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MediaImpact

INTERNATIONAL FESTIVAL OF ACTIVIST ART

The Medialmpact International Festival of Activist Art was initiated by

ZHIR Project in autumn 2011 as a Special Project of IV Moscow Internationall
Biennale of Contemporary Art. The exhibition, a series of public lectures
and discussions, as well as the section titled “Tactical Media” within the
framework of the International Symposium “PRO@CONTRA 2011” have
taken place with the assistance and at the premises of the ARTPLAY Design
Center supported by the Partisan Museum. Artistic interventions of the
Festival have spilled out into the streets and public spaces of Moscow.

Among the Western artists and theoreticians who took part in the Festival
there have been a few pioneering practitioners of tactical media: the
American collectives “Gran Fury’, “The Yes Men” and the “Silence=Death
Collective” Nina Felshin, the curator and theoretician of American activism,
Andrew Boyd, American media-activist, an international activist collective
“Organ kritischer Kunst’, the Greek tandem “Kavecsprojects” have brought
to the Festival their workshops and performances so as fo have a chance
to personally interact and exchange ideas and experiences with young
art activists from Moscow, Saint Petersburg, Novosibirsk, Yekaterinburg,
Krasnodar and Perm.

The Medialmpact International Festival of Activist Art is envisioned as a
regular event within the framework of the Moscow International Biennale
of Contemporary Art.

Mexzua¥Yxap

MEXOYHAPO[OHbIN ®ECTUBATIb AKTMBMCTCKOTO MCKYCCTBA

Mesx ayHapoaHbii ecTMBANb OKTUBUCTCKOTO MCKyccTBa MeauaYnap
cocTosnca oceHbto 2011 roga no nunumatmee npoekta XMP kak Cneum-
QnbHbIMA MPOEKT 4-11 MOCKOBCKOM MEX AYHAPOAHOM BUEHHANE COBPEMEH-
HOrO MCKYCCTBA. BbICTOBKA, CEpMA NEKUMM M AMCKYCCUIM, O TOK XE CeKUMs
«TakTMyeckme megua» B pamkax MexayHapogHoro cumnosmnyma «PRO@
CONTRA 2011» npoLnu Ha TeppuTopum 1 Npu cogemcTsnm LieHtpa am-
3arHa ARTPLAY m npu nogaepxke MNapTM3aHCKOro Myses, XyaoXeCTBEH-
Hbl€ MHTEPBEHLMM (PeCTUBANS — B OBLLECTBEHHBIX MPOCTPAHCTBAX M HA
ynuuax Mocksbl.

B dbecTiBanNE NPUHSNM yYacTHe 3aNaaHbIE XYAOXHUKM 1 TEOPETHKM,
cpenm KOTOpbIX MMOHEPLI MeamMaakTMemama: rpynnel ua CLLA «Gran Fury»,
«Silence=Death Collective» u «The Yes Men». KypaTtop v Teopetmk ame-
PUKAHCKOTO aKTMBKM3Ma HHa PenLimH, aMepUKAaHCKMIA MEANAAKTMBUCT
SHapto boig, MHTEpHAUMOHAnbHLIM KonnekTue «Organ kritischer Kunst»,
rpeyeckmit TaHaem «Kavecsprojects» npuexanu Ha becTmBarnb C y4ebHbl-
MU CEMMHOPOMM M NEPDOPMAHCAMM, YTOBbI UMETb BO3MOXHOCTbL MTYHO
OBMEHSITLCS MOESMM 1 OMBITOM C MONTOAbIMM APT-OKTUBMCTAMM M3 MOCKBSbI,
Metepbypra, Hosocnbupcka, Ekatepunbypra, KpacHopapa m Mepmm.

Mesx ayHapoaHbii pecTMBANb OKTUBUCTCKOTO MCKyccTBa MeauaYnap
NNAHMPYETCs KaK perynspHoe cobbiTue B pamkax MOCKOBCKOM MexX AyHa-
ponHOM BUeHHANe COBPEMEHHOTO MCKYCCTBA.
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Born by commissions of ecclesiastical and mundane power painting was always suspected
to be in the service of power. According to Foucaultimages have always used to be rep-
resentation of power. “Against representation” was therefore the battle call of the critical
avant-garde, and the main transformation of art in the 20th century was the substitution of
representation by reality: body artinstead of portrait painting, land art instead of land-
scape painting, real actors and real actions instead of history painting.

Political and social activism is one of the results of this modernist process of substitutions.
Suprematism, constructivism, productivism in Russia have been the most critical movements
against representation. Radical activism in Russia is the historical consequence. Visual
media, the classical representative area of art, get replaced by social media, the future
agency of art, that break the hegemony of systems. This book offers a first comprehensive
view into the new activism, that sets up a new equation between art and power. As commis-
sioner of the main exhibition Rewriting Worlds | visited the exhibition Medialmpact, a spe-
cial project of IV Moscow International Biennale of Contemporary Art. | was so impressed
by the audacity and quality of the exposed artworks, documents of activities, of the whole
exhibition that | immediately thought the world should know about this exhibition and what
is going on in the Russian art scene to understand that the best contemporary art is Activ-
ism. When | asked the organizers whether documentation is planned to be published, |

got the answer: No, because of lack of money. Therefore | offered the help of ZKM to print
a catalogue to document the project, especially since my exhibition-contribution to the

IV Moscow International Biennale was subtitled Art and Agency and especially since ZKM
is always interested in new social agenda offered by the new media. In Western Europe
people like to read about indignation, even if they don’t have to take risks. In Russia re-
sistance can be dangerous. Therefore the indignation of individuals for social causes like
justice, humanity and freedom cannot be pressed and supported enough.

Peter Weibel, May 2012

The Medialmpact catalogue is published with the generous support of ZKM | Center for Art and
Media Karlsruhe.
www.zkm.de

Headed by the Prof. Peter Weibel since 1999, the Center for Art and Media probes new media in
theory and practice, tests their potential with in-house developments, presents possible uses in
exemplary form and promotes a debate on the form our information society is taking.

Its work combines production and research, exhibitions and events, collections and documentation.
The Center is a platform for experimentation and discussion, with a mission to participate actively in
working towards the future and to engage in the ongoing debate about the sensible and meaningful
use of technology.

The Center for Art and Media is a unique cultural institution, which engages theoretically and
practically with the new media and theirimpact on the classical art, as well as on society. Itis a
museum and a center for research and production.

Since its inauguration, the ZKM has become internationally known as the “Max Planck Institute

ofthe Arts” or the “Digital Bavhaus” and “a Mecca of media art”. It has responded to the rapid
developments in communication and information technologies, along with the emerging possibili-
ties for art and the associated social transformations with artistic, scholarly, and scientific research,
productions, seminal exhibitions and presentations. The ZKM understands itself as a public forum for
encounters between philosophy, science, art, politics...!

1 Peter Weibel (ed.), ZKM, Karlsruhe. Archives and collections, exhibitions and events, research and produe
tion (ZKM | Karlsruhe 2010).

PoauBLIyoCs M3 30KA30B CUMbHBLIX MUPA CETO, XMBOMMCh BCErAA NOAO3PEBANM B TOM, 4TO
OHa 06CNyXMBAET BNACTb, LEPKOBHYIO M MUPCKYI0. DYKO YTBEPXAAN, YTO M30BPaXeHMs
BCErAa ABMAIOTCA PENPe3eHTALMAMM BNACTU. «[TPOTHB penpe3eHTaLmMn» Gbino 6oesbim
KITMYEM KpUTUYeCcKoro aBaHrapad. Knoueson tpaHcdopmaumet B uckyccrae XX seka
ABUNOCH NOAMEHA PENPE3eHTALMM PEANbHOCTLIO: BOAN-APT 3AMEHMM KMUBOMMUCHBIE MOP-
TPEThI, N3HA-APT NPULLIEN HA CMEHY NEeM3AXAM, A UCTOPUYECKME MOMOTHA YCTYMUNM MECTO
HACTOALLMM OKTEPAM U XYAOXECTBEHHbLIM AKLIMAM.

MonnTUYEeCKMi 1 COUMAnbHBIA AKTUBU3M CTAN OAHMM M3 PE3YNLTATOB 3TUX MOAEPHMCTCKMX
npoueccos noameHbl. CynpemaTnam, KOHCTPYKTUMBM3M, MPOAYKTUBU3M, NOSBMBLIMECS

B POCcuu, CTanm OQHUMM M3 KIIOYEBbLIX ABUXKXEHMM, MPOTUBOCTOALLUMX PEMNPE3EHTALMM B
uckyccTee. POCCUIMCKMI paaMKASbHbBIA OKTUBU3M — UX UCTOPUYECKOE NPOofoXeHue. Ha
CMEHY BM3YQmNbHbLIM MEAMA, 3TOM KNACCUYECKOM OBNACTHA MCKYCCTBA pEnpe3eHTaumm,
NPULLNM COLMANbHbBIE MEAMA, FPAAYLLAS ABMXYLLAS CUNA MCKYCCTBA, KOTOPLIE Pa3busaloT
rereMoHMIO CUCTEM. ITA KHMIQ NPEANAraeT BCEOXBATHIBAIOLLEE MCCNEAOBAHNE HOBOTO
OKTMBM3MA, 3AACIOLLETO HOBBIN 6ANAHC CUI MEXY MCKYCCTBOM M BNACThIO. Kak komuccap
TMABHOMO NPOEKTA MOCKOBCKOM BueHHane «MepenmnchiBas MUPbI», s NOCETUN BBICTABKY
MeauaYnap, cneunansHbii npoekT IV MockoBckon MexayHApOaHOM GueHHane cospe-
MEHHOTO MCKYCCTBA. 9 BbIN TAK BNEYATIEH CMENOCTLIO M KAYECTBOM PaBoT, AOKYyMEHTA-
LMe NPOEKTOB, BLICTABKO B LIENTOM, YTO CPA3Y MNOAYMAI, YTO MMP AOMXEH 3HATL 06 3TV
BLICTOBKE M O TOM, YTO MPOMUCXOAMT HA PYCCKOM XYAOXECTBEHHOM CLIEHE, YTOBLI MOHATL,
4TO NyyLee COBPEMEHHOE UCKYCCTBO - 3TO OKTMBM3M. Korga s cnpocun y oprasusaro-
POB, NNAHMPYETCS NI NyBNUKALMS JOKYMEHTALMM BBICTABKM, st MONy4YMN OTBET: HET, 13-30
oTcyTcTBUS AeHer. [oaTomy a npeanoxmn nomots ZKM B u3gaHmnm KaTanora Ans AOKYMEH-
TMPOBAHMS NPOEKTA, TeM Bonee, YTO NOA3ArONOBOK MOEN BbICTABKM Ha |V MoCKoBCKOM
MeXAyHAPOAHOM BueHHane Bbin «McKycCTBO M NOCTYNOK», 1 0COBEHHO NOTOMY, 4To ZKM
BCErAA UHTEPECYETCA HOBbIMM COLMANbHLIMM MPOTPAMMAMM, MPEASIArAEMbIMM HOBbIMK
menma. B 3anapHon Espone nioau nio6aT untath 06 06LLECTBEHHBIX MPOTECTAX, AAXE €CNM
MM COMMM He NPUXOAMTCS PUCKOBATE. B Poccumn conpoTuBneHmne MoXeT BbiTb ONACHbIM.
Mo3TOMYy HMKOTAA HE MONYYMTCA B LOCTATOYHOM MEPE HM NOAABUTL, HU MOAAEPXATb
NPOTECTbI IIOAEM, BbI3BAHHLIE TAKMMM COLIMANbHbBIMM (PAKTOPAMM, KOK CNPABEANMBOCT,
ryMOHHOCTb M cBOBOAA.

Metep Banbens, Mar 2012 ropa

I'Iy6nm(a|.|.m| karanora cbecmsann MepuaYpap ctana BO3MOXHOM Npu noaaepxke ZKM | LienTtpa
MCKYCCTB M MeanaTtexHonoruit Kapncpya.
www.zkm.de

Mon pykosoacTteom npoceccopa Metepa Barnbens, Boarnasnsiowero LieHtp ¢ 1999 roaa, LieHtp
MUCKYCCTB M MEOMATEXHOJIONMMU M3yYdeT HOBbIE MEANA B TEOPHM U HA MPAKTHKE, UCNbITLIBAET X
noTeHuMan B CBONX pOspﬂGOTKOX, npeacTaenseT NpUMepbl BO3MOXXHOTO MX MCNONb3OBAHMA U
coneﬁc‘rayer oScy)Kn.eHmm TpﬂHCd)MrypﬂLl.Mﬂ, NepeXXMBAEeMbIX HaOWUM MHq)OpMOLlMOHHbIM 06LI.|eCTBOM.

PQGOTU ueHTPO BKMo4YaeT pOSPOGOTKH M UCCNEAOBAHMSA, BbICTABKM M MEPONPHATHA, YCHUNIMA NO
KOOPAMHALUMHK M AOKYMEHTALMM. LleHTp ABnaeTcsa ﬂHGTq)OPMOﬁ AnNfA 3KCNEPHUMEHTOB U HMCKyCCMﬁ. Ero
MUCCHA COCTOUT B AKTUBHOM BKNaAe B pOsOTy Ha 6nuro 6ynyu.|.ero, B yYdacTMM B Npofoxaioemcs
OGCY)KHeHMM PA3YMHBIX M 3HAYUMBIX METOAOB UCMNOJTb30BAHKUA TEXHONOTUM.

LleHTp UCKYCCTB M MeAMATEXHONOMMMI — YHUKANbHASA KYNbTYPHAA MHCTUTYLMSA, KOTOPASA HO NPAKTUYECKOM
U TEOPETHUYECKOM YPOBHAX 3AHMMAETCA HOBbIMM MEAMA U UX BITUAHUEM HA KNACCUYECKOE MCKYCCTBO M
06wecTso. ITO OAHOBPEMEHHO My3€i M LIEHTP MCCIE[OBAHMI M paspaboTok.

C MOMeHTa cBoero oTkpbiTHa ZKM npeBpaTmncs Bo BCEMMPHO M3BECTHbIM «MHCTUTYT MCKycCTB Makca
Mnaxka» unu «Ungposoi bayxayc» u «<Mekky Meamna apta». B oTBET HO CTpeMHUTENLHOE PA3BUTHE
KOMMYHMKOLUMOHHbBIX M MHPOPMALIMOHHBIX TEXHOMOMMM M BO3HMKAIOWME BO3MOXHOCTH NSl MCKYCCTBA,
CBA3AHHbIE C 06WECTBEHHBIMM TPAHCHOPMAUMAMK, LIEHTP NPEANOXMN XYAOXKECTBEHHbIE, HaYYHbIE,
McCnenoBaTenbCckMe NPoeKThl, pa3pabotku u seictasku. ZKM Buaut cebs obuiecTseHHbIM OPYMOM Ans
BCTpey mexay ¢punocoduen, HayKoM, MCKYCCTBOM M MOMMUTHKOM. ..

1Metep Baibens (pe}:\A) ZKM, LieHTp nckyccTs u megratexHonorui Kapncpys. Apxusbl M KOnnekumu,
BLICTABKM 1 COBBITMS, MCCNENOBAHMS M pa3paboTku (ZKM | Kapncpys 2010).
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The Culture of Riot:
The Experience of Recent Protest Movements
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INTERNATIONAL FESTIVAL OF ACTIVIST ART Tatiana Volkova

Today art critics are faced with a challenging
task: the necessity to articulate and to reflect
upon the transformations of the place and
function of contemporary artists within the
rapidly evolving socio-political processes.
The current catalogue of the Medialmpact
International Festival of Activist Art (Sep-
tember 2011) was taking shape against the
backdrop of public protests of the last fall
and winter. We were thus forced to modify its
contents, so as to include not only artworks
and fexts of the participants, but also certain
projects that were completed after the Fes-
tival. Among them is the joint action of the
RSD group and the Creative Workers Union,
“Today the Brooklyn Bridge, tomorrow the
Bolshoy Kammeny!, an early precursor of
the mass protests in Moscow that followed
one and a half month later, as well as the
performances of the Pussy Riot group that
became emblematic for the artistic context
of the “white” winter of 2011/2012.

We have long intended to create a kind of a
reference book about the current activist art
that would include key figures and key texts
on the subject, the intention that we have
sought fo realize in the current publication.

It is hardly accidental then, that some
articles of our curators and critics that have
been written for the catalogue (including
this introduction) undertake it upon them-
selves to reflect on the contemporary art-
ists’ participation in the protest movements.
One cannot avoid talking about it within
the context of activist art, since art activism
and the technologies of tactical media have
obviously had a crucial role to play in the
recent developments across the globe:
whether one talks about the popular upris-
ings against authoritarian regimes in the
Middle East and North Africa, or anti-auster-
ity protests and riots in Europe, the Occupy
Wall Street movement in the United States
and its allusions — across the Atlantic - to the
so-called “White Revolution” in Russia.

The term “tactical media” was first coined by
two Dutch media-artists, David Garcia and
Geert Lovink, in their 1996 manifesto “The
ABC of Tactical Media” written on the eve of
the N5M/2 (Next 5 Minutes Festival of Tactical
Media, Amsterdam, the Netherlands). The
text defined tactical media as “the me-
dia of crises, criticism and opposition” The
adjective “factical” underscores the mobility

ZHIR Project & noart Gallery. Party Riot Bus,
2012.
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ofthese mediathatoffersanadvantage over
such “strategic” players as the corporate
world and the state. The most recent book
of another scholar of tactical media, an Am-
sterdam based media theoretician Eric Klui-
tenberg, explores the evolution of tactical
media in contemporary societies where
each person has got access to affordable
means of producing, processing, editing
and disseminating media images.! Kluiten-
berg argues that the ubiquitous presence
of the camera (in the hands of both media
professionals and millions of protestors)
was one of the crucial features of the 2011
protest movements as he describes the
effect of the “radical multiplication of singu-
lar perspectives” enabled by this massive
presence of the camera. In near real-time
these electronically mediated singular view-
points are captured and distributed through
an endlessly varied and diverse range of
media. Kluitenberg believes that the fallout
of this “radical multiplication” phenomenon
is still to be grasped but he suggests that
they it might as well bring about the birth of
real democracy and of radical information
transparency.

Artists that still have an important role to
play in the social and political develop-
ment were obviously forced fo share their
monopoly on the production of singular
images: the effect of radical multiplication
of singular viewpoints has inevitably turned
every participant of the event info a media-
artist. Practically anybody can now partake
of the artist’s previously unique position.
The function of “professional artists” is thus
reduced to that of facilitators, catalysts of the
citizens’ self-actualization and mediators of
the processes of cultural democratization.
The ideal of cultural democratization it-
self is associated with a whole range of
participatory art practices that engage
the audience in the creation of an art work.
Participatory processes refer us to Joseph
Beuys and his idea of “social sculpture” as a
direct artistic infervention into reality.

This position is also endorsed by Nina
Felshin, a participant of our Festival, and one
of the most prominent American scholars
and theoreticians of art activism. She claims
not fo “distinguish between artists and the

lay public when it comes to activism”. This
was also the subject of our discussion with
another parficipant of the Medialmpact,
Mike Bonanno of the US duo The Yes Men,
an emblematic art project in today’s media
activism. We were fortunate to have a Skype
conference call with Mike at the height of
the Occupy Wall Street protests in October
2011. When asked about the essence of
their participation in and contribution to the
protest movement, Mike replied: “That is the
thing: we are acting with other people, but
we don't have any [projects]. They are not
ours. They belong to everybody. So there
are many ideas that are being generated
within a group and some of those ideas get
done’?

Russia’s art scene reveals the role of art
activists as harbingers and catalysts of
social processes. Tens of thousands of
people gathered in central Moscow at the
end of February, holding hands and form-
ing a human chain along the length of the
Garden Ring during an anti Putin protest
known as “The Big White Circle”. The action
drew on the symbolism of the color white —
the color of the “Snow Revolution”. Very few
of the participants must have heard about
an action called “The White Line” master
minded by the artists-members of the Labor
Union of Street Artfive years ago. According
to the artists the participants drew a white
chalk line along the length of the Garden
Ring separating the virtuous and the sinful
spaces of the city so as fo cleanse Russia
of the evil spirits that have come to reside
in Moscow’s downfown. An invisible magic
wall that was erected on that day between
Moscow and Russia has been protecting hu-
manity from the ills and vices of the capital
city ever since.’

The Join statement by Anton Nikolayey, the
founder of the Labor Union of Street Art, and
the artist Victoria Lomasko, has proved to
be prophetic: protest art will soon become
trendy, while an exclusive preoccupation
with gallery art that does not touch upon
the hot social issues will be considered a
vulgarity. You may not be an artist, but you
must be a citizen. As a result, scores of gal-
lery artists will start producing a travesty of
“protest art’; diluting its meaning and turn-

ing it into bourgeois/corrupt art. Real art
activists will then be forced to become even
more radicalized and to draw closer to the
sphere of politics?

Anton Nikolayev was among the first and
the most active participants of Moscow
protests, extending the work of his Labor
Union of Street Art to the sphere of legal
support for political prisoners, most notably,
the members of the Pussy Riot group that
were imprisoned after their performance
dedicated to the presidential elections. This
theme is becoming increasingly popular
against the backdrop of the growing num-
ber of activists that get arrested on political
charges. In response to the mass arrests of
the protesters, Vassily Shumov of the Tsentr/
Center music band staged a group concert
of activist music, “Freedom of Choice” Within
the framework of this initiative we organized
a one-day exhibition to support all those ar
rested.

For several years now Victoria Lomasko
has been producing graphic reports on the
current political developments, working en
plein air in the midst of the events during
each protest, the result of which is a monu-
mental series of her social graphics fitled
“Chronicles of Resistance” According fo the
artist, the situation in the country is changing
and arfists cannot help but respond to these
transformations. All of us are seeking to find
answers to the questions about the current
events and their future prospects. For now
these prospects remain vague. We are left
with a task of recording the events while try-
ing to make sense of them on our own. That
is why there are so many portraits among
the sketches that | make: | am particularly
excited about talking to people, both those
who are making the “revolution” happen
and those who oppose it. | hope to be able
to carry on my work on this project and to
record in my graphics how Russia is gradu-
ally becoming ditferent.s

The slogan “They fucked you again” of
the RSD and Autonomous Action at the
unsanctioned march that followed the al-
leged vote rigging in the parliamentary
elections seems to have aptly conveyed the
feelings of thousands of protesters. A Yekat-

erinburg-based street artist Tim Radya soon
followed with his own signature response to
this slogan, when he placed giant letters on
the roof of a multi-storey building.

Artyom Loskutov of the Novosibirsk Kiss my
Ba activist group came to Bolotnaya Square
rally in Moscow carrying a slogan: “We are
the 146%", which simultaneously alluded to
the estimates of the voter turnout released
by Russia’s Central Election Commission
complicit in the vote-rigging, and to the key
slogan of the Occupy Wall Street move-
ment, “We are the 99%’, that builds on the
chart showing the disparity in income dis-
tribution in the United States. Rhyming with
it is one of the principal slogans of the RSD
group, “Power to the millions — not the mil-
lionaires!”

It is not an exaggeration to state that the
artistic community has played an active role
in the current wave of protests, with one of
the crucial consequences of this mobiliza-
tion being the consolidation of the artistic
community. Besides being represented at
all the mass rallies and marches, artists,
art critics and curators worked as election
observers during the presidential elections.
The results of this work were published as
part of the contest “An eye for an eye” or
ganized by the Creative Workers Union
on OpenSpace.ry, an on-line magazine
dedicated to culture. This initiative has soon
outgrown its own boundaries, gradually ma-
turing into an on-line activist video-channel
dedicated to the current political reality in
the country. Ekaterina Dyogot, editorin-
chief of the “Art” section at OpenSpace.ru
had this to say about the situation: the tradi-
tional roles of artists and curators have been
those of estranged and reflexive observers,
fastidious critics, Baudelairian fl  neurs and
medhermeneutical “inspectors” These roles
are very comfortable, they are more than
habitual and they are very fruitful from the
aesthetical point of view. What can be more
natural for an artist than to observe? How-
ever, it is interesting that the maijority of the
artists and critics questioned about their
experiences as election observers chose
to mention something entirely different:
the experience of social participation, the
experience of getting to know the society,
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the potential audience that has hitherto
been an abstract mental construct for most
of them, including the so-called leftist art-
ists.

Reflecting on the experience that artists
had gained during the participation in the
protest movements, artist Arsenyi Zhilyaev
|launched an entire manifesto, in which he
undertakes to clarify what artshould be and
how it should change after this encounter
with real politics: at the moment | have no
doubt that we, the artists, should seize on
the unique tools that have been elaborat-
ed by modern art since the the first avant-
garde period in order to prepare for and
contribute to the transformation of social
reality. | am talking about the politically
incorrect turn to utilitarian and didactic art...
We, professional culture-makers, must leave
our monastic cells and face life, so as to fight
for it together alongside thousands of other
dreamers, like us?

Mass protests in the streets of Moscow have
caused flourishing of the creative activity of
both artists and protestors. The on-line ex
hibitions that we organize in our blog zhiru-
zhirru as we struggle to structure the sudden

outpouring of visual materials, beautifully
illustrate the earlier point about today’s art-
ists having to share their exclusive role as
visualizers of the protest. One of the parts of
such an on-line exhibition is called “Anony-
mous statements” and it features a selection
of protest signs and funny photoshopped
pictures posted on social networking sites
that respond to the current events and are
no less expressive than the best instances of
professional artistic works.

However, the most striking and controversial
of all the artistic events of the protest winter
of 2011/2012 was a series of punk concerts
in public spaces staged by the Pussy Riot
group. The emergence of this eye-catching
cross-genre female art group was sure to
draw attention of bloggers, artists, activists
and feminists and to trigger a gamut of
reactions, both extremely boisterous and
mixed. The group has staged a total of 5
performances, one of which took place on
the roof ofthe detention room that contained
protesters arrested during the rallies. The
group's last action staged shortly before
the presidential elections was a punkrock
prayer “Virgin Mary, chase Putin out!” It fook

ZHIR Project & noart Gallery. Party Riot Bus,
2012.

place inside the Christ the Savior Cathedral
and resulted in a lawsuit. The suspected
members of the collective were arrested on
charges of hooliganism and are now facing
a prison sentence of 7 years, if convicted. Af-
ter the arrest the group's ties to the Moscow
fraction of the Voina/War group became re-
vealed: Pussy Riot have radicalized Voina's
methods taking them to their limit.

In his article “Curing with hysteria” art critic
Aleksandra Novozhenova writes: actionism
does not exist as a “style” limited by a
specific time period, and with a traceable
evolution. On the contrary, it emerges
sporadically at various points in time and
always replicates itself in its horrible inap-
propriateness — and have you ever heard
of ‘“appropriate” actions? Its techniques
barely evolve; one can hardly speak of
these actions from the standpoint of talent —
or lack of such - that went into their making.
The only thing that does not repeat itself is
the specific historical context, in which these
actions take place. If one needs “content”
to art, something to analyze, that has to
be it: these circumstances, the context, the
precision with which the action hits the most

painful spot at the intersection of political
time and political space: this is what can be
discussed here.®

However, besides their political content,
the actions staged by Pussy Riot also have
a remarkably powerful visual element to
them. Art critic Anna Tolstova talks about
the members of the collective as “spiritual
leaders that have given voice and color
to the voiceless and colorless protest of
the “white movement” The girls in multi-
colored balaclavas that were thrown be-
hind the bars have become the symbolic
representation of protests in Putin's Rus-
sia. The action-prayer organized by the
group has hardly left anyone indifferent.
The women-activists have cut open the in-
veterate abscess which is the relationship
between the corrupt Church and the au-
thoritarian regime becoming catalysts of
the confrontation between radical art and
the fascist-like pseudo-orthodox community
and taking the brunt of the backlash.

Against the backdrop of these develop-
ments, art activist Denis Mustafin  has
launched a long-term project titled “Artists

ZHIR Project & noart Gallery. Party Riot Bus,
2012.
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vs. State’, which will consist of a series of law-
suits against high-ranking state officials that
represent the state and the regime and are
associated with them: a symmetric response
to the repressive state apparatus. Mustafin
argues that the merger between the state
and the Church has led to the transforma-
tion of the later into a yet another repressive
institution used againstfree-thinkers and dis-
sidents and the independent associations
thatthey form. The Russian Orthodox Church
has become a test-lab for the most socially
vital issues that have to do with the restriction
of people’s rights and freedoms and their
self-expression 10

Pussy Riothave provoked an unprecedented
number of publications, discussions, televi-
sion and radio broadcasts and internation-
al actions supporting or condemning them,
a volume of response yet unparalleled by
any other art project. The action has drawn
a clear line between those who supported
the artists and those who condemned them
in line with the position of the authorities.
We are yet to assess the repercussions of
this action, but one can be certain that the
women-artists have succeeded in realizing
the dream of avant-garde artists of all times:
to cross the boundary between art and life.

In this case not only the artists become
precursors fo and a catalysts of social
processes, but they also assume a heroic
role for themselves as they go out into the
street alone to face up the system and as
they sacrifice themselves for the sake of
long-term social changes that will be found-
ed on their artistic gesture geared fowards
the transformation of social relations and
mechanisms. As | am writing this article the
cost of this gesture is yet to be determined,
and so is the question of the relationship
between artistic practices and social and
political activism, which the Austrian phi-
losopher Gerald Raunig described in the
following way: in all the various historical
and actual forms of the subsequence and
juxtaposition, the subordination and super
ordination of art and revolution, overlaps
emerge in which the neighboring zones of
art machines intertwine extend into one
another. In these overlaps, the transversal
concatenation of art and revolution devel-

ops in permanence and in the specific fem-
porality of the event, thwarting continuums
of time and structuralizations of space. The
manifold endeavors in between art activism
and political activism do notaimto institution-
alize the concatenation, [ ...] they attempt
to institute an ongoing series of singular
events, to actuate contemporary becoming
revolutionary in the concatenations of revo-
lutionary machines and art machines.!!

NOTES

1 Eric Kluitenberg, Legacies of Tactical Media:
The Tactics of Occupation: From Tompkins
Square to Tahrir (Amsterdam: Institute of Network
Cultures, 2011).

2 See the catalogue for the complete transcript of
the conversation with Mike Bonanno.

3 Bombily (art group). Material from Wikipedia -
free encyclopedia

4 Victoria Lomasko and Anton Nikolaeyv, “New
artists forms of protest”” Grani.ru (May 27 2011)

5 Victoria Lomasko in “Passing by” gallery.
12.13.2011 http:/noliquid.livejournal.com

6 “What sort of experience is that: an election
observer2” OpenSpace.ru (March 72012)

7 Arsenyi Zhilyaey, “The Ethics of the Future or
Fuck Art, Let’s Dance’, OpenSpace. ru (April 4,
2012)

8 Aleksandra Novozhenova, “Curing by
Hysteria”(April 5, 2012) last accessed on May 14,
2012 at http:/artchronika.ru/blog/hysteria-cure

9 Anna Tolstova, “Questions of punk-teism’,
Citizen K, no.5 (26) (May 3,2012)

10 Artists against the State. http:/noartgallery.
livejournal.com. 11.04.2012

11 Gerald Raunig, Art and Revolution:
Transversal Activism in the Long Twentieth Cen-
tury (Semiotext(e): 2007), 265.

There have been 8 drafts to this text and
| stop writing it in late February 2012, four
months after the event that had prompted
it. Back then the idea to show what is be-
ing done for the needs of “the street” in the
neutral spaces of exhibition halls seemed
both amusing and controversial. Will the
works created for public spaces and not
addressed to the lovers of contemporary
art retain their power and still be ade-
quately perceived?

The success of the exhibition has shown
the meaninglessness of this concern, while
its immediate relevance has far reaching
consequences beyond being a mere
record of an obviously interesting phe-
nomenon of contemporary art. My under-
standing of the significance of the Media
Impact Festival has evolved alongside the
development of the political processes
in the country that followed hard on the
heels of the Festival. From December 2011
onwards the upheaval in Russia’s political
reality has been prompting me to rework
and update this article time and again. The
meaning and significance of these events
were bearing outthe assumptions thatl had

The Activators

Arseny Sergeev

reserved for the article’s conclusion. Quite
unexpectedly, however, my concluding re-
marks on the role of contemporary artand
of contemporary artists in today’s society
have proved to be of a rather pretentious
kind. But first things first.

At the Independent Art Festival “Dutch
Punch” in Yekaterinburg (2002) Nailya
Allakhverdieva and | were producing pro-
jects for urban space within the framework
of the Russian-Dutch project “Debates
& Credits” Among these projects there
was one particularly remarkable one -
“The Activator” by Leo Van Munster. An
ominous-looking metal box that we man-
aged to install near a subway escalator
was equipped with sensors: each time a
passenger stepped off the escalator a
portion of the Russian anthem would blare
from the box. This object triggered a whole
range of emotions in the passengers:
from startle to gleeful smile. The “power
of people” maxim thus attained its visual
incarnation: positioned within the intense
and dramatic space of the art object the
escalator turned info a boarding stairs for
the multiple “heads of state”. It is notewor-

Victoria Lomasko. Chronicles of Resistance,
2011.
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thy that the work addressed serious issues
in a decisively witty and humorous - non-
serious — way, raising, as it were, the ques-
tions of the state and an individual, of the
value of individual self, of the relativity of
formalized statuses and rituals, and most
important of all, of responsibility. The me-
dia installation was exhibited within a real
space and was rather well received by
the ordinary city dwellers who were not
necessarily prepared for this encounter
with contemporary art. This was when |
made a mental note of the powerful poten-
tial of the projects geared towards public
spaces. By way of transforming everyday
reality and reshaping the environment
these works affect people’s mood, thereby
inspiring, initiating and sometimes directly
effecting changes in the social reality. To
me “The Activator” grew into a metaphor
that stands for the artists that interest me,
a term for the works that | would love to
curate.

Artists activators magnetize or charge the
situation, set an example of what to do;
artworks-activators change our life. Social
change starts with the changes imple-
mented in the cultural field. Now | know
exactly at what moment the civil society
that we have long given up on began to
crystallize from the protest spirit of dispa-
rate “kitchen talks” | am convinced that
the “Dissenters’ Marches” and the public
actions organized by “Strategy-31" have
had very little to do with the emergence
of civil society considering the defeatist
essence of all such initiatives. Failure is
not inspirational. The inefficiency of civic
protfests organized by the so-called “non-
systemic opposition” lays exactly in their vi-
sual drabness. Andrew Boyd is right when
he says that “a protest that lacks shape is
off putting: it is simply a bunch of morose
and overtly aggressive people”. Since the
cause that brought them together is not
explicitly obvious, their aggression seems
incomprehensible and ungrounded to the
onlookers and can thus be interpreted in
any possible way. That is why the hard-line
crackdown on the protesters undertaken
by the authorities appeared perfectly jus-
tified and has always been endorsed by
the silent majority: the man in the street is

usually wary of and frightened by large
crowds of angry people. At the same time,
“Surkov’s propaganda” has long been
outsmarting the opposition beating it at
its own game exactly because the leaders
of the “pro-Kremlin youth organizations”
were very well aware of the power of im-
ages. “Nashi” (pro-Kremlin youth move-
ment “Ours”) have always been able to
offer an effective visualization of the ideas
that they promoted: they threw Vladimir
Sorokin’s books into a huge papiermache
toilet bowl erected in front of the Bolshoy
theater; put the virtual “heads” (photos) of
opposition leaders on pikes to signify that
“they were not welcomed here”; named a
pig after the Estonian president Toomas
Hendrik llves and held “The White Aprons”
rallies against corruption.

Sowhendidthe civil society become aware
of itself2 The answer is: after the famous
action of the “Voina” (War] group “Dick
Captured by the FSB” at Liteyny Bridge.
Thanks to social networks this virtuoso
prank that made use of the kinematics of
the moveable bridge immediately became
a cultural property. Millions of reposts
and comments have turned a giant draw-
ing, not much different from any obscene
graffiti in terms of its aesthetics, into an
iconic image capable of uniting people. ‘A
provocative prank” of the artists has set the
tonality and the discourse for the subse-
quent protests, and it has certainly set and
example as well, for if several people were
able to turn their attitude towards the au-
thorities into a public gesture, what could
be achieved by thousands of people who
take to the streets with their demands for-
mulated comprehensively and rendered
visually?

The important features of the “Dick at
Liteyny” are its simplicity, a witty play
with contexts, an invocation of the min-
strel tradition of humor based on crude
subjects, such as body parts and bodily
functions. Laughter is much more effective
than political demands (especially, those
that are ignored) for laughter cannot be
contained. It friggers a chain reaction that
ultimately ruins the dead-serious reputa-
tion of the powers that be, but most impor-

tantly, it channels confrontational energy
into something else. If power is based on
fear only, a confrontation only works to
strengthen it, while laughter is fatal to
any authority: one cannot obey what one
does not take seriously. Laughter strips the
authorities of their power. It's mportant,
that authorities could not have averted
or hurled back this mighty blow to their
reputation: they are neither equipped for
that nor capable of speaking the same
idiom. Hence, not only has Voina's project
catalyzed the coalescence of the “Internet
hamsters” into a civil society, but it has also
demonstrated the strategies of formatting
public protests in Bolotnaya Square and
Sakharov Avenue as well as other initia-
tives suggested by the opposition.

The civil consciousness of the “angry ur
banites” has definitely been shaped by
another visually effective mass protest: the
“blue buckets” movement. Fake emergency
lights made of blue toy buckets placed on
the roofs of vehicles stuck in Moscow traffic
jams daily express the contempt felt by
Moscow car owners towards the VIP us-
ers of blue flashers who are directly and
indirectly responsible for the traffic prob-
lems plaguing every big Russian city. The
Blue Bucket Community is ephemeral yet
sizeable: some car owners have been
taking these toy buckets with them for two
years now, affixing them to the roof of their
vehicles each time the car gets stuck in
traffic, waiting for another VIP motorcade
to pass.

The protesters on Bolotnaya Square and
Sakharov Avenue have engendered a fun-
damentally new method of designing or
formatting a protest, while Russia’s political
culture was enriched with an extraordinary
output of witty visual and textual creativity
produced by professional and lay public
alike: some of the posters were created
by well-known artists, designers and stu-
dents of the British Higher School of Art
and Design and of the Moscow State Uni-
versity of Printing Arts. Never before has
there been such a simultaneous outpour of
visual and textual creativity in Russia. The
ethical issues that the protesters had with
the regime have been transformed into

the aesthetically formatted demands that
could no longer be overlooked.

At the same time it became plain obvious
that the regime fails to keep up with the
creativity of the protesters: its weakness
exposed in the blatant borrowing and
mechanical amplification of the creative
ideas suggested by art activists.

Surkov's “creative talent” has proved fo be
nothing more but a “daring” appropriation
of the groundwork done by art activists,
an appropriation stirred info Goebbelsian
cocktails like the notorious Putinjugend
- Nashi/Ours movement. Banging their
drums at the rally in support of the United
Russia party, Nashi emulated the original
drum march organized by the Avant-garde
of the Red Youth - Leningrad in support of
the opposition. A car rally in support of Pu-
tin was but a mere emulation of the White
Circle car rally held by the opposition, with
cars flying white ribbons circling Moscow
in support of the protest movement against
Putin. One is also struck by the monotony
and lack of creative ingenuity in the visual
formatting of the pro-Putin rally on Poklon-
naya Gora, and of other such pro-Kremlin
actions held across the nation.

Thinking back to the festival, one comes
to realize that it came at the right moment:
in the wake of large-scale vote-rigging
by the authorities, Medialmpact became
a comprehensive visual aid, a workshop
on the visual expression of the protest
for the “angry urbanites” To paraphrase
poet Vladimir Mayakovsky, the street is
no longer “toungless and writhing for lack
of something to shout or say” — now the
street speaks loud and clear and it does
so in a graphic, imaginative way. How-
ever, beyond being an effective tool of
political protests, art activism has a much
broader potential: the “activators” dem-
onstrate a radically different attitude to-
wards the space that surrounds people. It
is not political impetus alone that prompts
an artist to take to the streets. Without ask-
ing for anyone$ permission and instead
of demanding social change they take it
upon themselves to change the surround-
ing reality, something that yields much
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more satisfaction. This is exactly what mo-
tivates Kirill Kto, when he “conceptually”
paints over graffiti tags across the city (the
“BUFF” series) or struggles for the safety of
urban spaces marking the metal fixtures
perilously sticking out from the wall (his
project “It sticks out”). Dmitry Bulnygin in
his “Improvement on the Block” creatively
upgrades navigation and public adver-
tisements along the route from his house
to the nearest metro station and he does
it primarily for himself and his friends. Pa-
sha “183” addresses his surrealistic sur-
prise to all those who live in the vicinity of
his studio when he transforms a lamppost
into the temple of giant glasses “thawed
out” amidst the fresh snow. Timofey Ra-
dyas monumental appeals to the citizens
written on the billboards or walls of the
buildings (“Itis a good day today”;, “We are
young’, “Pull yourself together”) essentially
visualize the peoples voices. A Moscow-
based artist Make builds bicycle lanes and
routes that the local municipalities never
get around to building. Activist projects
change our outlook on urban civilization
that after the tragedy of 9/11 turns outto be
fragile, vulnerable and in need of gentle

and thoughtful treatment. This vulnerability
and fragility are particularly evident in the
“Giant Dominos” project by Timofey Radya,
in which the artist turned the support poles
of a bridge into domino tiles. Artists seek
to affect the consciousness of an urbanite
in respect of their resources and potential:
only the painted “Doors” by Olga Zovska-
ya cannot be open in principle.

Thus, when entering into the open urban
space art activists create works-activators
of change. Therein lays the source of
their power and the responsibility that
they assume for their own utterance that
automatically arises in the spaces “priva-
tized by everybody” i.e. spaces that be-
long to the urban commons.

“There is a lot that we can do on our
own, without waiting for permission or
encouragement of the authorities’, the
street art of art activists seems to suggest.
Now they shape the conception of urban
space, place emotional emphasis, fill
public spaces with meanings that ultimate-
ly enhances “public ownership”.

Victoria Lomasko. Chronicles of Resistance,
2011.

The artists now have a new role to play,
that of social experts and they should
know better than to give it up. Many artists
will have to revise much of their work. Not
everyone is going to make it into the fu-
ture. Butthe artists have the present at their
disposal: the cities, these giant studios, in
which everyone will have enough work,
the work that is more important than ones
personal career or commercial success
with the museumification as the ultimate
achievement. This new function of art en-
genders new questions that are not easy to
answer. What is now the status of artworks?
What is the status of museums and galler
ies? What is the role of the art market2 And
what of the system of “celebrity” artists?
How shall the work of artists valuable to the
community be sponsored so as not to lose
its power, not to become formalized, not to
turn into a yet another trend? | think we will
be able to come up with the answers if we
keep posing the main questions:

- For whom and for what does the artist
toil?

- Who is the artist’” message addressed
to?

NOTES

1 “Debates & Credits” media art in public
sphere (curators: Eric Kluitenberg and Tatyana
Goryucheva, Yekaterinburg, Moscow, Amsterdam,
2002.)
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Artists, Autonomy and Revolution

One of the first events in the series of
December protests now seems totally
insignificant against the background of
the wide-spread protest movement that
brought hundreds of thousands of people
to the streets of Moscow, Saint Petersburg
and other cities later that month. The event
in question drew about 50 art activists. My
definition of “artist” is rather broad here.
For instance, one of the main protagonists
of the march, Kirill Medvedey, is a poet;
another one, llya Budraitskis, is a political
activist. Among those marching were also
art critics, artists, employees of art gal-
leries and museums and their friends. Al-
though I certainly do not know all of these
people personally, they clearly represent
the so-called art tusovka - Moscow'’s
artistic community and those art activists
who declare themselves to be the new
generation of artists that holds sway on
Moscow’s art scene.

Photos of the short march appeared on the
Internet on the eve of the mass protests. As
an artcritic | believe thatthe photographer,
Igor Podgorny, does a good job creating
a romantic image of a revolutionary in its

Oksana Sarkisyan
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classical version. The true content of these
pictures is the romantic spirit of revolu-
tion. Podgorny captures the impulsions,
the protest, the clouds of bright smoke, the
dynamic movement-almostawingedflight
with the wings being the protesters’ ban-
ner with a slogan written across it: “They
fucked you again” The slogan itself with
its connotations of disenchantment and
dissent clearly bears the influence of Ger
man Romanticism. One could continue list-
ing the canonical features of Romanticism
revealed by this action by juxtaposing, for
instance, Podgorny’s photographs and the
painting “Napoleon at Arcola” by Antoine-
Jean Gros. This stylistic comparison would
focus on the formal aspects of stylistic simi-
larity between the 19th century painting
and these contemporary photos, thereby
asserting the canon, the continuity of tra-
dition and the power of art’s autonomy,
and overlooking the obvious discrepancy
between the social and political contexts
in the sensual perception of the images of
these two types of revolutionary heroes.
Gros’ portrait of Napoleon is certainly not
an image of an ordinary hero of revolu-
tion and it is a so-called “collective image”

Vlad Chizhenkov. Rallies in Moscow, 2011.
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of a hero (neither as is the case with the
photograph). The painting presents an im-
age of the national leader. Therein lies the
insurmountable difference between the
photographic series of the march of the art
activists on the one hand and the portrait
on the other.

To be sure, no one would ever think of
comparing Napoleon'’s portrait to the im-
ages of today’s activists. However, it is all
too often that the autonomy of artis under-
stood through this very angle of formal-
ized style. And just like the comparative
analysis | have attempted above contains
an inner contradiction, the position of
an art activist, too, is marred with an in-
ner conflict for he or she is enmeshed in
the system of capitalist production of an
artistic product while simultaneously tak-
ing a critical stance with regard to this very
system. Perhaps, some believe that the
idea of art’s autonomy that stemmed from
the paradigm of “pure art” (art for art’s
sake) liberates artists from their civic senti-
ment, or perhaps, also from all that is hu-
man, which would allow them to engage in
certain universal formalism within the ster-
ile spaces of exhibition halls. However trite
it may sound, artists are also humans and
nothing human is alien fo them, including
politics. And so they leave the exhibition
halls, where their artistic utterances are
structured in the prospect of eternity, and
step out into the streets, where events un-
fold in the here and now of real time and
real life. Although the only thing that the
white cube (as the eternal) fails to absorb
is the revolution (as the current), even a
sterile exhibition hall today happens to be
politicized, no longer a mere abode of the
lofty aesthetics of art.

To be sure, regular visits to art exhibitions
and understanding of contemporary art
are both decidedly “elite” pursuits. How-
ever, exhibition halls are a part of public
space accessible to everyone, and every-
thing public is inevitably politicized in this
or that way. It means: the public is impos-
sible outside of and without the political.
The connection between art’s autonomy
on which the principle of elitism is based
on the one hand and politics on the other

hand it is much more profound than it is
usually conceived of by Greenberg’s fol-
lowers. Indeed, the very notion of “cultural
treasure” first appeared during the French
Revolution in the decrees passed by the
National Convention. The Revolution na-
tionalized “cultural treasures” (i.e. private
collections), established the Louvre Mu-
seum and opened it to the public on the
basis of universal equality: entrance was
free of charge for representatives of all the
estates. Artistic autonomy that emerged
among Romantic artists and that laid the
foundations for the modernist paradigm of
art implies a certain distance vis-a-vis the
broad social context, but it does not mean
a complete withdrawal from the sphere
of public life. Not only does autonomy
mean art for art’s sake and a withdrawal
of a work of art from the empirical real-
ity of everyday experiences (what Adorno
defined as the one of the prerequisites
of aesthetic experience), but it also sug-
gests that the loss of art’s social function
does not exclude it from the social sphere.
Ranci re examines the concept of autono-
my within the social context as a prerequi-
site for political equality. Artistic autonomy
also entails the emancipation of an artist
from direct functionality of art (for instance,
in representation of power or of capitalist
production). It is this autonomy that forms
the right of an artist for a personal,
idiosyncratic utterance, and consequently,
for an articulation of a civil stance as part
of artist’s individuality.

In the case of the six art activists who took
partinthe march, their action itselfis art and
the artists are works of art. Activism is the
only form of aesthetization of politics that is
immune to speculations. Itis noteworthy that
the march of art activists described above
has turned the imagined into the real, if only
for afleeting moment. It was definitely closer
to German Romanticism that appeared on
the wave of post-revolutionary disappoint-
ment, rather than to the victorious French
Romanticism, anintegral part ofthe colonial
conquests led by Napoleon’s army. A hand-
ful of art activists (revolutionaries-romantics)
and solitary action somewhere in the wind-
ing lanes of Moscow is not a revolution yet.
Rather; it is the first drop in the tide of local

protest movement. The action gained its
significance in the form of a document,
when the photographs of the march were
posted in social networks, reposted and
shared hundreds of times on Facebook on
the eve of the Chistye Prudy rally.

A revolutionary movement is larger than
any individual gesture. Revolution is the
“self-expression of the masses” that de-
stroys art’s conventional framework, since it
is art in and of itself and creates the future,
that remains — at least for the participants
of the events — obscure and open-ended.
The language of revolution cannot be
construed within the day to day grind. Like
art, it belongs in the symbolic register, and
its outcome is the new reality and the new
imagery, the artifacts of which unfold out-
side the confines of individualistic art. The
Facebook and other social networks as
well as the “street” advance a radically dif-
ferent principle of representation of artfrom
that of traditional art institutions that have
appropriated artistic autonomy. Individual
authorship is impossible outside the institu-
tions, and even when it does exist the very
possibility of “sharing” visual images over

the Web turns all those users, who “liked”
or “shared” the image into co-authors of a
collectively created work of art. Revolution-
ary artfirstand foremost does away with the
principle of authorship. While authorship is
still fraceable to a specific personal name
in the practices of art activism that unfold
in social networks, during the revolution-
ary period the boundaries of an individual
idiosyncratic utterance get diffused. Who is
the author-creator of the white ribbon and
all its derivative metaphors and epithets?
There is not one single author behind the
“Fair elections” car rally along Moscow’s
Garden Ring; the event was collectively
masterminded and executed. The protest
imagery of each individual poster carried
into the street is idiosyncratic and yet it lacks
authorship.

Art activism similarly gravitates towards
a collective, not personal, utterance. The
practice of creating artistic groups is much
more widespread among art activists
than among the so called commercial
artists. A group, or a collective - is a
micro-environment of art, an autonomous
principle of art production that lies out-

Vlad Chizhenkov. Rallies in Moscow, 2011.
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side the confines of art institutions. The
desire to form a collective and to express
solidarity often becomes the conception
of the exhibition practice of arfists-activists
and the subject matter of their artistic
utterance. One vivid example of that was
an exhibition-concert organized in sup-
port of political prisoners amidst the wave
of protest movement in December. Another
one was the action “Free microphone” —an
alternative and unrestricted forum for ex-
pression created by a group of art activists
at the rally on Sakharov Avenue.

Continuing to develop the language of
avant-garde art today, art activists do not
create new imagery — that is being directly
created by the revolutionary movement it-
self. Neither do they design the principles
for the deconstruction of language. They
do, however, organize an event that can
be further replicated as an object of new
mythology. An example of that is a group
of radical feminists, Pussy Riot, that has
recently appeared in social networks.
With their electric guitars, multicolored
skimpy dresses and tights, and the knitted
balaclavas that preserve their incognito,
they have cut a striking presence. For their
actions that resemble Robin Hood's raids
rather than concerts, they have chosen
impossible locations, sites that are usually
subject to heightened control by the police,
with surveillance cameras and restricted
access to boot. These include Moscow un-
derground, the roof of a police station with
a detention room that contained all those
arrested during the winter protest rallies,
Lobnoe Mesto?the Place of Skulls) on Red
Square, etc. Each time the site is consistent
with the target audience of the action: the
general public, political prisoners or Pu-
tin himself. The flash-like concerts-actions
designed by the group and their eas-
ily recognized image become news in the
social media. Mythologization occurs by
way of “sharing” the news in social net-
works, a gesture that erases the boundary
between the artists and the viewer, while
simultaneously preserving the autonomy
of representation. An account in the social
network and a banner with slogans, not an
art gallery, stake the autonomous territory
of art activism today.

Artivism and Actionism*

If one compares the work of activist art-
groups of the 2000’s (such as “Agenda”,
“Affinity”, “Kiss my Ba”, “Bombily”, “Voina”,
PG, “Chto delat/Whatis to be done?”) with
that of the Moscow actionists of the 1990’s
(Brener, Kulik, Mavromatti, Osmolovsky),
one can conclude that art has become
more politicized and interactive.

Previously, an artist’s statements would
generate social and political mean-
ings. Today we are dealing with the
camouflaged teams of politicians and
social technologists that resort to artistic
means and devices. This phenom-
enon, previously unknown in Russia, is
called “artivism” and it is expedient to
use this term when talking about artistic
activism of the second half of the 2000's.
What follows is an attempt at outlining
the differences between the Moscow
actionism of the 1990’s and the artism of
the 2000's.

Politics

Survival was the key theme for the

Anton Nikolaev

1990’s actionists. Oleg Kulik’s “dog”
performances were a convincing meta-
phor for the situation in which Soviet
citizens had found themselves after the
neo-liberal “shock therapy” reforms —an
image of a pet dog suddenly thrown out
ofthe house and into the street.

However, while supplying metaphors
for contemporary developments in the
country, these artists-actionists were not
entertaining any political agenda. Rather,
they were expressing existential states,
ranging from euphoria to complete de-
spair, add in masochism, theomachy and
so much more.

Perhaps, the most representative action
of the 1990’s was the joined action of
Aleksandr Brener and Oleg Kulik called
“Mad Dog, or The Last Taboo Guarded
by a Lone Cerberus”, in which Kulik would
throw himself at random pedestrians and
cars, while Brener shouted, “In this use-
less country!” The declared point of this
action was to protect art, the very last
Taboo that the lone Cerberus has vol-

Non-governmental Control Commission. Vote
against all, 1998.
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unteered to guard in our godforsaken
country and which alone is presumably
capable of saving it from mediocrity and
other misfortunes. When commenting on
a different action that caused a scandal
at the Interpol group exhibition, Slavoi
Zizek argued that this provocative behav-
ior was the artists’ way to assert their right
for transgression, transgression of an
artistic gesture.!

Inretrospect, itis obvious thatthis was how
Moscow actionism delineated its political
horizon. The guarding of art’s boundar-
ies was the sole comprehensible political
strategy adopted by the actionists of
the 1990’s. Artivists picked up where
actionists left off, embarking on a journey
for the society asiif it were an outer space.
They were quick to uncritically adopt the
imperative of “not messing up with politics
for fear of getting stuck in it” elaborated
by the earlier generation of conceptual
artists.

Artivism employs a wide spectrum of
strategies that range from the “cognitive
terrorism” of the Voina/War group and
of Artyom Loskutov that employ strate-
gies of subversive affirmation in order to
render ideological and propagandistic
apparatuses meaningless and absurd, to
the positive social strategies and specific
political objectives pursued by other
artists and collectives. These include
decentralization of the country and re-
gional development (the “Bombily” art
group), minority advocacy and protection
of the socially vulnerable groups (Evg-
eny Flor, the Moscow fraction of the Voina
group), and the building of communism
(“Cho delat?/What is to be done?2”).

It is noteworthy that the turn of the twen-
ty first century saw several attempts at
creating art that would be closer to to-
day’s artivism: among them were Anatoly
Osmolovsky’s projects (“Radek”, “Non-
governmental control commission”,”Vote
against alll” ) and Evgeny Flor’s Union of
Avant-garde Artists . Unfortunately, these
initiatives have come to naught because
the Federal Security Service crackdown.
The artivists themselves, parenthetically,

are no longer afraid of that. Evgeny Flor,
however, has been missing from the art
scene for several years. Osmolovsky
has publicly renounced actionism and
embarked on the propaganda of high
modernism. He is now a frequent guest
at the pro-Kremlin Seliger youth forum
where he denounces imprisoned art
activists claiming they are no artists at all.
Importantly, the actionists of the 1990’s
rarely made their opposition to the re-
gime public. They tended to consider
the liberal reformers of the Yeltsin's era
as their allies. Artivists, on the contrary,
unequivocally oppose “Putin’s bloody re-
gime” and aim at dismantling it through
any non-violent means possible.

The problem of language

In the context of “tounglessness”,
absence of language and ambivalence
of the situation in which the actionists
found themselves, the situation which
was both too new and too unexpected to
give them a chance to find their bearings
linguistically, actionists were to a large
extent motivated by the creation of a new
language. They spent much effort trying
to produce a discursive “wrapping” or
“packaging” for what they were doing,
creating the language that could be used
to talk about things that traditionally were
not discussed in this country. Actionism
was one such thing. These efforts were
largely pre-determined by the necessity
to fit into the western context, and to a
large extent - to fit into the pattern es-
tablished by the previous generation of
conceptual artists. (the “Bombily” group,
“A Slogan”, 2007)

Today, these attempts seem naive, and
the texts written by art critics - too thick
andboring. Apparently, this is exactly how
the readers of the newspaper “Segod-
nia” [Today], the major mouthpiece for
contemporary artinthe 1990's, perceived
them. People would buy their copy of the
newspaper and then justtear offthe page
with the “Culture” section and throw it in
the dustbin without reading it. “Khudoz-
hestvenny zhurnal” [Art Journal] did not
reach the wide public, butitwas painful to

read even if one was part of that same art
scene. Contemporary artivists no longer
concern themselves with the creation of
their own idiom. The only exception fo this
rule is, perhaps, the “Chto delat?/What is
to be done?” group that spends plenty of
its time and effort trying to produce and
sustain their contrived leftist discourse. In-
stead, artivists expropriate the languag-
es of the social environments and of the
media, of the social milieu, towards which
they are constantly being drifted as if into
the outer space.

Artivists’ actions aspire towards being
political gestures. They speak politicized
pidgin languages that have been intui-
tively grasped by representatives of the
wide range of political and social groups.
A bearably discernible accent alone be-
trays their ties to the art of the 1990’s.

Tradition

The major achievement of the actionists
of the 1990’s is that having started from
scratch they have managed to make this
never-before-seen form of artistic action
both interesting to and sought-for by the
society. There is too wide a rift between
the artistic experiments of the Russian
avant-garde artists of the early twentieth
century to be able to speak of any lin-
eage here. | would argue that actionism
was born out of an impromptu gesture of
the late Grisha Gusarov and of Anatoly
Osmolovsky, today’s regular of Seliger’s
youth forum. Several months before
the collapse of the Soviet regime they
brought their friends to the Red Square
where they laid down in front of Lenin’s
Mausoleum forming the three letters of
the word “huy” [Russian for “dick”] with
their bodies. Oleg Kulik helped to orga-
nize this action. The event, which made
quite a splash in the early 1990’s, “woke
up” Aleksandr Brener and Oleg Mavro-
matti, stirring them to action.

Apparently, actionism tends to emerge
in the particulary tumultuous periods
of history. One just has to think of out-
bursts of “holy madness” during the
period that Vadim Kozhinov defined as

the reactionary Russian renaissance, or
the artistic experiments of the Russian
avant-garde born amidst the revolu-
tionary storms. Nevertheless, the 1990's
actionists did not relate to the preceding
eras. The artivists, on the contrary, pos-
sessed the tradition created by Moscow
actionism, which they took further: they
tend to seek out analogues phenomena
in history and relate their work to those.
When | shared a basement on Svoboda
street with the members of the “Voina”
group and discussed the actions that we
were then working at with them, we would
often say “Brener (or Mavromatii, Kulik,
Osmolovsky, etc.) would have done it this
way or that way...".

The role of terrorism

The destruction of the Twin Towers of the
WTC by Muslim terrorists has radically al-
tered the perception of contemporary art
in the world. If before artists that resort-
ed to public artistic and paratheatrical
practices could afford to refer solely to
the history of art, today they inevitably
get stuck in the semiotic fields connected
to terrorism... or the other way round, as
was the case of the German composer
Karlheinz Stockhausen?. Any vociferous
action of today’s artivists in the media is
invariably associated with terrorist acts.
Any discussion of how this action is em-
bedded in the arfistic tradition simply
gets brushed aside and is only capable
of generating additional meanings and
interpretations.

It is hardly accidental, then, that profes-
sor Mikhail Gronas of Darmouth College
suggested to use the term “cognitive
terrorism” when describing the work
of the “Bombily” and “Voina” groups.
That means that artists employ symbolic
violence to achieve similar media affects
to those achieved by terrorists through
subjective violence (Slavoj Zizek). This
sharply diverges from the situation of the
1990’s: back then there were no terror-
ists, there were thugs. The actionists lived
through the times of violent mafia wars
over property, but this reality did not in-
terest them very much. The construction
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of the art market fascinated them much
more.

Representation

Although the actions of actionists and
artivists bear an uncanny resemblance,
they employ different strategies of expres-
sion (and representation). While the rep-
resentation of the actionists was reduced
to the action itself, the product of artivists
is the documentary report posted on the
Web and is always injected into the me-
dia-sphere and into the public spot light
so as to trigger impassioned reaction and
concomitant discussion. There is often a
specially designated person among the
members of an artivist collective respon-
sible for the “fine tuning of the discourse”
that stirs and provokes the media environ-
ment so as it force it to yield a reaction
or additional interpretations and mean-
ings. It can be argued that artivism is an
interactive practice.

Actionism had nothing of that sort. It was
solely targeting the art community, the
narrowly defined professional milieu. Al-

though one has to admit that Oleg Kulik’s
talent for working with the media did to
a large extent anticipate the interactivity
of the next generation of artists that have
made it their strategy of representation.

The media-political system that has been
created inthe course ofthe recentdecade,
this “New Era of Stagnation”, has rendered
any direct political statement impossible
and marginal in the spirit of the strat-
egy Gleb Pavlovsky, this self-professed
“political  technologist”, proposed to
Kremlin in the early 2000’s: the resistance
to the “expansion of the minority”.

Paradoxically, one has to utter something
completely meaningless in order to be
heard, or rather, something that breaks
the inner mechanisms of propagandistic
machinery effectively channeling any pos-
itive statement “from below”, something
that empties this machinery of meaning.

It is hardly accidental, then, that media-
artivists (primarily the “Voina” group but
also Artyom Loskutov) actively employ
strategies of subversive affirmation, that

Bombily. Slogan, 2007

provoke an extremely nervous reaction
on the part of the authorities, and that
prove to be very effective in helping artiv-
ists penetrate into the media, including the
pro-Kremlin ones.®

This situation is specific to artivism.
Actionism, which is apprehensive about
venturing into the society and which re-
sides inside a weird information bubble
of tabloids and specialized high-brow
periodicals about contemporary art, has
never had to deal with these issues.

It would be appropriate to conclude
with a forecast of the future develop-
ment of artivism in Russia. However, such
a forecast seems premature despite the
fact this cultural phenomenon provokes
big expectations.

NOTES

* Text first time published at http://nazbol-art.
livejournal.com 06.06.2011.

1 At the Interpol group exhibition in Stockholm
in 1996, Oleg Kulik performed - acting as a
dog - in the gallery chained next to a sign la-
beled “dangerous”. An international scandal
occurred when he not only attacked members
of the public who chose to ignore the sign, in
one case biting a man, but also attacked other
artworks within the exhibition, partially destroy-
ing several pieces.

2 Stockhausen’s discussion of the 9/11 attacks
has generated controversy and is frequently
taken out of contest. He spoke of the attacks as
“the biggest work of art there has ever been”.

3 For more on the strategies of subversive
affirmation see Marina Perchikhina,”The act of
subversive affirmation at the Museum of Biolo-
gy” on “Voina’s” “Fuck for the heir Puppy Bear!”
action at the State Biology Museum (2008).
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PRO&CONTRA OF MEDIACULTURE SYMPOSIUM

TACTICAL MEDIA SECTION

Co-curated by Tatiana Volkova, curator of
ZHIR Project of Activist Art, Russia.

Media activism projects aim is to change
social life, and namely media interventions
of public space, locative media, digital
communities, creative interfaces for social
networks and communicative communities,
art in the form of video games. This
section and the corresponding nomina-
tion is oriented to support artistic innova-
tions in developing media consciousness
and social interaction by transcending
geographical, cultural and other bor
ders and reconsidering the relations be-
tween individual, political and financial
structures.

PARTICIPANTS’ THESIS

Andrey Velikanov
Artist,  philosopher, art theoretician,
lecturer, Russia.

The artist in the mediaspace. Liberty and
responsibility. Is everything allowed? Be-
tween productive provocation and disor
derly conduct.

The term “tactical media” originally ap-
peared to specify various actions in
mediaspace, which goal is the fulfillment
of the anarchist principle of “direct action’”.
In its turn this principle means change of
bureaucracy for the sum of free creative
statements. Today we can understand it in
the broadest sense of the world. The tactics
in the information space became not only
usual but even obligatory thing, and not
only in art, but also in advertising, politics
and other fields. Street activism doesn’t
stay on the streets anymore, it heaves the
information wave.

The problem of evaluation principles is
inevitable. While this practice remained
within the frames of anarchist conceptions,
everything was simple enough. The qual-
ity corresponded to the level of conflict
obtained or to the sophistication of some
invective statement, spread on the Inter-
net.

Organized by MediaArtLab, October 2011

But now we face the necessity to find more
rational criteria. More importantly, there
are, obviously, the examples of the actions,
which had a great impact on culture, and
sometimes simply changed its course - in
spite of being just a ruffian prank. So, which
principles do we need to evaluate these
phenomenons? And the main thing - is the
author able, by his provocative action, to
plan not only conflict and destruction, but
something more productive?

Dmitry Model
Media activist, Russia.

Why media activismis also a contemporary
art?

Tactical media develop at the interfaces
between modern fechnologies and pure
art, they look for new forms of presentation
of information. Furthermore, not relying on
mass distribution of their messages, media
activists organize channels of transmission
themselves. Exhibitions and festivals of
contemporary art may be such spaces for
distribution.

Dmitry Zhavania
Media activist, Russia.

Tactical media must become tactile.

The very name “tactical media” has a
connotation of them being created for
attaining some strategic goal. Usually
when tactical media are defined their low-
budget and low-tech, i.e. their samizdat
character is stressed. Also it is their short-
term existence - for the period of network
formation or conducting actions in cyber
space. But in my opinion these are not the
main features of the tactical media. If we
talk about tactical media, we must see their
role, be aware of their goals and aims in
the general media strategy.

In my view the general goal of all
tactical media is turning an “information
consumer” into an “information user”.
Consumption presupposes passive diges-
tion and making use of something - active
application. When a person goes to a
“tactical resource” he must receive a kind
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of “application sheet” At the least tactical
media stimulate his thinking.

In our work tactical media allow to create
a “certain view on the subject” not in a
“mentor” way or with the help of traditional
propaganda, but by means of bringing
people into the process of creation of in-
formational field and creating new mean-
ings.

Anton Nikolaev
Artist, participant of Art group Bombily,
Russia.

We, Bombily, always disliked the necessity
to create works, we ourselves seemed to
be works of art. The only work which could
satisfy us is a documentation of an endless
happening of our whole life. Of course it is
impossible, because any documentation
of life cannot contain life completely; there
is an inevitable reduction in the process
of shooting. To make the distortion of the
“recoding” of life into video minimal, we
aimed at making the shooting as neutral as
possible, preserving only the functionality
of following the events and reflecting the
significant culminations. Therefore our
method is close fo the tactical media.

For me the tactical media is the means to
transmit the events of the real life with mini-
mal distortion. It is possible that in future
all life will change into an endless reality-
show and this will push all other cultural
forms to the margin.

Victoria Lomasko
Artist, Russia.

| practice social graphics. All my works
are meant for publication in mass-media
or edition in some printed form (books,
postcards, etc.). | am not interested in
“whether it is contemporary art or not2”
Social art is meant for communication
with the mass audience. It is only possible
together with the development of such
genres as caricature, poster, political illus-
tration, social graphical reportage (during
the Soviet time it was the experience of the
travelling brigade of the Crocodile maga-
zine and the albums of drawings on social
topics). Unfortunately, after the breakdown

of the Soviet Union the traditions of the
political and social graphics were almost
interrupted. Now it is necessary to create
new graphic forms based on the previ-
ous experience and able to reflect the
contemporary problems of our society.

Avram Finkelstein
Activist, USA.

If art has a responsibility, it is commu-
nication. So how can art compete in a
media landscape that’s inundated with
content? A shared language is needed
to do it. If there is such a language in
America, it's advertising. When appropri-
ating an advertising voice the artist also
assumes it’s primary, strategic fixation, the
one that is simultaneously communal and
personal, the universality of desire. Desire
is the purview of advertising, and it's wo-
ven into everything. It's why we aspire to
our future. It's conjoined with our longing
for the past. It’s behind our compulsion to
become socially knowing, and our hun-
ger for technological prostheses. It's how
we gauge our worth. So all social mes-
sages need to sit comfortably within the
context of desire, even political ones. The
deployment of new media technologies
is an essential component of message
relevancy, but if a hand held device is just
a delivery system, like television or radio
or the broadsheet before it, what does this
actually mean?

If an artist gets invited to a Biennale, the in-
vitation can be regarded as recognition of
her or his work on the international level.
For an artist it is an honor both personal
and professional. For an activist it is the
starting point for incessant questioning
and self-criticism.

The first of these many questions posed
to oneself has to do with the artwork
itself. We are talking here about the
(re)presentation of activist artworks (and
their actions): how does one adequately
display the “El Martillo” (and other activist
projects) within the conventional exhibition
module? Other questions revolve around
the theoretical positioning as regards the
spectacle in the situational sense of the
word (Guy Debord) as well as the results
of one's participation in media-activist
actions and the concomitant reworking
of the artistic, conceptual and institutional
processes, which is what happened at
the Moscow Biennale, to give just one ex-
ample.

Still more questions have to do with the
inclusion of activist art into the regional

(national) context. How shall one approach
contemporary movements and groups
and how shall one position oneself in rela-
tion to them? What are the ways, in which
they are incorporated into the current “an-
ti-government” protests2 Other projects
carried out by the artist collective raise
questions concerning copyright issues.

1. Questions of representation of activ-
ist art within the conventional exhibition
module.

In 2010 we (OKK/Organ Kritischer Kunst/
Organ of critical arts) joined forces with the
ElectricElectricCollective (EEC) and other
individual artists to create “El Martillo” a
giant (inflatable) activist’s hammer that we
later sent to protesters at the UN-Climate
Change Conference (COP16) in Cancun,
Mexico. Back then it was obvious to us that
we were dealing with an object created
specifically for the protest, like a museum
exhibition piece.

We created the hammer being fully aware
of the fact that if it were to be used as we
intended it to be used with its media poten-

OKK. El Martillo, 2010.
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tial, its media effect fully realized, it would
hardly make it back to us infact. Mexican
police contributed to this story confirming
our worst apprehensions when it tore the
inflatable to pieces on the last day of the
protests. We had no intention of exhibiting
it anywhere else afterwards.

To be sure, activist artimplies a certain de-
gree of resistance vis-a-vis conventional
exhibitions, and in general, in relation to
the elitist art system that manifests itself in
the mainstream of artistic production and
in the traditional models of representa-
tion. The task of designing an object of
representation for exhibition purposes
was thus fraught with both ideological
considerations and purely technical
difficulties.

Ultimately, the decision outweighed the
ethical dilemma of whether to take part in
the Biennale or not, since we thought that
if artists could not provide for themselves
and make a living, than at least their works
built a network of critical art practice. This
and the opportunity to forge contacts with
others colleagues that the participation
in this exhibition could provide, should all
work to assist further development of our
initiatives. In that sense, the Medialmpact
Festival was both a meaningful event and
a source of valuable experience. Our
decision was also considerably affected
by the fact that the Medialmpact exhibition
was not directly dependent on the official
institutions, but was put together autono-
mously by the curators themselves with no
recourse to official funding.

The formal questions pertaining to our
participation were worked through as
we conceptualized and described our
projects. It was clear from the outset that
we had to convey the plastic symbolism
of the exhibited object in such a way as to
replicate the size and the materiality of the
original hammer. We decided to recreate
only the upper part of the hammer
which could contain in its interior, a video
projection narrating the story behind the
action. This gesture allowed us to bring
together the sculptural and aesthetical
qualities of this representation with its
ideological and documentary facets.

2. Theoretical positioning in relation to
the spectacle (Guy Debord) and the out-
come of our participation in the activist
media-project.

Time and again, this question is bound
to bring us back to the discussion,
which is hardly new or original, of the
spectacularity and the media engage-
ment of activist art and the consequences
thereof. In a situationist manner that raises
issues of collective nature: whether or not
collaboration with the media or with any
other forums that can be characterized
as mainstream is acceptable at all2 Ulti-
mately, the idea is to resist cooptation by
the capitalist media mechanism geared
towards generating (financial) gains. This
is exactly what many political artists fight
against and not infrequently end up be-
ing transformed info an instrumentalized
decorum of that same capitalist media
mainstream. A purely activist take on
that acknowledges the effectiveness of
accurate media positioning as a tool in the
activist struggle for visual representation.
Thus, one is forced to constantly navigate
between the two extremes, which | call
“ideological correctness” and pragma-
tism, since any activist struggle, even when
it is devoid of dogmas, is invariably and
inherently political and ideological.

One graphic illustration of that is the en-
vironmental issue of using specific mate-
rials for the making of the hammer. The
manufacture of that silverfish insulation
foil of which the hammer is made might
in itself be somewhat damaging to the
environment, yet it was the only effective
solution both visually and technically that
we could come up with. Therefore, dur
ing the realization of this project we have
confirmed and reconfirmed our decision
to sacrifice the environmental issues to
the visual effectiveness of the project.
With the situationist commitment to avoid
cooptation into the mainstream mass me-
dia and art whenever possible allowing
us to stick to our (ideo)logical justification
of all the concessions and instrumentaliza-
tion that we had to put up with, it is clear
that the words of Gil Scott-Heron, “revolu-
tion will not be televised”, have lost their

significance in the age of social networks,
Facebook, Twitter, Youtube and portable
cameras.

However, when fighting for media images
one has to keep in mind that sometimes
your message can have political impact
and produce new discourse whereby
affecting real social change despite its
rather unimpressive visual quality and
without being reduced to a sensational
farce or heroization of the artistic ego, efc.

3. Activist art and its integration into the
current protests.

In today’s Russia very loud and very
heterogeneous masses of people have
taken their protest against the current
political regime to the streets. These pro-
tests encompass diverse political posi-
tions. Perhaps, at the outset of any pro-
test movement it is indeed important to
simply find those grass root activists who
protest against the status quo. However,
political stance is indispensible for some
artistic collectives. It is also important to
demarcate your critical distance with re-
gard fo reactionary fendencies.

Almost all of the austerity protests and ri-
ofs (in Greece, Spain, and the “Occupy”
movement in the US) have to deal with
nationalists, fascists and “national autono-
mists”. These forces can seriously jeopar
dize social and protest movements. Itis im-
portant for artists and creative workers to
delineate ways of peaceful protest against
violence, arbitrary use of power and re-
pressions and fo resist the oftentimes
camouflaged  authoritarian  tendencies
contained in the ideological muddle of the
day.

The affinity of some (very) famous Russian
activist-art collectives to the militant adher
ents of the ideology of the “third position”
prompts one to contemplate yet again the
historical analogies between the current
situation in Russia and ltalian Futurism,
or the political confusion of the Weimar
Republic that propelled artists to try on vari-
ous conflicting ideological positions and to
enter into unthinkable political alliances.

My remarks do not solely draw on the
experience of German history that
prompts one to pinpoint certain issues and
to critically interrogate them. My intention
is to resist in principle the refusal to rethink
authoritarianism and the use of violence
inside (and outside) artistic practices that
are advanced under the misleading head-
ing of “freedom of artistic expression”.
Socio-political obscurantism and fascist
tendencies have to be immediately la-
beled as such.

Nevertheless, beyond the above men-
tioned problems the diversity of artistic
activity that accompanies protests in Rus-
sia, particularly those taking place in big
cities, inspires hope.

The woolen balaclavas of the subversive
punk-group Pussy Riot, for instance, rep-
resent a very unorthodox and creative
activism, that can have a huge impact on
the struggle for social and political evolu-
tion.

4. Questions of authorship and copyright
in collective works and projects.

The art group Voina'’s call for an interna-
tional boycott of the fourth Moscow Bien-
nale of Contemporary Art in September
2011 showed just how thorny the ques-
tion of authorship can be, even when one
talks about art collectives that employ
subversive strategies in which they act
anonymously. Apparently, the artist’s ego
and its media representation, are some-
times more important than getting a clear
picture of what is going on for resolving
the questions of authorship and the use of
brand name of something that conceives
of itself as an open collective.

Cooperation on a project of several art-
collectives or individual artist can poten-
tially lead to disputes over alleged thefts
of intellectual property — of symbols or
ideas - and, thus, it is important to secure
permission for the use of brand names,
actions or products and to clarify their sta-
tus beforehand in order to avoid doubts
and disputes. The society still takes it for
granted that by way of art an individual
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(and an artist collective, albeit to a lesser
extent) is given a unique and elitist right
of ownership over an idea or an artwork
(project). This notion of a human being as
a personality, a creative individual, a sole
genius creator of things amazing and won-
derful has its roots in the Renaissance.

An artist as the essence of collective
creativity is still on the ascent, and thus one
should probably not take one'’s cue from
the pseudo-luminaries of art actionism and
their weird and militant friends-politicians.
The legitimacy of rioting as a social trig-
ger (and author) is that much bigger than
the legitimacy of personal artistic stances
(or a curator’s indignation) and it draws on
the sole authority in the collective issues of
aesthetic and structural kind.

Thus, we are still faced with important ques-
tions that are going fo accompany us in our
everyday work and in the development of
politically motivated projects that lay on
the boundary between art and activism.
What we have fo put ourselves to work to-
day on is the tag line of the emancipated
activist art, freed of romantic, dogmatic
and authoritarian ideas!

Mike Bonanno: Hello.

Tatiana Volkova: Hello. We are having a
section on tactical media here and we have
watched a fragment of your movie “The
Yes Men Fix the World” We are honored to
have a chance to communicate with you
today.

Mike Bonanno: Thank you. It’s awfully nice
of you to say so.

Tatiana Volkova: Perhaps, some of our
participants have questions, or, perhaps,
you have a message for us on tactical me-
dia that you would like to start with.

Mike Bonanno: Oh, | dont have any
particular message to open with. Besides
right now is really interesting time, per-
haps, because | think in a lot of places in
the world social movements have passed
from the position of tactics to that of strate-
gy. And once you have mass mobilizations
of people in the streets, the tactics part is
in some ways less important, you have to
transform in some ways. So, yes. Right now
one of the things that we are trying to do is

contribute to any fun and creative actions
to get more people out on the streets in
places like Wall Street. And so it is a new
and exciting challenge. So maybe that is
something we could talk about if you are
interested.

Tatiana Volkova: Yes, it's really very
interesting. Does it mean, then, that you
have specific projects within the Occupy
Wall Street process? Can you tell us more
about it?

Mike Bonanno: Not really, we don't have
any particular projects. | think we are
participating as is everyone and so there
is no real authorship involved. We're sitting
around with people and brainstorming
and then either participating in actions or
feeding the ideas to others who might be
able to carry them off. So right now it’s very
much just a matter of trying to contribute
and come up with some inferesting events
and stories to tell, that hopefully propa-
gate, generate more attention and more
people, who are to turn up down there and
keep the occupation going.

Tactical Media Section of the Pro&Contra
Symposium, 2011.
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Tatiana Volkova: But do you as artists and
media activists have any special actions
now inside this movement or do you
participate just like everybody else?

Mike Bonanno: That is the thing: we are
acting with other people, butwe don'thave
any [projects]. They are not ours. They be-
longto everybody. Sothere are manyideas
that are being generated within a group
and some of those ideas get done. But
they are not our projects - they are events.
I mean things like, you know, when people
dress up in business suits as zombies and
they march thatway instead of the way they
normally dress... Those kinds of actions
are injecting some humor into the situation.
There is a game called dodgeball that you
play with the ball and you throw it to each
other and try to get out of your way and
catch the ball, etc. There are games of Tax
Evasion Dodgeball, when people dress as
the different companies that are evading
taxes and play dodgeball in the street.
There are other very simple gestures, that
are very performative: like standing in the
middle of the road and jumping up and
down until the police come and then going

to the sidewalk so they can't arrest you but
then as soon as the light turns green going
back out again. So these are the ways of
incorporating the police into the spectacle,
making sure thatyou get as many police as
possible, because they are better dressed
than anybody else. The costume that they
wear is very picturesque and entertaining
for everybody, especially for people with
cameras, you know to see the police going
in large numbers... Using the small num-
bers of people to bring a large number
of police is usually entertaining. But there
is a whole bunch of... all of these types of
things that are happening right now would
be happening anyway, they are not our
things, they are things that we are trying to
participate in whenever we can.

Tatiana Volkova: But do you have some
media projects, | mean, media activist
projects, or are they mostly enfolding in
the streets?

Mike Bonanno: Well, | mean those actions
that | was just talking about, are basically
media actions. Let’s say, you have a group
of people with scrub brushes or brooms

Participants of the Tactical Media Section:
Alexander Bidin, Dmitry Model, Marina
Potapova, 2011.

(I only say scrub brushes and not brooms,
because you are not allowed to take a
broom right now, because the police arrest
you, because you have a weapon (ha-hal),
which is a joke anyway). Let’s say, you go
with the group of people with brooms or
with scrubbing brushes and you get down
on your hands and knees in front of Wall
Street and you scrub, you bring your water
to start cleaning. Well, you're not really do-
ing that for the people who are inside the
stock market, the stock exchange. Nof re-
ally. The audience is not the police and the
audience is not 30 or 40 fourists who can fit
in the tiny zone that they have barricaded
off. You do it for the camera. And then
you get that up there. So these are me-
dia spectacles, they are designed to be
media spectacles. Even though they are
very simple - the idea is to do things that
are incredibly simple in a sustained way,
so that they can happen day after day and
week after week and they can be a way for
people to have fun. They are participatory,
you can get a large number of people and
they are a way to communicate the idea to
people outside who were thinking about
coming to Wall Street, but haven't yet, that
they, too, can on their own have fun (ha-ha-
ho!{ond participate.

Tatiana Volkova: | see. As you might have
heard, the current political situation in Rus-
sia is really difficult. Marina Potapova, who
is an artists, has a question for you: what
do you think we shall do with Putin now?

Mike Bonanno: Oh, that Putin... (ha-ha-
hal). Oh... what does one do at such a
thing as a Putin2 You know, we had a Putin
here for a long time. (hahaha). We have
had several Putins.

Tatiana Volkova: So you must know what
to do.

Mike Bonanno: No, we have not really
known what to do with them. Certainly, |
think that the direction that things need to
go in is mass uprisings, large movements.
I think that it’ll be interesting to see what
kind of conditions emerge and whether
people are able to mobilize. | know it’s
more repressive [in Russid]. Putin is a very

difficult and repressive thing to deal with
(ha-ha-hal). So, I think | have to come and
stay there with you for a year to be able
to understand where to begin. But we are
very much right now thinking along the
lines of the success a lot of non-violent
direct action movements that have been
happening around the world and non-
violent protests. The problem there is that
to make that successful you need mas-
sive numbers of people, and it takes a
long time to build up your networks and
symbolic actions and artist actions playing
arole inthat now. But I would say that that’s
probably the kindest and gentlest solution
to Putin, ha-hal

Tatiana Volkova: Thank you. | would like to
give floor to Juliana Lizer now, who is a me-
dia activist and she has a question for you.

Juliana Lizer: Hello. | have a question
about the “Occupy Wall Street” move-
ment again, because fo me it seems very
similar to the movement of “the indignants”
in Spain, in Greece and elsewhere that
emerged in the spring and summer of
2011, and it seems that it will all boil down
to nothing at all, except for the experience
of communication, but nothing beyond
that. What do you think?

Mike Bonanno: It’s very similar. It's a very
similar thing. But | think to call something
a success or not based on the relative
progress that they are making to influence
policy is a fallacy. | think that basically you
have to include the failures as successes in
any movement, in any struggle. There are
many failures, strings of failures before the
formula for success and the numbers for
success, especially for something that is a
non-violent action and non-violent strug-
gle. It cannot succeed without a massive
number of people participating, not just
agreeing, but participating. And that kind
of thing is very difficult to mobilize. And
it takes years, it usually takes years and
years. | mean the civil rights movement in
the Unites States ..... (disconnected)

Tatiana Volkova: OK, thank you, Mike. We
are really happy to have this conversation
with you and are dreaming of having you
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hear in Russia next year, do you think you
could make it2

Mike Bonanno: Sure. | mean, | think so.
Tatiana Volkova: This is great. This
conference on media culture is going to go
annual and probably next year we will be
able to invite you. Aleksandr Bidin, a me-
dia activist, has another question for you.

Aleksandr Bidin: When the “Occupy Wall
Street” movement kicked off, the social
media were busy spreading the informa-
tion about the upcoming protests. Many
people then joined the event’s page on
Facebook, yet, only 700 people came to
the square on September 17 2011. And in
fact, it was only last week that the situation
was galvanized to the point of 15,000 peo-
ple taking part in the action. Some believe
that happened because the trade unions
took the lead and brought these people to
the streets. The unions are organizations
based on real ties and connections be-
tween people, rather than virtual bonds.
What do you think is the role of unions, the
social media and media activism in the
“Occupy Wall Street” movement and why
do notthe social media work the same way
here as they did in Takhrir or elsewhere?

Mike Bonanno: First of all, | think that me-
dia activism has been very present and
very important. You know, a lot of this sort
of independent journalists who were down
there covering things and then immedi-
ately posting their videos have been really
successful at getting the story out of the
police acting illegally. There has been a lot
of great coverage of that kind of thing. It's
completely down to media activists on the
streets with the protestors. That sort of day
to day up to date cover just really has been
coming out of that group. So that’s been
really important. And that also has been
important since it's important telling the
story and it gets refold in the mainstream
media. That's been important for gen-
erating interests in others to come down
there: the idea that it’s gaining momentum
. But really the thing that is probably more
effective than anything for making people
come down there, to actually show up ...
(disconnected)

Aleksandr Bidin: We were talking about
the effective ways of getting the word out
[about the protest movement]...

Mike Bonanno: Yes. | think the media
activists have been very successful there
and | think that social media can be over
estimated. | think most people show up
there because their friends contact them
directly. When | say “contact them directly”
I mean that they call them, they send them
emails, they do not give Facebook “like’,
but they send them an email saying: hey,
you gotta get down here!l And that kind
of “word of mouth’ traditional word of
mouth by whatever communications are
necessary that are part of a social contract
between friends and acquaintances are a
lot of what gets people down there. That
said, the Twitter and Facebook elements
are strangely very successful at getting
the word out in a broader kind of way. In
part, because there is an obsession with
Twitter and Facebook in the media. Twitter
and Facebook have their own interests
and their own PR departments, who push
the idea that there is such a thing as Twitter
and Facebook Revolution, which there is
not (ha-hal). However, the delusion that
that plays such an important role does end
up playing a role: the illusion. Because
even saying that it was the Takhrir Square-
Facebook /Twitter Revolution is a fiction
because there are a lot of people working
very hard to organize on the ground and
the penetration of Twitter and Facebook
are not so huge that it would mobilize the
numbers of people that we are seeing
there. The idea is that in a lot of ways the
Wall Street protest has the best chance of
having that happen because it’s the most
numbers of people in the area who are
likely to be mobilized by such a thing as
a twit, whereas in a lot of places | just do
not think it is not as important as the Twitter
and Facebook would have me think.

Tatiana Yolkova: Mike, thank you so much,
see you next year!

Interview with Nina Felshin
by Valeriy Ledenev®*

Valeriy Ledenev: Do you make a distinction
between the activism and art?

Nina Felshin: Let me preface my answer by
saying that | disagree with the idea that art
can exist in an autonomous zone, isolated
from the contemporary world. The idea
of “art for art’s sake” is a thing of the past,
as far as | am concerned, although there
are many people who still believe in that.
There are so many academic disciplines
that have become interdisciplinary. No
longer do we study subjects divorced from
a broader context. In my opinion, the most
exciting contemporary art reflects this by
incorporating content from the so called
“real world” There is no single word an-
swer to the question you pose.

Artists frequently are critical thinkers. If they
think about political and social issues it will,
however subtly, be reflected in their art.
This does not apply to all artists, of course.
There are those whose work is not overtly
political and they are activists never
theless. So, | think there could be these
different combinations, there could be
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artists who are less engaged with current
events. There are artists who make work
that is political, that has political or social
content, but are not necessarily activists. |
make that distinction in the introduction to
my book. There is a lot of contemporary
art that is very ambiguous in its mean-
ing, you do not know what the message is
though it seems to be political. To me that is
not activist or political art. This work — Jenny
Holzer and Barbara Kruger come to mind -
may be provocative but fails to be political.
Activist art is not so much about changing
the world — because I do not think art can
change the world. | think it takes a lot more
as we've observed with the Arab Spring
and “Occupy Wall Street”. If a work of art or
creative action changes the way we think
about things - raises our consciousness —
then a lot has been accomplished.

Valeriy Ledenev: | want us to talk about
the issue of quality for a moment. Does it
make sense fo speak about the criteria,
with which we assess the “quality” or
“effectiveness” of art when it comes to art
activism and art per se? Or does the very

Guerrilla Girls. Guerrilla Girls in Action, 2007
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gesture of raising the right question makes
for a successful action?

Nina Felshin: | think that’s an excellent
question. In my book But is it Art2 The Spirit
of Art as Activism | raise the question of
how you determine success when it comes
to objects, performances or other acts by
activist artists. For me the issue of quality
is very important in this regard - in any
aesthetic regard for that matter — though
some have suggested that “quality” is an
elitist construction. In my opinion art that
is “didactic; that delivers a message in the
absence of poetry does not function in a
transformative way, does not function as
art, though | certainly believe that “agit-
prop” has a role to play. For political or
activist art to succeed | think it is very im-
portant that the viewer/participant is given
space to project. This is what | refer to as
poetry or the aesthetic component of
political art. Instead of hitting you over the
head, it gives you the space to consider
things in a different way.

Humor is a very good device and works
aesthetically or poetically, because there
needs to be a seductive component,
something that draws people in. And | think
when you hit someone over the head with
a hammer it pushes them away. Except for
people who already believe in whatever
the point of view happens to be. Then it
simply reinforces an already-held belief
but excludes many who do not share that
point of view. As | mentioned earlier agit-
prop has its place but it is not necessarily
what | would look for as a curator. To be
successful, the kind of art we are talking
about needs fo include a poetic element.
Otherwise, it is simply going to preach to
the choir. The minds of others will remain
untouched at best or, at worst, be turned
off.

Valeriy Ledenev: You have mentioned
propaganda, agitprop. There was plenty
of it in this country during the Soviet times
and so people are kind of allergic to it now.
Is there a way fo speak about propaganda
in a positive way?

Nina Felshin: That is a fough question.

Well, | am very inferested in propaganda,
| have been wanting to read the work of
Edward Bernays, the nephew of Sigmund
Freud and considered to be the father of
public relations, a euphemism for pro-
paganda or media manipulation. At first
it was used to promote consumer goods.
Then it was used to promote ideas and
often incorporated lies and exaggera-
tions. So for me unless “agitprop” is used
as a critique, in other words, unless it is
done subversively or ironically, like you
are making fun of a particular message it
is hard to imagine a positive role for pro-
paganda.

| was in a Moscow museum the other day
and there were wonderful postcards of
Soviet propaganda posters that now seem
almost humorous or ironic; it is hard to take
them seriously because the texts are so
strident and authoritarian. | think that ulti-
mately propaganda is intended to prevent
critical thinking and dissident points of view.
It attempts to appeal to the herd instinct in
people. Itis overt and explicit. The US is no
less guilty of producing propaganda and
disinformation than the Soviet Union was
and Russia today probably still is. Inter-
estingly, the word “disinformation” derives
from the Russian word “dezinformatsiya’”.

Valeriy Ledenev: One might argue that
as a rule when an artist is engaged with
social or political issues he or she hardly
possesses the expertise and the knowl-
edge of professional sociologists, phi-
losophers or political scientists necessary
to address the issues at stake. And if that
is the case, does it really make sense for
artists to resort to activism, which implies
much responsibility?

Nina Felshin: | feel strongly that we all
need to be engaged with the world. | do
not make these academic distinctions at
all. 1think that in order to change things, we
need to know what is going on, to be well
educated, familiar with different points of
view and possess critical skills to approach
various issues. Otherwise, we are perfect
targets for propaganda and disinforma-
tion. The notion that “ignorance is bliss”
needs fo be put to rest.

Valeriy Ledenev: Some people argue that
when one is engaged in political activism
one inevitable enters info the realm of the
political, which is the realm of real, palpa-
ble danger, when you stop being who you
were before and become someone else,
someone who has to make a choice. Do
you agree with that?

Nina Felshin: | don't think one who is en-
gaged in political activism needs to cross
some irreversible line. Some might, some
might not feel comfortable or compelled
to. Before 9/11 my interest in politics was
mostly manifest in the themes about which
| organized exhibitions. Since that time, |
would say that | am as deeply involved in
struggles against injustice as | am in the
world of contemporary art. But | always
think of these struggles in terms of what |
can contribute as a creative human being. |
have never felt the compulsion to push my-
self beyond my comfort zone. Maybe that
is a weakness. When | engage with issues
in the real world | always try to approach
them creatively. | would suggest that per
haps that is the task of the artist.

Valeriy Ledenev: Have you heard of the
Russian art-group Voina [War]?

Nina Felshin: Yes.

Valeriy Ledenev: What do you think about
them?

Nina Felshin: | do not know much, but
it seems like they are dealing with very
tough stuff and that they are very seri-
ous about what they are doing. | would
like to know more about them. [After this
interview, | learned more about them and
the fact that they had split into a Moscow
faction and a St. Petersburg faction and
that the latter had crossed a line — per
haps the line of which we spoke earlier.
The St. Petersburg group had become au-
thoritarian, ironically not unlike the target
of their critiques - the state — even violent,
and manipulative and most disturbing of
all they exploited and abused their own
very young children. - NF]

Valeriy Ledenev: They have been award-

ed a Russian state-sponsored prize “Inno-
vation” for their action in Saint Petersburg,
when they drew a dick on the bridge...

Nina Felshin: Yes, | know, and | think that’s
a terrific project. | love the element of hu-
mor. Drawing a dick on one half of a draw-
bridge, knowing it will be raised to allow
large ships to pass through, allowed them
to use it as a vehicle for an erection.

Valeriy Ledenev: When an artist-activist
of that kind gets a state-sponsored award
does it change the status of what he or she
does?

Nina Felshin: | think there is a potential
danger in getting institutional or establish-
ment recognition. Herbert Marcuse used
the term “repressive folerance” tolerating
dissident behavior in order to neutralize or
co-opt it. | think it is up to artists how they
react to this sort of thing. If an artist or a
group of artists like the spotlight of the es-
tablishment or the mainstream it could be a
serious problem if, for example, they allow
it to impact on the content of their work. On
the other hand, recognition of this kind pro-
vides a platform they might not otherwise
have. When the American documentary
filmmaker Michael Moore, for example,
accepted his Academy Award, he used it
as an opportunity to speak out against the
Iraq War.

NOTES

* Text first published at http:/artchronika.ru
05.10.11
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Interview with Andrew Boyd
by Ksenia Golubovich

What made you become an activist?

| came into political consciousness in
the 80's. The issues for me were the Cold
War arms race and American imperialist
interventions in Central America. There
was a movement to freeze the production
of nuclear weapons called the Nuclear
Freeze. It was a soft and liberal kind of
questioning of power. “Why build more
nuclear weapons if we can already de-
stroy the world many times? Let’s spend
out money more efficiently.” But | started
seeing that you couldnt stop building
nuclear weapons unless you shut down
nuclear facilities, and you couldn’t shut
down nuclear facilities without restructuring
society, and restructuring society required
social revolution. So | came to believe in
social revolution.

What were your early experiences of
protest?

For much of the 80's, protests were quite
boring. There were a lot of people shout-
ing, a lot of signs, not so much inviting
participation. They cut a divide between
activists and spectators. There was a rigid
structure to it: everyone shows up, there's
a speaker system, everyone listens to
speeches that they can't even hear that
well. You would talk to your friends rather
than listen and you would never know
whether it got on the news.

I've had similar experiences at opposi-
tion meetings here, especially in the
2000’s.

There was of course another mode of
protest that was more radical, which was
also within the American tradition: civil
disobedience, most famous in the 20th
century from Gandhi and the American
civil rights movement. There is a whole
tradition and philosophy behind it. A
quick formulation is that you deliberately
and very consciously (and possibly art-
fully) break an unjust law. It often had a
religious dimension to it, a Christian kind
of “witnessing” of injustice. The idea was
to break an unjust law for the sake of the
greater justice. The classic example of
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this is from the civil rights movement. At
the time, in restaurants in the South, there
were blacks’ lunch counters and whites’
lunch counters — and that was an unjust
law. There were a whole series of sit-ins
where black students sat down at whites-
only lunch counters. It was a very deliber
ate act. Theyd been through trainings on
how to carry out civil disobedience, how
to stay calm, how to maintain what we call
“nonviolent discipline’ The whites often
freaked out and started intimidating the
blacks sitting-in, calling them racist names
and pouring milkshakes on their heads
and such, but the protesters just sat there,
maintained their dignity, and “witnessed”
the hatred and the injustice. It painted a
very clear picture of right and wrong.

The peace movement | was involved in
had a different agenda, but some related
tactics. We were concentrating on air force
bases and military installations, places
where the next generation of nuclear
weapons were being designed or launch-
tested. We sat in front of the gates of a big
weapons laboratory and tried to stop the

Andrew Boyd. Moscow, 2011.
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employees from getting in; we snuck into a
big air force base and tried to stop missiles
from being test launched. It was pretty
radical.

It had a strong effect on you.

It was very powerful. Like a spiritual illu-
mination. It was liberating. | suddenly “got
it” | got it just enough to realize that the
people in power didnt get it. | was a good
middle class white boy, followed the rules,
well-behaved. And now here | was doing
this. Taking the law into my own hands in
a certain way. | had been internalizing
authority my whole life, and part of me
thought | had no right to be blocking the
road. It was embarrassing; | felt pangs of
shame. But | was with a group of people,
wed gone through non-violence training.
How to react when the cop manhandles
you. You knew what was going to hap-
pen before the arrest, and you knew what
was going to happen in jail. And so | felt
comfortable, | felt safe. The next morning

“My goal is to cut
o!:fgrnment in half
in twenty-five years,

to get it down to
the size where we
can drown it in
the bathtub.”

- Grover Norquist, “Field Marshal"
of the Riig
-

\

we assembled and there were 1100 of
us. There were famous people among us,
Wavy Gravy, and Daniel Ellsberg, major
figures from the 60’s. We got arrested with
these guys. It was strange — being arrested
was liberating. It’s like the veil dropped
from my eyes and | realized things about
myself and things about the world | could
never see before.

It became crystal clear that everything
is political. Before | thought all was natu-
ral. Ok, these guys should be in power,
because they have always been in power,
that’s the nature of things. But somehow, by
taking action, by entering the stream of his-
tory, | realized that everything was fragile,
unstable. I realized | was not safe anymore,
things are dangerous, potentially out of
control. The people in power were not
making the right decisions. They were not
the experts and guardians they claimed
to be. Before that, | had assumed that they
more or less had by best interests in mind.
Now | knew now that | was responsible. Ev-

Mobile billboard. Washington, 1995.

erybody is, but I knew | was. It was decisive
for me. I never understood the psychology
of all that, but once you go through that
transformation, you see that real radical
protesting works - it's personally transfor-
mative and politically necessary. So this is
how Id describe my political birth. Out of
disobedience at the doors of the weapons
laboratory in California.

What happened next?

| kept doing actions. Got arrested. Went on
a hunger strike in jail. It wasnt a “jail” jail.
It was not like in South Africa when you got
arrested and then tortured. Basically, after
getting arrested, it felt like | was just hang-
ing out with my friends in a big warehouse.
It was fun, and an adventure. | have to
be honest about that; | dont want to mis-
represent it. We got out, and we kept go-
ing fo a lot of demos. Yet, as | said, a lot
of them were pretty boring. Even the civil
disobedience actions became very by-
the-numbers, very choreographed. Youd

sit down, get arrested, taken fo prison,
where youd have lawyers waiting for you.
There was not much art, drama or story to
it. It was useful and important, but some-
thing was missing.

After a year of this kind of political involve-
ment, | went back to college. | had friends
who were both artists, and some friends
who were activists. But they weren't work-
ing together. My artist friends were doing
their stuff, addressing other artsy people.
Meanwhile, | and my activist friends would
demonstrate on the steps of the library and
the same 200 sympathetic people would
show up. Nothing much was changing. So
like, ok, what do we do now?

That's when we learned that there was a
little military research lab on campus.
Some of my activist friends seized the lab,
and took it over for a day, thinking they
would attract attention to the problem.

But you have to understand that this was

Action Quarantine WalMart, 2006.
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the 80’s. The student community had the
60’s “in a box” - for them protest was what
dirty unwashed people back in those days
did. Now all that seemed really tacky and
foolish. In the 80’s it was all about career
and success. We had a whole different
set of pop culture references. Our style
of protest didn't connect with the student
body. So this was the first action when we
reinvented the sit-in. | am not saying it was
more effective than the original sit-in, but
it certainly was more inventive and perfor-
mative and better suited to its time.

What was it like?

My activist friends did a traditional sit-in in
the laboratory. My artist friends looked on
and said: “No, that’s not working, it’s not
connecting to the student bodly. Let’s do it
another way. We're wacky artists; let’s do it
our way” And a friend of mine got an idea.
We got together and decided to invent a
fake organization. A religious, freakish,
anti-communist, right-wing organization
that would represent the “silent majority”
- the students that had not yet spoken up
on the issue of this lab. And they were all
the engineering students. We called the
group “The Nuclear Saints of America” We
broke into the hospital and stole lab coats.
We all had suits underneath the lab coats.
We all had walkmans — which were new at
the time, sort of futuristic. And we wore the
atomic symbol - an upside down five point
star. The devil symbol. We were like a reli-
gious cult. And we came with a whole story
about ourselves and what we want. “Every
studenthas to take three courses of applied
engineering, communism is everywhere,
they are coming to take away our lifestyle.
We need not only to stop those radicals
from interfering with nuclear research, we
have to make nuclear research even stron-
ger. We are responding the President’s
Reagan call for volunteers” So now we took
over the lab. We were going to spread the
military industrial complex voluntarily. One
woman - this was the best of the projects —
started knitting scarves to keep the missiles
warm on the school campus. Some of our
friends who were not inside with us put up
posters all over campus: “Students invade
lab TO DO military research. Free food

and religious ceremony at 3PM” So a lot
of students showed up. 200 students, 300
students. They thought it was bizarre and
wacky, fun and cool. They didn't know what
was going on. And we didn't explain any-
thing — it was just this crazy thing going on.
Actually it works for advertising, too - you
do not tell people the story, you let them
figure it out. You tease them — and we used
that a lot. Our “legend” was - “we are here
to do some research and we are not leav-
ing until we get some donel!” It was very
funny. We were fucking up their research
work by doing our “research work”

At 3PM, a couple of hundreds of students
showed up for the religious ceremony - we
were doing a communion with little candies
in the form of atomic fire balls. And all sorts
of other stuff. And then the professor who
ran the lab came down to see what was
going on. A week ago during the simple
straight protest he was above the fray, all
gentlemanly. He came offvery well without
having to admit that he actually had mili-
tary research going on in his lab. So now
he comes down from his office and we are
there dressed up like crazy people and he
thinks because of our right-wing rhetoric
that we are not playing around, that we
are actually supporting his research. So
he joins in the communion and the student
paper takes photos of him with his mouth
open for the candy. Then he says, “Thanks
guys, you showed us that there is support
for military research on campus, but now
we have to go back and do our thing, that
thing you are supporting so hard” And we
sort of kept playing in character, stopped
listening to him, went back to talking about
our fake military research projects. Obvi-
ously we weren't leaving. Then he realized
that we had played him for a fool and he
got pissed off and left. And in the morning
they kicked us out.

But the next day the news spread - this
crazy bunch of people took over the lab
and fooled the professor who had come
off so well last time. It really helped to
make the case that there was definitely
military research going on campus, not
civilian research as they claimed. And lots
of people then paid attention to it. This

type of protest certainly came as a new
wave. It's a long story. But that was the first
action | did in this playful and performa-
tive way, and the next 20 plus years of the
creative political stuff I've done had its ori-
gins in that action.

