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Editorial

Editorial. After Crises: Art, Museums,
and New Socialities

Vlad Strukov

| am much too alone in this world, yet not alone enough
to truly consecrate the hour.

| am much too small in this world, yet not small enough
to be to you just object and thing,

dark and smart. [...]

[I] want to describe myself like a picture | observed

for a long time, one close up

—Rainer Maria Rilke

In this poem, Rilke captures an emerging crisis—a crisis as ethical dilemma,
emotional emergency, unbearable pressure, and threatening change. The
poet brings together crises of consciousness, of intentionality, and of the
self's relationship to the world. The crisis has its own spatial and temporal
dimensions, and it is both discursive and pictorial, revealing its figura through
references to images and through the organization of the text. The poem
speaks of different degrees of crisis—'l am much too small in this world, yet
not small enough'—as those of instability and movement. At first, we see
contradictions—the desire for solitude and the fear of loneliness—but later,
we comprehend the trajectory of crisis: towards imprecision, ambivalence, and
a lack of purpose. In the process, the poet discusses the relationship between
the subject and a social group, conceiving of this relationship as a new soci-
ality. In the end, we come to understand that the subject is the crisis. This
understanding reveals the modern subject and modernity itself. In other words,
ideologies of crisis underpin modernity and its variations (post-modernity,
meta-modernity, and so on), and, as the world is going through another major
crisis, it is imperative that we explore those ideologies critically.

Nietzsche employed the language of tragedy and fate to uncover
the meaning of a new modernity. Virginia Woolf revealed modernity as an epis-
temological crisis, employing catoptrics to launch an attack on text (i.e., a figura
emploding). Freud's emphasis on the neurotic symptoms of modernity sep-
arated the rational, 'scientific’ methods of knowing from those of sensibility
and dissociation. But it was Husserl who conceived of modernity through the
language of crisis. He worked on his The Crisis of the European Sciences and
Transcendental Phenomenology, also known simply as The Crisis, in the after-
math of World War I. Though originally published in 1936, the book became
widely known only after World War I, thus becoming both an investigation
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and an ideology of twentieth-century crises. In this book, Husserl (1970) speaks
of modernity as a departure—through a crisis—from pre-given, intentional
backgrounds to the ‘painful, existential contradictions’ of modernity (p. 17). His
idea of ‘modernity as crisis’ has been appropriated—often incorrectly—into
academic discourse in the form of catch phrases such as ‘modernity in crisis’
or 'the crises of modernity.’

In this issue of The Garage Journal, we — the editors and contribu-
fors — critically leverage Husserl's notion of modernity as crisis fo think about
arts, culture, and art institutions and their responses to crises of different
kinds, including political, financial, social, aesthetic, epistemological, and so
on. Indeed, numerous crises—global and local, current and historical, natural
and human-made, and technological and creative—have impacted the ways
in which social identities, interactions, and associations occur and continue
to be maintained and articulated. Of course, in Marxist theory, these identities
and exchanges are accounted for through the evolution of capital, whereby
every new fall in the rate of profit causes a reconfiguration of the economy
and society. And in post-Marxist theory, especially in the works of Alain Badiou
(2007) and Michael Hardt and Anfonio Negri (2005), crisis gives birth to the
revolutionary subjectivity that emerges in voids and gaps and advances radical
politics of equality. While we are interested in the radical politics of equality and
remain cognizant of the class struggle, dominance, and economics, we focus
on the idea of crisis as a crisis of knowledge, expression and participation.

So, what exactly did Husserl mean by his ‘crisis of European scienc-
es? As George Heffernan (2017) explains, ‘the traditional interpretation suggests
that the [crisis] lies not in the inadequacy of the ‘scientificity’ of sciences, but
in the loss of their meaningfulness for life." Indeed, the COVID-19 pandemic
global crisis has brought about a deluge of (populist) comments on the crisis
of sciences and their inapplicability to the demands of life. More recent inter-
pretations of Husserl's work such as Heffernan's suggest that ‘the crisis is both
a crisis of scientificity and a crisis of the sciences’ meaningfulness for life." We
wish to suggest that this understanding of Husserl's crisis has both a structur-
al and an aesthetic dimension. Where we diverge is our interest in the crisis
of imagination, or the capacity fo imagine communities and express solidarities,
shifting our attention to a new politics of care. This politics ‘centers on people's
basic needs and connections fo fellow citizens, the global community, and
the natural world' (Boston Review 2020: 1). This issue of The Garage Journal
insists that to imagine is a basic need, securing the place of arts in the new
post-COVID politics of so-called (non)essential services.

For example, some countries have provided direct financial sup-
port to those working in the culture sector, whilst others have delegated
responsibility to the private sector, grassroots communities, and professional
associations. In some ways, the effects of the crisis caused by COVID-19 are
unprecedented by modern standards (e.g., social distancing, the sector-wide
practice of working from home, and travel bans). But in other ways, they are
similar fo those of other crises caused by terrorism, wars, natural disasters, and
market crashes (e.g., economic difficulties, disruptions to communication, and
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the impossibility of making long-term plans). Like every crisis, the COVID-19
pandemic has transformed the ways in which people work, communicate, and
socialize, with many individuals and institutions mourning lost opportunities
and making use of new ones to build support groups, networks, and associ-
ations. Hence, we inquire about these new socialities that encompass values,
or understandings of the meaning and purpose of a society/community, on
one level, and the tendency and desire to associate in or form social groups
and the means to carry out work and other duties, organize one's professional
and personal life, manage projects and institutions, and relate to other social
constructs such as the nation, on the other.

In political discourse, the idea of crisis is invoked to imply that we
need a new way of thinking about our lives, especially the economy. As a matter
of fact, crises are frequently used as a pretext to intfroduce unpopular economic
and social reforms, such as the privatization of the healthcare system or the
introduction of a new retirement age. These measures are framed as the only
alternatives to an ongoing crisis. We are still in the middle of the COVID-19
crisis and only beginning to comprehend the magnitude of its economic
consequences, with many thinkers suggesting that we should seek for new
ways of thinking about our lives. There are also those who inquire whether,
in fact, we need those 'new ways' of thinking, or whether we should maintain
the status quo, resisting the regimes of crisis and enjoying available values
and practices. In terms of theory, what if we are to expect not the emergence
of a new theory but rather a return fo and a critical examination of existing
frameworks? How do we make our choices and what meanings do we want
to re-consider? And finally, how can all of us benefit from the self-reflexive
processes imposed on us as a result of the global pandemic?

That same political notion of crisis contains an implicit imperative
that the crisis be managed. In neoliberal regimes, the ‘crisis management’ of art,
museums, and culture is part of the dominant discourse. It aims to achieve
greater efficiency, but it does so at the expense of the well-being and develop-
ment of individuals. Hence, the focus of this issue of The Garage Journal is not
on identities and cultural politics, but on the relations between individuals and
institutions, individuals and communities, and individuals and the art sector.
For example, we reflect on how the recent crises have revealed the weaknesses
in the structures of the art market and its ideologemes, and, by extension, the
weaknesses in economic and political relations, trade, technical infrastructure,
finance, and information flows. Moreover, we are interested in ‘unmanaged,’
unruly ways of dealing with crises, including networks of resistance, memory,
and solidarity. So, instead of considering how crises can be managed, we
look at how crises can be endured and, in some cases, enjoyed. We celebrate
stoicism, ingenuity, and longevity at the expense of effectiveness. We celebrate
intersubjectivity at the expense of individualism.

Indeed, in his critique of transcendental phenomenology, Husserl
arrives at the idea of intersubjectivity. According to him, intersubjectivity plays
a fundamental role in constituting both us and the spatio-temporal organiza-
tion of the world. He shows how intersubjectivity arises from empathy, which
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means that the intersubjective experience is always an empathic experience.
The belief and/or expectation that we as subjects, through empathy, share
familiar traits enables a single community of subjects, or, in Husserl's terms,
a lifeworld. From approximation to commonality, subjects find their own ways
to enter the lifeworld, generating a socially established sense of meaning.
Whether these are prior structures or outcomes of future interactions, these
lifeworlds—or socialities, in our terms—provide ‘grounding soil' (Husserl 1970:
134) that naturalizes knowledge and creates acceptances and solidarities. To
reiterate, this grounding soil also gives birth to imagination and expression.
Thus, we see socialities not as a ‘product’ of an intersubjective exchange, but
as an environment in which lifeworlds become apparent.

This issue of The Garage Journal considers the notions of crisis and
sociality from a range of perspectives. The first part of the issue looks at the
ways in which artists, curators, publics, and art institutions have attempted
to overcome limitations brought about by the COVID-19 pandemic. The second
part examines the effects of different kinds of crises on the meanings of art
practices and exhibition practices in current and historical contexts. The third
part continues the analysis of crises and socialities in historical and contem-
porary settings, but from the point of view of motion and mobility.

Curators and directors of Russian art institutions set the tone for this
issue of The Garage Journal. In the transcript of a round-table discussion which
took place during the Cosmoscow Art Fair (Gostiny Dvor, Moscow, September
2020), representatives of six institutions—state-, privately-, and publicly fund-
ed—engage in a critical overview of the impacts of the COVID-19 pandemic on
the Russian art scene. While acknowledging a crisis of museum identity, they
also celebrate the dedication of their staff in creating new pathways for publics
fo engage with art and institutions during full and partial lockdowns. They
point out how institutions mobilized internally and also developed externally
by collaborating with other institutions and staging activities outside the walls
of the museum, outside the regime of mandatory productivity. Subsequent con-
tributions supply analyses of specific cases of artists, curators, and institutions
adapting to the new conditions. Marina Romanova discusses the ways in which
digital tools, including online video services, have been utilized to deliver ‘art
mediation,’ a particular form of public engagement which is burgeoning on the
Russian art scene. Linda Kvitkina reflects on her own experience as a dancer
and researcher and her work with the dance community during the pandemic.
She shows how ‘thinking through the body' has allowed new forms of sociality
sustained by digital tools to emerge, too. Angelos Theocharis continues the
discussion by analyzing how new global socialities were formed as a result
of the lockdown and the migration of participants of a London-based cultural
activity online.

If contributions in the first part celebrate the achievements of dif-
ferent communities, contributions in the two subsequent parts consider more
challenging cases that did not always result in the successful implementation
of planned programs. Valerii Ledenev uncovers documents about ‘unreal-
ized' exhibitions in the Garage Archive Collection, though, of course, they
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were realized in the imagination of their original organizers and have been
brought to fruition in Ledenev's conceptualization. Isabel Bredenbréker, Angela
Stiegler, and Lennart Boyd Schiirmann analyze interventions staged by their
art collective, K, in Munich, Germany, which led to functional socialities. In
this practice-based, autoethnographic essay, the three organizers discuss the
dynamics of social, nonrepresentational formats in art institutions. Jeffrey Taylor
and Kelsey Sloane propose ‘a free ownership consumption’ model to evaluate
non-objects in the context of experiential consumption and the value of space,
prioritizing the non-ownership of non-canonical non-objects. These three
contributions deal with issues of the (in)visibility of the ideas, expressions,
values, and socialities that are built around these (non)existing phenomena,
thus expanding the conceptual framework of the issue.

The ideas of (in)visibility, (dis)continuation, and (non)representation
are realized in this issue's specially commissioned research-based artwork. Wing
Po So, a Hong Kong-based artist, has created The Making of Voids, an artwork
that exists as a portal between different worlds. It helps break with the past
and imagine the world anew. Pickling is used as a process and metaphor for
creating new meaning and new connections, evoking Jacques Derrida’s notion
of hauntology: the work shows the myrobalan fruit going through an uncon-
trollable cell discharge process, which affects all organic material as cells are
expelled from the fruit. As time goes by, the fruit turns into a scaffolding for
the tissue that resembles like a ghost due to its paleness and translucency.

The past—thought of as a scaffolding, context, memory, and trau-
ma—is a common theme in the next two contributions. Boris Chukhovich
reinterprets works produced by artists in the circle of Daniil Stepanov in Samar-
kand in the 1920s. He notes how these artists moved from an interest in the
aesthetics of androgyny, associated in that context with male teenagers per-
forming in drag, fo developing a more focused representation of a homosexual
relationship, or what he calls a 'homoerotic narrative,” which reveals anxiety
about sexuality and imperial domination at the same time. Chukhovich shows
how art allowed for new socialities to emerge in the challenging context
of Uzbekistan occupied by the Soviets. Michelle Lim continues the discussion
by examining another context in which the issues of dominance, art, and
sociality converge. Her visual essay looks at the conditions of art-making
and exhibition on Oshima, one of the Setouchi Triennale's anchor islands.
Up until 1996, when Japan's Leprosy Prevention Law that required the lifetime
segregation of Hansen's disease patients from society was finally repealed,
Oshima had been a leprosarium. Isolation, extinction, slow violence, disease,
and community are principal notions that Lim considers in her work. The two
contributions look at revolutionary subjectivities and advance a radical politics
of equality as a form of sociality.

The issue considers a variety of contexts, including Germany, Hong
Kong, Japan and the US. The first part is based on the Russian case, that is, Rus-
sian as pertaining both to the Russian Federation and fo the global Russian
community, thus problematizing the categories of nationhood, belonging,
and identity in times of crisis. ‘Russianhood’ as a form of sociality is brought
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into question in this part as well as in other contributions of the issue. For
instance, Valerii Ledenev reconsiders the materials of the Garage Archive
Collection to elucidate issues of identity and artistic processes in the late USSR
and post-Soviet Russia. Boris Chukhovich analyses the activities of ‘Russian’
artists in 1920s Samarkand in the newly formed Uzbek Soviet Socialist Republic.
These and other contributions in the issue extend the notion of Russian culture
to include late Tsarist— and early Soviet Russian communities in Central Asia
and contemporary Russophone communities in London.

These contributions reveal how Russianness has emerged in response
to and as part of different crises, including the crisis of selfhood and Russians’
own search for emancipation, including sexual freedom. The discussion places
the arts and the art collective, not national borders, the economy, or state
institutions, at the core of Russianness as a sociality. Valerii Ledenev reminds
us of the political pressures on artists during the Soviet period when discussing
unrealized—banned or failed—exhibitions of contemporary art, and Michelle
Lim uses the genre of the visual essay to explore the conditions of art-making
and exhibition on Oshima. These contributions speak of the ways in which
art allows us to overcome segregation—between the ‘ill' and the rest of the
island's inhabitants, between official and unofficial arts, and so on.

The second issue of The Garage Journal concludes with two book
reviews. Marina Israilova has reviewed Open Systems: Self-Organized Art
Initiatives in Russia, 2000—2020, published by Garage Museum of Contem-
porary Art, and Aleksei Ulko has reviewed T. J. Demos's Beyond the World's
End: Arts of Living at the Crossing, published by Duke University Press (both
in 2020). Featuring 101 self-organized art initiatives based in Russia, from
Kaliningrad to Vladivostok, the former book explores self-organizations—
associations of artists and curators who work independently to implement
their artistic ideas—in the context of the Russian transition to neoliberal
capitalism. The materials in the volume—authored by many researchers
and edited by Antfonina Trubitsyna—are both a catalog of organizations
and a critical reflection on their emergence, as well as on available research
methodologies. The latter book examines art practices that offer propositions
for living in a world engulfed by environmental and political crises. Analyzing
a wide range of art practices, the author of the monograph puts forward
a conceptual framework for a socially just world of the future. Together, these
two books supply a reflection—theoretical and practice-based—on artistic
practices responding to global challenges such as economic and political
crises and climate change.
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Kpusuc myseitHoi ngeHTudHocTu. Kpyrnbiit
CTON C AUPEKTOPAMU U KYPATOPAMU
POCCUIMCKUX XYAOXKECTBEHHbIX UHCTUTYLUIA

o BnusiHuu naHgemmnu COVID-19 Ha nx paboTty

Brnag Crpykos

B pamkax 8- MexxayHapoaHoM spmapKm coBpemeHHoro nckycctea Cosmoscow
(Mockea, 11—13 cenTsbps 2020 roga) COCTOANCS KPYrblit CTOSM, OPraHU30BaHHbIMN
The Garage Journal 1 NOcBALLEHHBIM M3MEHEHMIO CDYHKLMI My3€esi KaK coLparnb-
Horo MHcTuTyTa B Poccum B ycnoeusix naHaemun COVID-19 u gpyrux rmoGansb-
HbIX KPM3MCOB. YHaCTHUKM OBCYAMIM CTPaTErMmM B3aMMOAEMCTBUS POCCUMCKUX
My3€€eB C ayaMTOPUSIMM, CMOCOBbI NMpMBREYeHUs PMHAHCUPOBAHMSE U Apyrue
acneKTbl My3eiHOM LesTeNbHOCTH, MprobpeTatoLLme 0cobyto BaKHOCTb B Kpu-
3UCHbIX CUTYaUUAX.

YuactHuku:

Hauna AnnaxesepgueBa — pupektop My3ses cOBPEeMEHHOro MCKyCCTBa
PERMM, TMepmb;

AnToH Benoe — gupekTop Myzesi coBpemeHHoro nckyccTea «lapa», MockBa;

KpuctuHa lopnaHoea — 3aBegyioLlas Ypanbcknm counmanom flocyaapcTeeH-
HOro My3ses usobpasutenbHbix nckyccTB um. A. C. MNywkuHa, EkatepuHbypr;

Metp XKepebuoe — kypaTtop, LleHTp kynbTypbl «LIK19», HoBOCKMGUMpCK;

Anuca Caeuukasi — KypaTop, pyKOBOAMTENb OTAeNa BbicTaBoOK Bonro-BsTckoro
dounmana locymapcTBeHHOro mysest 306pasuTenbHbiX MCKyccTB um. A, C. Myiw-
KnHa, HuxkHuit Hoeropog;

Unbsi LLMNunoBcknx — 3amMecTuTenb AMPEKTOPA MO SKCMO3MLMOHHO-BbLICTa-
BOYHOM gestenbHocT Myses B. H. EnbumHa («Enbumn LeHTp»), EkatepuH6ypr.

Mopeparop:
Bnag Ctpykoe — rnaeHbii pegaktop The Garage Journal, noueHTt YHusepcu-
TeTa Jlnaca (BenukoBpuTaHus).

The Garage Journal: uccnepoBaHus B 0651acTM MCKYCCTBA, My3€€B M KyNbTypbl
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Mn. 1. Sipmapka Cos-
moscow (cpoTorpadbust npe-
focTtaBneHa MexxayHapog-
HoM sipmaproi Cosmoscow,
2020)

Bnag Crpykos:

Bropo# Homep Hay4Horo xypHana «The Garage Journal: nccnepo-
BaHWs B OBNacTM UCKYCCTBA, My3€eB M KynbTypbl» GyAeT NOCBsLLEH
paboTe UHCTUTYLMI MOCHE KPU3UCOB. U MOA STUMM KPU3UCAMM Mbl
NMOHMMAEM CaMble Pa3Hble KPU3MUCh: SIKOHOMUYECKME, NMOMUTHYE-
CKME, UCTOPUHECKME, T'YMAHUTAPHbBIE, SKOTOTMHYECKME KPU3UCHI U,
KOHEYHO, Kpm3uc, cesasaHHbii ¢ COVID-19, — Bce oHu korga-nubéo
Kacanmcb My3eMHOM MHOYCTPUM.

Mebl npurnacunu niogen, Kotopsle paboTaloT B My3ei-
HbIX MHCTUTYLMSX Pa3HbIX ropogos Poccuu, ¢ pasHbimm dhopmamm
hHaHCUMPOBaHMS M Pa3HBIMM aYAUTOPUSIMM, MOSTOMY STOT KPYbI
CTON — XOpPOLUasi BO3MOXHOCTb MOrOBOPUTL O Pa3HbIX OMbITaX,
nepcrneKkT1Bax, cTpaTermsx no paboTte MHCTUTYLMI B KPUSUCHBIX
cutyaumsix. KpynHenwmi kpusmc, cesizanHbin ¢ COVID-19, ¢ koto-
PbIM CTONKHYNOCH Halle MOKOfeHMe, He 3asiBfieH B 3arofioBKe
3TOro KPYrnoro cTona, Ho Mbl Byaem ero nogpasymesatsb. S xoTten
6bl MPEANOKUTb YHaCTHMKAM PAa3MbILLNATL M roBopuTb 0 2020-m
U B TO 3Ke BPeMmsi MPUBOAUTL NMPUMEPHI M3 BaLLIEN NPOLUNIOH paboThl.

[insi o4eHb MHOTUX NIOAEN 3TOT roA CTan roAoM nepe-
OCMBbICTIEHUS PUNOCOPCKUX, STUHECKMX, HPABCTBEHHbIX BOMPOCOB.
MHorue nepexunm sto Ha NMYHOM YPOBHE, OKa3aBLUMCb B HOBOM
ANS HUX MEecTe WnW BAanuW oT CBoel cembM. Mnu, Hampumep,
B CMTyaLuW, KOrAa OHM MOTEPSSM PAaBOTy U Bbliv BbIHYKAEHDI
COBEPLUEHHO MO-HOBOMY AyMaTb O XM3HMW. 5 mpegnonaraio, 4To
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MY3EM UCMbITanM MOXOXUM 3PIEKT Ha MX AeSTENbHOCTH, Ha UX
pa3MmbILLNEHMSIX O ByayLlem. 51 npeanarao BCEM NMOTOBOPUTL O TOM,
KaK cpopMMpyeTCs 3TO HOBOE MpeAcTaBlieHMe O paboTe My3ees,
KaK OMpefenseTcs ux CTPaTerus, Kak MAeT paboTa — MOKET ObITb,
C KOHTEKCTOM, B KOTOPOM Bbl HAXOAUTECH, — W KaKMe HOBble Mpa-
BMIA UrPbl, HOBbIE 3TUYECKME 3aKOHBI, KAK BaM KaXKETCS, BbIMNIIbIIM
Ha NMOBEPXHOCTb B 3TOT NepmnoL.

Haunsa Annaxeepguesa:

Kpusuc atoro roga — 3TO MpeEXAe BCEro KPU3UC MAEHTUY-
HOCTHM, KOTOPbIM Mbl MEPEXMBANU MHAUBUAYASIBHO U KOMMEKTUBHO.
B MEPMOL KECTKOrO KapaHTMHa BECHOM M NETOM KOMaHAa My3est
npoLuna pasHble ¢oasbl HACTPOMKM Ha cuTyaumio. A ceidac, Korga
My3eit oTkpbinics 1 asrycta [2020 roga) M mbl BEPHYNMCH K paboTe,
Mbl MOXXEM, BO3BPALLASICb Ha3ad, MoMbITaTbCs MPOaHanU3MpPOBaThb
BCE, YTO Mbl Nepexunu. MNepBblie mecsupbl GbinM NEPUOJOM CUITBHOTO
CTpecca M MaKCMMarbHOM MOBUIU3aLIMMU.

B sToT nepexonHbiit Nepuros Mbl MPOCTO MbITANMUCh Me-
ONanu3npoBaTh CYLLECTBYIOLLMIM My3EMHBIM KOHTEHT M MepecTpo-
UTb PaboTy C coumanbHbIMM ceTsmM 1 caiTom. Korga y Tebs 6onb-
LIoe My3eMHOe Tero, MPUOPUTETHI BCErAa PAacCTaBMEHbl B MOSb3y
ocpnaiH-coBbITUM U NPaKTUK, @ BCe MeaniHble POPMaTbl MPOU3BO-
ASTCA 1 PUHAHCUPYIOTCS MO OCTATOYHOMY MPUHLMIY. B UTOTE BriepBble
Y Hac BO3HMKIA [OBOMbHO XECTKas CUTyauusl Mepexoda B HOBOe
U3MEPEHME MY3EMHOIO MPOCTPAHCTBA, KOMMYHMKaLMS C KOTOPbIM
MPOUCXOAUT YEPES3 ONTHKY Kamepbl UK MHTepdpeica caiTa. M Henb3s
CKa3aTb, YTO Mbl HUKOrAa He paboTanu C 3STUMM Meua, — Y Hac ecTb
CaWT, Mbl 3aMNMCbIBaM BUOEOIKCKYPCUM U NIEKLMU, HO 3TO BCE 3Ke Obln
TaKOM NOBGOYHBIM MPOAYKT OCHOBHOM AEATENBHOCTH, He OONaLaloLLMMI
CaMOCTOATENbHBIM Ka4ecTBOM. B obLuem, 3To Bbin KaKoM-TO Apyroi
OMbIT B3MNSA4A HA My3eM UIK U3 My3esl, AUCTaHLMOHHBIM, Onocpeno-
BaHHbIM TEXHUYECKMMM CPELACTBAMM. DTO ObINIM M OHMAMH-3KCKYPCUM
MO BbICTABKE «DKCTEMMOPAPU», TPAHCISLMMU PA3MMYHBIX COOLITUIMA
U3 MYCTbIX 3a5I0B My3€s, 3arnMCu BUAEOMHTEPBBIO C MY3EMHBIMM
COTpyAHUKamMK. [lpyrimm cnoBamu, My3ei ocTancs Ha Mecte — U Mbl
MPOCTO MbITANIMCb COKPATUTL BbIHYXKAEHHYIO OUMCTAHUMIO 3pUTenei
M KOMaHZIbl C My3€eM 3a CHET HaCTPOMKM BUAEOOKHaA.

A KOrfja KOHTEHT Ha4an 3aKaH4MBaTbCs (BbICTABKA McHep-
rnasa cBOM MEAMIMHBIA NOTEHLMAN) U CTaNo MNOHSITHO, YTO Mbl eLLe TpU
mecsua 6yaem CUMAETb OHMAMH, MPULLINOCH AyMaTb Ha4 M3MEHEHMEM
CTpaTerMm, M3obpeTaTb HEKME «HAACTPOEYHBIE» MAEW, KOHLEMTHI,
KOTOpblE HE MPUBA3aHbI K MY3€MHO-BbICTABOYHOM OEATENbHOCTH
HaMPSMYIO, TaK KaK Mbl BOOOLLIE HE MOHMMANM, KOTrda OTKPOEM Crie-
ZytoLLyio BbICTaBKy. K 3TOMy MOMEHTY Mbl y3Ke HavamnM «Bbl4bIXaTby,
OLLYyLLIaTh cebsi cTabunbHee, MePEXOAUTL OT PEXMMA «OLLINaPEHHOM
6enKkm» K [ONrOCPOYHOMY MIIaHUPOBaHMIO.
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Torga Mbl PELLMIM, Y4TO XOPOLLO Bbl PEanu30BaTh HaLMPO-
ekT [HaueneHHbIM NpoekT] «JleToy, C 3Tanamm peanu3aumm <MIoHb,
«MIONb», «aBrycT». Bbio MHTEPECHO co3haTh CloppeanuCcTUIeCcKylo
CUTYaUMIO, rae peanbHble Npouecchl (3aKaTbl, PACCBETHI, LBETEHUE
CafoB) OMMUCHIBAIOTCA Yepes A3blK MNaHOBOM 3KOHOMMKM (oBecre-
UMTb, CO3AaTb, YIIYOUTb M T.A4.). B KAKOM-TO CTENEHM 3TO BblST OMMANK
necHe rpynnbl «EcTb EcTb EcTby, KpUTUKYIOLLIEH MEranomaHmio rocy-
BAPCTBEHHbBIX MPOEKTOB, A€ €CTb TaKME CTPOYKM:

«B pamkax HaunpoekTa, C BbICOYAMLLEN CTEMEHBIO NMPUOPUTETA YTBEPAUIU NETO

YT06bl 3TO C NEPBOro UIOHS yXe Ha4ano PyHKLMOHUPOBATEY, —

HO B KOHTEKCTE MMPOBOrO Kosnarnca U c6osi MHOMMX
CHUCTEM KOOPAMHAT 3TOT CIOMKET OKAa3asics «Paboyumm.

KoHuenTyanusauums neta U KaxAoro mecsua npueena
HacC He MPOCTO K Pa3BETBIIEHUIO U PACLUMPEHUIO COAEPKaTENb-
HbIX CLleHapMEB: UMIOHb — «BCE B Caf», Uionb — «OyAeT xap-
KO», @BryCT — «BPEMS YPOXKasi», — Mbl B 3TOM JIETE OYYTHUIIUCH
ousmyecku. JleTo okazanoch peanbHOCTbIO, HO 3Ta PeanbHOCTb
6bina He BHYTPM My3es, a cHapyxu! U 9 gymaio, 4TO BrepBbie
3a JONrue rogbl CyWecTBOBAHMUS My3€M O4YeHb CMITbHO BbiLLEs
3a rpaHMLbl CBOMX CTEH. Mbl OBHAPYKUIM HOBbIE CLEHAPUMU B3a-
UMOLENCTBUA C ropodom. Mbl cTanm MpUCTanbHO U3ydaTb Tep-
PUTOPUIO TOPOAA, NMOSIBUIIMCH NMEPBLIE SKCKYPCHM MO ropoay, Mbl
HavasnM MPOBOAMTbL YTPEHHME OHMaMH-3CPUPBLI U3 SOMMH MasbIX
pek, HabnoaaTh 3a LBETEHMEM CAAOB, OTKPLIBATb CrpPsiITaHHbIE
B FOPOACKOM 3aCTPOMKE «CEKPEeTHble Cafbl», MPOBOAUTbL open-
air NeKTopuit U PUNocodpCKMe MPOryNKU C XyAOKHUKAMU. DTO
LABUXKEHME BbI3BaNo GOMbLUONM COLMAnbHbIM OTKAWMK, CTanu MoA-
KIIOYaTbCS MECTHbIE aKTUBMUCTbI, KUTENM — M KaPTMHKa cTana
6oree CTePEOCKONUIYECKOM, BKITIOHAIOLLEN Pa3HbIE TOYKM 3PEHMS.
LLina poBonbHO akTMBHasa paboTa Haj CoefMHEHMEM BCErO 3TO-
ro LBETYLUEro M PacTyLLero NpoCTPaHCTBa OKPYKAaIoLWEro Hac
ropoja C COBPEMEHHbIM MCKycCcTBOM. Hampumep, ans dounbmos
MPO «CEKPETHbIE caabl» (CMPSTaHHbIE B FOPOACKOM MPOCTPAHCTBE,
nosly3abpoLUeHHbIE, PYMHUMPOBAHHbBIE, HO HEBEPOSITHO KPacH-
Bble CaJOBble Y4aCTKM, KOTOPbLIE BbIKMBAIOT TOMbKO Grarogaps
HEPABHOAYLLHbIM XUTEMAM, B OCHOBHOM MOXMIbIM XEHLLMHAM)
B KaXXAYIO CEPUIO BKIIIOHANMU MHTEPBLIO C XYAOXKHUMKaMM, KOTOpbIe
BbICTYManM MEAMaTOPaMM M MPOBOSHUKAMM MOSTUHECKOTO B3rNsSAa
Ha 3TW NPOCTPAHCTBA.

Mony4yaeTtcsi, 4TO My3€ei BbIXOAMUI M3 KPU3KCA MEePBOro
3Tana 4yepes 3KcTepuopmsaumio. Myzel nepectan 6biTb 06bEK-
TOM HabnAEeHUs, HO cam CTas HabroAaTeNem, UCCIIefOBaTENSIM,
co3epuaTenem OKpPYKaloLLel ero cpegbl.
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Bnap Crpykos:

Cnacubo, Haunsa! 4 xoten 6bl yTouHuTb ¥ AHTOHa Benoea B cBsi3u
C Kpu3ncom, BuizBaHHbIM COVID-19, 6bina v npoBefeHa Kakas-nnbo
AncKyccus BHYTpuM «[aparkay, Obinn Nv KaKMe-To BbipaboTaHbl CTpa-
TErmu, KOTOPblE MOXHO ObINO CBS3aTb C HOBOM 3TUKOM? PaspabaTsi-
BanM M Bbl KAKME-TO AOKYMEHTHI, MPaKTMku? Peyb naet 06 ycnosusx,
KOTOpPble 3aCTaBUIIM MHCTUTYLIMKM MO-HOBOMY B3MMISIHYTb Ha TO, KaK
MOHUMAETCS MMEHHO 3TUYECKMIM KAHOH MIM MOPAaribHbIe 3aKOHBbI,
UnK BOOOGLLE POSb STOM MHCTUTYLIMM MO OTHOLLEHMIO K COLMYMY.

AHTOH Benos:

Cnacubo, Bnag! A kakve HOBble 3TUYECKME HOPMBI MOXKHO €eLLe Mpu-
aymats?! Bo-nepebix, COVID-19 cunbHO nepeoLleHeH No CBOEMy BNMSI-
HUIO Ha XyAOXKECTBEHHbIE Mpoueccsl. Ecnm YyecTHO, HUMKaKoro Brmsi-
HUSI, MHE KaXKeTCsl, Ha KyrbTypy OH TOMKOM He oKasan. Ha guctaHumm
NATW NET 3TO BpSA Ny ByaeT urpaTb 3HauMTENbHYIO posb. C moei
TOYKM 3PEHUS, EAMHCTBEHHBIN STUHECKMIA BOMPOC, KOTOPbIN Bbi3Bas
3TOT Kpm3uc, — Y MeHsi Kak Y yenoBeka 1, HaBepHo, Y «fapaxka» KaK
Y MHCTUTYLUUM — 3TO TO, YTO Hanboree NOCTPAAABLLMMM OKa3anmchb
CaMble ySI3BMMbIE TPYMMbl HALLEro COOBLLECTBA U MPM STOM Camble
BaXKHble. DTO XyAOKHMKM, aBTOPbI, KOUTUKM — BCE TE, KTO, YCIOBHO
FOBOPSI, MJ1 3@ CHET MPOLECCa, M KOrAa MPOoLecc OCTaHOBMUIICS,
HeAOOUHAHCMPOBaHME MPEBPATUIIOCH B OTCYTCTBUE ChMHAHCHpPO-
BaHMs. MHe KaxeTcs, 3TO camasi rnmaBHas npobnema. Mbl MOXKeEM
CKOJIbKO YrOAHO FOBOPMWTL MPO AMCKYCCHMIO BOKPYr «Hemocksbi»
W BCe MpoYee, HO MPoBrema onsiTb B HEAOPUHAHCUPOBAHMM CaMbIX
BaXXHbIX AKTOPOB 3TOrO MpoLecca.

M ecnu o6cyKOaTb HOBYIO 3TUKY, TO, MHE KaXETCS, MPOCTO
BCE MHCTUTYLMMU SOMKHbI CUIbHO MEePECMOTPETL CBOIO MPOrPammy
Mo pacrnpeaeneHmio hMHaHCOB MMEHHO B CTOPOHY HEMOCPEACTBEH-
HbIX MPOU3BOAMTENIEN — $1 HE 3HAIO, KaK 3TO Ha3BaTb — CMbICIIOB,
NPOU3BEAEHUIM UCKYCCTBA, BCEro BOKPYr. [oTomy 4To nioboi Kpum-
3MC MOKA3bIBAET, YTO MHCTUTYLMM ero Goree-meHee NepPEeUBaIoT.
AMepPHKaHCKME MHCTUTYLIMM CTOHYT, YTO MX BroaxKeTsl ynanu Ha 30,
40, 50 NPOLEHTOB. HO TEM HE MEHEE HUKTO U3 TOM-MEHEAXMEHTA
He YBOSIEH, & Pa30pBaHbl KOHTPAKTHI C XYAOKHMKaMM Ha BbICTABKM,
yBoOsieHbl ToloTopsbl. M, COBCTBEHHO, TO 3Ke Camoe C ranepesmm —
oT AByx Ao 20 pas3 ynana CyMma MpoAaK. M ONsTb CTPALAIOT XYAOH-
HUKKM! Mbl BUOMM, YTO MHOTME ABTOPbI TEKCTOB OCTanmncb 6e3 pabo-
Thl. B CBSI3M C 3TUM Mbl KaK-TO MOMbITANIMCh PELUMTb 3Ty NPOGremy,
rMoMorasi KOHKPETHBLIM TIIOASM, co3danu npoekT «Pedonekcum», ans
KOTOPOrO 3aKa3blBasiv TEKCTbI U PaBOThl XYAOKHUKAM — He BaXKHO,
POTO, BMAEO, PUCYHKM, AOKYMEHTaLMIO nepdpopmaHca. Ans atux
YSI3BUMBIX KaTEropui M HYKHO Pa3BMBATb MPOrPaMMbl BCETO Yero
YrOAHO — pPEe3UAEHUMM, FPaHTOB, CTUMNEHAMA U BCEX MOMEHTOB,
KOTOpbIe NMO3BONSANM Obl Pa3BMBaTb 34€Ch COOBLLECTBO.
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Ha spmapke Cosmoscow npoxoamn aykumoH Off-White,
U MPUMEHETENBHO, YTO KaXK bl BTOPOM YHaCTHUK ayKLpoHa — nmbo
rpaHTonony4atesns «[apaxay», MMOO yHaCTHUK macTepckux «lfapaxan.
To ecTb MUKpOCKOMMYeckue aeHbr, npumepHo 10 rpaHTOB B roA
unu 18 MecT B pesmaeHLMHu, 0BECTIEYMBAIOT BIIUSIHUE Ha MONIOBUHY
XYAOKECTBEHHOTO MPOLIECCA, OTPAKEHNE KOTOPOTO MOXHO YBUAETH
Ha sipmapKe. MHe KaxeTcsi, 3TO NMOBOJ 3aAyMaTbCsl O TOM, Ha TO Jiu
Mbl OPUEHTUPOBANM HALLM OYeHb GOMbLUIME YCUIMS, PECYPChI M MPO-
Yee — Ha KaKue-To GosblUME BLICTABOYHbIE MPOEKTHI, MPOMKME
cobbiTUsi. BO3MOXHO, HY}XHO MHBECTMPOBaTbL ropasgo GonbLue
B CaMbIX rMaBHbIX mo,qeﬁ.

KpuctuHa lopnaHosa:

KpusucHble cntyauum storo roga ans UCU yeunumeatotcs Tem, 4Tto
C sIHBaPS 3TOTO rofa Mbl HAXOAMMCS B CITOXHOM MPOLIECCe Nepexoaa
B coctaB [MUM um. A. C. TyLuKuMHa. M Ansi HAC BO3MOXHOCTb MOCH-
ZeTb JOMA U MOAYMaTb O TOM, KyAa Mbl HarpaBnsemcsl, Obiia ckopee
MIOCOM, YEM MUHYCOM. MO MOBOAY HOBOM 3TUKM S OTHACTM COrmacHa
C AHTOHOMZ NCTOPUA MPO HOBYIO 3TUKY KaXKEeTCs BbIMbILLJIEHHOM noa
BrMsiHMEM cuTyaumm ¢ koBugom. Ckopee Bcero, NpobGriembl HaLen
«CTapOM» 3TUKM CTann Boree 3amMeTHbl. Mbl BUAMM Lenyio cepuio
OMCKYCCUI O TOM, KaK HY)XXHO AOrOBapMBATLCS U HYXKHO NW MIaTUTb
XYBOXHMKY 38 paboTy. u B 2020 rofy MeHs NyraloT TaKue AUCKYCCHM,
OTKPOBEHHO rOBOPSI.

MHe KaxeTcs, 4To nobas MHCTUTYLMS — HEe TONbKO
My3ei, KaK Y Hac 3asiBneHo, Ho noboit Gonee unu meHee MHCTU-
TYLMOHAIbHbIM UFPOK B MCKYCCTBE — YyBCTBYET CBOIO OTBETCTBEH-
HOCTb Mepes TeMHM, KTO MeHee 3awumieH. B EkatepuHOypre B 3Tom
rogy oTo3BasiaCb MCTOPMS MPO TO, YTO XYAOKHMKAM MPOCTO Herge
paboTaTb — HM Y KOro HET MacTePCKMX, HW Y KOTO HET BO3MOXHO-
CTU KaK-TO BbiTb MPEACTABIEHHBIM. M KOrAa GOosbLIOE KONMYECTBO
nofEeN OCTAaeTCs JOMA, 3TO BCE BbIIMBAETCS B KPU3MC, O KOTOPOM
Mbl TOBOPUM.

