT UHULMATHBbI, KOTOPbIE POAMAUCH B [py3un. Kak 6bl TO HK BbIAO, M3-3a HEXBATKM MOAAEPXKH, OHU
HWKaK HE CMOTAM MOAYYUTb MOCTOSIHHOIO CTaTyca, CpeAu HuUx: MexayHapoaHbii LleHTp CoBpemeHHoro MckycctBa, OCHOBAHHbIN
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B 1995 roay, nepBoe U nocarepHee MexayHapoaHoe BueHHane B Tbuamcu B 1996 roay, LleHTp CoBpemeHHoro MckycctBa -
‘Arteast’ 1997-2000, nepBoe U NMOCAEAHEE U3AAHME XYPHAAa COBPEMEHHOMO MUCKyccTBa Ha KaBkase «CurHan», 1998, MNepsas
N MOCAEAHSI MHTEPAUCLIMMIAMHAPHAA raseTa no UCKYCCTBY U ypbaHUCTUUECKOW KyAbType «Manasp», 2002, nepBblii ceMUHap Ha
KaBka3e, NOCBSLLEHHbIM BONPOCaM KYAbTYPHOW NoAuTMKM, 2002. Ho ecTb 1 Apyre MHULUMATKBBI, KOTOpble BbIAM YCMELLIHbI BO
MHOFMX OTHOLUEHMSIX: NMporpaMmma obmeHa LUBenuapcko-Mpy3MHCKUX XYAOXHWKOB, iaab, Basen-Opeinbypr-Téuancu, ApT KaBkas
2004, KapaBaHn-Capai - Téuanucu 2003, MexayHapoaHblit dopym BuayansHoro Mckycctea u Apt CobbiTuii, KapaBaH-Capait -
Téuanucu 2004.

lpy3ausi - 3aMeuaTenbHasi MHOTOHALMOHAAbHAS CTPaHa, C XapaKTEPHbIM KYABTYPHbIM GEHOMEHOM. TOWUAMCH - cToAULa [py3uu,
ABASIETCS TPAAMLMOHHBIM KyALTYPHbIM LIEHTPOM KaBkasa. B XyAOXEeCTBEHHOMN XM3HW TOMAMCK MPEACTABAEH MOAHbLIM AMANasoH
€ro pa3HooOPa3sHbIX KYALTYPHbIX CAOEB. TOUAWUCH aKKyMyAMPYET BECb CMEKTP EBPOA3UATCKOr0 MWPOBO33PEHWUSA U GDUAOCODUU.
MecTHble W NMPUBHECEHHbIE MPU3HAKWU B3aMMOAEMCTBYIOT M oborallatoT Apyr Apyra. Cneuuduuyeckuii KyAbTypHbIM GEHOMEH,
KOTOPbIM ABASIETCA COLMANBHO MEXAYHAPOAHBIM, MOAUTUUECKU MAKOPAAUCTUUECKUM U 3CTETUUECKU CUHTETUUYECKWMM, PA3BUBAETCH
B MEXAYHAPOAHOM AEMOKPaTUUECKOM MPOCTPAHCTBE. MHOrOHaLMOHaAbHAsA CPEAA OMPEAEATET AEMOKPATUUECKYID MPUPOAY U
MHTErpaLMio apT TEHAEHLMI B CEFOAHSILUHEN [Py3uu.

YT06bl UBMEHWUTL HE3ACAYXXEHHOE NMOAOXEHWE @aHOHWMA Ha KYALTYPHOW KapTe Mupa lpy3ust AOAKHa aKTMBU3WMPOBaThL CBOO
KYABTYPHYHO MOAUTUKY B PETMOHE, CO3AATb MHOPACTPYKTYPY AAS PA3BUTUS M MOAAEPXKKM apT OpraHW3aLmii, U3blicKaTb CPEACTBA AAS
06pa3oBaTEAbHON U MHOOPMALIMOHHON AEATEABHOCTH U LLUMPE MPEACTABAATL Ce65i Ha MEXAYHAPOAHOM KYABTYPHOW cueHe. AAs
BCETO 3TOT0 Hy)XHA NPaBUTEALCTBEHHAS M CMIOHCOPCKas MOAAEPXKKA U BOAbLLMIA MHTEPEC CO CTOPOHLI MUPOBOTO apT COOBLLECTRA.

Koka Ramishvili, ‘Conversation*
photography 2005
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VIEW FROM RUSSIA

Vladimir Salnikov
30 November - 13 December,
2004 Moscow

Dear friends and colleagues!

| think, that it is a high time to discuss in more details those problems, we have mentioned at the Art-Vila Garikula, in blessed
Akhalkalaki.

What is our problem actually in? For all us the post Soviet period when all former Soviet republics were rather sovereign and
culturally independent comes to the end. Post Soviet - after a victory of the western global project over the Soviet, red. It comes
to the end politically, strategically and culturally. Each of us now observes it on TV when practically the last from republics of the
former Soviet Union and the countries of socialist camp, Ukraine, passes under more rigid, than until now the control of leader
of globalization - the USA.

This process will not end with just Ukraine. Ahead is the last weak part, the independence of which is intolerant for globalizators
- the Russian Federation. Most likely, someone from Moscow or Petersburg political technologists has already received the order
for the organization of Russian “Otpor”. Probably, they will not wait even for 2008, the year of re-election of the president of
Russian Federation. Therefore, the full control of the USA over Eurasia is a matter of two-three years.

For us, the people working in culture, it means just one thing. The discourse, by means of which USA has won cultural war against
the USSR and the Russian Revolution as a whole, the discourse with which the Soviet intelligentsia and the intelligentsia of the
countries of socialistic camp had been bounded for the last decades, the combat weapon of anticommunism, should be hand
over in breakage.

According to the concept of Antonio Gramshi, the western strategy was based upon during the cold war, the intelligentsia,
provides the consent of a society with domination of a certain class, at a level of a civil society, instead of the state which being
machine of violence protects this domination from those who was not convinced of validity, legality and utility of domination of
any group at a level of a civil society. Maintenance of such consent Gramshi calls ‘cultural hegemony’.

Not without reason after a victory over socialism a patronage, the state and private financing of the modern art, modern culture
has been strongly reduced in the West. A modern poverty of use to be a rich network ‘Goethe Institutes’, closing its branches
in some countries among other is a good example. Many intellectual editions had played there key roles in the cold clashed of
cultural war against socialism were closed in a similar way.

How this looks, in my opinion, this out-of-date discourse? It is the ‘truthfulness’ in its elementary forms still dominating over
the post socialist spaces. If keeping eye on the ponderability of ‘truthfulness’ in the Western culture, it is easy to notice, that
‘truthfulness’ is not so basic cultural dogma in the West. Positions of so-called lefts in culture in second half of the 60-s are
strong enough. Therefore, the Trotsky thesis of regeneration of Revolution in the USSR but the anticommunism dominates in this
environment. The anti-soviet canon never would get so universal character without inclusion of the left component in it. That is
why one of the main tools of the American cultural hegemony, even the main cultural weapon of the West of the beginning the
50-s, the abstract expressionism, rigidly imposed worldwide - could not do without the help of theorization of Clement Grinberg,
the orthodox Marxists and Trotskist. However, the left component has been attributed in a greater degree on internally fights,
while the right on the operations in rear of the enemy.

Inevitable disintegration of ‘Western Project’ will lead to the complex processes of struggle of many already existing global
projects in their attempts to strengthen the influence or simply to be reanimated.

What will be the following global project for our space - Islamic, red, Buddhist, Christian..? On this account, there is a set of
assumptions. Not going into details | shall refer to the well-known Russian experts on economic, cultural and political philosophers
that discuss opportunities of various, and competing, global projects that gradually are coming in turn of the western fading out
projects due to world crisis of capitalism. M.Hazin \'the Modern State of Affairs in the World with Ideology: the analysis and the
forecast'\ and M.Hazin S.Gavrilenkov \ ‘Development and Interaction of Global Projects’/.

Any project has an author. For example, as the author of the Christian project Alain Badju considers Apostle Paul - Alain Badju
“Apostle Paul”, ‘the Moscow philosophical fund’, ‘The University Book’, 1999.
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In the opinion of the same of S.Gavrilenkov and M.Hazin ‘the civilization, aspiring to formulate its own global project, should
necessarily have the great over-world idea at the disposal.

However,it is not sufficient to have just an idea. It is necessary to incorporate it into daily practice and customs, to formulate a set
of rules and procedures on which not only each separate person, but also the community of people as a whole should exist - that
is to develop a norm. The norm is a buffer between idea, as set of constant doctrines and a daily life “.

For Russia, it is still important the red and secularized orthodox project - Russia as the ‘World Empire of Justice’. However, they
require a reconfiguration. It is difficult to me to say something about Georgia though it seemed to me, that anticommunism,
anti sovietism and russophobia of the modern Georgian intelligentsia is not shared by broad masses. Not without reason in all
performances of Akhalkalaki folk singers, there was a song about Stalin.

The western project in not comfortable For Russia not only because it is constructed on the loan percent that is forbidden by both
Orthodoxy, and socialism. In the ‘Western Project’ Russia is not present ‘For Russia it is senseless even to try to affect behaviour
and a policy of IMF, World Bank, NATO, etc. as these institutions are, first of all, institutions of the ‘western global project’, the
control above which is carried out with its own elites to which we have no attitude’. M.Hazin ‘Reconfiguration of the Squaring
Circle’.

Russian art and Russian art intelligentsia too are not present in the western global cultural project. The Russian, Soviet project
was the enemy of the western within decades. | do not know how Georgian artists feel. Russian artists can be mistaken about
their great value in the West. The West encourages only that which corresponds to its firm representations about the enemy: to
the critic (social art, conceptualism), experience sufferings (llia Kabakov), degeneration (Oleg Kulik, ‘Blue Noses’). The ideology
of any global project has a strongly pronounced exclusive character; the alternative projects within them are always painted in
extremely negative colours. It is well visible on an example of ideology of the modern ‘western project’, which describes both ‘red’
and Islamic, even Catholic projects in exclusively “black” tones.

To sum up, today it is necessary for the intelligentsia of the countries of the post Soviet space to create a new global project for
itself and the fellow citizens. To make it will be much easier for them, free from the circuits of not only western, but also own,
destroyed project, than to their western colleagues really bounded by the western cultural institutions.

BrAdA U3 POCCUM Braanmunp CanbHUKOB
30 Hos6ps - 13 pekabpsa 2004 r

Aoporue ppy3bs U Koaneru!

Aymato, uto camoe Bpems 6oaee NoppobHO 06CyAUTL Te MPOBAEMbI, KOTOPbIE Mbl 3aTPOHYAU Ha BUAAE «[apuKyra» B GAGrOCAOBEHHOM
Axankanaku.

B uem, cobctBeHHO, Hawa npobaema? AAA BCEX Hac 3aBepluaeTcs MOCTCOBETCKMM MepuoAp, Korpaa Bce ObiBLUME COBETCKME
pecnybAvKM OblAM OTHOCWUTEABHO CYBEPEHHbI M KYABTYPHO CaMOCTOATEeAbHbI. [1OCTCOBETCKMM - nocAe nobeabl 3anapHoOro
rA0BanbHOro NPOEKTa HaA COBETCKUM, KpacHbIM. OH 3aBepLuaeTcs MOAUTMUYECKHU, CTPATEMMUYECKU U KYABTYPHO. YTO KaxAbI U3 Hac
ceiyac HabaOA@ET MO TEAEBU3OPY, KOTAQ MPaKTUYECKU NOCAEAHAS M3 pecnybAnKk ObiBliero Coro3a W CTpaH COLMaAUCTUYECKOrO
Aarepsi, YkpauHa, nepexoAmuT noa 6oaee XecTkui, YeM A0 CUX NOP, KOHTPOAb AMAepa rhobanmsaumm — CLUA. YkpauHoi npouecc He
3aKkoHuuTCH. Bnepean nocaeapHee cnaboe 3BEHO, CAMOCTOSITEABHOCTb KOTOPOTO HETepnMMa ANl Thobaan3atopoB, — Poccuiickas
®epepaums ( PO). Ckopee BCEro, KEM-TO U3 MOCKOBCKUX MAM MUTEPCKUX MOAMTTEXHOAOTOB YXXE MOAYYEH 3aKa3 Ha opraHW3aLuio
pycckoro «Otnopa». BoamoxHo, He ByayT xaaTb paxe 2008 roaa, ropa nepeBblbopoB npesvaeHTa PO, Tak UTO NOAHbIM KOHTPOAb
CLUA Hap EBpasuneit — Aeno ABYX-TPEX AET.

AAS Hac, AOAEN KYABTYPbl, 3TO 3HAUUT OAHO: AUCKYPC, C MOMOLLbLIO koToporo CLUA oaepxan nobeay B KYABTYPHOW BOMHE MPOTUB
CCCP 1 Pycckoit PeBoaoLumy B LEAOM, AUCKYPC, C KOTOPbIM COBETCKAs UHTEAAMTEHLMA U UHTEAAUTEHLMA CTPaH couaareps bbina
CBfi3aHa NOCAEAHWE HECKOABKO AECATUAETUI, HOEBOE OpyXME aHTUKOMMYHM3MA, MOXHO CAaBaTb B YTUAb. COrA@CHO KOHLEMLMK
AHTOHMO [pamLuK, Ha KOTOPOM BbliAa OCHOBaHa 3anapHas CTpaTerusi B XOAOAHOM BOMHE, MHTEAAMTEHLMA obecneunBaeT cornacue
obLecTBa ¢ rOCMOACTBOM OMNPEAENEHHOIO COCAOBMS, Ha YPOBHE rpaxaaHCcKoro obLiectBa, a He rocyAapctea, kotopoe byayuu
MaLLUMHON HaCUAMA 3aLUMLLAET 3TO FOCMOACTBO OT TeX, KOO He YAAAOChb y6eAWTb B CMPaBEAAMBOCTU, 3aKOHHOCTU U MOAE3HOCTU
rOCMOACTBa KakoW-TO Fpynmbl HAa YPOBHE rpaXAaHCKoro obuiectea. ObecneyeHne Takoro cornacus Mpamiumn Ha3blBaEeT «KYALTYPHOM
rereMoHuem».

Hepapom nocae nobeabl Hap COLMAAM3MOM «MELEHATCKOE», FOCYAAPCTBEHHOE WM YacTHOe, GMHAHCUPOBaHWE COBPEMEHHOMO
MCKYyCCTBa, COBPEMEHHOM KYAbTYPbl Ha 3anaae 6bIAn0 CUABHO COKpalleHo. MNpumep coBpemeHHas 6eAHOCTb B NPOLUAOM Boraton
cetn «feTte MHCTUTYTOB», KPOME BCEr0 NPOYErO 3aKPbIBLUEFO CBOU OTAEAEHUSI B HEKOTOPbIX CTpaHax. Moaob6HbIM 06pa3om Bbiau
3aKPbITbl MHOTUE WHTEAAEKTYAAUCTCKME WM3AAHWSA, CbirpaBLUME CBOK POAb B XOANOAHBIX CXBATKaxX KyAbLTYPHOW BOMHbI NPOTUB
counanmama.

Kak BbIFASAWUT 3TOT, Ha MOW B3rAA, YCTapeBLIMM AMCKYpC? B npoctenwumx ¢dopmax, KOTopble HblHE W TOCMOACTBYKOT Ha
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MOCTCOLMAAMCTUUECKUX MPOCTPAHCTBAX, 3TO «MpaBu3Ha». MMPUIAFAEBLUMCL K BECY «NPaBW3Hbl» B 3aMaAHOM KYyAbTYPE, AErko
3aMeTuTb, YTO Ha 3anaae «NpaBW3Ha» — BOBCE HE OCHOBOMOAAraroLLlas, KyAbTypHasa Aorma. Mo3uumKn Tak Ha3blBAaeMbIX AEBbIX B
KyAbTYpe CO BTOPOM MOAOBMHBI 60-X AOCTAaTOYHO CUABHBI. OTTOrO B 3TOWM CpeAe FOCMOACTBYET HE @aHTUKOMMYHWU3M, @ TPOLKUCTCKUI
Te3nc o nepepoxaeHun Pesoatoummn B CCCP. AHTUCOBETCKMI KAHOH HUKOTAG He Nprobpen 6bl CTOAb BCeOObEMAIOLLMI XxapaKkTep 6e3
BKAKOUYEHWA B HEFO AEBOW COCTaBASIlOLLEN. BOT nouemMy OAMH M3 TA@BHbIX MHCTPYMEHTOB aMEPUKAHCKON KYABTYPHOW rereMOoHuM,
Aaxe raBHOe KYABTYPHOE opyxue 3anasa Hayana 50-x — abCTPaKTHbIM IKCNPECCUOHU3M, XECTKO HaBsA3bIBAaeMbIM N0 BCEMY MUPY
- He Mor obonTuch 6e3 nomoLumn TeopeTuanpoBaHna KnemeHta MpuHbepra, OPTOAOKCAaAbHOIO MapKcucTa, 1 TpoukucTa. OpHaKo
AeBas cocTaBAstoLLas Obina paccumTaHa B 60AbLLEV CTENEHM HA BHYTPEHHbIE Hou, a NpaBas Ha 6oeBble AEWCTBUA B ThiAy Bpara.
«HeunsbexHbi pacnas «3anapHOro» NPOeKTa NMPUBEAET K CAOXHOMY npoueccy 60pbbbl MHOTMX YXe CYLLECTBYHOLLMX MOBaAbHbIX
MPOEKTOB B UX MOMbITKaxX YCUAUTb CBOE BAUSIHWE UAWM MPOCTO PeaHUMUPOBATLCS».

KaknMm ByAeT CAEAYHOLLIMI AAST HALLETO MPOCTPAHCTBA IOBAAbHbLIM MPOEKT — UCAAMCKUM, KpacHbIM, BYAAUCTCKUM, XPUCTUAHCKUM ..?
Ha a10T cueT ecTb MHOXECTBO NPEANOAOXKEHHMN.

Y n0boro npoekTta ectb aBTop. Hanpumep, B KauecTBe aBTopa XPUCTMAHCKOro npoekta AneH Baablo paccmaTtpuBaeT anoctora
MaBna - AreH bapbto «Anocton Masenr, M-CM6, «MockoBCKuiM dUAOCODCKUI HOHA», YHUBEPCUTETCKAA KHUra», 1999.

Mo mHeHuto Tex xe C.faBpuneHkoBa M M.Xa3uWHa «UMBUAM3ALMSA, CTPEMALLANACA COOPMYAMPOBaTb COOCTBEHHbLIN TAOOAABHbIN
NPOoeKT, 06A3aTeAbHO AOAKHA UMETb B CBOEM pacnopsixeHnn Beankyto HaamupHyto Uaeton.

«OAHaKO 0AHOM Maen Mano. HeobxoaMMo, uToBbl OHa COEAMHMAACH C MOBCEAHEBHOM NPaKTUKOM XU3HEAEATEAbHOCTH, BoBpana B
cebs obbluaun, chopmyarpoBana Habop NpaBuMA U NPOLEAYP, MO KOTOPbIM AOAXKEH CYLLLECTBOBATb HE TOABKO KaXAbIi OTAEAbHbIN
YEeAOBEK, HO U COOBLLLECTBO AOAEN B LLEAOM — TO eCTb Bbipabotatb Hopmy. Hopma - 310 Bydep mexay Maeel, kak COBOKYNHOCTbIO
HEU3MEHHbIX AOTMaTOB Y MOBCEAHEBHOWM XWU3HbHO».

Ans Poccuun Bce elle BaXeH KPacCHbIM U CEKYASPU3MPOBaHHbLIA MPaBOCA@BHbIM NpoekTol — Poccun kak «Muposoro Llapctea
CnpaBeaAMBOCTU». [paBaa, OHU HYXAQIOTCA B pekoHoOUrypauum. MHe TpyAHO UTO-TO ckasaTb O [Py3uu, XOT MHE NOoKa3aAoCb, YTO
@HTUKOMMYHWU3M, aHTUCOBETU3M U PycOPOOUA COBPEMEHHOM PY3UHCKON MHTEAAUTEHLMU MOAAEPXKMBAETCA HAPOAHBIMU Maccamu
He ToTaAbHO. Hepapom BO BCex BbICTYNAEHUAX My3blKaHTOB M3 AAXakanaku NPUCYTCTBOBaAa necHs o CtaauHe.

Ans Poccun 3anapHblit NPOEKT HEKOMAGOPTEH HE TOAbKO, MOTOMY YTO OH MOCTPOEH Ha CCyAHOM MPOLEHTE, YTO 3anpeLleHo Kak
npaBoCAaBUEM, TaK U counann3amom. «B «3anapHom» npoekte Poccun — HET. «.. BeCCMbICAEHHO AaXe MbITaTbCA NOBAMATL Ha
noseaeHue u noamtuky MB®, Muposoro baHka, HATO 1 T.A. CO CTOPOHbI POCCHM, MOCKOABKY 3TW MHCTUTYTbI IBASIKOTCA, B MEPBYIO
ouepeAb, MHCTUTYTaMK «3anapHOro» Tob6aAbHOro MPOEKTa, KOHTPOAb HaA KOTOPbLIMKU OCYLLECTBASKOT €ro COOCTBEHHbIE 3AUTI, K
KOTOPOW Mbl HE UMEEM HUKaKOro oTHoLeHus». Cm C. faBpuAeHKoB, M. Xa3uH «PekoHdUrypaumsa KBaapaTypbl Kpyrar.

PycCKoro CKyccTBa U pyCCKOM XyAOXECTBEHHON MHTEAAUTEHLMW B 3aNaAHOM TAOH6AABHOM KYABTYPHOM MPOEKTE TOXe HeT. PycCkui,
COBETCKUW, MPOEKT B TEUEHWNE AECATUAETUI BbIA BPAroM 3anapHoro. Kak 4yBCTBYHOT Ce651 rPy3UHCKUE XYAOXKHUKHM A HE 3Hato. Pycckum
X€e XyAOXHMKaM 4acTo CBOMCTBEHHO 3aOAYyXAATbCS HAcUYeT CBOEro BOAbLLOIO 3HaueHus Ha 3anaae. 3anaa NooLpPsEeT AWLLb TO, YTO
COOTBETCTBYET €r0 HE3bIOAEMbIM NPEACTABAEHUSAM O Bpare: KPUTUKY (COLAPT, KOHLENTyaAn3Mm), OnbIT cTpapaHus (Mabs Kabakos),
BbIpoxaeHusa (Oner Kyamnk, «CUHUE HOCbI»). «..Mpeonorua Aoboro rno6anbHOro NPoeKTa HOCUT SIPKO BblPaXXe€HHbIM MOHOMOAbHbIN
xapaKktep, aAbTepHATUBHbIE NPOEKTbl BCETA@ B HUX OKpalUeHbl KpawHe HeratuBHO. 3TO XOPOLLO BMAHO Ha MpUMeEpe MAEOAOTUU
COBPEMEHHOTO «3anaAHOro» MPOEKTa, KOTOPbIA B MCKAOUMTEABHO «4ePHbIX» TOHAaX OMUCLIBAET U «KpacHbii», U UCAAMCKUI U paxe
KatoAnmueckuii NpoekKTbI.

MoaBoxy utorn. CeropHa nepea UHTEAAMTeHUMEN CTpaH NOCTCOBETCKOrO MPOCTPaHCTBa CTOMT 3ajaya - CO3AaTb AAA cebs u
CBOWX COrpaxaaH HOBbIM rAoBanbHbIM NPOeKT. CaeAaTb 3TO MM, CBODOAHBIM OT Lienew He TOAbKO 3anapHOro, HO U COBCTBEHHOTO,
pa3pyLUeHHOro NpoekTa, ByaeT HAMHOro Aerye, Yem Mx 3anapHbiM KOAAEraM, PeanbHO CBA3AHHBIM C 3aMaAHbIMU KYABTYPHbLIMU
UHCTUTYLIMAMMU.
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ACTUALITY ZONE

Rusudan Oat
Curator

Creating project “Actuality Zone”, we were thinking how to define the common character of artists, fetching up in this zone. The
main contingent consisted of the generation, appearing on Thilisi art scene in the 90-s. Therefore, we wanted to bring them under
classification - “Generations of the 90-s”. However, this definition didn’t suit authors themselves - aging differentiation didn’t
blend with one concrete period of time.

Community of these artists has formed spontaneously, grounds of which served the establishment of new, private galleries and
public structures, beginning freely demonstrate contemporary art, practically ignored till recently. Exhibition-projects started to
appear, initiated by the artists themselves. Diversity of styles and methods has distinguished them from each other and from the
fashionable at that time saloon-aesthetical art. There has appeared tendency of exposition of a mixed character, simultaneously
demonstrating painting and new media; the works of post-modern plan has been adjoining with the conceptual methods.
Political system of that time was indetermined and unstable, leaving fewer desires to be associated with it. Nevertheless, namely
these artists during the difficult and chaotic period for the country have reflected formal signs of the reality of that time, have
reacted on the different phenomena of local and global plan, have fixed position appropriate to the modern order of socio-cultural
and political relations, and often of simply human feelings. Each of them affirmed his visibility of context of existence, mode,
political or national-religious structure of life. But, strange as it may seem, the time, allowing to exhibit freely, hasn’t exposed any
support of either society or state. Many works of that period are still unseen, unheard and accordingly - unevaluated.

Thus, vanishing in the past the soviet epoch left us in heritage the habitual conditionality, dulling the feeling of actuality and
making art the marginal sphere of activity.

However, in spite of this, artists, starting to actively work at that time (during 15 years), have achieved conscious artistic maturity
and were able to define one of the stages of development of contemporary art in Georgia at the end of XX and the beginning of
XXI century.

PycyaaH Oart
KypaTtop

Co3pABAS NMPOEKT «30HA AKTYAABHOCTM», Mbl AYMAAU, KAK OMPEAEAMTbL OBLIHOCTb XYAOXHWKOB, MOMABLLUMX B 3TY 30HY. OCHOBHOM KOHTUHTEHT COCTOAA
13 MOKOAEHMS, MOSIBUBLLEFOCA HA TBMAUCCKOM APT-APEHE B 90-bix ropax. I0aToMy XOTEAOCH MOABECTW MX MOA KAACCUOMKALIMIO - «MOKOAEHWME 90-
bix». OAHAKO, AAHHOE OMPEAEAEHWE HE YCTPAMBAAO CAMMX ABTOPOB, TAK KAK BO3PACTHAA AMGOEPEHLIMALIMS HE BMMCBIBAAACH B OAMH KOHKPETHbIA OTPE3OK
BPEMEHMU.

OBLUMHA 3THX XYAOXHWKOB OBPA3OBAAACH CMOHTAHHO, MOYBOM YEMY MOCAYXMAO OTKPLITUE HOBbIX, YACTHbIX FAAEPEM, AA M TOCYAAPCTBEHHBIX CTPYKTYP,
HAYABLLMX BECTMIPENATCTBEHHO AEMOHCTPUPOBATb COBPEMEHHOE UCKYCCTBO, ®AKTUUYECKM MTHOPUPYEMOE AO HEAABHETO BPEMEHM. HAYAAM NOSIBAATLCA CBOEMO
POAA BbICTABKM-TIPOEKTbI, MHWULIMUPOBAHHbIE CAMUMM XYAOXHWUKAMU. PAZHOOBPASUE CTUAEM 1 METOAOB OTAMUYAAO WX APYT OT APYTA, AA M OT MOAHOTO B TO
BPEMSI CAAOHHO-3CTETUYECKOTO MCKYCCTBA. [MOSIBUAACH TEHAEHLIMA SKCMO3WLIMIM CMELLAHHOTO XAPAKTEPA, OAHOBPEMEHHO AEMOHCTPUPYIOLLIMX XMBOMUCH M
HOBBIE MEAWM; PABOTbI MOCTMOAEPHUCTUYECKOTO NMAAHA NEPEMEXMBAAMCh C KOHLIEMTYAAbHBIMM METOAAMM.

MMOAMTUYECKAS] CUCTEMA TOTO BPEMEHM BbIAA HE OMPEAEAEHHOM M HECTABMABHOW, OCTABASISI MAAO XEAAHUIA AASL ACCOLIMALIMIA C HEM. TEM HE MEHEE, B
CAOXHbIN WM XAOTUYHBIA MEPUOA AAA CTPAHbI, UMEHHO 3TU XYAOXKHWMKM OTPAXAAM GOPMAABHBIE MPU3HAKM MPOUCXOAMBLLEN PEAABHOCTW, PEATMPOBAAM HA
PA3AWMYHBIE IBAEHWSI MECTHOIO M TAOBAABHOTO MAAHA, ®UKCHPOBAAW NO3WLIMIO, COOTBETCTBYHOLLLYIO COBPEMEHHOMY CTPOIO COLIMO-KYABTYPHbIX M MOAMTUUECKMX
B3AMMOOTHOLLIEHWI, A 3AYACTYIO MPOCTO YEAOBEYECKMX UYCTB. KAXABIN 3 HIX YTBEPKAAA CBOKO BUAEHUE KOHTEKCTA CYLLEECTBOBAHMS, BbITA, MOAMTUYECKOTO
1 HALIMOHAABHO-PEAMTMO3HOTO YKAAAA. HO KAK HE CTPAHHO, BPEMSI, NMO3BOAMBLLEE BECMPENATCTBEHHO BbICTABASITLCS, HE BbISIBUAO MOAAEPXKKY HU OBLLECTBA,
HW TOCYAAPCTBA. MIHOTUE M3 PABOT TOTO MEPUOAA, MO CEM AEHb OCTAKOTCS HE YBMAEHHBLIMU, HE YCABILLAHHBIM U COOTBETCTBEHHO — HEAOOLIEHEHHbBIMM.
TAKUM OBPA30M, KAHYBLLIASI B NPOLLIAOE COBETCKAS 3MOXA OCTABMAA HAM B HACAEACTBO MPUBbIYHYIO OBYCAOBAEHHOCTb, MPUTYMASIOLLYHO YYCTBO AKTYAABHOCTM
1 AENAOLLIEE UCKYCCTBO MAPTMHAABHOM COEPOM AEATEABHOCTU. HO, HECMOTPA HA 3TO, XYAOKHWKM HAUABLLME AKTUBHO PABOTATb B TO BPEMS, B TEYEHMM 15
AET AOCTUIAW OMPEAEAEHHOM 3PEAOCTU U CMOTAM OMPEAEAWTb OAMH M3 3TAMOB PA3BUTMSI COBPEMEHHOIO AKTYAABHOTO UCKYCCTBA [PY3MM KOHLIA XX, HAUAAA
XI BEKA.

flashback

17



18

IN DEFENSE OF THE HERETIC Guy Archer
AN D PLATITUDE Guy Archer, writer and journalist, the special

guest of the Geogria-Russian workshop ‘Wind
form the Caucasus’ held in November 2005 at
the Art Villa ‘Garikula’ in the Garikul Village of
Kaspi Region, Shida Kartli.

It's an interesting challenge, this - I've been asked as a journalist to contribute to an artistic publication. A journalist describes
events, and is at least in theory, somewhat impartial, supposedly entirely impartial. It's a myth of course - something to which
we are supposed to strive. But in fact we seldom even strive.

I’'m in an awkward position among these pages. For the most part, artists surround this text - and unlike me, they are not always
bound by narrative. They don’t need to offer pretenses of impartiality and objectivity in their work.

| was uncertain about what | could contribute to an artists’ workshop as | made my way from Moscow to the workshop at Art Villa
in November. Uncertain, but not at all hesitant: | knew some of the organizers, and indeed, they were among my favorite people
(so some partiality here). Moreover, there are few things more enjoyable than visiting Georgia (and some more partiality here too),
so | wasn’t hesitant at all - except | didn’t know what | should do during my two days at the workshop.

| was also not sure as an American journalist what | could contribute to a workshop for Georgian and Russian artists, though in
fact, it was an international mix of artists. But fortunately, | was very partial - bad for doing journalism, but no problem at Art
Villa. And as | suspected, my partiality grew by the minute. But even as an impartial (or in my case, partial) journalist, there was
much to observe and see.

| cheated by staying only the first days of the workshop - during the time of getting acquainted, of talking of ideas, of banqueting.
And what banqueting! | arrived at a party, and then left during a party, though with a million ideas and discussions in between. |
took in the fresh Caucasus air; walked among ancient churches and basilicas; savored the mix of our group, artists from around
the world, just at the very moment a villager slaughtered a chicken in a bloody ritual; looked at the mountain range that cradled
early civilization; and considered how wonderful my life is in the company of such people in such a place.

| lack an all-encompassing theory of art, I'm afraid. | do not create or make art, but take it, feed off of it. Therefore | appreciate
the artist while not always understanding the art. Like any other sane person, | recognize that artists are central to any healthy
society along with doctors, farmers and teachers. Selfishly, | enjoy their company.

What opinions | do have are, | understand, quaint and outmoded. Sometimes | look for universals or commonalities from art
-from music, painting, literature - to address general emotions and intellectual needs. I've looked at art as something that can
teach me something, or that can make me a better person, or that can show me that | am not alone, or even that can demonstrate
that humanity has some redeeming aspect.

Great artists reach across time and place to say something that can be meaningful regardless of time and place. Still, taken
to logical conclusions, any discussions of “universals” or higher ideas and truth necessarily can mean the entire relegation of
such things as biography and historical context. Peculiarities such as politics and socio-economic conditions, while historically
interesting, could in a pure-art-for-pure-art’s-sake framework be seen, artistically speaking, as unimportant contingencies - only
as historical accidents. It's often easy for artists and intellectuals to be far removed from the historic realities going on around
them.

But contingencies come crashing in on us - on artists and non-artists alike. Writers, artists, and thinkers take strength from the
universals (perhaps, but only perhaps, such as anyone actually really believes in such things). We live in the world of horrifying
historic reality - a world in which we desperately need new Goyas and Duchamps. In the case of the former, we need artists to
hone our sense of outrage and the need for social justice - to hone our sense of the horrors going on around us. As for the latter,
we need artists who attack our preconceptions and our most sacred beliefs, but in so doing, keep life and thought vital.

Our artistic idyll at Art Villa was sandwiched between colossal political events. Just days earlier, George Bush had won the election
in the United States, and serious rumblings could already be heard from first run-off elections in Ukraine (and these events in
Ukraine would lead to disagreements between workshop participants a month later). Moreover, the Russians and Georgians
among us could not escape the geopolitical realities and tensions that exist between their countries, even if they make little or
no difference among them as individuals.

And there we were. Sandwiched between events and places - close to Beslan and not that far from Baghdad - in this indescribably
beautiful setting, in an erratic and unlikely house sustained by the love of one man, drinking wine and watching sunsets on the
porch, and talking about projects, and making plans for the rest of the week. Meanwhile | searched for something intelligent to
say - | am searching now - something not benign, something not platitudinous, but without luck. My mind kept returning, as it
returns now, to worn clichés about the power of art to bring people together, to humanize us. But with Beslan, Grozny, Baghdad,
Kiev, Moscow, Baku, and Yerevan so close, perhaps this is the time - precisely the time - to hold on to the ideas behind such
clichés.

| arrived completely dispirited by political events taking place around the world, almost despairing. The clean air and fresh food
served me well, but more important was the pleasure in watching the human creative process in full bloom. Though | was less
of a participant and more an observer, it still struck me that | was taking part in something sacred, for lack of a better word,
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however debauched and drawn out our dinners. It was sacred, after all - for our creative capacities really are our last hope, and
friendships and creative sparring among artists around the world are essential to this hope.

This artistic interaction took place in an ideal venue. Art Villa is an odd-shaped and unassuming house, but there is a magnificent
quality about it, as all of the participants agreed. Karaman Kutateladze deserves tremendous credit for his work and devotion to
Art Villa as both a place and a project.

Our time at Art Villa was not only a testimonial to the quality of art being produced in Russia and Georgia: it was also an affirmation
of the international strength of engaged artists and of those who love and care about art when they focus their talent, skill and
intelligence in addressing - maybe even overcoming - the problems of our time. Either through sparking laughter or outrage, or
simply by posing important questions, these artists can say much more about the world we live in. Even more, perhaps, than a
journalist.

B SALLUUTY EPETUKA lan Apyep
M BAHA/\bHOCTM lav Apyep, nucatesb M XYPHAAMCT, MOYETHbIM roCTb Ha

rpy3uMHO-POCCHIACKOM BOpKLUONe ‘Betep ¢ KaBka3sa’,
cocrosiBLuemcs B Hosibpe 2005 roaa Ha Art Villa ‘Garikula’
B Kacniurickom pavioHe LLnaa Kaptam, [py3us

3710 6bIA MHTEPECHBIN BbI3OB, 3TO TO, YTO MEHS, KaK XypHaAAUCTa, MONPOCUAM HanMcaTb AAA apT KataAora. XXypHaAWUCT OnucbiBaeT
cobbITUA, U AOAKEH ObiTb, XOTSH Bbl TEOPETUUECKU BecrnpucTpacTHbiM. ITO MU, KOHEUHO XE — 3TO YTO-TO K YeMY Mbl AOAXHbI
npuAaratb ycuaus. Ho, no npaBae roBops, Mbl AaXe PEAKO CTapaeMcs.

1 HaxoXyCb B HEAEMOM MOAOXEHWU CPEAU ITUX CTPAHWULL, OOAbLLEW YACTbIO XYAOXHMUKKU OKPYXatoT 3TOT TEKCT — U B OTAMYME OT
MEHS, OHWU He BCErAa CBA3aHbl pacCcka3oM. MM He HAAO BbIABUraTb MPETEH3UU N0 BECNPUCTPACTHOCTU U OB6BEKTUBHOCTU B CBOMX
paborax.

A He 6bIA YyBEPEH B TO, UTO MOTFY YTO-TO MPUBHECTM BO BPEMS NMOE3AKM C BOPKLLOMA XYAOXXHUKOB B MOCKBE Ha BOPKLUOMN B [Py3nK Ha
Art Villa Garikula B Hosi6pe 2005 roaa. He yBepeH, Aa, HO BOBCE He HepeLLUTEAEH: 1 ObIA 3HAKOM C HEKOTOPbIMW OpraH13aTtopamu,
W B AEMCTBUTEABHOCTU, OHU BbIA MOMMM APY3bSIMM (TAK UTO 3AECh i HEMHOIO MpUCTpacTeH). boaee Toro, ecTb HEMHOMO BeLLER
6onee NPUSTHBIX, YEM NoceLLeHne Mpy3un (M HEMHOTO NMPUCTPACTHOCTU 3AECH TOXE), Tak uTo A BoobLEe He Korebancs. TOAbKO OAHO
HO - A1 He 3HaA, UYTO A AOAKEH AEAaTb B TEUEHWE ABYX AHEN BOPKLLOMA. A Takxe He BblA yBEPEH, UTO, B KAUECTBE aMEPUKAHCKOro
XYPHaAAMCTa, A MOTY AaTb BOPKLLOMY XyAOXHMKOB lpy3nn u Poccuu, xoTs, No NpaBAE roBOps, 3T0 ObIA MEXAYHAPOAHbBIA MUKC
XYAOXHWKOB. HO K cuacTbto, 1 6bIA OUEHb NMPUCTPACTEH — YTO MAOXO AASI XXYPHAAMUCTUKK, HO HE ABASETCS NpobAaeMoi aAAna Art Villa.
N, Kak 71 N0A03pEBAA, MOSi MPUCTPACTHOCTb POCAA C KaXAON MUHYTOMN.

1 obMaHbIBaA cebsi, cTapasch ocTaBaTbca 6€CNPUCTPACTHBIM TOALKO B NMEPBbLIE AHM BOPKLUONA — BO BPEMSA 3HAKOMCTB, MAEWMHbIX
b6ecen 1 6aHkeTa. U kakoro 6aHkeTa! A NpubbIA HA BEUEPUHKY, U YeEXaA BO BPEMS BEUYEPUHKM, XOTS U C MUAAMOHOM UAEN U
06CYXXAEHWIN 32 3TO KOPOTKOE BPeMs. A BAOXHYA CBEXMI KaBKa3CKWUIM BO3AYX; MPOTYASIACS CPEAM APEBHUX LEPKBEN U BA3UAKK;
A0BOBaAACS PA3HOPOAHOM TPYMMNOM XyAOXHUKOB CO BCEMO MUPAa Kak pa3 TOT B CaMblii MOMEHT, KOrAa CEASIHWUH pe3aA LbINAEHKa B
KPOBaBOM puUTyaAe, CMOTPEA Ha FOPHYHO LIEMNb, KOTOPas BOCNUTAAA PaHHIOK LMBUAM3ALUMIO, AYMaA, HACKOAbKO YyAECHa MOS XXM3Hb
B KOMMaHUKU TaKnX AOAEW U B TaKOM MecTe.