Can you step back from that action and
analyze it?

Yes. | think we were making fun of protest
- traditional protest — in order to protest
more effectively, in order to capture the
attention of a student body that already
thought protest was a joke. This is a para-
dox. We used humor; we also broke down
the border between the audience and the
actors/activists. All the students flooded into
the lab and participated with us, becoming
part of the protest without knowing it, and
gradually getting into the performance
with us. And we also riffed off of pop-
culture - brand names, TV shows, popular
candy, etc. We brought in a TV to watch

Monday night football; we had a singing
clown come and deliver pizza. We did all
this wacky stuff — and we won. Americans
love pranks, they love the idea of the little
guy outsmarting the big institution. And
later on we kept inventing that kind of
simple popular way to reach people. We
used a lot of commonly understood ele-
ments. We had a political trickster sensibil-
ity. Basically it was a shift from the idealistic
choreographed protest to the “modern
pop dance” version of it.

What do you mean by modern pop
dance?

If we think about the visual story being told
in the classic protest, there’s a strong Chris-
tian element to it. There is a martyr thing
to it — not that anybody will be killed, and
yet... that is your body language. You lay
your body down, they carry you away, you
sing songs. You are witnessing injustice as
early Christians did. In the mid 80’s that

Working Family Liferaft. Boston, 1996.
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imagery no longer connected to young
people - we had to use new methods. And
to invent things anew every time —you can’t
afford to be boring. You have to use the
power of paradox and absurdity.

You mean that to achieve your goal you
had to communicate more creatively
than more “traditional” protestors did.

Exactly. With our nuclear lab action, we
found a right-wing voice that exposed how
messed up the whole right-wing ideology
is. We also learned to attract media. You
have to give them a powerful picture, an
image, a pop icon if you want to translate
it to larger audiences. One of our most
successful actions was the creation of the
“Billionaires for Bush” organization. During
the 2004 election, instead of complaining
about how bad things were, we celebrated
how good they were for the very very rich.
We got lots of people to dress up in tuxe-
dos and fancy gowns and praise President
Bush for helping them become even richer.
We had slogans, symbols and a pro-
rich political program. Several thousand
people all over the country participated
in this project. As a passerby youd see
these fancy people and think: “Wait. They
may be happy, but I'm no billionaire. Why
should | vote for Bush?” While the media
got a bright picture and a story to tell —
which is what they are always after.

Can you give another example of a cre-
ative action against the right?

Sure. Republicans were trying fo pass
a pro-rich tax law which they claimed
wouldn't hurt American families. The right
wing now realizes the importance of using
media, so the two congressmen that were
behind that law stepped on board the ship
where famously in 1773 the tea taxed by
the British government was thrown into the
sedq, because American colonists wanted
to be taxed only by their own elected rep-
resentatives. The event was one of the first
liberation actions in American history, and
the congressmen tried to appropriate its
iconography to reach the public. By throw-
ing a box of “teq; i.e. “taxation” overboard
they were trying fo show that the tax law

they were introducing was liberating. We
knew the media would be there - so at
the moment when the congressmen were
about to throw the box, a little boat with
two people appeared in front of the ship,
carrying a banner with the slogan - “Work-
ing Family Life raft” They started shouting
not to sink them. So the congressmen were
in a bind: don'tthrow the box, or risk sinking
that boat. And of course they dropped the
box. And the image that went all over the
media was of course... the Republican tax
proposal sinking the ship of the American
Family.

It allowed people to understand the is-
sue visually.

Yes, because people don't always under
stand more complex statistic or legislative
issues. You have to deliver an image based
on simple examples and illustrations. In
the 80’s — an apathetic decade - Nuclear
Freeze actually got three quarters of a mil-
lion people protesting in the Central Park.
These were huge numbers, bigger than
back in the 60’s, and yet it had very little
cultural impact...

So, I made getting a high impact my focus.
It became my art. And then my business.

What has helped you to escape apathy
and stick with protest?

Several answers to that. One is that it was a
particular solution for me - | made it a pro-
fession. Of course that does not scale up -
it’s not an answer to millions of people. Yet
this is an answer to me. It is also tempera-
mental. | am a romantic. | like being alive
— there is so much life to live. | disliked the
cynical or depressed or unplugged yuppies
that | met. It seemed like a moral failure.
They seemed to have a better life for not
having to worry about the greater political
world but their souls were damaged. There
is something in their hearts that had died
off, or that they had to kill off...which made
them a sadder and more superficial kind
of person. The activists | work with and who
became my friends were living their truth,
were fighting for the world they believed in.
They were passionate and inventive. Good
people to go through life with.

Convention Diary new York city, Aug 30 - Sept 2

Associate editor Robert Kaiser and Pulitzer Prize winning photographer Lucian Perkins are at the
Republican Convention in New York City collecting images and impressions in their diary,
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A *Phil T. Rich,” co-chair of the satirical protest group "Billionaires for Bush,”
privileged class.

| am an issue agnostic. Any fight will do.
There is such a surplus of trouble in the
worldthatyou'llnever have a problem find-
ing an issue that is meaningful fo you. What
| am religious about is my craft, it's what |
work on, bringing all these artistic methods
not just fo protest — which is just one of the
circles where you can use them - but to all
sorts of political agendas. Now protest is
not just a thing fo do, it’s a recognized part
of the culture. Recently, there has been a
big interest in protest on the part of the
academy. | get calls for references couple
of times a year. People tell me theyre writ-
ing a Ph.D. on “Billionaires for Bush” Not just
inthe US, in Brazil and other places. Maybe
this is because we were a media phenom-
enon, and academics are interested in the
media. And the media become part of the
protest culture as profest uses it more and
more effectively.

What s the political agenda now? What's
the next wave?

Nowadays | think that all the people that
were robbed by the banks should be outin
the streets protesting, yet nothing like that
has happened. It's bewildering. Although
it does seem something is cooking right
now [Ed. note: “Occupy Wall Street” was
just gaining momentum when this interview
was taking place in Moscow]. Some inter-
esting things are beginning to happen. It's
hard to define a wave. It’s a series of small
waves, and | think there will be one wave
strong enough to rise up and we'll say ok,
it’s now or never, we are out in the streets.

Billionaire for Bush, 2004.
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INTERNATIONAL FESTIVAL OF ACTIVIST ART Kostis Stafylakis

A discussion on practices of “overidenti-
fication” has to start with the rejection
of the idea that overidentification is,
or can be, a concrete strategy dis-
posed to wunleash a successful full-
hearted  attack  against  today’s
metapolitical-postdemocratic  adminis-
tration of societies. “Overidentification”
is not some kind of vangaurdist backlash
against social systems of power and
control but rather a “symptom” of
ideological uncertainties and identity
dislocations of late capitalism. That said,
“overidentification” describes impure
“moments” within cultural practices when
subjects embrace the risk to try out the
consequences of their identifications,
attachments and orientation of their de-
sires by accepting their imbrication in a
social bond, therefore, in a field where
resistance and conformism fail to rep-
resent clear choices. Overidentification
is, thus, related to a form of “criticality”
that is important for cultural practices
to the extent that the “subjects of
overidendification” begin to admit and
embrace the fact that their subjectivity is
deeply interwoven “with” and “by” social
discourses, power, authority, heter-

onomy (and structurally involved in their
reproduction). In this respect, practices of
overidentification can potentially foster
a critical interrogation of today’s social
dogmas to the extent that an unconscious
part of one’s own attachment to the social
apparatus is (reJenacted - beyond his/
her representation (and supervision) of
identity (this is the “over”- the surplus in
“overidentification”).

Since the late 90’s, significant theoretical
approaches have contextualized the
relation between cultural activism and
the social-grassroots movements that
resist the deregulation of societies and
economies caused by economic global-
ization and neoliberal politics. The late
90’s and early 2000’s activist practices
unwrapped an agenda of tactics and strat-
egies against the neo-liberal exploitation
of public space, the waning of the welfare
state, or the control of information and
mass media by powerful corporations.
“Reclaim The Streets” reconquered public
space, “The Yes Men” tried to delegitimize
the politics of WTO and the managerial
discourse of big corporations while the
“Critical Art Ensemble” interrogated the

The Syndicate of Sincere Industry Owners, 2010.
Cooperativa Metexnio. Mystics of Places, 2011.
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late capitalist eugenics and biopolitics. In
a similar fashion, Geert Lovink and David
Garcia coined the term “tactical media”
(The ABC of Tactical Media)! to address the
new nomadic and tactical Zeitgeist of net-
worked cultural resistance.

A new political challenge

Today, critical art practices - including
art activism — deal with a new ideological
spectrum studded with numerous hidden
traps. Critical anticapitalism is faced with
a wave of vague and aleatory discourses
that reigned as a result of dislocations
and unpredictable rearticulations  that
have taken place in the camps of both
the Left and the Right. The metapolitical-
postdemocratic administration of Europe-
an societies has facilitated the hegemony
of the populist Right by failing to appeal to
low and middle class strata all across the
European continent. The National Fronts,
conservative populists, Right wing par
liamentary coalitions, ideologues of the
late 70s culturalist Right (leftovers of the
Nouvelle Droite) have won the battle for
ideological hegemony by addressing the
“passions” of recently proletarianized and
even lumpenized social strata. The ongo-
ing economic crisis is propelling misery
and reactionary discontent. In this confext,

“immanent anticapitalism” (a la Hardt &
Negri) simply won't succeed in subvert-
ing the dogmas of the neoliberalist bloc
or spurning the calls for a “return to ethnic
(common) roots” This kind of resistance
is usurped by conservative discourses.
Camouflaged “neoliberals” are hiding
a traditionalist agenda while, frequently,
leftists and antiauthoritarians  utilize a
multi-communitarianist discourse that can
result in a naturalistic idealization of the
“commons”?

Faced with the complexity of today’s
ideological reifications, the idea of a be-
nevolent humanist struggle against neolib-
eralism has to be challenged. Perhaps, we
should question the very idea that expos-
ing neoliberalism is a fruitful strategy for
articulating various activist initiatives. This
observation does not render any artistic
critique of capitalism useless but rather
emphasizes the need for its re-invention
to correspond to today’s blockage. In a
sense, the Norwegian Anders Behring
Breivik, responsible for the mass shoot-
ing of the members of Workers’ Youth
League, is a challenge for every activist.
It is not far fetched to suggest that Breivik
is the activist par excellence - in the sense
that he successfully accomplished what
psychoanalysis would describe as a pas-

Cooperativa Metexnio. Mystics of Places, 2011.

sage alacte. His paranoid dream of himself
as a medieval regent initiating a crusade
against Muslims was an efficient stimuli for
such an act. His mythological world was
instantiated in his manifesto, “2083 — A Eu-
ropean Declaration of Independence” - a
pastiche of islamophobia, anti-globalism
and anti-marxism. My question here is, of
course, not what motivated Breivik to cause
the evil he caused. Rather, by appropriat-
ing an adornian perspective, we may ask
“what is activism after Breivik2”

From threnody to...

By simply focusing on the recent phenom-
enon of Los indignados, this participatory
social movement that occupied central
squares in, Spain and Greece, both smit-
ten by crises and austerity politics, we will
encounter a pattern of artistic commitment
that remains unreflective and immediatist.
The Greek example of activists and art-
ists joining forces with the indignados is a
typical form of subjugation to a “common
sense” notion of political involvement and
social uprising. Activists restricted them-
selves to propagating the discourse of
the uprising: in this case, the propagated
content was apolitical antiparliamentarism
targeted against the “corrupted political
order/elite” This discourse was often

dictated by mass media populists that in
the past had supported various political
regimes currently undergoing massive
delegitimization. The general assembly of
indignados decided the formation of work-
ing groups such as the direct-democracy
team, the technical support team, the
composure team (tasked to safeguard the
calm manner of collective procedures),
the artists’ team efc. Some students of
the Athens School of Fine Arts along with
other art practitioners produced banners
and posters with sarcastic slogans. Other
organized music events that would enter
tain the people who had the pace to stay
in the square for days. The model here is
“activism in the service of the uprising” —the
banners and posters often ridiculed greek
politicians and expressed the widespread
social despair by propagating moralistic
anti-corruptionism.®

It is here that another type of intentional-
ity could be applied and tested. In this
framework of dislocated social tension,
“overidentification” (rather than distant
critique or uncritical commitment) may
reflect on the dangers involved in any
totalizing fantasy and, thereby, help us
interrogate the established modes of en-
gagement. In a sense, overidentification
is effective only to the extent that it

Cooperativa Metexnio. Mystics of Places, 2011.
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introduces a radical ambivalence able
to problematize the prevailing currents
amongst excited social agents. To quote
Stevphen Shukaitis, the applicability of
overidentification is not founded upon
its straightforward and unproblematic
nature, but precisely because of its very
ambivalence. Overidentification becomes
a way not to provide a completely worked
out solution or direction to the problems
posed by the current political situation, but
rather works to refuse the closure enacted
by the existence of roles and positions
through which dissent is accepted and
desired even if it is ultimately powerless to
affect any significant change*

In 2009 the first foreboding indications of
Greece's debt crisis spiraled a hurricane
of economic attacks and austerity mea-
sures. When the serious condition of
Greek economy was revealed, the vari-
ous syndicates and unions warned the
socialist party (PASOK) government to
avoid measures that would cause further
upset and injustice. But ZEB (The Syndicate
of Corporations and Industries) demand-
ed more flexible labor agreements in
the private sector in order to “protect the
workers’ jobs” It was then that a different
group, named after £EB, began to orga-
nize public rallies. But their acronym now

stood for “The Syndicate of Sincere Indus-
try Owners”®

In “The Yes Men” or “Billionaires for Bush”
fashion, the leaders of the new ZEB put
their hats on and marched through the
Athenian streets like all other syndicates
do. They marched in front of the National
Bank of Greece, in front of the parliament
and so on. It was a group of youngsters,
mostly students. On a banner above their
marching bloc they had written: “In order
to save the country from bankruptcy and
hunger abolish the salaries now” By us-
ing loud speakers they launched slogans
such as “Tax the poor, they are more any-
way!; “Enough! Stop the unacceptable
status of collective labor contracts, indi-
vidual contracts for every one, because
each person is different!’], “Abolish the
wages, apply compulsory labor in our
corporations!’; “Down with populism, the
memorandum was, is and will be a bless-
ing to this country!’, “Are you unemployed?
That’s your problem!’; “We welcome the
government’s decision to eliminate the
taxes on our properties. We offer the jobs,
are we also going to offer the wages2”
This prankish act was indeed a sarcastic
response fo reigning political cynicisms but
beyond it’s subversive humor it generated
a metaphorical but affective uncanny feel-

Cooperativa Metexnio. Mystics of Places, 2011.

ing that traditional forms of social struggles
and demands are outmoded or outsmart-
ed by the rhetoric of the economic elite.
Whoever encountered this group of dem-
onstrators was prompted to reflect on the
deficiency of traditional-routine rallies with
slogans.

Overidentifying as enacting the repul-
sive

In this type of activity, subjects are also
called to reflect on their own modali-
ties of engagement and to establish
a disenchanted relation to ongoing
collective processes. What is worth noticing
here is this shift from political externalism
to the intersubjective articulation of the
“political”’¢ A more meticulous and inspired
form of overidentification was employed
by the Metexnio cooperativa, a collective
of artists working outside the Greek gal-
lery system and presenting their work
mostly through the Internet. The ftitle of
one of their video-productions poetically
and melodramatically undermines its own
seriousness: “TOnwv ~ PUOTEG7“Mystics
of places”. The title points to some deep-
sacred relation between the film’s pro-
tagonists and their rural places of origin
or life settings. Their lives are presented
and narrated by some sentimental TV jour-
nalist attempting to folklorize the spoken
language and to present the protagonists
as authentic representatives of a bygone
society. Those three persons share some
shocking lifetime experience on camera.
They have all been living in a profane
and inauthentic way until an incident (or
accident) changed their lives by prompt-
ing them to rediscover the orthodox faith-
church and Mother Mary. Interviewed by
the reporter, the characters (an ex-soccer
player, a raver and a ship owner) describe
their rediscovery of the Orthodox faith?
Members of the cooperativa impersonat-
ing the three characters are filmed while
they actually participate in traditional
Orthodox customs in the villages. One
of them carries the Epitaph across the
streets of his village on Good Friday. An-
other one crawls up the pathways of the
island of Tinos during a pilgrimage to the
church of Mother Mary. And, finally, the

offspring of a family of ship-owners dives
into the cold waters of a harbor to catch the
crucifix during the Orthodox celebration of
“Theofaneia” The discourse of these three
characters epitomizes the ideological
currents that plastered Greek social life
from the 80’s, through the “modernization”
era of the late 90’s and up to the cynical
era of crisis: defensive traditionalism, op-
portunism, beneficialism and economic
speculation, yuppism combined with new
age gnosticism and the reactionary return
to “popular religion’; racism against minor-
ities and immigrants, an ambivalent and
defensive orientation towards the Europe-
an Other - a crucial substratum rendered
palpable on it’s most aching spots. Instead
of offering some ephemeral disclaimer, the
artists utilized overidentification with some
of the most repulsive utterances of social
discourse to de-familiarize the embedded
ethos of a subject in critical condition.

(February 2012)

NOTES

1 Geert Lovink & David Garcia, The ABC of
Tactical Media, can be found at www.nettime.
org/Lists-Archives/nettime-1-9705/msg00096.
html

2 This vast dislocation of political representa-
tions and identities is particularly felt in Europe:
the new antisemitism, the new islamophobida,
the return of folk and the political organization
of neo-paganism (from autonomist nationalists
to national anarchists), differentialist racism,
far right opportunism, the vast influence of
deep ecology etc. are not simple phenomena
of a desperate social conservatism but rather
samples of a new radicalization of middle and
low social strata that seek an utter narrative to
compensate for the collapse of the develop-
mental dream of the previous decades.

3 My reservations regarding art’s activist role
within this type of social uprising were also ex-
pressed during the uprisings of December of
2008. Modeled after the 2005 Parisian suburbs’
uprisings, the Greek uprisings were triggered by
the murder of a youngster by a police officer and
were soon transformed into massive protests
against the conservative government of Kostas
Karamanlis. The uprising enhanced a rapid an
unprecedented radicalization-politicization
of previously conformist particles of the Greek
youth. Among the existing leftist, autonomist
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and anarchist groups, concentrated in the Athe-
nian area of Exarcheia, some rather newborn
groups emerged in public space: groups of
autonomist nationalism or national anarchism.
In this context, Kavecsprojects (visual artist
Vana Kostayola) decided to launch the “Black
Circle” project - an attempt to comprehend the
political ambivalence infiltrating parts of the
Greek youth at this point of time. For details,
www.kavecsprojects.com. | have offered a
theoretical approach to the “aesthetics” of the
2008 uprising in “Against the event: the role of
the aesthetic in the events of December 2008,”
(in Greek) Kaput online journal, www.kaput.gr/
gr/issue/05/ . Some of my arguments are pre-
sented by Sotirios Bahtsetzis in his “Image Wars:
The Athens Riots as Dispositif and Event” in Af-
terimage: The Journal of Media Arts and Cultural
Criticism, Vol. 38, No 1 (2010), pp. 19-24.

4 Stevphen Shukaitis, Fascists as Much as Paint-
ers: Imagination, Overidentification, and Strate-
gies of Intervention (Colchester: Essex Business
School, 2011), 12-3.

5 The ZEB actions can be found at http://viomix-
anoi.gr

6 Along with Yannis Stavrakakis, we have devel-
oped this position on the shift from critical exter-
nality to an interrogation of one’s own affective
involvement via overidentification in Kostis Sta-
fylakis & Yannis Stavrakakis, “States of Enjoy-
ment: Questioning the Global Art System with
NSK” in Alexei Monroe (ed.) State of Emergence:
A Documentation of the First NSK Citizens’s Con-
gress (Leipzig: Pl tter Verlag, 2011) 83-103.

7 After an accident, the footballer underwent
several surgeries to become well. He was saved
when he discovered Jesus Christ. He returned
to his village, reclaimed the authenticity of his
childhood and settled down. The raver who
spent the 90’s consuming lots of drugs is also
discovering Orthodoxy, along with ecology
and esoterism. He asks Mother Mary to elimi-
nate the ozone hole and stop climate change.
“If Bono and Al Gore can do it, why can’t she do
it2” he says. The third character is the young-
est member of a family of ship-owners. He was
abandoned by his wife who pursued a career
in design and escaped to Sweden. He treats his
gorilla-guards like brothers. He is not a racist
but the other participants in the Theofaneia
Orthodox ritual happened to be Albanians
and stole the crucifix from him! For a detailed
account of the story visit the cooperativa’s web-
site http://metexnio.blogspot.com

Presentation of the book “IO++ Program
Texts for Possible Worlds” by Peter Weibel
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Participants: Peter Weibel (author), Joulia
Strauss (arfist, initiator of the book and its
presentation), Ksenia Golubovich (letterra.
org), Oleg Nikiforov (Logos publishers),
Tatiana Volkova (ZHIR Project).

Oleg Nikiforov: May | ask the author Peter
Weibel and Joulia Strauss, who compiled
this book, to introduce its intention.

Joulia Strauss: Peter Weibel is a hacker.
He cracks the establishment to enable
complex developments essential  for
contemporary art. This is because he is a
true artist. The book is a portable show of
his work.

To quote the author’Who but the artist can
undertake giving shape to the world and
thereby change it2” The best example of
such “rewriting” the world is ZKM. Equally,
Medialmpactis a virus within the art system
embodied by Moscow Biennale.

Peter Weibel was expected to please the
Russian public with cascades of glimmer-
ing images. But Medialmpact provides a
unique opportunity to correct such dis-
torted perception of scientific media art:
this book is an investigation into a rich

September the 27th, 2011.

history of artists who rejected to serve the
superficial and conservative monetary art
system and continued onward as progres-
sive inventors.

At Medialmpact, where a chain of equiva-
lences in the ongoing global revolution is
being forged, itis our pleasure to welcome
Peter Weibel to share his experience of
resistance against the dangerous paths
of subsystemic zombification and the pro-
gramming of environments evolutionary
forart.

Peter Weibel: Having published about a
hundred books and more than a thousand
essays, | am very grateful to Joulia Strauss
for selecting the texts in the Russian edition:
it’s very difficult when you have a thousand
essays to select fen. So | congratulate her
on that job. If you have a book, it is a kind
of portrait of the author, and if it is a book
portrait, we tend to think of Hegel who
wrote in 1804 in his Aesthetics about paint-
ed portraiture. He said that a visual por
trait, if it is good, is more similar fo the per
son than the real person. Now | would say
that this text portrait is more like me than
myself. And so, again, | must congratulate

Joulia Strauss, Ksenia Golubovich, Peter
Weibel, 2011.
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Joulia Strauss and am grateful to Logos’
publisher Oleg Nikiforov who took the risk
of publishing my first anthology of texts in
Russian. I'm especially grateful, because
I had written a long text for the Biennale
catalogue, but the text was too long, and
a little bit late, and so my real text for the
Biennale is not in the Biennale book. You
find it here.

Joulia Strauss: For me it was a great
honour, but also a challenging task, to
choosethesetexts. When Peter Weibel said,
“Would you select them?’, | was shocked
and escaped for three months. Reading
all incarnations of the multifaceted author
in catalogues, on the net, and in numerous
scientific publications, | was so enthralled
that at some point | started to see that the
Indian landscape is run by mathematical
formulas.

While selecting texts, | wanted to resonate
the tense harmony between art, politics,
technology and science which rules in the
entire cosmos Peter Weibel. So, Peter Wei-
bel is the programming language in which
the book at hand is compiled.

In German “10++” [zehn plus plus]
phonetically  coincides ~ with  the
pronunciation of the programming lan-
guage “C++" [ze plus plus].

Peter Weibel: Joulia said something very
important, because normally when |
publish something there is the difficulty
that one party says “We want a political
article’; and another says “No, we want an
aesthetical article’; and another says “No,
we want a technological article’; and an-
other would say “We want an article about
art” But, in fact, my method is to combine
art, science, technology, and politics. So |
am grateful that Joulia understands this.

For example, when | was young, in the 60s,
| was part of the Vienna Actionism group.
The only thing they said was, “Why do you
study mathematics? It is such nonsense,
you should stay with us and just make
bloody actions” And mathematicians said,
‘Are you crazy? You're such a wonderful
mathematician, why do you make those
bloody actions?” So film makers said,

“Why do you make actions and why do
you study mathematics, you just should
make films; and then | was part of the stu-
dent movement and they said, “This is hor-
rible, that you work with mathematics, film
and action - just make politics”. You see,
and this resentment still exists after 4050
years. At that time nobody thought (except
me), that film and mathematics, image and
logic would converge in the digital image
of the computer 20 years later.

Now | should like to go into the subject
“Art & Agency in the Information Age: from
Duchamp to Manning”. | shall describe the
modern art.

As you know, | differentiate between
modern art and contemporary art. You
can define modern art by saying that it
was about man, machines, material. Man
Machine Material is the title of a lecture by
the American architect Frank Lloyd Wright.
He gave the lecture in 1931, it could be the
program of Bauhaus in Germany, because
there was a section called Research of Ma-
terial. Faktura, the colour as material, was
important for Russian Constructivism. The
Industrial Revolution was only possible by
machines. By railway machines, by wheel
technology. Even the early cinema was
wheel technology. It was the projector.
Early camera operated with wheels. So the
basis of the Industrial Revolution has been
machines, especially wheel technology.
The search of material and machines was
the basis of modern art.

Todaywe have adifferentsituation. Instead
of machines we have media. Now comes
the point: instead of material we have in-
formation, data. Most importantly, modern
art in the industrial society has been un-
der the dictatorship of production, always
about production, producing something
with machines and with material. Today,
as we see, it's about distribution, distribu-
tion of the information, like the internet, like
mass media, like radio and television. So
instead of the logic of production, today
we have in the contemporary world and
in contemporary art the logic of distribu-
tion, distributing information by media.
For a long time, the means of distribution

were part of the monopoly of the mass
media (magazines, radio, television) who
had the power. It was a monopoly of dis-
tributed information. Today, as we know,
with the Internet, we have a democracy of
information — where everybody can be a
transmitter. So we can precisely follow this
transformation in art.

We see how certain monopolies are lost.
Until 1840, before photography, a class of
experts called painters had the monopoly
on making images. After photography
they lost the monopoly — with the camera
anybody could make an image. This we
see again with new media. The class of
artists has lost its monopoly of creativity —
suddenly we have the so called creative
industry. Today the mass media lose the
monopoly of distribution. Everybody is a
transmitter.

Andthiswasmirroredinthe arts. Before me-
dia we had visual arts, suddenly in the 60s
people discovered, we have mass-media,
we have advertising, we have magazines,
we have television, so people studied all
these visuals in the media. This regime of
images is called visual culture. There was
a big debate in the 80’s about conflicts be-
tween visual art and visual culture, it was
discovered in the 80s, very late, 30 years
after MclLuhan’s The mechanical Bride:
Folklore of Industrial Man (1951), that im-
ages are not only produced by artists and
art, but also by mass media, newspapers,
posters, etc. and that therefore visual
culture is much bigger than just visual art.
Today | will show you another difference,
the change of visual media to social me-
dia.

You can see the analogue movement in
media: first, we had visual art, then visual
culture. In the early 80’s we had visual me-
dia, but foday we speak not about visual
media any more. In the age of distribu-
tion, in the age of the distribution of the
information, we speak about social media,
precisely. So this is the point. Duchamp was
an artist in this age of production. Ready-
made means made, produced. Today, |
don't have fo produce. Although Duchamp
criticised painting, he was still producing

a certain kind of anti-object. He showed
a produced obiject but denied its function.
Today we speak about, for example, Hans
Haacke, who, rather oppositely, showed
an object in a particular social confext.
He was a pioneer of what happens today,
in the age of distribution. He is a Meta-
Duchamp. But the true artist of today just
delivers information as a kind of Meta-
Haacke. Now we understand the position
of Bradley Manning. Bradley Manning has
not produced anything. He took the in-
formation and distributed it. So, when we
discuss a possibility of agency in the age
of the distribution of information, we mean
precisely what Bradley Manning has done.
But this is just one of the models.

And why do we so greatly need this agency
in the information age and in the social
media? Because modern artdid one thing,
basically: it substituted representation with
reality. Duchamp was the first one, so he’s
the godfather of modern art. Duchamp is
not at all the godfather of contemporary
art, and | will show you why.

Because instead of the picture of a wheel
he shows the real object (Bicycle Wheel,
1913). He began to substitute represen-
tation with the ready-made, with reality.
The next step was fo say, “Okay, we have
paintings of sunlight, and now we make
objects with the artificial, eleciric light” The
next step was: we have portraits of na-
ked people, but now we stop it, we have
real naked people, like body art. We had
painted landscapes but now we make a
real action in real landscape and call it
land art. So the whole twentieth century
was one movement: to substitute represen-
tation with reality.

In classical representative art, like classical
painting, there was always an ontological
difference. We know a picture of a person
looks very much like the person, but we
know it's a painting. We know the story
of Zeuxis and Parrhasius with the mime-
sis, etc. There was always an ontological
difference. In modern art we no longer
have the ontological difference. That
means — now we come to the paradox —
when | go into the flat of a modern collector,
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he shows me a table and says, “You can
not use this table, here’s another table. This
is a table by Franz West, you can't use it, it is
an artwork! | go to a bathroom, he shows
me a shower and another shower and
says, "This shower is an artwork by An-
drea Zittel, you can't use it” He shows me a
stove and says, “This is by Rirkrit Tiravanija,
you can't use it’ So we just have art as a
doubling of reality. Art becomes a total af-
firmation of reality. This is a paradox.

For example, consider the work of San-
tiago Sierra, which | respect as an artistic
attempt — but you see that there is a very
clear paradox. If youre a sex tourist, you
take five young boys, give them 10 dol-
lars, and they masturbate in front of you
for the camera. Sierra claims to be against
sex tourism. But in fact he does the same
as a sex tourist, because he also gives 10
dollars to the young boy and watches with
his camera his erect penis, and when you
come to the gallery, you're doing the same
as a sex fourist. See, when you lose the
ontological difference, you become part of
the game. The logic of Santiago is the logic
of modern art. | give you another example
of the danger to neglect the ontological
difference, another gallery example: |
am dressed like a policeman and hurt the
people who come into the gallery. Some of
them ask me, “Why do you do that? Why
do you hurt me2” My answer: Because
| want to show the violence of the police.
But when you repeat reality, you are part
of the reality. When I say, “I'm a policeman,
| can hurt anybody’, only to show that the
police is unjust and violent, then | am part
of the dictatorship of violence. This is a
problem of modern art.

Look at the exhibition of Medialmpact
downstairs, which | found really perfect,
because it is not doubling objects of re-
ality. These are documentations, they
distribute information. You see photo-
graphs, documents, etc. - they are part
of the logic of distribution, like Manning.
You can even see very clearly what the
people like The Yes Men do. In reality they
behave like businessmen, but there is a
slight difference. You realise they are not
real businessmen. They keep this kind of

ontological difference, even if they imitate,
in the action, the reality. This is the whole
point. And this is what | call the Performa-
five Turn.

Oleg Nikiforov: We are approaching our
discussion of “Art & Agency in the Infor-
mation Age: from Duchamp to Manning”
Here are the key names: Marcel Duchamp
and Bradley Manning. As Peter Weibel
remarked, Marcel Duchamp was not in
any way social, particularly, he left art,
physically abondoned art, in the 1920s-
30s. He stopped identifying with art and
focussed instead on playing chess, say-
ing that every chess player has an artist
within him, but not every artist is a chess
player. Here is the moment when a chess
player as an asocial type is elevated to a
podium higher than that of an artist. To me
it seems this is a question to Joulia, that this
movement repeats itself in her work in an
“anamorphous” way — and namely, in her
approach toward the agency of Bradley
Manning. As | understand it, Joulia fixes the
moment of this agency and makes a move-
ment opposite to Duchamp’s, plays with the
moment of returning the agency back to
the art sphere, in order to use the informa-
tional means for more effective distribution
of the moment of the event itself.

Joulia Strauss: Thisis avery good question.
And it’s a very important question because
we are not only discussing “agency” at this
meeting. Indeed, the monument fo Brad-
ley Manning is anamorphous not only in
the sense of technology behind its visual
appearance, which involves the viewer in a
dynamic perception of seeing a distorted
image and with the passage of time begin-
ning fo recognize the reassembled portrait
in the mirror column, but fractally applies
to the entire process. It started already
during the most recent Transmediale,
where | presented a model of this portrait.
Nobody was interested in Bradley Man-
ning’s case while the tragedy was unfold-
ing in front of our eyes, although the theme
of Transmediale was responsibility in our
free information society. After this | pub-
lished a book, in an edition of 1000, each
volume including a miniature monument,
and then made the 3D portrait shown here

at the Biennale. May | express my deep-
est thanks for the solidarity of Peter Wei-
bel, who brought it to Russia. We made it
public through the anamorphic power of
the particular art confext elaborated be-
fore: it has been possible to speak about
Manning’s audacious deed in the Russian
media without distortion, and, in one way
or another, it will bear impact on the way
he is perceived in the US.

The "Anamorphous Monument to Brad-
ley Manning” will be further developed
right here: Bradley Manning’s dream was
certainly not to go to war or be impris-
oned. He worked as a soldier in order to
earn money to study physics and after that
ideally find work at a place like MIT. So, as
Director of ZKM, Peter Weibel, could you
think of inviting Bradley Manning to work
atZKM?

Peter Weibel: Yes, | could even grant him
free access and a stipend. | would invite
him to ZKM, you could write fo him, and at
his next convenience he may come to work
and study for several years. | promise it to
you.

(applause)

Coming back to Duchamp for a moment,
let’s ponder the word “ready-made”. This
has o be taken seriously, because he says
“made’, it means that the thing is produced.
So Duchamp is completely under the spell
of the logic of production. It is produced,
it is made, it is finished. So he does not do
the work himself. But he takes the product,
a thing produced by others, an industrial
product. It is very clear - he is the artist of
the age of industrial production. Now let’s
examine Manning. He takes information
that exists, that is produced, made, fin-
ished. He does not make information. He
does notmake the film. But he takes the film,
like Duchamp had taken from the factory
an object to infroduce into the museum
context. Ergo, Manning does the same. He
takes ready information, removes it from
the sphere of secrecy, and brings it into the
public sphere. Another contextualization
transfer. So this is precisely agency in the
information age - beyond Duchamp,

because Duchamp was gapingly bereft
of social awareness. To tell the truth, all
his life he was supported by rich ladies.
Duchamp was making most of his money
through art dealing, he sold sculptures by
Brancusi, had even a monopoly in the US.
He was a dealer.

In medicine, there are three kinds of
doctors: we have the internist, who makes
adiagnosis, e.g., “you have this kind of dis-
ease’; but does not operate on you. Then
we have the surgeon, who says, “what is
cut away, excised cannot become sick”
So he has no diagnosis, but he operates
and says, “If | remove your liver, it cannot
become sick” So the best doctor is the so-
called pathologist, because he makes the
right diagnosis and does the right opera-
tion. He has only one problem: the patient
is dead. This is the role of Duchamp: the
pathologistin art.

There was one artistinthe 70s-60s who also
had the right diagnosis, this was Joseph
Beuys, but he had the wrong solution; he
spoke a great deal about social sculpture;
he said that any social activity could be
art. He was therefore close to social me-
dia, so he offered the correct diagnosis.
But the way he operated was archaic. As
a surgeon he used not computer tomogra-
phy, etc., but rather felt and lard.

Joulia, downstairs in the exhibition there’s
an artwork by a Greek artist. What is his
name?

Joulia Strauss: Here he is, this is Kostis Sta-
fylakis!

Peter Weibel: | was impressed, very im-
pressed. Because he shows for the first
time and correctly that anarchists can be
right-wing fascists. And showed this tradi-
tion from Leo Strauss to Evola. It is an im-
portant contribution. Joseph Beuys does
fit into this right-wing anarchism model.
When you examine his writings, you re-
alize his romantic anarchism becomes
concomitantly very right-wing anarchism.
In Germany the Green Party in the begin-
ning had two trends: one was the green
and left, the other one was the right-wing
green. There was a big debate in Germany
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aboutthe Green Party. And Beuys was part
of the right-wing Green tendency. So he
was not allowed to enter the Green Party
because at that time all these leftist people
dominated the Green Party, and they said,
“No, we don't want Joseph Beuys, because
he's from the right-wing Green Party!

And as an artist, he is different from San-
tiago Sierra. Because Santiago Sierra just
repeats the action, Kostis does the oppo-
site. He does what | call re-enactment, so
you re-enact something that really means
you see something in the media, you re-
enact it and see it again. So you keep the
ontological difference with reality the way
the Learning Film Group did this too. Itis the
right direction to go in our information age,
re-enact, but not repeat reality, like the
Learning Film Group in the Moscow Bien-
nale 4 did it with the Grenelle Agreements:
we know the documents about the Grenel-
le Agreements during the 1968 revolution,
so you take actors, you play it again, it
keeps the difference: it looks like real but
isn't. In this sense it is much better than
Santiago Sierra. But now comes the point:
it’s too complicated for the art market. The
art market wants to have Santiago Sierra,
because this is a product and not the in-
formation. The art market is, | would say, at
about the level of Duchamp. Look at some-
body like Urs Fischer, a Swiss artist living
mostly in America. He repeats reality. And
naturally he's a favorite of rich collectors
like Pinault, etc., because this is art that just
repeats Duchamp again and again. You
see that unfortunately modern art should
die, but is not able to die. Contemporary
art has to assist modern art to die.

Only one more comment. When we speak
about information, information does not
mean just numbers or letters. Information
is the genetic code. We know people from
quantum physics who say that the begin-
ning of our Universe is just information.
Information can be visual data, acoustic
data, sound, image, even action.

Joulia Strauss: May | please underline the
previous statement with the last part of my
introduction fo the book: “Rewriting words,
art and agency” is a text on the pages of

which the “ink of the scientist that is more
precious than the blood of the martyr”
hasn't dried; the text suggests the recursive
chain of Markov. The very same chain that
Roman Jacobson, inspired by the theory of
probability that Andrey Andreevich Mark-
ov once passed on to French structuralists.
The lasttext offers wonderful mathematical
models, the appropriation of which is im-
portant for contemporary art. This seems
to be central to the concept of the Forth
Moscow Biennale, which is “the best of all
possible ones’; because in a unique way
it shows the epistemology of the traces of
the newest transformation of the western
canon info the state of today: free of he-
gemony and open. Let this circumstance
be documented and celebrated in the first
Russian monograph of Peter Weibel”.

Oleg Nikiforov: Coming back to the theme
of the discussion, | would like to involve
Tatiana Volkova, or our colleagues from
Greece, in case they have something on
their mind. A question | wanted fo ask is
about the duplicity, multiplicity of senses
in the differentiation between the mod-
ern / contemporary (drawn particularly in
those chapters of the curator’s text by Pe-
ter Weibel, which were not included in the
catalogue of the Fourth Moscow Biennale
— differentiations, which are often omitted.
According to the Russian translation (of a
fragment) of the curator’s text for the Fourth
Moscow Biennale, the difference between
modern / contemporary doesn’t exist —
everything is “contemporary’; and the
modern, as well as “the actual, modern”
practices — are marked as “contemporary
arty and there is no sight of an exit out of
this totality of the contemporary.

There is another point | would like to
discuss in relation to the imperative of
the reunification of the arts, science and
(social) agency Peter Weibel talks about in
the “10++" book. The perspective given
there is leading us to the utopian idea of
a new synthesis to which the world seems
to be unreceptive after the disillusionment
triggered by World War | and World War I,
and the fall of totalitarian systems.

What can today step out as a new hope

for the new utopia, for the new world,
where this new synthesis of the scientific,
political, social, and artistic happens to be
demanded and possible? This question |
direct to Peter and perhaps also Tatiana, if
she would come forward: to what extent is
the private and local realisability of utopia
important to their work on development
and support of activist art2

Peter Weibel: When we look today at the
art world, we see an illusory continuum of
modern art. So when you go to the mar
ket, you see modern art. What we have in
reality is both contemporary art and mod-
ern art. But at this moment | want to make
a decision: what do we want to continue,
modern art or contemporary art? The idea
is: | would tend to support contemporary
art. When | look at today’s world, | see
both. Butfor the future, contemporary artis
much more important. Here is why: When
the Impressionists started modern art they
could not paint as well as academics.
There were academic painters who ren-

dered subjects perfectly. They could paint
a face like | wanted to kiss the face. And
then, the Impressionists came and could
not make it perfect, but they said: “Okay,
maybe you are the better painters, but
we are modern and you are not” Modern
means — now comes the point — that “we
show how we make our painting. You lose
the resolution of a beautiful face, whereas
we show the means of construction” This
was the brush, this was the light. When you
look at Leonardo da Vinci's book “Science
of Painting?, its first sentence is “The means
of painting are point, line, plane. Paint-
ing is a science” You see, he was aware
that we have means, but he does not stop
at those means. Modern art stopped at
showing us just the means of painting. For
nearly a hundred years we were look
ing at a monochrome painting. It is not
necessary fo continue; | think a century of
monochrome painting is enough.

In modern art we have two trends. One
is to show us the means of art, means of

Joulia Strauss. Anamorphous Monument to
Bradley Manning, 2011.
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painting, means of sculpture, whatis called
abstract art which shows how you do it.
On the other side we have reality instead
of representation. But now, for the next
century, we have to come up with new so-
lutions, and | see the solution in what | call
contemporary art which is a major break
from modern art.

Utopia is part of contemporary art
because technology itself is a continuous
utopian project. Technology developed
out of utopian thinking.

Oleg Nikiforov: | hope that Tatiana Volko-
va can make a statement about the involve-
ment of the components of current artistic
practice for the realisation of the possibili-
ties of the utopian through contemporary
activities (agency) from one side; and from
the other, about the neccesity of a “big
idea” for the realisation of activist practice.
Is the “big idea” a “utopia”2 Or is it enough
to precisely understand context and
have an ability fo calculate action being
executed here and now?

Tatiana Volkova: Well, utopia is the theme
that has interested me as a curator for a
long time. We made an exhibition with
Yulia Aksyonova which was assembled to
prove that utopia is important for all Rus-
sian art of the 20th century, it started in the
20s, then continued and changed in the
second half of the century. But coming back
to your question in relation to the theme of
our discussion as well as the theme of our
festival, | am certain that a utopian impulse
lurks behind the Activist Art. Even when
projects are dedicated to the solution of
concrete problems, in the foundation of
these lies a conviction and belief that with
a tiny particular action it is possible to
influence the entire situation and move thin
layers in such a way as to yield a massive
result. This is called “butterfly effect” It is
my view that a genuine utopian impulse,
directed toward creating a model for an
ideal society, lay in the base of the Activist
projects.

Dear Mr. David E. Coombs, Esq.,

I am a Chairman and CEO of ZKM (The Centre
for Arts and Media Karlsruhe / Germany), which
is one of the most renowned institutions for new
media internationally.

| am contacting you concerning Bradley Man-
ning. In my opinion Mr. Manning is a hero of the
Information Age. In the tradition of enlighten-
ment he distributed information to the public to
protect human rights. He evidently understands
that the internet, following the free press, is one
of the best instruments to proclaim democracy.
His example demonstrates that in the 21st cen-
tury we are experiencing a shift from visual
media to social media, in which the media are
becoming the platform of individual agency as
social engagement.

Therefore 1 would very much like to invite Brad-
ley Manning to become a Fellow at my institu-
tion for a period of two years to share his com-
petence and knowledge with us and to develop
new projects.

Mr. Manning's Fellowship would entail a stipend
and full access to our remarkable facilities. He
would be at liberty to join our scientists and
technology specialists in all areas of IT, propos-
ing his own projects and/or participating in on-
going ones. Along with my colleagues, | would
be honoured if Mr. Manning would accept my
invitation to work at ZKM.

lam also pleased to inform you that as a curator
of the Moscow Biennale 4, | had invited Berlin-
based artist Joulia Strauss to participate with
her media monument for Bradley Manning in
this exhibition. Her media sculpture with Brad-
ley Manning’s voice and face was a big success.
| selected this project as a Western counterpart
to the position of Ai Weiwei, whose video work
“Beijing” was also shown at the Biennial.

| wish you and Bradley Manning the very best
for 2012 and look forward to your reply.

Yours sincerely,

Peter Weibel
11.01.2012

Contemporaneity, Actuality, Activism*

The counter-currents of time

In this excerpt from a longer lecture that
took place at the Gileya club, philosopher
of art Oleg Genisaretsky talks about tem-
poralization of experiences and the modes
of cognitively organizing it. He speaks
against the conventional understanding of
time as divided into the isolated segments
of the past, the present and the future, and
calls for the return to an earlier mode of
temporal imagination that he calls “bifocal
chronodynamics”. The essence of it is best
explained through George Gurdijieff’s
psycho-practical  recommendations:  to
end the day by reviewing all the events
of it in reverse chronological order, that is
to say, from the moment of falling asleep
back to the awakening, contrary fo the

Oleg Genisaretsky

“natural” flow of astronomical time. A simi-
lar idea can be found in Pavel Florensky’s
Iconostasis: waking-time and  sleeping-
time have opposite vectors, and as we
sleep time flows in the direction contrary
to that of the day-time. In his “Dream of
Melampus” Vyacheslav Ivanov, Russian
poet-symbolist and philosopher, refers to
an archaic Greek idea: “In the deep sea
two currents flow towards each other: from
the pasttime of reasons and from the future
time of consequences! This reverse tempo-
ral perspective, known as “death memory”
in the Russian Orthodox discourse, postu-
lated that people review all the events of
their lives in the reverse chronological or-
der, from the perspective of their ultimate
deaths, of their finitude in time.

Oleg Genisaretsky, 2011.
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Genisaretsky refers to the idea of bifocal
chronodynamics in order to analyze
the position of the present tense and of
contemporaneity associated with it by de-
fault. Inthe language of Gestalt psychology,
the current present of our being that is
contemporaneous to others functions as
a background (and a context) while the
composition of points-moments from the
past and the present functions as a fig-
ure [fext). Since Gestalt psychology also
studies the phenomena of conversions of
backgrounds and figures, it seems that
figures of our selfhood emerge from time
to time in our consciousness against the
background of contemporaneity. This
chaotic flickering of times compels us to
piece together our identities and to find
a location amidst these temporal flows
and currents, fo determine our spatial
and temporal anchoring in the given
circumstances. This idea does betray the
easily traceable influence of existential phi-
losophy and psychology on the freedom
of choice, spontaneous self-identification,
on self-actualization and personal growth,
admits Genisarteskyi. However, his focus is
rather on the location of contemporaneity
within the schematic structure of bifocal
chronodynamics, which is tied to Cartesian
idea of time as a free variable.

The obtrusive plainness of direct action

In his “Body, Violence, Pain” Dietmar
Kamper writes of coming face to face with
ambivalence per se as the most sought-for
mode of the behavior in today” ambiguous
and ambivalent reality. Extrapolating this
dictum on contemporary Russian confext,
one sees quite tangible activists, initiators
of protests, flash-mobs and performance,
as well as their antagonists who all operate
within the context of utter ambivalence and
who themselves personify it: their modes of
action, the scripts that govern their behav-
ior, the very genre of these performances,
and the modes of media representations,
are all suffused with ambivalence.

Since every action is unique and urgent
in its lasting present moment, it loses its
occasionalsignificance afteritscompletion.
Therefore, artists-actionists are doomed to

repeat their earlier actions, timing them fo
coincide with new events and the dates or
their diverse media representations. Be-
fore, this would give rise to a heroic epos
of actionist creative legacy, which is now
being replicated through publication of
thick anthologies documenting history of
actionism and its past glory.

Genisaretsky speaks of the duality
implicit in the dictum mentioned earlier:
the daring encounter with ambivalence,
the complexity of the passing of time is
indeed sought for and crucial. Yet, at the
same time, he cannot help nofticing that
the eagerness to face the ambivalence is
wrought by the need “to trigger without
igniting” (pun based on two Russian verbs
of the same root) - i.e. to combat apathy
without, however, causing deep-running
rifts within the society.

Temporalization of artistic practices

Artworks perselack asubjectoraplot: their
temporalization is a product of a receptive
imagination, enacted in three distinctways.
The viewer can either ascribe an imagi-
nary plot to a work of art, or cognitively
arrange several works into a perceptive
sequence, or concentrate on the time ofthe
artwork’s exposition. From the standpoint
of philosophical practices, a yet another
form of temporalization of artworks oper
ates through mental communication of art-
ists, actionists, curators, performonce art-
ists, producers, art critics, philosophers of
art, and naturally, or viewers and depends
on what Foucault defined as dispositif:
the “deployment’, the various institutional,
physical and administrative mechanisms
and knowledge structures, often mutually
contradicfory, which enhance and main-
tain the exercise of power within the social
body and condition our critical location.
As a form of impersonal, non-verbal dia-
logue, mental communication is mediated
though the conceptual-cognitive content.

It is this dispositif, this khéra that the figure
of an activist needs to be inscribed info.
To “inscribe” means to connect it to other
key figures and to think through the rela-
tionships of power among them, so as to

be able to contemplate the phenomenon
of activism, the specific motives compelling
activists to engage in what they are en-
gaged in within artistic, civil or political
circles, the desired qualities that provide
for the success of an action, of the current
reality and the accepted criteria of assess-
ing it, etc. Yet one should not forget, warns
Genisaretsky, that the process of appro-
priation for each new figure or position is
necessarily agonal.

The simultaneous implementation of the
strategies of temporalization of artistic
practices suffuses the art world with
transferral (exchange) relationships. The
art market is but one of the many varia-
tions and manifestations of the exchange
processes that emerge thereby, but hardly
the only one.

Exchange of ideas on the level of concepts,
proposed projects and well-conceived
contentions allows us to “log on” to the
mental communication with artists and
philosophers of the past leaving no space
for the buying and selling of art. These are
not yet the media even within the narrow
definition of it, let alone in the sense im-
plied by those art critics that are eager to
declare the process of medialization to be
a fait accompli. This is an entirely new form
of communication. My intention here is to
probe and define the characteristics of this
communication, while encouraging every-
one else to join in this endeavor.

Cross-appropriation and reclamation of
strategies

At the speech given at the 1927 dispute
“LEF (Left Front of Ari) or bluff2” poet
Vladimir Mayakovsky defended Viadimir
Shklovsky who had been attacked for his
adherence to Formalism and explained
to his opponents from the Proletkult that
Formalism does not contradict Marxism
and can thus be “employed as a pool of
scientific, verified resources” of which
Marxists can partake. “Shklovsky is a
prominent literary scholar, the founder of
Formalist school’, argued Mayakovsky,
and despite the common misconception of
Formalism being inconsistent with Marxism

and engulfing the whole of LEF, he stressed
that Formalism is not at all irreconcilable
with Marxism. Formalism, he suggested,
was a statistics bureau operating under the
auspices of the Marxist sociological meth-
od that supplied them with “facts” unknown
to Marxists literary critics.

The message is clear here, argued
Genisaretsky: to employ the useful
“scientific” doctrines and their bearers, the
“fellow travelers” so as to advance one’s
own goals. Ironically, a similar approach
would soon be applied in relation to LEF
itself as well as constructivist artists, futur
ists, etc. He refers to that as an example
of mutual appropriation and reclamation
of artistic and political techniques within
activist circles, and no least importantly,
of a similar move to re-appropriation of
activist strategies undertaken by the pow-
ers that be. The current stalemate will
be overcome if and when this process is
acknowledged on both sides, an inevita-
ble outcome, according to Genisaretsky.

NOTES
* Lecture in ZHIR Discussion Club at Gileya Book-

store. 2011. (Transcriptor - Elya Kulchitskaya. Edi-
tor - Emilia Strachevskaya.)
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PESTIVAL VIEWS /
BUIH ®ECTUBAILA

OKK. Office for Applied Poetic Terrorism.
Performance. /

OKK. Och1c NnpMKNAAHOro NO3THYECKOro
Teppopu3ama. MNepdopmaHc.










Medialmpact. Exhibition view. /
MepuaYaap. Bua skcnosmumm.







Medialmpact. Exhibition view. /
MepuaYaap. Bua skcnoamumu.




Medialmpact. Exhibition view. /
MeauaYaap. Bua 3KkCNosmumnm.




Medialmpac
graynap.












Tsvetafor. The Chorus of Revolutionary
songs. Performance. /

LIBETA®OP. Xo&Penomounouuoﬁ
necHu. MlepdopmaHc.
-










Artem Loskutov and Tatiana Volkova. /
ApTem JlockyTos u TatbaHa Bonkosa.




Make. Do it Yourself Container. Performance. /
Make. Konteitep Caenai cam. NMepcdopmaHc.

l-__ 1 e




Dmitry Bulnygin. Improvements in the Area.
Installation. /=

OMUTPUIA BynHBITMH. YNy4yWweHHs HO paroHe.
MHcTannaums.




noart Gallery. Forest. Installation. /
lenepes noart. Jlecynec. MHcTannaums.







d project presentation. /
5 npoekTa «Hapkodobusn,




Program Texts for




Skype-conference with The Yes Men. /
Cxa’ﬁn-xouqaepeuuuﬂ crpynno# The Yes




PROJECTS /
[IPOEKTH

Tsvetafor. The Chorus of Revolutionary
Songs. Performance. /

LIBETA®OP Xop PeBoniouMoHHOM NecHM.
MepdopmaHc.
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AFPINITY & PEOPLE’S LOT /
AQDUHUTU & HAPOLHAA JONA

(St. Petersburg — Moscow, Russia / CankT-Metepbypr — Mockea, Poccus)

On September 1st, fighters from “People’s
Lot” party squadron together with Affinity
art-group held an action in the Russian
Ministry of Education, protesting against
the approval of Federal Law 83, which in
fact allows the authorities abolish or limit
free education and free medicine regard-
less of the constitutional norms.

In their speech the participants of the
action declared, “For 20 years you have
been robbing OUR country. For 20 years
you speak about people, turning them
into scum. Your oligarch junta has coined
the term “Sovereign democracy’; the
formula of which if the following:
“COMPLETE USURPATION OF AUTHORITIES
AND RESOURCES + TURNING ALL THE
PEOPLE INTO CATTLE = SOVEREIGN
DEMOCRACY”

Are you not content with total robbery and
trillions of dollars transferred to off-shore
accounts of the authority elite. Now, you
need a guarantee for the future. By build-
ing a society of patricians and plebeians
you want to impose a sovereign model of
legal chaos, in which educated popula-
tion of the country is a threat for you. Fed-
eral Law 83 is the last step of the strategy
on limiting the access to education and
medicine.

We demand to stop marginalising the
people of Russialll

We demand to provide constitutionally
based free medical care and education!!!
We demand to get back the Lot of people
in the form of social programs and guar-
anteesl!!

“Knowledge is power,

Consciousness is might!

We won't let you turn children info
imbeciles!

It's easier now to catch you red-handed..”
V. Mayakovsky

(People’s Lot party squadron)

POLITICS

1 ceHTA6ps 60MLLI 3CKAAPOHA NAPTUM
«HapogHas [lons» coBMeCTHO ¢ apT-
rpynno# «AcbdUHUTU», MPOBENM AKLMIO B
MMHUCTEpCTBE 06pa3oBaHms PO npoTtns
npuHats @egepanbHOro 3akoHa 83,
akTUIECKM AAIOLIETO BO3MOXHOCTL
BNACTU B OGXOJJ KOHCTHUTYLIMOHHbIX HOPM
YNPA3AHNTL UMK OTPAHUYUTL 6ecnnatHoe
06pasoBaHKe 1 GecnnaTHoe MeamnLMH-
ckoe obcnyXuBaHue.

B 06p0u.|eHm4 Y4QCTHUKOB QKUMM FOBO-
putca: «[lBaauaTh NeT Bl C KOMCIDOpTOM
rpa6ute HALLY ctpaHy. Aeanuats ner,
roBOps O HApOQE, Bbl NOCNEenoBATENb-
HO NpespallaeTe ero B 6eiAno. Bawa
YMHYLLIECKO-ONUIapXmMYECKas XyHTA Bbidy-
MQnQ MOHATHE CYBEPEHHOM AEMOKPATHH,
copmyna KOTOPO# BEIFMAAMT TAK:
«MONHAA Y3YPMALMA BNACTU U HELP
+ OCKOTU3ALIMA BCETO HAPOL A =
CYBEPEHHA A AEMOKPATUS».

Bam mano ToTanbHoro rpabexa u Tpunmm-
OHOB [IONNAPOB, OCEBLLMX HA 3ArPAHKY-
HbIX CHETAX npaBﬂmeH SNUThbI. Tenepb BAM
HY>XHbI FAPAHTUM Ha Byayulee. Cospasas
obuiecTBo natpuumes u nnebees, Bbl
CTPEMMUTECH K BHEAPEHUIO CYBEPEHHOM
mopenu npasosoro 6ecnpenena, B KOTo-
po# 06pA30BAHHOE HACENEHUE CTPAHbI
09 BAC HEXeNaTenbHo U onacHo. 3 83
— 3TO 3ABEPLUAIOLLMM LIAT CTPATEMMM NO
orpaHuyeHuio sceobuiero focTyna k ob-
PA30BAHMIO M MEOMLMHCKOM MOMOLLM.
Mel TpeByem npekpaTTs MaprHANM3u-
posatk Hapoasl Poccuulll

Mel Tpebyem obecneunTs rapaHTMPOBAH-
Hoe KoHcTuTyumen becnnatHoe meam-
uMHCKoe obcnyXueaHue 1 becnnatHoe
o6pasosatuelll

Mel TpeByem BepHy Tb Hapoay ero Aonio
OT BALWINX rp06e>KeF1 B BUOE COLUMAIIbHbIX
nporpamm m rapanTuilll

«3HaHME — cuna,

Co-3HaHKe — moLub!

He nossonum caenats 13 aeten nebunos!
MoimaTe BaC 3a pyky Tenepsb NpoLUe...»
B. MasikoBckmi

(3ckappon naptmn «<Hapop+Has Oons»)

KNOWLEDGE DAY IS THE CONFESSIONS DAY!
WE ARE NOT CATTLE!!! 2011. September 1st.
Videodocumentation. /

B [IEHb 3HAHUM NMOPA NPU3HAHUM! XBATUT
DENATb U3 HAC CKOT!!! 1 cenTsibps 2011.
BupeonokymeHTaums.




ART_BUZZ

(Moscow, Russia / Mockea, Poccus)
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Untransparent situation of Russian
contemporary art world urges new
generation of Russian artists to act inde-
pendently. They strive to overcome their
uselessness and provinciality by proving
that they belong to the national culture. In
this process, fluency in English acts as the
key to universal recognition by interna-
tional art system.

COMMUNITY-BASED ART

HenpospauHas cuTyaums, CROXMBLIAACS
B cchepe PoCCHitCckoro CoBPEMEHHOTO
MCKYCCTBA, BbIHY>XXAAET HOBOE MoKone-
HWe XYyAOXHMKOB AEeNCTBOBATL CAMOCTOS-
TenbHo. OHu CTPEMATCA K NPEOAONEHMIO
CBOEM HEBOCTPEBOBAHHOCTH M
NPOBMHUMANLHOCTH, AOKA3bLIBAA CBOIO
CcnpasennMByto NPMHAANEXHOCTb K
HOUMOHANbHOM KyneType. BnageHne aH-
IMUMACKUM I3bIKOM BbICTYNAET B 3TOM NpPO-
Llecce KITIoYOM K BCeobLLieMy MPU3HAHMIO
Yepes CnekTp MeXAyHAPOOHOM
XYOOXECTBEHHOM CUCTEMbI.

Phrasebook for Young Russian Artists, 2011.
Video. /

Pa3roBOpHMK MONOAOrO PYCCKOrO XYAOXHM-
ka, 2011. Bupeo.
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YEVGENIA BELORUSETS /

EBTEHUA EEJOPYCEL

(Kiev, Ukraine / Kues, YkpanHal
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We invited people enjoying a leisure day
in downtown Kiev to take partin a brief
improvised protest action to be recorded
by photo and video cameras. The protests
were held just before court sessions deal-
ing with the case of two illegally impris-
oned social art activists, Denis Solopov
and Alexander Volodarsky.

Passing by people were invited to speak
out in defense of the two activists, against
refugee discrimination, against the
violation of prisoners’ rights, againstthe
criminalization of political activism and im-
prisonment for minor offences. They were
offered several slogans to choose from;
they were also allowed to turn their backs
to the camera or fo cover their faces. For
the maijority of participants, this was the
first protest in their lives. Many people
refused to take part, while a few of those
who agreed to take part only decided to
make a stand on condition that their faces
remained hidden behind posters. Inthis
case perhaps the only reliable thing was
the poster they held in their hands: like
the last bastion separating them from the
dangers of political life.

POLITICS

OTObIXAIOLMM B BbIXOLHbIE AIHM B LIEHTPE
Kuesa 6bino NpennoxeHo noy4acTsoBaTh
B MUHY THOM MMMPOBU3UPOBAHHOM AKLMM
npotecTa, dukcnpyemoin poTo- 1 BUaeo-
KAMEPAMM. AKLMs NPOXoaMna nepen
CynebHbIMM 3aCeAAHNUAMM, PELLAIOLMMM
Cynb6bl 1BY X HE3OKOHHO NTULLIEHHbIX
cBo6Oabl OBLLECTBEHHbIX AKTUBUCTOB M
xyaoxHukos fleHnca Cononosa u Anek-
caHapa Bonopapckoro.

MpOXoasLLMM MAMO NPEANAranoch Bbl-
CKO30TbCS B 3ALLMTY ABYX AKTUBMUCTOB,
NPOTUB ANCKPUMMHALIMM BexeHLes,
HOPYLUEHMIM NMPAB 30K MIOYEHHBIX, NPOTHB
KPUMMHANM3ALMK NONUTUYECKOTO OKTH-
BM3MQ U NULLEHMA cBOBOAI 30 MENKUE
npectynnexus. Ha BeiGop npepocTas-
NANOCH HECKOMNbKO BAHHEPOB, TaKXe
MO>HO BbINO CTATL CMIMHOM K KAOMepe

1 3aKPbITb NMLO. [Nt GONbLIMHCTBA
YYOCTHMKOB 3TA OKUMs Gbina NepBoit B MX
XM3HU. MHOTME OT y4aCTUS OTKASANMCH,
HEKOTOPbIE M3 COMMACHBLUMXCS PELLMITUCh
BLICTYMMTb, HO MMLLb NPM YCIOBUM, YTO MX
nmua ByayT CNpsTAHbLI 30 NNAKATAMK. Bos-
MOXHO, MMEHHO HO CXXMMOEMBIN B PYKAX
MNAKAT MOXHO MPM CMyYde NONOXMTLCS,
KaK HO OPMOCT, OTTOPAXKMBAIOLLMI OT
OMNACHOCTEM MOMMUTUYECKOM XMU3HMU.

Mobilization, 2011. Photodocumentation. /
Mo6unuaaums, 2011. PoTogokyMmeHTaUMs.




RAFAL BETLEJEWSKI /

PA®AJl BETIEEBCKUit

(Warsaw, Poland / Bapaga, MorbLua)

Rafal Betlejewski is a radical performer
known in Poland for his action “I miss
you, Jew” that caused a stir. Back in 2009
this phrase appeared written across the
walls of buildings in many Polish towns,
causing mixed reactions on the part of
the locals. Betlejewski explained that he
meant to force his compatriots to reflect
on the antisemitic phobias that they
harbored. Some day the trouble-maker
was detained by the police and charged
with....spreading antisemitic slogans. But
once at the police department Rafal was
told something very different, “Are you
missing Jews, mother...2 Get the hell out
of Poland, go to Israelll”

The “Burning Barn” performance that
took place on July 10, 2012 became the
key part of the “I miss you, Jew” public
campaign. Betlejewski, who had master-
minded this action, dedicated it fo the
anniversary of the massacre of Jews in
the Polish town of Jedwabne. In Julyl941
the local Jews were locked inside a barn
and burned alive by their Polish neigh-
bors. It was not until the 2000’s that the
Polish public learnt about these horrible
events following the publication of the
book “Neighbors: The Destruction of the
Jewish Community in Jedwabne’, Poland
by Jan Tomasz Gross, a Princeton-based
Polish-American historian. 69 years after
the tragedy Rafal Betlejewski and his
companions undertook this action of
redemptive barn-burning.

POLITICS

Padan BeTneesckuit — paaMKansHsii
nepchOPMAHCUCT, U3BECTHBIM B MorbLie
6naronaps rPOMKOM aKLMM «§l cKydato

no tebe, espeit». B 2009 roay Bo MHOrMX
NOMbCKMX FOPOAAX 3Ta hPA3a NOSBMMACH
HQ CTEHOX 30AHUI, BbI3BAB HEOAHO3HAY-
HYI0 PEAKLMIO MECTHBIX XuTenen. betne-
€BCKMit OBBACHMN, 4TO €rO Lienb — 3acTa-
BWUTb COTPAKACH 30AYMATLCA HOA CBOMMM
AHTUCEMUTCKMMM hoBMaMM. OpHOAX Abl
BO3MY TUTENS CMOKOMCTBMSA 3aAEPXana
nonumums, 06BUHMB B PACMPOCTPAHEHMM. .
QHTMCEMMTCKMX NO3yHros. Ho B otaene-
HUK eMy rOBOPMIM HEYTO MHoe: «Tbl MO eB-
pesm cockyumncs, 6..2 Hy Tak 1 ceanmeait
8 Uapaunb!»

B xone obLecTBeHHOM KaMAAHMK «5
ckyuaio no Tebe, eBpeit» LIEHTPANbHLIM
cobuiTnem ctan nepdopmarc «Capai
roput», nposeaeHHsi 10 niona 2010
roaa. MHmumarop stoi akumm betnees-
CKMI NOCBATUN €€ rOAO0BLUMHE MACCOBOTO
y6uiCTBa €BPEEB B MOMLCKOM Fopoake
EnsabHe: B mione 1941 roga mux 3anepnu B
capae 1 COXITM 3AaXKMBO MX XeE COCEAn-
nonsku. OB 3TUX CTPALLHLIX COBLITUAX LIK-
pokas obuiecTseHHOCTL MonbLum y3Hana
8 2000-x ropax 6naroaaps NyGnMkaumm
kHurn «Coceu: MCTopus yHUHITOXEHUS
€BPEMCKOro MeCTEYKa», MPUHCTOHCKOrO
MCTOPMKA MOMLCKOrO NPOUCXOX ASHMS
AHa Tomawa pocca. CnycTa 69 net
nocne tpareamn Pacdan betneesckuit u
€ro CrofBMXHMKM MHULMMPOBANM AKLMIO
UCKYNUTENBHOTO COXKEHMS.

The Burning Barn, 2010. Video. /
Capay ropur, 2010. Bupeo.



ALINA & JEFF BLIUMIS /

AJIMHA & IXE®® BIBMUC

(New York, USA / Hbto-Mopk, CLUA)
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For “Foreigners in Russia” project, we
gathered advice to help tourists, foreign
workers and immigrants to assimilate and
understand social and cultural norms in
Russia. We took advice from published
guides, public forums, streets question-
naires, social websites, and friends, after
illustrating those tips we created a series
of twelve cast foam objects, each object is
in a shape of an open book.

Alina & Jeff Bliumis

COMMUNITY-BASED ART

O na cospnanma npoekTa «KynerypHele
COBETbI AN MHOCTPAHUEB B POCCHm» mbl
cobpanu psf CoBETOB, KOTOPhIE MOMOTY T
TYPUMCTAM, MHOCTPAHHbIM PAGOTHUKAM M
MMMMUIPAHTAM OCCUMMAMPOBATDL M MOHATL
0BLLECTBEHHbIE U KYNETYPHbIE HOPMBI
nosegexus B Poccuun. Mbl nonb3osanuch
COBETAMM M3 My TEBOAMTENEM, OTKPBITbIX
popyMOB, YNMUHbLIX ONPOCOB, COLMAMBLHBIX
ceten, cnpawmeanu y apysei. Cobpas
3TM COBETHI, Mbl CO3AANM CEPUIO U3 12
06bEKTOB, CAENAHHbIX 13 DOPMOBAHHOM
NeHbl, KAX /bl B DOPME OTKPLITOM KHUMM.

AnuHa & Oxedd Briomuc

Cultural Tips For Foreigners in Russia, 2011.
Installation. /

KynbTypHbIe cOBETbI ANt MHOCTPAHUEB B
Poccum, 2011. MHcTannsums.

Cnse'r;t unoctpannam 8 Poccun

Cosers! naocTpanuam B Poccun

M'sanmbwulmﬂmrdu
tow ldlltedtduuormdlym

‘Culiural Tips For Foreigners In Russia
Y oy

Mwmn.mwn
Caltural Tips For Foreigners In Russia
T
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BOMBILY /
BOMBIIH

(Moscow, Russia / Mocksa, Poccusi)

The carpet is used as a board for slogans
in support of Sergey Mokhnatkin* and
also as a symbol of provincial Russia,
where such carpets very often still hang
on the walls of lower-class flats. Depend-
ing on the context, the slogans on the
carpet changed. During the meeting the
carpet said: “Freedom to Sergey Mokh-
natkin!’, at the exhibition in the Museum
of natural history in Novosibirsk, where
we managed to sneak in an exhibition
dedicated to mammoths, the carpet said:
“Freedom to mammoth Mokhnatkin!”. And
for “Medialmpact” we made a special
edition “Freedom fo political convict
Mokhnatkin!”

* Artist supporting Sergey Mokhatkin

Russian artists organised a number of exhibitions,
happenings, actions and Internet campaigns to
support the political prisoner Sergey Mokhatkin
in 2010 and 2011. His personality caused definite
sympathy as he turned to be an accidental victim
of long-lasting political confrontation between
the authorities and the opposition.

The exhibition “Mokhatkin” in Sakharov Center

in Moscow united over 15 artists from Izhevsk,
Moscow, Nizhniy Novgorod and Novosibirsk,
including Alexey Yorsh, Alexander Lavroy, Envil
Kasimov, Matvey Kryloy, Lena Heydis.

POLITICS

KoBep 6bin BbIGpaH B kauecTBe
MaTepuana Ans CroraHoB B NOAAEPXKY
Cepres MOXHATKMHA* KOK CUMBON MPO-
BMHLMANLHOM Poccuu, raoe noao6Hsle
KOBPBI 3A4ACTYIO TAK M BUCAT HA CTEHAX
HEOTPEMOHTUPOBAHHbIX COBETCKMX
KBAPTUP. B 30BMCHMOCTH OT KOHTEKCTA
MEHSANACh HOAMUCh HO KOBPE-NO3YHre.
Ha mutnHre 1o 6bino «Ceobopa Cepreto
MoxHaTkmHy», Ha BeicTaske B HoBocu-
6MPCKOM KPAEBEAYECKOM My3ee, Kyad
4YOM YAQNOCH MPOHUKHY Tb HO BLICTAB-
KY, NMOCBALIEHHYI0 MaMOHTam «Cso6opay
MaMoHTy MoxHaTkuHy». lns MeanaYaapa
6birn CNEUMAnbHO M3rOTOBNEH BAPUAHT
«CBo6oay nonut3eky MOXHATKUHY».

* XynoxHuku B nogaepxky Cepres MOXHATKMHA
B 3awmty nonutsaknioyeHHoro Cepres
MOXHATKMHA POCCUMCKMMM XYROXKHUKAMM Bbin
NPOBEAEH P BLICTABOK, XEMMEHWHIOB, AKLMM

M MHTepHeT-kamnaHui ¢ 2010 no 2011 rop. Ero
PHrypa BbI3bIBANG OAHO3HAYHOE COUYYBCTBME
13-30 TOTO, YTO OH OKA3ANCA CIYYAMHOM XepT-
BOJ MOMUTHYECKO BOPLELI, KOTOPYIO BNIACTS M
onno3uuus Beoy T MeXay COBO yXe He NepBbIi
rop. B CaxapoBckom LEHTPe NpoLUna BeICTABKA
«MOXHQTKMH», B KOTOPOW Y4QCTBOBANM YyKe
Gonee 15 XYAOXHMKOB M3 MxeBcka, Mockael,
HuxHero Hosropoaa u HOBOCMGMpCKo, B TOM
uncne Anekcei Mopuw, Anekcanap Jlaspos,
OHBunb Kacumos, Matseit Kpeinos, JleHa Xenaus.

Mokhnatkin, 2011. Carpet. /
MoxHaTkuH, 2011. Kosep.
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ANDREW BOYD /
SHIPD BORT

(New York, USA / Hbio-Mopk, CLUA)
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1. Still image from the 2007 web video
“Stop the Clash of Civilizations; which
Agit-Pop produced for the international
netroots NGO, “Avaaz” The video went
viral, earning 2.5 million hits on YouTube,
becoming at the time the 2nd most
commented political video in YouTube's
history and winning YouTube's Best
Political Video of 2007 It was released in 7
languages, and helped to launch “Avaaz”
which now has 8 millions of dollars.

2. Film actress Heather Graham playing
the role of the “public option” in the TV ad
“Track Meet; which Agit-Pop wrote and
co-produced for MoveOn.org during the
battle for health care reform in the US in
2009- 2010. The other runners represent
lazy insurance companies unwilling to
compete with a government health care
option.

TACTICAL MEDIA

1. Kapp us nHtepHet-sngeo 2007 ropa
«Stop the Clash of Civilizations», kotopoe
rpynna «Arut-lMon» cHANa AN MexayHa-
POAHOM CETEBOM HEMNPABUTENLCTBEHHOM
opraxusaumu «Avaaz». Bupgeo ctano
BUPYCHbIM, NONYy4YUno 2,5 MUIMMOHQ
npocMoTpoB Ha Youtube, cTano BTopbIM
MO YNCNy KOMMEHTAPUEB MONMUTUHECKMM
BMAEO 3 BCIO McTOpMIo Youtube, a Takxe
BbIMFPANO B HOMUHALMKU «J'Iquuee no-
nutueckoe suaeo Youtube 2007 ropa».
OHo 6biNo NepeBeneHo HA 7 A3bIKOB K NO-
MO0 3aMyCTUTL OPraHM3aumio «Avaazy»,
6100 XET KOTOPO TENepb COCTABNSET 8
MMNNMOHOB OONNAPOB.

2. KnuHoakTpuca Xusep lpaxam urpa-

€T porb «OBLECTBEHHOTO BbIGOPA» B
Tenepekname «Bctpeya Ha Gerosoi no-
poxke», koTopyto «AruT-Mon» Hanucanm u
cnpopiocuposanu ans caita moveOn.org
BO BPEMS CMOPOB O pedopMme 30paBo-
oxpaxerus B CLLUA 8 2009-2010 rogax.
OcTanbHble YHACTHUKKN ONULIETBOPAIOT
CTPOXOBbLIE KOMMNAHUK, HE XenatLme
BCTYNATL B COPEBHOBAHME C rocynap-
CTBEHHOMU CUCTEMOU MEOULIMHCKOTO
CTPOAXOBAHMS.

1. Stop the Clash of Civilizations, 2007 Video. /
OCTAHOBM CTONKHOBEHME UMBMAM3AUMI, 2007
Bupeo.

2. Track Meet, 2010. Video. /
BcTpeua Ha 6erosos popoxke, 2010. Buaeo.



IVAN BRAZHKIN /
UBAH BPAXKUH

(Moscow, Russia / Mockea, Poccysl)
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The work “Taking Height” is
iconographically related to the famous
photograph “Raising a Flag over the
Reichstag’; 1945. The concept of the video
is based on the artist’s effort to capture
urban space. This video is a kind of a
metaphor of the victorious capture of

the enemy’s object on an abandoned
territory.

CITY

Pabota «B3sTue BbICOTbI» MKOHOTPADU-
4eCKM BOCXOOMT K 3HAMEHUTOM poTO-
rpacumn 1945 ropa «3Hams nobensi Haa
Penxctarom». B ocHoBe KoHUENuuu BUAeo
NEXMT MNOMNbITKA CUMBONUYECKOTO 30XBATA
rOpOACKOro MPOCTPAHCTBA XYAOKHUKOM.
Bupneo sensetcs ceoero pona metadopoit
no6enHoro B3aTHs BPAXECKOro 06bekTd
HQ NOTEPSHHOM TEPPUTOPUM.

Taking Height, 2010. Videodocumentation. /
BasTtue BbicoThl, 2010. BuneopokymeHTaums.
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DMITRY BULNYGIN /
IMATPUR BYJIHHTUH

(Moscow, Russia / Mockea, Poccysl)
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The project started when fam-

ily circumstances made me settle in a
Moscow dormitory area . The place
turned out to be untouched by any street
art. Very scarce efforts were not impres-
sive...

Soon it turned out that public services
obstinately repaint my works despite
their positive message. | had an impres-
sion that there were too many bored
wall painters in the neighborhood and
their bosses were attentively watching

if everything is sterile. They are often
accompanied by nationalistically oriented
walk-byes and stupid teenagers, who
are convinced that any non-banal graffiti
should be immediately destroyed.

While making the wall on ARTPLAY | used
stencils and plaques which had already
been used in the streets. Their new
quality eliminated the initial context of
their creation, but being put altogether
for the first time these images present

an obscure, complicated but yet very
convincing message.

CITY

MPOEKT HAYANCsS C TOTO, YTO MO CEMEMHbIM
0B6CTOATENLCTBAM MHE MPULLNIOCH OCECTh
B O[IHOM M3 CMANbHbIX PAMOHOB MOCKBbI.
MeCTHOCTb OKO3anack AEBCTBEHHOM B OT-
HOLLIEHMM KAKMX-NMBO NPOSIBNEHMI CTPUT-
apta. Peakue Tarv He BneyYatnany...
Bckope BbIICHUMNOCK, YTO KOMMYHAIbHbIE
cny 6kl C peAKMM yNOPCTBOM 30KPALLIN-
BAIOT M MOW NPOM3BEAEHMS, HECMOTPS HA
WX MO3UTMBHBIM NOckin. CKNagbiBANoch
oLLyLLieHHUE, YTO HO PAOHE CyLieCcTByeT
nepenaBhITOK CKYUAIOLLMX MAMSPOB,

MX HQYAMNBLCTBO MPUCTANBHO CNEAMT 3a
noaAepPXaHUEM CTEPUILHON aTMOCDEPbI.
K HMM 4OCTO NPUCOEAMHAIOTCA HALMOHA-
NIUCTUYECKM HOCTPOEHHbBIE MPOXOXME M
rnynble NOAPOCTKM, AN KOTOPLIX Nio6oe
HebaHansHoe rpad T CTAHOBUTCS
OBbEKTOM AN YHUUTOXEHMS.

CreHa, yto 9 caenan Ha ARTPLAY, cosgaHa
npu nomoLm TpacdapeTos 1 Tabnuyek,
y>Ke MCMOMb30BABLLMXCS B YIIMUYHbIX YCIO-
BUsIX. B HOBOM KQYECTBE MCHES KOHTEKCT
MX CO3AHMS, HO BMEPBbIE OKA3ABLUMCh
HOHECEHHbIMW PSIOM, 3T M306paxe-

HUs NPEACTABNAIOT COBOM 30MKHY TOE

Ha cebe, 3anyTAHHOE, HO BMECTE C TEM
ybenutensHoe nocnaxue.

Improvements on Locality, 2011.
Photodocumentation. /

YnyuyweHus Ha paione, 2011. doTopokymeH-
Tauus.




ZHENIA DEMIKA /
XEHA IEMUHA

(Moscow, Russia / Mockea, Poccusl)
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Uniform of the OMON [Russian acronym
for the Special Purpose Police Unit] is an
invariable attribute of any public political
protest, a stage setting for an enfold-

ing social performance. Paradoxically
then, the anti-hierarchical, irregular and
decentralized patterns of this uniform
work as an ornamentation for the exercise
of state-sponsored repression. Zhenia
Demina’s project “DISCOMON" removes
this familiar conceptual context while
allowing the ornamentation to go with the
flow, unhampered by significations and
symbols and emancipated from authori-
tarian dictate. The dynamic regularity set
by the unpretentious 8-bit music imparts
a rather mesmerizing quality to the orna-
mentation.

PROTEST MUSIC

OmoHoBCKas yHUDOPMA — HEU3MEHHbI
atpuby T BCAKOTO OTKPHITOrO NOMMTH-
4eCKOoro NpoTecTa, Aekopauus ana
PO3BOPAYMBAIOLLErOCS COLMANBHOTO
pewcTeums. MapanokcanbHbiM 0bpasom
QHTUMEPAPXMYHBIE, UPPETYNAPHBIE U
AEUEHTPUPOBAHHLIE NMATTEPHbI 3TOM
yHUPOPMEI 0BPAMMSIOT OTNPABNEHUE
snactHoi penpeccumn. DISCOMON Xenum
OEMHUHOM OTCTPAHAET 3TOT MPMBbIYHBbINA
CMbICIIOBOM KOHTEKCT, OCTOBIIAS OPHA-
MEHTY BO3MOXHOCTb MlbiTh MO TEYEHMIO,
HE CTECHEHHOMY 3HAYEHUSMHM U CUMBONA-
MM, 0cBOBOX QS €r0 OT ABTOPUTAPHOTO
AmkTaTa. IMHOMMYECKas PerynapHoCTb,
304,0BAEMAS HE3OMBICNIOBATOM BOCbMM-
GUTHOM My3bIKOM, MPMACET OPHAMEHTY
HECKOMNBKO 30BOPAXMBAIOLLMIA OTTEHOK.

DISCOMON, 2011. Animation. /
DISCOMON, 2011. AHumauums.
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JUAN PABLO DIAZ /
XYAH IABJO JLUA3

(Berlin, Germany / BepnuH, lepmarms)

140

Weapon Icons is a series of serigraphs
with popular icons (like the matrioshka
or the garden-dwarf) combined with
symbols of the major arms exporting
nations on the planet with their official
top seller industries in the world market
of small arms. The market has been
growing during the last few years. The
biggest hand weapons exporters are:
the USA 30% ($37 billion USD), Rus-

sia 23% ($28 billion USD), Germany

11% ($13 billion USD) [data from SIPRI /
Stockholm International Peace Research
Institute].

The strange but humorous connection
of country-typical icons with products of
armory and their corporate design is a
critical and almost sarcastic approach to
the issue which concerns weapon busi-
ness.

This theme concerns the entire world
because of the increasing number of
armed conflicts all over the planet. The
last question to ask is who is the winner of
those conflicts?

POLITICS

«MncTonetnkm» — cepus TpadapPETHLIX
MPUHTOB C M30BPAXKEHNAMM NOMYNAPHBIX
nepcoHaxen (MoTpemKo MM CaQOBbIN
THOM) B COYETAHMM C CUMBONAMM CTPAH

— KPYNHEMLNX B MMPE 3KCMOpPTEPOB
OPY3KMsi U MX ODULIMANBHBIX OTPACHEBbIX
nuaepoB NPOACX HO MUPOBOM PbIHKE
nmuHoro 60eBoro opyxws. B nocnenHue
rofibl 3TOT PbIHOK 3HAYMTENBHO BbIPOC. BoT
TMABHbLIE 3KCMOPTEPbI TMYHOTO OPY XMS:
CLUA - 30% (37 Munnuapnos nonnapos
CLLA), Poccus — 23% (28 munnnappos
ponnapos CLUA), lepmatms — 11% (13
MUWNMAPAOB AONNAPOB CLUA) [no paHHbBIM
SIPRI / CroKronbMCKOro MexpayHapoaHo-
O MHCTUTYTA MCCNENOBAHMI NpoBnem
mupa]. CTpaHHAs 1 CMELLHAR CBA3b

MeX [y CUMBOIMKOM CTPOH M (DUPMEHHbIM
CTMNEM BOEHHOM NPOAYKLMMU — KPUTHY-
HbIM 1 MOYTM M3OEBATENBCKMUIA B3MMAQ HA
OpYyXe¥tHbIi GHU3HeC.

Ta Tema 3aTPArMBAET MHTEPECH BCEro
MMPQ BBMAY POCTA BOOPYXKEHHBIX KOH-
CI:)J'IMKTOB no Bcen nnaHerte. NocneaHui
BOMPOC [OMKEH 3BY4ATb TAK: KTO NoBex-
AQET B 3TUX KOHNMKTAX?

Weapon Icons, 2011. Poster. /
«Muctonetnku», 2011. Mnakar.
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PETR ALEXEEV RESISTANCE MOVEMERNT /

ABUXEHNE CONPOTUBIEHUA mm. IIETPA AJIEKCEEBA

(St. Petersburg, Russia/ Cankr-Metepbypr, Poccus)
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On the evening of June 20th the DSPA
activists solemnly presented the monu-
ment of the Russian Bourgeois in the very
center of the city. A gilded plaster bust of
a pig symbolising a modern Russian busi-
ness tycoon was installed on Manezhnaya
Square of the Northern capital of Russia.
This square was chosen on purpose. Itis
the place where busts of St. Petersburg’s
Italian architects — Rastrelli, Quarenghi,
Rinaldi and Rossi — were installed in 2003,
on Petersburg’s 300th anniversary. DSPA
claims that today’s Petersburg architects
“worthily continue” the work of their great
predecessors. “Old rotten houses are de-
stroyed one by one and instead of them,
thanks to the bourgeois’ investments,
brand new concrete-and-glass buildings
appear’, wrote the DSPA activists in their
mock press-release, “Now this is where
new expensive boutiques, luxury restau-
rants and hotels are located. Today's Pe-
tersburg is being built by official architects
like Tatyana Slavina, Mark Reinberg,
Yury Mityurey, Mikhail Mamoshin and
many others. Many of them are very rich
people. That is why this monument fully
embodies their personalities’”.

CITY

Beuyepom 20 1ioHs B COMOM UEHTPE
MeTepbypra aktieucTsl JCMA TOpXe-
CTBEHHO OTKPBINM NAMSATHUK PYCCKO#M
6ypP>Kyasuu. MOKpPbITIM 30M10TOM KPACKO#M
TUNCOBBIN BIOCT CBMHBM, CUMBONU3UPYIO-
LLiet COBPEMEHHOTO OTeYECTBEHHOro
AenbLa-MUNNUMOHEPd, YCTAHOBNEH HA
MaHexHoi nnowaan CesepHOM CTONULI.
AKTUBUCTbI HEAAPOM BbIGPanM MaHex-
Hyto nnowans. MmeHHo saeck B 2003
rofly k Tpexcotnetumio Metepbypra Gbinm
YCTOQHOBREHbI BIOCTLI NETePBYpPrekmx
ApPXMTEKTOPOB-MTANbAHUEB: PacTpennu,
KsapeHru, Punaneam n Poccu. Mo MHeHuio
OCIA, ceidac 8 MeTepbypre aencTayiot
3op4mMe, «OCTOMHO NPOAOMXAOLLME?
AEno BEnMKUX NPeaeCcTBeHHUKOB.
«Crapele rHunble passanioxm CHOCATCS
OfHO 30 IPYTOW, A BMECTO HMX Bnarogaps
MHBECTMLMAM BypXXya3uu NOSBNSIOTCH
HOBbIE 3AAHMSA M3 BETOHA M CTEKNA, — HA-
nmucanu aktneucTel [ICMA B epHMuecKom
npecc-penuse. - Tam Teneps PA3MeLLaioT-
CS MAra3MHBbI KNACCA MIOKC, PECTOPAHSI,
otenu u Tak panee. Cerops Metepbypr
CTPOSAT TAKME NPUABOPHLIE 30[4Me, KAK
TatbsHa CnasuHa, Mapk Pernbepr,
IOpuit Mutiopes, Myxann MamowmH u
apyr1e. MHorme 13 HUX NPUMHOANEXAT K
KaTeropuu oueHb BoraTeix niopen. Tak uto
ACHHBbIM NAMATHUK B MONHOM MEPE onuLie-
TBOPSET M WX CBETMbIE 06PA3LI».

The monument of a Russian Bourgeois, 2011.
Photodocumentation. /

MamsaTtHuk pycckomy 6ypxyto, 2011. doto-
NOKYMEHTAUMS.
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EKATERINA EMELYANOVA /

EKATEP/HA EMEJIbSHOBA

(Moscow, Russia /Mocksa, Poccus)
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Every day we ask the others and ourselves
questions. We are looking for answers,
sometimes we get them, but mostly we
don't. Does that stop us? Question mark
still seems to be the most mysterious and
inexplicable symbol, which provokes us
to move, learn and develop, making a
choice and defining the ways of solution.
But at the same time many stand still in
uncertainty.

The project “Answer mark” presents a

file icon with a question mark on it, which
we can see while starting the computer
when it has some internal error and is
completely unable to function. As if in
response to our expectations while push-
ing the “Start” button (I want fo do that),
the computer shows us the file icon with a
question mark — somewhat of an “Answer
mark” to a user (No, you won't do that).
This is when our first impressions appear
and further attitude to the situation is be-
ing formed, this is when our life is being
corrected.

This project is the simplest allegory of
the artist’s view on the relations between
life and human: questions asked by life,
situations created by it and our attitude
to all that. As an example the artist chose
a computer. Butis it really different in real
life2 Answer mark is an answer of a hu-
man to a challenge. How many of us are
ready for that?

Info campaign in social media and
personal webpage of the project, which
includes a geolocation service for
searching the object (answer), are also a
part of “Answer mark” project.

CITY

Kok abli aeHb Mbl 30aaem cebe Bonpocsl,
30aaem ux apyrum. Miuem oTeeTsl, MHoraa
UX nonyyaem, yaule Het. OCTaHaBIMBAET
M 370 HaCZ 3HAK BONPOCA AO CUX MOP
OCTAETCS CAMbIM 3ArAAOYHbIM 1 HEOOb-
SCHMMbIM CMMBOIIOM, MPOBOLMPYS HAC HA
ABMXEHMWE, MO3HAHUE U PA3BMTME, AABAS
BbIBOP M onpenenss Ny pelwenus. Ho
TOYHO TAKKE MHOTMX OH OCTABISET B HE-
PELIMTENBHOCTU HO MECTE.

I'IpoeKT «znak otveta» BbINONHEH B BUAE
Manku co 3HAKOM BOMPOCA, KOTOPYIO Mbl
MOXEM BMAETH MPM BKIIOYEHUM KOMIbIO-
TEPO B MOMEHT €ro BHY TPEHHEM OLLIMBKM
1 MOJSTHOM HEBO3MOXHOCTH PABOTAT.
CrioBHO B OTBET HQ HALLM OXMAGHUS NPK
BKIIIOMEHMM KHOMKM «[Tyck» (9 xouy cae-
NQTb 3TO), KOMMBLIOTEP BLIAAET NAMKY CO
3HOKOM BOMPOCA — CBOEOBPA3HBIM «3HA-
KOM oTBETA» NoMb3osatento (Her, Tbi 3T0ro
He caenaelus). B 3TOT MOMEHT BO3HMKaET
Halle NepBoe OLLYLLEHNUE 1 CTPOUTCS
nocnenytouiee OTHOLEHHUE K CUTYALMK,
KOrfd B HALUM OXMAGHMS XM3Hb BHOCUT
KOPPEKTHMBBI.

TOT NPOEKT — MPOCTEMLLIAS ANneropus
MO3MLMM XYAOXHUKA HO B3AMMOOTHO-
LIEHMS XM3HM U YENOBEKA: 30AAHHbBIE
XM3HBIO BOMPOChI, BLICTPOEHHbIE €10
CUTYALMM — M HOLLE K HUM OTHOLLIEHKE.

B kayecTse npumepa XyaoXHUKOM
BbIOPAH KOMMbLIOTEP. A PA3BE B XM3HM
no-apyromy? «Znak otveta» — 370 oTeeT
YeroBeKka HA BbI30B. MHOrMe N1 M3 Hac K
3TOMY rOTOBbI?

MHPOPMALMOHHAS KAMNOHMS B COLMATb-
HbIX MEAMA M OTAEMNBHAS CTPAHWUYKA NPO-
€KTa, BKIIOYAIOLLIOS CEPBUC reOnoKALIMM
Ans noucka obvekTa (oTBETA) TAK XE
ABMAIOTA YACTbIO NPoeKTa «znak ofvetar.

Answer mark, 2011. Photodocumentation. /
Znak otveta, 2011. DoToaoKyMEHTALMS.
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FACTORY OF FOUND CLOTHES /
®ABPUKA HARILEHHHX OLEXL

(St. Petersburg, Russia / Cankr-Metepbypr, Poccus)

146

This work was initiated by our friend
whose husband was suddenly fired.

The preconception is that fo create uto-
pian trade unions in which people from
different social groups could help each
other in difficult situations. In Russia, no
organization exists for such help.

At the same time, we develop the

gender issue. In the era of omnipresent
capitalism, most people are opposed to
feminism.

In the first part of video we created a
dance composition performed by girls
from a dance school, and our image of
unemployment. First, the teacher is fe-
male, then male. The sound track behind
is poetic interpretation of the ballet scripts
which dancers in Russian ballet school
usually pronounce during their rehears-
als.

In the second part, a young man from a
famous classical ballet school explains the
meaning of the ballet movements which
never changed since the 19th century.
Before we start to work, we interviewed all
participants . We were shocked by their
incompetence concerning the question of
equality of sexes. That’s why the first piece
we created is not only a research but also
a therapy.

FNO

COMMUNITY-BASED ART

VHUUMOTOPOM CO3AAHMS 3TOM PABOTEI
6biNa HALLA MOAPYFa, MyXa KOTOPO#
HEOXMAAHHO yBOnuMnmM ¢ paborsl. Mpen-
BAPUTENbHAA KOHUEMNUKUA 3AKI04YaeTCA

B CO3[I0HMM Y TOMUYECKMX NPOCOI0308,

B KOTOPbLIX MIOAN U3 PA3HBIX COLMANbHbIX
rpynn MOryT NOMOraTb Apyr Apyry B
PA3HbLIX 3ATPYAHUTENbHbIX CUTYyaLMAX. B
Poccun He cywecTsyeTt opraHmaaumi,
OKQ3bIBAKOLLMX MOAAEPXKKY NOASAM B NO-
AOBHBIX CyyasiX.

MapannensHo TakXe pasBUBAETCS

Tema paspenexus nonos. Bo spemena
NOBCEMECTHOIO KAMUTANM3MA 6OMbLIMH-
CTBO NOAEN HE ABNAIOTCS CTOPOHHMKAOMMU
emmHmnama.

B nepBoit 4aCTH BUAEO Mbl CO3AANM
TAHUEBAMNbHYIO KOMMNO3ULMIO B UCNONHE-
HWM OeBYLIEK U3 TAHUEBANbHOM LLKOMbI M
Haw o6pa3 6e3pabotuupl. CHavana mx
oby4aeT XeHLMHA, a NoTom HaoboporT.

B kauecTtBe MY3bIKAIIbHOrO CONPOBOXAE-
HUA 3BYHYMUT NO3TMHECKAA MHTEPNPETAUUNA
TEKCTOB, KOTOPbIE TAHLOPLI B PYCCKOM
6aneTHOM Wkone 06blYHO MPOU3HOCAT BO
BPEMSA CBOMX PENETULIMIA.

Bo BTOpO# YaCTM — yHaLMiACA M3 3HOME-
HUTOM LLKONMBI KNACCHYeckoro 6aneta
OBBACHAET 3HAYEHUS ABMXEHMIT B BaneTe
M NOYEMY OHM COBEPLUEHHO HE U3MEHMU-
NMCb CO BpeMeH B6aneTHo Lwkonkl Metuna
B XIX Beke.

Mepen HOYANOM PABOTHLI Mbl B3SNU MHTEP-
BbIO Y BCEX YYOCTHMKOB. M Mbl Bbinu nopa-
XKEHbl X HEOCBEAOMNEHHOCTbLIO B BOMPO-
Cax PABEHCTBA MONOB. IMEHHO NO3TOMY
HaLa nepsas PaboTa ABMAETCH HE TOMBLKO
MCCNEAOBAHMUEM, HO M TEPANUEN.

®HO

Utopian Trade Union for Unemployed, 2011.
Video./

Yronuueckuit npocdcotos 6e3pabotHeix, 2011.
Bupeo.

,
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and tumn headsto theright?
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Vi, /

| will kill myself.
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YEVGENIY FIKS /
EBITEHUR oUKC

(New York, USA — Moscow, Russia / Hsio-Mopk, CLUA - Mockea, Poccus)
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The project “Lily Golden, Harry Haywood,
Langston Hughes, Yelena Khanga, Claude
McKay, Paul Robeson, Robert Robinson
on Soviet Jews” is a limited edition artist’s
book, installed on a table with chairs.
The book is composed of scanned pages
from books of memoirs written by Soviet
citizens of African American decent and
African Americans who resided or visited
the USSR, in which they talk about Soviet
Jews. The project traces the history of

the Jewish community in the Soviet Union
in years 1920s — 1980’s via memoirs of
Soviet citizens of African American decent
and African Americans who resided or
visited the USSR. This project reflects on
success and failures of internationalism
during the Soviet era and the feasibility
of the Soviet promise vis-a-vis the issue of
race and creed by focusing on the Soviet
Jewish question as viewed through the
eyes of African American subjectivity. This
project presents a historical report of the
Jewish experience in the USSR as written
by Soviet citizens of African American
decent and African Americans, revealing
this history as a narrative of solidarity.

POLITICS

MpoexT «Jlnunu lonaex, lappwu Xensyn,
J3HrcToH Xbto3, Enena Xawnra, Knog Mak-
K3#, Monb Po6coH 1 Pobept PoBUHCOH

O COBETCKMX €BPEesiX» — 3TO BbIMyLIEHHAS
OTPAHMYEHHBIM TUPCAXXOM KHUIQ XYAOXHM-
Ka. K KHu1re npunaraioTcs CTon U CTynbs.
KHura coctasneHa M3 oTCKaHMPOBAHHbIX
CTPAHML, BOCTIOMMHAHWM, HOMUCAHHBIX
COBETCKMMM TPAXAAHOMM APPUKAHCKOTO
NPOUCXOXAEHMS U APPOAMEPHUKAHLIAMM,
XMBLIMMKM Mnm npmesxasmmu 8 CCCP,

B KOTOPBIX OHM PACCKA3LIBAIOT O KM3HM
coBeTckmx eBpees. MpoekT npocnexu-
BaeT cyabby eBperckoro coobLiecTsa

8 CCCP c 1920-x no 1980-e rogel yepes
BOCTMOMMHOHMS COBETCKMX U AMEPUKAH-
CKMX FPAXAAH APPUKAHCKOTO NMPouc-
XOXAeHus. B npoekTe oTpaxeHs! B3neTs
1 nageHms uHtepHaunoxanusma s CCCP,
NPOTUBOCTOSHUE COBETCKOTO MAeana
MHTEPHALIMOHANM3MA M BOMPOCHI PACH

1 BepoucrnosenaHus. Bee ato paccma-
TPUBOETCS CKBO3b MPU3MY EBPENCKOrO
sonpoca 8 CCCP rnasamu adpoamepu-
KaHLUEB. [IaHHBIA MPOEKT — 3TO MCTOpUYE-
CKM# OTYET O EBPENCKOM OMbITE XMU3HM B
CCCP, HanUcaHHbI adbpoamepUKaHLIamm
1 COBETCKMMM ADPUKAHLIAMM M Npe-
BPALLAIOLLMI 3TY MCTOPUIO B MPUTYY O
CONMAOPHOCTY.

Lily Golden, Harry Haywood, Langston
Hughes, Yelena Khanga, Claude McKay, Paul
Robeson, Robert Robinson on Soviet Jews,
2011. Installation. /

JNunu Ffonpen, fappu Xereyn, J1aHrcToH Xbio3,
EneHa XaHra, Knog MakKa#, Mons Po6coH u
Po6ept PobuHCcOH 0 coBeTckmux eBpesx, 2011.
WHcTtannaums.
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SOFIA GAVRILOVA /
CO®bA TABPUIOBA

(Moscow, Russia /Mocksa, Poccus)
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There are currently over 10 types of
places of imprisonment in Russia, many
of which have been at the same place for
over 60 years. According to legislation a
person should stay the whole period of
imprisonment in the area where either
he lives or the crime was committed.
However the geography of today’s peni-
tentiary system strongly reminds the Soviet
principle of sending the prisoners as far
as possible from civilized territories.

The conditions in which prisoners are
kept, the geographical location of places
of imprisonment and their number make
us think: is it really a system aimed at

a rehabilitation of people oris it just a
continuation of Stalin’s effort to build a
second economic system in modern Rus-
sia? The object is a series of transparent
bases, on which maps of places of im-
prisonment in the Russian Federation are
drawn. Each layer corresponds to a type
of imprisonment places: jail, maximum
security penal colony, women colony,
etc. Atthe last layer there is a contour of
the Russian Federation. All the presented
information has a real geographical
background.

POLITICS

B cospemeHHolM Poccun cywecTteyet
6onee 10 TMMOB MECT 3AK MIOYEHMS NIoAEH
nopa CTpaxy, MHOTME 13 KOTOPLIX HA-
XOMATCA HO OIHOM M TOM Xe MecTe bonee
60 ner. No 3aKOHY YenoBeK AOMXeH OT-
6bIBATL CPOK B TOM CyBbekTe Degepaumu,
raoe OH XMUBET UIU Xe rae 6bino cosepuie-
HO npecTynneHne. OgHako reorpadus
COBPEMEHHON MEHNUTEHUMAPHOM CUCTEMBI
A0 60K NOXOXA HA COBETCKMI MPUHLIMT
BbICbINTKM HEYTOAHbIX KOK MOXHO AdnbLue
OT OCBOEHHbIX TEPPUTOPHHA. YCNOBMS,

B KOTOPbIX COAEPXATCA 3AKIOYEHHbIE,
reorpacduyeckoe NonoxeH1e Cammx Mect
3AKIIOYEHMUS, UX KONHUYECTBO 3ACTABNA-
10T 30AYMATLCA: OENCTBUTENBLHO NM 3TA
CUCTEMO HANPABNEHA Ha NepeBoCny-
TAHWE NIOAEN UNK XKE 3TO NPOAONXEHUE
CTANMHCKOM NOMbITKM NOCTPOUTL BTOPYIO
3KOHOMMYECKYIO CUCTEMY B COBPEMEHHOM
Poccun? O6bekT npeactaenseT cobom
CEPUIO MPO3PAYHbBIX OCHOB, HO KOTOPbIX
0603HAYEHO PACTIONOXEHME MECT 3a-
KnioyeHmns B Poccuiickoin Pepepaumu.

Ko pas nnacTmHa cooTeBeTCTBYET CBOEMY
TUNY MECTA NULLIEHUA CBO60ﬂbIZ TIOPbMQ,
KONOHMA CTPOTOro pexmnmMa, XeHckas
KOMOHMs 1 .M. Ha nocnegHen NNacTMHe —
KOHTYp Poccuitckoit Pepepaumn. Bea Ha-
HECEHHAs MHPOPMALMS MMEET PEAnbHYIO
reorpaduueckyio NpueaAsKy.

(P.S.) Penitentiary system, 2011. Object. /
(P.S.) NeHuTeHuMapHas cuctema, 2011. OBbekT.




GRAN FURY

(New York, USA /Hbto-Mopk, CLUA)
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The artists were convinced that one

can fight against AIDS only by means of
vast advertisement, according to all the
principles of modern consumerist society.
They thought that the main problem
concerning AIDS was not the disease itself,
but the state policy, as such a situation is
beneficial for those who are tht powers
that be. That is why their art is mostly
comprised of graffiti, posters and outdoor
advertising.

COMMUNITY-BASED ART

XYOOXHMKM CYMTANM, 4TO BOPOTLCS C
snupemmen CMNNLOa MOXHO TONMbKO C
MOMOLLIbIO LUIMPOKOM PEKIIAMBI, MO BCEM
3akoHam obuiecTa notpebnerus. Mo
MX MHEHMIo, Npobnema 3abonesaxus 3a-
Knoyanack He B camMom akTe GonesHu,
d B MOMMTMKE roCyAdpCTBA, YUHOBHMKOB,
TOK KOK BAIOCTb MMYLLMM BbIFOAHO TOKOE
nonoxexue selle. MosTomy B TBOpUE-
CTBE XYAOXHMKOB B OCHOBHOM MPUCY T-
cTBYIOT rpadduUTH, NNAKATE, HAPYXHAS
peknama.

The Government Has Blood On Its Hands,
1988. Poster. /
Pykn npasutenbcTea B kposu, 1988. Mnakar.