PasroBopsbl BOKpyr HOBOM 3TMKM nepeoueHeHbl. Ckopee
BCEro, 3TO MPOCTO BO3BPAT K PAa3roBopy 06 3TUYECKMX HOPMaX.
BHyTpu Halwel He TaKo# Y GonbLIOM MHCTUTYLMKM B EkaTepuHbypre
6ornblue BCEro OH OTO3BAsSICA MOBbILLIEHHbIM BHUMAHMEM K CBOMM
COTPYAHMKAM. YTO, MHE KAXETCSH, MOXKHO CYMTaTb MIIOCOM MaHge-
MMU: KOTLA Thbl BbIHYXXAEH GOsiblue BHUMAaHMS yOensiTb KoMdpopTy
U XOPOLLEMY 300POBbIO CBOMX COTRYAHWKOB — 37O 3goposo. Koraa
Konneru gpyr o Apyre GorbLue 3a00TATCS — 3TO XOPOLLIO. B LIENOM,
€CTb JIM KaKas-To Y HaC MPOrpamma s PeLLEHUsi BOMPOCOB HOBOM
u ctapon 3tuku? Cropee HeT, Yem Ja. Y Hac ecTb YepHOBOWM MnaH
TOro, 4ero 6bl HAM XOTENOCh OT B3aMMOZENCTBUSA C MMyLUKMHCKUM
My3€EeM, M TOrO, YTO Mbl CUMTAEM MPABUIIbHLIM AENaTb Ha MECTE.
M 9 He MOry CKasaTb, YTO 3TO JOBOSbHO CUITbHO U3MEHMITOCH MOCHTE
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cuTyaumm ¢ kapaHTMHOM. Ckopee, Y Hac BbiNio Bpemsi ee NpoayMaTh.
Hagetochb, 4To 51 oTBETMNA Ha NEpPBbLIN BOMPOC.

MeTtp XKepebuos:

Mo nosoay nepeoro Bonpoca CoNMMAAPMU3UPYIOCh C MPEAbISYLLMMM
crivkepamu. Ta OMCKYCCUs, KOTOpasi Pa3BepHYrach B MOCHEaHMM
MECSIL, BaXKHa ANsi XYAOKECTBEHHOIO COOBLLECTBA, OHA Ba)KHa Asist
UHCTUTYLMOHANBbHOIO COOOLLECTBA M PABOTHMKOB KYmNbTYPbl BOOO-
we. DTO MPEKPACHO, YTO 3TU PA3roBOPbI CEMYAC MAYT, HO KaK MX
MOJHO YBSI3aTb C TEM, YTO MPOM3OLLSIO MOSroAa Hasag, 3To 6orb-
LLIOM BOMPOC.

«UK19» — maneHbkas u monopast MHCTUTYuUms B Hoso-
cnbupcke. Y Hac akTMBHAs KOMaHAA — 3TO BOCEMb YenoBeK (XoTs
BmecTe ¢ 63k-ocpmcom noutu 30). ByksanbHO aBa roga Hasag
3TO elle 6binu GbiBuMe 3anbl Colo3a XYLOXKHMKOB, a Celvac 3TO
pedhopmmpyemas MHCTUTYLMS, KOTOpasl TONbKO obpeTaeT CBOM
ronoc Ha XyLOXecCTBeHHOM cueHe B Poccuu, B3ammomencTeys
Ha JIOKaNIbBHOM M MEXPErMoHanbHOM ypoBHsx. BoT 31o, kcTaty,
nepBas Bellb, KOTOPasi AENCTBUTENBHO At HAC OTKPbLIIA HOBbIEe
BO3MOMHOCTM B CBSA3M C naHgemuen. [otomy uto, korga Y Bac HeT
HUKAKMX BAPMAHTOB, KaK paboTaTb CO CBOMM CPU3MYECKMM MpPO-
CTPAHCTBOM, Bbl Ha4MHaeTe 0BPALLaTb BHUMAHME HE TOSbKO Ha Tex
KOJINIEr U TOBAPMLLEN, KOTOPbIE €CTb HEMOCPEACTBEHHO B BalLEmM
ropoge, HO Ha KOJSUIer M TOBapMLUEMN, KOTOpbIe eCTb B APYrMX
ropogax. [osBunMcb o4eHb MHTEPECHbIE MHULMATUBLI, CBS3aHHbIE
C BO3MOXHbIMM (DOPMaMM aCCOLMALMIM UITM KAKUX-TO KOSIEKTMB-
HbIX AEMCTBUIM HA MHCTUTYLMOHANbHOM YpoBHe B Poccun. MHe 3T0
KAXXETCA OYEHb BaXKHbIM, M 340POBO TO, YTO 3TOT MPOLECC MOXKET
6bITb MOCNEAOBATENbHBIM. MO KPAMHEN MEPE, Mbl 3TO YYBCTBYEM,
obLwasch ¢ konneramu u3 Bnagmneoctoka, Exkatepunbypra, HukHero
Hoeropoga, KpacHogapa — MOXHO AONIO NepeyncnaTb Ha3BaHMs
ropPOJOB-MUITTMOHHMKOB M HE TOJSTbKO.

MbI cmornn 06paTUTL BHMMAHKWE HA apPXMB, B YaCTHOCTMH,
6narogaps Myseto «lapax». M eCTb eLle OAMH apXMBHbBINA MPOEKT,
KOTOPLIM Mbl Pa3BMBaeM C Hawumm korieramm us Cankr-letep-
6ypra 1 Mockebl. OH MOCBSLLEH TOMY, YTO Ha3bIBAETCS MEXAWC-
UMMIIMHAPHBIMM XYAOKECTBEHHBIMM MPAKTUKAMM — 3TO OTKPbITast
6a3a gaHHbIx «MUP»'. Kypatop MpuHa AkTyraHoBa M XyAoXHMLA
BrnaaneHa [pomoBa celtyac Ha4vanu 3TO pPa3BMBaTb. M 3@ CHET TOrO,
41O Y HaC NOSIBUNIACh BO3SMOXHOCTb HEMHOIO 3aMELSIUTLCS B MIOHE
nocrie yaapHoro npou3BOACTBa KOHTEHTA B arperne U mMae, Mbl
Ha4yMHAEeM 3a4aBaTbCsl BOMPOCAMM, YTO TAKOE XYAOMECTBEHHast
cueHa B Hawem ropoge v B CUOUPU, KaK Mbl MOXKEM MOCMOTPETb
Ha CBOMX KOJIfIEr, M KaKOB Oblsl reHe3nc mx npakTuk. Ham npexae
Ka3a/ioCb, YTO 3TO TAKOM BAKyyM, 3TO TaKoe MycToe MpPOCTPaH-
CTBO — HO Ha CAMOM Jene HET. U Mbl OBHAPYXKMBASU T MPAKTMKM,
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Ha KOTOPbIX Mbl MOYKEM BbICTPAaMBATb CBOIO COBCTBEHHYIO TRAAMLMIO.

3a BecHy 2020 roga Mbl CMOIM MOY4aCTBOBAaTb BO MHO-
TMX MEXPErmoHasibHbiX 0Bpa3oBaTeNibHbIX MHUUMaTHBaxX. Bnagu-
BOCTOKCKasl LLKOSla COBPEMEHHOIO WMCKYCCTBA yCTpamBana cneum-
anbHbLIM KypC Mo UMPPOBOMY KypaTopcTy, npoxoauna «LLikona
meamaumm»? Ha Yparne, Mbl TaKXe MPOBOAMIIM MEAMALUMM C Tem
BbICTABOYHbIM MPOEKTOM, KOTOPbIM YCMEeNM OTKPbITb HE3ALOMIo
[0 NoKAayHa.

[Ona Hawero mMHopMmauMOHHOro oThena NoKAaayH,
Hao6OPOT, CTan afoM, Belb HY>XHO BblAYMbIBaTb HOBble (DOPMATHI
1 MOCTOSIHHO MPOAYLMPOBATL MHAPOPMALIMIO, KOHKYPUPYS 38 BHUMA-
Hue C Kyaa Gonee KpynHbIMKM Urpokamu. Bce okasbiBanuck B ogHOM
nenTe «PeicOykar, BCe OKa3bIBANUCh TaK MM MHave adpcpmnmposa-
Hbl C KPYMHbIMM Meama-pecypcamn. Mbl cTapanmcb NoaaepXmMBeaTb
CBS3b C ayAUTOPMUEN, HANPUMEP, MEPEHECTM B OHNAMH HaLl NPOEKT
ayAMOCECCUIt «IDXONTOKaLU»’.

NaHgemuss cmorna fgaTb CTapT camoobpasoBaHMIO
B HALWeM MHCTUTYLMKU. YacTb HaLLMX COTPYAHMKOB npexae He pabo-
Tana c COBPEMEHHbIM MCKYCCTBOM, OHU HE MMENM OMbITa CO3LaHUS
POPMAaTOB MYBMYHBIX MPOrPamm — M Hayanm 3ToMy oOy4aTbCs.
Mbl cmornu 06paTUTb BHUMaHME Ha Hally 6UMBIMOTEKY, KOTOPYIO
cobupaem ye ABa roga. MHCTUTYLMS NycKal U MeAneHHO, HO pa3-
BMBaNacb, KOMaHAa cmoTpena Gonblue BriyOb, BHYTPb cebsa and
TOro, 4YToBbl BbIMTU M3 KPM3UCA C HOBbIMM HABBIKAMM M BO3MOM-
HOCTAMM.

Anuca Casuukas:
MHCTUTYLMS, B KOTOPO 51 paboTato, BCEMY XYAOKECTBEHHOMY COO6-
LLlecTBY M3BECTHA Kak «Hmkeropoackmit ApceHany. [Npu sTom Hawe
IOPUAMHECKOE Ha3BaHWE PErYNSPHO MEHSIETCS B 3aBMCHMOCTH OT TOTO,
«MOf, KPbIFIOM» KaKoro chefepanbHOro My3esi Mbl OKa3blBaeMCS —
[ocynapcTBeHHoro LeHTpa coBpemeHHoro nckycctea, POCM30 mnum
MywkuHcKoro myses. BeckoHeuHasi cmeHa opnUL, M PYKOBOACTBA
MPUYYMIM HAC KUTb B COCTOSIHUM MEPMAHEHTHOIO Kpu3nca. Mbl vyB-
cTByem cebsl NoJOBHO KOLLIKE, KOTOPYIO BPOCUIIM C LECATOrO STa}a:
OHa MajaeT 1 BbICTABSIET TO OAHY nany, TO APYryio B HAAEKAE Ha TO,
YTO OfHaXAbl YCMELLHO MPU3EMITUTCS, @ He pPa3oBbeTcsi HaCMepTb.
KpuctrHa lopnaHoBa yxe ynomsiHynla o TOM, YTO MaH-
eMusi KOpoHaBMpYca Ans Hac cornana ¢ nepexogom uz POCHU30
B coctaB TMUM um. A. C. lNywkumHa. Bnarogaps nokgayHy Y Hac no-
SIBMNaCh BO3MOXKHOCTb MNOCTaBUTL MPOEKTHYIO AESTENbHOCTbL Ha nay3y
U COCPEfOTOUTL BHUMAHME Ha BIOPOKPATMHECKMX MPOLIECCAX STOTO
nepexopa. Xotsi, 6e3yCrOBHO, Mbl MOTEPSIM MOCELLAEMOCTb W AEHBIM,
KOTOpble 3apabaTbiBaem CamocTosTeNnbHO. Ha camousonsaumio mbl
OTNPaBUIINCL B LE€Hb OTKPbLITUA OBYX HOBbIX BbICTABOK, B KOTOPbIE
6bINO BNOXEHO MHOTO CPEACTE M YCUIWIA.
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Bnaa Ctpykos

Ewe oauH nntoc cuTyaumm ¢ KOPOHABMPYCOM ATS FOCy-
LAPCTBEHHOTO YYPEXKAEHUs KynbTypbl — 3TO cBoGoaa paboTh
B OHMaMHe. [nsd co3pgaHusi OHMaMH-KOHTEHTa HYXHO MEHbLUe
BIOpPOKPaTUN U, HAOOOPOT, GOsbLLE KMBOFO TBOPYECKOro MpPOo-
uecca. B konnektuee «ApceHana» s KaK GENCTBYIOLMIA BbICTABOY-
HbIM KypaTop OKa3anacb B MEHbLUMHCTBE: 51 OU3MIECKM MPUBS3aHa
K BbICTABOYHbIM MPOCTPAHCTBAM W KMBbLIM MPOU3BEAEHMSIM, MOSTOMY
rnepuog oHnalHa cTan AN MEHsS B TBOPYECKOM CMbICIIE OYeHb
TSKENbIM. HO $1 BUAENA, KaKYIO HEBEPOSITHYIO aKTMBHOCTb MPOSIBAS-
IOT MOM KOMnern u3 o6pa3oBaTeNbHOrO U MHKITIO3MBHOTO OTAENOB,
My3blKalnbHbIE U COBLITUIMHBIE KYPAaTOpPbl. B UX XXU3HU CTANIO MEHbLLE
GyMaxeK 1 BONIOKMTbI, OOSIbLLE MBOMN KOMMYHUKALIMKU C KOMNEramm
M COABTOPAMM, UX MPOEKTbl MOfyvanu GbICTPbIM BbIXOZ Ha HaLly
ayanTopUIo, KoTopas Mo «ApceHany» odeHb ckydana. lNogaepxaHue
KMBOTO OBLLEHUS C HALLMMK 3PUTENSIMU B EXELHEBHOM PEXUME
CTasno o4YeHb BaXKHOM YacTbio HaLLeH AesTenbHOCTM.

M, HaKoHeL, TPEeTHI NNoC NaHAEMMM, KOTOPbIM Mbl MPO-
YyBCTBOBASM Ha COBCTBEHHOM OMbITE — 3TO UHKIIO3MBHOCTb CrlO-
MBLUENCS cuTyauum. MHOrMe Haluu 3puTenu C MHBaNMAHOCTLIO
rOBOPMIM HaM BO Bpemsi camomnsonsiumu: «HakoHeL-To mbl nonanm
B TO ByayLLEee, O KOTOPOM MedTanu. Mbl BCce B PaBHbIX YCIIOBUSIX, Mbl
BCE B OHOM MOMOXeHWU. Mbl CBOGOAHO MPUCYTCTBYEM Ha BaLLMX
COBBITUSX M yHaCTBYEM B BaLLIMX MPOEKTax 6e3 KaKmx-rmbo orpaHu-
YEHUI». APKUM MPUMEPOM MEepPeXoaa Ha HOBbIM YPOBEHb MHKIIO3MM
A5 HaC cTana MyseiHasi HoYb. B 3TOM rofly Mbl CAENanM MHoro4a-
COBOE MPOMEHa-LLIOoY Nnog HasBaHWem «Houb cBeTna»: XyAOKHMKM
Anekcangp KypuubiH n Omutpuint CTenaHoB coBepLUany HOYHYIO
ocbnalH-NPOrysKy Mo ropoAy, @ B OHNaMH-CTyAMM B ZOOMm MX MapLL-
PYT 06CYy:KAanu U KOMMEHTUPOBaNM — Hanogobue Tenewioy —
rOpPOACKME UCCIEAOBATENM, UCKYCCTBOBEAbI, XKYPHAMMUCThI, MO3ThI,
My3bIKaHTbl M gpyrme npurnaweHHble roctu’. Cpegu y4acTHMKOB
6bIM NIOAM C MHBANMMAHOCTLIO, KOTOPbIE BMEPBbLIE MOMYYMIM BO3-
MOHOCTb HapaBHE C HAMM MEPEMELLIATLCS MO FOPOAY M OKa3blBaTb-
CSl B TAKMX YrofiKax, KOTopble BHE MaHAEMMYECKOM CUTyaLmm Bbinu
AN HUX HeJoCTyMHbl. Bce Mbl cMoTpenu Ha ropoa Yepes aKpaHb
U MOHUTOPbI. U MPU 3TOM Bbiniv O4eHb BRM3KO APYr K JPYrYy.

[Mets YepebuUoB ynomsHyn BakHbIM ANsi MEHSI MPpUMmep
TOro, KaK NMaHAemmsi CocoBCTBOBANA KOMMYHUKALIMK MEXY Komnera-
MM U3 Pa3HbIX PEFMOHOB. A0 NaHAEMUM MHOTHME M3 HaC Bbifi He 3Ha-
KOMBbI JPYT C APYTOM, & Temnepb Mbl OBLLAEMCs KaK AaBHME U1 Bninskue
Apy3bsi. BepHyBLIMCh B OchnaliH, HaM HEOBXOOUMO MOMHUTb 3TH
YPOKM NaHAEMMUM U CTAPAaTLCS COXPaHUTb 3TU HOBble AUCTaHLMM.

AHTOH BenoB ckasan BaXHble COBa O MOAAEPNKKE
XYAOKHMUKOB. M XOTSi MHOTWME HalUM KoMneru Gbiiu He COrmacHbI
C pelueHuem xopu npemun «MHHoBaumsa-2020», pa3genmBLLMM
MPU3bl MEXAY BCEMM HOMMHAHTAMM, Sl CHATAIO STOT KECT O4YEHb
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Kpusnc mysenHom MAEHTUHHOCTH

LEHHbIM 1 CBOEBPEMEHHbIM. [TOHATHO, YTO MPAKTUYECKOM MOsb3bl
OT 3TOrO HEMHOTO, PeYb MAET O HEBOSBLUMX CYMMax — He TO, YTO
npemmsi TépHepa. HO B 3TOM MCTOPMM BaXKHbl HE AeHbIM, a obpasel,
Apyroi mogenu nosefeHus. [leno He B TOM, YTO Tenepb Mbl JOMKHbI
PaspyLUMTb MHCTUTYT MPEMUM U BCErLa AENUTb €€ MEXAY BCEeMM.
HO 3TO BaXHbIM CUrHaN Afns HacC: eCTb CUTyauMH, B KOTOPBIX Mbl
MOXEM U AOHKHBI MEHATb YCTOSIBLUMECS MPAaBUIIA UFPbl, MO-HOBOMY
BbICTPaMBaTb OTHOLUEHWUSI U HaXOLWUTb BO3MOXKHOCTU MOALEPKaTb
Apyr Apyra.

Hy u nocnegHee HabnogeHne. C nepBoro AHS camo-
U3OMSILMK BCE MY3EM MHOTO FOBOPMIIM O MAaAEHWM MOCELLAEMOCTH
M NoTepe AOXOAOB, a S Aymana O TOM, MOXET JIN MHCTUTYLIMS TaK
OTKPOBEHHO (POKYCHMPOBATLCS MCKIIIOYUTENBHO Ha COBCTBEHHOM
BblXXMBAHWK. [TOHATHO, YTO BbIXKMBaHME, AOMYCTUM, «ApceHana»
ans HukHero Hoeropoga o4eHb BaKHO: K HAM XOAMT OFPOMHOE
KOJIMYECTBO 3PUTENEN, 38 KOTOPLIX U MEPEs KOTOPbIMM Mbl HECEM
OTBETCTBEHHOCTb. HO, C Apyroi CTOpPOHbI, MEHA HE MOKWAAET
OLLyLLIEHNE KAaKOM-TO MPPALMOHANBbHOM 3aMKHYTOCTU MHCTUTYLIMM
Ha cebe 1M COBCTBEHHBIX MOMbITKAX BbIXKMTb. B 3TOM rogy mbl Buge-
M NPUMEPbI TOFO, KaK PacTopPrannch KOHTPAKTbl C XYLOXHUKaMM,
HO COXPAaHSINIMCb OCHOBHbIE MO3MLMM LUTATHOTO PacrnmncaHusl my3es.
Kak yoeprkaTb GanaHC MexKay BbXKMBAHMEM MHCTUTYLMU U €€ OTBET-
CTBEHHOCTbIO 3@ BbIXKMBAHME APYIUX NPEACTABUTENEN XYAOKECTBEH-
HOro COOOLLECTBa — 3TO CEPbE3HbIM STUYECKMUI BOMPOC, OTBETA
Ha KOTOPbIA S HE 3Halo.

Unbsa LWununosckux:
MHe KaxeTcs, BONpoC HOBOM 3TUKM HE HaZYMaHHbIM — OH OCTPbIM
M o4YeHb GOne3HEeHHbIN. To, YTO Mbl cenvac OBCYKAAEM, U TO, KaK
Mbl, KQXKAbIM M3 HAC, KaK NPELCTaBUTENM TEX MHCTUTYLMIM, KOTOPbIE
coBpasnucb, Ha HEro OTBEYAIOT, — 3TO HE COBCEM TO, YTO XOTAT
yCAbIWaTh MoAM MO Ty CTOPOHY MOHMTOPOB, KTO 3TO CMOTPUT
B Cetu, B nepsylo ovepeap. To, O YEM Mbl CEMHYAC roBOPUIM, —
He 3To B rosioBax Y Apyrux yHaCTHMKOB MPOLECCa, KOTOpble OKa-
3anMcb 6e3 KOHTPAKTOB, OKa3anucb 6e3 TEKCTOB U T.A. HO 9 U He
YBEPEH, YTO 3TO NMPOTMBOPEHME CeMHAC MOXKET BbiTb pPa3peLLeHo.
Y Hac BHyTpM «EnbumnH LieHTpa», B YacTHOCTH «ApT-ranepemn», nony-
YMnocb oBpecTu Gorbluee KOMMYECTBO BPEMEHM Ans NMOJOOHbIX
pa3roBopoB. [AMCKyccusi MpOofoIKaeT Pa3BOPaYMBaTLCS. U MO~
TOMY MHE KaeTCsl, YTO Cenvac TONMbKO OBO3HAYAKOTCs KaKMe-TO
6a30Bble MO3MLMU, KAKME-TO OCHOBOMONAraloLLME MOMEHTHI, KOrga
BCE MPMCMATPMBAIOTCS K MO3MUMSM CBOMX onnoHeHToB. Kaxaas
nocnegyoLwas AUCKYCCUS BHOCUT HOBOE, BHOCUT KOPPEKTUPOBKM
B MPEACTaBIEHME O TOM, KTO YTO AYMAET M Ha KaKMX MO3MUMSX
ctouT. O4eHb BaXKHO, YTO 3T MO3MUMM, HAKOHEL, CTasiM BUOUMbI-
MK U obcyaaembimm. M panblue, nocsie Toro Kak nosvumu npo-
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Bnaa Ctpykos

ACHEHbI, NOABATCA KOHKPETHbIE BOMPOCHhl K KOHKPETHbIM JIogaM
U UHCTUTYLMAM.

Mol B «EnbumH LleHTpe» 3aKpbInMch NepBbiMM U3 Kyrb-
TYPHBIX MHCTUTYUMIM EkaTepuHOBYypra. 1 310 Obinl OCO3HAHHbIM Luar
KaK pa3 Ans Toro, 4Tobbl 60sbLLIOE COOOLLECTBO COTPYAHMKOB M UX
cemen (B «EnbumH LleHTpe» pabotaeT okono 150 yenosek) Gbiu
Gonee-meHee B 6e30MacHOCTH. U Aarblle Mbl COCPELOTOYMIIUCH
Ha onpegeneHun HaLLMX PEeCcyPCOB, TOTO, C YEM Mbl MOXKEM paboTaTb
B U3MEHMBLUENMCS cuTyaumun. M, KOHEYHO, CAMbIM MMIaBHBIM PECYPCOM
CTanu Miogu1, KOTOPLIE YMEIOT HYTO-TO NMOMMMO TOro CPYHKLMOHana,
Ha KOTOPBbIM MX NMPUHMMaNKU. Mbl 3a OAHY Hegernio nepedopmaTUpPo-
Banu paboty «Enbumt LieHtpa» B oHnanH-CMM — YouTube-kaHan
C HECKOSbKMMM PYBPHKaMM U EXXEHEAENBHbBIM MOTOKOM Pa3rOBOPOB
Ha pa3Hble Tembl. Y Hac 6bin umkn «LLkona BbixmBaHKUS. OnbIT eCTb»
U UMKN «Mup nocne naHaemum». Ham cpasy Nokasanocb BaXKHbIM
3aAyMaTbCsl O TOM, KaK Mbl ByAEM BbIXOAUTb U3 CIIOMKMBLUENCS CUTYa-
LMK, KaKOe Hac XKAaeT byayLuee. S cornaceH ¢ AHTOHOM B TOM, YTO,
KaXXeTCsl, He TaKasl CufibHasi MPOM30LUMa BOMHA M3meHeHui. Ho,
ONSATb e, MOCMOTPUM.

Ml Takke ¢ konneramm B ranepee «EnbumH LleHTpa» npo-
BENM LLUKOSY AN NMOAPOCTKOB, MOArOTOBMIIM BbICTABKY MPO BUAEO-
Urpbl, KOTOPYIO CAENAaNM yXe Nnocre BbIXOAa U3 NEePBOM BOSHbI MaH-
Aemmu. Ham nokazanochk, YTo B TEKYLLEN CUTYaLMM NIIOAM NONyYaloT
Gonblue BreYaTNIeHWM B BUPTYaNbHbIX MMPaX, YEM B peanbHOM,
U PeLUMnK 3TO OTPa3UT.

Bnap Crpykos:

Cnacunbo 6onbLuoe, Mnbs. 51 66l xoTen ceryac yTOHHUTb Napy MOMEH-
TOB, KOTOPbIE MOSIBUIUCH B AUCKYCCUM, OHM OYEHb BaKHble. bosb-
LUMHCTBO BbICTYMAIOLUMX YXKE NMPOKOMMEHTUPOBAMM 3TU BOMPOCHI,
HO, MHE KaXeTCsl, TaM €CTb BO3MOXHOCTb eLLe MOANCKYTUPOBATb.
[MepBbilt KacaeTcs paboTbl C ayaMTOpUEN: MOSBMIOCH I HOBOE
OLLyLLIeHWE TOTO, KTO 3TW JIOAM, KAKOM }KM3HBIO OHM KMBYT, 3a4em
OHM MPUXOZST UMK HE MPUXOAAT B My3emn? DTO OAMH M3 BOMPOCOB,
KOTOPbI OPraHUYHO BbITEKAET M3 MO3MLIMI, KOTOPLIE Bbl 3aSBUIIM.
BTopoit Bonpoc kacaeTcs KonnaGopauun Mexay CamMmM UHCTU-
Tyuusimu. Beinu nu uMHTepecHble NPUMepsl TOro, KaK foKasbHbIe
unu dpefepanbHble MHCTUTYLMM OBLLANUCh Apyr C Apyrom?! MHe
6bl XOTENOCH y3HaTb NoAPOoOHee, Gbinn N hOPMbI B3AUMOAENCTBUS
MEKAY UHCTUTYLMSAMM B rOBANIbHOM KOHTEKCTE, NTOKASIbHOM MU
KaKOM-TO eLue?

Hauns Annaxeepguesa:
51 6bl He CcKa3ana, YTO BO BPEMS KapaHTMHA Mbl OTKPbLINMU AfS
cebsl KaKylo-TO HOBYIO ayauTopuio. Y Hac B LENTOM MHOMO 3pu-
Tenei B My3ee B TeYEHME rOAa, HO MOCKOSIbKY HET AeTalbHbIX
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Kpusnc mysenHom MAEHTUHHOCTH

UCCNefoBaHMI ayaUTOPUM, TO CIIOKHO CKa3aTb, HACKOJSIbBKO M3Me-
HMMAach KOHApMrypaums 1 NPochmIib ayauTopun BO BPems nepexosa
B OHJIaMH. B Leriom odpriaiH-ayaAMTOPUSI B STOM oAy YMEHbLUMIACh
MOYTU BABOE, 3aTO B HECKOJIbKO Pa3 BO3POCIIa ayAMTOPMS coLceTen
my3es. O4eBMAHO, YTO ayaAMTOPUS couceTel — BGosnee AMHAMMYHAS,
moroaast v rnobarnbHas. HO roGanbHOe MHTEPHET MPOCTPAHCTBO
MMEET OYeEHb BbICOKYIO KOHKYPEHTHOCTb, a [IEPMM — 310 nepm-
CKMI My3€el C BOSbLUMM JIOKasNTbHbBIM (DOKYCOM, MO3TOMY MHTEPEC
Bbile Y JIOKaNIbHOM ayAMTOPMM, KOTOPOM MPUHUMMMANIBHO MHTE-
[PECHO TO, YTO MPOUCXOAMT «OOMA», M T4 MCUXONOrMYecKas auc-
TAHUMM MEKOY MY3EEM W 3PUTENSIMM OYEeHb KOPOTKas. [lymato, Tak
NPOUCXOOUT CO BCEMU PErmoHasibHbIMU UHCTUTYLUMAMU. HO Mbl O4EHb
AaKTUBHO paboTaem Hag PaCLLMPEHUEM HALLEN ayaUTOPUM: BO BPEMS
KapaHTMHA Mbl 3aMyCTWUAM OHMAMH-NIATPOPMY KaK pa3 Afs Toro,
4YTOObI cfenaTb Gonee o6bLEMHOM U MOMYNSPHON MHGPOPMALIMIO
O BCEX MY3EMHbIX MHMLMATUBAX .

Ecnu ke roBOpuTb O MEKMHCTUTYLMOHASIBHOMN KOMMY-
HMKaUMK, OHa BCS Y HAC CKOHCTPYMPOBAsach BOKPYr NIETHEMN Mpo-
rPamMMbl: KOHLIEMLMS HALLero IeTHero dpopmaTa npearnonarana XxoTb
W LUYTIMBBIM, HO BMOSIHE OOBEKTUBHbBIN MOHUTOPMHI OYEHb PA3HbIX
NETHUX CUTYaLMI. YHaCTBOBATb MOITIM BCE XENaloLMe. DTOT Ly Tm-
Bbllt OOPMAT MO3BOSMIT HALLMM APY3bSIM — MY3EMLLMKAM, XYLOMK-
HMKaM — MPMCHIIAaTb HAM BU3yasibHble OTHETHl O TOM, KaK Y HMUX
MPOXOAMT NeTo, a Y Hac MosiBUnach BO3MOXHOCTb PACcCKa3biBaTb
06 3TOM Ha CTPaHMLAX HaLUMX COLICETEMN. B 3TOM MCTOPMM He BbINo
CNOXHbIX 3834 U BbICOKOTO XYAOKECTBEHHOIO PE3yrnkTaTa, HO 3aTo
6bina KOMPOPTHASA, APYIKECKAS KOMMYHMKALMS M OLLYLLIEHWUE KUBOM
CBSI3M C MMPOM, KOTOPOM BCEM HaM OYEHb HE XBaTasio. B HaLLMX
nyGnmKaumax B «MHCTarpame» MOXHO HaMTU PACcCKasbl O TOM, KaK
npoxoauT neto B BotkuHcke, MNonspHom, Poctose-Ha-LoHy, Bnagu-
KaBKa3ze, bypsaTuu, unu Ha ganekmx TeppuTopmsax, Takmx Kak KOAP,
CLUA, NcnaHus. u 38ech, HaBepHOe, BaXKHO CKa3aTb, YTO obLiee
NeTO OKa3anocCb O4eHb AEMOKPATUHHOM U 3CPPEKTUBHOM NnaT-
doOpPMOI A4S COEAMHEHUS My3€sl C CAMbIMM PA3HBIMM KOHTEKCTaMM.

AHToH Benos:

5 nocTynun oveHb NPOCTO: OTAAN Haluemy BeG-oTheny Bce npaea
pacrnopsiaTbCs My3eMHbIM KOHTEHTOM — BCE YTO XOTHT, TO M Aena-
loT. Tak Gbina cozgaHa nnathopma «Camounsonsaums». M, cobcTBeHHO,
OTTYAa BCEM OHW M PYNKAM, @ BCe OCTaslbHble OTAESbl CO34aBaNM Ans
HMX KOHTEHT. [Nony4nnocs, YTo Monoaas Mo BO3PACTY M Y:Ke O4eHb
OMbITHAasi KOMaHAA POPMUPOBASIA KOMMYHMKALMIO BCEM MHCTUTYLIMM.

Mel BCcTynanu B konnabopaumio CO MHOTMMMU UHCTUTY-
umsimm, gaxke ¢ Myzeem Opce. Mbl Gbinu GornbLLe 3aHSTbI MOMbITKAMM
CnacTu BCcex HaluMx APy3eM B APYrMX ropofax — OCOBEeHHO Tex,
KTO YaCTHbIM MM HE3ABMCHMMbIM, CAMOOPraHM30BaHHbIN. [1o3Tomy,
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Bnaa Ctpykos

B MPMHUMME, Mbl O4€Hb MHOIO PECYPCOB (PMHAHCOBbIX, MOPasb-
HbIX U OPYrMX NOTPATUIM HA 3TY NOMOLUb. B NMAaHAEMUIO S MOHAN,
HACKOJIbKO Mbl BCE YSI3BMMbI, XPYTMKM, HE rOBOPS MPO TEMNO U €ro
NMCUXOCOMATUYECKME PACCTPOMCTBA. Mbl AENCTBUTENBHO XPYMKM
KaK MHCTUTYUMS M SKOCMCTEMA. M noTepst nioboro 6oiua B BUAE
UHCTUTYLMU MIIM CAMOOPTraHM3aLMM Ha Hallel «MonsiHe» — 3TO
6yLeT KPUTUYHO CKa3blBaTbCs B OyayLuem, B Tom Yncne ans «lapa-
a», MOTOMY YTO MPOCTO He OyAeT Y4aCTHUKOB TeX MpPOLEeccosB,
KOTOPbLIE Mbl Pa3BMBAEM.

5 pag, 4TO Konneru CTpemaTcs K 06beaUHEHMIO, MOMOLLIM
W B3aMMOAEMCTBMIO, HO MPM 3TOM, NMPU3HAEMCSI YeCTHO, Ha dhene-
panbHOM ypoBHE Mbl He BMAHbI Ao cux nop. Ceityac B Mockee
B Napke lopbkoro npoxoguTt KpeaTneHas Hepens. Koro-to noseanu
B HEM y4acCTBOBATb, MOTOMY YTO KTO-TO KOFO-TO 3HAET, KOro-To
He MO3Basu, NMOCKOSbKY OHM HE HACTONbKO BCEM 3HAKOMbl. MHe
MOKA3asioCh, YTO OPraHM3aTOPbl HE MOHUMAKOT MacLUTaba 3TUX NPo-
ueccos: 4To B Poccum yke cyLlecTByeT ruraHTCKasi CETKa MHCTUTYLMIMA
U KYSbTYPTPErepoB PasHOM CTEMNEHM M3BECTHOCTM M BOBJIEYEHHOC-
TM — W B MMKPOTOPOAAaX, U B MMITTIMOHHMKax. Bce oHU meHsioT
naHAWwadgoThl CBOMX rOPOLOB M COOBLLECTE.

OTO o4eHb UHTEPECHbIM celyac oeHomeH. MNoTomy uTo,
2 OyMalo, roCyfapcCTBY KAaMETCs, YTO KPEATMBHbIN KIacc HyX-
HO M3y4MTb, HAKOPMMUTb, AaTb MPOSBUTL CEOS U KAK-TO CPOYHO
NMomoub. M| MHE KaeTcsl, Yepes Tpu roga OHO MOMMET, YTO BOT
Y3Ke eCTb Uenasi CETKa MHCTUTYLMM, KYNbTYPTPErepos — U C HUMMK
ToXe Hafjo paboTtaTb. MHe oO4eHb MHTEPECHO, KaK OHO ByaeT
BKIIMHMBATLCS B 3TY CUCTEMY OTHOLLEHMM, KOTOPYIO YCITOBHO MOM-
HO Ha3BaTb «HOBOM 3TUKOM», KaK ByAeT MHTErpUPOBaTLCS B 3TH
COOBLLECTBA, KOTOPbIE OKA3bIBAIOT BAMSIHMS Ha COLMYMbI Y CeBsi
Ha MecTax.

Ha sToT dpopym noseanu niogei, KoTopble roOBOPUU
npaegy B nuuo. HaunHas oT amM3aiHepoB 13 pasHbix ropogos Poc-
cuu, 3aKaHumBasi Bragumupom MNosHepom, KOTopbIM CKazar, YTo AJist
Pa3BUTHSI KPEATMBHOTO Kacca Hy)KHa CBOOOAA, a TaKKe HYXKHO Hay-
YUTbCS OBLLATLCS C STUMM MHOTLA HEeYAOOHbIMM NioAbMU. DTO Bbin
OYeHb UHTEPECHbIM MOMEHT, KOrga Bce Hanpsirmmcb. BoeiscHunocs,
YTO BbIPOC KAKOM-TO LIEMbIN KNACcC, KOTOPbIM MOXKET 3a ry6epHaTopoB
BCTYNuTbCS Y cebs B pernoHe. OOLLECTBO YiKE MOMEHSINOCH, M Mbl
B TOM YMCJIE BUOMM, YTO HaLLE COOBLLECTBO LOPOCIIO A0 KAKWUX-TO
rOPU30HTasNbHbIX CBS3EM U B3aMMOLENCTBUI, U [0 NEePenaym onbiTa,
W, CAMOE [MaBHOE, JO COBMECTHBIX YCUIMI MO PAa3BUTUIO YEro-To,
YTO HaM KAXETCS LUEHHbIM. My, B HaLLem criydae, No COXpaHeHMIo
LOCTMKEHMM, YTOObI BO BPEMS KapaHTUHA He MOTepsiTb, @ XOTs Obl
BbIMTU Ha TOM € CKOPOCTH, YTOObI MOTOM Ha BbIXOAE M3 KpM3Mca
YyTb-4yTb NPUOABUTB.
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KpuctuHa lopnaHosa:

C HOBbIMM ayaMTOPUSIMM Mbl PaboTanu LOBOMbHO CKPOMHO. Mbi
HEMHOXEYKO OLLapaLUEHHbIMM BOLLUMU B PEXMM CAMOMBOMSALMM.
Y Hac OTCyTCTBYeT CalT, M Mbl MPOCTO MbITANIMCb MOAAEPKATb Ty
ayauTopumio, kotopas Y Hac ectb. Kpome Toro, Y Hac Gbina cnox-
HOCTb C TEM, YTO ayAUTOPUS HA MECTE — 3TO HE Ta e ayauTopMms,
KOTOPAasi CMOTPUT HaC B COLICETSIX. Mbl BLIXOAMIM U3 3TOrO pacLumpe-
HMEM HaLLMX PYBPUK, KOTOPbLIE Mbl AENANU MOCPEACTBOM COLICETEN.
Mony4nnock KNaccHo, MOCKOMbKY Mbl JOCTATOYHO BbICTPO MOHSMM,
4YTO BGECKOHEYHbIE CMMCKM MOABGOPOK O TOM, YTO MOXNHO AenaTb
B NMEPUOA CAMOM3OMISALMM, YUTAELLIL MO AMAroHasnM 1 NOTOM HUKOTAA
MOYTU HE CMOTPMLLb HAYEro M3 Crincka. Mbl PeLIMIM HeMHOro ocna-
6UTb MHTENNEKTYanNbHYIO YaCTb M NPUAYMbIBANIM POPMaTLI, KOTOPbIE
6yayT NOAAEPKMBATD KaK XYLOKHUKOB, C KOTOPBIMM Mbl paBoTaem,
TaK M HaLly ayaMTopmio. Y Hac Bbifiv TaKME MONYLLYTOYHbIE UCTOPUM,
KaK «3aBTPaK C XYAOXHMKOMY», «3apsiaKa C nepdpopmepom» 1 psag
NoAgoOBHbIX BELLEH.

Y Hac ecTb NOAKACT, KOTOPLIM TOXE HadYan CBoK pabo-
Ty BO BPEMSI PEXMMA CaMOM3OMsiLMKM, OH HasbiBaeTcs «CTaHums
JucTaHums». U 3TO KaK pa3s McTopusl Npo Komnabopauuio BHY-
Tpu ropopa, Korga Haw Kypatop Mapus [JompayeBa, COTPYAHMK
apT-ranepen «EnbuuH LleHTpa» PomaH MNNOTHUKOB U KPUTUK AHSI
JTnToBCKMX cobpanuch 1 3Banu Apyrux Konner us EkatepuHBypra
obcyamThb, Kak Y HUX Aena, 3a4aTb Apyr Apyry Bonpockl. loBonbHO
HecpopmarnbHbIM NOAKaCT.