Botocb, MHe HEAOCTABaAO MPEXAE BCEFO TEOPETUUECKMX 3HAHUKU B 0OAACTU UCKYyCCTBA. f1 HE CO3AAl0 M HE AEAAHD UCKYCCTBA, HO
6epy ero 1 HacbllLacb UM. Takum 06pa3oM, A LIEHIO XYAOXKHMKA, B TO BPEMS Kak HEe BCErAa NOHUMA0 UCKycCTBO. Kak 1 Atoboit
APYrOi 3APABOMBICASALLMI YENOBEK, A MPU3HAID, UTO XYAOXHMKM 3aHUMAtOT LEHTPAAbHOE MeCTO B Ato6OM 3A0p0BOM 06LLECTBE
HapsiAy ¢ Bpayamu, bepMepamm U yUUTeAIMU. ArOUCTUUHO S HACAAXKAAACA MX 0OLLLECTBOM.

A NOHMMAIO, YUTO MOM MbICAU - CTPaHHblE U CTApPOMOAHbIE. MHOrA@ A ULLLY HApOAbl MAM MUPbI B UCKYCCTBE, MY3bIKe, XMBOMWUCH,
AMTepaType - uTobbl 06PaTUTLCS K HUM C OBLLMMU SMOLMAMU U UHTEAAEKTYAABHBIMU HYXAAMU. A CMOTPEA Ha MCKYCCTBO Kak Ha
YTO-TO, YTO MOXET MEHA YEMY-TO Hay4MTb, YTO MOKAXET MHE, YTO A HE OAMHOK, YTO MOXET MPOAEMOHCTPUPOBATb, YTO FYMaHHOCTb
HECET KAKOW-TO CMACUTEAbHbIV aCMekKT.

BeArKre XyAOXKHUKKM MOCTUraKOT YEAOBEKA YepE3 BPEMS U MECTO, UTOObI CKa3aTb YTO-TO, UTO MOXET BbITb 3HAUUTEABHBIM, HECMOTPS
Ha BpeMa U MecTo. Bce Xe, MOAXOAA K AOTMUYECKUM 3aKAOUEHWAM, AOObIE PACCYXAEHUSI O «MUpax» MAW BbICLUMX MAEAX U,
npaBaa 06s13aTeAbHO MOTYT 03HauYaTb NOAHOE He3HaHWe? Takue BellM Kak BrUorpadua U UCTOPUUECKWUIA KOHTEKCT, Kak NMOAUTUKA
M COLUMAAbHO-3KOHOMMUYECKUE YCAOBUS, XOTS U UCTOPUUECKM MHTEPECHbBIE, MOTYT ObiTb BUAHBI B PaMKaXx YMCTOrO MCKYCCTBa, paau
YWUCTOrO UCKYCCTBA, apTUCTUUYHO FOBOPSA, KaK HE3HAUMTEAbHbIE CAYYaMHOCTM — TOAbKO Kak McTopuuyeckue cayvau. OueHb Aerko
XYAOXHWKAM U MHTEAAEKTYaAAM ObITb AGAEKMMUK OT UCTOPUUECKOW PeanbHOCTH BOKPYT cebsi.

Ho cAyualHOCTM CTAAKMBAIOTCA C HAMU - Kak C XyYAOXKHUKaMU, Tak U C HE XyAOXKHUKaMMU.

Mrcatenn, XyAOXKHUKU U MbICAUTEAW BEPYT CUABI U3 BCEAEHHOM (BO3MOXHO, HO TOABKO BO3MOXHO, KaK - ByATO Obl KTO-TO AECTBUTEABHO
BEPUT B Takue BeLwmn). Mbl XXMBEM B MUpPE yXXacatoLLen NCTOPUYECKOW PEAABHOCTU — B MUPE, B KOTOPOM Mbl OTYasiHHO HyXAaeMcs
B HOBbIX [oMs 1 Atowiamax. B nepBom cAydae, HaM HyXHbl ObIAU XYAOXKHWUKM AASE TOFO, UTOBbI 06OCTPUTL Halle YyBCTBO SIPOCTU U
HY>XAbl B 0OLLECTBEHHON CNPaBEAAMBOCTH — 060CTPUTL Hallle YyBCTBO YyXXaca BOKPYr Hac. YUTo KacaeTcs MOCAEAHEr0, HaM HYXHbI
XYAOXHWKM, KOTOPbIE aTakytoT Hallm NpeaybexXAeHUs U HallW caMble COKPOBEHHbIE YOEXAEHUS, HO NPW 3TOM COXPaHSIHOT CMbICA
CaMOW XMU3HW.
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Hawa Bctpeya B Art Villa nponcxoamaa Ha $OHE KOAOCCAAbHbLIX MOAUTUUECKUX COOLITUN. HECKOABKUMU AHSAMU paHee, AKOPAXK
Byw nobeauna Ha Bbibopax B CoeAnHEHHbIX LLTatax, M cepbeaHbliii Lym ObIA MOAHAT NMOCAE NEPBOro Typa Bbl6OPOB Ha YKkpauHe
(MecsL, cnycTs cobbITUsi Ha YKpanHe NpuBEAYT K pa3HOrAacuaM yYacTHUKOB BOopKLIona). boaee Toro, pycckue 1 rpy3uHbl CPeAU Hac
He MOTAM 1M36exaTb reonoAUTUUECKUX PEAA A U HANPSXKEHWUI, KOTOPbIE CYLLIECTBOBAAM MEXAY MX CTPAHAMM, AAXE €CAU OHU U He
BUAEAV HUKAKOWM UAM MOYTU HUKAKOM pasHULbl MeXAY COO0M, Kak MHAUBUAYAABHBIMWU AFOABMMU.

BoT rae Mbl 6bIAW. BTAHYTbIE MeX COObITUI U MecCT — psAOM ¢ BecraHOM M He Tak Aaneko oT baraapa - B 3TOM Heonucyemo
NPEKPACHOM OKPYXXEHUU, B 3TOM CTPAHHOM M HEMOXOXEM AOME, MOAAEPXKMBAEMOM AOOOBBLIO OAHOMO YEAOBEKA, BbINUBASA BUHO U
HabAtoAan 3aKaTbl C KpblAbLI@, TOBOPS O NMPOEKTaX, M MAAHUPYS OCTATOK HEAEAU. B TO Xe Bpems s UCKan, uTo Bbl ckasaTb UTO-HUOYAb
YMHOE - 1 U CEMYAC ULLY - YTO-TO, UTO HEe BbIAO Bbl MMAOCTMBbLIM, MOLIALIM, HO HeyAauHo. Mol yM BO3BpaLLaAcs, Kak U ceruac
BO3BpaLLAETCs, K U3HOLLEHHbIM CTEPEOTMNAM O BAACTU UCKYCCTBA COEAUMHUTb AFOAEN M 06AaropoAnTb Hac. Ho BMecTe ¢ BecaaHom,
[po3HbIM, Baraapom, 3T0 M €CTb TO BPEMSA — MMEHHO BPEMSA — AEPXATbCA 3a 3TU UAEM.

A nprexan AOMOI U BbIA MOAHOCTBIO YAPYYEH MOAUTUUECKMMU COOLITUSMU, UMEBLLMMU MECTO B MUpPE. YUNCTbI BO3AYX U CBEXAS
MWLLa X0POoLIO MHE MOMOTAU, HO BoAee BaXHbIM ObIAO YAOBOALCTBUE HaBAOAATL 3@ TBOPUECKUM MPOLLECCOM YENOBEKA B MOAHOM
pacuBeTe ero TanaHTa. Xots st OblA MEHbLLE YUaCTHUKOM M BOAbLLE HabAIOAATEAEM, BCE XE 5 OblA LUIOKMPOBAH TEM, UTO MPUHUMAA
yyacTue B UEM-TO COKPOBEHHOM.

Halua BcTpeya AeNCcTBUTEAbHO BbiAa COKPOBEHHOW, B KOHLIE KOHLIOB - HalllM TBOPYECKUE CMOCOOHOCTU AEMCTBUTEABHO SIBASILOTCSA
Hallen NOCAEAHEN HAAEXAON, U APYXDa, M TBOPUECKUE COCTA3AHWUA CPEAM XYAOXKHUKOB MUPa UMEIOT BOAbLLOE 3HAYEHUE AASI ITOM
HaAEXAbl. ITO XYAOXECTBEHHOE B3aUMOAENCTBME UMEAO MECTO B MAEAAbHOM MecTe cHopa.

Art Villa - HeobblYHOWM GOPMbI HENPUTASATEABHbIV AOM U Y HETO ECTb U3YMUTEABHOE KAYeCTBO CTPAHHOCTH, B UEM COFAACUAUCH BCE
yUYaCTHUKW. KapamaH KyTtatenap3e 3acAyXMBaEeT OrpoMHyt0 6AaropapHoCTb 3a ¢BOKo paboTy M npepaaHHocTb Art Villa 1 kak K MecTy,
U Kak K npoekTy. Art Villa 6biAa He TOAbKO CBMAETEABCTBOM KauecTBa MCKYCcCTBa CO3AaHHOMO B Mpy3unn U Poccuu: a1o BbIAO Takxe
NMOATBEPXAEHUEM MEXAYHAPOAHOW CUABI 3aHATLIX 3TUM AEAOM XYAOXHUKOB U TEX, KTO AOOUT U 3aH0TUTCH 06 UCKYCCTBE, KOTAA OHM
OKYCUPYHOT CBOWM TaAaHT, HABbIKK M YM B OTHOLLEHWU U, MOXET ObiTb AAXeE NPEOAOAEHWUU NPOOAEM Hallero BpeMeHu. HeBaxHo
yepes UCKPALLMICA CMEX MAM APOCTb, UAM NPOCTO, 3aTparnBas BaXHEWLKWEe BOMPOCHI, 3TU XyAOXKHUKU MOTYT CKa3aTb MHOroe o
MUPE, B KOTOPOM Mbl XMBEM. BO3MOXHO, Aaxe BOAbLLIE YEM XYPHAAUCT.

Art Villa Garikula ‘Wind from the Caucasus‘ From right to left:
Vladimir Salnikov, Karaman Kutateladze, Guy Archer,
photos by Tata Ataneli
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GORDON MATTA-CLARK:
THE ART OF COMMITMENT

V Audrey Bartis

Audrey Bartis was born in 1974 and lives in Paris, she is a semiotician and does research (PhD) in
art theory in Belgium, about “the phenomenology of absence”.

For Gordon Matta-Clark (1943-1978), as for some other artists, the commitment in art, both physical and intellectual, can
be complete. For those artists, art seems to be giving themselves: there are no thought without flesh, there are no emotion
without surprise, and no idea without a move. In Gordon Matta-Clark’s work, three bodies are involved in an experience’s transfer
process: the artist’s body, the object’s body (the house, the city) and the viewer’s body are linked by a physical experience chain
reaction. The complete physical commitment of the artist’s body during the object’s transformation, creates mechanically a
specific dynamic in this three bodies triangle, and creates an unique kind of meeting with the viewer.

- The artist’s body: art as process and alchemy

Gordon Matta-Clark did not delegate his work, plan his works or create works only in the safety of a studio. On the contrary, his
research was completely focused on the immediate action, the direct process, the physical action on the terrain. Actions, work
sites, performances, alone or with a community of friends, as well as all traces of his work kept after his death showed him as
being always active, often smiling, deeply absorbed by the action and the joy it brought him. It has been suggested that Gordon
Matta-Clark broke the limits, and it seems obvious that he sought to break boundaries by his own hands, to feel them surrender
under his own physical force.

The everyday life object on which one acts, the artistic act mixed and compared with all other gestures of life, places everyday
actions on an artistic level, people to the « sacred » artist level, and helps the artist to escape his codes and boundaries (art
school, studio, gallery, museum, art dealers...), by invading, in utopia and in reality all corners of the world. Art is not in the art
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object anymore, it doesn’t live in the object « canvas », « sculpture », or « music » limits anymore, but in the making of it, in the
exact moment of doing it.

During the last century, « doing» art seemed to question « possessing art», by creating untransportable, unremovable, and
imperishable works. Many artists have questioned the value of their own works, even destroying some of them. Some traces of
the work or the process remain. The artistic object keeps the value of a transfer from a past action, and is deeply transformed
by it. From this almost complete dematerialization, a painting, a sculpture, a photograph cannot be read in the same way: They
become gesture’s traces, transformed objects, proof of a past moment (Roland Barthes’s punctum concept).

Gordon Matta-Clark’s work brings together essential characteristics of art as process and reinforces them by the specific alchemical
process of his work. In fact, Gordon Matta-Clark had a vast knowledge of alchemy acquired through numerous readings (half of
his personal library was about alchemy and C.G. Jung’'s psychoanalytic theory based on alchemical symbols). The alchemical
process consists of a series of transformations, operated on two antagonist elements (sulfur and mercury) that have to fuse on
the first step. Each of those transformations is linked to a precise step of the global process, and to a substance’s purification
step (1).

A lot of elements can be gathered from the works and the artistic acts of Gordon Matta-Clark, to provide information on the
alchemical part of his work. As his physical and direct actions on the objects he chooses to transform, Gordon Matta-Clark seems
to use the material as a medium between his physical body and his psychic body.

From this global alchemical research, two meaningful axes of analysis can be found: the chemical and organical transformation,
and the « as above, so below » concept (also known as the Hermes Trismegistus dogma, who was the presumed father of alchemy).
By organizing the different actions of the artist, two main dynamics become visible : the verticality and the fusion dynamics. Each
of these two dynamics can also be divided in two axes : the vertical axis vs the horizontal axis, and the division axis vs the union
axis. It appears then than almost all kind of physical actions has been experienced by him (2).

-The object’s body : the house and the city

Gordon Matta-Clark broke the limits between public and private worlds, the individual and the communal, the restricted and the
open, all the common codes of the concept of the house by using traditional house signs (the dumpster full of doors and stairs
of Open House, living and sleeping quarters in the Tree-house) and by shifting them into other contexts (for example the street or
the park), and by having a group of people act in them and with them.

His performances in 1971 and 1972 (3) on the theme of the house destructions in signs were still a kind of respectuous tribute to
the house’s body. By criticizing it in creating other possible models of housing, by questioning its contradictions (inside/outside,
intimate/public, individual/common, architectural/natural, still/moving...), but by always avoiding to touch the body itself, Gordon
Matta-Clark kept a respectuous distance and perpetuated the symbol of the house.

By cutting the outside walls and the inside of the house in his latter works, Gordon Matta-Clark made the house’s structure visible
to all. His action of surgical precision on the habitat allowed one to see through the walls and to surpass imposed limits. This
cutting action corresponds to a space opening and a transforming symbolical process, as it would have been for a psychic body.
The house, as an imposed container, starts to crack and unfold under the precise cuts, to liberate what was locked inside: ego,
thought, will of communion with the outside, will of expansion...

Originally, the house includes « natural » orifices (porches, doors, windows) which make opening and closing possible, let contents
come in and out, make the inside and the outside communicate, and also allow movements from various waves (light, sound,
air). By cutting the house in other places than the natural orifices, Gordon Matta-Clark renders those natural orifices inoperative;
he highlights their insufficiency and expresses his own will not to use marked and codified ways. These openings made on the
house’s body are like ablations that have no link with the house’s original form or use. They do not help to improve the liveability
of the space and seem to make the space unliveable. Gordon Matta-Clark’s action on the house (and afterwards on structures
other than living spaces), is an ablation of geometrical shapes that were totally absent (invisible) in the original structure. He
reveals the shapes and lines of the house’s internal structure by removing them and demonstrating the « presence by absence »
paradox by making them exist after they vanished, and by replacing them with voids.

These new orifices, these new holes deeply transform the inside order of the space. Air, light and sounds, all the wave trajectories
are modified by the cuttings. This transformation of waves has a deep impact on the viewer’s proprioception (the perception of
space and movement.) By creating these new openings, Gordon Matta-Clark offers a new order - his own house’s body order
- by allowing the inside and the outside to fuse visually. From the inside point of view, the city or the landscape enters the house
and disturbs the internal order, and from the outside point of view, the invisible becomes visible and the structure’s intimacy
immodestly shows itself. By doing those cuttings, Gordon Matta-Clark gives to himself and to the viewer a double perceptive
confusion, simultaneously visual and spatial - physical and symbolical.

The house that is closed, individual and full of norms is in total opposition to the city with its open space favourable to freedom
of expression and to group meetings. Gordon Matta-Clark seems to create a movement between the house and the city, a
permanent dialog among all his works.

The city and the street become places where intimacy is simulated (Tree Dance, Open House.) Conviviality with food and friends,
usually reserved for the intimate and protected space of the house, is also simulated in the street (Pig Frost, Food, Conical

Intersect’s Pig Frost in Paris.) On the other side, the house stands naked and vulnerable without its protective walls and is opened
to the outside. From the inside of the house, the boundaries with the city are broken, the city becomes a strong presence through
the cuttings, and the urban surroundings create a new frame for the house.
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For Gordon Matta-Clark, the city is made of rich and highly stimulating objects : The street, vacant lots, usually invisible and
abandoned « intermediary » places (Fire Boy, under the Brooklyn bridge, Made in America, on the Berlin’s Wall, Day’s End in a
NYC warehouse), garbage (Garbage Wall, Jacks, and Dumpster Duplex), graffiti (Graffiti Truck), cars, containers (Open House),
demolition work sites (Walls, Wallpapers, Pier In/Out, Conical Intersect) are all places of poetical meetings and interventions. For
Gordon Matta-Clark, the street is also the place for freedom of expression and political contest. He himself was part of a loud
and anarchic oppositional culture as shown in his works. For example, when he asked ordinary people in the NYC streets to freely
paint a truck (Graffiti Truck), he was part of the happy crowd; He painted the words « made in America » on the Berlin wall; and
during an exhibition in NYC, he threw stones at a building’s windows (Window Blow Out).

Most of Gordon Matta-Clark’s works on the city have a sense of community and were filmed performances. He invites his own
artistic community, but also everyday people in the street, to interact with the city in a meaningful way. One of the most obvious
proof of the communal aspect of his work is in the food sharing : in the Pig Frost performance, he shared pork meat under the
Brooklyn bridge ; by opening his restaurant, Food, he wanted to feed all Soho’s artistic community ; during his cutting action
Conical Intersect in Paris, he did the Pig Frost again on the Beaubourg Plaza that was then under construction and shared the
meal with everyone around. His relationship with food has a double meaning: Food is the symbol of the transformation of raw
material and it is also a gift, a sharing moment with a community, a sacred moment of conviviality.

- The viewer’s body : disturbed perception and trace’s perception

Through all his works, Gordon Matta-Clark proposes three types of perception, all variable in terms of distance and media : by
performance, by perception of space and photographs and videographs.

Total participation is requested from performers and the public during the performances, as the moment they take place. No
distance is considered for the spectator, because of the mix between the spectator/viewer’s traditional passive role and his
actor’s role caused by one’s presence at the performance or action. Gordon Matta-Clark allowed his « viewers » to become actors,
especially during the food sharing : in his restaurant, Food, or at the pigs’ cooking (Pig Frost | & ), the cooked and ingested food
made everyone, artists and people alike, take communion at the same time, at the same place, from one body to another body
(throughout the food’s body). In some of his other actions, he invited all his artistic community to participate and become actors
and spectators of their own actions at the same time, like in a mirror game (Fire Boy, Pig Roast, Food, Tree Houses).

At the time of the cuts done on architectural spaces, the perception of space has involved, from the artist’s point of view, as
the first person to experiment the creation of his new order, and from the viewer’s point of view, both from inside and outside of
the space. From the inside of the cut space, the spectator’s physical perception is disturbed by the new order of air, sound and
light (i.e. the house’s body, the architecture’s body). He stands and walks in a space where his usual references are only partly
recognizable : the walls are still standing, and the buiding is recognizable as a building, buts the cuts in the purview create a
questioning contrast. The usual trajectory is impeded by the cuttings, air comes in through uncongruous places... even if the
viewer visually perceives those new openings, a shock happens between the memorial perception of the building as it should be,
and the place of his body in this new architectural body. In this case, no distance would be possible.

From the point of view of passerbys in the city, the same kind of perception happens, but at the city’s scale. There is a larger
distance between them and the work, because it is not possible for them to physically perceive the effects of the cuts on the
inside space, but the shock between the visual and the bodily perception happens nonetheless despite the distance. From
this outside point of view, the building as it should be confronts the opened structure, the street’s space gets disturbed by the
building’s intimacy showing itself. In a way, the passerby’s body gets sucked in by the orifices in the architectural space, to create
new possible ways, new points of view in the city.

The third perception’s proposal made by Gordon Matta-Clark to the viewer is the look at his photographs and videos. Through his
permanent will to record all his actions to produce new purely visual works, Gordon Matta-Clark allows the viewer to get a kind
of ubiquity’s gift by following him everywhere he goes (on the top of the city, in the depth of the underground, NYC, Paris, Berlin,
Antwerp...), but, especially to get access to an almost completely destroyed work and to a dead artist.

Meanwhile, by editing videos (which is the closest medium to reality, even if its reconstructs it) and doing collages of photographs,
Gordon Matta-Clark tried to reduce the distance between his work and the spectator. He disturbed the spectator’s spatial and
visual references. When looking at his Conical Intersect’s or Splitting’s collages, everything seems upside down, no one can
tell where top or bottom are, what is inside or outside...the illusion is almost perfect. In his attempt to give a global vision and
perception of his cuttings work with photographs, Gordon Matta-Clark gives an almost physical vertigo to the viewer.

Gordon Matta-Clark’s work confuses the many roles of the spectator (passive viewer / active participant) and also produces a
collision of perceptions between what the viewer sees and what he perceives, what should have been according to acquired
cultural codes, and what is shown and felt, throughout the artist’s action on the objects.

By questioning the visual and spatial perceptions of the receptor of the work (i.e. the viewer), Gordon Matta-Clark looks at his
own relashionship to reality as he molests it : For example, are those geometrical forms extracted from architectural spaces real?
If the geometrical forms get extracted, then it means they were there, even if not perceivable. Those bodies (i.e. the house, the
building, and the city) are like his own body, they are shells that need to be opened and be freed and be alive. Do the broken
limits
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symbolically represent his will to question the body’s limits as well as the limits of perception and cognition?

By projecting the spectator in sensorial vertigos, Gordon Matta-Clark questions (or imposes, in the case of space’s cuts) the
connexion between reality/relationship to living being, and his own body. By questioning the body at this abstraction level, he
enters a phenomenological side, and questions the thought of the viewer. Body and thought are inseparable : when acting on
one, the other gets influenced, and both body and soul are one and only medium. Those are the main important points made by
Maurice Merleau-Ponty in Phenomenology of perception (1946).

Just as the psychologist described by Merleau-Ponty (in the second chapter of the first part), Gordon Matta-Clark becomes aware
of the impossibility of being completely extracted from the object of his analysis (human thought, human body) due to the fact
that he is a human body and thought at the same time. He becomes his own subject of observation and experiment. He cannot
consider the patient as a distant object, on which to cast an objective look, but as his mirror. Gordon Matta-Clark offers the viewer
a perceptive mirror through his works, and offers a mirror to himself through the viewer’s perception.

Gordon Matta-Clark’s work disturbs the senses by confonting them to each other, by questioning them and by leading the doubt
on reality and on visual hegemony, through illusion and changes of context. He is part of those precursor artists who helped
art question reality by questioning perception, and opened a new area in the relashionship between art work and spectator/
viewer.

The Gordon Matta-Clark’s work contains a major paradox that links the contact’s proximity of the artist throughout the action,
and the distance he puts in the photographic and videographic recording. Because of this paradox, he fully participates to the
artistical research involved sixty years ago (and maybe more). Several axis can now stand out from this notion of trace : the trace
of action and/or process, the trace as art work and the object disapearance.

The recording phase is a wholly part of the Gordon Matta-Clark’s global process. The photographic and videographic are used
as documentation about his action, the object he operated on, the moment and place of the action (the « this has been » Roland
Barthes concept), but also as a wholly artistic material. In fact, the «traces » of his work are not only recordings, from the
moment of his intervention on this material, just like any other object.

Throughout his physical action on objects, the Gordon Matta-Clark’s work logically leads to trace, by leaving transformed spaces
by his own hands and will. What could be said is that those action’s traces, the scars left on architectural, house’s and city’s
bodies by his own body, is the main important goal of his work. The cuts he produces on the spaces lets openings and those voids
materialized on the walls make the limits physically perceptibles, more than visible.

Those cutting action’s traces also allow a new perception of space, the void confering a new force and a new language to the
material. The action on the object is just a step in the process. This step is reserved to the artist, but the traces are there for the
viewer’s perception (physical perception of the transformed spaces and visual perception of the photographs and videos). This
multidimensionnal of the trace’s notion creates the link between action and perception, the artist and the viewer.

As it has been already said (4), an important part of the Gordon Matta-Clark’s work has been destroyed, either at the demolition
of the buildings he occurs on, or because the action was unreproducible (happening, ephemeral action on a precise place,
perishability of organic material...). The forthcoming and planned dissapearance of the architectural bodies is a part of the
artist’s process. A grandiose act (compares to the architectural object’s scale, the action’s complexity and the necessary physical
effort to produce the action) is destined to dissapear at the precise moment of its advent : all the work’s dramatic tension stands
in this announced death of the object.

The artist’s action itself symbolically participates to this destruction. Cuttings make the structure more fragile, deflections of
place’s use make them inoperative and meaningless. The Gordon Matta-Clark’s action is like a virus that transform the object’s
body and gives it a new internal order, a beauty spasm before being destroyed.

Just as with dead people, photographical and videographical traces fully partcicipate to the disappearance discourse and play
the same kind of role : those pictures help to remember, help to meet again after death, fill the void, but in the other hand,
they create another kind of void, the physical frustration one. It is really hard for living people who stay to be satified with a
relashionship’s mirage, when the most important is in the bodies’s meeting. This is the same with the Gordon Matta-Clark’s work
for us now.

The Gordon Matta-Clark’s « myth » is partly there, in his works’s dissapearance, and in the strange discourse echo made by his
own premature death, caused by a dazzling cancer.

(1) The goal of the alchemical process is to obtain an absolutely pure substance, a concentration of divine perfection. But, the most important side of the alchemical
process is its double action on the operator. By purifiying the substance, the operator purifies himself, the same way, step by step. The alchemical practice helps the
operator to make the concrete (the material transformation) and the mystical (the quest of a pure soul) meet. The alchemist is a person in search of his own divinity,
using the substance as a transfer object for his own mystical elevation. (2) The verticality dynamic: vertical axis / horizontal axis

Verticality : to be suspended, to climb, to scale, to raise, to build, to plant, to dig, to be underground

Horizontality : travelling (NYC, Chicago, Antwerp, Berlin, Kassel, Paris, Jamaica...), horizontal extension of the body : from the individual to the city (and beyond...) :
(spirit ?), individual body, the house, the building the street, the city The fusion dynamic: division axis / union axis

Division : to cut to displace, to shoot (photo & video) (isolate the picture from the context), to break, to open

Union : to cook, to transform (to mutate), to displace in a new context, to edit videos, photography collages, to buid up materials, bring together : objects, people

(3) Tree House (1971), Open House (1972), W-Hole House (1972) et Splitting (1974)

(4) Lee Pamela M: Object to be destroyed: the work of Gordon Matta-Clark, MIT Press, Cambridge, Massachusetts, USA, 2000.

Crow, Thomas: Gordon Matta-Clark, Phaidon, London, 2003.
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FTOPAOH MATTA-KAAPK:
MCKYCCTBO OTAAYMH

Oapu baptuc

Oapu baptuc poamnacek B 1974 roay v xmeet
B llapuxe, 1 NpoBoOAMT nccreaoBaHue (PhD-
AokTop ®PUAOCOPHU) B TEOPUU MCKYCCTBa
B beanbrun Ha TEMy «DeHOMEHOAOrUs
OrcyTCcTBUSA»

Ana TopaoHa Martta-Kaapka (1943-1978), kak u Ana
HEKOTOPbIX APYTMX XYAOXHWKOB, OTA@Ya B WCKYCCTBE,
Kak dusnyeckas, Tak U UHTEAAEKTYaAbHas, MOXET ObITb
TOABKO MOAHOM. AAA TakMX XYAOXHWKOB, WCKYCCTBO
KaxeTca otpauven camux cebs: HeT MbicAM 6e3 MAoTH,
HeT aMOLMKN 6€3 YAUBAEHHUS, HET MAEU BE3 ABUXEHMS.
B pabote lopaoHa MaTtTa-Knapka Tpu Tena BOBAGUYEHbI
B MpOLECC nepepayy OMbiTa: TEeAO XYAOXHWMKA, TEAO
obbekTa (AOM, ropop) v Teno Habaopatens (06o3peBatens). OHM
CBfi3aHbl LEMHOM peakunen Bo Bpemsa TpaHchopmaumn obbekra. B
3TOM TPEYIOAbHUKE TPEX TEA MEXAHUUYECKM CO3AAETCH ONpPeAENeHHasn
AVHaMUKa U YHUKaAbHasa BCTpeya ¢ HabAtopaTeneM.

- TenO XYAOXHMKA: MCKYCCTBO KaK MPOLLECC Y aAXMMMUS.

fopaoH Martta-Knapk He nopyyaeT KoMy-Ambo cBoto paboty, He
NMAAHUPYET W He co3paeT Wx B 6e30macHOM 06CTaHOBKE CTyAWU.
HaobopoTt, ero uccrepoBaHusi OblAM MOAHOCTBIO  COOPMUPOBAHDI
B MpoLecce HEMEANEHHOTO GU3MYECKOro  AENCTBMA Ha  CBOEN
TEPPUTOPUMN.

Ero aenctBuA M npeacTaBAeHUSs , BbIBOp paboumnx ydactkoB, OyAb OH
OAMH MAKM B 0BLLECTBE APY3€EN, TaKXKE KaK U BCe CAEAbI €ro paboT, COXpaHEHHbIE NMOCAE Er0 CMEPTH, NOKa3bIBaIOT €0 Kak YeAOBeKa
BCErAa akTMBHOIO, YacTo yAblbatoLLerocs, rayboko BTAHYTOrO B AEWCTBME U UCMbITbIBAIOLLETO PAAOCTb OT AENCTBUSA.
Mpeanonaraetcs, uto fopaoH MaTTa-Kaapk HapyLUMA FpaHuLbl TBOPYECTBA, U OYEBUMAHO, UTO OH CaM UCKaA NMYTU UCKaXEHUS TPaHULbI
CBOMMM COBCTBEHHBIMW PyKamM, YTOBbl NOYYBCTBOBATb, KAK OHM CAAHOTCS NOA HAaTUCKOM €ro cOBCTBEHHOW GUINUYECKOW CUAbI.
O6beKT BYAHWUYHOM XM3HW, HaA KOTOPbIM KTO-TO pabotaer, ABAAETCA CMeLUaHHbIM WAM CPaBHMBAeMbIM CO BCEMW APYrMMMU
NPOSIBAEHUAMMU XU3HU XyAOXKECTBEHHbIM AEUCTBMEM. XXM3Hb MOAHMMAET BYyAHWUHbIE AENCTBUSA Ha XYAOXECTBEHHbLIM YPOBEHD,
a AOAEN Ha «CBALLEHHbIN» XyAOXKECTBEHHbIM NbeapecTan. OHO MOMOraeT XyAOKHWKY n3bexaTb CBOEro KOAEKCa W rpaHuLL (LLKOAY
MCKYCCTBa, CTyAUIO, Fanepeto, My3ew, apT AMAEPOB U T.A.), MTOCPEACTBOM BTOPXEHUSI B MUPOBOE CO3HAHWE YTOMUU U PeaAbHOCTU.
MckyccTBo H6onblue He HaxoAUTCA B 0ObeKTe UCKYCCTBa, OHO OOAbLUE HE XMBET B rPaHULAX OObEKTa, «<XOACTa», CKYABMTYPbl WAU
My3bIKW, @ XXMBET B ONPEAEAEHHbIV AAHHbIA MOMEHT €ro CO3AaHUSA.

B TeueHue nocnepHeEro Beka, CO3AaHME UCKYCCTBa Kal3anOCb BOMPOCOM «0OAaAaHWMA WMCKYCCTBOM» MOCPEACTBOM CO3AAHMA
HETPaHCNOPTUPYEMbIX, HEYCTPAHUMbIX U HETAEHHbIX PaboT. MHOTME XyAOXKHUKU COMHEBAAUCH B OLLEHKE CBOMX COOCTBEHHbIX pabor,
AQXe YHUUTOXaAWU HEKOTOPbIE U3 HUX. HEKOTOPbIE CAEABI NpoLEecca UX paboTbl BCE Xe OCTatoTCs. XyAOXKECTBEHHbIM 0OBEKT COXpaHaeT
WMHEpPLMIO NepeAaym 13 NpoLIAOTro AeMCTBUA, U TAYOOKO TpaHCPOpPMUPOBaH UM. C 3TOM NOUTU MOAHOM AEMOKpaTHU3aLMeR, XXMBOMUCH,
CKyAbNTYpa, boTorpadusa He MOTryT CUUTaTLCA OAHUM U TEM Xe CMOCOOOM: OHU CTAHOBSITCH CAEAGMM XeCTa, TPaHCHOPMUPOBAHHBIMU
06beKTaMK, AOKA3aTEABCTBOM NpoLueallero MmomeHTa (KoHuenuma Punctum PoaaHaa bapreca).

Pabota loppoHa MatTa-Kaapka CBOAWMT BMECTE OCHOBHbIE XapaKTEPUCTUKU WUCKYCCTBa Kak Mpouecca, W YCUAMBAET WX
ONpPeAEAEHHbIM aAXMMUYECKUM MpoLeccoM cBoel pabotbl. Paktuuecku, fopaoH MatTa-Kaapk obrapan O6LWMPHBIM 3HAHWEM
anXMMKK, NPUOBPETEHHBIM NOCPEACTBOM MHOFOAETHOMO YUTEHNSA (MOAOBMHA €r0 AMMHOM BUOAMOTEKM COCTOANA U3 KHUT MO aAXMMUK
W ncuxoaHanmMTueckon Teopum C. I KOHra, 0CHOBaHHOM Ha aAXMMUYECKUX CUMBOAAX). AAXMMUYECKUIA MPOLLECC COCTOUT U3 CEPUU
TpaHchOpPMaLMM, ONEPUPYIOLLUX ABYMS @HTAroHMCTUYECKUMU 3AEMEHTaMM (cepa, PTyTb), KOTOPbIE AOAKHbI B3PbIBATbCA NpwU
NepPBOM Xe ABWXEHUU. Kaxaan u3 aTux TpaHchopMaLmii cBsi3aHa C ONPEAEAEHHBIM LWaroM robanbHOro npoLecca, U POXAEHUA
BelllecTBar.
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MHOro 3AneMeHTOB MOryT ObiTb MOYEPMNHYTO M3 PaboT M XYAOXKECTBEHHbIX AEMCTBUIM fopaoHa MatTa-Kaapka ana obecneuyenus
MHbOPMaLMEN N0 aAXMMUYECKON YacTu ero TpyAoB. Ero dusnyeckue u npamblie AENCTBUSA Ha 0ObEKTbI, KOTOPbIE OH BbIBMpPaEeT AAA
TpaHCHOPMaLMK, UCMIOAB3YIOT MaTepPHUan Kak NPOMEXYTOUHYIO CTYNEHb MEXAY ero Gu3nyeCckKnMm 1 NCUXMYECKUM TEAGMU.

M3 3T0ro rno6anbHOrO aAXMMUYECKOro AEMCTBMSA, MOTYT ObiTb BbIAEAEHbI ABE MHOrO3HauYMTEAbHbIE OCH aHaAM3a: XMMU4Yeckas,
opraHuvyeckas TpaHcPOopMaLMs, U KOHLEMUMUA «Kak CBEPXY, TaK U CHU3Y» (Takxe M3BeCTHas kak porma lepmeca Tpucmeructa,
KOTOPbIA SIBASIACSI OTLIOM aAXumuu). OpraHvM3oBbIBas pasAMYHble AENCTBUS XYAOXKHWKA, ABE OCHOBHblE AMHAMMWKW CTaHOBATCA
OYEBUAHBIMW AMHAMUKa BEPTUKAABHOCTU U CAMSAHUA. Kaxaan M3 3TUX ABYX AMHAMWK MOXET ObITb Takxe paspeneHa Ha ABE OCH:
BEPTMKaAbHasA OCb MPOTUB FOPU3OHTAABHOM OCM, Pa3peAeHWE OCU MPOTUB COEAMHEHUSI OCW. M3 3TOro SIBCTBYET, YTO OH MCMbITaA
noyTh BCe BUABI GUIUYECKMUX AENCTBUIM».

Teno obbekTa: AOM M ropoa

fopaoH MatTa-Kaapk Hapywwua rpaHuubl Mexay Ny6AMUYHBIM M YacTHbIM MWPaAMK, WHAMBWMAYAAbHbIM W OOLLECTBEHHbIM,
3anpeLLeHHbIM U OTKPbITbIM. OH HapyLUMA BCEOOLLIOK MOPaAb KOHLEMUMU AOMa, UCMOAL3YS TPAAULMOHHbIE AOMAaLLHWE 3HaKu
M NOCPEACTBOM WX MEPEMELLEHUA B APYrMe KOHTEKCTbI (Hanpumep, yamua UAW Napk) 3acTaBuA Tpynny AOAEN Urpatb B HWUX U C
HUMMU.

Ero nepdopmanchl B 1971 1 197 2 roay Ha TeMy pa3pyLUeHUst AOMa B 3HaKaXx, ABASIOTCS BCE eLLE COOTBETCTBEHHOW AaHbIO TEAY AOMA.
KpWTUKYS ero nocpeaCcTBOM CO3AaHMA APYrMX BO3MOXHbIX MOAEAEN MPOXWBAHWSA, COMHEBASACh B €ro NPOTUBOPEUUAX (BHYTPK/
CHapPYXW, WUHTUMHBbIN/0OLLECTBEHHbIW, UHAMBUAYAAbHbINA/OOLUMIA, APXUTEKTYPHbIN/ECTECTBEHHbIW, HEABWXUMbINA/ABUXUMBIN...),
HO, Bcerpa naberasi NPUKOCHOBEHUS K caMoMy TeAy, fopAOH MaTTa-Kaapk Aepxan COOTBETCTBYHOLLYIO AUCTaHLMIO, YBEKOBEUMBASA
CMMBOA AOMA.

M3bsAB HapyXXHble U BHYTPEHHUE CTEHbI AOMa B CBOMX NMOCAEAHMX paboTax, lopaoH MaTTa-Kaapk co3aan CTPYKTYpy AOMa, BUAUMYIO
AARA BeeX. Ero AeficTBre ¢ XMpypruyeckoi TOMHOCTBIO MO3BOASIET BUAETL YEPES CTEHBI U NEPENTU MOAOXKEHHbIE rPaHULLbI. ITO AeHCTBUE
M3bSATUSI OTHOCKUTCA K NMPOCTPAHCTBY, OTKPbIBaA U TPAaHCHOPMUPYS CUMBOAMYECKUI MPOLIECC, TAKXKE KaK U AN GU3UYECKOTO TEAa.
AOM, KaKk CTOSILLLMI KOHTEWMHEpP, HauYMHaEeT TpeLaTb U pa3BepTbiBaTbCA NOA TOUYHBIMU HAaAPE3aMK, UTOObl 0CBOBOAUTB TO, UTO BbIAO
3anepTo BHYTPM: 3ro, MbICAb, XXeAaHWE 0OLLEHUS C BHELLHUM MUPOM, XEAAHWE PaCLLUMPEHUS...