THE GOVERNMENT HAS
BLOOD ON ITS HANDS

ONE AIDS DEATH
EVERY HALF HOUR
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AXEY IORSH & TANYA KUZNETSOVA /
AIEKCERl 1IOPI & TAHf KY3HELOBA

(Moscow, Russia / Mocksa, Poccusi)

Like all works in support of Sergey Mokh-
natkin*, this one is also called “Mokhnat-
kin” in order to fully concentrate on the
personality of the political convict. The
artist’s idea is that wool as a material of
which the board is made should inflict
warm feelings towards Mokhnatkin in the
audience. The slogan “Mokhnatkin, come
out!” is taken from the poster by artist
Maria Kisseleva, made for the meet-

ing in Novosibirsk. This work is specially
designed for the exhibition “Mokhnatkin”
in Sakharov Center.

* Artist supporting Sergey Mokhatkin

Russian artists organised a number of exhibitions,
happenings, actions and Internet campaigns to
support the political prisoner Sergey Mokhatkin
in 2010 and 2011. His personality caused definite
sympathy as he turned to be an accidental victim
of long-lasting political confrontation between
the authorities and the opposition.

The exhibition “Mokhatkin” in Sakharov Center

in Moscow united over 15 artists from Izhevsk,
Moscow, Nizhniy Novgorod and Novosibirsk,
including Alexey Yorsh, Alexander Lavroy, Envil
Kasimov, Matvey Krylov, Lena Heydis.

POLITICS

Kak 1 Bce pabotel B noaaepxky Cepres
MoxHaTkmHa*, 3Ta pabota HaskiBaeTCs
«MOXHATKMH» N5 TOrO, YTOGkI NPEAEnLHO
CKOHUEHTPUPOBATLCS HA IMYHOCTH MONMUT-
30K MIOYEHHOTO. 10 3aMBICTTY XYROXHM-
KQ, WepCTb B KAYECTBE MATEPMANQ, M3
KOTOPOrO M3rOTOBNIEHO MAHHO, AOMKHA
BbI3BATb TEMIbIE YYBCTBA MO OTHOLIEHMIO K
MoxHaTkmHy y sputens. CnoraH «MoxHaT-
KMH, BbIxOAU!» B3AT C MNAKATA XYAOXHMLbI
Mapun Kuceneso#, narotosneHHoro ans
HOBOCMBUPCKOTO MUTHHIA. DTa pabo-

Ta 6bING CNEeUMAnkHO BLINOMHEHA ANS
BbICTABKM «MOXHATKMH» B CaOXAPOBCKOM
My3ee.

* XynoxHuku B nogaepxky Cepres MOXHATKMHA
B 3awmty nonutsaknioyeHHoro Cepres
MOXHATKMHA POCCUMCKMMM XYROXKHUKAMM Bbin
NPOBEAEH P BLICTABOK, XEMMEHWHIOB, AKLMM

M uHTepHeT-kamnaHui ¢ 2010 no 2011 rop. Ero
PuUrypa BbI3bIBANG OAHO3HAYHOE COUYYBCTBME
13-30 TOTO, YTO OH OKA3ANCA CIYYAMHOM XepT-
BOJ MOMMTHYECKOM BOPLELI, KOTOPYIO BNACTS M
onno3nuus Beoy T MeXay coBOit yXe He NepBbIi
rop. B CaxapoBckom LEHTPe NpoLUna BeICTABKA
«MOXHQOTKMH», B KOTOPOW Y4QCTBOBANM YyKe
Gonee 15 XYAOXHUKOB M3 MxeBcka, Mockael,
HuxHero Hosropoaa u HOBOCMGMPCKG, B TOM
uncne Anekcei Mopuw, Anekcanap Jlaspos,
SHeunb Kacumos, Matseit Kpeinos, JleHa Xenaus.

Mokhnatkin, 2011. Board. /
MoxHaTtkuH, 2011. MaHHo.
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KAVECSPROJECTS

(Athens, Greece / AduHel, Tpeuums)
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The “Black Circle” project was conceived
by Kostis Stafylakis and Vana Kostay-

ola as a response to a series of events
that took place in the aftermath of the
Greek December 2008. The uprisings of
December 2008 were triggered by the
murder of a youngster by a police officer
and soon became a massive protest
against the conservative government of
Kostas Karamanlis. During street fights a
large number of buildings in the Athenian
center were burned. The generalized up-
rising enhanced the rapid radicalization-
politicization of parts of the Greek youth.
Among the existing leftist, autonomist and
anarchist groups, concentrated in the
Athenian area of Exarcheia, some rather
new and preexisting, groups emerged in
public space. Namely, two youth groups
that belong to the ambiguous current of
autonomous nationalism and/or national
anarchism: a strange synthesis of nation-
alism, anti-capitalism and anarchism that
is now revived in different countries across
Europe. One of these groups appears

in public wearing white Guy Fawkes (V

for Vendetta) masks. The “Black Circle”
started as a simulation of an existing
national anarchist group. By appropriat-
ing the aesthetic and discursive practices
of these groups, the artists try to disclose
the ideological processes underlying the
rhetorics of these meta-political cults. The
video documents several phases of the
project and presents the artists’ response
to the political climate and social upset
during a period that starts off with the
decline of the right wing government and
extends to Greece's adhesion fo the E.U.
like a IMF support mechanism.

POLITICS

MpoekT «4epHsiit Kpyr» Bbin cospaH
KocTcom Cracbunakmcom u BaHoit Ko-
CTAMONOWM B OTBET HA PAA NPOUCLIECTBUH,
KOTOpbIE UMENK MECTO BbiTb Nocne cobbi-
i B peunn B nekabpe 2008 ropa. Moso-
OOM 0Nt BOCCTAHMM B neKc6pe 2008 ropa
CTano y6uiHCTBO MOMOMOrO YENnoBekd,
COBEPLUEHHOTO NONMLEHCKMM, U BCKOPE
OHO NepPepOCo B MACCOBLIN MPOTECT
NPOTUB KOHCEPBATUBHOO NPABMUTENb-
ctea Koctaca Kapamannuca. Bo spems
YNUUHbIX 6eCrnopsaKoB BbINo COXXKEHO
OrPOMHOE KOMMUYECTBO 3AAHUA B LEHTPE
AchH. ITO MACCOBOE BOCCTAHUE AANO
TONYOK PE3KOM NOMUTUYECKOM PAAMKA-
NM3ALUMM HEKOTOPBIX CIOEB FPEYecKoi
monopexu. MoMMMO yXe CyLIECTBYIOLIMX
TPYnn feBbiX, ABTOHOMMCTOB M QHAPXM-
CTOB, CKOHLEHTPUPOBAHHbIX B AODUHCKOM
paitoHe Ik3apxms, B O6LIECTBEHHOM NPO-
CTPAHCTBE CTANM NOABAATLCA HEKOTOPbIE
HOBbIE, XOTs U yXe HaMeualoLLmecs, rpyn-
Mbl. A UMEHHO: ABE MONOAEXHbIE FPYNMHU-
POBKM, OTHOCALIMECH K HEOIHO3HAYHOMY
TEYEHMIO ABTOHOMHOTO HALMOHANM3MA
/MM HOUMOHAMBHOTO AHAPXM3MA:
HEOBLIYHBIM CUHTE3 HALMOHANM3MA,
QHTUKQAMUTANM3MA M AHAPXM3MA, KOTOPbIM
B HaCToslee Bpems BO306HOBMAETCS

B PA3NMYHBIX CTPAHAX MO BCer Espone.
MpencTaBuTenu OHOM M3 3TUX rPYNn Mno-
aBnsioTcs Ha Nybnuke B Genbix mackax fas
®okca («B» 3HAUMT «BeHaeTTar). «4epHbii
Kpyr» 3apoamnncs kak Cumynsums yxe
CyLIECTBYIOLIE/ IPYNMMPOBKM HALMO-
HAMbHBIX AHAPXMCTOB. 3AMMCTBYS B3rMAAbI
M NO3YHIM 3TUX FPYMMUMPOBOK, XYAOXHUKM
MbITAIOTCA OBHAXMTL MOEONOrUYEeCKMe
NPOLECCHI, CTOALME 30 PUTOPUKONM 3THX
METAMONMUTUYECKMX KYMLTOB. B AAHHOM
BM[EO 3AMEYATNEHbl HEKOTOPbIE CTAAMM
NPOEKTA U NPEACTABNEHbI B3MMsbI
XYOOXHMKOB HA MOMUTUYECKMIA KIUMAT M
obLiecTBeHHble 6ecnopsakM, HaYMHAS CO
cnapa «npPaBOro» NPABMTENECTBEHHOTO
KPpbiNa 1 3aKAH4YMBAS BCTYyMneHuem Mpe-
umu B EC — mexaHmam nogaepxkm MBD

The Black Circle, 2011. Video. /
YepHbin Kpyr, 2011. Bupeo.
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SABINA KERIC & YVONNE BAYER /
CABUHA KEPUY & UBOHH BAIEP

(Berlin, Germany / BepnuH, lepmaHms)
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“Urban Camouflage” deals with the ques-
tion how to camouflage oneself and one’s
identity in the commercial space. The
costumes are inspired by the camouflage
suits of snipers and hunters.

The commercial space is a clean and
untouched area. Usually there are no
artistic activities. The customer expects
nothing out of ordinary in a world of
brands and price labels. Our project
exceeds the limit and enters the world of
commerce without any permission. We
chose the big superstores because of

the extreme range of goods, the flashing
monitors and the large salesrooms. The
camouflaged person merges with the
surrounding. He or she can disappear
for one moment and get the possibil-

ity to merge with the supermarket to
defend from the noise of commerce. The
costumes were made out of simple and
cheap materials, the camouflage effect
isn't only about the colour, it’s also about
the three-dimensional structure.

ECO ACTIVISM

MpoekT «lopoackoi kamydnsax» uc-
crnefyeT BONpoc O TOM, KK MOXHO
30MACKMPOBATLCS, CKPbITh CE65 U CBOIO
MIMYHOCTb B YCIIOBMSIX KOMMEPLIMAMNM30-
BAHHOTO FOPOACKOrO MPOCTPAHCTBA. DTH
KOCTIOMbI BIOXHOBIEHbI PA3NAYHBIMM
BMAAMM KaMyDrIsiXHOM (POPMBI, KOTOPYIO,
HANPUMEP, HOCST CHAMMEPbI M OXOTHUKM.
Kommepueckuit MHTepbep — 3T CTepUnb-
HO€, HEMPUKOCHOBEHHOE NMPOCTPAHCTBO,
rAe, KaK NPABMIIO, HET MECTA XyoXe-
CTBEHHOM OKTUBHOCTU. MokynaTens He
OXMAAET HUYEro HEOBLIYHOTO B MMpe
MMpPOBEIX 6peHoB M 3TUKeTOK. Haww npo-
€KT HOPYLIAET NPUBbIYHbIE FPAHMLLI M 6e3
paspelleHus BTOPraeTcs B KOMMepLUMa-
NIM30BAHHBIA MUP. Mbl BEIGpanM kpyr-
HblE CYNEepPMAPKETbI M3-30 MX BOMbLIMX
NPOCTPAHCTB, OFPOMHOTO YMCIIA TOBAPOB
1 CBEPKAIOLLIMX MOHUTOPOB. [oceTuTens,
OfeTLIi B KaMybnisix, NErko CIMBAETCS C
okpyxeHuem. Jlloboi yenosek Npnob-
peTaeT cnocoBHOCTL UCUE3HY Th, BbITh
AOBPOBONEHO MNOTMOLIEHHBIM CAMUM CY-
NEPMAPKETOM M TEM CaMbIM M36EXaTh Ha
KOPOTKOE BPeMsl BO3[ENCTBUS TOBAPHO-
PbIHOYHOTO ryna. KOCTIoMbl CAENAHbI 13
NpOCTLIX A€LIEBbIX MATEPHUanos. dchdekT
KaMybrsaixa 3aAeiCTBYeT He TOMbKO LBET,
HO M TPEXMEPHYIO CTPYKTYPY NPOCTPAH-
cTBA.

Urban Camouflage, 2007-2010. Video. /
Toponckon kamydnsax, 2007-2010. Bugeo.
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DARIA KIRILLOVA /
IAPbA KUPUIIOBA

(Moscow, Russia —Vienna, Austria / Mocksa, Poccus — Bera, Actpus)
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The development of factory farm-

ing in conditions of the accelerated
consumption fabricates new images
which do not accord with spectator’s
conception of the production process.
Apastoral idyll is the main reference
for spectators. It dominates human
perception when agriculture and
breeding of livestock are concerned.
Mass-culture stereotypes - farm, grass,
sun, free range - have nothing to do
with conditions of production of factory
farming.

This object illustrates the achievements
of the modern food industry - a farrow-
ing crate (or the “iron maiden”). After
the birth of the piglets, saw is to remain
immobile, confined in this construction,
for a period of up to 4 weeks.

Piglets are on the 1st place in the world
meat consupmtion.

ECO ACTIVISM

Pa3BuTHE MHTEHCMBHOTO XMBOTHOBOLCTBA
B YCIOBMSX YCKOPEHHOTO NoTpebrneHus
dopmmpyeT HoBble 06PA3bI, KOTOPbIE 3PK-
TEMb HE FOTOB BOCMPUHMMATH COTACHO CO
CBOMMM NPEACTABNEHUAMM O NPOLIECCE NPo-
uasofAcTsa. [MacTtopans, koTopas ABnaeTcs
FNABHbIM MCTOYHUKOM OBPA30B, KOMAA peyb
MOET O CEMNbCKOM XO3AMCTBE M XMBOTHOBOA-
CTBE B YACTHOCTH, 3OHUMAET [MIABHOE MECTO
B CO3HAHMM MHAMBMAY yma. ChabpurkoBaH-
HbII NONYNAPHOM KYNETYPOWH CTEPEoTUN —
cepma, Tpaea, conHLe, CBOBOAHbIN BbITyn
HE MMEET OTHOLLIEHUSA K CYLLIECTBYIOLLIMM
YCNOBUSAM COOEPXAHUSA PO3NMYHBIX BUAOB
XXMBOTHBIX B YCIOBMSX MPOMBILLINIEHHOTO
XMBOTHOBOACTBA.

LaHHbI 0BBEKT, OIHO M3 AOCTUKEHMI
COBPEMEHHOTO crocoba NPoM3BOACTBA
MACQA, HA3bIBAETCA CTAHKOM AT ONOPOCa
(B GHMOA3BINHbBIX CTPAHAX MOMY YK HA-
3BAHME «iron moiden»). 3TO KOHCTPYKLMS,
BHY TPM KOTOPOM CBUHbSA NPOBOANT 34
Hepenu nocne poxpaeHus nopocat. OxHa
OrPAHMYUBAET ABUXEHMS XMBOTHOTO B
Lensx npeaynpexaeH1s 3aAaBNMBaHUS
NOPOCAT MATEPbIO, YACTO MPOUCXOAALLEM
B HeBONbLLIOM NPOCTPAHCTBE 3AroHa, rae
COAEPXATCA XMBOTHbIE.

CBHHbBM 3AHUMAIOT MEPBOE MECTO HA MUPO-
BOM CLieHe NoTpebrneHms maca.

Iron Maiden, 2011. Ready-made. /
XenesHas pesa, 2011. Pegu-menn.
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KISS MY BA & KISSMYPETRUSHKA /
BEABYIIKA IIOCIE IIOXOPOH & KISSMYPETRUSHKA

(Novosibirsk, Russia / HoBocnBupck, Poccus)
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In American pop culture, FBI often
camouflages its cars as if they are
commercial - for example, electrician or
plumber van (just like in USSR NKVD's cars
were camouflaged into bread distribution
lorries). One of the possible variants is
party van used for organising big parties
and banquets, delivering food, helping
with organisation etc. In Australian street
slang ‘party van’ or disco van’ means a
police car, and “disco” is because it has
stroboscopic flash. “He's gone to the blue
disco party” means that a person is taken
by the police. Obviously, the Russian (or
mostly Soviet) party van should be the
local car brand UAZ (called “bread loaf” -
“bukhanka” in local slang). And that hap-
pened. In the beginning of September
2011 the car started its first trip from Novo-
sibirsk to Moscow biennale. The road trip
says hello to early Soviet movie trains and
psychedelic trips of Ken Kesey and the
Merry Pranksters, and is also dedicated to
the legalisation of parsley case. In the first
half of 2011 Russian Federal Consumer
Rights Protection and Human Health
Control Service included curly parsley
(Petroselinum crispum) into the list of plants
containing narcotic substances. According
to that decree one could be convicted

for growing parsley, selling it efc., in spite
of the fact that state officials are trying

to deny such idiocy. While special UN
committee is voting for legalisation of
drugs acknowledging that fighting against
them is useless, Russia is foughening anti-
drugs policy making it absurd. The absurd
decree of the officials is giving rise to an
art-campaign for legalisation of parsley.
Parsley becomes a symbol of violating
other human rights. The project urges to
look at the problem of drug use as the
means of political repressions. Its mission
is fo create a foundation for a more seri-
ous discussion on this issue.

POLITICS

B npousseneHmsx ameprukaHcKo nonynsp-
How KyneTypbl ®BP yacTo mackupyet caom
MOLLMHBI MOf KOMMEPYECKME — Hanpumep,
nof cyproH4YMK 3NEKTPMKA UM BOAOMPO-
BOAYMKA (MOAOBHO TOMY KAK Y HAC MPK
Cranuxe mawmHel HKBI mackmposanm

nop yproHbl € HAANKCHIO «Xneb»). OpuH
13 BO3MOXHBIX BOPMAHTOB — partyvan,
¢yproH KoMNaHMK, KOTOpPAs IOMOraeT
ycTpamBaTe Gonblume BeYepuHKM 1 baHke-
Tbl, OCTABNSET NPOAOBONLCTBUE, MOMOTaET
C opraHusaumeit u T.n. B asctpanuiickom
yNuyHOM cnieHre partyvan munu discovan —
NONULENCKUIA ABTOMOBMML, @ ANCKO, NO-
TOMy 4TO C BPALLAOLLMMMCS CTpoBocKo-
MMYECKMMM MUTANKaMK. «He's gone to

the blue disco party» oznauaer, uto
yenosek noexan Kk MeHTam. O4esmaHo, uTo
POCCUMCKMM (14 B BonblUe cTeneHm aaxe
COBETCKMM) NOATUBIHOM [IOMKEH Bbir CTATH
YA3 «ByxaHka». M oH um cTan. B cepenm-
He ceHTAbps 2011 ropa oH OTNPABMTCS B
CBOV NepBbIi Tpun M3 HoBocbMpcka Ha
Mockosckyio BueHHane. Astonpober, no-
CbiNas MPUBET PAHHECOBETCKMM KMHOMO-
€300M M NCUXOAENUYECKOMY Ny TeLIeCTBUIO
KeHa Kuau 11 Becenbix npokasHmkos (Merry
Pranksters), Bynet nocssiuen aeny neranm-
30aUMM NETPYLLKM.

B nepeo# nonosuHe 2011 ropga Pocno-
TPE6HAA30P BKMIOYMN NETPYLLKY KYAPABYIO
(Petroselinum crispum) B cnincok pactermi,
COMEPXALLMX HOPKOTUYECKME BELLIeCTBA.
CornacHo 3ToMy NOCTAHOBNEHMIO BO3-
MOXHO YronoBHO€ NpecnefosaH1e 3a
BLIPALLMBAHME NETPYLLKM, €€ NPOAAXY

1 Tak panee. HecmoTps Ha 1o, 4To OT
Nofo6HOO MAMOTM3MA MOKA YMHOBHMKM
MbITAOTCS OTKPELLMBATLCA. B TO Bpems kak
cneuxomunccns OOH npuseisaeT k nera-
NM3aLUMKM HOPKOTMKOB, MPU3HABAS BOWHY C
HUMK NPpoUrpaHHoi, Poccus yxecTouaet
HOPKOTMYECKYIO MOMMTHKY, IOBOASA €€ A0
abcypna. ABcypaHoe NocTaHOBNeH e
YMHOBHMKOB MOPOXAAET APT-KAMMAHMIO 3C1
neranusaumio neTpyLwku. MeTpyiuka cTaHo-
BMTCS CUMBONOM HAPYLLUEHMS 1 APYrMX NPaB
yenoseka. MPoeKT Npu3abIBAET B3MMAHY Tb
Ha Npobnemy MCMonb30BAHMS HAPKOTUKOB
KOK CPEeCTB ANA NONUTUYECKMX PENPECCHit.
Ero muceus — cosnats 6a3y, byHAAMEHT
ANsi BO3MOXHOCTH Bonee cepbesHo amc-
Kyccum ob 3Tol npobneme.

Partyvan, 2011. Photodocumentation. /
Matueax, 2011. PoTopokyMmeHTAUMS.




KOM.POST /
KOM.IIOCT

(France / ®paruys)

Following its interest in contextual and

in situ projects, the international team of
artists and researchers kom.post pro-
posed a specific chain of impacts where
the alive is prolongated and augmented
in the virtual, giving thus to this medium

a new capacity to affect and design the
real. From their diving in the program of
the festival, in the different proposals in-
vited to participate and in the very begin-
ning of their installation in the exhibition
space kom.post they extracted words,
connections and potentials of a dia-
logue, which found an embodiment in the
specific 2 by 2 meetings: the micromondes
permanently archived on the Internet.
(www.kompost.me/mediaimpaci)

These various and alive propositions
have been progressively structuring the
platform at the same time as they were
transforming this medium in the message.
The form of the website itself still speaks
of these new paradigms and strategies
of contemporary art and activism. Like
Medialmpactors, it sought to propose
direct and sensitive alternatives to the
political, social and economical system
we are in, and to do it so not within a

“pro and contra” logic but within one

of contemporary dialectics, not with a
new theory and discourse of power but
with a gap given to interwords (Medi-
alisation /mondialisation; international
collective / blocks; contemporary network
/ multiculturalism; politics / politic; variety
of interconnected speeches / monolithic
discourse...)

The debating and dissensual platform
generated content and form for the

final direct meeting proposed by kom.
post under this same logic of connecting
differences not at a global level but at an
interpersonal one: the shared factory.
The debate can be continued through the
media. Join it!

COMMUNITY-BASED ART

MHTEepEeC K KOHTEKCTYanbHbIM M in situ
NPOEKTAM NOATONKHYI MEX AYHAPOAHbIM
KOMMNEKTUB XYHOXHUKOB M MCCNeaoBaTeneit
KOM.NOCT K MAEE LENOYKM MMMYrbCOB, B
KOTOPO# XMBOE NMPOANIEBAET CPOK CBOETO
CYLLIECTBOBAHMS M YMHOXAETCS B BUPTYQrb-
HOM, Hapiensis TakMM OBPA30OM 3Ty hopPMY
MEMMA HOBOM CMOCOBHOCTLIO BAMSTE HO
pearnbHoe 1 KOHCTPYMpPOBATs ero. OT
norpyeHus B Nporpammy dectusans, B
pa3HoO6pasHsie NpoekThl. MpurnatueH-
HbIE K Y4QCTHIO B HEM, M 13 COBCTBEHHOM
MHCTANNSLMM B BbICTABOYHOM MPOCTPAH-
CTBE, KOM.MOCT U3BNEKANM CMOBQA, CBA3M U
BO3MOXHOCTH AMAINOFA, KOTOPbIE HALLIMM
CBOE BOMMOLLEHME B CBOEOBPA3HOM op-
Mare BCTpeu (2 Ha 2): B TAK HA3bIBAEMBIX
MUKpoMMpax (dbp.: micromondes), HaBewHo
300PXMBUPOBAHHBIX B CETU MHTepHET
(www.kompost.me/mediaimpact).
MocTeneHHo 3T PA3HOOBPA3HbIE, XMBLIE
NPEAnoXeHus CTPYKTYPUPOBAMM MNaT-
dopmy ans ne6aToB, OAHOBPEMEHHO C
3TuM npeobpasossisas 3ToT meauym. Cama
¢popMa MHTEPHET-CAMTA FOBOPMT O HOBbIX
NapagMrMax M CTPATErUsiX COBPEMEHHOTO
MCKYCCTBA M aKTHBM3MA. Kak 1 becTusans
MenunaYnap, nnatcopma, cospaHHas kon-
NEKTUBOM KOM.MOCT, MbITAETCS NPEANOXUTb
NpsMble M BOCMIPUMMUYMBBIE ANBTEPHATMBBI
NONMUTMYECKOM, COLIMAMNBHOM M 3KOHO-
MUUYECKOM CUCTEMAM, B KOTOPBIX Mbl BCE
HaxoaMMcs. Peub uaeT 06 ansTepHaTMBAX,
BLICTPOEHHbIX BHE NOTUKM «30 UMM MPOTHB»,
HO B NOTMKE COBPEMEHHOM AMANEKTUKM; HE
B CBA3KE C HOBOW TEOPMEN MM INCKYPCOM
BMOCTH, HO OCTABMSIOLLIMX MPOCTPAHCTBO
Ans «mex aycnos» (aHm.: interwords):
MEAMANM3ALMS/ MOHAMONM3M; MEX AYHA-
POAHbIM KONNEKTUB / BNIOKM; COBPEMEHHASs!
CeTb / MyNETUKYNLTYPHOCTh; NONUTHKA /
NPO30PNMBOCTb; PA3HOOBPA3ME CBA3AH-
HbIX MEX Ay COBOM peyeit / MOHOMMTHBIM
AMCKypC. ..

37a nnatdopma AN AMCKYCCHIt M BBIPA-
XEHMs HECOIMACHS MOPOAMNA KAK hopMmy,
TAK 1 copepkaHme PUHANBLHOM NPSMON
BCTPEUM, MPEANOXEHHOM KOMNEKTUBOM
KOM.MOCT B TOM X€ NOTUKE COEAMHEHNS
PA3nMuMit He Ha rMoBanbHOM, O HA MeX-
NIMYHOCTHOM ypoBHe: habpmKku KoNNeKTHB-
HOTO NMOnNb30BAHMs. OBCYXAEHUS MOTYT
6bITb NPOOMXEHbI B PA3MMUYHBIX MEAMAI.
MpuncoepmnHsittecs!

Debate Sessions, 2011. Photodocumentation. /
Ceccumn pebaros, 2011. PoTonoKyMeHTAUMS.
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VERICA KOVACEVSKA /
BEP/KA KOBAUYEBCKA

(Skopje, Macedonia —Zurich, Switzerland / Ckonbe, MakepoHus — Liiopux, Lseiuapus)

In “Power Tower” the artist and audience
juxtaposed Zagreb's past and pres-

ent. The purpose of this was to show a
continuation of surveillance methods with-
in cities, and namely Upper Town, as well
as how those methods and their purpose
have changed over the time. In addition,
the tension within surveillance - between
care and control, between watching and
being watched — were also explored. In
“Power Tower’, the artist completed a walk
in Upper Town based on a pre-deter-
mined route. The route covered an area
in Upper Town that existed in the Middle
Ages and that was taken by many former
residents of Upper Town on a daily basis.
This route is also where most of today’s
administrative buildings of Zagreb and
Croatia are located, and as such is heav-
ily controlled by CCTV cameras. While
walking this route, the artist avoided the
unwanted control imposed by CCTV, by
walking under or behind the cameras, on
the other side of a street, efc.

CITY

B npoekrte «[laysp Taysp» xyaoxHumK

1 ayAMTOPMS CONOCTABNAOT NPOLINoe

M HacTosilwee 3orpe6q. Llenbto aTOM
paboTbi GbINO MPOAEMOHCTPMPOBATH
Pa3nMyHble MeToALl HOA30PA B FOPOAAX,
a umeHHo B BepxHem lopoae, a Takxe
noKasaTh, KAK OHM M LIENU UX UCMONb3O-
BAHWS MEHAMNWCh C TEYEHUEM BpEME-

HU. B pabote nccnenyetcs peHOMeEH
HOA30PA — IPAHL MEXAY 3060TOM 1
KOHTPOMEM, Mexly HabrnioaaTenem u
obbekToM HabnogeHus. B pamkax npo-
exTa «aysp Taysp» xyAoXHMK coBEP-
wun nporynky no BepxHemy lopoay no
3apaHee CNNaHUMPOBAHHOMY MAPLLPYTY.
MapuwpyT npoxoaun no ynuuam BepxHe-
ro fopona, koTopble CyLIeCcTBOBANM elle
8 CpepHue BeKka M No KOTOPbIM U30 AHSA B
AeHb xogmnu xmTenm BepxHero lopoaa
B Te BpemMeHa. MapLipyT Takxe BKMoyan
YNULEI, HO KOTOPbIX PACMONOXEHO 60rb-
LUMHCTBO HbIHELIHUX QAMUHUCTPATUBHbIX
3naHuit 3arpeba u XopBaTHmM 1 KOTOPbIE
Mo 3TOM NPUYUHE CTPOTO KOHTPONUPY-
I0TCS KAMEPAMM CKPBITOTO BUAEOHABMIO-
AeHwus. Bo Bpems nporynku no stomy
MApLIPYTY XyAOXHUK n3beran Hexena-
TENbLHOrO KOHTPONS CUCTEMBI CKPBITOTO
HABMIOAEHMS, ANs YETO OH, HAMPUMED,
NpOXoAMn Noa KaMepamu unm obxoamn
UX, MU WEN NO APYro# CTOPOHE AOPOrK
v TaK panee.

Power Tower, 2010. Videodocumentation. /
Maysp Tayap, 2010. BupeonokymeHTaums.

So now we sent her a
signal to become visible.
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MATVEY “SKIF” KRYLOV /

MATBE# «CKU®» KPHIOB

(Moscow, Russia / Mocksa, Poccusi)

This object was specially designed for
the exhibition “Mokhnatkin*” in Sakharov
Center. The artist’s idea is to allow the
spectator if not to feel himself in the shoes
of a political convict, but just to express a
support.

* Artist supporting Sergey Mokhatkin

Russian artists organised a number of exhibitions,
happenings, actions and Internet campaigns to
support the political prisoner Sergey Mokhatkin
in 2010 and 2011. His personality caused definite
sympathy as he turned to be an accidental victim
of long-lasting political confrontation between
the authorities and the opposition.

The exhibition “Mokhatkin” in Sakharov Center

in Moscow united over 15 artists from Izhevsk,
Moscow, Nizhniy Novgorod and Novosibirsk,
including Alexey Yorsh, Alexander Lavroy, Envil
Kasimov, Matvey Kryloy, Lena Heydis.

POLITICS

310 pabota bbina cneumansHoO 1aro-
TOBNEHA NS BbICTABKM «MOXHATKMH»* B
Caxaposckom ueHTpe. Mo 3ambicny asTo-
pa 3Ta MHTEPAKTUBHAS PABOTA AOMKHA
AQTb BO3MOXHOCTb 3pUTENio, €CNu He
NOYyBCTBOBATL CE65 B LIKYPE MONMT3A-
KMIOYEHHOTO, TO BbIPA3MTbL MOAAEPXKY.

* XynoxHuku B nogaepxky Cepres MOXHATKMHA
B 3awmty nonutsaknioyeHHoro Cepres
MOXHATKMHA POCCUMCKMMM XYROKHUKAMM Bbin
NPOBEAEH P BLICTABOK, XEMMEHWHIOB, AKLMM

M MHTepHeT-kamnaHui ¢ 2010 no 2011 rop. Ero
PHrypa BbI3bIBANG OAHO3HAYHOE COUYYBCTBME
13-30 TOTO, YTO OH OKA3ANCA CNYYAMHOM XepT-
BOJ MOMMTHYECKO BOPLELI, KOTOPYIO BNACTH M
Onno3uuums Beoy T MeXay COBO yXe He NepBbIi
rop. B CaxapoBckom LEHTpe NpoLUna BeICTABKA
«MOXHQTKMH», B KOTOPOW Y4QCTBOBANM YyKe
Gonee 15 XYAOXHMKOB M3 MxeBcka, Mockael,
HuxHero Hosropoaa u HOBOCMGMpCKo, B TOM
uncne Anekcei Mopuw, Anekcanap Jlaspos,
OHBunb Kacumos, Matseit Kpeinos, JleHa Xenaus.

You are not alone! 2011. Interactive object. /
Tol He ogmH! 2011. MIHTEPAKTUBHBINA 06beKT.
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LABORATORY OF POETICAL ACTIONISM /
JABEOPATOPUA IIO3TUUECKOIO AKIMOHU3MA

(St.-Peresburg, Russia / CankT-MeTtepbypr, Poccus)

The artist Loskutoy, was arrested and kept
in jail after seeing much attention from
the Anti-extremism Center. This is just one
event of unannounced governmental
terror against artists and activists. This
caused the Street University to organize
an event highlighting both the absence of
corpus delicti and the complete inability
of the “E*centre people to understand the
nature of art. Real art is always extreme.
Loskutov is being sued for something that
is integral part of all art.

We want to make a stand against the lib-
eral way of understanding art as a harm-
less domain of formal experiments that
are very distant from social reality, and
which finally turn out to be just a factor of
stabilization. Any considerable innovation
in artis originally an attempt to break its
prudential boundaries, a renunciation

of artistic autonomy in favor of creating

a new link between life and art. But the
space for an artistic rebellion cannot be
limited to the field of pure forms, nor can
be owned by a small amount of privi-
leged individuals. It is expanded by the
radicalization of cultural practices of as
many people as possible.

Taking into account the lasting literature-
centrism of St. Petersburg we have
decided fo remind it’s inhabitants and
guests of the city that they are in a city
that has been full of extremist writers and
authors throughout its history: Pushkin,
Nekrasov, Gorkiy, Yesenin, Mayakovs-
kiy — every single one can be accused

of leaving the borders that fiction was
confined to, and intruding into the life of
society. Today each one is thought to be
a classic, whereas during their lives each
one has had a police file on them; even
those trying to highlight the rebellious
character of their predecessors have their
monuments erected; all the extremists in
the world of literature are canonized and
thus rendered harmless.

CITY

XynoxHwuk JTocky ToB Gbin apecToBaH M
HOXOOMNCA MOA CTPAXEMN NOCNE AKTUBHOTO
MHTEPECA K CBOE# NEepPCOHE, NMPOSBIEHHO-
IO LIEHTPOM MO 6OpbHE C SKCTPEMMUIMOM.
370 yXe He NEepPBbI AMM30L B PAMKAX
HEOBbABNEHHOTO rOCYAAPCTBEHHOTO
TEPPOPA NPOTUB XYAOXKHUKOB U AKTH-
BMCTOB. B nogo6Hom CUTyaummn YInUHLIMA
YHUBEPCHUTET PELLIMN NPOBECTH AKLMIO, HO-
MPABIEHHYIO HA TO, 4TOBLI YKA3ATH KAK HA
OTCYTCTBME COCTABA NPECTYMNNEHUS, TAK U
HO MOMHOE HEMOHUMAHME COTPYAHMKAMM
BCAYECKMX LIEHTPOB «J» CYTU UCKYCCTBA.
Benb HacCTOALLEE MCKYCCTBO — BCETAA 3KC-
Tpemnam. JTocky TOBY MHKPUMUHUPYETCS
TO, YTO MPUCYLLE CAMOMY MCKYCCTBY.

Mei BLICTYNOEM NPOTHB NMGEPANbLHOTO
MOHUMAHMS MCKYCCTBA KAk 6e3061aHOM
cdepbl DOPMAnbHbIX SKCNEPUMEHTOB,
YOQNEHHbIX OT COLMANLHOM SMMUPUKM U
OKO3bIBAKOLLMXCA B KOHEYHOM CYETE NULLIb
dakTopom cTabunmaaumm. Beskas cyue-
CTBEHHOS MHHOBALMS B COMOM MCKYCCTBE
NEePBOHAYAMNLHO ABMAETCS MOMbITKOM
BbLIXO[A 30 €ro BNaropasymHsle Npeaens,
OTKA30M OT XY[OXECTBEHHOM ABTOHOMMM B
NoMb3y YCTAHOBNEHMS HOBOM CBA3M XM3HM
1 uckyccTBa. Ho TeppuTOopHs apTCTHYE-
CKOTO BYHTA HE MOXET OTPAHUYMBATLCS
06naCTbIO YMCTIX POPM M MPUHAANEXATL
NPUBMNErMPOBAHHOMY YMCY NNLL, OHA

No HEOBXOAMMOCTU PACLUMPSIETCS Yepes
PaAOMKANM3ALMIO KYTMETYPHbIX MPAKTUK KAK
MO>HO BOMbLIEro YUCNA NIoAEN.
YuuTbIBAs CTOMKKUI MUTEPATYPOLEHTPU3M
MeTepbypra, Mbl PELLMIM HAMOMHMUTL
neTepbyp LM M FOCTIM HALLEro ropoad,
YTO OHM HOXOAATCS B UCTOPUUECKOM MECTE
CKOMMEHMs MUCATENEN-IKCTPEMUCTOB.
MywkuH, Hekpacos, lopbkuit, EceHmH,
MasikOBCKUIM — BCE OHM MOTTIM BbITh 06BK-
HEHbI B TOM, YTO BbIXOOMIM 30 NPENenb!
reT70, NPENOCTABNEHHOro BenneTpucTu-
Ke, HernoCPEeACTBEHHO BTOPrasCh B KM3Hb
obuectsa. CeroaHs Ha KAXAOrO M3 HUX
HOBEOEH XPECTOMATUIMHBIN MAHEL, Toraa
KaK B CBOe Bpems Bbino Gkl 3aBefeHo
Lerno; NAMSTHUKK NMOCTABIIEHbI AXE

TEM, KTO €LLE HEAABHO CAM MbITANCS
OKLEHTMPOBATL BYHTAPCKMIt XApaKTEp
npeawecTBEHHUKOB; BCE SKCTPEMMUCTbI OT
nMTEPATYpPb 6NIArononyYHo KAHOHU3UPO-
BAHbI M TEM OBE3BPEXEHDI.

Art is extremism. Transforming the urban
space, 2009. Photodocumentation. /
UckyccTBo — 310 3kcTpemusm. TpaHcdopmaums
ropoackoi cpeasbl, 2009. PoTogokyMeHTaAUMS.




ZORKA LEDNAROVA /
30PKA JIEJHAPOBA

(Berlin, Germany / bepnuH, fepmanus)
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“Greetings from Moscow” are a
continuation of “Greetings from the

White Sea” where Zorka Lednarova
concentrated on the problem of nuclear
waste in idyllic northern regions of Russia.
Cemeteries of old nuclear submarines
have become the dangerous heritage of
Soviet empire. Now the artist focuses on
the capital and its problems caused by
political mistakes.

The game with the two sides of lenticular
representation —the idylic one and the
ugly one —is the game with the two sides
of the coin. At one side there is a beautiful
land with lovely people, on the other side
there is a violent superpower nation, one
of the world’s most powerful weapon
producers, involved in international
conflicts, a rich country, yet with a great
amount of people living in poverty and
misery.

POLITICS

«MpuBeT 3 MockBbI» NPORONXAET MPO-
exT 3opku JleaHaposoit «MpueeT c beno-
ro Mops», FAe XyAOXHMLA NOAHMMANA
TEMY Sl PHbIX OTXOAOB B HETPOHYThIX
ceBepHbIX permoHax Poccun. 3axopoHe-
HU1S CTAPBIX ATOMHbIX MOABOAHbIX TOAOK
CTAnM ONACHLIM HOCMEACTBOM COBET-
ckoit umnepmu. Teneps xe XyAoXHULA
QKLEHTMPYET BHUMAHKE HA CTOMMULE M ee
Npo6nemax, BeI3BAHHbIX MOMUTUYECKMMM
ownbKramu.

[lBe CTOPOHbLI BAPMOM3OBPAXEHMS: OfHA
uannnuueckas, apyras - 6esobpasHas,
Kak gBe CTOpOoHbl Meaanu. C ogHo cTo-
POHEI, — NPEKPACHAA 3EMNS, FAE XMUBYT
pobpeie nioau, C APYroi —XecTokas
CynepaepXasd, OAMH U3 MMABHbIX B MUPE
NPOM3BOANTENEN OPYXMS, YYACTHULA
MeXAyHapoaHbIX KoHbMKTOB, Boratas
CTPOHQ, B KOTOPOM B TO X€ BPEMA MHO-
e XmByT B 6EAHOCTM M HULLEeTe.

M

Greetings from Moscow, 2010-2011. Postcard.
Lenticular print. /

MpueeT u3 Mocksbl, 2010-2011. OTKpbITKA.
Bapuoneuarts.
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DENIS LIMONOV /
IEHNAC JMMOHOB

(Minsk, Belorussia / Mutck, Benopyccus)
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Artist Denis Limonov is a political emigrant
from Belorussia, who was forced to flee his
country being persecuted by the authori-
ties for a series of protest media-actions.
Before his departure Limonov had sent a
letter to the Chief State Persecutor of Belo-
russia, Aleksandr Konuik, confessing fo his
involvement in the Mink subway bombing
attack. This happened soon after the
court had sentenced two Belorussian
young men to death, although the public
was very skeptical about the defendants’
complicity in the explosions.

In Moscow Denis read his letter in live
transmission of the TV “Rain” while other
participating artists read their New Year
addresses to the channel’s audience. Two
art activists, Matvey Krylov and Anfon
Nikolayey, prefaced Limonov’s address
with a sarcastic introduction,

claiming that they had captured a terrorist
and are now presenting him to President
Lukashenko as a New Year gift.

According fo Belorussian legisltion, Limon-
ovk address should have been classified
as a newly discovered circumstance
having vital importance for the case. Until
the State Persecutors Office completed the
investigation of this circumstance the two
defendants could not be shot. However,
the Belorussian persecutors ignored
Limonov$ declaration and the convicted
were executed by shooting.

POLITICS

XyaoxHuk leHnc JumoHos — nonutuye-
CKM#t 3MUTPAHT U3 benopyccum, koTopbii
6bin BbIHYXAEH 6EXaTb U3 CTPAHLI MoCne
TOro, KaK BNACTU CTANM NpecnenosaTs
€r0 30 CePUIO MPOTECTHLIX MEAMAAKLMA.
MNepen ceomm oTbe30OM JIMMOHOB OT-
MPOBMI HA MM T@HEPATbHOTO NPOKY-
popa benopyccun Anekcanapa KoHtoka
MMCbMO, B KOTOPOM 30SIBMI O CBOEM
MPUYACTHOCTM K B3PbIBAM B MUHCKOM
MeTpO. 3TO MPOM3OLLNO BCKOpe nocne
BBIHECEHUS CMEPTHOTO MPUIrOBOPA ABYM
6enopycckiM IOHOLLIAM, Ybe MPUYACTHE K
TEPAKTAM BbI3bIBANO GOMNbLIME COMHEHMS
y O6LLEeCTBEHHOCTH.

B Mockee [leHuc JlnmoHoB npoumtan
cBoe obpalleHne B Npsmom Tenescbupe
TenekomnaHun «loxae» B nepeaadye, B
KOTOPOM XYAOXHMKM 3AYMTHIBATIM CBOM
HoBOrofHMe obpalleHus K Tenespure-
nsm. Mepen obpatieHrem NTumoHoBa
XYAOXHWKM-QKTUBUC Tl MaTeei Kpbinos 1
AHTOH Hukonaes caenanu capkacTuye-
CKYIO MOABOMKY O TOM, YTO OHM MOMMAIK
TEPPOPUCTA M AAPAT Er0 NPE3UAEHTY
JlykaleHko B ka4ecTse HOBOrogHEero
nopapka.

Mo 3akoHam benopyccum sasenenme Ju-
MOHOBG [IOMXKXHO BbINO BbITb BOCTPUHATO
KOK BHOBb OTKpbIBLUEECS OBCTOATENLCTBO
no geny. [lo npoeegeHns NpoKypopPCKoM
NPOBEPKM MOMOABIE MOAM HE MOMM BbiTb
paccTtpensiHbl. OnHako 6enopycckue
NMPOKYPOPbI MPOUTHOPUPOBANM 3051B-
nexue JIMMOHOBA, 1 OCY>XAEHHbIE Bbinu
paccTpensHbl.

True confession, 2011. Photodocumentation. /
YucroceppeuHoe npusHanue, 2011. doTo-
OOKYMEHTauus.




VICTORIA LOMASKO /
BUKTOPUA JIOMACKO

(Moscow, Russia / Mockea, Poccysl)

Since August 2010 | give drawing les-
sons to children from Mozhaysk child
penitentiary colony as a volunteer of

the Centre for supporting the reform of
criminal justice. Working in a prison is
neither more nor less important than,

for example, the protection of forest,
architectural monuments, or helping the
ill and orphans... Child colony is one of
the places where the situation can be
changed with people’s help. By creating
the project “Drawing lesson” | am trying
to show that working with the imprisoned
is possible and inferesting and I hope that
the Centre will soon have new volunteers.
The work has two directions. First, it is an
effort to overcome the feeling of isolation
at children. They feel that here they are
only punished, but not brought up. As one
of them said, “We are just getting worse
here” Angry teenagers get out of here
and go back to the society where there
are no rehabilitation programs or jobs
for them. During my lessons I'm not just
teaching them to draw, but also to think,
to express their opinions, to believe in
themselves. For them it’s also important
to participate in exhibitions in liberty, not
in the colony. Secondly, | want to express
myself with the help of documentary
sketches about life in a kids’ colony. This
topic is rarely brougt up, and this is a
shame - child crime is getting younger
and younger every year, the number of
relapses is rising (about a third are going
back in prison). In colony there are a lot of
boys from poor families, and the number
of skinheads and non-Russian convicts

is growing. One year of work gave the
following results: a featured 2011 year
calendar was released, a set of postcards
for the Centre presentations was released,
the children'’s pictures participated in a
collective exhibition “Dermitory area.
Open lesson” in Yamburg school, a
master-class on pottery fresco was held.

Victoria Lomasko

COMMUNITY-BASED ART

C asrycta 2010 ropa s kak BONOHTEP
LleHTpa copeicTeus pecdopme yronos-
HOro NPABOCYAMS A0 YPOKM PUCOBAHMS
BOCMUTAHHUKAM MOXAMCKOM OETCKOM KO-
noHuu. Pabota B TIOPLME HE MEHEE U He
6onee 3HAYUMA, YEM, HOMPUMEP, 3ALMTA
neca, NaMATHUKOB APXMTEKTYPbI, MOMOLLb
6OnbHLIM, CUPOTAM... [1eTCKAs KONOHMS —
OHO M3 MHOTWX MECT, Fe CBOMMM CUNAMM
MOXHO HECKOMBLKO YNyYLLIMTL CUTYaLMIO.
MpoekTom «YpoK pUCOBAHUS» 1 HOACIOCh
noKa3aTk, 4TO PABOTATE C OCY X ASHHbBIMM
BO3MOXHO M MHTEPECHO, HaAEIOCh, YTO

y LieHTpa nosssTcs HOBLIE BONOHTEPSI.
Pa6ota Benetcs B ABYX HANPABNEHMSX.
Bo-nepselx, 3T0 NOMLITKA NPEOAONEHNs
4yBCTBA M3ONALMM Yy BOCMIMTAHHMKOB.
Pe6sTa 4yBCTBYIOT, YTO MX HOKA3LIBAIOT,
HO He BocnuTeiBaIOT. Kak ckasan ogmH

13 HUX: «3AE€Ch Mbl CTAHOBMMCS TOMNbLKO
xyxe». OXeCTO4EeHHbIE MOAPOCTKM/MO-
nofple NioAM BO3BPALLAIOTCS B obLlecTso,
B KOTOPOM [Nl HUX HET HW NPOrPaMM
peabunuraumu, Hu pabotsl. Ha ceomx
3QHATUAX f HE TOMbBKO Y4y MX PUCOBATL, HO
U MBICTIUTb, BBICKO3bIBATL MHEHUE, BEPUTH
B CBOM CnocobHocTH. Takke ans pebat
MMEET 3HOYEHME YUACTME B XY[OXKECTBEH-
HbIX BLICTABKOX HE B KOMOHMM, A HA BONe.
Bo-BTOpPLIX, MHE XOYETCA PACCKA3LIBATL
AOKYMEHTAMbHLIMM 3APUCOBKAMM O XKM3HU
B €TCKOM KOMOHMM. DTA TEMA NOAHMMA-
€TCs pefKo, d Xanb — AeTCcKas NpecTyn-
HOCTb MOMNOEET C KAXAbIM FOLIOM, YBe-
NM4YMBAETCS NPOLEHT PELIMAMBOB (OKOMO
TPETH BO3BPALLAIOTCS 30 petueTky). B ko-
MOHMM MHOTO MQMBYMKOB M3 OBHMLLIABLLMX
CrNoeB HaceneHus, PacTeT KoNMYeCTso
CKMHXE[0B M HEPYCCKMX OCYXAEHHbIX. 30
roa paboTl yAanock CAENATL Crefyio-
Lee: U3AaHLI PUCOBAHHLIA KANeHaAPb Ha
2011 rop 1 HABOP OTKPLITOK ANs NMPE3EH-
Taumi LieHTpa, pUCcyHKM BOCMMTAHHUKOB
Y4OCTBOBOMNM B KONMNEKTUBHOM BLICTABKE
«CnanbHbif panoH. OTKPbITbIA ypOK»

B WIKOne SIMBypra, NpoBeaeH MacTep-
KNacc No poCrnmcH KEPammKH.

BukTopus llomacko

Drawing lesson, 2010-2011. Installation. /
Ypok pucoBanus, 2010-2011. MHcTannaums.
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MAKE

(Moscow, Russia / Mocksa, Poccusi)

An old marine container, reequipped

by a group of street artists into a mobile
gallery a few years ago, has become a
station for guerrilla environment develop-
ers. It had all necessary stock for street
activists: paint, inventory, free clothes and
food, map of the area, basketball ring, a
bicycle with a trailer.

The project was implemented within the
framework of street action marathon “Do It
Yourself” the aim of which is to encourage
citizens to develop their local environ-
ment. A group of activists, ecologists,
architects has created a radical plan of
reconstruction of Moscow, which is being
realized this year by grassroots initiatives.
The project concept implies the develop-
ment of public space and alternative
transportation system, as well as solution
of ecological problems.

Today, street artists in search of self-
realization turn away from the art world,
which is unable to offer them the scale
and conditions that the street provides.
Due fo its specifics, street-art which is
closely bounded with society, architecture,
public spaces and independence, cannot
reproduce itself in the framework of the
art world based on investment in artworks
in order to gain profit. Art in galleries is
dying while live art dissolves in the world
around us.

Within the framework of the residence, a
project employing street signs in outdoor
urban space was implemented.

To sum up the results of the MediaHit
exhibition, we have launched the urban
activism website Partisaning.org (in
collaboration with Igor Ponosov and
Sonya Polskayal.

CITY

B ctapom Mopckom KoHTelHepe,
nepeo6opyaOBAHHOM HECKOMbLKO NET
HQA30[ rpynnow YIMYHbIX XYLOXHWUKOB

B MOBMIbHYIO ranepeto, pasmMecTmnacs
6030 NAPTUIAHCKMX NEPENNaHUPOBLM-
KOB ropofickoi cpefbl. 3neck ecTb BCe
HeobxoamMble Ans PaboTbl FTOPOACKMX
AGKTUBUCTOB 3AMNACHI — KPACKA, MHBEHTAPb,
GecnnarTHble BELLM, e0d, KAPTA PANOHA,
6ackeTbonbHOE KOMbLO, BENOCUNE C
NPULENOM.

MpoeKT pean13oBaH B pamkax mapado-
HQ ropoACKMX AeNCTBMI «[lenai camn,
APU3BAHHOIO MHMLUMUPOBATL FPCXAAH-
CKME UHULIMATMBBI NO NOKANbHOMY 06y-
CTPOWCTBY FOPOACKOM cpenpl. pynno#
GKTUBUCTOB, 3KONOroB, APXMTEKTOPOB
6bin paspabOTAH PAAMKANEHBIA NAAH pe-
KOHCTPYKLUMKM MOCKBBI, KOTOPbIM HO NPO-
TAXEHMM NOCNEeHEro roaa peanunayeTcs
6J'IC]FOﬂClp9I MHULUMATMBOM CHMZY. B OCHOBY
npoeKkTa 6bINM 3ANOXEHbI passuTHe ny-
BrmuHbIX APOCTPAHCTB M ANLTEPHATUBHbIX
BMIOB TPOHCMOPTA, A TAKXE pelieHne
3KONOrMYECKMX NPOBNem.

YnuyHble XYOOXHUKK CErOAHA B MOMCKAX
camopean1saumm OTBOPAYMBAIOTCSH OT
APT-MMPQA, KOTOPLIA HE MOXET UM Npen-
NOXMTb MACLITAGH! 1 YCNOBMS, NPeno-
cTaBnsemble ynuuein. bnaropaps ceoei
cneuncmKe CTPUT-QPT, TECHO CBA3AHHBIN
C OBLIECTBOM, APXUTEKTYPOM, MyBNMUHbI-
MM NPOCTPAHCTBAMU U HECAHKLMOHMPO-
BOHHOCTbIO, HE MOXET PENPORYLMPOBATL
cebsi B PAMKOX APT-MMPA, MOCTPOEHHOTO
HA MHBECTULIMM KANMTANA B NPOU3BE-
AEeHNA UCKYCCTBA C LENnbio Nony4eHns
npmbbinu. MckyccTBo B ranepesx ymu-
paeT, XMBOE MCKYCCTBO PACTBOPAETCS B
OKPY>XAIOLLIEM MUPE.

B pamkax pesuaeHLmm Bbin caenaH npo-
€KT C JOPOXHbIMU 3HOKAMMK B OTKPLITOM
ropoACKOM NPOCTPAHCTBE MOCKBHI.

Mo utoram eeicTaskn Meaunayoap co-
BMECTHO C Mropem MNoHocoBbIM 1

Cownet MNonbckor 3anycTmnm CanT o ro-
poackom akTusmame Partisaning.org

Street Signs, 2007-2011. Photodocumentation. /
HopoxHbie 3HakK, 2007-2011. PoToaOKyMEH-
Taums.




MIKHAIL MAKSIMOV /
MAXANJ MAKCUMOB

(Moscow, Russia / Mockea, Poccysl)

Specification:

Half-empty food packages, openedina
way different from that proposed by the
producer, and used for a purpose differ-
ent from that planned by the producer.
Candy bars cut with a knife, because they
had fo be eaten during a revolutionary
knife fight; empty milk pack with a hole in
the middle, because one of the Unbreak
able is against angles and facets; half
burnt oranges eaten by a pyromaniac
activist. It should be expressed that these
are people of completely different, great-
er spirit, they are aimed at the principles
beyond those set by the state-producer...

Agenda:

Stone is the weapon of the proletariate.
Internet is the weapon of the transformed
humanity. Garbage is the indicator

of consumer activity. Harun Faroki in
Stilleben notes, “Archeologists made
research of garbage pits and toilets of
the 16th century in order to identify what
fruit and vegetables were eaten at that
time. After 400 years there is still a ques-
tion: “How should we understand these
objects2” Why dont we make a similar
reconstruction in the 21st century?”
Should we follow the direction given by
ergonomics2 Oh, sure! But ergonomics
have just a middle attitude... The Voina
group stole my meatloaf: only a box with
a hole from the fork left. | will carve geni-
tals on the closed “Mars” — this was my
decision. And repeating after Coolhas:
“fuck context”..

COMMUNITY=-BASED ART

Cneundmkaums

MonynycTbie ynakoBKM OT NPOAYyKTOB
MUTAHMS, OTKPBLITHIE HE TAK, KAK Npeano-
naran Npom3BoaMTENb 1 MCMOMNb3OBAHHbIE
He MO TOMY HA3HAYEHMIO, KOK 3TOT NPOM3-
BOAMTENb NNAHMPOBAT.

M3pe3aHHbie HOXOM BATOHYMKM, NOTOMY
YTO €CTb WX MPMLLNOCH BO BPEMS PEBONIO-
LIMOHHOM MOHOXOBLUMHbI, MAKET M3 NOf
MOINOKA C AbIPOM MOCEPEAMHE, NOTOMY
4TO OAHOMY M3 HecnomneHHbIX NpeTaT
YITbl M TPAHM, NOMYCOXXKEHHbIE AMNENbLCK-
Hbl, BIEAEHHbBIE AKTUBUCTOM-OrHEBMKOM.
BblpasuTb HOO Aeno Tak, ByaTo 3Tv nioan
COBEPLUEHHO MHOTO, BbICLLETO iy Xd, WX
6eCrnoKoAT NPUHLMMbI BHE YCTAHOBMEH-
HOTO roCyAAPCTBOM-MPOU3BOANTENEM

ny ...

AreHpa

KameHb — opyxue nponetapwmara.
MHTepHeT — opy>ue Npeobpa3oBAHHOTO
yenoseyecTsd. Mycop — MHAMKATOP akK-
TMBHOCTM NOTPeBMBLLETO NPOAYKT. XapyH
®apoku B Stilleben otmeuaert: «Apxeono-
M MCCNEAOoBAnM KOMMOCTHbLIE IMbI M Tya-
netbl XVI ctonetus, 4tobsl onpenenuTs,
Kakue copta ppyKTOB M OBOLLEM €NU TOr-
na? MNocne yeTeipexcoT neT eLle CTaBuTCa
BOMpOC: «Kak MOHMMATb 3TH NPEAMETHIZ»,
«[oyeMy He NnponasecTH Nofo6Hyio
pekoHCTpyKumio B XXI ctonetmne»
CnepoBaHMe HaNPABNEHMIO, YKA3AHHOMY
sproHomumkoi? On, aal Ho sproHomuka
nonaraeT cpeaHui B3rmsaa... rpynna
«BoMHa» cnmu3guna y MeHs Kotnety —
OCTANACh MULLb BCMIEHEHHAsS BOHHOYKA C
ABIPKO# OT BUNKM... A BLIPEXY HA 3AKPbI-
TOM «Mapce» reHuTanmm — TakoBo 6bino
moe peerue. U BTops Kynxacy: «fuck
context»...

Animals, 2011. Installation. /
3sepu, 2011. MHcTannsuums.
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EVGENIYA MIKHEEVA /
EBTEHUS MUXEEBA

(Yekaterinburg, Russia / ExatepuHbypr, Poccus)

Carcass constructions by Evgeniya
Mikheeva trace back to “playhouses” on
playgrounds. The artist materializes the
ephemeral perception of personal space
of “strange” people in search of their
own place. Shell houses as an exposed
essence of the search of one’s own place.
Such houses occasionally appear in
public places, finding a “convenient”,
“their own” place and trying to become

a part of urban organism and to occupy
the “vacant” spaces in it. “Your place” is
human sized, so one can enter it and be
inside. This house without walls is a shaky
arrangement of personal space. The
notion of comfort is nevertheless closely
connected with the parameter of space.
The carcasses of ephemeral houses offer
a variety of uses. They are organized in
groups on waste grounds or in the streets,
or arranged one by one at narrow side-
walks. “Your place” can borrow some ele-
ments of the houses which it is attached
to. When “Your place” is built on a wall
with a window, that window belonging to
other people becomes the window of an
ephemeral home. Evgeniya Makheeva
often draws the “elements of cosyness”
using stencil graphics - so that the
ephemeral home receives an ephemeral
host and all the visitors become guests.
“And if we don't divide space into public
and private, the world is big enough for
everybody to find their own place” - the
artist claims.
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KapkacHbie KoHCTpyKkumnm EBreHmm
MuxeeBor BOCXOAAT CBOEN TMMONOTrMemn

K «QOMMKAM» HO OETCKUX MNOLLAOKAX.
Xy#oxHuk oBellecTsnser achemepHoe
OLLI,yLLl,eHMe NNYHOTO I'IpOCTpGHCTBCl
«f'IpMUJJ'IbIX» nogeu, KOTOpre MLLLyT cBoe
mecTo. loma-o60moukH, KaK HeKas oro-
neHHasa CyLU,HOCTb BHyTpeHHeFO MOUCKa
cBOEro mecta. Takue AoMa NOSIBNSIOTCS
Cry4aiHbIM 06PA30M B OBLLECTBEHHbIX
MeCTax, MPUCTPAMBAIOTCS B «yAOBHOM»,
«CBOEM» MECTE, Xenas CTATb YACTbIO
rOpOﬂCKOFO OPFOHM3MG MU 3AHATb B HEM
csBobopHoe mecTto. «CBoE MECTO» MO
pasmepy B POCT YEMOBEKA, TO €CTb B HETO
MOXHO 3QMTU M OKA3ATLCS BHY TPU. DTOT
nom 6e3 cTeH — 3bI6kasn OpraHU3aums nuy-
HOro NpocTpaHcTBa. Takoe NoHsTHe, Kak
KOMOPT, TEM HE MEHEE TECHO CBA3AHO
UMEHHO C I'IpOCTpGHCTBeHHbIM napame-
Tpom. Bapuaumm c kapkacom spemepHbIx
AOMOB MOTYT BbITb pasHbiMK. OHM Oopra-
HWU3OBbLIBAIOTCHA B pr[‘ll’lbl HQ I'IyCTprﬂX unu
I'IpOCTpClHCTBC]X y]'IMleI nnu pClCCTClBJ'IFIIOT-
€A MO OAHOMY HA Y3Kux TpoTyapax. «Csoe
MECTO» MOXET 3AMMCTBOBATb 3NTEMEHTHI
LOMQ, K KOTOPOMY OH NMPUCTPAMBAETCS.
Korpa «Csoe MecTo» NpuCTLIKOBLIBAETCA
K CTEHE C OKHOM, l-ly)KOe OKHO CTAOHOBMUTCA
OKHOM 3chemepHoro foma. YacTo EsreHus
MuxeeBa NPUPUCOBLIBAET «3MEMEHTbI
yloTa» ¢ nomolLbio TpadapeTHsix rpad-
utH — Takm 06pasom y achemepHoro
OOMa nosiensieTcs sdaemeprM XO35IMH, U
BXOoAdLWME B HETO CTAOHOBATCA FTOCTAMM. «M
€Cnu He OenuTb NPOCTPAHCTBO HA obLlee
M 4OCTHOE, MUP OOCTATOYHO BEMMK, 4yTO6bI
KC])KD,OMy HALWNOCb MECTO», — CYUTAET
XyﬂO)KHMK.

Your place, 2011. Photodocumentation. /
Ceoe mecTo, 2011. doTOAOKYMEHTALMS.



MARINA NAPRUSHKINA /

MAPIHA HAIIPYIKNHA

(Berlin, Germany / BepnuH, lepmarms)
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The 16-page newspapersize novel “The
Convincing Victory: two stories which
really happened” describes the events
which happened in Belarus during 2010
presidential elections.

This is a story about the elections and, in
particular, the day and night of December
19 when the citizens’ peaceful demon-
stration against falsified elections was
brutally suppressed by the police. The
novel presents two points of view on the
events. The first one shows how the events
are interpreted by the state regime and
currently widely broadcast by state-run
newspapers and television. The other
version is based on information presented
by independent media, which for the
most part can exist only in the Internet,
i.e. blogs, oppositional websites, users’
comments, evidence of victims and
political activists.

The print-friendly pdf files of the issue in
all languages is available at the website
of Marina Naprushkina’s project “The
Office for Anti-propaganda” (office-
antipropaganda.com).

TACTICAL MEDIA

Pacckas «Y6egutenobHas nobena: ase
MCTOPMM, KOTOPBIE MPOMIOLLMM HO CAMOM
nene», HOMMCOHHBIM Ha 16 ra3eTHbIX
CTPAHMLIAX, OMMCLIBAET COBHITHUS, KOTO-
pele cnyumnuce B benopyccum Bo Bpems
npesupeHTckmx Bei6opos B 2010 ropay.
370 ucTopMs O BEIBOPAX, KOTOPAS B YACT-
HOCTM OCBeLaeT COBLITUS HA M Beyepa
19 nekabps, KOrAA MMPHAs HAPOAHAS
AEMOHCTPaUMS NPOTMB danbcdrKaLmm
pe3ynsTaToB BbIGOPOB BbiNa XeCToKo no-
AasneHa nonvumen. B pacckase napan-
nenbHO NPEeACTABNEHs! ABE TOYKM 3pEHMs
HQ TaKOe passuTHe cobbiTuit. Mepaas 13
HUX OTPAXAET UHTEPNPETALMIO COBLITUI C
TOYKM 3PEHMSA TOCYNAPCTBEHHOTO PEXMMA
1 cenyac SBnAeTcs NPMOPUTETHOM ANs
rOCYAQPCTBEHHbIX FA3€ET M TeNeKaHAnos.
Opyras Bepcus GbiNa COCTABMEHA HA
OCHOBQHMM [AHHBIX U3 HE3ABUCHMMBIX
CMMW, koTopbie 4alle BCero MoryT cylie-
CTBOBATHL MULLb B MHTEpHETE, — 3TO Bnoru,
OMMO3ULMOHHbIE CAMTLI, KOMMEHTAPUM
nonsL3oBaTenem, NPU3HAHKUS NOCTPAAdB-
LUMX M NONUTUYECKMX OKTUBUCTOB.
Pdf-Bepcus rasersl, kOTOPYIO MOXHO pac-
NeyaTaTh, AOCTYMHA HA BCEX A3bIKAX HA
caTe npoekTa MapuHel HanpyuknHoi
«Odpuc AHtn-MponaranHpsi» (office-
antipropaganda.com).

Convincing Victory: two stories which really
happened, 2010. Newspaper. /
Y6eautensHas nobena: ABe HCTOPMM, KOTO-
pble npousownu Ha camom aene, 2010. fazeTa.

—

convi

Victo

two stories on what really happened

e ot Te-ant iprepagands. com

mmﬁ B10po KoMTpNpOnanimam umm
27.11.2010
Alexander Lukashenko’s
Program is published:

From PRESERVATION TO

28.11.2010
The President of Belarus gave
an interview to the journalist

of the French newspaper
.Figare™

If you heve the wish and en intantion te
with Belorus— we are going Yo
immediately
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NE S RUKI /
HE C PYKIU

(Ekaterinburg, Russia / EkatepuH6ypr, Poccus)
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Natalia Pastukhova’s mobile installation
consists of rompel’ ceil figures of stray
dogs and is meant to remind people
about the problem of the homeless - dogs
and people - that however familiar, still
calls for a humane solution.

Pet-lovers tend to attribute human quali-
ties and human psychology to dogs: a
dog can be bored or angry; it can beg
for something; it loves and cries, etc. Pets
are reflections of their owners, while stray
dogs are reflections of the faces and
characters of the city, which they inhabit.
Natalia Pastukhova paints portraits of
dogs that turn out to be typical and
rather universal projections of differ-

ent urban characters: an overworked
neurotic single mother, a helpless old
man, a disenfranchised guest worker, an
unemployed drunkard, etc. She suggests
we take a closer look at stray dogs and
change our attitude towards them. The
artist creates these portraits hoping that
in them the passers-by could recognize
a collective portrait of the city and of its
inhabitants, could recognize that their
treatment of the social underdog is no
different from their treatment of actual
stray dogs. The artists literally raises this
problem above the heads of the pedes-
trians when she installs packs of (painted)
stray dogs on shop-signs, cornices

and balconies above the heads of the
passers-by.

CITY

Mo6unbHas nHcTannsums Haranbu
MacTyxoBo# 13 puryp-obmaHok, u3o-
GpaxaioLmx 6poasumnx cobak, NprasaHa
HAMOMHWTE O MPUBBIYHOM, HO TpebyloLle
T'YMOHHbIX peLleHui1, npobneme 6esno-
MHBbIX — COBAK M noaen.

Jlioou, HePaBHOAYLWHbIE K AOMOLLIHUM
MUTOMLIOM, HaREnsIoT cobak yenoseye-
CKMMM CBOMCTBAMM M NCUXONOTUEN: NEC
MOXET CKYUaTh, 3MMTLCS, BbINPALIMBATL,
noBuTL, MNAKATh M Tak ganee. JomalwHme
XMBOTHbIE SIBMIALOTCA OTPAXEHUEM CBOMX
X035€B, A ropoackme bpoasume cobakm —
OTPAXKEHUEM NTULL M XAPAKTEPOB FOPOAd.
Haranbs MacTyxosa pucyet noptpeTsl
cobak, KOTopble NMOMYYAIOTCS XAPAKTEP-
HbIMM M OCTATOYHO YHMBEPCANbHBIMM
NPOEKLMSMM TIIOAEN: YCTABLIAS UCTe-
PMYHAS MATb-OAMHOUKA, GECMOMOLLHbIMA
cTapuk, becnpasHelit ractapbarTep,
6e3paboTHeii ankoronuk. OHa npep-
naraeT BHUMATENbHEE PACCMOTPETb U
M3MEHMTb CBOE OTHOLLEHME K BE3IOMHbIM
CcOBAKAM. XyAOXHHK PUCYET UX MOPTPETbI
B HOAEX/E, YTO MPOXOXHME YBUAAT B STHX
XapakTepax cobupaTenbHbIi NopTpeT
ropofad M roOPOXaH, MOYYBCTBYIOT, YTO MX
OTHOLLEHME K MIOAAM COLMATNBHOTO HU3A
HMYEM HE OTIIMYAETCS OT MX OTHOLLEHMS K
6e3n00MHbIM COBAKAM. XyAOXHMK ByKBanb-
HO NoaHMMAET Npobnemy, pacnonaras
cTaMKM Bpoasumx cobak Haf, roNOBAMM
MPOXOXMX — HO BLIBECKAX, KOPHM3AX,
6ankoHax.

A Good Dog, 2011. Photodocumentation of the
action. /

Xopowas cobaka, 2011. PogokymeHTaums
aKumu.
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NOART GALLERY /
TAJEPES NOART

(Moscow, Russia / Mocksa, Poccus)

In spring we came out with the idea fo
“give forest back to the forest’, And now
autumn came and now the forest is giving
itself back to us. Though we already bur-
ied it And invented another useful activity
And closed this issue as totally exhausted
We thought so We, members of the
“civilized society’; who know forest only by
urban park reservations and peaceful TV
programs We can'timmediately recognize
somebody’s will in what happens, And till
the end we blame one more negligence
of one more service

We are taught that every little thing in

our life Is controlled by some special
service. But even a spectator little familiar
with out-of-city environment notices That
that forest and this one have differ

ent nature. The first one was posed as

a tool, eco-platform, active spot in the
landscape, The second one is an ele-
ment, overproduction waste, a note in the
calendar reminding of a death date This
is how forest goes out on the street Forest
crashes his worn out world on us Nature
as a perfect irritant A sign of absence: by
one sole soundless reminder of its past
existence it is capable to cause anxiety

in even an indifferent spectator — a silent
protest of those who are deprived of
their future Here the expression “We are
not living in a forest” is getting another
meaning, the one we can not ignore. Kirill
Averchey, ADMI, Comanche, Alexander
Glibin, Natasha Grashenkova, Georgiy
Dorohoy, Eva Zhigalova, Alexey Koloten-
kov, Zhenya Krikova, Matvey Krylov, Yura
Kuevda, Kirill Melamud, Denis Mustafin,
Mikhail Nazarov, Mila Naumova, Anton
Nikolaey, Alexey Prosvirnin, Pavel Ras-
sudoy, Denis Sychev, Maria Trtyakevitch,
Tatyana Sherstyuk, Vlad Chizhenkov.
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BecHOoM Mbl BLICTYNANU C Maeei «BepHy Tb
necy nec». Mpu1wna oceHs 1 BOT Nec BO3-
BPALLAET HOM CaMOTO cebsi. XOTb Mbl yXe
ycnenm noxopoHUTL €ro, NEPEeK MIoUUTLCS
HQ QKTYanbHOE APYroe, 3aKpPbIB 3Ty
TEeMy, KK McyepnasLuyto cebs. Tak HOM
Ka3anock. Mel, NpeACTaBUTENM «LIMBM-
NM30BAHHOTO OBLLECTBA», 3HAKOMbIE C
NecoMm cKopee No ropoackMM NAPKOBLIM
pe3epeaumam U YMUPOTBOPSIOLLIMM
TENEeBU3UOHHLIM NePEAaYaM, He CPa3y
OMNO3HAEM B CITyYMBLUEMCS NPOsABREHUE
4bEM-TO BOMM, A0 MNOCNEAHEro CNMChIBAs
npousoLIeflee Ha oYepeaHyo xanar-
HOCTb O4epenHbIx Ny X6. Tak NpuyyeHsl,
4TO K KAXAO0M XM3HEHHOM MANOCTHU NPK-
KpenneHa csos ocobas cnyx6a. Ho paxe
MONO3HOKOMBIH C 3AropOAHbLIM BbITOM
3puTens ycnen 3amMeTuTb — TOT IeC U 3ToT
obnapatoT pasHoi Npupoaoi. Mepssiit
NpeacTaBancsa KAk MHCTPYMEHT, 3konnar-
dopma, AKTUBHAR TOUKA HO MECTHOCTH,
BTOPOM — CTUXMS, OTXOAbI NEPEenpomn3Boa-
CTBA, OTMETKA B KANEHAAPE C HAaMNOMM-
HaHueMm o gate cmepTu. Tak nec BuLIXoanT
HO YKLy, nec o6pyLLIMBAET HOM MO HOTK
CBOM 30APOYEHHbIN Mup. MpupoaHoe
SBNEHME KAK MOEANbHbIM PA3APAXHTENb.
O603HaYeHMe OTCY TCTBUS OAHMM NULLb
HEMbIM HAMOMWHAHMEM O MPOLLMOM
CBOEM CYLLECTBOBAHMM CMOCOBHO 10
6eCKOHEUHOCTH BbI3bIBATL 6ECMOKOMCTBO
AaXe y PABHOAYLLIHOMO 3pUTens — Monya-
NMBBLIA BYHT MACC, NULLIEHHbIX CBOETO BY-
aywero. B 3tom mecTe BhipaxeHue «He B
necy X1Bem» NPMOBPETAET MHOM CMbICTT,
MIHOPMPOBATL KOTOPbIN YXE HE YAAaCTCA.
Kupunn Aeepues, ALMU, Comanche,
Anekcanap MubuH, Hatawa MpauleH-
koBa, leoprui [lopoxos, Esa Xuranosa,
Anexcen Konotexkos, XXeHsa Kpukosa,
Marseit Kpeinos, lOpa Kyesna, Kupunn
Menamya, Oennc MyCTGCIJMH, Mwuxaun Ha-
3apos, Muna Haymosa, AHTOH Hukonaes,
Anekce# MNpocempHuH, Masen Paccynos,
Hernc Coives, Mapwa Tpetbakesuy, Tatea-
Ha WepcTiok, Bnag YvxeHkos.

Foresttoforest, 2011. Poster campaign. /
Necynec, 2011. Aduiwa akumu.

npepcTaBnser

W OPMEHTUPLI
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EYAYT MO3IKE, CRERVUTE
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LAND ART
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OPA & HA

(Skopje, Macedonia / Ckorbe, MakegoHus)
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Mockumentary video that was screened
in 2003 on the Macedonian national TV
Channel Al as a true documentary. The
video made in a manner of the most of
the Macedonian TV documentaries, is
showing OPA (two of the authors) and their
“great success” on the Parisian art scene
while exhibiting in the Palais de Tokyo,
Centre Pompidov, etc. The prestige of
exhibiting in Paris is exaggerated beyond
a joke and OPA's international escapades
are depicted with sarcasm, unnoticeable
to the unsuspecting viewers who watched
the documentary with admiration and
awe when it was screened on the national
television.

In this work OPA symbolizes and draws at-
tention to the social and cultural relations
within Macedonia and the attitude of one
small country towards the information to
and from the larger centers. The video
work evaluates the Macedonian media
of nonobijective and often presenting
false information, neglecting many issues
including cultural events, unable to define
what is really important for “the interna-
tional recognition of the cultural scene of
the country”.

In the documentary, the original video
works from authentic galleries and real
posters and billboards are replaced by
OPA video works or posters through edit-
ing and postproduction.

COMMUNITY-BASED ART

McesnonokymeHTansHoe BUAEO, KOTOpoe
TpaHcnmposanock B 2003 rogy Ha rocy-
ACPCTBEHHOM MOKEOHCKOM TenekaHane
Al KOk HacTosLLEee NOKyMEeHTanbHOe
BUAEO. TO BUAEO, CHATOE B MAHEpPE,
CBOWMCTBEHHOM MHOTMM MOKEAOHCKMM
AOKYMEHTAMbHbIM PUMBMAM, MOKA3bIBAET
OPA (aBOE 13 GBTOPOB) M MX «BENUYANLLWI
ycnex» Ha NAPUXCKOM apT-CLEeHE BO
BPEMS BLICTABOK B TOKMIACKOM IBOPLE,
Momnuay u Tak ganee. MNpecTuxHoCTL
cobCcTBEHHOM BbICTABKM B Mapuxe B

LY TOYHOM hOpMeE NpeyBenuueHd, a
nosenerne OPA, nyTewecTsyowero no
BCEMY MUPY, OTPAXEHO Yepes npu-

3MY CAPKO3MA, HE3AMETHbLIM HUYEro He
NOAO3PEBAIOLLMM 3PUTENSM, KOTOPLIE C
6naroroseHMemM CMOTPENM 3TO BUAEO Ha
HOLMOHAMNEHOM TENEBUAEHMM.

B ceoei pabote OPA npuaaeT cuMBONMY-
HOCTb U yenseT BHUMaHUEe npobneme
COUMAnbHBIX M KYNBTYPHbIX CBA3EM B Ma-
KEe[OHMM, O TAK XE OTHOLLEHMIO OHOM He-
60nbLIOM CTPAHBI K MHHPOPMALIMM, KOTO-
pas noctynaet B 6onee KpynHsle ropoad
1 MPUXOOMT U3 Gonee KPyMHbIX TOPOAOB.
370 BMAEO AKLEHTUPYET BHUMAHME HA
TOM qaoKTe, yTo MmakepoHckne CMU He-
0B6BLEKTUBHBI, 3A4ACTYIO NPEAOCTABNSIOT
NOXHYI0 MHDOPMALMIO M HE NPUHAIOT
PACCMOTPEHME MHOTMX BOMPOCOB, B TOM
yMcne KynsTypHbIE COBBITUS, U HE B CO-
CTOSIHUM ONPEAEnuThL, YTO Ha COMOM aene
BOAXHO ANA «MEXAYHAPOAHOro NPU3Ha-
HUs COBBITHM, NPOUCXOAALMX B Chepe
KYnsTypbl B MakenoHum».

B 3TOM BMAEO OpUrMHanbHLIE BMAEOopa-
60Tbl U3 QY TEHTUUHBIX FANEPEN, A TAKXE
NOCTePbl M PEKNAMHbIE LLUTLI 3AMEHEHI
suaeopabotamm OPA nyTem pepgakTmpo-
BAHMS M MOHTAXA.

Reality Macedonia, 2003. Mockumentary
video./

Peanutn Makepowus, 2003. MNcespo-
AOKYMEHTAMLHOE BUAEO.

CA HOBNW
DUBARUI

ARS
SELEKTIVE




ORGAN KRITISCHER KUNST &
ECLECTIC ELECTRIC COLLECTIVE

(Berlin, Germany / BepnuH, lepmarms)
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This installation shows the dimensions of
the original hammer built specially for the
anti-COPL6 protests in Cancun / Mexico
(2010) where it was brought from Berlin

as an activist-solidarity symbol between
Berlin artists and Mexican activist groups.
El Martillo was designed in order to trans-
form the image of the worldwide climate
struggle into one iconic image: a twelve
meter fall inflatable “Trojan” sculpture
made completely of silver. Just like the
Trojan horse it has been smuggled into
the enemy camp in order to transport a
message that would normally never reach
the mainstream media.

El Martillo was put into action by the
climate justice group Marea Creciente
Mexico at the demonstration of the 30th of
November in Mexico City and afterwards
in many other demonstrations in the
framework of COP16. On these demon-
strations social movements gathered to
protest for the rights of Mother Earth at the
COP 16. The first version of the Hammer
was destroyed by the Mexican police the
7th of December 2010.

ECO ACTIVISM

3TA MHCTANNALMA NOBTOPSET MAEIO MONO-
T, CO3ACHHOIO CNEUMAnbHO AMNs aKLMi
npoTecTd, NPUypPOUEHHBIX K KOHbEpEH-
umn OOH no sonpocam knumata COPLé
B KaHkyHe (Mekcuka) 8 2010 roay. Monot
6bin NpueeseH 13 bepnuHa kak cumBon
ConMAApHOCTH BEPIUHCKMX XYAOXHUKOB
1 MEKCMKOHCKMX AKTUBUCTCKMX rpynn.
3nb Maptineo 6bin CO3AAH ONs TOro,
4TO6bI BONNOTHTL B €OMHOM O6pase Bce-
MMPHyIo 60pbOY C USMEHEHMEM KITMMATA:
3TO ABEHAALATMMETPOBAS HOAYBHAS
«TPOSIHCKAR» CKYMNBLMTYPA, NOMHOCTbLIO
caenaHHas u3 cepebpa. Kak 1 TposiHckmi
KOHb, OBMAHOM BBE3EHHbI B NArepb
NPOTMBHKKA, b MAPTUILO NPHU3BAH AO-
HECTH COOBLIEHMS, KOTOPLIE HUKOTAA He
AOCTMraIOT CBOMX GAPECATOB ObLenpu-
HATLIMM CNOCOBAMM.

3nb MapTHnbo Bbin BNEPBLIE NPUBEAEH B
AeicTeMe rpynnow KNMMaTUYeCKoi cnpa-
BeanmBocTm «Marea Creciente Mexico»
BO Bpems AeMoHcTpaumm 30 Hosbps B
Mexuko, a 3aTtem ucnonb3osancs B pspe
APYr1X AEMOHCTPALMM B pamkax KoH-
depeHummn OOH no Bonpocam knmumara
(COP16). Ha 3T1x AEMOHCTPALMSX MHOTO-
YMCneHHble OBLLECTBEHHbIE BMXEHMS
obbeanHunucs B 6opbbe 3a 3aLmTy Npas
Matepu-3emnu B ceeTe pewennit COPL6.
Mepeas Bepcus MONOTA BbINa yHUUTOXE-
HO MEKCMKAHCKOM nonuumnen 7 neKo6p9|
2010 ropa.

El Martillo Il - The Activist Hammer, 2010-2011.
Installation. /

Anb MapTuneo Il - Monot AKTUBHUCTOB,
2010-2011. MHcTannsaums.
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OVOSHAM.NET /
OBOMAM. HET

(Moscow, Russia / Mocksa, Poccusl)
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Action #1 Posters

September 2009

6 posters glued over commercial bill-
boards

Action #2 Metroadvertising
October 2009

A series of advertisement posted in
Moscow underground

Action #3 Find in your country

November 2009

Several lightboxes with Google ads were
replaced

Uniforms of advertising company workers,
made for 600 roubles, helped to imple-
ment the action very quietly.

Action #5 Accidental fires

February 2010

On February 6th a meeting for the
protection of old Moscow was held. With
the assistance of an active participant of
the meeting, an information billboard was
put on the fence of “occasionally” burnt
Guryevs’ chambers in Potapovsky pere-
ulok, and was hanging there for more
than a month.

Action #11 Official poster contest of the
main party

May 2010

On the site www.er2012.com every user
can create an election poster for their
favorite party. Several thousand people
took part in the contest.

CITY

Akuums Ne 1. lMnakarsl.

CeHT6pb 2009 ropa.

MoBepx ropoAckMx acuLl HaKNeeHo 6
MNakaTos.

Akums Ne 2. MeTpopeknama.

OkTs6pb 2009 ropna.

B Mockosckom meTpononuteHe packnee-
HO cepust peknam.

Axkums Ne 3. Haigun B ceoeit cTpaHe.
Hos6pb 2009 rona.

3aMeHeHBI HECKOMBKO NATEOKCOB C
peknamoi Google.

M3roTosneHHsie 3a 600 pybnei KoCTioMs
COTPYOHWKOB PEKNAMHOM KOMMNAHMM
MOMOIMH OCYLLECTBUTL AKLIMIO B CrMOKOM-
HOM pexume.

Akums Ne 5. Cny4aiHbie noxapsl.
®espank 2010 roaa.

6 deBpans B CTONMLE NPOLUEN MUTUHT B
3awmTy cTapoi Mockebl. COBMECTHO C
AKTUBHbIM Y4OCTHUKOM MUTUHIQ HO 3060[3
300HKA «Cﬂy‘{(]l:iHO» cropesLwmnx nanar
[ypbesbix B [loTanosckom nepeynke
NpUKpenneH MHPOPMALIMOHHLIN CTEHA,
KOTOpbIM NpoBucen Gonee mecsua.

Axumst Ne 11. OprumanbHbiit KOHKYPC
NNAaKaToB rMABHOM NAPTUM.

Ma# 2011 ropa.

Ha cante www.er2012.com kax gbi
Nonb30BATENb MOXET CO3AATb
npensbiGOPHbIN NNAKAT ANs NoBUMOM
napTmMu. B koHKypce npuHanu ysactne
HECKOINbKO ThICAY YENOBEK.

Accidental fires, 2010. Photodocumentation of
the action. /

CnyyastHbie noxapsl, 2010. PoTopokymeHTa-
LMs aKLMM.

Benb BaM Bce paBHO?

: (_,,yuai;,m pCbiXHeT NOKAP: N
Mens He ycneioT NOTYLINTD. =3
peToHHblit KNIOH 3aMeHVT @eﬂﬂ.

I '

Find in your country, 2009 Photodocumentation
of the action. /

Haiipm B ceoen cTpaxe, 2009 ®oTtogokymeHTa-
LMst QKLMK.



PATINTSYNDICATE

(Berlin, Germany / bepnuH, fepmaHms)
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With “Shanghai Kappa Girl” (content of
the exhibition — okk/presentation for
media impact), PaintSyndicate presents
its newest series, featuring film stills from
a Chinese home video. The protagonist
of the film, “Kappa Girl” is filmed on a
mobile phone performing a blowjob. She
posted the video on the Internet where it
became a hit. The Chinese government
censored the film, and Kappa Girl got
identified, lost her job in the Kappa store
in Shanghai and got prosecuted by the
police. PaintSyndicate extracted single
images from the video, send them back
to China, paid for the reproduction of the
images as oil paintings, and re-exported
them legally.

POLITICS

Csoei paboToit «Shanghai Kappa Girl»
(conepxatme BbicTasku — OKK/ npeseH-
Taumm gna CMM) PaintSyndicate HOYMHOET
HOBYIO CEPMIO, COCTOSILLYIO M3 KAAPOB KM-
TAMCKOro No6UTENLCKOro BMAEO. [NaBHYiO
repouHio dhunema, Kappa Girl, cHumaiot
HA MOBUNbHBIN TenedoH B MOMEHT MC-
NomnHeHus MMHeTa. [leByLiKa pasmecTuna
BMAEO B MIHTEPHETE, FAe OHO CTANO XMTOM.
Kutarickoe npaBMTensCTBO NoABeprio
ponuk ueHsype, Kappa Girl 6eina upeH-
TMULMPOBAHA M yBONEHA C PAGOTLI B
marasuHe «Kappa» B LLaHxae, a nonuuus
3aBena Ha Hee aeno. PaintSyndicate
BbIYMIEHMMM M3 BUAEO HECKOMbBKO KAAPOB,
otnpasunyu nx obpatHo B Kutait, sanna-
TMNU 30 BOCMPOM3BEAEHME U30BPaXEHM
MOCMOM HQ XOMNCTE M MOMYUMIM KAPTHHBI
HQO 3QKOHHbIX OCHOBAHMSX.

Shanghai Kappa Girl, 2011. Paintings,
videoinstallation. /

Shanghai Kappa Girl, 2011. Xusonucs, Buaeo-
MHCTANNAUMS.

dWg £42ST VddY)
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PASHA 183 /
[IAIA I83

(Moscow, Russia / Mocksa, Poccusl)
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August 19th 2011 is the anniversary of
1991 military putsch. The country was
brought fo despair by the state politics.
People took guns, and bloodshed was
inevitable. Hardly can anyone tell exactly
how many people died during this civil
war and we don't know their names
already. We have decided to remind our
citizens of those people and events of
1991-1993 and give them a chance to
personally go through police riots of that
day. The picket lasted for about an hour
only; after that, like after the arrival of the
new authorities, the workers of the civil
war withdrew into the shadow.

Pasha 183

CITY

19 asrycta 201 1-ro - ropgosumHa

nyT4ya 1991 ropa. CrpaHa goseaeHa

[0 OTHASAHMSA NONMUTUKOM rOCYAApPCTBA.
Hapon 6epeT B cBOU pyKH «OpyXHME» U
KOK HEM3BeXHOCTb — MPOMMTAS KPOBb.
Bpﬂﬂ N KTO-TO CMOXET TOYHO CKA3aTb,
CKOFMbKO MIofEM NOrMbno B 3TOM rpax-
LOHCKOM BOMHE, M Mbl Y XK€ HE 3HOEM MX
MMEHA. Mbl pewmnm «<HaNOMHUTL» HALLUM
TPAXAAHAM 06 3TUX NMIOAAX M COBLITUSAX
1991-1993 rogos 1 oaTh BO3SMOXHOCTbL
COMUM NPOTH CkBO3b NMUkeTel OMOHA B
3TOT A€Hb. Muket npoponxanca Heponro
—Bcero 1 4ac, nocne, Kak 1 € Npuxoaom
HOBOW BNACTH, PABOUME MPAX AAHCKON
BOMHbI YLLINU B TEHb.

Mawa 183

Truth vs truth, 2011. Videodocumentation of
the action. /

MNpaepa Ha npasAy, 2011. BupeopnokymeHTa-
LMst QKLMH.
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ANASTASIA POTEMKINA /
AHACTACHSA IIOTEMKUHA

(Moscow, Russia / Mocksa, Poccusi)

In this series, the artists experiment with B 3T1x paBoTax XyAoXHMKM IKCNEPUMEH-
the subject of teen protest. Wandering TMPYIOT C TEMOM MONOAEXHOro NpoTecTa,
around the neighborhood, they make LIATAsACk MO PAMOHY, OHU 3AHUMAIOTCS

attempts at a protest appropriation of NPOTECTHBIM OCBOEHMEM FOPOACKMX NPO-
urban spaces: drawing graffities on cars, CTPAHCTB — PACKPALIMBAIOT Yy XME MALLK-
mocking pseudopatriotic park sculptures. Hbl, U3AEBAIOTCA HOA NCEeBAONATPUOTHYE-

CKMMM NAPKOBbIMM CKYNbMTYPAMM.

200 ) 201
Hanging around, 2010. Photodocumentation. /

CITY Hanging around, 2010. ®otogokymeHTaums. CITY



ELENA PRISLONOVA /
EJEHA ITPUCJIOHOBA

(Ekaterinburg, Russia / Ekatepunbypr, Poccws)
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The artist sticks bright leaflets-
announcements in A4 format,
typographically identical to leaflets

with detachable coupons, to the
announcement desks. Using the aesthetics
of announcements Elena Prislonova starts
communication with ordinary locals. On
the leaflets, she puts rhetorical figures of
speech, philosophic and “daily” questions
such as: “Did I turn the curling iron off or
didn't 12” The aim of the artist is to change
the ritual of ordinary life by changing the
routine visual design: by detaching the
coupons people get involved in a game
with the artist and receive a possibility to
change their view, reflexion of their moods
and thoughts.

CITY

Ha pockax o6bsABNEHMI XYHOXHMK pac-
KNeuBaeT APKME NUCTOBKM-0BbABNEHMS
dopmata A4, TMnorpaduyecku HeoT-
NMYUMbIE OT OBBSBIIEHM C OTPbIBHBIMM
KYMOHOMM. Mcrnonb3ys 3cTeTuky obb-
asnexuit, EneHa MpucnoHosa BcTynaet
B KOMMYHMKALMIO C oBbiBaTensmu. OHa
Pa3MELLaET HA LBETHBIX TMCTKOX PUTOPH-
yeckue burypsl peuu, unocodckme mnu
«HACYLLHbBIE» BOMPOCHI TUMA: «§ BbIKITIO-
4Mna oMKy Mnu He Beikmounna?» Lens
XYAOXHMKA — COBEPLUMB NMOLMEHY PY TUH-
HOM BU3YQNbHOCTH, M3MEHUTb MPUBbIYHbINA
PUTYQn X13HM: OTPbIBAS KYMOHBI, MIOAN
BCTYNAIOT B UrPY C ABTOPOM, NOMyyatoT
BO3MOXHOCTb CMELLEHMS CBOEM TOUKM
3peHus, pednekcm CBOMX HACTPOEHMI
M MbICTIEN.

Social indicator, 2011. Photodocumentation. /
CoumnanbHbeii tHAMKaTop, 2011. Potopoky-
MeHTaums.




PROTEST MUSIC /
MY3HKA NPOTECTA

(Russia / Poccus)
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Program comprised of concert videos
recorded on protest actions and
meetings. 2008-2011.

1. For Troitskiy. Fragments of the concert in
support of Artemiy Troitskiy. 2011.

2. Pakhom. Mixers

Meeting in support of Yury Samodurov
and Andrey Yerofeev. 2010.

3. VIA Osobennosti. We would give them!
Meeting in support of Yury Samodurov
and Andrey Yerofeev. 2010.

4. Krovostok. Riots. 2008.

5. PG-Dreli. Kitovras. 2008.

PROTEST MUSIC

Mporpamma, CoCTABNEHHASA U3 KOHLEPT-
HbIX BUAEO, 3AMMCAHHBIX HA AKLUMAX NPO-
TecTa u mutnHrax. 2008-2011.

1. «3a Tpouukoro». PparMeHTs KoHLEep-
1a. 2011

2. NMaxom. Mukcepesi.

Mwutunnr 8 sawmty IOpus Camonyposa u
Anppes Epodeesa. 2010.

3. BUA «OcobeHHOCTH». Mbi Gbl MM aanml
Mutunr B sawmty IOpus Camonyposa u
AHppes Epodeesa. 2010.

4. KposocTok. becnopsaku. 2008.

5. Mr-Openu. Kutospac. 2008.

PG-Dreli. Kitovras, 2008. Video. /
Ar-Apenn. Kutoepac, 2008. Bugeo.
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PUSSY RIOT

(Moscow, Russia / Mocksa, Poccusl)
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The Pussy Riot Project is a series of
performances in a form of aggressive
art-interventions into the public spaces of
the city. The video-documentation of these
live punk-rock impromptu performances
is later posted on the web. During

their actions the women-activists wear
brightly-colored balaclavas and adhere
to anonymity and interchangeability of
the group’s participants. The lyrics of the
songs that the group performs reflect its
political views: anti-Putin, feminist, envi-
ronmentalist and advocating the rights of
the LGBT community.

The collective’s last performance - a punk-
rock prayer “Virgin Mary, chase Putin out!”
—took place at Christ the Savior Cathedrall
in Moscow leading to a widely-publicized
court case. The suspected members of the
collective were arrested and charged with
hooliganism, facing a prison sentence

of 7 years, if convicted. By the time the
catalogue went to print, the outcome of
the lawsuit was still unknown.

PROTEST MUSIC

MpoexT rpynnsl Pussy Riot npeactasnser
coboi cepuio nepcdopMaHcoB B hopme
ArpeccMBHbLIX APT-MHTEPBEHLMI B OBLLe-
CTBEHHbIE FTOPOACKME NPOCTPAHCTBA.
MepdOPMaHCHI ABASIOTCS XMBbIMM MAHK-
POK-BLICTYMNEHUAMU, IOKYMEHTALMS
KOTOPBIX BbIKNAABIBAETCS B MHTEPHET.
AKTUBMCTKM BBICTYNAIOT B PA3HOLIBETHbIX
Wwankax-6anaknasax v NnponoseaytoT
MAEONOTUI0O AHOHUMHOCTH U B3AMMO3AME-
HAEMOCTM YHACTHML, TPyNmbl. TeKCThl ne-
CEH OTPAXXAIOT MOMMTUYECKME MHTEPECHI
TPyNMbl, 30K MIOYAIOLLMECS B AHTUMY TUHM3-
Mme, beMMHU3ME, 3aLUMTE OKPY XAloLLe#H
cpensb! 1 npas JITBT-coobulecTsa.
MocnenHumit nepdopPMaHC rpynnbl —
naHk-moneben «boropoauua, MyTMHa
nporoHml» — cocToancsa B xpame Xpucta
Cnacutens u npueen K rpOMKOMy Cyae6-
HOMy pasbupaTenscTay. Nogospesae-
MBIX Y4YOCTHUL, FPYMTbl QPECTOBAMNM M
npenbsBunu O6BUHEHUE B XYNUIAHCTBE,
KAPQAIOLWEECs CEMbIO FOAAMU NULLEHMS
cBo6opbl. Ha MOMEHT BbIMyCKa KaTanora
MCXOR AENA HEM3BECTEH.

Pussy Riot takeover public transport with the
song «Free the pavement», 2011. Video. /
Pussy Riot 3axsaTbiBaioT o6 e cTBEHHbIMA
TPAHCNOPT ¢ komnosuumnen «Ocsoboan 6pyc-
4yarky», 2011. Bupeo.

Death to Prison - Freedom to Protest, 2012.
Video. /

CmepTb TIopbMe - cBo6oay npotecry, 2012.
Bupeo.



TIM RADYA /
TUM PAIA

(Ekaterinburg, Russia / Ekatepunbypr, Poccus)
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Personal activism of the artist makes him
extrapolate his personal feelings to city
environment. Depression and stress are
always accompanying the life of a person.
As Tim Radya understands the banality of
such emotions in himself, he makes eftorts
to cheer up and switch his attention — not
alone, but together with his city. “Words”
are addressed to himself, but appearing
in top “sightseeing spots” they also act as
an appeal to fellow citizens: they reflect,
encourage, make one cheer up, stop the
routine ritual of life, change one’s opinion
of everyday things and events.

CITY

JIMYHBIM QKTUBM3M XYAOXHMKA NOABUraET
€ro 3KCTPANONMPOBATL CBOM JIMYHbIE
nepexu1BaHMs B TOPOACKYIO cpefay.
Henpeccua n cTpecc cony TCTBYIOT XMU3HU
FOPOXAHMHA NOCTOAHHO. MoHumas
HEOPUTMHANBHOCTb TAKMX aMouMi Yy ce6;|,
Tum Papa npeanprMHUMaET eCTECTBEHHbIE
MONbITKK BCTPAXHY TbCA M MEPEKNIOYMTCH,
HO HE B OIMHO4KY, O BMECTE CO CBOUM
ropoaom. «Crnosa» obpalleHs B nepsyio
oyepenb K HEMy COMOMY, HO, OKO3OBLLMCh
B TOMNOBbIX «BUOOBbLIX MECTAX» OHU TAKXE
obpalleHbl K 3eMNSIKAM-FOPOXAHAM:
pednekcupyiowme, nonbaapusaioLme,
NPOBOLMPYIOLLME BCTPAXHY ThCA M PA3OM-
KHYTb PY TUHHbIM PUTYQST NOBCEAHEBHOM
XKHM3HU, CMEHNTL TOUKY 3PEHNA HO NPUBbIY-
Hbl€ NPEAMETLI U ABNEHMA.

Words, 2009-2011. Photodocumentation. /
Cnoea, 2009-2011. ®oToaoKkyMeHTaUMS.
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ALEXANDER RAEVSKY /
AJEKCAHIP PAEBCKUit

(Kishinev, Moldova / KuwnHer, Monposa)

It is the Internet that forms the components
of mass orientation today. This implies that
people lose the feeling of real physical
space and prefer fo spend their time

in virtual cinemas, learn the news from
chats, make purchases in online stores,
reproduce the features of a perfect state
by creating virtual cities and countries,
marry each other in social networks, and
much more, forming a plausible image of
real life.

Social communication is getting to a

new evolutionary level, trying to hastily
reject the former values of building a
personality. Rapidly changing aims and
means make us wonder: where is the

line which separates public spaces of the
21st century from relatively free virtual
manifestations?

The installation “150 of 2880" shows the
results of an art research, which was done
in several stages: handing out business
cards urging to add the author to friends
on Facebook in public spaces of Moscow,
collection and analysis of data from the
photo albums of newly arrived friends,
and representation of the materials
collected from the virtual territory in a
public exhibition space.

COMMUNITY=-BASED ART

MmeHHO MHTepHEeT Ha cerogHaLHMit
AeHb GOPMMPYET KOMMOHEHTbI MOCCOBOM
OPUEHTUPOBAHHOCTH. V13 3TOM AAHHOCTH
BLITEKAET OTCY TCTBME OLLYLLIEHUS PEANb-
HOTO, hU3MYECKOro NPOCTPAHCTBA. Jlioau
CTONM MPOBOAMTL BPEMS B BUPTYQMbHBIX
KMHOTEATPAX, y3HABATL HOBOCTH Yepe3
4aTbl, AENATL MOKYMKKU B UHTEPHET-
MarasmHax, PenpoayLMpoBaTs ATPUBY Tk
MAEANBHOrO roCyAdpPCTBA NOCPEACTBOM
CO3[0HMS BUPTYArbHbIX TOPOAOB M CTPAH,
3aKno4aTL Hpaku mexay coboi B couu-
ANbHBbIX CETSIX 1 MHOTOE APYroe, 4To op-
MMpYyeT NpasauBoe Noaobme NopnmuHHoM
XKU3HEREATENbHOCTU.

CoumnanbHble B3AMMOCBS3M BbILLNM HA
LPYro# 3BOMIOLUMOHHbIN BUTOK, MPU 3TOM
3QYACTYIO MbITASCH B CMELWHOM NOpsaKe
OTKA3ATLCS OT MPEXHMX LieHHOCTeM op-
MMPOBAHMS NIMYHOCTH.

CrpemuTensHO MeHSIoLLMECs Lenm 1
CPEeAcTBa 3aCTABMAIOT 3aAyMATbCS, A TAe
CETOfHs MPOXOAMT T FPAHb, KOTOPAS
pasaenseT obLeCTBEHHbIE MPOCTPAHCTBA
XXI Beka 1 OTHOCHMTENbHO CBOBOAHbIE
BUPTYOIbHbIE MPOSBIIEHMS?

B uHcTtannsaumm «150 n3 2880» gpemoH-
CTPUPYETCA PE3YNETAT XYAOXKECTBEHHOTO
MCCNIeAOBAHMS, KOTOPBIN PEANM30BbI-
BANCS B HECKOMbLKO 3TAMNOB: PA3AAYa

B NyBNMYHOM NPOCTPAHCTBE rOPOAa
MockBbl BU3MTOK C MPU3bIBOM CTATH
ApPYrom asTopa Ha npocTopax facebook,
AQNbHEALNIA AHANK3 M cGop MaTEPHA-
noB 13 hoTOANE60MOB HOBOMPUBLIBLLMX
Apyse#, M nocneayoLwas penpeseHTaums
COBPAHHOTO MATEPMANA C BUPTYANbHOM
TEPPUTOPHM B NYBIIMUHOM BLICTABOYHOM
NPOCTPAHCTBE.

150 of 2880, 2011. Installation. /
150 of 2880, 2011. MHcTannaums.
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R.E.P. /
P.3.1.

(Kiev, Ukraine / Kues, YkpanHal
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“Intervention” is the title of a series of
actions, which were carried out by the
R.E.R group in the summer and fall of
2005. In these actions the artists explored
the languages of “street democracy” in
the post-orange Ukraine, the languages
of local public communication and then
employed them to represent their own
community beyond the confines of art
institutions.

The actions of the “Intervention” made use
of the forms of street protests and rallies,
of advertizing campaigns as well as of
na ve self-promotion of young aspiring
artists seeking public recognition.

The artists of the R.E.P group have as-
serted themselves as both one of the new
political movements in search of electoral
support, and as “the others’, inviting
actors of the post-Soviet Ukrainian social
processes to engage in a dialogue with
them in order to present their views and
agendas.

CITY

«/HTepBEHUMS» — 3TO HA3BAHUE CEPUM
AKLMI1, KOTOPbIE BbINM OCYLLECTBNEHbI
rpynno# P.3.M. netom u oceHbio 2005
roaa. B 3Tux akumax XxyaoXHWKKU nccneno-
BAMM A3bIKM «yMUYHOM AEMOKPATUM» NOCT-
OPAHXEBOM YKPAUHBI, A3bIKM NOKAMbHbIX
NyBMMYHBIX KOMMYHMUKALMI M MCMOMNbL3O-
BANW ANA PENPe3eHTaLuM 30 Npeaenamu
XYOOXECTBEHHbIX MHCTUTYLMH. B akumax
«MHTEpPBEHLMM» BbINM 300EMCTBOBAHBI
POpPMBI YNIUUHBIX MUTUHIOB, KOMMEpPYe-
CKMX PEKMAMHbIX KOMMAHWI U HOMBHOWM
COMOPEK NAMbl MOMOMALIX XYAOXHHUKOB,
npeTeHayIoLLMX HO OBLLECTBEHHOE NpH-
3HaHKeE.