Y70 KacaeTcs KonnabopaunoHHbIX MPOEKTOB BHE ropo-
[a — MOKa MX He Cny4mnock. [la, HECKOMbKO Mbl OBCYKAAEM, B TOM
yucne B Halem obLem yaTe. 51 o4eHb HafeloCh, YTO YTO-TO U3 3TO-
ro AeMCTBUTENbHO OCYLLECTBUTCS. Mbl NPSAMO Nepes AUCKYCCHeEN
c MeTpom 31O 0b6CY¥AANM, OH MPO 3TO, HABEPHOE, CaM CKAaXeT.
A 5 pacckaxy npo APYryto 4acTb CBOEM AesSTENbHOCTM, MOCKOMb-
Ky s pykoBOxYy Accoumaumei apT-pesmaeHumin Poccun. Bo Bpems
CaMOM3ONALMM Mbl MOAYMANM O TOM, YTO MPO 3TOT POPMaT OYeHb
UHTepecHO ByLEeT NOroBOPMTL, MOCKOMbKY OH MPW3BAH MOBLICUTbL
MOBUMBHOCTb XYAOKHMKOB. Pe3ngeHumm no-pasHomy Ccrpaensnmch
c co3paBLUeiics cuTyaumel. beino 3gopoBo fenatb npsmble 3coupsbl
OAWH Ha OAMH. S 3a4aBana BOMPOCH COTPYAHUKaM APYTMX Pe3unaeH-
umit. C ofHOM CTOPOHDI, 3TO ObiNla TaKasi BO3MOXHOCTb MOBLICUTb
BUMAMMOCTb pe3ungeHummn Yepes kaHan NLUCK u noroeopuTb 0 Tom,
4yTo Y XYOOKHUKOB €CTb BO3MOXHOCTM MyTELIeCTBOBaTb BHYTPM
Poccuu, mnm ckopo nosiBaTcsi, Tak KaKk MHOMME apT-pe3ngeHLmm
OrpaHUYUnK CBOIO AesdTeNbHOCTb. HekoTopble TBOpYECKH U3 3Toro
BBIXOAMITM M Aenanu KaKMe-To OHMaMH-MPOoeKTL. To Bbii npumep
TOrO, KaK CETb BHYTPU OGHOTO UIM HECKOSTbKUX (DOPMATOB (B AaHHOM
cnyyae ceTb Pe3nAeHUMM — MPUM. PEL.) MOKET AenaTb KaKOM-TO
OHIMAMH-MPOEKT COBMECTHO.
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Unbsa LWununosckux:

Hawa paboTta c ayauTopmel B LENOM He CUIIbHO M3MEHMIACh.
Y «EnbumH LleHTpa» ayguTopms mHoroobpasHasi M oHa Aarieko
He BCsl, MOHSATHOe Aeno, B EkatepuHbypre. S Gbl faxe cKkasan Tak:
ayaMTOpPMS HALLMX MAEM M KOPYCa MAEM, KOTOPbIE Mbl pa3pabaTbiBa-
€M, — OHAa BO MHOTOM MO BCEM CTpaHe HaxoamTcs. [lostomy, korga
Mbl MEPELLSIM B OHMakH 1 cTanu 3anmcbiBath YouTube-uHTepBbio,
MHOTMM CTano MpoLLe ¢ HaMu BbiTb Ha OLHOM BOJSIHE. U3 MO3UTMB-
HOTO MOMHO CKa3aTb, YTO Mbl YABOMIIM KaK Pa3 KOMMYECTBO Mog-
nucumkos Ha YouTube, posens ero go 17 000. MoxeT 6GbITb, He Tak
YK M MHOTO, HO, 3TO, MHE KAaXETCSI, MPUIIMYHOE KONMYECTBO IOAEH,
KOTOPbIE AYT TBOM CNEAyIoLWMit BUAEOPOIUK Ha CEPbE3HYIO TEMY.

[anbwe mbl MHOro paboTtanu BHYTPEHHE, C CaMUMM
coboi, C ayAMTOpUElN COTPYAHMKOB My3es. HeckonbKo pas B Hege-
N0 Mbl cobrpanuce B Zoom, npuriallanuch NEKTOPbI, CrMKepsb
crneumasnbHO Asist Hac, Mbl OBCYKAANM MX BBICTYMEHUS. DTO MPOBO-
OMIOCh 4SSt TOTO, YTOBbI KA AbIM COTPYAHMK JTyHLUE MOHMMAS, HYem
3aHMMAETCS My3€eM M YTO Takoe HoBeMLas uctopus Poccum, utobebl
B JanbHeMLWwen cBoei paboTe MMEN BO3MOXKHOCTb JOHOCUTb 3TU
uaeu Jo Tex, KTo npuxoamT B «EnbumH LleHTp». Iiogu He aymaioT
npo «EnbumH LleHTp» Kak Npo mecTo, rae ecTb KMHO, TeaTp, pas-
roBOpbl, COBPEMEHHOE MCKYCCTBO, My3ei. BoamoxHo, oH siBnsieTcs
KaKUM-TO BOMIOLLEHMEM CTPAXOB MIM HEMPUATHBIX BOCMIOMUMHAHMIM
nofeN O HeJaBHEM BPEMEHMU. M MOSTOMY, KOHEYHO, Yepes 3Ty TPaB-
My HamM HaZo MPOXoAUTb BMECTE, B paboTte ¢ ayautopuen. M mbl
B OHJaMH-DOPMATE TOKE MPOJOIHKMIN 3TO AenaTb.

Kpome Toro, 4yto kacaetcs konnabopauui, Y Hac HeT
HUKAKMX MAPTHEPCKMX MPOEKTOB C APYTrMMM MHCTUTYumsmu. Ho,
KOHEYHO, Y Hac Oblflo O4eHb MHOFO MAPTHEPCTBA C KOHKPETHbI-
MM JIIOABMU. MO BOsbLUElN YacTU pPeYb MAET O CePUN UHTEPBbIO
Ha Hawem YouTube-kaHane, kaxgas BCTPeYa — MOBOA O YEM-TO
LOTrOBOPMUTBCH, K KOMY-TO HAaNTH MOAXOA. B MTOrE TOXE MOSy4Mnach
MOTPSICAIOLLIAS CETb 3HAKOMCTB.

MeTtp >XKepebuos:
OTHOCHTENBHO ayAUTOPUM — AMSt HAC 3TO BOMPOC, MOTOMY YTO Mbl
ee TOMbKO OBpeTaeMm, CYLLEeCTBYsSi B MOMEHTe peddopmaLmu HyTb-
4yTb Gosblue roga. Mbl, KOHEYHO, CO3L4aBaNM U MbICTTUIIM KAKOM-TO
MOPTPET U Aaxe Aenanu HeGosbLLOe NCCIefoBaHUE NMepes TeM, KaK
BCTYNWIM B MapTHEPCTBO ¢ Au3aiH-6iopo ESH Gruppa, kotopbie
romoranu Ham paspabaTbiBaTb PUPMEHHBIM CTUAb M calT. Haww caiT
Mbl 3aMyCTUM BO MHOTOM 6naroaapsi MOKAayHy, MOTOMy YTO Mony-
YUIIOCb MEPEKMIOYUTLCS HA Te BeLM, KOTOpble Thl OTKIaAbIBaELLb
BCErAa, TaK KaK eCTb MNOCTOsIHHAS FOpsiYKa, CBSAI3aHHAasH C MPOrpamm-
HbIM MPOM3BOACTBOM MPOEKTOB, KOrAa Thl GYKBASIbHO HE yCreBaeLub,
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Y Tebs He xBaTaeT pyK. [1na Hac nosiBNieHne caiTa OKa3anocb O4EHb
BAXXHbIM COBBITMEM. DTO NNATEPOPMa, C MOMOLLIbIO KOTOPOI Ternepb
C HaMM CMOTYT aCCOLIMMPOBATLCS ropasfo GornbLUe NMIOAEN, YEM Te,
KOTOpbIE NMPEXAE 3aXOAMIIM K HAM Yepes CoLMarnbHble CETU.

Ho Mbl 3ameTunu, 4To rae-To K cepeanHe — KOHLY masi
CTabUIIbHO CTa NafgaTb MHTEPEC, YMEHBLLANUCH MPOCMOTPbI, PeaK-
LMK, KOTOPbIE CYLLECTBYIOT B COLMAsIbHbIX CETSIX, MOTOMY YTO BCE
06bENMUCh. B KOHLE anpesisi Mbl BbILLMM Ha OMpeaesieHHbIM o6bem
MPOU3BOACTBA LMPPOBOrO KOHTEHTA, @ B Mae JIOAM PELLMITU Hacra-
XAATbCS KOPOTKUM CUMOMPCKMM NIETOM B HaLLEem Crlyvae.

M BaxHO TO, YTO Mbl CMOFIM YCUMWTL TE BELLM, B KOTO-
pbiX M npexge OblinM TPaAMUMOHHO CurbHbl. Ham B HacnegcTso
[OCTaNCs OT MPeAblAYLUEN MHCTUTYLMU MPOCBETUTENBCKUIA OTAEN,
KOTOpPbIN PAabOTaeT C AETbMMU U CO LLUKOMaMKU. DTO LECATKM LLKON
U HEBEPOSITHOE KOMMYECTBO AETEM KaXAbIM FOA: MHOTAA 3TO npobne-
Ma, MHOraa — HeT. Mbl NoYyBCTBOBaNU, YTO 6€3 HMX HAaM ropasgo
CNOXHEe BbIXKMBATb. M 3TO Ta ayAUTOPMs, C KOTOPOM Camas 4yB-
cTBUTENbHAs PaboTa NPOMCXOAMa. HE B TOM MJIaHe, YTO LeneBas,
a B TOM, YTO anbTEPHATMBHOE LLKOMIbHOE OOpasoBaHMe LeNCTBU-
TEeNbHO WUrpaeT «BAONrylo». HekoTopble AeTH, KOTOpble HauYMHaNM
K HaM XOAMTb, KOTAA YHMITUCh BO BTOPOM KIlacce, cenvac NnocTymnu-
mm B yHMBepcuTeT. OHU KaxKAabIM rof MoceLant 3asbl HblHELIHEro
«UK19» — 1 Tenepb 0GHaPYKUBAIOT, KaK 3TU 3anbl Npeobpasmnmnch
3a MOSITOPA rOAa, M OTKPLIBAIOT 4151 ce6sl COBEPLUEHHO HOBbIE BELLM.

Mbl 06penu HOBbIX TOBapMLLEN B NMLE CAMOOPraHu-
30BaHHbIX MHULMATUB, KOTOPbIE CYLLEeCTBYIOT B HoBocubupcke.
He TOMbKO XyHOOMECTBEHHbIX, HO M, HANPUMEpP, TeX, KTO 3aHUMa-
€TCS SKCMEPUMEHTANIBHOM 3NEKTPOHHOM MY3bIKOM M CAyHA-aPTOM.
Yike nontopa roga «LIK19» 1 coobLyecTBo «9X0TypUCT» pa3BUBaET
crneumnasnbHbIi NPOoeKT («IXonoKauusy — MpPUM. PEL.), KOTOPbIN
MO3BOSISIET NIOASIM MPOBOAUTL COBMECTHbIE ayamoceccuu. Mbl 3ame-
TUMU TO, YTO 3a MONTOPA roAd, B KOTOPbLIE Mbl €0 MPOBOAWIH,
HEKOTOPbIE YHAaCTHMKM, KOTOPbIE TOJIbKO Hayamnu 3aHMMaTbCS SNeK-
TPOHHOM My3bIKOM, Y}K€ YCTPanBaloOT CBOMU NMEPBbIE BICTYMNNEHMS. Mbl
CTanu genatb TpaHCnsauMm ¢ Humu Ha YouTube. To ecTb iogu npocto
obpernn HOBble HABbIKM 3@ CYET TOrO, YTO AMS HMX BbIO CO34aHO
MPOCTPAHCTBO, rAe OHWM MOTYT BbICKA3bIBATbCS M, HE MoJlyvas oue-
HOK, YyBCTBOBaTb KAKOM-TO OTKIIMK. 51 MOMHIO BCE 3TW HEBEPOSIT-
HeMLIKe YaTbl, KOTopble ObiNKU B TpaHCNAUUaX. Mbl X COXpPaHSNU
U TOXE apPXMBMPOBANM.

Ecnu roBopuTb O MEXMHCTUTYLMOHASbHBIX Konnabo-
paumsx BHE ropoAa, TO 34eCb Mbl B CTAHOBMEHWMM. Bbino nmucbmo
Ha «ApTrufe» — ero, HaBEPHOE, MHOTUE YUTaNIM — KOTOPOE CBS-
33HO C TEMM CUCTEMHBIMM NMPOBIEMAMK, C KOTOPBIMK CTaITKMBAIOTCSI
Per1oHasbHble XYAOKECTBEHHbIE MHCTUTYLIMK, U HE TOSTIbKO MHCTU-
TYLMMU, HO U XYAOKHWMKM M camoopraHusaumu®. Tam, B npuHUMME,
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MHOTOe nepeyvncneHo, B Yem Mbl obpeTaem conupapHocTb. Cel-
4acC Mbl PELLMIU CKOHLIEHTPUPOBATLCS Ha HEGOSbLLIOM KONMUYECTBE
BeLLei M3 3Toro nucbma. Ham xotenock Gbl pa3BuBaThL PernoHalsib-
HYIO MOBUITbHOCTb — KOFAA Mbl MOXEM APYT APYra NOACBEYMBATS,
KOFAa Mbl MOXEM COOBLLATb APYr O Apyre, Haxoascb Apyr Y fpyra.
Bce 310 TO, 0 Yem KpuctuHa ceivac roeopwuna. ITo He MPOCTO
oBMeH MHDOPMALMEN, @ TaKasi CUCTEMHAS KOMMYHUKALIMS, cepust
pacckasoB Apyr o gpyre. Hanpumep, korga «Tunorpadpms» npo-
JorKana CBOK UCTOpMIO, No-moemy, ¢ Patreon, mbl — «LIK19» —
TOeE MOMbITaNMUCh B 3TOM Y4aCTBOBAaTb. Takue Bbliv COBCEM MepBbie
npocTble wark. Mbl NOCTOSIHHO OBGMEHMBAETCS MHCPOPMALMEN APYT
C APYrom, ECTb ELLEe MHOTO BCEro — Mbl HE FOTOBbI CEMYAC MPOMKO
06 3TOM BbICKa3bIBaTbCS.

Anuca Caeuukas:

B «ApceHane» mbl yxe AOBOSIbHO AABHO HE BblAENsieM CPEAM HaLLMX
3puUTernei Kakue-To Lenesble aygMTOpHM, MOTOMY YTO K Ham, Aei-
CTBUTENBHO, XOAST BCe. M, COOTBETCTBEHHO, OCHOBHAs Hallia 3a4a4a
B MEPUOS NaHAEMMM 3aKMIOYaNach B NOAAEPKAHUM KOMMYHMKaLMM
C HaLLMMM 3PUTENSIMM B TEX POPMaTax, K KOTOPOMY OHU MPUBLIKIIM.
Hayano naHgemmu coBnaso C 3anyCcKom HOBOTO CaiTa, Ha PacKPyTKy
KoToporo Y Hac He 6bino BpemeHu. [103ToMy CaiT BbIMOMHSN MMUA-
eBYIO (DYHKLMIO: HA HEM pa3meLLianachk MHGopmaLums 06 UCTOpUM
U pedTenbHOCTHU «ApceHanay, BUPTYyarbHble BbICTABKM M HECKOMbKO
cneumanbHbix npoekToB. OcTanbHasi aKTMBHOCTb BENacb B COLM-
allbHbIX CETAX.

AHTOH BenoB ynomsiHyn, 4TO HOBBIMM «OUPEKTOPAMM»
Myzesq «[apax» cTanu coTpyaHuKkm Beb-oTaena. B «ApceHane» Bce
nofuuHunuce PR-otaeny u SMM, oT KOTOpbIX MosyYanu KOHKpeT-
Hble 3aga4n. Konnern noctapanmcb coxpaHWTb B OHMalHe BCe TO,
K Yemy HaLLM 3pUTENM MPUBLIKNKM OdonaiH, — BbICTABKM M SKCKYPCHM
MO HWM, My3blKanbHble MPOEKTHI, NEKLMM, AETCKUE MACTEP-KIacChI.
Kaxxpomy HampasneHuio Hallen AedTenbHOCTU HYXHO ObIno HalTU
UMW NPUAYMATb KAKOM-TO OHMAMH-aHAIOoT.

Kpome Toro, Hafo MOMHWTL O TOM, YTO 3puTenn Y Hac
€CTb pa3Hble: OOHM K HamM XOASAT pa3 B Hefernio, ApyrMe — pas
B MECsIL, TPETbM — pa3 B nonroaa. BupTyanbHbie cobbiThs paHKu-
pYyIOTCS MO OXBaTy ayAMTOPUM M MO MacluTaby TOYHO TaK e, Kak
u ochnaiH. Hanprmep, myseitHasi Houb, KOTOPas TPAAULMOHHO SBMSI-
eTCsl BeCEHHWMM BrIOKGaCTEPOM, B HALLIEM CITyHae M B BUPTYarIbHOM
PEXMME CTana CambiM MNOCELLIAEMbIM COBBITMEM: 286 ThICSY MPOCMO-
TpoB ans HwkHero Hoeropoga — [OBOMbHO MpunMYHas uudopa.

KonnaGopauui ¢ ApyrMmmu MHCTUTYLIMSIMM Mbl HE Aenasu.
OG6LLeHME C ayAUTOPHEN B COLMArbHBIX CETSIX HE MPEAMnonaraeT yqa-
CTWSi NAPTHEPOB, C KOTOPLIMM MPUXOANTCS AENMUTLCS MOAMUCHUKAMM.
EfMHCTBEHHBIM MPOEKT, B KOTOPOM Mbl MoyyacTeoBanmM — 370 «100
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CrnocoGOoB MPOXMTb MUHYTY», MPUAYMAHHbLIM Kypatopom Orbroi
LWvwko ang TMUNM um. A. C. MyLikuHa, HaleMn rofioBHOM OpraHm-
3aumn’. Insg «Cta cnocoBoB...» Mbl 3anMcbiBaniv HeGOSbLUME POSMKM
U BUAEOIKCKYPCUM, @ TAKKE CAENaNM CreumanbHbli NoKas — BMp-
TyarnbHytO Npembepy HOBOM BUAeopaboThl «oratorium SARX SOMA»
HaLLMX U3BECTHbIX HMXErOPOLACKMX XYLOKHUKOB, apT-rpynnbl «[po-
BMbI3a». [1poaBMIKEHME MECTHBIX aBTOPOB — 3TO TOXE BaX{Hasi
doopMma NOAAEPMHKM, XOTb U HEMATEPUASTBHASI.

Bnap Crpykos:
Cnacubo Gonblioe, Anmca. u cnacnbo Bcem. Halle Bpems ncTek-
no. 51 xoten 6bl No6narofapuTb Bac 3a y4acTue B 3TOM AMCKYCCUM
M 3a Balle BKCMepTHoe MHeHMue. Xody HamOMHMWTb, YTO AMCKYC-
CUSi MPOMUCXOAMIA MO MHMLUMATMBE Hay4HOro XypHana The Garage
Journal v npu nopaepkke Myzesi coBpemeHHOro nckyccTea «lapax».
Cnacnbo 1 xopoLLEero Bam Bevepa.

1. OTkpbiTas 6a3a gaHHbIX MexancumnamMHapHoe uckyccteo B Poccumn « MAP»
(2020, 1 ceHTs6ps) Esponerickuit yHusepcuteT B CankT-lNeTepbypre.
CrpaHuua npoekTa, https://eusp.org/projects/otkrytaya-baza-dannykh-
mir (08.03.2021).

2. Wkona mepmaumm (2020, 25 ceHTtsbpsi) CtpaHuua npoekTa, hitps:/
artmediation-school.ru/ (08.03.2021).

3. Dxonokauus 16 (2020, 11 asrycta) LIK19. CtpaHuua cobbitus, https:/ccl9.
org/onmain/eholokacia-16/ (08.03.2021).

4. Bonee 286 Tbic. NpOCMOTPOB cobparna nporysnka ¢ poHapem «Houb cBeTna»
(2020, 19 mas) «ApceHan». CTpaHuua HoBocTH, https:/arsenal-museum.
art/2020/05/19/286-prosmotrov/ (08.03.2021).

5. ApT-ra no mysesm coepemeHHoro mckycctea (2020, 2 uioHs) Myzen
coepemeHHoro uckycctsa NMEPMMM. Ownain-nnatdopma, https:/web.
archive.org/web/20200602014252/https: /open.permm.ru/ (13.08.2020).

6. Bce pacTeopsietcs B Bozgyxe (kpome sonpocos) (2020, 4 ceHTabps) ApTrug,
https: /artguide.com/posts/2071 (08.03.2021).

7. 100 crioco6oB npoxmTb muHyTy (2020, 13 anpens) TMUM um. A. C. MNyw-
kuHa. Ctpanuua npoekTta https://100waystoliveaminute.pushkinmuseum.
art/ (08.03.2021).

BnaropapHocTu

Y4acTHUMKM OMCKYCCUM BbipaxatloT ocobyio GrarogapHocTb peaaktopy The
Garage Journal IOpuio KOpkuHY 3a opraHM3aumio MEPOMPUSATHS.
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O6 aetope

Brnag CTpyKoB — MynbTUAMCUMMAMHAPHBIM MCCrefoBaTerb U KypaTop, pabo-
TalOLWMI Ha NepeceyeHnn UCKYCCTBa, meana U TexHonoruni. JoueHT YHu-
BepcuteTa Jnaca (BenmkoBpuTaHus), rae 3aHUMAETCs MUPOBOM BM3Yyarib-
HOM KyNbTYPOM. B HACTOSILLMIA MOMEHT OCYLLECTBISIET MacLUTaOHbI MPOEKT
«BuzyanbHas KBMpP-KynbTypa B MOCTCOBETCKOM Poccum», domHaHCUpyemblit
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Discussion

The Crisis of Museum ldentity: A Discussion
with Directors and Curators of Russian Con-
temporary Art Institutions

Vlad Strukov

The discussion was organized by The Garage Journal as a part of the eighth
edition of Cosmoscow International Contemporary Art Fair. It was held at
the Gostiny Dvor in Moscow on the 13th of September, 2020. Speakers were
invited to reflect on the changing role of the museum as a social institution
in Russia during the COVID-19 pandemic and other global crises. They dis-
cussed Russian museums' strategies for interacting with their audiences and
fundraising, as well as other aspects of museum work that are particularly
important in crisis situations.

Participants:

Nailya Allakhverdieva, Director of the Perm Museum of Contemporary Art
(PERMM), Perm

Anton Belov, director of Garage Museum of Contemporary Art, Moscow

Kristina Gorlanova, Director of the Ural Branch of the State Pushkin Museum
of Fine Arts, Yekaterinburg

Pjotr Zherebtsov, Curator at the Center for Culture CC19, Novosibirsk

Alisa Savitskaya, Curator and Head of Exhibitions at the Volgo-Viatka branch
of the State Pushkin Museum of Fine Arts, Nizhny Novgorod

llya Shipilovskikh, Deputy Head of Exhibitions at the Boris Yeltsin Museum
(Yeltsin Center), Yekaterinburg

Vlad Strukov (discussion moderator), Editor-in-Chief of The Garage Journal
and Associate Professor at the University of Leeds
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Figure 1. View of
Cosmoscow 2020 (courtesy
of Cosmoscow International
Contemporary Art Fair)

Vlad Strukov:
The second issue of The Garage Journal: Studies in Art Museums
& Culture is going to examine the work of institutions after crises.
And by ‘crises’ we mean many types of crises: financial, political,
historical, humanitarian, ecological, and, of course, the crises caused
by the pandemic. All of the above have at some point affected the
museum industry.

To get a broad perspective on the topic, we invited
a number of speakers. They work in institutions across the Russian
Federation, institutions that are based on different financial models
and tfarget different audiences. The round table is a great opportuni-
ty to talk about a variety of experiences, perspectives, and strategies
for institutional work during crises. | would like fo ask the speakers
to consider and discuss the experience of the 2020 crisis and at
the same time reflect on their past experiences.

For many people, this year has been an opportunity
to rethink some philosophical, ethical, and moral questions. Many
went through a personal crisis, finding themselves in unfamiliar
places, far from their families or, for example, in situations when
they have lost their jobs and had to reinvent their lives. | would like
to invite the speakers to talk about their institutions’ experiences:
to the ways in which they chose new strategies and workflows.
Feel free to discuss your specific circumstances, new ethical norms,
and other relevant phenomena.
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Nailya Allakhverdieva:

First of all, the current crisis is a crisis of identity that we have been
going through individually and collectively. During the lockdown, in
the spring and summer of 2020, the museum’s feam went through
different stages of adapting to the new situation. And now, with
the museum being open since the 1st of August and us coming
back to work, we can look back and reflect on what we have been
through. In the first few months, we experienced a lot of stress
and mobilized as many resources as possible.

During this transition period, we made sure we could
make the collections and exhibitions available to the public by using
different media and restructuring our social media and website
activities. Of course, when a museum has an actual ‘physical body,’
offline events and activities are always prioritized, and all other
media are produced with using what is left of the budget. So, it was
a big challenge to move our work into a new dimension of museum
space. It needed to be communicated through the camera lens
and/or website interface. Of course, we had worked with those
media before the crisis. For example, we used to publish record-
ings of public lectures on the museum's website. However, that was
always a sideshow. During the crisis, we started thinking about the
museum from a new perspective, remote and technology-based. We
did online guided tours of the exhibition Extemporary, streaming
different events from the empty rooms of the museum, and recorded
interviews with the museum staff. So, the museum remained in the
same place, and we just worked to reduce the unavoidable distance
between the audience, the team, and the museum by making use
of video recording technologies.

Eventually, we ran out of content related fo the exhibi-
tion—it exceeded its media potential—and by then, we already
knew that we would need to stay online for another three months.
So, we came up with a new strategy: to generate new ideas and con-
cepts in the ‘superstructure’ with no direct relation to the museum's
exhibitions, since we had no idea when we would be able to open
a new exhibition. We then gave a sigh of relief, as we had started
to feel more stable and were able to switch from rabbit-in-the-
headlights mode to proper long-term planning.

We launched the initiative Summer, which consisted
of different stages: June, July and August. We were excited to create
a surreal situation in which real-life phenomena—sunsets, sunris-
es, and gardens in bloom—were described using the language
of a planned economy: ‘facilitating,’ ‘producing,’ ‘expanding,’ and so
on. In a way, it was an homage to a song by the Russian band Est
Est Est, criticizing the megalomania of state-funded projects. Its
lyrics go: ‘As part of a nation-wide plan, at the highest level of pri-
ority, summer has been approved / So that it can begin operating
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starting the first of June." Given the global crisis and the failures
of many frames of reference, this idea had become quite relevant.

Using the three months of the summer as a framework,
we came up with many possible activities: in June, everyone works in
their gardens, in July, it gets really hot, and August is harvest time. The
summer turned out to be a reality—a reality that was not inside the
museum, but outside! | think it was the first time that, in many years
of its existence, the museum had found its way far beyond its walls.

We found a new way to engage with the city. We began
to carefully study the urban environment. We launched our first
guided city walks, streamed videos from small river valleys in the
morning, watched gardens bloom, discovered secret gardens in
the city, organized open-air lectures, and interviewed artists while
on a walk in the city. This initiative got a great response, with many
locals and activists joining us, making our perspective more ste-
reoscopic, more multi-dimensional. We were actively engaged in
connecting contemporary art on the one hand with green urban
spaces on the other, while being attentive to changes in weather
and nature. For example, for our films on secret gardens—which
are often hidden in urban spaces, half-abandoned, yet incredibly
beautiful, maintained by local people, mainly elderly women—we
included interviews with artists who acted as mediators and con-
tributed a poetic perspective on these urban spaces.

The museum ended up overcoming the crisis through
exteriorization. The museum stopped being an object of observa-
tion, and became an observer, investigator, and contemplator of the
surrounding environment in its own right.

Vlad Strukov:
Thank you, Nailya! | would like to ask Anton Belov if the COV-
ID-19 crisis promoted discussions at Garage. Did you come up
with new strategies which could be related to new ethical norms??
Did you develop any new policies and or practices? | am referring
to how institutions have been compelled to rethink ethical standards
and their own social responsibility.

Anton Belov:
Thank you, Vlad. | don't know whether we can consider new ethi-
cal norms. First of all, COVID-19's influence on contemporary art is
tremendously overblown. To be honest, | don't think it really made
any impact on culture. I'm not sure that if we look back in five years'
time, it will still be thought to have played a significant role. In my
view, the only ethical question that this crisis raised for me as an
individual, and probably for Garage as an institution, is that the most
affected were the most vulnerable groups within our community,
who also happen fo be the most important. They are artists, writers,
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critics: those who were, so fo speak, making their living out of the
process. After the process stopped, a shortage of financing turned
into lack of financing. And | think that is the biggest problem. We
have endless discussions about the situation with the exhibition
Nemoskva and other similar situations, but the problem can be found
in underfunding for the most important members of this process.

And if we are to discuss the new ethics, | think all insti-
tutions need to radically rethink their programs for distributing
funds in favor of the actual producers of—I don't know what to call
it—meanings, works, art, everything around us. Because every
crisis shows that any institution can more or less survive. American
museums are moaning about their budgets being cut by 30, 40,
50 percent. But none of their top managers lost their jobs, while
artists' contracts for exhibitions are being cancelled and tutors are
getting fired. And actually, the same thing is happening with gal-
leries. Sales dropped by two to 20 times. And again, the artists are
the ones suffering! We can see that many art writers lost their jobs.
For this reason, we tried to solve this problem by helping specific
people and launching the Reflections project, which supported
artists by giving them text and artwork commissions. Photo, video,
drawing, performance documentation—it didn't matter what. For
this vulnerable group we have tfo initiate programs of everything
possible: residencies, grants, funding, and all other formats that can
help develop the local community.

It is remarkable that every second artist who appeared
at the Off-White auction at Cosmoscow Art Fair has either been
awarded a grant by Garage or was a resident at Garage Studios. So,
it turns out, a very small amount of money, that equals ten grants
a year or 18 places at the Studios, stands for half of contemporary
art production as it is represented by an art fair. | think it's time
to think about whether it was right to spend our efforts, resources,
and other things on big exhibition projects and high-profile events.
We should probably invest much more in the most important people.

Kristina Gorlanova:

This year's crisis situations were intensified for NCCA by a difficult
process of merging with the State Pushkin Museum of Fine Arts,
which started in January. For us, this opportunity to stay at home
and think about where we were heading was more of a benefit
than disadvantage. As far as 'new ethics' go, | partially agree with
Anton. The whole 'new ethics' story looks like it was constructed
under the influence of the COVID situation. It is more likely that
problems of our ‘old" ethics have become more evident. We are
witnessing a whole series of discussions on how to negotiate with
artists and whether or not artists should be paid for their work. To
be honest, in 2020, | find these sorts of discussions alarming.
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| think that any institution—not only a museum like us,
but any more or less institutionalized player in the art world—has
a sense of responsibility for those who are more vulnerable than
themselves. In Yekaterinburg this year, we saw artists being left with
no place to work—no one has a studio, no one has an opportunity
to get representation. And when most people are stuck at home,
that leads to this same crisis we are talking about.

Talk of a 'new ethics' is overrated. This is most likely just
a return to discussing ethical norms. Inside our relatively small
Yekaterinburg institution, this manifested itself mostly in increased
care for our staff, which | think can be regarded as a benefit of the
pandemic. I's great to have to prioritize the comfort and health
of your team. It's good when colleagues start looking after each
other more. Do we have a program for considering questions of old
and ‘new’ ethics? | wouldn't say so. We have a provisional plan for
what we would like to achieve from our cooperation with the Pushkin
Museum and for what we think is right to do locally. And | can't say
it changed much because of the coronavirus. Rather, we have had
time tfo think it through. | hope that | answered your first question.

Pjotr Zherebtsov:
Concerning the first question, | completely agree with the previous
speakers. The discussion that has been faking place in the last month
is important to the art community; it is important to the institutional
community, and to cultural workers in general. It is great that these
conversations are taking place, but whether or not they are con-
nected to what happened six months ago is a big if.

CC19 is a small and young institution in Novosibirsk. Our
core team is made of eight people, although, counting the back
office, there are almost 30 of us. Just two years ago, it was the old
Artists’ Union space, and now it is a transforming institution that
is just now finding its place in the Russian art scene at the local
and regional levels. That is, by the way, the first thing that really
opened new opportunities for us with regard to the pandemic.
When you cannot use your own physical space, you start paying
attention not only to your colleagues and friends there in your
city, but also fo colleagues and friends from other places. Some
very interesting initiatives have emerged involving potential future
associations and collective actions at the institutional level in Russia.
| think it is great that people are approaching this systematically.
At least, we feel that they are when talking to our colleagues from
Vladivostok, Yekaterinburg, Nizhny Novgorod, Krasnodar—the list
of major (and minor) cities is long.

We had a chance to devote some time fo our archive, in
large part thanks to Garage. There is also another archival project
that we are working on with our colleagues from Saint Petersburg
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and Moscow, a database exploring interdisciplinary art in Russia.
Curator Irina Aktuganova and artist Vladlena Gromova have just
started working on it. We were able fo slow down a bit in June after
a very intense April and May, which has allowed us to reflect on
the art scene in our city and in Siberia in general: how do we view
our colleagues, and where do their practices trace their origins? We
used to think Siberia was a vacuum, an empty space, but that's not
the case at all. We have been discovering practices on which we
can build our own tradition.

During spring 2020, we had the chance to attend many
national-level educational initiatives. The Vladivostok School of Con-
temporary Art held a special course on digital curation, and a school
on art education took place in the Ural region.* We also held a gal-
lery education program for the exhibition that had opened just
before the lockdown.

However, the lockdown was a nightmare for our com-
munications department, as they had fo come up with new formats
and constantly produce content, competing for attention with oth-
er, much bigger players. Everyone found themselves in the same
Facebook feed, and everyone was affiliated with big media players
in one way or another. We tfried hard fo stay in contact with our
audience, for example, by moving Ekholokatsiya [Echolocation], our
series of audio sessions, online.

The pandemic jump-started internal education in our
institution. Part of our staff had never worked with contemporary
art before and had no previous experience of creating public pro-
grams, so we started learning how to do so. We were able to focus
on our library, which we had been building for the past two years.
The institution was developing, although slowly; the team turned
its focus inwards in order to come out of the crisis with new skills
and opportunities.

Alisa Savitskaya:

| represent an art institution known as the Arsenal in Nizhny Novgo-
rod. Our full title and legal status keep changing because we have
been affiliated with different institutions, from the National Center
for Contemporary Arts to ROSIZO and the State Pushkin Museum
of Fine Arts. The constant changes of legal status and management
has taught us how to be patient in times of crisis. Picture a cat, poor
thing, falling out of the sky and twisting in mid-air, trying fo land
on its four feet: that's how we feel at the Arsenal.

Indeed, the lockdown was introduced right when the
Arsenal was being transferred from ROSIZO to the State Pushkin
Museum. The lockdown enabled us to sort out the paperwork
associated with the transfer, while putting our institutional activities
on hold. Sadly, it also meant that we lost some of our audience
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and our resources were depleted. For example, having invested a lot
of money and effort info two exhibitions, we were forced fo go into
lockdown on the day of their opening.

The ease of working online has been another plus for
us as a publicly funded institution. It turns out that creating con-
tent for online platforms is just as creative and engaging, but less
bureaucratic. As a curator, | found myself in the minority, since | was
attached to the exhibition spaces and physical artworks, and in
terms of creativity, working online was a challenge for me. But
| observed how my colleagues from the education and inclusivity
departments, the music curators, and the event managers worked
frantically to release content online. There was less red tape, so
they were able to deliver their projects to our audience, which
was missing the Arsenal, much quicker. Staying in touch with our
audiences became a key part of our work.

Another positive aspect of being in lockdown was the
feeling of solidarity, of sharing the same experience. Visitors with
disabilities wrote to us saying that they had finally found themselves
in a future that they could only dream of. Everyone was in the same
boat, facing the same challenges. They said that they could finally
attend all of the institution's events and take part in all its programs
completely unrestricted. In terms of inclusion, Night at the Museum
was a move to the next level. We organized a show entitled The
Night is Bright.® For this project, artists Alexander Kuritsin and Dmitrii
Stepanov organized an offline night city walk that was streamed
online and commented on by urban studies specialists, art historians,
journalists, poets, musicians, and other guest commentators. Some
of the participants were people with disabilities, who, for the first
time, had a chance to travel across the city together with us and see
those parts of the city that remain inaccessible in regular situations.
We were all looking at the city through our screens, and at the same
time, we felt very connected to each other.

Pjotr Zherebtsov gave an example of something | think
is important, which is how the pandemic facilitated collaborations
between colleagues from different regions. Before the pandemic,
many of us did not know each other personally, and now we feel
like we are old friends. When we go offline, we need to remember
these lessons of the pandemic and try to preserve this new sense
of closeness.

Anton Belov spoke about the need to support artists.
Although many of our colleagues did not agree with the decision
of the Innovation Prize 2020 jury to share the prize among all of the
nominees, | believe that this gesture was meaningful and timely.
Perhaps that decision was not very practical, as the money was split
among many contestants, meaning each got very little. But that story
is not about money—it's about a different approach to working
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with the artistic community. The point is not that we should abolish
the institution of competitions and always share the prize money.
This was an important event showing us that in times of crisis, we
should challenge the established rules of the game, build new kinds
of relationships, and find new ways to support each other.

One last observation, if | may. As soon as the lockdown
began, all of the museums started complaining about dwindling
numbers of visitors and loss of income. At that time, | questioned
whether an institution should focus so exclusively on its survival.
It is clear that the survival of, for example, the Arsenal in Nizh-
ny Novgorod is a preferred outcome: we have a large audience
and a responsibility for them and towards them. However, | just
could not get rid of the feeling that institutions were unjustifiably
self-absorbed and concentrated too much on their own survival. In
2020, contracts with artists got cancelled while the museums' staff
stayed intact. How do we balance the survival of our institutions
with their responsibility to other members of the art community?
This is an important ethical consideration.

Ilya Shipilovskikh:

| don't see the issue of 'new ethics' as overhyped—it is urgent
and very sensitive. Us as representatives of our respective institu-
tions replying to this question is not exactly what audiences on the
other side of the screen, especially those online, want to hear. What
we are talking about is not at all what other members of the art
world—those who were left without contracts, essay commissions,
etc.—are thinking about. | am not sure that this contradiction can
be resolved at this time. In the Yeltsin Center, and its art gallery
especially, we have made sure to spend a lot of time discussing
this matter, and our discussions continue to evolve. It is evident
that some essential positions and fundamental principles have
yet to be identified and defined. Every new discussion contributes
something new and helps make corrections to what has already
been said before. It is important that these positions have finally
become visible and are being talked about. | hope that when these
positions are clarified, more specific agendas for particular people
and institutions will be formulated.

Now, to the crisis. In 2020, the Yeltsin Center was the
first of Yekaterinburg's cultural institutions fo go into lockdown.
It was a decision we made to protect our staff and their families.
(We have around 150 people working at the Yeltsin Center.) After
that, we concentrated on identifying our resources and on how
we could use them efficiently in the changing circumstances. And,
of course, our most important resource turned out to be people
who could do much more than what they were hired fo do. In just
one week, we managed to restructure the work of the Yeltsin Center,
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turning it into an online media outlet, with a YouTube channel with
a number of formats and daily streams of lectures and discussions
on different topics. We also organized a series of discussions called
The School of Survival, and another one called The World after the
Pandemic. We ran a school for young adults and held an exhibition
about video games. We figured that in the current situation, the
digital world was shaping people's experience more than the real
one, and we wanted to reflect that.

Vlad Strukov:
| would now like to clarify a few important things mentioned in the
discussion. The first one is the issue of your audience. Did you get
a better understanding of who these people are, what lives they live,
why they visit (or don't visit) museums? My second point has to do with
practices of collaboration among institutions. Are there any interesting
examples of collaboration between local and national institutions?
Did new collaborations emerge in global, local, or any other contexts?

Nailya Allakhverdieva:

| wouldn't say that we found a new audience during the lockdown.
We have a lot of visitors during the year, but since we haven't
conducted a thorough analysis of our audience, it is difficult to say
how its configuration changed after we had moved online. Overall,
our offline audience was half the regular size this year, but the
numbers for the museum’s social media multiplied. It is clear that
the social media audience is more dynamic, young, and global. But
the global internet is very competitive, while PERMM is a museum
based in Perm, with a strong local focus. That is why we saw more
interest from a local audience that is strongly interested in what is
happening in Perm and where the psychological distance between
the museum and its audience is very small. | think this is true for all
regional institutions. Still, we are actively working on diversifying
our audience. For example, during the lockdown, we launched an
online platform to promote and accumulate information on all of the
museum'’s initiatives.