CHayana AOM BKAOYAA B cebsi «eCTECTBEHHble» OTBEPCTUA (OaAKOHbI, ABEPW, OKHa), UTO AEAaeT BO3MOXHbIM OTKPbITb M
3aKPbITb, NMO3BOAUTL COAEPXMMOMY BOMTU W BbIWTU, 3aCTaBWUTb BHYTPEHHWUM WM BHELIHWIA MUP 06LaTbCA, a Takke BMyCTUTb B
Hero pasAnuHble BOAHbI (CBET, 3BYK, BO3AYX). Paspesas Aom B Apyrvx mectax, lopaoH Matta-Kaapk npespallaer ecrtecTBeHHble
OTBEPCTUS B HEAEWMCTBYHOLLME, OH MOAYEPKMBAET UX HEAOCTATOYHOCTb U BblpaXaeT CBOE COOCTBEHHOE XEAAHWE HE UCTMOAb30BaTb
OTMEYUEHHbIE W WKdpPOBaHHbIE CNOCOObl. ATW OTBEPCTUS, CAEAAHHbIE HA TEAE AOMA, MOX0XM Ha pas3MblBaHWE, KOTOPOE He UMeEeT
CBSI3W C NepBOHa4YaAbHOM GOPMOW MAM UCNOAb30BAHMEM AOMA. OHWU HE MOMOratoT YAYYLLMTb XM3HECTOCOBHOCTb MPOCTPaHCTBa,
W, KaXeTcs, AeAatoT NPOCTPAHCTBO HEMPUIOAHBbIM AAS XM3HW. AeictBue TopaoHa Matta-Knapka Ha AOM (M BMOCAEACTBMM Ha
CTPYKTYPbI, OTAUYHbIE OT XMAbIX MAOLLAAEN) ABASIETCA pa3aMblBaHUEM reOMEeTPUUYECKMX GOPM, KOTOPbIE MOAHOCTLIO OTCYTCTBOBaAM B
nepBOHaYaAbHOM CTPYKType. OH packpbiBaeT GOPMbl U AMHUU BHYTPEHHEN CTPYKTYPbI AOMA, U3bIMasn UX U AEMOHCTPUPYS NapaAoKe
«MPUCYTCTBUA OTCYTCTBMEM>», 3aCTaBMB WX CYLLLECTBOBATb NOCAE TOrO, KAK OHU MCYE3AU, 3aMEHAS UX MYCTOTOMN.

3TW HOBblE OTBEPCTUA, 3TU HOBbIE AbIPbl TPAHCHOPMUPYIOT BHYTPEHHUI NOPSAOK NPOCTPaHCTBa AOMa. Bo3ayx, CBET U 3BYKH, BCE
TPAEKTOPWU BOAH M3MEHEHbI MOCPEACTBOM cpe3a. JTa TpaHchOopMaLMsi BOAH BAMAET Ha COOCTBEHHOE BOCNpUATHE HabAOAaTENS
(BOCMpPUATHE NPOCTPAHCTBA M ABWXEHMA). Co3paaBas 3T HOBblE BbIXOAbI, TOPAOH MaTTa-Kaapk npeanaraeT HOBbIN NMOPSIAOK — €ro
COBCTBEHHbIN NOPSIAOK TEAA AOMA — NO3BOASIA BHYTPEHHEMY W BHELLHEMY MUPY BU3YaAbHO CAMBATLCA. C BHYTPEHHEN TOUKU 3pEHUS,
HEBUAMMOE CTaHOBUTCS BUAMMBIM, MU MHTUMHOCTb CTPYKTYpbl HECKPOMHO MoKa3sblBaeT cebs. Aeaan 3t cpesbl, fTopaoH MatTa-
Kaapk paet cebe 1 HabaroAaTEAD ABOMHOE BOCMPUUMUMBOE 3aMeELLATEAbCTBO, OAHOBPEMEHHO BU3yaAbHOE U MPOCTPAHCTBEHHOE
- ¢U3MUEeCKoe U CUMBOAMYECKOE. AOM, KOTOPBIV 3aKPbIT, MHAMBUAYAAEH M MOAOH HOPM. OH HaxoAWMTCS B MOAHOW OMMO3MUMK NO
OTHOLLEHUIO K TOPOAY C €ro OTKPbITOW MAOLLaAbI, BAAronpuATHOMY AAS BblpaXeHusa M rpynmnoBbix BeTped. Kaxertcs, uto fopAoH
MartTa-Kaapk co3paeT ABUXEHWE MEXAY AOMOM U FOPOAOM W MOCTOAHHbIN AMAAOT MEXAY HUMUK BO BCEX ero paborax.

[opoa M yauLa CTaHOBATCA MeCcTaMu, rae MHTUMHOCTb cUMyAMpoBaHa (TaHew AepeBa, OTKpPbITbI AoM). Becenbe ¢ epom 1 APY3bsiMMU,
006bIYHO XpaHWMOE B MHTMMHOM M 3aLUMLLEHHON NAOLLAAN AOMa TaK Xe NPeACTaBAEHO Ha yauue (CBuHoe Xapkoe, Eaa, KOHYCHbIN
MepekpecTtok CBrHOro Xapkoro B Mapuxe). C Apyro CTOPOHbI, AOM CTOMT 06HaXEHHBIM M PaHUMbIM CPEAW CBOMX 3aLLMTHbBIX CTEH
W OTKPbIT AASI BHELLHEro MUpa. BHYTPEHHbIM MUMpa AOMa HapyLUEeH 1 FTOPOACKasa OKpyXatollas cpeAa CO3AaEeT HOBYIO PaMKy AAA
Aoma.

Ans TopaoHa MatTta-Knapka, ropoa caenaH M3 MHOroobpasHbix 06bEKTOB: yAULa, NYCTble YYacTKu1, 06bIYHO HEBMAUMbIE W MOKWUHYThIE
«NPOMEXYTOUHbIe» MecTa (MoxapHUK noa MocToM BpykanHa; CaenaHo B AmMepuke; Ha BepanHckoi CteHe; KoHew AHS Ha TOBapHOM
CKAaAe B Hblo—VlopK Cwutun), mycop (MycopHasa cTeHa; Koanaku B AbiMoBol Tpybe; Dumpster Aynaekc), rpaddutn (Tpy3oBUK),
MalUUHbl U KOHTeWHepbl (OTKpbITEIM AoM), paboure ydacTku aaA cHoca (CteHbl; O6ou; CToAO BHYTpb/HapyXy; KoHuueckoe
MNepeceueHune). Bce at mecTa - NOCPEAHUKN MO3TUYECKUX BCTPEY.

Ans ToppoHa MatTa-Kaapka yamua sIBASETCA Takke MeCToM CBOBOAB! BblpaxeHWsa 1 NOAUTUYECKMX AebaToB. OH cam OblA YacTbio
TPOMKOW 1 aHapXMYECKOW OMMO3ULMOHHOM KyABTYPbl. Hanpumep, KOraa OH MPOCMA OBbIUHBLIX AOAEH Ha yauuax Hbto-Mopke
cBOBOAHO HapucoBaTh rpy30BUK (rpadduUTH «PY30BHK»), OH BbIA YACTbIO CYACTAMBOM TOAMbI. OH pucoBan «CaenaHo B AMepuke» Ha
BepAnHckoit CTeHe, 1 BO BpeMs BbiCTaBKM B Hblo-Mopke OH KMAAA KaMHM B OKHa 3paHUA (Pa36uTb OKHO).
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BOAbLIMHCTBO ropoackux pabot lopaoHa MatTa-Kaapka MMeAM OTTEHOK OOLLHOCTM YyBCTB U ObIAM 3KPAHU3MPOBAHHbLIMMU
nepdopmaHcamMu. OH NpUrAaLlaeT CBOK XYAOXKECTBEHHYIO OOLLMHY, a TakXe OObIUHbIX AOAEN Ha YAULE AAA B3aUMOAENCTBUSA
C rOpoAOM PasAMUHbIMK MeTopaaMKU. OAMH M3 CaMblX OYEBMAHBIX AOKa3aTeAbCTB OOLLECTBEHHOMO acnekta ero paboTbl BUAEH B
B nepdopmaHce «CBMHOE XKapkoe» - OH AEAUTCA KyCKaMM XapKoro noA MoctoM BpykanHa. OTKpbiBas cBOW pecTtopaH «[uuua»,
OH XeAan HaKOPMWTb BCE XyAOXECTBEHHOe 06LiecTBO «Coxo». Bo BpeMs akummn «KoHnueckuin Mepekpectok» B Mapuxe OH onsitb
noBTopuA «CBHUHOE YXapkoe» Ha naoLaan babypa, koTopasi Haxo0AMAACh B CTaAMKM PEKOHCTPYKLMM, U OH MOAEAUACA EAOM C KaXAbIM,
KTO ObIA pAAOM. Ero oTHoweHWE K eae BbINO ABOMCTBEHHBIM: €Aa — 3TO CUMBOA TpaHCchOPMaLMK CbiIPOro MaTtepuana, 1 3T0 Takxe
ABASIETCS MOAAPKOM, MOMEHTOM, KOTA@ UM AEASITCS C OBLLLECTBOM - CBSILLLEHHbIM MOMEHT NPa3AHUYHOTO HACTPOEHMS.
- Teno HabAOAGTEAR: HAPYLWEHHOE BOCMPUSTUE U BOCNPUATHE CAeAQ.

Bo Bcex cBoux pabotax lopaoH Matta-Knapk npeanaraet Tpu TMna BOCMPUATUS, KOTOpPble M3MEHSIOTCS B 3aBMCMMOCTM OT
pacCcToAHMA U1 3ByKa: NPpeACTaBAEHMe, BOCNPUATUE TBOPUYECTBaA, doTorpadusa n Buaeorpadus.
HeobxoaAMMO MOAHOE yyacTMe UCMOAHUTEAEN WM MYOAMKM BO BpeMs nepdopmaHca. PacctosiHue AASt 3pUTEASt HE YCTaHOBAEHO,
13-3a CMELUMBAHNA TPAAMLMOHHON KAACCUUYECKOM POAM 3PUTEAR - HADAKOAGTEASS U UX @KTEPCKUMWU POASIMM, BbI3BAHHOM UYbWM-TO
NpUCyTCTBMEM Ha nepdopmaHce MAM akumu. fTopaoH MaTta-Knapk no3BOASET CBOMM «HabBAIOAATEASIM» CTAHOBUTLCSH aKTepamM,
0cobeHHO BO BpeMs pa3pauy epbl B CBOeM pectopaHe («Epa»), MAM B MPUrOTOBAEHWMU CBUHWUHBLI (CBUHOE XXapkoe | u II).
MPUroTOBAEHUE W MOTAOLLEHME MULLM AAST KAXAOTO YAEHA OOLLMHBI, ByAb TO XYAOXKHWK MAM  NMPOCTOM YEAOBEK, B TO Xe camoe
BpEMS, B TOM XE CaMOM MEeCTE SIBASIETCA NEPEXOAOM OAHOMO TeAa B Apyroe. B HEKOTOPbIX APYTMX akUMAX OH NpUrAallaeT Bce
XYAOXECTBEHHOE 06LLEeCTBO y4acTBOBaTb M OAHOBPEMEHHO CTAHOBUTLCA aKTepamu U 3pUTEAAMM CBOMX COBCTBEHHBIX aKLUMI, Kak
B Urpe B 3epkano (MoxapHuk, CeruHoe Xapkoe, Epa, Aom-AepeBo).
Ko BpemMeHHM, Koraa yAuLbl YXXe BbICTPOEHbI, BOCNIPUATUE MPOCTPAHCTBA Y)XE€ BOBAEUEHO, C TOUKWU 3PEHUS XYAOXKHUKA, Kak NepBoe
AMLO AASI 3KCMEPUMEHTa HaA CO3AAHWEM CBOEro HOBOIO MOPSAKA M C TOUKM 3peHUs HabAoAaTeAs, KaK C BHYTPEHHEN, Tak U C
BHELUHEN YyacTu npocTtpaHcTBa. C BHYTPEHHEN CTOPOHbI Cpe3a MPOCTpaHCTBa ¢U3MUecKoe BOCMPUATUE 3PUTEAS MOKOAEOBAEHO
HOBbIM NMOPAAKOM BO3AyXa, 3BYKa M CBETa (Hanpumep, TEAO AOMa, TEAO apXUTEKTYPbI). OH CTOUT U ryASieT N0 NPOCTPAHCTBY, FAE €ro
Cc0o6CTBEHHOE BOCMPUSTUE AULLIb YACTUUHO y3HaBaeMo. CTeHbl BCe eLLe CTOSIT, 3AaH1e Y3HAaBaeMO Kak 3aaHue, HO cpesbl B 06AacTv
AENCTBUA CO3AAIOT COMHUTEABHbBIN KOHTPACT. Cpesbl ABAAIOTCA NPENSTCTBUEM AAST OObIYHOM TPAEKTOPMU, BO3AYX NOCTYNaeT Yyepes
HEeCOOTBETCTBYIOLLME MECTA... AAXE ECAU HAaOAIOAATEAb BU3YaAbHO BOCMPUMET 3T HOBbIE OTBEPCTUA, MOXET CAYUUTLCA LLIOK MEXAY
BOCMPUATUEM 3AAHUA B NAaMSATU, K&K OHO AOAKHO CTOSATb, U MECTOM CBOETO TeAa B 3TOM HOBOM apXUTEKTYPHOM Tene. B aTom cayyae,
HWKaKoe pPacCcTosiHWe He ByAeT BO3MOXHbIM.
C TOUKM 3PEHUS MPOXOXMX , BOZHUKAET TO X€e YyBCTBO BOCMPUATUS, HO B MacLuTabe ropoaa. CyecTByeT 60AbLLOE PACCTOSIHUE MEXAY
HUMW 1 PaboTOM, NOTOMY UTO AAS HUX HEBO3MOXHO GU3NUYECKKM BOCTIPUHMMATL 3dGEKTBI CPE30B BO BHYTPEHHEM NPOCTPAHCTBE,
HO LLOK MEXAY BM3YaAbHbIM M TEAECHBIM BOCMPUSATMEM BO3HUKAET, HECMOTPA Ha paccTosHue. C BHELLUHEW TOUKM 3peHUS, 3paHMe,
KaKoe OHO €CTb, MPOTUBOCTOMUT OTKPLITOM CTPYKTYPE, NPOCTPAHCTBO YAULLbI MOKOAEOAEHO MHTUMHOCTBIO 3AaHUS, NOKa3biBaOLWErO
cebs. B HEKOTOPOM OTHOLUEHMU, TEAO MPOXOXEr0 CTAHOBWUTCS MOFAOLLEHHBIM OTBEPCTUSIMU B @pPXUTEKTYPHOM MPOCTPAHCTBE, AASI
CO3A@HUS HOBbIX BO3MOXHbIX CNOCOH0B, HOBbIX TOUEK 3PEHUS B TOPOAE.
TpeTbe co3paHHOE W NPEANOXEHHOe HabAoaaTeAto fopaoHOM MaTtTa-Kaapkom BOCMPUSITUE — 3TO B3IAAA Ha ero dotorpadumn v
BMAEO. MOCPEACTBOM €ro MOCTOSSHHOIO XEeAaHWA 3anucbiBaTb BCE AEMCTBMSA, UTOObI CO3AaTb HOBbIE, YMCTO BU3YyaAbHble paboThl,
NO3BOASET HABAOAATEAID MOAYYUTH B MOAGPOK OLLYLLIEHWE MOBCEMECTHOCTH, CAEAYS 3@ HUM BE3AE (Ha BEPLUMHY rOPoAa, B IAyOUHY
noA 3emaeit, B Hobto-Mopk Cutu, Mapux, BepanH, AHTBEpPMEH...), HO 0COBEHHO MOAYYUTb AOCTYM B MOYUTU MOAHOCTBIO Pa3PYLLEHHYIO
pPaboTy 1 K MEPTBOMY XYAOXKHMKY.
Tem BpeMeHeM, n3paBasn BUAEO (UTO ABASIETCA OAMXKaNLLIEN MEAMEN K PeaAbHOCTHU, AaXe ECAM OHO PEKOHCTPYMPYET ee), U Aenast
KOAA@XM doTorpaduin, fopaoH MaTTa-Kaapk nbiTancsi yMEHbLIKWTb paccTostHUE MexAy cBoen pabotol 1 3putenem. OH nokoneban
NPOCTPaAHCTBEHHOE W BU3yaAbHOE OTHOLLEHME 3puTeAs. Mpu B3rAsAe Ha ero KoHnueckuin MepekpecTok AK kKonrnaxmn Packona, Bce
KaXeTca nepeBepHyTbIM BBEPX AHOM, HUKTO HE MOXET CKasaTb, FAE BEpX, a TA€ HU3, UTO BHYTPU, @ UTO CHAPYXMK... UAAKO3UST NMOUTH
naeanbHas. B ero nonbiTke NpeacTaBuTb rAobanbHOE BUAEHUWE U BOCTIPUSATUE ero paboT no cpesam ¢ dotorpaduii, flopaoH MatTa-
Kaapk co3paeTt nout orusnMyeckoe ron0BOKPYXXEHUE AN HabAoAaTEASR.

Pabora lopaoHa MartTa-Knapka cMeLMBaeT MHOXECTBEHHbIE POAU 3PUTEAR (MACCUMBHBIA HaOAOAATEAb/AKTUBHBIN YYaCTHUK),
a Takxe Bbl3blBAeT CTOAKHOBEHWE BOCTPUSATUI MEXAY TEM, UYTO BUMAMT HabBAHOAATEAb M UTO OH BOCMPUHWMAET, YTO AOAXKHO ObiTb
COOTBETCTBEHHO MPUOBPETEHHBIM KYABTYPHBIM HOPMaM M YTO MOKa3aHO W MPOYYBCTBOBAHO B paMKax AEWCTBUSA XyAOXHMKA Ha
06BEKTBI.

MoaBeprasi COMHEHUIO BU3yaAbHOE M NMPOCTPAHCTBEHHOE BOCNpUATUE paboTbl HabaopaTereM, fopaoH MaTTa-Knapk CMOTPUT Kak
Ha cBoe COOCTBEHHOE OTHOLUEHWE K PEeanbHOCTU TakK, Kak AOCaxAaeT e.. Hanpumep: Hactoawme an reometpuyeckue ¢opmel,
M3bATbIE U3 aPXUTEKTYPHOIO NPOCTPaHCTBa? EcAM reomeTpuyeckre GopmMbl ObIAM U3BATHI, 03HAUAET AW 3TO, YTO OHU CYLLLECTBOBAAM,
Aaxe ecAv Ux He BocnpuHUMMAaTh? T.e. Tak (Hanpumep: AOM, 3AaHUE U TOPOA) NOXOXM Ha ero COBCTBEHHOE TEAO, OHM MPEACTABAAIOT
c060I paKoBHHbI, KOTOPbIE HYXXHO OTKPbITb, OCBOBOANTL M A@Tb XM3Hb. CUMBOAMYECKU AU MPEACTABAAIOT HapyLLIEHHbIE FPaHWLbI
€ro XeAaHue NOABEPrHYTb COMHEHUIO TPaHuLbl TeAa, Tak Xe Kak U rpaHuLbl BOCIPUATAA U No3HaHue? Npoekumpysa 3puteas B
CEHCOPHOM FOAOBOKpPYXeHUK, TopaoH MaTtTa-Knapk noaBepraet COMHEHUIO (MAM HaAaraeT, B CAyvae C pa3pe3amu NpocTpaHCcTBa)
COEAMHEHME MEXAY PEAAbHOCTLIO/OTHOLLEHUEM K XXMBOMY M €ro cO6CTBEHHbIM TeAOM. COMHEBasAICh B TEAE HA 3TOM abCTPaKTHOM
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YPOBHE, OH BBOAUT GEHOMEHOAOTUYECKYIO OLIEHKY M MOABEPTraeT COMHEHWIO MbICAM HabAatoAaTEAR. TEAO Y MbICAb HEOTAEAMMbI: NP
AENCTBUM Ha OAHO, APYroe MOAyYaeT BAMSIHME U 06a, TEAO U Aylla, SBASIHOTCS OAHUM €AMHCTBEHHBIM MEAMYMOM. ITO OCHOBHbIE
NyHKTbl, OTMeUeHHble Maypncom Mepau-NoHtnem B ‘GeHomeHorornMn BocnpuaTusa’ (1946).

Takxe KaK 1 NCMXOAOT, onrcbiBaeMbli Maypucom Mepan-IMoHTUEM (BO BTOPOW rAaBe nepBor Yactu), lopaoH MaTtTta-Kaapk ocosHaet
HEBO3MOXHOCTb ObITb MOAHOCTHIO M3bATLIM M3 06BbEKTA €ro aHaAu3a (YenoBeveckan MbICAb, YEAOBEUECKOE TEAO), M3-3a dakTa,
YTO OH ABASIETCS YEAOBEYECKMM TEAOM U MBICABIO B OAHO M TO Xe BpeMs. OH CTaHOBUTCS CBOMM Xe COOCTBEHHbLIM MPEAMETOM
HabAtOAEHMST U aKcnepuMeHTa. OH He MOXET paccMaTpuBaTb MaUMEHTa Kak AaneKWM OOBEKT, Ha KOTOPbIM MOXHO 6pocuTb
06BbEKTMBHBIN B3rASIA, HO MOXET PacCMOTPETh ero Kak 3epkano. fopaoH MatTta-Kaapk npeanaraeTr HabAOAATEAID BOCMPUHMMATb
3epKano yepes cBoM paboThl, M MpeararaeT caMoMy cebe 3epkano uepes BoCpUsaTUE HabAoAaTeAS.

Pabota lopaoHa MatTa-Knapka npuBoauT B 6€CnopsAoK YyBCTBa MOCPEACTBOM MX KOHOPOHTaLMK APYr C APYroM, MOABEpPras ux
COMHEHUIO U HAaBOASl COMHEHWE Ha pPeanbHOCTb M BU3YaAbHYIO FereMOHWIO, MOCPEACTBOM UAAKO3UKU U M3MEHEHUM KOHTEKCTa.
OH vacTb Tex NPEeABECTHUKOB XYAOXHMKOB, KOTOPble MOMOratoT UCKYCCTBY MOABEPrHYTb COMHEHWAM PeaAbHOCTb MOCPEACTBOM
COMHEHUS B BOCMPUATHM, U KOTOPbIE OTKPbIBaAW HOBbIE Chepbl B OTHOLLEHUU MeXAY apT paboTor 1 3putenem/HabAaroAaTEAEM.
Pabota loppoHa MatTa-Knapka COAEPXMT OCHOBHOM MapapAOKC, KOTOPbIA CBSA3bIBAET OOLWHOCTb KOHTaKTa XyAOXHWKa uyepes
AEVICTBME U pacCTosiHWE, KOTOpOEe OH BKAAAbIBAET B GoTorpaduyeckyto u Buapeorpadmuyeckyto 3anunce. Ms3-3a atoro napapokca, oH
BOBAeuUeH 60 AeT Ha3aa y4acTBOBaTb B XyAOXKECTBEHHOM UCCAEAOBAHUKU. HECKOABKO O0cel MOryT ObiTb celyac BbIAEAEHbI C Takoro
NOHATUSI CAEAA: CAEA AEMCTBUS U/MAU NPOLLECC, CAEA Kak apT paboTa 1 McUe3HOBEHWEe 06beKTa.

dasza 3anucy SABASIETCA LEAMKOM u4acTbto raobanbHoOro npouecca lopaoHa Matta-Kaapka. @otorpadua v Buaeorpaduka
MCMOAB3YIOTCA KaK AOKYMEHTaUMA ero AeWCTBUA, 0ObEKT HaA KOTOPbIM OH paboTaeT, MOMEHT U MECTO AEMCTBUS (KOHLEeNuMA
PonaHpa baprteca), HO TakXe Kak MOAHOCTbIO XyAOXKECTBEHHbIM MaTepuan. PakTMUEeCKH, ‘CAeAbl’ ero paboTbl 3TO HE TOALKO 3aMmucH,
C MOMEHTa ero BMeLlaTeAbCTBa B 3TOT MaTepuan, Kak 1 Ha AHoBOI Apyroi 06bEKT.

Yepes ero o¢uanueckoe AenctBME Ha 00bekTbl, pabota [lopaoHa MaTtTa-Kaapka AOTMUYECKM BEAET K CAEAy, OCTaBAAS
TpaHCHOPMUPOBAHHbIE NMPOCTPAHCTBA CBOMMMU X€ pyKamMu U XeAaHueM. YTo MOXHO ckasaTb — 3TO TO, YTO CAEAbl TEX AEUCTBUN,
LUpambl, OCTaBAEHHbIE Ha aPXMTEKTYPHbIX TEAAX AOMA U FOPOAa CBOMM COBCTBEHHbLIM TEAOM - OCHOBHasA LieAb ero pabotel. Paspessl,
KOTOPbIE OH AEAAET Ha MAOLLAAAX, MO3BOAAIOT OTBEPCTUAM U TEM NYCTOTaM, Matepuarn3vpoBaHHbIM Ha CTeHax, AeAaTb rpaHuLb
dU3nMUecKn BoCNpuUMUMBLIMU Boree, YeM BUAMMbBIMU. CAeAbl TEX AEMCTBUI cpesa, TakXe NO3BOASKOT MMETb HOBOE BOCNpUATHE
NPOCTPaHCTBa, BakyyM, A@POBaHHbIM HOBOW CUAOM M HOBbLIM SI3bIKOM Matepuany. AercTBre Ha 0BbEeKT — 3TO BCEro AWLLb Luar B
npouecce. ITOT War COXPaHEH ANt XYAOXKHMKA, HO CAeAbl TaM AAA BOCMPUATHA HabAtopaTeneM (du3nyeckoe BoCnpusTUe dpotorpadui
W BUAEO). ITO MHOTOMEPHOE MOHSITUE CAEAA CO3AAET CBA3b MEXAY AEVCTBUEM U BOCMPUATUEM, XYAOXKHUKOM U HabAKOAGTEAEM.
Kak yxe 6bIA0 Cka3aHo, 0CHOBHas YacTb paboTbl fopaoHa MaTTa-Kaapka Obina YHUUTOXEHA MAK NMPU YHUUTOXEHWUM 3AAHWUA, UAK U3-
3a TOro, YTo AeMCTBUE BLIAO HEBOCTPOU3BOAMMBIM (NMPOU3OLLAC 3PEMEPHOE AEMCTBO HA TOUHOM MECTE, TAeHHOCTb OPraHUYEeCKOro
Matepuana) npeactosiliee U 3anAaHMPOBaHHOE WCUYE3HOBEHUE apPXMTEKTYPHbIX TeA — 3TO 4acCTb XyAOXECTBEHHOro npouecca.
[paHAMO3HOE AeiCTBME (CpaBHEHME C MaclTaboM apXUMTEKTYPHOrO OObeKTa, CO CAOXHOCTBIO AEMCTBUS) NPEAHa3HAYeHO AAA
MCUYE3HOBEHMA B OMPEAEAEHHbI MOMEHT €ro CO3AaHUsi: BCE APaMaTUMyHOe HamnpskeHue paboTbl COCTOUT B 3TOM 06bEKTe,
06bABAEHHBIM MEPTBbLIM.

AencTBue XyAOXKHMKA CUMBOAMYECKM YUYaCTBYET B 3TOM pa3pyLleHUW. Pazpesbl NpuAatoT CTPYKTYpe GOAbLIE XPYNKOCTU, OTKAOHEHUS
MCMOAB3YEMOro MecTa NPUAALOT UM Be3AeATeAbHOCTb M BeccMbICAEHHOCTb. AevicTBre foppoHa MaTtTa-Kaapka noxoxe Ha BUpYycC,
KOTOPbIV TPAaHCHOPMUPYET TEAO 0ObEKTA U MPUAAET EMY HOBbIM BHYTPEHHMWI NOPSAOK, CNa3M KPacoTbl Nepes YHUUTOXEHUEM.
Takxe Kak U C MEPTBbIMU ALOABMU, GOTOrpadrUECKHUE U BUAEOTpaPUUECKUE CAEABI MOAHOCTBIO MPUHUMALOT yUYacTue B PacCyXAeHUK
MCYE3HOBEHMS U UrPatoT Ty XE POAb: 3TU KapTUHbI NOMOratoT NOMHUTb, MOMOralT BCTPETUTLCA OMATb NOCAE CMEPTH, HANOAHMB
MycTOTYy, HO C APYrOM CTOPOHbI, OHW CO3AQIOT MYCTOTY APYroro tvna, ¢usnyeckoe kpylweHue. OueHb TPYAHO AASl OCTaBLUMXCS B
XMBBIX OCTaTbCA, YTOObI ObITb YAOBAETBOPEHHBIMU MUPaXOM OTHOLLEHWH, KOTA@ CaMoe rAaBHOE — 3TO BCTpeva TeA. To xe camoe
NPOUCXOAMT ceryac ¢ pabotoin fopaoHa MaTTa-Knapka - 4acTUYHO HaxOAMTbCS TaM, B MCYE3HOBEHMM ero paboT, B CTPAaHHOM
OTFTOAOCKE U3-3a ero NpexaeBpeMeHHON CMEPTU NO MPUYMHE NOPaXatoLWero paka.

(a) Llenb aAxmmumueckoro npoLiecca — 310 NoAyyYeHne abCOATHOMO YACTOTO BELLECTBA, KOHLEHTPaLMK B0XECTBEHHOTO CoBepLLEHCTBA. HO, CaMOI 3HAUUTEABHO YacTbio
aAXMMMYECKOTO MpoLecca SBASIETCS ero ABOMHOE AeNCTBME Ha TO, YTO OKa3blBaeT AeicTBre. OuunLLan BELLECTBO, TO, KTO OKa3blBaeT AENCTBUE, OUMLLAETCA CaM, TEM Xe
cambIM NyTem Luar 3a Lwarom. AAXMMUYecKas npakTika noMoraeT eMy CO3AaBaTb KOHKPETHYIO (MaTepuanbHyto TpaHCHOPMaLMIO) U MUCTUUECKYIO (MOMCK YMCTOM AyLLIN)
BCTpeuy. AAXXMMUK — 3TO YEAOBEK B MOUCKax CBOEW COBCTBEHHOM 60XECTBEHHOCTH, UCMOAL3YA BELLECTBO, Kak TPaHCHOPMUPYEMbIl 06BbEKT AAA CBOETO e MUCTUYECKOTO
BO3BbILUEHUS.

(b) AMHaM1Ka BEPTUKAAbHOCTU: BEPTUKAAbHAS OCb/FOPU30HTaAbHASA OCb.

TOPHU3OHTaALHOCTb: Moe3AKH (Hbto-Mopk Cutu, Ynkaro, AHTBepneH, Bepant Kaccen, Mapux, Amaiika...), FOpU30HTaALHOE BLITATMBAHWE TeAa: OT UHAMBUAYMA K FOpoAy (1
BblLLE...), (AyX?), UHAMBUAYAAbHOE TEAO, AOM, 3AaHME, YAULIA, TOPOA.

BepThkanbHOCTb: BbITb MOABELLEHHbBIM, 3aAe3aTb, B36MpPaTbCs, MOAHUMATb, CTPOUTb, MOCAAWUTb, KOMaTh, ObiTb MNOA 3EMAEN.

AMHaMKKa BAUSIHUA: OCb Pa3AeAeHNs/0Cb 0ObEAUHEHMA.

PazpeneHue: cpesatb, UTOObI U3bATb, CHATb (HOTO 1 BUAEO) (M30AMPOBATL KapTHUHY OT KOHTEKCTa), CAOMaTb, OTKPbITb.

O6beArHeHWe: roToBUTb, TPAHCGOPMUPOBATL (MyTMPOBaTh), 3aMeHUTb B HOBOM KOHTEKCTE, PeAaKTMpoBaTb BUAEO, KOAAAXM doTorpadui, BO3ABUraTb MaTepuanb,
COEAVNHUTb: 0ObEKTbI, AHOAEN.

(c) Aom AepeBo (1971), OTkpbiThin Aom (1972), Aom W-o6pasHoro otBepcTus (1972), Y passana (1974)

(d) An NMamena M.: O6beKT Ara paspyLienus: Pabota fopaoHa Matta-Kaapka, Ml Mpecca, Kembpuax, Maccauycertc, CLUA, 2000.

Kpoy, Tomac: fopaoH MatTta-Knapk, ®einaoH, AoHAOH, 2003.
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IMAGES OF CULTURE V Vitali Patsiukov
AS A SHADOW PROJ ECTION Making a picture out of shadow by means of light

sources makes the highest level of art
Marcel Duchamp

Flying from a shadow to light...

Arseny Tarkovsky

Images of a shadow projection penetrate all world culture, forming its context and dramaturgy of the extreme and inter-
complementary conditions - shadow and light. They plunge into the rock paintings, Plato’s philosophical reflections in his well-
known dialogue \ ‘The State’ \, in Greek vase painting, in the visual experiences of Alberti and in discovery of the miracles
of photography. The project ‘Photogram. Projection. Silhouette’ opens organic chemistry of shadow projection, its historical
mechanism and a technological principle, connecting its natural primacy and culture of the 20" century - a silhouette, a projection
and a photogram.

In Russian art the idea of silhouette appears in the iconography of the 12" century. However it wins the recognition and maturity
in the end of 18™" century - in absolutely new technologies. In this culture artists change their brushes and pencils for scissors.
Their images experience the world in two absolute conditions - black and white, as the digjtal technologies of O and 1, anticipating
the screen of a cinema and radicalism of ‘The Black Square’ of Kazimir Malevich. Optics of the projective vusuality moves in the
spaces of black, in a negative of an ideal reality, pulsing in dimensions of internal and external. Its magic beam runs all over the
contourness of the world, magic periphery of events, hiding the essence of reality full of infinite opportunities. Balancing on the
verge of reality and dream, in cleanliness of the ascetic and wholeness of baroque redundancy, ornamentality of the projection
reminds black and white patterns on the wings of butterfly, alternating variability of O and 1.

Art of photogram becomes an original black-and-white X-ray photography of the visual senses of classical avant-garde of the 20*"
century. Its methods do not demand a camera objective, endowing its own productive vividness with simplicity, democratism and
naturalness. Its forms are created during the light-striking of surface as it is carried out in the natural photosynthesis in a life of
flora. The streams of light cause a birth of a primary matrix of reality. Its power field - the space of black, exposes the traces of
the subject left on a plane of photographic paper. In the strategy of Russian radicalism the photogram addresses first of all to
a nearby reality, on the world of daily occurrence and its banal regularity. Its projections trace an inalterability of presence of a
subjectin our life, where light as in Vermeer pictures, opens the design of its senses, its internal structure, mystical enlightenment
and inspiration as a constant satellite of person.

The photogram opens the new senses and visual phenomena in the postmodernist coordinates of the newest culture.
Compositions of Alexander Lavrentiev, Jury Gerchuk, Andrey Chezhin, Valery Stigneev, Vadim Guschin, Alexander Kitaev, Anatoly
Boldin, Irina Presnetsovf, Alexander Podosinova compositions are splitting the subject and its image, the shadow double, restoring
their life-giving consent in the light's universality. Returning is born as the ‘lost time’ of Proust, as in the obscure camera of
Lyudmila Zinchenko and in scannogram of Svetlana Pozharskaia. Although it becomes the symbolical event, living in authenticity,
penetrated by the energy of light and kept by memory of art.

Scissors and compasses, pins and fans, glasses and tools, beads and gloves find their second, original and imperishable life
in the classical photogram of Alexander Rodchenko, Varvara Rodchenko and Alexander Hlebnikov. Their forms are strict and
solemnly ennobled; they are as identical to the things as the instant reality to the Fayum portrait. In their photosynthesis they turn
into the visual code modelling the structure of a matter and maintaining the primeval gene.

Cleanliness of the projection, its space within the limits of light and shadow, the place where the primary concentration of the
world meets with factuality, open new sight and new acoustic forms in the installation of Vladimir Martynova. Its picturesqueness
returns the traditions of the Silver Age culture, black-and-white intonations of poetry of Blok and Akhmatova, silhouettes of E.
Kruglikova and G.Narbut, passing into the strategy of Kazimir Malevich and Vasily Kandinsky, flickering with insights in Russian
‘Black Wind’ and ‘White Snow’ in the interchange of twilight and the sun rising.

The project ‘Photogram. Projection. Silhouette’ is turned to the mechanism of human sight and forms of the storage of cultural
memory. It is approving the lamination of our world and its unity of polarities, infinity of its dimensions behind the flatness
of projections. Its optics enters us into the cradle of art. As Plato has told -‘it is necessary to start from the very easy: to look at
shadows...*
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OBPA3bl KYAbTYPbI
KAK TEHEBAA MNMPOEKLUNA

' BMTa/\Mﬁ naLl,l'OKOB Caenatb KapTuHy M3 TEHWU MOCPEACTBOM  MCTOYHMKOB

cBeTa CoCTaBASIET BbICLLYIO CTEMNEHb MCKYCCTBa
Mapcenb ArowaH

U3 TeHn B CBET nepeeTas...

ApceHurt TapKOBCKMH

O6pa3bl TEHEBOM MPOEKUMM MPOHU3LIBAKOT BCIHO MWPOBYKO KyAbTYPY, GOPMMPYS €€ KOHTEKCT M ApaMaTypruto MPEAEAbHbIX U
B3aMMOAOMOAHUTEABHbIX COCTOSIHUI - TEHW U cBeTa. OHM MOrpyXatoTca B HACKaAbHbIE POCTUCH, B DUAOCOPCKUE pa3MbILLAEHMS [AaTOHa B
€ro 3HaMeHUTOM Ananore “locyAapCTBO”, B FPEYECKYHO Ba30MNWCh, B BU3yaAbHble OMbITbl AAbDEPTH, NEpexoasiLLne B U300peTEHNE Kamepbl
obckypa U B OTKpbITUE uypec dotorpaduu. Mpoekt «Dotorpamma. Mpoekums. CUAYaT» pacKpbiBAET OPraHUKy TEHEBOW MPOEKUMU, ee
“UCTOPUYECKMI MEXaHU3M” U TEXHOAOTUYECKUI MPUHLMM, COEAUHSIA €€ €CTECTBEHHYIO MEPBUYHOCTb U KyABTYPY XX CTOAETUSI — CUAYST,
MPOEKLMIO U GOTOrPaMMy.

B pycckoi xyAOKECTBEHHOW MbICAM CUAY3T NOABASIETCS B UKOHOMMUCK B Xl CTOAETUM, HO KaK XXaHp obpeTaeT CBOK 3pENOCTb U NMPU3HaHWE
B KoHue XVIIl Beka - B aBCOAOTHO HOBbIX TEXHOAOTUSIX. B 3TOM KyABTYpE XYAOXKHWMKM MEHSIOT CBOM KWUCTU U KapaHAALUM Ha HOXHMLLbI.
Mx 0bpa3bl nepexmBator MUP B AByX aBCOAKOTHBIX COCTOSIHUSIX — YepHOM U Benom, kak undpoBble TexHororum O 1 1, npeaBocxumLLas
3KpaH KuHematorpada M paarKanbHOCTb «YepHoro kBaapata» Kasumupa ManeBuua. OnTvka NPOEKLUMOHHON BU3YanbHOCTU ABUXETCA B
NPOCTPaHCTBaX YEPHOro, B HEFaTMBE MAEAABHON PEAAbHOCTU, NMYABCUPYA B U3MEPEHWSAX BHYTPEHHETO M BHELUHEro. Ee Marnueckui ayy
06eraeTKOHTYPHOCTb MUPA, BOALLEOHYHO NepUdEPUIO COBLITUI, OCTABASSI TANHOW CaMy CyLLIHOCTb PeaAbHOCTU, HANOAHEHHYH 6ECKOHEUHBIMM
BO3MOXHOCTAMW. BanaHCHpys Ha rpaHu IBU U CHa, B YACTOTE acKe3bl U MOAHOTbI 6aPOYHON U3BBITOUHOCTH, OPHAMEHTAALHOCTb NPOEKLMK
HaMOMMWHAET YepHble 1 6eAble y30pbl Ha KPbIAbSX 6abouKK, Yepeaya BapuatMeHoCTM O m 1.

CB0e06pa3sHbIM YePHO-BEABIM PEHTTEHOM BU3YaAbHbIX CMbBICAOB KAGCCUUYECKOTO aBaHrapaa 20-x I.F. CTaHOBUTCA MCKYCCTBO GpOTOrpamMmbl.
Ero metoabl He TpebyloT 06beKTMBa (OTOKaMepbl, HAAEAsIi CBOK PE3YyAbTaTMBHYHO 00pa3HOCTb MPOCTOTOM, AEMOKPATU3MOM W
€CTeCTBEHHOCTBLIO. Ero popmbl TBOPATCA B NpoLecce 3aCBEYMBAHUA NOBEPXHOCTU, KaK 3TO OCYLLECTBAAETCH B MPUPOAHOM GOTOCUHTESE,
B XWM3HWU PaCTUTEAbHOrO Mupa. MMOTOKM CBETa BbI3bIBAOT POXAEHWE MEPBUYHOM MaTpuLbl PEAABHOTO, €€ 3HEPreTUUECKOrO MOAS -
NPOCTPaHCTBO YEPHOIO, BICBETAASI M0 CAEAGMU MPEAMETA, OCTABAEHHOIO Ha MAOCKOCTH doTobymaru. doTtorpamma B CTpaTermsix PycCKom
PaAMKaAbHOCTU MPEXAE BCEro obpalliaeT BHUMaHWE Ha BAU3AEXALLYO PeaAbHOCTb, Ha MUP MOBCEAHEBHOCTU, €0 6aHaAbHbIX PETYASIPHBIX
NposiBAEHUI. Ee MPOeKLMK OTCAEXMBALOT HEMPEAOXHOCTb NMPUCYTCTBUS NPEAMETA B HALLIEN XM3HU, TAE CBET, Kak B KapTuHax Bepmeepa,
BCKPbIBAET KOHCTPYKLMIO €70 CMbICAOB, €r0 BHYTPEHHEE CTPOEHUE, MUCTUUECKYHO NPOCBETAEHHOCTb M OAYLLEBAEHHOCTb KaK NOCTOSIHHOIO
CNyTHMKa YeAOBeKa.