XyaoxHukm P.3.T1. 3assmnu cebs Kak ogHO
13 HOBbIX MOMUTUYECKMX ABUXKEHMM, 6O-
PIOLMXCA 30 3NEKTOPAMNbLHYIO MOAAEPXKY
1 B TO X€ BPEMS KAK «apyrue», B guanore
C KOTOPBIMM YHACTHMKM MOCTCOBETCKMX
YKPOAMHCKMX OBLLIECTBEHHbIX MPOLECCOB
MOTM NPEeACTABUTL CBOM MHEHMS M MO-
3ULMm.

Intervention, 2005. Photodocumentation of the
action. /

MutepeeHums, 2005. dotopokymeHTaums
AKLMM.
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RSD & CWU /
PCIL & CTP

(Moscow, Russia / Mocksa, Poccus)

Solidarity with the Movement for the Reall
Democracy in New York and world-

wide Something important is happening
in the world today. From Spain fo Egypt,
from Greece to Iceland, people go out
into the streets demanding changes. Not
the changes brought about by elections
with undistinguishable politicos or the
‘popular’ fronts that are guaranteed to get
the majority of votes. And most certainly
not the changes yielded by the economic
crisis through the governmental auster-
ity plans that we have to pay out of our
pockets. The Outraged —that’s how this
movement which has spontaneously
arisen only a few months ago is called

- stand up against all the architects of
those changes for the worse, who are so
much used fo speaking in the name of
“the people” Against the elections with no
actual choice. Against the governments
and the banks who have put the majority
of the planet’s population on the verge of
an economical and social disaster. About
a month ago, the protest movement has
started at the very heart of the world
political and financial system. Thousands
of ordinary Americans are taking part in
the Occupy Wall Street action, demand-
ing a progressive taxation and an end of
financial fraud. A symbolic occupation of
the Brooklyn Bridge has been one of the
most spectacular episodes of the New
York protest campaign. Today, on October,
15, the International Action Day of the Out-
raged, we, the Russian leftist and social
activists, express our solidarity with this
movement’s participants in New York and
worldwide. Our solidarity is inextricably
entwined with the hope that before soon,
Moscow citizens will also have the deter-
mination and the dignity to go out into the
streets and make their voices heard.
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4T10-TO OYEHb BAXHOE NPOUCXOAMT Ce-
roaHs 8 mupe. OT Mcnanum go Ermnta, ot
lpeunn oo McnaHamm Ha ynuubl BLIXOAAT
niopu, Tpebytome nepemeH. Coscem He
TEeX NepemeH, KOTopbIe NPUHOCAT HaM
BLIGOPLI C HEOTNIUUYMMBIMM APYF OT ApPYra
NOMAUTUKAHAMM, UM Tem Bonee «obLe-
HAPOAHBIMM» PPOHTAMM, TAPAHTUPO-
BAHHO MONyYaloWMMM BONbLIMHCTBO. M
KOHEYHO, He Tex NepemeH, MPUHOCALLMX
B HOLLIY XM3Hb NOCNEACTBUS SKOHOMUYE-
CKOTO KPU3MCA, 30 KOTOPbIE Mbl [IOMXKHbI
NAATUTb M3 CBOErO KAPMAHA (cornacHo
NPABUTENLCTBEHHBIM NMAHAM «CTPOTOM
3KOHOMMMY). 'y
Bo3MyLLIEHHbIE — O MMEHHO TaK HO3bIBAIOT
3TO CTUXMIMHO BO3HUKLLEE BCErO HECKOrb-
KO MECALIeB Ha3ap, ABUXEHUE — BbICTY-
NaioT NPOTHB TBOPLIOB BCEX NEPEMEH K
XYOLIEMY, TAK MPUBLIKLIMX BLICTYNATb OT
MMEHHM «Hapopaa». MpoTus Beibopos 6e3
BbIGOpa. MpoTHB NPABUTENLCTB M 6AHKOB,
NOCTABMBLLMX BOMBLIMHCTBO HACENeHUs
NNAHETH HA FPAHb 3KOHOMMYECKOWM M CO-
LIMANBHOM KATACTPODbI.

Okono mecsua Hasan ABMXeHue npoTe-
CTA HOYANOCh M B COMOM CEPALE MUPOBOWH
NONUTUYECKOM M PUHAHCOBOM CUCTEM. B
akuum «3axsatu Yonn-CTpuT MPUHUMAIOT
Y4OCTHE ThICYM NPOCTLIX AMEPHUKAHLIEB,
TpebyloLMX MPOrPECCHBHOTO HAMO-
rooBnoXeHmsu 1 3anpeTa PUHAHCOBbIX
MaxuHAuMi. OgHUM M3 APYAKLLIMX 3MK-
XO[0B HbIO-MOPKCKMX NPOTECTOB CTANA
CMMBOMNMYECKas OKKYynauums bpyknuHcko-
ro MocTa.

CeropHs, 15 OKTﬂ6pﬂ, B MEXAyHApOA-
HbIM A€Hb EMCTBUIM HOBOTO ABMXEHMS
NPOTECTA, Mbl, POCCHIACKME NEBbIE U COLM-
QrbHBIE OKTUBMCTbI, BHIPOXAEM HALLY CO-
NUAAPHOCTL C AKTUBMCTAMM B Hblo-Mopke
1 BO BceM Mupe. Hala conuaapHocTs He-
PA3PLIBHO CBA3GHA M C HOAEXAOM Ha TO,
YTO Yy MOCKBMYE/ B ByfyLLIEM TAKXKE XBATUT
PEeLMMOCTH M JOCTOMHCTBA, YTOGHI BLIATH
HQ YNULbI M 3ACTABMTL ceBs yCnbiaTh.

Today the Brooklyn Bridge, tomorrow the
Bolshoy Kamenny! 2011. Photodocumentation
ofthe action. /

CeronHsa BpyknuHckui, sastpa - bonbwoi
KameHHbii! 2011. PoToOKYMEHTALMA KLU,
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TOMORROW THE
BOLSHOY KAMENNY!
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ANASTASIA RYABOVA & ELENA MARTYNOVA /
AHACTACUA PAEOBA & EJIEHA MAPTHHOBA

(Moscow, Russia / Mocksa, Poccusi)
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City flagpoles are functional objects
designed to represent the symbols of
power. On a street flagpole you will hardly
ever see an oppositional banner, as

well as any other symbol not mentioned

in a calendar of official dates and not
suitable for broadcasting via the media
networks of city districts, prefectures and
municipalities. A banana in a flagpole

is more than a banana. This is a poetic
challenge to the ideology on its symbolic
territory, and a naive gesture of transgres-
sion, and a reflexion on the possibility of
artistic statement in political space.

CITY

fopoackue dnarwToku — 310 dyHk-
LUMOHANbHbIE O6BEKThI, CO3AAHHbIE ANS
penpeseHTaumm CUMBONMKM BNACTM. B
YNUYHOM NarLITOKe Bbl, CKOPee BCETo,
HE YBUOMTE 3HAMEHM OMMO3MLIMM, KAK U
no60oro APyroro CMMBONA, BLIXOAALLETO
30 PAMKM KANEHAAPS OPULMANEHBIX

AAT, HeYAOBHOTO ANA TPAHCNALUMM Yepes
MEOMaceTs PAMOHOB, NPedeKTyp U MyHU-
uMnanuTeTos. BaHaH Bo dnarwToke — 310
Gonblie yem BAHAH. DTO U NO3TUYECKMIA
BbI3OB MAEONOMMM HO €€ CMMBONMYECKOM
TEPPUTOPUM, U HOUBHBIN XKECT YIIUYHOM
TPAHCIPECCHM, U PAMBILLINEHUE O BO3-
MOXHOCTM XYAOXECTBEHHOIO BbICKA3bIBA-
HUS! B MOMMTUYECKOM NPOCTPAHCTBE.

More than a banana, 2011. Photo. /
Bonbwe yem 6anaH, 2011. oTorpadus.
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SILENCE=DEATH COLLECTIVE

(New York, USA /Hbio-Mopk, CLLA)
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The artists from the Silence=Death
Collective selected a globally known
emblem for gays - the pink triangle (this
was the sign for sexual minorities in fascist
ghettos and concentration camps). The
group reversed the direction of the pink
triangle, as a way of neutralizing the idea
of victimhood, with an inscription under

it which said: “SILENCE=DEATH a call

to join the fight against AIDS that named
inaction as complicit.

POLITICS

XYAOXHUKM M3 KONNEeKTMBA «MLWIMHA — 3TO
CMEpPTb» BLIBPANM BCEMUPHO M3BECTHYIO
3MBnemy rees — PO30BbIN TPEYTONbHMK,
3HOK CEKCMEHbLUMHCTB B PALLIMCTCKMX
reTTo M KOHUnarepsx. XyaoXHWKM
nepesepHYnM HaNpPaBIEHUE PO30OBOTO
TPEYronbHMKA B KOYECTBE XECTA HeW-
TPANU3AUMM MAEU XEPTBEHHOCTH U MO-
ctasunm Hagnuce MONYAHUE = CMEPTb
KAK MpH3bIB NPUCOEOMHNUTLCS K Bopbbe
npotus CMa.

Silence=Death, 1986. Poster. /
Monuanue - 310 cMepTh, 1986. Mnakar.

SILENCE=DEATH

Why is Reagan silent about AIDS! What is really going on at the Center for Disease Control, the Federal Drug Administration, and the Vatican?
Gays and lesbians are not expendable...Use your power...Vote...Boycott...Defend yourselves...Turn anger, fear, grief into action.




VASILY SHUMOV /
BACUNIUA myMOB

(Moscow, Russia / Mocksa, Poccusi)

After our leading music critic Artemiy
Troitskiy was sued for his fair and straight-
forward critical statements, | decided

to support him by organizing a concert
and releasing an LR While organizing the
concert, | saw the efforts of invisible “grey
eminences” in power fo interfere with its
organization.

At first we wanted to have the concert

on June 10th, 2011 in Moscow’s Central
House of Artists (CDH). Together with

the director of CDH Vassiliy Bychkov we
scheduled the date and place of the
concert. We started printing flyers and
began announcing the concert. And
suddenly on May 30th Vassiliy Bychkov
unilaterally refused to house this concert
in CDH as he was called “from above”. We
had a very complicated situation because
the date of June 10th was agreed on with
most of the musicians and it was impos-
sible to change because of their tight tour
schedule.

We managed to find an alternative stage
for the concert on June 10th in Moscow
club HLEB. But one day before the concert
the club was visited by security agencies
with an off-schedule inspection in order to
cancel the concert.

We had the experience of cancelling the
concertin CDH and therefore were ready
for “grey eminences’” efforts to hamper
the concert supporting Troitskiy in the
HLEB club. Finally, nobody managed to
cancel the concert and it was a great
success. The club didn't have enough
room to house all the listeners.

The story about the efforts to break

up Troitskiy support concert shows us
exactly what Troitskiy himself repeatedly
said, that legal cases against him are a
coordinated campaign from above in
order to shut him up and so that nobody
else would “talk” In the last few years
Troitskiy openly expressed his critical
opinion about the authorities, state
officials and their servants.

PROTEST MUSIC

Mocne Toro Kak Ha HALEro BEAyLLEero My-
3bIKANBHOTO KPUTUKA ApTemus TpoumLKoro
30 ero YeCTHble M HEeNU306MIoACKME KPU-
TUYECKME BbICKA3bIBAHUS BbiNM 30BEAEHbI
YronoBHble fAena, § PeLmn NoAAepPXaTs
ApTEMMs POK-KOHLIEPTOM M BbIMYCKOM
anb6oma-c6opPHMKA.

Bo Bpems NoAroToBkM KOHLEPTA s CTON-
KHYTNCS C MOMLITKAMM HEBMAMMbIX BNACT-
HbIX «CEPbIX KAPAMHAMNOB» MOMELIATL Ero
npoBeaeHUIo.

M3HauaneHO KOHLEPT NNAaHKMPOBANOCh
nposectu 10 niors 2011 roga B8 MOCKOB-
ckom LieHTpansHOM Aome XynoXHMKa
(LLAX). Mbl poroBopunmncs B Hauane mast

c pupekTopom LIAX Bacunuem Boiuko-
BbIM O MomeLleHmmn n garte. OTneyaranm
dnaepsbl, HaYANKM AHOHCLI KOHLEPTA. Ho
Bapyr 30 mas BbIvKOB B OAHOCTOPOHHEM
nopsake oTKA3ancs oT NPOBEAEHMs 3TOTO
KoHuepTa B LI1X, nOTOMy 4TO €My 3BOHM-
nu ceepxy. Y HAC CNOXMNACh HEMPOCTAs
cuTyaums, Tak kak aata 10 uioHs Geina co-
IMOCOBAHA € 6OMNbLIMHCTBOM My3bIKAHTOB-
YHYOCTHWUKOB M MEHSTL €€ BbiNo HeBO3-
MOXHO M3-30 UX MIIOTHOTO rACTPONBEHOTO
rpaduka.

Ham ynanock HaiTM ansTepHATUBHYIO
nnouwiaaky Ans koHuepta 10 uioHs B
MockoBckom knybe HLEB. Ho 3a neHb no
KOHLepTa B 3TOT KNy6 BAPYT HATPsIHYNA
BHEMAHOBAS NMPOBEPKA CUIOBLIX CTPYK-
TYP C LEMbio COPBATE KOHLEPT.

MMmes onbIT CO CphIBOM KOHLIEPTA B

LLOX, Mbl OXMAAMM M MOArOTOBMUIUCS,

YTO «Cepble KAPAMHANbI» MOMbITAIOTCS
TAKKE COPBATL KOHLEPT B MOAAEPXKY
Tpowuukoro u B knybe HLEB. B pesynsrate
KOHLIEPT OTMEHMTb HE YAANOCh M OH MPO-
Len C orpoMHebIM ycnexom. Kny6 He cmor
BMECTMUTb BCEX XENQIOLMX.

McTopus ¢ noneITKaMM COPBATL KOHLEPT
B NoAAepXKy TPOMLKOro AaeT HamsAHoe
[OKQ3ATENLCTBO TOrO, O YEM CAM HEOAHO-
KpaTHO rosopun TpoMLKui: 4To cynebHble
AEnad NpOTUB HEro SBMSAIOTC CKOOPAM-
HUPOBAHHOM KOMMAHWEN CBEPXY, YTOBEI
3ATKHY Tb @MY POT M 4TOGbI APYT1e «He
BAKAnM». B nocnegHue rogsl Aptemuit
TPOMLKMI HEOAHOKPATHO KPUTMYECKM

M OTKPOBEHHO BbICKA3LIBAMNCS O BNACTH,
YMHOBHMKOX M MX NTAKESX, O MPUCMOCO-
6neHuax.

FORTROITSKIY, 2011. Poster campaign. /
3ATPOMLKOrO, 2011. Acduiia akumu.
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NATALYA SKOBEEVA /
HATAIBA CKOEEEBA

(London, Great Britain / ToHaoH, BenukobpuraHms)
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The project “Postscriptum” is a logical
continuation of the project “Memento
Mori Moscow 2011” and is his final part,
which is reflected in the title of the project.
“Memento Mori Moscow 2011" or “MMM”
is the third stage of the project which
covers 7 biggest European cities during

7 consectutive years. This project has
already been successfully accomplished
in London in 2009 and Istanbul in 2010.
The action was supported by London City
administration and by the Committee of
the Europe Cultural Capital, and was also
widely reviewed by mass media, including
BBC, “The Telegraph” newspaper and
“Time Out” magazine. The interest to-
wards the project can be partly explained
by the fact that every action is preceded
with many months’ preparations, which
include communication between the au-
thor and different state, social and cultural
organizations o get all the necessary
permissions for conducting the project.
The project author also uses all possible
means of communication, including social
networks, for closer acquaintance and
involving artists from every participating
city in the project. “Postscriptum” is the
author’s story about the “MMM” project
preparation in Moscow from November
2010 to August 2011, in which the author
with her inherent sense of humour and use
of different media develops the exciting
plot for the interested audience.

CITY

MpoekT «[locTckpunTym» sBRaeTcs
OPraHMYHbBIM MPOAOMKEHUEM NPOEKTA
«MemeHTO Mopun Mockea 2011» 1 ero
30BEPLIAIOLLEN YOACTHIO, YTO M OTPAXEHO
B HO3BAHMM NPOEKTA. «MemeHTo Mopu
Mocksa 2011», unn «MMM» - TpeTbs
CTyneHb MPOEKTA, OXBATHIBAIOLLETO CEMb
KPYMHEMLIMX EBPOMENCKUX TOPOAOB B
TEYEHME CEMU MOCNEAOBATENbHbIX NET.
[aHHLIM MTPOEKT yXe yCnewHo npowen B
JloHpowe B 2009 rony 1 Crambyne B 2010
roay. AKLms 6biNa NOAAEPXAHA MIpHE
JloHpoHa 1 KOMUTETOM KynkTypHOM CTO-
nmubl EBponbl, HOWNA WKMPOKOE OCBeLe-
Hne B CMU, cpeam koTopeix — BBC, raseta
«Tenerpad» u xypHan Time Out. MuTepec
K MPOEKTY YaCTMYHO oBycnoBneH Tem,
4TO KAXKAOM AKUMM NPEAWECTBYET MHOTO-
MECAYHAas NOArOTOBKA, B KOTOPYIO BXOAMT
oblLeHMe aBTOPA C rOCYAAPCTBEHHbIMM,
0BLLECTBEHHBIMU M KYMBTYPHBIMKM OPra-
HU3ALUMAMM [NS MOMYYEHUS HEOBXOAMMBIX
PaspeLeHnit Ha NPoBEAEHUE NPOEKTA.
ABTOP NPOEKTA TAKXXE MCMONb3yeT BCE
AOCTYMHbIE COBPEMEHHBIE CMOCOBbI
CBA3M, BKNIOYAS COLICETH, ANs 6rinskoro
3HOKOMCTBA M BOBNEYEHMA B MPOEKT APT-
MMPQ KOXAOTO M3 y4ACTBYIOLMX FOPOAOB.
«[loCTCKPMATYM» — 3TO NOBECTBOBAHME
QGBTOPA O MOArOTOBKE NpoekTa «MMM»

B Mockse, ¢ Ho6ps 2010-ro no asrycTt
2011 rona, B KOTOPOM QBTOP, C NPU-
CYLUMM €/ IOMOPOM M MCMOMNb3OBAHMEM
PAa3AMYHbBIX MEAKA, PACKPLIBAET Nepen
30MHTEPECOBAHHBIM B3OPOM 30XBATHIBAIO-
LM CIOXET.

Postscriptum, 2011. Documentation. /
Mocrtckpuntym, 2011. lokymeHTauums.
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DENIS SOLOPOV /
JEHIC COJOIIOB

(Moscow, Russia / Mockea, Poccusl)
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Denis Solopov was born in Moscow in
1987 This means he is a very young

guy. He defined his priorities very early
and is now one of the key members of
the anti-fascist movement in Russia. This
can be proved by hate posts in neo-

nazi networks, where he and his brother
Maxim are traditionally at the top of the
list of “enemies to kill” This is important to
understand why Denis became an artist,
his self-determination as a civil activist,
radical internationalist and his desire —
and later a possibility — to become an
artist: that’s one story. By the way, Denis
is an artist not only “by vocation” but also
by profession: 5 years ago he got his
diploma of an artist-jeweller from High
School of Popular Arts, the word “popular
should be necessarily underlined. But

for some period of time his civil political
activity pushed art to the sidelines. How-
ever, in thick left activists environment art
is an indispensable part of everyone’s
life, and sometimes during one evening
activists exchange roles more than once:
spectatormusician-bodyguard-musician-
spectator again. At such events Denis has
often worked as a guard for anarchist ex-
hibitions at ZHIR Project. Now we can see
him not as a bodyguard but as an artist.
The course of activist life forced him into
the position of political refugee: after the
protest action against the destruction of
the Khimki forest Denis was hunted by all
the policemen of Russia. And Denis turned
to art again, when he finally got time,

first on the run, then in prison, now as an
officially recognised political outcast. All
his works, as it is common to warn about,
are based on real events.

"

POLITICS

HOewnuc Cononos poauncs 8 Mockse B
1987 ropy. 370 3HQUMT — MONOROW ewe
coscem napeHb. OH paHo onpegenuncs

C NPUOPUTETAMM U B AHTUDALLIMCTCKOM
cpene Poccum B nocneaHmMe HeCKonsko
NEeT 3aHUMAET OfHY M3 KNMIOYEBbIX NO-
3uumi. CBMOETensLCTBO TOMY — XEMT-MOCThI
B HEOHAUMCTCKMX CETAX, A€ OH U ero 6POT
Makcnm TPAAULMOHHO B MEPBbLIX CTPOYKAX
«CMEPTHUKOB». 3TO BAXHO AN TOrO 4TO6bI
NoHATb, Kak AeHnc ctan XYAOXHUKOM, €ro
CamoonpeaeneHne Kak rpaxaaHCKoro
AKTUBUCTA, PAAMKATTBHOTO MHTEPHA-
LUMOHANMNCTA U XenaHne, d B UtTore u
BO3MOXHOCTb, CTATb XYAOXHUKOM —3TO
OfHA ucTopusa. eHuc, kctatm, XYOOXHUK
HE NPOCTO «MO NPU3BAHMION, HO M MO
I'IpOCIDeCCMMZ naTb NE€T HA3AaA OH nNony4un
OMNNOM XYAOXHUKA-IOBENMPA B Boicluen
LLIKON€ HapPOAHbIX UCKYCCTB, CNOBO «HA-
POAHbLIX» MOAYEPKHY Tb, pasymeeTcs. Ho
HQ KOKOM-TO NEPMOA €ro HaOPOAHAS MOU-
TU4ECKAA AKTUBHOCTb OTOABMHYNA 3AHSA-
TMS MCKYCCTBOM Ha BTOPO# nnaH. OpHako
B I'yCTOM IEBOVM AKTUBUCTCKOM CPEne muc-
KYCCTBO AABMAETCA HEOTHEMNTEMOMN HACTLIO
XKM3HU KAXOO0ro U 6LIBOET QKTUBUCTHI B TE-
YEHME OAHOTO BEYEPA MO HECKOMbKO Pa3
MEHSAIOTCA POMAMU: 3PUTENb> MY3bIKAHT>
OXPAHHMK>My3bIKOHT>CHOBQ 3pHTENb. M
B UMcne Noao6HbLIX COBbITUI [JeHUC He pa3
OXPAHAN AHAPXMCTCKUE BbICTABKK B NPO-
exTe XWP, Hanpumep. Tenepb Mbl BUAMM
€rO He KOK OXPAHHMKA, O KaK aBTOpA.

ToT e xof, aKTUBUCTCKOM XM3HM NO-
CTABMI €ro B NONOXEHNE NONUTUYECKOro
6exeHLa: Nocne akuMM NPoTECTa NPoTHE
Bblpy6Kl4 XMMKMHCKOTO neca Ha [JeHu-

ca obbsBMMIM OXOTY BCE NONULEHCKME
Poccun. M [lennc BepHyncs k MCKyccTay,
Korga BbICBO6ODMJ'IOCb Bpems, cHavana

8 Berax, NOTOM B TIOPbME, TENEPb B PONH
OCIJMLLMCIHbHO NPU3HAHHOTO NMONMMUTUHYECKO-
rO M3rHAOHHMKA.

Bce ero NPOoun3BeAeHMs, KaK NPUHATO
npenynpexanartb, OCHOBAHbLI HA PEAnbHbIX
COBBITHSAX.

Untitled (Lukianovskoe Investigatory Jail Ne
13. Special block. Cell 15), 2011. Drawing. /
Bes HassaHus (llykbsHoBckoe CU30 Nel3.
Cneu6nok. Kamepa 15), 2011. PucyHok.




SOSKA /
COCKA

(Kharkiv, Ukraine / Xapekos, YkpawnHa)
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“Serve with honor” is the official slogan of
Ukraine’s militia. Today, the militia is rou-
tinely charged with many sins: corruption,
abuse of power, wanton aggression and
violence. Against the backdrop of these
charges the slogan’s phrasing requires
clarification as far as the norms of honor
and responsibility are concerned.

So problem-ridden is the figure of a
typical militiaman in contemporary
society that one is prompted to ask:

what motivates young people to choose
to serve under the Ministry for Internal
Affairs? Perhaps, one of the reasons
behind their decision to join the militia is
the desire to become someone who is
feared by others. Many parents think it is
important to help their child become a
power figure. All too often, these people
are concerned with material being, rather
than with the idea of social responsibility.
This dilemma manifests itself in the lives of
many people: perhaps, some of them are
your neighbors or former classmates.

A study of a particular social group yields
artifacts that speak of the youthful and
careless inertia of the characters in ques-
tion that are still toying with the notion of
carrying out orders. The uniform offers
them a chance to become super-heroes.
However, the police academy looks like
fun only when viewed through the lens

of an American comedy of the same
name. Soon the characters will have to
forget about their youthful and dreamy
uncertainty and to undergo a transforma-
tion into someone carrying out orders.
This tight security/enclosed educational
institution is a micro-model of a police
state where freedoms are suppressed by
control and discipline.

POLITICS

«Cy XXMTb MO Y4ECTU» — 3TO ODULMANbHbIMA
NO3YHT yKPauHCKom munmumu. Cerop-

HA MUNULMIO OBBMHAIOT BO MHOTOM: B
KOPPYNLMK, B HAPYLLEHMM MONHOMOUMH
M HECAHKLIMOHMPOBAHHOM arpeccuu. B
3TOM KOHTeKCTe hOPMYNMPOBKA NO3YHra
TpebyeT y TOYHEHUS HOPMATUBOB YECTH M
OTBETCTBEHHOCTM.

MunuumoHep sBNSETCS HACTONLKO
npobnemHo purypoit B COBpemMeHHOM
obLecTse, 4TO, TOK UMK MHAYE, BOZHUKA-
€T BOMPOC: KAKME MOTUBALIMM Y MOMOMbIX
nioae, n3bmupaioLmx Ny Te Cyx6bl B
MB[12 BO3MOXHO, OAHA M3 MPUYMH — 3TO
XenaHue cTaTtb Tem, koro 6oatcs. Ans
MHOTVX POOMTENE BAXHO HOAENNTL
pebeHKa BNacTbio. 3a4aCTyiO CTUMYTOM
ABNSETCA CTPEMNIEHME K IOCTATKY, O HE
MbICITb O COLMANbLHOM OTBETCTBEHHOCTM.
3TO AUNEMMO B XM3HM MHOTHX MIOAEN:
BO3MOXHO, BALLMX COCEAEH NO noabesay,
MINU BALUMX BbIBLUMX OQHOK TACCHUKOB.
MccnepoBaHMe couManbHOM rpynmel
MPUHOCUT APTEAKTI, BbISBNSIOLME
loHoLecKyio 6e33a60THYIO MHEPLIMIO
NepCOHAXe, C KOTOPOWM OHM BCE eLle
MbITAIOTCA ABUMATLCS, MIPAS B BbIMOMHEHWE
npuKasos. YHUOPMA NpruBnekaeT Bo3-
MOXHOCTbIO CTATL Cyneprepoem. OpHako
AKaQemMus SBMAETCa CMELHOM, TONbKO
€CNK CMOTPETL HO HEee CKBO3b NPU3MY
ONHOMMEHHOM AMEPUKAHCKOM KOMEANM.
Bckope reposim NnpuaeTcs 3a6biTb O MOMO-
AEXHOM MeuTaTeNnbHOM HeonpeaeneHHo-
CTM M NOABEPTHY ThCst POPMATUPOBAHMIO
B YEMNOBEKJ, BbIMOMHSAIOLLETO MPUKA3bI.
3akpbiTas 06pasoBaTenbHAs CTPYKTY-
pa ABNSETCH MOMENbIO NONULENCKOro
rocyaapcTea, rae ceoboas NoAaBAIoOTCS
KOHTPONEM M AUCLIMMIMHOM.

Police Academy, 2010. Three-channel
videoinstallation. /

MNonuuernckas akapemus, 2010. TpexkaHans-
HOS BUOEOMHCTANNAUMS.



DMITRY SPIRIN & TARAKANY /
IMUATPUR CIUPUH & TAPAKAHH

(Moscow, Russia / Mocksa, Poccusi)
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In 2011 the band “Tarakany” was
included in the list of artists prohibited
in Belarus. In the commentary to the list,
it was said that this is “the black list” of
musicians whose songs should not be
aired, and actors whose films should
not be shown on TV. Moreover, the list
included not only Belorussian artists,
but also foreign ones. Among them are
bands “Lyapis Trubetskoy”, DDT, NAIY,
“Tarakany”, Hollywood actors Jude Law,
Kevin Spacey and many others.

Allthe artists included in the list signed
appeals demanding fo release Belarus
political convicts after the cruel suppres-
sion of the meeting on December 19th.
In July 2011 before the “Tarakany”
concertin Moscow club “Tochka” its
fans from Minsk presented a gift and a
letter to the band frontman Dmitry “Sid”
Spirin. Its content is at “Novaya gazeta”
disposal:

“Dear Dmitry Spirin and “Tarakany!”
You are holding the scarf of the national
football team of Belarus. But sports are
not the point. There are blood stains on
the scarf. They appeared there after the
suppression of the civil protest action on
December 19th 2010. This is my blood,
and even more - this is the blood of the
free and peaceful Belarus nation.”

Rock band “Tarakany” frontman

Dmitry Spirin recorded a song “Letter

to President” in which he expresses his
bewilderment of being included in the list
of forbidden artists in Belorussia. Video
of this song was published on the video
service Youtube.

PROTEST MUSIC

B 2011 rogy rpynna «TapakaHsei!l» nonana
B CMMCOK 3anpeLleHHsix B benopyccum
nesTenem uckyccTs. B kommeHTapmm

K HEMY YKA3bIBANOCh, YTO 3TO YEPHbIN
CMUCOK My3bIKOHTOB, MECHM KOTOPbIX
PEKOMEHAOBAHO CHATL € 3¢pMpa, u
QKTEePOB, BUNBMBI C yHACTUEM KOTOPbIX
HE CTOMT NOKA3bIBATL HA TENEBMAESHUM.
Mpnuem B cnucok nonanu kak 6enopyc-
cKue, TaK M 3apybeskHsle apTucTel. Cpeau
HMX: rpynnsl «Jlanuc pr6eLu<oP1», «00T»,
«HAMB», «TapakaHsll», a Takxe ronnmeya-
ckune aptuctel [1xxya Jloy, Kesmn Cneftcn u
MHoOrve gpyrue.

Bce nonasLume B nepeyeHs apTUCT
nocne XecTokoro pasroHa 19 pekabps
MMTUHra B MMHCKE NoanUCkLIBANM Te

UK MHble obpatlerus ¢ TpebosaHnem
ocBoboamnTL 6enopycckmx NONUT3aK Mio-
YEHHBIX.

B uione 2011 rona nepen koHuepTom «Ta-
PAKAHOB!» B MOCKOBCKOM Kiybe «Toukan»
MMHCKME aHATBI FPYNMbI Nepeaany ux
nuaepy v BokanucTy Omutpuio «Cugy»
CnupuHy NoAapokK 1 conpoeoauTensHoe
nucemo. Ero TekcT umeeTcs B pacnopsixe-
HMU KoppecnoHaeHTa «HosoM»:
«YBaxxaembie Amutpuit CMpuH 1
«TapakaHsi!». B Bawmx pykax — wapd
HauMoHanbHoM cbopHor benapycu no
¢yT60ny. Ho CMbIC €70 HE B CNIOPTMBHOM
Tematmke. Ha Hem ecTb NsTHA KpoBM.
Kposb Ha Hem nossunack nocne pasroHa
MMPHO# aKLmu npotecta 19 nekabps
2010 roga. 3Ta KpoBbL MOS, AAXE 6onbLue
—3TO KPOBb BCETO CBOBOAHOIO, MUPHOTO
6enopycckoro Hapoaa».

Conmct pok-rpynnsl «TapakaHbil» Omu-
Tpuit CnvpwmH 3anmcan necHio «Micsmo
Mp33MA3HTY», B KOTOPO/ BEIPAXAET CBOE
HeAoyMeHMe B CBA3M C NMONAAAHHUEM B
CMUCOK My3bIKOHTOB, 3ANPELLEHHbIX B
benopyccun. Ponuk c ncnonHeHmem kom-
no3unumm Gbin onNyGrMKOBAH HA BUOEOCEP-
uce Youtube.

Dmitry Spirin with the gift from Belorussian
fans, 2011. Photodocumentation. /
Amutpui CnmpuH c nonapkom ot 6enopyc-
cknx paHaros, 2011. PotogokymeHTaUMS.
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JOULIA STRAUSS & MORITZ MATTERN /
BINAd CTPAYCOBA & MOPUTL MATTEPH

(Berlin, Germany — Moscow, Russia / BepnuH, lepmatms — Mockea, Poccus)

Convicted ex-hacker and now govern-
ment informant Adrian Lamo has ratted
on private Bradley Manning, the US
Army intelligence analyst who pro-

vided WikiLeaks with 31.000 classified
documents, detailing among other
things, atrocities committed by the US-
Army in Iraq and elsewhere in its current
wartheaters, as well as the “Collateral
Murder” video which shows US Imperium
soldiers in Baghdad wantonly slaughter-
ing innocent people.

The Anti-Monument is complementary to
the “Anamorphous Monument to Bradley
Manning” by Strauss and Mattern, pre-
sented at the Fourth Moscow Biennale.
Interactive Installation includes a chat bot
whose “brain” consists of a selection of
conversation protocols between Adrian
Lamo and Bradley Manning. Posing as

a frustworthy priest as well as a journal-
ist, Lamo coaxed Bradley Manning into
confessing his deed, which led to the trag-
edy: the extraordinary idealist and hero
of our time, Bradley Manning has been
tortured with solitary confinement, no-
touch psychic disturbance and subjected
to forced nudity, he has been kept in pre-
trial custody for two years.

The catastrophy unfolded in front of our
eyes urges fo readjust with our relation
to truth: the more dematerialized the
clearer. In the digital age of information
society neither heroic nor criminal deeds
need legitimization to lead to tremendous
change.

Therefore, in league with the chaos the-
ory, Adrian Lamo voodoo dall is used as
a medium of ethical accumulation. Public
is offered to express its new dedication to
virtue by interacting with the work using
keyboard and needle.

POLITICS

OcyxaeHHbIN BbIBLLIMI Xakep, a Tenepb
NPABUTENLCTBEHHBIN MHOPMATOP AfpH-
aH Jlamo obnmunn Bpaanu MaHHuHra,
CNeuManucTa no aHanM3y pa3BenbiBa-
TenbHbIX AaHHbIX apmmu CLLA, koTopbii
npepoctasun WikiLeaks 31000 3acekpe-
YEeHHBbIX JOKYMEHTOB, MOAPOBHO OMMCHIBA-
owmx yxacawouwme aenctsms apmmun CLUA
Kak B Mpake, TaK U Ha ApYyrux TeppuTo-
pUsIX, HO KOTOPBIX PA3BOPAYMBAIOTCS BO-
eHHble aeicTems. Takxe oH obHapoposan
Buaeo «KonnarepansHoe ybuicTso», B
KOTOPOM MOKA3AHO, KAK COMAATLE APMMM
CLUA B Barpane 6e3pasbopouHo cTpens-
10T MO MUPHbIM XHUTETAM.

AHTUMOHYMEHT KOMMIIEMEHTAPEH
«AHamopdHOMy MoHyMeHTY bpapnu
MsHHMHTY», npencTasneHHomMy Crpayco-
BOM 1 MaTTepHOM Ha 4-0i1 MOCKOBCKO#
6ueHHane. MHTepaKTUBHAN MHCTANNALMS
BKIlo4aeT B cebs 4aT-60T, «MO3r» KOTOPro
COCTOMT M3 M3BPAHHbBIX MPOTOKONOB AMA-
nora, B xofe kotoporo Aapuan Jlamo,
NPUTBOPASICb GNATOHAAEXHbIM CBSLLIEH-
HMKOM M XYPHOITMCTOM, BbIHYAMN Bpaanu
M3HHMHIa NPM3HAaTLCS B CBOEM NOCTYMKE,
4TO BYKBANLHO NPUBENO K TPATEANM:
NOPA3UTENBEHOTO MAEANMCTA U Fepos Ha-
wero BpemeHun bpaanu ManHuHra neirany,
nopABeprany TIOPEMHOMY 3K ITIOYEHMIO

B O[IMHOYHOM Kamepe, BECKOHTAKTHOMY
PACCTPONCTBY NCUXMKM M MPUHYAMTENb-
HOM HArOTe, OH HAXOAMTCS NOf, NPEACy-
AebHoM CTpaxen ABa rofa.

3710 kaTacTpoda, PA3BEPHYBLLAACS HO
HALLMX FNA30aX, AOMKHA Bbina NpM3BaTh
HOC NepecMoTPeTb OTHOLLEHUE K MPaBAe:
yem Bonee oEMATEPHANU3OBAHO, TEM
noHsTHee. B uudposoit Bek MHbopMaLm-
OHHOTO OBLLECTBA HU repPOUYECKHE, HM
KPUMMHATbHBIE AEMCTBUA HE HY XAAIOTCS
B NErMTUMM3ALIMM A8 OCYLLECTBIEHUS
KAPAMHANbBHBIX M3MEHEHM. Takum obpa-
30M, HapsAY C TEOPUEN Xa0Ca KyKna Byay
Appvana Jlamo ncnonbayeTcs kak no-
CPenHUK ANs HaKOMNNeHus 3TukK. Mybnuke
NpeanaraeTcs BeiPA3nTh CBOIO MPEAaH-
HOCTb floBpoaeTeny, NPUHsB y4acTme B
paBoTe C MOMOLLLIO KNABUATYPbI M UMbl

Anti-Monument Against Adrian Lamo, 2011.
Installation. /

AHTMMOHYMEHT npoTne Agpuata Jlamo, 2011.
MHcTannaums.




SV0I 2000 /
CBOU 2000

(Moscow, Russia / Mocksa, Poccusl)
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In this country, a girl hears talks about
army from early childhood. For ex-

ample, her mother is glad that she has

a daughter and she won’t have to solve
the problem with army: the daughter will
only have to marry, but not serve in the
army. Brother's sight is minus 5, two brain
concussions, scoliosis, flat-foot - thanks
God he won't be called up. And this is how
girls” perception of the army is formed.
Then a girl starts to think: | like a boy but
he will be drafted. Or should he hide? You
know, it's an alarming feeling when you
are talking to a person, and he is nervous:
where to live, as he cannot live at the
registration address; where to go; what fo
avoid; to pick up the phone or no; to open
the door or not. Or he is studying, but
maybe he didnt want to study, he would
be ready to give up and try to find himself,
but everything depends on whether he
will enter or not another colledge. And
this is up to 28 years, i.e. a grown-up
male spends a reasonable part of his

life in such a state. It's terrifying! First we,
girls, are worried about our boyfriends,
fiancees, husbands, and then about our
own children. The scary army is always
wandering around...

Marina Potapova

COMMUNITY-BASED ART

B 37O/ CTPAHE C COMOrO PAHHEro AETCTRA
AEBOYKA CMBILLMT PA3rOBOPLI 06 APMMM.
Hanpumep, Mama papyeTcs, 4To y Hee
Aok U eit He Hapo Byaet npobnemy ¢
APMMEN PELLaTh: 3aMY X HOQO OTAABATL,
a B ApMMio He Hapo. Y 6paTtika speHre
MUHYC NaTb, ABA COTPACEHWUSA MO3ra,
CKOMMO3, NNOCKOCTONKMe — cnasa 6ory, B
apmuio He 3a6epyT! M BOT Tak BOT C paH-
HEro feTCTBa y AeBoyek hopmmpyeTcs
TAKOE TPEBOXHOE OTHOLLEHME K APMUM.
Motom NEeBOYKA HAYMHAET 300YMbIBATHLCA:
MOnNbYMK MHE HPOBMTCS, O €ro 3a6epyT.
Mnu Hapo ckpeiBaTbCA? 3HaETE, TaKOE
TPEBOXHOE OLLYLIEHWNE, KOTAA CUAMLLL C
4enoBekoM, OBLIAELILCS, O OH HEPBHM-
HOET: rAe€ €My XH1Tb, BEAb OH HE MOXET
XWTb NO NPOMMCKE; KYAA EMY XOAMTb;

4TO 06XOANTH; MOAXOAMTL N K Tenedo-
HY; MOAXOAMTL NK K ABEPU. Mnu BOT OH
YUMTCA, O MOXET, HE XOoTen 6bl yumTbCa,
rotoB 6bin 66l GpOCKTL, MCKATL CeBsl, HO
BCE 3ABUCUT OT TOrO, NOCTYNMUT OH MU HE
NOCTYMUT B Apyroe mecTo. M BoT Tak Ao 28
NeT, TO €CTb B3POCbIM HENOBEK MNPOBO-
AMT B TAKOM COCTOSIHMM CYLLECTBEHHYIO
yacTb xm3Hu. Crpawxo! CHayanay Hac,
AeBOYEK, TPEBOId CBA3AHA C HALLIMMM
NAPHAMM, KEHNXAMM, MY XKbAMK, MOTOM C
COBCTBEHHbIMM AETbMU. CTPOUJHGFI apmusa
MNOCTOAHHO BMTAET rAe-TO PAAOM...

MapwHa Motanosa

Girls against military draft, 2010. Video. /
Les4yoHkHn NnpoTHe npu3sbiea, 2010. Bupeo.
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EDWARD TARLETSKY (MADAME ZHOU ZHOU) /
DIBAPI TAPIELUKUR (MAIAM XY XY)

(Warsaw, Poland / Bapwasa, MonbLua)

WAS (Women Against Sex) manifests: all
the world’s troubles happen because of
sex. People hate each other - because
they are jealous, because somebody
rejected someone, and somebody didn't.
The Trojan War began because of sex,
humans were expelled from heaven
after tasting the tree of knowledge and
seeing each other’s nudity. Freud proved
that all troubles are caused by sexuality.
Angels are sexless. Geniuses are sexless.
We must deny sex and gender. Women
Against Sex Movement openly declared
itself in 2005 in Minsk, at the “Gender
route” Festival. The group presented a
performance about the harm of sexuality
and urged the feminist movement activists
to run to extremes. Since that time WAS
activists organized a few protest marches,
where they urged all people of good

will and especially believers to deny the
propaganda of sexuality in cinema and
on TV. One of the paradoxes was that the
movement'’s initiators were not exactly
women, or more precisely women who
were not always women and who are

not sometimes women now, but they look
very elegant and are nice in all concerns.
Another paradox was that while propa-
gandizing women’s sexual moderation the
activists didn’t avoid details and specifics:
the first propaganda video was made up
from porn movies of the beginning and
middle of the 20th century, and other
videos were constantly appealing to all
kinds of indecencies. A viral and implicit
idea of WAS is the concept that those

who are constantly thinking of the enemy,
often take on enemies’ resemblance
themselves. Protest draws attention to the
problem, but doesn't solve it. Campaigns
against drugs popularize them, because
they put into practice the image of a
“typical drug-addict” and show how
widespread it is. Antifascists assimilate
with skinheads, anarchists — with totalitar
ian power, feminists are often aggressive
towards people of opposite sex, efc.

COMMUNITY-BASED ART

XKeHuwmHbl Mpotus Cekca PKMNC) marmde-
cTupyeT: Bce 6eapl Ha 3emne npoucxoasat
13-3a cekca. Jliogn HeHasmuasT Apyr Apyra,
MOTOMY YTO PEBHYIOT, MOTOMY YTO KTO-TO
KOMY-TO OTKQ3ar, A KTO-TO KOMY-TO HeT.
TposiHCKOs BOMHA HOYANACH M3-30 CeKca,
nioau Gbinu M3rHAHLI M3 Pas, Bkycue ot
APEeBa NO3HAHUA U YBMAEB HAroTy Apyr
apyra. ®pein gokasarn, 4To sce 6enbl
My T OT CEKCYANbHOCTU. AHrensl bec-
nonei. leHnn Gecnonbl. Hy>HO oTka3aTLCA
OT cekca u ot nona. fsmxexne XMNC
OTKPbITO 3asBMMO O cebe Bnepabie B 2005
roay B MuHcke, Ha cbecmsone «leHgep-
HbIM MapLpy T». [pynna npeacTtasmna
nepchOopPMAHC O BPEAe CeKCyanbHOCTH U
npu3sana aestenei GemmHUCTCKOro ABK-
XEHMA AOXOANTL BO BCEM 0 KPAMHOCTM.
C1ex nop aktusucTkammn XIMC 6sino npo-
BE[EHO HEeCKOINbKO NPOTECTHLIX MAPLLEH,
HQ KOTOPbIX BCEX NIOAEM no6poﬁ BOMM,

B OCOBEHHOCTH BEPYIOLLMX, MPU3LIBANM
BOCMPOTUBMTLCA NPONAraHAE CEKCYarb-
HOCTM B KMHO M Ha TenesuaeHun. OnuH
13 NAPOAOKCOB ABUXEHMS 3aK Nioyancs

B TOM, YTO KOCTSIK €70 COCTABMANM He
COBCEM XEHLLUMHbI, TOYHEE, KXEHLUMHBI,

HE BCErAa BbIBLIME XEHLLMHAMM U HE
NOCTOSHHO XEHLUMHaMu NpebuiBaiolime,
ONHOKO 3NEraHTHO OflETHIE M NPUATHbLIE
BO BCEX OTHOLLEHUsX. [ipyroi napanokc
30K MIOYANCS B TOM, YTO NPONAraHaMpys
XEHCKYIO NMONOBYIO CAEPXAHHOCTb, AKTH-
BUCTKM He u3beranm noapobHocTen u ne-
Tanewn: NepsbIi NPONAraHOMCTCKMIM PONUK
6biN CMOHTMPOBAH M3 MOPHOTPADUYECKMX
qamnbmos Hayana u cepeauHsl XX Beka,

a nocnepytoLmMe PonMKu NOCTOSHHO
ANennupoBany KO BCAKOFO PO HENPU-
CTOMHOCTAM. BMpycHOI1, ckpeiTOM Moeen
XKIMC aBngeTcsa MbICb, 4TO T€, KTO MHOTO
AyMaloT O BpAre, CaMM NOPOK NPeBpPaLLa-
loTcs B ero nopobue. MpotecT - 310 huk-
caums Ha npobneme, a He ee peLleHKe.
MpoBoAs KAMMNAHKWU NPOTMB HOPKOTUKOB
— MX MONYNAPM3UPYIOT, NOTOMY YTO BBOASAT
B 061x00 06PA3 «TUMMYHOTO HOPKOMAHA»
1 NOKA3bIBAIOT, KAK PACMPOCTPAHEHO 3TO
aBneHue. AHTMdaLKMCTH ynopobnsiotcs
CKMHXE[OM, OHOPXMCTbI — TOTANUTAPHBIM
BNACTAM, (DEMMHUCTLI YOCTO BbIKA3LIBAIOT
Arpeccuio K IMLAM NPOTUBOMONOXHOTO
nona v Tak aanee.

Women Against Sex (WAS), 2011. Video. /
XKeHwmHel MpoTue Cekca KMC), 2011. Buaeo.
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KSENIA TELEPOVA /
KCEHUA TEJEIIOBA

(Ekaterinburg, Russia / Ekatepunbypr, Poccus)
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Ksenia Telepova makes “curtains” and
“high tension fields” from painted rope
by stretching it inside the abandoned
ruins of “condemned” buildings. The
project “Mirages of Abandoned Houses”
is an asymmetrical poetic protest against
“municipal vandalism™ a metaphorical
and suggestive visual expression of the
reasons why people fight for protection of
architectural heritage. The artist calls this
complicated mix of emotions “the sense
of the city”, the personal memory which
connects private stories of the citizens with
special places and city views, with “the
soul” of old architecture.

CITY

Kcenus TenenoBa genaeT «3aBEChI» U
HAMPAXEHHbIE «MOMsA» M3 KPALIEHOTo
LUHYPQ, HATAMBASA €ro BHY TP NYCTYI0-
LUMX PYMH M IOMOB «MOA CHOC». [NpoekT
«Mupaxm BPOLLEHHbBIX AOMOB» — HECHM-
METPUYHBIA MO3TUYECKMI MPOTECT MPOTHB
«MYHULMNANBLHOTO BAHAANM3MA»: META-
dopuueckoe cyrrecTMBHOe BU3yanbHOE
BbIPAXXEHKE TOrO, MOYEMy MIOAM BCTAIOT
HQ OXPAHY APXMTEKTYPHOTO Hacneams.
XYAOXHUK HO3bIBAET 3TOT CMIOXHbIM KOM-
nnekc 3MOLUMM — «4yBCTBO rOPOAA» — Nep-
COHAMNbHAsA NAMATb, KOTOPAS CBA3LIBAET
NIMYHbIE UCTOPMM FOPOXKAH C OCOBbIMM
MECTaMM M FOPOACKMMM BUAAMM, C AyLLOM
CTAPOM APXMTEKTYPbI.

Mirages of Abandoned Houses, 2011.
Photodocumentation. /

Mupaxu 6poweHHbIX aomos, 2011. PoTo-
AOKyMEHTaLMS.
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CHRYSSA TSAMPAZI /
KPUCCA TCAMIIA3NU

(Athens, Greece / AduHbl, Tpeums)

Working five days with thirteen local
teenagers we created a live sculpture-
performance that moved throughout the
city. The group stopped in four different
locations and presented a small action.
The participants were asked to submit:

1. An emotionally stressful event or
traumatic change in their life.

2. A place in the city where they have felt
happy at some time in their life.

Camera: Tasos Stamou

Participants:

Zoe Kakoyiani

Vicky Kalinikou
Georgia Kapodistria
Thomas Karnachoritis
Vagelis Lalopoulos
Dimitris Lionas
Andriana Nikopoulou
Dimitra Nikopolou
Nikos Nikitaedis
Nikos Panayiotou
Antonis Papadoulas
Spiros Chamilos
Sabrina Chorafa

CITY

B TeueHue natn OHEMN Mbl pGGOTOﬂM

C TPMHOALATLIO MECTHBIMW NOAPOCT-

KOMM 1 CO3AAMNM XMUBYIO CKYNbMTYPY-
npencTaBneHue, KoTopas nepe-
Mmewanace no Bcemy ropopy. [pynna
OCTOHABNMBANACH B HETbIPEX PA3NMUYHbBIX
MECTaX M Urpana ManeHskoe NpeacTaB-
neHue. Y4OCTHUMKAM NONAranock HA3BATb:
1) 3MOLMOHANBHO HANPAXEHHOE cobbiTne
1nu GONEe3HEHHYIO NePEMEHY B UX XU3HK;
2) kaKoe-nMBo MECTO B rOPOE, FAE OHM
Koraa-n1bo vyBCTBOBANM Cebs cacTnu-
BbIMU.

Onepartop: Tacoc Cramy

YyacTHukm:

3oe Kakoiunanm

Bukun Kanunuky
Oxoppoxua Kanoauctpura
Tomac KapHaxoputuc
Barenuc llanonynoc
Oummtpmc Jinonac
AnpgpuaHa Hukonyny
Oumutpa Hukonyny
Hukoc Hukutaeamc
Hukoc MNaHaruoty
AnToHmc Manaaynac
Cnupoc Xamunoc
CabpuHa Xopada

A Walk through the City : When | am Weak You
are Strong, 2011. Videodocumentation. /
Mporynka no ropoay: koraa s cnabeii, Tsi
cunbHbIA, 2011. BupeogokymeHTaums.
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TSVETAFOR /
UBETA®O0P

(Moscow, Russia / Mocksa, Poccusi)

240

The core group of the consolidated
chorus of revolutionary songs invites
comrades to publicly play marches,
combat and marching songs of the revolu-
tion and the civil war, anti-fascist songs of
World War Il, and national folklore (ditties,
couplets, chants). The performances

of the chorus take place as mass street
events: sanctioned concerts, festivals,
demonstrations, meetings, popular
open-air promenades; the instruments of
the revolutionary-agitation theatre are
used. Photo and video documentations of
the performances and rehearsals of the
band are later used to be represented

in the form of new media, cinema and
video demonstrations on contemporary
art stages and in clubs. The Internet is
used as an information field, an open
rehearsal room, a place for meetings,
communication and discussion of further
actions, repertoire, online rehears-

als, chorus widening and attracting

new activists. The interaction inside the
community is based on the principles

of self-organization, co-authorship,
collective discipline, with the aim of uniting
socially active individuals into a circle

of the think-alikes who use song as the
means of communication between the
representatives of different social groups.
It helps to learn the society reaction to
public performances of revolutionary
songs in the context of the extension of
legal forms of civil protest and creates the
opportunity for new sound of revolution-
ary songs in modern Russia. Join us on
Facebook.

PROTEST MUSIC

AkTHB cBOgHOrO XOpa PesonioumMoHHOM
MEeCHWU NPUINaLaeT ToBapMLLEH Ans
ny6nMYHOrO CMONHEHMUS MapLLEN,
CTPOEBLIX M MOXOAHBIX NeceH Pesonioumm
1 [pax AQHCKOM BOWHBI, ClHTMdDOuJMCTCKMX
neceH Benukoit OTeuecTseHHON, HOpoA-
HOro oMLK NOPA (YACTYLEK, KYMNNETOB,
Kpuyanok). BeicTynneHus konnexktmea
NMPOXOAAT B MPOCTPAHCTBE MACCOBOTO
YNMYHOTO MEPOMPUATUS: CAHKLMOHM-
POBAHHbIX KOHLEPTOB, becTuBAneH,
AEMOHCTPALMMI, MUTUHIOB, HOPOLHLIX
TYNsiHWi1, B POPME OPraHM30BAHHOIO
$pnewmoba, akumu, ynuiHoro nepdop-
MOHCQ, C MPUMEHEHUEM MHCTPYMEHTA-
pHs PEBOMIOLIMOHHO-AMMTALIMOHHOTO
Teatpa. fenaetcs poTo- u BUaeono-
KYMEHTALMSA BLICTYTNEHMIA, CNEBOK M
peneTuumMit KONNEeKTMBA C NocnenytoLei
penpeseHTauuei NponsseneHuin B
dopmaTe HOBbIX MEAMA, KUHO- U BU-
AEOomnoKa30B, B MPOCTPAHCTBE MNOLLA-
AOK QKTYQrNbHOrO MCKYCCTBA, KNy6oB.
MHTEpHET-NPOCTPAHCTBO MCNONb3yeTCs
KAK MHPOPMALMOHHOE NOone, OTKPbLITAs
peneTMuMoHHas 6a3a, MECTo ANs BCTPev,
obLieHus, 0b6Cy X AeHU OEMCTBMI,
penepTyapa, oHNAMH-peneTumit, pac-
LUMPEHMS XOPA M NMPUBMEYEHNS HOBBIX OK-
TMBKUCTOB. Baanmopeicteme coobiectsa
OCHOBBIBOETCS HA MPUHLIMMAX CAMOOP-
FAHM3ALMK, COOBTOPCTBA, KONNEKTUBHOM
LOMCLMMIMHBI, C LUEMNbio OBbeanHeHus
COLMANBbHO OKTUBHbIX €OMHML, B KPYT €fM-
HOMBILLMEHHWKOB, UCMONb3YIOLLMX MECHIO
KAK Cnocob KOMMYHMKALMKM MEX Ay Npen-
CTOABUTENSAMM PA3MMYHBIX COLMANBbHbIX
rpynn. B Kpyry Hawmx MHTEPeCcoB — usyye-
H1e peakummm obLecTsa Ha NybnuyHoe
MCMONTHEHME PEBOIIOLMOHHBIX MECEH B
KOHTEKCTE PACLUMPEHMS NeranbHbix hopm
TPAXAAHCKOTO NPOTECTA U BO3HUKHO-
BEHME CUTYALMM [N HOBOTO 3BYYAHMS
PEBOMIOLIMOHHOM NECHM B COBPEMEHHOM
Poccun. MNpucoenuHsiTecs K Hawew rpyn-
ne Ha Pencbyke!

The Chorus of Revolutionary Songs, 2011.
Videodocumentation, slogans. /

Xop PesoniounoHHo necku, 2011. Bugeo-
AOKYMEHTAUMUA, NOIYHIU.
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VOINA /
BOHA

(Moscow, Russia / Mocksa, Poccusi)

For 2 months preceding March 1st 2011,
the day of the renaming of Russian law
enforcement bodies from old-fashioned
Bolshevik “militia” to the worldwide
standard “police’; female activists of the
Voina group have completed more than a
hundred training sessions on aggressive
smooching of cop women in order to help
them get rid of their medieval militia-style
prejudices and comfortably adjust to their
new duties, which were clearly outlined by
the President Medvedev. Training sessions
on smooching of the newly-named police
women were inspired by the following
slogans:

“Go to the streets — take back your cop!”

“My sexual orientation is the police officer
of my own sex!”

“Glory fo the liberating cop and his Law
Enforcing girlfriend!”

“Sex machines of our nation will improve
the professional qualities of our police
forcel”

“The Gay policeman and the Lesbian
policewoman are the vanguard of Medve-
dev’s modernization campaign!”

The documentation of the “Smooch the
cop” action, which was published on
March 1st, became a guiding image into
Russia for the most remote places of the
world. TV newscasts in Chile, Brazil, Aus-
tralia, Korea and Japan used the “Smooch
the cop” action video, which went together
with the Yiddish song of early 20th-century
Jewish anarchists with the chorus singing
“Hey, hey, down with the police, down

with the ruler of Russia’; to bring to their
viewers the meaning of the Police renam-
ing campaign initiated by the Russian
President.

POLITICS

B reueHue OBy x mecaues, npeasapsio-
wwux 1 mapta 2011 ropa, aeHsL Topxe-
CTBEHHOTO NEPEUMEHOBAHUSA MANULIM B
nonMuMIo, GKTUBUCTKM rpynMbl «BoiHa»
nposenu 6onee CoTHU TPEHWUHIOB MO
arpeccusHOMy 3auenosbiBaHmio Cepbix
XKeHwmH ans Toro, 4Tobbl MOMOYL MM
ocsoboanTtbca oT Munmuenckmx Komnnek-
COB 1 KOMPOPTHO NEPEMITH B YKAZAHHYIO
MNpesnpeHtom PO HoBylo MNocTack
focnoxu Monumueickoi. ToeHuHrn no
30CACBIBAHWUIO HOBOHA3BAHHbIX MONULAEB
NPOXOAMNM NOA NO3YHIAMM:

«Bbiiau Ha ynuuy — BepHU cebe nonumuen-
ckorol»

«Mos cekcyanbHas OPUEHTALMS — MOMNM-
uar moero nonal»

«Cnasa Monunuato-ocsoboamtentio u Ero
Cepott MNoppyre!l»

«MonoBLIMM YAAPHMUKAMM Yy HLLMM KO-
ApoBeI cocTas poaHoi Monuuuml»

«Monuuenckum-ren n Nonuuenckas-
necbusiHKa — ABAHrap MEABENEBCKOM
mopepHusaumul»

O6HaponoBaHHAs 1 MOPTA AOKYMEHTa-
ums akummn «J1o63ai Mycopa» CTana 1 Ans
CAMbIX OTAANEHHbIX YTONKOB MUPA 06-
pasom, Hanbonee NOMHO PACKPLIBAIOLLIMM
cyTb 3atesHHo [MpesnpeHTom PO pe-
qaoprl, B TeneHoBoCTax Yunu, bpasunuu,
Asctpanuu, Kopeu n gnoHum coobLweHuns
o BBefieHun B Poccum nonmumm conpo-
BOXAANMCb PONMKOM «J1o63ait mycopan»
nop AKKOMMOHEMEHT UCMONMHAEMOM HA
MaMLIE NEeCHU eBPENCKMX AHAPXMCTOB-
CTaYeYHMKOoB Hayana XX seka c npune-
BOM «X€eM, XxeM, Aonom nonuuen, oonom
camopepxasel ys Paccein.

Smooch the cop, 2011. Videodocumentation
of action./

No63ai mycopa, 2011. BuneopokymeHTaums
(o] QRIZI7N
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ATLEXANDER VOLODARSKY /

AJEKCAHIP BOJOLAPCKUl

(Kiev, Ukraine / Kues, YkpauHal)

The Ukrainian media activist Alexander
Volodarsky was put to jail for his action
against censorship which included
provocative performance “Porn in Front
of the Supreme Rada” (the informal name
used by the mass media - “Fuck for the
commission for protection of morals”). He
spent 1,5 months in Kiev pre-trial detention
center No. 13, and more than a year later
— about five months in the Irpen Corrective
Center (a facilitated mode colony).

The prison was a continuation of his
performance, the stay in the colony can
be considered a part of the action which
stresses the absurdity of legal inter-
pretation of traditional moral concepts.
The colony can thus be considered as
aready-made art object and should

be presented at the exhibition. Alex-
ander Volodarsky maintained official
correspondence with the Penitentiary
Service on the question of transportation
of the colony. They refused to deliver the
colony to him, that is why only the text of
the letter and a photograph of how the
statement was handed out are represent-
ed here. The author defines this concept
as bureaucracy art.

In the pre-trial detention center Volo-
darsky wrote a number of poems about
his cellmates, drew a series of sketches
named Gefaengnis. When he was sent to
the corrective center, Alexander found a
possibility to maintain an interactive blog:
hand-written texts were transferred during
private meetings, then they were digitized
and published in the Internet.

Notes from the corrective center caused

a lot of problems both for the colony ad-
ministration and its bosses from the State
Penitentiary Service, which provoked a
number of inspections and drew attention
of the press and legal experts. While Al-
exander Volodarsky served his sentence
in the corrective center, three bosses have
been replaced, and one of them, in the
end, even found himself on a dock.

POLITICS

YKPAMHCKMIA MEOMAAKTUBUCT ANEKCaHap
Bonopapckuit okasancs B TiopbMe 3a Npo-
BEOEeHWE aKUMK NPOTMB LIEH3YPbI, KOTOPas
BKMIOYANA NPOBOKALIMOHHbIM NepdhopMaHC
«MopHo nepen BepxosHo# Panoi» (Heodu-
LManbHOE Ha3BAHME, yTBEPAMBLIEECH B
CMMU, — «EBUCb 30 KOMMCCHIO MO 3aALLUUTE
Mopanmy). MonTopa Mecsua oH NpoBen

B Knesckom CM30 Ne 13, a 6onblue rona
CMyCTs — OKOMO NATM MecaLEeB B MpneHCkom
McnpasuTensHOM LIEHTPE (konoHun obner-
YEHHOTO PEXMMA).

TiopbMa Bbina npopomkeH1em nepcop-
MaHca Bonopgapckoro, camo no cebe npe-
6bIBAHME B 30K TIOYEHUM MOXHO CYUTATD
4ACTBIO €ro aKLMM, MOAYEPKHYyBLIEN ab-
CYPAHOCTb IOPMANYECKOM MHTeprpeTaumm
TPOAMUMOHHLIX NPEACTABNEHMI O MOPANM.
KonoHwsi, TakmMm 06pa3om, MOXET CHUTATLCS
obbekToM ready-made art u B Takom
KQueCcTse AOMKHA NPMUCY TCTBOBATL HA 3TOM
BbicTaBke. AnekcaHap Bonopapckuit sen
0bULMANbHYIO NEPENUCKY C MEHUTEHLIM-
QPHOM CNyX60H, NOCBSALLEHHYIO BOMPOCAM
TPAHCMOPTUPOBKM B KONOHMM. EMy Bbino
OTKA3QHO B €€ JOCTABKE, MO3TOMY 30eCh
NPUCY TCTBYET NULLIb TEKCT MUCbMA U POTO-
rpacumm npoLecca nepenaym 3asBneHus.
Cam aBTOp onpenenseT 3Ty KOHLENnumio,
kak bureaucracy-art.

B C130O Bonogapckmit caenan umkn CTMXOB
O CBOMX COKAMEPHMKAX, LIMK T 3APUCOBOK
nog Ha3BAHUEM Gefaengnis. Haxopgsack B
MCMPABMTENEHOM LIEHTPE ANeKcaHap Ha-
LIeN BO3MOXHOCTb ANS BEAEHMSA MHTEPAK-
TMBHOTO BMOra: PYKOMMUCHbIE TEKCThI NEpe-
ACBOMMCb HO CBMOQHMSX, OLMPOBLIBANMCH
1 BLICTABNANMUCE B MHTEpHETE.

3anmcKu M3 UCMPABMTENEHOTO LIEH-

TPA AOCTABMIM MHOTO HEYAOBCTB KAK
QAMMHUCTPALMM KONOHMM, TOK M €€ Heno-
cpeacTeBeHHOMyY HauanbCTey U3 locynap-
CTBEHHOWM NEHUTEHLIMAPHOM CJ'Iy)K6bI,
CNPOBOLMPOBAB MHOXECTBO MPOBEPOK U
NOBbILLIEHHOE BHUMAHMWE NPECChl M MPABO-
30QWMTHMKOB. B TO Bpems noka AnekcaHap
Bonopapckuit npebbiBan Ha TEpPUTOPMM
MCMPABMTENLHOTO LIEHTPA, TaM yCneno
CMEHUTLCA TPM HAUYAMNLHUKA, M OOMH M3 HUX
B KOHLIE KOHLIOB [ACKE OKA3AmCs HO CKAOMbE
MOACYAMMBIX.

Colony, 2011. Documentation. /
KonoHus, 2011. [lokymeHTaums.
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THE YES MEN

(New York, USA / Hbio-Mopk, CLLIA)

246

“Iraq War Ends’, “Court Indicts Bush

on High Treason Charge; and Times
columnist Thomas J. Friedman’s surpris-
ing resignation letter were just a few of
the strangely hopeful headlines that New
Yorkers were stunned fo read in Novem-
ber 2009 In a stunt that made headlines
across the world, over 100,000 copies

of this “Special Edition” of the New York
Times were handed out in Manhattan by
hundreds of volunteers.

TACTICAL MEDIA

«Bo#tHa B Mpake okoHueHa», «Cyn 068u-
HseT Bylla B rocyaapCTBEHHOM M3MEHE»
M HEOXMAAHHOE 3asBIEHME KOMYMHUCTA
Times Tomaca A x. PpuamaHa o ceoei
OTCTABKE — BOT [IULLIb HEKOTOPbLIE M3
HEBEPOATHbIX 3ArONOBKOB, KOTOPbIE C
U3ymneHnem untanm xutenm Heto-Mopka
B HosBpe 2009 ropa. HoBocTi 06 akumm
obnetenu BeCb MUP — B MOHX3TTEHE COTHM
no6posonsLes pasganu 100 000 xkonwit
«CNeumanbHOro uaaaHus» Heo-Mopk
Tanmce.

The New York Times «Dream Edition» - All the
News We Hope to Print, 2009. Newspaper. /
Hblo-Mopk Tammc: Bbinyck meuTsbl — Bce HoBO-
CTH, YTO Mbl HapeeMcs npoyects, 2009. TaseTa.
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ZASADA ZETKIKN /
3ACAIA LUETKUH

(Ekaterinburg, Russia / Ekatepunbypr, Poccus)
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The participants of Zasada Zetkin group
define their today’s interests in art as
“mystical feminism” Now it results in
vandalisation of mass outdoor adver
tising (lightboxes and billboards). The
artists draw nimbuses over the faces of
the people on the ads, the nimbuses look
like glowing black and white circles, and
“mammas” - schematic images of female
breasts with blurred contour. The mystic
aspect of Zasada Zetkin's feminism lies

in a peculiar interpretation of religious
canons in the work “ Shining”. Orthodox
Islam and Judaism disapprove of figura-
tive images, and following this logic the
artists consider it “a double sin” to make
figurative illustrations in the service of the
devils of greed and money-grabbing.
Following the canon, they release adver
tising of “sinful” figurativeness and show
“icon-likeness” of advertising: what is
hidden becomes visible — advertising is
the religion of the new time. The feminist
aspect of critical mysticism of Zasada
Zetkin’ participants appears in the second
series of “Mammography” interven-
tions, where glowing circles take on the
contours of female breasts. Advertising

is like a bosom of a new church where
the society continuously rests. It is like “a
mother” walking her “unwise children”
throughout the life, setting aims, priorities
and way of thinking for the maijority of
individuals. At the same time this implies
the main advertising sales manipulators
- erotics and sex. And obvious references
to the imagery of “the Amazons of Russian
avant-garde” lyubov Popova, Varvara
Stepanova and Alexandra Exter — criticize
cynical exploitation of Russian avant-
garde images by the advertising industry.

CITY

YuactHuuel rpynnsl «3acaga LietkuH»
onpeaensioT CBOM CErOfHsLLHUE UHTepe-
Cbl B UCKYCCTBE, KAK «MUCTUYECKMIA CI)eMM-
HM3m». Ceryac 31O BbINMBAETCS B BAHOQ-
NU3ALMIO CNIPEEM MOCCOBOWM HAPY XHOM
peknamsl (naiTBokcesl n Bunnbopas).
MoBepx NuU PEKNAMHbIX NEPCOHAXEM
XYAOXHMKM PUCYIOT «<HUMBbI» — cusoLLMe
YepHble M Benbie KPYr1 U «MAMMbI» —
CXEMATUUYHBIE M30BPAKEHMS KEHCKOM
rPYA1 C PA3MbITbIM KOHTYPOM. MucThye-
CKMi1 ACNEKT (PEMMHU3MA XYAOXHUKOB
rpynnel «3acana LieTkuH» oBHapyxmBsa-
€TCs B CBOEOBPA3HOM MHTEpPpeTaLmnm
PENUITMO3HbLIX KOHOHOB B CEPUM «CusiHUS».
TGK, OpPTOAOKCANbHbIE MCNAM U MYAAU3M
HE nooLpPAIoT hUrypaTUBHLIE M306Pa-
XEHUA; crieays 3TOM NOMUKE, XYAOXHUKM
CYMTAIOT «ABOMHBIM ITPEXOM» DUTYPATHB-
Hble M306paxeHus Ha cnyx6be y apssona
QANYHOCTU U CTAXKAHMUS.

Cnepnys KQHOHY, OHM OCBOBOX AAIOT pe-
KNAMy OT «IPEXOBHOM» OUrypPATUBHOCTH
M NpoasnaoT «MKOHOI'IOD,O6Me» PeKNaMbI:
TO, 4TO CKPbITO, CTAHOBUTCA BUAUMbBIM — pE-
KNAaMa 1 €CTb pennrma HOBOTO BPEMEHMN.
DeMUHUCTUYECKMIA ACMEKT KpUTH4eckoro
MMCTMUM3MA YHACTHUL rpynnel «3acaaa
LleTkmnH» nposBnseTcs BO BTOPOM cepun
MHTEPBEHLMM «Mammorpad}mm», roe cu-
floLLMeE KPyr NprUbpeni YepTsl KEHCKOM
rpyam. Peknama Kak NOHO HOBOM LIEPKBM,
B KOTOPOM NOCTOSHHO NpebrisaeT obuue-
ct80. OHQ, KAK «MATb POAHA», BOAWT
CBOMX «HEPA3YMHbIX AETEN» MO XM3HU,
onpenenseT uenu, npuoputeTsl U 0bpas
MbILLNEHUA MogaBnaoLWEero 6onbWMHCTBA
YyenoBevyeCknx MHOMBUOOB. OﬂHOBpeMeH-
HO 3TO HOMEK HQ MABHbIE PEKNTAMHbIE
MOHUOYNATOPbI NPOAAX — 3POTHUKY U CEKC.
A SIBHO YMTOEMBIE OTCHINKM K KOMMNO3UUUAM
C MCMONb30OBAHMEM KPYTd «OMA30HOK
pycckoro asaHrappa» Jlio6osu Monosoit,
Bapsapsl CrenaHoBo# 1 AnekcaHgpel
IKCTeP — KPUTUKA LUMHMYHOM 3KCnMya-
TAUMM PEKNOMON 0BPA30B PycCKOro
QBAHIAPAHOTO UCKYCCTBA.

Shining / Mammograms, 2010-2011.
Photodocumentation of the action. /

Cusiums / Mammorpadmu, 2010-2011. doto-
AOKYMEHTALMS aKLMN.

FM;E-::nuwnuﬁ MUK
b ®3amukcyit obwenne!

Be3nuMATHEIE 3B0HKH
W MHTEPHET




z1P /
3l

(Krasnodar, Russia / KpacHogap, Poccus)

The relations between the nation and

the authorities have always been a
controversial issue. Sometimes people
loved and prayed for their leaders and
sometimes, on the contrary, hated them
so much that it led to uprisings and revolu-
tions. The interesting fact is that love or
hate of the people to their leader do not
depend directly on welfare, quality of life
and personal freedoms. What a national
tragedy it was when Stalin died! A cruel
dictator who executed and exiled millions
of people. And during Brezhnev'’s reign
everybody laughed at him and hated the
Soviet power. It turns out that not the real
actions of a president or a monarch are of
high importance, but the people’s attitude
towards them and how they are executed.
i.e. propaganda. In ancient times there
were royal bellmen, in USSR there were
agitation brigades, now the authorities
use all means of mass-media for political
PR. The object, which looks like a funny
little armored car, drives along the beach
full of holidaymakers and shouts mottos
like: “Crab is a loyal friend!’; “Crab is
thinking of each of you!’; “Crab protects!’,
“Crab cares about children!”. The place of
the action and the form of crab were not
chosen by hazard. Along with jellyfish and
rapa whelks, crab is the most widespread
animal of the Black Sea, and the beach

is a very effective channel for propa-
ganda: in summer in Anapa you can see
people of all ages and from all over the
country lying on the beach. The action

is dedicated to a primitive, crooked and
“head-on” state propaganda, when all
the news programs repeatedly tell us what
good deeds were accomplished by our
authorities today.

POLITICS

Bo Bce BpemeHa BO3HMKANKU onpepneneH-
Hbl€ B3AMMOOTHOLLEHUS MEX 1y HOPOLOM
1 BNacTeio. MHoraa Hapop srilobnsncs

1 06OXeCTBNAN CBOEro BNACTUTENS,
MHOrAA, HAO6OPOT, HEHABMAEN TAK, YTO
BCMLIXMBAMM BOCCTAHMSA 1 pesornioumu. U
YTO MHTEPECHO — MOGOBbL MK HENOBOBL
noae K CBOMM BNACTAM HANPAMYIO He
30BMCUT OT BNATrOCOCTOAHMS, KAYECTBA
XM3HM, NM4HBIX cBoboA. Kakoe BceHapop-
Hoe rope oxaaTuno Poccuio, koraa ymep
Cranumn! XecTtokui aukTaTop, KA3HUBLUMM
M COCNABLUKIA B NArE€Ps MUMIMMOHBI MIOAEH.
A Hap BpexXHEeBbIM CMEANMCh M TUXO HEHa-
BMOENU COBETCKYIO BNACTk. Monyyaetcs,
YTO IMOBHLIM SBNAETCA HEe PearnbHas
AeATenbHOCTL NPE3MAEHTA MM MOHAPXA,
0 TO, KOK HOPOM, BOCMPUHUMAET 3Ty fies-
TENbHOCTb, TO, KK OHO NPENOAHOCUTCS,
TO eCTb Nponaraxaa. B crapuHy eapunm
Koponesckue rnawatau, 8 CoeTckom
Cotose 6binu aruT6pUraael, cernyac Bna-
CTM MCNONb3YIOT BCE KAHANLI MACCMEana
Ans nonutyeckoro nuapa. O6wekT,
HOMOMMHAIOLLMI CMELLHOM BPOHEBUYOK
C KPABLMMM KNELLHAMM, NEPEMELLAETCS
No NNSAXY CPeam OTALIXAIOLLMX, NepUoam-
Yecku BbIKPUKMBASA NO3yHrM TMNa: «Kpab
nobuT Bach, «Kpab aymaet o kKaxaom u3
Bacl, «Kpab sawmwaert!», «Kpab - Ha-
AexHbIi apyrl», «Kpab sabotutes o pe-
axl». MecTo nposegeHus akumm u hbopma
Kpaba BeIBPAHLI HE CryyaitHo. Bmecte

C Mey3aMM M PANAHAMM Kpab sBnaeTcs
CAMBIM PACMPOCTPAHEHHBIM XMBOTHbIM
Hawwero YepHOro Mops, a NNsX o4eHb

3 ek TUBHBIN kaHan NponaraxAael. Jle-
TOM HQ MASAXAX AHAMbI MOXHO BCTPETUTH
NIOAEN BCEX BO3PACTOB CO BCEX YrONKOB
Poccmu. Akumsa noceawaeTca NPUMMTUBHO-
KOPSIBOM, «NIOBOBOM» rOCYAAPCTBEHHOM
nponaraHae. Koraa Bce HOBOCTHbIE
NPOrpaMMbI MHOTO-MHOTO Pa3 MNOBTOPSIOT
O[HO M TO XE: YTO XOPOLLEro CeroaHs Ans
HOC CAENany HaLWK NPABUTENM.

The Propagandist Crab, 2011. Object. /
Kpa6-nponaraxaucr, 2011. O6bekT.
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ALEXANDER ZHUNEV /
AJIEKCAHIP XYHEB

(Perm, Russia / Mepmb, Poccysl)

For Alexander Zhuney, the appeal fo
start with yourself and to clean your own
house first is not mere words, the city is
the native home of the artist. Moreover,
he thinks of it as of a live organism. What
is just a nice metaphor for most people
(roads are the blood vascular system,
parks are the lungs, city hall is the brain,
central square - heart) the artist percepts
literally corporally. In the project “Caries”
he is playing the role of a diagnostician,
outlining the problem “health” zones of
public space.

Scrapyards are rows of garbage cans,
surrounded by a fence, resembling a
mouth with teeth, especially when it rains
and there are reflections of them on the
wet pavement. Dentists say that teeth
indicate the health of the entire organ-
ism. For example, since ancient times the
health of a horse is evaluated according
to the condition of its teeth. Any teeth dis-
ease, any mess in a mouth, in other words
“garbage can in a mouth’ signals distress
of the vital systems of the organism. The
stench of rotting waste, piles of garbage,
- all this indicates the diseases of some
vital systems in the city’s “organism’”.

By the way, in big cities in Europe and
America such places of “temporary waste
storage” have been eliminated as a
phenomenon.

The artist made the “scrapyards problem”
visible, literally turning one of them into a
mouth with rotting teeth. Alexander Zhu-
nev’s work touches upon another crucial
problem: homeless people. The home-
less, rummaging through “scrapyard-
mouth” in search of food turn into worms
in long unbrushed teeth of grotesque
heroes of adult cartoons, showing us the
real measure of “humanism” of modern
Russian society.

CITY

Mpwn3biB HAYMHATB C cebs, NPUMBPATLCS
ans Hayana B cobCTBEHHOM AoMe Ans
AnekcaHapa XyHesa He MycTbie CNoBa,
POLHOM rOpPOA — POAHOM LOM XYAOXHUKA.
Boree Toro, oH BOCMPUHUMAET ero Kak
XMBOM OPraHM3m. To, 4to Ans GonbLmMH-
CTBA He Gornee Yem kpacueas metacdopa
(noporv - kpoBeHocHas ccTEMA, NAPKK
—nerkme, paTyLud — MO3r, LUEHTPAmNbHAS
NMOLWOAbL — CEPALE), XYAOXKHMK BOCTPH-
HUMaeT ByKBanbHO TenecHo. B npoekTe
«Kapunec» OH BLICTYNaeT B ponu ama-
rHOCTQ, BbiABNAOWETO I'IpOGJ'IeMHbIe ansa
3[0POBbS OBLIECTBEHHBIX MPOCTPAHCTB
30HbI. [TOMOJKM — Psifibl MYCOPHBIX 6AKOB,
obHeceHHble 3aropoaKoi, 0CobeHHO B
OOXANKUBYIO NOroay, Koraa OHM OTpaxe-
Hbl B MOKPOM acdarsTe, — HANMOMMHAIOT
poT ¢ 3ybamu. CToMaTonoru roBopsit, 4To
3y6bl — 3TO MHAMKATOP 3A0POBbS BCETO
opraHmama. Hanpumep, ¢ AABHUX BPEMEH
0 3[OPOBbLE NOLIAAM CYAST NO COCTORHUIO
ee 3y608. [llobas 3y6Has GonesHb, Heno-
panok ¢ 3y60M|4, MHbBIMM CITOBAMM, MOMOM-
KQ BO PTY, CUrHANMU3UPYET O HAPYLUEHUAX
BAXHEMLUMX CUCTEM OPraHM3ma. BoHb
THUIOLLIMX OTXOMIOB, FOPhl MyCOPA — BCE 3TO
rOBOPMT O BONEe3HAX XM3HEHHO BAXHbIX
CUCTEM B «TeMne» ropoAd.

K cnosy, B kpynHeix ropopax Eeponsl u
AMEPUKM TAKME «MECTA BPEMEHHOTO
CKNOAMPOBAHKA MyCOPQA» IMKBUAMPOBA-
Hbl KOK Knacc.

XyooxHuk caenan npobnemy nomoek
BMOMMOM, BYKBANBHO NPEBPATUB OAHY M3
HUX B FPS3HBIA POT C FHMIOWMMM 3yBamM.
Pa6ota AnekcaHapa XyHesa 3aaeBaeT 1
APYryto ocTpyto npobnemy — 6e3nomHble
nioam. bomxu, porolunecs B nomoike-pre
B MOMCKAX €fibl, NPEBPALLAIOTCS B YEPBEN,
3aBEeOWNXCA B 4ABHO HEYULLEHHbIX 3y60X
TPOTECKHBIX NEPCOHAXEN MyNETcUb-
MOB A5 B3POCIIbIX, AEMOHCTPUPYSA HOM
LENCTBUTENLHYIO MEPY «T'YMAHHOCTM»
COBPEMEHHOTO POCCUIACKOTO OBLLIECTBA.

Caries, 2010. Photodocumentation. /
Kapuec, 2010. PotopokymeHTauMS.
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People perform actions unwittingly, live “in
autopilot mode’, according to the given
route, scheme. They don't notice what

is around them and what is happen-

ing around them, literally “under their
nose’, here and now, even to themselves.
They notice the reality only if it gets too
absurd or critical. A person in the city is
always surrounded by visual and musical
ambience but people rarely notice that.
They don't realize it and don't let it in. The
project recreates another parallel reality,
which exists at the same time with this one,
a parallel reality, which bursts into this one
only with few fragments, elements and illu-
sions. Spirit, apparition, which breaks from
one reality to another, shift, juxtaposition
of redlities. The project makes an effort to
draw peoplée’s attention fo what is around
them, to the space they live in, fo personal
perceptions (including the perception of
the space), emotions, experience, feel-
ings.

CITY

Toau cosepLIaioT AEMCTBUA HEOCO3HAH-
HO, XMBYT «HO ABTOMATE», MO M3BECTHOM
TpaekTopuu, cxeme. He sameuaiot Toro,
4YTO MX OKPYXAET, TOro, 4TO NPOUCXOAUT
psAoMm, 6yKBClJ‘IbHO «y HUX MOJ HOCOM»,
30€Chb M CEMYAC, AAXE C HUMKU COMUMM.
PeanbHOCTb OKA3LIBAETCA 3AMEYEHHOM
TOMNbKO KOraa CTAHOBUTCA COBCEM KPUTUY-
HoW unm abcypaHoit. Yenoseka B ropofe
MOCTOAHHO CONPOBOXAAIOT BU3YAIbHbINA
psA v 3ByKOBOW (OOH, HO NioAM HE BCErAa
3amedaioT ux. Tak xe KaK He BCeraa oco-
3HOIOT, «BMYCKAIOT B ce65» yBUAEHHOE.
MpoekT BOCCO3AAET ApYroM, Napannens-
HbIA MUP, CYLLECTBYIOLMIA OLHOBPEMEHHO
¢ 3TuMm. MNapannenbHyio peanbHOCTs,
NPOPLIBAIOLLYIOCS B 3Ty OTAENbHbIMU
CIDpCIFMeHTOMM, SNEMEHTAMMU, UNTTIO3UAMMA.
Lyx, BMaeHne, NnpoHuMkaiolee oTTyaa
CioAd, CABMXKY, HOMOXEHUE PEAnbHO-
cTen. MpoekT HeceT B cebe NonbITKy aK-
TMBMU3ALMM BHUMOAHMS Nogen K TOMY, 4TO
MX OKPYXXAEeT, K NPOCTPAHCTBY, B KOTOPOM
OHM XMBYT, K COBCTBEHHBIM OLyLWEeHUAM
(B TOM uncne u oT NpocTpaHcTBa), sMouM-
AM, NEPEXNBAHUAM, HYBCTBAM.

Intersection, 2011. Photodocumentation. /
Mepeceuenue, 2011. doTopokymeHTaUMS.
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Kyzsrypa G6yHTa:

OIHT INPOTECTHHX IBMXEeHM¥ TOCHEeXHMUX JNET

——

CeropHs nepen MCKYCCTBOBEOAMM CTO-
MT Henerkas 304Q4a — HEOBXOAMMOCTb
QPTUKYNMPOBATL M OCMBICTISTL M3MEHE-
HWs, KOTOPbIE MPOMCXOAAT C MECTOM M
POMbIO AKTYQNbLHOMO XYAOXHMKA B KOH-
TeKCTe CTPEeMUTENbHO PA3BMBAIOLLMXCS
06LLEeCTBEHHO-MONUTUYECKMX MPOLIECCOB.
PaGoTta Hop KATANOrOM MEX AYHOPOAHOTO
ecTmBaNS AKTUBMCTCKOTO MCKYCCTBA, KO-
TOpBbIM Mbl NpoBenu B ceHTabpe 2011 roaa,
NPOXOAMNA HA (POHE OCEHHE-3MMHMX MPO-
TECTHBIX COBBITUIM, M Mbl BbinK BbIHY X AEHbI
M3MEHWTb €r0 COCTAB, BKITIOYMB B HETO He
TONbKO MPOM3BEAEHMS M TEKCTbl Yy4yaCT-
HMKOB (DECTMBAMS, HO M HEKOTOPbLIE MPO-
€KTbl, PEAnU30BAHHbEIE CPA3y Mocne ero
okoH4aHuMa. Cpeau HUX, Hanpumep, aKums
rpynnsl PCA v Mpodcotosa TBOpUECKMX
pabotHukos «CerogHs BpyknuHckmii, 3as-
Tpa - bonbwoi KameHHelil», koTopast Ha
MONTOPA MeCsLA NPEeaBOCXMTUIIA MOCKOB-
CKME MOCCOBbIE OKLMM NPOTECTA, MK nep-
dopmaHcsl rpynnbl Pussy Riot, ctaswme
3HOKOBLIMM AN XYAOXECTBEHHOM CUTYyQ-
umu «Genort» aumbl 2011/12 ropos.

Howel posHei uHTEeHumen 6bino Ccos-
AOHME WMMEHHO KHMIM — CBOEro poaa

TaTbsiHa Bonkosa

reference book, cnpasoyHuka - no co-
BPEMEHHOM  AKTMBMCTCKOM  CUTYQLMM,
KOTOpas BKMOYMNa 6bl B ceBs BAXHbIE
Urypbl 1 TEKCTbI MO 3TOM TEME, YTO Mbl U
NOCTAPANMCL CAENATH B 3TOM M3AAHMHK. He
CNYYQMHO HEKOTOPBIE CTATBM KYPATOPOB
M KPUTWUKOB, HAMUCAHHBIE ANS KATANO-
ra, KaK M CAM 3TOT BCTYMMTENbHBIA TEKCT,
NPEANPUHUMAIOT  MOMbITKY — OCMBICIUTL
YYACTHE XYAOXHWKOB B TEKYLLIMX MPOTECT-
HbIX AABUXKEHMSX.

PasroBop 06 3TOM B KOHTEKCTE TEMbI OK-
TMBMCTCKOTO MUCKYCCTBA HEM3BexXeH, Bedb
OYEeBMHO, YTO BO fMABE YMMa BCEX MO-
cnepHUx CoBbITUM — HOYMHAS C MOMBITOK
CBEPXEHMs QBTOPMTAPHBIX PEXMMOB HA
CpenHem BocToke 1 B CesepHon Adpuke,
6yHToe B EBpore, yepes asuxerne «Ok-
kynai» B CLLA 1 ero pennuk yepes ATnaH-
TMKY K COBBITUAM TAK HO3bIBOEMO Benoi
pesonioumnm B Poccum — CTOUT MMEHHO Me-
OMOOKTMBM3M M TEXHONOTMM TAKTUYECKMX
menma.

TEPMMH «TAKTUYECKME Meama» Bbin Bnep-
Bble BBefeH B obopot B 1996 rogy B ma-
Hudpecte «The ABC of Tactical Media»,

MpoekT XXUP & noart ranepes. «Party Riot Bus»,
2012.
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HOMWUCAOHHOM  FOMNAHACKMMM  MEeAMa-
XyaoxHukammn [13supom fapcra u leptom
JloBMHKOM B npenaBepuu BTOPOTO OM-
CTepaaMckoro  becTmBans TAKTUYECKMX
megma «Next 5 Minutes». TekcT onpepnensn
TAKTMYECKME MEAMA KAK «MEAMA KPU3MCA,
KpUTMKM 1 onnosuuumn». Onpepenexue
«TOKTUYECKMI»  MOAYEPKMBAET  MOBMIb-
HOCTb, KOTOPASs AJET 3TUM MEANA NPEBOC-
XOACTBO HAA TAKMMM «CTPATEMMYECKUMM»
MrpoKamm, kak Gonblioi Gu3Hec 1 rocy-
AAPCTBO.

[pyroi vccneposaTens TAKTUYECKMX Me-
AMa, AMCTEPAAMCKMI TeopeTrk Ipuk Kny-
TeH6epr, B CBOEM HOBOM KHUre nccneayer
pasBMTME TAKTMYECKMX MEeaMa B Hawe
BPEM$, KOTAQ KAXAbIMA YENOBEK MOMy4Mn
AOCTYMHbIE CPEACTBA CbeMKM, obpabor-
KM M PACNpPOCTPAHEHMS Mearaobpasos?.
Ha3sblBas OfHWMM M3 TMOBHLIX NPU3HAKOB
NPOTECTHbIX cobbituit 2011 ropga sespe-
Cyliee NpUCyTCTBUE KAOMEP HE TOMbKO Yy
CMW, HO M Yy MANNMOHOB NPOTECTYIOLIMX,
KnyTen6epr onuckIBAET TAK HA3bIBAEMBIN
3pbeKT PAAMKANBHOM  MyMETUMNMKALIMM
COBLITUS, KOFAQ B PEXMME OHMAMH OHO
PACNPOCTPAHSETCS B CaMble PA3HOOBpas-
Hble Meama. ABTOp oTMeuaerT, 4To 3cbdekT
MYNETUANUKALMKM €LLe TONbKO NPEencTomT
OCMBICNINUTE, HO BO3MOXHO, 4TO 3TO M €CTb
pOXAeHWe peanbHoM AEMOKPATUM M Pa-
AMKAMNLHOM MH(OPMALMOHHOM NPO3pay-
HOCTM.

OueBMOHO, YTO XYAOXHUKM, NO-NPEXHEMY
UrpaioLLiMe BAXHYIO Ponb B 06LLeCTBEHHO-
MOMUTUYECKMX NMPOLECCAX, AOMXKHbI Bbirm
NOMAENUTLCA CBOEM MOHOMONMEN HA Npo-
M3BOACTBO CMHIyNSAPHbLIX OBPA30B, TAK KAK
Hen36eXHbIM UTOTOM ek Ta papmKans-
HOM MyMBTUMNMKALMM COBBITUS sBNSETCS
TOT bAKT, 4TO MIOBOM YYACTHUK COBbITHI
CTAHOBMTCS MEAMAXYAOXHMUKOM, 3TA YHM-
KAMbHAS PAHEe Ponb Teneps pasaenseTcs
NPAKTUYECKM KAXABIM. A dyHKUMS «Npo-
PeccHoHANbHLIX»  XYAOXHMKOB  Temneps
CBOAMTCA K NO3ULMM PACMAUTATOPOB, Ka-
TANM3ATOPOB CAMOGKTYANU3ALMM FPAX-
AGH, MOCPEAHMKOB MPOLIECCOB KYMLTYp-
HOM AEMOKPATU3ALMM.

Mpean KynsTypHOM 0@MOKPATU3ALMM CBS-
3CH C LenblM CNEeKTPOM NAPTULMMIATUBHbIX

XYAOXECTBEHHbIX MPAKTUK, BOBMEKAIOLWMX
3puTenei B CO3AAHME XYAOXECTBEHHO-
ro npoussefeHus.  lapTuumMnaTieHble
NpakTUkK oTceinaioT k Mosedy Boiicy u
€ro Maee «CoUManbHOM CKyMbATYPbI» KAK
NPAMOM XyAOXECTBEHHON MHTEPBEHUMM B
XU3Hb.

OaHHbit Teanc noptsepxpaaetT U Huwa
®enimH, yyacTHMK Hawero decTusans,
OOMH M3 KPYMHENLIMX OMEPUKAHCKMX MC-
cnegosaTenen M TeOPETUKOB AKTUBM3MA
B MCKYCCTBE, FOBOPS O TOM, YTO OHQ «HE
aenaet pasnmMumnin Mexay XyAOXHUKAMM U
OCTANbHbIMM MIOABMM, KOTAA OENO KACAeT-
Csl OKTUBMU3MO».

MMEeHHO 3To Mbl OBCyXAanu C Opyrvm
YYQCTHMKOM Halero decTnans Maikom
BOHAGHHO, QKTMBMCTOM QMEPUKAHCKOTO
ayaTa «The Yes Men», sBnsiowerocs ca-
MO 3HOKOBOM DUrypOi COBPEMEHHOTO
MeanaakTMenama. Ham nmocuactnmemnocs
npoBecTi ¢ MaiKoM ckakn-KoHdepeHLmio
B okTa6pe 2011 roaa, B pasrap cobuiTuit
«Okkynan Yonn-cTput». B oTBeT Ha BO-
NPOC O TOM, B 4EM KOHKPETHO 3aK MoYaeT-
CA MX y4acTue B NpoTecTe, OH ckasan: «B
3TOM-TO M CyTb: Mbl BENCTBYEM COBMECTHO
C APYTMMM TIOABMM, HO Yy HOC HET CBOMX
COBCTBEHHBIX NPOEKTOB. Mnu TaK: 3T Npo-
€KTbl — HE HALUM, OHU MPUHOANEXAT BCEM.
EcTb MHOXeCTBO mpei, KoTopble poxAaa-
I0TCs BHY TPM Fpynnbl B Npouecce paboTsl,
M HEKOTOPbIE M3 3TUX MAEM BNOCNEACTBUM
peanumaytotcan?,

Ponb  XymoXHMKQ-OKTMBMCTA, Npensoc-
XMLLAIOLLEro OBLIECTBEHHbIE MPOLECChI
M ABMAIOWErocs MX KATAnM3aTOPOM, He
CNOXHO BLIBUTL HA MPUMEPE POCCHM-
CKOW XyAOXECTBEHHOM CUTyauum. B koHue
despans B Mockee coCToANACh AHTUMY-
TMHCKas akuua «bonbwon 6enbin Kpyr»,
KOrAQ HEeCKOMbKO AEeCATKOB ThiCAY MpoTe-
CTyIOWMX, B3ABLUMCL 3Q PYKM, 3AMKHYNM
CopoBoe KOMbLUO XMBOM LEenblo. AKuua
6blNa NOCTPOEHA Ha cumeonmke Benoro —
useta «CHEeXHOM peBonoLum».

HemHormMe us yyacTHMKOB AKLMM 3HAIOT O
TOM, YTO NATLIO FOAAMM PAHEE XYOOXHMKM
13 obbeanHeHus Mpocoios ynMyHoro mc-
KyCcCTBA MpoBenu akumio «benas nuHmsa».
Mo crnoBam QBTOPOB, «4TOBbLI OYMUCTUTHL

Poccuio oT HeuMcTH, oKoNaBLIENCA B LUEH-
TPe ropofd, YYACTHUKM NPOBEnM Genbimm
MENKAaMM FpaHuLy MeXAy MpaBEeaHbIM M
HEeMnpaBeAHbIM NPOCTPAHCTBOM MO MMHMK
Caposoro konbua. Hesapumas marnyeckas
CTEHQ, BO3HMKLIAA B TOT A€Hb MexAay Mo-
ckBoi M Poccueit, po cmux nop oxpaHset
4EnoBEYECTBO OT CTOMMYHOTO 3M1an°.

MpoBMOYECKMM OKA3ANOCH M BLICKA3bIBA-
HWe, caenaHHoe AHTOHoM Hukonaesbim,
ocHosatenem  lMpodcooza  ynmyHoro
MCKYCCTBO, COBMECTHO C XYAOXHMULUEN
BukTopuent Jlomacko, o Tom, 4To ckopo
«30HUMATBCS  MPOTECTHBIM ~ MCKYCCTBOM
CTQHET MOLIHO, O TONLKO ranepeMHbIM 1c-
KYCCTBOM, HE 3aTPArMBAIOLIMM OCTpbIE
COLMAnbHbLIE TeMbI, — BYNbIAPHO. XymoX-
HUKOM MOXEllLb Thl He GbiTb, HO rpaxaa-
HUHOM BbiTb 063aH. B pesynkTtate Tonmei
ranepemHbIX XyAOXHUKOB CTAHYT MPOM3-
BOAMTL KAK Bbl «MPOTECTHOE MCKYCCTBOY,
3aMyTHSS €ro CMbIC M npespalias B
6ypxyitckoe/npopaxHoe.  HacTtosimm
OKTUBUCTAM-XYAOXHUKAM NpUaeTcs elle
CMNbHEN PAAMKANM3MPOBATLCH M COnK-
3UTLCS C MOMMUTUKOM»*,

AHTOH HyKONQeB CTaN OAHMM M3 NEPBBLIX 1
CAMBIX OKTUBHBIX Y4QCTHMKOB MOCKOBCKMX
NpoTECTOB, MPOAONXAS AEeATEeNbHOCTb
Mpodcolo3a ynMyHOro MckyccTea B 06-
nacTM NoAAepPXKM NMONUTUYECKMX 3aKIIo-
YEHHBIX, B YACTHOCTM, YHOCTHMLL TPynMbl
Pussy Riot, nonaswmx B 3aknioyeHune no-
cne nepchOpPMAHCA, MOCBSLIEHHOTO Bbi-
6opam NpesuaeHTa. 3Ta TeMA CTAHOBUTCS
BCce Gonee akTyansHoM Ha oHe pacTy-
Llero KonMYecTsa aKTMBMCTOB, Nonaaato-
LLMX 30 PeLEeTKY NO MOMMTUYECKMM NPUUK-
Ham. Bacunuit LLlymoB, My3bIKQHT rpynmbl
«LlenTp», oTpearMposan Ha Maccosbie
APECTbl MUTUHTYIOLLMX TPYMMNOBBLIM KOH-
LIEPTOM QKTUBUCTCKOM My3biki «CoBopa
BLIGOPA», B PAMKAX KOTOPOTO Mbl MPOBENM
O[HOAHEBHYIO BLICTABKY B NOAAEPXKY 30-
KIIOYEHHBbIX.

XyaoxHuua Buktopms fllomacko, yxe He-
CKOMbKO neT cospatowas rpaduyeckue
PEnopPTaXM AKTYAMNbHbLIX MOMMUTUYECKMX
COGBITHI, BLIXOAWT HA «MNEH3P» HA BCE
npoTeCcTHbie COBbITUS, CO3AABAS MOHY-
MEHTAIbHYIO CEPUIO COLIMANbHOM rPaduKm

«XpoHuka conpoTtueneHus». OHa rosoput
O TOM, YTO «CMTYaUMs B CTPAHE MEHAETCS,
M XYAOXHUKW HE MOTYT HE PearMpoBaTh
HQ 3TO. Mbl BCE NLITAEMCA HAMTH OTBETHI HQ
BOMPOCHI O TOM, YTO MPOUCXOAMT M KAKOBbI
AanbHenwme nepcnekTmesl. Ho noka nep-
CnekTUBbI TyMaHHbl. OcTaeTcs dukcmupo-
BATb COBBITUSA M MBITATECS Pa30BpaThcs ca-
MocToATenbHO. Mo3Tomy cpean 3apucoBok
MHOrO MOPTPETOB — MHTEPECHO ObleHue
C NOAbMM, C TEMM, KTO AENAET «PEeBOnio-
UMIO» U KTO €/ NPOTMBOCTOMT. A HapeloCh
MPOAOMXATH 3TOT NPOEKT — CAENATh PUCO-
BOHHYIO XPOHMKY Npo TO, kak Poccus no-
CTENEHHO CTAHOBUTCS APYrOWM»°.

TNosayHr «Bac Haebanm», C KOTOPLIM HA Crie-
ayloLmMit AeHb nocne PanbcuPULMpPOBaH-
HbIX BbIGOPOB B HECAHKLMOHWMPOBAHHOM
LWeCTBMM NpoLWnu No Mockee yHYACTHUKM
aBuxeHui PCI u ABTOHOMHOE gencTeue,
Hanbornee emko cchopMynMpoBan HyBCTBA
ThICAY MUTUHTyloLMX. Bckope pennumky Ha
3TOT MO3YHr CAEnan eKaTepuHBYprckmit
cTpuT-aptcT Tum Paas, B cBoei maHepe
PA3MECTUB OrPOMHbIE BYyKBbI HA KpbilLe
MHOTO3TAXHOrO LOMA.

Aptem JlockyToB, nupep HOBOCMGMPCKONM
QpT-OKTUBUCTCKOM rpynnbl «babyuika no-
Cne MOXOPOH», MPMEXAN HA MWUTMHI HA
BonotHo# nnowaau B Mocksy € NO3yHrom
«We are 146%», ogHOBpPEMEHHO OTChiNato-
wmm Kk owmbke UMKa, OONyLWeEeHHON BO
BPEMS MOXMHALMM C PE3YNLTATAMM BbIGO-
pos, 1 k cnoraxy «We are 99%», cTaswwe-
MY UEHTPAMbHLIM B ABMXEHMMU «OkKynai
Yonn-cTput» M nokasbiaioLemy rpadmk
HEepaBEHCTBA B paACMpeAeneHnu [noxo-
pos 8 CLIA. C 3TMm cnoraHom pudmyeTcs
M OAMH M3 MMABHbIX NO3yHros rpynnsl PCL
«Bnacte MWUNMMOHOM, O HE MWMIMOHe-
paml».