As far as collaborations between institutions go, those
centered on our summer program. The concept of our summer pro-
gram was somewhat ironic, but it also involved a serious monitoring
of changes throughout the summer, and anyone and everyone could
take part. This format invited our museum staff and artist friends
to send us visual documentations of their summer days, and we
were able to share all of these on our social media. This project
did have any complex goals or high-art aspirations. Instead, it was
a very comforting, friendly communication that provided the feel-
ing of real connection to the world that we were so sorely missing
at the time. You can find posts on the museum's Instagram page
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about how summer was going in Votkinsk, Poliarny, Rostov-on-Don,
Vladikavkaz, Buryatia, and in other more distant places such as
South Africa, the United States, and Spain. Sharing and enjoying the
summer together served as a very accessible and efficient medium
for connecting the museum to very different contexts.

Anton Belov:

| made a very simple decision. | gave our web team complete free-
dom to produce content for the Museum. They did whatever they
liked. That's how the Self-Isolation platform was launched. They were
managing it all from there, while all other departments were creating
content for them. As a result, a young (in terms of age) but already
very experienced team was defining the whole communication
strategy for the institution.

We collaborated with many other institutions, even with
the Musée d'Orsay. We were busy trying fo save our friends in other
cities, especially private, independent, or self-organized initiatives.
We spent a lot of financial, moral, and other resources on this. During
the pandemic, | realized how vulnerable and fragile we all are, even
setting aside physical or psychosomatic illnesses. We are really fragile
as an institution and an ecosystem. The loss of every warrior on our
scene, be it an institution or a self-organized initiative, will make
a drastic impact on our future, including that of Garage, as we can
lose other members of the processes that we are trying to develop.

| am glad that my colleagues are striving for synergy,
mutual help, and collaboration, yet with all of that, fo be honest, we
remain hardly visible on the federal level. The Creativity Week is hap-
pening now in Gorky Park in Moscow. Some were invited to take part
as they know someone, others were not invited as they are not that
known. | had a feeling that whoever organized this didn't understand
the scale of the situation. There is a huge network of institutions
and culture professionals that already exists in Russia. Some of them
are more famous, some are less; they are based everywhere from
small fowns to cities with populations over one million. All of them
change the landscapes of their cities and communities.

This is a very inferesting contemporary phenomenon.
It seems that our government thinks that the creative class has
to be studied, fed, given a chance to show what they can do,
and helped somehow in an urgent way. | think in three years' time
they will understand that there is a whole network of institutions
and culture professionals, and they need to work with them too.
| am very curious how it will fit info this system of relationships—the
so-called ‘'new ethics'—and integrate in the communities that make
impact on society on their own local level.

People who fell the truth were invited to that forum. From
young designers from across Russia to Vladimir Pozner, who said
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that the development of the creative class requires freedom, and we
have to learn to communicate with these sometimes ‘uncomforta-
ble’ people. It was a very interesting moment, everyone got tense.
It turned out that there is a whole new class of people who are
now grown up and can stand as their local governor. Society has
changed, and we can see that this is also the case in our commu-
nity. It is now mature enough to practice horizontal relationships
and collaborations, share experience, and most importantly, make
mutual efforts to develop something we all find valuable. Or, in our
case, make the effort to preserve what has already been achieved,
to not slow down or at least to maintain our speed during quaran-
tine, and go a little faster once the crisis ends.

Kristina Gorlanova:

We did not work with new audiences much. Social distancing came
as a shock for us. We don't have a website and we were simply trying
to maintain the audience that we already had. Another difficult thing
is that our museum's visitors are not the same people that follow
us on social media. We were trying fo solve this by diversifying the
social media formats we had used before. It worked out really well,
as we soon realized that people usually skim through endless com-
pilation lists of what to do in lockdown and almost never use them.
We decided to publish a bit less intellectual content and instead
come up with media that would support both our artists and our
audiences. We ran semi-humorous video series like Breakfast with
an Artist, Work Out with a Performer, and other things like that.

We have a podcast that we also started during the
self-isolation period; it is called Distance Station. It is a perfect
example of collaboration on the city level: our curator Maria Dor-
macheva, Roman Plotnikov from the Yeltsin Center's art gallery,
and critic Anya Litovskih came together and invited other colleagues
from Yekaterinburg to discuss how things were going with them.
It is quite an informal podcast.

As for collaborative projects beyond the city level, we
have not done anything yet. Yes, we are discussing some projects,
also in our group chat. | really hope that some of them will even-
tually happen. Pjotr and | were talking about it right before this
event; he'll probably tell you about it himself. In the meantime,
| will say a few words about another part of my professional life:
| am also head of the Association of Artistic Residences of Russia.
We thought that this type of initiative would be worth highlighting
during the lockdown, since it is designed to increase artists’ mobility.
Artist residencies are dealing with the situation in different ways.
It was great holding live streams with them individually. One the
one hand, it allowed us to highlight each residency through our
NCCA channel and communicate that there were opportunities for
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artists to travel around Russia, or at least there would be soon, since
many residencies had temporarily restricted their activities. Some
were coming up with creative ways of dealing with the situation by
starting online programs. It was an example of different residencies
collaborating on an online initiative.

llya Shipilovskikh:

Our approach to working with audiences has not changed much. The
Yeltsin Center works with a broad range of audiences and, of course,
not all of them are based in Yekaterinburg. | would even say the
audience for our ideas is based in all corners of Russia. Many found
it easier fo connect to us after we made more content available online.
So, on the positive side, the number of subscribers fo our YouTube
channel has doubled, reaching 17000. That might not be a lot, but
| think it is a good number for videos about challenging topics.

The museum’s staff are another one of our audiences,
so we engaged with them, too. A few times a week, we organized
internal online meetings with guest speakers, followed by discus-
sions. The aim was fo give our staff a better understanding of the
museum'’s practice, fo teach them about contemporary Russian
history, so that they could discuss these things with Yeltsin Center
visitors. People don't usually realize that the Yeltsin Center functions
as a cinema, a theater, a lecture hall, and a contemporary art gal-
lery. They probably associate the museum with painful memories
and fear of the 1990s. And this is exactly why we need to process
this trauma together as we engage with our audiences. We have
continued doing this online, too.

In terms of collaborations, we collaborated a lot with
individual people. This took the form of conversations online, each
of which led to the creation of an amazing network of people.

Pjotr Zherebtsov:

Our audience is still an open question. We are just starting to build
up an audience, having been in the process of reformation for
a little over a year. Of course, we came up with a portrait of the
audience we would like fo build and even conducted a small survey
before we commissioned the ESH Gruppa design studio to develop
a visual identity and a website for us. The lockdown situation helped
us launch our website, since we managed to focus on things that
usually get postponed due to other, more urgent activities. The
website launch was a big occasion for us. It is a platform that helps
us connect with a much bigger audience, compared to the numbers
we were previously getting on our social media.

However, we noticed that by the middle/end of May,
our audience's engagement began to go down steadily. We were
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receiving fewer views and reactions on social media, since we had
too much online content. By the end of April, we decided to produce
a fixed amount of digital content, and in May, people decided to go
out and enjoy the short Siberian summer (at least, in our case).

It is important that we managed to improve the things
we were traditionally good at. From our predecessor institution,
the Artists’ Union, we have inherited an education department that
works with children and schools. We are talking dozens of schools
and an enormous number of children every year. Sometimes this
can be a problem, sometimes not. During the lockdown, we real-
ized that it would be much more difficult for us to survive without
them. We now focus especially on engaging with this audience.
That's not because it is our main target audience; rather, we believe
that alternative educational programs play a long-term role. Some
of the children who joined us in second grade are now university
students. They used to visit the space of what is now CC19 every
year, and now they see how much has changed in the past year
and a half and are discovering new things.

We became friends with artist-run initiatives in Novosi-
birsk. Not all of work exclusively in the visual arts—some do exper-
imental electronic music and sound art, too. For a year and a half,
CC19 has been working on a special initiative with the Ekhoturist
association, inviting people to participate in collective audio ses-
sions [Editor's note: the aforementioned Ekholokafsiya). After a year
and a half of the project's existence, we noticed that some of the
participants who had been making their first steps in electronic
music when they started were now holding their first performances.
We started streaming them on YouTube. People gained new skills,
since they were given a space to express themselves and receive
feedback without any judgement. | remember those incredible live
chats during our streams. We saved and archived them. Is everything
really about becoming more productive?

As far as collaborations with other institutions outside
of our city go, we can say that we are in the process of launching
them. There was an open letter published by ArtGuide which dis-
cusses the systemic problems faced by many regional art institutions,
problems also shared by artists and artist-run initiatives.” We are
in solidarity with a lot of demands covered by that letter. We have
now decided to concentrate on several things from it. We would
like to promote mobility between regions and be able to advocate
and speak for each other while visiting each other. This is not just
about sharing information—it's about regular communication, about
telling people about each other.

Alisa Savitskaya:
At the Arsenal, we do not differentiate between types of audiences,
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because all kinds of visitors come to the institution. As a result,
during the pandemic our key goal has been to maintain communi-
cation with our visitors using familiar platforms and means. In fact,
the start of the pandemic coincided with the launch of our website;
sadly, we did not have a lot of time to promote it. Because of that,
the website was used to display essential information about the
institution, whereas all actual activities took place on social media.

Emphasizing the importance of IT, Anfon Belov men-
tioned that at Garage during the pandemic, the web team effec-
tively became the new ‘directors’ of the institution. At the Arsenal,
these new directors were the PR and social media departments,
who started managing the other teams. Their aim was to continue
reaching out to our audiences using familiar formats and media such
as exhibitions and tours, music performances, lectures, workshops
for children, and so on. We had to find online alternatives for all
of our traditional activities.

We have various kinds of visitors: some visit the museum
every week, others, twice a year. It was interesting to find out that
their engagement online followed the same pattern. For exam-
ple, Night at the Museum has always been our blockbuster offline
event. Similarly, in 2020, this event online drew the largest number
of visitors: the event had 286,000 views, which is a huge number
for Nizhny Novgorod.

We did not do collaborations with other institutions, with
the exception of one online show—100 Ways To Live a Minute?
which was initiated by Olga Shishko at the State Pushkin Museum
of Fine Arts, our parent organization. For 100 Ways, we prepared
short videos and video tours and held a special screening: the
online premiere of Oratorium SARX SOMA, a new video work by
our famous local art collective Provmyza Group. Support of local
artists is one of our main objectives.

Viad Strukov:

Thank you very much, Alisa, and everyone for your contributions.

Extemporary was an exhibition held at the Perm Museum of Contemporary
Art (PERMM) in 2020, curated by Tokke Lykkeberg.

Translator's note: the buzzword ‘new ethics’ in Russian refers to heightened
expectations of political correctness and fair treatment, especially of
employees, women, and minorities.

The database, MIR, is available on the European University at St. Petersburg's
website (in Russian): eusp.org/projects/otkrytaya-baza-dannykh-mir
(08.03.2021).
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4. For more on the School of Mediation, see artmediation-school.ru
(08.03.2021).

5. Bolee 286 tys. prosmotrov sobrala progulka s fonarem ‘Noch svetla’ [The
Night is Bright flashlight walk gets over 280,000 views] (2020, May 19)
Arsenal, arsenal-museum.art/2020/05/19/286-prosmotrov (08.03.2021).

6. The lockdown online platform of the Perm Museum of Contemporary Art
(PERMM): web.archive.org/web/20200813025705/ https: /open.permm.ru/
(13.08.2020).

7. The full version of the ArtGuide letter is available in Russian at artguide.
com/posts/2071 (08.03.2021).

8. View the online exhibition 100 Ways To Live a Minute in English on
the Pushkin Museum's website: 100waystoliveaminute.pushkinmuseum.
art/?lang=en (08.03.2021).
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Article

Going Online, Going Global: The Pandemic
Meetings of a Russophone Book Club

Angelos Theocharis

The Waterstones Russian Book Club
(WRBC) is the largest Russophone
book club in Britain. In the pre-pan-
demic era, the book club members
used to meet once per month at
the Waterstones Piccadilly to discuss
contemporary Russian literature, but
following the announcement of the
lockdown in Britain in March 2020,
they decided to go online for the
first time. This article explores the
transition of the WRBC from an of-

its effect on the mission of the book
club and the members' reading
identities. Drawing on interviews with
participants and online observations,
| argue that the digital practices
introduced during the pandemic

led to the formation of a hybrid
shared reading paradigm, enhanced
the transnational character of the
WRBC, and laid the foundations for
the creation of a global Russophone
reading community.

fline to an online setting, as well as

Keywords: anthropology of reading, book clubs, COVID-19, digital diaspora,
digital transition, literary practices, lockdown, Russophone diaspora

Following the World Health Organization’s declaration of an international public
health emergency over the COVID-19 outbreak on the 30th of January 2020,
most countries announced national lockdowns and other types of restrictions
as measures fo fackle the pandemic and hinder the expansion of the virus. These
measures against the coronavirus resulted in a global disruption of socio-eco-
nomical life since traveling and movement were restricted, and offices, universi-
ties, and non-essential shops were closed. On a global level, meetings, classes,
celebrations, and various social gatherings transferred to online platforms such
as Zoom, Microsoft Teams, and Skype, which allow people fo connect easily,
regardless of their location. These platforms already had a global network
of users, but the global pandemic led fo their unprecedented expansion. Digital
media supported the continuation of social and cultural life, ‘'normalizing’ the
prolonged disruption caused by the pandemic (Athanasekou and Mertzani 2020).

This article investigates the influence of digital media on the commu-
nity and the shared reading experience of Russian-speaking readers in Britain

The Garage Journal: Studies in Art, Museums & Culture

38



Going Online, Going Global: The Pandemic Meetings of a Russophone Book Club

during the COVID-19 pandemic. More specifically, | examine the transition
of the Waterstones Russian Book Club (WRBC), a Russophone book club
in London, from in-person gatherings fo online 'Zoom meetings' from April
to October 2020, an experience shared with many other community initiatives.
The first part of the paper introduces the reader to offline and online reading
groups, the UK. Russophone community, and the pre-pandemic practice of the
WRBC. The second part zooms in on the pandemic WRBC meetings aiming
to capture the adaptation of the book club to the online environment and the
intended-as-temporary change of mission. The digital turn of the WRBC led
to the formation of a new hybrid paradigm for book clubs and contributed
fo the enhancement of the group's transnational and global character. | contend
that the digital transition allowed the WRBC to transform from a London-based
book club to a global Russophone reading community.

Reading from Face-to-Face to Online Book Clubs

The history of reading groups goes back to the Middle Ages when a commu-
nity gathered together to listen to one of its members read a book aloud. In
their present form, book clubs have existed since the nineteenth century but
have been particularly popular since the 1990s due fo the success of Oprah
Winfrey's Book Club (1996—2011), a book discussion segment of Winfrey's talk
show (Long 2003; Rooney 2008). An informal, non-academic reading group
meets regularly to discuss a book chosen by its members, listen to the partic-
ipants’ literary experiences, and explore possible interpretations. As the book
club members ‘reexperienc[e] a book through other readers, the author, other
media, and through visits fo physical places’, their opinions and interpretations
of the book under discussion are being confirmed, informed, or contested
(Fuller and Rehberg Sedo 2013: 206). The meeting can fake place in a private
space (a member's house) or a public one (bookshop, library). Book clubs can
be very diverse in terms of the genres read and the demographics of their
members, yet Jenny Hartley's (2001) research showed that they often consist
of middle-class, middle-aged or older, well-educated women, who prefer to read
fiction and are looking to inform their reading with other peoples’ opinions.
The popularity of reading groups especially in the Anglophone land-
scape and the fact that they ‘constitute one of the largest bodies of community
participation in the arts’ (Poole 2003: 280) explains the increased academic
interest. Research has focused on book groups in the U.S.A. (Radway 1997;
Long 2003), Canada (Fuller and Rehberg Sedo 2013), and the UK. (Hartley
2001; Peplow et al. 2016), but, as James Procter and Bethan Benwell (2015)
have argued, ‘it would be a mistake to assume that book groups are merely
a "First World" phenomenon’ (p. 5). Their monograph titled Reading Across
Worlds (Procter and Benwell 2015) analyzed book talks from 30 different read-
ing groups around the world (Nigeria, India, Trinidad and Tobago, Jamaica,
England, Scotland, and Canada) looking at how fiction produced in London
was received and consumed by this transnational audience and how they
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‘establish[ed] imaginative connections elsewhere as they conjure up analogies,
patterns, differences and allusions’ (p. 57).

Reading communities exist in both online and offline settings. A sim-
ple search on the internet reveals to readers a variety of options for collective
engagement with literature such as online book clubs, listserv book discussions,
book-related blogs, fora, and Facebook groups. Synchronous or asynchronous
online book discussions might be the only option for readers who either do not
have access to face-fo-face book clubs (Rehberg Sedo 2011) or are looking for
language-specific and genre-focused groups. For Daniel Allington and Stephen
Pihlaja (2016), the internet has transformed reading, as it promotes flexible
and hybrid interactions among readers as well as between readers and fexts.
The role of locality, the types of membership, and the formation of hierarchies
of taste are constantly being reformed and reconfigured, requiring a rather
dynamic research approach.

Most online reading groups are text-based, in contrast to their
face-to-face counterparts, which affects the format and content of interaction
between readers. Online book club members are not situated in the same
physical location that allows them, on the one hand, to connect with readers
living in different cities or countries, but, on the other one, leaves them with
fewer opportunities to bond and connect on a social level. David Peplow,
Joan Swann, Paola Trimarco, and Sara Whiteley (2016) observed the absence
of a 'social chat' in online groups at the beginning of a meeting or a con-
versation, as the participants moved swiftly fo the book discussion. These
groups are usually open and constantly accept new members, yet they ‘were
not friendship based, and members did not usually know each other outside
their reading group interaction’ (p. 20). Hence, online participants still manage
fo express their ‘positions of familiarity and foreignness, inside and outside,
distance and proximity’ when they introduce themselves to their fellow readers
(Procter and Benwell 2015: 39). At the same time, virtual reading communities
can be more ‘democratic, diverse and non-hierarchical' than offline groups
(Round 2016: 243) since members are dispersed and often anonymous in the
online environment, and social status and cultural difference are less evident
in typed discussions (Procter 2010).

The Community Literary Practices of the Russophone Diaspora in Britain

The Russophone community in Britain represents a diverse social, demographic,
and ethnic group comprised of UK. citizens and residents of Russian and Soviet
heritage, including expatriates and migrants from the former Soviet Union,
the Russian Federation, and neighboring countries, bound by one common
denominator: the Russian language. Russophone migration fo Britain kicked
off after the dissolution of the U.S.S.R. in 1991 and involved the resettlement
of highly qualified specialists, workers, and even oligarchs around the coun-
try but especially London, transforming the city info a predominant hub for
diasporic culture (Kliuchnikova 2016; Malyutina 2015; Morgunova 2007, 2009).
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Statistic data and estimates of the Russian-speaking population in the UK.
have been disputed for their ability to capture the actual presence of the
community in the British society foday, which ranges from 67000 (Office for
National Statistics 2011) o over 300,000 people (IOM 2007).

Community members maintain a highly active and visible position
in the British cultural life, preserving a constant dialogue with Russia and par-
ticipating in the global Russophone ideoscape (Appadurai 1996). Given the
nodal role of literature and readership practices in Russian culture (Berg 2000;
Lovell 2000), one observes a great humber of Russophone literary events,
including book festivals and fairs, events with writers and book presentations,
as well as community events, such as book clubs, poetry gatherings, and
children poetry reading competitions. Zooming in on the Russian-speaking
book clubs, they represent an opportunity for diasporic readers to stay in touch
with contemporary Russian literature, to practice their language skills in an
intellectually challenging environment, and to socialize with ‘compatriots’ who
share their passion for fiction, non-fiction, and poetry. Along with the many
unofficial, in-house Russophone reading groups, | have located four public
book clubs across the country: the Waterstones Russian Book Club, the Russian
Book Club in Cambridge, the Manchester Book Club, and the Bacchus Book
Club in Newcastle upon Tyne.

In the following section, | present my case study, the Waterstones
Russian Book Club, drawing from my ethnographic fieldwork between 2018
to 2020 and from the interviews | conducted with the club’'s members and
moderator.

The WRBC: An Offline Reading Group with an Online Presence

The Waterstones Russian Book Club was founded in February 2017 and held
its first official meeting the following month at the mezzanine floor café of the
Waterstones Piccadilly, London. At the time, Waterstones Piccadilly housed
on its fourth floor the Russian Bookshop, a well-informed and extensive
Russia-oriented section, which was the initiative of the then owner of the
bookstore chain, the Russian oligarch Aleksandr Mamut. The founder and
moderator of the WRBC is Katia,” a Russian speaker who for eight years ran
a small in-house reading group consisting of a handful of friends, also migrants
from post-Soviet countries. Katia recounts her visit to Waterstones Piccadilly
that inspired her to launch this literary initiative:

‘The book club appeared because | accidentally came by the Russian book section and | understood
that | could not choose any book. I did not know 90 percent of the names. | came here and | understood
that there wasn't a Russian book club. And | thought that it has to be organized. | organized it' (2018,

personal communication?).

The WRBC reads at its monthly meetings works by contemporary
Russian-speaking writers, regardless of the country of origin and settlement.
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In the first three years (March 2017 to March 2020), the book club voted for
and read 33 books. Only three of them belonged to non-fiction and the
remaining books belonged to the following genres of fiction literature: historical
fiction—40 percent; fantasy—34 percent; thriller—13 percent; science fiction—
seven percent; short stories—three percent, and mystery—three percent. The
writers are predominantly male (70 percent), reside in Russia (84 percent), and
only in two cases they belong to the diaspora. There is no admission fee, and
contrary to the usual practice of other book clubs, participants are not being
asked to buy copies of the month's book at the bookshop.* Even though the
WRBC predominantly consists of Russophone migrants, everyone interested
in Russian literature is accepted if they are fluent in Russian. Participation in the
book talk is not required and listeners are welcome. Apart from the book dis-
cussion, the club occasionally hosts meetings with writers and critics, literary
games, and cultural events with other diasporic community groups. The variety
of cultural activities and the successful networking with cultural organizations
in Britain and Russia progressively transformed the WRBC info the leading
U.K. Russophone book club attracting the moderators and members of the
other reading groups, who follow its events and discussions from a distance.

The main source of information for newcomers and existing WRBC
members constitutes the Facebook group where the voting for next month's
book takes place. On this page, the moderator posts literary news, book
propositions, articles, information about upcoming diasporic events in Lon-
don, and from time to time—pictures and short videos from their gatherings.
The members' activity is usually limited to comments and reactions fo these
posts, yet online discussions take place in private group chats. The members
of the Facebook group grew from 600 on the first anniversary of the WRBC
in 2018 to 900 a year later, reaching almost 1,700 in March 2021. The online
WRBC members are dispersed across and outside Britain, representing most
places of settlement of the Russophone diaspora around the world. In the
pre-pandemic era, a typical gathering was attended by 25 to 40 members,
while the total active WRBC members joining the face-to-face meetings did
not exceed 100. The ever-changing landscape of attendees represents different
levels of involvement between the regulars, or core members of the book club,
and the intermittent ones, who attend only if the book of the month interests
them. Although the moderator reported in the interview that men constitute
20-25 percent of the participants in each meeting, | observed that the numbers
of male members vary significantly, ranging between 5.7 percent (March 2019)
to 21.4 percent (March 2018).

A typical meeting starts with the moderator welcoming the partic-
ipants and explaining the structure of the event. In the beginning, everyone
presents themselves in a circle and shares their reading experience. Then, those
who have read the book of the month or at least a significant part of it take
a piece of paper with a single question on it, prepared by the moderator. The
number of questions varies from 20 to 30 and they are usually content-related,
but the aim is to initiate a broader literary, political, and philosophical discus-
sion. The participants who have not read the chosen book are not excluded
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from the discussion and they regularly share their thoughts and opinions.
At the end of the two-hour meeting, the club discusses new releases and book
suggestions, nominates some of them for online voting, and sometimes, breaks
into small groups that continue the conversation over drinks.

The above presentation of the WRBC is based on the ethnographic
research conducted before the COVID-19 pandemic and offers glimpses into
the book club practice. This image will be challenged and reconfigured in the
next sections, where | discuss the impact of the digital tfurn on the WRBC
as a reading community.

The WRBC Goes Online

At the end of March 2020, the WRBC coordinator and the club members
discussed on the Facebook group the temporary transfer of their meetings
to an online platform. In the past, the book club had posted on Facebook
a handful of videos from its meetings, mainly capturing its games and meet-
ings with other community groups, to which participants would respond with
comments and emoticons. Given this occasional and limited online presence,
the WRBC was not prepared for the digital transition, and the adaptation of the
meetings fo the online environment lasted for over a month. Although | had
completed my offline fieldwork just before the pandemic reached London,
| decided fo resume it and study the WRBC virtual meetings in comparison
fo the pre-pandemic ones. Taking into consideration that ‘digital formations
facilitate and transform the possibilities for diasporic affiliations' (Ponzanesi
2020: 978), | participated in the pandemic meetings to observe any impact
of this new form of connectivity between the WRBC readers on communi-
ty-building and the enactments of the participants' transnational cultural iden-
tities. In the present section, | offer an overview of these gatherings following
a virtual ethnographic approach (Hine 2015; 2017) tailored fo the tfransition
from an offline to an online setting.

The data collection at this stage of my fieldwork took place from
April to October 2020 and centered on participant observation of nine online
meetings, which included oral discussions and text-based conversations taking
place in the Zoom Chat. | also took fieldnotes with regard to the discussions,
collected the Facebook posts that followed or preceded the meetings, and
conducted asynchronous e-interviews (Kozinets 2010) with six WRBC members.
My previous in-person ethnographic research with the WRBC equipped me
with a deep culturally and experience-grounded understanding of this reading
community, its identity, and group dynamics. The asynchronous online inter-
views (Bampton et al. 2013; Burns 2010) were conducted with selected members
of the book club whom | had already interviewed in person before the pan-
demic. | initially tried fo organize synchronous interviews on Skype or Zoom
but most respondents explained that they spent a significant part of their days
online and they would prefer to write their answers to any additional questions.
In two cases, although the respondents accepted fo participate in a follow-up
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interview, they later disappeared and returned only after a couple of months,
noting their ‘pandemic’ burnout in part caused by their dependence on the
internet. Moreover, | informed all members about my continuing research
with a post on the Facebook group, as well as orally at the beginning of the
meetings as part of my short introductions, ensuring that no one objected
to my presence there.

The first online WRBC meeting took place on the 6th of April 2020
and was attended by 24 members, all of them female. Among the regular
members of the book club, there were also attendees who joined the meeting
for the first time or returned after a long absence. | noticed that three mem-
bers did not turn their cameras on and five opted for an automatic wallpaper
to hide their background. The meeting started with the participants introducing
themselves as they signed in and was followed by the moderator's invitation
to pour a glass of wine and sit comfortably. As part of the introductory com-
ments, a member expressed her deep satisfaction with the transition to online
meetings since she lives on the outskirts of London and would be unable to join
the face-to-face gatherings (| have never attended in person because | have
to be home for the kids on Monday night. I'm certainly more comfortable
on Skype'). The well-established rules of the WRBC meetings were adapted
to the functions and etiquette of Zoom (i.e., click the ‘Raise hand’ button if
you want to contribute, mute the microphone, and unmute only when you are
about to speak). The participants moved swiftly to the chosen book and the
reading experience, following the typical structure of the WRBC meetings,
with the moderator asking questions inspired by the book and the members
answering them in rounds.

The online discussion took place in a more orderly fashion than
at the face-to-face gatherings, as the participants did not interrupt each other
and waited for their turn, no one tried to huddle up, and any side conversations
moved to the chat. During the discussion of Magi bez vremeni (2019), the book's
writer Sergei Lukyanenko joined to the surprise of the WRBC members, who
were unaware of the moderator's communication with him. For forty minutes,
the readers chatted cheerfully with the writer about his latest book, the writing
process, and briefly about his personal experience of the pandemic. After
Lukyanenko's departure, the participants continued with the analysis of his
book. Although the WRBC had organized meet-the-author events in the past,
it was the first hybrid session combining a book talk and a conversation with
a writer. In meet-the-author events, the book of the month is rarely discussed,
since the focus lies on the invited writer and their oeuvre as a whole. At the
end of the meeting, a book club member showed a flower bouquet to the
camera saying, ‘This is for you, Katia, for your amazing work for the book
club.' The moderator thanked her and responded that she had bought some
Russian chocolate treats for the meeting but, being unable to offer them
to the WRBC members, allowed her children to consume them. The virtual
symbolic gestures mimicking those usually performed during the pre-pandemic
offline gatherings enhanced the sense of familiarity and acted as reciprocal
expressions of attention and attentiveness. The participants decided to meet
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again two weeks later to discuss a new book, contrary to their usual practice
of gathering once per month.

In the following meetings, the digital practice of the WRBC started
consolidating gradually, in parallel to the formation of an identity distinct from
the pre-pandemic one. The mission of the book club seemed to have changed.
In a conversation | had with the book club moderator, she revealed to me her
intention behind the pandemic meetings: ‘Well, many people go into depres-
sion, which is why I'm activating them through distraction’ (Katia 2020, personal
communication®). The distraction that the literary gatherings offered consisted
in providing emotional and psychological support through entertainment,
as other community groups did during the pandemic. Fiction is often read for
‘entertainment and pleasure,’ constituting support for life, an act of self-care
(Thumala Olave 2018: 421). By entering and exploring a fictional world together,
book club members create imaginative bonds as they temporarily share the
same reality and participate in the same meaning-making processes. This
feeling of co-presence and togetherness facilitates community-building and
the formation of affective relationships between the readers. In the context
of a pandemic lockdown with the subsequent restriction of movement, the
transition to a digital reading format helped the WRBC members to ‘retain
a sense of normalcy amid ongoing events' (Coward-Gibbs 2020: 3) by engaging
in the same communal cultural activity as before. Therefore, the book club
members tried to limit the pandemic-related conversations to the minimum,
but occasional mentions and reflections still permeated the discussion:

Katia: 'What memories from this book will you have in a year?
Anna: ‘We have to go through this year to understand what is worth remembering.’

Katia: "We will definitely survive.’

Given that the new version of the book club’s mission was to ‘distract’
and cheer up its members, the moderator tried to invite to the online sessions
as many writers as possible. The pandemic had resulted in the cancellation
of book fairs, promotion tours, and meetings with readers, and the writers were
willing fo participate in or host online events. For example, the Russian pub-
lishing house AST organized the literary project ‘Korona Dekamerona’, inspired
by Boccaccio's The Decameron (1353). The project lasted from the 6th of April
fo the 16th of May and involved twenty famous Russophone writers reading
in turns excerpts from their books and answering questions from the readers.
In addition to the four book discussions and the hybrid session | described
earlier, the WRBC held seven meet-the-author events between April and
October 2020.° Most writers' events attracted record numbers of attendees,
which can be explained by their reputation and critical acclaim,” while the
book discussions were not different from the regular offline meetings in terms
of attendance. For the authors, these events provided ‘a sense of connection
with their audience’ and ‘a publicity tool that helps to generate interest in their
books' (Long 2003: 208). At the same time, readers were afforded the 'rare
opportunity fo hear the author live and see what kind of person he is, because
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this is also important, and not just read his biography,” as one of the WRBC
members stated.

The digital transition was welcomed by the book club members, who
were grateful for the continuation of the WRBC meetings and, as most migrants,
were familiar with the use of digital communication technologies (Madianou
2019). Anastasia commented under one of the meet-the-author events on
Facebook, | am glad that quarantine gives us such meeting:) Thanks!'? and
in the interview she admitted that ‘during the pandemic, the club's support was
excellent’ (Anastasia 2020, personal communication?). At the same time, Oksana
(2020, personal communication') referred in her interview to her experience
of the pandemic sessions as ‘quite large, thanks to Covid-19 (this is sarcasm)!’
The discursive strategy of expressing gratitude and appreciation by thanking
the cause of the disruption (the virus) and its countermeasure (the quarantine)
shows their willingness to highlight the positive effects of the pandemic, even
if that is possible through playfulness and sarcasm. The book club members
regarded the pandemic sessions of the WRBC as a much-needed substitute
to a stimulating social and cultural life:

‘Undoubtedly, it was a form of support in the sense of [organizing] some interesting events. You
couldn't and can't still go to theaters, concerts, and so on. This has become quite a good substitute

instead of just sitting at home alone or with loved ones’ (Oksana 2020, personal communication).

'Of course, participating in the book club meetings and discussing various books helped me get
through almost four months of quarantine (lockdown), although | can't say that | somehow suffered
emotionally from the “imprisonment.” | personally felt good and comfortable at home with all the

members of my large family' (Vera 2020, personal communication™).

As shown in the above excerpts from the interviews, the lockdown
was experienced differently by the WRBC members, which subsequently affect-
ed the role of the literary events in their lives. In any case, the organization of six
gatherings from the beginning of the spring lockdown until it started easing out
at the end of May 2020 indicates the collective need of its members for such
events. On the 15th of June 2020, the Waterstones bookstores opened again for
the public, and since no group meetings were allowed, the WRBC discussed its
next steps. The interim ‘lockdown’ mission of the book club seemed progressively
outdated, as people could meet again outdoors, go to the cinemas, or visit an
exhibition. The moderator asked the members to vote for the format and the
frequency of future meetings. According to the Facebook poll, the majority
of the readers preferred to gather once per month in order to have sufficient
time fo read the chosen books. However, they were divided in reference to the
format, with 55 percent opting for meetings with writers against 45 percent
that voted for ‘traditional’ book discussions without the presence of an author.
Therefore, the club decided to increase the number of book-focused gatherings
but to meet from that point onwards on a monthly basis.

The following section shows that the digital transition resulted
in a new hybrid model of meetings that transformed the formats of discussion,
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promoted the experimentation with new genres outside the comfort zone
of the book club, as well as challenged the sense of familiarity and community
among the online participants.

Hybrid Reading Practices and the Digital Turn

The digital turn and its effect on sociocultural practices drew the attention
of researchers long before the Covid-19 pandemic (Gorham et al. 2014; Grit-
senko et al. 2020; Koumachi 2019; Westera 2013;). Rozélia Bakd (2016) defines
digital transition as ‘the vast array of social, economic, and cultural transfor-
mations enabled by smart mobile technologies, [which are becoming] more
and more affordable for individuals and organizations’ (p. 145), while for
David Kergel and Birte Heidkamp (2017) it represents a 'process in which the
structure of media in society is redefined’ (p. 15). Digital media have created
a continuous global space where online and offline practices meet and inform
each other conducing fo their ongoing hybridization. According to Néstor
Garcia Canclini (2005), hybridization is not a phenomenon of the digital era,
but it is the new media that accelerate and intensify these processes through
cross-cultural exchanges.

Diasporic communities have employed digital media for sharing
information, socializing, and mobilization since the emergence of Web 2.0
(Brinkerhoff 2009). On that basis, the relatively new paradigm of digital dias-
poras captures the emerging hybrid practices of migrants ‘across borders and
networks, online and offline’ (Ponzanesi 2020: 12). More specifically, diasporic
social life in the host society involves navigation and participation in both
offline and online spaces, in parallel to the exclusively mediated, long-dis-
tance relationships with kin and friends at home. During the pandemic, these
socializing patterns were challenged, with the diasporans having to tempo-
rarily transfer their face-to-face community groups and functions online. In
the case of the WRBC, its members had previously shown a clear preference
for offline, in-person meetings, choosing this book club instead of numerous
online literary fora and reading groups. For that reason, the activity on the
Facebook page had been limited, as had the interest of the ‘active’ members
(who attend the book club sessions) in engaging with those members following
the book discussions from a distance.

The digitalization of the pandemic WRBC meetings quickly con-
tributed to their hybridization. For Anouk Lang (2012), hybrid reading prac-
tices reflect the democratizing character of the internet and its limitations
regarding access fo information and fexts; serve as platforms where readers
can challenge literary hierarchies and produce their own canon; redefine the
mediation of textual experience among readers and the performances of their
reading identities. In the formation of its online meetings, the WRBC combined
elements from two types of online book clubs. On the one hand, there is the
anonymous, fext-based, and often asynchronous book discussion usually taking
place in fora or mailing lists (Peplow et al. 2016). On the other hand, one can
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find groups conducting an amalgam of oral and written synchronous book
talks with simultaneously familiar and new faces (Allington and Pihlaja 2016).
Readers usually opt for either form of online engagement with literature for
its flexibility, anonymity, and less hierarchical structure (Procter 2010; Round
2016), in the absence of face-to-face book clubs (Rehberg Sedo 2011) or when
they are looking for language-specific and genre-focused groups (Tselenti
2015). In the case of the WRBC, the main focus was the oral discussion during
the meetings, which was accompanied by text-based conversations taking
place in the platform’s chat (synchronously) and sometimes continuing on
the Facebook page (asynchronously). This complex modus of interaction and
book-related exchanges between the readers arguably establishes a new,
hybrid paradigm of communication for reading communities established in the
continuum of digital and offline reality (Candidatu et al. 2019).

Furthermore, during the online WRBC meetings, the existing hierar-
chies of taste were questioned and reaffirmed. In early May 2020, the readers
met with Marina Arzhilovskaia, a young Russian journalist and up-and-coming
writer from Moscow, and discussed her novel Bliki (2020). The readers appeared
unenthusiastic about the book and the writer received very few questions from
the 22 participants. Having stayed for less than an hour, Arzhilovskaia left, and
a ‘closed-doors’ book discussion started. The majority of the WRBC members
viewed the novel as lowbrow and poorly written (‘There are terrible dialogues.
Seriously. People say something to each other, but what they want fo say,
why, | do not know. A book needs a story, descriptions, and characters,’ ‘This
is obviously a young, inexperienced writer, 'l| didn't finish reading the book
and very rarely leave books, but | felt that it is bad fanfiction’) and therefore,
rejected it. The moderator supported that ‘each book is written for its own
audience’ and that the disruption caused by the pandemic offered a unique
opportunity for experimentation with genres and formats of discussion (‘We
rarely read popular fiction, but it has a large audience as not everyone wants
to read the shortlist of the Big Book™). The debate around genres showed
that even those who dismissed the book of the month for belonging to pulp
fiction occasionally read such books for relaxation and entertainment. At the
end of the meeting, Katia asked the participants to vote by show of hands if
they agreed tfo further experiment with genres and writers. The vast majority
of the attendees voted in favor of sticking to their well-established practices
of book selection.

Familiarity and the sense of community between the WRBC mem-
bers have also been challenged and reconstituted in the hybrid pandemic
meetings. Two weeks before the first lockdown in Britain was announced, the
WRBC celebrated three years of literary gatherings, displaying and projecting
its group identity multimodally through online and offline discourse, posts,
group pictures, and videos. The pandemic format of meetings offered the
readers an opportunity to reacquaint with each other by visiting their homes
and taking a glimpse at their private lives. Victoria assessed positively the
digital transition of the book club involving the change of the setting and the
reconfiguration of the relationships between the participants:
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‘During the quarantine period, our club started meeting much more frequently and we were able to
reunite with old friends who moved fo live in other countries. Thanks to Katia's inexhaustible energy,
our club has acquired a new, unexpected format. Meetings were held every two weeks, participants
looked a lot more relaxed against the background of their home environment, meetings with writers
gave new turns fo book discussions and the boundaries between readers and writers became almost

invisible' (Victoria 2020, personal communication®).

In Victoria's account, the pandemic meetings brought the old and
new WRBC members closer and made writers more accessible as they were
regularly included in the book discussions. The depiction of the book club
members at home holding a drink and surrounded by books™ resonates with
the traditional image of the solitary reader (Long 2003). The sense of familiarity
generated by the mediated but live encounters with the writers is also reported
by the WRBC moderator in a Facebook post:

‘Many of you have written that in the zoom-format, communication with the writer is much more
personal and reminds more of an apartment party than a lecture or an official meeting. This is absolutely

true; an exchange of human warmth and positive energy definitely took place at the meetings.’