B NOCTMOAEPHUCTCKMX KOOpPAMHaTax HOBEMLUEN KyAbTYpbl $OTOrpaMma OTKPbIBAET HOBbIE CMbICAbI M GEHOMEHbI BW3YaAbHOrO.
Komnosunumn Anekcanppa NaBpeHtbeBa, Hpua lepuyka, AHapes YexuHa, Banepusi CturHeesa, Bapuma [ywimHa, AnekcaHapa
Kutaesa, AHatoana boaanHa, MpuHbl MpecHeloBol, ArekcaHApa MNoAOCMHOBA pacLUENASOT NPEAMET U ero 06pas, TEHEBON ABOMHUK,
B peanbHOCTU BOCCTaHaBAMBAs MX XMBOTBOPSLLEE COTAACME B YHUMBEPCAALHOCTM CBeTa. Bo3BpalleHWe poXAaeTCA Kak NpyCTOBCKOE
«yTpaueHHoe BPeMs», Kak B Kamepe 06ckypa AroAMUAbI BUHUEHKO M B CKaHorpaMmax CBeTAaHbl MoXapcKor, HO yXe He MeME3UCHOE,
a CMMBOAMYECKOE, XMBYLLEE B MOAAMHHOCTM COObITUSI, MPOHW3AHHOE 3Hepruer ceeta U
COXpaHeHHoe NaMATbIO UCKYCCTBA.

HOXHWUBI M UMPKyAb, ByAGBKM M BEEpa, OUKM M MHCTPYMEHTbI, Bycbl M nepyaTkn obpeTatot
B Knaccuyeckor dotorpamme AnekcaHapa PoaueHko, Bapsapbl PopueHko u AnekcaHapa
XneBHUKOBa, CBOLO BTOPYHO MOAAMHHYIO HETAEHHYHO XM3Hb. Ee GOpMbI CTPOTM 1 TOPXKECTBEHHO
BO3BbILLEHbI, €€ HOBblE 06pa3bl MAEHTUYHBI PEAMETAM BTOM XE Mepe, Kak M HENOCPEACTBEHHAS
peanbHOCTb - datoMckomy nopTpeTy. OHW NpeBpaLLakoTca B CBOEM GOTOCUHTESE B BU3YaAbHbIV
KOA, MOAEAMPYS CTPYKTYPY MaTtepuu 1 coxpaHsisi B cebe reHoM nepBo3AaHHOrO.

Yuctota cTpatervit nNpoekuuu, ee MNpOCTPaHCTBO B MOrpPaHWYHOCTM CBETa U TEHW, rAe
BCTPEYatoTCA U3HaYaAbHas COCPEAOTOUYEHHOCTb MUpa U ero MHGOPMaTUBHAA COBLITUMHOCTb,
OTKPbIBAKOT HOBOE 3PEHME M HOBble aKycTUyeckne GOpMbl B UHCTaAALMKM  Baapmmupa
MaprtbiHOBa. Ee 06pa3HOCTb BO3BpALLAET TpaauLmMK KyabTypbl CepebpsHoro Beka, YepHo-
6eAbIX MHTOHaUMIM No3a3uMn baoka v AxmatoBoW, cuayatoB E.KpyramkoBor u HapbyTa,
nepexoaq B cTparerin Kasmmupa Manesunua 1 Bacuams KaHAMHCKOTO, Mepuas Npo3peHnamMm
B POCCUMCKOM «4EPHOM BETPE» U «BEAOM CHEre», B NEPEKAUUKAX CYMEPEK U BOCXOASALLETO
COAHL@.

Mpoekt “®otorpamma. Mpoekums. Crayatr” obpaLleH K MEXaHU3MY YENOBEYECKOrO 3PEHUS U
dopMam xpaHEHWST KYABTYPHOM NamsTH, YTBEPXAAs CAOMCTOCTb HaLLEro MMpa U €AMHCTBO ero
NOASPHOCTEN, BECKOHEUYHOCTb €70 U3MEPEHMI 3@ MAOCKOCTLIO MPOEKLMIA. Ero onTrka BBOAUT
Hac B UCTOKM UCKycCTBa. Kak cka3aa AaToH - “HaunHaTb HAaAO C CaMOrO AErKOro: CMOTPETb
Ha TeHU...”
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DIONISIS KAVALLIERATOS/SIFIS LYKAKIS Katerina Gregos

While female identity politics has been explored in depth in contemporary art over the last thirty years or so, artists who explore
notions of masculinity or masculine identity have been rarer to come by. Dionysis Kavallieratos and Sifis Lykakis’ work is rooted
in the domain of the male gendered subject. Their collaborative videos focus on, pinpoint and deconstruct male stereotypes
as propagated in popular culture and entertainment with a tongue-in-cheek self awareness and scintillating wit. While works
that deal with gender may often tend to be heavy handed and didactic Kavallieratos & Lykakis’ work is not about the politics
of gender nor does it deal with the archetypal notion of the (male) body as a battlefield or the site of trauma. Rather it focuses
on the behavioural and miscreant social aspects of masculinity and is deliberately more light hearted, using humour as a
subversive strategy to pinpoint the more juvenile or extreme aspect of gender stereotypes and the construction of masculinity,
or more correctly, machismo. Male bonding and camaraderie, power relations, ‘manly’ hobbies, pastimes, fixations and fetishes
are all brought to the fore in their witty vignettes. There is no room for women here. This is clearly a man'’s, or | should say, a
boy’s world. There are also hardly any overt intimations of masculine sexual desire or any traces of the practice of commodifying
women (at least, not yet). This is a world that revels in the things that make boys tick.

While their attitude seems to be irreverent and hit-and-run their working method is clearly more considered. It is a method that
is largely informed by images and practices culled from cinema and popular culture. The moving image with its temporal flow,
capacity to tell stories, and mimetic possibilities is the starting point of their collaborative practice but their engagement goes
yet further and is more hands-on. Kavallieratos & Lykakis make all the videos themselves often setting up carefully orchestrated
scenarios and settings with nominal means and fusing video with satirical performance and specially selected mood-setting
music. In some of the works the influence of cinema and theatre is clearer, especially in the scenography or ‘direction’ in others
there is a more immediate, D-I-Y feel; sometimes there is an underlying sense of populist realism other times the work seems
more recherché.

Apart from devising narratives and setting the scenes (from ‘stage design’ to costumes) in their short playful vignettes
Kavallieratos & Lykakis also star in their videos and do so with great panache, relishing in the act of role playing. In Tooveetheeoo
Lai Lai (2004), a mini-spaghetti Western unto itself, they act out the male tendency toward aggression, violence and competition
in a highly comical way: from the enactment of being ‘cool’ right down to the tough-guy, glass-eyed expressions and outbursts
of rage. Re-creating the long western iconographic tradition of representing heroes poised for combat in a battle of male egos,
Kavallieratos and Lykakis poke fun at the genre but also have fun themselves. There is a sense of gratification to be found in these
works for the viewer as well as, apparently, for the artists. There is also a slapstick element of hyperbole in much of what they do
whether it is taking a stereotype to extremes in this noisy, deliberately crass male brawl or the more restrained, highly stylized
and theatrical domestic setting of Untitled (2003). Here too, there is an interest in role playing and in the male fixation with
power. In the refined environs of what appears to be an opulent aristocratic period mansion they alternate in the roles of master
and servant. Movements are slower here, more ritualized, less ‘loud’ but the sub-text is similar as in the Western: the (elegant)
struggle for domination and control. This -
is decadence with humor and style. This
is also refusing to grow up.

Engaging in humorous and satirical
commentaries of cinematic culture,
Kavallieratos & Lykakis analyze,
deconstruct and sometimes simply
enjoy enacting these constructions of
masculinity. Sometimes it is difficult
to figure out their intentions and
their own position seems to remain
ambiguous. With an economy of means
but equipped with a sharp eye for detail
and a talent for the performative they
manage to create a distinct language in
the medium of video, always rewarding
the viewer with a small twist in the end.
Acting as bad boy pranksters or artist-
jokers Kavallieratos & Lykakis capture
the vivacious spirit, bad attitude and
supposed fearless and competitive
nature of the restless young male.
Politically correct this work is not, but
it's stylish, funny and refreshing.
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KOSTIS VELONIS

Kostis Velonis makes hand-crafted, deliberately lo-tech, modest yet highly poignant and individualistic sculptures that often
function as cultural as well as personal metaphors. His work is evocative rather than descriptive and often discreetly references
human anxieties, frustrated dreams, but also power relations and the games that people play. Using wood, cheap materials and
found, inconsequential objects, Velonis creates poignant, moving works inspired by the experience of the everyday or the familiar
characterised by a suggestive and sometimes innocent-looking child-like language. In his resistance to a high-tech, slick, overly
finished approach to sculpture, Velonis is very much a part of a new generation of artists who have moved deliberately away from
the polished, sometimes overblown aesthetics of the eighties and early nineties, to a more modest, anti-materialistic approach
to art-making in which one will find a respect for overlooked materials and a critique of overproduction itself. By extension,
Velonis is also part of a generation of artists who have put craft, skill and manual labour back on the artistic agenda. There is a
constructivist aspect to much of his work, but without the rough edges and with more humanistic undertones. Indeed, the body
or human figures are never far from his work though they are hardly ever featured in it. Velonis’ objects and sculptures intimate
everyday experience but are also tinged with a sense of reverie; the iconographic elements of his constructions and assemblages
is sparse and minimal yet utterly recognisable, capable of triggering responses and associations which go back to our formative
years and evoke childhood memories and experiences.

Velonis’ point of departure is the language of modernism (as well as its failed promises) and how it has been filtered through
different social and cultural circumstances in art as well as domestic, suburban aesthetics. His work also examines the symbolism
of the middle-class domestic environment in which he grew up and probes how our experiences of private space shape the way
we look at the world. Often ordinary furniture or household basics are used or modified in his work, from an run of the mill, cheap
wooden table to a flimsy garden fence; here the interest is in the cultural meanings carried in ‘designed’ or manufactured objects
and in how the cultural specificity of geographical location filters and transforms or alters ‘universal’ languages such as that of
modernism. Velonis aims to demonstrate that, for example, domestic, cheap, mass-produced modernist design looks different in
Sweden and different in Greece, where it would appear that there has been a misconstruction or local ‘filtering’ of the movement.
At the same time, the symbolism or utilitarian provenance of familiar objects in Velonis’ work locates it in the world of architecture
and design, though his own rendering of these references transcend the formalist hermeticism of modernism and are, rather,
steeped in very personal references and meanings. The personal memories which reside in individual elements in the work,
and are sometimes hinted at in the titles, contribute to this subjective interpretation, but as suggestions of meaning not as an
imposition of a specific narrative.

Velonis’ work rests on understatement, suggestion and the power to evoke associations through a language which is both quiet
as it is modest and humble. For example, Ping Pong Diplomacy - which exists in two versions - uses a simple box/table-like
structure and ping pong balls to intimate human power-play, competition and attempts to communicate. Set Design for Prayer can
be read as a metaphor for cross-cultural fertilisation and the sharing of similar objects, but for different religious circumstances
or reasons. We are the Champions features a simple commode with a portrait photo of the artist as a child with a series of letters
of rejection from a variety of job applications made
while the artist was a student in the UK. Who has not
felt a similar form of rejection at some point in ones
life? Finally, My Best Holidays feature a fragile-looking
wooden intimation of a palm tree and a kitschy holiday
photo such as the ones found in travel brochures.
Could this really be the holiday we all dream of?
Velonis’ work are capable of touching a cord in almost
any individual because they speak of innermost
feelings and concerns we all share, but often don’t
admit to. However, apart from simply being a kind
of detached social or cultural commentary, Velonis’
works possess a more personal, intimate and often
self-effacing aspect to them; one that speaks of
human anxieties and fears, disillusionments and
failures and ultimately points to the dysfunctional
aspects of our lives. As such they possess an
ecumenical resonance. Often, they intimate a
dystopian view and the very human desire to escape
ones routine circumstances and even ones self, but
every now and then they allow us to daydream....

Kostis Velonis, ‘Lost Play’,
wood & mixed media,
2003
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ANOHUCUC KABANUEPATOC
U CUOUC \AMKAKUC

V KatepuHa [peroc

B To Bpems Kak XeHCKas AMUYHOCTb AYBOKO MCCAEAOBAAACh B COBPEMEHHOM WMCKYCCTBE, MOHATUIO MYyXECTBEHHOCTU pexe 3a
obpatuanmck nocaeaHre 30 u Gonee AeT. Pabota AuoHucuca KaBananeparoca v Cuduca AMKakinca npuKoBbIBaeT BHUMaHKUE K
MYXCKO MOAOBOW cdece. Mx COBMECTHbIE BUAEO COCPEAOTAUMBAOTCS, TOUHO YKa3biBAOT U PA3PyLLIAT MYXCKUE CTepPeoTuIbl,
pacnpocTpaHéHHble B MOMYAAPHOM KyAbTYpe W MPEACTaBAEHbl UMW C  OAMCTATeAbHOM MpoHWEN. B To Bpems, kak pabotbl
OTHOCWUTEABHO MOAa ObIAM TAXEAOBECHLIMM W AMAAKTMUYECKMMU, pabotTa Kasaanepatoca M AMKakuca He MMEAa OTHOLLIEHUS K
MOAUTUKE MOAA U HE OTHOCWUAACH K MPOTUBOTUMHOMY MOHATUIO (MYXCKOT0) TeAa B BMAE MOAA CPAXEHWss MAM MecTa TpaBMbl. OHa
6OAbLLE COCPEAOTAUYMBAAACh HA COLIMAAbHBIX aCMEKTax MOBEAEHUA U U3BPALLEHUA MYXECTBEHHOCTM M YMbILIAEHHO ABAAAACH
6onee BecrneuHom, UCMOoAL3YS FOMOP Kak ryOUTEAbHYHO CTpaTerito, Ytobbl TOUHO YKa3aTb Ha FOHOLLIECKUIA M SKCTPEMAAbHbIA acneKT
MOAOBbIX CTEPEOTUMNOB 1 Ha NOAMEHY MYXECTBEHHOCTH MAEEe Mauo. MyXCKas CBA3b M TOBAPULLECTBO, OTHOLLEHWUS CUAbI, «MYXCKUE»
X066, pasBAeUeHUs, dUKCaLMKU 1 GETULL, BCE 3TO NMOKA3aHO B MX OCTPOYMHbIX BUHbETKaX. 3AECh HET MECTa AASl XEeHLUMH. Bce
3T0 MyXCKOe, A1 Bbl CKasan MUP ManbuMka. [OUTHM HET ABHOMO HaMeKa Ha MYXCKOE CEKCYyaAbHOEe XenaHWe UAU CAEAOB MPaKTUKK
noTpebAeHMs XeHLIMH. ITO MUP, KOTOPbIA OTKPbIBAETCA B BeLlax, NobyXAaloLIMX ManbuMka OTAMUaTbCA. C 3TUM CBSI3aHbl WX
HEMoUTUTEAbHbIE OTHOLLIEHUSA U arPecCUBHOE NOBEAEHUE.

Buaeo 06pa3 ¢ ero BpeMeHHbIM TeUeHUeM, CnoCcOBHOCTBIO PaccKasblBaTb UCTOPUKU ABASIETCA CTApTOBOW TOUKOM MX COBMECTHOM
NpakTUKK. X nccaepoBaHUA NPOCTUPAIOTCS AaAbLLE U ABASIOTCS Boaee nepepaBaeMbiMi. KaBaaarepatoc M AMKaKWUC CO3AaBaAK
CBOW BMAEO CaMu, 4acTo yCTaHaBAMBas TLLATEABHO OPKECTPUPOBAHHbBIE CLEHAPUW 1 YCTAHOBKU C HOMUHAABbHBIMU CPEACTBAMMU U
BCTaBAEHHbIM BUAEO, C CAaTUPUCTUUEKUM NPEACTABAEHUEM U YKA3aHWEM «KPYTOrO» MYXMKA, CTEKAAIHHBIM  BblPaXeHUem raas u
BCMbILKAMKU APOCTU. [IPOAOAXKESA AAMTEABHYHO 3aMaAHYH MKOHOrPadUUECKYHO TPAAMLIMIO U MPEACTABAAA TepoeB B Mo3e APaku
Ha noAe BUTBbLI MYXCKOTO 3ro, KaBanarepaTtoc U AMKakuUC He TOAbKO BBEAM HOMOP B XaHp, HO U CaMu MOBECEAUAWUCH OT AYLLIW.
AAa HabAoAaTEAS], BNPOUYEM, KaK U AAS XYAOXKHWMKOB, B WX paboTax CyllecTByeT YyBCTBO 6AAroAapHOCTH, KOTOPOE AOAKHO BbiTb
oTMeueHo. EcTb Takxe aneMeHT dapca, rmnep6boAbl B GOABLLIOKM YaCTW TOro, UTO OHW AEAAIOT, BEAET AW CTEPEOTUN KX paboTbl K
KPaWHOCTAM B 3TOM LUYMHOM, HenpeAHamMepeHHO rpyboM  MYXCKOM CKaHAaAe MAM K Boaee cAepXaHHOW, BbICOKO CTUAbHOM
U TeaTpaau3oBaHHOM AoMalluHel obcTtaHoBke ‘Bes HassaHua' (2003). 3AeCb TAKXKE AEXMUT MHTEPEC K MWCMOAHEHWIO POAU U B
AEMOHCTPALIMM MYXCKOM CUAbL. B M3bICKaHHOW 06CTAHOBKE TOrO, UTO ABAAETCA BoraTbiM apUCTOKPATUUECKUM 3aMKOM, OHU
UEPEAYIOTCA B POAU XO3AMHA U CAYrU. ABMXEHUA 3AeCb MEAAEHHEee, BoAee PUTYaAU30BaHHbIE, MEHEE «TPOMKME», HO MOATEKCT
noxox Ha BecTepH: 60pb6a 3a AOMUHMPOBAHUE U KOHTPOAb. ITa AEKAAAHC C FOMOPOM U CTUAEM, 3TO OTKa3 NOB3POCAETb.
3aHATble B OMOPUCTUUECKUX W CaTUPUCTUUECKMX KOMMEHTAPHUAX K KUHEMATOrpadUUeckon KyAbType, KaBaaaneparoc v AMKakuc
aHaAM3UPYIOT, PaspyLLatoT, @ MHOTAA MPOCTO HACAAXAAKOTCA Pa3birPbiBAHUEM 3TUX KOHCTPYKLMIA MYXECTBEHHOCTU. MHOrAa oUYeHb
CAOXHO BbISICHUTb MX HAMEPEHWUSA U UX MO3ULIMA KAXETCA HesicHOW. C 3KOHOMMUEN CPEACTB, HO UMEIOLME OCTPbI Aa3 Ha AeTaAu
M TAAGHTOM WCMOAHEHMWS, OHWM CYMEAU CO3AATb OTAMUYHBINA A3blK B MeAMa BMAEO, BCErAa Harpaxaas HabAopaTeAs ManeHbKUM
UCKaXEHWEM B KOHLIE. Mrpas poAv NAOXMX MaAbUMKOB, LLIAAYHOB, aKTepoB, LUYTHUKOB - KaBaAnepatoc U AMKaK1C NoMMau X1UBOK
AYX, LLIAAOBAMBOE OTHOLLIEHWE W NpeAnoAaraemoe H6eccTpallne, v ConepHUYatoLLYO NPUPOAY HEYTOMOHHOTO MOAOAOTO MYXUMHbI.
3Ta paboTa NOAUTUUECKM HEKOPPEKTHAS, HO OHa CTUAbHASsA, BECEAAA U OCBexXatoLLasn.

KOCTUC BEAOHUC

KocTnc BenoHMC CO3AAET MCKYCCTBO PyUYHOM PaboTbl, YMbILIAEHHO TEXHUUYECKU HU3KOTO KauecTBa, CKPOMHbIE, HO BCE Xe OUYeHb
OCTPblE U UHAMBUAYAAUCTUUECKUE CKYALMTYPbI, KOTOPbIE YacTO GYHKLIMOHMPYIOT Kak KyAbTYPHbIE, TaK U AUUHble MeTadopbl. Ero
paboTa 6oAbllE Bbi3biBalOLIAsA, YeM HarAsAHas yacto obpallaeTcs K YeAOBEUECKUM TPEBOraM, TILETHbIM MedTaMm, a Takxe, K
OTHOLLEHWAM BAACTU U AOACKMM Urpam. MCronb3ys AepeBo, AELLIEBbIM MaTepuan 1 CrAaBbl, HECYLLECTBEHHbIE NPEAMETbI, BEAOHMC
CO3A3ET OCTPble, TPoraTeAbHble PaboTbl, BAOXHOBAEHHbIE OMbITOM UAM 3HAKOMbIMU XapakTepUCTUKamMu C NMOMOLLLIO MeTadpop,
a MHOTAA WM HaWBHOMO AETCKOTO fi3blka. B ero COnpoOTMBAEHWM BbICOKOTEXHUMUYECKOMY, ObICTPOMY, UpPe3MEpHO 3aKOHUEHHOMY
MOAXOAY K CKyAbMType, BeAnoHWUC B BOAbLLEH CTENEHU SABASIETCA YaCTbio HOBOTO NMOKOAEHUA XYAOXHWUKOB. OH YMbILLAEHHO OTOLLEA
OT U3bICKAHHOMN, MHOTAA HEMOMEPHO Pa3AyToi acTeTUKM 80-biX M Hauara 90-bIX FOAOB, K BOAEE CKPOMHOMY, HEPOPMAAUCTCKOMY
MOAXOAY B CO3AGHUM UCKYCCTBA, B KOTOPOM AOBOW MOXET HalTH YBaXEHWE K BO3BbILLIEHHbIM MaTEPUAM U K KPUTUKE caMoi apTt
MPOAYKLMH.

BEeAOHWC TaKXe ABASIETCA YaCTbiO MOKOAEHMUS, KOTOPOE BEPHYAO PEMECAO, HAaBbIKU 1 PYUHOM TPYA B XYAOXKECTBEHHYHO NOBECTKY AHS.
B ero pa6otax MHOrO KOHCTPYKTMBHOIO acrekra, Ho 6e3 rpybbix Kpaés 1 ¢ 6oaee ryMaHHbIM OTTEHKOM. AEMCTBUTEABHO, TEAO MAK
ueAoBeUEeCcKue GUIypbl HUKOTAA HE MOKMAAIOT ero paboTbl, XOTA UX eABa MOXHO YBUAETb. OBbEKTbI M CKYALNTYPbI BenoHKca oTpaxator
KaXXAOAHEBHbII OMbIT, HO OHW TAKXE OKpaLlleHbl YyBCTBOM MEUTATEAbHOCTU. MKOHOrpadpuUuecKne SAeMEHTbI ero KOHCTPYKLIUIA 1
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COOPYXXEHWIM Pe3KU U MUHWMAAbHbI, HO BCE Xe y3HaBaeMbl, CNOCOOHbI MPUBECTU B ABUXEHUE OTBETLI M accoLmaLmm, KOTopble
YXOAAT Ha3aA K HalUMM CO3MAATEABHBIM FOAAM U BbI3bIBAKOT BOCMOMUWHAHWSA U OTKPOBEHMWS AETCTBA.

Touka oTnpaBAeHUa BenoHUca - 3TO A3bIK MOAEPHMU3MA (TakKe Kak W HEBLINMOAHEHHbIE 0683aTEALCTBA) M BOCMIOMUHAHWS O TOM,
Kak OH BbIA MPOGUALTPOBAH Yepe3 PasAUUHbIE COLMANBHbBIE U KYABTYPHbIE 0OCTOATEALCTBA B UCKYCCTBE U AOMALLHEN, MPUIOPOAHOM
acTeTuke. Ero pabota Takxe NpoBepsiET CUMBOAM3M AOMALLHEN OKPYXaloLel CpeAbl YEAOBEKA CPEAHEro Kaacca, B Hel OH
BbIPOC W UCCAEAYET Kak HallW NMO3HaHUS YaCTHOMO NPOCTPaHCTBa GOPMUPYHOT CNOCco6, KOTOPLIM Mbl CMOTPMM Ha MuUp. MpocTtas
Mebenb UAM AOMALLHSS YyTBAPb UCMOAL3YIOTCS MAM M3MEHSIOTCA B €ro paboTe, HauMHas ¢ MEAbHULbI, AELIEBOTrO AePEBAHHOIO
CTOAA AO HEMPOYHOM CapOBOM M3rOPOAM, 3AECH MHTEPEC AEXMWT B KYABTYPHbIX 3HAUEHUSX, UCMOAHEHHbIX B «OQOPMAEHHbIX» UAU
NMPOV3BOACTBEHHbIX 0ObEKTaxX U B TOM, KaK KyABTYpHasi crnieunduka reorpadnyeckoro noAoXeHUs GUALTPYET U TpaHChOPMUpYeT
YHUBEPCAAbHbBIN MOAEPHUCTCKUI A3bIK. BEAOHWC MNOKa3biBaeT Ha NpUMeEpE, Kak AOMAaLLHWUM MacCOBbIM MOAEPHUCTCKUI An3anH
BbIFASIAMT MO ApyromMy B LLIBeunn v coBcem no Apyromy B Ipy3uu, rae OH NosiBUACA Obl B BUAE MECTHOM AEKOHCTPYKLMKU. B TO Xe
camoe BpeMS, ¥ CUMBOAM3M, U YTUAUTAPHOE MPOUCXOXKAEHHE 3HAKOMbIX 06BLEKTOB B paboTe BeAoHKUCa yAEPXMBALOT €ro B MUpe
APXWUTEKTYPbI U AM3aiiHA, XOTS ero COBCTBEHHOE TOAKOBaHKWE 3TUX CChbIAOK NPECTynaeT GOpPMaAUCTUYECKME PaMKU MOAEPHU3MA U
60AbLUIE MNOrPYXXEHO B AUUYHBIE CChbIAKW UM 3HAYeHUS. llepCoHaAbHbIE BOCMOMUHAHUS, KOTOPbIE XMBYT B UHAUBUAYAAbHbIX AN MEHTAX
ero paboTbl MU MHOTAA CMPSATaHbI B HA3BaHWSX, ABASIHOTCSH UCTOYHUKOM 3TOM CyOBEKTUBHON MHTEPNPETaLMm, HO Kak NMpeArOXeHHe,
a He AMpeKTuBa.

Pabota BeAoHKca 0OCHOBaHa Ha cnocoBHOCTH MOAEAMPOBATbL acCoLMaLMK MOCPEACTBOM CMOKOMHOIO, CKPOMHOO U POBKOro A3bIKa.
Hanpumep, Ping Pong Diplomacy - koTopas CyLlecTByeT B AByX acneKrax - MCMOAb3Ysi MPOCTYHO KOPOOKY-CTOA — Kak CTPYKTYpy U
MSAYUKKU MUHI-NOHTa AN HAMEKA Ha BAAcCTb. ‘Set Design for Prayer’ MoXeT cuntatecsi MeTapopomr AN NEPEKPECTHOTO KYABTYPHOIO
OMAOAOTBOPEHUA U pa3pena CXOXUX OOBEKTOB, HO MO Pa3AMUHBLIM
PeAUrno3HbIM 06cToATEABCTBAM-TIPUUYMHAM. ‘Mbl YeMnuoHbl’ - pabota
u3obpaxaer MPOCTOM KOMOA C GOTOMOPTPETOM XyAOXHWKA B BUAE
pebeHka C cepuei NUCeM O0TKa3a C HECKOAbKMX paboT, NoKa XyAOXHWK
6bIA cTyAeHTOM B CoeprHeHHOM KopoaeBcTBe. Ha3oBWTe MHe YenoBeka,
KOTOPbIM HE MOAYUYMA CXOXEN GOPMbl OTKAa3a B KaKOM-TO MOMEHT CBOEN
XM3HWU? U B KOHLE, ‘My Best Holidays’ naobpaxaet xpynkyto AepeBaHHY0
UMWUTaLMIO MaAbMbl M OTAbIXa Ha doTorpaduu, B BUAE A06OIM BpOoLLIOPbI
nyTellecTBeHHUKa. AeMCTBUTEABHO AU BO3MOXHO, YTOObl 3TOT OTAbIX ObIA
6bl TEM, O KOTOPOM Mbl MEUTaeM?

Pabota BeaoHuca cnocobHa 3aTpoHyTb CTPYHY MOYTU B KaXAOM YenoBe-
Ke, MOTOMY OHa FrOBOPUT O COKPOBEHHbLIX UyBCTBaX M 3aboTax, KoTopble
Mbl pasAensieM, HO YacTo He npuHUMaemM. Kak 6bl TO Hi BbIAO, OTAEALHO
OT COLMANbHOTO UAWM KYABTYPHOFO KOMMeEHTapus, pabota BeaoHuca obna-
AQET AWMYHBIM, UHTUMHBIM W CaMo3arnaxuBaeMbiM acriektom. A6oi,
KTO FOBOPUT O YEAOBEYECKMX TPEBOrax M CTpaxax, pa3oyapoBaHUsX U He-
yAauax, B KOHEYHOM CUeTe, yKasblBaeT Ha HEDYHKLMOHAAbHbIE acneKTbl
HalLewn XU3HWU. ABASIICb TaKOBbIMW, OHU 0BOAAAQIOT BCEAEHCKUM PE30HaH-
COM. YacTo OHM BbIpaxatoT XenaHWe YenoBeka u3bexatb pyTUHHbIX 06-
CTOSITEALCTB M MO3BOASAIOT HAM MeuTaTb.

Kostis Velonis, ‘Loser’, wood
& mixed media, 2003
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CONTEMPORARY
ISRAELI ART

Vv

A fascinating facet of contemporary Israeli art is that it encompasses most of the central issues dealt with in international
art and critical thinking today. Questions of cultural heritage, the affinity to it in a post- colonial world, in parallel processes of
globalization and a new religious and cultural fragmentation, are all part of its discourse. It allows us revise ideas of identity,
history and cultural roots and to reevaluate them.

Two crucial points should be kept in mind when discussing Israeli art and culture, at large. Israel is an immigrant society, similar
to the USA and Western Europe in the last two decades, where immigrants from Asia, Africa and the former USSR are changing
the face of traditional nation states. In Israel the issue of immigration is multi faceted: it has economic reasons, but at least until
the 1990’s it had deep religious, semi-national factors as well.

The second crucial factor is that Israel is outside the traditional centers of artistic achievement. For many years this bred
unconstrained admiration for the art movements and trends in the centers and resulted in art that was at least partly derivative.
A number of international and local factors have dramatically changed this situation and today we are at the exciting point of
forging a new relationship with the traditional centers, with our identities and the identity of our region. If in basketball Israel plays
in the European championship games then in the arts it seems, we want a different league, a league we can call our own.

In a tourism poster from 1928. Zeev Raban, who emigrated from Poland to Palestine in 1912 and became a major proponent
of the “BEZALEL art academy (whose establishment in Jerusalem in 1906 is considered as the “official birth date” of Israeli art)
portrayed the classic European colonialist figure with his light safari suit and cork hat. The poster advertises Jewish guides but
“oriental” art works.

In 2002 Eric Bokobza drew his answer, his argument, with the poster described above. Bokobza, of Tunisian decent, emigrated
from Paris in 1969, addressed the notion of post-colonialism. His caricature of the colonialist is the stereotype of the eastern
male and he is pointing to the west: Bokobza is not conforming to western images of the east but challenging them. This image
questions Israeli history - the Jewish narrative, the Muslim and Christian Israeli minorities, and the narrative of our neighbors
the Palestinians.

The installation “Lattice” that took place in a gallery in Jaffa a city that is part of Tel-Aviv brings to mind what Homi Baba phrased
as the Situation of “in-betweens”. The installation by Tsibi Geva, was an intricate reminder of traditional Muslim architecture,
modern architecture and Art and a reference to the situation between Arab Israelis and Jews in the last decades. The venue was
modern building with a traditional Arab candy shop on its ground floor whose billboards are in Hebrew.

The past is a vital component in post-colonial discourse and the intricate relationships of orient and occident. The last century
of armed conflict, is an essential and crucial element in defining Israeli Jewish and non-Jewish identity.

The other, deeper, more haunting and emotionally charged memory for the Jewish population is that of the holocaust. There is
hardly a day that the subject is not mentioned in public Israeli discourse. The Disengagement from Gaza, a national trauma,
brought it to new intensity. The Settlers used every tactic possible to link this democratic decision with the Holocaust as it dwells
in Israeli awareness. They used orange stars of David (rapidly removed because of public out cry), and made an effort to infiltrate
the Israeli discourse with idioms from the Nazi period. The graffiti “Sharon, Hitler would be proud of you “was sprayed in central
public spaces in the big cities. Right wing extremists do not hesitate to compare IDF soldiers carrying out orders of evacuation
to Nazi’s.

The holocaust has been present in Israeli art since the mid 1940’s, during and just after the war. In the last five years Holocaust
has become more present then ever in Israeli culture from literature to cinema, theatre and visual art. More survivors have
finely started telling their history, many Israelis make “root” tours to Eastern Europe and primarily, after more then 50 years of
existence Israeli society is strong enough to face the memory and not repress it. The fact that millions of Jews were murdered,
were victims,
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no longer threatens the image of the new, strong Israeli - Jew. The opening of the
new wings of Yad Vashem, the national memorial museum for the Holocaust was a
major event in 2005, with intense personal meaning for most Israelis.

In the last two years young leading artists from the “third generation” are
incorporating the memory of the Holocaust in to their work in explicit and implicit
ways. They are changing and challenging the concept of how to tackle this collective
memory
The 70 thousand visitors who saw Sigalit Landau’s “The Endless Solution” (2005), a
huge installation that ran for three months in the Helena Rubenstein Pavilion in T.A
was a number without precedent for a contemporary art show in Israel. She left no
room for error: the shows name clearly placed it in the realm of Holocaust. Landau
created a universal metaphor of oppression, racism and dehumanization. In front
of the pavilion she placed three Recycling bins for glass, which she brought from
Germany. She manipulated the original written notice on them so that instead of
being for glass they became bins for eyes (the cult film “BLAID RUNNER “in the back
of our mind). One was for green “Aryan Eyes”, one for brown “untermensch” eyes
and one for white, dead eyes.

Landau suggested in her installation a new concept of the holocaust past - not only
with an overbearing presence in the present but one that turns in to an unsettling
myth as if from a different time and culture. Thus she attempted to change the
perspective on a cultural and emotional epicenter in Israeli Identity.

The references to the holocaust and Israeli memory were in every detail. The Dead
Sea where she made four video pieces and from whose minerals she created
objects that formed an important part of the installation is not only an internationally
acclaimed healing site through which she addressed issues of death and rebirth, but
also the place where, the Dead Sea Scrolls ,one of the most important testimony’s to
the twilight zone of Jewish independence before the exile, was found. These scrolls
became a corner stone of the new modern Israeli identity. To the holocaust she
referred in a direct fashion if by marking the numbers of shoe sizes with the years
of WW2, 39-45, on shoeboxes, or the symbol of sheep referring to what was once
the criticism of the Israelis towards the holocaust victims that they went like a flock
to their terrible death.

Hilla Lulu Lin another well-appreciated artist presented “Mole “(2005). A striking
installation and performance at the TA museum. Lin invited her audience to sit
on a narrow, uncomfortable bench next to piles of gray military blankets opposite
a wall where hundreds of bread loafs were piled in perfect order, each one with a
numbered paper tag. The association to the concentration camps was clear and
became stronger throughout the installation - an old suitcase a refugee might
carry, or in the performance, when the audience was requested to write on the
flesh of the performer turning it into a material for the use of the viewer, violating its
autonomy. On the predetermined path Lin prepared there were a few junctions were
one could, or so it seemed, choose different options but found oneself trapped. A
word combination that one chose before entering, like a personal mantra such as
“I LOVED” “I ENDED” | FLED” “I LIED” was also the pass word to get out of this well
designed, very alienating hell.

Zoya Cherkassky offered a much more concrete approach of the third generation.
Cherkassky, who migrated to Israel from the former USSR at the beginning of the
1990’s held an exhibition called “Collectio Judica” (2003) in which she checked
and tested new options to observe images and symbols of Judaism. Perhaps the
most haunting, disputable objects were exquisitely made gold pins of stars of David
designed with the German word “Jude” in them according to the Nazi-German star
of humiliation. These were made in gold and exhibited in black velvet boxes like
precious Jewelry, thus totally tantalizing their reading and subjecting a new meaning
as a sign of pride.



Another phenomenon in contemporary Israeli art is the thriving scene of traditional figurative painting. As in other places carrying
a western cultural heritage painting never “died” in Israel, hence was never resurrected. This given, there has been a remarkable
growth in the number of young artists working in traditional style. This is a case of a strong influence of a relatively small school,
the Jerusalem studio school led by Israel Hirshberg, a successful artist (represented by Marlborough Gallery) and a charismatic
teacher which opened in 1992. Artists who are in different ways associated with the school like Aldar Ferber Shira Avidar,
Aram Gershuni or Uzi Katzav are becoming an important backbone of contemporary art in Israel. Since the beginning of Jewish
settlement and until the mid 1980’s Israeli culture identified itself with the ideas and Ideals of the modern movement. Traditional
painting was in many ways identified with Kitsch and was not part of the Israeli mainstream. This has changed dramatically in the
last decade. The self-inflicted limitations of looking at reality either as a Utopian goal, to be achieved, or only through a rational
perspective have ceased. This way of observing the world and our close, domestic urban and natural environment allows the
intimate, the sublime, the religious sentiment and perhaps even glory back in to the Israeli discourse.

Photography and documentary films are two more fields that have gained new prominence in the Israeli scene. The definition
of “Documentary” is becoming ever more blurred because of various reasons from reality TV, to the growing effectiveness and
wide accessibility of means to manipulate images. In Israeli today it means engaging in the here and now actuality be it from the
socio-economic facet or the aspect of the on going conflict with our neighbors.

Mickey Kratzman has been photographing for the newspaper “Haaretz” in the occupied territories in the last years. Images such
as the wall in Gilo neighborhood in Jerusalem or Checkpoints that he often makes as part of reportage are powerful visual images
and exhibited as art. Avi Mograby made

“Detail” in 2004 an 8-minute documentary showing one of the many unreasonable deeds done by the military to civilian Arab
population. It is not an atrocity; Mograby shows a family who is denied access to an ambulance it is supposed to meet. The
absurdity of the situation is conveyed by the fact that we don’t see the faces of the soldiers. Our associations run from Kafka to
Samuel Beckett, all parties involved trapped in a nightmare and the piece has been exhibited in a few art exhibitions in Israel
and Europe.

An inquiry into the relationship of nature and culture, of open space and urban development is a matter being addressed by more
artists in the face of the forecast that in less then twenty years Israel’s center will be as densely populated as Hong Kong
Sharon Yaari works with computer manipulated photographs that are fragments of narrative: the narrative of urbanism threatening
natural environment and the relationship between Israelis and their land as a place to worship, to conquer and in the last years
,to profit from as real estate. Yaari shows a small group, perhaps a family in an outing. The dedication to the idea of nature is
clear - even a physically challenged member of the family does not miss this excursion into nature, but in the horizon is a densely
built neighborhood. Building sites and the way they scar nature are a subject Yaari represents again and again, demonstrating
how our good intentions are in vain, and we do not always mange to live in peace with our surroundings.

Tal Sochat, a young artist made a series of photographs in a wilting orange grove. Unlike Yaari her work is not computer
manipulated. She accomplishes her meticulous compositions in the method of film production. The series touches a wide range
of very specific Israeli sensitivities: the orange grove as a Talmudic metaphor for different models of wisdom and the threat they
might hold to those with an unsubstantiated belief, and the orange grove as what used to be the symbol of the Israeli agriculture.
The “Jaffa” oranges the “new Jew” cultivated were the prize exports of the new Jewish settlement in Palestine and, from 1948
the new state. Today, it is no longer lucrative to grow oranges and the groves turn into fashionable housing complexes, usually
with oranges becoming part of the marketing design. After all is said about the very Israeli streak of the photographs it is their
art historical affinity which makes them intriguing: subjects of the four seasons and the cycle of life, and current questions of
nature - culture dialogue .They deal with environmental phenomena that is taking place in any part of the world going through
urban (and mainly suburban) development.