He Gynet npeysenuueHnem CkasaTb, YTO
XY[OXECTBEHHOE COOBLIECTBO MPUHANO
OKTMBHOE Yy4aCTME B BOMHE MPOTECTOB.
OpHMM M3 BOXHEMLMX NMOCNEACTBUM STUX
COBLITUM MOXHO HO3BATbL KOHCOMMUAALMIO
XYAOXECTBEHHOM cpeasl. ToMrMmo npucyT-
CTBMSl HO BCEX MACCOBBIX MUTMHIOX M LUE-
CTBMAX, XYOOXHUKU, KPUTUKM M KYPATOPbI
30aHANKM No3uumMM Habniopgatenen Ha npe-
3UOEHTCKMX BLIBOPAX. Pe3ynkrarsl 3Tux Ha-
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BnioaeHUi Bbinu onyGNMKOBAHBI B POMKOX
KoHKypca «OKO 30 OKO», OPraHW30BAH-
Horo Col030M TBOPYECKMX PABOTHUKOB HA
noptane OpenSpace.ru, MHUUMATMBA KO-
TOPOro BCKOPE HaYana nepepacTaTs CBOM
TPAHMLBLI U NOCTENEHHO NPEBPATMNACL B
CeTeBOM OKTUBMUCTCKMIA BMOEOKAHAN, Mo-
CBALLEHHbIA  POCCUMACKON MONUTUYECKOM
pencteutensHocTH. Lled-pepaktop pas-
nena «Mckyccteo» EkatepmHa lerots Tak
KOMMEHTUPYET CUTyaumio: «TPaaMLMOHHO
POnb XYHOXHUKA U KYpaTOpa — KAK Pa3
OTCTPOHEHHBIM  pPednekcHpyiowmin  co-
3epuaTenb, MPUAMPYMBLIN KPUTMK, Gop-
nepoBCKuit PraHEP 1 MeArepMeHeBTHYE-
CKMI «MHCNEKTop». B 31O No3uumm oueHb
KOMOpPTHO, OHa Boree 4Yem MPMBLIYHA
M 3CTETUYECKM MNOAOTBOPHA. Yto Bonee
€CTECTBEHHO [N XYAOXHMKA, 4YeM Ha-
6riopate? Ho MHTEpecHo, 4To NpaKT1ye-
CKM BCE OTBETMBLUME HA BOMPOCH HA3BA-
NK BAXHBIM OMBITOM HEYTO COBEPLUEHHO
APYroe: onbIT COUMANLHOIO YYACTHS, OMbIT
3HAKOMCTBA C TEM OBLLECTBOM, C TEM MO-
TEHUMAMNbHBIM 3pUTENEM, KOTOPBIM A0 CUX
nop AGXe ANS TAK HO3bIBAEMbIX IEBbIX XY-
AOXKHMKOB — BbiN MPEAMETOM YMO3PUTENb-
HOM KOHCTPYKLUMM»®,

OcMbICNAsS OMbIT, KOTOPBIM XYAOXKHMKM MO-
NYYUnu BO BPEMS YHOCTUSI B NMPOTECTHbIX
ABMXEHMSX, XYAOXHUK Apcenuit Xunses
Pa3pPa3MCs LEMbIM MAHU(ECTOM, B KOTO-
POM OH MbITAETCSH CHOPMYNMPOBATS, KAKMM
AOIKHO BbITb UCKYCCTBO, KAK OHO AOMKHO
M3MEHWUTLCS MOCNEe BCTPEYM C PEAnbHOM
nonutukoi: «Cenyac y MeHs HeT COMHe-
HUI B TOM, 4TO Mbl, XYAOXHMKM, AOMXKHbI
MCMONMb30BATL  YHMKAIbHbIA MHCTPYMEH-
TAPMI, BLIPAGOTAHHbIA COBPEMEHHBIM MC-
KYCCTBOM CO BPEMEH NEePBOro ABAHTAPAT,
AN NOArOTOBKM W y4aCTus B TPAHCOP-
MaLMM OBLLECTBEHHOM XM3HM. S rOBOpIO
O COBEPLUEHHO HEMOMUTKOPPEKTHOM MO-
BOPOTE K Y TUIIMTAPHOMY M MPOCBETUTENb-
CKOMY MCKYCCTBY... Mbl, npodeccuoHansl
KYNbTYpPbl, AOMXKHbI BbIATHA M3 CBOMX KEMMH
HOBCTPEYY XM3HM, 4TOBbl BOpoThbC 3a
HEE BMECTE C ThICAYOMM TAKMX XE, KAK Mbl,
meutaTenem»’.

MaccoBele npoTecTsl Ha ynuuax Mocksbl
CMNPOBOLMPOBANM BYPHbIM PACLBET TBOP-
4ECKOM AKTMBHOCTM KOK XYAOXHMKOB, TAK
M COMMX YYACTHMKOB 3TMX mpoueccos. Te
MHTEPHET-BbICTABKM, KOTOPLIE Mbl AiENAEM

MpoekT XXUP & noart ranepes. «Party Riot Bus»,
2012.

Ha cTpaHuuax 6nora zhiruzhirry, nbitasce
CTPYKTYPMPOBATb BHE3AMHO XIbIHYBLUMI
BM3YQrbHbIA MATEPUAN, MPEKPACHO MMIO-
CTPUPYIOT BbILIEOMMUCAHHbIA TE3UC O TOM,
YTO XYAOXHWK CErOAHS BBIHYXAEH NOAe-
FIUTLCA CBOEHM DKCKIIO3MBHOM PONbIO BM-
ayanusatopa npotecta. OpHa M3 yacTtei
MHTEPHET-BLICTABKM  HO3LIBAETCS  «AHO-
HUMHbIE BbICKA3bIBAHMA» W [EMOHCTPM-
pyeT nopbopKy NNakaToB C MUTUHIOB W
POTOXAB 13 COUMANbHBIX CETEN, pearnpy-
IOWMX HO TEKYLIME COBbITUS, KOTOpbIE NO
BLIPASUTENBHOCTU HE YCTYNANM MyuLIMM
06pa3LIaM ABTOPCKOrO TBOPYECTBA.

Ho, 6e3ycnoBHO, COMbIM SIPKMM 1 HEOHO-
3HOYHBIM  XY[OXECTBEHHbIM  COBBITUEM
npoTecTHoM 3umbl 2011-2012 ropos ctana
cepust NepdOPMAHCOB/NAHK-KOHLEPTOB B
OBLLECTBEHHbIX MPOCTPAHCTBAX FPYMMbl
Pussy Riot.

MNosBneHne SpKOM MEXXKAHPOBOM XEH-
CKOM QPT-rPyMMbl CPA3Y BbI3BANO GONbLIOM
MHTepec brorocdepsl, XyAOXECTBEH-
HOrO, OKTUBMCTCKOTO M (hEMMHMCTCKOTO
coobLecTB, U MOCNEfoBaBLLYI0 BypHYIO
M MPOTUBOPEUMBYIO peakumio. B obuien

cnoxHocTn rpynna Pussy Riot nposena
5 nepdOPMAHCOB, OAMH M3 KOTOPLIX Bbin
OCYLLECTBNIEH HA KPbille CMEeLnpUEMHU-
Ka, roe COmepXanucb 3aAePXAHHbIEe Ha
MUTMHIax npoTecTtylowme. [locnenHss
QKUMSI, MPUYPOYEHHASs K BIBOpam npesu-
NEeHTA, — NaHK-MonebeH «boropoamnua, My-
TMHA NporoHul» —npowna B xpame Xpucta
Crnacutens 1 npueena k cyneGHomy pas-
BupatenbcTey. [1oAO3peBAEMBIX y4aCT-
HULL TPYNMbl OPECTOBANM U MPEAbSBUNU
oBBUHEHME B XYNUTOHCTBE, KAPAIOLEECs
CeMblo rofamu nuiieHus csobopbl. Mo-
cne apecta cran obuienssecteH 1 GakT
MPMYACTHOCTU AKTMBMCTOK K MOCKOBCKOWM
dbpakummn rpynnel «BomMHa», ubM MeTOMbI
Pussy Riot paamkanusuposano u goseno
no npeaena.

ApT-kpuTHK Anekcangpa HosoxeHosa B
cTatbe «JleyeHne uctepuen» nuwert: «Ak-
LMOHM3M He CyLLecTsyeT B BMAE KAKoro-
TO OTFPOHWMYEHHOTO BO BPEMEHM «CTUMS»,
3BOJIOLMIO KOTOPOFO MOXHO MPOCNEAMTE.
HanpoTtue, oH BO3HMKaET CNopaaMyecku B
PQ3HbIX BDEMEHHbIX TOYKAX M BCEMAA B CBO-
€W AMKOM HEeYMECTHOCTM — a Bbl CMbILLANM
06 YMECTHbIX AKUMSX2 — MOBTOPSET CaM

MpoekT XXUP & noart ranepes. «Party Riot Bus»,
2012.
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cebs. Ero npuembl NpakTHYeckn He pa3Bu-
BAIOTCA. M rOBOPUTL O TANAHTIMBOCTM MK
6eCTanaHHOCTM OaKLUMM HE NPUXOOMTCS.
EnMHCTBEHHOE, YTO He MoBTOPSETCsH, 3TO
KOHKPETHble MCTopUYeckue obCTosTeNb-
CTBO, B KOTOPHIX AKUMM npoucxopsT. M
ecnu yx Tpebyetcs «copepXaHue McKyc-
CTBA», KOTOPOE MOANEXMUT AHANU3Y — TO
3TO OHO. DTM OBCTOATENLCTBA, TOYHOCTb
NONOAAHMS AKLMK B CaMyIO GONesHEHHYIo
TOYKY MEepeceyeHus MONMTMYECKOro Bpe-
MEHM 1 MONUTMYECKOTO MPOCTPAHCTBA M
€CTb TO, YTO MOXHO 06y X AATb»E.

OpHAKO MOMMMO MONUTMYECKOTO COREp-
XaHMs, akuum Pussy Riot mmeroT cunbHen-
Wylo BM3yanbHylo cocTasnsiouyio. [lo
CNOBAM  APT-KPUTMKA  AHHbI  TONCTOBOW,
«OHM — BNACTUTENbHMLbI AyM, AABLUKE TO-
noc u uset 6esrnacHomy u GecupeTHOMy
npotecTy «6enoro ABuxeHs». MMeHHO
AEBYLIKM B PA3HOLBETHbIX 6ANAKMNABKAX,
BpoLUeHHbIE 30 peLleTKy, CTONM CMMBO-
NUYECKOM penpeseHTaUmnen MSTEXHOM
ny TMHCKoM Poccuu®.

Akums-monebeH rpynnsl He ocTaBuna
POBHOAYLIHbIM MPAKTUYECKM HUKOTO. AK-
TMBMCTKM BCKPbINM 3aCTapensiit abcuecc
B3AMMOOTHOLLEHMM  KOPPYMMUPOBAHHOM
LEPKBM M GBTOPUTAPHOM BNACTM M CTAMM
KOTANM3ATOPOM CTONKHOBEHMS POAAMKATb-
HOrO MCKYCCTBA M (PALLMCTBYIOLLETO NCEB-
AOMNPOBOCNABHOTO COOBLLECTBA, NPUHSB
OroHb Ha cebs.

Ha doHe 3TMX NpoLEeccoB apT-aKTUBMCT
DOennc MycTadmH 3amycTn AORrocpou-
HbIM NPOEKT «XyAOXHMKM NPOTHB roCyaap-
CTBA, KOTOPEIM ByAeT COCTOATL U3 Cepum
cynebHbiX Pa3bMPATENLCTE C NEepPBbIMM
AMLAMM, NPEACTABNSIOWMMM FTOCYAAPCTBO
M BNACTb, M ACCOLMMPYIOLLIMXCS C BNIACTHIO,
TOKMM OBPA30OM, 3TOT XecT sBnsietcs ab-
COMIOTHO CMMMETPUYHBIM PENPECCUBHOM
rocynapcTBEHHOM MdliMHE. MycTadbuH
rOBOPUT O TOM, YTO «CPALUMBAHME TOCY-
ACQPCTBA M LEPKBU MPUBENO K TOMY, YTO
PML ctana ewe opHMM penpeccuBHbIM
opyanem 6opb6bl cO CBOBOAHBIMM U MHA-
KOMBICTISILLMMM MIOABMM U UX HE3ABMCHUMBI-
MU obbeamHeHuamu. PrL, npespaTMnach B
nabopatopuio Ans TECTUPOBAHMS obule-
CTBEHHO BAXHbIX BOMPOCOB, KACIOLMXCS

orpaHuyeHus npas u ceobop niogen, ux
CAMOBLIPAXEHMS» L,

Pussy Riot cnposoumposana 6ecnpeue-
AEHTHOe AN XYOOXECTBEHHOro Npoek-
T4 KOMMYECTBO ny6n|4Kc1u,m?1, OMCKYCCHHM,
Tene- U PaaMo3bUPOB, MEXAYHAPOMHbIX
QKUMI B TOAAEPXKY M MPOTUB rpynnbl. AK-
uMs NPOBENa YeTKWit BOQOPA3aen mMexay
TEMM, KTO NOAAEPXAN XYAOXHUL, 1 TEMM,
KTO BCNed 34 BNACTbIO MX ocyaun. 3TOT
PACKON MPOoM3oLeNn HEe TOMbKO BHYTPM
XY[OXECTBEHHOTO  COObLIeCcTBa, HO M
BHYTPM POCCMIACKOTO OBLLECTBA B LIENOM.
MocnencTsus, KOTOPLIE NOPOAMNA AKLMS,
HOM elle NPeacToMT OueHMTb. MoxHO ¢
YBEPEHHOCTBIO CKA3ATh, YTO XYOAOXHULAM
YAQNOCh OCYLIECTBUTL MEUYTY ABAHrapam-
CTOB BCEX BPEMEH W HAPOdOB M MPEeoao-
neTb rPAHb MEXAY MCKYCCTBOM M XM3HbIO.

B maHHOM crnyyae XymoXHWK He npocTo
CTQHOBMTCS MPEABECTHMKOM M  KATAmM-
30TOPOM OBLLeCTBEHHBIX Npouleccos. OH
BLICTYMAET B PONU repos, BbIXOASLIEro
HO YNWLLY OAMH HO OfMH NPOTUB CUCTEMbI
M npuHocsuiero cebs B XepTBy, XepTay
AONrOCPOYHBIM COLMANBHBIM MPeobpaso-
BOHMSAM, OCHOBY [NA KOTOPbIX OH 30KNA-
AbIBAET CBOMM XYOAOXECTBEHHbIM XECTOM,
HAMNPOBMEHHLIM HA M3MeHeHWe obule-
CTBEHHBIX OTHOLLIEHM U MEXOHU3MOB.

LleHa 3TOM XepTBbl HO MOMEHT Hamnuca-
HUS ACGHHOM CTATbM OCTAETCH OTKPLITOM.
Takke, KaK U OCTAeTCsH OTKPbLITHIM BOMNPOC
OTHOLLEHMI XYAOXECTBEHHbLIX NPAKTUK M
COLMANBHO-MOMNMTUYECKOrO  aKTUBM3MO,
KOTOpbIE ABCTPUItCKMI dunocod fepansp
PayHur onmcan cneayiolmm o6pasom: «M3
Pa3nMyHbLIX UCTOpUYECcKknx hopm Yepeno-
BAHMS U COCYLLECTBOBAHMS, NOAYUHEHMS U
AOMMHMPOBAHMS UCKYCCTBA U PEBOMIOLMM
BO3HMKQIOT HAMOXEHMSs, B KOTOPbIX 30HbI
COCeACTBA XYAOXECTBEHHbIX U PEBOMIOLM-
OHHBIX MALLIMH HAMNACTOBLIBAKOTCA APYT HA
ApYra v Apyr B APyra BXoasT»!L.
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AXTuBaTOpPH

Apcexunin Ceprees

DTOT TEKCT NEePEnmCHIBAETCS YXE B BOCh-
MO Pa3, s 3AKAHYMBAIO €70 B KOHLEe des-
pans 2012 ropa, yeThipe mecsua nocne
COBbITHS, KOTOPOMY OH MOCBALLEH. Toraa
uaes NoKa3aTk TO, YTO AeNAeTcs Ans ynu-
Ubl B HEMTPANbHbLIX MPOCTPAHCTBAX Bbl-
CTOBOYHBIX 3ANIOB, KA3ANACH M 3AHATHOM, M
cnopHoi. He notepsitot nu cuny, ByayT nu
BOCMPUHMMATLCSH AAEKBATHO PABOTI, CO3-
ACHHbIE ANS OBLIECTBEHHBIX MPOCTPAHCTB
1 oBpalleHHble OTHIOAL HE K MoBUTENsM
QAKTYQrnbHOFO UCKYCCTBA?

Ycnex 3KCnosuLmMM MOKA3an, Y4TO BOMPOC
HE MMen CMbICNA, O AKTYArNbHOCTb BbICTAB-
KM MMeeT Kyna Gonee paneko waylime
NOCMEACTBMS, HEXENMU TONLKO PUKCUPO-
BOHWE OYEBUAHO MHTEPECHOTO ABMEHMS
OKTYANbHOTO MCKYCCTBA. Moe NoHWMMaHWe
3HauyeHus ectveans MepuaYoap Me-
HANOCh C PA3BMTMEM MONMMUTUYECKMX NPO-
LIECCOB B CTPAHE, KOTOPbIE NOCNENoBANM
3a ero 3akpsituem. C aekabps 2011 ropa
CABMIM B MONMUTUYECKOM XM3HK Poccum Ha-
Yanu TpeBoBaTL BHECEHMS BCE HOBbIX U HO-
BbIX KOPPEKTMPOBOK B 3Ty CTATbIO. CMbICT
M 3HOYEHME 3TUX COBLITUI MOATBEPX ACMM
MOM NPEANONOXEHMs, KOTOphIE i OCTAB-

nAn Ans BbLIBOAOB B KOHLE 3TOro TekcTa.
BbiBOABI 3TM — O PONM COBPEMEHHOTO MUC-
KYCCTBO M OKTYQMbHbIX XYAOXHHUKOB B CO-
BPEMEHHOM OBLLECTBE — HEOXMAAHHO As
MEHsI OKA3AMMCb AOBOMLHO MAMOCHOrO
csomcTea. Ho 060 Bcem No nopsiaky.

B 2002 romy Ha decTvBane ronnaHa-
CKOTO  He3aBMCMMOro Mckycctsa «Dutch
Punch» B EkatepuHbypre, Ha KOTOPOM Mbl
¢ Hawunen Annaxsepomesoi npopalocu-
poBanM MPOeKThl ANsi FOPOACKOM cpefbl
M3  POCCMICKO-TONMNAHACKOrO  MNPOEKTA
«debatbl 1 KpeanTbi»,! BbiNa OAHA 3aMe-
yarenbHas paGorta. «AkTeaTtop» Jleo Bax
MoHcTepa — 3TO MeTannMUuYeckmi LMK
3M0BELLErO BMAA, KOTOPLIM HOM YAANOCh
YCTQHOBWTB Y 3CKANATOPA B METPO. Besikumit
pa3, KOrAd OYepPenHoM NACCAXMP CXOAMN
C 3CKANATOPA, B SiLUMKE CPABATHIBANM CEH-
COpbl, U OH BPABYPHO MPOMIPLIBAN OYe-
PEAHYIO My3bIKANbHYIO PPa3y U3 POCCHM-
CKOrO TMMHA. OBBEKT STOT BbI3LIBAM LIEMYIO
raMMY SMOLIMI y MPOXOXMX — OT UCMYra 10
POAOCTHOM YrbIBKM. MAKCUMA O «BRACTM
HOpOAG» OBPeEna BM3yansHOE BOMMOLLE-
HME: 3CKANaTop B HAMPAXEHHOM none
apT-06bEKTA CTAN TPAMOM At MHOFOYMC-

BukTopus Jlomacko. XpoHMKA CONPOTUBNEHMS,
2011
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NEHHbIX «MEePBLIX NULp. MpumeuaTensHo,
YTO Cepbe3aHbIe BOMPOCH B 3To paboTe —o
MIMYHOCTH U TOCYAAPCTBE, LEHHOCTU MHOM-
BMIY yMQ, OTHOCMTENBHOCTM POPMANM30-
BOHHbIX CTATYCOB M PUTYQNOB, W, IMABHOE,
06 OTBETCTBEHHOCTM — MOOHMMANMCL B
OCTPOYMHO/  IOMOPMCTUUYECKOM  OpMeE.
MepnuanHcTannaums gemMoHCTpMpoBanacs
B PEAnbHOMMPOCTPAHCTBE M BIOMHE aAeK-
BATHO BOCMPMHMMANACE OBBIYHBIMU FOPO-
XAHOMM, HUKAK HE FOTOBbIMM K BCTPEYE C
COBPEMEHHBIM OKTYANbHBIM MCKYCCTBOM.
Toraa s oTMETUN Ans cebs noTeHuMan npo-
€KTOB, OPUEHTUPOBAHHBIX HO OBLLIECTBEH-
Hble NPOCTPAHCTRA. TpaHchopmmpys no-
BCEAHEBHOCTb, BUAOMU3MEHSA CPEMY, TAKME
PABOTLI BAMSIIOT HO HACTPOEHME MIoAEN M
TEM CAMBIM MHCTIUPUPYIOT-MHULIMMPYIOT, a
TO M HAMPAMYIO YHYACTBYIOT B M3MEHEHMSIX
0bLEeCcTBEHHOM XM3HU. «AKTMBATOP» CTAN
Aans meHs metacdopoir, obosHayalolen
XYAOXHWKOB, KOTOPbIE MHE MHTEPECHSI, 1
TEPMUHOM [N NPOM3BEAEHUH, C KOTOPbI-
MU 51 xoTen 66l paboTaTs kak KypaTop.

XYAOXHMKM-OKTUBATOPLI  HAMArHMYMBA-
10T CMTyaLuMio, MOJAIOT NpUMEpP noBefe-
HUSI; NPOMU3BENEHMS-AKTUBATOPbI MEHSIOT
HALLY XM3Hb. MamMeHeHus B obLiecTse Ha-
YMHAIOTCS C U3MEHEHUIt B KynkType. U Te-
nepb 5 TOYHO 3HAIO MOMEHT, KOFAA YXe He
Yaemoe, rpaxAaHCKoe O6LIEeCTBO HaYano
KPMUCTANMM30BATLCS M3 ATOMAPHBIX NPO-
TECTHBIX HACTPOEHMI «HA Ky XHE». YBEpEH,
«Mapum HecornacHeix» u akuumn «Crpate-
rn 31» MANO NOBMAMSNM HA €r0 CTAHOBNE-
HUE; IMABHOE CBOMCTBO BCEX 3TUX MHMLIMA-
TMB — NopaxeHyeckas dhakTypa. Heycnex
HE MOXET BAOXHOBUTL. HeacbdekTMBHOCTL
AKUMI «<HECMCTEMHOM OMMO3MLIMM» CKPLITA
KOK pa3 B MX BM3yanbHOM y6orocti. Kak
BEPHO 3ameTin JHapio boip: «<Heodopm-
MEHHbIM NPOTECT BHIMSAAMT OTTANKMBAIO-
Le — 3TO MPOCTO rPYMNaA YrPIOMbIX M SBHO
ArpeccMBHO HACTPOEHHLIX miofei». MMo-
CKOMbKY MPUYMHA, MO KOTOPOM 3TH Mioau
cobpanuce BMECTe, HE BMAHA, MX arpec-
CHst HEMOHSATHA, HEOBOCHOBAHHA M MOXET
GbITb  MHTEPNPETMPOBAHA  KAK  YrOAHO.
Mo3ToMy M XecTkas peakuus BRAcTen
BLITMAAENA BMOMHE ONPUBAAHHOM U BCeT-
AC nonyyand MNOAAEPXKY MONMYAnMBO-
ro 6onbWKUHCTBA: BOMbLIOE KOMMYECTBO
PACCEePXEHHbIX TIOAeH HACTOPAXMBAET

u nyraet o6eisateneit. OpHOBpEMEHHO
«CYPKOBCKAS MPONAraHAa» Aonroe Bpems
onepexana 1 NepeqrpsIBana onnosuumio
MMEHHO MOTOMY, YTO PYKOBOAMTENU «MO-
NOAEXHbLIX NPOKPEMNEBCKMX» OPraHu3a-
UMt MOHMMAnNK c1ny o6pasos. «HawwmucTe»
BCErAQ BU3YANM3MPOBANM NPOABUIAEMbIe
upewn: yHutas ans kHur CoOpokMHa, ycTa-
HOBNEHHBIM HanpoTtMe Bonslioro Teartpa;
MYINSXM FONOB OMMO3ULMOHHbIX NONUTUKOB
(KOTOPbIM «TYy T He papbi»), HACAXEHHbIE HO
KOnNbsi; MOPOCEHOK, HA3BAHHLIM MMEHEM
3CTOHCKOrO MPE3UAEHTA; aHTUMKOPPYMNLUM-
OHHas akuus «bensie papTyku» U T.0.

Korpa xe rpaxaaHckoe obLiecTso cTano
0Co3HaBATL ceba TakosbimM? OTBET: Mo-
Cne 3HAMEHMTOM aKuum rpynnbl «BoiHa»
«Xy# Ha JiuTeitHom» («Xyit B nneHy y @Cb).
BMPTYO3HO BLINOMHEHHAS LY TKA, MCMOMb-
3yIOLAsA KMHEMATUKY PA3BOJHOTO MOCTQ,
6narofaps  COUMANbHLIM ~ CETAM  MIHO-
BEHHO CTANA KYNTYPHBIM AOCTOSIHUEM.
MunnmoHsl nepenocTos M KOMMEHTAPUEB
NPEBPATUNU TMIAHTCKMIA PUCYHOK, 3CTETH-
yeckun 6nuskuin kK 3a6opHoM noxablumHe,
B MKOHMYECKMI 06pa3, OBbemMHsIoLMi
niofen. «Bbi3biBAIOLLAS BBIXOAKA» XYAOX-
HMKOB MOKA3ANA TOHAMBHOCTb, AMCKYPC
6ynOyLUMX NPOTECTOB M, KOHEYHO, MPUMEP.
Ecnu Heckonbko 4enosek MOryT ycrei-
HO cenaTtb NyGnuuHbLIM CBOE OTHOLLEHME
K BNACTSIM, YErO MOTYT AOBMTLCA ThiCSuM
niofen, BbIMaA HA YNuUy C BHATHO oqaopM-
NEHHBLIMM (BM3YANM3MPOBAHHLIMM) TpeBo-
BAHMAMMZ BaxHble kayecTsa «Xys Ha Jlu-
TeMHOM» — MPOCTOTA, OCTPOYMHAS UIPa C
KOHTEKCTaMM, obpalleHme K ckomopolle-
CKOM TPAAMLMM IOMOPA TEMNECHOTO HM3A.
Cmex ropaspo addektisHelt Tpebosa-
HUI, OCOBEHHO KOrAaa Ha TpeboBaHMs He
06pPALLAIOT BHUMAHMS, — €70 HEBO3MOXHO
caepxatb. CMex 3anyckaeT UerHylo pe-
AKLMIO PA3PYLLEHWS 3BEPCKM CEPbe3HOM
penyTauum BNACTU, HO MABHOE, OH KOHA-
NU3NPYyeT SHepPruio KoHpoHTaumu. Ecnu
BNOCTb IEPXKMTCS HA CTPAXE, KOHDPOHTA-
UMs TONBKO YKPEnnseT ee, CMEeX Xe PyLuT
aBTOPUTET (DATANBHO — HEMb3s MOBUHO-
BATLCS TOMY, KOTO Thl HE BOCMPUHMMAELLb
Bcepbe3. CMex nMwaeT BnacTb cuibl. Bax-
HO TOKXE, YTO 3TOT MOLLHEMLIMI yaap no
cBOEW penyTauuu, BNACTb HE MOTNA HM
NpPenoTBPATUTE, HU OTOUTL — Yy HEE AN 3TO-

o HET UHCTPYMEHTOB, OHO HE B COCTOSHMM
rOBOPUTH HA 3TOM si3bike. [103ToMy pabota
rpynnel «BoiHa» He Tonbko KATANM3Mpo-
BANA O6bEeAMHEHME «CETEBbIX XOMAYKOB» B
rpaxpaHckoe obllecTso, HO M nokasana
meTofbl OPOPMNEHUs MPOTeCcToB HA bo-
noTHoM nnowaam 1 npocnekte Caxaposa
1 APYr1X OMMNO3MLMOHHbIX MHULMATHMB.

TPAXAGHCKOE CAMOCO3HAHME «paccep-
XEHHBIX TOPOXAaH», 6e3ycnosHo, dop-
MMpOBANOCH MOA  BAMSHMEM [PYroro
BM3YQNbHO YCMELIHOTO MACCOBOTO MpOo-
TecTa — apmxkeHns «CuHUx Beaepok». 3T
canbLuMBLIE MUrANKK M3 AETCKMX MNACTU-
KOBBIX BEAEPOK HA KPbILLIAX ABTOMOGMMEN
B MOCKOBCKMX NPOBKAX, 3HAK EXEAHEBHO
BLICKQ3bIBOEMOrO MPE3PEHUS K MEPBbIM
MIMLOM CTPAHBI, KOTOPbIE M NPSMO, M KOC-
BEHHO HECYT OTBETCTBEHHOCTb 3l 3TY KOH-
CTAHTY XW3HU B FOPOACX-MMUIMOHHUKAX.
Coobuiectso «CuHUX Beaepok» acemep-
HO, HO MHOTOUYUCIIEHHO: YX€e OKOMO fBYX
neT MHOrME ABTOMOBMNUCTBI BO3ST C CO-
60/t UrpyLIeyHbIE CMHUE BEAEPKM M YCTa-
HABMMBAIOT MX BCAKMIM PA3, KOFAA CTOAT B
npo6Kax, NPOMycKas OYepPenHOM KOPTEeX.

MpoTecTytowme Ha bonotHoM nnowaam 1
npocnekte Caxaposa NOPOAMM NMPUHLM-
NUANLHO HOBLIM MeTOR 0chopMMEeHUs NPo-
TECTOB, O POCCUIACKASA NOMMUTUYECKAS KYTb-
Typa nonyuuna hbeHOMEHAMbHYIO BOMHY
OCTPOYMHOTO BM3YQNbHOMO M TEKCTOBOTO
TBOPYECTBA KAK MpodeccuoHanos (cpeam
OBTOPOB MPOTECTHLIX NNAKATOB — U3BECT-
Hble XYOOXHWKM U AM3AMHEPS!, CTYAeHTbI
«bputaHkm» 1 «Monurpadar), Tak 1 npo-
cTeix  obbiBaTenei. TaKoro KomuyecTsa
BM3YQANbHOrO W TEKCTOBOrO KPEaTWBA
OHOMOMEHTHO HE BMAENM elle HWMKOrAa
B Poccun. STndeckne pasHornacus ¢ Bna-
CTbiO TPAHCPOPMMPOBANMCL B ICTETUYE-
CKM BM3yanbHO ocbopmneHHblie Tpebora-
HU1S — OT HUX YK€ HE OTMOXHELLLCS.

MapannensHo CTANO BMAHO, YTO BNACTbL
HEe BbIAEPXMBAET KPEATUBHOM KOHKYPEH-
umMm ¢ npotecTyiowmmu. CnabocTs BNACTy
CTANA BUAHA: BCE OTBETHbIE XOAbI NULLL 30
MMCTBOBAHME M MACLUTABUPOBAHME HAXO-
AOK XYAOXHWKOB-AKTMBUCTOB. Beck «kpe-
atmBHeI TanaHt CypkoBa» Ha MOBEPKY
okasancs He Bonee Yem «CMenoit» anpo-

npuaumen HapaboToK apT-aKTUBMUCTOB
U 30MELUMBAHUM U3 HMX re66enbCoBCKmx
KokTennen, Tmna snocyactHoro My TuHio-
reHaa (aBuxeHne «Hawwm»). bapabarHas
akumnsa B noaaepxky EaPa Ha napnameHT-
ckux BblBOpax — pennuka «Hawmctos»
C OpWrMHANLHOM akumu ¢ BapabaHamu
«AKM-JlennHrpan» B nogaepxky onno-
3uumm. AsTonpober B noaaepxky MyTuHa
— BCero nuwsb konms benoro konsua on-
nosuumn. bpocaertcs B rmasa M yHudbuka-
umMs, KPEaTUBHAS CePOCTb M KA3EHHOCTb
ODOPMNEHNST MUTUHTA Ha TOKNOHHOM
rope M Apyrux nopaoGHbLIX MPOKpemnes-
CKMX QKLMM MO BCEM CTPAHE.

BosBpaluasce k hecTmBanio, NOHUMAELLb,
YTO OH OKA3ANCH OYEHb KCTATM — HOKAHY-
HE LIMPOKOMACLUTAGHEIX 3noynoTpebre-
HWM BNACTEN B XoAe BbI60pOB MegnaYoap
CTan PO3BEPHYTLIM HAMMAOHBIM NOCOBM-
€M, MACTEP-KNACCOM BM3YONbHOTO Bbl-
POXEHUs MPOTECTA AN «PACCEPXEHHbIX
rOpOXaH». YNnLa yxe He «kopumtcs bes-
a3bikas» (B. MasikoBckui); Tenepb ynuua
rOBOPMT YETKO, CHO, OBPA3HO.

OpHAKO BO3MOXHOCTH XYAOXECTBEHHOTO
OKTMBM3MA LWIMPE, YeM MPOcTo dddek-
TMBHBI MHCTPYMEHTAPMI  MOMMUTUYECKMX
MPOTECTOB:  «OKTUBATOPbLI» MOKA3LIBAIOT
COBCEM [IPYroe OTHOLIEHWE K MPOCTPAH-
CTBY, OKPYXQIOLIEMy IIOAEN. XyHOXHMK
BLIXO[MT HO YIIMLY HE TOMbKO MO MOMMUTH-
4EeCKMM MOTMBOM. Bmecto TtpeBoBaHmit
NepeycTpOMCTBA OH CAM, HMKOTO He Crpa-
WKBAS, MNEPEYCTPAMBAET OKPYXAIOLLYIO
€10 PeanbHOCTb, M 3TO MPUHOCKT rOPA3a0
Gorblie yAOBNETBOPEHUs. MIMEHHO 3TO
aemxeT Kupunnom Kro, korma OH «KOH-
LenTyanbHO» 3aKPALWMBAET T3ru rpad-
utumnkos (cepust «BUFF») unu Gopertcs 3a
6€30MacHOCTb TOPOACKUX MPOCTPAHCTB,
nomeuas ONACHO TOPYALLYIO U3 CTEH ap-
marypy (npoekT «Topumnt). Amutpuit Byn-
HBIMMH ieN0eT CBOM «YTyULeHUs Ha Paio-
HE», TBOPYECKM AOPABATLIBAS HABUIALMIO
M PEKNIaMy MO MAPLUIPYTY OT CBOErO AOMA
[0 METPO B NEpPBYIO ovepeb Ans cebs u
csoux apyaen. MNawa 183 papwut ceoi ciop-
PEANMCTUYECKMI CIOPMPK3 BCEM, KTO XM-
BET B OKPYyre €ro MacTepckon, npeobpa-
XAt POHAPHBIN CTONG B Ay KKY FUIAHTCKMX
OYKOB, «MPOTASBLLMX» HQ CBEXEBbIMNABLIEM
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cHere. MoHymeHTanbHble obpatueHms Tn-
modbesi Pagu k ropoxaHam ¢ bunboppos
M cTeH AoMoB («CeroaHs XOpoLLIMit feHby,
«Mbl Monogbl», «CoBepucb») — BU3yanusa-
UM MX roniocoB. MOCKOBCKMM XYOOXHWUK
Make penocet BenocunepHsie [OPOXKM
M MOPLIPYTbl, OO YEro HWUKAK HEe MOryT
AOWTU PYKM MOCKOBCKMX MyHMLMMNANMUTE-
TOB. AKTUBUCTCKME MPOEKTbI MEHSIOT TOY-
KY 3PEHMS HO FOPOACKYIO LMBUIM3ALMIO,
KoTopas nocne Tpareamn 11 ceHTs6ps
OKQO3bIBAETCA XPYMKOM, YA3BMMOM M Tpe-
ByeT GEpPEXHOrO 1 BHUMATENBHOTO OTHO-
weHms. Takon oHa npeacTtaeT B «<MocTy-
HO-KOCTSLUKOX-AOMMHO» Tumodes Papu.
XYOOXHUKM MBITAIOTCH BAMATL M HA COAMO-
CO3HAHWE FOPOXAHUHA OTHOCUTENBHO Ero
BO3MOXHOCTEN — TONbKO HOPWMCOBAHHbIE
«[lsepu» Onbri 30BCKOM HEMb3s OTKPLITL
B NpUHUMNE.

UTaK, BHIXOAS B OTKPLITYIO TFOPOACKYIO
cpeny, XYAOXHMKM-OKTUBUCTLI CO3AAIOT
«MNPOM3BEAEHMA-AKTUBATOPLI»  U3MEHE-
HU1. OTCIOAA M CUNa, KOTOPYIO OHKM OBpe-
TAIOT, M OTBETCTBEHHOCTL 30 BbICKA3bIBA-
HME, KOTOPAs OBTOMATMYECKM HACTynaeT
B MPOCTPAHCTBAX, «MPUBATU3MPOBAHHLIX

BCEMM», MPMUHAANEXALLMM FTOPOACKHUM CO-
OGLI.LeCTBCIM. «MHOroe Mbl MOXeM caenaTtb

COMM, HE OXMAAsS PA3PELLEHMS UMM OfO-
BpeHHusi BNACTEM», — TOBOPAT XyHAOXHUKM-
QKTMBMCTBI CBOMMM PABGOTAMM HQO ynmLAX
ropopos. Tenepb OHM POPMMPYIOT MOHHK-
MOHME FOPOACKOM CPEeAbl, PACCTABNSIOT
SMOLMOHAbHBIE  AKLEHTbI,  HAMOMHSIOT
06LiEeCTBEHHbIE MPOCTPAHCTBA CMBICA-
MM, cnocobceTBys B uTOore pocTy «oblie-
CTBEHHOM COBCTBEHHOCTHY.

Y XYAOXHWKOB TENepb HOBAS POfb — «CO-
LMAnbHbLIM 3KCNEpPT» — U FPex OT Hee OTKa-
3bIBATHCA. MHOMUM XYROXHUKOM NpuaeTcs
MHOroe nepecmatpueate. B Byayuiee
BO3bMYT HE BCeX. HO y XyAOXHMKA ecCTb
HacToswee — ropoAa, 3T OFPOMHbIE Ma-
cTepckue, rae PaboTbl XBATUT BCEM, M 3TA
pPaboTa BAXHEE MEPCOHANLHOM KAPbEPSI
M KOMMePYeCKoro ycnexa ¢ Myseeduka-
uMei B KoHLe. 3Ta HOBAS POIb MCKYCCTBA
NOPOXAAET BOMPOCH, HA KOTOpbiE He
NPOCTO HAMTH OTBET.

Kakos Teneps ctatyc npousseneHus uc-
KyccTea? Kakosbl Tenepb CTATyChl My3ses
n ranepen? Kakoea Tenepb ponb apT-

BukTtopusa Jlomacko. XpoHuka conpotueneHus,
2011

peiHKa? YTo genaTte C cucTemon 3sesn?
Kak  duHaHcHposaTe  obluiecTseHHO-
MONEe3HYI0 AESATENBHOCTL XYAOXHMKOB TAK,
4TOBbI OHO HE MOTEPSNA CBOEM CUMbl U HE
¢opmanusosanacs, He NPeBpPATUNACL B
ouepenHoM TpeHa?

Oymato, pelieHus ByayT HaiOeHsl, ecnu
BCE Mbl MOCTOSIHHO Oyaem 30AABATH MMAB-
Hble BOMPOChI:

- [Ins koro v Ans 4yero Aenaetcs UCKyc-
CTBO?

- Komy appecoBaHo nocnaHue XynoxXH!-
Ka?

NPUMEYAHUA

1 «[ebatbl M KPEAMTbI»: MEAMAMCKYCCTBO B My-
6nmuromn cdepe. Kypatopsi: dpuk Knytenbepr
u TatbsHa lopiodesa (EkatepuHBypr, Mocksa,
AmcTeppam. 2002).
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XyXoXHUK, ABTOHOMMSA M PEeBOJVUUSA

OkcaHa CapKHUCsH

CeroaHsi Ha oOHE LUIMPOKOMACLITABHO-
ro MPOTECTHOrO MABMXEHMs, BblBEALIEro
B AeKkabpe COTHM ThICAY MIOAEN HA YNMLibl
Mocksbl, Mutepa 1 apyrmMx ropoaos, co-
BEPLUIEHHO HE3HAYMTEMNbHBLIM KAXETCH CO-
GbITHE, KOTOPOE CTANO OAHMM M3 MEPBbIX
AekabpbCkMx NpoTecTos. B Hem ydyacTso-
BANM OKOMO MATMAECATM XYMOXHMKOB-
QGKTMBMCTOB. 1 AOCTATOYHO LUMPOKO MoO-
HUMAIO TEPMMH «XYOOXHMUK»: HANPUMEP,
Kupunn Mensenes, ooMH M3 MABHBIX re-
POEB 3TOro WeCTBMS — NO3T, APYroi y4acT-
HMK — XYAOXHMK M MONUTUYECKMIt OKTUBUCT
Mnbs ByapanTtckmc. TakXe B LECTBMU Npu-
HAMKU Y4ACTME XYOOXECTBEHHbLIE KPUTHKM,
XYAOXHMKM M XYOOXHMUbI, PABGOTHMKM
XYAOXECTBEHHBIX MHCTUTYLUMIA U UX ApY-
3bsi. Bcex 51, KOHEUYHO, He 3HaI, HO, Ge3
COMHEHMS, BCE 3TO APT-TYCOBKA, TE€ COMbIE
XYAOXECTBEHHbIE AKTUBUCTHI, KOTOpPbIE
30sBASIOT CeBs KOK HOBOE MOKOMEHWE U
AEenaioT CEerofHs Morofpy HA MOCKOBCKOM
apT-cueHe.

®otorpadum HenpPOAOMKMTENLHOO Le-
cteus noseunmce B CetM HakaHyHe mac-
coBbix npotectoB. Ha Hux dotorpad
Uropb TMOArOpHbIA BECbMA YCNEWHO (Ha

MOW MCKYCCTBOBEAYECKMIN BIMAA) CO3AAET
POMOHTUYECKMI 0BPA3 PEBONIOLMOHEPA
B KIIOCCMYECKOM €ro M3Boae. POMAHTH-
YECKMI OyX PEBOMIOLMM — BOT MCTMHHOE
copepxaHue 3Tux dotorpadmit. Mopsis,
npoTecT, KnyBbl APKOrO AbIMA, AMHOMMY-
HOE [BMXEHME, MPAKTMYECKM MOMET HA
KPbIbSIX, KOTOPbIMWA CTOHOBMTCS NIO3YHF
«Bac Haebanu» (3TOT crioraH Toxe Bbi-
OEPXaH B flyXe HEMELKOrO POMAHTM3MA:
PU304APOBAHME, OMMO3ULMOHHOCTL — BCE
TyT). MoxHO 6bino 6bl M AaANbLIE NPORON-
XATb MEPEYNCnsTb KAHOHMYECKME YEPTbI
POMOHTUYECKOTO  CTMMs,  COMOCTOBMT,
Hanpumep, dotorpaduu MogropHoro wm
KapTmHy po «HanoneoH Ha Apkonons-
CKOM MOCTY». B NOfOBHOM CPABHEHMM HA
ypOBHE CTURs yTBEPXAANHK Gbl ceba Ka-
HOH, MPEEMCTBEHHOCTb TPAAMLMM U CUNa
OBTOHOMMM UCKYCCTBA, KOTOPbIE, MPEHEe-
Bperas sBHOM MPOTMBOMOMNOXHOCTbIO CO-
LMOMBLHOTO M MOMMUTUYECKOrO KOHTEKCTOB
B YYBCTBEHHOM BOCMPMSTUM [BYX TWUMOB
06pa30B repoes ABY X PEBOMIOLMIA, COCPE-
AOTOuMNM Bbl CBOM B3MMAA HO POPMAnbHbIX
aCMeKTax — CTUAMCTMYECKOTO  CXOACTBA
KaptiHbl XIX Beka u dotorpadumn XXI
BeKa. HanoneoH — 3710, KOHEYHO, He M30-

Bnap YvxeHkoB. MMTHHIM B MockBe, 2011,
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BPaXEHME PSNOBOTO reposi PEBOMIOLMM,
HE TAK HO3bIBOEMBIN COBUPATENbHbIA 06-
pas repos (kak B cnydae dotorpacum).
Ha kapTvHe Mpo nepen Hamu obpas nu-
AEpa HAUMM, U B STOM HENPEOMONMMBIN
AMCCOHaHC ¢ doTorpadmyeckoin cepuen
LIECTBMS XY[OXHMKOB-OKTMBMCTOB.

KoHeuyHo, HMKOMY He npupgeT B ronosy
cpaeHMBaTL NopTpeT HanoneoHa c m3o-
BPAXEHUAMU COBPEMEHHBIX OKTUBMCTOB,
OfIHOKO GBTOHOMMS MCKYCCTBA 4QCTO MO-
HMMOETCS MMEHHO B TOKOM pakypce dop-
MansHoro ctuns. M Tak xe, Kak B npuee-
AEHHOM BbILIE CPABHWUTENLHOM QHAMM3E
€CTb HEKOE CKPhITOE NPOTMBOPEUME, TAK U
B MNO3MLIMM XYAOXHMKA-AKTUBMCTA, 3aAEM-
CTBOBQHHOIO B APT-MHAYCTPUM, BKIIOYEH-
HOrO B KAMUTANMCTMYECKOE NPOM3BOACTBO
XYOOXECTBEHHOro NpoAyKTd, U B TO Xe
Bpems obnapaloliero KpUTMYeckoin mno-
3uUMeN K CMCTeMme, TaKXe npucyTcTeyer
BHY TPEHHMI KOHIMKT.

BeposTHO, MHOTME MONAraioT, YTO ABTO-
HOMMSI MCKYCCTBA, BO3HMKLIOS M3 NAPa-
AMIMbI YUCTOTO MCKYCCTBA, OCBOBOXAGET
XYAOXHMKO OT €70 rPAX AAHCKMX YyBCTB 1,
BO3MOXHO, OT BCETO YENOBEYECKOTO, YTO
B CTEPMILHOM YUCTOTE BLICTABOYHBIX MPO-
CTPAHCTB MO3BONSET €My 3AHMMATLCS HE-
KMM yHMBEPCAmbHEIM bopmanmamom. Kak
Bbl CMELLIHO 3TO HE 3BYYAIO, HO XYHOXHMUK
— TOXE YENOBEK, U HUYTO YErOBEYECKOe
€My He 4YyX[O, B TOM YUCNE M MOMUTHKA.
M OH BLIXOAWT M3 BHICTABOYHbLIX 3CIIOB,
e ero BbICKA3LIBAHME OPraHM3OBAHO
B MEPCMEKTMBE BEYHOCTH, HA yNuLYy, rAe
BCE MPOMCXOOMT B KOHKPETMKE BPEMEHM M
PEAnbHOM XM3HW. M XOTH eOmMHCTBEHHOE,
Yero He MOXeT BMECTUTb B cebst Genbiit ky6
(kak BewHOE), TaK 3TO peBoMOLMIO (KAK HA-
CTOALLEE), HO M CTEPMINBHBIE BbICTABOYHbIE
307kl CErOAHS OKA3bIBAIOTCS MONUTU3UPO-
BOHbI M HE SBMAIOTCS OBUTENbLIO MCKIO-
YUTENBHO BLICOKOM 3CTETUKM MCKYCCTBA.
OHO, KOHEYHO, Cyry6o 3nuUTapHOE 3aHs-
TME — XOIMTb HA BLICTABKM M PA3BUpPATLCS
B COBPEMEHHOM MCKYCCTBE, HO BLICTABOM-
Hble 30bl SBASIOTCS YACTBIO MYBMMYHOTO,
o6LenoCTynHOTO NPOCTPAHCTBA, A BCE
ny6nMYHOE TaK MM MHAYE MOMUTU3UPO-
BOHO M HEBO3MOXHO BHE MOMMTUYECKOTO.
CBs13b MEX [y OBTOHOMMEN MCKYCCTBA, HA

KOTOPO# OCHOBAH MPUHLIMI SMUTAPHOCTH,
1 MONUTUKOM HAMHOTO rMy6Xe, Yem npen-
cTasnsioT cebe nocneposatenu [puH-
6epra. CobCTBEHHO, CMNOBOCOYETAHME
«KYNETYPHAS LEHHOCTb» BNEPBbIE NOABMSA-
€TCA B 30KOHOMAATENbHEIX AKTax KOHBEHTA
Benukoit BypxyasHoit pesoniouun. OHa
xXe, paHUy3ckas pPeBoniouus, MNEepBbM
AENOM  HALUMOHANMU3MPYET  KYMLTYPHbIE
LIEHHOCTH, OBBABMAET X NOCTOSHUEM HA-
UMM, oTKpLIBAET JlyBP HQ OCHOBE MPUHLMK-
na BCeobLEero PABEHCTBA: COBEPLIEHHO
6ecrnatHo AnNs MNpefacTaBMTEnei BCex
COCNOBMI1. ABTOHOMMS MCKYCCTBA, BO3HMK-
Was B CPeAe XyHOXHUKOB-POMAHTUKOB
M Nerwias B OCHOBY MOLAEPHMCTCKOM na-
paomMrmMel MCKYCCTBA, MPEAnonaraeT He-
KOTOPYIO  OMMO3MULMOHHOCTE  LIMPOKOMY
COUMANbHOMY KOHTEKCTY, HO BOBCE HE MC-
KnoueHne u3 cdepbl MyBNUMUHOM XKU3HK.
ABTOHOMMS! — 3TO HE TOMbKO MCKYCCTBO ANS
MCKYCCTBA, U3bATUE NPOU3BEASHUS U3 IM-
MUPHUIYECKOM PEANBHOCTU NMOBCEAHEBHOTO
OMbITA (yCNOBUE SCTETUHECKOTO MEPEXM-
BaHWs y AfopHo). OHa Takxe npeano-
NAraeT, Y4To NULIEHUE NMPOU3BEAEHMs CO-
UMAMNbHOM (YHKLMM BOBCE HE MCKMIOYaAET
ero u3 coumarnbHoro nons. Panceep pac-
CMATPUBAET MOHSATUE «QBTOHOMMSI» B CO-
UMArNbHOM KOHTEKCTE KAK YCMOBME MOMK-
TMYecKoro paseHcTed. Kak 1 B nonuTuke,
OBTOHOMMS B MCKYCCTBE MOApPA3yMeBaeT
AMCTAHLMPOBAHHOCTL XYAOXHMKA, OCBO-
6oxaeH1e ero ot NPsAmMoi yHKLMOHAMb-
HOCTM MUCKYCCTBA (HOMPMMEP, PEMPE3EH-
TAUMS BNACTM MNM KAMMTANMCTUYECKOTO
NPOW3BOACTBA), MMEHHO B YCIIOBMUSIX OBTO-
HOMMM (DOPMMPYETCS MPABO XYAOXHMKA
HA MHAMBUOYANBHOE, NIMYHOE BbICKA3bIBA-
HUE, d, CNEefoBATENLHO, M HA BbIPAXEHME
TPAX AAHCKOM MO3MLUMM KK YOACTU MHAMBK-
AYQnbHOCTH XYAOXHMKA.

B cnyyoe  wecTBMsi  XYHOXHWKOB-
QKTMBMCTOB QKLMS SIBMSIETCS MCKYCCTBOM,
M XYOOXHMUK CAM CTQHOBMTCS MPOM3-
BEAEHMEM. AKTMBM3M — EAMHCTBEHHAS
opma 3CTETU3ALMM MOMUTHKM, KOTOPAS
nossonseT uabexaTs cnekynsumit. 3a-
METUM, 4TO OMMCAHHOE BbILLE LIECTBME
QPT-OKTMBUCTOB HO MIHOBEHME CHENANo
peansHeiM BooBpaxaemoe. OHo, 6Gesy-
CINOBHO, BriMXe K HEMELIKOMY POMAHTU3MY,
BO3HMKLIEMY HO BOMHE PA30YAPOBAHMS

peBoniouMen, Hexenu k nobenoHOCHOMY
DpPaHLy3CKOMYy POMAHTM3MY, HEOTAENM-
MOMy OT KOMOHMOMbHLIX 30XBATOB HAMO-
NeoHoBCKoM apmuu. HeBornblias rpynna
XYAOXHMKOB-OKTMBMCTOB  (POMOHTUKOB-
PEBONIOLMOHEPOB), OAMHOKAS aKUMS rae-
TO B U3BMIIUCTBIX NEPEYNKAX MOCKBbI — 3TO
elle He pesonioums. ITO NEPBAs KANns B
MOpe NpoTeCTHOro AMxeHus. CBoe 3Ha-
YeHue akums npuobpena B bopmate [o-
KyMeHTa, Koraa dotorpacumn LwecTeus
6biNK PA3MELLEHbI B COLMANBHbBIX CETAX, 1
MX COTHWM pas nepenoctuin 8 Pemcbyke
HOKAHYHE MUTUHIA HO YACTbIX NPYAAX.

PeoniounoHHoe AsuxeHne Bonblie nio-
60ro MHAMBKMAYANBLHOrO XecTa. Pesoriio-
LM — «COMOBBIPOXKEHME MACC», KOTOPOE
PO3PYLLGET MPUBbINHbIE PAMKM UCKYCCTBQ,
NOTOMY 4TO PEBONIOLMA CAMA €CTb UCKYC-
cTBO M TBOPMWT Byayllee, u 310 Gyayuee
AN YYOACTHUKO PEBOMIOLMOHHBIX COBBITU
OCTAETCS OTKPLITBIM M HEM3BECTHBIM. H3bIK
PEBOMIOLMM HE CYUTLIBAETCS B PAMKAX MO-
BceaHeBHOro. OH, KOK M MCKYCCTBO, MPO-
MCTEKAET B PETUCTPE CMMBOMMYECKOTO W
€ro UTOMM — HOBAS PEANbHOCTL M HOBAS
0Bpa3HOCTb, APTEAKTH KOTOPLIX PA3-

BOPOYMBAIOTCS BHE MHOMBMAYQNMCTHYE-
cKoro uckyccTea. B Peitcbyke u 8 apyrmx
COLMArbHbIX CETAX TAK e, KAK M HA yruLe,
AENCTBYET MHOM NPMHUMN PEnpe3eHTaumnm
MCKYCCTBA, HEXENU B APT-MHCTUTYLIMSX,
KOTOpLIE ~ QMPOMPMMPOBANM  XYAOXeE-
CTBEHHYIO CBTOHOMMIO. BHe MHCTUTYLM
HET WHAMBMOYQANbHOTO QABTOPCTBA, AAXKE
MPW €ro HaMMYUMKM CaM MPUHLMM Nepeno-
CTa BM3yanbHbIX OBPO30B Aenaer Bcex
MOCTABMBLUMX TOMOYKY «MHE HPOBMTCSI»
MK «MOAENUTLCS» COQBTOPAMM KOMNeK-
TMBHOTO CO3[CBAEMOrO NMPOM3BEAEHUs. B
MCKYCCTBE PEBOMIOLMM B MEPBYIO OYEPEb
ucyesaet npuHUMN asTopcTtea. Ecnn B
MPAKTUKAX QPT-OKTUBM3MA, PA3BOPAYM-
BOIOLMXCA B COLMAMbHbBIX CETSIX, OH elle
NPUCYTCTBYET (CBOAMTCA K KOHKPETHOMY
MMEHM Monb3oBartens), To B nepuop pe-
BOMIOLUMM  FPOHMLBI  MHAMBMAYANLHOTO
BbICKA3bIBAHWS OKOHYOTENLHO PO3MbIBA-
totcs. KTo aBTOp 6Enom neHTsl 1 Bcex npo-
M3BOOHLIX OT Hee meTadop M 3nuTeToB?
HeT opHOro aBTOPA M y OPraHM30BAHHOM
Yepes coumarnbHble CETM ABTOMOBMNBHOM
AeMoHCTpaumu, 3amkHyslwein Caposoe
KOMbLO: 3TO BbINO KOMNEKTUBHO CO3AAH-
Hoe cobbiThe. MpoTecTHas 0BPA3HOCTL B

Bnap YvxeHkoB. MMTHHIM B MockBe, 2011,



XyAOXHMWK, GBTOHOMMSI M PEBONIOLIMS

274

KOX[OM OTAENbHOM MMAKATE, BbIHECEH-
HOM HQ YNWLibl, MHOMBMAYQMBHA M B TO Xe
BPEMS HEABTOPM3YyEeMd.

XyAOXeCTBEeHHbIM AKTUBM3M TOXE TaroTeeT
HE K MHAMBMAYANLHOMY BbICKA3LIBAHMIO, O
K KonnekTusHoMy. B cpege xymoxHmKos-
QKTMBMCTOB 3HAYMTENLHO LIMPE pac-
NPOCTPAHEHA NPAKTUKA OBbeOMHEHMUs B
rPynmbl, HEXENU B cpene KOMMEepPUYEeCKmnx
XYAOXHMKOB. [pynna unu KonnekTue xy-
OOXHMKOB — 3TO MMKPOCPEead MCKyCcCTBa,
BHEWMHCTUTYLIMOHAMbHbIA, QBTOHOMHBIN
npuHUmMn ero npoussoactea. CrpemneHune
K 0BbeanHEeHUIO M NPOosIBNEHNE CONMAap-
HOCTM 4YACTO CTOHOBWTCS M KOHLEMTOM
BLICTABOYHOM  MPAKTUKM  XYOOXHMKOB-
QKTMBMCTOB, M TEMOM MX XYOOXECTBEH-
HOTO BbLICKA3LIBAHMA. ApPKMM NPUMEPOM
TOMY fIBUMCb BbLICTOBKA-KOHLUEPT, opra-
HM3OBAHHAS B MOAAEPXKY MOMMTUYECKMX
30KMIOYEHHBIX HA BOMHE MPOTECTHOro
ABMXeHMs pekabps, u akuus «Csobop-
HbI MMKPOOH», MPOBEAESHHAS rPYMMNO
XYOOXHMKOB-AKTUBMCTOB HA MWTMHIE HQ
CaxapoBCKOM MPOCMEKTE M CTABLLASA Qfb-
TEPHATMBHOM MMOLIAAKOM BbICKA3bIBAHMSA
[NS BCEX XENAIOLIMX BHE PErMAMEHTA.

Mpoponxas u passMeas A3blk ABAHrAPA-
HOTO MCKYCCTBA CErofHs, XYAOXHMK-
AKTUBMCT PO3pPabaTLiBAET HEe HOBYIO 06-
PA3HOCTb, KOTOPAS HEnoCPeaCcTBeHHO
CO3A0QeTCs COMMM PEBOMIOLUMOHHLIM ABM-
XEHMEM, U HE MPUHUMMbI AEKOHCTPYKLIMM
A3bIKA, HO OPTaHM3yeT cobbITHS, KOTopble
MOXHO TUPAXMPOBATL KAK OBLEKT HOBOM
mudonorun. Mpumepom MoxeT nocny-
XWTb rPYNNa pPapmKanbHbIX PEMUHUCTOK
Pussy Riot, HepasHO NosBMBLLAACA B COUM-
anbHeix cetsix. OHM co3nanu spkuit 0bpas:
3NEeKTPUYECKME TUTApLI, PA3HOLBETHLIE
noncosble KOPTOUKM, 106KM, KONrOTKM M
BA3OHHLIE MACKM, COXPOHSIOWME MX MH-
KOrHUTO. [Ins CBOMX KOHLEPTOB, KOTOPLIE
NOXOXM HA HaneTbl POBMH Iyaa, Pussy Riot
BbIOMPAIOT HEBO3MOXHbIE MNOLWAAKM, KAK
NpaBMNO, sBMAOWMEC OBbEKTAMM MO-
BLILUIEHHOrO  MONMMUEMCKOro  KOHTpoOns,
YKOMMMNEKTOBAHHbIE KOMEPAMM CNEXEHMS
1 HaxopsLmecs B 0cobom pexmme noce-
uweHns. 3TO MOCKOBCKOE METPO, Kpbilua
NOMMLENCKOro y4acTka, rae pacnono-
XEH CMeunpuMeMHMK M Kyad nomecTunm

3a0€PXAHHBIX HO MUTUHrax, JlobHoe Me-
cto Ha KpacHoi nnowaaun. Kaxasiit pas
mecTo koHuepTa Pussy Riot Hanpsmyio
KOPPECNOHANPYET C HEeMOCPEACTBEHHbIM
OOpecaTom (COOTBETCTBEHHO:  LIMPOKOM
AyAUTOPMEN, MNOMUTIAKMIOYEHHbBIMM, I'Iy-
TMHbIM). Pa3paBoTaHHbI rpynnoi meTon
ONEepaTUBHO-MOMHMEHOCHOTO  KOHLUEepTa-
QKUMM M y3HABAEMbI OBPA3 y4aCTHML
npespauiaiotcs B MHAOPMALMOHHOE
cobbiTME B COUMAMNbHbLIX CETSX. Mm:]ao-
normMsaums  MPOMCXOAMT  MOCPEACTBOM
nepenocTa, XecTa, B KOTOPOM CTMpaeTCa
TPAHULA MEXAY XYAOXHUKOM M 3pUTENEM,
HO COXPAHAETCA QBTOHOMMSI PEnpe3eH-
Taumu. He ranepes, HO NMYHAs CTpAHMUQA
M TPOAHCNAPAHT CTAHOBATCS OBTOHOMMUEN
AKTUBUCTCKOTO MCKYCCTBA.

Pespanes 2012 ropa

[oBOpst © TBOPYECTBE AKTUBMCTCKMX XYHO-
XECTBEHHBIX FPYNN Hynesbix (<AreHpa»,
«ADPUHNTMY, «BaByLLKa NOCnEe MOXOPOH»,
«BomBUnbI», «BoiHar, «Mh, «4T10 nencrrb?»)
B CPOBHEHMM C TEM, YTO [ENanu MOCKOB-
CKME QAKLUMOHMCTHI AEBAHOCTHIX (BpeHep,
Kynuk, MaspomaTTy, OCMonOBCKMFi), MOX-
HO KOHCTATMPOBATb, YTO MCKYCCTBO CTANO
6oree NoMMTM3MPOBAHHbIM M MHTEPAKTUB-
HbIM.

Ecnu paHbLue Mbl BUAENM XYAOXHKUKOB, Ybk
BbICKOA3bIBOHMS MOPOXACIOT COLMAMbHbIE
M MOMMUTUYECKME CMbICTbI, TO TEMEpPb Mbl
MMEEM AeNno C AOCTATOYHO 3AKOHCMMPH-
POBAHHbIMM KOMAHAAMM MOMMTUKOB M CO-
LIMANBHBIX TEXHONOTOB, MOMbL3YIOLLIMXCS XY-
AOXECTBEHHbIMM CPEACTBAMM. ITO HOBOE
Ans Poccum KyneTypHoe sBneHne npenno-
XEHO HO3BATH APTMBM3MOM. DTOT TEPMUH
yno6HO ucnonb3oBath Ans 0603HAYEHMs
XY[OXECTBEHHOTO OKTMBM3MA BTOPOM NO-
NOBWHbI HYNEBbIX.

B 31O 3ameTke npeanpuHUMaeTca NonbIT-
Ka 0603HAUUTL Pas3nnuna Mexny MOCKoB-
CKMM AKLUMOHM3MOM OEBAHOCTLIX M APTH-
BM3MOM HYNEBbIX.

ApTuBu3M ¥ arnouoHu3m™

AHTOH Hukonaes

Monutuka

BaxkHEMLIMM NEMTMOTHBOM TBOPUECTBA AK-
LIMOHMCTOB AEBSIHOCTHIX BbINO BbIXMBAHME.
Cobaubn nepdopmaHrcsl Onera Kynuka
6binn ybeamtenbHoi metadopoit Toro no-
NOXEHMSI, B KOTOPOM O4Y TUINCSi COBETCKM
4enoBeK Mocre LOKOBbIX Heonubeparns-
HbiX pedpopm — 06pPa3 BLIGPOLIEHHOM HA
Yn1LYy AOMALLHEN COBAKM.

Ho cospasas metacopbl npoucxopsiue-
ro B CTPAHE, XYOOXHMKM-AKLMOHMUCTEI
He cTaBunK nepen coBoi MOMUTUYECKMX
Lenei, a BhIPAXANM K3UCTEHLMANbHbIE
COCTOSIHMS B AMANA30HE OT 3MdopHn AO
NOMHOrO OTYASIHMS, BKIIOYAS MA3OXM3M,
Goro6opyecTso v Tak panee.

BosmoxHo, Haubonee penpeseHTaTHB-
HOM GKUMEM AEBSHOCTBIX CTANA COBMECT-
Has akums Anekcanppa bperepa u Onera
Kynuka «beweHbt nec, unu MNocneaHee
Taby, oxpaHsiemoe oanHokum Liepbepom»,
B xofle kKoTopo#t Kynuk 6pocancs Ha npo-
XOXMX M MALLWHEI, O BpeHep BbIKpUKMBAT
«B BespapHoi ctpaHel». MaHudectupye-
MbIM CMbICTIOM 3TOM QKUMK Bbina 3aLwmMTa

BHenpaBUTENbCTBEHHAS KOHTPONLHAS KOMMC-
cus. Mpotue Bcex, 1998.
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MCKYCCTBA, KOTOPOE M €CTb TO CAMOE MO-
cnepHee Taby, 3aWMLIAEMOE OAMHOKUM
Llepbepom B Hallei MHOTOCTPAAANLHOM
CTPaHe, CTPAHE, KOTOPYIO KOGkl TOMBKO
MCKYCCTBO M MOXET CMacTu oT 6e3napHo-
cT1 1 npoumnx 6en. KommeHTUpys ckaHpan
BOKpYr Kynmka Ha «MHTepnone», Cnaso
Xuxek ckasan, 4To Nopo6HLIM 0BPa3oM
XYAOXHWUKM MAHWUDECTUPYIOT CBOE NPABO
HO TpaHcrpeccuio. TPaHCrpeccuio XymRo-
XECTBEHHOrO xecTal.

PeTpOCneKTUBHO MOHSTHO, YTO TaKMM O6-
PA30OM MOCKOBCKMM OKUMOHWM3M O4YEPTUI
CBOM MOMMTMYECKMI ropu3oHT. Oxpaxa
FPAHML UCKYCCTBA — BOT €OMHCTBEHHOSA
BHATHOA MOMUTMYECKAA CTpATerus  ak-
UMOHWCTOB [AEBAHOCTHIX. APTUBMCTbI XeE
HQYONKM CBOM NyTb B COUMYM, KOK B OT-
KPBbITbI KOCMOC, C TOTO MECTa, TAe OocTa-
HOBMITUCb OKLMOHMCTbI, MOCYLHO BHAB
MMNEPATUBY «HEBMMMAHUS» B MOMUTUKY,
KOTOPbLIM OHWM HEKPUTMYHO MNEPEHANu oT
NpenbiayLero noKONeHMs XYLOXHUKOB-
KOHLIENTYQNMCTOB.

APTMBM3M MCMOMb3yeT JOCTATOYHO LUMPO-
KMM CMEKTP CTPATETUit, OT «KOTHWUTMBHO-
ro Teppopuama» «BoitHbl» 1 JlockyToBsa,
06€CCMBICAIMBAIOLLErO  MAEOMNOorMyeckne
M MPOMAraHAMCTCKME MOLIMHBI C MPM-
MEHEHMEM CTPATErMit, TAK HO3bIBAEMOM
cybsepcuBHoi  acdbdupmaumm/subversive
affirmation, 0O NO3WUTUBHLIX cOUMANBHBIX
CTpATerMit M MOCTOHOBKM KOHKPETHbIX
nonutMueckux uenen. Cpegu Hux — fe-
LEHTPANM3aumMs CTPAHbI M PO3BUTHE pe-
TMOHOB y «BOMBMM», 3ALMTA MEHBLUMHCTB
M COLMAMBbHO YA3BMMbIX rpynn (EBreHm
®drnop, MockoBcKas «BoﬁHa»), nocTpoeHne
KOMMYHM3MA («4T0 genats2») u Tak aanee.

BaxHO OTMETHTb, 4TO Ha pybexe ness-
HOCTbIX M HYNEBbIX GbINO MPeanpPUHATO
HEeCKOMbKO MOMbLITOK CO3AATL MCKYCCTBO,
6nM3Koe K COBPEMEHHOMY OpPTUBU3MY:
HEeCKONbKO MHUUMATUB AHaTonus Ocmo-
nosckoro («Pagek», «BHenpasuTenscTeeH-
HQs KOHTPOMbHAs KoMumccusa», «fonocy#
npote Bcexl») u «Coo3 ABAHrAPOHbIX
XyAOXHMKOB» Esrenma ®nopa. Ho, k co-
XANEHMIO, U3-30 XECTKMX MPECNenoBaHMit
co cTopoHsl PCB BCe 3T HAYMHAHMS 06-
PbIBANUCL. ADTUBUCTOB, 3AMETUM, 3TO yXe

He nyraer. [po ®ropa HeCKONbKO NeT Hu-
Yero He 6bino cnbiHO. OCMONOBCKMI Xe
ny6nmuyHO OTKA3ANCH OT MOMMTMYECKOTO
QKUMOHM3MA M 3AHSNCS NPONAraHAOM Bbi-
cokoro mofiepHuama. Ceiyac oH e3auT Ha
cenurepckuit hopym M OBBUHAET CHAALIMX
B TIOPbME APTMBMUCTOB B TOM, YTO OHM He
XYOOXHMKM.

AKUMOHUCTBI AEBAHOCTbIX, YTO HEMAsO-
BAXHO, PEAKO 3UsBMSNM O CBOEM onno-
3UUMOHHOCTU. OHM CKMOHHBI BbiNKU BOC-
MPUHUMATE  €NbLMHCKMX  NBepanbHbIX
pedopMaTOpPOB KAK COIO3HMKOB. APTHUBH-
CTbl OTHO3HAYHO NMPOTUBOCTOST «<KPOBABO-
My MYTUHCKOMY PEXMMY» U CTABAT nepen
cobo# Lenb ero AEMOHTMPOBATb, MCMONb-
3ys Niobble HEHACUNBbCTBEHHBIE METObI.

Mpo6nema a3bika

BQXHbIM MOTMBOM OKLMOHMCTOB GbINO CO3-
ACHUE HOBOTO A3bIKA B CUTYALMM 6E3bsA3bI-
YMSl, HEBHATHOCTU OKPYKAIOLIETO KOHTEK-
CTA, CAMLIKOM HOBOFO M HEOXMAGHHOTO,
YTOBEI COPMEHTUPOBATLCS B HEM NUHIBU-
cTnyecku. OrpOMHbIE YCHNUS TPATUAMCH
HO CO3ACHME AMCKYPCMBHOM YMAKOBKM.
Cospasancs A3biK, HO KOTOPOM MOXHO
6bINo BbI FOBOPUTL O TOM, O YEM B PYCCKOM
TPAAMUMM He ToBOPMNM. B yacTHocTH, 06
akuMoHuame. Bo mMHorom 310 6eino onpe-
AeneHo HeOoBXOAMMOCTbIO  BMUCLIBATLCS
B 3AMAAHBIA KOHTEKCT, O BO MHOTOM — He-
O0BXOAMMOCTLIO BMMCLIBATLCS B TPAAMLMIO,
30MOXEHHYIO MPEeALEeCTBYIOWMM  MOKO-
NEHMEM  XYIOXHMKOB-KOHLENTYanucToBs
(«<BomBunbI», «JlosyHr», 2007).

Ceiyac 3T NOMLITKM KAXYTCH HAOMBHBIMU,
Q MCKYCCTBOBEAYECKME TEKCThI TEX BpEMEH
YXACHO MEepPEerpyXeHHbIMU U CKYYHbIMM.
Cyns no Bcemy, NPUMEPHO TAKMMM XE OHM
KA3anmMch M GONMbLUMHCTBY YMTATENEN rase-
bl «CerogHs» (fMaBHOrO pynopa cospu-
cka 90-x), KOTOpbIE MPU MOKYMKE ra3eTbl
BbLIHMMANM CTPAHMYKY pasgena «Kynery-
pPa» U OTNPABNANU €€ B MYCOPHbIN LMK,
He 4uTas. «XyAOXECTBEHHbIM XYPHAN» A0
LUIMPOKOWM NYyBNMKM He AOXOAMN, HO YUTATL
ero 6blNo MyUMTENbHO AAXE YYACTHMKAM
XygoxecTseHHoro npouecca. CospemeH-
Hble CPTMBMCTHI (BOBMOXHO, 3a WCKIO-
yeHnem «41O genarL?», KoTopble TPATAT

MHOTO BPEMEHM M YCUIMIt HA CO3AaHWEe
M NOAAEPXAHUE AEeKOPATUBHOTO JIEBOTO
AMCKYPCQ) OTKO3bIBAIOTC OT  CO3[AHMSA
COBCTBEHHbIX  A3bIKOB,  3KCMPONPUMPYS
A3bIKM TEX COLMANbHBIX CPeR 1 meauma (to
ecTb 0bnacTen COLMyMa, KaK OTKPLITOrO
KOCMOCQ), KyAd OPTUBMCTOB MOCTOSHHO
CHOCMT.

[OeMCcTBMA QPTUBMCTOB CTPEMSTCA K TOMY,
4ToBbl  BbiTb  MOMMUTUHECKMMM XKECTAMM.
$13bIkM, HQ KOTOPbIX OHW PA3rOBAPMBAIOT,
— MOMUTU3UPOBAHHBIE «MUAKMHBI» UHTYM-
TMBHO MOHSTHbIE NPEACTABUTENSAM CAMOTO
LUIMPOKOTO CMEeKTPA MOMUTMYECKMX U CO-
uManbHeix rpynn. O cBA3SX C MCKYCCTBOM
AEBAHOCTbIX HOMOMMHAET MMLLb Yy Tb YrO-
BUMBbIM OKLEHT.

Tpaauums

[NaBHOS 30CNyra GKUMOHWUCTOB AEBSHO-
CTbIX COCTOMT B TOM, YTO HOYAB C HYNs, OHK
COEnanu 3ToT HeBMAAHHLIN cnocob xyao-
XECTBEHHOTO AEeNCTBUS BOCTPEBOBAHHbLIM
U MHTEPECHLIM colmyMy. C apTUCTUYECKM-
MM 3KCNEPUMEHTAMM PYCCKMX OBAHrApPAM-
CTOB HAYANA BEKA BbiN CMLIKOM GONbLIOM
PaspbiB, YTOBLI MOXHO GbINO Bbl FOBOPHUTL
O KOpHsX. 1 Bbl CKA3QrM, YTO AKLUMOHM3M
BO3HMK M3 CTUXMIHOIO XEeCTa NOKOWHOro
lpnwu ycaposa n TenepelwHero 3ascer-
natas Cenurepa AHatonus OCMONOBCKO-
ro, KOTOpbI€ 30 HECKOMbKO MecAUeB [0
pa3BANG «COBKO» BLITALIMIM CBOMX TOBA-
pyweit Ha KpacHyio nnowans, 4Tobbl Bbl-
NOXMTb CBOMMM TEnamu Tpu Bykael «XYM»
Hanpotue Massones. Oner Kynuk nomo-
ran B OPraHM3auUmMu akumu. ITO BAXHOE
ANS HAYANA [AEBSHOCTLIX COBHITME Pa3-
6ynmno Anekcanppa BbpeHepa u Onera
MaspomarTh.

Buanmo, akumMoHM3M BOOBLLE BO3HUKAET B
6ypHble nepuopbl McTopuu. CromT BCrom-
HUTb BCMNECKM IOPOACTBOBAHMS B NEPMON,

€AaKLIMOHHOTO PYCCKOTO  BO3POXAEHMS
[')I'epMMH Bagmma KoxuHosa) nnm aptmcTu-
Yeckme IKCNEPUMEHTbI PYCCKOTO OBAHIap-
A0, POXAEHHOTO B PEBOMIOLMOHHBIX By-
psix. Ho kak 6kl TO HK BbINO, AKLIMOHUCThI
AEBAHOCTbIX HE COOTHOCHNMCHL C NPEAbIay-
UMMM SMOXAMM. APTMBMCTHI YXKE MMenu
M PO3BMBANM TPOAMLMIO, 3QNOXEHHYIO

MOCKOBCKMM QKLIMOHM3MOM: MM BOOGLLE
CBOMCTBEHHO HAXOAWTL MOAOGHLIE sBMe-
HUS B UCTOPWUM M COOTHOCMTLCH C HUMM.
Koraa Mel € yqacTHuKamu rpynnel «BorHan
Xunm B nopsane Ha ynuue Ceobopsl u
06CyXAanM roToBALIMECH OKUMM, YACTO
MOXHO 6bino cribiwats: «bpeqep (Maspo-
matTi, Kynuk, Ocmonosckuit) caenan 6bl
TaK...».

Ponb Teppopuama

YHuuTOXEHMe AByX 6GaleH-6nusHeuos
BcemMpHOro TOprosoro LEeHTpa MyCyrb-
MAHCKMMMU TEPPOPUCTAMK PESKO CMEHMIO
OMTUKY BOCMPMWATUA COBPEMEHHOTO MC-
KyccTsa B Mupe. Ecnu paHblue XyaoxHuk,
MCNONb3YIOLMHA MyBNUYHbIE XYAOXECTBEH-
HblE M MAPATEATPANbHbLIE MPAKTUKM, eLe
MOT NO3BOMNMUTL Ce6€ COOTHOCHTLCS TOMBKO
C MCTOPMEN UCKYCCTBA, TO CEMYAC OH He-
MMHYEMO «BMMNAET» B CMbICNIOBbIE MONS,
CBA3AHHbLIE C Teppopuamom. M HaobopoT,
uctopmsa ¢ komnosutopom Kapnom Ltok-
xayseHom?. Jllobas rpomkas aKUMs Hbl-
HEWHWX APTUBUCTOB B MEAMA HEMWMHYEMO
accoummpyeTcs € TepakTamu. Jliobeie pas-
rOBOPbI O TOM, HOCKOMbKO OHA BAMCAHA B
TPOAAULMIO MCKYCCTBA, OTOABUIAIOTCA HA
30aAHMMA NNAH M CNOCOBHLI NOPOANTL NKLLIL
AOMONHUTENbHbIE CMbICTbI.

He cnyuaitHo npodeccop AapTmypTckoro
konneaxa Mwuxamn lPOHAC, ONWCLIBAB-
WK aesTenbHoCcTb «bombun» U «BoMHbI»,
NPEANOXMN MCMONb30BATE TEPMMH «KOT-
HUTUBHBI TEPPOPM3M». ITO 3HAYUT, YTO
XYAOXHMKM C MOMOLLBIO CUMBONMUYECKOTO
HACUNKA NOBUBAIOTCS CXOAHBIX MEAMIMHBIX
3¢pbeKTOB C TEMM, KOTOPBLIE YAQIOTCH TEP-
POPMCTAM C MOMOLLBIO CYBBLEKTUBHOTO HA-
cunms (tepmmn Cnasost Xikeka).

3TO PesKo OTNMYAET CUTYAUMIO AEBSAHO-
CThIX OT CMTYQLMM HYNEBbIX, KOFAA BMECTO
TEPPOPHUCTOB Bbinu BAHANTLI. AKLMOHUCTEI
XWUNM BO BPEMEHA OXECTOYEHHbIX BaH-
OMTCKMX BOWH 30 COBCTBEHHOCTb, HO 3Ta
peansHocTs He 0ocobeHHO BonHOBANA
XYAOXHMKOB. CTPOWTENLCTBO APT-PhIHKA
30HMMANo Mx Kyaa GonbLue.

PenpeseHTauus

XOTS GKUMM OKUMOHWUCTOB M ApTMBMUCTOB
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BHELLHE MOXOXM, OHWU UCMONb3YIOT PA3HbLIE
cTpaTerMu BuIpaxeHus (penpeseHtaumm).
PenpeseHTauMa QKUMOHUCTOB CBOAMNACH
HENOCPeaCTBEHHO K CAMOM QKUMM, B TO
BPEMS KOK NPOAYKT AQPTMBMCTOB — K QB-
TOpCKOMy OT4YeTy B MHTepHeTe, BBpocy
MHPOPMALMM B MEOMACPEay, KOTOPbIN
AOIMXEH BbI3BATE BYPHYIO PEAKLMIO M MO-
cnepytouiee obcyxaeH1e. B apTMBMCTKMX
KOMOHAAXY4ACTO CYLIECTBYET «CNELUANUCT
Nno TOHKOM AMCKYPCUBHOM HACTPOMKE»,
KOTOPbIM PACKAYMBAET MEAMIHYIO cpeay,
NPOBOLMPYET €€ HO PEAKLMM U MOPOXAe-
HWME OONOMHUTENbHBIX CMbICIIOB. MOXHO C
YBEPEHHOCTLIO FOBOPUTL O TOM, YTO APTH-
BM3M MHTEPAKTMBEH.

Y QaKUMOHM3MA 3TOro He 6bino, a Bbina
OPUEHTALMA HA XYAOXECTBEHHYIO, Y3KO-
npodeccMoHanbHylo cpemy. XOTsi HyX-
HO MpPM3HaTh, Y4To ymeHne Onera Kynuka
paboTaTh C MEAMA BO MHOTOM MPEABOC-
XWUTUNO  MHTEPAKTMBHOCTL  CreayloLero
MOKONEHMs XYAOXHMKOB, KOTOpble npe-
BPOTUIM €€ B CBOIO PENPE3EHTALMOHHYIO
cTpareruio.

Co3pfaHHas 30 nocneaHee «HOBO3ACTOM-
Hoe» [ecaTMneTMe MeamManonUTMYeckas

cmcTema coenana HEBO3MOXHbIM nio6oe

npsiMoOe  MONIUTUYECKOE  BbICKO3bIBAHME,
KOTOpOEe Cpasy Xe «yraKOBbIBAETCS» B
MaprHanbHble OBNOXKM B pycne CTpa-
TEMMM NPOTUBOCTOSIHUS «IKCMAHCHU MEHb-
LUMHCTBA», NPEANoXeHHoM Kpemnio B Ha-
yane Hynesbix nomuTTexHonorom MeGom
MaBnoOBCKUM.

MapaaokcanbHeM - 0BPA3OM  Ansi  TOro
4TOGbl OKA3ATLCS  YCMBILIAHHbIM, HEOB-
XOOMMO MPOMUSHECTM 4TO-TO BeccMbic-
NeHHoe, TouHee ObbicCMbICIIMBAIOLLEE,
B3MIOMBIBAIOLLIEE BHYTPEHHUE MEXAHMU3MbI
MPONArAHAMCTCKMAX MALLIKMH, 3PPEKTUBHO
KOHOMM3MPYIOWMX  MIOBbIE  MO3UTUBHbIE
BbICKA3bIBAHMS CHU3Y.

He cny4aiHo MeamaapTmemcTl (B nepsyio
ouepenp «BoiHa» u Aptem JTocKyTOB) OK-
TMBHO MCMONb3YIOT CTpaTErMM CybBepcyB-
Ho acbdrpmaumm/subversive affirmation,
KOTOPbIE BbI3bIBAIOT KPAMHE HEPBHYIO pe-
OKUMIO BNIACTEM M OKA3BIBAIOTCS dcbek-
TMBHBIMM, YTO MOMOTAET APTUBMUCTAM MPO-
HMKOTb B MEMA, B TOM YUCTNE U NOANbHbIE
BNACTAM®.

Tpynna «Bom6unbi». flosyHr, 2007

310 cuTyaums cneunduyHa Ans apTMBM3-
Ma. AKLMOHM3M, OMACAIOLLMIACS BbIXOAOB B
OTKPbITbIA COLMYM M XMBLUMIA B CTPAHHOM
MHPOPMALMOHHOM  Mone  BynbBAPHBIX
rasetT U CneuManmsupoOBAHHbLIX BbICOKO-
MHTENNEKTYAnbHbLIX U3AAHMI O COBPEMEH-
HOM MCKYCCTBE, HE CTAMNKMBAMNCA C 3TMMM
npobnemamu.

JlornyHo 6Gbino 6bl, Nogsoas MTOMU, Cae-
NaTh MPOrHO3bl OTHOCMTENLHO PA3BMUTHS
aptmeuama B Poccun. Ho genats 310 noka
PAHO, HECMOTPS HA TO, 4TO C 3TUM KYNLTYP-
HbIM SIBNEHMEM CBA3AHbLI BoMbLIME OXMOA-
HUs.

NPUMEYAHUA

* TekcT Bnepsbie onybnukosaH Ha http:/nazbol-
art.livejournal.com 06.06.2011

1 Ha crokronemckoi Beictaske Interpol B 1996
rogy Oner Kynuk BeicTynan B obpase cobaku,
NPUBA3AHHOM Nog Tabnmukon «OnaceH». Mexpay-
HOPOMHBIM CKAOHAAN PA3PA3MNCA NOCNE TOro, KAaK
Kynuk HaBpocuncs Ha 3putenen, npeHeBpertunx
npepynpexaaiowei Tabnuykoi, M Ha apyrue
3KCMOHATHI BbICTABKM, YOACTUYHO YHWUTOXMB He-
KOTOPbIE M3 HUX.

2 [foBopa o TepakTax 9 cemﬂ6pﬂ 2011 ropaq,
Litokxay3eH HasBan paspyweHne  BaweH-
6rM3HELIOB MCMOAMCKMMM CMEPTHMKAMM «OAHMM
M3 BENUYAMLLIMX NPOM3BEAEHUM MCKYCCTBA BCEX
BPEMEH M HOPOMOB», YEM CMPOBOLIMPOBAN FPOM-
KMt ckaHpan. Ero cnosa 3a4acTyio UMTUpYIOTCS
HENPABMUIBHO MMM OKA3LIBAIOTCS BbIPBAHHBIMM M3
KOHTEKCTO.

3 Cm. cTaTbio MapwHel MepumxmnHoit «AkT cyBeep-
cuBHOM addupmaumm B bruonormyeckom mysee»
06 M3BECTHOM aKLMM rpynnsl «BorHa» 2008 ropa.
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Cekumsa «TAKTUHECKME MEAUA»

CokypaTtop cekumn — TatbsHa Bonkosa,
KYpaTop MpoeKkTa aKTMBMCTCKOTO MCKYC-
cT8a XUP (Poccms).

MpoeKTbl B 0BNACTH MEAMOAAKTUBU3MA, HO-
LENEHHbIE HO M3MEHEHME OBLLIECTBEHHOM
XM3HM, TAKME KAK MEOMAMHTEPBEHLMM B
COUMANBLHOE MPOCTPAHCTBO, NOKATUBHbIE
MeOmMa, UMPOBLIE KOMMBIOHMTH, KpPEd-
TMBHblE MHTEPdENChl ANs  COLMANbHBIX
cete U KOMMYHMKOTMBHBIX COOBLLECTB,
MCKYCCTBO B (POPMATE  KOMMbLIOTEPHOM
urpbl. CeKUMs M OOHOMMEHHAS HOMUHALMS
NPEeMUU OPUEHTUPOBAHBI HA MOAAEPXKY
XYAOXECTBEHHbIX MHHOBALIMI B PA3BUTMM
MEAMOCO3HATENBHOCTU M COUMAMNBHOTO
B3OMMOMENCTBMA Yepe3 npeoponeHue
reorpaduIeckmx, KynbTYPHbIX M MPOUYMX
TPAHML, NEPECMOTP OTHOLIEHWUM MexXay
MHOMBMAY YMOM, MOMUTUYECKMMMU M PUHAH-
COBBIMM CTPYKTYPAMM.

Tesucol Y4acTHHMKOB

AHOPEA BEIMK AHOB
XyBoXHMK, hrnocod, TEOpeTMK McKyc-
cTBa, Nnpenoaasatens (Poccus).

Xy#oxHuk B meguanpocTtpaHctee. CBo6o-
AQ M OTBETCTBEHHOCTbL. Bce nu nossone-
HO? Mex ay nNpoayKTMBHOM NPOBOKALMEN
M MENKMM XYNMUTAHCTBOM.

TepMMH «TOKTUYECKME MEAMO» MEPBOHA-
YONbHO MOSBMACA AN OBO3HAYEHMsS PA3-
NMUYHBLIX AEMCTBMIA B MEAMANPOCTPAHCTBE,
MMEIOLMX B OCHOBE QHAPXMCTCKME M ne-
BALKME KOHLEMLMM. ITO Bbin TGO NPsSmoit
KOH(MKT C YCTAHOBNEHHBIM MOPSAKOM,
nMBO MOMbITKA 3AMEHMTb BEPTUKANbBHBIE
CBSI3W YNIPABNEHMS-HACKIUS FOPU3OHTAMb-
HbIMM, TO €CTb KOMMO3MLUMEN CBOBOMHbIX
TBOPYECKMX BbICKA3bIBAHMI. HoO ceropms
3TOT TEPMMH MOXHO MOHWMMATb B CAMOM
LMPOKOM CMbICTie. TaKTHKA B MHDOPMO-
LIMOHHOM MPOCTPAHCTBE CTANA AENOM He
TONBKO OBbIYHbIM, HO M OBA3ATENbHBLIM, M
HE TOMbKO B MCKYCCTBE, HO M B PEKNAME,
nonuTMKE M ApYyrMx obnactax. YiMuHbIi
OKTMBM3M YK€ HEe OCTAETCS HA ynuue, a
06930TENBHO MOAHUMAET MH(POPMALIMOH-
HYtO BOTHY.

OpraHu3dosaH MegnaApT/lab, oks6pb 2011 roga

HemuHyemo Bo3HMKaeT Npobnema npuH-
uMnos oueHku. Moka Takas MPAKTUKA
He BbLIXOOMNA 30 PAMKM QHOPXMCTCKMX
KOHLUENUMM, KAYeCTBO COOTBETCTBOBANIO
YPOBHIO MOMyYEHHOTO KOHMMMKTA MK
M3OLLPEHHOCTU HEKOTOPOFO MHBEKTUBHO-
rO BbICKO3bIBAHMS, PACMPOCTPAHEHHOTO B
UHTepHeTe.

Ho Tenepb Mbl cTankuBaemcs ¢ Heobxo-
OMMOCTBIO HOMTM Gonee pPO3yMHble Kpu-
Tepun. Kpome Toro, BhIICHAETCS, YTO eCTb
NpUMepsl AENCTBUI, KOTOPbLIE OKA3bIBAMM
CUNbHOE BMMSHUE HA KYNLTYPY, XOTS 3TO
Morna BbITb MPOCTO XYNMIAHCKAS BbIXOM-
Ka XymoxHuka. Mo KAaKMM Xe BCe-TaKu
MPMHUMNAM OLEHWMBATL 3TW ABREeHua? A
TMABHOE, MOXET JIM GBTOP CBOWMM MPOBO-
KATMBHBIM AEMCTBMEM MNAHMPOBATE HE
TONBKO KOHMMUKT U PA3PYLIEHWUE, HO M
HeuTo Bonee npoaykTUBHOE?

OMMUTPUM MOLESb
MegnunaaktusucT (Poccws).

Moyemy MeanaaKTMBM3M — 3TO TOXE CO-
BPEMEHHOE MCKYCCTBO?

TaKTMYeCKME MeaMa Pa3BMUBAIOTCS HA CTbi-
K& COBPEMEHHbIX TEXHOMOTUI M YUCTOro
TBOPYECTBA, ULLYT HOBbIE POPMBI NOAAUM
uHcdopmaumm. Kpome Toro, He paccum-
TbIBAS HO MACCOBOE PACMPOCTPAHEeHWe
CBOMX M3CMAXEN, MeAMaaKTUBMUCTBI Opra-
HM30BbLIBAIOT KAHATLI Nepeaayy. Beictaskm
u ecTMBANM COBPEMEHHOTO MCKYCCTBA
MOTYT BbITb TAKMMM MOLLAAKAMM PACTPO-
CTPAHEHMs.

OMMUTPUM XXBAHUSA
MegnunaaktueucT (Poccws).

TakTUYeckme mMeoma OOMKHbI CTATb TAK-
TUNTbHbIMUA.

CaMO HQ3BAHME «TAKTUYECKME MEOMa»
NMoApPA3yMEBAET, Y4TO OHM CO3ACHbI Ans
peanusaumMn KaKon-To CTPATErnyeckomn
uenn. OG6biuHO, pOBas onpepenexue
TAKTUYECKMM MEAMa, MOAYEPKMBAIOT WX
CAMM3AATOBCKMIA XAPAKTEp — HM3Ko6oa-
XKETHOCTb M HU3KOTEXHOMOMMYHOCTb, A TAK-
X€ KOPOTKMI CPOK CYLIECTBOBAHMS — HA
nepuopn bOPMUPOBAHMS CeTe Mu Npo-
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BEAEHMs aKUMIA B KMBEpPnpOCTPAHCTBE.
OpHaKo, Ha MO B3IMAM, 3TO HE MMABHbIe
CBOWMCTBA TAKTUYECKMX MeaMa. Ecniu Mbl ro-
BOPMM O TAKTUYECKMX MEAMA, Mbl [LOMXHbI
BMAETb MX POIb, YETKO OCO3HABATH WX LIEMM
M 300044 B OBLLEN MEaMIMHOM cTparermu.
Ha moit B3rnsa, obLias uens Bcex TakTuie-
CKMX MEMa — 3TO NPEBPALLEHNE YENOBEKA
U3 «noTpebuTens MHPOPMALMM» B «MONb-
30BaTens MHdopmaunu». MotTpebnerne
npeanonaraeT MAcCMBHOE YCBOEHME, a
MOMb30BAHME — QKTMBHOE MPUMEHEHME.
Yenosek, 3ax0As HA «TAKTUYECKMIT MEAMA-
pecypc», AOMXEH MOMy4aTs CBOETo POofa
«MHCTPYKLUMM MO NpUMEHeHuio». B upeane
TAKTMYECKME MEAMA AOMXHbI BOoobLLE cTe-
peTk rpaHL Mex Ay cospaTenem nHbopma-
umMm 1 ee nonb3osatenem. B Hawer pes-
TENLHOCTU TAKTMYECKME MEAMA NMO3BONSIOT
opMMpPOBATE «ONpPeaeneHHsIi B3Msa Ha
BELLM» MOCPEACTBOM BOBMEYEHMs MioAeH
B MPOLECC CO3AAHMS MHDOPMALMOHHOTO
nons U hOPMMPOBAHMS HOBBIX CMBICTIOB.

AHTOH HUKOJAEB
XyRoxHuk apT-rpynnsl «5omBunbi» (Poc-
cus).

Ham, 6ombunam, Bcerna He HPABMNACH
HEeobXOAMMOCTL CO3AABATL NpoM3BEae-
HMSA, HOM KQ3QnOCb, YTO MPOM3BEAEHMS
MCKYCCTBA — 3TO Mbl CaMM. EanHCTBEHHOE
npouaseneHue, KOTOpoe Morno Gbl Hac
YCTPOMWTb, — AOKYMEHTALMS BECKOHEYHOTO
XenneHMHra, KOTopbIM Bbl ABAANACE HALLG
XU3Hb. [OHATHOE AEno, 3TO HEBO3MOXHO
- nio6as [OKYMEHTALMS XM3HU HE MOXET
BMECTUTb €€ BCIO, B MPOLECCE ChEMKM HE-
n3BeXHO BO3HMKAET peaykums. [ns Toro
YTOBbl  MCKAXEHMS  «MEePEKOANPOBKM»
XM3HU B BUAEO BbINM MUHUMANBHBIMM, Mbl
CTPEMMIUCH AENATb CbEMKY MOKCMMATbBHO
HEMTPANBHOM, COXPAHSS NMULLbL PYHKLMO-
HQMLHOCTb CNENOBAHMS 30 COBLITUAMM M
OTPAXEHUS 3HAYMMBIX KyNbMUHALMA. [N03-
TOMYy HOLI TBOPYECKMH METOA MOKCMMOTb-
HO NPUBMMXEH K TAKTUYECKMM Meama. [1ns
MEHs TaKTMYECKMEe MEAMd — 3TO crnocob
TPAHCIMPOBATE COBLITUA PEANBHOM XM3-
HWM C MMHMMOMbHBIM MCKAXEHMEM. Bos-
MOXHO, B ByfyLIEM XM3Hb NMPEBPATUTCS B
6ECKOHEYHOE PEanUTU-LIOY M 3TO BhITEC-
HWT Ha NeprbepUIo BCE MHbIE KYMBTYPHbIE

popmbl.

BUKTOPUSA TIOMACKO
XymoxHuk (Poccus).

§l 3aHMMaloCk coumansHoM rpadukoit. Bee
MOM PABOTLI U3HAYANBHO PACCYUTAHBI HA
ny6nukaumm B CMM unn Ha TUpaxHoe us-
ACQHME B KAKOM-NMBO neyatHoi dopme
(kHuru, otkpeITkM W Tak Aanee). Bonpoc:
«fBNAETCS NM 3TO COBPEMEHHBIM MCKYC-
CTBOM?» HE KOXETCA MHE MHTepecHbIM. Co-
LUMANBEHOE MCKYCCTBO PACCYMTAHO HA B3A-
umoaencTeme C Maccosbim 3putenem. OHo
HEMBICTIUMO 63 Pa3BUTUS TAKMX XAHPOB,
KQaK KAPMKATypd, MNAKaT, NonMTMYeckas
MNAIOCTPAUMS, COLMANbHBINA rpocbmecmﬁ
penopTax (B COBETCKOE BPEMS — 3TO OMbIT
Bble3AHOM Bpuraasl «Kpokoamna» u puco-
BOHHbIE QNbBOMbI HO COLMANBHLIE TEMBI).
K coxanenunio, nocne passana Cotosa
TPAOMUMM MOMUTMYECKOM M COLMANLHOM
rpacumkm Beinm noutn npepearsl. Ceityac,
ONMPAsACh HA MPEXHMI OMbIT, HEOBXOAMMO
30HOBO CO3AABATL rpaduyeckue hopmel,
CMOCOBHBIE OTPAXATL COBPEMEHHBIE MPO-
6nembl Hawero obLiecTsa.

ABPAM ®UHKEJbLUTEMH
AxTumct (CLLA).

Ecnu nckyccTso M HeceT 3a YTO-TO OTBET-
CTBEHHOCTb, TO 3TO OTBETCTBEHHOCTb 3Q
KOMMyHMkauumio. Kakmm obpasom wmckyc-
CTBO MOXET 6biTb KOHKYPEHTHOCNOCO6-
HbIM B MEAMANPOCTPAHCTBE, NEPENONHEH-
HOM KOHTEHTOM?2 [ns Toro ytobbl caenats
370, Heobxogum oBLmMM a3bik. Ecnn ecTb
TAKOM OBLWMM A3bIK B AMEpMKE, TO 3TO A3bIK
peknamel. Korga xyaoxH1K aenaeT ronoc
PEKIIAMbI CBOMM, OH TOK X€ NMPUHUMAET ero
NepBUYHYIO CTPATErMYECKyo hUKCaumio,
OHOBPEMEHHO ABNSIOLLYIOCS OBLLECTBEH-
HOM M NIMYHOM, YHUBEPCATbHOCTb XEMNAHUS.
XenaHue — OCHOBHOM ABMXYLUMI MEXa-
HM3M PEKIAaMBI, HACKBO3b MPOHMLIAIOLLMIA
ee. BoT noyemy Mbl BO3naraem Hapexael
Ha Byayuiee. OHM COEAMHEHBI C TOCKOM MO
npouwnomy. OHM NEXAT B OCHOBE HALIEH
noTpPeBHOCTH BbiTe MHPOPMUPOBAHHBIMM,
B OCHOBE HALLEM XAX bl TEXHOMOTMYECKMX
NpoTe308B. TOM Mbl Y3HAEM, YETO Mbl CTOMM.
Mo3ToMy BCE COLMAMNbHbIE COOBLIEHMS
AOMXHBbI YKNAAIBATECS B KOHTEKCT Xena-
HWs, paxe nonutuyeckue. lNpumeHeHne
HOBbIX MEAMMHBIX TEXHOMOTMI MPEeAcTaB-

naeT cob0o BAXHENLLIMIA KOMNOHEHT OKTY-
ANbHOCTH COOBLLEHMS, HO ecnu NpuGop B
PyKe — 3TO MPOCTO CMCTEMA AOCTABKM, KAK
TeNnesmn3op, PAAMO MM MNAKAT A0 HMX, TO
YTO 3TO HO COMOM Aene 3HAYMT?
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Mexzua¥Yxap: MCKYCCTBO BO B3auMmMoZe¥cTBuH

CO CIeXKTaKJaeM

MNabno XepMaHH

Ecnu xynoxHuka npurnacunm Ha buenHa-
ne, 3T0 MOXeT BbiTb PACLEHEHO KK MpK-
3HOHME €ro COBCTBEHHOM XYAOXECTBEH-
HOM PABOTHI HO MEXAYHAPOAHOM YPOBHE.
L5t XYAOXHMKA 3TO YeCTb KAk NpoeccHo-
HONbHAS, TAK M NMYHAS. [1Ns aKTMBUCTA 3TO
MCTOYHMK MHOTMX BOMPOCOB M CAMOKPUTH-
Kn.

MepBbIit BONPOC OTHOCUTCS K CAMOM XY-
ROXeCTBEHHOM pabote. Peub upet o (pe)
NPE3EHTALUMM OKTMBMCTCKMX PaboT (1 mx
AEMCTBUS) B 3TOM CNELUUIECKOM Clyyae:
KOK MOXHO QeKBATHO npenctasuth «El
Martillo» [MpoekT «Monom] u apyrue ak-
TMBUCTCKME MPOEKTbI B KNACCUYECKOM Bbl-
ctasoyHom mopyne? CriefytoLmne BONpoCk!
OTHOCATCA K TEOPETUYECKOMY MO3ULIMOHM-
POBAHMIO MO OTHOLLEHMIO K «CNEKTAKITIO» B
CUTyaumoHucTckom cmbicrie (no T deGopy),
O TaKXe K Pe3ynsTaTam yyacTus B MEAMa-
OKTUBMCTCKMX MPOEKTAX M MocneayioLedn
30 HMM NepepaboTKe XYHAOXECTBEHHbIX,
KOHLENTYANbHbIX M MHCTUTYLIMOHAMBHbIX
MPOLECCOB, KAKAS MMENa MeCTo, Hampu-
mep, Ha Mockosckoi buenHane.

HanbHeMLLIne BONPOCH MMEIOT OTHOLLEHKWE

K BKIIOYEHMIO OKTMBMCTCKOMO MCKYCCTBA
B PErMOHANbHBIA  (HALMOHAMbHBIM) KOH-
TekcT. Kak obpallaTscs ¢ CoBpeMeHHbIMMU
TEYEHMAMU M FPYNNOMM, KAK MO3WLMO-
HMPOBATL CeBS MO OTHOLIEHMIO K HUM, W
KOK OHW BCTPOEHbI B OKTYQmNbHbIE «QHTH-
NpaBUTENbCTBEHHbIEY NpoTecThi? [pyrue
paBoThl BHYTPM KOMNEKTUBA MOAHMMAIOT
BOMPOCH M MNpobnembl, OTHOCALMECs K
ccepe aBTOPCKOro Npasa.

1. Bonpockl penpe3eHTaumMu CaKTUBUCT-
CKOro MCKYCCTBA B KNACCUYECKOM Moayne
XYROXECTBEHHOM BbICTABKM

B 2010 rogy mbl (OpraH kpuTHMueckoro
uckycctea) cosmectHo ¢ Electric Electric
Collective (EEC) 1 MHOTUMM APYTUMM Xy-
ROXHUKAMK paspaboTtanu u cospanu «El
Martillo», orpomHbift (HoayBHOM) MonoT
QKTMBMCTA, YTOBbI MOCNATL €0 HA AKLMK
npoTecToB B Mekcuky. Yxe Toraa Ham
BLINO MOHATHO, YTO Mbl MMEEM AENO HE C
BLICTABOYHBIM JKCMOHATOM ANA My3es, a
c obbekToM npotecta. Morot 6bin cos-
AQH C OCO3HAHMEM TOTO, YTO ECnU OH By-
AET MCMONb30BAH MO HA3HAYEHMIO M Er0
MEAMMHbIA noTeHuman ByaeT MOnHOCTLIO

Onb MapTunbo - Monot Aktueucros, 2010.
MHcTannaums.



Menwa\/nop: MCKYCCTBO BO B3AUMOAEMNCTBMUU CO CNEKTAKEM

286

PEAnM30BAH, TO OH BPSA MM BEPHETCH K
HOM B CBOEM NEPBOHAYANLHOM BUae. Mek-
CMKAHCKAS MONMLMS BHECNA CBOM BKNAf B
3TOT MPOEKT, NOATBEPAMB HALIM MPAYHbIE
OMACEHMS, U YHUUTOXMIA MOMOT B MoCned-
HWP A€Hb AKLMIM NPOTECTA, MPUYPOUESHHBIX
K koHdepeHumn OOH no sonpocam M-
merenns knumata (COP 16) B Kankyhe. Y
HAC He BbINO HAOMEPEHMs B MOCNEACTBUM
BLICTABIATL 3Ty PABOTY rae Gkl TO HM BbINO
eule.

AKTMBMCTCKOE MCKYCCTBO, €CTECTBEHHO,
BKMioyaeT B cebs onpepeneHHylo fonio co-
NPOTUBNEHMS MO OTHOLIEHMIO K Knaccuye-
CKMM BBICTABKOM, M B LIEMOM MO OTHOLLIEHMIO
KO BCEM 3MUTAPHOM CUCTEME MCKYCCTBA,
KOTOpQs MPOSBAAETC B MIMHCTPUME XY-
AOXECTBEHHOrO MPOM3BOACTBA M TPAAMLM-
OHHBbIX MOFIENSX NPEe3eHTauMM. BoT nouemy
paspabotka  obbekTa  penpeseHTaumMM
ANs BLICTABOYHBIX Lieneit 6bina He TOMbko
MOEONOTMYECKMM BOMPOCOM, HO M HeCna ¢
co60o# NPOBNEMBI YNCTO TEXHUIECKOTO XA-
pakTepa.