Familiarity is conceptualized as the opposite of formality and is
connected to the feeling of warmth, friendliness, and comfort present in house
gatherings and relaxed, intimate discussions. An example of such an informal
and intimate conversation constitutes the April meeting with the writer Marina
Stepnova. During the event, Stepnova was often interrupted by her little daugh-
ter and had to turn off the camera a few times when her daughter needed
her outside the room. Although the author apologized for her absences, the
all-female audience seemed fo be very understanding, and it was even sug-
gested to end the event earlier, recognizing that they were constantly facing
the same issues themselves. In this framework, the discussion moved freely
to more personal topics such as motherhood and the influence of death and
family issues on her writing. At the end of the meeting, the author infroduced
her daughter to the WRBC members, who wished her good night.

For some of my respondents, the informal and relaxed discussions
in the book club facilitated by the new hybrid format of meetings did not
translate info a sense of closeness. Even though the online gatherings allowed
readers to reacquaint themselves with the writers, the feeling of coming-to-
gether principally refers fo the relationships between the book club members.
Oksana maintains that community building relies on direct, personal commu-
nication between members, promoting bonding initially with some of them
and then with the group as a whole:

‘Convergence with other members of the club occurred only partially because we were deprived of the
possibility of direct communication with them. Yet, the fact that you saw familiar faces on the screen,
yes, it was undoubtedly pleasing. It was mainly the joy of being in a “party”, that everyone gathered in

spite of everything, and everyone was doing well' (Oksana 2020, personal communication).
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Digital platforms might be bringing dispersed people together, over-
coming the limitations posed by a lockdown or other movement restrictions,
yet Oksana is not content with the mediated co-presence they afford her. For
Mirca Madianou (2019), ‘co-presence was traditionally assumed to imply physical
proximity while mediation was considered a form of impoverishment com-
pared to the gold standard of face-to-face communication’ (p. 581), a position
apparently embraced by Oksana. The online WRBC meetings are less flexible
and direct, as the members participate in more structured discussions (only
in turns), debate moderately since they can be easily muted (although it did
not happen in my presence), see their fellow readers only if they have turned
on their cameras, have side conversations with the limitations of the text-based
Zoom chat and without the possibility of continuing a discussion in a pub. In
other words, hybrid meetings help the reading community sustain itself during
the pandemic (‘everyone gathered in spite of everything'), supplementing the
pre-pandemic face-to-face interactions between the WRBC members.

Based on my observations and the conducted interviews, | contend
that the pandemic engagement with Russophone literature did not result
in a simple transition of the offline literary activities fo a digital platform,
but it rather challenged the identity of the WRBC, potentially forging a new,
hybrid model for book club meetings. More specifically, the hybridization
of the reading practices during the pandemic led to a ‘blended’ format of dis-
cussions, combining elements of online and offline book clubs (synchronous
and asynchronous, oral and text-based modes of communication, mediated
material symbolic gestures, visual presence, and anonymity); created a space
for experimentation with genres and writers discussing canon formation (Lang
2012); capitalized on digital media affordances (Madianou 2019) enhancing the
sense of familiarity with the invited writers while sustaining the feeling of com-
munity among the dispersed WRBC members. In the next section, | examine
another type of hybrid literary event organized within the framework of the
WRBC pandemic activity, discussing their ability to bring together a global
community of readers.

Enhanced Globality and the Russophone Reading Community

On the 29th of June 2020, the WRBC organized, in collaboration with the
Moscow-based literary critic Galina Yuzefovich, the ‘Forum of Book Clubs'.
Branded as a ‘Celebration of Russian literature and its readers’, the event
aimed to bring fogether Russophone book clubs from all over the world for
a book discussion with the co-authoring literary couple Marina and Sergey
Dyachenko. The couple, originally from Ukraine and currently living in Los
Angeles, started their shared literary career in 1994 and since then have pro-
duced 26 critically acclaimed novels in the science fiction and fantasy genres.
The meeting started with a short introduction first by the WRBC moderator
and then by Yuzefovich, who welcomed 99 participants representing 12 book
clubs and reading communities from Canada, the US.A., the UK., Spain, the
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Netherlands, Poland, Latvia, Lithuania, Russia, Ukraine, Jordan, and Australia.
The discussion lasted almost an hour and a half and was organized in turns
as a 'relay race,’ with each book club moderator asking one question or
yielding o a member of their club. The topics did not differentiate from the
usual meet-the-author events: the readers asked about inspiration, working
schedule, models of cooperation within the couple, and plans for future books.

Given the success of the first ‘Forum of Book Clubs’, the WRBC
held a second one in place of its October meeting, this time inviting the writer
Marina Stepnova again. Since the April 2020 meeting, Stepnova had released
a new novel and, being a book club favorite, this was proposed as the appro-
priate occasion to gather Russophone readers from Russia and the diaspora
again. The meeting followed the same structure as the last ‘Forum’ and was
attended by 133 participants and 14 book clubs (Toronto, London, Newcastle
upon Tyne, Warsaw, Amsterdam, Vilnius, Visaginas, Moscow, Nizhniy Novgorod,
and Irkutsk). Unlike the event with Dyachenko, the October Forum was streamed
live on Facebook, allowing those who were not members of the participating
book clubs to watch the discussion.

Following the end of the first 'Forum of Book Clubs' with Stepnova,
Katia, the WRBC moderator, posted on her personal Facebook page the video
recording of the event, tagging the coordinators of all the book clubs. In the
text that accompanied the video, Katia referred to the unprecedented ‘surge
of energy [..] coming from the opportunity fo feel the unity of Russian-speaking
readers around the world' during that ‘unreal meeting. This post marks a change
in the use of the discourse of unity from capturing the sense of community
within the book club (usually at celebratory events) to suggesting the existence
or formation of a global Russophone reading community through the ‘Forum
of Book Clubs'. The moderator further thanked ‘the modern technologies
for the opportunity to be at the same time in Irkutsk, San Francisco, Warsaw,
Moscow, Canada, Holland and many other parts of the world,” for which she
was ready fo disregard the digital burnout that everyone was experiencing.
In this way, Katia defined as constituting elements of a global community the
synchronous multipresence around the world, the engagement with a par-
ticular activity, and the amity among the participants. Starting from the latter,
the Facebook video of the book club meeting with Stepnova received almost
100 comments by Russophone readers expressing gratitude fo the organizers
of the events, noting ‘that life in our club is in full swing despite the surrounding
situation’ and asking for the ‘continuation of the tradition." A common emotion
in most comments was ‘warmth,’ with one of the readers elaborating that it was
‘warm family-style, but at the same time in a truly international company.’ In
the case of two participants, the first being the moderator of a book club
in Newcastle upon Tyne and the second—of a Moscow-based reading group,
Stepnova's novel ignited a nostalgic conversation under Katia's post, continuing
the book discussion of the previous day:

M1: 'Rita, | didn't have time to answer to you in the meeting's chat—it was nice to see

a person from the same region as your kins.’
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M2: ‘Likewise! It was really nice to read about familiar places in the novel, too.’

M1:'Oh, Yes! It was a special, extra treat! | never would have thought that | would read so unexpectedly
about Bitiug and the seasonally washed-out roads. One of the most vivid memories of my early
childhood—we went to visit relatives in the fall, the car got bogged down, and my boot sank in that
road mud It was incredible!"

M2: ‘That's for sure, memories from childhood will never compare to anything in life!’

The sense of kinship and geniality among the dispersed Russian
speakers expressed synchronously during the event or asynchronously later
suggests the ongoing formation of a virtual community, partially overlapping
with various physical communities (i.e., the book clubs), yet bringing them
together for distinctively new digital interactions (Brinkerhoff 2009: 44-45).
Supported by digital media and the geographical expansion of the language
(Athique 2016), the emerging Russophone reading community is deterrito-
rialized, less hierarchical and voluntary, given the ‘low barriers to entry, low
barriers to exit and interpersonal relations shaped by mutual adjustment’
(Galston 2002: 43). An indication of the reading community's geography can
be found in the following table showing the top countries and cities where
the WRBC members reside:

Table 1. Distribution of WRBC members (January 2021)

Top Countries Top Cities/Towns

United Kingdom 1,169 London, UK. 8N
Russia 157 Moscow, Russia 105
Ukraine 38 Kyiv, Ukraine 14
United States 34 Manchester, UK. 14
Israel 15 Saint Petersburg, Russia 12
Germany 1 Edinburgh, UK. "

Canada 1 Riga, Latvia 9

Latvia 10 Reading, U.K. 8

Estonia 10 Yekaterinburg, Russia 8

Belarus 9 Brighton and Hove, UK. 7
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During the pandemic, the book club members increased by 65 per-
cent, as Katia, the moderator, received 577 membership requests on Facebook.
| discussed the surprising rise in members with Katia who explained that most
requests came right after the two ‘Fora’ and included moderators and members
of Russophone book clubs around the world. The newcomers were interested
in the consumption of literary goods produced inside and outside Russia and
the engagement not only with Moscow-based writers (Stepnova) but also
with diasporic ones residing in the United States (Dyachenko), reaffirming the
reading paradigm of the WRBC and challenging the country's central place
in the cultural imaginary of the global reading community. Moreover, the ‘Fora’
were the reason for the creation of the private Facebook group ‘Moderators
of Book Clubs', managed by Yuzefovich and Katia. The purpose of this group
was to bring fogether the moderators of Russophone reading groups across
the world, creating a space where they can support each other, co-organize
events, and coordinate the activities of their clubs. In March 2021, the group
numbered more than 300 members.

The response of the WRBC members to the two ‘Fora of Book Clubs’
was fragmented concerning their ability to bring together Russian-speaking
readers regardless of their location. The first group of respondents embraced
the narrative that the ‘Fora' constitute celebrations of Russian literature and
readership ('This is really a celebration of literature and the soul when meeting
with other countries and authors!") uniting the participants ('Literature really
unites’). Anastasia described the pandemic lockdown as an opportunity for
the book club to finally implement ideas about new projects, one of them
being its geographic expansion:

‘One of the advantages of the quarantine was finding new clubs, new potential members for the
community, and [establishing] connections with writers. It was interesting to find out fo what extent
Russian book clubs are popular abroad and that the issues faced by these clubs are almost identical.
We had a relay of clubs asking questions fo writers, which gave this meeting a sense of absolute
unity among Russian speakers around the world. Our club has reached a new level' (Anastasia 2020,

personal communication).

In the above account, the invitation to ‘the Fora of Book Clubs' is
interpreted as the first step to the transformation of the WBRC from a Lon-
don-based diasporic community group to a global one that incorporates
dispersed Russophone book clubs. The ability of the reading groups fo get
together and form a major forum even for two hours every three months
indicates the existence of the necessary foundation for the unification of the
Russian-speaking readers. On the opposite end, other WRBC members were
more skeptical about the success of these events, claiming that ‘it is really
difficult to unite the Russian speakers,’ Vera, in particular, tried to deconstruct
the narrative of unity, questioning its actual impact:

‘The Forum of Book clubs was interesting and intriguing, but just that. Naturally, it was not the whole

world that participated, but individual clubs scattered across different continents. The sample is neither

The Garage Journal: Studies in Art, Museums & Culture 53



Angelos Theocharis

representative nor indicative. Nevertheless, the idea is new and, perhaps, promising, although | can't
say that | was personally interested in listening fo the questions and opinions of completely unfamiliar

people from other clubs' (Vera 2020, personal communication).

Vera recognized the potential of online reading events to bring
together Russian speakers from various diasporic communities and Russia,
and of the WRBC to contribute to this cause with a digital platform for book
discussion. Hence, the respondent challenged the global character of the
‘Fora of Book Clubs' (It was not the whole world,’ ‘The sample is neither rep-
resentative nor indicative’) and distinguished these events from the rest of the
offline (pre-pandemic) and online (pandemic) WRBC literary activities. Given
that the number of participants was much higher than at the regular meetings,
there was not sufficient time for the attendees to introduce themselves and
share their reading experiences, turning them into ‘unfamiliar people’ for the
regular WRBC members.

In sum, characterized by the digital turn of the WRBC, the pandemic
meetings and especially the ‘Fora of Book Clubs' arguably broadened the
horizons of the book club, enhanced the global awareness of its members,
and promoted the merging of Russophone book clubs into a global reading
community.

Conclusion

The Covid-19 pandemic has had an undeniably global impact on social life,
igniting and accelerating the emergence of new socialities. Digital transition
of face-to-face social relationships was necessary as many countries imple-
mented movement restrictions and social distancing. In the case of diasporic
communities which are particularly accustomed to mediated communication
(Brinkerhoff 2009; Madianou 2019), these regulations resulted in the movement
of offline, in-person activities and initiatives in the host society to an online
environment. This paper demonstrated how the Waterstones Russian Book
Club responded to the pandemic-related lockdown by going online for the
first time and adding tfo its mission (i.e., reacquaintance with contemporary
Russophone literary works) the community-driven entertainment, care, and
distraction through literature.

In the first period of the pandemic restrictions in Britain (March
to May 2020), the book club met every other week usually in the presence
of a writer, while in the second period (June to October 2020) it returned fo its
book-focused monthly meetings, except for the two ‘Fora of Book Clubs'. The
new hybrid reading paradigm of the WRBC involved the experimentation
with genres and formats (Lang 2012), and synchronous and asynchronous
discussions, both oral and text-based. In this framework, the WRBC ‘exploited
the affordances’ of digital media to promote co-presence (Madianou 2019:
581) by bringing together the club’s regulars and attracting Russian-speaking
readers residing outside London or the UK., as well as by facilitating the
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sense of community among the participants. The highlight of the pandemic
experiments was the introduction of the ‘Forum of Book Clubs', a new ‘digital
formation’ (Ponzanesi 2020) that celebrated Russian literature by uniting book
clubs and readers inside and outside Russia, thereby showcasing the potential
of the WRBC to act as a digital meeting point and platform for a global Rus-
sophone reading community. The pandemic meetings showed that, regardless
of their location, Russian-speaking readers are willing to come fogether and
participate in a shared reading practice that tfranscends borders and connects
them to the relevant global ideoscape.

All respondents have been anonymized.
Katia (2018, May 8) Personal communication, in-person interview.
All translations from Russian are my own.

Ao

In any case, the Russian bookshop declined after Mamut sold Waterstones

in April 2018 and eventually closed in the summer of 2019. The remaining

part of the Russian collection was sold to the bookstore chain Foyles and
is available at their Charing Cross branch in central London.

5. Katia (2020, March 31) Personal communication, e-mail interview.

6. The invited writers were: 6th April—Sergei Lukyanenko, 17th April—Marina
Stepnova, 27th April—Boris Akunin, 4th May—AMaria Arzhilovskaia, 11th
May—Shamil Idiatullin and Dmitrii Zakharov, 29th June—Marina and Sergey
Dyachenko, 5th October—Marina Stepnova.

7. Stepnova's first event was attended by 49 members and the second by 133,
Akunin's by 100, and the Dyachenkos' by 99.

8. This and other quotations (unless specified otherwise) are taken, with their
authors' permission, from the Waterstones Russian Book Club's official
Facebook group. Since it is a semi-closed group, | chose not to provide
the links to separate statements.

9. Anastasia (2020, October 20) Personal communication, e-mail interview.

10. Oksana (2020, July 2) Personal communication, e-mail interview.

11. Vera (2020, July 23) Personal communication, e-mail interview.

12. The Big Book Award is a major Russian literary prize awarded annually
for best prose in Russian. The award's website is: http:/www.bigbook.ru/

13. Victoria (2020, August 8) Personal communication, e-mail inferview.

14. The number of participants talking next to bookshelves ranged from ten
to 35 percent.

15. | do not have data about those who watched the book discussion on
Facebook live.

16. According to the data provided by the moderator, the WRBC had 1305

active members in the period from the 28th of March 2020 to the 24th

of January 2021. Among the total number of members, 85 percent were
female and 15 percent male.
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Cratbs

DKCNepUMEHTbI BO BPemMsl NAHAEMUN: OHIANH-
mepuaums no BbictaBke «CekpeTuku: KonaHue
B COBETCKOM aHperpayHpe. 1966—1985» B Myzee
coBpemMeHHoro uckyccrea «fapax»

MapuHa PomaHoBa

DopmaT apT-meamaLmm aKTUBHO pac-
NPOCTPAHSIETCS CPEAN POCCHUICKMX
KYNbTYPHbIX MHCTUTYUMM ¢ 2014 roga,
korga B CaHkT-lleTtepbypre cocto-
anacb GUeHHane CoBPEeMEHHOTO
uckycctea «MaHudpecta 10». MmeHHO
TOrga BrnepBble B POCCUMCKOM MpaK-
TUKE XYAOKECTBEHHAS MHCTUTYLIMS
npuberna K NOMOLLM MeaMaTopOoB
ONS B3aMMOAEMNCTBMS C NMOCETU-
Tenem. B paHHoit cTtaTbe paccma-
TPWBAETCS, KaK M3-3a NaHAEMMM

Covid-19 dhopmaT apT-meamaumm Gbin
nepeHeceH B oHnaMlH. Ha npumepe
OHMaMH-MeaMaLmm Mo BLICTABKE
«CeKpeTUKM: KomaHne B COBETCKOM
aHgerpayHge. 1966—1985», npowes-
wen B Myzee CoBpemeHHOro 1cKyc-
ctBa «[apak», aBTOP aHanNU3MpyeT,
OKa3ascs JiM TakoM dhopmaT BocTpe-
GOBaHHbLIM Y ayaMTOPMM U NpUBEna
v paboTa B OHMIaMHE K OCO3HAHMIO
My3€eM HOBbIX NOTpebGHOCTEN noce-
TUTENEN.

KrioueBble crnoBa: apT-meauaums, KOPOHABUPYC, My3enHoe oBpa3oBaHue,
OHNaMH-chOPMaT, MaPTULMMNATOPHOCTb, CoyvacTMe

14 mapta 2020 roga MOCKOBCKMiM My3elt coBpemeHHOro nckycctea «lapax»
3aKpPbINICS U3-3a KOPOHaBUpPYCa. BbICTaBKM, NEKLMM, MacTep-KNacchl, KMHOMOKa-
3bl M, B YACTHOCTH, aPT-MEAMALIMS CTaNM Ha HEOMPELENEHHbIM CPOK HEAOCTYMHbI
Ans nocetutenen. Toraa GbIf0 MPUHATO PeLLEHUE NEePEBECTHU apT-MEANALIMIO,
KoTOpas MpoBoAMnack no eeicTaBke «CeKpeTHKM: KoMaHWe B COBETCKOM aHae-
rpayHae. 1966—1985» (2019—2020), u3 odpnaiHa B OHMAMH.

MoHaTtue apT-meguayum B UCTOPUYHECKOM U UHTEPHALUOHANIbHOM KOHTEKCTE

ApPT-MeAnaLmIO C KaXAbIM FOLOM BCE YaLLe MOXHO BCTPETUTb B My3esiX U rane-
pesix, Ha BUeHHane 1 XyLOXECTBEHHbIX SPMAPKaX KaK OOMH M3 aKTyamnbHbIX
MeTOAOB 06pa3oBaTeNbHOM MPAKTUKM. [1PU STOM OT MHCTUTYLIMKM K MHCTUTYLIMM
BUAbI apT-mefuaLmm BapbupyloTcs. EguHoro obLuenpuHaToro noHMmaHus
LaHHOTO SIBMIEHUst B My3eMHOM COOOBLLECTBE HET, MO3TOMY CHavana aBTop
CTaTbM NpefnaraeT PacCMOTPETb, KaK TEPMUH «apT-meAnaums» TPaKTYyoT
pasnuyHble TEOPETUKM U MPAKTUKM.

B Tpyme «Bpems gns KynsTypHOM mefuaumu» KypaTop M Mcche-
JoBaTenbHULUa obpasoBaTenbHbIX NpakTMk KapmeH Mépl paccmaTpuBaeT
[PasHMLY MOHMMAHMS TEPMUHA «MeaMaLmsy B HEMELIKO-, (PPaHKO-, aHrmo-
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U uTanbsHoroeopsawmx ctpaHax (Mérsch 2013). Hanpumep, B Tepmanum
3TOT TepmuH 3BYuMT Kak «Kulturvermittlung», yto GykeanbHO mepeBogmuTcs
KaK «KYJIsTYPHOE MOCPEAHMYECTBO». DTO NOHUMaHUE Haubosnee CO3BYYHO
hpaHuysckomy «mediation Culturelle» — npoueccy nonyueHms u ycesoeHus
3HaHWIM 00 MCKYCCTBE M COLMarnbHbIX HayKax nMocpeacTBomM obmeHa MHGop-
MaumK B oOpMaTe aKTUBHOIO U KPUTMYECKOTO auanora. B HemeuKkoi u dopaH-
Lly3CKOM TPaAaMLMM KYNBTYPHas MeguaLms, Uu apT-meamaLms, MoSpasyMeBaeT
LMCKYCCUIO MeAMaTopa C MOCETUTENEM, aKTUBHOE OBCYHAEHMWE, BbiSBIEHWE
npo6nem 1 CMOPHBIX MOMEHTOB Ha 6a3e BbICTABOYHbIX OGBEKTOB, COLMANbHOM
MUCCUM MHCTUTYLIMKU U COTPYAHWUKOB, MPOU3BOASLLMX 3HAHUE BHYTPU KymnbTyp-
HbIX opraHusaumit. Npu 3TOM B aHFMOroBOPALLEN TPAAMLMM apT-meauaLms
rnoHumaeTcs B Gonee LLUMPOKOM KOHTEKCTE: KaK My3eiHo-ranepeiHoe obpa-
3oBaHue B uernom. COOTBETCTBEHHO, MOA MEAMATOPOM MOMKET MOHMMATBLCS
M YEMOBEK, BbIMOMHAIOLLMIA POSb HEMTPANBHOIO NMOCPEAHMKA MEXAY 3HAHMEM
M NOCETUTENEM BHYTPW My3€esl, M YerIOBEK, CO3LAIOLUMI CUTYaLMIO, B KOTOPOM
MoCeTUTESNb aKTUBHO Pa3MbILLSET U CTABUT MOL COMHEHME 3HAHME U CPaKTHI.
MHCTUTYUMS BCErAa PeLLaeT CAMOCTOSATENBHO, KAKOM Noaxoa Goree ymecTeH
LS KaXKAOTrO KOHKPETHOrO MPOEKTa.

KypaTtop u TeopeTnk coBpemeHHOro mckycctea Mapwus JTnHg
B paboTe «3a4emM MeAMMPOBAaTb UCKYCCTBO» TAKXKE OTMEYAET, YTO HEMELKoe
cnoso «Vermittlung», o6o3HavaloLee meamaumio, HeceT B cebe KOHJIIMKT,
TaK KaK npedomKe «ver» 0603Ha4YaEeT NPUCTABKY, aHAMOMMYHYIO «UN» B aHMIWM-
ckom unlearning, 4To ByKBaNbHO MOXHO MepPEeBeCcTM Kak «pasyumnTbesy (Lind
2018). Takvm oBpazom, Hemeukui TepmmH «Vermittlung» senseTcs meguaumen
1 B TO K€ BPeMs «un-megmaumen». Tem cambiM MOAYEPKMBAETCS FOPU3OHTASTb-
HOCTb TAKOrO CNoco6Ga KOMMYHMKaLMKU: MeLMaTOP HE AMKTYET efUHCTBEHHO
BEPHbIM CMBICIT U CNOCOG MOHWMAHMS CIYLIATENSIM, 8 HAXOAUTCA B Auanore
C Y4aCTHMKaMM M MMEET MOSIHYIO CBOOOAY BbICKa3blBaTb MHEHMS, BMMOTb
O KPUTUKM MHCTUTYLMK, B KOTOPOM MPOXOAMT BLICTABKA, B pe3yfktaTe Yero
B rpyrnne poxAaeTcs NONMADOHMS CMBICIIOB M TPAKTOBOK. Tenepb pacCMOTPUM
KOPPENSLMIO OMPefeneHuit TEPMMHA «apT-MeAMaLMs» CPEAN POCCHMIMCKMUX
KYNbTYPHbIX MHCTUTYLIMA W fesTenen.

B pamkax «Manudpectsl 10», npowegwen B CaHkt-lNeTepbypre
B 2014 rogy, TepMuHy BbINIO AaHO ClieayloLlee onpeneneHue:

«MefMaTop — 3TO YEenoBeK, He Aot COBCTBEHHOM OLEHKM MPOMU3BEAEHUSM UCKYCCTBA, HO yda-
CTBYIOLLMI B Npouecce ee popmUpoBaHmUs y 3puTens. Ponb meamnaTopa — CoOAenCTBOBaTL AManory
M obmeHy 3HaHusmMU. MeanaTopbl MaHudpecTbl 10 — B GyKBaNbHOM CMbICIIE MOCPEAHUKM MEXAY
COBCTBEHHbIM BMAEHWEM, 3aMbICTIOM KypaTopa M BOCMPUSTMEM MOCETUTENEN, KOTOPOe CKNafblBa-
eTCcsl B XOA€ COBMECTHOM MPOTymnKu Mo BbiCTaBKe. APT-meAraLmsi MPOBOLMPYET MHTENNEKTyallbHOe
M 4yBCTBEHHOE OOLUeHMe C paboTamMu XYAOXKHMKOB, OOMEH MHEHWMSIMM, OCTABNSIET MPOCTPAHCTBO
ANS DMOLMOHANbHOTO MepexmuBaHns MckyccTBa. OObl4HbIE YenoBeYecKMe peaKLMu HEU3BEXHbI,
MO3BOMUTL MM MPOSIBUTBLCS — JyHLLEE, YTO MOXET CAEeNaTb SKCKYPCOBOZ, MEAUAaTOp, ra, npexae
4YeM JOMOSNHUTbL YBUAEHHOE dhaKTamu n3 Guorpadomm aBTopa 1 y4eBHMKOB Mo 3cTeTUKe» («4To Takoe

apT-megnaumna?» 2014).
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B paHHOM cnyyae TpakToBKa Hambornee GnusKa K dopaHLy3CKo-
MY MOHMMAHMIO TEPMMUHA, TAE MMaBHOM OCOBEHHOCTbIO MeAMaLMK ABMSETCS
LMaror C noceTUTenem.

KoopauHaTop obpazoBaTenbHoM nporpammbl «MaHUdpecTbI»
B CankTt-lMetepbypre AHa Knuuyk (2015) Ha mexayHapOAHOM KOHbepeH-
ummn, npowegwert B Cankr-MNetepbypre B 2014 roay, 3adomkcmpoBana, 4To

«apPT-MeaMaTop B KAaYecTBE "HEBEKECTBEHHOrO HACTABHWMKA' B MEPBYIO O4MEepefb COKPALLAET AMCTaH-
LMIO MEXKAY MCKYCCTBOM M 3PUTENEM, CO3LAET KOMPOPTHLIE YCIIOBUS ANS PACCMATPUBAHMS NMPOU3BE-
LEHUS, ero oBCYHKAEHUS U COCTaBMEHNUS COBCTBEHHOTO MHEHMS O TOM, KAKOE OHO MMEET 3HaYeHue.
<...> Y 3KCKypCOBOZAA, KaK MPaBUIIO, MOAFOTOBMIEHbI MIaH M COAEPKAHME TEMATUHECKOM MM 0B30PHOM
3KCKYPCUM, B TO BPEMS KaK MEANATOP MIAHMPYET MapLUPYT SKCKYPCUK, HO €€ COAEKaHME BO MHOTOM

3aBMCUT OT B3aMMOAENCTBUS C KOHKPETHOM FPYMMOM SKCKYPCaHTOBY.

TyT BaKHO MOSICHWUTb, YTO KOHLEMLMIO KHEBEKECTBEHHOMO Y4M-
Tensi» B KoHue XX Beka BBen chmnococh Yak Pancbep (Ranciére 1987).
B pamkax Hee aBTOp B TOM YMCIie MEPECMAaTPUBAET YCTOSBLLYIOCS B neja-
rorMKe MepapxmIo «y4uTeslb — YYEHWK» U NMPeAnaraeT CMEHWUTb BEPTUKaNb
Ha rOPM3OHTaNIbHblE OTHOLLIEHMs!, YTO BO MHOTOM OTKIIMKAETCS B MeAaua-
TOPCKOM MpPAaKTUKE.

CerogHa SAHa Knuuyk BO3rnaBnseT genapTameHT obpa3oBaHums
«MaHundbecTbl», MPOXOAsLLEN Kaxable ABaA rofa B PasHbIX ropofax M cTpaHax
EBponbl, U perynspHo HaBUpaeT KOMaHAY MECTHbIX MEAMATOPOB. MeanaTop-
CKas nporpamma ans «<MaHudbecTbl» SBNSETCS OLHOM M3 KIMOYEBLIX 0Opa3oBa-
TENbHbIX MHULMATMB?, O HEM OpraHM3aTopbl perynsapHo 3asensiot. B 2020 rogy
B pamkax «MaHudpecTsl 13», npoxoausLuei B Mapcene, KynsTypHOM MeamaLmm
6biNo JaHO crepylollee onpefeneHue:

«ApT-06pa3oBaHME UM apT-MEAMALIMS — PE3OHMPYIoLLEee none. <...> [poLunbie HelTpanbHbe METO-
[ibl OTXOASAT B CTOPOHY, YCTyrasi MECTO MOLLHbIM AeBaTam, KacaloLMMCsl Pa3HOOBpasHbIX hopMaTos
My3eiHoro obpaszoBaHus. MeauaTopckas nporpamma MaHuUdecTsl He SBASETCS AOMOMHUTENBHBIM

hopMaTOm MPOEKTA, OHa SBNSETCH a4PpomM MaHudecTbi».

Taknm obpazom, 3aecb mbl HabnoZaem TpaHchopmaLuio onpeae-
NEeHUsi B CPaBHEHUM C MUTEPCKOM «MaHudbecToi»: Tenepb meanaLms — 3TO
He NPOCTO BO3MOXKHOCTb AMANIOra, HO U SIAPO CAMOM MPOrPammbl, O Yem paHee
He 3asBnsnock. Takxke meauaums CTaHOBUTCS Boree paamKanbHOM U UHAUBU-
LyasribHO-OPMEHTUPOBAHHOM, Yem BbINo NMO3ULMOHUPOBAHO Ha «MaHudbecTe»
B Cankr-letepbypre.

CregyloLLyto TPaKTOBKY AAET KypPaTop MEAMATOPCKOM MPOrpammbl
choHga V-A-C Anna Mandounew:

«Mepuatop — 3TO YerioBeK, KOTOPLIM He MPOCTO AOMYCKAET BbICKa3blBaHUE MIOBLIX TOYEK 3PEHMS,
a MoOLUPSIET UX MOUCK, BEAb KAXA0E U3 MHEHMM, BbICKa3aHHbIX MOCETUTENEM, SBNSETCS BEPHBIM <...>
[M]eanaums — 3TO He TOMBKO NPAaKTUKa OBLLEHMSI C ayAMTOPMEMN, HO M COLMONOTMYECKOE McCre-

AoBaHue <...> [M]e,ﬂ,MaTOpbl napanneneHo C paGOTOIZ BeAyT CBOM AHEBHWKMU, rAe OTMEHAIOT BaXKHble
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MOMEHTHI. nOTOM, AHANMU3npPysa 3T OAaHHbIE, Mbl MTOHMMAEM, KTO HallM MOCETUTENU, HTO MM MNOKasa-

nocb Hanboree BaXKHbIM, 3a4em OHM BOOBLLE NpULLNK Ha BoicTaBKy» (EBgokumosa 2018).

34ech K BaXXHOCTM Auarnora Jo6aBnseTcs eLle oamH dpakTop: 3Ha-
KOMCTBO CO CBOEM ayAMTOPMEMN MOCPELCTBOM MEAMAaLMM, UCCrefoBaHMe,
KOTOpPOE MPOXOAMT HE B CTPOro OTBEAEHHbIX BPEMEHHBIX U (DOPMATHBIX
pamKax, a MepMaHeHTHO.

KypaTop meamaTopcKoim nporpammbl YpanbCKoM MHAYCTPUANbHOM
6ueHHane Japbs ManukoBa roBopuT, 4TO

«MEAMALMS — 3TO COBPEMEHHAS CTPATEMMS KOMMYHUKaLUMKU C ayaUTOPUEN, NPEANONAaraloLLas akTUB-
HOE BOBMIEYEHME TOPOKAaH B AMANOr U COTBOPYECTBO. [MaBHas Lenb meauaumMm — AaTb MHTEPECHLIN,
BAOXHOBSIOLLMIA OMbIT KAXKAOMY 3PUTENIO, HE3ABUCUMO OT ErO KM3HEHHOTO OMbITa M MYBMHBI NO3HAa-
HUM B cpepe UcKyccTBa. Meamatop — HoBasi nMpodpeccus B My3emHoM cdhepe. ITH creumansHo
MNOATOTOBMNEHHbIE MPOBOAHUKM MPOBOASAT 3KCKYPCHMMU M PEANU3YIOT MPOEKTHl, HaMpaBfieHHbIE Ha BOB-
feYeHne PasfIMYHbIX COOBLLECTB M COLMANbHBIX FPYMM B KOHTEKCT COBpPemeHHOM KynbTypbi» ([aTas

ypanbcKkas MHAycTpuansHas GueHHane coBpemeHHoro uckyccrea 2019).

B pnaHHOM onpepeneHun aKueHT AEenaeTcsi MMEHHO Ha SMOUMSX
1 BMEYaTSIEHMSIX, KOTOPbIE MOCETUTENM OSHKHBI MOSYYUTb OT B3aMMOLENCTBUS
C MEOMaTOPOM, @ TaKKe YNOMMHAIOTCS MELMATOPCKME MPOEKThl, KOTopbie
NPOXOASAT B AOMOJSIHEHME K TEKYLLEN 3aHATOCTM meamaTopos. Dopmat meau-
aTOPCKOro MPOEKTa TaKKe PacCMaTPMBAETCA B JAHHOM CTaTbe Ha npumepe
npoBeaeHWsi OHMNalH-mearaumu. Ypanbckas MHAyCTpManbHas GueHHarne crana
OLHOM M3 MepPBbIX KYNbTYPHbIX MHCTUTYUMM B Poccum, roe 6bina BBegeHa
MEeLMATOPCKas MPOrPamMma M rge oHa A0 CUX MOpP YCMEeLWHO peasnu3yercs.
OceHbto 2015 roga megmaTopbl Obinu BBeAeHb Ha 3-11 YpanbcKoi GueHHane,
a 33 HECKOJIbKO MeCALIEB A0 3TOro, BECHOM TOrO e roAa, MeAnaTopcKas npo-
rpamma Gbina BeeaeHa B «[apae». KypaTtop nybnmyHoi nporpammsl «fapaka»
AHacTacns MUTIOWMHA MOAYEPKMBAET, YTO C CAMOro Havana ans meaua-
UMM B My3ee Oblfl BaKEH aCneKT BHYTPUUHCTUTYLMOHANbHOM KPUTUKM, TEM
CaMbiM TEPMMH «medmaumsi» B criydae «fapaxa» GrmKxe BCEro K TPAKTOBKE
«Vermittlung», «pasyumsanme» (2020, nuuHas kommyHwmkaums)®. C 2020 roga
6bI5I0 BBEAEHO OrpaHMYEeHMe, YTO OAMH MEOMATOP HE MOXET MPMHMMATb
y4acTue B ABYX npoekTax «[apaxka» nogpsas, 4ToObl MOCTapaTbCs COXPaHUTb
HEMpPeaB3ATOCTb MO OTHOLLEHMIO K KOHKPETHOMY My3€lo.

M3 paHHOro 0630pa MOXKHO 3aKJIIOYMTb, YTO, HECMOTPSI HA MHOTO-
06pa3HOCTb TPAKTOBOK AAHHOIO BUAA My3eMHOro 06pa3oBaHms, AMs YOMS-
HYTBIX MHCTUTYLMI BaXKHA rOPMU3OHTASIBHOCTb MEXAY MEAMATOPOM M MOCETUTE-
JIeM, NONMAPOHMS CMBICTIOB, MOJSTYHYEHME SMOLMM, BOSMOXKHOCTb KPUTUYECKOTO
BbICKA3bIBAHMSI, MHAMBUAYASbHBIM MOAXOL M NMPOLECC M3yHEeHUsi CBOMX Moce-
TuTenen. A ans aBTopa CTaTbM OCOBEHHO BaXXHa BO3MOXHOCTb YECTHOro
BbICKa3blBaHMsl CO CTOPOHbLI MEAMATOPA M MPOSIBIIEHWME Ero IMYHOM areHTHOCTU
B paborte.

OceHbio 2019 roga B MexgyHaponHom coeete myszees (MKOM)
paspasmnuct gebaTbl KacaTeslbHO HOBOrO OMpPedesieHus CIIOBa «My3ei»,

The Garage Journal: uccnefoBaHus B 061acTi MCKYCCTBA, My3€€B U KynbTypbl 63



MapwuHa PomaHoBa

KoTopble He paspemnmct o cux nop (Small 2019). Moutn 50 net MKOM
onpegensn My3ei Kak «<HEKOMMEPYECKOE YUYPEXKEeHKe, KOTopoe npuobpeTa-
€T, COXPAaHSIET, UCCNIEAYET, NEPEAAET 1 LEMOHCTPUPYET MaTEPUANTbHOE U HEMA-
TepuanbHOe Hacliefue YEnNOBEeYECTBA M OKPYKAIOLLEH ero cpefbl C Lenbio
0By4aTbes, 06pazoBbIBaTLCS M MonyyaTsb yaosonscTeme» (ICOM 2020). OgHako
B 2019 rogy 6bINO NPEAIoXKEHO HOBOE OMPEAENEHUE, KOTOPOE 3BYUUT Crie-
LyloLmnm obpasom: «Mysen — 3TO AeMOKPaTUSUPYIOLLMECS, MHKIIO3UBHbIE
1 NonMdOHMYECKME NPOCTPAHCTBA A5 KPUTUHECKOTO AMANiora O MPOLLIOM
u 6yaywiem. MNpusHaBas M pellasi KOHMMMKTB U NPOONeMbl HAaCTOSLLErO,
OHW JOBEpPSIOT apTehaKTbl U 06pasLbl OOLLECTBY, XPaHSAT Pa3HOOBPa3HYIo
namsiTb Ansi GyayLUMX MOKOSIEHUIM U rapaHTUPYIOT PaBHbIE MPaBa M PaBHbIN
pocTyn K Hacneguio ans scex niogei» (ICOM 2019). U xots HoBoe onpege-
feHne A0 CUX He BbiNo MPMHSTO MO MPUYMHE Hecornacusi MpeacTaBuTened
Takmx Bxogsawmx B MKOM ctpaH, kak Poccus, OpaHums, Utanus, lepmarus
u KaHaga, Tem He meHee, yNMOMSIHYTb NMPEASIOKEHME TAaKOTO OBHOBMIEHMS
KaXeTcs BaXKHbIm. [epeyncreHHble Bbile CTPaHbl B TOM YMCIIE MOCHMUTANM
HOBOE OMpefeneHne «CIULLKOM MONIUTUYECKMMY, OOHAKO Cam PaKT Toro,
4YTO B OMpPEAErieHnn YroOMMHAETCsl BeAeHMe AManora, 8 He MOHOJOra, COOT-
HOCKTCS C LEHHOCTSIMM M MPUHUMNamm meguaumu. [pegcraButeny mysees
OTHbIHE HAXOAATCS C MOCETUTENSIMM B LMANOre M MPUCIYLUMBAIOTCS K UX
MHEHMIO, CTapasicb CAenaTb MX npebbiBaHWe B odornaiH- UMM OHMNaiH-Npo-
CTPaHCTBE KaK MOXHO Gonee KOMPOPTHBIM M AOCTYMHbIM.