Israeli art is on the threshold of becoming part of the international discourse of art as peer and not as a guest, as is it has been,
at least from the 1970’s. The shift in what is regarded as “centers” contributes to this, though no doubt the sheer quality of the
art produced is the main factor. In a relationship of reciprocity between traditional and new centers, the Middle East, and | am
using the colonial idiom for this area, with its unique combination of history, religion, high economic potential and tradition of
cultural fusion may develop a new, highly intriguing center. Providing peace, Israeli art will be able to contribute in a significant,
manner to such a development.

©Smadar Sheffi
No part of this text may be used without my explicit in writing permission for any purpose
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CoBpemeHHOE
UCKYCCTBO
U3spaunna

V Cwvapap Wadpopu

OnpeAeAaoLLIMM acreKToM COBPEMEHHOTO UCKYcCTBA M3panaa ABASETLCA TO, YTO OHO aKTUBHO U KPUTUUYECKM OCMbICASIET TPOBAEMBbI
COBPEMEHHOr0 MCKyccTBa. Bompocbl KyAbTYPHOrO HacAeAMs, mpolecchbl rAobaAM3aumv HOBblE PEAMIMO3HBbIE U KYALTYpPHbIE
deHOMEHBI - BCE ABASIETCA TEMOM AMCKypca. OHU MO3BOAAIOT HAM BCMOMHUTb MAEHD CBOBOABI AMUHOCTW, UCTOPUIO U KYABTYPHbIE
KOPHU, YTOBbI Mbl 3aHOBO OLIEHWUAW UX.

ABE OCHOBHbI€E TOUKM 3PEHUSI AONKHbI ObITb MPUHATBI BO BHUMaHMWE NPK 06CYXAEHWU U3PAUABCKOM KYALTYPbI. MU3panab npeAcTaBAsSET
coboit amurpaHTckoe obuiectso, cxoxee ¢ CLUA 1 3anaapHoi EBponoi B NOCAEAHUE ABA AECATUAETUS, TAE AMUIPaHTbl U3 A3UH,
AdpukK U1 6biBLIEr0 CCCP MEHAIOT AMLIO TPAAMLMOHHBIX HAUMOHAAbHbIX FOCYAApPCTB. B U3paune Tema amurpaumm MMeeT MHOro
aCnekToB: 93KOHOMUYECKUE, PEAUTMO3HBIE U HALWMOHAABHbIE.

M3panAb HaXOAWTCA BHE TPAAMUMOHHbIX LEHTPOB XYAOXECTBEHHbIX UCKaHWW. B TeueHMe MHOIUX AET, OHO NEPEXMBANO BOCXULLEHUE
XYAOXECTBEHHbIMWU ABUXEHWAMMU U HAMPaABAEHWAMM B KYABTYPHbIX LEHTPaX, YTO MPUBEAO K MUCKYCCTBY ManoCaMobObITHOMY.
OnpeAenEHHbIM TAHAEM MEXAYHAPOAHbIX U MECTHbIX GaKTOPOB B KOPHE W3MEHWAO 3Ty CUTyaUMIO M CErOAHS Mbl HAXOAMMCS
B 3axBaTblBalOlleN ¢as3e CO3AaHWA HOBbIX B3aWMOOTHOLIEHWI C TPAAMUMOHHLIMU LEHTPAMMK, OCO3HAHUIO COBCTBEHHbIX
MWPOOLLYLLIEHWU U MECTA PErroHa BO BCEOOLLLEM KyABTYPHOM NpocTpaHcTee. Ecan B 6ackeTbone U3paunnb urpaet B EBponenckom
YemnuoHate, TO B UCKYCCTBE, KAXETCS, Mbl XOTUM MUMETb APYTYIO AUTY, AUTY KOTOPYIO Mbl CMOXEM Ha3BaTb CBOEW.

Ha Typuctnueckoin aduwwe 1928 ropa 3ees PabaH, amurprposasLinii U3 Moablumn B ManecTnHy B 1912 roay v cTaBLUMIA OCHOBHbIM
nobopHukom BEZALEL ApT AkapemMuu, ube ocHoBaHWe B Mepycannme B 1906 ropy cumtaetca ‘0dUMUMANBHON AQTON POXAEHUS'
M3PaUAbLCKOIO MCKYCCTBa, M306paxan Kanaccuueckyto EBponeickyto ¢ourypy KonoHM3atopa B AErKOM KOCTIOME AN cadapu v B
npobKoBoN WAsMNe. Apulla peknaMUpoBana EBPONENCKUE NYTEBOAUTEAU U ‘BOCTOUYHbIE’ apT paboTbl.

B 2002 roay 3puk bokob3a Hap1coBaA CBOWM OTBET-KapUKaTypy Ha OnMcaHHyto aduuly. bokob3a, TyHuceLl, aIMUIpUpoBaBLUWIA U3
Mapuxa B 1969 roay, obpaTUACs K MAEE MOCT-KOAOHWaAM3Ma. Ero KapukaTypa KOAOHWCTA - CTEPEOTUN BOCTOUHOIO MYXXUMHbI,
KOTOPbIV YKa3blBaeT Ha 3anaa. bokob3a He nopunHsAeTcs 3anaaHbiM obpasam BocToka, a HaobopoT, ocnapuBaeT MX. ITOT 06pa3
NoABEPraeT COMHEHWIO UCTOPUIO M3panaa B eBPENCKOM U3NOXKEHUE GaKTOB, O MyCYAbM@HCKOM U XPUCTUAHCKOM MEHbLUMHCTBAX
MN3paunas, 1 n3anoxeHne GakToB HaLLMMKU COCEAAMU — NAAECTUHLAMM.

UHcTannaums «Lattice» npoxoanBLLan B ranepee B Adpde, ropoae, KOTopbIn ABASETCA YacTbio TeAb-ABMBA HANOMMHAET TO UTO XOMM
baba oxapaKTepu3oBan Kak NOAOXeHUe ‘OblTb Mexay’. MHcTanaumsa Lnbu TeBa npeactaBasana cobol 3aMbICAOBATOE coUeTaHUE
MYCYAbMAHCKON apXMTEKTYPbl, COBPEMEHHON apPXMTEKTYPbI, UCKYCCTBA M CCbIAKA Ha CUTyaUMio MexAy apabamu U eBpesamMu B
NOCAEAHEM AECATUAETUM. ApT paboTa NpeacTaBAsiAa cOO0O COBPEMEHHOE 3AaHME C Mara3uHOM BOCTOUYHbIX CAQAOCTEN HA NEPBOM
3Taxe U C BbIBECKON Ha APEBHEEBPENCKOM.

Mpownoe - 310, XXMBOK, BaXHbI KOMMNOHEHT MOCT KOAOHWMAABHOIO AMPCKYPCA M CAOXKHbIX B3aMMOOTHOLLIEHUIW BocToka ¢ 3anaaom.
OTHOLLEHNE K BOOPYXEHHOMY KOH(AMKTY MPOLUAOTO BEKA ABAAETCA OCHOBHbLIM OMPEAEAAIOLLMM SAEMEHTOM B CaMOCO3HAHWU
MN3panAbCKKX EBPEEB U HEEBPENCKMX FpaxaaH M3paunas.

Apyroe, 6onee raybokoe, 6bonee MOCTOSHHOE WM 3MOLMOHAAbHOE BOCTMOMWHAHUE AAA EBPENCKOr0 HACEAEHWA - 3TO XOAOKOCT
(BcecoxxeHue). EABa AM NPOXOAWT A€Hb, UTOObI 3Ta TEMa He yrnoMuHaAochb 6bl B M3panMAbCkoM obuiecTBe. EBpeiicknit Mexoa
13 cektopa lasa, HauMoHaAbHanA TpareAusi, MPUBEAU K HOBOM Hanps)XeHHOCTU. MoceAeHLbl UCMOAB30BAAU KaXAYH TaKTUYECKYHO
BO3MOXHOCTb, UTOObI CBA3aTb 3TO0 AEMOKPATUUYECKOE pelleHUe C XOAOKOCTOM, KOTOPOE XMBET B U3PauAbCKOM CO3HaHMKU. OHM
MCMNOABb30BaAW XEATbIE 3BE3AbI AaBHAA (BbICTPO U3bSATbIE M3-3a 0OLLLECTBEHHOMO NPOTECTA), U NOMbITAAUCH NPONUTATL U3PAUABCKMIA
AMCKYPC MAMOMaMM HaUMCTCKOro yxaca. BbickasdbiBaHue ‘LUapoH! Tutaep ropauaca 6bl To60M 6bIAO pacnpocTpaHeHo B
06LECTBEHHbIX LEHTPaX BOAbLLIMX FOPOAOB.

MpaBoe KPbIAO IKCTPEMUCTOB, HE KOAEDBASICH, CPaBHMBAAO COAAAT IDF, MCMOAHAIOLLMX NPUKa3bl 3BaKyaumu ¢ Hauuctamu.
XOAOKOCT BOLLEA B €BPENCKOE UCKYCCTBO ¢ cepealHbl 1940 roaa. 3a nocaepHUe 5 AeT XOAOKOCT HbiA 6oAee NPEACTABAEH B KyALTYPE
M3panas, yem Koraa-AMbo, B AUTEPATYpe, B KMHEMaTorpade, Teatpe 1 BU3yaAbHOM UCKYCCTBE. BOABLLMHCTBO BbIXKMBLLUMX, B KOHLE
KOHLIOB, CTaAW paccKa3blBaTb CBOK MCTOPWIO, MHOIO M3PanAbTAH COBEPLLUMAM MOE3AKM B BOCTOYHYIO EBpoOMy, W, HaKoHel, nocAe
6onee 50 AeT, U3panAbCKoe 06LLECTBO CTAAO AOCTATOUYHO CUAbHbLIM, YTOBbI MOCMOTPETb B AULIO BOCMOMUHAHUSIM, HE NMOAABASS UX.
DaKT, UT0 MUAAMOHBI €BPeEB BbIAM YOUTHI M CTAaAK XepTBaMK XOAOKOCTa, BOAbLLE He yrpoxaeT 06pasy HOBOro, CUAbHOTO U3paunas.
Co3paHne HOBOrO Kpbina flpa Ballema, HaUMOHaAbHbIM MEMOPUaAbHbIA My3ei XOAOKOCTa, CTaA OCHOBHbIM cobbiTiem 2005
roaa.

3a nocAepHME ABa ropa MOAOAbIE BEAYLUME XYAOXKHWKMW «TPETbEro MOKOAEHUS» BKAKOYAIOT BOCMOMMHAHUS O XOAOKOCTE B CBOM
paboTbl. OHU MEHAIOT U NOABEPratOT COMHEHWIO KOHLEMUMIO COXPAHEHUS GOPMbI YAEPXAHWUA 3TUX 06LLUMX BOCMOMUHAHWIA. 70
TbiCAY MOCETUTEAEN, KOTOpble BUAEAU «beckoHeuHoe PelweHune» (2005) Curaamta AaHpay, OrPOMHYI0 MHCTAAAALMIO B TeYeHun 3
mMecsiueB B MaBuAboHe EneHbl PybuHLLITENH B TeAb ABMBE NPeACTaBAsAM cOB0 BecnpeleAeHTHO BOAbLLOE KOAMUYECTBO AOAEW,
NPUCYTCTBYIOLLMX HA MOKa3e COBPEMEHHOro UCKyccTBa B M3paune. HasBaHWe BbICTaBKM ABHO YKa3blBaAO Ha XOAOKOCT. AaHaay
co3pana YHMBEPCaAbHYO MeTadopy yrHeTeHUs, pacuama 1 BapBapcTBa. lepes NaBUABLOHOM OHa YCTAHOBMAA TPU KOP3WMHbI AAS
CTEKAA, KOTOPbIE OHa NpuBe3na U3 fepMaHnn. OHa 3aMeHMAa UMEIOLLYHOCA HAAMMUCb Ha HWUX Tak, YTOBbl BMECTO KOP3WH AASl CTEKAQ,
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OHW NPEBPATUAUCH B KOP3UHbI AASI TAG@3 (KYALTOBLIM dUAbM ‘Blade Runner’ B Hallem NoAco3HaHMM). OpHa KOp3uHa Obina AAA
3eNEHHBIX ‘Apuiickux Thas3’, oAHa AN KOPUUHEBBIX «untermensch» raas, U oaHa AAS BeAblX, MEPTBbIX IAa3. AaHAay NPEAAOXUAA B
CBOEW MHCTAAAALMW HOBYHO KOHCTUTYLIMIO MPOLUAOTO. XOAOKOCT — HE TOAbKO C MOBEAWUTEABHbLIM MPUCYTCTBMEM B HACTOALLLEM, HO U Kak
MW® 13 APYroro BPEMEHMU U KYALTYPbI. TaknM 06pa3om, OHa NomMbITaAaCb M3MEHUTb MEPCMNEKTUBY KYALTYPHOMO ¥ 3MOLMOHAABHOMO
anuueHTpa B AMUYHOCTM U3panAbTsiH. CCbIAKM Ha YHUUTOXEHWE U BOCMOMUHAHWA U3PAUALTAH MPUCYTCTBOBAAM B KaXAOW A€Tanu.
MéptBoe Mope, rae oHa caenana 4 BUAEOCHEMKHM U U3 MUHEPAAOB KOTOPOTO OHa CO3Aana 06bEKTbI, CHOPMUPOBABLLME OCHOBHYHO
YacTb MHCTAAAALMK, ABASETCA HE TOAbKO MEXAYHAPOAHO-MPU3HAHHBIM LEAUTEAbHbIM LIEHTPOM, MOCPEACTBOM KOTOPOro OHa
nokasana CMepTb U BO3POXAEHUE, HO U MECTOM, rae bbiAv HaraeHbl CBUTKM MEpTBoro Mopsl - camoe BaxXHOe CBUMAETEALCTBO
CYMEPEYHOro BPEMEHU EBPENCKON HE3ABUCMMOCTU AO M3rHAHUA. ATU CBWUTKM CTaAU KpaeyroAbHblM KaMHEM HOBOW AMUYHOCTM
COBPEMEHHbIX U3PAUALTAH. K XONOKOCTY OHa 06paTUAach Yepes MOAY, MOCPEACTBOM MNokasa 60TMHOK pasmepos 39-45 (Havano w1
KOHeL, BTOPOM MWPOBOM BOMHBI). Ha kopobkax 60TUHOK BbiAn M306paxeHuss BapaHoB, UTO CHMBOAU3UPOBANO E€BPEEB KaK XEPTB
XonokocrTa.

Xuna Ayay \viH, eLLLE 0AHa LUIMPOKO M3BECTHas XyAOXHMLa, npeacTaBuaa ‘Mole’ (2005). LLIokmpytoLas MHCTaAAALMSA, TPeACTaBAEHHas
B TA My3ee. A\MH NpUrAacuAa ayAMTOPUIO, MOCAAUB €€ Ha y3KyH, HeyAOBHYHO CKaMeiKy PSIAOM CO CTONKaMM CbIPbIX BOEHHbIX OAEAA
HanNPOTUB CTEHbI, FAE COTHU ByxaHOK xAeba BbIAM CAOXEHbBI B MAEAABHOM MOPSIAKE, KaXAas U3 KOTOPbIX ObiAa MPOHYMepoBaHa.
AccoumaLmio ¢ KOHLEHTPaLUMOHHBIMU AarepsiMm YCyrybAsAo TO UTO BO BpeMs NepdopMaHca ayAMTOPUIO MPOCUAM HanucaTb Ha Tene
nepdopmMepa BCE, UTO XOTEAM, NPEBPALLAs €ro B Matepuan AASl MCMOAL30BaHKWSA. Y TPOMUHKK, KOTOPYHO MOATrOTOBUAA AWH, BbIAO
HECKOABKO Pa3BUAOK, rAe At0OOM Mor BbliGpaTb CBOW MyTb, HO B KOHEYHOM CUETE MONaaan B AOBYLLUKY. KOMOMHALMS CAOB, KOTOPYHO
KaXAbl BbIBUMPaA Nepea BXOAOM Ha NepdOPMaHC U NOBTOPSIA Kak MaHTPY, ‘A AbUA’, ‘A 3aBeplumnA’, ‘A ybexan', ‘A coaran’ bbina
napoAeM AAS BbIXOA@ M3 3TOTO XOPOLLO OGOPMAEHHOIO U OTUYXKAEHHOMO aaa.

3ois Yepkaccku NpeproXraa Bonee KOHKPETHbI MOAXOA TPETLEFO NMOKOAEHUS. YepKaccku, KoTopas aMMUrpupoBana B M3panab
n3 6biBero CCCP B Hauane 1990 roaa, npoBeAa BbiCTaBKy noa HasBaHWeM ‘Collectio Judica’ 2003, B KOTOpOW OHa NPOBEPUAA U
ucnblTana HOBbIE ONUMK AASt HABAOAEHUSE Hap obpa3zamu U cuMBoAaMu Myaansma. Camble noBTopsitoLLmecs: 6eCCnopHble 06bEKTbI
6bIAW M3bICKAHHO CAEAaHbI M3 3HAUKOB 3BE3A AaBuAa, 0POPMAEHHbIX CAOBOM ‘€BPEN’ HA HEMELIKOM fA3bIKE, UTO MPEBPATUAO 3TOT
CUMBOA B 3Be3AY YHUXEHMA. OHU BbIAM CAEAAHBI U3 30A0Ta U BbICTABAEHbI B UEPHbIX BEAbBETOBbLIX KOPOOKAX, Kak AparoueHHble
IOBEAUPHbBIE M3AEAMS], UTO YCYryBUAO MYKW CUMBOAQ, YHUUTOXAEMOIO HOBbIM 3HaueHWeM. Apyrol GeHOMEH B COBPEMEHHOM
M3PanUAbCKOM UCKYCCTBE — 3Ta NpeycneBatoLLlasn apeHa TPaAnLMOHHOM GUTrypaTUBHOM XMBOMUCK. Kak 1 B Apyrnx MecTax, TpaAnuma
XWBOMUCK 3aNapHOIO KYALTYPHOIO HACAEAUS HUKOTAA HE ymupana B M3paune, U NO3TOMY HUKOrA@ He BOCKpeLlasach. MNpu atom
MOXHO ObIAO 3aMETUTb 3HAUMTEAbHbIA POCT UMCAA MOAOABIX XYAOXHWMKOB, pabotalolmx B TPAAMUMOHHOM CTUAE. ITO CAyyai
CUABHOTO BAMAHWS OTHOCUTEABHO MAAEHbKOM LLKOAbI, OTKpbITOM B 1992 roay. Mepycarnmckan CTyamMa — LUKOAQ, BO3rAaBAsieMas
M3paen Xupubepr, ycnewHbiM XyAOKHUKOM U XapuU3MaTUUYECKUM YUUTEAEM (NPEACTABAEHHBLIM ranepeit Mapabopo). XyAOXKHUKH,
KOTOPbIE MO Pa3HOMY acCOLMMPYHOTCA CO LUKOAOK, Takne kak Aabpap ®epbep, Lnpa Asuaap, Apam lepluyHu uaK Y3u Katuas,
CTaHOBATCA AaBHOM ONOPOW COBPEMEHHOIO UCKyccTBa B M3panae. C Hauana eBpenckux noceneHuni u oo cepeanHsl 1980 roaa,
M3panabckan KyabTypa MAEHTUGUUMPOBAAA CeEBS C MAEAMU U MAEANAMU COBPEMEHHOTO ABMXEHMS. TPAAMLMOHHASA XWBOMUCh
MHOrMMHK criocobamu MaeHTdUUMpoBanack ¢ Kitsh 1 He 6bina YacTbio OCHOBHOIO TeueHust U3pauas.

doTorpadma U AOKYMEHTaAbHblE GUAbMbI NPEACTABASIIOT COOOM AOMOAHUTEAbHbIE ABE CHEPbI, KOTOPbIE MOAYYMAM U3BECTHOCTb
Ha U3pannbckoi apeHe. OnpeaeneHue ‘AOKYMEHTaAbHbIN' CTAHOBUTCA Aaxe 6oaee ryMaHHbIM MO CPaBHEHUIO C PeaAUTU-LLIOY Ha
TV N0 HECKOABKMM MpPUUMHAM, POCTY 3GGEKTUBHOCTM U LLIMPOKOro AocTyna CMU arst MaHWNyAMpoBaHUs obpasamu. B Uspaune
CEroAHS OHO O3HayaeT OblTb 3aHATLIM 3AECh U Ceryac, B akKTyaAbHOCTM  COLMAAbHO - 3KOHOMMWYECKOrOo acnekta AW U3 - 3a
NMPOAONXAIOLLLETOCH KOHPAMKTA C HALLMMKU COCEAAMMU.

MuKkM KpaTumaH doTorpadrpoBan AAA ra3eTbl <Haaretz» Ha OKKYNnMpOoBaHHbIX TEPPUTOPUSIX B NOCAEAHKE rOAbl. 06pasbl, TakMe Kak
cTeHa B [MA0, N0 coceAcTBy ¢ MepycaavMom, U Apyrve, KOTOpble OH CO3AaBaA Kak YacTb penopTtaxa, NpeACcTaBAsiAv COBOM MOLLHbIE
BU3yanbHble 06pa3bl M BbICTABAAAUCH Kak UCKYCCTBO. ABU Morpabu co3pan ‘Aetans’ B 2004 roay, 8 — MUHYTHbIA AOKYMEHTaAbHbI
$UAbM, NOKa3bIBaOLLMIA OAHO U3 HECNPUUMHHBIX AEMCTBUI BOEHHbIX HAA FPaXAAHCKUM apabckum HaceAeHWeM. ITo - He 3BEPCTBO.
Morpabu noka3sbiBaeT apabCkyto CEMbLO, KOTOPOW OTKa3aAu B CKOPO MEAULIMHCKOW NnomMoLy. ABCYpAHOCTb CUTYaLMK nepepaHa
$baKToM TOro, YTo Mbl HE BUAUM COAAATCKMX AMLL. Halum accoumaumm nepexopst oT Kadku k Camyanto bekkety, Bce yyacTeyroLime
CTOPOHbI HAXOASITCA B AOBYLLKe KoLIMapa. 3Ta paboTta bbina NokasaHa Ha HECKOAbKKX BbiCTaBKax B M3pawvae u EBpone.
McenepoBaHMe B3aMMOOTHOLLEHWUI MPUPOABI M KYABTYPbl OTKPBITOTO MPOCTPAHCTBA M TOPOACKOr0 pa3BUTUA AIBASIETCA NPEAMETOM
00CyXAEHUI, appecoBaHHbIM BOABLLIMHCTBY XyAOXHWKOB B CBETE CAEAYHOLLErO NPeACKasaHus: MeHee yeM yepe3 20 AeT LEeHTP
M3panaa ByaeT TakKe NAOTHO HaceAeH, kKak TOHKOHT.

LWapoH Aapu pabotaet ¢ dpoTorpaduamu, peAakTupyeMbIMU KOMMbIOTEPOM, KOTOPbIE MPEACTaBAAOT cOBO GpparMeHTbl pacckasa:
paccka3 06 ypbaHu3me, yrpoxatoLLeM eCTECTBEHHON OKPYXKaOLLLEN CPEAE U OTHOLLEHUSAIM MEXAY U3PaUALTAHAMMU U UX 3EMAEN, KaK
MECTOM AAA MOKAOHEHWSA, 3aBOEBAHMS, U B NOCAEAHWE FOAbl, MECTOM AASl U3BAEYEHMS BbITOAbI OT HEABMXMMOCTHU. Hapu NokasbiBaeT
MaAEHbKYIO rpynmny, BO3MOXHO CEMbIO Ha 3aropoAHON nporyake. Maes obpalleHna K NpupoAe siCHa — AaXe MaAOCUAbHbINM YAEH
CeMbM He NPOMNYCKAET 3Ty AKCKYPCUIO Ha MPUPOAY, OKPECTHOCTU NAOTHO 3aCEeAEHbIE. MAOTHO 3aCEAEHHbIE OKPECTHOCTU. 3aCTPOMKM U
BWA, KOTOPbIE YPOAYHOT MPUPOAY, ABAAKOTCA TEMOW, KOTOPYIO Aapu NpeACTaBASET BHOBb M BHOBb, AEMOHCTPUPYSA, Kak 3ps Nponasarot
HalUW AyYLIME HAMEPEHMS, U KaK Mbl HE BCETAQ MOXEM XMUTb B MUPE C HALLMM OKPYXEHUEM.
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Tan CoxaT, MOAOAOKM XYAOXHMWK, CAEAaA ceputo doTorpaduiti B BAHYLLEWH aneAbCUMHOBOK polle. Ee paborta He BbiNOAHEHA Ha
Komnbtotepe. OHa 3aBepLIaeT CBOM KOMMO3ULMK M0 METOAY KMHOMPOU3BOACTBaA. Cepua 3aTparnBaeT LMPOKUIA AManasoH OYeHb
cneundUUecKUxX YyBCTB: aneAbCUHOBYIO POLL, Kak TaAMyACKYHO METahopy AAA Pa3AMUHBIX MOAEAE MYAPOCTM U Yrpo3y, UTO OHW
GyAyT NPUAEPXMBATLCA HEMPABUALHOM BEPbI, U aneAbCUHOBAsA POLLA, KAk ObIBLUXIA CUMBOA U3PaUABCKON arpoKyAbTYpPbl. AdcKue
aneAbCUHbI, HOBbIM COPT aneAbCUH, BbIAM NPU3OM AASI HOBbIX EBPENCKMX NnoceAeHleB B ManecTuHe. CeroaHs, yxe He NpubbiAbHO
BblpaLLUMBATb aneAbCUHbI, M POLLM NPEBPATUAMCH B MOAHbIE XMUAbIE KOMIMAEKCHI, C aneAbCUHaMM, KaK YacTb PbIHOYHOMO AM3aiiHa.
Y10 eLté MOXHO CckasaTb 00 M3PauAbCKOW GOTOrpaduu — 3TO0 UCKYCCTBO MHTPUIYIOLLIEE, 3TO M TEMAa YeTbiPpeX CEe30HOB U LiMKAa
XU3HW, U TEKYLLME BOMPOCHI O MPUPOAE — KYALTYPHbIM AMAAOT NPOAOAXAETCA. OHU MMEIOT ABAO C GEHOMEHaMU OKPYXatoLlein
cpeabl, B AOObIX YacTaX MUpa, NpeTepnesatoLmx ypbaHusaLumio.

M3panAbCKOE UCKYCCTBO HAaXOAWUTCHA B CTaHOBAEHWU. OHO ABAAIETCA MHTEPHALIMOHAABHBIM M BXOAUT B MUPOBOE MPOCTPAHCTBO He
KaK rocTb, Kak 310 6biA0 ¢ 1970. M3MeHEeHWe OTHOLLEHWS MUPOBLIX apT LEHTPOB COAEWCTBYIOT 3TOMY, XOTS HET COMHEHWH B
TOM, YTO OCHOBHbIM GAKTOPOM ABAAETCH BbICOKOE KauecTBO NMPOM3BOAMMOrO MCKYCCTBA. B OTHOLLEHWM B3aUMOAEMCTBUA MEXAY
TPAAULMOHHBIMU M HOBbIMU LEHTpaMK, CpeaHuii BOCTOK, (S MCMOAb3YHO KOAOHWAAbHYIO WAMOMY 3TOrO MPOCTPAHCTBA), C ero
YHUKaAbHON KOMBUHALMENR UCTOPUU, PEAUTHM, BBICOKOTO SKOHOMMUUECKOTO NOTEHLIMAAA U TPAAULIMM KYABTYPHOTO CAUSIHWS, KOTOPbIE
MOTYT Pa3BWUTb HOBbIM, OUEHb MHTEPECHbIN KYALTYPHBbINM LIEHTP. B ycAOBMAX MUpa U3panAbCKOE MCKYCCTBO CMOXET 3HAUMTEABHO
COAEWCTBOBATb TaKOMY Pa3BUTHIO.
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INTRODUCTION TO

CONTEMPORARY ART OF Gamal Bokonbaev
KYRGYZSTAN

SOVIET TRADITIONS

In the beginning of the 19th century, most of Kyrgyzstan’s population lead a nomadic way of life. This historical lack of development
determined the character of the outcome of socialist cultural development. It showed first of all in the choice of topics, which
concentrated on rural themes, and secondly, if an urban theme were chosen, in its interpretation from the point of view of
patriarchal values of rural life style. Most of the plots in the literary works of the famous Kirghiz writer Chingiz Aitmatov unfold
before the background of mountains and steppes. By his literary works as well as his active social life, this classic of national
Kirghiz literature rendered powerful influence on all spheres of art in the country, such as painting, graphic art and, in particular,
cinematography. In the 1970s, films of talented authors, addressing problems of contemporary life, won international recognition
as the so-called “Kirghiz Miracle”. They received the most prestigious awards and prizes, and for a long time determined the circle
of officially approved traditional themes and permitted interpretations. Films about urban life, created in the Kirghiz Republic,
are inferior to the best works in Soviet cinema dealing with the same subject-matter, whereas the realistic texture and style of
nomadic way of life was a shing success on cinema screens all over the world.

The traditional art of the independent and democratic Republic of Kyrgyzstan is a legitimate heir of themes, ideas and the
successes of Chingiz Aitmatov’s literary works as well as the films of the “Kirghiz Miracle” period. It hesitates a bit to reach beyond
the limits of what is approved, expected and acrnoledged, and what is a well exploited myth about our patriarchal character,
while it is not interested in the ugly urbanism of life in our towns. It evoided the “asphalt Kirghiz”, who grew up as a cosmopolitic
townsman in the century of triumphing communication technologies and sought “refuge” at the bosom of “contemporary art”,
not having found his reflection in traditional genres.

TRADITIONS OF OUR “AVANT-GARD”

There were examples of counteraction against the official, showcase, generally acknowledged art. The poet, artist, and “jester”,
Ramis Ryskulov appeared at the First of May celebrations on Red Square in Moscow wearing shoes painted brightly red. This
happened during the political thaw of the 1960s, and the author did not suffer much. Most of his similar “actions” in the
peripheries of the Soviet Union were perceived as simple protest of a drunkard against the order of the Soviet East, everybody
had become annoyed of. For his artistic colleagues he was a likable symbol of creative liberty and a boon companion, although
unclear who he was regarded as in the first place. The texts of Melis Berdyshev became the continuation of this “jester’s”
traditions and fulfilled all criteria of contemporary art. Since the early 1990s, from time to time realy interesting stuff started
to appear among the “hooligan” graffiti on town fences. Members of the “creative intelligentsia” immediately took notice and
understood that these were not just fashionable grafitti. Melis Berdyshey, like many of our “lonely men of genius” did not care
about remaining a part of “contemporary art” history of the country. Texts and slogans still appear on fences from time to time,
but now this does not impress anyone. Since the early 1980s, as a presentiment of changes to come, objects and installations
began to be exhibited in the collective annual exhibitions of the official Artists Union.

Soviet ideology allowed for interpreting all of these examples as formal searches in the field of decorative art, and Party officials
did not strongly assail these curious experiments. Our attempts to create “contemporary art” during the Soviet period suffered
from excessive and anxious attitude towards form. Such “formalism” becomes apparent even now and we are often blamed for
the decorative character and dominating designer’s approach.

The most famous example of our samizdat literature is the magazine “Zebra” (1983). The “publishers” were caught under
the totalitarian legal provision about the protection of press secrets. They were harassed and tormented, but released without
serious consequences. The most intriguing alternative exhibition was titled “Zaza” and conducted in March 1992. Its fight was not
directed against the political system, which in fact did not exist any more, but against the feeling of mediocity and backwardness
of the Soviet province. For us, these incidents of underground “samizdat” publications and “scandalous” exhibitions were very
important. They helped to develop non-official “partisan” methods, which were sufficiently applicable and effective for the
stimulation of the artistic process.

For the consolidation of artistic methods, which could adequately reflect reality, everything was in place: talented artists, the
will to take action and the necessary information. All manifestations of the creativity of the people, which did not fit into the
established limits of traditional art genres, demanded its proper denomination and sign-board. “Contemporary art” became such
a signboard.

“CONTEMPORARY ART”

As a movement, “contemporary art” appeared in the late 1990s. During the difficult years of adjusting to independence, the
architectural studio “MUSEUM” became one of the most noticeable centers of attraction in the field of non-official culture. From
time to time, the premises of the studio were transformed into a venue for so-called “apartment” exhibitions, communication,
exchange and acquaintances of artists, amateurs and art lovers as well as professionals. The studio was, indeed, a club of like-
minded people. Different from many similar, occasionally emerging centers, this commonwealth of poets, artists, designers and
architects shared the experience of independent work outside of “creative unions” and the ability to calmly defend their position,
which did not coincide with the generally accepted. Here the experience of both the representatives of “paper architecture” and
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“samizdat” paid off. Ulan Djaparov, Sergey Burov, Emil Guzairov, Gulnara Kasmalieva, and Muratbek Djoumaliev were the most
active members of the association.

During the late 1990s, the “MUSEUM” studio organized exhibitions with the participation of artists from Kazakhstan. The titles
themselves given to these exhibitions reflected the new curatorial approach to the organization of an artistic event. Avoiding
any clear-cut definition of “contemporary art”, the organizers tried to provide equal rights to all the “curious” experiments in
the field of visual arts. Three times this kind of inventory was undertaken and it revealed that there were many ways of artistic
expression, but all of them fatally lead to results that were long ago known to the world. “Parallel City” (1997) presented urban
art of amateurs and professionals, “Labyrintos” (1998) showed funny turns and dead ends of various forms of visual culture, and
finally “Plus-Minus” (1999) exposed the presence of manyfold potentials in our art. Positioning had came to its end.

Further on events became more and more frequent and developed into a real avalanche of activities. All recently formed initiatives
and initiative groups are still working and developing. For this reason, one can only enumerate the facts, without providing any
final characterization.

ARTISTS AS INSTITUTIONS

Artists active in “contemporary art” in our country up to very recent times created their own institutions and were themselves
curators of projects, in which they participated as artists. By the time, the “MUSEUM” studio has changed its character to a
certain degree, with Ulan Djaparov remaining its only permanent leader and Ernest Abdrazakov, Chingiz Tokocheyv, Adil Seitaliev,
Dilya Halmurzina, and Gamal Bokonbaev being its most active members. One example of the clear and conscious curatorial
strategy of the studio is the annual “Bishkek First-of-April Competition”, which has been held for three years in a row by now.
These exhibitions have become manifestations of a very particular artistic initiative. There is no center in the country that could
sharply define the limit of the genre and divide the artists into groups or “ours” and “theirs”. No one takes the initiative to do this
and perhaps such “liberty” allows us to find original approaches among the diversity genres.

Along with the First-of-April competitions, the “URBI et ORBI” anthology has become the project of that association with the
strongest public significance. There have already been four issues of the anthology, since it was first published in 1998.
Publications in this anthology contributed to the appearance of a distinct and serious information space of contemporary art of
its own in the country. Armed with the acquired experience, such as relations with authors on the regional level and “partisan”
methods of publishing, the studio initiated the publication of a bulletin on problems of contemporary art under the title “+@b”.
With the financial support by the “Kurama ART” Gallery two issues have already been published and a third one is being prepared.
This start-up has proved quite successful, making this periodic edition the potential printed mouthpiece of “contemporary art”
for the entire region.

In 1999, an exhibition of a new, yet unknown generation of artists was organized in the Lenin House of Culture under the title
“Emergency Exit” (Zapasnoy vykhod). In 2000, a creative association of young artists called “Armored Train” (Bronepoezd) made
its appearance. It includes Ira Dekker, Roman Maskalev, and Alexander U and exists as an international association between
Bishkek, AlImaty and Cologne, without “suffering” from territorial limitation.

Shaarbek Amankul and Lizzy Maryl organized an international group of artists called the “Art Connection” in 2000. Their goal
was global - to create a center in Kyrgyzstan, where artists could come and work and most importantly, communicate with artists
from all over the world. In 2001 and 2002, the group realized an international project called “Central Asia - Europe Art Dialogue”,
in which more than 30 artists from Central Asia and Europe took part. The project was very attractive, as it was implemented
on the shores of lake Issyk-kul, and revived traditions of Kyrgyz artists and combined work and rest in a unique natural resort
zone. Many rather traditional artists participated in this project. The approach of the curators foresaw total freedom of action,
communication and work as a team. Works created at these workshops distinguished themselves by the utilization and inclusion
of the peculiarities, provided by the Kyrgyz landscape and natural sacral symbols. This made the project very distinct and
prevented it from dissolving in the stunning diversity of contemporary art. Besides that, foreign participants helped to re-discover
and perceive the most interesting manifestations of provincial life.

In 2002, Gulnara Kasmalieva and Muratbek Djoumaliev organized a public association called “ArtEast”. Its most important
projects were a Central-Asian seminar “Global systems of the representation of contemporary art” (in cooperation with the Soros
Center for Contemporary Art in Almaty) and an international expedition in Kyrgyzstan and Siberia.

“ArtEast” is a family tandem of professional artists with academic educations, who try to implement a strategy of professionalizing
their involvement with contemporary art. Successful participation in the Central-Asian festival “Videoidentity”, which took place
in Almaty in October 2004, as well as the organization of the “Video Art Workshop” in Bishkek in January 2005, prove the recent
serious involvement of the association in video art.

The “Kurama ART” gallery, created in 2003, is the first gallery venturing to start active promotion of contemporary art. More over,
it is the first gallery to set strategic goals and to apply rational political steps for their achievement by investing into publishing
activities and curatorial projects. In April 2004, the gallery took the initiative to organize an international exhibition under the title
“...and Others” (...I Drugie). Works of more than 40 artists from Germany, Liechtenstein, Moldova, Russia, Slovenia, the Ukraine,
Kazakhstan, Uzbekistan, and Kyrgyzstan were put to the judgement of the public. Despite the most diverse assessments of
the exposition, its main goal was achieved: The intellectual elite could be convinced that there were different ways to perceive

“contemporary art”, but that it has become impossible not to recognize its influence on the culture of the country aa a whole.
BROTHERS FOREVER
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In our country, the influence of Russian and Kazakhstani contemporary art is evident. The Soros Center for Contemporary Arts
(SCCA), opened in Almaty in 1997, did not conceal its ambitions to become the consolidating center for the entire region. In
2000, artists from Kyrgyzstan were invited to the second annual exhibition of the SCCA. These artists later became participants
of important exhibitions of Central Asian contemporary art as “No Mad’s Land” in the House of World Cultures in Berlin, “Trans-
Forma” in the Geneva Center for Contemporary Art and “Re-orientation” in the “ACC” gallery in Weimar. Among them were
Alexander U, Roman Maskalev, Ira Dekker, Shaarbek Amankul, Lizzy Mayrl, Gulnara Kasmalieva, Muratbek Djoumaliev, Shailoo
Djekshenbaeyv, and Ulan Djaparov.

In 2001-2002, international projects of the Novosibirsk curator, Vladimir Nazansky, took place in Bishkek und the title “Inner
Asia 1” and “Inner Asia 2”. The geographical coverage the exhibition, ranging from Saint Petersburg to Ufa and Novosibirsk,
considerably enlarged the range of contacts of our artists with colleagues from Moscow, Siberia, the Urals and the Ukraine.
INSTEAD OF A CONCLUSION

This phenomenon is not yet limited by the frames of a notion such as “ours - not ours”. It does not require evidence of past
achievements and, in general, relies mostly on personal initiative of its supporters. That is why these supporters are not numerous.
Interestingly enough, during a short period of time a small group of people managed to make “contemporary art” a factor, which
positively influenced the development of the entire culture of the Republic of Kyrgyzstan.

The phonetics of the Soviet epoch is preserved in this historical context. Kirghizia’s contemporary spelling is Kyrgyzstan.