ApPryMeHTsl B NOMb3y YYacCTUs B BLICTABKE
NepeBecHnu COMHEHMs 3TMYECKOro CBOM-
CTBQ, M CTANO MOHSATHO, YTO KOMb CKOPO XY-
AOXHUK HE MOXET obecneunTs cBoe MaTe-
puyanbHOE CyLECTBOBAHME, TO MO KPANHEN
mepe ero paboTbl AOMXKHbLI POPMMPOBATL
CeTb NPAKTUK KPUTMYECKOTo MCKyccTea. B
3TOM CMbICNE cbecmscmb Megnunaynap ctan
HE TONMbKO 3HAYMMBIM COBLITUEM, HO M MC-
TOYHMKOM LIEHHOTO onkiTa. bonee Toro, ToT
akT, 4to BEICTABKA MeanaYaapa He Haxo-
AMNACH B NPAMOM 30BMCMMOCTU OT ObULM-
AnbHEIX CTPYKTYP, O BbiNG OPraHM30BAHA
KYPATOPAMM QBTOHOMHO, BHE OUUMArb-
HOTO (PUHAHCMPOBAHMS, CYLLECTBEHHO MO-
BMMSAN HQ HOWE PeLIeHUe NPUHATL B HEeW
ysacTtue.

DopMarbHbIE BOMPOCHI HALIETO Y4aCTHS
6binv NPOPABOTAHLI B MPOLECCe KOHLen-
Tyanusaumu u onucanms pabort. C camoro
HaYANa BbINO SICHO, YTO Mbl AOMXHbI NEPE-
AQTb MNACTMYECKYIO CUMBOIMMKY MOIOTA
TAK, 4TOBbI OTPA3MTL PAMEP M MATEPUAITb-
HOCTb OPUIMHANBEHOTO OBLEKTA. MbI NPHHSI-
N1 peLeHmne BOCCO3AATL TOMLKO BEPXHIOK
YOCTb MOIIOTA, BHYTPM KOTOPOTO MOTA
Bbl HOXOAMTLCS BMAEOMPOEKLMS, OMMChI-

BAIOLLIAIS UCTOPMIO AKLIMM. TeM CaMbIM Bbinu
obbeanHeH bl CKYNMbMTYPHOCTL M 3CTETUKA
penpeseHTauMM C ee MOEeOonorMyeckon u
AOKYMEHTANbHOM COCTABMSIIOLLMMM.

2. TeopeTHyeckoe MNO3UUMOHMPOBAHKE
no otHoweHuio k cnektaknio (i fle6opal
M PEe3ynbTaT yudcTus B MEAMMHOM OKTH-
BMCTCKOM NpoekTe

B CBA3M C 3TUM BOMPOCOM Mbl CHOBA M CHOBA
obpaliaemcs K M3BUTOM Teme CrnekTaky-
NAPHOCTU U MEAMIMHOTO YYACTUS AKTUBUCT-
CKOTO MCKYCCTBA, O TAKXE MOCNEeACTBUAM
3TOTO y4ACTMS. B CUTYQUMOHMCTCKOM Ma-
HEepe BCTAIOT BOMPOCh! KOMMNEKTUBHOTO Xa-
paKTepa, HACKonbko BOOGLLE AOMYCTUMO
COTPYAHMYECTBO C MeaMa mnu nnatchop-
MAMM, KOTOpbIE XAPAKTepU3yloTcs B Tep-
MMHOX M3MHCTPMMA. B KOHEYHOM UTOTE HE
XOTenock Gkl BLICTYNATL KAK YACTb KAMMTA-
FIMCTMYECKOTO, OPUEHTUPOBAHHOTO Ha (bu-
HAHCOBYIO) BBIFOAY MEAMITHOTO MEXAHN3MA,
HO 6opbBY C KOTOPLIM, COBCTBEHHO, BbI3bi-
BAIOTCS MHOTUE MOMUTUYECKME XYLOXHMKM,
304ACTYIO MPEBPALLAACE B €70 MHCTPYMEH-
TANU3MPOBAHHOE YKPALLEHHUE. Y1CTO aKTH-
BMCTCKQS MO3MLIMS FOBOPMT O TOM, YTO TOY-
HOE MEAUMHOE MO3ULIMOHMPOBAHUE MOXET
6biTb OYeHb 3DPEKTUBHLIM MHCTPYMEHTOM
B OKTMBMCTCKOM Gopbbe «3a KAPTMHKY».
Takrm 06pA3OM, XYAOXKHMK MOCTOSIHHO Bbl-
HY>X[EH ABMIaTLCA MEXMY ABYX MOMIOCOB,
KOTOpblE $i HO3LIBAIO  «MAESONOTMYECKON
KOPPEKTHOCTLIO» M MPArMATM3MOM, TOK KAK
nobas akTueMcTckas 6opbba, ecnu oHa
HE OTArYeHa AOTMATAMM, HEM3BEXHO SBNSA-
eTCsl NONMUTUYECKOM U MOEONOrMYECKOM Nno
CBOEM CyTH.

HarnsigHeM NPUMEPOM 3TOTO MOXET Crly-
XMTb BOMPOC MCTIONB30BAHMS SKONOTMYECKM
HeBe3ynpeyHbIXMATEPMATIOB A CO3AAHMS
monorta. MpounssoacTso cepebpucTon 13o-
NSIUMOHHOM MNEHKM, BEPOSTHO, HE BOMHE
6e3BPENHO AN OKPYXAIOLLEN CPEMbl, HO
B BM3YQNIbHOM M TEXHWMYECKOM CMbICIIOX
5T0 MAEHKA BbiNa OMTMMOMBbHBIM AN HAC
marepuanom. Mostomy B npouecce pabo-
Thl Mbl MHOTOKPOTHO MOATBEPXAANM CBOE
HOMEPEHME MOCTABMTE HO MEPBOE MECTO
BM3YQIIbHYIO CTOPOHY MPOEKTa, MyCTb W
B ylep6 cooBpaxXeHMsIM SKOMOrmyeckom
6e30MacHOCTH.

XOTf CUTYALMOHMUCTCKASA MO3ULMS, 3aKTIO-
YQIOLLAACS B PELUEHNM NO BO3MOXHOCTU He
CTYNaTb Ha My Tb M3UHCTPUMA B CMW 1 mc-
KyCCTBE, NO3BONANG HOM NPUAEPXMBATLCS
CBOErO (MOeo)norMieckoro obbscHeHUs Tex
YCTYMNOK M MHCTPYMEHTONM3AUMM, HA KO-
TOpble Mbl BbIHYXAEHbI Bbink MOWMTH, ACHO
opHo: ¢pasa na Ckorta-XepoHa, «the
revolution will not be televised» [«pesonio-
ums He ByneT TPAHCIIMPOBATLCS MO TENEBM-
AEHMIO»] NOTEPSNA CBOE 3HAYEHME B IMOXY
COUMAnbHBLIX CETEH, <D3151c6y|<0, TeutTtepa,
Youtube 1 nopTaTuBHLIX BUOEOKAMEp.

OpHako B 6opbbe 30 MepmitHble 06pa3bl
HEOBXOAMMO MMETL B BUAY, YTO AAXE He-
CMOTPSi HO CKPOMHOE BM3yanbHOE 0opMm-
NEHME BALLIE BLICKA3bIBAHME BMOMHE MOXET
MMETb  MOoNUTMIYECKMi  3ddeKkT, co3aaTb
AMCKYPC M TEM COMbIM BIIUSITE HO PEQNbHbIE
COUMAnbHBIE MMEHEHMA U BE3 MCMONb3O-
BAHMA AeleBblX 3PPEKTOB U CEHCALMOH-
Horo capca (reponsaumn XynoXecTBeH-
HOrO 3ro M T.M.).

3. AKTMBMCTCKOE MCKYCCTBO M €r0 MHTE-
rpPauMs B AKTYanbHbIE NPOTECTbI

B HacToswee spems B Poccum oueHs rpom-
KOs M reTepOreHHas Macca MNiofem BbiHeC-
na NpoTecT NpPoTUB MPOBSALLETO PexXuma
HO ynMUBl, NPOTECT, KOTOPLINA 3aKMoYaeT
B cebe pa3nMuyHble MONUTUYECKME MO3M-
umm. BO3MOXHO, 4TO HO HauanbHOM dase
no6Oro MPOTECTHOTO ABUXEHUS B MEPBYIO
ouepeab HEOBXOAMMO MPOCTO HANTU Tex
HM30BbIX OKTUBMCTOB, KOTOPbLIE MPOTECTY-
0T NPOTMB [AEMCTBYIOLLEro CTATYC-KBO.
OpgHAKO NOMUTMYECKas MO3UUMA ABNAETCA
HEOTHEMNEMOM YACTbIO OTAENbHLIX XYMAOo-
XECTBEHHbIX KONNekTMBoB. He meHee Bax-
HO M 0603HAYUTE AUCTAHLMIO MO OTHOLLE-
HUIO K PEAKLMOHHbIM TEHAEHLMAM.

Mpobnembl C HALMOHANMUCTAMM, aLn-
CTOMM M «HOLMOHASbHBIMM OBTOHOMOMM»
HOBMIOQAIOTCA MOYTHM BO BCEX BOCCTAHMSX
(Fpeumi, Mcnanus, gemxenne «Okkynaimn»,
M TaK Aanee). 3T cumbl MOryT NPeAcTas-
naTb cobOM Cepbe3Hylo OMNACHOCTL AfNs
COUMAnbHBIX M TMPOTECTHBIX  ABMXEHMM.
Onst XYAOXKHMKOB M TBOPYECKMX PABOTHM-
KOB OYEHb BAXKHO YKA3bIBATH My TM MUPHO#M
opMbI NPOTECTA NMPOTUB HACKMMS, COMO-

YMPOBCTBA M PEMPECCHIL, COMPOTUBANAACH
MOAYAC 30MACKMPOBAHHbIM OBTOPUTAPHBIM
TEHAEHLMAM 3QMY TAHHbIX MOEONOTMYECKMX
naem. BinsocTb HeKOTOpbIX (O4eHs) M3BecT-
HbIX POCCHICKMX KOMMEKTUBOB XYAOXHMKOB
OKTMBUCTOB K BOWMHCTBYIOLLMM CTOPOHHM-
KOM OYEBMOHOM MOEONOTUM «TPETLEN MO3M-
UMM» 30CTABNISET €Le Pa3 30AyMaTbCs 06
MCTOPMUYECKMX MAPANIENSX C UTANBAHCKMM
yTYpM3MOM MIM C MOMMTUYECKOM MyTaA-
HULen BpemeH Beimepckon pecnybnmku,
KOTAA XYAOXHWUKAMM Obinu MCNPoBoBaHbI
PO3MMYHBIE MOESONOTMYECKUE MO3ULMK U
HEMbICTIMMBIE MOMUTUYECKME OFbSHCbI.

9l penalo 3TM 3aMEYAHMS HE TOMbKO M3-3a
ONbITA HEMELIKOM MCTOPUK, KOTOPLIM 3a-
CTOBMSIET YKA3bIBATL HA TAKME MPOGHEMbI 1
KPUTMYECKM OCMBICTISITb MX, O [ TOTO, YTO-
6bl MPUHLMMMANBEHO MPOTMBOAEMNCTBOBATL
TEHOEHLMM MONHOTO NPEKPALLEHMS Nepeo-
CMbICTIEHMS ABTOPUTAPM3MA U NMPUMEHEHMS
HOCKIMS BHYTPM (M CHaPYXM) McKyccTea
MOA BbIBECKOM CBOBOMbI XYLOXECTBEHHOTO
BbICKA3bIBOHMSL. 51 FOBOPIO 3TO MOTOMY, 4TO
TEHOEHLUMM K COLMANBHO-MOMUTUYECKOMY
Mpakobecuio unu K aLM3oMaHbIM NPO-
SABNEHMSAM OOMXKHbI BbITb HEMEONEHHO 060-
3HQYEHBI.

Tem He MeHee, HEB3UPAS HA YNOMSAHYThIE
HENOCTATKM,  Pa3Hoobpasue  Xymoxe-
CTBEHHOM OKTMBHOCTM, KOTOPOE COMPOBO-
XACeT npotecTsl B Poccum, npexae Bcero
B BonblMX ropoaax, BHywwaeT Gonbline
Hapexpel. Hanpumep, wepcTsHbie Macku
nogpbLIBHOM NaHK-rpynnel Pussy Riot npean-
CTABMAIOT B CBOEM NPOTECTE OYEHb TBOPYE-
CKMPt M CBEXMIA OKTUBMU3M, KOTOPBIA MOXET
MMETb OrPOMHOE 3Ha4eHue B Gopbbe 3a
COUMANbBHYIO M MOMMTUYECKYIO SBOMIOLMIO.

4. Bonpocbl aBTOPCTBA M ABTOPCKOrO Npa-
BO B KONNEKTMBHbIX paboTax u npoekTax

Mpu3abie K GokMKoTy 4-i Mockosckom 6u-
€HHane, BbIABMHYTHIM rpynnoi «BoiHax» B
ceHTﬂ6pe 2011 roga, Noka3an, HACKONbKO
LIEKOTNMBLIM MOXET BbiTb BONPOC aBTOP-
CTBA ACXE B XYAOXECTBEHHbIX KOMMNEKTU-
BOX, MCMOMb3YIOLWMX MOAPbLIBHLIE CTPATENMM
M AEWCTBYIOWMX B OCHOBHOM QHOHWMMHO.
B1aMMO, 3ro XymOXHWKA M €ro meguiHoe
OCBELLEHWNE MHOTAA OKA3bIBAIOTCA BAXHEE,
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YeM SICHOE MOMNOXEHUE BELLEM B CMOPHBIX
CUTYAUMSX BOKPYT MCMOMb3OBAHMS HA3BA-
HMs KOMNEKTUBA, KOTOPbI NoHMMaeT cebs
KOK OTKpbITOE 0BPA30BAHME.

CosmecTHast paboTa HOA MNPOEKTOM He-
CKOMbKMX CPT-TPYMNM MMM HECKOMbKUX XY-
AOXHMKOB HEPEOKO YpeBaTa npobnemamm
C npuceoeHuem cumeonos u uaen. Cneno-
BATENbLHO, HEObxooMMO 3apaHee o3a60-
TUTBCA PA3PELLEHNEM HO MCMONb30BAHME
HO3BAHMM, AKLMM, NPOAYKTOB M yTOUHWTL
MX CTATYC, HQ CNy4YaH BO3HUKHOBEHMS MiO-
6bIX COMHEHMIA UMK COPOB.

B obuiecTe No-NpexHeMy CYUTAETCS COMO
coBo¥ PasyMeoWwmUMcsi NPEACTABEHUE O
TOM, 4TO MOCPEACTBOM MCKYCCTBA YENOBEK
(1 B MeHbLIEN CTENEHN, rpynna) umeer mc-
KIOYMTENBHOE M SMMTAPHOE MPABO HA
woelo mnn paboty (npoekt). 1o npen-
CTOBNEHME O YerioBEKE KAK O JIM4HOCTM
M TBOPYECKOM MHOMBMAYANLHOCTH, €OMH-
CTBEHHOM r€HMQrbHOM CO3faTene 3amena-
TENbHbIX BELEN YXOAMT CBOMMM KOPHSIMU B
3noxy BospoxpaeHms. XyaoxHUK Kak Cyu-
HOCTb KOMNEKTMBHOTrO TBOPYECTBA €lle
HOXOMMTCS HO MOALEME, M HOM MEHbLUE
CrefyeT POBHSATLCA HO MHUMbIX koprdees
OKUMOHM3MA B UCKYCCTBE M MX CTPOHHBIX
MOMUTUYECKMX BOUHCTBYIOLLMX TOBAPMLLEN.
JIErMTMMHOCTL BOCCTAHMS KOK COLMAMBHO-
ro TPUITEpPA (1 ABTOPA) MPEBOCXOAMT Neru-
TMMHOCTb OTAENbHbIX XYAOXECTBEHHBIX MO-
31U (M KYPATOPCKOTO PA3APAXEHHs) 1
OMMPAETCH HA EAMHCTBEHHbIN ABTOPUTET B
(konneKkTMBHbIX) BOMPOCAX 3CTETUYECKOTO
M CTPYKTYpPHOrO xapakTepa. Takum obpa-
30M, MO-MPEXHEMY HE MOKMAQIOT BAXHBIE
BOMPOCH!, KOTOPLIE BYAyT COMPOBOXAATL
HOC B NOBCEAHEBHOM PABOTE M B PA3BUTUM
MOMUTUYECKM MOTMBUPOBAHHBIX MPOEKTOB
HO CTbIKE MCKYCCTBA M aKTMBM3MA... Ce-
FOMHS Mbl OMXHLI PABGOTATE HAA 3aKIO-
YUTEMNbHLIM CMIOBOM SMOHCHMMPOBAHHOO
OKTMBMCTCKOMO MCKYCCTBA, CBOBOAHOTO OT
POMAHTMYECKMX, [OTMATMYECKMX 1 OBTOPM-
TapHeIx Maen!

Cra¥in=roudpepenuusa ¢ Ma¥ixom BoHaHHO

(The Yes Men)

OkTa6pb 2011 roga

Maiik BoHaHHO: 3apaBcTBYMTE.

TatbaHa Bonkoea: 3ppascTteyite. Y Hac
MPOXOAMT ceKumst heCTUBANS, MOCBSLLEH-
HOS TAOKTUYECKMM MEAMA, M Mbl TOCMOTPENM
dparmeHT Bawero dunbma «CornacHsie
HO BCE MeHsIOT MUp». [ns Hac Bonbluas
4eCTb MMETb BO3MOXHOCTb MOOBLLATLCS C
Bamm ceroghs.

Maitk BoHaHHo: Cnacubo. YxacHo nio-
6e3HO ¢ BaLuei cTopoHsi.

TatbaHa Bonkosa: BO3MOXHO, y HEKOTO-
PbIX YYOCTHUKOB HaLLEro pecTmBans ectb
K BAM BOMpPOCHI. Mnu, moxet BbiThb, y Bac
€eCTb KAKOe-TO CrneumansHoe NnocnaHme o
TAKTUYECKMX MEANA, C KOTOPOTo Bbl xoTe-
nn Bbl HaYaTb?

Maik BoHaHHO: [1o HET, KOKOro-To OCo-
6eHHoro cooblierus y meHs HeT. Ckaxy
TOMLKO, YTO Mbl HABMIOAAEM MHTEPECHbIE
BPEMEHQ, KOK MHE KaXeTCsl, MOTOMY YTO BO
MHOTMX TOYKOX 3EMHOTO LIAPA OBLLECTBEH-
Hble ABMXEHMS Mmepewnn oT pa3paboTku
TOKTHKK K paspabotke ctpatermn. Korpa
Bbl QOCTMraETe MACCOBOM MOBMAM3ALMM

NIOAeN HA YNULOX, TOKTMKA CTAHOBMTCS
B HEKOTOPOM CMBICIIE MEHEE BOXHOI:
Heobxopguma  TpaHchopmaums.  Momu-
MO BCETO MPOYETO, Mbl CEAYAC MbITAEMCS
BHECTW CBOM BKMAA B MoBYI0 3a6aBHYIO
TBOPYECKYIO MHULIMATMBY, KOTOPAS MOXET
BLIBECTM elle Bonblue Mopen Ha yruubl,
Ha Yonn-cTpwuT, Hanpumep. M 310 HoBsas
M yBNEKATENbHOs 30AA40. BeposTHO, Mbl
Mornu 66l 06 3TOM MOroBOPHTL, ecin Bam
5TO MHTEPECHO.

TatbaHa Bonkosa: [la, oyeHb MHTEpec-
HO. 3HAYMT NK 3TO, 4TO Y Bac ceiyac ectb
KAKMEe-TO cneumrarnbHble NpoeKTbl BHY TPU
Gonee WMpOKOro npouecca «3axsatu
Yorn-ctput?2 He mornu 6bl Bbl HOM 06 3TOM
pacckasaTsb?

Maik BoHaHHO: [la HET, KAOKMX-TO crneum-
anbHbBIX MNPOEKTOB HeT. [lyMalo, 4To Mbl
y4acTByem BO BCEM 3TOM HAPABHE CO BCe-
MM OCTQMbHLIMK TIOAbMM, 06 EaMHONMY-
HOM «QBTOPCTBE» KAKMX-TO QKLUMIA peun
He mpeT. Mbl Bce BMeCTe cuamMMm, MPOBOAMM
MO3rOBbIE LUTYPMbI, TEHEPUPYEM MAEM U
3aTem NGO y4YOCTBYEM B COMMX OKLMSIX,
nMBo «CKAOPMIMBAEM» 3TM MAEM TEM, KTO

Cekums «TaKTU4ECKME MEAMA» CUMMO3UYMA
Pro&Contra.
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CMOXET MX Peanu3oBaTb. TOK 4TO CEMYaC
Mbl 3QHATbI TEM, YTO MbITAEMCSH BHECTU CBOM
Bknap B obliee Aeno, NpuayMaTe Kakue-
TO MHTEPECHbIE MEPOMNPUATUA U UCTOPUH,
KoTopble, Bydem HOmesTbCsl, CMOryT pac-
MPOCTPAHMTL MAEIO0 NPOTECTA, MPUBNEYL K
HeMy Bonblie BHUMAHMs 1 Bonblue nioae,
KOTOpble BbIMAYT HA YMLY M NPOAOIXAT
OKKYNnaumio Yornn-cTpur.

Tatbana Bonkosa: Ho ectb nn y Bac kak y
XYAOXHWKOB M MEAMAAKTUBMCTOB KAKME-
nMbO CrneunanbHbie kLMK BHYTPM 3TOrO
ABMXEHMa mnu Bol BCe-Takn pencTeyeTte
KOK PAAOBbIE YHACTHMKMS

Maitk BOHAHHO: B 3TOM-TO TO M CyTb: Mbl
AeMCTByeM COBMECTHO C APYTMMM MIOAbMM,
HO Y HOC HET CBOMX COBCTBEHHBIX NPOeK-
TOB. MnKM TAK: 3T NPOEKTbI HE HALLM, OHM
npuHapnexaTt Bcem. EcTb  MHOXecTBO
uaen, KoTopble POXAAIOTCA BHYTPU rpyn-
Mbl B NpoLlecce PaboTkl, U HEKOTOpPbIe U3
3TUX MOei BMOCNEACTBMM PEANUIYIOTCS.
Ho OHM He ABNAIOTCH HALLIMMM MPOEKTAMM,
ckopee, cobbiTamu. Hy, Hanpumep, koraa
niopn obnauMnMce ANs akUMK HE B TO, YTO
OHM HOCAT OBLIYHO, O B 1ENOBbLIE KOCTIOMbI
[1 packpacunu cebe nuua, kak GyaTo oHu
BOAMMMPLI] M B TAKOM BMAE MPOLIECTBOBA-
nm [Mmumo Heto-iopkckon Bupsku]. Takoro
POAC QAKUMM 3APSXAIOT Npoucxopsiiee
IOMOPOM. Mnn urpa B BeiKMBans. 3HaeTe,
KO UrPaioT C MAYOM, BpocaloT ero apyr
APYry, CTApasice He NONACTL MOA MAY UMK
noimaTte ero. Tak BOT, NIOAM UIPANM B Bbl-
WKBAnNbl «yXOf OT HANOTOB»: HAPSXANMUCH
TaK, Kak BYATO OHM MPEeaCTABAAIOT PA3NMY-
Hble KOPMOPALMM, YXOASLLIME OT HAMOTOB,
M Mrpanu B BLILWMGANE! HA ynuue. EcTb 1
Apyr1e, BECbMA HE3AMBICTIOBATEIE AKLMM,
KOTOpbIE O4YeHb NepchopmaTHeHLl. Hanpu-
MeP, Bbl BLIXOAUTE HA CEPEAMHY NPOE3Xe
4aCTU M HQYMHAETE TAM MOAMPbLITMBATE HA
MeCTe A0 TeX Nop, NOKA He MOsBASETCs No-
nmums. Toraa BAM NPUXOAMTCS BEPHYTbCS
HQ TPOTyap, YToGkl BAC HE APECTOBANM,
HO KOrfa CBeT cBeTopopa MEHsEeTCs Ha
3eneHblit, Bl CHOBA BBIXOAMTE HO cepeam-
Hy [OPOrMM M NPOAONXAETe TAM CKAKATH.
370 cnocob BKMIOYMTE MONMUUMIO B CAMO
3penuile MpoTecTtd, CTAPAsCh BOBMEYL
KOK MOXHO Borblue MOnMUenckux, noTo-
My YTO Y HMX caMble 3pdeKTHbIE 06pPass,

UX «<KOCTIOM» OYEHb XMBOMUCEH M BECENMUT
OKPYXaloLWMX, OCOBEHHO ntoaed C Kame-
pamu. MpeacTassre, KAKOBO 3TO: YBMAETb
6onbwoe ckonneHue nonuuenckux. Mo-
3TOMY KOrfd HeGonbLIas rpynmnka nopen
cnocobHa BoBNeEYb BO BCe 3TO Kyaa bonee
3HQYUTENbHBIE, YEM OHU CAMM, CUMbI MO-
nmumK, obbiYHO nonyyaetcs 3a6asHo. Ho
€CTb MHOTO ApPYrMX Maek... Bce ato Bewy,
KOTOpbkIe Npoucxopunu Bel B niobom cry-
yae u 6e3 HaLero y4acTus, 3TO He HaLK
MIMYHBIE MPOEKTI, 3TO COBLITHS, B KOTOPbIX
Mbl CTPEMMMCS MPH NIOBOM BO3MOXHOCTH
Y4OCTBOBATE.

TatesiHa Bonkosa: Ho ects nu y Bac me-
AMMHBIE NPOEKThI, TO €CThb AKLMM C yHACTH-
eM TOKTUYECKMX Meaua unu Gonbluas mx
4aCTb PA3BOPAYMBAETCA HA YNMLIOX?

Maiik BoHaHHO: Hy, ckaxem, Te npoeKTsl,
O KOTOPbIX i TONBKO YTO PACCKA3bIBAM, MO
CyTH, SBRAOTCS MepuiHbiMK. Mpeanono-
XXMM, rpynna nioaei 6epet B pyku LETKM
M METNbI (8 CKO3AN LLETKM, O HE METMbI, NO-
TOMY 4TO CEMYaC HEMb3s PA3rynMBATL C
METNIOMM, MOMULMS APECTOBLIBAET 34 3TO
KOK 30 HOLLEHME OPY3XMsi, MPOCTO cmexl).
Mpennonoxmm, Bl MOeTe C rpynnoi mnio-
AeM C METNIaMM M LLIETKAMM, OMycKaeTech
HO YeTBepeHbkM HA YONn-CTPUT M HauM-
HOeTe CKPEeCTM MOCTOBYIO. Bbl npuHecnmn ¢
coboit Bofy, Bbl HauMHaeTe y6opky. Bel xe
He genaeTe 3TO ANg Noaen, HaXOAALLMXCA
B 300HMM oHaoBon Bupxu, npasna? U
He Ong NonMuenckmx u He ana tex 30 unum
40 TYpMUCTOB, KOTOPLIE YMECTATCA HA TOM
HebonbLIOM yyacTke TPOTYdpd, KOTOPbIM
ouenmna nonuuma. Bel 3To genaete gna
kamep. M pobrsaetecs Toro, 4Tobbl BALIA
aKUMS MOMANA HA 3KPAHbI M B HOBOCTHbIE
BbIMYCKM. TOK BOT, BCE OMUCAHHOE ABMSET-
€Sl MEOMA3PENULLEM, AKLMEN, CNELMANBHO
pPa3paboTaHHOM Ansi TOro, YTOGk! Gbl GbiTh
spenmiiHon ans CMU. Xota 3T akuum
O4YeHb NPOCTLIE, M B 3TOM-TO M 3AKNIOYAET-
Csl HOLG MAes: NPOBOAMTL NPOCTbIE, NErKO
BOCMPOM3BOAMMBIE AKLIMM, KOTOPbIE MOTYT
MOBTOPSATLCA A€Hb 30 [IHEM, HELlENs 3d He-
Aenen, passnekas Mniofen, BOBNEKAs MX B
npoucxopsiiee... Tak MOXHO MpuUBReYb K
yuacTuio 6onblioe Ymcno niogen. 1o cno-
cob nepenaTh MAEIo NPOTECTd NMIOASM, KO-
TOPbIE MOAYMbIBAIOT O TOM, YTOBLI NPUMTH

Ha YOnm-CTPMT, HO MOKA 3TOTO He CAenan,
Crnocob cKA3aTb MM, YTO M OHM MOTYT y4d-
CTBOBATH B YEM-TO BECENOM ([CMeeTcs).

TatessHa Bonkosa: lMoHsTHO. Bbl 3HaeTe,
y Hac B Poccuu ceiyac Toxe Taxenas no-
nuTHdeckas cutyaums. My Hac kK Bam ectb
BOMPOC OT XyAOXHMLE MapwuHsl MNoTano-
BoM: «Kak Bam kaxeTcs, 4To HOM AenaTb C
My TMHBIMZ»

Maiik BoHaHHo: Ox, 3TOT My TUH... (cmeeT-
cs1). Hy 4To MOXHO caenatb € TaKO# LTy-
koW, kak My TuH?.. 3HaeTe, y HaC Bedb TOXe
B CTpaHe 6bin cBoi MyTMH M OOBOMLHO
ponroe Bpems (cmeeTcst) Y HAC HECKOMbKO
Ty TUHBIX Bbino.

TateaHa Bonkoea: Torga Bbl  gOmXHbI
3HQATb, YTO AenaTs!

Mark BoHaHHO: [0, COBCTBEHHO, Mbl TOXE
TOrAA HE 3HANM, YTO C HUMM AENaTb. 5 yBe-
PEH, 4TO COBLITUS QOMXKHbI PA3BMBATLCS B
CTOPOHY MOCCOBOTO BOCCTAHMSI, MOCCOBbIX
ABUXEHMI. MHTepecHo ByaeT nocMoTpeTs,
KaKuMe BO3HWMKHYT ycnosus [ans 3toro],
KAK CNOXATCS OBCTOATENLCTBA, CMOTYT Nk
noam mobunmnsosatecs. 9 3Hato, yto B Poc-
i Kyna bornee penpeccuBHbIN PEXUM,
yem 3pech. MyTHH O4YeHb CNOXHAs U pe-
MPECCMBHAS LWTYKA, C KOTOPOM BAM MPH-
petcs uMeTb aeno (cmeertcs). Tak yto gy-
MaI0, YTO MPMAETCS MHE NMPUEXATb MOXMTb
K BOM Ha rof, 4Tobbl pa3obpathes, € 4ero
HY>KHO HOYMHATL. HO Mbl CE4AC MMABHbIM
06pa3OM [yMOEM B HOMPABNEHWMM Tex
YCMELHbIX HEHOCUIMBCTBEHHbIX [BUXEHMA
NPSIMOrO AEMCTBUS, TEX HEHACMIbCTBEH-
HbIX MPOTECTOB, KOTOPbLIE PA3BOPAYMBA-
NUCb MO BCEMY MMPY B NOCHEOHEE BPEMS.
Mpobnema B TOM, 4TO 15 TOTO, 4TOGLI cAe-
NATh 3T NPOTECTbI M ABUXEHMS YCMELLIHbI-
MM, HeobxoauMo MobunuaosaTk 6onbluoe
KOMMYECTBO NIOAEN, MACCHI Nogen, a Ha
TO, 4TOBbl MOCTPOUTL COLMANbHbIE CBA3M
TpebyeTCs MHOTO BPEMEHM, 1 CUMBOMMYE-
CKME aKLMM M XY[OXKECTBEHHbIM AKTUBM3M
UrPAIOT CErofHs AONeKO He MOCNEefHIon
ponb B 3ToM npouecce. Ho, HaBepHoe, He-
HOCMINBCTBEHHbIE MPOTECTHLIE ABMXEHMS
TOKOTO POAA 6binu Gbl CAMbIM MSTKUM M
r'YMOHHbBIM pelueHuem npobnemsl MyTuHa
(cmeeTcs).

TatesHa Bonkosa: Cnacubo. 9 xouy aats
cnoso lOnuaHe Jinsep, MeanaakTMBMCTKe,
Y KOTOPO# TOXE eCTb BONPOC.

lOnnaHa Jusep: Oobpbiit aeHb. Y meHs
elle OfiMH BOMPOC O ABMXEHMM «3aXBATH
Yonn-cTpuT», NOTOMY YTO MHE OHO OYE€Hb
HOMOMMHAET ABMXEHMWE «BO3MYLLIEHHBIX»
Los Indignados B Mcnanuu, Mpeunn u apy-
rMe Noao6GHbIE NPOTECTLI, MPOU3OLLIEALLMe
BecHon M netom 2011 ropa. U, kaxert-
Csl, BCE OHM 3AKOHYATCS HM4eM. B cyxom
OCTATKE TOMBKO OMbIT KOMMYHMKALMK, HO
Huuero Bonblue. YTo Bbl Ha 3TO ckaxeTe?

Maik BOHAHHO: DTK SBNEHMS OYEHb MO-
xoxu. Ho, MHe kaxetcs, 3abnyxaeHve
OLEHMBATL YCMELWHOCTb ABMXEHMA HA
OCHOBQHMKM TOTO OTHOCMTEMBLHOMO MPO-
rpecca, KOTOPbIM YBEHYANWUCb €ro Mo-
MbITKM BMATb HA MOMWUTUYECKMI KypC. 9
aymatio, 4o B nioboe fABuxeHue, B Niobyio
6opbby NpoBaAMkl M HEYAAUYM BXOASAT KAK
ycnexu. [IonXHO MNPOM30OMTH MHOXECTBO
HeynaY, Lenbie Cepun NPOBANOB, NOKA He
poouTcs PopMyna ycrnexa u YMCNEHHOCTb
Y4OCTHMKOB, Heobxoammas Ans ycnexa,
0COBEeHHO, eCnu peyb MAET O MUPHOM, He-
HACUNBCTBEHHOM 6opbbe. OHa He MoxeT
cocToATbC 6€3 MACCOBOTO Y4aCTUs Mio-
Aewn, niogen, He NPOCTO COrMALLAIOWMXCS
C 30ABMEHHBIMM LENAMM, HO MIMYHO Yyu4a-
cTByloLLMX [B 6opbbe 3a HMxX]. M nopobHoM
MOBMNM3ALMM OUYeHb TPYAHO AOBUTLCS, Ha
370 0BbIYHO yXOAAT rofsl. ECrM BCNOMHMTL
ABMXEHMe 3a rpaxaaHckue npasa B Coe-
AMHEHHBbIX LLTatax... (cBsisk npepeiBaeTcs).

TatesHa Bonkosa: Oke, cnacubo, Maiik.
Mbl oueHb papbl BO3MOXHOCTM MOrOBO-
puTb C Bamu, u oueHb Hapgeemcs, 4TO Bel
CMOXeTe NpuexaTh ciofd B ByayLiem rogy.
ITO BO3MOXHO?

Marik BoHaHHO: KoHeuHo, TO ecTb, 1 ay-
MQlo, YTO Aa.

TatesHa Bonkosa: OtnuyHo. 310 koHpe-
peHuMs o MeamakyneType bynet exeron-
HOM, W, BO3MOXHO, HQ CIEAYIOLWMIT FOf Mbl
cMoxem npurnacute Bac ciopa. Y Hac k
Bam ecTb eule oanH BONPOC, KOTOPLIN 30-
AACT MeanaakTMBUCT AnekcaHap buaun.
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Anexkcanpp bupumH: Korpa HaumHanoch
nemxeHne «Okkynai Yonn-cTput», B Co-
UMANbHBIX MEAMA OYEHb LUIMPOKO PACMPO-
CTPOHSNACE MHOPMALMS M MHOXECTBO
nioaen NpUMCOeOMHUNMCL K CTPAHMLUE COo-
BbiTus B Deircbyke, HO Npu 3Tom 17 ceHTa-
6ps Ha NnoLaab BbILNO BCero okorno 700
yenosek. Hackonbko st MomHio, bakTUye-
CKM TONbKO HO MPOLUMNON Hedene yaanoch
POCKAYATL CUTYALMIO AO TOTO, 4TOBbI K
AKLUMM NPUCOEaMHUNMCE A0 15 Thicay Yeno-
sek. CuMtaeTcs, 3T0 NPOU3OLLNO MNOTOMY,
YTO STHX NIOAEM BBIBENM HA YrMLbI NPOhCO-
t03bl. [PodCotosbl — 3TO TE OPraHM3ALMM,
KOTOPbIE OCHOBAHbI, CKOPEE, HO KAKMUX-TO
PEanbHbIX CBA3AX MEX Y MIOALMM, HEXENU
Ha BMPTYyanbHbIX. Kak Bam kaxeTcs, Kako-
BO CPABHMTENbBHAS POMb NPOdCO308, CO-
UMANbHBIX MEAMA M AKTUBM3MA B ABUXKEHMM
«Okkynai Yonn-cTput» M noyYemy B 3ToM
cryyae coumnarnbHble Meamna cpabaTbiBatoT
COBCEM MHaYe, Hexenu Ha nnowaam Tax-
PUP MIK B APYTMX CTPAHOX?

Maitk BoHaHHO: MNpexae Bcero, 1 aymaio,
4TO MEAMACKTMBU3M UIPAM O4YEHb BAXHYIO
pornb B ABMXEHUU. 3HOETE, OFPOMHOE KO-
NUYECTBO  HE3ABMCHMMbIX XKYPHANMCTOB

OCBeLanM NPOUCXOAsLLEE C MECTA COBbI-
TMI M TYT Xe BbIKNIOALIBANKM CBOM BUAEO B
CeTb. bnarogaps MM goCTosiHMEM OBLue-
CTBEHHOCTU CTAHOBMIMCb MCTOPUM COMO-
YNPOBCTBA NOMMULMK, 06 3TOM BbINO MHOTO
MPEKPACHBIX  PEMOPTAXe, CAENAHHbIX
MEOMAAKTMBUCTOMM, HAXOAMBLUMMMCH HQ
YNULAX BMECTE C MPOTECTyoWwmMMM. ITa
rpynna exefHEBHO OCBELAnd MpPoMc-
XofsLee, v 3TO BbiNo OYeHb BAXHO. B oco-
GEeHHOCTM MOTOMY, YTO BAXKHO PACCKA3ATH
MCTOPMIO, BEAb 30TEM €€ NEPECKA3bIBAIOT
rnasHble CMM, 1 3TO KMoy K TOMy, 4TO-
6bl 30MHTEPECOBATL KAK MOXHO Bonblue
niofeM NPOTECTAMM, YTOBLI OHM CAMM Bbi-
XOOMIM HO YNuLbI, YBUAEB, YTO ABMXEHME
HabupaeT cuny. Ho yto no-HacTosiemy
3PeKTUBHO 3ACTOBMSET NMIOAEN NPH-
COEAMHATLECS K NPOTECTY... (CBS3b NpepBa-
nace).

Anexcanpp bupnH: Mol rosopmnu o ToM,
Kak Hanbonee 3cbPeKTMBHO PACNPOCTPA-
HSITb MHPOPMALMIO [0 MPOTECTHOM ABMXKE-
Hum]...

Maiik BoHaHHo: [la. 4 aymaio, 4to meama-
OKTUBMCTbI OTIIMYHO CPABOTANM B AAHHOM

YyacTHukm cekumm «TakTHYeckue megnanr:
Anekcanap bugnH, AMutpuit Mogens, Mapuxa
Moranosa.

Cnyyde, U MHE TaKXe KAXeTcsi, YTo ponb
COUMANbHBIX MEAMA MPUHSATO NEPEOLIeHN-
BATb. [lyMalo, 4TO BOMLWMHCTBO BbIXOAMT
HO AEMOHCTPAUMM MOTOMY, YTO [PY3bs
CBA3BIBAIOTCS C HUMM HAMPSMYIO, M KOTAA 5
TOBOPIO «HAMPSMYIO», i UMEIO B BMAY Tene-
doHHbIE 3BOHKM, e-Meinbl, a He «like» B
®eitcbyke, nucema: «Mpuset, obssaTens-
Ho npuxoaml» U Takoe «capadaHHoe
panuo» B TPAAMUMOHHOM CMBICTE 3TOTO
CnoBa M B Tex OPMAX KOMMYHMKALMM,
KOTOPbLIE MOAPA3YMEBAIOTC HEKMM COLM-
QMbHBIM KOHTPAKTOM MEXAY APY3bSMU U
3HOKOMBIMM, MFPAET HE MOCNEAHIO0 POonb
B peleHUn Miofen NpUCOeamMHUTEC K
npotecTy. OQHOBPEMEHHO C 3TUM u TBuT-
Tep, n Pencbyk CTPAHHLIM OBPA3OM OKa-
3anMcb oueHb 3PEKTUBHBIMA KAHONAMM
ans 6oree LWMPOKOro pPACMpPOCTPAHEH!s
uHdpopmaumm o npouncxoasiiem. OTyacTm
NOTOMY, YTO MEAMA CEMYAC TAK MOMELLAHSI
Ha TeutTepe u Peitcbyke. Ho u TeutTep
u ®encbyk npecnenyioT CBOM MHTEPECHI,
y Hux csou PR-oTgensl, nponaraHampyio-
LMe MAelo TaK HA3bIBAEMOM PeBOmnioLMM
TeutTepa n Peitcbyka [pesonioumun, ocy-
LLECTBNEHHON MOCPEACTBOM COLMAMBHBIX
ceTeit], B TO Bpemst KaK HMYero nopobHo-
ro He cylecTsyeT (cmeertcs). OgHAKo 3a-
6nyXAeHUe OTHOCUTENBHO CBEPXBAXHOM
pOnM coumanbHeIX CETel B KOHLE KOHLIOB
camo no cebe CTAHOBMTCH CBEPXBAXHbIM,
Cama 3Ta Unnio3us. [OBOPMTL O TOM, YTO CO-
6biTs Ha NNowwaam Taxpup NPEACTABNANM
cobo# pesonioumio Teuttepa n Peicbyka
370 baHTasms. Bedb cTonbko nioaen pa-
60TaloT He NoKNAAAs PyK HAR OPraHM3a-
LMEM BCEro 3TOTO HA HU3OBOM YPOBHE, Ad
n TeutTep, u Peitcbyk He pacnpocTpaHe-
Hbl HOCTOMbLKO, 4TOGbLI MOBMNM30BATL Te
OrPOMHbIE MACChI MIOAEM, KOTOPHIE Mbl Ce-
roaHs Habriopaem. Cy Tk B TOM, 4TO NpoTe-
CTbl Ha Yonn-cTpuT ¢ Gonbluei BEPOATHO-
CTblO, YeM Kakme-nMbo apyrue, cnocobHbl
npespatutecs B pesonioumio Peitcbyka
unu TBMTTEPA, MOTOMy YTO B 3TOM MecTe
BEMMKA KOHLEHTPALMS MONb3OoBATENEH
3TUX CEPBUCOB, C 6onbLuel ponem BEpPOAT-
HOCTM OTKMMKQIOLIMXCA HA TBUTBI MM MO-
CThl O NPOTECTAX, B TO BPEMS KAK B APYrMX
KoHTekcTax Peicbyk 1 TBUTTEP NPOCTO He
CTOMb BAXKHBI, KAK OHW CAMM B 3TOM MbITA-
I0TCs MeHs y6eauT.

TatesHa Bonkosa: Maiik, orpomHoe cna-
cnbo. Yenamumes B Gyayuiem roay!
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NuTepBbY ¢ Humo# Qenmuu
Banrepus Jllexenesa®*

CeHTsa6pb 2011 roga

Banepun JlepeHes: [Mposogute nu Bol
pasnuune Mexgy aKTUBM3MOM M UCKYC-
CTBOM?

Huna ®enwwun: MNpexpe yem a oTsevy,
MO3BOMLTE MHE HE COMMACUTLCA C npega-
CTABNEHMEM O TOM, YTO MCKYCCTBO MO-
XET CyLWeCTBOBATL B HEKOM OBTOHOMHOM
NPOCTPAHCTBE, M3ONMPOBAHHOM OT CO-
BPEMEHHOTO Mupa. Mpea «mckyccTBa
pPaou UCKyCCTBA», HQ MOV B3rMad, yLna B
NPOLUIOE, XOTA M CETrOAHA MHOTUE B HEe
BepsT. B Halle Bpems cTomnbko obnacTei
HQAYKW CTANM MEXAUCUMMIIMHAPHLIMU: Mbl
Gonblue He uM3yyaem npenmeTsl BHe 6o-
nee WMPOKOro KOHTEKCTA, B KOTOPOM OHM
cyuiecTByloT. MHe kaxeTcs, Haubonee uH-
TepecHsle 06pa3Lbl COBPEMEHHOTO MCKYC-
CTBO OTPAXAIOT 3Ty B3AMMOCBA3AHHOCTb,
B6Mpas B cebst Npomncxoasilee B TaK HA3bl-
BOEMOM peansHom mmpe. Ha Baw sonpoc
HEBO3MOXHO OTBETUTL OAHOCIOXHO.

XYOOXHMKM 304ACTYIO SIBNSIOTCA M KPUTH-
4ECKMMM MbICTIMTENSAMM. ECIIM OHM pasMbILL-
NAIOT O MOMMUTUYECKMX MMKU COLMAMbHBIX
npo6bnemax, 3To HEMPEMEHHO OTPA3MTCH,

MyCKa# 1 MCNOABOMb, B MX MCKYCCTBE. ITO,
KOHEYHO, HE PACnpPOCTPAHAETCS ABTOMA-
TUYECKM HO BCEX XYAOXHUKOB. ECTb TE, UbU
paboThl He ABNSIOTCS OTKPBITO MOMMTHYE-
CKMMM M, TEM HE MEHEE, OHM HE NepPecTaloT
OT3TOrO BbITh X YAOXHUKAMU-AKTUBUCTOAMM.
Mo3ToMy 9 AyMAIO, 4TO BO3MOXHbI PA3HbLIE
CUEHApUK: eCTb XYAOXHUKHM, B MEHbLUEMN
CTEMNEHM BOBIIEYEHHBIE B NPOUCXOASALLEE.
ECTb XYOOXHMKM, YbM PABOTHI MOMMTHYE-
CKWE, TO, YTO OHM AENAIOT, MOCBSALLEHO CO-
UMQMNbHBIM UK NOMUTUYECKMM BOMPOCOM,
HO MPM 3TOM 3T XYLOXHUKM HE 0BS3aTENb-
HO ABNAIOTCA AKTUBUCTAMM. 4 NPOBOXY 3TO
paspeneHne BO BCTYMUTENbHOM CTAThE K
csoen kHure. CyliecTsyeT COBPEMEHHOE
MCKYCCTBO, CMbICIIOBOE COAEPXAHME KO-
TOPOro O4YeHb PACMMLIBYATO U HEOAHO-
3HQYHO: BAM TPYAHO OMPEenenuTs, B 4em
MOCbIN XYAOXHUKA, HO BAM KAXETCA, 4TO
OH MOMWUTMYECKOro CBOMCTBA. [na meHs
TAKOE WMCKYCCTBO HE ABNAETCA HWU NOMu-
TUYECKMM, HU OKTUBMCTCKMM. MopoBHoro
pona paboTsl — M 3AECh MHE HA YM NPKXO-
AsT NpoekThl [1keHHM Xonbaep 1 bap6apel
Kptorep — MoryT 6biTb MPOBOKALIMOHHBIMM,
HO OoHU He nonuTnyeckme. CyTb AKTUBKCT-
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CKOTO MCKYCCTBA HE TOMbKO M HE CTOMLKO
B TOM, YTOBbI UBMEHUTL MUP — MHE BOOGLLIE
HE KOXETCs, YTO UCKYCCTBY 3TO MOf, CUny.
[ns nopgobHeIx M3MeHeHUM TpebyeTcs He-
MHOTO GomnblUe, KaK Mbl BUOENW HA Mpw-
Mepe «apabCKOM BECHbI» MU ABMXKEHMS
«Okkyna# Yonn-ctput». Ho ecnu pabota
XYOOXHMKA MM TBOPYECKAs OKUMS M3Me-
HSIET TO, KOK Mbl CMOTPMM HO BELLM, MOBbI-
LWOET Hally CO3HATENbHOCTb, TAK CKA3ATh,
TO 37O 6ONbLIOE AOCTUXEHME.

Banepwit lleneHes: 5 xoten Gbl, 4TOGbI Mbl
HQ MMHYTY 3ATPOHYNM BOMPOC KAYECTBA.
MoxHO nu roBOpMUTL O KPUTEPMSX OLIEHKM
«Ka4ecTBa» Mnu «3chDEKTUBHOCTH» UCKYC-
CTBQ, ecnu peyb MaeT o6 AaKTMBMCTCKOM
MCKYCCTBE M MCKYCCTBE KOK TAKOBOMZ Mnn
Xe [Ans ycnexa 3Tm paboTtam M akumsam
AOCTATOYHO NPABMNEHO 06O3HAYNTL NPO-
6nemy?

HuHa ®enwmH: 370 NPEBOCXOAHbIA BO-
npoc. B moen knure «Mckycctso nm 3102
Lyx MCKYCCTBA KAK QKTMBM3M» 5 KACAIOCH
BOMPOCA O TOM, KK OMpeaenseTcs ycnex
06bekToB, NEPhOMAHCOB M APYTUX TMMOB
XYAOXECTBEHHOTO BbICKA3bIBAHMS, Npef-
MPUHATBIX  XYAOXHMUKOMM-AKTUBUCTAMM.
Lns MEHs BOMPOC KAYECTBA B 3TOM CBA3M
YPE3BLIYANHO BAXEH — BOOBLE B CBA3M C
3CTETUYECKMM KOK TOKOBbIM, XOTS ANl He-
KOTOPbIX COMO MOHSATUE «KAYECTBA» — CYry-
60 MMTUCTCKMI KOHCTPYKT. B Moem npen-
CTABNEHMU «AMAAKTMYECKOE» MCKYCCTBO,
KOTOPOE NPOCTO AOHOCHUT CyTb MPOBNEMBI
M He COnepPXMT B cebe No3TYECKOro KOM-
MOHeHTd, He cnocobHo Ha mpeobpaso-
BATEMbHEIN 3pdekT U He paboTaeT Kak
ncKyccTeo. Xots, 6esycnoeHo, arutnpon
MMeeT NpPaBO Ha CyllecTsoBaHue. [ns
ycnexa MOonMUTMYECKOro Mk aKTUBMUCTCKO-
rO MCKYCCTBA YPE3BLIYANHO BAXHO AATH
3PUTENIO MMM YHYACTHUKY BO3MOXHOCTh —
MPOCTPAHCTBO — CAMOCTOSITENLHO Crpoe-
UMPOBATL [3Ty paboTy Ha cBOM onkIT]. 3TO
TO, 4YTO fi HA3LIBAIO MO3I3MEN MMM CTETH-
YECKOM KOMMOHEHTOM MONIUTUYECKOTO MC-
KyccTBa. BmecTo Toro utobbl B6GMBATE BAM
YTO-TO B FONOBY, TAKOE MUCKYCCTBO MPEAo-
CTaBnsieT BAM MPOCTPAHCTBO, B KOTOPOM
Bbl MOXETE MO-MHOMY B3TMsiHY Tb HQA BELLM.
IOMop — oTnuuHBLIM Npuem, cpabaTeisaio-
WM ICTETUYECKM M MOITUYECKM, MOTOMY

4TO [B YAQUHOM XY[OXECTBEHHOM MPOEK-
Te] HONXEeH NPUCYTCTBOBATL SMEMEHT CO-
6NAsHEHMs, YTO-TO, YTO NPUTATMBANO Obl
nioae. MoTomy 4TO ecnm KonoTUTL KOoro-
TO KyBANAOM [HasmMpaTenbHocTM] no ro-
noBe, 3TO TOMbKO OTTANKMBAET. 30 UCKTIO-
YeHMEM TeX, KTO M TAK YKe BEPMT B TO, 4TO
MbITAETCS APTUKYNMPOBATL XYAOXHMK, M B
3TOM Cry4de MCKYCCTBO MPOCTO yKpenns-
€T BAC B BALUMX YCTOSIBLUMXCS! B3rNSIAAX, HO
MCKITIOYAET M3 CBOEro PapMyca AeMCTBus
TeX, KTO 3TUX B3rNsAOB He paspenseT. Kak
A yXe roBOpWNa, arutnporn 3aHUMAEeT
onpepeneHHoe MECTO B UCKYCCTBE, HO 3TO
HE TO, C Yem MHe Bbino bl MHTEpecHo pa-
60TaTb KK KypaTopy. [1ns ycnexa To uc-
KYCCTBO, O KOTOPOM Mbl TOBOPMM, AOIIKHO
30KI04aTL B CE6E MOITUYECKMIM INEMEHT.
B npotuBHOM Cny4yde OHO OBpPeYeHo Ha-
CTOBNATb Y3KMM KPyr MNioAei, KoTopble
M TOK yXe pasfensioT NpornoBeayembie
B3rnsaabl. CO3HAHME OCTANbHbLIX OCTAHETCA
HE3aTPOHY ThiM B NyYLLEM Cy4de, a B XYA-
LLIEeM, NPOCTO OTK MIOYEHHbIM.

Banepwui Jlepenes: Bul ynomaHynu npo-
naraxgy, arutnpon. B 3toi ctpaHe 8 co-
BETCKME BPEMEHA aruTnpona 6bino B u3-
6biTKeE, Nno3TOMy CEnYac y niogen Ha Hero
yTo-TO BpOAE anneprum. BosmoxHo num
BooObLLEe roBOpHTL O NPONAraHae B Mono-
XXUTENbHOM Krtoue?

HuHa ®PenwmH: 37O CnoxHbI BOMPOC.
Ckaxem, MHEe MHTEPECHA TeMA NPONAraH-
Abl, 4 AABHO XO4y NoyuTaTh JaBapaa bep-
Helca, nnemaHHuka Ppeipa m otua PR
(Public Relations). Bhauane PR, unu teopus
MmaccosoroyBexneHus (3spemucTuieckmin
TEPMMH AN 0BO3HAYEHMS NPONAraHab 1
MEOMAMAHMIYNALMIA), MCNONL30BANCS AN
NPOABMXEHMS NOTPEBUTENLCKMX TOBAPOB.
3aTtem — Ans NPOABMXEHUs MOEN, YTO 3a-
4acTylo BKIIOYANO B cebs NoXb M Npeyse-
nndenmns. Tak 4To, Ha MOM B3rMsd, TPYAHO
rOBOPWUTE O MONOXMTENbHbIX YHKLIMAX
NPONAraHAbl, €CIIU TONBKO OHA HE MCMOTb-
3yeTcs NpoTMB Camom cebsi, MPOHMYHO,
MOApPbLIBAS MM BEICMEWBAS CBOWM MOCHIN.

Ha gHax 8 no6biBana B O4HOM M3 MOCKOB-
CKMX My3€€B M BMAENA 3TW YydecHble OT-
KPBITKM C MPOMNAraHAMCTCKMMM NMNAKATAMM
COBETCKMX NET, KOTOPbIE CErofHs KaxXyT-

€ NPAKTUYECKM IOMOPUCTUYECKMMM UMK
MPOHMYECKMMM. VX TPYAHO BOCMPUHUMATD
CepPbe3HO, MOTOMY YTO TEKCTbl BbIYYPHbI U
QBTOPMTAPHLI. 4 AYMAIO, YTO B KOHLIE KOH-
LOB MPONAraHAa MPEeaHAa3HaYeHa ans
TOro, 4TO6bl HE AOMYCTUTL KPUTMYECKOTO
MBILNEHUS U NPOSBMNEHNH MHOKOMBICTIUS.
OHa nuiToeTca anennmMpoBaTh K CTAAHO-
My dyscTBy miogen. OHa HenpukpbiTa “
HegsycmeicneHHa. CLUA He meHble, yem
Cosetckunit Cotos M, HOBEpHOE, COBpe-
MeHHas Poccus, 30MelwaH B Mpou3Bof-
CTB€ NPOMAraHObl M PACNPOCTPAHEHUM
Ae3nHbopPMALMM. MHTEPECHO, YTO CaMO
cnoso disinformation B aHrAMiCKMI a3bIK
NPMLLNO M3 PYCCKOTO A3bIKA, OT CMIOBA «Ae-
3uHbopMaLMs».

Banepwuit llegeHes: MoxHo yTesepxaars,
4TO, KAK MPABUIO, XYAOXHMK, YBNIEYEHHbI
COLMAnbHbIMU UMK MOMMUTUHECKMMM BOMPO-
CaMM, He oBnafaeT 3HAHMAMM U OMbITOM
NpPodeCccMOHANbHEIX COLMOMNOroB, huno-
codOB UMK NONMUTONOrOB, HEOBXOOAMMbIMM
Ana Toro, 4tobbl 3AHMMATLCH OAHHBIMM
npobnemamu. A ecnu Tak, CTOMUT NK BO-
obLie 06paLLATLCS K OKTUBM3MY, KOTOPBI
npegnonaraet  Gonblyldo  OTBETCTBEH-
HOCTb?

HuHa ®enwun: 4 Teepgo y6e>Kp,eHc1, 4yTO
HOM BCEM HEOBXOAMMO MPMHMMATL Y4a-
CTHE B TOM, YTO MPOMCXOAMT BOKPYT HAC.
Sl He nNPOBOXY TAKMX OKOAEMMYECKMX
PA3rpaHMYeHnin. MHEe KaxXeTcs, 4To Ans
TOro, 4TOBbl YTO-TO M3MEHMUTb, HEoBXoau-
MO 3HQTb, YTO MPOMCXOAMT, BbITb XOPOLLO
06PA30BAHHbBIM, 3HOKOMbIM C PA3IMYHbIMK
TOYKAMM 3PeHMs M OBNafaTh HABLIKAMM,
HeobxoaMMbIMM AN TOro, YToBbl 3AHM-
MaTbC PA3NMYHBIMK NpoBnemamu. B npo-
TMBHOM CINy4d€ Mbl BCE SIBMIIEMCS MULLIEHS -
MM Ans nponaraHmsl U aesunHdopmaumm.
Hy>kHO 3a6biTb, HOKOHELL, 3TY MAEIO O TOM,
YTO CHACTLE 3AKIIOYAETCA B HEBEOEHUM.

Banepuit JlepeHes: Hekotopule cuuta-
IOT, YTO HOYAB 3AHUMATLCS MOMUTUYECKMM
OKTUBU3MOM, Tbl HEM3BEXHO NonapaeLlb
B MPOCTPAHCTBO MOMMUTUYECKOTO, d, Cre-
AOBATENbHO, MPOCTPAUHCTBO MOANMHHOM,
OCA30EMOM OMACHOCTH, B KOTOPOM Nepe-
ctaewb BbITb Tem, kem 6bil, M CTAHO-
BULILCS KEM-TO APYrMM, YENOBEKOM, MO-

CTaBMNEHHbIM nepen BbiGOPoM. Bbl € 3THM
COrMACHbI?

Huua ®enwuH: 9 gymaio, 4TO Tem, KTo
30HUMOAETCS MOMUTUYECKMM OKTUBU3MOM,
coBceM He 006s3aTenLHO nepecTynats
KaKylo-TO yepTy, Mocne KOTOpoi Hasan
poporu HeT. HekoTopblie Ha 310 cnocob-
Hbl, APYrMe He 4YyBCTBylOT B cebe cun mnn
n0Tpe6Hocm cagenatb 310. [lo 11 ceHTa-
6psA MOM MHTEPEC K MOMUTUKE MABHbIM
06pa30M NPOSABAANCH B TEMAX, MOCBALLEH-
HbIX BLICTABKAM, KoTopele s genana. lo
NPOLIEeCTBMM 3TUX NeT s Bbl ckasana, YTo
1 HOCTONBKO X€ NorpyxeHa B 6opekby ¢
HEeCnpaBEANMBOCTLIO, HACKOMLKO § MO-
rPY>XEeHa B COBPEMEHHOE MCKYCCTBO. XOTA
2 Bcerna Aymato o6 ston Gopebe ¢ Toukm
3peHMs TOro BKNAAA, KOTOPLIM 1 KAK TBOP-
YeCKMi YenoBek Morma Bbl B HEE BHECTH.
9 HMKOTAO HEe MCMbIThiBANG noTpebHoCTH
BBITOMNKHY Tb CE65i 30 TPAHMLLI CBOE# 30HbI
komdopTa. BoamoxHo, 3TO nposisnexune
cnaboctn. Korga s aymaio O HOCYLLHbIX
npobnemax Halero MMpa, s BCerad cTa-
patoch MOAOWTH K HKMM TBOpYECKU. Mory
NPeanonoXmTb, YTO B 3TOM M COCTOMT 3Q-
AQYA XYAOXHUKA.

Banepwuit JlepeHes: Bel cnbiwanm o poc-
cuickon apt-rpynne «BoiHan?

HuHa ®enwumH: [a.

Banepwit llepeHes: Yto Bel 0 Helt aymae-
Te?

HuHa ®PenwuH: 9 Mano o HWX 3HAIO, HO,
KOXETCS, OHU UMEIOT AENO C OYEHb CIIOX-
HbIMM BELLAMM, M OHM YPE3BBLIYNAMHO Ce-
PbE3HO OTHOCHTCS K TOMY, YEM OHM 3CHM-
MaioTcsi. MHe Bbl XOTENoCh y3HATb O HMX
no6onsLue. [[locne MHTEPBLIO 5 BEISCHMANA,
YTO TPyNNa PAckononack HO MOCKOBCKYIO
M NuTepckyio GPakummn, M 4TO NUTEPCKAs
dpakums, Tak cka3aTb, Nepewna Ty ca-
MYIO 4epTy, O KOTOpPO# Bel rosopunu pa-
Hee. MeTepbyprckas 4acTb rPymnMbl TPAHC-
dopmmpoBanacL B HEYTO GBTOPUTAPHOE,
M NeyanbHas MPOHMS 3AKITIOYAETCS B TOM,
4TO WX COBCTBEHHAS OBTOPUTAPHOCTbL
Maro YeM OTIIMYAETCS OT OBTOPUTAPHOCTH
roCyAdpCTBA, KOTOPYIO OHM KPUTMKYIOT.
3ToM pPAKUMM TAKXE CBOMCTBEHHA Xe-
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CTOKOCTb M MAHMMYNMPOBAHKE, M CAMOE
TPEBOXHOE — 3TO TO, YTO SKCMNYATALMM M
AYPHOMY OBPALLEHMIO YNEHBI 3TOM rPYMMbl
NOABEPraIOT CBOMX COBCTBEHHbBIX MANEHb-
kux geten. HO]

Banepui Jlepenes: [lpynna nonyyuna
rOCYAApCTBEHHYIO Npemuio «MHHOBaLMA»
3a csolo akuuio B CaHkr-Metepbypre, B
XOAE KOTOPOM OHM HOPUCOBANMU HA MOCTY
uneH...

HuHa ®enwmH: 3HAto, M MHE KaXeTcs, 3TO
COBEPLUEHHO NOTPACAIOLLMI NPOEKT. MHe
HPOBMTCA 3NMEMEHT IOMOPQA, KOTOPbIA B HEM
npucyTcTByeT. HapMCOBAB YneH Ha Mono-
BMHE PA3BOAHOrO MOCTA, OHM 3HAMU, YTO
€ro nofHWMyT ANs TOro, 4Tobsl AATL BO3-
MOXHOCTb MPOMTU GonbluMM KOpPABnsMm,
3TO NO3BONMIO MM MCMONMBL30BATL MOCT KAK
MEXAHM3M 3PEKLIMU.

BanepwuiJlepeHes: MeHset nunonydeHne
roCyAapCTBEHHOM NPEMMU XYAOXHUKOM-
QKTMBMCTOM CTATYC TOFO, YTO OH MIU OHA
Aaenaet?

HuHa ®enwmh: 9 gymato, 4o cyuiecTesyet
NOTEHUMANBHAS ONACHOCTL B TOM, YTOGSI
CTATb YACTBIO MHCTUTYLMI MM MOMYYMTL
npusHaHue wuctebnuwmenta. lepbept
Mapkyse ncnons3osan TepMuH «penpec-
CMBHOS TONMEPAHTHOCTE» MNM  «pernpec-
CMBHQS TEPMMUMOCTb», TOBOPS O MOMbITKAX
rocynapcTsa HEMTPANM30BATE MMM KOOM-
TMPOBATL AMCCMAEHTCKOE MOBEAEHME ye-
pes BeIpaxXeHue K Hemy TepnumocTu. Ha
MOW B3NS, TOMLKO CAM XYAOXHMK MOXET
PEeLINTb, KAK eMy OTHOCUTLCS K NTOA0BHOro
pona Bewiam. Ecnm xymoxHUK unu Konnek-
TMB XY[OXHWKOB MIOBAT BbITb B LLEHTPE BHU-
MQHMS UCTEBNULLIMEHTA MU MEMHCTPUMA,
3TO MOXET CTATb CEPbE3HOM NPobremon B
Cryyae, eCnu OHM MO3BOMAIOT STOMY BIU-
ATb Ha cofilepXaHue csoux pabort. C apy-
oM CTOPOHbI, TAKOrO POAA MPU3HAHME
ACeT AOoCTyn K TpubyHe, K KOTOPOM Mpu
APYrMX OBCTOATENLCTBAX Y HUX HE BbINO Gbl
poctyna. K npumepy, KOrAA OMEpPUKAH-
CKMIA  pexmccep-AoKyMeHTanuncT Maiikn
Myp nonydyan Harpagy amepuKaHCKOM
KMHOQKQAEMMM, OH UCMOMbL3OBAN 3Ty BO3-
MOXHOCTb ANs TOro, 4TOBbl BLICKA3ATLCH
MpOTHB BOMHbI B Mpake.

NPUMEYAHUA

* TekcT Brnepebie OMyBNMKOBAH

artchronika.ru 05.10.11.

Ha  http:/

NurepBr® ¢ JHIPO Bo¥xowm
Kceuuu TonyGoBuyu

Kak Bbl cTanu akTMBMCTOM?

Moe nonutHyeckoe cosHaHue odbopmu-
nocs B 80-e roabl. MeHs BO3MyLLIANA FOHKA
BOOPYXEHWUIM BPEMEH XONOAHOM BOMHbI U
umnepuanmctmyeckoe sTopxeHue CLLA
B LeHnTpansHyilo Amepuky. Torga s yua-
CTBOBQM B MPOTECTHOM [ABMXEHMM 30 30-
MOPOXMBAHME MPOW3BOACTBA SINEPHOTO
OpYXMsl, OHO HO3bIBANOCh «SIAEPHAs 3a-
MOPO3Ka». ITO BbINA BNOMHE MATKAs M K-
6eparnbHas popMa MOCTAHOBKM BOMPOCOB
NPABUTENLCTBY. «3A4EM MPOU3BOAMTS ELLE
Gonblue SAePHOro OPYXMs, ECIIM NACHETY
YK€ MOXHO YHMUTOXMTb HECKOMbKO Pa3?2
DaBate TpaTMTL AeHbIM Bonee 3ddek-
TMBHO» M TaK Aanee. Ho NoTom s ocosHan,
YTO HENb3s NEPECTATb NPOU3BOAMTL SAEP-
HOE OpYy>XMe, ECIU HE 3aKPbITb 30BOAbI MO
€ro MPOU3BOACTBY, M 4TO Tl HE MOXELLb
30aKPbITb 3T 30BOABI 63 TOro, YTOBHI pe-
CTPYyKTypupoBaTs OBLWECTBO, KOTOpPOE
NPOM3BOAMT 3TO OPYy>XME, a 4TOBbI pe-
CTPYKTYypupoBaTh 0oblecTso Tpebyetcs
coumanbHas pesomniouus. Tak 4To s Havan
BEPMTb B COLIMAINBHYIO PEBOIMIOLMIO.

Kakos Balw cambiit paHHMM ONbIT NpoTe-
cTa?

Bonbuuyio 4yacTe 80-x NpoTecTbl Gbinm cKyy-
HOBATH.. MHOXECTBO KpM4ALIMX MIOAEN,
MHOXECTBO NO3YHIOB, MyBRMKY K y4acTHio
He npuBReKaioT. MpoTecT Toro BpemeHm
PEe3KO OTIPAHMYMBAN AKTUBMCTOB OT 3pM-
Tenen. B Hem Bbina xecTkas CTPyKTypa:
BCE [OMKHbI COBPATLCS, BLICTABUTL KOMOH-
KM M MUKPOGOH, BCE CNYLIAIOT Peym, KOTo-
pbl€ HE OYEHb XOPOLLIO CibILIHbI. Y4OCTHM-
K, ckopee, GecenytoT mexay coboit, yem
CNYLUAIOT, M HUKOTAQ HE M3BECTHO, MOMANO
FIM XOTb 4YTO-TO M3 3TOTO B HOBOCTM.

Y MeHsi CXOHbIM OTbIT MO MUTMHIAM OMMO-
3ULMM 30ECb, OCOBEHHO B HYNEBBIE.
KoHeuHo, Gbin 1 Apyroi BUA NPOTECTA, KO-
TOPBbIM TAKKE ABASETCH YOCTbIO AMEPUKAH-
CKOM TPAAMUMM — TPAXACHCKOE HEMOBMU-
HoBeHWe. Hanbonbluyo M3BECTHOCTL EMY
B ABOALATOM BeKe npuHecnv [aHam 1 ame-
PUKAHCKOE ABMXEHWE 30 rPAXAAHCKME
npaga. 30 3TUM CTOST LENas TPOAMLMS ¢
dunocodus. Kpatkasi bopMynmpoBka Ta-
KOBQ!: Tbl HOPOYHO M OYEHb CO3HATENLHO
(M MO BOBMOXHOCTHM MCKYCHO) HOpYLWAELWb

CeHT6pb 2011 roga

HECMPOBEANMBLIM 3aKOH. YacTo Takoe
HOpyLieHue Hecno B cebe penurnosHsie
4epTbl, HEYTO BPOAE XPUCTUAHCKOTO «CBM-
[ETENbCTBA» O HECTIPABEANMBOCTU. Maest
6bINa B TOM, YTOBbI HOPYLUMTE HECMPABER-
NMBBIM 3AKOH BO MMsi Bonbluei cripasen-
nmBocTH. Krnaccuueckuit mpumep 3TOro
— CNy4aM M3 ABMXEHMS 30 rPOXAAHCKME
npasa B Amepuke. B To Bpems B pecTo-
paHax Ora Geinm paspensbHble BydeTHbie
CTOMKM ANSi YEPHbIX M ANs BenbiX — M 3T0
6bino Hecnpaseanmeo. M torpa npouwna
uenas cepus cuasuMx 3aBACTOBOK, KOr-
[0 YEPHOKOXME CTYAEHTb CamMnMchb 3a
BydeTHbIE CTOMKM «TONBKO Ans Genbix»
3akasbiBanm Tam cebe 4to-HUMByab, MOnou-
HbIM KOKTEMMb, HaNpumep. 1o Bbin Co3HA-
TEMbHbINA OKT. [lepen 3TM OHM MPOXOAMIH
TPEHMHIM: KOK MPOBOAWTL TPAXAAHCKOE
HEMOBMHOBEHME, KOK OCTABATLCS CMIOKOM-
HbIM, KOK COXPQHSITb, 4TO HA3bIBAETCS «OMC-
UMMNKMHY HeHacunus». benble 3adactyo
MPOCTO 3AXOAMIMCH OT IPOCTH, HOYMHAMM
ockopbnaTb  3a6ACTOBLUMKOB, OB3bIBATH
MX PACHUCTCKMMM MPO3BULLAMM, BLINMMBATL
MM HQO TOMOBY MOFMOYHBIE KOKTEMIM M TAK
[anee, 0 NPOTECTYIOWME NPOCTO CUAENH,
COXPAHSIA JOCTOMHCTBO, M 3TUM SIBIISI CBU-

uppio bonp, 2011
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AETEeNnbCTBO «HEHABUCTU M HECMIPABEAM-
BOCTH». M OOHO 3TO yXe CO3AABANO ACHYIO
KAPTMHKY — Y4TO XOPOLLO, YTO MIIOXO.

To [BMXEHME 30 MUP, B KOTOPOM y4ACTBO-
BaN i, BLINO CBASAHO C APYrMMM BOMPO-
COMM, HO MMENO CXOXYIO TaKTUKY. Hauiu
YCHNMS Mbl COCPEAOTOUMNM HA BO3AYLLHbIX
6030X M BOEHHbIX OObEKTAX, rae Npous-
BOOMNMCL WM WCMLITLIBANMCL  CHEMyto-
LME MOKONEHUs SAEPHOTO OPYXMs. Ml
cagunmMce nepen Bopotamu B Gonbluyio
nabopatopuio Mo MPOU3BOACTBY OPYXMs
M MBITANMCbL MOMELLATL PABGOTHMKAM Tyaa
BOWMTH; Mbl NPpOBMpanuck Ha Gonblume BoO3-
AywHele 6a3bl M CTAPANMCh OCTAHOBMTHL
npo6Hble 3amnycku paket. BoT 310 6Gbino
YK€ BMOMHE PAAMKAbLHO.

3TO, HUBEPHO, OYEHb CMITbHO NOREACTBO-
Bano Ha Bac B oHoCcTH?

OueHb cunbHo. Kak gy xoBHOE NpospeHue.
370 Hecno B cebe 3ddekT HacTosLEero
ocsoboxaeHMsa. 9 BHE3anHO «noHsn». 9

“M oI ut
o!:fgrnment in half
in twenty-five years,

to get it down to
the size where we
can drown it in
the bathtub.”

- Grover Norquist, “Field Marshal"
of tha Rush Plan
v —

MOHSN BCE POBHO [IO TOM CTENEHM, YTOBbI
MOHSATb, YTO NOAM BO BNACTHU HE MOHMMA-
10T. 1 BbIN XOPOLLMM BENbIM MONBYUKOM M3
CpeaHero Knacca, CrnegoBan NPOBUIAM,
xopowo cebs Ben. 1 MHTepHANM3upoBan
GBTOPMTET M BNACTb BCIO CBOIO XM3Hb, U
KAKAf-TO YACTb MEHs AyMArNd, YTO Y MEHs
HET HMKOKOro MpaBA MePeropaxmBaTh
AOPOrU. S CMYLLANCS, MEHSI MyYMITU YTPbI-
3eHus cosecti. Ho a 6bin HEe OfMH, Mbl
NPOLWNK TPEHUHMU HeHacunus. Kak pea-
TMPOBAThL, HAMPUMEP, KOFAA BAC XBATAET
NONMUENCKMM M TOK Aanee. 9 3Han BCe, 4To
AOIMXHO ByAeT CnyuuTbCs Nepeq apecToMm,
4TO CnyumuTCs B TIopbme. M noTomy s Bbin
CMOKOEH, 5 YyBCTBOBAN cebst B 6e3onacHo-
cT1. Ha cnepytoliee yTpo Mbl COBPANMCh u
Hac 6bino 1100 yenosek. Cpeam HAc Bbinu
u3secTHble moau: Baieum Tpesu m [OsHuan
dnncbepr, BaxHerwme durypsl 60-x. Hac
apecToBanM BMECTE C 3TMMK NApHAmMU. U
CTPAHHO — APECT NePEeXMBAnNCcs KaK OCBO-
6oxpaeHue. TouHO NeneHa ynana ¢ rmas, u
2 0Cco3HaN Bewu o cebe u o MUpe, KOTo-
pble He MOHMMAN A0 3TOTO.

MepenguxHom 6unbopa. BawmHrtox, 1995.

MHe cTano abconioTHO ACHO, YTO BCE HA
cBeTe — nonuTuka. [Jo 3Toro a4 cymuTan, 4to
BCE €CTECTBEHHO. TNa, XOpOLUO, BOT 3TH
pebaTa AOMXKHbI GbiTb BO BNACTM, NOTOMY
4TO OHM BCeraa Bbinu BO BNACTH, 3TO B NPK-
poae sewei. Ho koraa s Hauyan gencTso-
BATb, KOTAQ s BOWEN B MOTOK MCTOPUM, 5
MOHSM, YTO BCE XPYNKO M HECTAbMNbHO. A
noHsn, 4to 6onble 9 He B 6Ee30MacHOCTH,
YTO BELUM OMACHSI, U MOTEHLUMANBHO — HEy-
npasnsems!. Slloam BO BNACTM HE MPUHUMA-
10T BePHbIX peLleHuin. OHM He Te SKcnepTbl
M 3ALUMTHMKM, 30 KOTOPbIX Ce6f BbIAAIOT.
[o Toro s npepnonaran, 4yto oHu Gonee
UNU MeHee AeNCTBYIOT B NyYLIMX UHTEepe-
cax obuiecTBa. A Tenepb s 3HAM, Y4TO 3d
BCe oTBeualo a4 cam. Kaxpwbii otsevaer,
HO A 3HAM, YTO 9 oTBeyato. BoT 310 BbINO
PELIAIOLIMM MOMEHTOM. 1 HUKOTAA TAK A0
KOHLIO M HE MOHSN BCIO MCUMXOMOTMIO STOTO
npouecca, HO KOrAa Tbl MPOXOAMLLb YepPe3
TOKYIO TPAHCPOPMALMIO, TO BUAMLLb, YTO
peanbHbIM PapMKanbHbIM npotecT pabo-
TOET, YTO 3TO NPEOBPAXKAET IMYHOCTL M 1B~
NAETCA NONMUTUYECKOM HEOBXOANMOCTbIO.

Bot Tak s onucan Bl MOe monuTMyeckoe
poxpaeHue. M3 HEMOBUHOBEHMS y ABEPEN
BOEHHOM nabopatopuu B KanudopHuu.

Y1o Xe npousowno ganbwe?

9l NpoAONXUn y4acTBOBATL B AKUMAX. bbin
apectoBaH. O6bABMI rONOAOBKY B TIOPb-
Me. Ho 370 He 6bina TIopbMa B MPUBLIYHOM
npeacTasneHunn. 3To He To, uTo B KOxHOM
Adpuike, rae Tebs apecToBLIBAIOT, A Mo-
Tom nbiTaioT. Mocne apecta 6bino noxo-
Xe€, 4TO Tbl MPOCTO TYCYELIbCS C APY3bAMM
roe-Hubyab Ha 6Gonbwom cknage. Bbino
Beceno, Hactoslee npuknioueHne. O6
3TOM 5l FOBOPIO YECTHO, HE XO4Y CO3AABATHL
NOXHOTO BMEYATNEHMS. Mbl BbILLMKM, NPO-
AOMXANM YYOCTBOBATL B [EMOHCTPALIMAX.
[a, kak s 1 roBopun, GONLLIMHCTBO M3 HUX
GbINM NOBOMBbHO CKYYHbIMM. [axe aKThbl
TPOXAAHCKOrO  HEMOBUHOBEHMS  CTOMM
BbIMSAETb CMMLIKOM LWABNOHHO, oTpene-
TUPOBAHHO. lMpUxoaMLLb, caamLbes, Tebs
OpPeCcTOBLIBAIOT, BEAYT B TIOPbMY, TAM TE6s
XOyT aOBOKATbl. MamnoBato McKyccTsa,

CueHa 13 akunm «Quarantine WalMart», 2006.
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apamaryprum, aenctsus. OHu Bbinm no-
N€3HbI U BAXHbI, HO YEro-TO HE XBATANO.

[Mocne roga TAKOM NONUTUYECKOM XMU3HMU S
BEPHYNCs B Konneax. Y MeHs Bbinu opysss-
XYOOXHMKM M Bbinu  OPY3bA-OKTUBMCTHI.
Ho BmecTe owu He pabotanu. [pysbs-
XYAOXHMKM 3AHUMANMCh CBOMMU BELLIAMM,
o6pou4cma, K OfHOM 1 TOM € OKONoXyao-
XECTBEHHOM AyAMUTOPMM, A f U MOM AAPY3bA-
QKTMBMCTbl  MPOBOAMAM  AEMOHCTPALIMM
HO CTyneHsix BUBNMOTEKM ANs BCE Tex Xe
200 cMMNATUSMPYIOLWMX, YTO MPUXOAMMM
HQ HAC MOCMOTpPETb. Huuero He meHseTcs.
Tak, NOHATHO, M YTO 6yneM nenaTb?

M BOT TOrAQ Mbl Y3HOMM, YTO Y HAC HA
KOMMyce  eCTb  MQnEHbKas  BOEHHO-
uccneposatensckas nabopatopus. He-
CKOMbKO MOMX [PY3€M-aKTMBMCTOB 3d-
XBATMIM NaBopaTopuio, yAepXMBANM ee
Uenblit AeHb, AyMas, YTO NPUBNEKYT BHM-
MaHue K npobneme.

Ho Hapo noHWMaTs, 4To 370 6binK 80-e. Y
CTYAEHTOB Croxunca ctepeotmn o 60-x:
AN HUX NpoTecTom 6eino To, yem 3a-
HUMQNMCb HEMbITbIE BOMOCATHIE MOAM B
panekom npouwnom. CeAyac 31o BhirMsaae-
no HeymecTHo 1 rmyno. B 80-e rogwl Bce
MOCBAWANOCL Kapbepe u ycnexy. Y Hac
ye 6bin COBEPLIEHHO MHOM Habop non-
KYNBTYPHBIX MOHATMIA U pedepeHumit.
Crunb HOWero NPOTECTa HMKAK HE NOAXO-
AMn cTyneHYeckoMy coobulectsy. Cemuac
Pacckaxy O TOM NEPBOM AKUMM, KOTAQ Mbl
MPUAYMONM HOBYIO KOHUEMNUMIO CHAAYENH
3a60aCTOBKM. §1 HE FOBOPIO, YTO OHA Gbina
Gonee yCnellHOM, YeM M3HAYAMLHAS, HO
OHQ, HECOMHEHHO, bbina Gonee M3obpe-
TATENBLHOM M APTUCTUYHOM M KyAa Gonblue
COOTBETCTBOBANA Ay XY BPEMEHM.

U Ha yTOo 31O 6bINO NOXOXE?

Mou  ppysba-akTMBMCTEI NpoBenu Tpa-
OMUMOHHYIO cuasuylo 3abactoeky. Mowm
AOPY3bA-XYOOXHMUKM MOCMOTPENN HA 3TO U
ckasanu: «3T0 He paboTaeT. 3TO HUKAK
HE YBA3LIBOETCA C XXM3HbIO CTYOEHTOB.
Hasaite cpenaem 310 no-gpyromy. Mol
xe 6e3yMHble XYLOXHMKM, AABAMTE CAe-
naem 310 no-gpyromy». M BOT y ogHOro
M3 MOMX NpuATENeNn Noasmnach uaes. Mol

cobpanuce M pelmnM co3naTe NCeBAo-
opraHusauuio. PenurnosHyio, cymaciien-
LWylo, QHTUKOMMYHMUCTMYECKYIO MPABYIO
opraHusauuio, kotopas GyneT npeacTas-
NATb «MOMYANMBOE BOMbLIMHCTBO» — BCEX
TEeX CTYAEHTOB, KOTOpbIE elle He BbiCKa-
3anuce Ha Temy naGopatopuu. M Bce Mbl
Gbinn  CTyaeHTaMM-MHXeHepamu. lpynny
Mbl HO3BANM «SiAEPHbIE CBATHIE AMEPMUKM».
CoBepLumnu Hanet Ha GonbHMLY M yKpanu
Genble BpaueGHele xanatel. Mo HUMK y
HAC Yy BCex Bbinu CTporue KOCTIoMbI. Y BCex
HAC Bbini BokMeHbl — 4TO GhINO B TO BpeE-
M5l HOBUHKOW, M BBITMAAENO KAK-TO COBCEM
aBaHrapaHo-dyTypucTuuecku. M el Bce
HOCMNM ATOMHbIM CMMBON — MEPEBEpHY-
TYIO BHU3 MATMKOHEUHYIo 3Be3ay. Cumeon
AbSBONA. Mbl BbINK PENUIMO3HBIM KYNETOM.
Msl BbILLAK C UenoM nereHaoh o cebe u o
TOM, Yero xotm: «Kaxpbi# CTyaeHT fon-
XEH B3ATb TPM KYPCA MO NPUKNAAHOM UH-
XEHEePUM, KOMMYHM3M BE3fE, OHM MayT,
4TOGHI OTOBPATL Y HAC HALW CTUMb XMU3HM.
Ham Hapo He TOMbKO OCTAHOBMTL 3TUX Pa-
AMKQMNOB OT BMELUATENbCTBA B ATOMHbIE
MCCNEAOBAHMS, HAM HOAO HAPALIMBATL
AAepHbIE MCCnenoBaHus. Mel oTeeyaem
HQ NPU3bIB Npe3naeHTa Peirana K BonoH-
Tepamn». M BOT Tenepb yXe Mbl 3aXBATMIM
nabopartopuio. Ml cobupanuce ykpe-
MNsTe BOEHHO-MPOMBILLNEHHBIA KOMMNEKC
po6posonsHo. OgHA AeByLwKa — 370 6bin
OAMH M3 MyYLIMX NPOEKTOB — HAYANA BS-
3aTb Wapdel, 4Tobbl pakeTam Geino Tenno
HQ YHUBEPCUTETCKOM Kamryce.

HekoTopele M3 HalwmMx, KTO ocTancs Ha
Kamnyce, passecunu nnakatsi: «CryaeH-
Tl BTOpraiotcs B naboparopuio, 4TOGSI
MPOBOOMTb BOEHHble M3bickaHMA. bec-
nnaTHAs €AA M PENUIMO3HAA LEPEMOHMA
B 15.00». Tak 4TO MPULINO MHOTO CTyAEH-
ToB, 200-300 yenosek. OHM pelmnu, 4to
3TO CTPAHHO M MO-MAMOTCKU, M kNneso. OHu
MOHATUS HE MMENMU, YTO NPOUCXOAUT. A Mbl
HUYero He OBBACHANM — NMPOCTO MPOMC-
xoguno Takoe BesymHoe Heuto. Mexay
NPOYMM, 3TO XOpoLIO PaboTaeT B pekna-
MEe: He HOAO PACCKA3bIBATL MIOAAM BCE
AO KOHLQ, NPeaocTaBsTe MM cOoBpasuTs
camum. B pekname Bbl Apa3HWUTE MX, UC-
Nonb3yeTe «TU3epsbl». Mbl TOXE MHOTO 3THM
nonbL30BANMChL. Hawa «nereHpa» rmacuna:
«Mbl 3aech, 4TOBLI NPOBECTH HEKME MCCTe-

AOBAHMS, U Mbl HE yi1eM, NOoKa paboTa He
6ynet caenaHa». beino Beceno. Mbl cpbi-
BAMNM MX MCCNEAOBAHMS, MPOM3BOLA CBOM
«MCCNEefoBaHMS.

B 3 yaca HecKonbKO COT CTYAEHTOB NPMLL-
N K HOM HO PEMUIMO3HYIO LIEPEMOHMIO
— Mbl MPUYACTUIM MX MONEHbKMMM KOHDET-
kamu B popme atomHbIx rpubos. U caena-
nM ewe kydy Bcero. 3atem npodeccop,
pykoBoaumeLimMi pabotoi nabopatopuu,
CMYCTMNCS K HOM, Y4TOBbI Y3HATb, 4TO NPoO-
ucxoamt. Tonbko Hepenio HA3ad, Koraa
NPOMCXOAMI OBbIYHBIM MPSAMOM MPOTECT,
OH OCTOBANCSA KAK Bbl HOA CXBATKOM B PONM
6naropoaHoro AxeHtbmeHa. M Ha ToT
MOMEHT OH C NErkoCTbIO BbILLEN CYXMM M3
BOMbI, HE MOATBEPAMB HU HA CEKYHAY, 4TO
B ero nabopaTopum uay T AOepHbIE nccne-
AoBsaHuMs. M BOT OH CriyckaeTcs M3 CBOEero
ocu1ca, a Ty T Mbl, BLIPSAMBLUMECS, KAK CY-
macwenwue. OpHako Gnarofaps Hawedn
NpPaBONAHIOBOM PUTOPUKE OH CYMTAET,
YTO Mbl HE NMPUAYPUBAEMCS, YTO Mbl HO Ca-
MOM fene noaaepXMBaem ero UCCrneno-

BaHus. MNpodeccop npucoeamnHsercs K Ha-
LIeMy MPUYACTHIO, U CTYAEHYECKas raseta
CHMMOET, KOK OH CTOMT C OTKPbITIM PTOM M
xpet koHdeTky. MNocne 31oro oH ckasan:
«Cnacnbo, pebsta, Bbl NPOAEMOHCTPUPO-
BOMM HOM MOAAEPXKKY BOEGHHbIX MCCnefo-
BAHMIM HO KAMMYyCe, HO Temepb HOM HaAO
BEPHY TbCS M AEnaTb TO AENO, KOTOPOe Bbl
Tak nopgaepxusaeTel» A Mbl, TOK CKA3aThb,
OCTABANMUCL B POMM, NEPECTANM €ro Cny-
WaTb, M MPOAOMXANM PA3rOBAPUBATE O
CBOMX BbIAYMOHHbIX MCCIEAOBATENbCKMX
npoekTax. bbiNo fCHO, YTO Mbl HUKYAA He
YXOAMM. M TOrAa OH MOHSIM, YTO Mbl PO3bI-
rpelBaem ero, kak gypaka. OH pasbsipurcs
M ywen. A yTPOM HAC BbICTABMIN.

OpHOKO yXe Ha CnepyoLwmit AeHb PA3o-
WNMCb HOBOCTM: TPYMMA KMEBbIX, CYMAC-
WeALIMX NMIOAEH 3aXBATMRA NaGoparopmio
1 obmaHyna npodeccopa, KOTOpbIM TAK
nerko OTAENAncs B MPOWrbIA pas. 310
[ENCTBUTENBHO MOMOMO COoBpaTh AOKaA-
30TEMNbCTBA TOTO, YTO HA TEPPUTOPHM KAM-
Myca BEAyTCH BOEHHbIE WMCCNENOBAHMS,

Axums «Working Family Liferaft», Bocton. 1996.
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Qa HEe MMPHbIE, KOK OHM yTBEpXAaanu. 3To
ANMHHOS McTopus. Ho 3To Bbino nepso#
aKumei, KOTOPYIO 5 AeNan B 3TOM BECEMNOM,
UIPOBOM, NEPdOPMATUBHOM pPEXMME, M
cnepytowme 20 neT C NULKOM BCe Te Kpea-
TUBHbIE MOMUTUYECKME BELLM, KOTOpbLIe 1
aenan, NPOU3OLLK U3 3TOM AKLMM.

MoxeTe kak 61 OTOMTH HO HECKONBKO Wa-
roB M NPOCHANM3HMPOBATH 3Ty AKUMIO?

KoHeuHo. 9 gymato, Mbl BLICMEMBANKM NPO-
TECT — TPAAMUMOHHbIM MPOTECT — YTOGSI
npotecToBaTe 3chpekTUBHEN, NpUBEKas
BHUMAHME CTYAEHTOB, KOTOpPbLIE YyXe M
6e3 HAC CYUTANM MPOTECT MOCMELLIULLIEM.
B Tom-To 1 napagokc. Mel ncnone3osa-
MM IOMOP; M Mbl TAKXE CMOMANM TPAHMLbI
MEX[y ayauTopUen M aKTepamu/aKTUBM-
cTamu. B utore Bce CTymeHTbl HABOAHMNM
nabopaTopuio M y4aCTBOBANM BMECTE C
HAMM, CTOHOBSCh YOCTHIO MPOTECTA, CAMM
HE 3Has TOro, M NOCTENEHHO BOBMNEKASCH
B NEPOPMAHC BMECTE C HaMM. A elle Mbl
BOBCIO 3AMMCTBOBANM U NepepabaTsizanm
KNULIE Non-KyneTypbl — 6peHasl, TB-woy,
nonynsipHele KOHMETKM 1 Tak aanee. Mel
NPUHECNM Tenesu3op, YTobel MOCMOTPETL
BMECTe «HOuHOM chyTbon no noHepens-
HUKOM»; K HOM MPUXOAMN MOIOLIMA KMOYH
— PA3HOCUMK MLl Mbl flenanu Kyudy cy-
MACLIEALIMX BELLE — 1 Bbiurpanu. MoTomy
YTO OMEPUKAHLLI OBOXAIOT PO3bIrPBILLIK,
OHM OBOXAIOT CAMY MAEIO, YTO MANEHBKMA
YenoBeK MOXET OKA3ATbCS YMHEMN OrpOM-
HOM MHCTUTYUMM. M Aanblie Ml Npopon-
XAnu M306peTaTe NPoCThle «HAPOAHbIE»
Cnocobkl AOCTYYATLCS AO MoAE . Mbl NOMb-
30BANMUCL MHOXECTBOM OBLLIEN3BECTHBIX
3MeMeHTOB. Ml fieficTBoBANM B AyXxe no-
MIUTUYECKMX TPUKCTEPOB. B OCHOBHOM 3TO
6bin CABMI OT «OT XOpeorpaduyeckn no-
CTABNIEHHOTO» MPOTECTA K «COBPEMEHHO-
TAHLEBANBHOM» Er0 BEPCHM.

Y7o Bbl MMEETE B BUAY NOA COBPEMEHHO-
TOHUEBANbHOM BEpPCHEi?

Ecnu noaymat O TOM BM3yanbHOM MCTO-
pUK, KOTOPYIO POCCKO3bIBAET KNACCH-
YECKMM NPOTECT, TO B HEM €CTb CMIMbHbIN
XPUCTUAHCKMI 3NEMEHT. Heuto oT myue-
HUYECTBA — He TO, YTOBbI KOro-To y6MBaNHK,
HO... 3TO BCE Y€ B s3blKe TBOEro Tend. Thi

YKNaApIBAELLb CBOE TENo HA 3emnio, Tebs
YHOCST, Thl MOElb NecHW. Thl CBMOETENb-
CTByellb O HECMPABEANMBOCTM, KAK PAH-
HUE XPUCTMAHE. MonopbiM NioAsM B cepe-
ouHe 80-x ata O6pG3HOCTb He rosopuna
HUYEro — HaM HyXHbl BbinM HOBbEIE METOABI.
W ecnu Tel koAbt pas Bce usobpeTtaellb
30HOBO, TO Thl HE MOXELLIL NO3BOMNMTL cebe
GbITb CKYUHBIM. Te6e HyXHO MCMOMNb3OBATL
cuny napapokca 1 abeypaa.

Bbl xoTHTE CKa3aTb, YTO Ana Toro, 4TO6bI
no6urbcs uenu, Bam Hapo 6bino goHo-
CuTb CBOE NocnaHue 6onee TBOPYECKMM
06pa3om, YeM «TPAAMLMOHHBIM» MpOoTe-
cTylowmnm?

BoT umeHHo. [1ng cBoei akumm B ATOMHOM
nabopaTtopum Mbl CrTEHEPUPOBANM  3TOT
rofnoc MpaBbiX, KOTOPbIA OBHAXMN BCIO
CcyMBYpPHOCTb MX MOEOMOrMM. Mbl TakXe
HAy4MnMcb MpuBRekats BHUMaHne CMMU.
MM HOBO AATh SIPKYIO KAPTUHKY, 06pas,
MON-UKOHY, €CNM Bbl XOTUTE TPAHCIMPO-
BaTb €e Ha Bonbluyio ayamtopmio. OnHoOM
M3 HALWWMX CAMBIX YCMELHbIX OKLUMIA CTANO
co3faHMe opraHmusaumun «Munnuappepel
3a Bywa». Bo Bpems seiGopos 2004 roaa
BMECTO TOrO, YTOBbl XANoBaTbCA, KAK No-
XO MOy T Aend y HAC, Mbl MPA3AHOBANM TO,
KAK XOPOLWO MAYyT AENd Yy OYEHb-OYEHb
Goratbix. Y4acTys B HALIEM AKLMM, MHO-
XECTBO Niofe OAENMCb B CMOKMHIM M Kpa-
CMBbIE NNATbS M BOCXBANANM NPE3UAEHTA
Bywa 3a 1o, 4TO OH MOMOT MM CTATh elle
6oraye. Y HAC Gbinu NO3yHrM, CUMBOIbI K
MONUTUYECKAs MPOrpamMma 3a Boratbix.
Heckonbko Teicay niogel no scei cTpaHe
MPUHANM yyacTue B 3TOM npoekTe. [po-
XOAS MMMO M BUAS BCEX ITUX PA3PAXKEHHBIX
niopen, Tl gyman: «Cron! MIM-To MOXET U
OTNMYHO, HO # He munnuappep. Movyemy
A-TO OONMXEH ronocosaTe 3a bywa?» A
CMMU, B cBOlO OYepenb, Nony4unm SpKyio
KAPTMHKY M CIOXET AN HOBOCTEM — KaK
Pa3 TO, 30 YEM OHM U OXOTATCS.

MoxeTe BCMOMHMTL APYroM npumep
TBOPYECKM 3ARYMOHHOM OKUMM NPOTHB
npasbix?

KoHeuHo. PecnybnukaHusl — CTapanuck
NPOBECTM TAMOXEHHbIA 30KOH B MOMb3y
60oraTbix, KOTOPLIN, KAK OHM yTBEPXAAMH,

Convention Diary New York City, Aug 30 - Sept 2

Associate editor Robert Kaiser and Pulitzer Prize winning photographer Lucian Perkins are at the
Republican Convention in New York City collecting images and impressions in their diary,

They wani your help. Join them for their live discnssion every day al noon, E-mail your suggestions

for Bob and Lucian to conve figrye washin om
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“Phil T. Ruch,” co-chair of the satirical protest group "Billionaives for Bush,”
helped tum a comer of New York's Central Park into an outdoor verue for 2
fanciful demonstration against what they say is preferential treatment for the =5
f privileged class. |4
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HE yLIeMUT amepukaHckue cembu. Cerop-
HSl yX€ M MPOBbIE MOHMMAIOT BAXHOCTb
MCMONb30BAHMS MEAMA, TAK YTO ABA KOH-
rPeccMeHa, KOTOpble CTOST 3a 3TMM 3a-
KOHOM, MOAHANMCE Ha 6opT Toro kopabns,
rae 8 1773 rogy Nnpom3oLwno 3HOMEHNTOe
6ocToHckoe yaenutie. Torga Bech YaM,
0BnoXeHHbI HaNorom GPUTAHCKOrO NpPa-
BMTENbCTBA, GbiN BLIGPOLLEH B MOpE. 3TO
6bINO COENAHO MOTOMY, YTO AMEPMKAH-
CKME KOMOHMCTBI XOTENM, 4ToBbI HANOMM C
HUX B3UMAMNM NIULLL MECTHBIE, CNELMANBHO
u3bpaHrHbie npeactasutenu. Cobeithe 310
CTAno OfHOM M3 MepBbiX OocBOGOAMTENb-
HbIX QKLU B AMEPUKAHCKOM MCTOPHM, M
KOHIPECCMEHBI CTAPAMNMCh MPUCBOUTL €70
uKoHorpaduio, 4Tobbl 4OCTYUATLCA AO HA-
pona. BelkuaplBas SLMK 4as, TO €CTb «Ha-
nor», 3a BoOpT, OHM XOTenu NoKasaTb, YTO
HANOroobnoxeH1e, KOTOPOE OHM CTApPa-
I0TCsl NPOBECTH, AACT BCem cBobopy.

Mel 3HanM, yTo Tam BydyT XYpPHAMMUCTEI,

TOK YTO B TOT MOMEHT, KOTAA KOHrpeccme-
Hbl Y€ roTOBbI BbIMM BLIBPOCHTL ALUMK 30
Goprt, nepen kopabnem nNokasanacs ma-
NeHbKas NOAOYKA, A CUAENM ABOE NIoAEM
M Gbin BbiBEWEH NO3yHr «CnacarenbHbli
MNOTMK  AMEPMKAHCKOM  paboTaiollent
cembm». Jliogu B NOAOYKE CTANM KPMUQTh,
4tobbl MX He Tomunu. lNepen KoHrpecc-
MEHOMM BCTANA AMNemMMd: nubo He Ku-
AATb AWMK, TMBO PUCKHYTb MOTOMMUTL €ro.
N KOHE4YHO, OHM Bbl6pOCMﬂM awmk. M 1a
KApTMHKA, KoTopas obowna sce CMM,
3TO pecny6nmMKaHCKoe NPEennoXeHne no
HONOroobnoXeHuio noTonaseT Kopabnuk
QAMEPHUKAHCKOMN CEMbM.

3TO NO3BONMNO NIOASM MOHATL Npobne-
My yepe3 obpa3?

[a, NOTOMy 4TO NIOAM YACTO HE MOHUMAIOT
CINOXHBIX CTATUCTMYECKMX MNKM 3AKOHOAA-
TenbHbIX Npobnem. Bbl 06s3aHLI cO3AATh

Axums “Billionaire for Bush”, 2004.
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06pas, OCHOBAHHLIM HA MPOCTLIX NPUME-
pax 1 unnocTpaumsx. B BockmupecsTeie
rofpl — B AECATUNETME ANATUM — ABUXEHUE
«SlmepHas 3amoposka» cobpano Tpu yeT-
BEPTU MUNIIMOHA NIOAEH, NPOTECTOBABLLMX
B LlenTpansHom napke. Lindpbl orpomHbie,
Gonblune, yem B 60-e, HO KYNETYPHO 3TO
MMENO OYeHb Manbl 3OdeKT...

Taknm 06pasom, cunbHoe oBLIECTBEHHOE
BO3OEMCTBME CTANO MOEM Luenblo. ITo
CTANO MOMM MCKYCCTBOM. A 3aTEM M MOUM
aenom.

A uyto Bam nomorno n3bexarb anatmMu u
ocTartbCs B npotecTe?

Ha To ecTb Heckonbko obbsacHeHun. OgHO
M3 HUX MOOOLUNO TONMbKO MHE — 8 CcAenan
310 CcBOEi npodeccuen. KoHeuHo, 3To He
MOXET PACMPOCTPAHATLCA HA BCEX, 3TO HE
nogxogmT Ans MMNIMoHoB. Ho 3To cTano
oTeeToM Ansa MeHs. Tak xe u xapakTep. 4
POMOHTMK. MHE HPOBMTCS BbiTb XMBbIM — B
XM3HU TOK MHOTO XM3HM, KOTOPYIO CTOMUT
XMnTb! MHE He HPABMNKCHL UMHUYHBIE, Oe-
NPeCccHBHbIE, OBECTOUEHHbIE AMMK, KOTO-
pbix f BCTPEYAn. 3TO BLIMAAENO KAKMM-TO
MOPQArbHbLIM MOPAXEHUEM. MX XM3Hb Ka3a-
NAck Nyl OT TOrO, YTO UM HE HYXXHO BOM-
HOBATLCA O BOMbLLIOM MUPE MOMUTUKM, HO
UX AyLIM, KO3AanocCk, MOBPEXAeHs!. YTo-To
B MX CEPALIE YMEPO, MITM OHM CaMM YBUnM
370. OT Yyero cTanu 1 rpycTHen, u Nosepx-
HOCTHE. AKTMBMCTbI, C KOTOPbIMK 5 Pa6O-
Tan, CTOBLIME MOUMM APY3bAMM, XMMU NO
CBOEM NpaBaAe, CPAXANMCH 3A MUP, B KOTO-
pbiit Bepunu. OHK Bbinu yBneUYeHbl 1 U30-
BpetatenbHbl. C TAKMMK NIOALMU XOPOLLIO
MOTK MO XMU3HMU.

§l ArHOCTUK B TOM, YTO KOCAETCS BEPbI B
OfIHO KOHKpeTHoe BonbLuoe aeno. Miobas
6opbba xopolwa. B mupe Takon nepe-
M3BLITOK ropsi, YTO HE COCTABNSET TPYAA
HOMTM Npobnemy, koTopas ByaeT 3HaYMMA
MMEHHO s Tebs. Ho BOT BO uTO 51 CBATO
BEPIO, TOK 3TO B MOE PEMECTIO, B TO, HAA,
yem s paboTalo, CBOAS BOEOAMHO BCE 3TH
XYAOXECTBEHHbIE MPUEMBI HE TOMBLKO A1s
NPOTECTA — A 3TO BCEro MNMLb OAHA M3
MHOTUX CPep MX MPUMEHEHMS — HO [N Ca-
MbIX PA3HOOBPABHEIX MOMMTUYECKMX MAT-
dopm. CerogHs NPOTECT HE NPOCTO 3AHS-
THE, O MPM3HAHHAS YACTb KYMETYPbI.