OcobeHHoCcTU apT-meauaumnmn B «fapaxke»: «Knaccu4eckas» meguauus,
meguauma Kak xy,qox(ec-rBeHHoe BbICKO3bIBOHUE U Monepuu,uﬂ

Mpexpe Yem NoapPoBHO PACCMOTPETb KEMC OHMalH-meauaumn B «lapa-
e», aBTOp MPEeAnaraeT NpocsieamTb reHeanormio CTaHOBEHMS U PA3BUTUS
meamaumm B MHCTUTYUMK. ApT-meanalms Obina 3anyLueHa B «[apaxe» netom
2015 rofa K OTKPbLITUIO HOBOTFO MOCTOSIHHOIO 3A4aHusl My3esi — ObIBLLErO
kadpe «BpemeHa ropa». CerogHsi KypaTop nybnuyHbix nporpamm «fapaxa»
AHacTacus MuTiolwmMHa onpegensieT meauaumio Takum obpasom (2020, nuuHas
KOMMYHMKaLMs)*: apT-meamaums — 3TO OBLLEHUE C MOCETUTENEM, KOTOPOe
UHULMMPOBAHO My3€eMm, HO MPU STOM MPEANONaraeT MaKCMmarbHylo ceobogy
OT MHCTUTYLMOHANbHOMO rONoCa 3a CHET MOAKMOYEHUSI K KOMMYHMUKaLMM
NPMrMaLleHHbIX BeayLmx — MeamnaTtopoB. Meguatop — 3To CBOEro poga
3PUTENb-3HTY3UACT, YeM MHTEPEC K BU3YarnbHOM KynbType U UCKYCCTBY PaBHO-
3HAYEH ero roTOBHOCTM PETyNsPHO AENUTHCA CBOMMM 3HaHMAMM. B oTnuume
OT LUTATHbIX 3KCKYPCOBOLAOB, MEAMATOPbl — HE MPOCTO «HOCUTENM MHAPOPMA-
LiMM», HO CYGBEKTBI M MOCPEAHUKM MEXKLY MY3EMHLIM NPOCTPAHCTBOM M MocCe-
TUTENnem. MenmaTop MOXET MPUMHUMATb U CTOPOHY MHCTUTYLUMU, U CTOPOHY
3pUTENS, MHOTO MM Mano 3HatoLero o6 ncKyccTee. HacTo, Ho He obsa3aTenb-
HO MEeAMAaLMS HOCUT KPUTUYECKMI XxapaKkTep. [lng meamaTopa BaxHO CO34aTb
NPOCTPAHCTBO LOBEpPUsi M BGEe30MacHOCTH, r4e NErMTMMHa niobas — aaxe
KOHpNIMKTHas — no3uumsa. PaboTta megmaTopa C ayguTopuein cTpouTcs

The Garage Journal: uccnefoBaHus B 061acTi MCKYCCTBA, My3€€B U KynbTypbl



3KCI'IepMMeHTbI BO Bpemsa naHaemumm

Ha Auanore U B3aMmoobmeHe. MeaunaTop BapbUpyeT 06bem MHPOPMALIUM,
MHTOHALMIO PACcCKa3a M MapLLPYT B 3aBUCUMMOCTH OT cobeceiHMKa.

Kak meHegxep nybGnu4yHbIX MPOrpamm oTaena npoceelleHus «fapa-
}a», aBTOP 3TOM CTaTbU COBMECTHO ¢ AHacTacmel MUTIOLLIMHOM 3aHMManach
apT-meamaumen Kak Ha «CeKkpeTurax», TaK M Ha APYrMX aHaNoOrMYHbIX MPOEK-
Tax. Takum oBpa3om, AaHHbIM aHaNU3 criegyeT STHorpadoMUeCcKom TpaguLmm
M OCHOBLIBAETCS NPEKAE BCErO Ha METOAE BKIloYeHHOro HabnioaeHus. bonee
TOro, B AAHHOM Cly4ae KIlaccuHecKkuit metog «participant-observation» craHo-
BUTCS KaK Bbl NepeBepHyThIM, TPaHChopmupysich B «observant-participation,
4YTO MoAvepKuBaeT Goriee aKTUBHYIO POJIb UCCrefoBaTeNs, TO eCTb aBTopa
ctatbm (Macdonald forthcoming).

MeguaTopom «fapaxka» MOXKET cTaTb OO0 KenaloLmi, YCrneLwHo
npoLuesLmnit otéop 1 obydeHue. [Moa KaxAabIi NpoeKT obbsensieTcs open call
AN MeauaTopoB. AKTyarnbHble 0ObsiBIIEeHMS O HaBope NYBMKYIOTCS Ha canTe
«lapaxa». B pamkax Kaxporo mpoekTa Afls MeAMaTOPOB pa3pabaTbiBaeTcs
yHUKanbHas hopma B CTUIMCTMKE MPOEKTa — TOMCTOBKA, XanaT, NosicHas
unu xonwosasi cymka. Dopma MeaMaToOpPOB UIPaET POfb MHCTUTYLMOHA b=
HoM onopsbl B «[apaxe» ¢ 2015 roga, Tak KakK, BO-NepBbiX, oopma No3BONseT
MOCETUTENIO 3aMETUTb MEAMATOPA B MPOCTPAHCTBE, a8 BO-BTOPbLIX, CO3A4aET
HEOBXOAUMYIO MUHUMATIBHYIO AUCTAHLMIO MEXKAY MELMATOPOM M MOCETUTENEM.

Lns Gonee 4eTKOro BHYTPEHHErO MOHUMAaHWS MeAMaLnM u ee
Pa3nMuMii OT MPOEKTa K MPOeKTy AHacTacusi MUTIOLLMHA M aBTOP CTaTbM
B pe3synsTaTte obcysaeHuit (2020, nuyHas KOMMYHMKaLMS ) NPULLAN K BbisSiBIe-
HUIO TPEX OCHOBHBIX BULOB MeamaLmu B my3ee: 1) «kknaccuieckas» meamaums;
2) MegmaLmst Kak XyJOXKeCTBEHHOE BbiICKa3biBaHKE (B 3TOM CITyHae MHCTUTYLMS
He BNUSET Ha Pa3pabaTbiBAEMbIi XYLOKHUKAMKM CLEHAPUIM Mearaumu); 1 3)
Mogepaums (TEXHUHECKOE MOrpyX)eHue 3puTensi B MPOEKT, MOTUBMPYEMOE
JIOMMCTUHECKMMM NOTPEBHOCTAMKM 0BecrnevnTb YAoOCTBO U ACHOCTb NPOXKUBA-
HMS NPeanaraemoro myseem onbita). OTaenbHbIM BUZOM meauaumu B «[apaxe»
SABNSIETCA EXErOAHbIM HOBOFOAHMM CEMEMHbIM MPOEKT «APT-3KCMEPUMEHT,
npoxogsawmi B «lfapaxe» exerogHo ¢ 2010 roaa.

«Knaccuyeckas» meguaums — 3710 obLUeHME MeauaTopa C NOCETH-
Terem, KOTOPOe HaLeneHo Ha Co3aaHne KOMGDOPTHOM, [OBEPUTENBHOM Cpenb!
Anst obmeHa nioGbIMM (B TOM YMCTE M HETATUBHBIMM) MHEHWUSIMM O BbICTABKE,
ee oThenbHbIX 3KCMoHaTax unu mysee B uenom. Onmpasicb Ha MeTofbl aKTHB-
HOro cnywaHus (3agaBaHne OTKPbLITbIX BOMPOCOB, Ha3blBaHWE COBCTBEHHbIX
SMOLMM M amouMi cobecefHMKa M T.4.), MeamnaTop oBCyaaeT ¢ noceTmTe-
NIEM OCHOBHbIE TEMbI MPOEKTa M BMECTE CO 3pHTEriem BbiOMPAET MapLUpyT
ocmoTpa. Meguatop MOXKET NGO MOCTOSIHHO HAXOAWTLCS B MPOCTPAHCTBE
BbICTABKM, MO0 NOSIBNATHCS B 3apaHee aHOHCUMPOBaHHOE Bpemsi B 0003Ha-
YeHHbIX To4kax. B cpegHem knaccuueckas megmaums anmtcs ot 40 MUHYT
o nonyTtopa 4Yacos. K knaccuyeckolt meamaumm MOXKHO OTHECTM MEpPBYIO
meguaumio B «fapaxke» B 2015 rogy u odpnaliH-meguaumio no seictaBke «Cekpe-
TUKM». HecmoTps Ha To, YTO €AMHOTO MOHMMAHKS MEAMALMM He CYLLECTBYET,
«KJTACCUYECKMM» JAHHBIM BU HA3bIBAETCS MOTOMY, YTO B €r0 OCHOBE NEMMT YCT-
HbIM AMaNor C MOCETUTENEM, CMPOBOLMPOBAHHbINM MPOU3BEAEHWUEM UCKYCCTBA.
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Megunaums Kak XyAOXKeCTBEHHOE BbICKa3blBAHWE OCYLLECTBISET-
Csl MO MPOTOKOSY, Pa3pPaboTaHHOMY XYLOMHMKOM WM MPU UCKITIOYUTENBHO
JIOTUCTUHECKOM YHaCTUM MHCTUTYUMK. Takas mefuauus B MepBylOo odepeab
CTaHOBUTCS MEAMYMOM ANS peanusaumn CyGbeKTUBHOMO XyLOMECTBEHHOro
3ambicna. OCHOBHOE OTNMYME MEAMALIMM KaK XYLOKECTBEHHOrO BbiCKa3blBa-
HUsS — B BOMbLUEM KPUTUHECKOM MOTEHLMANE U MEHbLUEN MPELCKa3yeMOCTH.
XYAOXHMK 3a4a€T CTPOryl0 PamKy Afs NPOEKTa, MPOMMChIBAs MPOTOKON
obLLeHus U cpeay Ans Hero. MeanaTop MOXKET HAaXOAUTLCS B KOMMYHMKaLMM
C nocetutenem He obs3aTenbHO NOCPEACTBOM YCTHOM PeYH, a, Hanpumep,
NMoCpeacTBOM Tena M 3ByKOB. Hanpumep, B pamkax npouseeseHuns «Pykosog-
cTBO K (Hemo)noHumanuio» («MepdopmatusHas meguaums» 2018)° INengna
Bapcenoca, Mupuram JIedokocpmy 1 BaneHTuHbl de3npepun Ha BbicTaBKe
«besrpaHuyHbIN cnyx» nepdopmepbli-meamaTopsl Gbinu BeIGpaHbl 1 00y4e-
Hbl JIMYHO XYAOMHMKamMK. MeguaTopbl AeMCTBOBaNM MO XyLOXECTBEHHOMY
CLEeHapuIo, peanmsys MPaKTUKKM YyBCTBOBaHMA (sensing practices): genanm
3BYKOBOWM Macca, rafanu Ha Kaprtax Tapo, yrowanu Yaem wim 3HaKOMMIIM
noceTuTenen C My3blKanbHbIMKM MHCTPymeHTamn Tapeka ATyu. Konunyectso
YHaCTHMKOB TaKMX CEaHCOB ObINO KpaiHe orpaHmndeHo: He 6onee 10. Kpome
TOro, NepdoopMepPbI-MEANATOPLI, COMMAcHO YCTAHOBKE aBTOPOB, MO CamMu
BbIGUPAaTb, OPUEHTUPYSACH UCKMIOYUTESNIBHO HA JIMYHbLIE OLLYLLEHMS, C KaKUM
roceTUTENEM B3aMMOLEMCTBOBATD, @ C KEM HET. Takum 06pa3om, JOCTYMHOCTb
U BEMOKPATMYHOCTb OOBLIYHOM MeanaLmm Obinu pagnKanbHO nepepaboTaHbl
XYAOKHUKaMM.

Mog TpeTbum BUAOM apT-MeamaLmm — mogepaumet — NoHUMaeT-
csi GeperkHOe OTCIIEXMBAHME TOrO, KaK MPOTEKAET OMbIT MOCELLEHUS BLICTABKM.
Llenb mopepauun — cosgaHue onbiTa KOMGPOPTHOTO BU3MTA: HaBUraLms
rnoceTuTenen B NPOCTPAHCTBE, MHPOPMUPOBAHME O MPOEKTaX UHCTUTY-
LMK, MOmoLLb Ha MacTep-knaccax. MogepaTop, kak U meauaTop, paboTtaeT
B MOAYCE FOCTEMPUUMCTBA M 3aB60Tbl O MOCETUTENE, HO Ero cPyHKLMOHAN
CTPOro PEerfnameHTUPOBaH M HOCUT CKOpee MHAPOPMALMOHHO-TEXHUYECKHMHM
xapakTep. Hanpumep, Ha npoekTe «Blopo nepesogoe» (2019) mogepaTophi
romorasnu NoCeTUTENSIM HA MAcTEP-KIaccax HaUTM HEOBXOAMMbIE MaTEPHaTb
MMM CO3AaTb KOHKPETHbIE OBBEKTLI: BEHKM, KYKIbl, MacKM.

Ha BbicTaBke «CekpeTukuy», roe B ocbnaiH-dpopmate meamaTopsl
ycnenu oTpaboTaTb dpeBpanb 1 nonosmHy mapTta 2020 roga, 6611 aKTUBUMPOBAH
MMEHHO MepBbIit POPMAT MEAMALIMM, KKITACCUYECKMMY»: He3arnIaHWpPOoBaHHOe
obLLeHue B 3ane O BbICTABKE M OTAENbHbLIX MNPeaMeTax.

BrictaBka «CeKpeTukM: KomaHue B COBETCKOM aHAerpayHze.
1966—1985» npoxoguna c 12 gekabps 2019 no 1 aerycta 2020 roga B 3anagHoM
ranepee Myzes «lfapax». [JaHHbIM BbICTABOYHbIM MPOEKT UCCIIEAOBAN COBET-
CKOe HeopuLManbHOE MCKYCCTBO BTOPOM NoNoBUHbI XX BeKa. ApxUTEKTypa
BbICTABKM ObiNa CO34aHa B YePHO-BGEenbIX TOHaX, YTO MOMELLANIO NOCETUTENS
B BOCMOMMHAHMUS O COBETCKOM BpemeHM. [1peAcTaBneHHbIMM Ha BbiCTaBKe
o6beKTamu Bbifiv JHEBHUKOBBIE 3aMUCK, APXMBHbIE JKYPHaMbI, MHCTaNSLMM
n chotorpadomm HeGoMbLUUX pPasmMepoB — PaboThl HeOOULMANbHBIX COBET-
CKMX XYAOXHUKOB.
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MHMLMaTOPOM BBELAEHMS MEAMATOPOB Ha MPOEKT CTasn KypaTop
BbicTaBku Kacnapc BaHarc. OT Hero noctynuno noxenaHue no Tuny npo-
BEOEHUS MeAMaLMM Ha JAHHOM BbICTABKE: HE AeriaTb MOCETUTENSM Typbl
Mo BCEMY MPOEKTY, @ OrPaHMYMBATLCS OBCYXAEHUMEM HECKOJIbKMX PabGoT.
[MoxenaHne GbiNO O6GOCHOBAHO TEM, YTO Ha BLICTABKE MPAKTUYECKU KaXKAas
paboTa UK KaXKabM XYLAOKHWMK COMPOBOXAANMCH NMOAPOBHBIMM KYPATOPCKUMM
TekcTamu. MoceTUTenb MO «KOMATbCA» B HUX CAMOCTOSATENbHO, HO, KaK OKa-
3a510Ch MO XO4Y peanu3aumm NPOeKTa, He BCe ObliM rOTOBbI TPATUTb MHOIO
BPEMEHM Ha CAMOCTOSITESTbHOE M3yYeHMe, MOITOMY HacTo npuberanu K momo-
LM MeamaTopa.

Ha BbicTaBOYHOM NNOLLAAKE MEAMATOPbI HOCKITM XOJILLOBYIO CYMKY
YEPHOro LBETa C HAAMMCHIO SPKO-PO30BOro LBeTa «[laBal KonaTbCs BMECTE»,
4YTOObI MOCETUTENN MOTJIM BbILENUTb MEAMATOPA KaK NPEACTaBUTENS UHCTM-
Tyumu. MNpPosIBUTL MHULMATUBY K KOMMYHMKALMK MOTTIM KaK MEAMATOPbI, TaK
n nocetutenu. Camasi KOPOTKAs MeAMaLMA ONUITACb MEHEE MMHYTbI, Camas
ponras — ©Gornee nosiyTopa 4YacoB, MPUTOM B 3TOM KOHKPETHOM Cllydae
NoCeTUTENb NMOAXOAMUIT K MEAUATOPY HECKOSBbKO Pas, MPepbiBasiCb Ha MOXOA4
B Kadpe U KHUKHBIM marasmH mysest. [pu nepexope B oHNalH-doopmaT ycTa-
HOBKa Ha BHE3arHbli AMANior OToLS1a Ha BTOPOM MfiaH, @ Ha NepBbli niaH
BbILLJIA CKOPEEe MapLUPYTHAas 3arfaHMPOBaHHAs Meamaums C 3apaHee aHoH-
CMPOBAHHBIMM TEMOM, BPEMEHEM Ha4ara M MPOAOIIKMTENBHOCTLIO CECCHM.

Oco6eHHOoCTU oHnaiH-meguaumm B <fapaxke»

B cBA3M ¢ KapaHTUHHbBIMK orpaHmdeHusmm 2020 roga myseu u gpyrue Kyrnb-
TYPHbIE MHCTUTYLMM CTANIM aKTUBHO OCBaMBAaTb OHIAMH-DOPMATHI: BbIKIaAbI-
BaTb B OTKprTbIﬁ AOCTYynN YyXxe MMeIOLLlMlZCSI KOHTEHT 1 NPOU3BOAUTDL HOBBbIN.
Hanpumep, B «fapaxke» Obina 3anyLieHa cepus AMAnNoOroB «DKCKYPCOBOZA
Ha OMBAHE», B PAMKax KOTOPOrO rMAbl My3esi B TeYEHME 4aca BCMOMMHAMM
U KOMMEHTMPOBASM MPOLUEALIME BbICTABOYHbIE MPoeKThl «lapaxar. Tawke
6bina 3anyweHa nnatpopma «Camoumsonsaumsy (2020), koTopas nomorana
MOCETUTENSIM COPUEHTUPOBATLCS BO BCEM KOHTEHTE My3esi UMEHHO BO Bpe-
M$Sl KapaHTWHa. Hblo-Mopkckuit myseir MoMA pgoGaBun Ha calT pasgen
nog HasgaHuem «HuTal, cMoTpu M crywan, rae 6bl Tol HM Gbiny» (2020)°,
KOTOPBbINM TaKKe MNPEROCTaBMII Pa3Hble MyTU U BO3MOXKHOCTW NoTpebneHus
MHpOpMaLMK NMOCETUTENIO, HE HaxoasLLEMYCS B My3ee chusmiecku. Ho BaxkHO
OTMETUTb, YTO BCE 3TM OMUMM MPeAnaranu 3puTento noTpebnsaTts nHdop-
MaLMIO NMacCMBHO — MOCETUTENb MOT NULLb OCTaBUTb CBOM KOMMEHTapPMMA.
B cBoto ouepeab, oHnalH-meanaums no BoicTaBke «CekpeTuku» npeana-
rasia BO3MOXHOCTb MapTULMNATOPHOCTH: BCTYMNIEHUSI B AMANOTN C KUBbIMM
ToAbMK MOCPEACTBOM ZOOM, COXPaHsisi BO3MOXKHOCTb COLMAaNM3MpoBaTLCs
M NoTpebnsTb obOpa3oBaTeNbHbIM KOHTeHT. OHnalH-meamaums B «lapaxe»
6bina BeegeHa 30 mapta 2020 roga, cnycTs ABe Hefenu mnocne 3aKpbiTus
My3esi U3-3a KOPOHaBMpYca, 1 3akoHuunach 31 nions 2020 roga, koraa mysen
U BbICTAaBKKU 6bl]'|l4 BHOBb OTKPbIThbI.
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Yem oOycnoBneHo nosiBneHue oHmnamH-meguaumm? Bo-nepsbix,
«lapa», Kak 1 Apyr1Me myseu Mo BCEMY MUPY, HE XOTes TEPSITb CBOKO ayAu-
TOPMIO, MO3TOMY OT PYKOBOACTBA Obifiv MOSyHeHbl MPU3bIBbI MO BO3MOXKHOCTHM
apanTUpPOBaTh M MEPEBOAMTbL CBOM MPOEKTHl B OHMalH. Bo-BTopbix, Gbino
OrPOMHOE KEMNaHWe MeLUMaTOPOB M MEHeKepa MPOeKTa He OCTaHaBNMBATbL
paboTy, TaK KaK MOArOTOBKA K BbICTABKE 3aHANa MHOMO CMI U BPEMEHU, —
M 3TO KaK pa3 CBMAETENbCTBYET 06 3HTY3MA3Me MEAMATOPOB, O KOTOPOM
YNOMMHANOCh B MEPBOM pa3ferie CTaTbM.

Kak BbicTpauBanack oHnanH-meamaums B «lapaxe»? Tak Kak apT-me-
Avaums Ans GOoMbLUMHCTBA POCCHMIMCKMX MOCETUTENEeN oCTaeTCsl AOBOMbHO
HE3HAKOMBIM POPMATOM, BbINO PeLLEHO Pa3buTb OHMNANH-MeANALMIO MO cec-
CUSIM U 3apaHee BbiKMafblBaTh Ha CaMT My3esi MHCPOPMALMIO C Ha3BaHMEM
ceccumu, 4Tobbl cenaTb Nopor Bxoaa 6ornee KOM(POPTHBIM U JOCTYMHbBIM.
Takske 6bII0 BaXKHO NPOBOAUTbL OHMIAMH-MEAMALMIO B KOHKPETHbIE AHW HEAENH
M Bpems, YToObl y noceTuTenel BolipaboTanacb NpMBbIHYKa noceLleHus. [Ons
npoBefeHMs CeCccuit Obinm BoIGpaHbl MOHEAENbHMK, CPEeAa, NATHMLA U Cy6boTa.
B nepsyto nonoeuHy aHsa 6bino ase ceccun nogpsg: ¢ 12:00 go 13:30 1 ¢ 13:30
go 15:00. Bo BTOpYyO NONOBUHY OHS TaKXe MPOXOAWIIO ABE CECCUM MOAPSA:
¢ 16:00 po 17:30 u ¢ 17:30 go 19:00. Taknm ob6pasom, xapaKTep noceLLeHUs
odpraitH- 1 oHnanH-meamaumum no «CekpeTrkams» pasnuyancs KapaMHaIbHO:
TOrAA KaK B My3e# MoCeTUTENU NMPUXOAUIIU B MEPBYIO O4epeab paam noceLle-
HWSI BBICTABKM, U OBLLEHME C MEAMATOPOM AJ1si GOMbLUMHCTBA SBMSNOCh CKOpee
NMoGOYHBIM AENCTBUEM, — PETUCTPUPYACH Ha OHNAMH-MEAMALMIO, MOCETUTENb
M3Ha4arbHO OTAABAaN MPUOPUTET OBPA3OBATENBHOMY MaPTULMMNATOPHOMY
cbopmaTy Hag BbICTaBKOM. HegocTaTKom TaKoro n3meHeHms Obina CroXHOCTb
HaMTK 3aMeHy MOCETUTENIO, KOTOPLIM 3aperMcTPMpPOoBAancs, HO He MpULLEN
Ha oHnaiH-megMaumio. Ecnu Gl Takas cUTyaums Clydmnnach B BbICTABOYHOM
NPOCTPAHCTBE, MEAUATOP UMM MEHEKEP MPOEKTa MOMIM Bbl HANTH 3amMeHy
cpenu peanbHbiX nocetTutenen B 3gaHun myses. OnepaTMBHO chenatb 3TO
B OHMalMH HaMHOMO CIIOXHEE, MO3TOMY AaHHbLIN (PDAKTOP SBMSETCS OfHUM
M3 MUHYCOB chopMmaTa: CrOXHas IOrMCTMKA 3aMOSHIEMOCTH CECCUM MOKET
npuBecTH K Hegobopy B rpynne.

Ha3BaHuWe Kax[oM ceccum oHnaiH-meaMaLmm CTPOMIOCh ABYXYacT-
HO: CHa4asna LMo yNnoMMHaHWe XyAOXKHMKa nnu paboTsl ¢ BoicTaBku «Cekpe-
TUKM», @ 3aTEM — 4Yepes3 NPOTMBOMOCTaBNIEHME — MPOBema, aKTyasbHas
B KOHTeKcTe BecHbl 1 neta 2020 roga. Hanpumep, «KBapTupHbie BbiCTaBKM
B CCCP VS uem 3aHATbCS B KBAPTMPE BO BPems camomsonsumm»; «HayuHas
chaHTacTura. XypHan “3HaHne — cuna” VS kakme mogenv noseaeHus Bo Bpe-
Ms1 "anoKanmmncmca” Mbl KOMMPYeEM M3 Hay4HOM PaHTaCTUKM, PUIIBMOB, KHUM;
«Mropb Makapesu4 “[om yTpadeHHbix gpy3ein” VS ckydaem nv mbl o odoucy,
UHCTUTYTY, LLUKOJIE B HOBbIX YCITOBMSAX CYLLIECTBOBaHUS» U apyrue. Becero 6bino
npuaymaHo G6onee 40 Tem. TakMm o6pasom, NoceTUTeNIO cpasy Obina o6o-
3HaYeHa pamKa BCTPeYM, MOAPAasyMeBaloLLas rMyBGoKuit pasroeop o6 oaHOM
U3 TEM BbICTABKM, &8 He 0630pPHbIN pasroBop 060 Bcem npoekTe. MNocmoTpeTb
BbICTABKY LIEMMKOM, KaK YerloBEK MOT Obl CAeNaTh B peasibHOM My3ee, B pam-
Kax OHNaMH-meaMaLumn Obino HEBO3MOXKHO. B HekoTopom pogne Takoi cnoco6b
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Viks Chernokova
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POPMYNMPOBKM TEM TaKKe SIBMSIETCS HeJOCTaTKOM dhopmaTta: mefuaTopb
[OBOJIbHO }XECTKO 0O03Ha4anu Temy BCTpeYM, 3apaHee noabupanu padoTbl 1 1X
dhoTorpachum B BbICOKOM Pa3PELLEHMM, MOSTOMY SNEMEHTA BHE3AMHOM CMEHbI
TeMbl 0BCYKAEHUS U3HAYANbHO CIyYMTLCS HE MOTTIO, TaK KaK y MEAMaTopa npo-
CTO He Obino 6bl BM3yanbHOM 6a3bl Ansi NOALEPHKAHUS TEMbl Pa3roBopa. DTOT
haKTOp He COBCEM OPraHMYeEH Af18 apT-MEAMALIMM, MOSTOMY TAKKE OTHOCUTCS
K HepocTaTKam oHnalH-cpopmata. C Apyroi CTOPOHbI, KypaTop MEANATOPCKOM
nporpammbl Ypanbckol uHaycTpuanbHoi 6ueHHane dapbs Manukosa (2018)
otmedaeT: «OfHa M3 MPUYUH 3aKPLITOCTU YHaCTHUMKOB MeamaLmm — Mroxas
OCBEAOMIIEHHOCTb O MpeaMeTe OBCYXAEHUs, KOTOPasi Bbi3bIBAET HeyBepeH-
HOCTb MOCETUTENEMN B CBOMX 3HAHUSX, U, COOTBETCTBEHHO, HEXeNaHWe BbiCKa-
3bIBaTbCS». [103TOMYy MCXOAHAS CPOPMYNIMPOBKa TEM AfiS OHMaMH-MEAMALMM
noApasymeBarna, YTo MOCETUTENM 3apaHEe MOTYT CMPOrHO3MPOBATbL KaHBY
pasroeopa. Takvm oBpa3om, MPEABaAPUTENbHYIO 3amniaHUPOBAHHOCTL MapLU-
pyTa MOXHO PaCcCMaTPMBaTL M KaK MO3UTMBHBIM cpaKTop.

Mo ucxopHoM rMnoTese coTpyaHUKoB «fapaxa» Ans noceTuTenem
OHMaMH-MeAMaLMU MO0 BbITb BaXKHBIM OBCYKAEHME KOPOHABUPYCA, CAMOM-
30n5umMK 1 HoBoro 6bita. OfHaKO B pPeanbHOCTM OKa3anoCh, YTO KaK pas camo-
M3OMALMOHHYIO COCTABMSIOLLYIO JKM3HM YHACTHMKM MPAKTUHECKM HE Kenanu
3aTparuBaTh, @ TEMa COBETCKOrO HeoMLUManbHOrO MCKYCCTBa, Hao6opoT,
Bbi3blBana HanMbobLUMI MHTepPeC. Taknm 06pa3om, NOSIBUNACH HOBas rMnoTe-
38, YTO, HAXOLSICb B OLHOM M TOM Ke MPOCTPAHCTBE, HE MMES BO3MOXKHOCTH
CBOBOAHOrO NepemeLLEeHUs 3a NPeaenamm KBapTUPbl, MOCETUTENM MPEANOHM-
Tanu 3a0biBaTb 00 3TOM XOTS Obl Ha BPEMS OHNMaNH-MeAMaLMM U MOTrPYHKaTbCs
B AMCKYPC COBETCKOrO aHAerpayHAHOro MCKyCCTBa.

B yxe ynomsHyToM Bbiwe ctatbe Japbs Manukosa (2018) Takxe
OTMEYAET, YTO
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«ceiyac uaeT npouecc POPMMPOBaHMS HOBOWM METOAONOTMM PaboThl C ayAMTOPMEN, B LEHTpe
KOTOPOM — KOMMYHMKaLMS C NYGNMKOM, BHUMaHME K OMbITy U 3anpocam nocetutens. MNoHumaHue
OXMAAHMWM NoceTUTENEN 1 afanTaLmMs Mof HUX BUOMTCS MHOTUM MCCIIEAOBATENSM M NMPAKTUKAM Hau-
6Gonee NPOAYKTUBHLIM MyTEM PA3BUTUS KYNLTYPHOM MHCTUTYLMU — U B MAPKETMHIOBOM, U B r'yma-

HUTAPHOM CMbICE».

Tembl oHNaH-meguauum B «fapaxke», BpEMEHHbIE CNOTbI U HU MPO-
BELEHMS CeCccuit Bbin CPOPMYNTMPOBAHbI U3 3TUX e YOEeKAeHUM.

MHdbopmupoBaHHue noceTuTenei o6 oHnalH-cpopmaTe meamaLmm
NPOBOAMSIOCH Yepes coumarnbHble ceTn «lapaxa»: «PencOyk», «BroHTakTe,
«MHCTarpam», — NOCPEACTBOM EXEHeAeNbHOM My3eMHOM PacChIfKK, YNOMU-
HaHusi B poccuicknx CMM 1 coTpyaHUYECTBa C MOCKOBCKMMM MIIOLLAAKaMM
B pamMKax napTHepckux npoekToB. OfHaKO OBbI4HbIE MHODOPMALIMOHHbIE MOCTHI
B COLManbHbIX CETAX HE MO3BOMSIOT MOCETUTENIO B MOSTHOM MEPE MOHSITb, B YEM
emy npegnaraetcs npuHSaTb ydacTue. NrMap-KamnaHUM TaKUMX HEMpPUBBLIYHBIX
ob6pazoBaTenbHbIX POPMAaTOB TPEBYIOT 0COBOro NOAXOAAa, KOTOPLIM KOMaHAa,
BKJIIOYAIOLLIASA B ceBs NpeacTaBuTenei pasHbix oTaernos myses «[apax», 4o cmx
nop pa3pabaTbiBaeT.

YT106bl NOCETUTbL CECCUMIO OHMaNH-meaMaumu, Hajo 6bino 3aperunc-
TpUpoBaTbCs Ha canTe Myses. HakaHyHe koopauHaTop npoekTa o63BaHMBAN
KaXK[0ro 3aperncTpUpOBaBLLEroCs], YTOOb! MOATBEPAMTL MPUCYTCTBME, @ BeYe-
[POM OTMPABISM MUCbMO C MPUFIaLLEHWEM B Zoom-KoHdpepeHLmio. YHHdbopmor
MeOMATOPOB MPOEKTa ABNANMCh 6enble pyTOONKM C HAAMUCHIO «CAMOM30NALIM

s», KOTOpble CreumansHo Bbinn co3faHbl Au3aiHepamu «fapaxa» BO Bpems
noKAayHa.

Mn. 2. CKPUHLIOT OHNaMH-
MeaMaLMm Nno BbICTaBKE
«CeKkpeTuku»
(https:/garagemca.org/ru/
event/online-mediation-
around-the-exhibition-
sekretiki-digging-up-
soviet-underground-
culture-1966-1985,
13.05.2020).

[Mpouecc oHNaMH-meaMaumMmn NPOXOAMN Credylowmnm obpasom:
NOCETUTENU MOAKIIOHANMCb K ZOOM-KOHPEPEHLMU B 0OOO3HAYEHHOE BPeEMS,
MEAMATOP CO BCEMM 3HAKOMMIICS, OOBSCHAN cnelmdmnKy dpopmaTa, crpaLlmBan
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Y NPUCYTCTBYIOLLMX LieSb MOCELLEHMS M OXKMAAHUS, YTOUHSIM, GblBan S YenoBek
Ha OHNaMH- unu odpnaiH-meamaumm paHee. Kpome Toro, meguaTtop npea-
CTaBMANCS CaMm, Ha3blBasi CBOWM MMs, BO3PACT, MECTO y4eBbl U KPYr MHTEPECOB,
MHCPOPMMPOBAN O TaMMHIE, MOAPOBHO PACKPLIBAN Ha3BaHUE TeMbl. 3aaadei
KaXXAoM meauaumu Gbino yrnybrieHMe B OAMH M3 Y3KMX acreKTOB MPOEKTa,
a He MepecKas KypaTopCKOro TEKCTa U Nokas cpoTorpadouii skcnosmummn. Ceccumst
LAnMack MPUMEPHO MONTOPa HYaca, 3a 3TO BPeMs rpynna ycrnesana rnoapo6Ho
0BCYAUTL M PACCMOTPETb MAKCUMYM HETbIPE PaBOoThI, & eLLe YETbIPE MOCMOTPETbL
MenbKoM. TakoM oObem MNO3BONSAN JOCTATOYHO NOAPOOHO BHUKHYTb B 3asiBIIeH-
HYIO TeMy, HO MPK 3TOM He Kacascsi aBCONOTHO BCEX COCTABISIIOLLMX BbICTABKM.
DopmaT ceccui Takke NoApPasyMeBas NoceLleHMe OHMNaMH-MeaUaLMM OAHUMM
M TEMM KE MOCETUTENSIMM, HO Ha pPasHble Tembl. brivke K 3aBepLueHUIO npo-
€KTa y4aCTHMKOB TaKKe CTanu NpoCUTb MPOMTH OMPOC 06 OHMaNH-MeAMaLMH,
pe3ynbTaThl KOTOPOTO TaKkKe PAacCMaTPMBAIOTCS B 3TOM CTaTbe.

C 30 mapTa go 6 mas 2020 roga oHnaMH-meauaLms NpoBoaMnach
YeTbipe AHS B HELESIO MO YETLIPE CECCUMM B KaXAbIM U3 AHEN, O4HAKO HauMHast
Cc 8 mas 6bINO peLLeHO OCTaBUTb OAHY ceccuio yTpom, 12:00—13:30, n ogHy
Beuvepom, 16:00—17:30. MNozxe, ¢ 9 MioHS, Obll OTMEHEH MPOMYCKHOM PEXUM
Ans nepenpmkeHus no Mockee, 16 uioHs «lapax» odpuumanbHO BO30OOGHOBMN
CBOO paboTy Ansi MOCETUTENEMN, OTKPLINOCh My3eMHOE 34aHMeE L5 MOCELLEHUS,
pexum camousonsiummn B MOCKBE MOCTENEHHO CMArYancs. DTu 1 apyrmie dpak-
TOPbI CKa3a/IMCb Ha KOMMYECTBE XKEMAIOLLMX MPUIATU Ha OHMAMH-MEANALMIO: OHO
MOCTENEHHO YMEHbLLANOCh. Mbl MOXEM MPEANONOKUTL, YTO MOCETUTENM CTasM
[enaTtb BbIGOP B Monb3y NpoBefeHus fJocyra B odoriaiiHe, a He B OHnaiHe —
UINK, KaK Y>Ke YNOMMHANoCh paHee, KOMaHAe He [O KOHLA yAarnoch paspabotatb
Crnocobbl paccKasa NoceTUTeNsm O hopmaTe, YTOObI MPUBIIEKATb MX K YHaCTHIO
Ha MPOTSXKEHUM BCETO MPOEKTA.

YTpom paboTan oamMH menmatop, a Bedepom — pApyroi. Bcero
Ha npoeKTe pPaboTasno LLeCTb MEAUATOPOB, TaK1M OBPA3OM Y KaXKLOoro COTPYA-
HMKa BBIXOAMITO MPUMEPHO LLIECTb Paboumx ceccui B mecsil. PaboTta meguaTtopa
onnaYMBanacb OAMH Pa3 B KOHLE Mecsua, Y Bcex Bbina paBHasi oMKCUPOBaH-
Hasi CTaBKa, BHE 3aBMCMMOCTM OT TOrO, CKOJIbKO MIOAEN MPULLIO Ha Ceccuio.
MaKcumanbHoe KONMYECTBO YHaCTHUKOB CECCUMM BbINO OrPaHUYEHO LLECTLIO
MoceTUTENSIMM, YTOBLI MEAMATOP MMEST BOSMOXKHOCTb MOOBLLATLCS C KaXAbIM
rnoceTuTENEM NIUHHO.

Bo Bpems ceccum oHnaiH-menMaLmMm OAHOM M3 FMaBHbIX 3a4a4 Meam-
aTopa 6bIfI0 Hay4WTb MOCETUTENS B3aMMOAENCTBOBATL C XYAOKECTBEHHbIMM
paboTamu, BCTynaTb C HUMM B MASIOT, UIPasi POSib aKTUBHOIO dhacHnmMTaTopa,
a He monyanueoro HabnogaTens unu cnywarens. [Ins sToro meamMaTop oTKPbI-
Bajl Ha BECb 3KpaH dpoTorpadpmio paboThl, MPEACTaBNEHHOM HA BbICTABKE,
M 3a4aBan Mo MopsiAKY TPM OCHOBHBIX BoMpoca: «4To Bl 3aeck BuanTe? YT0
BaM 3TO HamommHaeT? YTo elle Bbl 34eCb BUAMTE?». DTU TPWU BOMpPOCa ABNS-
IOTCA OCHOBHbIM MHCTPYMEHTOM TEXHUKHN «Bmsyaanble CTPAaTENMn MbILLNEHUA»
(Visual Thinking Strategies, VTS)", koTopas 6bina paspaboTaHa B koHue XX Beka
nckyccteosenom Oununnom MeHaBaliHOM, KOTOPLIM Ha MOMEHT pPa3paboT-
KM TEXHOMOTMM SBRSACS coTPyAHMKOM MOMA B Hilo-Mopke 1 ncuxonorom
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Aburenn XayseH. DTa cTpaTerns He MAEHTUHHA MEAMaTOPCKOM NMPAKTHKE, TaK
KaK B pamKax Hee BeAyLLemy CTPOro 3aMpeLLeHO BbiCKa3blBaTb CBOE MHEHME,
3a4aBaTb COBCTBEHHbIE OPUIMHAarbHbIE BOMPOCHI. BegyLero Takoi amnckyccum
MOXHO Ha3BaTb (PACUNIUMTATOPOM, TaK KaK OH CTUMYNIMPYET MPOAOIKEHUE
LMCKYCCMM, HE MMesl BO3MOXHOCTM 3afaBaTb niobble BOMPOCH!, Kpome Tpex
opobpeHHbIX. MeTog VTS siBnsieTcs yaoa4HOM ONOPHOM TOYKOM ANsi MPOBeAeHMs!
MeAMaLMM, OAHAKO Ha HEro HEBO3MOKHO OMMPATLCS LIENIMKOM, TaK KaK nnd-
Hasi areHTHOCTb MEAMATOPA, MCXOASLLAN M3 reHAepa, BO3PacTa, MecTa y4ebbl,
KpYra MHTEPECOB, B «KINACCUYECKOM» MeAMaLmMM BaXKHa U JOSHKHA ObiTb YETKO
apPTHMKYNUpOBaHa Bo Bpems ceccun. Ho npu stom metoguka VTS ¢ 2012 roga
aKTUBHO M yCrneLwHo npumeHsieTca u B Poccuu, a nmeHHo B Pycckom mysee,
u HasbieaeTcs «ART-gmckyccumy» (2020)". Takske BaXKHbIM aCMEKTOM KOMMY-
HWKaLUMKM SBRsiach Nepeaada MEAMaTOPOM OMbliTa MEXAY rpynmnamu: ecnu
Ha npegbiayLLei Ceccum MeamaTop y3HaBas OT YHaCTHUKOB MHTEPECHbIM doaKT,
OH AENWACs MM C yHaCTHUKaMM nocregytoLlen rpynnbl. MeamMaTop He nNpocTo
CTUMYNMPOBan obLLeHWe U OBMEH MHEHMSIMM BHYTPM FPYMMbI, HO M HaKanMBan
MHCPOPMALMIO 1 HEC ee OT rpynmbl K rpynne.