Ulan Djaparov, 'The Gloomy Samurai’, performance, 2005
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V laman BokoHbaeB

COBETCKUE TPAAMLMN

B Hauane XIX Beka OCHOBHasi Macca HaceAeHUsi KbiprbidacTaHa BeAa KoueBOM 06pa3 XM3HW. ATa MCTopUYecKas Hepas3BUTOCTb
onpeAeArAa XxapakTep Pe3yAbTaToB COLMAAMCTUUECKOIO KYABTYPHOIO CTPOUTEABCTBA U NPOABUAACH, BO-MEPBbLIX, B BbIbOpe TEM — B
OCHOBHOM CeAbCKas TeMaTuka, BO-BTOPbIX, ECAU U BbiBUpaAacb ropoackas Tema, TO TPAKTOBaAaCh OHa C TOUKM 3pEHUS LLEHHOCTEN
naTpPUapxanbHOTO, CEAbCKOTO YKAAA@ XXM3HW. BOABLUMHCTBO CHOXETOB MPOM3BEAEHWI BbIAQIOLLETOCA KMPIrUM3CKOro nucatens
YnHrusa AiTmaToBa pa3BopaunBatotcs Ha GoHe rop 1 ctenei. KAacCuk HaLMOHAABHOM AUTEPATYPbl CBOMMU NMPOU3BEAEHUSIMU U
CBOEW aKTMBHOMN 06LLECTBEHHON AEATEABHOCTLIO OKa3aA MOLLHOE BAMSIHWE Ha Bce pecnybAMKaHCKOe UCKYCCTBO: Ha XUBOMUCH, Ha
rpaduKky U B 0COBEHHOCTM Ha KUHO. DUAbMbI «<KUPTM3CKOrO YyAa» CEMUAECATBIX, MPOOAEMHbIE U TAAAHTAMBbLIE, 3aCAYXXEHHO CTaAU
obAapaTEASIMK CaMbIX MPECTUXHBIX MEXAYHAPOAHBIX NPEMUIN U HArpaa U HAAOATO OMPEAEAUAN KPYT TPAAMLMOHHbIX, OdULMAABHO
0A0BpPSIEMbIX TEM U AO3BOAEHHBIX WHTEpNpeTaunii. KUHO O FOPOACKOW XM3HW, CO3AaHHOE B pecnybAuke, ycTynaer AyyllunM
COBETCKMM A€HTaM aHaAOrMYHOM TEMaTUKK, @ BOT dakTypa HaTypaAbHOMO ObiTa KOYEBHWKOB BAMCTaAa Ha 3KpaHax BCEro Mupa.
TpaAMUMOHHOE MCKYCCTBO HE3aBUCUMOM, AEMOKpaTUueckon PecnybanMku Kbiprbl3cTaH SIBASIETCA MOAHOMPABHbLIM NPEeMHUKOM
M TeM, U UAEN, U YCNEXOB AUTEPATYPHbIX NPOM3BEAEHMI YnHru3a AliTmMatoBa M GUABMOB MEpUOA@ «KUPrUM3ckoro uypar. OHO
nobavBaeTcs BbIXOAWTb 3@ PAMKK MPU3HAHHOTO, OXMAAEMOrO, 3KCMAYaTMPYEMOro Muda O Hallel naTpuapxXxanbHOCTM W He
MHTEpEeCyeTCa YPOAAMBBIM YPOAHW3MOM FOPOACKOW XM3HWU. OHO ynycCTMAO «achanbToBOro KMprsar», U 3TOT BbIPOCLUMK B BEK
TOPXECTBA KOMMYHUKATUBHbIX TEXHOAOTMIA KOCMOMOAWT-TOPOXaHWH, HE HaWAA CBOEro OTpaXeHWs B TPAAMLMOHHBIX XaHpax,
«cbexan» B AOHO «COBPEMEHHOIO UCKYCCTBa».

TPAANLUNN HALLEIO «<ABAHTAPAA»

BbIAv NpUMeEpbI NPOTUBOAENCTBUA 0dULMAABHOMY, NapaAHOMY, BCEHAaPOAHO NPU3HAHHOMY. [103T, XyAOXHUK U «lyT» PaMuc PbickyAoB
Ha nepBoMalickne nNpaspHMkKM B MockBe Ha KpacHoW NAoWaAu MpuLLIEeA, NOKPacuB TYGAM B SIPKO-KPACHbIM LBET. MPOMCX0AMAO
3TO yXe B 3MOXy NMOAUTUYECKOW OTTEMEAM LUECTUAECATLIX, MU aBTOP HE CMABHO MOCTPaAaA. BOABLLMHCTBO €ro MOAOOHbIX «aKLMii»
B COK3HOM NPOBWUHLMK BOCMPUHUMAANCH Kak MPOCTO MOAYNbSIHbIA NPOTECT NPOTUB HACKYUMBLUETO BCEM BOCTOUYHO-COBETCKOrO
perrnamMmeHTa. A KOAAET-XYAOXHUKOB OH BbiA CUMNATUUYHBIM CUMBOAOM TBOPYECKON CBOHOABLI U COBYTbIAbHUKOM OAHOBPEMEHHO,
M HEMOHATHO Kem 60AbLLE.

MpoAOAKEHMEM 3TOMN «LLYTOBCKOWM» TPAAMLMU, MOAXOASILLMM MO BCEM MPU3HAKaAM MOA ONPEeAEAeHUEe «COBPEMEHHOE UCKYCCTBO»,
cTanu TekcTbl Meanca bepabiweBa. C Hayana AEBSHOCTbIX TOAOB BPEMS OT BPEMEHU CPEAM XYAUTAHCKMX HAAMMUCEN HA FTOPOACKMX
3abopax cTaAu NOSIBASITbCA AEMCTBUTEABHO OPUrMHaAbHbIE BeWU. WX cpasy 3aMeTUAM NPEACTaBUTEAM TBOPUYECKON UHTEAAUTEHLMN
— ObIAO MOHATHO, YTO 3TO HE MPOCTO MOAHOE rpaddUTU. Meanc bepabIlEeB, Kak U MHOTUE HaLW «TEHUU-OAMHOYKMW», HE 3aB0TUTCSA
0 TOM, YTOObl OCTATbCH B UCTOPUU «COBPEMEHHOIO MCKYCCTBA» PecnybAMKU. TeKCTbI-AO3YHIM Ha 3abopax Bpems OT BPEMEHU elle
NOABASIKOTCH, HO CenYac 3TUM HUKOTO HE YAMBWLLb.

Kak npeauyBCTBME rpsAAyLLMX MEPEMEH Ha OTYETHbIX BbICTaBKax oduuManbHOro Coro3a XyAOXHUKOB pecrnybAMKM C Hayana
BOCbMMWAECATLIX CTAaAU BbICTaBASATbCS 0ObEKTbI U MHCTAAAALMU. COBETCKas MAEOANOTMYECcKas MallMHa NO3BOAAAA TPAKTOBaTb BCE
3TV NPUMEpPLI Kak GOPManbHble NMOUCKKU B 0OAACTU AEKOPATUBHOIO UCKYCCTBA, U NapTUHbIE PYHKUMOHEPbI HE CUABHO OMOAYAAUCH
NPOTUB 3TUX KYPbE3HbIX 3KCMEPUMEHTOB. HallK NOMbITKM «COBPEMEHHOrO MCKYCCTBA» B COBETCKWUI MEPUOA CTPaAaAW MU3AULLIHE
TPeneTHbIM OTHOLLIEHWEeM K dopme. Takon «bopmann3m» NMPOSIBASETCA U CEMYAC — HAC 4acTo OOBMHSAIOT B AEKOPATUBHOCTU U
npeobrapaHUm AU3aNHEPCKOrO MOAXOAQ.

CaMmblli TPOMKKIA MPUMEpP Hallero cammapata — XypHaa «3ebpa» (1983 rop). «M3patean» nonasn nop ToTaAUTapHYHO cTaTbio 06
OXpaHe TalH nevyatu, HepBbl UM CUABHO MOTPENAAMU, HO OTMYCTUAM C MUPOM. CaMasn MHTPUIYIOLLLE «Apyras» BbiCTaBKa — BbiCTaBKa
«3a3za» (MapT 1992). BopoAUCh HE C MOAUTUYECKON CUCTEMON, ee yxe daKTUUeckn He BbIno, BOPOAUCH C OLLLLIEHWMEM BTOPUUYHOCTH
COBETCKOM MPOBWMHUMKU. AASl HAc CAydau Hallero MOAMOAbHOMO «CaMu3paTa» M «CKaHAAAbHbIX» BbICTABOK 3HAUYMMbl TEM, UTO
OHW MOMOTAM CHOPMUPOBATb HEOdULMAAbHBIE, «MAPTU3AHCKUE» METOAbI Kak BMOAHE MpPUEMAEMblE U 3GDEKTUBHbIE METOABI
CTUMYAMPOBaHUS XYAOXECTBEHHOIO NpoLecca.

AAS KOHCOAMAQUMUW XyAOXECTBEHHBIX METOAOB, aA€KBATHO OTOBpPaxartoLMX AEWCTBUTEABHOCTb, MMEAOCb BCE - TaAaHTAMBLIE
XYAOXHWKHK, BOASl MPEANPUHUMATb KakMe-TO AeWCTBUS, MHGOPMaLMOHHAs OCBEAOMAEHHOCTb. Bce nposiBAEHWs TBOpYECKOWM
aKTMBHOCTM MaccC, He MNOAMaAalolme MOA CAOXKMBLUMECS XaHPOBble PaMKW TPaAMUMOHHOTO MCKycCTBa, TpeboBaan CBOeW
BbIBECKM.

Takol BbIBECKOMN CTanO «COBPEMEHHOE UCKYCCTBOY.

«COBPEMEHHOE UCKYCCTBO»

CobCTBEHHO Kak ABMXEHME NOSIBUAOCH B KOHLIE AEBAHOCTbIX. B roAbl TPYAHOIO NPUBbLIKAHWA K HE3ABUCUMOCTU OAHWM M3 CaMblX
3aMETHbIX LLEHTPOB NPUTSXEHUSA HEODULIMAABHOM KyAbTYpbl ObiAa apxuTekTypHas ctyams «MUSEUMb». MomelleHne apxUTeKTypHOWM
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MacTEPCKOM BpPeMs OT BPEMEHM MpeBpaLLlanOCb B MECTO MPOBEAEHWUS «KBAPTUPHbLIX» BbICTABOK, OOLLEHMS U 3HAKOMCTBA
XYAOXHWKOB, AOBUTEAEN U NMPOdecCUOHaNoB. CTyAusa sIBASIAGCH, MO CyTU, KAYOOM eAMHOMbILIAEHHWKOB. B 0TAMUME OT MHOXeCTBa
APYrUX NMOAOBHbIX, CTUXMIAHO BO3HUKAIOLLMX LLEHTPOB Y 3TOTO COAPYXKECTBA NMO3TOB, XYAOKHUKOB, AU3AaNHEPOB U apXUTEKTOPOB ObIA
OMbIT CAMOCTOATEALHOM PAbOThI BHE TBOPYECKHKX COO30B U YMEHWE HEBO3MYTUMO OTCTaMBaTh CBOKO MO3ULMIO, HE COBMAAAOLLYIO C
06L1enpuHATON. 3AeCb MPUTOAUACS OMbIT MPEACTaBUTEAEN HALLeN «ByMaXHOW apXUTEKTypbl» U «caMu3paTtar. Hanbonee akTMBHbIE
uneHbl aToro coobllectsa: YaaH Axanapos, Ceprei bypos, IMuab ly3anpos, lyabHapa Kacmannesa, Mypatbek AXymannes.
Cryanen <MUSEUM» B KOHLLe AEBSHOCTbIX 6bIAM OPraHW30BaHbl BbICTABKM C yYaCTUEM aKTyaAbHbIX XyAOXKHUKOB 13 KasaxctaHa. Camu
Ha3BaHWSA 3TUX BbICTABOK CBUAETEAbCTBOBAAM O HOBOM KypaTOPCKOM MOAXOAE K OpraHv3aumu XyAOXKECTBEHHOro MeponpUATUA
Be3 UeTKoro onpPeAeneHUs, UTo 3TO0 UMEHHO «COBPEMEHHOE UCKYCCTBO», BblAa NPEANPUHSATA NOMbITKa NPEAOCTaBUTb PaBHbIE NpPaBa
BCEM «KYPbE3HbIM» 3KCNEPUMEHTaM Ha U306pa3UTEALHOM GPOHTE. Takas TPMXABI MHBEHTapPKU3aLMsA BbIBUAQ, YTO NyTEN MHOTO,
HO BCe OHU daTanbHO BEAYT K AABHO M3BECTHbIM BO BCEM MUpe BelaM. «[lapasnensHbii fopoa» (1997 roa) npeAcTaBUA FOPOACKOE
MCKYCCTBO AOOUTEAEN U NMPOdecCMOoHANoB; «Labiryntos» (1998 roa) nokasan 3abaBHble MOBOPOTbI M TYMUKU Pa3HOOOPA3HbIX
$OpM BMU3yaAbHOM KYALTYPbI; U, HaKoHeL, «[TAroc-MuHyc» (1999 roa) BbISBUA HaAMUME Pa3HbIX NOTEHLMANOB B HAlLEM WCKYCCTBE.
Mo3nunoHMpoBaH1e 3aBEPLUNAOCS.

Aanee cobbITsi HapacTatoT, NpUHUMas AaBMHOOOPA3HbIN Xxapakrep. Bce HEAABHO BO3HUMKLIME MHULMATWMBBI U MHULMATUBHbIE
rpynnbl Pa3BUBAOTCA U NPOAOAXKAIOT CBOKO PaboTy, U MO3ITOMY NMOKa MOXHO TOALKO MEPEUUCAWUTL BCE GAKTUUECKUE CUTYaLUU, He
AaBasn OKOHYaTEAbHbIX XapaKTepUCTUK.

XYAOKHUKN-MHCTUTYLUN

XYAOXHWKM «COBPEMEHHOIO UCKYCCTBa» B PecrybAnKe A0 CaMoro NocAeAHEro BpEMeHW caMu Co3AaBanu CBOW MHCTUTYLMK, CaMu
ABAAAMCb KypaTopaMu NPOEKTOB, B KOTOPbIX CAMU XE U YYaCTBOBaAU Kak XYAOXKHUKU.

Ctyamss «<MUSEUM» K 3TOMy BPEMEHW HECKOAbKO BUAOW3MEHWAACH, TOAbKO BECCMEHHbIM AMAEPOM OCTaeTcs YAaH Axanapos.
AKTUB rpynnbl — ApHecT Abapasakos, YnHrua Tokoues, Aamab CelttaaveB, AMast Xaamyp3anHa, laman bokoH6aeB. Mpumepom sicHOM
1 OCO3HAHHOW KypaTOPCKOM CTpaTErMm CTYAUU IBASIOTCS OULLIKEKCKUE NEePBOANPEAbCKUE KOHKYPChI, MPOBOAMMbIE BOT yXe TPU roAd
NOAPSA. T BbICTABKM CTaAU NPOSIBAEHUEM CaMOOLITHOM XyAOXECTBEHHON MHULMATUBLI. B pecnybanke HET LeHTPa, KOTOPbINA MOr
6bl YETKO ONPEAEAUTBL MPAHMLBI XaHpa U NOAEAUTb BCEX HA CBOMX W UyXUX. Takyto 3apauy Ha cebsi HUKTO He 6epeT, U, BO3MOXHO,
Takas «BOAbHWL@» MO3BOASIET HAXOAUTb B XXa@HPOBOM pa3Ho0bpa3uu camobbITHOE.

CaMbli 06LLECTBEHHO NMOAE3HbII MPOEKT 3TOF0 06bEAMHEHNSA, HAPSAAY C NEPBOANPEAbCKUMU KOHKYpcamu, — uspaHue ¢ 1998 ropa
anbMaHaxa «URBI et ORBI» (BbILLAO yXe YeTbipe HOMepa). MybAaMKaumMu B anbMaHaxe crnocobCTBOBaAM TOMY, UTO B pecrybAnke
MOSIBUAOCb CBOE CEPbE3HOE MHOOPMALMOHHOE MOAE «COBPEMEHHOr0 MCKYCcCTBa». BOOpPYXMBLUWMCL NPUOBPETEHHBLIM OMbITOM
(06LLEHME C NULLYLLMMU aBTOPaMU PETMOHAABHOTO YPOBHS U «MapTU3aHCKUe» METOALI U3AATEABCKOW PaboThl), CTYAUS MHULIMKPOBaAA
n3paHne broaneTeHs No npobaemam COBPEMEHHOMO UCKYCCTBa «+@b» (Mpu GUHAHCOBOM NOAAEPXKKE ranepen «<KuramaART» BbILLIAO
ABa HOMepa W MOAFOTOBAEH TpeTui). Hauano BeCcbMa ycnewHoe, U MOTEHLMAAbHO 3TO MEePUOAMYECKOE U3AAHME MOXET CTaTb
neyaTHbIM PyrnopoM «COBPEMEHHOIO UCKYCCTBa» BCEr0 PErMoHa.

B 1999 roay cocTtosinacb BbICTaBKka HEM3BECTHOIO, HOBOTO NMOKOAEHMSA XYAOXKHMKOB «3anacHom Bbixop» B AK M. AeHuHa. B 2000
roAy MOSIBASIETCA TBOPUYECKOE 0ObEAMHEHME MOAOABIX XYAOXHUKOB «BpoHenoes3p» (Mpa Aekkep, PomaH Mackané, AAEKCaHAP
Y). Tpynna ceryac cyLlecTByeT Kak MeXAyHapoaHoe o6beanHeHue bullikek — AAMathbl — KeabH, He «CTpaaas» TeppPUTOPUAABLHON
OrpaHUYEHHOCTbIO.

LLaapbek AmaHkyn v Avum Maiipa B 2000 roay opraHW30BaAv MEXAYHAPOAHYH Tpynmy XYAOXHUKOB «Art Connection». Llenb
rnobanbHasi - co3path B Kbiprbi3cTaHe LEHTP, KyAa MOrAM 6bl npuesxaTtb paboTtaTtb W, UTO caMoe BaxHOe, 06LaTbCa XYAOKHUKM
co Bcero mupa. B 2001 1 B 2002 ropax rpynmnomn oCyLLEeCTBAEH MeXAyHapOAHbIM npoekT «Central Asia - Europe Art Dialogue»,
B KOTOPOM Yy4aCTBOBaAW OKOAO TPUALATU XYAOXKHUKOB U3 LleHTpanbHOW A3un 1 EBponbl. Mo3uumsa kypatopoB — noAHas cBoboaa
AeNCTBUI, oblieHWe v coBMecTHan pabota. AN MPOU3BEAEHUIM, CO3AQHHBIX Ha 3TUX BOPKLLOMAX, XapaKTepHO WMCMOAb30BaHUe
0COBEHHOCTEN KUPTU3CKOro AaHALLIAdTa U NMPUPOAHBIX CaKpaAbHbIX CUMBOAOB, M 3TO MOMOMAeT HE PACTBOPUTLCS B OTAYLLIAIOLLEM
pa3Hoobpa3uu NPOABAEHUIN «COBPEMEHHOTO UCKYCCTBAY.

B 2002 roay yabHapa Kacmanavesa U Mypatbek AXymManMeB OpraH130BbIBatoT 06LecTBeHHOe 06bearHeHHe «ArtEast». Hanbonee
KPYMHbIE NPOEKTbI: CPeAHea3naTCkui ceMuHap «MupoBble CUCTEMbI penpe3eHTaunM COBPEMEHHOMO UCKYCCTBa», COBMECTHO C
anma-atuHekuM CLICU; mexayHapoaHas akcrneanums no KblpreiactaHy 1 Cubupu.

«ArtEast» - ceMelHbIN TaHAEM XyAOXHUKOB-NPOGECCUOHANOB C akapeMUUYeCKUM 06pa3oBaHUEM, U CBOM 3aHSATUS «COBPEMEHHBIM
MCKYCCTBOM>» OHU MbITAKOTCA CTPATErMUECKM NMOCTaBWUThL Ha NPOdECCUOHAAbHYHO OCHOBY. B nocaeaHee BpeMs 06beaUHEHWE CePbe3HO
3aHUMaeTCs BUAEOaPTOM, O YeM CBMAETEALCTBYIOT YCMELLHOE yYacThe B LLeHTPaAbHOa3MaTCKoM pecTuBane «BUAEOUMAEHTUUHOCTLY
B AAMa-ATbl B okTs16pe 2004 roaa 1 opraHusaums B sHeape 2005 ropa B ctoauue pecrnybanky TpeHuHra «Video Art Workshop».
Mossuewasca B 2003 roay ranepes «Kurama ART» — nepBas rarepes, KoTopas 0TBaXXMAACh B3ATLCA 3a NponaraHAy «COBPEMEHHOIO
uckyccTBar. K ToMy e 3T0 nepBasi ranepesi, KoTopasi CTaBUT nepes coboM CTpaTermMueckme LeAm v AN UX AOCTUXKEHUSI MPUMEHSIET
rPamMOTHYIO MOAUTUKY, MHBECTUPYS CPEACTBa B MU3AATEALCKYIO AEATEALHOCTb U B Kypatopckue npoektbl. B anpene 2004 ropa
ranepeeii 6bina NpeaAnpuHaTa mMaclwTabHaa MHUUMATMBA - MEXAYHapOAHas BbiCTaBKa «.. U Apyrve». Ha cya 3puteneit 6biav
NPEANOXEHBI MPOoM3BeAEHWs BoAee COPOKa XYAOXKHUKOB 13 fepMaHuu, AuxteHwTenHa, MoapaBun, Poccrn, CAOBEHMU, YKPaUHBI,
KasaxctaHa, Y3bekuctaHa v KbiprbidctaHa. Mpu camMbix pa3Hoo6pasHbIx OLEHKax raBHas LieAb BbiICTaBKM Bbina AOCTUIHYTa
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- WHTeAMEKTyaAbHas aAuTa ybeAMAach, UTO MOXHO MO-pasHOMY OTHOCWTLCSA K «COBPEMEHHOMY UCKYCCTBY», HO He 3ameuaTb ero
BAMSHUA Ha KYABTYPY CTPaHbl B LIEAOM Y€ HEBO3MOXHO.
BPATbA HABEK

3aMeTHO BAMSIHWE B Hallel pecnybArKe POCCUIACKOrO U 0COBEHHO Ka3axCTaHCKOro «COBPEMEHHOIO UCKYCCTBa».

OtkpbiBWwMiics B 1997 roay CopocoBckuit LieHTp coBpemeHHoro uckycctea (CLICU) B AAma-ATe He CKpbiBaA CBOWMX MAAGHOB CTaTb
KOHCOAMAMPYHOLLIMM LEEHTPOM Bcero pervoHa. B 2000 roay Ha BTOpYHO eXeroaHyto BbictaBky CLICU 6biAv NpUTAaLLEHbI XYAOXHUKM
13 Kblprbi3ctaHa. 3T1 XYAOXXHUKKU BIOCAEACTBMM CTAHYT y4aCTHUKaMM TakMX 3HAUMMbIX cOBbITMI B contemporary art LleHTpaAbHOM
A3unun, kak BbictaBkM «No Mad’s Land» B Aome MUPOBLIX KYALTYp B BepanHe, «Trans-Forma» B )XeHeBCckoM LieHTpe coBpeMeHHOro
uckycctea v «Re-orientation» B ranepee «<ACC» B Berimape. CoBpemMeHHOe UCKYCCTBO Kbiprbi3CTaHa Ha 3TUX BblCTaBKaXx NPEACTaBASIAM:
AnekcaHap Y, PomaH MackaneB, Mpa Aekkep, LLaapbek AMaHkya, AMum Maiipa, TyabHapa Kacmanvesa, Mypatbek Axymanves,
LLlarnoo AxeklueHbaes, YaaH Axanapos.

B TeueHune 2001 - 2002 ropos B bulLIKeKe NPOLLAWM MEXAYHAPOAHbIE NPOEKTbI HOBOCHBUPCKOro KypaTtopa Baaanmupa HazaHckoro
«BHyTpeHHss A3usi I» n «BHyTpeHHAs Asus lI». Teorpadus BbicTaBku - C.-Metepbypr, Yoa, HoBOCMOUPCK, UTO CYLLECTBEHHO

PacLUMPUAO KOHTaKTbI HALLMX XYAOXKHUKOB C XyAOXHWUKamu 06enx cToauw, Poccun, Cubupu, Ypana, YkpauHsil.
BMECTO 3AKAKOYEHNA

370 ABAEHWE NOKa HE OrpaHUUYMBAETCS PaMKaMM «HaLUW — HE HallW», He Tpe6yeT CBUAETEABCTBA MPOLUABIX AOCTUXKEHUI W Boobule
nonaraetcs 60AbLUE Ha AVYHYIO MHULMATUBY CBOUX CTOPOHHUKOB. [103TOMY 3TUX CTOPOHHUKOB MaAO 1 BECb GOKYC B TOM, UTO rOPCTKa

ANOAEN YMYAPUAGCH 338 KOPOTKOE BPEeMsi CAeAaTb «COBPEMEHHOE WMCKYCCTBO» HaKTOPOM, MOAOXKMTEABHO BAMSIIOLLMM Ha pasBuUTUeE
BCeW XyAOXKECTBEHHOW KyAbTYpPbl Pecryb6AnKkMu Kbiprbi3cTaH.

-TepMuH «COBPEMEHHOE UCKYCCTBO» o6o3Hayaet «contemporary art», u, 4T06bl HE nyrarb C MOHATUEM «COBPEMEHHOE» BoObLLe, 3TOT TEPMUH MPUBOAUTCA 3AEChb U
Aanee B KaBbl4YKax.

-CoxpaHeHa ¢poHeTnKa COBETCKOM 3M0XM B KOHTEKCTE: KOrAa pe4b UAeT o COBETCKOM anoxe — Kuprusus, coBpemeHHoe npou3HoLLeHHe — KbIprbi3CTaH.
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Valery Ruppel, ‘Black Penis’, Shailoo Djekshenbaev,
1992 “Turning’, photography
2004
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THE MODERN ART OF Teimur Daimi
AZERBALJAN www.artdaimi.com

Artalways wasin close dependence onthe actual processes occurringin social space. The given position concernsthe contemporary
artin an even greater degree. As, first, modern artists in their creativity often address to a social problematic, secondly, by virtue
of primary use of the achievements of the newest technologies, development of contemporary art depends on an economic
factor as well as social-political situation in the country. From this point of view, the contemporary art of Azerbaijan as the social
phenomenon has paradoxical character for it is in a situation of full absence of conditions necessary for its development. If
to consider, that territory of contemporary visual culture is composed by certain, historically approved elements, the integral
components of an actual art life are: art-market, network of private galleries, modern art museums, art-critical and curatorial
practices and presence of printed editions, it is possible to ascertain the fact of absence of contemporary art in Azerbaijan as
institutional reality. Despite of all, the artists working in the sphere of contemporary art, strange as it may seem exist.

In many respects the basic power lines of contemporary art development in Azerbaijan for the last ten years are mostly defined
by the activity of several artists who have entered the art life in the end of the 80-s and beginning of 90-s. Chingiz Babayeyv,
Amirbek Narimanbekov, Teimur Daimi, Azer Djafarli, and a number of other (young at the time) artists for the first time began to
work in characteristic and already traditional forms of contemporary art: assemblage, installations, performance, and action. It
was of fundamental importance in the context of contemporary Azerbaijani art of that time. Before that in their formal searches
and experiments the nonconformist artists of older generation preferred to remain within the limits of traditional kinds of fine
arts: painting, drawing and sculptures. If to articulate a paradigmatic matrix of the contemporary art in Azerbaijan it is possible
to reveal three following basic power lines: traditionalism, (the ethnographic factor as a genetic metastructure, ‘call of blood’),
conceptual strategy (going back to Duchamp and Kosuth and defining an intellectual vector of creative innovations) and, at last
a “multimedia” postmodernist aesthetics. The latter is a global paradigm, serving as a sign of the adaptation of local art scene
to the context of world art.

By virtue of the complex economic situation developed in the 90-s, some artists managed to carry out interesting projects abroad.
In this connection experience of C. Babayeyv, during 1994-1996 implementation of the number of interesting land-art projects in
Europe have rendered the significant influence on art processes inside the country (in particular on the land art development).
1995 - ‘Landscape-Art-Project-95’, Art in Nature, Hars am Camp Vahberg, Austria, the ‘Stones’ project, 1996 - ‘Arte Sella-96-Art
in Nature’ by Bargo Valsugan, Italy, projects: ‘Handmade Carpet’ and ‘Stone trees’, the same year in Austria has been executed
the installation ‘The White Symphony’. The most interesting is the project ‘Handmade Carpet’. Work represents the quadrangular
form executed on the ground out of the wood skids, leaves and various fruits simulating the visual structure of Azerbaijani carpet
(the symbolical image of dragon has served as a module of the composition). The feature of the work is consisting in the strict
conceptual format of land art, initially assuming restraint and cold analytic of the approach. However, the work was executed in
the bright colourful baroque manner inherent in the Azerbaijani national decorative art. It is necessary to note, that work has
appeared the original calling card for the artist who, invited by some European art institutions, built a live carpet in another mental
contexts (changing only the composition module and materials of “manufacturing”). The brightest work, the ‘live’ carpet created
in Strasbourg (“Caravan”), at University of Arts, in 2002, within the Caucasian Project carried out by the European organization
of cultural exchanges ‘Apollonia’. Now, during writing the given clause, the artist is creating the next carpet (‘World Map’), within
the framework of international project covering the territories of Northern Russia and Norway ...

From 2000, the general situation in contemporary art of Azerbaijan is changing for the better compare to preceding times. This
relative change, more exactly the revival and social activation occurs in many respects owing to organizational resources of two
sign figures: Leyla Akhundzadeh (critic, curator and president of the Association on Support of Creative Initiatives ‘Zamanin
Ganadlari’) and Chingiza Babayev (artist, curator and president of the Centre of Modern Culture - ‘ARTS etc’).

The Creation of Academy of Arts (on the basis of the former faculty of arts at University of Culture and Arts) and a personal initiative
of a head of art history faculty L. Akhundzadeh made possible a number of interesting art projects. Mostly the artists of young
generation were the participants of the last event. In 2000 the association ‘Zamanin Ganadlari’ conducted the large scaled, same
named exhibition project. Already the first exhibition of this project revealed many young names and the creative groups not known
before ‘Sex 2000’ (Babek Agaev, Ali Gasanov) and ‘Zamanin Ganadlari’ (Farid Abdullaev, Elshan Ibragimov, Faridbek Kerimov
and Anton Osver). It is also worthwhile to mention Gamid Ibbadulaev, Orkhan Guseinov and to Fakhryia Mamedova. Despite of
young age each of them has shown the bright originality and quite good acquaintance to intrinsic principles of actual art. For
example, Orkhan Guseinov, enormously gifted artist, keeps to surprising art experts by the inexhaustible potential in the field of
neo conceptual art. His artworks ‘The Life under the Ground’, ‘Outside the Euro standard’, etc. are vivid examples of innovations
in the field of neo conceptual creativity in Azerbaijan. He is a very perspective, intellectual and articulated representative of a new
wave of the Azerbaijani contemporary art. By virtue of a wide circulation of new technologies and communicative opportunities
(cable TV, the Internet), having become the integral part of a daily life, young artists with greater interest and enthusiasm master
the newest programs of digital technologies. Thereupon it is necessary to mention Rauf Khalilov, Djavid Gurbanov and Elshan
Ibragimov.
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After four years of working in this direction, the creative efforts of Rauf Khalilov in the field of electronic technologies bear its
fruits. One of the works of Rauf Khalilov, now engaged in audiovisual art, passes the competitive selection and represents the
Republic of Azerbaijan at one of the prestigious short film festivals in Oberhausen.

Despite the fact that the ‘Zamanin Ganadlari’ is mostly associated with the young names Babi Badalov, the mature master
having worked in many countries of the world, leads the vigorous activity within the organization. Babi Badalov amazes all
with the passionate attitude and unpredictability. If many artists of new generation actively address to performance ‘Zamanin
Ganadlari’ as to the most mobile kind of actual art, Babi has transformed an everyday life into the one never-ending performance,
showing an example of the sacrificial attitude to the creativity. Thus, the artist has involuntarily put in pawn bases of a new kind
of art - the Total Performance removing the opposition amid life and creativity. In his case, it is possible to speak about break of
authenticity and ‘new sincerity’ in the modern art which till now is identified with the sphere of simulacra of and postmodernist
unscrupulousness.

Since 2000, the association ‘Zamanin Ganadlari’ implemented the number of large, interesting projects promoting the activation
of art situation in Azerbaijan. 2001 - Musical Festival featuring happenings and performances (interesting experiments in sound
and image interaction), the international actions: 2002 - ‘Orientalism - from inside and outside’, 2003 - ‘7 + 7 More Transparent
(a group exhibition of Azerbaijan and Georgian artists), ‘Aluminium. Art + New Technologies’, attended by the artists from twelve
countries, 2005 - ‘Man and Woman’, etc. In all expositions has been stressed the propagation and distribution of such medias
of contemporary art as the video (including digital), photo, computer graphics, performance. Besides, by the initiative of Leyla
Akhundzadeh, professor of the Azerbaijan State Academy of arts, master classes have been conducted with the participation
of foreign professionals. The similar creative-pedagogical actions have enormous value considering the conservatism of art
education in Azerbaijan where the contemporary art hardly carves its way

The Center of Modern Culture ‘ARTS etc. lead by artist Chingiz Babaeyv, has also played an important role in the development of
actual art situation in Azerbaijan. Among the most significant actions of the Center were the project ‘Ganli-Giol’, 2001, ‘Khali’,
2003. Along with art-ecological and social aspects, the project ‘Ganli-Giol’ was persuading the educational goals: many young
artists for the first time tried themselves in the conceptual art new to them. Among ‘especially differed’ were Djavida Mamedova,
Djavida Gurbanova, Elsham Ibragimov and Orkhan Kadimov employing the ecological performance. The project ‘Khali’ was aiming
at adaptation of stylistic language of the most ancient kind of Azerbaijani arts and crafts - a carpet - to the realities of modern
electronic epoch and the psycho-physiological status of a perception of a modern person. Artists passed the specific carpet
composition stylistics through a prism of contemporary Medias such as installations, video art, multimedia, computer graphics,
photos, etc. Unfortunately, now, due to insufficient financing, the Center of Modern Culture has suspended its activities.
Mentioning the theme of integration of Azerbaijani contemporary art and photo into the world culture it is important to note
participation of 14 Azerbaijani artists (S.Aleskerova, H.Alieva, E.Dzhabrailbekova, R.Efendi, C.Babayev, R.Gambarov, E.Gambarov,
G. Ibaduleiv, FMamedova, T.Mamedov, T.Daimi, J.Medzhidov, A.Osver, A.Gasanov) in a mobile international exhibition “Aspects de
la photographie contemporaine du Caucase du Sud”, Centre d’Art Contemporain, Brussels 2003-2003, organized by Strasbourg
based art organization ‘Apollonia’ engaged in integration of artists and the most actual art tendencies into the European cultural
context.

In 2005 within the project ‘Utopia - Documentation in a Caucasian Photo’, carried out in Berlin, participated the number of
talented Azerbaijani photographers: Rashad Alekperov, Ren Efendi, Mehti Mamedov and Sevindj Perizade-Aslanova.

To sum up, it is necessary to underline, that the further development of contemporary art in Azerbaijan depends on a degree of
integration of Azerbaijani society into world’s socio-political and cultural structures. On the background of urgent processes taking
place in socio-political and public spheres, unfortunately, we have to establish a fact of inevitable marginalization of contemporary
visual art. For the last 10-15 years due to a certain political situation, a war with Armenia and the permanent instability initiated
by the war channeled the public attention mostly to a socio-political plane. Therefore, the essential problems of culture taken
in brackets were pushed on the periphery of attention. However, except of the objective reasons influencing culture as a whole,
some subjective reasons exist inside the art context itself. The matter is that for years of the Soviet authority, in Azerbaijan there
was a strong national school of fine art, based on aesthetic values of world realistic art. The latter had been developing on a
background of ideological struggle against so-called western modernist art, the Soviet criticism was not considering as art at all.
Despite of 13 years since the Soviet Union’s collapse and finding the state independence, in the Azerbaijani ‘art’ establishment
(the elite core of which is made by the artists of senior and average generation, and also the spectator generated for many years)
the prejudiced attitude to that is identified as the_contemporary art is still kept on the mental plan. Inertial dynamics of the post
Soviet art-attitudes hinders the development of modern culture if not openly at the unconscious level anyway. In this respect, the
contemporary art of Azerbaijan differs from art of other countries, including even art of the countries of socialist camp. Still the
processes of globalization taking place in the world, integration of Azerbaijan into the European social and cultural structures, an
urgent need of society in critical discourses and passionate events also an output of new generation free of the burdens of Soviet
stereotypes, allow hoping for occurrence of steady positive tendencies of development of modern visual culture.
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COBPEMEHHOE UCKYCCTBO Terimyp Aanmu
A3EPBAUAKAHA www.artdaimi.com

McKyccTBO BCeraa HaxoAMAOCh B TECHOM 3aBUCUMMOCTM OT aKTyaAbHbIX NPOLECCOB, MPOUCXOAALLMX B COLUMAAbHOM NpocTpaHcTee. K
COBPEMEHHOMY UCKYCCTBY AAHHOE MOAOXEHUE OTHOCUTCA B eLLE BoAbLLEN cTeNeHU. Tak Kak, BO-NMEPBbIX, COBPEMEHHbIE XYAOKHUKK
B CBOEM TBOPUECTBE YacTo 06paLLatoTcs K CoUManbHOM npobaemaTuke, BO-BTOPbIX, B CUAY NPEUMYLLECTBEHHOIO UCMOAL30BaHWSA
AOCTUXEHWI HOBEMLLNX TEXHOAOTUI, Pa3BUTUE COBPEMEHHOTO UCKYCCTBA 3aBUCUT OT SIKOHOMUUECKOTO paKTopa M OT 06LLIECTBEHHO-
NMOAUTUUYECKON CUTyauun B cTpaHe. C 3TOM TOUKKU 3peHUs, COBPEMEHHOE UCKYCCTBO A3epbaiipxaHa, Kak CoLManbHbIi GeHOMEH,
HOCUT MapaAOKCaAbHbIM XapakTep, MO0 HAXOAMTCA B CMUTyalUMW MOAHOTMO OTCYTCTBWMA YCAOBWMI AASI CBOErO pas3BuTUs. Ecau
NPWHATL BO BHWMaHWE, YTO TEPPUTOPUA COBPEMEHHON BU3YaAbHOW KyAbTYPbl KOHCTUTYMPYETCA ONpeAenéHHbIMU, UCTOPUUYECKU
anpobupoBaHHbIMU AIAEMEHTAMU — HEOTLEMAEMbIMU COCTaBASIOLLIMMU aKTyaAbHOM XYAOXECTBEHHOM XW3HUW: apT-pPbIHKOM, CETbIO
YacCTHbIX ranepew, My3eeB COBPEMEHHOIO UCKYCCTBA, apT-KPUTUUECKOM U KypaTOPCKOM NPaKTUKaMK, HaAMYMEM NeYaTHbIX U3AAHUI
- TO MOXHO KOHCTaTMpOBaTb $aKT OTCYTCTBUA COBPEMEHHOMO UCKycCTBa B A3epbaiipkxaHe Kak MHCTUTYLUMOHAAbHOW A@HHOCTMW.
MpUTOM, UTO CaMM XyAOXHWKK, paboTatoLume B chepe COBPEMEHHOIO UCKYCCTBA, KAk 3TO HE CTPAHHO, CYLLIECTBYHOT.

OCHOBHbIE CUAOBbIE AUHWW Pa3BWUTUSI COBPEMEHHOIO asepHalAXaHCKOrO MCKYCCTBA 3a MOCAEAHWE AECHATb AET BO MHOIMOM
06YCAOBAEHbI AEATEABHOCTBHO HECKOABKUX XYAOXHUKOB, BCTYMMBLUMX Ha CLIEHY XYAOXECTBEHHOM XU3HU B KOHLE 80-biX U B Hayane
90-bIx ropoB. YnHrns babaes, Amupbek HapumaHbekos, Terimyp Aavmu, Asep Akadapau u paa APYrMx MOAOABIX (B TO Bpems)
XYAOXHWKOB BrepBble CTaAu paboTaTb B XapakTEPHbIX W CTABLUMX YXe TPAAMLMOHHBbIMU AASI COBPEMEHHOIO UCKYCCTBA GpopMax:
accambasixa, MHCTAAASILMK, NepdopMaHCa, XyAOXKECTBEHHON akLUMU. B KOHTEKCTE COBPEMEHHOro asepbanaXaHCKOro UCKyccTBa
TOrO BPEMEHM, 3TO HOCMAO MPUHLIMNUAAbHBIV Xapaktep. M6o npexae, HOHKOHGOPMUCTCKUE XYAOXKHUKK CTapLLEro NMOKOAEHUS, B
CBOMX GOPMaNbHbIX MOUCKax U IKCMEPUMEHTAX, NPEANOUUTAAM OCTaBaTbCA B PaMKax TPAAULIMOHHBIX BUAOB M300pa3UTEABHOMO
MCKYCCTBA: >XKMBOMWUCK, TpadUKM U CKYAbMTYpbl. ECAM apTMKyAMpOBaTb MNapaAMrMaTMUecKyrd MaTpuuly COBPEMEHHOIO
asepbalAXaHCKOrO MCKYCCTBa, TO MOXHO OOHapyXWTb Tpu 6a30Bble CUAOBbIE AMHWUM: TPAAMLMOHAAM3M (STHOrpadUuecKuii
baKTop Kak reHeTMyeckas MeTacTpyKTypa, “30B KPOBM”), KOHLENTyaAbHasa cTpaterns (Bocxoasawasa Kk M. AwowaHy u A. Kowwyty
M ONpeAenaiollan MHTEANEKTYaAbHbIM BEKTOP TBOPYECKUMX WMHHOBALMM) W, HAKOHEL, “MyAbTUMEAMMHAA” MOCTMOAEPHUCTCKas
3CTETUKA KaK Pe3YALTUPYHOLLAa rAobaAnCTCKasi Nnapaanrma, SBASIOLLENCS, B 3HAUUTEAbHON CTENEHM, 3HAKOM apanTaLMmu AOKaAbHOM
XYAOXECTBEHHOMN CPEAbl K KOHTEKCTY MUPOBOIO UCKYCCTBA.