C HepoBHMX nop akagemuyeckas cpe-
AC CTANa NPOSBNATL OFPOMHbIN MHTEPEC
K npotecty. Heckonbko pas B rop mHe
3BOHAT 30 CNpaBKAMM. Jliogn coobuiaioT,
YTO MULYT AOKTOPCKME AMccepTaumu no
«Munnuapaepam 3a bywa». He Ttoneko
8 CLUA, HO 1 B bpasunuu 1 B gpyrmx me-
cTax. MoXeT, 3TO MOTOMy, YTO Mbl CTONM
MOCCMEAMIHBIM COBBITUEM, O aKaaemuye-
CKYIO HOYKY BCErAA MHTEpecyloT meama.
M Menma CTaHOBATCA YACTbIO MPOTECTHOM
KYNETYpbl, TOCKONLKY NpoTecT Bce 6onee
3 PEKTUBHO MX MCMONbIYET.

KakoBa Tenepb nonutMyeckas akTyasb-
HocTb? Yro 6yaeT HOBOM BONHOM?

CeropHs 8 OyMmalo, YTO IIOAM, KOTOPbIX
orpabunu 6aHKM, AOMXKHbI BEIATU HA YrK-
Libl M MPOTECTOBATb, OAHAKO 3TOrO NMOKA He
npomcxoauT. ITo 3araaka. XoTs, KaxeTcs,
CeNuac yxe 4To-TO HA3PEBAET (MPUM. peg.
aemxerHne «Okkynai Yonn-cTput» TOnbko
HOYMHANO PA3BOPAYMBATECS, KOFAA MbI
6panu 310 MHTEPBLIO B MOckBe). HauunHa-
10T NPOMUCXOANTE MHTEPECHBIE BELM. Bon-
He TPYyAHO nopbickaTb OfHO onpepene-
Hue. Ckopee BCero, 370 cepusi HebOoMbLLIMX
BOITH, HO 51 AiyMmallo, ByneT u opHa GonbLuas
BOJTHA, AOCTATOYHO CUMbHAS, YTOBbI BbICO-
KO MOAHSATHCS, Mbl CKOXXEM TOTAA: «XOPOLLO,
CENYAC MU HUKOTAA» M BbIMAEM HA YIMLbI.

Illepeocvucaaa «cBepxuJeHTHPUKANUOD»: AXTUBUCTCHUE
OPAaXTHUKY B KOHTEXKCTE I'PDEYECKOro KpMl3uca

Jlo6oe obCyxXaeHUe MNPOKTUK «CBEPX-
MOEHTUDUKALUMKMY [OMKHO HAYMHATLCH C
OTKA3A OT MAEU TOrO, YTO «CBEPXMOAEHTHU-
duKkauma» ABNSETCA MM MOXET SBNATLCS
KOHKPETHOM CTpaTerMen YCnewHon wu
YBEPEHHOM ATAKM MPOTMB CErOAHSILLHEN
MEeTAMNOoMNMUTUYECKOM,  MNOCTAEMOKPATHYE-
CKOWM CMCTEMBI YNPABMEHMs OBLLECTBAMM.
«CBEpXMOEHTUDUKALMS» — 3TO HE BOH-
rOPAMCTCKAs  PEeaKUMs, HAMNPABNEHHAs
MPOTHB OBLLECTBEHHbIX CUCTEM BNACTU U
KOHTPONs, 4, CKOPEee, «CMMNTOM» MOEono-
TMYECKOM HEONPEaEeNneHHOCTU 1 TOro CMe-
LLleHMs, COBMIA MOEHTUYHOCTEN, KOTOpble
XAPAKTEPHbI OIS NO3OHEro KAnUTAnM3ama.
Bmecte ¢ Tem «cBepxupeHTUdMKALMA»
OMMCHIBAET HE BMOMHE MPO3PAYHbIE «MO-
MEHTbI» KYNBTYPHbIX MPAKTUK, B KOTOPbIX
MX CyObeKTbl CO3HATENbHO MPUHUMAIOT
puck ucnbiTate Ha cebe nocnencTeus
CBOMX MPMBA3CGHHOCTENM,  MPUHAONEX-
HOCTe/, BEKTOPO XENaHMM 4Yepe3 npu-
HTUE COBCTBEHHOM YKOPEHEHHOCTU B
OBLIECTBEHHbIX CBA3AX, YKOPEHEHHOCTH
B MPOCTPAHCTBE, B KOTOPOM COMPOTMB-
neHue unu KoOHMOPMU3M He MOTyT npeq-
CTOBNATL COBOM OOHO3HAYHOTO BLIGOPA.
Taknm 0Bpasom, «CBEPXMOEHTUDUKALMS»
OTHOCKTCS K OfHOM M3 DOPM «KPUTMY-

KocTuc Cradunakmc
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HOCTW», KOTOPAS BAXKHA MM KYMNLTYPHbIX
MPAKTMK B TOM CTEMNEHM, B KOTOPOH «Cybb-
€KTbl CBEPXMOEHTUPUKALMMY  HAYUHAIOT
MPM3HOBATE M MPUHUMATE PEANbHOCTbL
TOFO, 4TO MX CYBBLEKTUBHOCTL TECHO Mepe-
NMeTeHa — M 30BA3AHA HA OBLWECTBEHHbIE
[MCKYPCbI, BRACTb, BAACTHbIE MOMHOMO-
4Msi, TETEPOHOMMIO, O TOKXKE CTPYKTYPHO
BOBJIEYEHA B MX BOCMPOM3BOACTBO. B 3T0M
CMbICNIE  MPAKTUKM  «CBEPXMACHTMDUKA-
UMK», BEPOSITHO, MOTYT CMOCOBCTBOBATL
KPUTMYECKOMY MCCIIENOBAHMIO CETOAHSILL-
HMX COLMQIBbHBIX AOTM B TOM YOCTH, B KAKOM
6ecco3HaTENbHbIM acnekT COBCTBEHHOM
NPUHOANEXHOCTU K COLMANLHOMY anna-
pary (Boc)cospaercs 1 30 Nnpeaenamu Bbi-
PAXEHMs YEMOBEKOM €70 MOEHTUYHOCTH M
HOA30PA 30 Helo. 3TO M eCTb NPUCTABKA
«CBEPX» B «CBEPXMACHTMMKALMM», TOT
COMbIt €€ M3NULLIEK.

C koHua 1990-x rogoB BaXHbIE TEOPETU-
YeCKMe KOHLEMUMM OYEPTUNU KOHTEKCT
B3UMMOOTHOLLIEHUI MEXAY KYNbTYPHbIM
OKTUBM3MOM M OBLLECTBEHHLIMM HU3O-
BBIMM [ABMXEHMUSMM, KOTOPhIE MPOTMBO-
CTOST COKPALLUEHMIO TFOCYAAPCTBEHHOTO
perynupoBaHms OBLLECTBEHHOM XMU3HK U
3KOHOMMKM, BbIBBAHHOMY 3KOHOMMUYECKOM

CMHAMKAT HCKPEHHMX BNaAENbLEB NPOMBbILL-
nexHocty, 2010.
Kooneparne Metexnio. Muctuku mecr, 2011
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rnobanuaaumnen M HeonMbepansHoM no-
NUTUKON. AKTUBUCTCKME MPAKTUKM KOHUQA
90-x 1 Hayana 2000-x rogoB 3asBMNU TAK-
TMKM M cTpaTermn 6opbbbl NPOTMB HEONK-
6epanbHOM  3KCMIYaTAUMM  NyBAMYHOro
MPOCTPAHCTBA, OCNABNEHUsS COUMANbLHO-
ro rocyaapCTBA M KOHTPONS 30 MHPOPMO-
uner 1 CMW, ocyuiectsnaemoro moryuie-
CTBEHHBIMM KOPMOPALIMAMM.

OeuxeHune «Reclaim The Streets» [«BepHu
cebe ynuupi»] oTBOEBANO NYy6NMYHOE NPO-
CTPAHCTBO FOPOMAOB, iy 3T AKTUBUCTOB «The
Yes Men» [«CornacHele Ha Bcer»] npeanpu-
HAN MOMLITKY MOAOPBATL NErMTUMHOCTL
nonutukn BTO u ynpasneHdyeckoro amc-
Kypca KpynHeix kopnopauuit, a «Critical
Art Ensemble» [«AHcambrb KpuTHYECKOTO
MCKYCCTBA»]  KPUTMYECKM  MCCNEAoBan
€BIeHMKY M BUOMONMTMKY MO3AHEro Ka-
nutanmama. B Tom xe pycne lept JlosuHk
n [3sun lapcus BBENM B 0GOPOT TEPMMH
«TAKTMYECKME Meama» (Mx KHura «AsByka
TOKTUYECKUX Megma» Bbiluna B 1997 rony)
Ans o603HAYEHMs HOBOTO AyXd Bpeme-
HM, AYXQ KOYEBOTO U TPEBYIOLLEro HOBbIX
TOKTMK B COMMACOBOHHOM, KONMNEKTUBHOM
KYNLTYPHOM COMPOTUBNEHMM,

HoBbI# nonuTMYEeCcKkMit BbI3OB

Kputuueckme  XynoXecTBeHHble  Npak-
TMKM M QPT-OKTMBM3M KOK OfIHO M3 HMX
MMEIOT CerofiHs feno C HOBbLIM MAEeono-
TMYECKMM  CMEKTPOM,  HALUMUIOBAHHbIM
MHOTOYUCMEHHBIMU TAMHBIMM NOBYLLIKAMM.
Kputuueckmit pMcKypc aHTMKAnNMTanuama
CTAMKMBAETCA C MOTOKOM CIyYQMHbIX M
PACnMbIBYATEIX AMCKYPCOB, OKA3ABLUMXCS
B baBope B pesynsraTe Henpeackasyemo-
ro NepecMoTPa MAEONOrMYeCKUX MO3ULMIA
M TeX CABMIOB, KOTOPbIE MPOM3OLINM KaK
B NPOBOM, TOK M B nesom narepsx. Mo-
BCIOMly HO €BPOMENCKOM KOHTUHEHTE Me-
TANOMMTMYECKAS  MOCTAEMOKPATUYECKas
BMACTb HE CMOIMA HAMTH OBLLEro A3bika C
HU3LWMMM CIOSIMU M CO CPEOHMM KIACCOM,
NoCnocobCTBOBAB TEM CAMBIM T€FEMOHMM
npasoro  nonynuama.  HauuoHansHsle
PPOHTLI, KOHCEPBATUBHBLIE MOMYMMCTHI,
NAPNOMEHTCKME KOQMMUMM MPABbLIX CHr,
MOEonoru NPABOro KynsTypanM3ama KOH-
10 70-X (OLUIMETKM TAK HO3bIBAEMbIX HOBbIX
MPABEIX) BIMIPANM CPAXKEHME 30 MOEONO-

rMYeCcKoe rOCMOACTBO, BHAB «CTPACTAM»
HEefaBHO MPONETAPU3MPOBAHHOTO, OAXE
MIOMNEHU3UPOBAHHOTO COUMANbHOTO
cnosd. NpoaonXaLWMNCcs 3KOHOMUYECKMIA
KPpU3UC BBEPraeT niodei B MyuuHy He-
B3rof, M PA3XMraeT PeakuMOHHOE Hepdo-
BOMbLCTBO. B 3TMX yCNOBUAX «<MMMOHEHTHbIM
anTMkanutanuam» (a-ns Xapa W Herpw)
NPOCTO HEe MMEET LWAHCOB HA TO, YTOGbI
CBEPrHyTb AOTMbI HeonmbepanucTckoro
6noKa MnM oTPa3MuTbL NPK3bIBLI K «BO3BPA-
WEHMIO K (OBLLMM) STHMYECKUM KOPHSMY.
Takoro poaa ConpoTMBREHME Y3ypnupo-
BAHO KOHCEPBATMBHBIMKM AMCKYPCAMM. 3Q-
MOCKMPOBAHHbIE «Heonubepans» CKpbI-
BAIOT TPAAMUMOHANMCTCKYIO MPOrPAMMY, B
TO BPEM$ KOK NEBLIE M OHTUABTOPUTAPHbIE
CHNbl 3A4ACTYIO NPUBEraloT K MyTNETUKOM-
MYHUTAPUCTCKOMY AMCKYPCY, Y4TO MOXET
NPMBOAMTL K HATYPANM3yIOWEN maeanm-
3aumn «obLero»?.

Mepen NMLOM MHOTOCNOXHOCTU Cerof-
HALWHMX  Maeonornyeckmnx  peedukaumi
HeobxoaMMo BPOCKUTL BLI3OB CAMOM Maee
I'YMOHWUCTUYECKOM, BENUKOAYLWHOM 6opb-
66l ¢ Heonubepanusmom. BosmoxHo,
cnenyeT NOCTABUTL MO COMHEHME MbICTb
O TOM, 4TO obnuuyeHne Heonubepanusma
ABNAETCA NNOAOTBOPHOM CTpATErMen ans
APTUKYNSALMKM  PASNMYHBIX  AKTUBMCTCKMX
MHMUMATHB. Peyb He o BecrnonesHocTu
XYOOXECTBEHHOM KPUTUKM KAMUTONM3MA
KAK TOKOBOM, HO O TOM, 4YTOGbI Mopuyep-
KHYyTb BOAXHOCTb ee nepedopMaTMpO-
BOHMS, TBOPYECKOM M KOHLENTYanbHOM
TpaHcpOPMaALMM  3TOM  KPUTMKM  BBUAY
TOrO 30KYMOPMBAHMS MOEONOrMYECKOro
MPOCTPAHCTBA, B KOTOPOM Mbl OKO3AMUChL
cerofHs. MOXHO CKA3QTb, YTO HOPBEXEL|
Anpepc BpeitBuk, BUHOBHbIM B MOCCOBOM
pacctpene uneHoB MonogexHoMn nuru
paboyeit NapTUM, — 3TO BLI3OB KAXAOMY
aKkTMBMCTY. He cTaHeT npeysenuueHnem
NpPeanonoxuTs, 4to bpereuk sBnseTcs 06-
Pa3LOBLIM OKTUBUCTOM B TOM CMBICTIE, YTO
OH YCMEeLIHO OCYLLECTBUI TO, YTO MCMXOa-
Hanua onpegenun 6bl kak passage l'acte
[nepexon «k peicTeuio]. Ero napaHou-
AanbHas haHTa3us o camom cebe B ponu
CPEenHEBEKOBOrO PETEHTA, HOYMHAIOLLETO
KPECTOBbIM MOXOA MPOTUB  MYCYrbMAH,
OKO3aNaCh [JOCTOTOYHBIM CTUMYNOM st
Takoro penctemsa. Ero Mmq:onormecmﬁ

MMP Bbin KOHKPETU3MPOBAH B €r0 Xe Ma-
Hudecte «2083 — [eknapaums Hesdsu-
cmocTu Esponsi», cmecn ucnamodobuu,
AHTUINOBANM3MA M AHTUMAPKCM3MA. MeHst
30€eCb, KOHEYHO, MHTEPECYET HE CTOMBKO
TO, 4YTO TOnKHyno bpeiBuka coeepwmTL
TO 3noAesiHMe, KOTOpPOe OH COBEPLUMI.
3ammcTBys noaxon AAOPHO, Mbl, CKopee,
30AGAMMCS BOMPOCOM O TOM, «4TO €CTb OK-
TMBKU3M Nocne bpeisuka»

OT norpe6aneHoro nnaya k...

Mepeseas onTMKy HA HEOABHO MOABMB-
wurics ceHomeH Los Indignados — «geu-
XEHUS BO3MYLLEHHbIX» — KOMNEeKTMBHOE
COUMQNbLHOE ABMXEHME, OKKYNUPOBAB-
Wwee UEeHTPAsbHbIE NAOWanM B OXBAYEH-
HbIX KPWU3WMCOM M TEP3AEMbIX MOMMUTMKOM
XECTKOM 3KOHOMMM lpeunn n Mcnauum,
Mbl YBUAMM THM, MOHEPY XYAOXECTBEHHOM
BOBMNEYEHHOCTH, HE OTNMYaloLLylocs ped-
nekcuen u npopomnxaiollyio pabotaTs no
NPUHUMMNY HEMEANEHHOro AEMCTBUSA, He-
meaneHHoro otknuka. Mpumep lpeuun,
rAe XyAOXHUKM U OKTUBUCTI OBBEAMHMMM
YCUIUS C «BO3MYLLEHHbIMK», €CTb TUMNY-
Hasi DOPMA MOAYMHEHMUS MOHATMIO MOMK-
TUYECKOM BOBMIEYEHHOCTU WU COUMANLHO-
rO BOCCTAHMS, MOHSATUIO, OTBEYAIOLLEMY
OBLLENPUHATOMY  «3[IPCABOMY  CMBbICITY».
AKTMBMCTbI OFPAHMYMIM camm cebs pac-
NPOCTPAHEHMEM AMCKYPCA  BOCCTAHMS,

CYTb KOTOPOTO B 3TOM Cly4de CBOAMNACH K
AMNOMUTUYECKOMY QHTMMNAPNAMEHTAPU3MY,
HOMPGBNEHHOMY MPOTUB «KOPPYMMMPO-
BAHHOTO MOMNUTMYECKOTO MOPSAAKA/3MMUTbI».
DTOT AMCKYPC 3A4ACTYIO GbiN HABA3AH MO-
nynuctammn ot CMU, KoTopele B NpoLLnom
yXe noanepXvsany PAasnmyHbIe NONUTH-
YECKME PEXMMBI, HbIHE MACCOBO Tepsio-
LME NErMTUMHOCT.

feHepanbHas accambnes «BO3MyLIEHHbIX»
NpUHANa  peleHne o  HOPMUPOBAHMM
pabounx rpynn: rpynnsl NPAMON AeMo-
KPQTHK, rpynnbl TEXHUYECKOM MOAAEPXKH,
rpynMbl MO CaMOOBNARAHMIO (TPU3BAHHOM
cneguTb 30 CMOKOWMHBIM MPOBEAEHMEM
KOMNEKTUBHbIX MEPOMPUSTUI), rPYMMbI XY-
AOXHMKOB M T.N. YacTb cTyneHToB AduH-
CKOM LIKOMbI M3ALIHBIX UCKYCCTB M MIOAM,
MMEIOLLME OTHOLWIEHME K PA3MMYHBIM XY-
AOXECTBEHHbIM MPAKTUKAM, WM3rOTOBMIM
TPAHCNAPAHTbLI M NNAKATE C CAPKACTHYE-
CKMMM NO3YHramu. beinu opraHnsoBaHbl
My3bIKQNbHbIE NPEOCTABNEHMS AN Pas-
BNEYEHUS NIOAEN, KOTOpble AHM HAMpo-
NeT OCTABANMCh HA Mnowaam. «AKTUBU3M
HQ cnyx6e BOCCTAHMA» — TAKOBA MOAENb
BCEX 3TMX MHULIMATMB: 3HOMEHA W MNAKATbI
304ACTYIO BLICMEMBANM TPEYECKMX MOMU-
TMKOB U1 BLIPAXAMNM Pa3nuToe B obliecTee
oTyasHMe, NPOoNAraHaAMpPys MOPanNM3aTop-
CKMW QHTUKOPPYNUMOHMIM®.
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MMEeHHO 31ech M MOXeT GbiTe NPUMEHEH
M MCNPOBOBAH APYroM TWUM MHTEHUMO-
HQMLHOCTW. B KOHTEekCTe cmecTuBLUENCS,
BbITECHAEMOM COLMANbHOM HAMPAXEHHO-
CTH, «cBEpXMaeHTHbMKAUMS» (BEpOsTHEE,
YeM KPUTMKA C BOMbLIOrO PACCTOSNHMS
WM HEKPUTMHECKMI SHTY3MA3M) Crnocob-
Ha oTpednekcMpoBaTL OMACHOCTH, CO-
aepxawmecs B no6on TOTANU3MpYtoLwemn
daHTasmm, 1 TaKMm 06PasoM MOMOUbL Kpu-
TMYECKM MCCNEAOBATL YCTOSBLUMECS MOTY-
Cbl BOBNEYEHHOCTU. B KAKOM-TO CMbICne
«cBEPXMAEHTUDUKALMS» sdpekTHBHA
MU B TOM CTEMEHM, B KAKOM OHA BHE-
apseT yHOAMEHTAMbHYIO OMGMBANEHT-
HOCTb, CMOCOBHYI0 NPOBNEMATU3MPOBATL
npesanMpyiolmMe cpeam Bo36YXAEHHbIX
COUMAMBHbIX AreHTOB TeueHus. Mo cnosam
Cr. WykaiTtnca, uenecoobpasHocTs npu-
MEHEHMS «CBEPXMAEHTUMOUKALMU» 3AKITIO-
YaEeTCs He B ee MPAMONMHEMHOCTU U He-
NPoBnemaTMyHOCTH, HO KK Pas B CAMOM
ee ambusaneHTHOCTH. «CBepxmaeHTUdH-
KaUuMs» CTAHOBMTCA He criocobom npep-
narate abconioTHO NpopaboTaHHoe pe-
WEHWe UNM HANPABNEHWE NS peLieHus
npobrnem, MNOCTABNEHHbIX TeKyLiei mno-
nutnyeckoi cutyaumen. Ckopee, ceepx-
MOEHTUDUKALMS MOMOTAET CHATb OLLyLle-
HUE rePMETU3ALMM, MPUBHECEHHOE CaMMM
CYLIECTBOBAHMEM TEX POMEN M MO3ULMA,
Yepes KOTOPbIE MHOKOMBICTIME CTAHOBMTCS
MPUEMIEMBIM U XENAHHBIM, IAXE eCny, B
KOHLIE KOHLIOB, OHO 6eccunbHO MpeTso-
PUTb B XM3Hb 3HAUMTENbHbIE M3MEHEHMS*,

B 2009 ropy nepsblie rpO3HbIE MPUMETbI
rPEYeCcKoro AOMroBOro KPU3MCA BbI3BAMM
Oyplo HACTYNATENbHLIX AEMCTBUM B KO-
HOMMKE M XECTKMUX Mep 3KoHommu. Korpa
CTANA OYEBMUAHOM BCS CEPLE3HOCTL CUTYA-
UMM B rPEYECKON IKOHOMMKE, PA3NUYHBIE
CMHAMKATBI M NpocbCcolo3bl NMpepocTeper-
nM npaeuTenscTeo coumanmctos (PASOK)
OT Mep, Moryumx eule 6Gonblie ycyry-
6UTb COUMANbHYIO HECNPABEANMBOCTb M
obuiecteseHHoe cmateHne. OpgHako ZEB
(CuHamkaT Kopriopaumi U MHEYCTPMI) no-
Tpeboran Gonee rMbKMX TPYAOBLIX COMMaA-
WEHMIA B YACTHOM CEKTOPE 3KOHOMMKM,
4TOBbI TOKMM OBPA3OM «3ALKTUTL PABO-
uMe MecTa Tpyasawmxcs». MMeHHo Toraa
Apyras rpynna, TaKXe HO3BaHHas 2EB,
HQYANA OPTaHM30BLIBATE OBLIECTBEHHBIE

MaHudecTaumn. Ho abbpesnarypa B ee
HO3BAHWMKM Tenepb PAcCLindPOBLIBANACH
nHaye: «CUMHOMKAT MCKPEHHWMX Bhapdernb-
LeB NpeanpuaTmuin».

Pabotast B ctune «The Yes Men» wmnu
«Billionaires for Bush»¢, nugepbl HoBoro
2EB Hopenv wnansl U NpowecTsoBanuM no
AUHCKMM YNIULIOM, KAK OBBIYHO WECTBYIOT
npodcoioskl. OHM npownu mumo Hauuo-
HanbHoro 6axka lpeunn, MUMO 3AaHMs
napnameHTa 1 Tak ganee. lpynna coctos-
Na M3 MOMNOKEXH, B OCHOBHOM CTY[EHTOB.
Ha TpaHcnapaHTe-pacTsxke Hap Mx map-
LMpYoLWei KOMOHHOM OHWM  HanMcanu:
«470BBI CNACTU CTPAHY OT BAHKPOTCTRA M
roNnoaa, HemMeaneHHO OTMEeHUTE 3apaboT-
Hytlo nnatyl». Yepes rpomkorosoputenu
OHM BbIKPUKMBANM NO3yHrM: «Cobupai-
Te Hanoru ¢ 6enHsix, Tem Bonee mx U Tak
6onblel», «JosonbHo! MOKOHYMM C He-
NPUEMNEMON CUTYALMEN KOIMMEKTUBHbIX
TpynoBseix porosopos! Tpebyem MHAMBM-
AYOnbHbIX KOHTPAKTOB [N KAXA0ro, M6o
KaxXApii yenosek uHomemgyaner!, «OT-
MEHMWTE 3aPnNaThl, MPUMEHSITE NPUHYAM-
TENbHLIM TPYA B HaWMX Kopriopauusx!»,
«donoi nonynusm! MemopaHaym 6bin,
ecTb 1 Bynet bnarocnoBeHMem ANs Hawen
cTpaHsily, «Cupmb 6e3 paboTei? 310 TBOS
npobnemal», «MpuseTcTByem pelueHue
NPOBUTENLCTBA OTMEHUTL HAMOT HA HALLE
umyliecTso. Mpepnaraem cson paboune
MecCTa, NPEeAnoXmTb elle M HalM 3apnna-
ThiZ».

3Ta KAPHABAMBHAS BLIXOAKA B AEMCTBU-
TENLHOCTU CTANA OTBETOM HA LAPSALLIMIA B
CTPAHE MONMUTMYECKMM UMHM3M. OpHako
NOMMMO MOAPLIBHOTO, ByHTAPCKOrO toMO-
pa, akuus MOpPoAMNa nycTs M meTacdopu-
Yeckoe, HO 3MOLMOHANLHO ybeauTens-
HOE M CTPALIHOBATOE OLLyleHUE TOro,
YTO TPUAMLMOHHbIE POPMBI COLMANBHOM
60pbbbl M BLIABMXEHMS TPEBOBAHMI yCTa-
penu unu NPOUrpeIBAIOT B M3OLLPEHHOCTH
puTOpUKE SKOHOMMUYECKMX dnKuT. CeuaeTe-
N1 3TOM [AEMOHCTPALMM BONEN HeBonen
GbinM BbIHYXAEHBI 30AyMATECH O HEdd-
PEeKTUBHOCTU  TPOAMLIMOHHBIX  LIECTBMIM
NoA NO3yHramu.

«CBepxupeHTUdMKaumMa» KAk ocyuecT-
BIEHME OTBPATHTENLHOTO

Takom BuA, AencTBMs NobyxadeT cybbek-
TOB MOPA3MbICIIMTE HOA MOACIBEHOCTAMM
CBOErO y4aCTMs M YCTOHOBMTb TPE3BbiE
M cBOBOAHLIE OT MMMIO3UMA OTHOLIEHMA
C  MPOAOIXAILMMACA  KOTNEKTUBHBIMM
npoueccamu. Henb3s He 3ameTuTb npo-
M30OLIEAWEro yxXoad OT MONUTUYECKOro
3KCTEPHAMNM3MA K MHTEPCYOLEKTUBHOMY
BLIPAXEHUIO «monmTHyeckoro»”. OpHako
6onee ToYHAS K AETANSM M BOOXHOBEHHAS
dopma  «cBepxmuoeHTUPUKALMM»  Bbina
NMPUMEHEHA  KONNEKTUBOM  XYAOXHMKOB
Metexnio cooperativa, pc6orc1|ou.u4x BHE
TPEYECKOM CMCTEMbI XYHOXECTBEHHbIX ra-
nepe 1 BbICTABNSIOLLMX CBOM PABOTLI Npe-
umywiecteeHHo B Cetn. HaseaHue ogHoM
13 MX BUOEOPaBOoT NO3TUYECKM M MENOAPA-
MOTUYECKM NOATAYMBAET €€ COBCTBEHHYIO
CEepbEe3HOCTb: «TONWV HOOTEG»[«Pa3HBIX
MeCT BOIXBbI»], YKA3bIBAS HA HEKYIO rMy-
GKHHYI0, CBALLEHHYIO CBSI3b MEX[Y repos-
MM DUNBMA M CENLCKMMM KPASIMM, OTKYAA
OHM POAOM MMM B KOTOPLIX OBMTaIOT. Mx
XM3HM  PACCKA3AHBI  CEHTUMEHTAMbHbIM
TENEBU3MOHHBIM XYPHANMCTOM, MbITAIO-
MM PONbKIIOPM3MPOBATL  PA3TOBOP-
HbIi A3bIK MU NPEACTABMUTL TMABHBIX rEPOEeB
3AAKMMM MOANMHHBIMUA MPEACTABUTENAMM
ylwlefwero HOBCErad Ob6LEeCTBEHHOro
cknapa. Mo npuuenom Kamepsl Kaxabli

M3 Tpex repoes unbMa PACCKA3LIBOET
O KOKOM-TO MEPEXMTOM MM MOTPACEHMMU.
B XM3HSX BCEX TPOMX GbINO MANO Moa-
NUHHOTO M MPABEAHOrO, MOKA OAHAXAbI
NPOMCLLECTBUE (MMM HECHACTHBIN Cry4aM)
HE U3MEHMNU MX, MOATONKHYB KAXAOro M3
repoes K TOMY, YTOBbl 3HOBO OTKPbITL A5
cebs NPOBOCNABHYIO Bepy?, MPABOCMAB-
Hylo uepkoeb 1 boropoauuy. B uHtepesio
BCe Tpoe repoes (BbiBmit dyTBonmcrt,
pevieep u kopabneenagenew) pacckasbl-
BAIOT XYPHANIMCTY O CBOEM BO3BPALLEHMM
B MPABOCNABHYIO BEPY. YneHbl apT-rpynnsl,
MCMOTMHSIIOLLME PONK TPEX repoeB unbma,
CHSATBI BO BPEMS MX HEMNOCPEencTBEHHOro
Y4acT1s B TPAOMLMOHHBIX MPABOCNABHbIX
obpsigox B cenax. B ctpactHyio nsTHULy
nepennpasocnasHOM Macxon ogmH U3 HUX
HeceT Yepes ynuLibl CBoei IePEeBHM DNUTa-
uio’. Ipyroi nonsert Ha KoNeHsx No Kpy-
ThiM AOPOXKAM HO ocTpose TMHOC BO Bpe-
M$ NANIOMHUYECTBA B LIEPKOBL lNpecesaToi
Boropopumuel. M HakoHel, oTnpLICK ceMbM
KOPAGNEeBNOAEnbUEB HLIPSIET B XONOAHbIE
BOMbI 3QMMBA, YTOBLI MOMMATL pachsiTMe
BO BPEM$ MPABOCNABHOIO NPA3AHOBAHMS
«TeopaHumn» (Kpelenus focnogHs). Ouc-
KYpC Tpex 3Tux NepcoHaxei sonnowaet
coBOM MAEONOrMIeckmne Te4eHms, KoTopble
«OLITYKATYPUIM» OBLLECTBEHHYIO XM3Hb
lpeunn c 1980-x ronos, 4epes anoxy «mo-
AepHU3aumMm» KoHua 90-x M A0 LUMHMYHOWM
3MOXM KPM3MCA. 3ALUMTHBIA TPOAMLMOHA-
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nn3m, onnopTyHusm, Beneduumanusm u
SKOHOMMYECKAS CMeKynaums, ANnusm B
COYETAHMMU C HbIO-3MAX FHOCTULM3MOM M
PEAKLMOHHBIM BO3BPATOM K «TOMYMSiPHOM
PenurMm», PAcUam, HANPABAEHHbIA NPO-
TMB STHUYECKMX MEHBLUMHCTB U UMMMUIPOH-
TOB, OMBMBANEHTHAA M OBOPOHUTENLHAS
opueHTauMs Ha eBponeitckoro [pyroro
— BCE 3TO KPAMHE BAXHbBIA HUXHMI CMOM
MOYBbI, CTOBLUMM OCA3AEMbIM B  CAMbIX
CBOMX BONE3HEeHHbIX TOYKax. Bmecto Toro
4TO6bI NPEANOXMTL 3PUTENIO KAKON-NTBO
3hEeMEpHbIN  IMCKNENMEP,  XYAOXHMKM
MCMOMb3OBANM  «CBEPXMAEHTUMMKALMIO»
C OfHMMM M3 CAMbIX OTBPATUTEMNbHbIX Bbi-
CKO3bIBAHMI OBLLECTBEHHOrO AMCKYpPCd,
AN TOTO YTOBbI «OCTPAHMTE» 3ANOXEHHbIMA
3TOC CyGbEKTA B KPUTUYECKOM COCTOSHMM.

®espans 2012 roga
NMPUMEYAHUSA

1 Anrnuitckas sepcus kuuru fepta JloBuHKA U
Ossupa lTapcua, A36yKa TOKTMYECKUX Meama,
OOCTynHO no appecy www.nettime.org/Lists-
Archives/nettime-1-9705/msg00096.html

2 DTOT OrpOMHBIA CABMI MOMUTUYECKMX pe-
NpeseHTaunMit M MAEHTMYHOCTEN OCcoBeHHO
ocTpo ouyuiaetcs B EBpone: HOBbIM QHTM-
CEMMTU3M, HOBOsS MCnamodobus, Bosspalle-
HME K POMOHTMYECKO-HALIMOHANUCTUYECKOMN
KOHLEeNUMM «Hapopda» M MOMMTUYECKas opra-

HM3AUMA HEOA3LINECTBA (OT HALMOHAMMCTOB-
QBTOHOMMCTOB A0  HALMOHAN-QHAPXUCTOB),
«anMddepeHUManbHbI» PACU3M, OMMOPTYHU3M
KpQiHEe NPaBbIX, FPOMAAHOE BRUsiHUE «rny6o-
KOWM 3Konorumn» u Tak panee. Bce ato He cTtonbko
nNpOCTbie NPOABNEHUS AOBEAEHHOrO A0 OTYAs-
HWMSA COLMANBLHOrO KOHCEPBATU3MA, HO, CKOpee,
npUMepbl HOBOM PAAMKANM3AUMKM CPEAHErO U
HUBLIMX COLUMANbHBIX CMOEB, MLWYLWKUX COBEp-
LWEeHHOro 1 6e3yCnoBHOro HAPPATHUBA, KOTOPIN
KOMMEHCUPOBAN Bbl KPAX MEYTbl O PA3BMTMM,
neneemon npeabiayLwmMmMm NOKONEHUAMM.

3 Bo spems npoTectos aekabps 2008 rona s yxe
BLIPAXAN COMHEHMS OTHOCMTENbHO OKTMUBMCT-
CKOM POMM UCKYCCTBA B NOA06HOM hopmaTe 06-
LECTBEHHOrO ByHTA. BbICTPOEHHbIE NO MOAENH
BOCCTOHMIt Napuxckux npuropoaos 2005 roaa,
rpeyeckne ByHTbl GbinM BbI3BAHBI YBUIACTBOM
noapocTka oduLepoM NonULMM U CKOPO npe-
BPATMAMCL B MACCOBLIE OKUMM NPOTECTA Mpo-
TMB KOHCEPBATUBHOTO NpasuTenscTea Koctaca
KapamaHnuca. Bocctanue ycununo GeicTpyio
1 BecnpeLeneHTHyIo NoONUTU3ALMIO M PAAMKA-
nM3aUMIO NPEeXAe PAa3beAMHEHHOM U BhonHe
KOHOPMMCTCKOM rpeyeckoi monoaexu. Cpe-
AW CYWEeCTBYIOWMX NEBbIX, OBTOHOMMUCTCKMX M
QHAPXMCTCKMX  TPYMM, CKOHLUEHTPUPOBAHHbIX
B LLEHTPANLHOM paioHe AduH DK3apxuu, eCTb
1 Te, YTO CPABHMTENLHO HEAABHO MOABMIMUCH B
ny6nUYHOM NPOCTPAHCTBE, HAMPUMEP, FPYMMbI
QBTOHOMMCTOB-HAUMOHANMCTOB MU HALMOHAN-
aHapxucToB. B 3ToM KoHTekcTe Kavecsprojects
(oGLenMHeﬂme XyROXHMUbl BaHbl Koctakona,
paBoTaiollei C HOBBIMM MEAMA, M ABTOPA AQH-
Hoi cTtaten Koctuca Cracunakmca) pewmn
3aMycTMTb NPOEKT «4epHbIt Kpyr», MNOMbITKY
NOHATL NONUTUYECKYIO AMBUBANEHTHOCTS, NPO-
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HU3OBLIYIO CErOAHS HEKOTOPLIE KPYru rpeuve-
ckoi monoaexu. MHpopmaums o npoekTe [o-
cTynHa no aapecy www.kavecsprojects.com. B
cBoelt cTatbe «[TpoTHB COBLITUS: PONb SCTETUKM
B COBbITMAX Aekabps 2008 ropa» s npeanoxmn
TEOPETUYECKUIt MOAXOA K «3CTeTUKe» ByHTOB
2008 ropa (CTaTbsi HO rPEYECKOM MOSIBUNACK B
nHTepHeT-xypHane Kaput (www.kaput.gr/gr/
issue/05/). HYacTb MOMX T€3MCOB NPEACTABNEHA
8 ctatbe Cotnpuroca baxtceumca «BoitHel o6pa-
308: acpuHckue ByHTbI Kak Anucnoauntis n Cobbi-
THe» (0nyBNNKOBAHHOM B 38-M BbINYCKE XypHA-
Na MEAMAUCKYCCTB U XYAOXECTBEHHOM KPUTUKM
Afterimage (Ne 1, 2010, c. 19-24).

4 WykaiTtmc Ct. PaWmMCThI B TOM XE CTENEHU, 4TO
1 XyRoXHuku: BoobpaxeHue, CeepxuaeHTndm-
kauus u Crpaterun MHtepseHumnm. (Konvectep:
BuaHec LWkona dccekca, 2011). C. 12-13.

5 Nncopmaums o6 akumax ZEB pocTynHa no
appecy http://viomixanoi.gr

6 The Yes Men — «CornacHsie Ha BCe», y3T AKTU-
Buctos XXaka Cepsuta (Jacques Servin) u Mrops
Bamoca (Igor Vamos), pabotaowmit B xaHpe
mepmnaaktusmuama (Tactical media). Cpean mux
aKUMit — CO3AAHME (DANbLIMBbLIX CAATOB, BUOEO
UMK TENEeNPOrPaMM O PABNMYHBIX KPUTUKYEMbIX
MMM KOPNOPALMAX UMM NONUTUYECKUX ABATENSX,
BBOASLUME 3pUTENeit B 3a6nyXAeHNEe OTHOCK-
TenbHO CBOEe noanuHHocTu. Cpean obbekTos
noaoBHeix «danbcudukaumit» — BTO, Exxon
Mobil, raszeta The New York Times, Makgo-
Hanbac, Ox. Byw mn. v apyrue.

Billionaires for Bush — «Munnuappepet 3a bywa»,
QKTMBMCTCKMI YNIUYHBIA TEATP, KOTOPbINA CATUPH-
YeCcKM «MOAAEPXMBAN» NPE3MAEHTA [xopaxa
ByLIa 1 Te €ro MHULMATHMBbI, KOTOPbIE CTOSNM HA
CTPAXE MHTEPECOB KPYMHEMLIMX KOPNOopaLmi
n 6oratenwnx rpaxaad CLUA (npum. nepesoa-
4nka).

7 Bmecte c SHHucom CTOBPOKAKMCOM  Mbl
paspabortanu 3Ty nosuumio o6 yxope oOT
KPMTMYECKOM 3KCTEPHANLHOCTM K pasbopy
cBOeM COBCTBEHHOM adPEeKTUBHOM BOBNEUEH-
HOCTM MOCPEACTBOM «CBEPXMAEHTUDUKALMMY
B COBMECTHO HAMWCAHHOM cTatbe «States of
Enjoyment: Questioning the Global Art System
with NSK», ony6nukoBaHHo B cGopHuke «State
of Emergence: A Documentation of the First NSK
Citizens’s Congress», nopn pepakuuei Anek-
cest MoHpo [Alexei Monroe] (Meinuur: Plotter
Verlag, 2011). C. 83-103.

8 Mocne HecyacTHoro cnyuas hyT6onucT nepe-
XKMN HECKONbKO XUMPYPrHMYeCKMX onepaumn Ha
NYTU K BbI3AOPOBNEHMUIO. OH cnaccs, OTKpPbIB ANA
cebs XpMCTOA OH BEPHYNCA B POOHYIO AEPEBHIO,
K QYTEHTMYHOCTU TOM XWM3HM, KOTOPYIO 3HAN B
petcTse, M ocen 3neck. Pereep, B 90-e rogbl Ha-

KQYMBABLUMICH HAPKOTUKAMM, TOKXKE OTKPbIBA-
et ans cebs npasocnasue, NPOBNembl OXPaHbI
okpyxatowei cpensbl M 330Tepuam. OH npocuT
Boropopmuy NOKOHYMTL C O30HOBLIMM AbIPAMM U
OCTAHOBUTb UBMEHEHUE KNMMATA, Befb, MO ero
cnosam, «Ecnn Bono unu Anany Topy nog cuny
cpenartb 370, noyeMy Gbl Eit 3Toro He caenatb?».
TpeTnit NepCoHaX — CaMbIM MAAALWMIA OTAPBICK
cembu kopabnesnapensues. Ero  6pocuna
XEHA, 3QHABLIAACS AN3CAMHOM M COEXABLIAS B
Lseumio. K cBOMM ropuninooB6pasHbIM OXPaH-
HUKAM OH OTHOCMTCS KaK K BpaTbsam. OH He pa-
CMUCT, HO APYr1e Y4aCTHUKKM NPABOCNABHOIO PU-
Tyana «TeodaHuM» OKA3bIBAIOTCS ANBAHLAMM
M yTACKMBAIOT y Hero pacnstie! MogpoBHocTn
3TOM MCTOPMM AOCTYNHBI HO CAMTE KONNEeKTMBa
no appecy http://metexnio.blogspot.com

9  dnutacuoH,  dnutaduy,  Inutaduoc
[Extttadrou] unm «BeiHoC dnutacbmm» - cUMBONM-
4eCKas MOXOPOHHAS MPOLECCHS, MPOXOANLLAN B
Tpeumnn B CTPACTHYIO MATHMLY, BO BPEMS KOTO-
POM M3 LEePKBM BBIHOCST BOraTo YKPALIEHHbI
MOXOPOHHbIN KoBYer ¢ «rpo6om» Mucyca Xpu-
CTA, XOPYTBM C €rO NIMKOM M MPOHOCAT MO YNMLIAM
(npum. nepesopumkal.
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lIpesenuranua xuuru I[lerepa Ba¥Gena «I0++ OporpaMMHHEX
TEKCTOB EJAS BO3MOXHEX MMPOB» M IEucKyccuda «lcxycecrTBo M
nocTynox B uHGOPMAOMOHHY® 3m0XYy: oT Jvmana xo MsHHMHra»

YyactHuku: Metep BaiBens (asTop),
IOnus CTpaycoBa (Xy[oXHUK, MHULMATOP
KHUTU U €é npeaeHTauMM), Kcenus lony-
Gosuu (letterra.org), Oner Hukudpopos
(mspaTtenscTBO «Jloroc»), TaTbaHa Bonko-
Ba (npoekT XMP).

OnerHukndopos: 1 6ui xoTen nonpocuTs
asTopaq, MNeTtepa Bambens, u coctasuTtens
KHuru, lOnuio Ctpaycosy, kopoTko npea-
CTABMTb 3AMBICEN 3TOFO NPOEKTA.

lOnusa Crpaycosa: Metep Banbens — xa-
kep. OH B3NAMBIBAET MCTEGNMLIMEHT,
AEenas  BO3MOXHbBIMM ~ MHOTOCHOXHbIE
pPa3paboTku, KM3HEHHO BAXHbIE ANs CO-
BPEMEHHOro uckyccTsa. Metep Baibenb
— HOCTOAWMI XyAOXHMK. KHMra ssnaetcs
NepeHOCHOM BLICTABKO/M ero pabor. Mo-
3BOMbTE NMPOUMTMPOBATL aBTOpa: «KTO,
€CI1 HEe XYAOXHMK, MOXET B3ATbCS 30 TO,
4TOGbl OATL MMPY 06PA3, M TEM CaMbIM
M3MEHMUTL CaM 3TOT MUP2» Jlyywmnm npm-
MEPOM TAKOTO «MEePEMUCBIBAHUA MUPA»
asnaeTtca ZKM, LleHTp uckyccts u Mme-
auatexHonoruin  Kapncpys. ®ectusans
MepuaYaap — TOXAECTBEHHbIN eMy BM-
PYC BHYTPM XYyAOXECTBEHHOW CUCTEMBI,
KoTopyto BonnouiaeT coboi Mockosckas

27 CeHts6ps 2011 rona

\ /

6GMEeHHANe COBPEMEHHOTO MCKYCCTBA.

Metep Baibenb 6bin MpuUrNaAlleH, 4To-
66l passneys poccuitckylo  nybrnuky
Kackagamu mepualowmx obpasos. Ho
MeauaYoap fBMNCA yHMKANbLHOM BO3-
MOXHOCTbIO MOANPOBUTL CTONMbL y6oroe
M MCKAXEHHOE BOCMPUATUE HAYYHOTO
MeOMancKyccTBa. JTA KHUFA — BAXHOE
McCnenoBaHMe, packpbiBaowee 6ora-
TYIO UCTOPUIO XYOOXHWMKOB, OTBEPTLUMX
06CNyXMBAHME MOBEPXHOCTHOM, KOH-
CEepBATUBHOM MOHETAPHOM APT-CUCTEMBI
M NPOAONXMBLUMX BbiTb NPOrPECCUBHBIMM
usobpeTtaTensmu.

Ha cpecmsane MepuaYnap, rae kyetca
Lenb 3KBMBANEHTHOCTEH NnpoucxoasLien
B HacTosiulee Bpems rmobansHoi peso-
NIOLUMKU, Mbl OCOBEHHO pPafbl NPMUBETCTBO-
BaTk MeTepa Baibens 1 npurnacuts ero
nofenuTLCs  OMbITOM MPOTUBOCTOSHMS
OMACHBIM NyTAM CYy6CUMCTEMHOTO 30MBM-
POBAHMA M MPOrPAMMMPOBAHMS 3BONIO-
LMOHHBIX Cpef AiNs UCKYCCTBA.

Metep Banbens: 9 ony6nukoean okono
CTa KHUr 1 6onee Teicsun 3cce. MosTomy
7 oueHb 6naropapen tOnuu Ctpaycosoit

lOnus Crpaycosa, Kcenus fony6osuy, Netep
Banbens, 2011.
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30 TO, YTO OHA CMOTMNA OTOBPATH TEKCTI
ANS PyCCKOTO U3AAHMS KHUMU: MMEs ThiCs-
4y 3CCe, OYEeHb CMOXHO BEIBPATE M3 HMX
gecatb. Moun nosgpasnexus Onuu, Bbi-
nonHueLwe 3Ty paboty. Knura obbluHO
npenctasnseTcobolnopTpeTee asTopa,
M €CNK 3TO KHWUIA-MOPTPET, TO HA YM NpU-
xopAT cnoea lerens, kotopeii B 1804 rogy
MUCAnN O XMBOMUCHBLIX MOPTPETAX B CBOMX
«Jlekumusax no scretuker. o ero MHeHuto,
BM3YQNbHLIM NOPTPET, €CnM OH yaancs,
6onee NoxoamT HO M30BPAXEHHOTO ye-
noBseka, Yem Cam 3TOT yenosek. B aTom
CMbICE 3TOT TeKCT-NopTpeT Gonee noxo-
AMT HO MEeH$, Yem a1 cam. MoaTomy s elle
pas xouy nos3apasuTs Onuio Ctpaycosy.
91 Takxe 6naropapen Onery Hukndopo-
BY M3 M3naTensCTBA «JlOroc», KOTOpbIM
PUCKHYN ony6nMkoBATE NEPBYIO AHTOMO-
TMIO MOMX TEKCTOB HO PYCCKOM fi3bike. 5
OCOBEHHO MPU3HATENEH UM, NOTOMY YTO
paHee f Hanucan ANWHHBIA TEKCT Ans Ka-
Tanora Mockosckoi GueHHane, Ho TekcT
6bIN CMIMLIKOM ANMHEH, M 5 C HUM CNerka
onos3aarn, No3TOMy MO HOCTOALLMM TEKCT
ans 6ueHHane He B katanore. OH 3gecs.

lOnua Crpaycosa: OT6upaTth TEKCThI
6bINO ANs MEHs He TonbKo BonblIoi ye-
CTblO, HO M CnoxHon 3apaden. Korpga
Metep Banbenb cnpocun: «Beibepete
TEKCTbI2», 9 BbINA B LLOKE M MCYE3MA HA 3
mecsaua. M3yyas Bce MHKApHALUMKM MHOTO-
obpasHoro astopa B katanorax, B Cetu
1 BECUUCNEHHBIX HOYYHbIX NYBNMKALMAX,
7 6bINa TAK O4APOBAHM, YTO OCO3HANA:
MHOMMCKMI NaHOWAdT NPMBOAST B ABK-
XEeHUe MaTemaThieckme hopMmynbl.

CocTaBnss KHUTY, S CTPEMMUIACH BOCTPO-
M3BECTU MOMHYIO HAMPAXEHUS FAPMOHMIO
MEX[Y MCKYCCTBOM, MOMMUTUKOM, TEXHONO-
rMeit U HayKo#, KOTOPAs FOCMOACTBYET BO
BCEM KOCMOCe no umeHn Metep Baibens.
Metep Baibenb — 3bIKk NPOrPAMMMPO-
BAHMS, HO KOTOPOM COCTABNEHA KHMWTQ,
KOTOPYIO Mbl MPEACTABNAEM CErofHs.
KcTaTu, Ha3BAHME KHUIM HO HEMELIKOM —
«10++» [zehn plus plus] - dpoHeTHueckn
COBMAAJET C MPOU3HOWEHUEM HA3BAHMS
A3bIKa  NporpammmnpoBsanmns «C++» [ze

plus plus].

Metep Baibens: IOnus ckasana Heuto

OYeHb BAXHOE, MOTOMY YTO OBBIYHO, KOT-
Aa s ny6nukyto cBon paboTsl, BO3HUKAET
npobnema, OaHA CTOPOHA FOBOPMT: «Ham
HYXHQ NOMMTUYECKas CTATbs», A Apyras
BO3PAXAET: «HeT, HOM HyXHa cTaTks 06
3CTeTHKe», a TPeTbel NoaaBaM CTATLIO O
TEXHOMOTUM, YeTBepToi — 06 MckyccTse.
Ha camom nene mok meTop saknioyaeTcs
B COYETAHMM MCKYCCTBA, HAOYKM, TEXHOMO-
Mu 1 nonnutuku. M q Gnaropapen IOnun
30 NOHMMAHMeE 3TOoro.

Hanpumep, B 60-e roasl, korga s 6bin
mornof, 8 BXOAMN B TPYMMy BEHCKMX QK-
UMOHUCTOB. M €OMHCTBEHHOE, YTO OHM
MHe ckasanu, Beino cnepyoulee: «3ayem
Tebe m3yuyaTb maTemaTky? 3To Takas
€pYHOa, OCTABAMCA NyYLIE C HOMM M MPO-
CTO 30HMMOMCA KPOBABLIMM aKUMAMMIY A
MOTEMATMKM MHE ckasanu: «Tbl C yMa CO-
wen? Tbl TOKOM NPEKPACHbIA MATEMATHK,
3QYeM Tbl 3AHMMOELWbLCS 3TMMM KPOBA-
BbLIMM OKLMAMMEZ» A OT KUHOPEXMCCEPOB
A cneiwan: «3a4em Tebe akumuu 1 3auem
Tbl M3y4Yaellb MATEMATUKY? Tebe HyXHO
Aenatb Tonbko kuHol» A ewle s 6bin ya-
CTbIO CTYAEHYECKOTO [BMXEHMS, U TaM
MHe BHywanu: «[PoCTo yXACHO, 4TO Thi
CBA3AH C MATEMATUKOM, KMHO M AKLMO-
HM3MOM. Tebe HyXHO 3AHMMATLCA MC-
KIIOYMTENLHO MONUTMKOM». MoHumaeTe,
3TO OTTOPXEHME HUKYAd He YWrno M Co-
POK, M NATbAECAT NneT cnycTa. B o sBpems
HUKTO (KPOME MEHSI) HE MOT MOAYMATb, 4TO
npo/aeT ABAALATL NET U KMHO, MaTeMa-
TMKQ, M306PaXeHMe U NOTUKA CONbIOTCH B
uMcbpoBomM 0bpase KOMMbIOTEPA.

Tenepb s 6bl xOTen ob6PATMTLCA K Teme
AMcKyccum «McKycCTBo M ABMXKYLWLAS cuna
B MH(OPMALIMOHHYIO 3MoXy: OT [owaHa
A0 M3HHMHra». 4 onuiy MCKYCCTBO MO-
gepHusma. Kak Bbl 3HaeTe, s pasnuuaio
McKyccTBo mopepHmuama (modern art)
COBPEMEHHOE/AKTYyanbHOe  WMCKYCCTBO
(contemporary art). MoxHo nats onpepe-
NeHne MCKYCCTBy MOAEPHM3Md, CKa3aB,
4TO OHO MMENO EMNO C YENOBEKOM, MALLM-
HOM U MOTEPUANOM. «MALLWHbI, MOTEPUA-
nbl U NIOAM» — HA3BAHKWE NEKLUMU amepH-
KaHckoro apxutektopa ®psHka Jlnoiaa
Paita. OHnpountanees 1931 roagy, uoHa
morna 6.l CTaTh NPOTPAMMHBIM TEKCTOM
Hemeukoro bayxayca, noTomy 4To B He

6eina 4acTe, o3arnasneHHas «Mccnepo-
BaHMe maTtepuanar». @akTypa, uBeT Kak
MaTepuan — Bce 3TO BbINO BAXHLIM ANS
PYCCKOrO KOHCTPYKTMBM3MA. MHAyCTpy-
anbHAs PEeBoONioUMs CTANa BO3MOXHOM
AL GNaroaaps MAWMHAM: XENe3HOMAOo-
POXHOM MOLLUMHEPMU, KONECHOM TEXHMKE
v T.n. [axe paHHMit KuHemaTorpad mc-
NOMb30BAN KOMNECHYIO TEXHUKY — B MPO-
€KTope M B PAHHMX 06pPA3LAX KMHOKA-
mep. Tak 4yTo B 0OcHoBE MHAYCTpManbLHOM
peBoniouMM NEeXAT MALLIMHbLI, 0COBEHHO
KonecHas TexHuka. lNouck matepuanos
M MAWMKH cTan yHAAMEHTOM MCKYCCTBA
MOAEPHM3MA.

CerogHsa cutyauus usmeHunack. Bmecto
MALMH Y HaC Meamra. M BOT MOsi OCHOBHAS
MBICTTb: BMECTO MOTEPMANOB, Mbl PaC-
nonaraem MHdopmaumen, AAHHbIMK. 41O
elle BAXHee, B COBPEMEHHOM obliecTe
MCKYCCTBO  MOAEPHM3MA  HAXOAMIOCH
nof BNACTbIO MPOM3BOACTBA: NPOWU3BOA-
CTBO CTOSNO BO [NOBE Yrna, NPOM3BOfA-
CTBO 4ero-nMbo npu MOMOLLM MALIMH U
M3 UMEIOLIMXCS B HAMUYMM MATEPMAIIOB.
CeropiHs peyb MOET O PACNPOCTPAHEHUM:
pacnpocTpaHeHnn nHbopmaumrm Yepes
UutepHet, yepes CMMU, yepes pagno u
TeneBuaeHUe; MO3TOMY BMECTO JIOTMKM
NPOM3BOACTBA B COBPEMEHHOM MMPE M
B COBPEMEHHOM MCKYCCTBE BOLIAPMIIACH
noruka AMCcTpubyumu, pPacnpocTpaHe-
Hus uHopmaumm yepes meama. flonroe
BPEMS KAHAMbl PACMPOCTPAHEHMUS MH-
dopmaumm SBASNNCH YHOCTLIO MOHOMONMUM
CMM (xypHONoB, paamo 1 TeneeuaeHms),
obnapgaswmx Bnacteio. C nossneHuem
MHTepHeTa Mbl HOBNOAOEM AEMOKPATH-
3aUMI0 PACTPOCTPAHEHNS MHDOPMALIMM:
KX [OblM MOXET BbITh €€ NepenaTinkom n
pacnpocTpaHmTenem. Mel TOYHO MOXeMm
oTCNeamnTb 3Ty TPAHCHOPMALIMIO B UCKYC-
cTBe.

Mbl BMAMM, KOK MCYE3AIOT HEKoTopble
moHononuu. lo usobpeterus dotorpa-
qavm B 1840 rogy knacc cneumManucros,
M3BECTHbIX KAK >XMBOMMCUbI, obnapgan
MOHOMONMeM HA NPOK3BOACTBO M306pa-
XeHuit. Mocne nossneHus dboTorpadum
XMBOMMUCLLI MOTEPANU 3Ty MOHOMOMMIO
— Tenepb Npu NOMOLLK Kamepsl M306pa-
XEeHMe MOor co3aaTb MNoBoM XenaoLwmii.

CerogHs Mbl 3TO HABMIOAGEM C HOBI-
MM meama. Knacc xyaoXHWKOB yTpaTun
MOHOMOMMIO HO TBOPYECTBO — BHE3AMHO
Mbl OBpenu Tak HA3bLIBAEMYIO KPeaTus-
Hylo uHaycTpuio. CpepncTsa MaccoOBOM
MHPOPMALIMM MOTEPSNIM MOHOMONUIO HA
PACNPOCTPAHEHME — KAX[bIA MOXET BbITh
nepeaaTynkom MHPopmaLmm.

3TOT npouecc Hawen CBoe OTPAaxXeHue
B MckyccTee. [lo nosBneHus megmna y Hac
661M0 M306PA3MTENBHOE UCKYCCTBO, MOKA
B 60-e rogsl nioau BOpPYr He 06H0py>|<mnm,
uto ectb CMU, peknama, XypHanel, Tene-
BMAEHME, M HOYANM U3Y4QTb BCE 3TH BU3Y-
QnbHbIE IBNEHMS. ITOT peXmMM n3obpaxe-
HMI HO3LIBAETCS BU3YQANbHOM KYNbTypPOM.
B 80-e rofbl passepHyncs 60MbLIo crop
O KOHMKTE MeX/Y BU3YANbHbIM MCKYC-
CTBOM M BM3YyQanbHOM KynbTypo#. B 80-e,
CnycTs TPMALATL NeT nocne onybnmkosa-
HWa KHur Mapwanna MakniosHa «Me-
XaHMyeckas HesecTa: OonbLKIoP MHAY-
cTpuanbHoro Yenoseka» (1951), u oueHs
30M03A0N0 06HAPYXMIOCh, YTO HE TOMb-
KO XYAOXHMKM M UCKYCCTBO MPOM3BOAST
o6pc13b|, HO u CMM, raseTbl, NNAKATLl M
Tak ganee, A, CNegoBaTenLHo, BU3yanb-
HQs KynbTypa HOMHOFO LWIMPE, YEM TOMb-
KO 1306pa3UTENbHOE MCKYCCTBO M UM HE
ucuepneisaetcs. CerogHs i NPOAEMOH-
CTPMPYIO BAM €LUe OMH CABMI: Nepexon
OT BU3YQIbHbIX MEAUA K COLIMANBHBIM.

AHanorMyHoe passUTUE MOXHO Npocne-
OMTb B MeAMa: cHayana 6eino nsobpasu-
TenbHOE MCKYCCTBO, MOTOM BM3yaINbHAS
KyneTypa. B Hauane 80-x cywectsosanu
BM3YQmnbHbIE MEOMA, HO CErofHs O HUX
yXe peub He uaeTt. B anoxy pacnpocTpa-
HeHMs MHPOPMALIMM Mbl TOBOPHM O COLIU-
anbHbIX Meauna. Bot B uem geno. [owaH
6bIN XyAOXKHMKOM B 3MOXY MPOM3BOACTBA.
Ready-made o3HauaeT caenaHHoe, npo-
nsseneHHoe. CeroflHs MHe He HyXHO
npoussoamTb. XoTs [IOWAH KpUTUKOBAN
XMBOMMUCb, OH BCE X€ MPOU3BOAMN CBO-
ero poaa aHTMobbekT. OH NoKa3bIBAN
npousBefeHHbl OBBLEKT, HO OTPMLAN
ero dyHkumio. Cenyac Mbl rOBOPHUM, Ha-
npumep, o XaHce Xaake, KOTopbIM, HA-
NpoTHB, MOKA3bIBOET OGLEKT B OCOBOM
coumanbHOM KoHTekcte. OH Bbin nuo-
HEPOM TOTO, YTO MPOMCXOLAMT CErofHs,
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B Bek AUCTPMGYLMn. Ero MOXHO Ha3BaTb
meTtaiowaHom. OAOHAKO NOANWHHBLIM
XYAOXHMK B HALWIM AHW MPOCTO OOCTAB-
nset uHdopmaumio, kak metaxaake. Te-
nepb HAOM CTAOHOBMTCA MOHATHA NO3ULMA
Bp3anu MaHHMHrA. M3HHUHF HMuYero He
npowussen. OH B3sn nHdopMaLMIo 1 pac-
npoctpaHun ee. [ostomy, obcyxpas
BO3MOXHOCTb CyLIECTBOBAHMA agency,
MOCTynKa, B 3MOXy PACAPOCTPAHEHUS
MHDOPMALIMK, Mbl UMEEM B BMOY POBHO
TO, uTO caenan bpsanu MaHHuHr. Ho 310
TONbKO OQHA M3 MOOENEN.

Mouemy B MHPOPMALMOHHBIN BEK Mbl TAK
OCTPO HyXAdEeMcs B agency, B NocTyn-
ke? [loToMy 4TO MCKYCCTBO MOAEPHU3MA
NOAMEHMNO Penpes3eHTaumio pedansHo-
cThio. [iowar Gbin NEpBbIM, KTO HA 3TO
OTBQXMNCS, NO3TOMY €r0 MOXHO HA3BATH
KPECTHLIM OTLOM MCKYCCTBA MOAEPHM3-
ma. [IoWaH, OAHAKO, COBCEM HEe KpecT-
HbI OTeL COBPEMEHHOrO UCKYCCTBA, U A
cenyac obbACHIO, MOYEMy.

Bce geno B TOM, YTO BMECTO KAPTUHKM
KOMEeCa OH NOKA3bIBAN PEAbHbINA OBbEKT
(BenocunegHoe koneco, 1913). Ox Hauan
30MEHATb  PENPE3EHTALMIO  TOTOBbIMM
(ready-made) obbektamu, sameHaTb pe-
npeseHTauMIO peansHocTbio. Creayio-
WM Wwarom BbIno ckasaTb: «XOpoLwuo, y
HAC eCTb M30BPAXEHUE CONHEYHOTO CBE-
TQ, O TENEPb Mbl NPOU3BEAEM OBLEKTHI C
MCKYCCTBEHHBIM SMEKTPUYECKUM OCBELLE-
HUeM». A 3aTem: «beinu nopTpeTsl 06Ha-
XEHHbIX MIOAEN, a Tenepb XBATUT, MyCTb
BMECTO 3TOro ByAyT HACTOSILME rOfble
niopn, 6oamn-apt. BbinM HAPUCOBAHHbIE
NEM3aXH, HO TENEPL Mbl YCTPAMBAEM HA-
CTOSILLYIO OKLMIO NOCPEAM HACTOALLETO
NEM3aXA W HA3bIBAEM 3TO N3HA-APTOM
(land art)». Utak, Becb XX Bek 6bin nocssa-
LWEH O[HOMY ABUXEHMIO: 3AMEHE penpe-
3EHTALMM HA PEANBHOCT.

B knaccuyeckom penpeseHTaTMBHOM
MCKYCCTBE, HANpMMep, B KNACCMYECKOM
XMBOMMUCH, BCErAA MPUCYTCTBOBANO OH-
TONOrMYeckoe OTNMYMe, 3a30p Mexay
M306PAXAEMBIM U PEATNBHBIM. Mbl 3HAEM,
YTO XMBOMUCHOE M3OBPAXEHMUE Yenose-
KO OYE€Hb MOXOXE HA CAMOTrO 3TOTO Yerno-
BEKQ, HO HOM MOHSATHO, YTO 3TO XMBOMMCb.

MN3BeCTHO MCTOPUA APEBHETPEYECKMX XY~
RoxHukos 3eskcuca u MNappasus, conep-
HMYOBLUMX B peanuame (MMMecuc u T.n.).
OHTonoruyeckoe oTnMyMe B MCKycCTBe
npu1cyTCcTBOBANO BCEraa. B uckyccree mo-
AEepPHU3Ma ero 6orblue HET. DTO 3HAUNT —
1 30,€Cb Mbl NOAXOAMM K MAPCAAOKCY — 4TO
KOraa s NPUXOXY B [IOM COBPEMEHHOro
KONneKLUMOHepa MCKYCCTBA, OH MOKA3bI-
BAET MHE CTOM M FOBOPMT: «3TUM CTONOM
He Nornb3ynTeck, OH BeINONHeH PpaHL oM
Bectom, BOT Apyroi, a 3TMM Henb3s Nonb-
30BATbCS, 3TO NPOMU3BEAEHME UCKYCCTBAY.
9 My B BOHHYIO KOMHATY, OH NOKA3bLIBAET
MHe OfiHy AyuieBylo KaBKHy, 3aTem BTO-
pYlo 1 TOBOPUT: «ITOT Ayl — paboTa AH-
apeu LutTens, MM Henb3sa Nonb30BATLCAY.
OH NOKA3bIBAET MHE MANTY M TOBOPUT: «A
3TO BbINONHEHO Pupkputom TupasaHmnei,
3TUM Henb3s Nonb3oBaTbCA». [lonyya-
€TCs, YTO MCKYCCTBO — 3TO YABOEHME pe-
anbHOCTU. MCKYCCTBO NAPOAOKCANbHLIM
06pa3oM NpeBpallaeTcs B TOTANbHOE
NoATBEPXAEeHNE PEAnNbHOCTM.

Paccmotpum, Hanpumep, paboty Cak-
Tbaro Cbeppbl, KOTOPYIO A YBAXAID KAK
XYOOXECTBEHHYIO MOMbITKY, HO paboTta
CO BCEM OYEBMAHOCTbIO COAEPXMT 3TOT
napapokc. Ecnu Bbl CEKC-TypuCT, TO BbI
CHMMAETE MATb MAMbYMKOB, AAETE MM MO
AECATb AONNAPOB U 3ACTABNAETE UX MA-
CTypbupoBaTE Nepen Ballel KAMEpPOH.
Cbeppa yTBEPXAQET, 4TO OH MPOTUB-
HMK CEKC-TYpU3Ma, XOTA B PEanbHOCTM
OH [EeNaeT TO Xe, YTO U CeKC-TypucT. OH
Toxe paet ceou 10 gonnapos oHOWeE K
CMOTPUT 4epes KaMepy Ha ero 3pernpo-
BAHHbIA MEHWUC, O KOFAA Bbl MPUXOAMTE B
ranepeto, T M Bbl AENAETE TO Xe CaMOe,
KaK ecnu 6ol Bbl BbINK CEKC-TYPUCTOM. Bu-
AMTE, KOTAQ TepseTcs OHTOnoruyeckoe
pasnuumne, Bbl CTAHOBUTECH YACTHIO MIPbI.
Norunka CaHTLAro ecTb NOrnKa UCKycCTsa
mopepHuama. Mpuseny apyron npumep
onacHoro npeHebpexeHUs OHTOMOMU-
YECKOM Pa3HMUEN, MPUMEpP O ranepesx.
CkaxeMm, 9 ogeT KAk NoNuuencKmim 1 Ha-
napaio Ha noceTutenen ranepeu. Heko-
TOpPbIE M3 HUX CNPALWMBAIOT MeHs: «[loye-
My Bbl 3TO AenaeTte? 3a4em genaete MHe
60mnbHO2» Mot oTeeT: «MOTOMy 4YTO 5 XOuy
NPOAEMOHCTPUPOBATL XECTOKOCTb MO-
nuummnr». Ho kOrpa Bbl NOBTOPSAETE peans-

HOCTb, Bbl CTAOHOBMTECh 4ACTLIO PEanb-
HocTu. Koraa s rosopio: «f nonuuemnckmm,
2 NOBOMY MOTYy HAHECTM TenecHsle no-
BPEXAEHUA» WMCKMNIOYMTENbHO Ans TOro,
4TOGbI MOKA3ATb, YTO MOMMUMA Hecrnpa-
BEOJIMBA U XECTOKA, TO i CAM SBNSIOCh
4aCTbIO TOM COMOM AMKTATYPbl HACKMNMUS,
KOTOPY!O f KPUTHKYIO. M B 3TOM Npobnema
MCKYCCTBA MOAEPHM3MA.

MocmoTpuTe Ha BeICTOBKY MeaunaYaoap,
POCMONOXEHHYIO BHU3Y, KOTOPYIO i C4M-
TAIO [AENCTBUTENBHO 3AMEYATENbHOM,
NoOTOMy 4TO OHa He Ay6nupyeT o6bekT
peanbHoCTH. TaM AOKYMEHTANbHbLIE MA-
TepManbl, OHWU PACMPOCTPAHSIOT MHOP-
mauuio. Bel BuauTe dotorpadum, poky-
MEHTbI M TaK Aanee — NofobHO M3HHUHTY,
OHM 4aCTb NOTUKK AUCTPUBYLIMM. MOXHO
AQXE ACHO NOHATb, YTO AENAIOT XYAOXHM-
ku, Bpoae «The Yes Men» [«CornacHsle Ha
BCe»]. B peansHOCTH oMM BedyT cebs Kak
6usHecMeHsbl, ecnu Bbl He HebBonbloe
oTtnuuue. Bol otoaete cebe oTYeT B TOM,
4TO OHM HE HACTOALME BUSHECMEHbI, OHM
COXPOHSIOT 3TOT OHTONOTMYECKMI 3030P,
AaXe NoApaXds U UMUTUPYS OEMCTBMS,
peanbHoCTb. B 3TOM-TO 1 geno u 310 1o,
4TO 51 Ha3bIBAIO NePdOPMATUBHBIM MOBO-
poTOM.

Oner Hukudopos: Hebonblioe 3ame-
YaHMe Mo NoBOAY NOA3ArONOBKA B TEME
AMCKYCCHMU. Mbl yXe NOAOLINM K AUCKYC-
cuu, noceaweHHoM Teme «Art & Agency
in the Information Age: from Duchamp to
Manning». U Bor, cobcTBEHHO, O cocen-
cTBE 3TMX ABYX MMeH: Mapcens [liowaH
1 bpaanu ManuuHr. Kak sameTun Metep,
penctene [iowaHa He BbINO coumanb-
HbIM. M B 4OCTHOCTH, €r0 OTXO[, OT UCKYC-
cTBa, PU3NYECKMIA OTXOM OT MCKYCCTBA B
1920-e -30-e rogkl, korga oH nepecraet
MAEHTUDULMPOBATLCS C UCKYCCTBOM, CO-
CPEenoTAYMBAETCS HA LWOXMATAX M TOBO-
puT: «B WaxmaTtax Gonbliue no3auu, 4em B
no6oMMCKyccTBe. B KaXOAOM LLAXMATUCTE
€CTb XYAOXHMK, HO HE B KCXKAOM XyAOX-
HUKE eCTb LUAXMATHCT». BOT 3TOT MOMEHT,
B KOTOPOM LIAXMATUCT KAK ACOLMATbHBbINA
TWM BO3BOAMTCS HA NbeAecTan npesbilie
XYAOXHWUKA, HO MOWM B3N, HEKOTOPBIM
«aHamopdHbIM» 0BpPA3OM NOBTOPAETCA B
paborte lOnuu, B ee nogxope K NOCTynky

Bp3anu MsHHuHra. Hackoneko s noHu-
Mato, 0Ons buKcHpyeT MOMEHT NOCTYNKA
M OenaeT NPOTMBOMOMNOXHOE [iolwaHy
OBMXEHME: UrPaeT HO MOMEHTE BO3BPA-
eHMs noctynka B cdepy MCKyccTBd,
4TOGbI MCMONMbL30BATE MHDOPMALMOHHbIE
cpenctsa ans 6onee s dekTMBHOM AMnC-
TPMBYLMM UMEHHO 3TOTO MOMEHTA CBEP-
LeHms.

lOnua Crpaycosa: 3T0 OYeHb XOpOoLMi
BOMPOC. M OYeHb BAXHbIM BOMPOC, No-
CKOMbKY Mbl He Tonbko Beceayem o no-
CTyMKe HA cerofHawWHen scTpeve. [en-
CTBUTENbHO, MOHYMEHT Bpaanu MaHHMHTy
AHAMOpPEH He TOMBKO B CMbICNE TEXHO-
noruMu, CTOAWEN 3a €ro BU3yanbHbIM MO-
ABNEHWNEM M BOBNEKAIOLWLEN CMOTPALLETO B
AMHOMMYECKOE BOCNPUATUE MCKAXKEHHO-
ro o6pasa ¢ NocTeneHHsIM Y3HABAHUEM
nopTpeTa, cobuparolierocs B 3epKanb-
HOMKONOHHE. AHOMOPHOCTE bPAKTANb-
HO MOBTOPAETCA BO BCEM MpPOLECCE, Ha-
YaBWeMCa Ha npowrnom TpaHcmepuane,
rae 6bina NOKA3aHA MOAENb MOHYMEHTA.
Tpareans pasBopaYMBANACH HA HALIMX
rnasax, HO Aeno bp3anu M3aHHMHIA HK-
KOMY He BbINO MHTEPECHO, HECMOTPSA Ha
TO, yTO Temoi TpaHcmeauane ABAANACh
«OTBETCTBEHHOCTb B obuwectse csobopn-
HOM MHdpopmalmmu». 3aTem s BeINyCTUNA
KHMIY, KQXAbIA M3 TICAYM 3KIEMNNAPOB
KOTOPOM COAEPXANn MMHWATIOPHbIA MO-
HYMEHT. § TakXe cAenana TpexmepHbi
nopTPEeT M3HHMHIA, NOKA3AHHbLIA 30ECh,
Ha BueHHane. XoTenock 6bl BEIPA3MTHL
rny6ouanwyio 6narogapHocTte MeTepy
Baibenio, KOTOpPLI MOMOT MHe MpuBe3-
™ B Poccuio «AHAMOPDHEIN MOHYMEHT
Bp3anu MaHHMHIY», 6GnarofapHoCTL 3a
€ro ConMAapHOCTs. AHamopdHas cneum-
bMKa NOSCHEHHOTO BbIlLE XYAOXECTBEH-
HOrO KOHTEKCTA Mo3sonuna 6e3 BCakux
MCKAXEHW TOBOPUTL 06 OTBAXHOM Mo-
ctynke bpaanu MaHHUMHTG B poccuMickmx
CPencTsBax MACCOBOWM MHMOPMALMM, YTO
B OMPEAENneHHOM Mepe M3MEHMT OTHO-
weHue k Hemy B CoepnHeHHbIx LLUTaTax.

HansHeliee pasBuTUE MOHYMEHTA By-
AeT npoucxoamTe cenuac: bpaanu Mau-
HUHT BOBCE HE MEYTAN MATU HA BOMHY UMK
cupeTs B Tiopbme. OH Mollen B apmuio,
4TO6bl 30PABOTATE AEHEr HA M3yuYeHue
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u3smnku, u meutan koraa-Hubyab pabo-
TaThk, K NPUMEPY, B MaCcayyceTckom Tex-
HOMOTMYECKOM MHCTUTYTE. Mornu 6bi Bbl,
Metep, kak anMpekTop ZKM npurnacuts
Bpaanu MaHHKHra Ha paboTy?

Metep Banbens: [la, s mor 6bl npegocTa-
BUTb eMy cBOBOAHbIN focTyn K LieHTpy u
cTuneHamio. 1 Mor Gbl NPUINACKUTL €ro B
ZKM, Bel MOXETE HANMUCATL My, OH Mpu-
rnawaeTcs paboTaTh U y4UTLCS Y HAC He-
cKonbKo net. 1o 1 Bam obewaio.

(annopncmenTsi)

Bosspauwasace HeHagonro k [lowany, aa-
BAMTE MOPA3MBICIIMM HAA KOHLEenuuen
«ready-made». 3To cepbesHbIi BONPOC,
notomy uto [owaH rosoput «made»,
«CHOENAHHbIA», 3TO O3HAYAET, YTO Bellb
6bina npoussegeHa. Tak uyto [iowaH
MOMHOCTbIO HAXOAMTCSA Nof CrAa3oMm fo-
TMKM NPOM3BOACTBA. Bellb Gbina npowms-
BEOEHq, coenaHa, oHa 3akoHyeHa. Cam
XYOOXHMK HE NPOU3BOAMT ee, HO BepeT
MPOMBILIMEHHbIM  NPOAYKT,  NpeaMer,
npousBeaeHHbI APYrMMU. ITO NMOHSTHO,
OH XYAOXHMK 3MOXM MHOYCTPUANLHOTO,
MPOMBILUNEHHOTO  MPOM3BOACTBA.  Te-
nepb o6patMmcs K MaHHuHry. OH 6epeT
cyliecTsyioLlylo MHdOpPMaLMIo, Ty, 4YTO
npoussefeHd APYrMMM, TOTOBYIO WH-
cpopmou,mo. OH ee He cospaeT. OH He
penaet Bupgeo. Ho, nogobHo [iowaHy,
KOTOPbIM B3N PabpuyHLIM NpeameT K
NMEPEHEC ero B My3€MHbI KOHTEKCT, MaH-
HUHT 6epeT Buaeo. OH Bepet rotosyio
MHpopPMALMIO, U3LIMAET ee U3 cchepsl ce-
KPETHOCTU M NEePEHOCHT ee B NybrnuuHyio
cepy - elle OAnH NEPEHOC KOHTEKCTA.
M MMEHHO B 3TOM COCTOMT agency, NocTy-
nok B MHq:)opMGLLMOHHbM BEK, MAyLIMM
pansle, Yem [IOWaH, KOTOPbIA CAMbIM
BOMMIOLWMM OBPA3OM Bbin cren Kk couu-
anbHbIM Npobneman. Mo npaeae rosops,
OH BCIO XM3Hb BbIN HO copepXaHumn y 60-
ratbix Aam. fiowaH 3apabateiBan rmas-
HbIM OBPA30OM NPOAAXEN MCKYCCTBA, OH
nponaean ckynbnTypsl BpaHkysu, y Hero
naxe 6bina moHononusa Ha 31o B CLUA. OH
6biN TOProBLEM.

B meguumHe pasnuyaioT Tpu BMAA BPA-
yen. TepanesTbl NO BHYTPEHHUM Gones-

HSIM, KOTOpPbl€ CTABST AMArHO3 (<Y BaC
Takoe-To 3a60neBaHME), HO KOTOPbIE HE
onepupyioT. XMpypru, KOTOpbI€ roBOPST:
«Y4TO OTPE3AHO MMM UCCEYEHO, HE MOXET
3a6oneTb». Y HEro HeT AMArHo3a, HO OH
onepwupyert, rosops: «Ecnu s Bam yaanio
neyeHb, TO OHA yXe He ByaeT nopaxe-
Ha 6onesHbio». M HOKOHEL, ecTb NaTo-
NOrOGHATOMBI, OHWM CTABST MPABMIbHbIN
AMArHO3 M MPOBOAST NPABMITbHYIO One-
paumio. EcTb Tonbko ofHa npobnema:
naumeHT mepTe. M Takosa ponk [diowaHa:
OH MATONIOrOUHATOM OT MCKYCCTBA.

B 60-e 1 70-e 6bin elle oanH XYAOXHMK,
CTOBMBLUMMA BEPHbLIA AMATHO3, I;Ioseq)
Bolic, HO pelleHKe, KOTOPOE OH Npeano-
Xun, 6bino HeBepHbIM. OH MHOTO rOBOPMI
O COUMANbLHOM CKYMbMTYPE, OH BeEpUH,
4TO MCKYCCTBOM MOXET BbiTb Nnio6asi pop-
Ma 06LEeCcTBEHHOM AeaTenbHOCTH. TakMm
06pa3oM, OH Bbin BNU30K K COLMUANbHbBIM
MeoMa M NPeanoXun NpPoBUMbHLIA AUA-
rHO3, HO €ro cnNoco6 AencTBus Gbin Apxa-
MuHbIM. Kak XMpypr, OH Nonb3oBancs He
KOMMbIOTEPHOM TOMOrpacdmet, a Boino-
KOM M COTOM.

lOnus, BHM3y Ha BEICTOBKE €CTb paboTa
rpeyeckoro xyaoxHuka. Kak ero uma2

lOnua Crpaycosa: Bot oH: Koctuc Cra-
dunakuc!

Metep Baibensb: Ha meHs 3To nponsseno
BMEYATNEHUE, O4YeHb CUIbHOE BneYaTne-
Hue. MOTOMY Y4TO OH BNEpPBbLIE COBEPLLEH-
HO NPABMIMLHO NOKA3LIBAET, YTO AHAPXM-
CThl MOTYT 6bITb MPABBIMM PALIMCTAMM,
M NPOCNexMBaeT 3Ty Tpaguumio ot Jleo
Wrpayca ao tOnuyca 3sonbl. ITO O4eHb
BaxHas pabota. Mosed bortc npekpac-
HO BMMCLIBAETCA B 3Ty MOAemb NPABOro
aHapxuama. Mccnepys ero TEKCThl, Bbl
NOHMMOETE, 4YTO €ro POMOHTUYECKMI
QHOPXM3M MOCTENEHHO npespauideT-
€S B O4EHb NPABLIM AHAPXM3M. B camom
Hayane Hemelkue 3eneHsie UMenu Asa
Kpbina: nesoe u npasoe. U B fepmanmu
3Ta NapTHs WMpoko obcyxpaanacs. boric
BXOAMN B NPABLIM NArepb 3eMeHsIX, M emy
He Aanu BCTYNUTb B NAPTMIO, MOTOMY Y4TO B
TOT MOMEHT NeBble IOMUMHUPOBANM Cpenm
3eneHblX, M PELLNNU, YTO He XOTAT BUaEeTb

B cBonx psapax Moseda Boiica, notomy
4TO OH NPUMHAANEXAN K MPABOMY KPbify.

Kak xypoxHuk Koctuc Ctadunakmc otnu-
yaetcs oT Cantbaro Cbeppbl, NOTOMY 4TO
Cbeppa NpocTo NoBTOPSAET AEMCTBME, A
Koctuc penaetr poBHO MpPOTMBOMONOX-
Hoe. To, 4To A Ha3bIBAK reenactment,
«BOCMPOM3BEAEHNUEN, «PEKOHCTPYKUMAN:
Bbl BOCMPOM3BOAMTE TO, YTO Bbl BUAWTE B
CMMU, u, sBocnpoussens, smamTe 310 30-
HOBO. Tak Bbl COXPAHAETE OHTONOrUYe-
CKOE OTNMYME OT PEAnbHOCTM TAKUM Xe
o6pasom, kak 3To genana fpynna y4eb-
HOTro dUrbMa € UX NPOEKTOM O TpeHens-
CKMX COMMALLEHMAX Ha 4-i Mockosckom
6GueHHaNne COBPEMEHHOTO  MCKYCCTBA.
Mbl 3HaeM BoKyMeHTbI O [peHenbekmx co-
rMaweHnsx nepuona pesonioumn 1968
rona, 6epem aKkTepoB, PasLIrPLIBAEM 3Ty
MCTOPMIO 3AHOBO, COXPAHAS 3A30p C pe-
QNbHOCTBIO: BbIFMARMT KOK MOANMHHOE, HO
TAKOBbIM HE ABNAETCA. B 3TOM cmbicne 31O
ropaspo nyywe, 4em Cantbaro Coeppa.
Ho BOT B 4eM CyTb: BCE 3TO CIMWIKOM MHO-
FOCMOXHO ANs ApT-pbiHKA. APT-pbIHOK

xo4eT CanTbaro Cbeppy, MOTOMy 4TO 3TO
nponykT, a He uHdopmaums. 9 6el ckasarn,
YTO APT-PLIHOK 3ACTPAN NPUMEPHO HA
yposHe [liowaxa. BarnaHute, Hanpumep,
Ha Ypca ®Puwepa, WBENLAPCKOro Xy-
AOXHMKA, MO BonblUel YacTH XuByLIETrO
B Amepuke. OH NOBTOpPAET peanbHoCTb. M
€CTeCTBEHHO, OH Mobumel, 6oraTtbix Kon-
nexkunoHepos, spoae Ppancya [MuHo,
MOTOMY 4TO TOKOTO POAA MCKYCCTBO MNPO-
CTO nosTOpseT [JIoWaHa CHOBA M CHOBA.
K coxaneHuio, Mbl BUAMM, Y4TO MCKYCCTBO
MOLEPHM3MA AOMXHO YMEPEeTb, HO He
CnocobHO cAenaTh 3TO; B STOM €My [OMX-
HO NOMOYb COBPEMEHHOE MCKYCCTBO.

Mo3BoOMnbTe MHE OOMH MOCNEAHUM KOM-
MeHTapui. foBops 06 MHBOPMALIMM, Mbl
HE MMEEM B BMAY NPOCTO YMCNa Mnu Byk-
Bbl. MHdopmaums — 3TO reHeTUYecKMi
kod. Ham wu3BECTHBl crneuuanucTsl no
KBAHTOBOW MEXAHMKE, KOTOPLIE FOBOPAT,
YTO B HOuYANE Hawei BceneHHoM nexut
Tonbko MHGpopmauus. MHdopmaumnen
MOTyT GbiTb BM3yanbHbIE ACHHbLIE, AKY-

lOnus Crpaycosa. AHOMOP®HbLIN MOHYMEHT
Bpapnu MaHHKHry, 2011,
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CTMYEeCKMe AaHHbIE, 3BYK, M306paxXeHHe,
Oaxe oemncreme.

lOnua Crpaycosa: PaspewmnTe MHe ycu-
NWUTb, MOAYEPKHYTb MpPEeAbiAywee Bbi-
CKA3bIBAHME MPU MOMOLUM MOCAEAHEro
ab63aua moero npeauncrnosus: «Mepenu-
CbIBAS MMPbI, UCKYCCTBO M AEATENbHOCTbY,
HQ CTPAHMLAX KOTOPOTO ELE HE BbICOXMH
«4EPHWUNA YYEHOrO, YTO LEHHEEe KPOBM
My4€HMKa», MPEeANnaraeT HaOM PEeKypPCUB-
Hylo uenb AHgpes Angpeesnya Mapko-
BQ, Ty, 4To PomaH Ako6CcoH, BOOAYLIEB-
NEeHHbIM TeopUuei BepoaTHOCTM Mapkoea,
Hekoraa nepenan paHLy3CKUM CTPYK-
Typanuctam. B Tekcte npusoastcs obeo-
POXMTENbHbIE MATEMATUHECKME MOAEMH,
OCBOEHME KOTOPbIX O4E€Hb 3HAYMTENBHO
ANs AKTYyQnbHOTO MCKYCCTBA. TAKOBO M
copgepxaHue 4-i Mockosckom 6UEeHHa-
ne, KOHEYHO Xe «y4Yllen M3 BCeX BO3-
MOXHbIX», MOTOMYy 4TO OHQ HEMOBTOPMU-
MbiM OBpPA3OM SBNSET 3MUCTEMONOTUIO
Cneaos HoBeWlero npeobpa3oBaHus
30MAAHOrO KOHOHA B CETOAHAWHEE, CBO-
6opfHOe OT LOMMHUPOBAHMS U OTKPLITOE
cocTosHMe. ITO PafOCTHOe obCToATENb-
CTBO YTBEPXAAETCA M 4ECTBYETCA B HA-
CTOAWEN M NEePBOM ANA PYCCKOTO A3blKa
MoHorpaduu MNetepa Banbensi».

Oner Hukudopos: BHosb obpauiasce k
TEMe ANCKYCCHM, XOTENOCh Bbl NPUBNEYSL B
Hee TaTbaHy Bonkosy, a Takxe konner u3
TPeumnm, ecnu y HUX POAMTCS BbICKA3bIBA-
Hue. 5 xoTen 6kl 304,0Tb BONPOC 06 3TOM
ABYCMBICIIEHHOCTU, MHOTOCMBICIIEHHOCTH
pasnuyenns modern/contemporary, Ko-
TOpOE, B YACTHOCTM, MPOBOAMTCS B TEX
rmaBax KypaTtopckoro Tekcta [eTepa
Banbens, 4To He B6binn BKMIOYEHbI B KA-
Tanor 4-M Mockosckoi GueHHane. 3To
pasnuyeHune, KOTOPbIM HEPEAKO MpeHe-
6peratoT. Tak, cyAs nNo pycckomy nepeso-
Ay dbparMeHTa KypaTopckoro TeKcTa ans
KOTaNora 4eTBepTon BueHHane, pasnu-
yenuns modern/contemporary Boobuie
HE CyLleCTByeT — BCE OKA3bIBAETCS «CO-
BPEMEHHBIM». YTO NPOEKT MOEPHJ, 4TO
«QKTYanbHbIE MPAKTUKM» — BCE OAMHAKO-
BO MAPKMPYETCs KAK «COBPEMEHHOE MC-
KYCCTBO», M BBIXO[A M3 3TOM TOTANLHOCTH
COBPEMEHHOTO HE BUAHO...

XoTenocb 6bl 3QTPOHYTb e€lle OAMH
QACnekT B CBA3K C TEM MMMNEPATUBOM BO3-
OBHOBNEHMS CBA3U MEXAY MCKYCCTBOM,
HOYKOM m (COLlMCU'IbeIM) OEeNCTBUEM, O
KOTOpoMm roeBopwuT Baibens-kypatop, B
4ACTHOCTM B TOM Xe kHure «10++ nmpo-
FPAMMHBIX TEKCTOB». 30AABAEMAA TAKUM
06pa30M NepcrekTMBA HAMOMUMHAET HaM
O TeX YTOMMUYECKMX MAEAX, MAEAX HOBOTO
CMHTE3Q, C KOTOPBIMM, KA3ANOCh Bbl, MUP
y>X€& HEOAHOKPATHO MPOLWAncs B Pe3yrb-
Tate lepBoit MMPOBOI BOMHLI, BTopoit
MMPOBO BOMHbI, MAAEHMA TOTANMUTAPHbIX
CUCTEM... YTO CEeroaHs MOXET BbICTYMMUTb
OCHOBGHMEM AN HAAEXAbl HA HOBYIO
YTOMMIO, HO HOBbIA MMP, B KOTOPOM OKQ-
XETCs BOCTPEBOBAHHBIM M BO3MOXHbIM
3TOT HOBBIM CMHTE3 HAYYHOTO, NONUTHYE-
CKOTO, COUMANbHOrO, XyAOXECTBEHHOTO?
3ToTBONPOC A X0TEN 66l 06PATUTL [eTepy
M NOAKMIOYMTL HA 3TOM 3TANE AUCKYCCHM
TaTbaAHy. HOCKOMLKO «MOMEHT yTOMMUM»,
PEeann3yemocTu, YaCTHOM M NMOKANbHOM
Peanu3yemMocT yTonmuu BOAXEH AN WX
AEATENbHOCTM MO PA3BMTUIO U NOAAEPX-
Ke aKTMBMUCTCKOTO MCKYCCTBA?

Metep Banbens: B3npas HO ceropHsi-
HUW XY[LOXECTBEHHBIM MMP, Mbl BUOMM M-
NIO30PHBIA KOHTUHYYM MCKYCCTBA MOAEP-
HM3Ma. Ha pelHKe Bbl BUAMTE MCKYCCTBO
mopepHMama. Ha camom aene, y Hac ecsb
KOK MCKYCCTBO MoaepHuama (modern
art), TaK M COBPEMEHHOE/AKTyanbHOE
unckycctso (contemporary art). Ho HyxHo
PeLnTb, YTO Mbl XOTUM NMPOLONXATb: UC-
KYCCTBO MOAEPHMU3MA MK COBPEMEHHOEe
MCKyCCTBO? 9 cKkopee nmoaaepxy cospe-
MeHHOoe MckyccTBo. nags Ha ceropHsaL-
HMW XYLOXECTBEHHBIM MUP, 5 BUXY M TO, U
3TO, HO Ans ByAyLIEero COBPEMEeHHOe uc-
KYCCTBO Kyfd BaxHe#H. M BOT noyemy: kor-
AQ MMMPECCUOHMCTBI HOYMHANM UCKYC-
CTBO MOAEPHM3MA, OHM HE MOTMIM NUCATh
TAK X€ XOPOLWO, KAK aKAAeM1YecK1e Xy-
AOXHMKHM, BesynpeyHo usobpaxasline
npeameTel, cnocobHele HamMcaTe Yeno-
BEYECKOE NULO TaK, YTO ero XoTenoch no-
uenosaTb. MMNPECCUMOHUCTEI, KoTOopbIe
HE MOTTM AOCTMYbL TAKOTO Xe M3obpasu-
TENbLHOrO COBEPLUEHCTBA, CKasanu: «Xo-
POLLO, BO3MOXHO, Bbl PUCYy€eTe Nyylle, HO
Mbl COBPEMEHHEI, d Bbl — HeT». CoBpemeH-
HOCTb — M B 3TOM CyTb — O3HAYAET TO, YTO

«Mbl MOKA3bIBAEM, KAK cAenaHa pabota,
KOK Mbl CO30aeM KapTuHy». TyT Gbin ma-
30K KMCTH, TyT Bbin cBeT. B «Tpaktate o
xusonucm» JleoHapgo ga BuHuum roso-
PMT O XMBOMMUCHK M €€ CPEACTBAX — TOUKE,
AIMHKUM M MAOCKOCTH — KAK O Hayke. OH
3HOET, YTO B PACMOPSKEHUU XYAOXHUKA
HOXOAATCA 3TM M306pasUTEnbHbIE Cpea-
CTBA, HO HO 3TOM HE OCTOHABMMBAETCS.
MckyccTBo MOOEPHM3MA OCTAHOBMMNOCH
MULLIL HA TOM, Y4TOBHI NPOAEMOHCTPUPO-
BATb HOM CBOM CPEACTBA U UHCTPYMEHTBI.
Okono cta neT Mbl CMOTPENM HA MOHO-
XPOMHYIO xXmnBonucb. CTouT nu npopon-
xate? [lymato, 4TO CTONeTUs MOHOXPOM-
HOM XMBOMMCH BMONHE [OCTATOYHO.

B uckyccTse MOOEPHM3MA 3CKIMIOYEHbI
aBe TeHaeHumn. OgHa — TO, 4TO MPUHATO
HO3bIBATE ABCTPAKTHBIM MCKYCCTBOM, —
«OBHAXAET NpUem», AEMOHCTPUPYS HAM
XY[OXECTBEHHbIE CPENCTBA [KMBOMMCH,
CKYMbATYPbI 1 T.M.) TO, <KAK 3TO CAEMNAHON.
Opyras npeactasnseT peansHOCTs BMe-
cTo penpeseHTaumun. Ho B Brmxaiwee
CTOMNETUE HAM CTOMT BbIPABOTATE HOBbIE
peLeHns, U 8 NUYHO BUXY pelleHue B
TOM, YTO 5 HO3bIBAIO COBPEMEHHbLIM MC-
KycctBom (contemporary art), kotopoe
npencrasnieT coboi MOMHbIM PA3pbiB C
MCKyCCTBOM MOaepHM3ma (modern art).

YTonus ABNSETCS YaCTbIO COBPEMEHHOrO
MCKYCCTBA, MOTOMY Y4TO TEXHONOTMA CaMa
no cebe ecTb NPOAONXAIOLIMACS YTOMMK-
Y4eCKMM NPOEKT. TeXHONOTrMs BO3HUKNA M3
YTOMUYECKOTO MbILLINEHMS.

Oner Hukndopos: Hapeioch, TaTbaHa
BonkoBa BbICKAXETCs KAK pa3 o6 3Tom
— O 30[€MCTBOBAHUM KOMMOHEHTOB QK-
TYQnbHOTO WMCKYCCTBA AN PEeanu3aumm
BO3MOXHOCTEM  yTOMMYECKOro Yepes
AKTYQrnbHbIE, COBPEMEHHbIE HAM, Cro-
cobbl AEeATENLHOCTH, C OOHON CTOPOHBI;
O C APYroi CTOPOHbI, O HEOBXOAMMOCTH
«BonbLION Maeu» Ons OCyLECTBNEHMs
QKTUBUCTCKOM AEATENbHOCTU. HABnstOTCA
nn «Bonbluas uaes» u «yTonus» Heobxo-
AMMBIMK ANg Hee? He yTonuyHa nu cama
«Bonblas uaes»? Mnu agecb LOCTATOYHO
YETKOTO MOHUMAHMUA KOHKPETHOTO KOH-
TEKCTA M CNOCOBHOCTH MPOCUMTLIBAHMS
AENCTBUSA, OCYLLECTBMMOrO «3€Ch U CEN-
yac»?

TatesaHa Bonkosa: Bel 3HaeTe, Tema yTo-
MU MEHS KaK KypaTopa MHTepecyeT Ao-
CTATOYHO [IGBHO, M Mbl A€NAINM BBICTABKY
c lOnuen AkceHOBOM Nog HA3BAHMEM
«Pycckue ytonum». 3Ta BLICTABKA KK Pa3
YTBEPXAANA, 4TO AN PYyCCKOro MCKYyC-
CTBA TEMA YTOMMMU ABMSETCA LEHTPANbHOM
euwe c 1920-x rogos, 1 npocnexueana ee
pa3BuTHE BO BTOPOM NonosuHe XX seka.
OpQHOKO NOAXOAs BCE-TAKMU K TEME HALLE-
ro pasroBopa M kK Teme Hawero ectu-
BANS MEXAYHAPOAHOTO AKTUBMCTCKOTO
MCKYCCTBA, s ABCOMIOTHO yBexaeHa, 4To
MMEHHO YTOMMUYECKUIA UMMYMNbC NEXUT B
OCHOBE OKTMBMCTCKOrO MCKycCTBa. [laxe
€CITM KaKMe-TO NMPOEeKTbl MOCBALIEHbI pe-
LIEHUIO KOHKPETHbIX 30aAdY, B OCHOBE
3TOro NeXMT Bepa u ybexaeHue, 4To ma-
NEHbKMM KOHKPETHBIM 1€MCTBMEM MOXHO
MOBAMATE HO CMTYQLIMIO B LIENIOM M CLBM-
HYTb TOHKME MNACThl TAKUM OBpa3oM,
4TOGbI B KOHEYHOM MTOTE 3TO NMPUBENO K
GonbLIOMy pe3ynbTaTy. ITO TO, YTO NpPU-
HATO HO3bIBATL «3(PDEKTOM BABOUKM»: Ml
He 3HOeM Ha CaMoM fiene, Kyad npueepeT
TO MNK MHOE [EeMCTBME, HO €CTh 3TOT yTO-
MUYECKMIA UMMYNbC, HOMPABNEHHOCTb HA
CO3Q0aHME MOOENU MOEeanbHoro obue-
CTBA, KOTOPAS, 5§ AYMAIO, NEXUT B OCHOBE
GOMNbLIMHCTBA AKTUBUCTCKMX MPOEKTOB.

Yeaxaembii acksanp 13sun Kymbe.

Sl ABNAIOCb reHepanbHbIM AMPEKTOpoM LieHTpa
McKyccTB M MepnatexHonorui Kapncpya (fep-
MaHml), OOHOM U3 BERYLWMNX MUPOBbIX MHCTUTY-
umi B cpepe HOBbIX MEAMA.

f nMwy Bam no nosoay bpaanu MaHHuHra. 4
y6e)K.|:|.eH, YTO I-H M3HHMHT ABNAETCA repoem
Hawero UHbOpMAuMOHHOro Beka. [lencTeys
B ayxe Tpapuumn lMpoceeweHns, oH caenan
npoctynHon ans obuwecrsa uHdopmaumio ans
TOro, 4tobbl 3AWMTUTL npasa yenoseka. OH
SICHO OCO3HaeT, YTo MHTepHeT, kak u ceobon-
Has npecca po nossneHus UHTepHeTa, 31O
OAMH M3 NYYWHNX UHCTPYMEHTOB YCTAHOBNEHMUA
nemokpaTtiu. Ero npumep nokasbiBaeT, YTo B
XXI Beke Mbl nepexuBaem CABUI NAPAAMIMbI
OT BU3YQJIbHbIX MEAMA B CTOPOHY COUMANbHBIX
meoua, B KOTOPOM Meaua CTaHOBATCA nnart-
hopMOit Anst NMYHOM, MHAMBUAYANBHOM MHM-
umMaTHBebl B pOPME YHOCTHS M BOBNEYEHHOCTH B
XM3Hb oBwecTsa.

MpuUHUMAS BO BHMMOHME BbILECKA3AHHOE,
s 6bl o4eHb xoTen npurnacute bpapnu Maw-
HMHFA CTATb CTMNEHAMATOM Hawero LleHTpa
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CPOKOM HO ABA FrOAA, ANA TOFO YTOBLI OH Mo-
[ENMNCA C HAMM CBOMMM 3HAHMSAMM, OMBITOM M
paspaboTtan HoBbie NPOEKTEI.

B cTMneHAMIO r-HaO M3HHMHIA BOMAET AEHEX-
Hoe copepXaHWe M NOMHbIA AOCTYN K 3ame-
4aTenbHOM MATEPHManbLHO-TeXHMYeckon Gase
Hawero LeHTpa. Mpu xenaHum oH cmoxeT
NPUCOEANHUTLCA K HOWMWM YYEHBIM M TEXHM-
yeckMMm cneuuanuctam B nobon cepe IT,
npeanaras ceou co6cTBeHHbIE NPOEKTLI MIN/M
yuacTeys B TEKyWwMX. N MEHS U MOMX Konner
6yneT 60nbWOM YECTLIO NPUBETCTBOBATD F-HA
MaHHura B LleHTpe, ecnu oH cornacutbes npu-
HATb NpeanoxeHue nopabotars B ZKM.

9 Takxe pap coobwmute Bam, 4To kak Kyparop
yeTBepTOi MOCKOBCKOH BUEHHANE COBPEMEH-
HOTO UCKYCCTBA i Npurnacun 6eprnuHckyio xy-
RoxHMUy lOnuio CTpaycosy NpuHATL yuacTue B
3TOM BLICTABKE CO CBOMM NPOEKTOM MEANAMO-
HymeHTa Bpapnu ManHuHry. Ee megnackynb-
nTypa, nepenaowas ronoc U NMuo MaHHUHra,
nons3osanack 6onbwnm ycnexom y nybnuku.
1 BLIGPAN 3TOT NPOEKT KAK 3ANAAHBIA 3KBHUBA-
neHt npoekty Ai Baises, ubs Bupeopaborta
«lMekuH» Takxe 6bINa NPOAEMOHCTPUPOBAHA
Ha 6ueHHane.

Sl xenato Bam 1 Bpapnu MaHHKHIY BCEro camo-
ro nyywero B 2012 roay U c HETEpNEHMEM XAY
Bawero otsera.
UckpeHHe Baw,

MNetep Banbens

11.01.2012

COBpeMEHHOCTb,y AKTYATBHOCTb, AKTUBMUIM

Oner leHncapeTckui

NpoTMBONOTOKM BpEMEHM

MpoBneMHo-TEMATUYECKAS KAHBA MPEA-
naraemoro Bawemy BHUMAHUIO AUCKYpP-
cao — Temnopanu3auus XusHepesTenb-
HOTO OMbITA U CXEMbl €0 KOFHUTUBHOM
OopraHMaaumm.

Bo-nepeeix, GpocaeTcs 8 rnasa sactape-
nas U HOMBHAS CXEMA CYETA CAMBIX PO3-
HbIX IBNEHUM HQO «pas3-asa-Tpu».

Te 13 Bac, KTO UHTEPECOBANCSH UCTOPMU-
€/ CcYyeTa, HABEPHSKA CTANKMBANUCL C
BOMPOCOM: 4TO, COBCTBEHHO, MEPBMY-
HO — yucno unu cnoso? He umes ocHo-
BATENbLHOTO OTBETA HA 3TOT BOMPOC, A
CKITOHAIOCb K TOMY, 4TO MEPBUYEH CHET.
Tak BOT, 3TO MArMYECKOE «Pa3-ABA-TPU»

npocaunsaeTcs GyKBANLHO BO BCE 3AKO-
YNKM HOLIEro MMpa.