[oBops 0 meanyme Zoom, NOCPELACTBOM KOTOPOTO MPOXOAMN cec-
CUW, MEAMATOPLI OTMEHASH, YTO TOSBKO CO BPEMEHEM MOCETUTENSIM CTAHOBM-
JIOCb MPUBLIMHO BKITIOYATb KAMEPY M CMOTPETb HE TOJSIbKO Ha NMpousBegeHue
MCKYCCTBA, HO M Ha cammx cebsi. B camom Havane mpoekTa, mapTte u anpere,
MHOTMM MOCETUTENSIM ObITIO HEKOMCPOPTHO Y4acCTBOBaTb B KOHCPEPEHLMM
C BKJIIOMEHHOM KamepoM, MO3TOMY OHM NGO y4acTBOBanM B OBCYKAEHMM
TOMbKO rONIOCOM, NGO Mucanu B YaT. YTobbl TakMx CryvyaeB CTaHOBMIOCH
MeHbLLE, NPy TenedpoHHOM 063BOHE M MOYTOBOM PACChIfIKe HaKaHYHe ceccmm
KOOPAMHATOPbI TAKKE CTasM NPOroBapMBaTh YHaCTHUKAM, YTO MPOCAT UCMOSb-
30BaTb BUOEOKAMEpPY, KaK Ansi COBCTBEHHOrO YAOOCTBA, TaK U AN KomdbopTa
MEAMaTopa M OCTasIbHbIX YH4acTHMKOB. Yem Gornblue BpPEMEHM MPOXOAMO,
Tem GorblUuee KOMMYECTBO MIOAEN BKIIOYanu Kamephbl, YTO MOXHO OGBLICHMTD
MOSIBUBLLEMNCS MPUBBLIYKOM MONb30BATLCS AaHHbIM MPUIOKEHUEM.

Haxogsicb B BUPTYyanbHOM NPOCTPAHCTBE, MEAMATOPbI Takke obsia-
[arnu yHUKasibHOM BO3MOXKHOCTBIO MPUBIMKaTL, OTAANST KAPTUHKM C M306pa-
KEHUSMM MPELMETOB MCKYCCTBA, CPABHMBATL OGBEKThI, Pa3MeLLiast MX Ha OfHOM
cTpaHuue. C ofHOM CTOPOHbI, OObEKTbI HE BbIIM PeanbHbIMU, KaK B dousmye-
CKOM MMPE, 38TO BblNa BO3MOKHOCTb KOMNIEKTUBHO MNO3HAKOMMUTLCS M OBCYANTH
0ObeKT ByKBarnbHO CO BCEX €ro CTOPOH. PeanbHoe BbicCTaBOYHOE NPOCTPAHCTBO
6bINO OCHALLEHO 3BYKAMM CUTHANM3auMM Ha Clydal, ecsiv KTO-TO MpocCTo
NOJOMAET K OOBbEKTY CIULLKOM 61M3Ko. TporaTb 06beKTbl 6bINIO 3amnpeLLEHO,
a PaccMOTPETb MX AeTanu Gbino AOBOSIbHO MNPOBNEMATUHHO, TaK KaK, MOBTO-
proCh, NpPeacTaBneHHble OObeKTbI Bbinv HEBOSbLUMX PA3MEPOB.

B 3aBepLueHMe KaXAOM CECCHU, HAUMHAsS C Masl, MEAMATOPbI TaKKe
NPMAYMANU He NPOCTO MPOLLATHCS C MOCETUTENSIMM M MPUIIALLETL UX Ha Criedy-
IOLLLYIO BCTPEYY, @ BHEAPUITU PUTYas1, KOTOPbIM CTasIM MOBTOPSTL B 3aBEPLLEHMM
KaXKAoW Ceccuu: rajaHme no COOPHMKaM CTUXOTBOPEHUM POCCUIMCKOrO HEO-
domumanbHoro xygoxHuka Omutpus AnexkcaHgposuya [Npuroea. Ha BeicTaBke
«CeKpeTnrm» Bbinm NpeacTaBneHsbl ABe ero PaboThl, HO MEAMATOPAM XOTENOCh
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NOAYEPKHYTb 3HAYMMOCTb €ro TBOPYECTBA B KAXAOM MEAMaLMM, Jaxe Hanps-
MYIO HE MOCBSLLEHHOM emy. [lns ragaHus nocetuTernb HasbiBan nioboe CroBo,
1 nocpencTeom kombuHauum «Command F» meguatop Haxogun anst nocetmTe-
151 YETBEPOCTULLLE. BbIBaNIO, YTO HEKOTOPbIE CIIOBA HE HAXOAUITUCH HU B OGHOM
U3 MO3TUYECKMX COOPHMKOB [MpUroBa, M Torga MearaTop MPOCKI YH4aCTHMKA
3aMEHUTb CJIOBO. TaKoe «BUPTYasibHOE MeYeHbe» C MPEACKAa3aHWEeM TaKKe
MOSIOKMUTENBHO BIIMSANO HA MOSYHYEHHbIM YYaCTHUKAMM OMbIT, O YEM MHOrMe
coobLwanu meamaTopy BepbanbHO.

Mceneposatenm 3axasa OépuHr u DHapio MNekapuk Ha3sanu Beo-
[OHblE, C KOTOPbIMM MOCETUTENb M3HAYasIbHO MOMAajaeT B My3eM, «BXOAHbIM
HappaTUBOMY». «BXOAHOM HAPPATMB» COCTOMT U3 TPEX KOMMOHEHTOE: 1) B3rns bl
Ha MUP, 2) Y3KE MMEIOLLASACS PeneBaHTHas NPOoeKTy MHpopmaums, 3) NuuHble
BocrnommHaHmst u amoumn (Doering and Pekarik 1996). Yem Gnvke 3T Kom-
MOHEHTbI PE3OHUPYIOT C MOCETUTENSIMMU, TEM YCMELIHEE OLEHWBAETCS MOXOL
B My3ei. MMHTepecHo, YTo B CUTyaLmM MMPOBOTO JIOKAAYHa 3TW COCTaBNsIoLME
CoBraganu y 6orbLuei YacTu MOCETUTENEM: MIOAM BblIU BbIHYKAEHbI HAXOAUTLCS
B CBOMX AOMAaxX BHE 3aBMCMMOCTM OT TOTO, M3 KAKOM CTPaHbl OHU NpUcoeam-
HSINIUCb K MEeAMaumMM; MX NepemeLLeHme 3a npegernamu AoMa Obifio KeCTKO
OrpaHMYeHO, OHM YHaCTBOBaNM B MeAMaLMM, HaXomsCb He B My3ee, obnasas
6OnbLUMM KONMUYECTBOM CBOBOLHOIO BpemeHU. EcTecTBeHHO, HAaCTONbKO CX0-
YXMe BBOAHbIE JaHHbIE CMITbHO COMMKAMM rPyrny 1 CO34aBaSIM KaHBY Pa3roBopa.

3a Bce Bpemsi NPOBeAeHUs OHSTaMH-meanaumnm, a imeHHo ¢ 30 mapTta
no 31 uions, 6bino NpoeeaeHo Bcero 166 MyGAMYHbBIX CECCHIM, KOTOPbIE MOCETUMM
6onee 500 yenoeek. C 0gHOM CTOPOHBI, KOTAA Peyb MAET O My3eMHOM neagaro-
ke, 500 YenoBek — 3TO JOCTOMHAas LUdppa AN OTYETHOCTU O pPe3ynbTaTax
PaboTbl MPOEKTa, HO KOTAA My3€el NMEPEXOAUT B OHIIAMH-POPMAT M TEM CAMbIM
BCTYMaeT B KOHKYPEHLMIO C OHMaMH-arperatopamm, Yei mMecsyHbii Tpadomk
UCHMUCIISIETCS MUITTTIMOHAMM YHMKASbHBIX MOMb30BaTENeN, BCTAeT BOMPOC: AOS-
YEH NW My3eM ajanTMPOBaTb CBOW CTPATErMM B3aMMOLENCTBMS, YTOObI KOH-
KYPUPOBATb C HUMM, U KaKMM OBPa3oM 3TOro MOXHO AobuTbesa? Mo aaHHbIM
komnaHuu Statista (Armstrong 2019), yxe He nepBbiit rog B SECATKY CaMbIX
nonynsipHbIX camToB B mupe Bxoaat Facebook, Instagram, Pornhub, YouTube.
Hanpumep, kaxabii aeHb Ha YouTube 3axoamT 6onee 600 MUIINIMOHOB YenoBexK,
KaXKAblM M3 KOTOPbIX B CPEAHEM MPOBOAUT Tam Mo 29 MUHYT, @ JOCTYMNeH CanuT
Ha 6onee Yem 80 si3bikax. EcTecTBEHHO, O NOAOGHOM CTAaTUCTMKE B My3eMHOM
Cpee v peym He MAET, HO MMEET JIM B TAKOM CJTyHae CMbICST KYTBTYPHBIM MHCTH-
TyumsiM BOOGLLIE BBIXOAMUTL B OHMAMH, r4e NPaBusia KOMMYHUKaLUUK C ayauTopm-
el coBcem mHble? Hanpumep, MNMyLIKUMHCKUIM my3eit B okTabpe 2020 roaa npu-
rnacun Kk ce6e nonynsipHoro TikTok-6norepa OaHio MunoxuHa®?, Kotopbii CHsin
B My3€e BUIEO, rae TaHuyeT Ha dooHe cTaTyn [aBuaa, HabpaBLee 467 Toicau
nanKoB, noutu 17 Thics4 KOMMEHTapMeB M Gonee LIEeCTH ThiCsY PernocToB®.
C onHOM CTOPOHBI, My3€eM NPEANPUHS MOMbITKY Kosnabopauum ¢ nonynsap-
HbIM CpeaM MOSTIOAEXM BNorepom — C OPYroi CTOPOHbI, MOABEPIcs KPUTHKE
CO CTOPOHbI MHOTMX MOCTOSIHHBIX MOCETUTENIEN U My3eMHOro CooBLLEecTBa.
Kpome Toro, otcneguts konmyecTso npuweawiert ot MunoxuHa ayautopum
NPEACTaBAETCS MOYTU HEepeasnbHbIM, B TO BPEMS KaK Mbl 3HAEM MMS, TOPOL
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M KOHTaKTHble AaHHbIE KaXLOrO YerioBeKa, MPUHSIBLLETO y4acTHE B OHMaiH-me-
LMaLMK, @ 3HAYUT, UMEEM BO3MOXKHOCTb MPOBECTM C HUM FIYBUHHOE MHTEPBbIO
LS aHanu3a oopmaTta MK BKIKOYUTb Ero B My3eMHYIO PAacChifiKy, YTo genaet
€ro 4acTblo COOBLLECTBa My3es.

Tak 1nu uHaye, NOBOM UHCTUTYLIMM, JKeNaIOLLEN OCTABaTLCS aKTyallb-
Hot 1 BocTpeboBaHHOM B XX| BeKe, MpUAETCS OTBEYaTb 3anpocam CBOeH ayam-
TOPWK, MPEfBaPUTENBHO M3yHasi ee NMPUBLIYKK 1 noTpebHocTH. bonblumnHcTBO
FOPOACKOrO HacerNeHuUsl BO BCEM MUPE CErOfHS MPOBOAMT B rafyKeTax Kak MUHM-
MYM HECKOIbKO YacoB B AeHb. Hanpumep, moit TenedooH ceiyac nokasbiBaer,
4YTO 3KpPaHHOE BPeMs 3a feHb COCTaBWNO Goree AEBSTM YacoB, M 3TO faxe
He KoHel AHs. [puyem Takasi mogenb noeeaeHUs chopmupoBanach (M 'y MeHs,
My MHOTMX APYTMX JIofeN) 3a40Mro Ao MOosiIBeHUs KopoHasupyca. MNostomy
ele ofHa runoTesa LaHHOM CTaTbW COCTOMT B TOM, YTO MEPEXOS MEAMaLMM
U Apyrmx obpasoBaTenbHbiX POPMATOB B OHMAMH MPOM3oLLEn Obl B OGOM
cny4ae, npocto Covid-19 3ToT npouecc yckopmi. 34eCb YMECTHO MPOLUTUPO-
BaTb C/IOBA KypaTopa M TEOPETHMKA COBPEMEHHOro mMckyccTea Mapuu TuHa,
KOTOpas ye yrnomuHanach B JaHHOM paborTe:

«HacTtan momeHT BmecTe ¢ SKCNEepPUMEHTAaMM Pa3BUBATb U dDOprI meguaumn. |_|pl/ILLIJ'IO Bpemsa cepbes-
HO 0BCYAMTL BOMPOC, KaK MCKYCCTBO PYHKLMOHUPYET B oBLLecTBe, U 6ornee BeNMKOAYLLHO OBXOANTL-
CSa C UMEIOLLIMMUCA MaTepuanamu. <...> Me,qwau,wﬂ MOXET BOCNPUHMUMATBCSA KyAa WMpe: B CYLLHOCTH,
OHa MOCBsILLEHa CO3AaHMIO MHTEPXPEMCOB B3anmoaencTams (contact surfaces) mexay nogbmu, Npous-
BEAEHUAMM UCKYCCTBA U KYPATOPCKMMU MPOEKTAMU; OHA yHpPEXAAEeT pa3inyHble d)Oprl 1 HacTpauBa-

€T MHTEHCMBHOCTb KOMMYHMKALMM BOKPYT MCKYCCTBa 1 o0 Hem» (Lind 2018: 103).

OHnaiH-meamaums ctana eLle ofHMM MHTepdpencom, Mo3Bons-
IOLLMM JTIOASIM BECTM OMArIOr, BOOXHOBMEHHbIM MCKYCCTBOM, M ATl CUTyaumMM
NPAaKTUYECKM MOMHOTrO JIOKAAyHa C Hadana BecHbl M Jo KoHua neta 2020 roga
OHa cTana BOCTPEeBOBAHHBIM MHCTPYMEHTOM MOALEPKAHMSI AMANIOra MEXIY
«[apaxom» 1 6onee 500 noceTUTeNsIMM CO BCEFO MMpPA.

Ayputopus oHnaiH-meguauum

B yxe ynomsiHyToit ctaTbe Japbs Manmkosa (2018) 3agaeTcs BONPOCOM O TOM,
KTO XOAWUT Ha MeAMaTOPCKUE IKCKypcuu. M3 pesynstaTtos otBeToB 808 nocetu-
Tenem 4-i1 YpanbCKon MHAYCTpUaNbHOM GUeHHane cneayer, YTo GOorbLUYIO YacTb
YYaCTHMKOB, @ MMEHHO 57%, COCTaBIISIET «MEePCMNEKTUBHASY ayanuTopus. MimeHHO
OHa NPEeANoYUTAET 3HAKOMUTLCS C MPOEKTOM B COMPOBOXAEHWU MEAUaTopa,
TaK KaK, BEPOSITHO, MLLET MOMOLUM AfiS MOTPYKEHUs B KOHTeKCT. [loa nep-
CMeKTMBHOM ayAMTOPUEN NMOAPAa3yMEBAIOTCS MIOAM, PEKE BCEro noceLaloLLme
MY3€EM U BbICTABKM B CPABHEHUM C ABYMS APYTMMM BULAMM aYAUTOPUM: KSAPOM»
(noceTUTENsAMM, PEryNSIPHO MOCELLAIOLLMMMU BbICTABKM, JIEKLMM, KUHOMOKA3bI
M TaK ganee) u «nepucpbepmeit» (ayautopmen, noceLLaloLLen My3en Yy Tb pexe,
yem s4p0). OCHOBHBIMM BMEYATIEHUSIMA OT MEOMALMMU Y «MEPCTIEKTUBHbBIX»
nocetutenei Gbinmu croBa «MOGOMBITHO» M «HOBO». Takke 56% y4acTHUKOB
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rocre MeauaLmMm OTMETUIM, YTO MX OTHOLLEHME K COBPEMEHHOMY UCKYCCTBY
rocne MeamaLmm ynyHLwmMnoch, a Ans 43% OHO OCTarnoch NPEXHUM, HTO He HeceT
B ceGe HeraTMBHOM KOHHOTALMM, TaK KaK Ka4eCTBEHHbIM aHanM3 accouma-
LIMI MOKa3bIBAET, YTO O COXPAHEHWMM MPENKHErO OTHOLLEHMSI CKOpee roBOPSIT
TIOAM, KOTOPbIE M3HAYaNbHO Bbifiv HACTPOEHbI MO3UTUBHO MMM HEMTPAsbHO.
M3 gaHHbIX MCCEAOBaHMS MOXHO CAENaThb BbIBOA, YTO TaKoM (DOPMAT Auasnora
C MEAMAaTOPOM B MEPBYIO OYepeab MOSb3YETCS CMPOCOM Y MEePCMEKTUBHbBIX»
roceTuTENEN, KOTOPLIE HE SBMSIOTCS NMPoddeccroHanamm cdpepbl UM NocTo-
SHHOM ayAuTOPUEN My3es, U MO3TOMY BorbLLE APYTMX HYXKAAIOTCS B HABUraLmm
M 3HAKOMCTBE C HOBOM Ansi HUX MHDOpMaLMEN.

AHanus ayauTopum, NoceTuBLLEN OHNanH-meauaumio no «Cekpetu-
Kam», MO3BOSISIET BbILENWTb ABE YC/IOBHbIE FPYMMbl: MOCETUTESNM, 3aPErUCTPU-
[POBABLUMECS CAMOCTOSITENbHO, M KOMMEKTUBLI, MPULLEALIME Ha CrieumarnbHO
OTBedeHHbIM ans Hux ceaHc. lNepeas rpynna coctaeuna 90% nocetuTenei
OHMaMH-MeAMaLMM, TaK KaK 3aPEerMcTpUpOBaTbCa Ha caiTe mor nioboi xe-
natowwmi. MNpu pernctpaumm Hapo 6bINo yKazaTb MM, PamUNMIO, aAPEC SMeEK-
TPOHHOM MOYTHI U HOMEP MOBUIBLHOTO TenedpoHa. DTa MHpopPMaLMS faBana
BO3MOXHOCTb MOHSITb, Y MOCETUTENS POCCUIMCKMUIA HOMEP MOBMIIBHOTO UM HET,
MY3KUYMHA 3TO MIIM KEHLUMHA, Bbifl K YENIOBEK PaHee Ha Ceccusix, UMM 3TO
nepeas peructpaums. KoopaMHatop nepegasan 3Ty MHPOPMaLMIO MEAUATO-
Py, 4TOGbl TOT MO CMPOrHO3MPOBATL MOMPYKEHHOCTb YENOBEKa B TEMY, €ro
MECTOMONOXKEHUE U ApYyr1e BBOAHbIE AaHHble. Hampumep, ogHaxabl Ha me-
amaumio, Kacawwwyocs HayvyHon dpaHTacTikm B CCCP u IOpus CoGonesa,
MPULLIIA KypaToOp-MCCIIeAOBaTENbHMLA 3TOM TEMbI. TaK KaK MeauaTop 3Hana 3to
U3 permMcTpaumu 3apaHee, oHa Ha4Yana Bectu 6eceqy, YoMMHas rofbl, COBbITHS
M MMEHa, MHTEPECHbIE MMEHHO AN noceTuTens-creunanucTta. Kctatu, nocne
MPOBEeAEHMs 3TOM CECCHUM KyPaTOP MPEANOKMIA MPOYUTTb NEKLMIO B PaMKax
nyGMYHOM NPOrPamMMmbl K BbICTaBKe™, TaK 4TO AaHHOe CobbiTE KOCBEHHO
TaKKE MOXXHO OMPEAENUTb KaK MEAMaTOPCKUI MPOEKT.

Ko BTOpoO#M rpynne ayauMTopum OTHOCATCS COOOBLLECTBa, KOTOpbIE
MPUXOAMIIN KOMMEKTUBHO. TaKue CeccumM CTaBMIIUCh OTAENbHO OT OCHOBHOIO pac-
M1caHusl, YTOBbl He COKPALLIATL KOMMYECTBO BCTPEY Ars CBOBOAHOM perucTpaLmm.
Hanpumep, nopoGHoM rpynnoit Geinu noapocTku 11 neT M3 Xy[omecTBEHHOro
KONnemxa, pPacrnonoXeHHoro Henoganeky ot «fapaxar». [ns HMX meguaTop
[o6aBmn HEGOMbLLOM MacTep-Kacc Mo PUCOBAHUIO BO BPemsl OHMaMH-me-
AMaumm, 4ToBbl MOACTPOMUTLCS MOZ 3aMpPOChl MOAPOCTKOBOM ayauTopuu. Takke
Gbina peanunsoBaHa Cepusl U3 NSTU BCTPEY C MPEeACTAaBUTENBHULAMM TPETLETO
BO3PAacTa, KOTOPLIE Y3Ke TPETUI rof 3aHMMaIOTCS Npu «[apaxe» B pamKax npo-
dbeccroHanbHOM Nporpammel Mo paboTe ¢ NEHCMOHEPaMMK. Mm YnTaloT nexkumm
M MPOBOASIT MaCTEP-KIACChl COTPYAHUKM My3esl M MPUITaLLEHHbIE CMeLUanmcTbl.
Tak KaK Ha BbICTaBKe pacKpbliBaeTcst KOHTEKCT 1960-x 1 1980-x B CCCP, koTopblie
MPULLIMCb HA MOSTIOJOCTb 3TUX Y4ACTHMKOB, HA MEAMaLMIO AaHHas KaTeropus
npuxoauna ocobeHHO OXOTHO. Bce BCTpeum ¢ 3Tvmu rpyrnnamu BEMM OAHU U Te
€ MeAMaTopbl, KOTOPbLIM BbINO UHTEPECHO PaboTaTb C TaKOM LIENEeBOM ayam-
TOpHEN, U MOXKHO BbINIo HAaBMIOAATb, KaK MOCETUTENM CO BPEMEHEM MPUBbIKANM
K BefyLLEMY, YTO MO3BOSISNIO UM GOMbLLE PACKPLIBATLCS M AEMMUTLCS MAESIMM.
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Cuernana . rosopur... W Buagocapuma i

Mn. 3. CKpUHLIOT OHNaMiH-
MeAMaLMM Nno BbICTaBKE
«CeKkpeTuku»
(https:/garagemca.org/ru/
event/online-mediation-
around-the-exhibition-
sekretiki-digging-up-

" soviet-underground-
T culture-1966-1985,

LA

oo e o pmucopmun soua 20.04.2020).

Elle ogHoM KaTeropuei noceTUTenei, KOTOPYIO MOXKHO BbILENMUTD,
CTanmM NOCTOSIHHbIE YHAaCTHMKM OHNalH-meamaumm. OHM COCTaBUIIM MPUMEPHO
20% oT BCei ayAUTOpPUM, YTO OTHOCUTENIBHO HEMHOTO, HO HaNWYMeE AAXE OLHOMO
PErynsipHOro NOCeTUTENS B rpynne CO34aBasno AN MeAMaTopa AOMOMHUTESb-
HyIO 3a4a4y. 3a BCe Bpems MpoeKTa BblS1o ABa NMOCETUTENS, KOTOPbIE MOCETUIU
6onee 20 ceccui, TeEMbl KOTOPLIX MHOTAA Jaxe nosTopsinucb. CBOM MHTEpEC
K OHMaMH-MeaMaLmMmU OHM OBBACHSU TEM, YTO HE XOTST YMyCKaTbh BO3MOXHOCTb
PErynsipHO 3HAKOMMTBLCS M OBLLATLCS C HOBLIMM JTIOAbMM B CUTYauMM, KOTAA
3aBOAMTb HOBbIE COLMASIbHBIE KOHTAKTLI B ORNaliH-KM3HM M3-3a KOPOHABMPYCA
HEBO3MOXHO.

B reHgepHoOm OTHOLLEHUM ayAUTOPMU MPOEKTa COCTOSNA MPUMEPHO
Ha 80% u3 nocetutenbHuy mn 20% u3 nocetuteneit. Camor mMonomom ydact-
HUUE, KOTopas NpMxoamna Ha meauaumio, 6o 11 feT, a camomy B3pocriomy
y4acTHUKY — 65 net. KonmyecTeo y4acTHUKOB, BriepBbie yHacTBYIOLMX B apT-
MeAMaumMM, COCTaBUIIO POBHO MOJSIOBMHY npueallen ayautopum. Moceture-
fien, NPULLEALLMX Ha OHMAMH-MeAMAaLMIO U NpOoXMBaloLMX B MOCKBe, Okasa-
niock 68%, BTOPbIM MO MOMNYSIPHOCTM FOPOAOM, OTKYAA MOAKITIOHANUCH YHacT-
HUKM, 6bin CaHkT-lNeTepOypr — 12%, Ha TpeTbem mecTe — EkaTepuHGYypr
¢ 7%. M3 npuwiedinx Ha oHnanH-megmaumio 75% paHee 6biBanu B «lapaxe»;
Ha BbicTaBke «CeKpeTUKM» A0 y4acTus B OHNaMH-meauauum nobbisanm 60%.
Takxe nposBegeHUe meavaumMu B OHMaMH-chopMaTe MO3BOMMIO NMPEOAONETb
reorpacpryecKyto AMCTaHLUMIO MEXIY MHCTUTYLUMEN, pacronoxeHHon B Mockee,
U ayaMTOPMEN, MPOKMBAIOLLIEN B Pa3HbIX ropoaax U cTpaHax. B oHnalH-me-
Avauum NpuHanM ydactue nogm ns Mockebl, CaHkT-lNetepOypra, EkaTtepnHbyp-
ra, Benukoro Hoeropogaa, Nepmn, HoBocnburpcka, a Takke pyccKoroeopsLlas
aygutopus mn3 QuunaHgum, Apmeruu, Npysum, Asepbanmxara, LLseruapmu,
Asctpanuu, Benapycu, @paruum, Utanum, CLLA.

Mapus J'luHb OTMeYaEeT, YTo «NapTMUMNaTOpHOE 06Pa30BaHME OCHO-
BAHO Ha NPEANONOXEHUM, YTO Yy 3puTenel ecTb HegocTaTok (deficiency) —
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npo6en, KOTopbii HEOBGXOAUMO MPEOAONETb, UMM AaXe KOHMPIIMKT, KOTOPbIMI
HyxHo peLumTsby (Lind 2018: 103). Mpu aTom otaensl PR 1 mapkeTuHra B myseax
GorbLue 03a604EHbI OLLYLLIAEMbIM OTCYTCTBMEM KOHTAKTa MEXAY CTOPOHAMM,
«HepgornoHMmaHuem». CMbICST B TOM, YTO HYy}KEH CBOEro POAA «CePBMC 3Ha-
KOMCTB», KOTOPbIM MOMOXET HANAaAUTb KOHTAKT MEXAY JTIIOAbMU U «BELLAMMY;
B AHHOM CJTyHae TaK1m CEPBUCOM LS ayAUTOPUM SBMSASIACh OHNaMH-MeamaLms,
a «NpoBenbl» Y Kax[oro 6binu cBou. M 3To NpUTOM, YTO, MO MPU3HAHMUIO HEKO-
TOPbIX YH4AaCTHMKOB, Ha BPEMSI CAMOM3ONIALMM OHM OKA3anuCb B CUTyaLMM
MOCTOSIHHOIO NPEBLIBAHUA C POACTBEHHMKAMM, APY3bSIMM, COCEASMM MO KBAP-
TMPE — W ULLYT OBLLEHUSI C HOBbIMM JIIOAbMM, YTOObI OTBMEYLCS OT PYTHHBbI.
Takke 6binum criydam, KOrga Ha CECCUIO MPUXOAMUIM YHACTHUKM, NPOXKMUBAIOLLME
B OAHOM MPOCTPAHCTBE, HO MOAKITIOHYAIOLMECH C PA3HbIX FaKETOB M U3 Pa3-
HbIX KOMHAT, 4TO TaKKe BblI0 0BYC/TOBIIEHO KENaHWEeM CEMNapUPOBATLCS XOTH
6bl Ha NonTopa 4Yaca. HanomHIo, YTO MaKCUMMarbHBIM KONTMHECTBOM YHaCTHU-
KOB CeCCuM ObINIO LLECTb YENOBEK, U B aOCONMIOTHOM OOSbLUMHCTBE CIy4aeB
YHaCTHMKM CECCUM OKA3bIBANIMCb HE3HAKOMbI APYr C APYrOM. DTO SIBMSIOCH
MOSIOKMUTENbHBIM COAKTOPOM ASSi FPYNNOBOM AMHAMMKM, TaK KaK €CSIU YHaCTHMKM
NMYHO APYr APYra He 3HAIOT, OHM ferde BCTYMaloT B AMATIOT.

Mocrne npoBeneHUs KaXaoM CeCCUM MEAMATOPDI 3aMONHSNM Tabnmy-
Ky 4nsi BHYTPEHHEro aHanM3a NpoeKTa, e YKasblBanm ropog y4acTHMKa, Obin
v OH paHee Ha BbicTaBke «CekpeTukm» un B «[apaxe» BOOOLLE, BKMIOYMI
N1 BO BPEMSI CECCMM KaMEPY MIM HET; Tam e DOPMYSIMPOBASIMCE JINYHbIE
HabnoaeHUs MOAepPaTopa, eCriv TaKoBble MMenuch. Bnarogapst ToM otyeTHOCTH
cerofHsi Mbl 06nagaem AaHHbIMU, HA KOTOPbIE UMEEM BO3MOXKHOCTb CCbINaTb-
Csl, B TOM YMCIe B JAaHHOM CTaTbe. TaKke MO OKOHYAHMIO CECCUM MEAMaTOpbI
BbIChISIASIM YHACTHUKAM CCbISTKY HA8 @HOHMMHBIM OMPOC, KOTOPbIM MPOLLW BCETO
32 y4aCTHUKA, HO, TEM HE MEHEE, KAXKETCS BAXKHBIM YNOMSIHYTb €70 Pe3yrbTaThbl.
Onpoc cocTosn U3 CeMM 3aKPbITbIX BOMPOCOB C MPEANONKEHHBIMM Ha BbIGOP
BapMaHTaMM OTBETOB, @ TaKXe M3 ABYX OTKPbITbIX Bormpocos: «OTKyaa Bbl
Yy3Hanu nNpo OHNalH-meanaLmio?» 1M «4To Bam 3aMOMHMUIOCH 6onbLLe BCEro?».
Bonee 65% y4acTHMKOB OTBETUNIM, YTO CHyLUaTb OTBETHl M MHEHWSI APYIUX
YHaCTHWMKOB Ceccum BbiNo CKOPEe MHTEPECHO, YTO OHM 3aMHTEepPEeCcOoBasMChb
geatenbHocTbio «[apaya» UM ¢ HanborbLUEN BEPOSATHOCTLIO MOCETAT My3ei
MoCne CHATMSI OrPaHMUYMTENbHBIX Mep. TakMM OBPa3oMm, MosyYeHHas CTaTu-
CTUKA B LIESIOM COBMAAAET CO CTAaTUCTUKOM ayAUTOPMM, MOCELLAIOLLEN My3eH
He BO BpemeHa KopoHaBmpyca. Mcxoas 13 nosiy4eHHbIX OTBETOB, Mbl MOXEM
MPEANOSIOKUTb, YTO NTOSNIBHOCTb K MHCTUTYLIMM MOBLICUIACh — M MOCETUTENM
3aX0THAT BepHYTbCs B «[apax» CHOBa.

Mepuartopbl npoekTa
MepnaTtop 4alle Bcero sBRsieTcsl HAEMHbIM COTPYOHMKOM. Hackomnbko Ham
U3BECTHO, NMEPBOM KYMNbLTYPHOM MHCTUTYUMel B Poccuu, KoTopas cobupaeTcs

CAenaTb 3Ty NO3ULMIO LUTATHOM eOuHMLEN pacnncaHms, aensetcs dhonHg V-A-C,
O Yem COTPYAHMKM hpoHIa 3asBNSAIOT B CBOEM CTaTbe-MaHUecTe Ha calTe
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Al yuacteoean(a) B meguauum enepssbie (32 otseTa)

. la
. Het

Atmocchepa Ha mepmaumm 6bina apyxeckon? (32 orseta)

. la
. Het

Ha Baw B3rnsag, meamauus siBngeTcs NPoAyKTUBHBIM COCOGOM 3HOKOMCTBA
¢ npouseeneHnem uckycctea? (32 oreera)

. la
. Het

Mocne mepguauum Baw nHaekc nosnbHocTM K «fapaxky» nosbicuncs?
(32 oteeTa)

.ﬂ,a

. CKopee na Mn. 4. Pesynstatsl
onpoca Mo y4acTuio

B OHNaMH-meauaLmm

Cropee HeT (https:/garagemca.org/ru/
event/online-mediation-
around-the-exhibition-

Het sekretiki-digging-up-
soviet-underground-
culture-1966-1985,
31.07.2020).
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Syg.ma (KoHoruyk, Jlynno, OnionumHa, Mandomney u Macuynmk 2020). ITa
TEHAEHLMS KAXKETCS BOOAYLLEBISIOLLEN: K COXANEHUIO, Pa3NMYHbIE KYJIETYPHbIE
MHCTUTYUMK B Poccumn n mmpe perynsipHo HapyLialoT npaBa PaGoOTHUKOB —
He BbIMMa4YMBalOT roHOpapbl WK yBosnbHsOT. Hanpumep, 7 ceHtabps 2020
roga aKkc-mepmaTopka «fapaxa» Oundpa TawmyxamenoBa Hanucana B CBOEM
Facebook-npodoune (He yTouHsISl, O KAKOM MHCTUTYLMM PeYb), YTO HaBpPaHHbIN
KOJUIEKTUB MEAMATOPOB OPraHU3aTopPbl MOMbITANIMCh OCTaBUTL 6e3 onmnaThl
COBCEM:

«[lo BuepaLLHero aHs s cobupanack paboTaTb Ha OAHOM SPMAPKE COBPEMEHHOMO MOJSIOAOTO MCKYC-
CTBa. <...> BCE OCTAHOBMJIOCb B MOMEHT, KOrga s crnpocusna B OGLL[Mﬁ 4yaTt 06 YCNoBUAX OonnaThl. OKa-
3an0Cb, YTO BCE Mbl, Me€OMaTOpPhbI, 34eCb 6bIJ'Il4 Ha BOJIOHTEPCKUX OCHOBAHMSAX, HO MPSMO 06 3TOM
Ham COO6LL|,I/IJ'II/I Brepsble — Aaxe B O6'b9|BJ'IeHMM o] Ha60pe OTAENIbHO UCKalM BOJIOHTEPOB, OTAENIbHO
MeanaTopoB. BbICKa3aB CBO€ HEeAOBONbCTBO 3TUMU O6CTO§|TeJ’IbCTBaMM, 4 nony4una OTBeT OT agMUHN-
CTPaLMM O TOM, YTO Mbl BCE 34eCb paboTaem Ha ‘COBCTBEHHOM 3HTY3Ma3me, NIOBBM K MCKYCCTBY", HEKO-
TOpbIE a6COJ'IlOTHO HOpPManbHbIE BELLUU, KaK 5.5 yacoeom I'paCbI/IK, BblAAaBANIMCb 3a YCTYNKM pagn Hallero
y,lJ,O6CTBa, A Ha BbIXOA4E — Mbl Moslydaem onbiT pa6OTbI Ha MeponpUATUMN N 3HAKOMCTBO C COBPEMEH-

HbIMK XygoHuKammny (Tawmyxamegosa 2020)%.,

16 anpensi 2020 roga Ha nnatchopme Syg.ma Gbin onybnMKoBaH
TEeKCT meauaTopos kuesckoro «MuHuykAptlieHTpa» (OmuTpresckas 2020),
B KOTOPOM MEAMATOPbLI MOLENMIMCH OMBbITOM HEBBIMMATbLI 3apPMfaThl CO CTO-
POHbI MHCTUTYLIMM, HEKOPPEKTHOrO OTHOLLEHMSI K HUM CO CTOPOHbI PYKOBOA-
CTBa M, KaK pe3ynbTaT, PeLleHnem co3aaTtb npodpcoio3 meguatopos. MNocne
ny6nuKaumMm TekcTa Obina npoBefeHa nybnuyHash AUCKYCCUS MeaMaTopOB,
3anmch kKoTopor coxpaHunack B YouTube-kaHane Syg.ma («becena ¢ AHacTa-
cuen borHgapeHko» 2020). Mo cyTH, npocdhbeccuio meamaTopa MOXKHO OTHECTH
K MpeKapMaTy, Knaccy, KOTOpbIi BriepBble 0BO3HaYMM M Havan MCCNeaoBaTb
B6puTaHCcKmit skoHoMMCT lai CTaHAMHT. ABTOP COUKCUPYET, YTO,

«BCTYMNasa BO B3POCINYIO XXMU3Hb MPWU BbINMYCKE U3 KONneaxa uin yHMBepCcuTeTa, Monoabie nioan paccym-
TbIBAIOT HA KNacCU4eCKUEe rapaHTUKM TPyAA: BO3MOXHOCTb Peasin30BaTb KOHUENUMIo MOSIHOM 3aHATOCTH,
perynMpoBaHue NpoLecca HalMma M YBOSIbHEHMI, B3bICKaHUe LITpadha ¢ paboTogaTens 3a Hecobrnioge-
HWe npasui. <...> COCTO;IHI/IS COBpeMeHHOl;‘ 3KOHOMUKU TAKOBO, YTO OHA HE MOXET NPEeAJsIOXNUTb 3TO
MOINOAOMY HENOBEKY. OTJ'IM‘-{MTGJ'IbHaﬂ YepTa npeKkapuvata — HeCTa6l/1J'IbHOCTb AOXOoAa U ero CTPyKTy-

pa» (CTaHamHr 2014: 26).

Yalue Bcero meamMatopamm CTaHOBATCS MMEHHO CTYAEHTbI Ui HEAAB-
HO 3akoH4muBLIKE BY3 monopgbie nioaun.

Lo naHgemuu BbicTaBka «CekpeTukm» pomkHa Obiia paboTtaTtb
c pekabps 2019 roga go mas 2020 roga. Bcero Ha npoeKT n3HavanbHO Gbinm
HabpaHbl 21 meguaTop ANS eXegHEBHOM CMEHHOM paboTbl Ha MioLlajKe
M OAMH KoopauHaTop. B mapTe, koraga mysert BbiHY»AEHHO Obisl 3aKPbIT U BCS
OeATenbHOCTb Bbina nepeseaeHa B OHJIAMH, GblfIo PeLeHO OCTaBMTb LIEeCTb
meamaTopoB. BaxHo oTmeTuTb, YTO NofoOHOe COKpalleHWe BblIo BbI3BaHO
COKpaLLeHMeM PaBoUunx CMEH B OHMaMHE MO CPABHEHMIO C OChraiHOM, OAHAKO,
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HECMOTPSA Ha 3TO, B MapTe onnaTy 3a 3apaHee COCTaBleHHOoe pacrnmMcaHue
nony4unm abconoTHO BCe MeonaTopbl.

Mn. 5. MeguaTop Bbi-
CTaBKM

«CekpeTuku» Anu-
ca CasuHa (https:/

CnopT n ﬁ\z/)éa B8 CCCP garagemca.org/ru/
KaK 3aHMMaTbCsi CIOPTOM B evehf/onllne—mejdlltfmon—
YCIOBUSIX CAMOM3ONALMN around-the-exhibition-

sekretiki-digging-up-
soviet-underground-
culture-1966-1985,
09.04.2020).

mepuatop Anvica

BozpacTHol Avana3oH cpeau oHnalH-meanMaTopoB coctasmn ot 20
bo 23 net. Bce meamaTopbl Obinn CTYAEHTAMM FYMaHWUTaPHBIX OaKymnsTETOB,
CBSI3aHHbIX C MCKYCCTBOBELAEHUEM, KYIIETYPOMOMMEN U BU3YanbHOM KynbTYPOM.
YiKke UMeIoLLIMECs 3HaHMS M HaBbIKM 6e3yCNOBHO MOMOTN MM B MEAMATOPCKOM
LeATenbHOCTM.