B cunay cnoxuBlienca B 90-e roabl CAOXHOM 3KOHOMWMYECKOW CUTyalMM, HEKOTOPbIM XyAOXHWKaAM yA@BaAOCb OCYLLECTBAATb
WHTEPECHBIE NPOEKTbI 3a Py6EXOM. B 3T0M CBSA3U 3HAMEHATEAEH ONMbIT XyAOXHWKa Y. babaeBa, ¢ 1994 no 1996 rr. peaans3oBaBLLEMY
PSIA MHTEPECHbIX MPOEKTOB MO AEHA-apTy B EBpone, KOTopble Oka3zaAu NPAMOE BAMSIHUE Ha XYAOXECTBEHHbIE MPOLLECChl BHYTPH
pecnybAMKK (B YACTHOCTM Ha pas3BUTME MCKYycCTBa AeHA-apTa): 1995 r. - “Landscape-Art-Project-95”, UckycctBo Ha Mpupoae,
lfapc am Kamn Baxbepr, ABCTpuA, NpoekT: “Stones”; 1996 - “Arte Sella-96-Art in Nature” Bapro BaacyraHa, Utaausi, npoekTbi:
“Handmade carpet” u “Stone trees” B TOM Xe roay B ABCTPMU Obina BbINOAHEHA MHCTAAAALMA “Benasi CumooHuMsa”. Hanbonee
AOBOMbITHBIM IBASIETCA NpoekT “Handmade carpet”. Pabota npeacTtaBasieT coOO0M BbINMOAHEHHYIO Ha 3EMAE M3 MHOXECTBA
AECHbIX BPYCKOB AMCTbEB M PA3HO0OPA3HbIX XUBbIX GPYKTOB UEThIPEXYTOABHYIO GOPMY, UMUTUPOBABLLYIO BU3YaAbHYHO CTPYKTYPY
azepbalAXaHCKOro KoBpa (MOAYAEM KOMMO3MLMMU NMOCAYXUA CUMBOAMUYECKMIH 06pa3 ApakoHa). OcoBeHHOCTb paboThbl 3aKAtOYaAACh
B TOM, YTO OHa bBblna peaAr30BaHa B CTPOrOM KOHLIENTYaAbHOM popMaTe AEHA-apTa, U3HAUYAABHO NMPEATNOAAratoLLErO CAEPXAHHOCTb
U XOANOAHYHO aHAAUTHKY MOAXOAA, HO MCMIOAHUA XYAOXKHWK €€ B SIPKOM KpacouHoW 6apouHoi MaHepe, npucyLlei azepbanaxkaHCcKkomy
HaUMOHAABHOMY AEKOPATUBHOMY WMCKYCCTBY. HyXHO OTMETUTb, uTo paboTa okasaracb CBOEOOPA3HON BU3UTHOM KAPTOUKOM AAS
XYAOXHWKaA, KOTOPbIM, NO NPUIAALLEHWUIO HEKOTOPbIX EBPOMNENCKMUX XYAOXKECTBEHHbIX MHCTUTYLIMI, BbICTPAWBAA XXMBOW KOBEP B MHbIX
MEHTaAbHbIX KOHTEKCTaxX (M3MEHAS TOAbKO KOMMO3WLUMOHHBIA MOAYAb M MaTepuanbl “u3rotoBaeHus”). Hanbonee sipkas pabota
- BbINOAHEHHbIN “XMBOW” KOBEpP B CTpacbypre (“Kapasan”), B YHuBepcutete MUckyccts, B 2002 roay, B paMkax KaBkasckoro
MpoeKkTa, OCYLLECTBAEHHOIO €BPOMENCKON opraHuM3aumein no KyAbTypHbIM obmeHam “AnoAroHMst”. B HacTtosilee Bpemsi, B
MOMEHT HanucaHWs AAHHOW CTaTbW, XYAOXHWUK TBOPUT O4EPEAHON KOBEpP (“KapTa Mmupa”), B paMKax MEeXAYHapOAHOIO NpoeKTa,
oxBatblBatoLlero Tepputopun CesepHon Poccunn n Hopeeruu...

C 2000-ro ropa oblias cuTyaums B COBPEMEHHOM a3epbaiAXaHCKOM WMCKYCCTBE MO CPABHEHWIO C MPEABIAYLUMM MEPUOAOM
MEHSETCA K Aydllemy. ITO OTHOCUTEABHOE U3MEHEHWE, TOUHEE OXMBAEHME U COLUMAAbHAsA aKTMBU3ALUMA MPOUCXOAUT BO MHOIOM
6Aaropaps NacCUOHapHO-OPraHMW3aLUMOHHBIM pecypcam ABYX 3HAKOBbIX GUryp: Aekinbl AXyHA3aAe (MCKYCCTBOBEAQ, KypaTopa M
Nnpe3vAeHTa accouuauun Mo MOAAEPXKE TBOPUECKUX MHUUMATUB “3amaHblH MaHaprapbl”), U YnHruza BabaeBa (XyAOXHMKa
Kypatopa 1 npeanaeHTa LleHtpa CoBpemeHHon Kyabtypbl “ARTS etc.”).

CospaHue AkapeMumn MckycctB (Ha 6ase BbIBLIENO XYAOXECTBEHHOMO dakyasTeTa YHMBEPCUTETA KyAbTypbl U MCKYCCTB) M AMUYHasn
MHWLMaTVMBa 3aBeAyoLLLEro kaheapoi UCTOPMM UCKYCCTB /. AXyHA3aAE MHULMUPOBAAK PAA MHTEPECHbIX XYAOXECTBEHHbIX MPOEKTOB.
YyacTHMKaMKU MOCAEAHWMX CTaAM B OCHOBHOM MPEACTAaBUTEAM MOAOAOTO MoKoaeHus. B 2000 roay accouvaupen “3amaHbiH
raHaanapbl” 6bIA NPOBEAEH KPYMHbIN BbICTABOUHbIW NPOEKT NOA OAHOMMEHHbBIM Ha3BaHWEM. YXXe 3Ta nepBasi BbiCTaBKa BbiiBUAA
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HEManO MOAOABIX UMEH U TBOPUECKUX rPynn, paHee He GpUrypuMpoBaBLUMX Ha “CLeHe” XyAOXECTBEHHOM XM3HW A3epbalipxaHa.
BHUMaHMIO CneuManmMcToB NPUBAEKAM Takue rpynnbl kak “Sex 2000” (babek Araes, Aam lacaHoB) v “3amaHblH raHapnapbl”
(Papua Abayraes, EnbluaH MbparnmoB, ®apuabek Keprmos u AHTOH OcBep). Henb3sa He ynomsaHyTh Takxe [amuaa Nbasyrmaesa,
OpxaHa [yceriHoBa n ®axpuio MameaoBy. Kaxablil U3 HWUX, HECMOTPS Ha CBOWM MOAOAOM BO3PacCT, MPOAEMOHCTPUPOBAA APKYHO
CaMOObITHOCTb M HEMAOXOE 3HAKOMCTBO C CYLLHOCTHbIMWU MPUHLMNAMU akKTyaAbHOro uckycctea. Hanpumep, OpxaH [yceiHoB,
obnapas yHMBEPCaAAbHbIMKM CMOCOOHOCTAMM, MO CeM AEHb YAMBASIET 3KCMEPTOB CBOMM HeucuyepnaemblM MOTEHUMAAOM B
06AaCTh HEOKOHLIeNTYyaAbHOTO MCKycCTBa. Ero pabotbl “)Kn3Hb nop 3emaén”, “3a npepenamu eBpocTaHAapta” v Ap. ABASIKOTCA
APKUMKU NpUMEpPaMU MHHOBaUM B 0BAACTM HEOKOHLeNTyaAbHOro TBopyecTBa AsepbaipxaHa. ITO OYeHb MEePCNEKTUBHbIN,
WHTEANEKTYaAAbHBIN U @aPTUKYAMPOBAHHbIN NPEACTaBUTEAb HOBOW BOAHBI a3epbariaXaHCKOro UCKyCCTBa.

B cvAy LUIMPOKOTO pacnpocTpaHeHUa HOBbIX TEXHOAOTUIM U KOMMYHUKaATUBHbIX BO3MOXHOCTEN (kabenbHoe TV, UHTepHET), cTaBLUMX
HEOTbEMAEMOM YaCTbi0 MOBCEAHEBHOM XU3HU, MOAOALIE XYAOXKHUKM C BOABLLIMM MHTEPECOM U SHTY3Ma3MOM OCBauBatoT HOBeWLLWE
nporpaMmmbl UMGPOBbLIX TEXHOAOTMI. B 3TOM cBSI3M HeobxoapnMo oTMeTUTb Paygpa XaaunoBa, AxaBuaa lypbaHoBa v EAbluaHa
UbparumosBa.

MPOXOAWUT BCEro YeTbipe ropa Kak TBOPYECKUE YCUAUS B OOAACTU 3AEKTPOHHbIX TEXHOAOTMM MPUHOCAT CBOW MAOAbI: OAHA M3
pabot Payda XaannoBa, B HacTosiLlee BPEMS 3aHUMAIOLLErOCH ayAMOBU3YaAbHbIM UCKYCCTBOM, MPOXOAUT KOHKYPCHbIV 0T6OpP U
npeactaBasieT AzepbanaxaHckyto PecnybAnKy B OAHOM M3 NPECTUXHbIX GECTUBANEN KPAaTKOMETPaXHOro KMHo B Obepxay3eHe...
Hecmotpa Ha 1O, UTO C accouuaumen “3amaHblH raHapnapbl” CBA3aHbl, B OCHOBHOM, MOAOAbIE MMEHa, HEeAb3A He OTMETUTb
AKTUBHYIO AESITEABHOCTb B paMKax 3TOM OpraHu3aummu XyAoxH1Ka babu bapanosa. bByayum yxe 3penbim Mactepom, npopabotaBLLnm
BO MHOMMX cTpaHax Mupa, babu nopaxaer Bcex CBOEN NAaCCUOHAPHOCTLIO U HEMPEACKa3yeMOCTbio. ECAM MHOrMe XyAOXHWKK
HOBOIO MOKOAEHMA aKTMBHO obpaluatotcs K nepdopmaHcy kKak Hanbonee MOOUABHOMY BUAY aKTyaAbHOrO MCKyccTBa, TO babu
KaXXAOAHEBHYIO XW3Hb NPEBPATUA B OAUH HECKOHYaEMbIM NepdopMaHc, SBAAS MPUMEP XEPTBEHHOTO OTHOLLEHMUSA K TBOPYECTBY.
Takum 06pa3oM, XYAOXKHWK HEBOAbHO 3aAOXWA OCHOBbI HOBOFO BWMA@ MCKYCCTBa — ToraAbHOro lleppopmaHca, CHUMAOLLEro
OMNMNO31LMIO XM3Hb/TBOPUYECTBO. B ero cayuae, MOXHO roBOpUTbL O NPOPbLIBE MOAAMHHOCTU U “HOBOM UCKPEHHOCTU” B COBPEMEHHOE
WCKYCCTBO, KOTOPOE AO CUX MOP UAEHTUOULMPYETCH CO CHEPOM CUMYAIKPOB M MOCTMOAEPHUCTCKON 6ECNPUHLUMHOCTBIO.
Accoumnaums “3amaHblH raHapnrapsl” ¢ 2000 ropa peanrM3oBana PSA KPYMHbIX, MHTEPECHbIX NIPOEKTOB, CMOCOOCTBYIOLLMX aKTUBU3aLMK
XYAOXECTBEHHOM cuTyaumu: 2001 . — My3blkaAbHbIA GECTUBaAb C NPOBEAEHWEM XEMMUHEHTOB M NePPOPMaHCOB (B pamkax
KOTOPOro OblAM NPOBEAEHbI MHTEPECHbIE 3KCNEPUMEHTLI B 0OAACTU B3aUMOAENCTBUA 3BYKa U U3006PaxeHUs); MeXAYHapPOAHbIE
meponpuatna: 2002 r. - “OpueHTarn3m — U3HyTpu u u3sHe”, 2003 1 - 7 + 7 (rpynnoBas BbiCTaBka a3epbaraXaHCKKUX U FPY3UHCKUX
XYAOXHUKOB), “AANOMUHUIA. UCKYCCTBO + HOBbIE TEXHOAOTUU”, TAE NPUHSAAK YUaCTUE XYAOXKHUKK U3 ABEHaAALATM cTpaH Mupa, 2005
r. — “MyxunHa v XeHwmrHa” 1 aAp. Bo Bcex aTnx 3KCNO3ULMAX TA@BHbIM akLEHT AeAaACa Ha mponaraHAe M pacnpocTpaHeHuu
Taknx BUAOB COBPEMEHHOIO MUCKYCCTBA Kak BMAE0APT, XyAOXECTBEHHas (B TOM uucae umbposasn) dotorpadus, KOMNbIOTEPHAA
rpaduka, neppopmaHc. Kpome 3toro, no MHUUMATUBE NelAbl AXyHA3aAE, ABASIOLLLENCA Takke npodeccopom AsepbaripkaHCKON
focyaapcTBEHHOM AKapAeMUU XyAOXKECTB, B paMKax MOCAeAHEN ObiAM MPOBEAEHbI MacTep KAACChl C yYacTMeM 3apybexHbIX MacTepoB.
MprHKMMan BO BHUMaHWE KOHCEPBATU3M XyAOXECTBEHHOro 0bpa3oBaHus B AsepbaripxaHe, rae COBPEMEHHOE UCKYCCTBO C TPYAOM
npobuBaet cebe Aopory, NOACOHbIE TBOPUECKO-NEAArOrMYECKME aKLMN MMEIOT KOAOCCAaAbHOE 3HaYEHNME.

Ba>XHyt0 pOAb B pa3BUTUE aKTyaAbHOM XyAOXKECTBEHHOM cuTyaumu coirpan LleHTp CoBpemeHHoM KyabTypbl “ARTS etc.”, pyKOBOAUMbIi
XYAOXHWKOM Y BabaeBbiM. Hanbonee 3HauMMbIMK akumaMK LieHTpa SBUAUCE NPOEKT N0 A€HA-apTy “lfaHAbI-TEAb” OCYLLECTBAEHHbIN
B 2001 roay v BbicTaBka “Xanbl” B 2003 roay. Mpoekt “TaHAbl-MEAb”, MOMUMO XYAOXKECTBEHHO-3KOAOTMYECKOTO U COLMAAbHOIO
acrneKToB, NpecAepA0Ban U 06pa3oBaTeAbHbIE LIeAW: MHOTME MOAOABIE XYAOXKHWKM BnepBble nonpoboBasn cebsi B HOBOM AAA HUX
BMAE KOHLENTYyaAbHOro uckycctBa. Cpean “0cobo oTAMuMBLLMXCS” MOXHO HasBaTb AxaBuaa MameaoBa, AxaBuaa [ypbaHoBa,
a Takxe EnbliaHa MbparnmoBa ¢ OpxaHom KaAbiMOBbIM, NPOAEMOHCTPUMPOBABLLMX Ha MyOAMKE 3KOAOTMUYECKUI nepdopMaHC.
MpoeKT “Xanbl” NpecArepOBaA LeAb aAanTUPOBaTbh CTUAMCTUUECKUI A3bIK APEBHENLLETO BMAA a3epbaniKaHCKOro AEKOPaTUBHO-
NPUKAGAHOIO UCKYCCTBA — KOBPA — K PeaAusiM COBPEMEHHON IAEKTPOHHOM 3MOXM U NCUXOOUIUOAOTMUECKOMY CTaTyCy BOCMPUATUA
COBPEMEHHOro YenoBeKa. B3ABLUKME 3a OCHOBY CreundUUECKYHO KOBPOBYH KOMMNO3ULMOHHYIO CTUAUCTUKY, XYAOXKHUKU NPOMYCTUAU €€
CKBO3b MPU3MY COBPEMEHHbIX BUAOB MCKYCCTBA — MHCTAAAALMM, BUAEOAPTa, MyABTUMEAWA, KOMMBIOTEPHOM rpaduku, dotorpadum
1 1. A. K coxaneHuto, No NpuunHe HepoCTaTouHoro duHaHcupoBaHus, LleHTp CoBpemeHHoM KyabTypbl B HacTosiLlee BpeMms, Ha
BpEeMS NPUOCTAaHOBUA CBOIO paboTy.

3atparMBas TeMy WHTErpauuu COBPEMEHHOr0 a3epbalAXaHCKOro MCKyccTBa U GoTorpadum B KOHTEKCT MUPOBOW KyAbTYPb
BaXXHO OTMETUTb yyacTue 14-Tn azepbanaxaHckux xyanoxHukoB (C. AreckepoBa, X. AameBod, E. AxabpanrbekoBod, P. SpeHau,
Y. babaeBa, P. [ambapoBa, E. [ambapoBa, I. MbaasyraeBa, ®. Mameaoso#, T. MameaoBa, T. Aanmu, 5. MeaxuaoBa, A. OcBepa,
A. lacaHoBa) B NepeABUXHOM MEXAYHapOAHOW BbiCTaBke “AcCneKTbl COBPEMEHHON doTorpaduv B COBPEMEHHOM WCKYCCTBE
HOxHoro Kaekasa”, nposoamsllyocs B 2003-2003 rr. B pamkax eauMHoro “Kaskasckoro [poekra” (no uHuumatuee CoseTa
EBponbl). AoArocpouHas akums, ocyliectBAéHHas B CTpacbypre, CanoHHMKax, bproccene n Apyrux eBponenckux ropoaax, boina
OopraHu3oBaHa opraHu3auuen “AnoAAOHUS”, 3aHUMAIOLLENCA WUHULMUPOBAHUEM U MOAAEPXKKOM B3aMMOAENCTBUS XYAOXKHWUKOB
HanboAee aKTyaAbHbIX TEHAEHLUMI U HanpaBAEHUI B €BPONENCKOM KyAbTYPHOM KOHTEKCTe. B 2005 roay B paMkax npoekTa “Ytonusa
- AOKYMEHTaAbHOCTb B doTorpadun Kaskasa”, OCyLLECTBAEHHOIO B BepANHE, NPUHAAK yUacTUA PSAA TaAGHTAUBBIX GOTOXYAOXKHUKOB
AzepbaiipxaHa: Pawaa AneknepoB, PeHa 3peHan, Mextu MameaoB n CeBuHAX Mepusase-AcaaHoBa.
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Fakhriyya Mammadova
‘Hold Happiness’, photography
2005

Pestomunpyna ckasaHHOe, HAAO CKa3aTb, UTO AAAbHENLLIee pa3BUTHE COBPEMEHHOIO adepbariakaHCKOro UCKyccTBa byaeT 3aBUCETb
OT CTeMNeHU UHTErpaummn aszepbanaxaHCKoro obLLeCcTBa B MUPOBbIE COLMANBHO-MOAUTUUYECKME U KYABTYPHbIE CTRYKTYPBI. MprUHUMan
BO BHUMa@HWE aKTyaAbHOE MOAOXEHWE AEA B COLMAAbHO-TOAUTUYECKON WM OOLLECTBEHHON cdepax, K COXANEHWIO, MPUXOAUTCA
KOHCTaTMPOBaTb HeusbeXHbl GakT MapruHaAM3auMM COBPEMEHHOro BW3yaAbHOro MckycctBa. lMocnepaHne 10-15 aeT B cuay
ONpPeAenEéHHON NOAUTUYECKON CUTYaLMK — BOMHA ¢ ApMEHMEN U UHULIMMPOBAHHAA 3TOM BOMHOM NepMaHeHTHas HectabUAbHOCTb
B o0LLlecTBE - KaHaAM3MpoBaAa BHHUMaHWE 06LLeCTBa Ha COLMAAbHO-MOAMTUUYECKYIO NMAOCKOCTb. HacyLiHble NPoBAEMbI KYABTYPbI
6bIAW B3SITbl B CKOOKM M 3aABUHYTbI Ha Nepudeputo BHUMaHUS. Ho kpoMe 0ObEKTUBHbBIX MPUUMH BAUSIOLLMX HA KYABTYPY B LLEAOM,
CYLLECTBYHOT €LLUE M CYyObEKTUBHbIE NPUUYMHbBI BHYTPW COBCTBEHHO XyAOXKECTBEHHOTO KOHTEKCTA. AEAO B TOM, UTO 3a rOAbl COBETCKOM
BAACTH, B A3epbalipkaHe CAOXUAACh CUAbHAS HALMOHAAbHAS LLIKOAA 306 pa3nTeAbHOIO MCKYCCTBA, 6a3upyOLLENCS HA 3CTETUUECKMX
LIEHHOCTSIX MMPOBOIO PEAAMCTUUYECKOTO UCKyCCTBA. MocaeaHee pa3BUBaAOCh Ha GOHE MAEONOTUUYECKOW 60PbLObLI C Tak Ha3bIBAEMbIM
MOAEPHUCTCKMM MCKYCCTBOM 3anapa, Kotopoe BooOLle He pacCcMaTpuBaAOCb COBETCKOM KPUTUKOM B KauyecTBe WMCKyCCTBa.
HecmoTtps Ha 13 AeT CO AHSI KPYLIEHUSI COBETCKOIO pexuma U 0OpeTeHns rocyAapCTBEHHOM HEe3aBUMCMMOCTU, Ha MEHTaAbHOM
naaHe, y asepbanaxaHCKoro “xyA0XecTBEHHOT0” UCTEDAULLMEHTA (IAUTAPHOE AAPO KOTOPOTO COCTaBASIOT XyAOXHUKU CTapLUEro U
CPEAHEro MOKOAEHUS, @ TaKXe COOPMUPOBAHHbIN 3@ MHOTUE FOAbl 3PUTEAB) ELLE COXPAaHUAOCH MPEAB3SATOE OTHOLLEHME K TOMY, UTO
MAEHTUOULMPYETCA KaK COBPEMEHHOE UCKYCCTBO. MHEPLMOHHAan AMHaMMKa NOCTCOBETCKOMO XYAOXECTBEHHOTO MbILUAEHUS, ECAU U
He OTKPbLITO TO, BO BCAKOM CAyYae, Ha 6€CCO3HaTEAbHOM YPOBHE TOPMO3MT NPOLECC Pa3BUTUSE COBPEMEHHOM KyAbTYPbl. UMEHHO B
3TOM CMbICAE COBPEMEHHOe UCKYcCTBO A3epbalipkaHa OTAMUYAETCS OT MCKYCCTBa APYrMX CTpaH MUMPOBOro coobLuiecTBa, BKAKOUasn
A@Xe UCKYCCTBO CTPaH COLMAAUCTUUECKOTO Aarepsi. Ho rno6ann3aLmoHHble NPoLLEeCChl, pa3BopayunBatoLLMecs B MUpe, UHTErpaLLms
AsepbaiipxaHa B €BPOMNeNCcKUE CoLMaNbHbIE U KYABTYPHbIE CTPYKTYPbI, HAaCyLLHaa NoTPebHOCTb COLMYyMa B KPUTUUECKUX AUCKYpCax
M NaCCUOHAPHbIX IBAEHMAX, @ TAKKE BbIXOA Ha KYALTYPHYHO CLEEHY HOBOFO NMOKOAEHWSI MOAOABIX XYAOXHWUKOB, HE 0OPEeMEHEHHbIX
CTEPEOTUNaMMU COBETCKOM XyAOXECTBEHHOM MNapaAurMbl, MO3BOASIOT HAAEATHCA Ha  MOSIBAEHUE YCTOMUMBBLIX MOAOXMTEABHbBIX
TEHAEHUMI Pa3BUTUSE COBPEMEHHON BU3YaAbHOM KYALTYpPbI.
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V Lali Pertenava

‘It is contemporary art!... Horrible!” - lamented teacher of ordinary Georgian school standing among his pupils at the exhibition of
Belgian video art in Thilisi history Museum Karvasla and looking at the bloody “Self-portrait” of Frank Theys.

- A man keeps walking up and down from his computer to his window. He does not have a head. Blood is rhythmically gushing
from the wound.

The outrage that the exhibition of Belgian video art had provoked in the teacher, and probably not only in him, was mainly caused
by esthetics of exhibition and video art in general. “Traditionally” art should be made with oil on canvas; art can be called heroic
sculpture or narrative novel; video art is not heroic or narrative and even cannot be placed on the wall - these are the main
arguments against video art.

Combination of video techniques with elementary images raises narrative structure in Frank Theys’s ironic self-portrait.
Subjective world of the author is placed in claustrophobic room filled with computer. Here, you feel real danger. Danger is in the
relationship of a person and technology. A person without head is a metaphorical contemporary man living in the postmodern
world ruled by money and mass media. Different technological tools take the main part of his daily life; he repeats everyday
actions mechanically like real product of technological era; detached from principle material and spiritual values and attached
to technology he is disoriented, alienated and out of balance.

“Out of balance” was the title of the Belgian video art exhibition curated by Ingrid Degraeve.

Video installation of Wim Catrysse “Out of balance” showed unbalanced movement of people standing on a round object. 4 men
are trying to keep self-control and not to fall down. Fluctuation of disoriented persons on the round object similar to the earth
mechanically raises impression of unstable course of mankind through the centuries. If we compare performers of Wim Catrysse
to Matisse “Dancers” we will discover that the world have passed one more century towards alienation. Faceless modern
dancers of Matisse are dancing hand in hand in an uncertain environment trying to maintain physical contacts. Postmodern
performers of Wim Catrysse are totally alone, hardly keeping the balance supported by the gravity of the “earth”. Catrysse
explores relation of the body to its space by separate plastic movements of performers in an empty space and composes body
language focusing on the lack of interaction.

Interaction is the main theme of the video art of Cel Crabeels “Slave Unit”. The notion “slave unit” indicates the status of
network equipment. In photography it means the power of flash installations. The film is the mix of video installation with dance
performance. Interaction is based on relation of the dominant to subject. A man and a woman photograph each other in turn,
precisely when the camera’s “slave unit” flashes. Hunter/slave rotator movement in an empty space on the both sides of the
screen with the effect of marginal action allows visitors to make various interpretations. You can interpret the scene as a dance-
play of people in their meditative environment suffering from technological determinism and perceive the photography as
dominant and influential art.

If “Slave Unit” marks the forced interaction the film of Eva Mayer and Eran Sscaerf ‘Record, | love you’ shows the disoriented
course of dancing couple. Their movements are reflected in round mirrors mounted onto the ceiling. The camera, held by the male
dancer, is pointed upwards to film himself and his partner. You do not pay attention to the dancers. They are not important. Much
more important is the development of movement in time and space. Fragmentation, depersonalization and the condensation
and extension of the space go hand in hand.

A longhaired woman whirls round on the green grass as if she is bound to the camera, which films her from above. In “Prune
Tourne” of Michel Frangois waving hear of the woman, takes a new shape with every turn. The image is both sculptural and
photographic. Meaningless scene explores cause and effect and does not pretend to put or answer political, economic and
cultural questions. However Michel Francois does not construct his work in his own autonomous digital world, but films the
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natural environment, the particular rhythm and speed of the film attracts viewer in a subjective world of the author. Personal
perception of a reality was central in all works presented at the exhibition.

“Our circumscribed days” by Hans Van Der Broeck is rhythmical, poetic and subjective portrait of Moscow. Having as a background
the nostalgic Russian melody the film presents groups of people in a closed community. The author himself is an observer. He
spent a summer in Moscow with his digital video camera. The initial intention to make a portrait of the city and its inhabitants - a
series of shots intended to provoke situations - ended up as a simple recording: the video film presents itself as an observation
in which the director almost degenerates into a voyeur of the city. He did not focus on the real Moscow, but rather on the myth
of the metropolitan city, with its inhabitants as actors. Using a sober, documentary style, Van Den Broeck plays with rhythm,
with the surreal qualities of daily life and with the inhabitants who evolve into metropolitan actors. Conflicts, absurdities and
funny situations - however small - are all given precedence again. Hans Van Der Broeck gives to the work “unfinished” form,
pays attention to the smallest details and using opportunities of video techniques gives the portrait of the city represented by its
inhabitants.

Belgian video art presented interesting visual language and informative concepts to Georgian public. However physical and
emotional habits of Belgian artists codified in their video works sometimes confronted with the outlook of Georgian visitors, visual
contact was mutually important.

BHE BANAHCA V Nanv MepTteHaBa

‘970 coBpPEMEHHOE UCKYCCTBO! YXacHo!” - Bo3aMyLLLAACA NpenopaBaTenb 0ObIUHON FPY3UHCKON LLIKOABI, CTOSI CPEAM CBOUX YUEHUKOB
Ha BbiCTaBKe 6eAbrMCKOro BUAEO apTa B McTopuueckom Mysee ‘KapBacBaa’ B TBUAKCH M paccMaTprBasi KpoBaBblIi “ABTonoptpet”
®OpaHka Tanca - YENOBEK XOAMT TYA@ WM 0BPATHO OT CBOEFO KOMMbIOTEPA K OKHY. Y HEFO HET FOAOBbI. KpOBb TOAUKAMM AbETCS U3
paHbl.

HenpuasHb, BbiI3BaHHAA BbICTABKOW OEALIMIICKOTO BUAEO apTa B NPENOAABAaTEAE U, BEPOSITHO HE TOAbKO B HEM, BblAa FAABHbIM
06pa3oM Bbl3BaHa 3CTETMKOM BbICTAaBKW U BUAEO apTta BoobLle. TPaAMLMOHHO MCKYCCTBO BOCMPUHUMAETCS MaCAOM Ha XOACTE.
MCKyCCTBOM MOXHO Ha3BaTb rEPOUYECKYIO CKYABMNTYPY, POMaH UAKM pacckas, HO BUAEO UCKYCCTBO HE ABASIETCA rePOUYECKUM UAK
NMOBECTBYHOLLUMM U AAXE HE MOXET ObITb MOBELLEHO HA CTEHE - 3TO FaBHbIE apryMEHTbI MPOTUB BUAEO apTa.

KomMbuHaUMa BUMAEO TEXHUKU C SAEMEHTAPHBLIMU M306PAXEHUSMU NOBLILIAET NOBECTBOBATEABHYIO CTPYKTYPY B MPOHUUYECKOM
aBtonoptpete ®paHka Talca. CyObeKTMBHbIM MWP aBTopa MOMELLEH B KAAYCTPOOOOMUECKYID KOMHATy, 3arnOAHEHHYHO
KOMMbOTEPAMK. 3AECH Bbl UyBCTBYETE PEeanbHY ONacHOCTb. ONACHOCTb COCTOMT B OTHOLLEHUSIX YEAOBEKA K TEXHUKU. YenoBek He3
rOAOBbI - MeTapOpPUUYECKUI COBPEMEHHbIV YENOBEK, XUBYLLUMIA B COBPEMEHHOM MMPE, KOTOPLIM YNPaBASIOT AEHbIM U CPeACTBa
MaccoBoM MHOopMmaumn. OH NOBTOPAET KAaXXAOAHEBHbIE AEMCTBUS MEXaHWUUYECKU, KaK pPeanbHbli MPOAYKT TEXHOAOTMYECKOMN 3pbl.
OTUYXAEHHbIV OT NPUHLMNMAABHBIX MaTePUANAbHbIX U AYXOBHbIX LLEHHOCTEN M NMPUAOXKEHHBIN K TEXHUKE, OH AE30PUEHTUPOBAH, U
HaxoAuTCst BHe HanaHca.

«BHe 6anaHca» HasblBanachb 3Ta BeAbrMickan BMAEO apT BbiCTaBka, Kypupyemas MHrpua AexpaBe. Buaeo umHctanasums Bum
Katpucc «BHe 6anaHca» noka3ana HeypaBHOBELLEHHOE ABWXEHWE AOAEN, CTOSILLMX Ha KPYrAOM 06bekTe. 4 MyXuuH npobytor
COXpaHATb paBHOBecHe W He ynactb. KonebaHue AE30pPUEHTUPOBAHHBLIX AOAEN Ha KPYrAOM 06bekTe, MOAOOHOM 3eMAe,
aBTOMaTMYECKWN Bbi3blBAET B BCO3HAHWW BMEYaTAEHWE OT HEMOCTOSAHHOIO Kypca YenOBEYECTBA B TEUEHWE CTOAETMI. ECAM Mbl
CpaBHUM UCMOAHWUTEAEW Bum KaTpuce ¢ ‘TaHuoBLLUMKamMK' Matucca, To Mbl OBHApYXMM, UTO MUP MPOLLIEA ELLE OAHO CTOAETHE
MO HanpaBAEHUIO K OTUYYXAEHUIO. Be3Ankne coBpeMeHHble TaHUOBLUMLUbI MaTtucca TaHLUyHT, B3ABLUMCbL 3@ PYKW B HEYCTOMUYMBOM
oKpyXatollen cpeae, Npobys MOAAEPXMBATL GUIMUECKME KOHTaKTbl. MOCTCOBPEMEHHbIE MCMOAHUTEAM Bum Katpucc coBcem
OAMHOKM, eABa COXpaHAs paBHOBECUE MOCPEACTBOM rpaButaumm. KaTtpucc UCCAEAYET OTHOLLEHWE TEAA K EM0 MECTY HaxOXAEHUSA
NOCPEACTBOM OTAEAbHbIX MAACTUUYECKUX ABUXKEHUI MCMIOAHUTEAEN B MYCTOM MPOCTPAHCTBE M CTPOUT A3bIK TEAA, COCPEAOTAYNBASACH
Ha HexBaTKe B3aMMOAENCTBUSA.

B3anmopeicTBue - raaBHas TemMa BUaeo «Slave Unit» Ceana Kpabenca. MoHsTue «Slave Unit» ykasblBaeT Ha ctaTyc CETEBOro
obopynoBaHua. B doTtorpadum 310 03HAYaET BAACTb BCMbIKU. DUABM - COEAMHEHWE BMAEO WMHCTAAASILMK C TaHLEBAaAbHbIM
neppopmMmaHceM. B3anmopencTBME OCHOBAHO Ha OTHOLLIEHWW CyObeKTa K npeaMeTy. MyxXunHa U XeHLKUHa GoTorpadupyoT Apyr
Apyra no o4yepeau, B TOT MOMEHT KOTAa, “slave unit” kamepbl BCbIXMBAET. BpallatenbHOe ABUXEHWE X0351Ha/paba B MycToM MecTe
Ha 06enx CTOPOHAX aKpPaHa C IGPEKTOM MaPrMHAAbBHOIO AEMCTBUA NO3BOASIET NOCETUTEAM AEAATb PA3AMUHbIE MHTEPMPETALMN.
Bbl MOXeTe NoHWMaTb CLEHY Kak Urpy AIOAEN B CPeAE WX MeAMTauMK, CTPaAAOLMX OT TEXHOAOTMUYECKOrO AETEPMMHM3MA M
BOCMNPUHUMATL GOTOrpadmio Kak AOMUHUPYIOLLEE U BAUATEABHOE UCKYCCTBO.

Ecan “Slave Unit” oTMeuaeT npuHyAnTEAbHOE B3aMMOAENCTBUE, TO duAbM EBbI Maepa n SpaHa Cckaepda “Record, | love you”
NoKa3blBaeT AE30PMEHTUPOBAHHbIN KypC TaHLylOLWEN napbl. X ABUXEHWUS OTPaXeHbl B KPYIAbIX 3epKanax, YCTaHOBAEHHbIX Ha
NMoToAKe. Kamepa, KOTOpYHo AEPXMT TaHLOpP, HanpaBAeHa BBEPX, UTobbl CHATb ceba 1 napTtHepa. Bbl He obpallaete BHUMaHWA
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Ha TaHUOPOB. OHW He BaxHbl. HAMHOro BaxHee - pa3BUTME ABMXEHUA B HYXXHOE BPEMS U B HYXHOM MecTe. dparmeHtaums,
AenepcoHaAM3aumsa, YNAOTHEHME U pacLUMPeHUe NPOCTPaHCTBa NPOUCXOAAT OAHOBPEMEHHO.

AAMHHOBOAOCAA XEHLLUMHA KPYXWUTCS BOKPYr cebs Ha 3eAneHOl TpaBe, Kak ByATO OHa MpuBsi3aHa K Kamepe, KoTopasi CHUMAEeT ee
cBepxy. B “Prune Tourne” Muwana ®dpaHcya oHa NpPUHUMAaET HOBYHO GOpPMY C KaxAbiM NoBopoToM. M3obpaxeHue aBasieTcs U
CKYAbMNTYPHbIM U dpoTorpaduueckum. CueHa UCCAeAYET NMPUUUHY U 3ODEKT U He MPETEHAYET Ha TO, UToObl OTBEYATb Ha MOAUTUYECKUE,
3KOHOMMYECKUE U KyALTYPHbIe Bonpockl. OAHako MuLaAs PpaHcya He CTPOUT cBOto paboTy B cBOEM COBCTBEHHOM aBTOHOMHOM
UMOPOBOM MUPE, HO CHUMAET ECTECTBEHHYHO OKPYXatoLLYtO cpeay. Cneundruyeckuin putmM n CKopocTb GUAbMa NMPUBAEKAIOT 3pUTEAS
B CyGEKTMBHOM MUpe aBTopa. AMYHOE BOCNPUSATUE AEMCTBUTEABHOCTU BbINO LEHTPaAbHLIM BO BCEX paboTax, NPpeACTaBAEHHbIX Ha
BbICTaBKe.

“Our circumscribed days” XaHca BaH Aep Bpoeka - pUTMUUHBIN, NO3TUUYECKUI U CYyObeKTUBHbIN NOpTPeT MOCKBLI. MMea doHoM
HOCTaAbIMUECKYIO POCCUMCKYHO MEAOAWID, GUABM NPEACTABASIET FPYNTbI AOAEN B 3aKpbITOM coobLiecTBe. CaM aBTop - HabArOAGTEAD.
OH npoBen AeTo B MockBe CO CBOEN LUMPPOBOM BUAEO kamepow. [lepBoHayanbHOEe HaMepeHUe CAeAaTb NMOPTPET ropoaa M ero
XUTEeAel — psiA CbeMOK, C HAaMepPEHUEM BbI3BaTb CUTYaLMU - 3aBEPLUMACS NPOCTOM 3anUChio: BUAEO GUABM NPEACTaBASIET Cebs kak
HabAtoAaTENS , B KOTOPOM PEXUCCEP NpeBpalliaetca B HabatoaaTes. OH He cocpeAOTauMBaNCs Ha peanbHOM MockBe, a CKopee Ha
MUE O CTOAUYHOM TOPOAE C Er0 XUTEAIMU B POAU aKTEPOB. MICnoAb3yA TPe3BbIM AOKYMEHTaAbHbIN CTUAb, BaH Aep bpoek urpaet
C PUTMOM, C CIOPPEAAbHBIMU KaueCTBaMM1 EXEAHEBHOMN XU3HU U C XUTEAIMU, KOTOPbIE NPEBPALLAOTCA B CTOAUYHbIX aKTepax. XaHe
BaH Aep Bpoek npupan pabote He3akOHUYEHHYO GopMy, obpaLlasi BHUMaHUE Ha AeTaAu U BO3MOXHOCTU BUAEO, PUCYET NOpTpeT
ropoAa, MPeACTaBAEHHbIN XUTEASIMMU.

Benbrickoe BUAEO UCKYCCTBO MMEAO UHTEPECHBIN BU3YaAbHbIN A3bIK U BbIA MHPOPMATUBHBIM AAS TPY3UHCKOM NyOAMKWU. OpHaKO,
du3nYeckne U 3MOLMOHAAbHbIE NPUBBLIYKM BEABIMIACKUX XYAOXKHUKOB, 3alUndpPOBaHHbIE B UX BUAEO paboTax, MHOTAA Bbi3biBaAM
NPOTECT rPY3UHCKKX NoceTuTenei. U BCE Xe, COCTOSBLUMICA KOHTAKT ObIA B3aUMHO BaXeH.

Guram Tsibakhashvili, ‘Four Elements",
photography, mixed media, 2004
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IV GYUMRI INTERNATIONAL BIENNALE OF
CONTEMPORARY ART, ARMENIA, 2004

Organizer: The Gyumri Center of Contemporary Art
Theme: Text-communication (The Biennale is dedicated to the 1600 anniversary of the Armenian Writing)
Curators: Vazgen Pahlavuni-Tadevosyan, Azat Sarkisyan, Bruce Allan.