J1.C. BbIrOTCKMI, K MPUMEPY, OYEHb YOMB-
NSNCA, MOYEMy, KOTAA HAM HYXHO MpbIr-
HYTb B XONOAHYIO BOY, Mbl CHOYANA CAMM
cebe roBOPUM «PAa3-ABA-TPU» U TOMLKO
Ha cYeT «Tpu» Npeiraem. Moyemy He gena-
eM 3Toro cpasy? Beirotckuit Torpa yene-
YEeHHO 3aHMManCcs Teopuein addekTos n
Bonu CnuMHO3bI, HO OTBETUTbL HA 3TOT BO-
npoc He ycnen.

CnpawuBaeTcs, C KAKoW, COBCTBEHHO,
CTATM BPEMS HEMPEMEHHO AOMXHO Ae-
NUTLCSA HA «Pa3-ABA-TPM»2 OHO YTO, CAMO
3TOro xo4eT? ITO HABA3YMBOE pa3sferne-
HME BPEMEHM HA MpoLnoe, HacTosllee
u Byayliee MOXHO 6bino Bbl packonao-

Oner lenucaperckuit, 2011.
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BATb, MCCNeays He npekpallaiouleecs
BAMSHWE HA CMOCOBHOCTL MbILINEHMS
HYMEPOMOruu, TPAMMATHKM, AMANEKTUKM
MIU APYrOrO KAKOTO-TO CXEMATM3MA MbIC-
MW, HO 3TOT OKONbHbIM MyTb BPAA MM yMe-
CTEH HO HALEN BCTpeye, NOCBALIEHHOM
MOHUMAHMIO AKTUBU3MA.

BMecTe c Tem, 4 ropasfo paHee cyeta
BPEMEHU HA «pas3-ABa-TpK», B Xofdy 6bina
CXeMa TeMmnopanbHOro BOOBPAXeHMs,
KOTOpY!IO 5l — He 6e3 ymbicna — Ha3san 6u-
dokansHoi xpoHoauHamukor. MocTa-
PaloCh 0BBACHUTLCS.

Mo kpaiiHe mepe c «Mudaropemnckmux
30MOTbIX CTUXOB»! CXEMA 3TA CMOHTAHHO
OBHAPYXMBAETCS B PA3HBLIX MEPUOAAX
uctopmu u obnactax kynetypsl. CyTe ee
AOCTyMHee BCero MOXeT BbiTb BIPAXEHA
cnosamm ILU. Typaxuesa, cornacHo ncu-
XONPAKTUYECKMM PEKOMEHAALMAM KOTO-
pOro, KaX[bli CBOM i€Hb Mbl AOMXHbI 3Q-
KOHYMBATE MPOCMOTPOM COBHITUI HS B
O6PATHOM NOPAKE BPEMEHM: OT MOMEH-
TG 30CHINAHKUSA O HAYANA AHA B HANPAB-
neHun, oBpPATHOM «eCTeCTBEHHOMY» Te-
YeHuto (acTpoHommyeckoro) Bpemern. C
Noao6HOro POAA CyXAEHUEM, HO YXe B
MKOHOMOTMMYECKOM KOHTEKCTE, Mbl BCTPE-
yaemca B «MkoHOCTACE» CBALEHHMKA
Masna ®nopeHCKOro: BO CHE BPeMma Te-
YeT B HANPABMEHMM, OBPATHOM AHEBHO-
My BpeMeHW. TeM CaMbIM K MOMynApHbIM
TOTAA MCCNEefoBAHUAM beHoMEHa npo-
CTPAHCTBEHHOM 0BPATHOM NEepPCreKTUBSI
po6asunace obpaTHAs NepcrnekTMBa —
BPEeMEHHas.

Mosma Bsau. MeaHoBa «CoH MeHenam-
na» CHOBA BO3BPALLAET HAC BO BPEMEHA
rpevYeckoi apxauku: B MOpe rmyGokom
HOABCTPEYy APYr APYry TEKYT MOTOKM: U3
MPOLUNIOro BPEeMs MPUYMH M BPEeMs Cref-
CTBMI M3 ByayLiero?.

O6paTtHas BpPeMEHHAs NepcrnekTMBA B
UEPKOBHOM BO33PEHUM MIBECTHA KAK
CMEepTHAs MaMATb, COrMACHO KOTOPOM
Mbl BCE MPOMCXOAsALLEE OTCMATPMBAEM
M3 NepCcneKTUBbl CBOeH COBCTBEHHOI KO-
HEYHOCTH BO BPEMEHM.

IDTUMH npumMepamu 13 APEBHOCTHN U CO-

BPEMEHHOCTH 5, MPOMYCKas MHOTUE Mpo-
MEXYTOYHbIE MOMEHTEI, MAMIOCTPUPYIO
CMOHTAHHYIO PEereHepaLMio CXEMATU3MA
61DMKANBLHOM XPOHOANHAMMKM, C IPUCY-
Wwei eMy oBpaLIaEeMOCTbIO TEMTOPAb-
HbIX NepcnekTus. 9 genaio 3To Ans Toro,
4TOGbI 30AATLCS BOMPOCOM: KAK B PAMKAX
TOKOTO CXEMATM3MA BUAMTCSH/MOHMMAET-
CSl BPEMS HACTOSALLEE U COBPEMEHHOCTb,
30BEOMO OTOXAECTBNAEMAS C HUM?

BbIPOXASCh SI3bIKOM  TELITANLTICMXOSO-
TMM, MOXHO CKA3ATb, YTO TEKyllee Ha-
cTosiee Hale CO-BPEeMEHHOCTH ApYT
Apyry urpaet ponb ¢oHa (KoHTekcTa),
TOrAQA KAK KOMMO3MLUMS TOYEK-MOMEHTOB
13 NPOLIEALIErO U HACTYMAIOWENO — PO
durypel (Tekcta). A nockonbky B reiu-
TAMLTMCHXONOTUM  TAKXE  MCCNEeAyioTcs
ceHomeHbl KoHBEpPCHM POHOB U uryp,
TO MOMYYOETCsi, 4TO B COBPEMEHHOCTH,
Ha (bOHE KOTOPOW BPEMS OT BPEMEHM B
HALIEM CO3HAHMM MPOCTYNAOT PUTYpSI
HALIEM COMOCTM, Mbl BBIHYXAEHbI KOK-TO
camoonpepnensTbcsi B CPEAO-MOTOKAX
XM3HU. BelHyXAeHb HaXOAMTL CBOE Me-
CTO, BpEMA 1 AeiCTBME B MPEANAraembix
XM3HbIO OBCTOATENLCTBAX, YTOBLI HE Mno-
TEPSATLCS B 3TOM MENLTELIEHUM BPEMEH.

Bl ByneTe npaBbl, €Cnu pacchbiwuTe B
CKA3AHHOM PACXOXME MOTUBbI SK3UCTEH-
UManbHOM hUNOCObUM U NCUXONOTUM: O
cBobope BbI6OPA, CMOHTAHHOM COBbLITHI-
HOM CamoonpefeneHmnu, Ha Xymon Ko-
Hel, O CaMOpPeanu3aLmn 1 NUYHOCTHOM
pocTe. 51 xe rosopun o BoiGope No3numm
B COBPEMEHHOCTM MCXOAS M3 CXEMATU3MA
6MPOKANLHOM XPOHOAMHAMMKHM, C KO-
TOPbIM CBA3AHA WMHTYWULUMS CAMOOBMXY-
werocsa spemenn’. Korga xe nogobHoe
4YBCTBO BPEMEHM He MOCTABNEHO (KAK
6bIBAET NOCTABNEHHbIM FOMNOC, BKYC MK
4YBCTBO 4ECTH), pacnonoxeHunem cebs Bo
BPEMEHM HOYMHAET MPABUTL HAXPAMM-
CTbi/ 1 MPOM3BON M YBAHMMBOE CAMO3BAH-
CTBO, BbIJOBAEMbIE 30 CBOGOAY.

Haeasuueas oueBMAHOCTL  NpsMOro
AENCTBHUA

TyT 9, HQNPOTMB, HAYHY C UMTATLL. KaxeT-
€S, OHO XOPOLLIO NepeaaeT To, O YeM CTO-
UT ceryac ckasaTe: «B kauectse maHepel

noseaeHus, BOCTPebOBAHHOM Tenepb
(8 ycnosusx oBbekTMBHOM Heonpepe-
NEHHOCTM CyYaloWwmxcs CcoBbITUM. — O.F.),
BOCTPEBOBAHbLI HE CYXAEHMsS M BbIBOAbI,
HEe pacyeThl U B3BELIEHHbIe PeLlleHud, a
CMenble BCTPEUM NULIOM K NnLly ¢ ambusa-
NEHTHOCTBIO KOK TOKOBOM»*.

«C aMBMBANEHTHOCTLIO KAK TAKOBOWM» CKA-
30HO [N KL, CKIOHHBIX K KOBMHETHOM
MeTadbH3nKe, MOTOMY «KOK TAKOBOE» CYThb
¢$unocodckas npuckaska. A Ha ropoa-
CKMX YNULAX M MIOLLAAAX, B COLMANbBHbIX
ceTsx 1 TOMy nofoBHOM BCTpeuu npep-
CTOSIT C AKTMBUCTAMM, MHULMATUBHUKAMM
(kak Mx Ha3bIBAIOT BETEPAHDI CNELCnyX6),
MIPAIOWMMM PO MPOTArOHWCTOB, 3Q-
YMHLIMKOB OYEPEAHOM OKLMM, XOPOLIO
ecnu nepdopmaHca, dnew-moba, a
BE/b MOXET CTATbCSI, YTO M MOrPOMa (Kor-
[0 HE CTOJTb YK BAXKHO C YbEM CTOPOHbI U C
KOKMMM NeHTouKamm). Ho Takxe u ¢ ux aH-
TArOHWUCTAMM, CMYLLIEHHBIMK BIACTAMM HQ
NOTPABY HOBOSIBIEHHbIX TEPOEB FOPOA-
ckom repunen. TyT yxe amBuBaneHTHO
BCE: M [EMCTBYIOWME NNLA, U CLEEHAPUH
MX MOBEAEHMS, M XAHP, Cyry6o ycrnoBHO
MMEHYeMbI NepchOPMAHCOM, M CMOCO6EI
MEAMAHOMN PENPE3EHTALIMM AKLMHA.

Bmecte ¢ Tem y 3TOM ropopmckomn co-
uMoapamel  Habniopaetcs  cBoeobpas-
HbI aHecTeTuyeckuit 3cdekT: ¢ ofHOM
CTOPOHbI, OYEBMAHOE [ENPEeCcCUBHO-
ckopbHoe BecuyBCTBME Y NPOXOXMX 3€-
BAK; C APYrOM — TPEBOXHAS HENTPAmNb-
HOCTb MOXOAS 30YMbIBAIOLLMXCS: BbIXOf,
KOHEYHO, €CTb, HO C HMM elle HYXHO
pa3o6paTses; a ¢ TpeTbel — MaHMAKATb-
Has 3idopus: cHauyana eesxemcs B 6o,
NOHYAMM MPOTMBHMKA K HACUIMIO, 30TEM
€ro Xe 30 3TO OCYAMM C HenpepeKaemon
YBEPEHHOCTbIO B NMPABEOHOCTU CBOETO
OKTMBHOTO AecTBMs. He cTpaHHoe nu
COYETaHME AenpPeCccMBHOCTH, MHAMDde-
peHTHOCTH U 3l opun?

A uytOo TYT, COBCTBEHHO, CTPAHHOro?
MpuHsAB 3Ty HO30MOrMyeckylo metado-
Py, Nerko 3aMeTuTb, 4TO B CTPYKType
MOHMAKANBEHO-AENPECCUBHOTO MCMX03a
MOHMAKANBHOCTL BCErAa CBUMAETENLCTBY-
et o6 SHEPrMMHOM HACHILWEHHOCTU U HO-
NPAXEHHOCTU HAMMYHOM CUTyauMMU Oem-

cTems. Kak roBopunu He TaK yX [OABHO:
«[po3gbs rHesa cospenu»! Ho Takxe 3ta
CTPYKTYPQ FOBOPMT M O CKPBITOM YCTPEM-
NEHHOCTH COLMANbLHOIO 1eMCTBMS, OCTAB-
wewncs noka nybnuMyHo He NMPUSHAHHOM.
Mpu TaKkom packnape amMBUBANEHTHOCTb
NepexunBaeTcs He TONMbKO KAK MHOro-
3HQYHOCTb, HEOMpPEeAeneHHOCTb, HO U
KaK HEeM3BexHOCTb BeIGopa, camoonpe-
AeneHus U nocTynka. AMBMBANEHTHOCTL
WAHCO M PUCKA, PMCKOBBIX CHUTYALMIM
(xoTs ewe BONpoOC, A TOT K 3TO pUCK, 4TO
«ropopa Bepet»?). AMBUBANEHTHOCTL
KOK MHOXECTBEHHOCTb M CNIOXHOCTb, UC-
KMoYaIoLLas CaMY BO3MOXHOCTL MPOCTbIX
peweHun.

Mo nosony HepasHero uHTepsbio A. Ha-
BanbHoOro B «Llsete Houm» B UHTepHeTe
o6Cyxaancs BONpPoC: KTO M 3A4EM €ro
nopaepxneaeT? B oTeeT npoasyyana He-
MyOpeHas rMnoTesa: B 3aCTOMHOM obLue-
CTBE PAHO MIM MO3[OHO NOSABNAETCA 30-
NPOC HA MOTMBALMOHHO-PUTOPUYECKMH
apas, 3HEpreTMky  OeaTenbHOCTH,
6Ee30THOCUTENbHYIO K PALMOHANBHOMY
CMbICIy ee MOTMBOB. Mon, ans npeopo-
NEHUs BANOCTH, YHBIHUS M HATPEHMPO-
BAHHOM 6ECMOMOLLHOCTU HY>XHO XOTS Bbl
COBMHYTLCA C MecTa... M Toraa 3a 6naro
COMTYT NnosBneHne Ha NyBbnuyHOM cueHe
NepCcoH, APAB CO3AAIOLMX, MHCLEHNUPY-
loLMX NpobyxaeHne 3Heprun OencTso-
BATb... Beflb 6€3 HEE HE TO YTO PA3BMTHS,
HUKAKMX UBMEHEHMI HE CITyumuTCS.

Ho 3TO 3HQYMT, 4TO OLLYyLLAEMOE B AKLIMO-
HMCTCKOM OKTE BPEMS 3OMKHYTO HO HaLy
(co)spementocTb apyrapyry Takumobpa-
30M, 4TO «HM NOA KAKMM BUMOOM HE [OMNX-
Ho BbITb ONpaBAbIBaEMO paau Byayuiero
MnM npolefliee PAaau HACTOSALLEro»®.
Bce npowucxopsiuee B GKUMM OT HOYANA
0O KOHLO MPUHAANEXWT ee Ansiiemycs
BPEMEHM, B CMIYy 4YEro OHa 3asBMseT O
cebe KaK O CAMOLIEHHOM COBbLITUM PUTO-
PUYECKM HOCTOATENLHO, FPOMKO M TpeBo-
BATEMNbLHO.

Bam kaxeTcs, 4To cchinka Ha «Bonio k
BNACTM» TYT HE npullei kobbine xBocT?
41O X, MOCMOTPMUM, KaK Aanblie ByayT
Pa3BMBATLCS COBLITUS: KOK CKOPO HA YNK-
Lax M NNowaasax 3a3sy4aT NONMTUYECKHE
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TPeBOBAHMS, M MPUIHAETCA MM KTO, YTO
Yyepena akumit Bbina M3HAYANBHO «MOMK-
TMYECKM MOTUBMPOBAHHOM» (B 4eM OBbiIY-
HO NMOAO3PEBAIOTCA PELUEHMs BAACTEM
npenepxamx).

A nockonbKy KaXAas OTAENbHAs aKLMS
COMOLUEHHA M HACTOATENbHA TOMbKO B
CBOEM ANAWEMCS HOCTOALLEM, OHA KOX-
AbI PA3 TEPAET 3Ty CBOIO OKKA3MOHAb-
HYIO 3HAYMMOCTb MO CBOEM OKOHYAHMWMU,
M OKUMOHMCTbI MPSAMO-TAKM OBpeyeHsl
HQ MOBTOPEHME MPOMAEHHOrO, MPUYPO-
YMBAS NPOBEAEHME OYEPEAHbIX AKLMMA
K HOBbIM KQNEHAAPHbIM AATAM UM CO-
GbITUAHBLIM NMOBOAAM. M K BUPTYONbHOM
PENPEe3eHTaUMM UX B TEX UMK UHBIX ME-
AnitHBIX POPMATAX. YTO X, MMEHHO Tak
KOrAa-TO POAMICA FEPOMYECKMI 3MOC, a
Tenepb BbIXOAAT B CBET MyXx/ble TOMA OK-
LMOHUCTCKOM AOKYMEHTAMMCTHKM (B KAH-
pe «Hawe ctapoe fnobpoe»). M B camom
aene, He NponaaaTs xe fobpy!

BoT TakoBa cuTyaums, KOK MHE KOXeT-
csi: [0, KOHEYHO, 3aTPeBOBAHA «CMenast
BCTPEYA C AMBMBANEHTHOCTbIO», C HEO-
NPeneneHHOCTbIO, MHOXECTBEHHOCTBIO M
CNOXHOCTbIO 6era BpemeHu. Pelummocts
CMETb U YMETb MPSMOE [LENCTBHE, U3 HETO
BLITEKAIOLLErO, HAMMLO, HO BOMBHO YX
HOBA34MBAS PELIMMOCTb, MOBA3AHHAS
notpebHocTbio pasorpesa. OTciona ao-
BONbHO CMELIHOE COYETaHME [BYX aM-
GMBANEHTHBIX [MArOMNOB OAHOMO KOPHS:
HOOO 30XMraTh, HO HE PA3XMras. 3axHu-
raTh ANs PA3BUTMSA COBLITUI (4TOBbI BbiNO
13 4ero BbIBUPATL M YEM YNPABASATL), HO,
ynacu locrnoamn, He pasxuras BPOXAbI
(coumoanoﬂ, HOLMOHANBHOM, Penuru-
O3HOJ), YTO KAPAEMO B YrONOBHOM MO-
pAaKe.

CxuamoreHes XYAOXECTBEHHO-3CTETH-
yeckoro nons

Crouno B HaWeM XyROXeCTBEHHOM cpe-
Oe NOosBUTLCA MEePBbIM BUAMMBLIM CBUAE-
TeNnbCTBAM CBOGOAHOTO TBOPYECTBA, KAK
MCKYCCTBOBEAOB HAKPbIT COBNA3H KOM-
MNEMEHTAPHOrO NUCbMA, O XYOOXHMKOB
— NO3blB CBMBATHLCSA B CTAMKM-LLIAMKM, BCE
BPEMS NPOBO3IMALLABLLMX «3HAM HALWIMX,
Q KTO HE C HOMM M He 30 HAC, TOT XyAOX-

HMK OT cnosa “xyno”, u BoobLle BHE MC-
KYCCTBA». DTO MPAKTUKA OMEP3EHMUS.

MoMHMTCS, 7 6bin senywmm TeopeTuye-
ckoro knyba B fopkome rpadmkos, Npu-
XOAMLLb HO BepHMCOX, Tebs cHauvana
OfMH XYAOXHMWK OTBOAWT B CTOPOHY M,
MOKA3bIBAET HA YblO-TO PABOTY, FOBOPUT:
«Hy, kakoe gepbmol», noTom 3TOT Tebsa k
KOMy-HWMBYOb OPYromy noABoAMT... ITO
obuiee mecTo, atmocdepa Toro Bpeme-
HW, 0A U HbIHELWHEero: «3HAM HaLMX»!

3aTem Ha cueHe NyBrnuyHOM ABNEHHOCTH
MCKYCCTBA 3AMASYMNM KYPATOP, CTAHYB-
WKIHACebaNPaBOXyNOXKECTBEHHOMUHM-
LIMATHBEI, OH X€ AfiBOKAT-OMNPABAATENb U
NpoKypop-M306nMuuTEns, a TENEPS elle
M apT-MeHeaXepsl, ApT-AMnepsl, Mpo-
Alocepsl... M KOHUA 3TOMy nepepoxae-
HMIO UCKYCCTBA BO YTO-TO APYroe, Mokda
He OuYeHb BHATHOE, He mpeasuamTtcs. TyT
7 cam ans cebs cuen 3a 6naro ynanuTbLCs
C NOMS NPSMBIX MCKYCCTBOBEAYECKMX CYXK-
AEHMI U C TeX NOP MCKYCCTBOBEAEHUEM
HEe 3aHMMAIOCh, AAGbI COXPAHMTE XOTh TO-
nMKy cBO6OMAbLI BOCMPUATHS, MOHUMAHMSA
M HE3UBMCMMOCTU MbICTU. M npennoyen
TOKTUKY BCTPEY, MOCTYMKOB, MMES B BUAY
dunocodmio NocTynka M MNOHUMAHME
cTpatermn kak nocTynu. Mostomy ro-
BOPIO KAX[bI PA3 TOMBKO O BCTPEYAX M
HEe-BCTPEUYax HA KAKOW-TO Mrouiafke, o
CMYTHUYECTBE HA XMIHEHHBIX MYTAX M CO-
GEITUAX MPUEMNEMOCTH U Mpu3HaHus. O
NPU3HATENBHOCTH, KOTOPAS MHE IOPOXEe
QAXMOTAXA BCAYECKUX BEPHUCAXEN.

M 0 ubem Bbl MCKYCCTBE HE LA Peyb, BOC-
NPUHUMATL, NEPEXMBATL, NPEACTABNATL
cebe ero BHE BCTPEY MM HE-BCTPEY HA
NEPEKPECTKE KMIHEHHbIX MyTeN, BHE
MbICIEKOMMYHMKALIMM C COBOM MM C KEM-
TO APYTMM — NSt MEHS NEPECTANO npef-
CTOBNSATL KAKOM Bbl TO HK BbINO MHTEPEC.
A BCMOMMHASH MO KAKMM-TO MOBOMAGM MU
HOMEKOM OfiHY TOKYyIO BCTPEYY, HMKOT-
[0 HE BCMOMMHOELb €€ KAK OTAEMbHYIO
OT [IPYrMX, O BCEMAA M O CMEXHbIX C HE
BCTPEYAX HO XMU3HEHHOM MyTH, MOCKONb-
KY HE MOTY €ro CYMTATh 3ABELOMO MOMM,
3TOT KM3HEHHBIN MUP, O BCETAA CLEMNTIEH-
HbIM C KEM-TO, C MOWUMM APYrMMM, MyCTb
[OXE HA 3TOT MOMEHT BOCTIPUHMMAEMbI-

MM KaK yyxmue. Ho Bce 3To MOXET name-
HUTBCA M MEHAETCA Henpeackasyemo, a
NopoW BECbMA HEOXMUAAHHO.

He Mory ckasaTk, YTO B LENOM 3TO 3bi6-
KO€ MOoMoXeHWe Bellen, CylwecTs, nuu,
IBM M CYTU AIE€NA OYEHb YK CMYLLIAET MEHS.
Ckopee, HaNpoTHB, OHO AAET OLyLEHNE
NerkocTM MNPOXMBAEMOM XWM3HW, OTny-
LIEeHHOM MHE B yAen 1 Ha ocobuuy. A 3To
«BOT TOK, O HE MHAYE» YBEPSET MEHS B ee
AOCTOBEPHOCTH, MBO BAXHO HE TOMLKO
3HOTb HEYTO YBEPEHHO, HO U YMETb 3TO
TOK 3HATH, 30PYYMBLUMCE B TAKOM 3HAHMM
YMEHMEM U YBEPEHHOCTLIO, YXE Mamno
Yem OTNMYAIOLLLEICS OT BEPHOCTH. M KoMy
Kakoe Aeno, rae TyT Ha4yana 1 KOHUbI ny-
TeN, KaKMM GbiNO MPOLUNOE MNU KAKUM
HacTaHeT Byayllee — 1 To, M 3TO ABUXETCS
1 cObIBAETCA NULLL CPEeAM HAC, NPU Cem
NPUCYTCTBYIOWMX, HA YNPYroi BOMHe
CNOHTAHHOTO «M TyT BAPYT!», O HE B BANOM
CUMYNbTOHHOM «3A€Ch U TEMEPbY.

Temnopanusaums XYAOXECTBEHHbIX
npaxkTmK

Camu no cebe npousseneHus uzobpa-
3UTEMbHBIX M MNACTMYECKMX MCKYCCTB
GeCCIOXETHbl B TOM CMBICTIE, YTO BPEMs
KOK TAKOBOE BbIHECEHO 30 CkOBKM BOC-
NPUSTUSE NMPOU3BEAEHMS, M MOTOMy WX
TEMMOPANMU3ALMS, TO €CTb HAChILLEHUE
BPEMEHEM, OTAOHA HA OTKYM MOHMMAIO-
wemy BOOGpakeHuio. MPOoMCXOANT 3TO
yaule Bcero Tpems nyTamu. Nin6o nytem
BMEHEHMS MPOM3BEAEHMIO COBBITUIAHOTO
MbICIIUMOTO  BOOBPAXAEMOrO  CIOXEeTa.
JInbo nyTem cobUpaHMs HECKOMNbKMX MPO-
M3BEMEHMI B CEPUITHYIO MOCNENOBATE b=
HOCTb BOCTpHsATHS. JTMBO 30 CyeT BrIxOAa
13 MUPQ MPOM3BEAEHMS B MPOCTPAHCTBO
3KCMO3MUMOHHOTO NePdOPMAHCa, B KO-
TOPOM YXE FOBOPMT BPEMS SKCMIOHMPO-
BOHMS, BDEMS €XPO VS.experience.

Ecrnu xe cMOTpPEeTb HA KOMMM3MIO TEMMO-
panM3aumMM He OT XYAOXECTBEHHbIX, a
oT hHUnocodcknx NPAKTUK, elle OfHUM
«MMBO» MOXHO CYMTATH TO, YTO METOAO-
MIOTM HA3bIBAIOT MbICIIEKOMMYHUKALMEN.
B Hawem cryyae peyb morna Gbl MaTH o
MbICIIEKOMMYHUKALMS XYLLOXHMKOB, Nep-
popMEPOB, CKLMOHUCTOB, KypPATOPOB,

NPORAKCEPOB, UCKYCCTBOBEAOB, BHUNOCO-
OB MCKYCCTBA M, pasymeeTcs, spuTenen
(«osepoB» B Bonee wWMpPOKOM CMbicne
3TOrO CETEBOro TEPMMHA) — B 30BMCUMO-
CTM OT TOFO AMCMO3MTMBA, TO ECTb CTPYK-
TYPbl PA3AMYHBIX, 4OCTO B3AMMOMCKIOYA-
IOLLMX APYT APYFQ MO3ULMIA, B KOTOPOM Mbl
cebs pasmeliaem. bynyun 3aouHbIM Ana-
FIOFOM, MBICTIEKOMMYHUKALIMA OMOCPERO-
BOHQ KOHLENTYANbHO-KOTHUTUBHbIM KOH-
TEHTOM (KOHTEHUMEN).

MMEHHO B TOKOrO POAA AMCMO3WTMB, B
TAKYIO XOPY MPEACTOMT BNMUCATL (Mpornu-
CaTb/30PErMCTPUPOBATL) DUrypy OKTH-
BMCTA. BNncaTh 3HQUMT TOKXE CO-YMHUTHL
€€ C APYrMMM 3HAYUMbIMM DUTYPAHTAMM,
KOK-TO CO-MOAYMHMB MX APYT APYTY, C TEM
4TO6bl AONEE PA3MBILMATL M CMOPUTE O
dpeHoMeHe aKTMBM3MA, O creunduye-
CKMX MOTMBOX MOBENEHMA AKTUBMCTA (B
XYHOXECTBEHHBIX, rroxnchmx M no-
MUTUYECKMX  MMPOX), O XEnaTenbHbX
CNocoBHOCTAX, 0becneymBaloWwmx ycnex
NPEanpPUHUMAEMbIX QKLIMIA, O HAMMYHOM,
HABNIOAAEMOM MONOXEHWU [IEN U MPUEM-
NEeMbIX KPUTEPHMSIX €r0 OUEHKM. He 3a6kI-
BOS, YTO MPOLECC ANPONpPUAUMK NGO
HOBOM  UrypbI-NO3nUMKM  HensbexHo
aroHaneH. pagyc 6opb6bl: OT Urpsl Ha
NOPAXEHME — 10 CKBOMbIXHOIO OMEP3-
BIIEHMS MPOTUBHMKA.

[OBHO 30MEYEHO, YTO O[HOBPEMEHHAS
peanu3aums  NepeumcrieHHbIX — Bbille
«nMbo» Ha TeaTpe MCKyccTB — COBbl-
TUAHOTO WCTOMNKOBAHMS, CEPMIAHBIX MO-
CNEepoBaATENbHOCTEM,  3KCMO3MLMOHHBIX
nepcOPMAHCOB 1 [AMCMO3UTUBOB MbIC-
NEKOMMYHMKALMM — MPUBOAMT K HACHILLE-
HMIO MMPQA UCKYCCTB TPAHCPEPEHTHBIMM
(0BmeHHbIMKM) OTHOWEHUAMM. U TONBKO
YOACTMYHOM — HO AANEKO HE MCYEPMBIBAIO-
LWeMN — PA3HOBUAHOCTLIO NPOLECcOoB 06-
MEHQ SIBNSETCS XYAOXKECTBEHHbIA PbIHOK.

K nprmepy, Koraa mel BCTynaem B obLye-
HME HQ YPOBHE BbIABUIAEMBbIX U OBCYX-
[OEMbIX KOHLEMNTOB, MPOEKTOB, KAKMX-TO
KOHTEHLMM (MPOMBICIMBAEMBIX COpEp-
XAHW), BKIIOYAEMCS B XMBYIO KNyBHYI0
MbICIEKOMMYHUKALMIO MM B 30OYHbINA
AMAnor C Xy#oOXHWKAmK, dunocodamu
MPOLLUMNOro, HUKAKOM KYMU-NPOAAXM He
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MPOMCXOAMT. XOTs 3TO elle M He Meaua:
AQXe B 3ay>XEHHOM CMbICIIE CPEACTB MAC-
COBOM MHMOPMALMK, HE FOBOPS yXe O
MPOrHO3MPYyEeMOM UTOTE MPOLIECCA MEAIU-
anu3auMu, KOTOPBIA HEKOTOPHLIE MCKYC-
CTBOBEAbl TOPONATCH OOBLABUTL COCTOSB-
WMMCS. ITO KAKAS-TO AAPYraAsi, MHOTO POAaA
CcooBLWMTENBHOCTL. M BOT €€, TO €CTb 3TOM
COOBLMTENBHOCTH, XAPAKTEPUCTUKU £,
coBCTBEHHO, NbITAIOCH HALWYNATb. M npu-
rnawai K NoaobHOMy NOMCKY BCEX Tex,
KTO COMTET €rO OCMbICITEHHbIM.

B3aaumHoe nepeocsoeHue TEeXHOMNOrMM

BuicTynas B 1927 rogy Ha aucnyTte «Jled
unm 6ned?», B. MaskoBckuit Becbma
CBOEO6PA3HO BCTAN HA 3AWMTY «TO-
Bapuwa  Llknosckoro» 1 obbACHMA
ONMOHEHTAM-NPONETKYNLTOBLAM,  MO-
yemy pOPMANbHAR WKONA HE MPOTMBO-
PEUYUT MAPKCM3MY M MOXET BbiTb «MC-
NONb30BAHA KAK HAYYHAS CUMA ANS AA4M
NpPoOBEPEHHOro MaTepuana Ans onepu-
POBAHMSA 3TUM MATEPUANOM» NOA PyKO-
BO[CTBOM MOPKCMCTCKOM COLIMOMNOTUM.

«Mpexpe Bcero... 370 rmy6okKo yyeHblit ye-
NOBeK MO NUTEPATYPHOM NUHMK. OH siBNS-
eTcs ocHoaTenem popPManbHOM LIKOMbI.
OBbLIYHO MPUHATO AyMATh, YTO POPMArb-
HQAS LIKONA MPOTUBOPEYMT MAPKCU3MY M
4TO DOPMANBHAS LLIKONA LieNMKOM 0bbsina
Jled. PopmanbHas LWKONA HE MPOTUBOPE-
YMT MOPKCM3MY BOT B KAKOM OTHOLLIEHMM. ..
DOpMAnM3mM B HALIEM MOHUMAHUM — 3TO
cTaTMcTMyeckoe 6Glopo MpM CouMonoru-
yeckom MeTofe (nocTasnsiowee «pakTbi»,
KOTOPBIX «MAPKCUCTCKME NUTEPATYpOBE-
Al He 3HaoT. — O.N)r... «[Janblue Hyx-
HO HOXOAMTH ABMXYLLYIO CMIY ANS 3TOFO
maTtepuana», To Gullb NPUMEHSTL K HEMY
MAPKCUCTCKMI COLIMONOTMHECKMIt MeToa®.

o Bonpocos o TOM, B 4eM OH COCTO-
MT B 3TOM TMONEMMKE, YCTAHOBOYHO-
MAEONOrMYEeCcKoM, AENO, KaK BOAUTCH, He
AOLWWMO, HO YCTOHOBKA HA MCMONb30BA-
HME MONE3HbIX «<HAYYHBIX CUM», U UX HOCK-
Tenem, «nonyTYnKoB», ChoPMynMPOBAHA
YETKO M HE[BYCMbICIIEHHO. TOYHO Takoe
Xe OTHOLLIEHME [0 NOopbl A0 BpemeHK By-
AET MPAKTUKOBATLCH U MPUMEHMUTENBHO K
Jledpy BKyne ¢ KOHCTPYKTUBUCTAMM, NPO-

M3BOACTBEHHUKAMM M DY TYypUCTAMM’.

MpuBOXY 3TO KAK MOKA3ATEMbHbIA NPK-
Mep B3AMMHOTO Nepe-OCBOEHMS TeXHO-
NOTWI: XYAOXECTBEHHBIX M MOMUTUYECKMX
(BHYTPM aKTMBM3MA), POBHO KAK M B3Q-
MMHOTO Mepe-OCBOEHMs TEXHOMOTUA,
MPUBBIYHO YMCNALLMXCH 30 OKTUBM3MOM,
M TEXHOMOTUM, KOUMM MOMb3YIOTCA BNACT-
HblE CTPYKTYpPbI®.

Ecnu 1 koraa, 3To nonoxexue aen ynert
IBHO MMM HESBHO PACMO3HAHO C obe-
MX CTOPOH, BBIXOL M3 HbIHELIHEro KMMH-
4Qa CTOHET BO3MOXHbIM. A MO MHE TAK HEe
TONBbKO BO3MOXHbIM, HO U HEM3BEXHbIM.

NPUMEYAHUA

* @®parMeHT BLICTYNNEHUS B AMCKYCCUMOHHOM
kny6e XMUP B KHMXHOM marasuHe Mnes. 2011.
TpaHckpunt — 3ns Kyneuuukas. Pepaktypa —
Omunuma Ctpayesckas.

1 «[udparopeitckme 30M0TIE CTUXM C KOMMEHTA-
puem lnepoknan / MNep. ¢ apesHerpey. U.1O. Me-
Tep. M.: Aneteiia, Hoseiit Akponons, 2000. 160 c.
GintaeTcs, 4To 3TOT TEKCT BoCxoamT K VI Beky no
PX. 1 oTHocuTCs K ryBoyaiiemy opduieckomy
NNAacTy rpe4yeckoi apxamku.

2 Tpowmukui B. O6 opnHo mogenu BpeMeHu y Bau.
Mearosa / Cumeon. Ne 53-54. 2008. Mapwmx-—
Mocksa. C. 815 -825.

3 BbIpaxasiCb A3bIKOM QHAMUTUYECKOM FrEOMETPUM
[lekapTa, BpeMEHM KOk CBOBOOHOM MepemeH-
HOM.

4 Kamnep [. Teno. Hacunue. borb. C60pHWK cTa-
ten / Mep. ¢ Hem. B. Casuyka. CM6.: Uag-so PXIA,
2010.

5 Huuwe @ Bons k Bnactv Ne 708 / Mep. E. lepubik
1 ap. M.: KynetypHas pesomioums, 2005. C. 390.

6 Hosoe o Maskosckom, [iutepaTypHoe Hacnea-
cteo. T. 65. M.: Hayka, 1958, C. 43-45.

7 O ppaMaTHYECKOM CyabBe 3TUX HAMPABNEHMM
pycckoro asaHrapaa nocne 10-netws OkTsBps
noapo6HO PACCKA3AHO B HOBOM KHMre Enewbl
CupopuHoit. «KoHcTpykTMBU3M Gea Geperos. Mc-
CNENOBAHMS 1 3TIOMl O PyCCKOM aBAHrapae» (Mo-
ckBa: Mporpecc — Tpapmums, 2012).

8 K ToMy Xe, MOUMEHHO M3BECTHO, YTO OfIHMU U Te
Xe PUrypaHTbl MOMUTMYECKOM CLEHbI HEPEaKo
MPOMBILLASIOT TO TAM, TO TYT.

Festival program: MediaImpact

INTERNATIONAL FESTIVAL OF ACTIVIST ART

September 22

20.00

Installation opening: Dmity Bulnygin (RU) “Improvements in the Area”
Installation opening: Noart gallery (RU) “Forest”

Installation opening: Daria Kirillova (RU) “Iron Maiden”

20.00
“The Black Circle: The Moscow Declaration on the Crusade of the Blond Genus”
Performance: Kaveksprojects (GR)

In the midst of a vast economic crisis, that devastates Greek society, the Black Circle carries the
message of the most radical revolutionary assemblies of the Greek youth and visits Moscow to
call forimmediate and effective action. The Orthodox Prophecies are now turning into reality
and the only visible salvation is indeed ante portas. The blond genus is destined to conquer
and rule - is destined to save Europe from the miserable restraints imposed by a corrupted
leadership. According to what is bound to happen, the well-hidden technologies developed
by the secret conclaves of the blond genus will be transferred out of their underground stores.
A new war is about to be unleashed. We must be prepared - be in the right place, the right
time. Dear Russian compatriots, we need information. We need your knowledge and help

to prepare the ground in our suffering country. We need to speed up our destiny and set the
foundations for the forthcoming community. We need you there.

September 24

14.00

Press-conference

Participants: Andrew Boyd (art-activism, USA), Laurie Bellanca (theoretician, FR), Nina Felshin
(cutator, theoretician, USA), Juan Pablo Dias (art activist, DE), Evgeniy Flor (art activist, Russial,
Pablo Hermann (art activist, DE), Robert Huber (art activist, DE), Artem Loskutov (art activist,
RU), Camille Luis (theoretician, RU), Roman Minaev (art activist, curator, RU), Anton Nikolaev (art
activist, RU), Kostis Stafilakis (art activist, GR), Arseniy Sergeev (curator, RU), Joulia Srtauss (art
activist, DE/RU), Tatiana Volkova (curator, RU)

16.00
Press-view

18.00-24.00

Festival official opening

Performances: Kiss My Ba (Novosibirsk), ZIP (Krasnodar), Make (Moscow), Organ Kritischer Kunst
& Paint Syndicate (Berlin), Laboratory of Poetic Actionism (St. Petersburg), Tsvetafor (Moscow),
Rafal Betleevskiy (Warsaw), DISCOMON (Moscow), VJ DB (Moscow)

September 25

16.00
But is it Art2 The Spirit of Art As Activism.
Lecture: Nina Felshin (USA)

Activist art emerged in the mid-1970s and continues to evolve and expand in the tumultuous
21st century. Shaped as much by the real world as it is by the art world, this hybrid cultural
practice raises questions that have long fueled debates about the relationship between art
and politics. In her talk, Nina Felshin, curator, writer; political activist and author of the pioneer
ing book on art and activism will focus on the period from the 1970s to the present by exploring
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the confluence of aesthetic, sociopolitical, and technological impulses of the last 35 years or
more that have contributed to the emergence and evolution of this creative phenomenon.

18.00
Truth is a Virus
Lecture and workshop: Andrew Boyd (USA)

Prank websites. Militant carnivals. Flash Mobs. Virtual sit-ins. Guerrilla musicals. Social activism
has a creative new edge that is melding prank and PR, and blurring the boundaries between
artist and activist, direct action protest and pop art. Andrew Boyd — author, producer, prank:
ster, and 25-year veteran of creative campaigns for social change - will give us a humorous
and inspiring multimedia report from the front lines of this new creative activism, giving us a
fascinating inside look at the media pranksters and viral campaigners making headlines today.
Participants will unpack the strategy & tactics of creative campaigns, learning how to add hu-
mor and artistic savvy to the social change efforts they are currently engaged in.

21.00
Shared Factories
Micro-conferences: kom.post project (France)

Infernational colletive Kom.post will propose a sensitive methodology - the Shared Factory —
that gathers roundtable discussion with artists, activists, theoreticians, and visitors in order fo
offer the direct and interpersonal IMPACT of this special moment.

September 26

19.00
Art and protest. Political art practice between art and activism.
Lecture and discussion: Pablo Hermann and Robert Huber (Germany)

Working since five years with the inferdisciplinary platform of critical art, with a lot of differ
ent artists, theorists and activists shows us a diversified art-practice and several issues of
metodological, economical and social approach. In this lecture i want to describe the advan-
tages of collective work but also the inconveniences of the mostly precarious work and artistic
self-exploitation.

21.00
Shared Factories
Micro-conferences: kom.post project (France)

September 27

14.00

Presentation of “10++ Program Texis for Possible Worlds” book by Peter Weibel

Discussion: ‘Art & Agency in informational epoch: from Duchamp to Manning”

Participants: Peter Weibel (author), Joulia Strauss (artist, initiator of the book and its presenta-
tion), Ksenia Golubovich (letterra.org), Oleg Nikiforov (Logos publishers), Tatiana Volkova (ZHIR
Project)

«10++ Program Texts for Possible Worlds» by Peter Weibel is the first monograph of the author
in Russian. Logos publishers, presents 10+ + attempts of one of the world’s leading art curators
and an action artist, Peter Weibel, “to turn things info words”... It presents 10+ + attempts to
infroduce and structure different art practices as theoretically sound, accomplishable for the
curafor and socially relevant.

But on the whole what is at issue here is the articulation by the curators and artists of the artistic
activity as an agency (Handlung, Postupok), as a kind of work that brings new senses and dif-
ferentiations into the body of reality, and which makes an individual responsibility for the past,
the present and the future possible.

17.00
Rethinking «Overidentification»: Activistic Practices in the Context of the “Greek Crisis”
Lecture: Kostis Stafylakis (GR)

October 4

16.00

Legal protection of political repression

Seminar of AGORA Association

Participants: Pavel Chikov Agora chef, AGORA lawyers Dmitry Dinze and Ramil Ahmetgaliev

The seminar’s participants told about some of the criminal cases initiated for political purposes:
Taisiya Osipova, War art-group, Gaskarov and Solopov. Besides the lawyers told about the
most common mistakes when dealing with law enforcement bodies, gave practical advice on
how to behave during the arrest, planting drugs, searches, calls from the police.

1900

Narcophobia: fear management. Drugs as a tool of political repressions in Russia.
Presentation of project by Andrey Rylkov foundation and ZHIR Project.

Participants — Anya Sarang, Tatiana Volkova, Alexander Delphinov.

The project aims to draw public attention to use of planting drugs as a tool of political repres-
sion fo suppress the initiatives of young artists, social activists and human rights defenders in
Russia, and to promote public debate on this issue. Discourse on drugs in the public space is
surrounded with fear and stigma. This omnipresent narcophobia makes it easy to manipulate
the society by creating new «public enemies». It also feeds repressive drug policies, diverts
public attention from finding real solutions to drug-related and other social problems. www.
narkophobia.ru —is an open web space accepting art-work on the project theme. The project
aims to support and protect young people who became victims of political repression, and

to prevent new victims, fo protect freedom of speech, right to fair trial and to promote a more
humane drug policy.

October 10

15.00 -24.00

“Tactical Media” section within PRO&CONTRA International Symposium

Participants: Alexander Bidin (RU), Ivan Zasurskiy (RU), Dmitriy Zhvania (RU), Artem Loskutov (RU),
Roman Minaev (RU), Victoria Lomasko (RU), Dmitry Model (RU), Anton Nikolaev (RU), Vanessa Maya
Ramos-Velasques (GE/BR), Andrey Velikanov (RU), Tatiana Volkova(RU) and others.

Media activism projects aim is fo change social life, namely media interventions of public space,
locative media, digital communities, creative interfaces for social networks and communicative
communities, art in the form of video games. This section and the corresponding nomination is
oriented fo support artistic innovations in developing media consciousness and social interaction
by transcending geographical, cultural and other borders and reconsidering the relations be-
tween individual, political and financial structures.

Skype-conference with the Yes Men (USA)
Screening of the Yes Men (USA) “The Yes Men fix the world” (2009)
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MEXOYHAPO[HbIN ®ECTVBATIb AKTUBMCTCKOTO MCKYCCTBA

22 ceHtabps

20.00

OTkpbiTME MHCTaNNAUMM [IMMTprs BynHBITMHA «YNyYWEHUs HQ PANOHE»
OTkpbiTHe nHcTannaumu ranepeu Noart «Jlecynec»

OtkpbiTne nictannaummn lapeu Kupunnoson «KenesHas gesa»

22.00
«4epHbIN KpYyr: MOCKOBCKAS AEKNapaLms Kpectosoro noxona benoro fenmsa»
Mepdopmanc: Kaveksprojects (Tpeums)

B pasrap wmpokoMacwTaGHOro SKOHOMMYECKOTO KPM3KMCA, KOTOPIN MoapkIBAET obLie-
cTBEHHbIE yCTOM [Peumm, «HepHbiit Kpyr» 06beanHAET MHEHMS HaMBonee PAAMKANbHbIX

1 PEBOMIOLMOHHO HACTPOEHHBIX FPYMNMMPOBOK FPEYECKON MOMOAEXM M HOHOCHT BU3MUT B
Mocksy, rae Npu3abIBOET K HE3AMEANMTENbHBIM M AKTUBHbIM AENCTBUAM. [1peackasaHms
CBALEHHMKOB HAYMHAIOT COLIBATLCS M EAMHCTBEHHOE BO3MOXHOE CNOCEHME yXe nepen
Hamu. THE BLOND GENUS npussaH 3aBO€BbIBATL M NPABKUTL — NPU3BAH cnacTi Espony ot
TEX XECTKMX COHKLIMI, KOTOPbIE HANATAOT KOPPYMNMPOBAHHbIE NpasuTenscTea. Cyas no
TOMY, YTO BCKOPE [ONMXKHO NMPOU3ONTH, HOAEKHO CKPbIBAEMbIE TEXHOMNOTMM, CEKPETHBIM
obpasom paspaborarHbie THE BLOND GENUS 6yayT nocteneHHo nepemeLlaTbes M3 nog-
MOMbHbIX CKNAAOB. Mbl CTOMM HO MOPOTE HOBOM BOMHbI. M Mbl [LOMXHbI GbiTh FOTOBbI — GbITh B
HYXXHOE BPEMSsi B HYXXHOM MECTE. YBAXKAEMbIE POCCHIMKME COOTEHECTBEHHMKM, HOM HEOB-
XOAMMA MHbOPMALMs. HOM Hy>KHbI BLIM 3HOHMS M MOMOLLb 1 CO3AAHMS MOYBbI B HALLIEM
cTpapatoLlem rocynapcTee. Mol 0Bsi3aHbI COMM PELLUTL CBOIO CyAbBY 1 30N0XMTb OCHOBbI
ANS FPARYLLMX NOKONEHMHMA. Bbl HYXXHbBI HOM.

24 ceHtabps

14.00

Mpecc-koHpepeHums

YuacTHuku: IHapio boia (apT-aktuemct, CLUA), lopu Benanka (teopeTtnk, DpaHums),
TaTbsaHna Bonkosa (kypatop, Poccus), Xyan Ma6no Ouac (apT-aktusmct, fepmanns), Aptem
NockyTos (apT-aktuemct, Poccus), Kamuns Jyu (teopetnk, paHuus), PomaH MuHaes
(apT-akTuemcT, kypatop, Poccus), AnToH Hukonaes (apT-aktueuct, Poceus), Koctue Cra-
dunakuc (apt-aktmemct, peuns), Apcennin Ceprees (kypatop, Poceus), IOnus Crpaycosa
(apT-akTmeuct, Tepmanma/Poceus), Huna ®enwmn (kypatop, Teopetuk, CLUA), EBreHui
®rop (apT-akTneKCcT, Poceus), Mabno XepmarH (apT-aktusmct, lfepmanns), Pobept Xybep
(apT-akTuemcT, Tepmanms).

16.00
Mpecc-nokas

18.00-24.00

OdurumansHoe oTKpbITUE PEeCTUBANS

Mepdopmance: «<babylka nocne noxopox» (Hosocubupck), «3UM» (KpacHoaap), «Nlabo-
pPaATOPMS NO3TUYECKOTO AKLUMOHM3MA» (CankT-MeTtepbypr), «Organ Kritischer Kunst» (Bep-
nuH), «Pacdan betneesckuit» (Bapwasa), «Lsetadop» (Mockea), «DISCOMON» (Mocksa),
«VJ DB» (Mocksa)

25 ceHTa6ps
16.00

Ho nckyccTso nu 3102 [lyx MCKYCCTBA KK OKTUBU3M.
Nexums: Huna @enwmn (CLUA)
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AKTMBMCTCKOE MCKYCCTBO 30POANNOCH B cepeanHe 70-x ronos NpoLwwnoro BeKa 1 npo-
AOMXAEeT PA3BMBATLCA M PACLIMPATLCS U B 6ecnokoitHom XXI Beke. CchopmmpoBaHHas
PeanbHLIM MUPOM B TOM € CTeMNEHM, YTO M MMPOM MCKYCCTBA, TAKAS CMELIAHHAs KynbTyp-
HOS NPAKTMKA NOPOXAAET BONPOCh!, KOTOPbIE AABHO BbI3bIBAIOT PA3HOMMACHS HA TEMy
OTHOLLEHMI MEXAY MCKYCCTBOM M MONUTUKOM. B cBOe/ peun Huna PenwmH, kypaTop,
nucaTens, NONMTUYECKMI OKTUBMCT M ABTOP HOBATOPCKOM KHMMM 06 MCKYCCTBE M NOMK-
TMke, ByneT paccMaTpMBATE Neprop BpemeHu ¢ 70-x rofoB 1 A0 HALWMX AHEN, Mccneays
COBMECTHOE BMUAHUE 3CTETUYECKMX, COLMOMONUTUYECKMX U TEXHONOTUYECKMUX MMMNYNbCOB
nocnenHux 35 net unu gaxe 6onblie. MMEHHO 3T MMMYNbChI AANM TONYOK NOABAEHMIO U
PA3BMTHIO NOAOBHOMO TBOPYECKOTO ABNEHMS.

18.00
Mpaeaa - 370 BUPYC
TNekumsa v sopkwon: dHapio bona (CU_IA)

LWyTouHble canTel. KapHasansl akTneucTos. Pnewwmobsl. BUpTyansHblie 3a6acToBKM.
MapTusaHckue mo3unknsl. CoumManbHAs AKTUBHOCTL MPUMOBPETAET HOBLIE HEOXMAAHHbIE
TPAHU: WYTKK M NMAP CAMBAIOTCA BOEAWMHO, CTUPAIOTCA FPAHMLUbI MEXAY XYAOXHMKOM M aK-
TUBMCTOM, PELUMTENbHBIM MPOTECTOM NMPOTMB KAKMX-NMBO AEMCTBUI U MOM-aPTOM. SHAPIO
Boin — aTop, Npoalocep, WYTHUK U 25-NETHWI BETEPAH TBOPYECKMX KAMMNAHMI1, Goplo-
LWIMXCS 30 OBLLECTBEHHbIE MUBMEHEHMS, — TPEACTABMT HOM BAOXHOBNAIOLLMIA IOMOPUCTHYE-
CKMPt OTYET MPAMO C PPOHTA HOBOTO TBOPYECKOTO AKTUBM3MA, MO3BOMMT HOM 3ATMNAHY Th

B MMP MEAMA-NPOKA3HUKOB M CO3AATENEN BUPYCHBIX KOMACQHMIA, LUIMPOKO OCBELLAEMBIX B
npecce. Y4aCTHUKM PACKPOIOT HOM CEKPETbI CTPATETMI U TAKTMK CO3AAHUSA TBOPYECKMUX
KAMMGHMMA, HOY4aT HAC, KAK C MOMOLLbIO IOMOPQA M XYAOXECTBEHHbIX HOBLIKOB YCOBEPLIEH-
CTBOBATb MOMBITKM OBLIECTBEHHBIX U3MEHEHMI, B KOTOPLIE OHM BOBNEUYEHBI B HACTOSILEE
BpEMs.

21.00
«Obuwas babpukar»
MukpokoHdepeHumm: «<Kom.noct» (OpaHums)

MexayHapoaHbi#i konnekTus «Kom.nocT» npumeHUT metogonoruio «Obuias pabpukar,
koTopas 06bEANHUT AUCKYCCHMU C XYAOXKHMKAMM, AKTUBMCTAMM, TEOPETUKAMM 1 3PUTENSIMM
C LEMbio MPEANOXMTb UM MPSIMOE MEXMEPCOHANBHOE B3AMMOAENCTBHE.

26 cenTabpa

19.00

MCKyCCTBO M MPOTECT — MPAKTUKM MOMMTUYECKOTO MCKYCCTBA MEX/Y MCKYCCTBOM M OKTH-
BM3MOM.

TNekumsa n auckyceus: Mabno XepmarH u Pobept Xybep (Tepmarms)

Pa6oTas B Te4eHUE NATU NET C MEXANCLMUMIIMHAPHBIM HAMPABAEHUEM KPUTUYECKOTO UC-
KYCCTBQ C OFPOMHBIM KOMMYECTBOM PA3HOOBPA3HbIX XYAOXHMUKOB, TEOPETMKOB M AKTUBM-
CTOB, Mbl MOXEM TeNepb HABMIOAATS LWMPOKOE PA3BUTME APT-MPAKTUKM, O TAKXE PA3NMY-
HbIX METOIONOTMYECKMX, IKOHOMUYECKMX M OBLLECTBEHHBIX MOAXOAO0B. B xoae 310 nekumm
6ynyT pPACCMOTPEHbI HE TONMBKO NPEMMYLLIECTBA KONNEKTUBHOM PaBoTkl, HO M Heyno6CTea,
BbI3BAHHbIE HEHAAEXHOCTBIO MPOBOAMMOM PABOTHI M CAMOCTOATEMNbHbBIM XY[OXECTBEHHbIM
MccnenoBaHMEM.

21.00
«O6wan Pabpmka»
MukpokoHdepeHumm: «Kom.noct» (Opanums)

27 ceHTabps

14.00

MpeseHTtaums kHurm Metepa Baibens «10++ NPOrpaMMHbIX TEKCTOB AMS BO3MOXHbIX
MMpOB»

Ounckycems: «McKycCTBO M MOCTYMNOK B MHPOPMALMOHHYIO 3MOXY: OT [LIOLWAHA 4O MIHHMH-
ra»

YuacTHuku: Metep Banbens (astop), IOnua CTpaycosa (xyAOXHMK, MHUMLMATOP KHUM 1 €€
npesenTtaumm), Kcenns fonybosuy (letterra.org), Oner Hukudopos (mapatensctso «Jlo-
roc»), TatbsHa Bonkosa (npoexT XMP)

KHura «10++ nporpammHbIX TEKCTOB Afs BO3MOXHbIX MMPOB» — MEPBAsS MOHOTPAdUS
Metepa Banbens Ha pycckom a3eike. Cepus mediae res, apatenscrso «Jloroc», ceHTsbpb
2011 ropa npepwasnset 10++ aBTOPCKMX NOMNLITOK OAHOIO M3 BEAYLLMX KyPATOPOB MMPQ,
XYBOXHMKA-aKuMoHucTa Metepa Bainbens, «caenatb BeLuu cnosamm». 1o ero 10++
MOMbLITOK NPEACTABUTL M CTPYKTYPUPOBATL PA3MNMUYHBIE XYAOXECTBEHHbIE MPAKTUKM KAK
NPAKTUKM ANCKYPCUBHO BHATHBIE, KYPATOPCKM UCMOMHUMBIE M COLMAMNBHO 3HAYMMBIE.
Peyb npu 3TOM BCEraa MAeT 06 apTHUKySLMU KyPATOPAMM U XYLLOKHUKOAMMU XY[OXECTBEH-
HOM EATENLHOCTM KAK MOCTYMKA, KAK PABOTH BBOASILLEN HOBbIE CMbICTIOBLIE PASMIMYEHMS
B CAMY PE€ANbHOCTL M AENaioLLEeH BOSMOXHOM MHAMBMAYANbHYIO OTBETCTBEHHOCTb 30 NPO-
wnoe, HacToswee u ByayLiee.

17.00

MepeocMmbicnaa «CBEPXMAEHTMDUKALMION. AKTUBUCTCKUE NPAKTUKM B KOHTEKCTE «rpeye-
CKOTO KpPU3MCa»

Nekums: Koctne Cradunakmc ((peuns)

4 okT6ps

16.00

MpaBOBAS 3ALMTA OT MONUTUYECKMX PENPECCUi

Tpenasl + CoseTsl agsokaTos Accoumnaumnn ATOPA

Y4yacTHUKkM: Lued) ATOPbI Masen Yukos, apsokatsl ATOPbl OmuTpuit dnH3e n Pamuns AxmeT-
ranves

Ha ceMnHape BbIN0 PACCKA3AHO O HEKOTOPLIX YTONOBHbIX AENOX, MHULMMPOBAHHBIX B MO-
nuTnyeckux uensx: Tamcms Ocunosa, apT-rpynna «BonHa», XMMKMHCKMHCKUE 3AMOXHMKM
fackapos u Cononos. Kpome Toro, IopuCTbl PACCKA3anu o HaMbonee TMNMYHbIX OWMBKaX
MPM KOHTAKTAX C MPABOXPAHMTENBHLIMM OPTAHAMM, AANU NPAKTUYECKUE COBETHI KK BECTH
cebs

NPy 30AePXAHUM, NOABPOCE HAOPKOTUKOB, OBLICKAX, BLI3OBAX HA Becefy B NONMULMIO.

19.00

Hapkodobus. YnpasneHue CTPAxom.

MpeseHTaumsi COBMECTHOTO NPOEKTA POHAA MM. A. PbinbkoBa 1 npoekta XXMUP
YuactHuku: AHa Capar, TaTesHa Bonkosa, Anekcanap D,ean)MHOB

MpoeKT HaueneH Ha TO, 4TOBbI NPKBNEYb OBLLECTBEHHOE BHUMAHWE K MPOBNEME MCMOofb-
30BAHMA NOABPOCA HAPKOTUKOB KAK CPEACTBA MOMUTUYECKMX PENPECCHIA AN NOAABNEHMS
MHULIMATHMB MOMOMbIX XYAOXKHMKOB, COLMANbHbIX AKTUBMCTOB M MPABO3ALLMUTHUKOB B Poc-
CHM, M CORENCTBOBATL NyBNIMYHOMY OBCYXAEHMIO AAHHOM Npo6nemsl. TeMa HOPKOTHUKOB

B Ny6NMYHOM NPOCTPAHCTBE OBESHA CTPAXOM M CTUIMOIA. Llapawas B obLiecTse Hapko-
obusi NO3BONSET NErKO MAHUMYNMPOBATL OBLLECTBEHHBIM CO3HOHUEM, CO3[ABATL HOBbIX
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«BPArOB HAPOAA», PA3XMIATL PENPECCHBHYIO HAPKOMONMTHKY, OTBNIEKATL OBLIECTBEHHOE
CO3HOHME OT MOMCKA PEATbHOTO PELIEHMs MPOBNEM, CBA3AHHbIX C HAPKOTUKAMM, M APYTMX
coumanbHbix Npobnem obuectsa. Hapkodobus.py — 370 OTKPbLITOE BEG-NPOCTPAHCTBO,
npuHUMaioulee apT-paboThl, MOCBSLLEHHbIE TEME NPOEKTA. [POeKT HaNpPaBnNeH Ha nopa-
AEPXKY M 3ALMTY MOMOMbIX JIOAEHN, KOTOPLIE Y€ CTAIM XEPTBAMM MOMUTUYECKMX PENPEC-
CWi, O TOKXE HO NPEAOTBPALLEHME HOBBIX XEPTB, 3ALMTY CBOGOLI CIIOBA, CMPABEANMBO-
ro NPABOCYAMS M NPOABMXEHME BONEE r'YMAHHOM HOPKOMOMUTUKM.

10 okTa6ps

15.00-24.00

Cekums «TakTnueckmne meaunar» B pamkax cumnosnyma «PRO@CONTRA 2011»

YuyactHukm: Anekcangp buamn, AHopei BenukaHos, TatesHa Bonkosa, OmuTpuit XeaHus,
MeaH 3acypckuit, Buktopmsa Jlomacko, Aptem JlockyTtos, Banecca Mava Pamoc Benackec
(repMC]HMH /qusmnmg), Poman MuHaes, OmnTpuit Mogens, AHTOH Hukonaes

MpoekTsl B 06nacTM MEANAAKTMBM3IMA, HOLENEHHBIE HQ U3MEHEHME OBLLIECTBEHHOM
XU3HM, TAKME KOK MEAMAMHTEPBEHLMM B COLMANLHOE NPOCTPAHCTBO, NOKATUBHLIE MEAM,
UM POBEIE KOMMBIOHUTH, KPEATUBHbIE MHTEPDEMCHI ANS COLMAMNBHBIX CETEN M KOMMYHMKA-
TMBHBIX COOBLLECTB, UCKYCCTBO B POPMATE KOMMBIOTEPHOM Urpbl. CekLms M ONHOUMEHHAs
HOMMUHALMS MPEMUU OPUEHTUPOBAHBI HO MNOAAEPXKY XYAOXECTBEHHbIX MUHHOBALMMA B
Pa3BUTMM MEAMACO3HATENBEHOCTHU M COLMANBLHOTO B3AMMOLENCTBUA Yepes npeoponeH1e
reorpaduyeckmx, KyneTypHbIX M IPOUYMX FIPAHUL, NEPECMOTP OTHOLIEHUI MEXAY MHAMBM-
AYYMOM, NONUTUYECKUMM U (PUHAHCOBLIMU CTPYKTYDOMM.

Ckain-koHdeperums ¢ rpynnoi The Yes Men (CLLIA)
Mokas dpunbma rpynnsi The Yes Men (CLUA) «CornacHsie Ha Bce cnacaiot mup» (2009)
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BIOGRAPHIES

Affinity

Formed by the participants of Kiss my Ba group and the Moscow Union of Radical Artists in

2009 in St. Petersburg.

ART_BUZZ
Formed in 2010 in Moscow.
art-buzz.livejournal.com

Yevgenia Belorusetz
Born in 1980 in Kiev. Lives and works in Kiev.
www.belorusets.com

Rafal Betlejewski
Bornin 1969 in Warsaw, Poland. Lives and works in Warsaw.

Alina and Jeff Blumis

Jeff was born in Kishinev, Moldova in 1958. Alina was born in Minsk, Belarus in 1972.

Live and work in New York City.
www.bliumis.com

Bombily

Formed in 2004 by Anton Nikolaev and Alexander Rossihin in Moscow.

halfaman.livejournal.com

Andrew Boyd
Born in New York City in 1963. Lives and works in New York City.
www. andrewboyd.com

Ivan Brazhkin
Bornin 1985 in Rostov-on-Don, Russia. Lives and works in Moscow.

Dmitry Bulnygin
Bornin 1965 in Novosibirk, Russia. Lives and works in Moscow.
www.bulnygin.com

Vlad Chizhenkov
Bornin 1971 in Pushino, Russia. Lives and works in Moscow.

Alexander Delphinov
Bornin 1971 in Moscow. Lives and works in Moscow and Berlin.

Evgenia Demina
Born in Moscow in 1982. Lives and works in Moscow.

DSPA (Resistance Movement named after Petr Alexeev )
Formed in 2004 in St. Petersburg.
www.dspa.info

Ekaterina Emlyanova
Born in 1984 in Moscow. Lives and works in Moscow.
www.ee-cc.com

Factory of Found Clothes

Formed by Natalya Pershina-Yakimanskaya and Olga Egorova in 1995 in St. Petersburg.
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Nina Felshin
Bornin New York City in 1944. Lives and works in the city of New York.

Yevgeniy Fiks
Born in 1972 in Moscow. Lives and works in New York City.
www.yevgeniyfiks.com

Sofia Gavrilova
Born in Moscow in 1987. Lives and works in Moscow.

Gran Fury
Formed in 1988 in New York City.

Alexey lorsh and Tania Kuznetsova

Alexey lorsh was born in 1963 in Moscow. Tania Kuznetsova was born in 1962 in Moscow.

Lives and works in Moscow.

Kavecsprojects
Formed by Vana Kostayola and Kostis Stafylakis in 2005 in Athens.
www.kavecsprojects.com

Sabina Keric and Yvonne Bayer

Sabina Keric was born in 1984 in Heilbronn. Lives and works in Berlin.
www.sabinakeric.de

Yvonne Bayer was born in 1983 in Ulm. Lives and works in Cologne.
www.yvonnebayer.de

Daria Kirillova
Born in 1984 in Moscow. Currently studies in Vienna.

Kiss my Ba
Formed in 2004 in Novosibirsk by group of siberian artists.
www.kissmybabushka.com

Verica Kovacevska
Born in 1982 in Skopje. Lives and works in Zurich.
www.kovacevska.net

Krovostok
Formed in 2004 in Moscow.
www.krovostok.ru

Matvei Krylov
Born in 1989 in Gay, Orenburg region, Russia. Lives and works in Moscow.
skif-bratok.livejournal.com

Laboratory of Poetical Actionism
Formed by Paul Arseniev and Roman Osminkin in 2008 in St. Petersburg.

Denis Limonov
Born in 1981 in Mogilev. Lives and works in Minsk.
lipovytsvet.blogspot.com

Victoria Lomasko
Born in 1978 in Serpukhov, Russia. Lives in Moscow.
soglyadatay.livejournal.com

Make
Born in 1982 in Moscow. Lives and works in Moscow.
www.makesoserious.com

Mikhail Maksimov
Born in 1974 in Moscow. Lives and works in Moscow.

Evgenia Mikheeva
Born in 1984 in Yekaterinburg. Lives and works in Yekaterinburg.

Marina Naprushkina
Born in 1981 in Minsk, Belarus. Lives and works in Berlin.
www.office-antipropaganda.com

Ne S Ruki
Formed by Natalia Pastuhova, Lena Rybalko, Vera Ishutinova and Olga Zovskaja in 2003 in
Yekaterinburg.

noart Gallery
Formed by Denis Mustafin in 2010 in Moscow.
www. noartgallery.org

OPA + HA

Formed by OPA (Obsessive Possessive Aggression. Slobodanka Stevceska and Denis
Saraginovski) and Sasho Talevski (who uses the pseudonym HA ) in Skopje, Macedonia, in
2003. Existed until 2005.

WWW.0-p-a.0rg

OKK (Organ kritischer Kunst)
Formed by Zorka Lednarova, Pablo Hermann and Juan Pablo Diaz in 2007 in Berlin.
www.kritische-kunst.org

ovosham.net
Formed in 2009 in Moscow.
www. ovoscham.net

Paint Syndicate
Formed in 2008 in Hong-Kong. Artistic department works in Berlin.
www.paintsyndicate.com

Pakhom
Born in 1966 in Moscow. Lives and works in Moscow.

Pasha 183
Born in 1983 in Moscow. Lives and works in Moscow.
www.183art.ru

PG

Formed in 2000 in Moscow.
www.pop-grafika.net
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Anastasia Potemkina
Born in 1984 in Moscow. Lives and works in Moscow.

Elena Prislonova
Born in Yekaterinburg (ex-Sverdlovsk) in 1988. Lives and works in Yekaterinburg.

Pussy Riot
Formed in 2011 in Moscow.
pussy-riot.livejournal.com

Tim Radya
Born in 1988 in Yekaterinburg (ex-Sverdlovsk). Lives and works in Yekaterinburg.

Alexander Raevskiy
Bornin 1979 in Kishinev, Moldova. Lives and works in Kishinev.

R.E.P.
Formed in 2006 by Lada Nakonechna, Lesya Khomenko, Nikita Kadan, Zhanna Kadyrov,
Xenia Gnilitskaya, Vladimir Kuznetsov in Kiev, Ukraine.

RSD and CWU

Russian Socialist Movement (RSD)
Formed in 2011 in Moscow.
www.anticapitalist.ru

Creative Workers Union (CWU)
Formed in 2010 in Moscow.

Anastasiya Ryabova and Elena Martynova
Anastasiya Ryabova was born in 1985 in Moscow. Lives and works in Moscow.

Elena Martynova was born in 1985 in Machachkala, Dagestan. Lives and works in Moscow.

Silence=Death Collective
Formed in 1987 in New York City.

Vasily Shumov
Born in 1960 in Moscow. Lives and works in Moscow.

Denis Solopov
Born in Moscow in 1987. Lives and works in Maastricht, the Netherlands.

SOSka
Formed in 2005 in Kharkiv, Ukraine.

Dmitry Spirin and Tarakany
Formed in 1991 by Dmitry Spirin in Moscow.

Joulia Strauss & Moritz Mattern

Joulia Strauss was born in 1974 in St. Petersburg. Lives and works in Berlin.
www.jouliastrauss.net

Moritz Mattern was born in 1981 in Berlin. Lives and works in Berlin.

SVOI 2000
Formed in 1999 by Marina Potapova, Sergei Loban and Dmitry Model.

Edward Tarletski (Madame Zhu Zhu)
Born in 1975 in Minsk, Belorus. Lives and works in Warsaw.

Chryssa Tsampazi
Born in 1975 in Rheine, Germany. Lives and works in Berlin.

Tsvetafor
Formed in 2001 in Moscow by Red, Blue and Greene. Lives and works in Moscow.
tsvetafor.livejournal.com

Voina (Moscow Faction)
Formed in 2009 by Nadezhda Tolokonnikova and Petr Verzilov in Moscow.

Alexander Volodarskiy
Born in 1987 in Lugansk, Ukraine. Lives and works in Nuremberg.
www.shiitman.net

The Yes Men
Formed in 1999 by Andy Bichlbaum and Mike Bonanno in New York City.
www.theyesmen.org

Zasada Zetkin
Formed in 1995 in Yekaterinburg.

Alexander Zhunev
Bornin 1984 in Perm. Lives and works in Perm.

ZIP
Formed in 2009 by Eldar Ganeey, Evgenie Rimkevich, Stephen and Vasily Subbotin, Kon-
stantin Tchekmaryov in Krasnodar, Russia.

Olga Zovskaya
Born in 1983 in Samara. Lives and works in Yekaterinburg.
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EOTPAQUN

Affinity
OB6pazoBaHa y4aCTHUKAMM rpynnel «babyLika nocne NoxopoH» M MOCKOBCKOTO COlo3a
POAMKAnbHLIX XyaoxHukos B 2009 B CaHkT-MeTepbypre.

ART_BUZZ
lpynna 6pasosaxa B 2010 rony B Mockse.
art-buzz.livejournal.com

Babywka nocne noxopoH
O6pasoBaHa rpynnoi cubupckux xynoxHukos B 2004 rony B HoBocubupcke.
www.kissmybabushka.com

Esrenus benopycey
Popunace 8 1980 rony B Knese. Xuset n pc6omer B Kuese.
www.belorusets.com

Padan betneeckmit
Poauncs B 1969 roay B Bapwasge, Monswa. Xuset n pabotaet B Bapwase.

Anuna u Ixecdd bnommnc

AnuHa brntomuc poaumnace B 1972 rogy 8 MuHcke, benopyccus.
Oxedd Briomuc poauncs B 1958 roay 8 KuwmHese, Monposa.
XKueyT B Hbto-Mopke, CLLUA.

www.bliumis.com

Suppio bonp . .
Poauncs B Helo-Mopke B 1963 roay. XuseT u pabotaert B Hblo-Mopke.
www.andrewboyd.com

Bom6unbl
O6pasoBaHa AHTOHOM Hukonaesbim M AnekcaHapom Poccuxmubim B 2004 roay B Mockse.
halfaman.livejournal.com

MeaH BpaxkuH
Popunca s 1985 rogy 8 Poctose-Ha-[loHy, Poccusa. Xuset n p060ToeT B Mockse.

OMuTpUit BynHbirMH
Poauncs B 1965 rony B HoBocnbupcke. Xuset u paboTtaeT 8 Mockse.
www.bulnygin.com

BoitHa (Mockosckas dppakums)
O6pasosaHa Hapexpor TonokoHHMKoBOM 1 MeTpom Bepsunossim B 2009 roay B Mockse.

AnekcaHgp Bonopapckui

Poauncs 1987 ropy B ropope Jlyramck, YkpauHa. B HacToswee Bpems npoxoauT obyuerune
8 HiopHbepre.

shiitman.net

Codbs laspunosa
Popunace B 1987 rony B Mockse. XuseT u pcGomeT B Mockse.

Gran Fury ~
lpynna obpasosaHa B 1988 roay 8 Heio-Mopke.
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Anekcanpp fAenbcduHos
Poanncs B 1971 roay B Mockse. XXuseT u pabotaet B Mockse u bepnuHe.

Esrenus lemmHa
Poomnace B 1982 rony 8 Mockse. Xuset u po6omeT B Mockse.

OCNA (OsuxeHune conpoTtusneHus nmeHm Metpa Anekceesal)
OsuxeHue obpasosaHo B 2004 ropy e MeTepbypre.
www.dspa.info

ExatrepuHa EMenbsHoBa
Poomnace B 1984 rony 8 Mockse. XuseT u pc160Tc1eT B Mockse.
www.ee-cc.com

The Yes Men ;
lpynna o6pasosaHa B 1999 rogy SHan Buunbaymom n Martkom BoHaHHo B Heit-Mopke.
www.theyesmen.org

AnekcaHpp XyHes
Popuncs B 1984 ropy B Mepmu. Xuset u pabotaert B Mepmu.

3acapna LletkuH
lpynna obpasosaHa B 1995 roay B Ekatepunbypre.

Onbra 3osckas
Popunace 8 1983 rony 8 Camape. XXuseT u paboTaeT B EkatepuHbypre.

3un
O6PG3OBOHO Snbpapom laHeesbiM, EBreHnem Pumkesmuem, CrenaHom n Bacunmem Cy6-
60THHbIMM 1 KoHCTaHTMHOM Yekmapessim B 2009 roay B KpacHopape, Poceus.

Anekcen Mopuw m TaHs KysHeuyosa
Anexcen Mopw poamnnca B Mockse B 1962 ropy. TaHs KysHeuosa poaunack 8 Mockse B
1963 rogy. XXusyT 8 Mockse.

Kavecsprojects

lpynna o6pasosaHa BaHoit Koctaitonoi u Koctucom Cracbunakmucom s 2005 roay B Adu-

HaX.
www.kavecsprojects.com

CabuHa Kepuy 1 UsoHH Baiep

Cabura Kepuu poaunacsk B 1984 rofy s r. Xaine6poHH, fepmanus. XuseT u pabotaeT B
bepnuHe.

www.sabinakeric.de

MeoHH Baitep poamnacs B 1983 rogy B r.Ynem. XXuset u pabotaeT B KenbHe.
www.yvonnebayer.de

Hapbs Kupunnosa
Poounace B 1984 rogy 8 Mockee. B HacToswee Bpems npoxoauT o6yqume B Bene.

Bepuka Kosauescka
Poomnace B 1982 rogy 8 Ckonbe, MakeaoHus. XuseT u po60quT 8 Liopuxe, LLseiuapus
www.kovacevska.net

Kposoctok
Tpynna o6pasosaHa B 2004 rogy B Mockse.
www.krovostok.ru

Marteen Kpbinos

Popuncs e 1989 rony B OpeHbyprckoi obnactu, B ropoae lait. Xuset u pabotaet B Mo-
cKkBe.

skif-bratok.livejournal.com

Na6opaTopms No03THYECKOro AKLMOHU3MA
O6paszosaHa B 2008 roay Masnom ApceHbesbim M PoMaHoM OcMUHKMHBIM B CaHKT-
Metepbypre.

Buktopmsa Jlomacko
Popunace B 1978 rony 8 Cepnyxose. XXuseT u paboTaeT B Mockae.
soglyadatay.livejournal.com

Nenuc JiumoHos
Popunca e 1981 rogy 8 Morunese. Xuset u po60ToeT B MuHcke.
lipovytsvet.blogspot.com

Mwmxaun Makcumos
Popunca e 1974 rony 8 Mockse. XXuseT u pc160Tc1eT B Mockse.

Make (AHTOH Monbckuit)
Popunca B 1982 B Mockse. Xuset u po6omer B Mockse.
www.makesoserious.com

EsreHus Muxeesa
Popunace B 1984 rony B EkatepuHbypre. XXuset u pabotaet B Ekatepunbypre.

MapuHa HanpywkuHa
Popunace B 1981 roay B MuHcke, benopyccus. Xuset u paboTtaeT 8 bepnuHe.
www.office-antipropaganda.com

He ¢ pykn
Tpynna ob6pasosaxa B 2003 rogy Hatanseit Mactyxosoi, JleHoit Puibanko, Bepoit My tu-
HoBso# 1 Onbroi 3osckoit B EkaTepuHbypre.

lfanepes Noart
O6pazosaHa leHncom MyctacuHeim B 2010 rogy B Mockse.
www.noartgallery.org

OBowam.HeT
O6pazosaHa B 2009 rony B Mockse.
www.ovoscham.net

OPA

06p03OBOH0 aystom OPA (Cno6opankor Cresuecka n JeHucom COpGI’MHOBCKM) n Cawo
Tanescku (KOTopr MCNONb3yeT NCEBAOHMM HA) 8 2003 roay B Ckonee, MakeaoHus. Cyuie-
ctesoBanana go 2005 roga.

WWW.0-p-a.org
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OpraH KpUTUYECKOrO MCKYCCTBA

Mpynna obpasosaHa 3opkoit lleaHaposon, Nabno XepmaHHOM 1 XyaHom Mabno Auacom
8 2007 rony B bepnuHe.

www.kritische-kunst.org

Maxom
Poawnncs B 1966 ropy B Mockse. XXuset u pabotaet B Mockse.

MNawa 183
Poawnncs B 1983 rony 8 Mockse. XuseT n pabotaet 8 Mockae.
www.183art.ru

nr
Mpynna o6pasosaHa B 2000 rogy B Mockse.
www.pop-grafika.net

Paint Syndicate

O6pasosaHa B 2008 roay B [OHKOHre. XyROXECTBEHHbIM AENAPTAMEHT HOXOAMTCS B bep-
nuHe.

www.paintsyndicate.com

AHactacus MoremknHa
Poannacs B 1984 rogy B Mockse. Xuset 1 pabotaet B Mockse.

Enena MpucnoHosa
Poannacs B 1988 ropy B EkatepnHbypre. Xuset n pabotaet 8 EkatepuHbypre.

Pussy Riot
O6pasosaHa B 2011 roay B Mockse.
pussy-riot.livejournal.com

Tum Paps
Poawnncs B 1988 roay B Ekatepunbypre. Xuset u pabotaert B Ekatepurbypre.

Anekcanap Paesckui
Poawnncs B 1979 rogy B KuwuHese, Monaosa. XuseT u pabotaert B KnwumHese.

PCOA n CTP

Poccuiickoe coumanucTmueckoe asmuxenue (PCL)
O6pasosaHo B 2011 roay B Mockse.
www.anticapitalist.ru

Cotos Teopueckmnx PaGoTHukos (CTP)

O6pasosaH B 2010 roay B Mockse.

P.2.M.
O6pasosaHa B 2006 roay Napon HakoHeuHo, Nleceit XomeHko, Hukutom KapaHom, XXaH-
Hoi Kapgbiposo#, Kcenner Thunuukon, Bnagummnpom KysHeuossim B Kuese, YkpanHa.

AHactacus Pa6osa u Enena MapTbiHoBa

Anactacus Pa6osa popnnack 8 1985 rogy B Mockse. XXuseT u pabotaet B Mockse.
EneHna MapTeiHoBa poamnacs B 1985 roay 8 Maxaukane, JarectaH. Xuset u pabotaet B
Mockse.

Silence=Death Collective ;
lpynna o6pasosaHa B 1987 roay B Helo-Mopke.

CBOM 2000
O6pazosaHa B 1999 rony MapuHoit Motanosoit, Cepreem Nlobarom u Amutprem Mope-
nem B Mockse.

OmuTpuit CnupuH u TapakaHb!
Tpynna o6pasosaHa Amutpuem CninpuHeim B 1991 ropy B Mockee.

Nenuc Cononos
Popunca s Mockee B 1987 roay. Xuset n pa60TaeT B MaacTpuxTe, HupepnaHasl.

SOSka
lpynna o6pasosaHa B 2005 roay B XapbKkose.

lOnus Crpaycosa u Moputuy MatrepH

{Onua Crpaycosa

Popunace B 1974 rony 8 CaHkT-MeTtepbypre. XuseT u pabotaet B bepnuHe.
www.jouliastrauss.net

MopwuTuy MaTTepH

Popuncs B 1981 rogy B BeprnuHe. XXuseT u pabotaet B bepnuHe.

3asapa Tapneukuit (Magam Xy Xy)
Popuncs e 1975 roay B Knese. XXuset u pabotaet B Bapiiase.

Kpucca Tcamnasu
Poaunace B 1975 ropy B PeitHe, lfepmarus. XXuseT u pabotaet B BepnuHe.

®abpuka HaMAEHHBIX OAEXA
O6paszosaHa Hatanke MepmnHa-Akumanckoit u Oneroi Eroposoit B 1995 roay B CaHkT-
Metepbypre.

Huva ®enwmn ~
Poaunace B Helo-Mopke B 1944 ropy. XXuset n paboTaeTt 8 Hbio-Mopke.

Esrenmi ®ukc .
Poauncs B 1972 roay B ropoae Mockse. XXuseT u pabotaert B Hblo-Mopke.
www.yevgeniyfiks.com

Usetadop
O6pasosaHa B 2001 rogy KpacHsim, CHMM 1 TpMHOM B MockBe.
tsvetafor.livejournal.com

Bnap YnxeHkos
Popunca e 1971 roay s r. MNMywmnHo, Poccua. XuseTt u pc160Tc1eT B Mockse.

Bacunuit lWymos
Popunca e 1960 roay 8 Mockse. XuseT u pc160Tc1eT B Mockse.
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ZHIR Project (Moscow, Russial)

ZHIR is an independent non-commercial project that focuses on the research, articulation,
promotion and development of art-activism, i.e. an art that aims to effect social change. ZHIR
collaborates with artists who work at the intersection of artistic and activist practices. ZHIR is a
new type of a mobile art institution, that is able to operate in different locations internation-
ally, and with different modalities of events, including virtual ones.

www.zhiruzhirru

The ARTPLAY Design Center (Moscow, Russia)

The ARTPLAY Design Center is 6000m? of exhibition space that hosts exhibitions, concerts and
festivals all year round. The Center’s particular focus is on supporting cultural initiatives of

the young, such as the Moscow Infernational Biennale of Young Art “Que vive?’, the Moscow
Biennale of Contemporary Art and Moscow’s Biennale of Architecture (ARCh Moscow), as well
as other multi-media, social and environmental projects. Among the many cultural institu-
tions located on the Center’s premises are the British Higher School of Art and Design, a film
school, language schools and a creative arts class for kids. The Center regularly holds work-
shops, seminars and public lectures on design, architecture, music and contemporary art.
www.artplay.ru

ARTPOLITIKA (Yekaterinburg, Russia)

ARTPOLITIKA is a non-commercial Yekaterinburg-based organization operating in the field
of public art. The agency was established in 2002. Its primary focus is on the integration of
contemporary art into the public spaces of Russia’s major cities. Among its key priorities is the
creation of innovative landscape projects that shape the uniqueness and specificity of the
cultural scene of the cities.

www.artpolitika.ru

Andrey Rylkov Foundation for Health and Social Justice (Moscow, Russia)

ARF is a grass-roots organization from Moscow, Russia with the mission to promote and
develop humane drug policy based on tolerance, protection of health, dignity and human
rights. The Foundations’ “Narcophobia. Fear Management” project was launched in 2011 in
cooperation with the Zhir Project, the BPP group, the noart gallery, and the PAN.D.A. theater.
The project aims at attracting public attention to the problem of using Russia’s increasingly
restrictive drug policies as a tool for political repression with drug police planting drugs to
young artists, social and human rights activists in order to curb their initiatives.
http:/rylkov-fond.org

The noart Gallery (Moscow, Russia)

The mission of this gallery is a search for art beyond the boundaries of art per se. The gallery
seeks to become a space for research bringing together creative experiments and initiatives
of contemporary “non-artists”. It probes the limits of art beyond the visual arts; it promotes
creative experiments in various fields and disciplines and at their arbitrary intersections; it
seeks out new talents; it operates in the total performance format. The gallery does not have
a permanent address as it does not need any. It speaks out against commercial art and is
open for cooperation.

www.noartgallery.org

Mpoek T XXHP (Mockea, Poccwmsi)

XUP saBnseTtcs HE3ABMCUMBIM HEKOMMEPUECKMM NPOEKTOM. [lesTenb,HOCTb NPOeKTa NOCBs-
LLEHA M3YYEHMIO, APTUKYNALMM, NOOQOEPXKE M PA3BMTMIO MONSA APT-OKTMBM3MA — MCKYCCTBA,
HAMPABNEHHOTO Ha obLEeCTBEHHbIE M3MEHeHMs. XXMP po60Tc1eT C QBTOPAMM, Ubsl AeATENb-
HOCTb HOXOAMTCS HA CTLIKE XYAOXECTBEHHbIX M AKTUMBMCTCKMX NpakTuk. XXMP npeacTtasnset
coBOW HOBbIM TUM MOBMIBHOM XYOOXECTBEHHOM MHCTUTYLMU, OCYLLECTBNAIOLEN CBOIO
AEATENbHOCTb HO PA3HBIX MNOLAAKAX MMPA B PA3NMYHbIX (POPMATAX MEPOTIPUSTHUI, BKITIOHAS
BUPTYQnbHbIE.

www.zhiruzhir.ru

Llentp am3anHa ARTPLAY (Mockea, Poccwmsi)

Llentp ansaiHa ARTPLAY - 370 6000M? BEICTOBOYHBIX MNOLLAAEHN, TAE MOCTOAHHO MPOXOAAT
BbICTOBKM, KOHLEPTHI, pecTnBanu. LieHTp yaenset ocoboe BHUMAHME NoaAepxKe KynsTyp-
HbIX MHULIMOTHMB MONOAEXM, TAKMM KAK MOCKOBCKAS MEX AyHAPOAHAs BUeHHane Monoforo
nckycctea «Cron! Kto upet?», Mockosckon 6ueHHane COBPEMEHHOrOo UckyccTea, Mockos-
cko¥ BreHHane apxutekTypbl APX MOCKBQ, O TAKXXE MyNETUMEOMIMHbBIM, COLMATbHbIM K
3KOMNOTMYECKMM NPoeKTaM. Ha Tepputopmm ARTPLAY paboTaioT BpuTaHCKas BbICLIAS LWKONA
AM3AMHA, KMHOLWKOMNA, KYPChl MHOCTPOHHBIX 3bIKOB, AETCKAS CTYAMS, PEMYNSPHO NPOBO-
ASTCS MACTEP-KNACChl M CEMUMHAPBI, OTKPbITHIE NEKLIMM MO AM3AMHY, APXMTEKTYPE, My3bIKE U
COBPEMEHHOMY MCKYCCTBY.

www.artplay.ru

AreHtcTBo «APTMOJIUTUK A» (Ekateprubypr, Pocchmsi)

ArentcTBO «APTMIOSIUTUK A» — HeKOMMEpUYeCKas ekaTepuHByprckas opraHmMsaums, pabo-
Talowas B cepe Tak HasbIBAEMOM NAbnuK apT, MCKYCCTBA B TOPOACKOM cpefe. AreHTCTBO
CNeumMan13npPyeTcs Ha MHTErpPaLMM COBPEMEHHOTO MCKYCCTBA B MyBNM4HLIE NPOCTPAHCTBA
KpynHewnwmx roponos Poccuu. OCHOBHLIE NPUOPUTETHI AEATENLHOCTM — CO3AAHUE UHHOBA-
LIMOHHBIX CPEMOBbIX MPOEKTOB, MO3BOMNAIOLIMX (DOPMMPOBATL YHUKAMBHOCT KYNLTYPHOTO
naHawadgTa ropoaos.

www.artpolitika.ru

DoHA CORENCTBMA 3aLWMTE 3[0POBbLSA M COLMANBHON CNPABERNMBOCTU UM. AHLpEs
Peinbkosa (PAP) (Mockea, Poccus)

DAP — 06LLECTBEHHASN OPTAHM3ALIMS, MUCCHS KOTOPOWH — COCOBCTBOBATL PA3BUTHMIO HAP-
KOMONWUTUKM, OCHOBAHHOM HA M'YMOHHOCTH, TEPMMMOCTH, 3ALLUMTE 3A0POBbS, AOCTOMHCTBA

v npas yenoseka. C 2011 roaa Hayancs npoekT «Hapkodobus. YnpasneHue cTpaxom»,
peann3oBaHHbIi PoHaoM coBmecTHO ¢ npoekTom XKXMP, rpynnoit «bIMM», noart ranepeeit n
MaHAa-TEATPOM. ITOT NPOEKT HAUENEH Ha NpUBNeYeHNe OBLIECTBEHHOTO BHUMAHMS K MPO-
6neme MCNomnb30BAHMS MOABPOCA HAPKOTMKOB KAK CPEACTBA NOMMUTUYECKUX PENPECCHit ANs
NOAABNEHUS MHULIMATUB MONOMABIX XYAOXHKUKOB, COLMANbHbIX OKTUBMCTOB M MPABO3ALLMTHU-
KoB B Poccum.

http:/rylkov-fond.org

fanepes noart (Mocksa, Poccus)

Muceus ranepen — MoMCK MCKYCCTBA 30 NPEAENamm MCKyccTsa. [anepest BUOMT CBOIO 3aaady
B TOM, YTOBbI CTATH MCCNEAOBATENBCKOM MNAT(MOPMOM, OBLEAMHAIOLLEN YCUIMS M TBOPYECKME
3KCMEPUMEHTbI COBPEMEHHbIX «HE-XYIOXHMKOB». HaNPaBNeHus ee [esTenbHOCTH BKTIO4AIOT
MCCNEeNOBAHME FPAHML UCKYCCTBA 30 NMPEAENaMM M30BPASUTENBHOTO MCKYCCTBA; TBOPYE-
CKME IKCMEPHUMEHTbI B COMbIX PASIIMYHBIX OBNIACTAX M B MX NMPOMU3BObHBIX COYETAHMSIX; MOUCK
HOBBbIX MMEH; paboTa B popmaTe TOTanbHOro nepdopmaHca. lanepes noart He MMeEET No-
CTOSIHHOM MMOLLG/AKM, MOCKOMbKY B STOM HET HUKOKOM HEOBXOAMMOCTH. [anepes BbicTynaet
NPOTHB KOMMEPHECKOTO nckyccTea. Noart ranepest OTKphITa K COTPYAHMYECTBY.
www.noartgallery.org
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OKK/Raum 29 (Berlin, Germany)

The OKK/Raum 29 is an artist-run platform for cultural activism.

The atelier is an exhibition space and a media platform for dialogue, a site for experimen-
tation in the spirit of Beuys’ “extended definition of art”. The OKK seeks to not only promote
individual artists, but also to provide the basic structure for artists and citizens to join an
open network for specific activities. The OKK has been home to various collaborative

and socially-engaged projects at the intersection of art and activism. It has engaged with
the life of the local community of Wedding (Berlin) and reached from the regional to the
national and international level. The OKK/Projectgroup focus their work on the socio-
critical culture. For them, art is a plough for toiling in the socio-political field against the
reactionary tendencies like racism, militarism, sexism, fascism and their inhumane expres-
sions.

www. kritische-kunst.org

Letterra.org (Moscow, Russia)

Letterra.org is a project in the field of humanities launched jointly by the Logos Publish-
ers and the German cultural quarterly Lettre International. The project undertakes to
publish selected texts (which are also published online at www.letterra.org), public lecture
series (The off-university), conferences (the Moscow sessions of the Dictionary of War) and
round-tables. The project is also involved with contemporary art exhibitions. Within the
framework of the project a series of interviews are being conducted with today’s “heroes”:
people, whose activity in their fields is marked by innovation, personal integrity and the
power of choice.

www.slowar.tv

KOM.POST (France)

Founded in 2009 in Berlin, kom.post is an interdisciplinary collective made up of thirty
international artists and researchers. Kom.post members base their research and actions
on process; they attach less importance to the production of a collective work than to set-
ting in motion a terrain for interrogation, which activates creative “micro-groups”. As the
work methods are diverse, each member is able to nourish, prolong, and counterbalance
the research of another member or that of the group as a whole, following the principles,
which are dear to kom.post: the “exchange of knowledge” and the “reprise”, or “re-take”.
kom.postis nomadic and presents its creation (performances, new form of mediations,
exhibitions) at various European and international events.

www.kompost.me

ThankEve (Amsterdam, the Netherlands)

ThankEve is a non-profit organization specialized in the development and realization of
documentary films and other media productions. In all of their projects, ThankEve deals
with important social and political issues and have a strong, but not exclusive, focus on
Russia. Over the last 3 years they have developed a short film series on cultural identity
of the world’s smaller nations. The company’s most recent production “Sinners’ Disease”
is a documentary on AIDS and HIV activism in Russia. ThankEve also has an extensive
experience in organizing international exhibitions and cultural events.

www.thankeve.nl

OKK/Raum 29 (BepnuH, lepmanmus)

OpraH kpuTHyeckoro uekycctsa (OKM) / Raum 29 ssnset coBom nnatdopmy Ans Kymsryp-
HOTO AKTMBM3MA, PYKOBOASAT KOTOPOM CaMM XyAOXHUKK. ATenbe OKW — 370 ogHOBPEMEHHO
BLICTABOYHOE NPOCTPAHCTBO, U MeanadOpym Ans BEAEHMS AMANOrA HA BAXHbIE ANs y4aCT-
HMKOB TE€MbI, U MECTO ANS 3KCMEPUMEHTOB B fly X€ «PACLUIMPEHHOTO NMOHUMAHUS MCKYCCTBAY,
npeanoxeHHoro borcom. OKM BuamMT cBOEH MUCCHEN HE TONBKO NPOABMXEHUE OTAEMbHbIX
XYOOXHMKOB, HO M CO3AAHME BA30BOM CTPYKTYPBI AN BOBMNEYEHMS XYAOXHUKOB M PAAOBLIX
rPAXAQH B OTKPLITYIO CETb AN PEANM3ALMM KOHKPETHLIX MHUUMATHB. Ha nnowaake OKM
YK€ COCTOSANMUCh CAMbIE PA3HOOBPA3HbIE MPOEKThl, OCHOBAHHbIE HA COTPYAHMYECTBE rPynn
1 XYAOXHMKOB, NOCBALIEHHBIE COLMANbHLIM MPoBriemam, NPoekTsl, paboTaloLme Ha CTbike
MCKYCCTBA M akTMBM3MA. OKM NPpUHMMAN aKTUBHOE YYaCTME KAK B XM3HM BEPRMHCKOTO
paitoHa BeaauHr, Tak 1 B Npo6nemax Apyrx PEerMoHoB lepMaHmMm M 3apyBeskHbIX CTPAH.
OcHoBHbIM HanpasneHuem aestensHocT OKU sBnseTcs ccepa coumanbHO-KPUTUYECKOH
KynsTypbl. McKyccTBO — CBOErO poaa Niyr Ans BO3AEMNbIBAHWS COLMOMNONMUTUYECKOrO nons,
opyane 60pb6bl NPOTUB PEAKLMOHHBIX TEHAEHLMIM, TAKMX KAK PACKU3M, MUITUTAPU3M, CEKCU3M
1 PaLmam, 1 Ux BecyenoBeyHbIX MPOABNEHMI.

www. kritische-kunst.org

Letterra.org (Mocksa, Poccus)

Letterra.org — ryMaHUTApHbIM MPOEKT, CO3AAHHBINA M3OATENLCTBOM «Jloroc» B coppyXecTse

C HemeLukum nsganmnem Lettre International. B PAMKQX NPOEKTA OCYyLLEeCTBAAETC M3naHue
OTAenbHbIX TEKCTOB, NyBnMKkaums ux Ha cante www.letterra.org, opraHM3aLms NEKLUMOHHbIX
Kypcos (PaBounit yHuepeuteT), KoHdpepeHumit (Mockosckue ceccmm Cnosaps BOVHLI) 1
KPYrmbix CTONOB. [POEKT TaK ke y4acTBYET B BHICTABKAX COBPEMEHHOTO UCKycCTBA. OfHMM U3
HAMPABEHUI AEATENbHOCTU MPOEKTA SABNSETCA CO3AAHME CEPUM MHTEPBBIO C COBPEMEHHBI-
MM «TepOsiMM», MIOAbMM, Ybsi AEATENBHOCTb B CBOEM Chepe XAPAKTEPU3YETCH HOBATOPCTBOM,
nosuumeit u cunoi seibopa.

www.slowar.tv

KOM.POST (®paHums)

Mex aucumnnuHapHeii konnek e kom.post 6in ocHosaH B 2009 rony B beprinHe. B Hero
BXOLAT TPMALIATE X YAOXHMKOB M MCCNEAOBATENEMN U3 PA3HLIX CTPAH, MCCNEA0BATENbCKAS
AeATenbHOCTb M PABOTA KOTOPbIX OCHOBAHbI HO MPOLIECCE, M KYAA B MEHBLLEN CTEMEHM Ha
CO3AAHMM KONNEKTUBHBLIX PAbOT. YneHbl kom.post cuntaloT Gonee BaxHbIM NPUAATE MMMTYMLC
ABUXEHMS MCCNEefoBATENLCKOMY NOMIO, AKTUBU3MPOBAB TEM CAMBIM 1€ATENLHOCTL TBOPYE-
CKMX «<MUKPO-rpyn». MOCKOMbKY B KONMNEKTMBE MPAKTUKYIOTCS COMbIE PA3HOOBPA3HbIE METO-
Abl PABOTBI M UCCNIEAOBAHMS, 3TO NO3BONAET KAXAOMY Y4YACTHUKY MUTATL M MPOAOMXATL MPO-
€KTbl IPYT APYTd, UMM NPOTMBOMOCTABNATE MHAMBUAYAMNbHLIM PABOTAM MM MPOEKTAM BCEM
rPpynMbl YTO-TO CBOE, CMEeAyst OCHOBOMONArAIOLLMM NPUHLMNAM kom.post: «oBMmeHy 3HAHMS-
MM» U «NOBTOPHOMY MCMOMHEHMIO» UMK «NePen3naHuion. Kom.post — KonneKkTUB-KOYEBHMK,
HE MMEIOLLMIM NOCTOSHHOTO OAPECA U MPEACTABNSIOLLMIA CBOW PABOThl (TepdOMAHCh, HOBbIE
POPMbI MEAMALIMM, BEICTABKM) HA PABIMYHBIX EBPOMEMCKNUX U MUPOBLIX MIOLLOAKAX.
www.kompost.me

ThankEve (Amctepaam, Hupepnauasi)

ThankEve — 370 HENPABMTENLCTBEHHASR OPTAHM3ALIMS, CNELMANMU3MPYIOLLASCS HA PA3BUTMM

1 Peanu3aLmMm 0OKYMEHTANBLHOTO KMHO M APYroi meauanpogykumu. Bce npoekTsl ThankEve
06paLLEHbl K BOXHbIM OBLLECTBEHHbBIM M MONUTUYECKMM MPOBNEMAM M B 3HOUMTENBHOM CTE-
neHu cchokycmnposaHsl Ha Poccun. 3a nocnepHnue Tpu rona ThankEve cHsna cepmio KOPOTKMX
PHNbLMOB O KYNBTYPHOM MOEHTUUHOCTM MANOYMCIIEHHBIX HAPOAOB. [oCNenHM! NOKYMEH-
TANbHbIM DUMLM, CHSATHIA KOMNAHKE, «Sinners’ Disease» [«boneaHb rpeLHkos» ] noceaLeH
poccuitckmm BUY/CMNNI-akTuenctam. Kpome Toro, komnaxus obnapaet 06UJl4prIM OMbITOM
npoBEeAeH!s MeXAYHAPOAHbIX BLICTABOK M COBLITUI B OBNACTH KYNLTYPbI.

www.thankeve.nl
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ADDUHUTU (RU), ART BUZZ (RU), BABYLLKA MOCHE
MOXOPOH & KISSMYPETRUSHKA (RU), EBIEHMS
BENOPYCELL (UKR), PA®AIT BETIIEEBCKMM (PL), ANIMHA &
IXKED® BITIIOMMC (US), SHOPIO 5OMA (US), BOMBUITbI
RU), MBAH BPAXKMH (RU), OMWUTPMIA BYSHbITMH
RU), METEP BAMBENb (DE), BOMHA (RU), ANMEKCAHAP
BOJIOOAPCKMI (UKR), CO®bS TABPMIIOBA (RU),
GRAN FURY (US), ANEKCAHOP OENb®UHOB (RU/DE),
XEHS! EMMHA (RU), XYAH MABJIO OMAC (DE), OCMA
RU), EKATEPUHA EMENBIHOBA (RU), THE YES MEN
US), ANEKCAHOP >XYHEB (RU), 3ACAOA LIETKMH
RU), ONbrA 30BCKAS (RU), 3MM (RU), AJTEKCEM
MOPLL & TAHSI KY3HELIOBA (RU), KAVECSPROJECTS
(GR), CABMHA KEPMY & MBOHHE BAMEP (DE), JAPbS
KUPUNIIOBA (RU), BEPMKA KOBAYEBCKA (MK/CH),
KOM.MOCT (FR), KPOBOCTOK (RU), MATBEM KPbITOB
RU), TABOPATOPMS MO3TMYECKOTO AKLIMOHM3MA
RU), BUKTOPMS TOMACKO (RU), 3OPKA NEQHAPOBA
DE), JEHMC IMMOHOB (BLR), MMXAMIT MAKCMMOB
RU), MAKE (RU), EBIEHUS MWXEEBA (RU), MAPMHA
HATMPYLUKMHA (DE), HE C PYKM (RU), TANEPES NOART
(RU), OBOLLAM.HET (RU), OPA + HA (MK), OPIAH
KPUTHUYECKOTO MCKYCCTBA (DE), TAXOM (RU), MALLIA
183 (RU), Mr (RU), PAINT SYNDICATE (DE), AHACTACMUS
MOTEMKMHA (RU), ENEHA MPMCIIOHOBA (RU), PUSSY
RIOT (RU), TUM PAOS (RU), ANEKCAHOP PAEBCKMIA
(MD), PCO & CTP (RU), P3.M. (UKR), AHACTACMUS
PABOBA & ENEHA MAPTBIHOBA (RU), SILENCE=DEATH
COLLECTIVE (US), CBOM 2000 (RU), HATATbS CKOBEEBA
(RU), AMUTPUI CMIMPMH & TAPAKAHbI (RU), AEHMC
COMNOMOB (RU), SOSKA (UKR), ONMs CTPAYCOBA
& MOPUTL, MATTEPH }DE, SMBAPL, TAPTELIKMM (PL),
KPUCCA TCAMMA3M (GR), KCEHWSI TEMEMOBA (RUJ,
PABPUKA HAMOEHHbBIX OOEX[ (RU), HUHA PENLLIMH
(US), EBTEHMM ®UKC (US), LIBETA®OP (RU), BNAQ
YUXKEHKOB (RU), BACUITMM LLIYMOB (RU)
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MexayHapoaHbIM pecTMBanb AKTMBUCTCKOTO HCKYCCTBA
24 ceHTa6ps - 10 okTa6ps 2011
Mockea