The Gyumri biennale was established in 1998 in unusual circumstances - in the city semi ruined by the earthquake, in the under-
siege country. But nevertheless it managed to survive, to keep regularity and to develop, owing to diligence of organizers, support
of associates and friends. The purposes and interests of this art event were formulated considering the surrounding validity and
peculiarity of the situation. All these years we tried to find correct approaches for creation of a healthy atmosphere where it is
possible to realize different creative initiatives and projects.

The Gyumri Biennale is not a commercial action with pavilions and prizes. There is no hierarchy and strict restrictions. It is opened
for free self-expression, creative dialogue and exchange of experience, for innovation and experiment.

In this format such aspects as creative cooperation of participants and wholesome human dialogue between artists as well as
their contact to the country and to the local population are extremely important.

Now the organizing committee undergoes the structural changes. New, young forces are coming. We are in the process and
progress.

The following biennale takes place in August 20086.

Curator: Arpine Tokmadjyan gcca_gyumri@mail.yahoo.com
Co-curators: Narine Zolyan, Tsolak Topchyan.

IV TFOMPUMCKOE MEXXAYHAPOAHOE BUEHHANE
COBPEMEHHOI'O UCKYCCTBA, 2004, APMEHUA

Opranungarop: ltompuiickuii LieHtp CoBpemeHHoro Mckyccrsa
Tema: TekcT-koMMmyHukauus ( bBueHHane noceaLLeHo 1600 AeTUro CO3AaHUA apPMSAHCKOM MUCbMEHHOCTH)
Kypatopsbi: BasreH lMaxaaByHu-TaaeBocsiH, Asar CapkuncsiH, bproc AmaH.

ltompuiickoe 6ueHHane poanaoch 1998 roay B HEOObIUHbIX YCAOBUSX - B MOAYPa3PyLLEHHOM OT 3€MAETPACEHUSA TOPOAE, B HAOKAAHOM
cTpaHe. Ho Bce xe eMy yAaAOCb BbIXWTb, COXPaHWTb PEryASPHOCTb M pa3BMBaThCs, BAAropaps ctapaHuWaM OpraHvM3aTopos,
NMOAAEPXKKE €AUHOMBILLUAEHHUKOB U APY3€EN.

LleAv v uHTEepecbl 3TOro apT Meponpuatna GOPMYAUPOBAAMCb C YY4ETOM OCOOEHHOCTEN OKpyXatolen AeMCTBUTEAbHOCTU W
HEOPAMHAPHOCTH CUTyaLMK

Bce a1 roabl Mbl ( tompuiickuin LieHtp CoBpemeHHOro UcKyccTBa) NbiTaAMCh HAUTU MPaBUABHbBIE MOAXOABI AASl CO3AAHKA 3A0POBOM
atMocdepbl, FA€ MOXHO PEaAn30BbIBaTb PasHble TBOPUYECKUE UHULMATHBbLI U NPOEKTHI.

BueHHane He KOMMepueckoe MeponpuaTMe, B HEM HET HaLMOHAAbHbBIX MAaBUABOHOB W MPU30B, HET MEPAPXMUYHOCTU U CTPOrMX
orpaHuyeHunit. OHa OTKpbITa AAA CBOBOAHOTO CaMOBbIpaXeHWs, TBOPYECKOTO AManora U obMeHa OnbiToM, AAS HOBATOPCTBA U
3KCMNepUMEHTa.

B aTomM dpopmaTte HEManoBaXHbI TaKMe acneKTbl Kak — TBOPUECKOE COTPYAHUUYECTBO YY4aCTHUKOB U YMCTO YenoBeveckoe obLuLeHre
MEeXAY apTUCTaMM U UX KOHTaKT CO CTPAHOM M C MECTHbIM HaCeAEHUEM.

Celluac B OpPrkOMMTETE MPOUCXOAAT HOBbIE CTPYKTYpPHblE M3MeEHEeHWA. TMPUXOAAT HOBblE MOAOAbIE CUAbL. Mbl B npouecce M
nporpecce.

Cheaytouiee bueHHane coctoutes B aBrycte 2006 ropa

Kypatop: ApnuHe TokmaaxsaH — geca_gyumri@mail.yahoo.com
Co - Kypatopbl: HapuHe 3oasH, Llorak TonysH.
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Lusine Davidian
“Apartment 1 10” 2005

The sound of helicopter engine.
Only colors remind of something.
Whispers behind the door.

We’re here forever.
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UTOPIA Julie Chou’s reflections on the 2nd HweiLan
International Artists Workshop

Dear fellow artists,

I'm circulating ‘News from Taiwan’, a work taking the form of a news report and talking about our workshop experience as an ideal of utopia,
which | will submit to the art event in London through Bruce Allan’s information - ‘News From Nowhere: Visions of Utopia’. Your comments,
feedback, and any responses are cordially welcomed, and will be included in my text as any other press does. | do hope you enjoyed the time
when we were together, and still keep a good memory in mind as | do, then send me some responses if possible. | shall compile them to the
last version for display. Thank you very much and missing you all...

News from Taiwan: An empty stool facing the open sea, a vacant seat waiting to be taken. The seat was not hanghty, and the horizon expansive to be explored.

That was the impression | got at 2nd HweilLan International Artists’ Workshop last June, a time and event during which twenty four artists from
Taiwan and other countries came together to live and work at one of the most beautiful scenic spots on east shore of Taiwan, Shihtiping.

The beanty and purity of natnre: The rugged coastline with white waves crashing over the rocks, the spectacular mountain scenery and a few
sporadic aboriginal habitats, all gather around Shihtiping. Shihtiping is a small fishing port located on the east coast between Hualien and
Taitung. It is claimed to be the last paradise in Taiwan unpolluted with industrial development zones or throngs of amusement parks and

gangs of food vendors. Visitors and local residents can leisurely immerse themselves here with activities such as fishing, diving, camping,
whale watching, or just hiking along the paths that run along coast. There is a special atmosphere radiating from the surroundings of the
brooding mountains, the stunning aquamarine colour of the sea, and the crystal-clear sky, sending out a sense of feeling that is more about the
enormous power of nature, an almost elemental majesty.

The tribal tradition of Amis: A number of Amis artists set up homes at Shihtiping and their studios became the headquarters of our workshop.
While in the workshop, we were introduced to various Amis traditions by the hospitable hosts and hostesses, including the special tribal dishes,
exquisite handcrafts, singing and dancing, drinking and greetings, as well as Amis history and legend, and their life-sustaining methods and
skills. This provided an opportunity to step into an aboriginal peoples’ world and try to understand their attitudes along with learning from their
wisdom.

Lriistic exchange: One of the major objectives of this workshop is to strenghten artistic exchange and enhance experience-sharing among artists.
Every evening of the first week was charged with excitement and debate as artists showed their own work. From brief individual presentations
and screenings, we gained a glimpse of what other artists do and the artistic or cultural and social implications in their works, which could
become part of the reflections developing in one’s own later works.

Idealistic management: The axial spirit of the workshop held by organizer Sheau Shei Pan “Yuki” is this: It is a workshop of artists, for artists, led
by artists. There are no prescribed themes or rules for works or ideas. Artists are welcomed in an open environment and free atmosphere,
surrounded by pristine nature.

The staff at the workshop were also artists who shifted roles from the served to the serving, or vice versa. This has the advantage that artists
know their fellows’ needs best, and usually the ones who get served will become more benign after the challenge of serving others. The whole
program could be termed as an ideal art colony in spite of its temporality.

A Utopia is a ‘no/where’, but it could also be a ‘now/here’.

Although the Hweilan International Artists’ Workshop only lasts for two weeks, the feelings of utopia certainly last longer in the mind and
memory of everyone of us. After all, what else can compete with the workshop as an ideal (model) for artistic practice in utopia?
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A MIDSUMMER TABLE

Bruce Allan, Mamuka Japharidze

with participants and friends of the 2nd HweiLan Workshop, June 2005

Our table celebrated Midsummer and the Summer Solstice. The table was seven metres in diameter - the occasion the 21st
June. Seven goes into twenty one. The roundness of the table and the moon and the company was magical. We had invited
people to bring objects, songs or stories to the table...

Chhatrapati brought Kolkata earth in the form of small cups to drink from. Mamuka brought wine from Georgia. Bruce brought
flour and yeast and a bread mould from England. Adele brought a documentary history about ‘The Chinese in the West Indies
1806 - 1995’, by Walton LookLai. Joel contributed music including Mendelssohn’s ‘A Midsummer Night’s Dream’. Everyone
talked, ate, danced and sang songs around the table.
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Table Laid with Banana Leaves

‘| discovered that Paradise is humid with many mosquitoes’ 2005

digital photographs

photos: Adele Todd'l discovered that Paradise is humid with many mosquitoes’ 2005
digital photographs
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PER VENICE

Magda Guruli
Curator

My excitement in Venice started when | realized | was not only going to see the ‘must-attend’
international art exhibition but also talk about contemporary art in Georgia before the ‘art :
professionals.” The ‘Neighbors in Dialogue’ Round Table held in the Venice Metropol Hotel was >
organized by Beral Madra - the Turkish curator, and Vittorio Urbani, head of the Venice based
organization ‘Nuova Icona.” Sponsored by Wimbledon School of Arts the meeting devoted itself
to the more urgent problems of contemporary art. | remember jumping out of the vaporetto (waterbus) and running wildly through
the white, bow-shaped bridges to arrive in time for the start. The first familiar face | saw entering the Metropol’s beautiful garden
was Ruben Arevshatyan, artists and curator from Armenia. He was finishing writing his speech between sips of coffee. As | had
already prepared my speech long before, | looked around for my other colleague and friend from Azerbaijan, Leyla Akhundzadeh
whom | quickly found in one of the white tents filling the garden. It was spread out with breakfast tables and served by elegant,
white-gloved waiters. For me it’'s always interesting meeting people from other cultures, especially those working in art. You can
quickly find out whether the art-activity in your own country has anything in common with that of your neighbors.

In Venice it's impossible to be lost. In the high corners of the beautiful narrow streets you can always see signs pointing to ‘per
Realto’ or ‘per San Marco’ or ‘per wherever you want...’

In the end you feel you know the city well - although this is probably an illusion. Venice is the city you learned to love in your
childhood. So, arriving for my first time | expected to be disappointed - as so often happens when fantasy collides with reality.
However when my water buss sailed me in from the airport then up the Grand Canal, suddenly | received a strange feeling
of Turneresque happiness; was this what the great English painter also felt on his first trip? To my surprise the sensation of
light, water and pastel colors, never left me once during my stay. It was not art, geography or architecture; it was some inward
statement that | also see in the eyes of passers-by. These feelings | will miss most of all and makes me want to return back as
soon as possible.

The event was hosting two main exhibitions, curated by Maria de Corral (‘The Experience of Art’, in Giardini della Biennale) and
Rosa Martinez (‘Always a Little Further’, in the Venice Arsenale) and the national pavilions in Giardini della Biennale and various
palazzos around the city. Three volumes of the Biennale catalogues featured the artworks - but they couldn’t reproduce the
emotional states experienced when walking in the Arsenale and beautiful gardens of Giardini. It was especially emotional for
somebody from Georgia, where contemporary art is not the first priority of the government’s cultural policy or society. However | do
understand that it can’t be the first priority in the country like ours with so many social problems. Contemporary art development
is a sign of a truly democratic country. Ours is on the way to being democratic... Walking from one national pavilion to another |
considered how to make a general ‘South Caucasian Presentation’ not only for the Venice Biennale but for any other large scaled
international art event. What are we really? Do we have a general set of principals? Anybody familiar with the political situation in
the South Caucasus will know that making any joint decision is virtually impossible - at least on a political level. Were we ‘artists’
any different?

| remember the moment Nana Kirmelashvili (Director of Art Caucasus Association) and | looking for the Central Asia Pavilion. It
featured Kyrgyzstan, Kazakhstan and Uzbekistan in one project ‘Art from Central Asia. A contemporary Art Archive’ curated by
Viktor Miziano. Finally we found it in the Palazzo Pisani in Ganareggio next to the Campo Giovanni E Paolo - only to discover the
door locked. Was this a sign? Then | realised - we were late. The next day walking under lashing rain we finally entered the Central
Asian pavilion. Thinking about our own strong interest in this pavilion | realised a strange Soviet-style desire to unify an image the
somehow different cultures together under the banner of ‘art.” Was | now a Communist? No | was not! I'd spent all my conscious
life hungering for the collapse of Soviet Union. But... suddenly | understood where all those strange, early Georgian communists
- like Mayakovsky - had received their intellectual birth.

| began thinking about some artists exhibiting at the ‘the Experience of Art’ show in the Arsenale - did they loose their wholeness
in this experience? It seemed to me that the concepts of death, despair, denial, were trying to be too alternative and were in fact
already quite familiar. | always feel that the experience of art is ‘Always a little farther’ from something new or not seen before. |
also was not sure that the work inside the Pavilion matched the title above its entrance.

But where is Georgia in all this? Is it possible in the 21 century to be part, not only of political summits, but also big contemporary
art events? When President Bush came to Georgia we as a nation made a presentation of ourselves that spoke of a two thousand
year tradition - but nothing of what is actually creating itself in Georgia today. Are we eternally traditional? | don’t think so. But
are we eternally creative...?

Off course | threw some coins in the Venice canals. | wondered if our most famous Georgian painter, Niko Pirosmani had any
connection with our new reality?

Another of my strongest and strange memories was the moment, near the end, when | saw the large billboard in the Spanish
Pavilion with the names of UN member nations not participating in the event.

| sighed with relief when | saw Georgia among them. Why was that?
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B BEHELUKO V Maraa lypyan

Mow BOAHEHUSI HaYaAUCh, KOTAA 1 0CO3HAAA, UTO S HE TOABKO COBMpanach yBUAETb, MEXAYHAPOAHYHO ‘must-attend’ XyAOXeCTBEHHYHO
BbICTaBKy B BeHeuuu, HO TakXe BbICTYMUTb C AOKAQAOM O COBPEMEHHOM MUCKycCcTBe B [py3uun nepea ‘apt npodpeccuoHaramu’.
B BeHeuMaHCcKoW roctmHULe ‘MeTponoAb’ NPOBOAMAACH KOHGEPEHLMS KPYrAbl CTOA, MOA HasBaHuem «Auanor Cocepei»,
opraHusoBaHHoe bepan Mappoi - Typeukum Kypatopom 1 Buttopro YpbaHu, raaBoi opraHusaumu «Nuova lcona». BeTpeua,
cnoHcupyemasn YnmoaaoHckon LLikonon UckyccTB, Bbina NOCBSILLEHA OCTPbIM MPOBAEMAM COBPEMEHHOIO UCKYCCTBA.

A NOMHIO, Kak BbINPbIrHyAa M3 BOAHOTro aBTobyca (vaporetto) u 6pocunack 6exatb yepe3 Geable CBOAYATbIE MOCTbI, YTOObI
BOBPEMS yCMeTb K HavaAy. MepBbiM 3HAKOMbIM AMLIOM, KOTOPOE 5 yBUAEAA NMPU BXOAE B NMPEAeCTHbIV cap MeTponoas, 6bin PybeH
ApeBLUaTSH, XyAOXHWUK W KypaTtop 13 ApmeHnn. OH 3akaHYMBaA 3anmcbiBaTb CBOKO peub MEXAY rOTKamMu Kode. MNMOCKOAbKY A yxe
MOAFOTOBMA@ CBOK peudb, A Hauyana 03MpaTbCA BOKPYr B MOMCKaX CBOEN APYron KoAaern u3 AsepbaiipxaHa, Aevabl AxyHA3aAe,
KOTOPYIO A1 3aMeTHAa B OAHOM 13 BeAblx Nanatok. B capy 6bIAM cepBUPOBaHbI CTOAUKU K 3aBTPBKY W U3sILLHblE ObULIMAHTLI B GeAbIX
nepuaTtkax o6cAyxMBaAM Hac. MHe Bcerpa MHTEPECHO BCTPEUaTbCA C AOABMU APYTUX KyABTYP. MOXHO cpasy y3HaTb, eCTb AW 00LLee
B XYAOXECTBEHHbIX YCTPEMAEHUSX, BKYCaXx, B3rAfAax U T.A.

B BeHeLMn HEBO3MOXHO NOTEPATLCA. B yraax kpacuBbIX Y3KUX YAULL, Bbl BCErAa MOXETE YBUAETb yKasaTteaun «per Realto», uaun «per
San Marco», UAn «Typa, KyAa 6bl Bbl He noxenanu...». MoA KOHEL, Yy Bac CO3AaETCA BneyaTAeHue, UTo Bbl 3HaeTe ropoa XopoLo -
XOTS 3TO HAaBEPHSIKA UAAO3KA. BeHeuus - ropoa, KOTOPbIN Bbl HAayYMAUCh AOBUTL eLle B AeTcTBe. Tak uTo, NpMbbIB B NEPBLIN pas,
A 0XMAAAa, UTO Byay pasouapoBaHa - Kak YacTo CAyYaeTcsi, Koraa daHTa3usa CTaAKMBAETCH C AEMCTBUTEABHOCTbIO. OAHAKO, KOraa
BOAHbIN aBTObyC BE3 MeHsi M3 aspornopTa no boAblwomMy KaHaay, BHE3anHO MeHsi OXBAaTUMAO CTPaHHOEe YyBCTBO TepHEPOBCKOro
cyacTbsi; ObIAO AU 3TO TEM, UTO BEAMKWMI aHTAMMCKKIA XWBOMMUCEL, MOYYBCTBOBAA B CBOM MEPBbIM Npue3a? K MoeMy yAUBAEHWIO,
HacAaXAeHWe CBETOM, BOAOM U MACTEAbIO KPACOK HU pa3y He OCTaBASIAO MEHS B TeUeHWe BCero Moero npebbiBaHUsi B 3TOM rOpoAe.
310 He 6bINO CBA3AHO HW C UCKYCCTBOM, HW C reorpaduent AU apxXMTEKTYPOR, 3TO BLINO HEKOE BHYTPEHHEE COCTOSIHWE, KOTOpOe
A BUAEAA U B FAa3ax BCex NPoxXoxwux. HasepHoe, s Byay CKyyaTb MO 3TOMY UyBCTBY BOAbLLE BCErO, M OHO 3aCTaBUT MEHS XenaTb
BEPHYTLCA CHOAA, KaK MOXHO CKOpee.

BreHHane cocTosiacs U3 ABYX OCHOBHbIX BbICTaBOK, Kypupyembix Mapuei an Koppan («OnbiT UckycctBar, B Giardini della Biennale)
n Po3oit MaptuHes («Bceraa HemHoro Aanblie», B Arsenale), a Tak xe BbICTaBOK B HaUMOHaAbHbIX NaBUAbOHax B Giardini della
Biennale 1 B pasAluHbIX ABOpLAX ropoAa. XyAOXeCTBEHHblE PaboThbl, MPEACTABAEHHbIE B TPEX M3AAHMSAX KaTanora BuaHHane,
He MOryT OTpa3WTb 3MOLIMOHAABHOE COCTOsAIHME, UCMbITaHHOE B Arsenale 1 npekpacHbix capax Giardini. Bce ato 6bi1A0 0CO6EHHO
3MOLMOHAABHO AAA MEHS, YEAOBEKA, NpuexasLuero us fpyauu, ctpaHbl, rA€ COBPEMEHHOE UCKYCCTBO HE AABASETCA NPUOPUTETOM
KYABTYPHOM MOAUTUKM NPaBUTEALCTBA UAM OBLLECTBA, XOTS i MOHKWMAt0, UTO 3TO MOXET U He ObITb NPUOPUTETOM B CTPaHE C OYEHb
MHOTMMHW COoUManbHbIMU NpobaemMamu. COBPEMEHHOE XYAOXKECTBEHHOE Pa3BUTUE - MPU3HAK AENCTBUMTEABHO AEMOKPATUUYECKON
CTpaHbl. Halwa e HaxoAMTCS Ha MyTU K TOMY, YToBbl CTaTb AEMOKPATUUYECKOW. ..

Mepexoas ¢ OAHOTO HALMOHAALHOMO NMaBUALOHA K APYTOMY, i AYMana, kak MOXeT 6biTb npeacTaBaeH KOxHbIM KaBka3 He TOAbKO
Ha BeHeumnaHckoro brueHHane, HO 1 Ha AtOBOM APYroM KpynHOMACLLUTabHOM MEeXAYHapPOAHOM XYAOXECTBEHHOM COBbITUM. YTO Mbl
npeactaBAsiemM coboi B AENCTBUTEABHOCTU? MMeeM AU Mbl 0OLLHOCTb MPUHLMNOB? AOBOW, KTO 3HAKOM C MOAUTUYECKOM CUTyaLmen
Ha lOxHOM KaBka3e, 3HaeT, UTo NpUHATUE AHOBOrO COBMECTHOIO peLleHWs GpaKTUUYECKM HEBO3MOXHO - MO KpaWHel Mepe Ha
NOAUTUYECKOM ypOBHE. OTAMYAEMCSH AY Mbl, XYAOXHWKHK, OT MOAUTUKOB?

A NOMHI0O MOMEHT, Koraa HaHa Krnpmenawsuam (Avpektop Accounaumnn ApT KaBkas) 1 s uckaaun MaBuaboH CpeaHen Asuun. OH
npeactaBAsia KbiprbidcTaH, KasaxctaH U Y36ekuctaH B OAHOM npoekte «MckycctBo M3 CpeaHelt A3un. ApxuB COBPEMEHHOMO
MckycctBa», Kypupyemblit Buktopom MusnaHo. HakoHel, Mbl HawAun ero B Manauuo MusaHn B Ganareggio, psaom ¢ Campo
Giovanni E Paolo - ToAbKo, UTo6bl 06HapYXK1Tb, UTO ABEPb 3anepTa, i MOHAAA - Mbl ONa3AaAu. bbiA Av 3TO 3HaK?

Ha caepytoLLMi AeHb, NOA NPOAMBHBIM AOXKAEM, Mbl HAKOHEL, BOLLAW B NaBWAbOH LieHTpanbHOM A3un. Aymas o Hallei co6CTBEHHOM
3aUHTEPECOBAHHOCTM B 3TOM MaBWAbOHE, i MOYYBCTBOBaAA CTPAHHOE XeAaHWe B COBETCKOM Ayxe 06beAMHWTb 06pa3s Tak UAW
MHauYe pasAMUHbIX KYABTYP NoA 6GaHHEPOM «MCKYCCTBO». bbina An A Tenepb KommyHUCTKOM? HeT He 6binal A npoBena BClO MO
CO3HaTeAbHYHO XW3Hb, XeAast kpaxa Coerckoro Coto3a. Ho Beab B AOHE MPOAET-KYAbTA POAMACHA MAOA MEPBOWM MOAOBMHBI 20-
ro Beka - MasikoBCKMM — durypa TparMyeckas, aBaHrapAHaa v npotMBopeurBas. A Hauyana AymaTb O HEKOTOPbIX XYAOXHMKaX,
BbICTABASIOLUMXCA Ha Nokase «OnbIT MckyccTBa» B Arsenale — NoTepsiAu AU OHW CBOKO LLEAOCTHOCTb B 3TOM OnbiTe? MHe nokasanocs,
4TO NEepPeXnBaHUA CMEPTHU, OTHAAHUA, ONPOBEPXEHUA CTaAU NMPUBBLIYHBIMU U K COXAAEHUIO AABHO 3HAKOMbIMU U, GaKTUYECKH,
6e3ansTEPHATMBHBLIMK. 1 BCErAa YyBCTBYHO, UTO OMbIT UCKYCCTBA 3TO — «Bceraa HEMHOMO AaAbLUE» OT YEro-To He OYeHb HOBOTO MAM
HEeBMAAHHOrO npexae. A Takxe He bbina yBepeHa, uTo paboTbl B NaBUAbOHAX COOTBETCTBOBAAU Ha3BaHMIO HaA UX BXOAOM.

Ho rae mecTo lpy3uun Bo Bcem aToM? AeMCTBUTEABHO A BO3MOXHO, UTO B XXI Beke OHa ByAeT y4acTHULEH He TOAbKO MOAMTUUYECKUX
BCTPEY Ha BbICLLUEM YPOBHE, HO Takxe M BOAbLLUMX COBPEMEHHbIX apT cobbiTuit? Koraa Mpe3anaeHT Byl npuexan B Mpy3uto, Mbl
NpeACcTaBuAM cebs HauMel ABYX-TbICSUEAETHEN KYALTYPHOW TPaAMLMKM - HO HE CKa3aAWM HUYEero o ToM, 4YTo B [py3uun cospaetca
CEroAHsl. AABAIEMCS AU Mbl BEYHO TPAAMLMOHHBLIMK? A Tak He pymato. Ho ocTaémcesi AM Mbl BEYHO TBOPYECKUMM...?

KoHeuHo xe, 1 6pocrAa MOHETKM B KaHaAbl BeHeunn. f 3apaBanacbk BONPOCOM, MMEET AW Hall Camblii U3BECTHbIN TPY3UHCKUI
xuBonucel, H1ko MupocmaHu Kakyto-HUOYAb CBA3b C CEMOAHELLHEN FPY3UHCKON PeanbHOCTbIO?

ELlle 0OAHWM U3 CUABHBIM U CTP@HHBLIM BOCTIOMUHAHUEM ObIA MOMEHT, YXX€e B KOHLE, KOTAQ 1 yBUAEAA BOAbLLYHO AOCKY B UCMIAHCKOM
NaBUAbOHE C MMeHaMM YAeHOB Haumit OOH, He yyacTByoLWMX B BEeHHaAe.

1 B3AOXHYAQ C 0BAeryeHeM, yBUAEB CPeAr HUX Tpy3uto, xoTs Bbil...

Mouemy?
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CONSUME(D): ACTS OF CREATIV
RESISTANCE IN THE SAN FRA]

v Lydia Matthews

Hank Willis Thomas
“Branded Head”
2003
16" x 20" Inkjet Print
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Nike logos seem as ubiquitous as sunrises these days. They are available for consumption anywhere in the world, both in their
original packages and as black market knock-offs made in Chinese factories. With communication technologies, transnational
corporate transactions, and immigrant populations linking the planet in unprecedented ways, 2005 seems an urgent moment to
interrogate national and cultural stereotypes in order to get “beyond” them. In that spirit, there is one stereotype that demands
unpacking, if only because it proclaims itself to be a universal model: The American Consumer.

To better understand the work of the artists in Consume(d): Acts of Creative and Critical Resistance, an exhibition that explores
how artists living and working in the San Francisco Bay Area address their role within a global consumer culture, we must first
closely examine this stereotype to discover its character, presumptions, and cultural impact. The script goes something like
this: Americans are uncritical capitalists who have an insatiable appetite for luxury-oriented, disposable culture and “new and
improved” goods. Adhering to the dictate that “Bigger is Better,” they actively envision, slavishly create and blindly subscribe to
seductive media myths that produce their constant state of material and carnal desire. They are willing to labor unfathomably
long hours and deplete the world’s natural resources in order to buy—and globally export—objects that replicate images first seen
in magazines, television or films. In hopes of purchasing a “look” that will convey a powerful personal identity, they gravitate
towards enormous petrol-guzzling Sports Utility Vehicles, brand name clothing labels, homes that resemble baronial mansions of
an imagined European ancestor, prescription drugs that quell emotional disease, and the latest in technological gadgets. These
technologies ensure access to multi-sensory spectacles that provoke pleasure and instill fear. Like a snake eating its own tail,
Americans voraciously consume while being pathetically consumed, unaware of their own self-perpetuating demise.

Within this stereotypical world, eternal growth is worshiped and property must be protected through sophisticated surveillance
of both private and public space. Americans’ paychecks and savings accounts depend on the economic Gross National Product
(colloquially known as the “GNP”) to rise, by any means necessary. The GNP is a ladder to heaven, and the U.S. dollar bill plainly
states, “In God We Trust.” Stereotypical American consumers link the material and metaphysical realms through their belief
in ever-expanding profits—economic “bottom lines” that have been blessed by the will of a Judeo-Christian God. “Our Way” will
provide salvation for everyone around the world. Built on a historical foundation of colonialism, slavery, Manifest Destiny, and a
strong Protestant work ethic, this consumer-oriented, profit-driven culture demands that its people conveniently dismiss the past
or nostalgically reshape it into a more hygienic history that can serve their needs in the present.

Of course, all stereotypes are rooted in elements of truth. There are, in fact, plenty of Americans—including some artists and
intellectuals-- who whole-heartedly embody this middle-class, divinely sanctioned, market-driven nationalistic stereotype. Many
have achieved positions of substantial social and political power in Post-9/11 America, where contemporary cowboys and
“Terminators” manage to win elections. But there are equal numbers of individuals who are (at the very least) ambivalent about
this consumer-based way of life, and deplore its values. Some, suffering from poverty conditions in American cities and rural
areas, feel its goals are beyond their reach. Others may enjoy economic privilege and so-called “purchasing power”, yet they regard
the stereotypical image of American consumerism with a suspicious eye. They openly critique its insidious, mercenary values,
ecologically wasteful habits, and spiritual vacuum. Recognizing their own capitalist complicity and inevitable urge to consume the
stuff of “the good life”, they invent new ways to subvert its psychological dominance through their labor and lifestyles.

The artists in Consume(d): Acts of Creative and Critical Resistance in the San Francisco Bay Area are among this latter group.
They critically acknowledge and question their personal relationship to American/global consumer culture while creatively
manipulating its images, products, economic methods and technological circuitry. Their work reveals what is typically unspoken,
invisible or otherwise lacking on a spiritual or social level. Through shared cultural exchanges in Bay Area art schools and artist-
run spaces, they interact with one another to form a creative community that hopes to complicate and undermine the stereotype
of American consumption today.

An Historical Overview: California’s San Francisco Bay Area has historically harbored a community of artists, social activists and
intellectuals who challenge the ideological underpinnings of consumer capitalism. Ironically, they live in an urban center made
famous by the “Gold Rush” of 1849, when people from around the world flocked to the area in hopes of amassing instant fortunes
by pillaging gold nuggets from the Sierra Mountains. The side effect of this gold-oriented historical quest is that the San Francisco
Bay Area not only evolved into a major financial center but also a metropolis that tolerates unconventional lifestyles, champions
a multiplicity of ethnic heritages, revels in the notion of “maverick” subcultures, and welcomes a youthful, entrepreneurial, “do-
it-yourself” spirit.

Examples abound, each of which has made a profound historical mark: North Beach’s Beat Generation artists/poets, who
romanticized back alley life and revalued the detritus of consumer culture; the Black Panthers, who organized revolutionary
social programs for their otherwise underserved African American community in West Oakland; Chicano “La Raza” activists,
who adorned the Mission District with colorful murals and graphics depicting Latin American civil rights struggles and cultural
celebrations; Berkeley’s Free Speech Movement, which mobilized academics and laymen to rally against profit motives within U.S.
military imperialism; the Cockettes, whose flamboyant performances fused Haight Ashbury’s hippy psychedelia with the camp
aesthetics of San Francisco’s gay Castro neighborhood; graffiti artists and skateboarders who navigate through urban space and
mark it with their own Hip-Hop aesthetic. It is also where ingenious inventors in the nearby Silicon Valley created computer chips
that have revolutionized how we communicate and do business with one another. In each case, extraordinary forms and forums
were born out of the specific needs of localized communities and visionary individuals, yet all were nurtured within the Bay Area’s
vibrant multicultural climate. Similarly, this milieu spawned a complex cultural and economic network for contemporary art. The
1960s - early 1980s gave rise to a bounty of not-for-profit cultural spaces like Southern Exposure, Intersection for the Arts, New
Langton Arts, the Luggage Store Gallery, Galeria de la Raza, SF Camerawork Gallery, Capp Street Project, The Lab, ProArts Gallery,
and others--venues that supported artists whose radical aesthetics were not acceptable within the Bay Area’s conservative
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commercial art market at the time. These artist-run spaces offered exhibition opportunities, access to media equipment and a
group of sympathetic friends. Originally, “fringe” studio practices included video, performance, conceptual, installation, and site-
specific art, as well as works made by socially marginalized groups such as women and artists of color. Experimental artists did not
wait for the mainstream market’s critical approval but rather preferred to work outside of it, creating their own unique aesthetic
activities and communities. Unlike today, apartment and studio rentals were cheap, and the dynamic creative environment and
natural beauty of the region made daily life especially appealing to young artists. Governmental grants for individual artists and
not-for-profit arts organizations were plentiful and their peer-reviewed jurying processes guaranteed that artistic radicality would
be rewarded. Some of these grants offered opportunities for artists to work in public schools and neighborhood centers as well
as in their studios. For many at the time, their professional orientation was not towards “success” in economic terms. Instead,
they turned their attention towards working in community organizations and fostering each other’s studio practices within self-
determined counter-culture cultures. Many of these individuals began teaching in the Bay Area’s numerous art academies,
securing a modest income and advocating aesthetic experimentation in their classrooms.

Between the mid-1980s-2000s, the conditions for art and business in the United States transformed significantly. Transnational
corporations and consumer-oriented culture flourished, facilitated by the expansion of the mass media and entertainment
industries, which became increasing controlled by powerful corporate interests. Then-Presidents Ronald Reagan and George
Bush Sr.’s mandate of “laissé faire” economic policies favored the privatization of the public sector, the build up of the military
industrial complex, and a “trickle down” approach to the distribution of wealth. Federal and state funding for the arts and
education were drastically cut during this period, and many social programs that had been established in the previous two
decades were abolished. Under the Clinton administration, attention turned to facilitating global economic exchange and
expanding the technological networks that ensure its survival, creating Silicon Valley’s “dot.com boom,” which sent stock and real
estate prices soaring. In this economically powerful and politically conservative climate, the next generation of Bay Area artists
found themselves negotiating a new set of forces that dominated local culture. These included:

1) the weight of the Bay Area’s revolutionary history during the 1960s and 70s—a legacy handed young artists by their parents
and teachers, inspiring both romantic admiration and a kind of frustrated nostalgia;

2) the mainstream art market’s embrace of formerly “alternative” art practices and marginalized artists; while this assured the
visibility of multicultural aesthetics, it blurred the lines between commercial and not-for-profit art worlds;

3) the introduction of intellectually rigorous post-modernist theory into art school curricula, mandating that young artists learn to
critique Eurocentric and institutional structures within art, society and their individual psyches;

4) the “professionalization” of the contemporary art field, with its expectation that young artists learn to speak an increasingly
specialized critical language and earn a college degree in art as their “credential”;

5) the increased cost of living, which had escalated to new heights, making the practicality of a non-market-oriented art practice
less romantically appealing (if not nearly impossible). This, combined with the high cost of American college education, resulted
in many young artists graduating in debt for over $50,000;

6) the profusion and infatuation with new media technologies, which provided jobs to creative individuals with computer and
design skills within the Bay Area’s dot.com sector;

7) the expansion of the local art scene into a global network through nascent internet technologies, increased representation
of international artists (especially those from Asia and Latin America) in local and national museum exhibitions, as well as the
burgeoning international biennial and art fair circuits.

Given this scenario, the current generation of artists could no longer envision a practice that claimed to be outside of transnational
market’s forces, nor did they want to. For the first time in history, many were being invited into commercial venues as “emerging”
artists at unprecedented rates. Today, curators, gallerists, and collectors visit artist-run spaces and MFA exhibitions in search
of the area’s next “art stars.” Their work has come to be regarded as a potentially wise financial investment, with echoes of the
previous California Gold Rush. Cultural consumers, conditioned by both the fashion industry and stock market, hunger for what
was “new” and “hip” this season-as well as for what is likely to escalate in economic value over time.

With governmental funding for the arts and education increasingly disintegrating, financial support from the private sector has
been welcomed as a way to nurture aesthetic experimentation. As a result, artists, artist-run spaces and art colleges now conduct
themselves more like corporate businesses, often adopting their rhetoric or strategies. Artists and cultural institutions “package”
themselves and their work to gain the support of culturally and economically influential patrons. Few in the Bay Area’s art world
are getting rich, but many have learned how to survive and flourish in this cultural climate. Now that the boundaries between
aesthetic and business practices are more permeable, artists have found creative ways to work critique consumerism while
participating within its systems.

While Bay Area art colleges and artist-run spaces no longer function as “alternatives” to the commercial art market or the broader
capitalist arena, they do much more than merely offer up new products for cultural consumers. They also continue to function,
as they always have, as a “commons”—an intimate yet public meeting ground where artists and cultural enthusiasts gather for
parties, form their own support networks, inspire one another to engage in innovative collaborative projects, and sometimes
fall in love. Websites now serve as virtual annexes for these venues, facilitating both a local and global exchange of ideas and
images. In these cultural spaces—real and virtual-- democratic debate about art, politics and daily life continues to flourish. At
a time when challenging the status quo in post 9/11 America can be misconstrued as a threatening or “unpatriotic” act, these
venues have become more culturally significant than ever.
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Leyla Akhundzadeh,
Director of the creativity
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‘Wings of Time’

Already long time ago scientists have
established a relativity of a ‘typically man’s’
and ‘typically female’ perception; thatin one
society is considered man’s employment
(behavior, by a character trait), on other it
can be defined as female. A variety of social
characteristics of woman and man marked
in the world, basic identity of biological
characteristics of people, allow drawing a
conclusion that the biological sex cannot
be an explanation of distinctions of their
social roles existing in different societies.
Thus there was the concept of a gender,
meaning set of social and cultural norms,
which the society orders to carry out to
people depending on their biological sex.
Not a biological sex, but the socio cultural
norms define final psychological qualities,
models of behavior, kinds of activity,
occupations of woman and men. To be in
society the man or the woman means not
simply to posses those or other anatomic
features it means to carry out those or
other gender roles given to us.

If we shall address to an art, we will see
that the originality of centuries-old history
of visual culture consists that it approves
social and psychological properties in a
man’s image and in an image of the woman
as a rule its infinite diverse beauty. The
situation has a little changed in 20 century
when woman which creativity is based more
on marginal forms of sensation - taste,

were actively integrated into visual art c,/

sense of smell and touch, on this emotional
nuances.
Our project is dedicated to understanding
of differences and perception of a Man and
Woman theme in creativity of artists of both
genders.

>

Miraslan Zeyn
“Le miroir noir”
photography 2004
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INTERVIEW

LOOP - What, in your opinion is the main goal of the art fairs?

John Wilson - Artist in order to work want to have their work
shown not only for possible purchase but to get reactions from
the public and colleagues. The main function of any commercial
show is sales but these Expositions have many benefits, exposure
to the public, the forming of friendships with other artist, the
possibility of getting shows with other dealers other areas, and
even getting a museum show by a curator or director who would
see the work for the first time.

LOOP - You were invited to the Art Caucasus 2004 as a member
of experts group, was it an interesting experience for you?

John Wilson - It was very much a rewarding experience for me |
for the first time got to see a over view of the wide range of art
that is taking place in the Caucasus.

LOOP - what, in short, is your evaluation of the Art Caucasus
2004?

John Wilson - | was very surprised and pleased that this first Art
Caucasus 2004 was very much a success. A general rule it takes
3 years for a show to generate enough sales to attract dealers
and customers. The staff is to be complemented.

LOOP - do you think the Art Caucasus 2004 realized its goals?
John Wilson - For a first year show | would say it very much
realized its goals. | as told by many Dealers and Artist that sold
well and would be back | was told by a number of Artist that were
not showing that they were impressed and that they were going
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John Wilson, Presidnet of the Lakeside
Group , member of the experts group of
the Art Caucasus 2004

to exhibit next year.

LOOP - How do you see the regional nature of the project?
John Wilson - The world needs to be better acquainted with

the art that is being made in the Caucasus area and this is a
excellent start. More publicity about this show should be sent to
the rest of the world.

LOOP - What is the main difference between the art markets in
the USA, Europe and Russia?

John Wilson - There are too many differences between the

USA, Russia and Europe to even start listing. There are large
differences even between States and sections of the Country to
list about the USA. | did get a under standing that New York did
not make that much influence on the Arts in the Near East.

LOOP - What are your future planes?

John Wilson - | have been invited back to be an Expert on the
panels again this year and | consider it a great honor | have
very gladly accepted. | will be a guest this year of The Georgian
Foundation of Culture and the possibility of my being the first
Foreign Partner of the National Culture Center. This would be a
great honor. One of the goals the National Culture Center and |
hope to achieve is to restart the Artist exchange that we had in
the past. We will be meeting before the show to see if there is a
way to benefit Artist attending the show would be selected as the
Artist who would be sent on these exchanges in the future.

| hope this help with your questions. John Wilson
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