C anpens no uionb 2020 roga, MOMMMO MPOBEAEHUS CECCUM
OHMaMH-MeAMaLMKM, MEAUATOPLI CO3BAHUBANMUCL B PaMKax OBCYKAEHUS BHY-
TPEHHMX pPaboymnx MPOLIECCOB TPU pasa B Hepeno. Takum obpasom, pabo-
Ta MO COBEPLUEHCTBOBAHUIO MEOMATOPCKMX TEXHUMK U MEXAHWUKM BeaeHUsI
OHMaMH-MeAMaLMHM LLSIA MEPMAHEHTHO Ha MPOTSKEHUM BCEMO NMPOEKTa.

ﬂOnOﬂHMTeanble CbOpMOTbI: AHEeBHUKHU, ANANOoru U NnogKacTbl MeguaTopoB

PacnpocTpaHeHHOM NpaKTUKOM B paboTe C MefMaTopamMm SBMSIOTCA «Me-
[LMaTOPCKME MPOEKTbI». MeAMaTOPCKUit NPOEKT MOXKET BbiTb MHULMKMPOBAH
OAHUM MEAMATOPOM, KOMMNEKTUBOM MELMATOPOB WM LUTATHBIMM COTPYAHM-
Kamu MHCTUTYLMM. TaKoM MPOEKT peanusyeTcs B LOMOSIHEHWE K paboTe me-
auatopa Ha BbicTaBke. OAHUM U3 TaKUX NMPOEKTOB, KOTOPbIN PeanM30BbIBanCs
B «[apaxke» 1 paHee, SBNgeTCS AHEBHUK MEAMATOPA, KOTOPbIM TaKKe CRyXMUT
M MHCTPYMEHTOM aHarnm3a. TaKoM onbIT camopeddneKcHm NMo3BOSSET B3MMSAHY Tb
Ha MELMaTOPCKMIA OMbIT MO-HOBOMY, YBUAETb MPEMMYLLECTBA M HEAOCTATKM,
KOTOpbIE MO OCTaTbCS HE3aMeYeHHbIMM. B AHEBHUKax, He ornaluas MMeH
rnoceTuTenei, meaMaTopbl OUKCHMPYIOT CBOM BMEYaTIEHUS M YyBCTBA, OMM-
CbIBAIOT 3aMOMMHAIOLLMECS Cry4au, BefyT YYeT AOMYLUEHHbIX OMOLIHOCTEM
M HaMAeHHbIX CNOCOOOB peLLeHMs MPOoBem, OTCIEXKMBAIOT COBCTBEHHYIO
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TO4YKy pocTa. Hanpumep, Ha caiTe «lapaka» oOnyOnMKOBaHbl JHEBHWKKU Me-
amaTopoB npoekTos «bezrpaHnyHbIit cnyx» (Kpaeyerko 2018)*, «Biopo nepe-
BogoB.» (2019)7, «ApT-3kcnepumeHT. Bol B achupe» (2020)%.

[HeBHMKM, ocmbICTSIOLME OMbIT OHMaMH-meamnaummn no «Cekpe-
Tukam» («Megmatopsl u gHesHMKW» 2020)Y, ny6nuKkoBanuch Ha caiTe pas
B HEAento B TeYeHWe BCero npoekTa. B AHEBHWKe Bcerda yKasbiBanmcb MMs
MeAMaTopa, AaTa MPOBELEHUS CECCMM, €€ HAa3BaHME U NUYHAs OLEHKa me-
AMaTopa npoBeaeHHoro obcyxaeHus. Hanpumep, 3anuce EereHmnmn KoliHoBoi
oT 27 anpens BbIMMSAUT CriefytoLmm oBpasom:

«1 meamaums. Tskeno. [MepBbiit pa3 MeaMMpPYIO MO HYemy-TO, YTO CBSI3AHO C nMTepaTypoi. [losesno,
4TO 6bIn MOM Konnera, Deas, Mbl BMECTE BMPSIFIMCH B 3Ty TEeEry.

2 mepnaums. 5 1 He oxmpaana, 4To BO BTOPOIt pa3 Bce NponaeT Tak xopotuo. Co BTopoit
rpynnoi MeauaLmsi NPoLLIa JOCTATOYHO HACHILLEHHO M MAaAKo: s Bbina yxe “HaTpeHMpoBaHa' 1 yqacT-
HMKM Bbinu o4eHb akTuBHble. Cpean Hux Gbinu 3KCKypcoBog ‘Tapaa”, COTPYAHMK HUKErOPOACKOro
LICH ApceHan, ctygeHTka n3 CankT-lMNetepbypra u meguatop “Tapaa”. Bce oueHb MHTepecHbie nioau,
y Hac nony4unacb rapmoHuyHas 6ecefia. Ha 3ToT pa3 noasuio okasanocb obCyxAaTb MpoLle, Tak
KaK y BCeX GbIIo CBOE MHEHME M OMPEAENeHHbIN SMOLMOHANbHbIM OTKIIMK, KOTOPbIM OHM He GosnmChb
L[enuTbCs.

B meamaumm no noasumn u NpomnsBeaeHUsIM, CBI3aHHbIM C IUTEPATYPON, St BoiGparna TaKyto
cTpaTermio: BLIGUPAIO HECKOMbKO TE3UCOB 06 OBBLEKTE/MO33MM U3 UCCIIEAOBATENLCKOM NIUTEPATYPDI,
3a/4al0 BOMPOChI, KOTOPbIE BbIBEAYT HAC Ha OOCYXXAEHME 3TUX TE3UCOB, 3aKPENIIsieM CBOE OTHOLLEHWE

K 3TOMY TE3MCY B COBMECTHOM OBCYXAEHUM».

B paHHom cnyyae EBreHusi CKOHUEHTpPUPOBaNach Ha aHanuse ¢oop-
MaTa MefMMPYEeMOro MaTtepuana, onucana rpynnoBoi NOPTPET M Nofenmnach
TIMYHBIMM BMEYaTNEHNUSIMM O MpoLuesLei ceccumn. [lpyroi cTunb BefeHus AHEB-
HUKA MOXHO HabnogdaTtb Y meguaTtopa Urops:

«Beuep 2 mas

K megnaummn BMecTe C yxKe yH4aCTBOBABLUMMU MOCETUTENAMM NOJKNIOHMNACh OEBYLUKA, XUBYLLAsA 5 ner
B KanudoopHuu 1 nosuumoHupytolas cebsi Kak XyaoxHuK. Ee 6akrpayHa 4acTo ycTpavBan pasroBop
no NPUHUMNY CpaBHEHUS peanwﬁ Tam-34echb. OCO68HHO UHTEPEeCHO 3TO 6le'|0, KOrga Mbl nepewnv
OT Pa3roBopa NpPo penpeccumn no otHoleHuio K xygoxHukam B CCCP k 6Gonee cBeXKMM Kelcam, CBs-
3aHHbIM € apT-rpynnoit “BoiHa" u MaeneHckum. [TOMUMO B3aMMOOTHOLLEHUI XYAOKHUKOB C BIACTHbI-
MU CTPYKTYPamu B MPUHLUMME M OpraHamu MpaBonopsAka B HaCTHOCTM 3alLen pasroBop o ceoboge
TBOPYECTBA U OTBETCTBEHHOCTU 3a TBOPHYECTBO HA Npumepe MOJ'IO,ELe)KHO;i MY3bIKU U MCTOleZ C OT™ME-

HAaMM KOHLUEPTOB U NMPOOBOKALMOHHBIMU TEKCTAMU HEKOTOPbIX NECEeH».

MomnMO [HEBHUKOB MEAMETOPLI TaKXKE NPUBErM K JOMONHUTENBHO-
My cpopMmaTy, NO3BONSIOLLEMY BbIMTU 38 PAMKM KKITACCMHECKOM» meanaumm —
«Ouanorn meamatopos» (2020)°. Meguatopbl perynsapHO OTMEYani BO BPEMS
CEeCCUM, YTO eCTb PSA YHaCTHUKOB, KOTOPbIE MHTEPECYIOTCS 3a5BIEHHOM TEMOM,
HO UCMbITLIBAIOT HEXXENaHWe BCTynaTb B auanor. Ecim 6bl rpynnbl 6einm 6onee
LLIECTU YENOBEK M BCE MPOXOAMIO B odprialiHe, MearaTop mor Gbl He mpurna-
LIaTb TAKOrO MOCETUTENS K AMANOrY, BUAS ero HemoBKocTb. Ho korga rpynna
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COCTOWT MAKCMMYM M3 LLIECTU YENOBEK M BCEX MX BMAHO Ha GOSbLLIOM 3Kpa-
He, MeaMaTopy CTAaHOBWUTCA TPYAHEE MIHOPMPOBATb YYACTHUKA, @ YHaCTHMK,
B CBOIO O4epefb, HE MOXET CMPSATATbCS 3@ YbEM-TO CMMHOM. 34eCb YMECTHO
YTOYHWTb, YTO OAHMM U3 MonynsapHbIX dhopmaTos Bugeo B YouTube sensetcs
«Let's play»: 3putenu B pexxmme peasnibHOrO BpemMeHM HabIIIoAAI0T, KaK MIPOKM
MPOXOASAT YPOBHWM KOMMBIOTEPHBLIX MR, HO MPU 3TOM CaMM HE MPUHUMAIOT
B urpe ydactms. DopmaT «ananorn mMeauaTopoB» OTHACTU MOXKHO CPaBHWUTbL
¢ «Let's play». B guanore y4acteyioT ABa meamaTopa, KOTopbie GepyT YyTh Gonee
LLMPOKYIO TEMY, YeM LTSt MeAMALIMI, M MONTOPA Yaca OBCYHAAIOT ee NyBIUYHO,
¢ oHnaH-TpaHcnsumen B Facebook 1 YouTube. Takum obpasom, 3putenu moryT
y3HaBaTb HOBYIO MHCPOPMALMIO, HE BKITIOYAs KAMEPY, U PearMpoBaTh, OCTaBIISS
KOMMEHTapMu nog BUaeo. 3a Bpems NpoeKkTa 6bino npoBeaeHo AeBsiTb Aua-
JIOrOB MEAMATOPOB, KaXAblM U3 KOTOPLIX ANMACS MOMTOPA Yaca, @ KONMYeCTBO
CcyMmapHbIX npocmoTpos Ha YouTube cocTtaensieT (Ha koHel 2020 roga) 3225.
BaHyto pornb B Avanorax nmena BusyanbHasi COCTABMSIOLLAs, @ CO BPEMEHEM
MOSIBUNOCH JKEMaHUEe CMECTUTb aKLUEHT C BM3YallbHOCTM Ha ayAMaribHOCTb,
noaTtomy Gbinm npuaymaHbl «Mogkactsl meamaTtopos» (2020).

16 uioHs 2020 ropa «fapaxk» CHOBa OTKPLIICA AMsi MOCETUTENEN,
1 nocre AnUTeNbHbIX 0BCYHKAEHWUM BbINO PELLEHO OCTaBUTL MEAMALIMIO TOMBKO
B OHMaMHe, YToBbl HEe MoABepraTb ONACHOCTU MPU XMBOM B3aMMOLEMCTBUM
HW COTPYAHWMKOB, HW noceTuTenei. [loceTutenu Bce eLle MMenu BO3MOKHOCTb
PErCTPUPOBATLCS M MOCELLATL M OHMaMH-MEAMALIMIO, U AUANOTY MEAMATOPOB,
HO XOTENOCh TaKXKe COPUEHTUPOBATDL JIOAEN B 34aHMU My3es. Torga mbl npu-
OYManu 3anmcaTb MOAKACTbl M pasmecTunu ayamogopoxkn Ha SoundCloud,
a TabnuuKy C qr-KoLOM Ha MOAKACTbl MOCTaBMIIM Ha CTOMKY MHApopMmaLmm
B My3€e, TaK KaK r1aBHas Leslb 3TMX MOAKACTOB Oblfia COPUEHTUPOBATb M MPO-
MHCPOPMMPOBAaTL MOCETUTESNEN, OKA3ABLUMXCS B (PU3MYECKOM BbICTABOYHOM
npoctpaHcTee. Kaxasiit meguaTop BeIGpan MHTEPECYIOLLYIO €r0 TEMY, KOTOPYIO
PACKpPbIT HA MPUMEpPEe MNPEACTABNIEHHbIX Ha BbiCTaBKe paboT. Becero nonyyunocs
LIeCTb ayAUOLOPOKEK, KaxAas ANIMHOM MPUMEPHO B 22 MMHYTHI. MogkacTbl
6binm nocesileHsbl Hay4HoM dpaHTacTuke B CCCP 1 xypHany «3HaHme-cmna,
aKLUMOHU3MY rpynmbl «MyXOMOpP», TENECHOCTH, KEHLLUMHAM-XYAOKHMLEAM HEO-
hULMANbHOrO COBETCKOTO MCKYCCTBA, BHICTABOYHBIM MPAKTUKAM U «CEKPETM-
Kam» CaAMOM BbICTaBKM.

OHnaiiH-meguaums B oPyrmx pocCURCKUX UHCTUTYLIMSIX

Dopmat oHnamH-meamaumm netom 2020 roga cpeam POCCUMCKUX MHCTUTY-
UM Taroke Bbin peanusoBaH B MOCKOBCKOM My3€e COBPEMEHHOTO MCKYCCTBA
(MMOMA), a Tarske B «MaHexe» u Pycckom mysee B CankT-lMetepBypre. Ha
caite MMOMA 3adhuKcHrpoBaHbl aHOHCh 40 BCTpeY, KOTOPbIE MPOLLAN B Pam-
kax 17 opurmHanbHbix Tem ¢ 30 anpens no 29 aerycta 2020 roga. Konnyecteo
Y4aCTHUKOB CECCMM OMPAHMHMBAIOCh MAKCUMYM MSTIO MOCETUTENSIMU, AJIUTESb-
HOCTb O4HOM BCTPEUM COCTABIIANA OAMH Hac, @ CECCHIO BENIW CPasy ABOE Mnpes-
CTaBuTENEM MHCTUTYLUMK. B aHOHCax roBopuTCs, 4TO BCTPEYM MHMLMMPOBAHDI
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SKCKYPCHMOHHbIM OTAENOM My3esi, @ POPMaT OBO3HAYEH KaK «OMANOr MEXKAY
MMM U yHacTHMKamKy. CrioBa «MeamaLmsi» UM «OHNaH-MeanaLms» He yrno-
TPEBSIOTCS, OLHAKO M3 OMMUCAHUS COBLITUS CIIEAYET, HTO MHCTUTYLMS Npeasna-
rasna He 3KCKYPCUOHHbIM, 8 UMEHHO MapTULMNATOPHbIN, MEAUATOPCKUI chopmaT
obwweHus. MpoekT 6bin HaseaH «PaBoTbl, KoTopble Bbl He 3ameTunu» (2020)%,
M B paMKax HEro rmibl My3esi PacCMaTpMBanu Kak paboThl C yxe 3aBepLUMB-
LIeMCs Ha TOT MOMEHT BbiCTaBKM «[eHepanbHas peneTmums», Tak U paboThl
C MPOXOAMBLLErO BECHOM M neTom npoekta <MMOMA 99».

B nutepckom npocTtpaHcTBe «MaHex» oHnaiH-meanaLms Npoxoam-
na ¢ 25 mas no 13 nioHs 2020 ropa, cocTosinock 15 BCTpey, B pamKax KOTOPbIX
06CYKOaNUCh TPKU BUAEOPAOOThI, YTO 3aCPUKCUPOBAHO Ha CalTe UHCTUTYLIMMU.
OpHol 13 paboT 6bINO NOCBALLEHO NSATb BCTPEY, KaXKAas M3 KOTOPLIX SBMsSNach
CaMOCTOSITENIbHOM Meamaumeit u He TpeboBana MOBTOPHOIO BO3BPALLEHUS
nocetutens («OHnaiH apT-meanaums» 2020)%. OHnaiH-meamaums CTpounach
Mo yKe NpoLUeALIEeMy Ha TOT MOMEHT BbICTABOYHOMY MPOEKTY XYAOKECTBEHHOM
rpynnsl AES+F. BegyLuei Bcex ceccuit BBICTYNUIa cCOTpyAHMLA OTAenNa Kypa-
TOpcKkux npoekToB Hatanbs OnonyeHoBa. Toraa Kak COTPYAHUKM «MaHexa»
MPOBOAWNM OHMaMH-MeAMaLMIo Mo BuAeopaboTam, ocTanbHble MHCTUTYLMM
6panu Ansg obCyKAEHUIM HKUBOMMUCb, DOTO U AHEBHMKOBBLIE AOKYMEHTHI.

B Pycckom mysee Obino MpoBefeHO TPWM MeOMaTOPCKMX Cec-
cum: 19 uioHs, 26 mioHs m 3 umona 2020 ropa, 4TO 3adpMKCUMPOBAHO
Ha caiTe mysesa («OHnarH-megmaumm B Pycckom...» 2020)%. PazpaboTum-
KOM MefMaLmu U COBCTBEHHO MEAMATOPOM BLICTYMWU BEAYLLUMI METOAUCT
no My3seiHo-o6pa3oBaTenbHOM AesTenbHOCTH My3es Anekcelt Boliko. Bee Tpu
Meamaumm Gbinm 3asiBNeHbl Ha Pa3HbIe TEMbl M CBSA3aHbl HE C COBPEMEHHbIM
MCKYCCTBOM, KaK B OCTasbHbIX Cly4asiX, @ C KNacCMYECKOM HKMBOMUCHIO: pabo-
Tamn Kapna Bpionnoea, MeaHa Alieazosckoro, Bacunua Cypukosa. Ewle asyms
3HAYMMBIMM OTIIMYUTESIBHBIMM YepTamMu ObINO MECTOHAXOXKAEHWE BeAyLLEero
OHNaMH-meaMaumMK 1 nnaTtHas dpoopma yqacTtus. boiiko He npocTo Haxoguncs
B OKOLLKe Zoom, a MpMCYyTCTBOBaN HEMOCPEACTBEHHO B 3aax My3es Yy CAmUx
paboT, KoTopble CYKUM MaTEPUANOM Ans BCTpedn. B otnuume ot Gecnnat-
HbIX OHMaMH-meamaumin «fapaxka», «MaHexxa» 1 MMOMA 6unet Ha ceccuio
OHnakH-meaunaumm Pycckoro myses ctomn 700 pybnei.

3aknoyeHue

B maHHoOM paboTe NogpobHO PacCMOTPEH KEMC peanusaumm OHMalH-Meau-
auMM, MHULMMPOBAHHBLIN M 3aMyLLUEeHHbIM OTAENOM npoceeLleHns «fapaxa»
B 2020 rogy. [TomMuMO yiKe YNMOMSIHYTbIX YMCIIEHHBIX MOKAa3aTenei npoeKkTa
OCTalOTCS UTOTU, KOTOPLIE Mbl HE MOXEM OLEHUTb B KOSIMHECTBEHHOM SKBU-
BarneHTe: 06pa3oBaTeNbHbIM MPOLECC, SMOLMOHANMbHbINM acreKT, OCTaBLUMECS
BOCMOMMHAHMS U MOMyYeHHbIE 3HAHUS, 3HAKOMCTBO C HOBbIMM NIOAbMM, Pa3-
BMTME HaBbIKA KPUTUHECKOTO MbILLNEHMSI.

LleHHoCTH, mpucylwme apT-meamauumn B odonaiiHe, — BO3MOX-
HOCTb AManora U CBOGOAHOIO BbICKa3bIBAHUS, aHANMU3 1 U3yYeHME ayauTopmH,
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peanu3aums MEAMATOPCKUX MPOEKTOB, — MEPEHECTU B OHMaMH-DOPMAT yAa-
nocb. MNocTeneHHo aganTMpoBaBLLMCL K Z0OM-cpOpMaTy, MOCETUTENMU CTanu
CMero BbiCKa3blBaTb CBOEe MHeHWe. Bce Gornbluemy YMcy yH4acTHUKOB CTaHO-
BMITIOCb KOMCPOPTHO BKMIOYaTb KAaMepy, MOAKIIIOHATLCS K CECCMM C JIMYHOTO
aKKayHTa, JaXe eClM OHM MPOXKMBANIM COBMECTHO C APYIMMM YHaCTHUKaMM.
Tak:Ke yaanoch peanM3oBaTb MEAUATOPCKME MPOEKTHI HA OHMAMH-NIaTdopMax:
SoundCloud, Apple Podcast, YouTube n Facebook. [eorpachuio ayamtopmm
B OHMaMHe TaKKe OKa3anocCb HAMHOMO pearnbHee M MPOLLE PACLUMPUTL, HYEM
B ocpnaiHe. [laHHbIM NpoeKT o6ecneymn y4aCTHMKaM BbICOKYIO CTEMEHb JOCTYmM-
HOCTM K KyNbTYPHOM cdpepe, Mpu 3TOM MMHOBAB B3aMMOAENCTBMUE C peasibHbIM
MY3EMHbIM NPESMETOM, TAKTUNBHOCTbL M HAXOXAEHWE NMOCETUTENS B PeasribHOM
MY3EMHOM MPOCTPAHCTBE.

[MpoGnemHbIMM BOMpPOCaMM AaHHOTO chopmaTa OCTalOTCS creny-
IOLUME MYHKTbI: CTOWUT JIM My3€SM, BbIXOASLUMM B MHTEPHET, NMOACTPAMBATLCS
rnoA CTpaTerMm B3aMMOLENCTBMSA CO CBOEW ayAMTOPMEN OHNaMH-CEepPBMCOB
¢ munnmoHamm nognucdmkos? Kak mysesam HalTH CBOM YHMKasbHbINM Crocob
B3aMMOLENCTBUA C moceTuTensmu B oHnaiHe? Kak He mpocTo nepeHocuTb
YXe CYLLECTBYIOLLME MPOEKTbl B MHTEPHET, & afAanTMPOBaTh MX MOA Creum-
h1Ky OHMaMH-paboTb? YTO OCTaBNATb HEM3MEHHBIM, OT HEro OTKA3bIBaTbCH,
a 4YTO, HAOBOPOT, CTOUT BHEAPUTH?

BygeTt nu oHnaiH-meaMaums peanu3oBaHa CHOBA, eCiv My3esim
Gornblue He ByaeT HEOBXOAMMOCTU 3aKPbIBaTb CBOM MOMELLEHUs? DTO Bron-
He BEpPOSITHO, HO Ham KaxeTcs, YTO, CKopee Bcero, Oyayliee GOMbLUMHCTEA
MY3EMHBIX U KYSTETYPHbIX DOPMATOB — 3a rMOPUAHBIMM DOPMAMM KYSTETYPHBIX
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Reflexive essay

Locked-In Dance: Reflections
on the Pandemic Experience

Linda Kvitkina

This essay documents and ana- thor employs anthropological meth-
lyzes dance practices during the ods, including recorded semi-struc-
COVID-19 lockdown in Moscow and  tured interviews with practitioners in
Saint Petersburg. The aim of the the field, as well as auto-ethnogra-
paper is to investigate corporeal- phy, to explore practices of dance
ity in lockdown through dancers’ within dancers’ living spaces. The
own accounts. The essay uses the analysis suggests that the lockdown
concept of ‘thinking through the of spring—summer 2020 provoked a
body' to conceptualize the experi- bodily rethinking of the living space,

ences described in the interviews by and a reconsidering of people’s
performers and dance practitioners, bodily relations with watched chore-
including both professional and ography and relationships with their
non-professional dancers. The au- bodies in general.

Keywords: contemporary art, confemporary dance, COVID-19, dance anthro-
pology, dance studies, lockdown

One of the most significant changes that the COVID-19 pandemic has brought
about is a change in our views about the body: our own and others'. This essay
explores how dancers describe their experience of the lockdown of spring—
summer 2020 (supplemented by my experience of quarantine in December
2020) and relationships with their bodies. In my research, | focus on performers
and practitioners of contemporary dance in Moscow and Saint Petersburg. One
of my main questions here is how dancers' relationship fo their own body and
the bodies of other people has changed. In an attempt to answer these ques-
tions, | explore the lockdown through my experience of it in spring—summer
2020 and my experience of COVID-19 and self-isolation in December 2020.
As a dance practitioner, | found these fo be two entirely different experiences,
so | decided to include in the analysis my notes on moving while infected
with COVID-19. This essay focuses on dancers, dance practitioners, and cho-
reographers in lockdown conditions: their own personal experiences, bodily
practices, and imaginations that helped make sense of what was, or has been,
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happening during the lockdown. | am presenting the dancers’ accounts and my
own as reference points for future discussions of movement at home during
the pandemic and the experiences of tfouching and being touched. The main
new features of movement that can be seen throughout the interviews | con-
ducted are a greater gentleness of movement, the bringing of choreography
into daily life, and a rethinking of one's living space through kinesthetic means.

| focus on contemporary dance in part because, as a dance prac-
titioner, performer, and researcher, | am simultaneously within the field | am
studying (as a practitioner and performer) and outside it (as a researcher).
But moreover, | want to look at corporeality in self-isolation, which is also
connected to how dancers think and conceive of bodily processes through
philosophical and physiological concepts. In other words, contemporary danc-
ers living through lockdowns tend to be attentive not only to the body, but
also fo the concepts that they think about through the body and otherwise
experience, as is evident from the interviews | conducted. | look at dancers’
processes of living through the quarantine and self-isolation by relying on
the concept of ‘thinking through the body' that not only views the body
phenomenologically, as Merleau-Ponty did (1968), but also describes a con-
scious act of experiencing theoretical or philosophical concepts through the
body (Shusterman 2012: 4). | draw on contemporary dancers because they are
aware of, and observe, their bodies closely and reflect on their experiences
using concepts accessible to dance researchers, such as those generated
by Maurice Merleau-Ponty, André Lepecki, and other theoreticians. ‘Thinking
through the body' also helps bridge the gap that separates the mind and the
body in Western philosophical thought. Along with these reasons, | make use
of the aforementioned concept because, as Richard Shusterman (2012) writes
in his collection of essays on thinking through the body, performing arts draw
special attention to the ways in which people think through the body, because
the body in this case goes beyond being a medium of conceptualizing and
becomes a medium of expression and a 'visual end product or art object’ (p. 9).

My choice of methods and sources, which was to conduct and analyze
semi-structured audio-recorded interviews and fo examine my notes taken during
the lockdown and quarantine, was driven by a desire to make these stories per-
sonal—as close fo the body as possible. Another reason for choosing interviews
has to do with the nature of oral sources: they may not contribute factual or
chronological information about an event, but they let us see the importance
of an event, or its meaning (Portelli 1981: 99—100), which is crucial when the
focus is on personal experiences within an event. The observations presented
here can be used in discussion regarding the space of dance, and in more
general considerations of the pandemic’s impact on corporeality. Additionally,
| conducted ethnographic observations at a dance workshop | participated
in during fall—winter 2020. These observations focused on my own and others’
interactions with one another, and on how my attitude towards my own body
and those of others changed over the course of my self-isolation in December.

The introductory part of the essay explains some of the theoret-
ical background that | draw on throughout the text and elaborates on the
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definition of the lockdown, self-isolation, or quarantine, notions that in the
Russian context could be used interchangeably, since the language had no
fixed, universal name for the COVID-19 prevention measures put in place.
The measures themselves were ever-changing and dependent on the place
in which they were introduced: for instance, Moscow had much stricter lock-
down rules compared to those in Saint Petersburg. Thus, in April 2020, the
Russian government announced not a lockdown, but a national holiday for
three weeks, advising citizens to stay at home. However, holidays (or days off
work) are associated with rest and recreation, and not with the stress of living
through a global pandemic, so there was a major contradiction between the
period's name and the feelings it evoked. The next section of the essay expands
further on the context, mainly focusing on recalling the general atmosphere
of spring 2020, and introduces some of the dancers | talked to when working
on this research. | provide short portraits of some of the dancers | talked
to, including descriptions of their movements that | observed during interviews.
This is done partially to create a livelier picture, and partially o avoid some
of the limitations of sources like oral history, namely the reduction of speech
to letters and words (Portelli 1981: 97—98), inserting punctuation where spoken
language has pauses, or breaths, that can work differently than grammar rules.
Next, | consider the virtual and physical spaces that dance occupied during
the lockdown and continue focusing on bodily experiences of self-isolation
caused by the pandemic, including my own. In the conclusion, | offer some final
observations and thoughts on bodily experiences of the COVID-19 pandemic
for future discussion among performing artists.

Figure 1. Photo by Tatiana
Krasekhina, April 2020
(courtesy of Tatiana
Krasekhina)
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1. Context

| begin my reflections on the changes the pandemic brought to dancers' lives
in March 2020, because this is when the restrictions designed to stop the
spread of COVID-19 were put in place. Even though the first news about the
new virus in China appeared in late 2019, it did not much affect the everyday
life and practices of dancers in Moscow and Saint Petersburg (which are the two
cities central to my case study). Even in February 2020, when ltaly was already
in lockdown and the number of new cases showed a noticeable growth, the
overall mood in Saint Petersburg, where | am based, was quite carefree. From
my observations, only a few people were starting fo wear masks in public
transport, and people were still traveling abroad.

In March 2020, people began to be diagnosed with COVID-19
in Moscow and other Russian cities, and disease prevention measures were
implemented, mainly restrictions on using public transport and instructions
to wear masks and gloves, reinforced with fines. After the World Health Organ-
ization (WHO) guidelines were released in early spring, there was a certain
level of anxiety arising around fouching and being touched. The advice mainly
involved avoiding touching surfaces in public spaces and using hand sanitizer,
rather than wearing masks, which became the focus later in the pandemic.

This brought something that used to be in the background to the
foreground: bodily practices. People now had fo control gestures and move-
ments to which they were accustomed—touching one's nose, rubbing one's
eyes, brushing hair away from one's face. This new danger coming from the
virus forced people into being conscious of their mundane—and previously
unnoticed—bodily practices. The concept of double touching, that is, when
you touch your hand, you are not only actively fouching, but you also feel
fouched at the moment it is happening (Trigg 2014: 254), rose to the fore
in the COVID-19 pandemic. Information regarding the spread of COVID-19
made us immediately alert to the touch we inflict upon ourselves once we
touch something or someone in a public space. We became generally much
more aware of the double nature of touch (Merleau-Ponty 1968), and this
came not as a peaceful experience of exploring one's corporeality, but rather
as an alarming one, in an atmosphere of heightened anxiety around bodily
and medical matters.

By the end of March, in many cities across Russia, employers began
to make the switch to remote work, and the event management and live
entfertainment industries started to suffer, with venue closures and perfor-
mance cancellations. Some dancers who had been registered as self-employed
in 2019 received financial support from the Russian government in the form
of a tax return or a payment equal fo a monthly minimum wage. However,
this amount of money was not enough to help struggling artists: ‘Well, | got
six thousand [rubles] plus a month's minimum wage for being self-employed,
but thank God | work at a state-run company, and they haven't abandoned
me' (Aleksei N. 2020, personal communication'). Many people in the creative
industries faced difficulties, especially financial ones, since the government did
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not implement specific comprehensive measures to support private companies
in the arts and entertainment industries. Dancers mostly earned their income
by teaching, either in private, or in government institutions. This was the case
not only for performing artists in Russia, but elsewhere in the world as well
(Tsioulakis and FitzGibbon 2020). Part of the issue is that in performing arfs,
many artists work at several institutions at the same time or are not strictly
affiliated with any organization at all.

The reflections above are meant to highlight the feeling of height-
ened anxiety among artists during the period in question. Researchers point
to this being a factor in difficulties when engaging in creative practices (Tsiou-
lakis and FitzGibbon 2020). This observation of decreased creative potential
during the troubled times is supported by my personal experience and by the
experience described by my respondents. One of them did not dance because
she ‘just didn't feel like it" (Violetta Sh., 2020, personal communication?).

Back in March 2020, it was extremely unclear how teaching and
other work within the performing arts was to be organized. Some freelance
choreographers and performers went online and started live-streaming, for
example, Vladimir V., who had a live 'show’ on his Instagram (discussed below).
Instagram Lives and Instagram Stories, where dancers now appeared more
often than before the lockdown, in many cases shaped the quality of movement
and its character. Instagram encourages (one could even say, demands) verti-
cal framing of videos or photos posted to Stories or streamed live. Although
there is certainly room for experiments (which some performers engaged in),
many preferred the default format. This is particularly interesting in relation
fo contemporary dance, since the latter includes a lot of floor work that would
not be shown in the vertical format.

Some dancers, like Aleksei N. and his wife Olga, also a performer
and a choreographer, started to teach pay-what-you-can online classes, which
became a widespread practice. Prospective students were invited to contact
the tutor on social media, for example, through direct messages on Instagram
in response to a Story. The teacher would then send a Zoom link and a phone
number tied to a bank account that the students could use to transfer money
for the class. The pay-what-you-can system became a worldwide phenomenon
in the lockdown: instead of being asked for a specific amount of money for
a class, as is typical of dance schools, people could set their own price, based
on their financial situation or their rating of the class. Consequently, the agency
in defining the cost of bodily knowledge also shifted.

Aleksei N. works for a state-run dance company that does not
have a permanent theater residence. This allowed the company to be flexible
during more stable periods, outside the extraordinary conditions of a glob-
al pandemic. During the lockdown, the company produced online content
related to nutrition, equipment, and indoor and outdoor training in ballet and
contemporary dance techniques, which served to promote the dancers and
the company itself. Other institutions organized online classes on Zoom, for
children and adults alike, that were led by their regular instructors (Violetta
Sh., 2020, personal communication). However, many students would either skip
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lessons or drop the class completely, whether because they were overburdened
with online activities or because they or their parents ook a more relaxed
approach fowards online classes (Violetta Sh., 2020, personal communication).
A situation where dancers earn most of their income through a permanent job
in a state-run dance company or educational institution is not new (McRobbie
2011), but it became more visible during the pandemic. For many performers
and dancers, just performing or dancing is not enough to make a living: they
also have to participate in the education system and thus, in power-imposing
structures, even if they believe in sharing knowledge horizontally rather than
hierarchically.

In summary, creative industries and the performing arts have
suffered significantly from the restrictions introduced to reduce the impact
of the COVID-19 pandemic on the public health system. This was the case
not exclusively in Russia: the same observations have been made in different
countries across the world (Graeber 2021), with governments not always being
able to implement adequate measures of support for the creative industries.
Many creative professionals had to seek other sources of income to support
themselves throughout the pandemic. On the one hand, teaching pay-what-
you-can classes can be seen as promoting and implementing the concept
of fair pricing as defined by the consumer; on the other hand, it infroduces
instability in creative professionals’ income streams.

2. Introduction to Personal Stories

Dancers used very different descriptions when talking about the period
of self-isolation. For instance, Aleksei N. says, ‘Put fancily, it was a black swan
that came flying in and destroyed everything | had planned, everything | had
hoped to do.' He also called the pandemic and the associated lockdown an
apocalypse and ‘hell’ during the interview (Aleksei N., 2020, personal commu-
nication). Another dancer, on the contrary, saw it as a positive development. ‘It
wasn't a tragedy for me—it was an opportunity’ (Vladimir V., 2020, personal
communication®). There was also no fixed lockdown period in Russia. First
of all, there was no ‘lockdown,’, ‘quarantine’ or ‘state of emergency’ announced
at the national level. Secondly, the measures introduced in Moscow and Saint
Petersburg differed drastically, with Moscow having much more severe rules
in place. Thus, the Russian lockdown has had no particular dates or other
markers of time. It can be interpreted from the perspective of multiple tem-
poralities, i.e. multiple ways of seeing and thinking about time (Koselleck
2002), and, therefore, experienced in different ways, too. Still, the scale of the
disease prevention measures introduced during the COVID-19 pandemic was
unprecedented (Loskutova 2020), which made the future of physical inferactions
look more unstable than before.

| would like to intfroduce some of the performers with whom | talked
when working on this essay. All of them (eight in total) are based in Russia, living
either in Moscow or Saint Petersburg. It is important to say here that, along
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with professionally trained dancers, | also spoke with non-professional dancers;
my own background can also be classified as non-professional dancing. Most
of my interviewees' work centers on performing, but most of them also teach
dance, so during the lockdowns they either taught independently (usually with
a pay-what-you-can system) or within an institution. The ratio of male to female
interviewees is unequal, with five being women, which means the perspective
on bodily thinking here may be skewed, as our relationships with our bodies
tend to be gendered. Another limitation of the sources has to do with the
nature of audio recordings. Some conversations were recorded in person;
some were video calls, with only the audio recorded; finally, some of the calls
were done using only audio. Where possible, | attempted to incorporate my
observations of the interviewees' movements during the conversations into
the portraits provided below. | felt it was important to include these particular
descriptions because they represent the different ways of conducting the inter-
views; besides, they show that the lockdown context varied for these people
depending on their work situations. Maria Sh. is an independent dance artist
who teaches classes, Aleksei N. works for a state-run company and teaches
dance, and Anastasiia D. is a choreography student, which gives you a glimpse
of their different relationships to lockdown.

Maria Sh. is a performer and dance artist with a degree in chore-
ography from the Vaganova Ballet Academy in Saint Petersburg. Maria has,
in her own words, ‘a haptic personality,’ and it is important for her to express
sympathy or affection for people through touch. My conversation with Maria
took place in person after a performance and dance class in autumn 2020. She
was one of the workshop's organizers and instructors, and | was one of the
students. During the interview, Maria took her time to think about her responses
and gave careful consideration to questions, meanwhile rolling cigarettes and
changing her position in the chair. We also kept moving from the dressing
room, where most of our conversation took place, to the rehearsal hall, where
she would open the window and climb onto the windowsill for a smoke while
we continued fo talk. During the self-isolation period, she organized and took
part in an online performance as part of a festival. She also attended several
workshops and courses and completely reevaluated the concept of productivity,
culminating in a research-through-practice workshop at the end of the summer.

| spoke with Aleksei N. during the summer of 2020, and we used
a video call for this interview. At the time, he was in Moscow and had just
moved info a new apartment. This decision fo move fo a new place was made
during the lockdown and implemented in the middle of the pandemic. | did
not record the video of the conversation and did not take any screenshots.
During the conversation, Aleksei changed his sitting position many times.
Sometimes he would move his head, probably to relax his neck muscles. This
type of movement is something that | had noticed in summer 2019, when
| had a chance to attend his regular contemporary dance classes in Moscow.
During the lockdown, he continued teaching, using the pay-what-you-can
system for his Zoom classes. During late spring and summer 2020, he partic-
ipated in organizing and performing an online live event exploring domestic
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space in an unusual way. The lockdown led him to reinterpret the space of his
and his wife's apartment: he made multiple observations and came up with
vibrant metaphors for describing the lack of movement in the lockdown, one
of my favorite ones being ‘the itching body," that is, a body that is itching for
movement and that always wants more, no matter how much a person moves
physically.

| talked to Anastasiia D. on the phone, even though we attended
to the same workshop and regular classes, and were living in the same city.
In 2020, she was a university student studying fo become a choreography
teacher. Due to the pandemic, her university classes as well as dance classes
outside university moved online. She described her confusion about how the
process was organized and the inconveniences that naturally came with it. Some
instructors themselves were not sure how fo conduct classes online, and were
quite skeptical that the medium would work, at least at the beginning. Ana-
stasiia D. published short videos of her dancing or moving within the space
of her apartment, including on the balcony and in her room, to her Instagram
Stories. She also shared notes on international classes she was taking during
the lockdown. After the end of the strict lockdown regulations, Anastasiia went
back to offline classes. However, she continued to participate in international
classes on Zoom. For her, the lockdown was particularly important because
she had a chance to slow down and be gentler and more attentive to her
body, especially fo a previous knee injury.

Even though | could not provide a portrait of every performer
here, | have tried to offer a closer look at the people with whom | talked
while preparing this essay. | deliberately did not share any last names in order
to prevent readers (as far as possible) from creating a hierarchy between their
accounts of self-isolation and quarantine experiences. It is worth noting that
some of them have met each other personally and have even worked together
on various projects. The performing arts community in Russia is rather small,
at least in Moscow and Saint Petersburg, especially when it comes to contem-
porary dancers and dance artists.

3. The Space of Dance, Practiced and Watched

Lockdown practices of online dance sustained and emphasized the prioriti-
zation of the visual side of dance performance, at least as it is understood
in the Western tradition of performance (Schechner 2007: 10). Alongside this,
the lockdown conditions made dancers renegotiate their relationships with
dance spaces, physical practices, and performances. Dance has become more
intimate, more experimental, and yet more accessible to everyone involved
in a performance, including viewers, because we all face the same condition
of being indoors. In my own experience, | started to associate different kinds
of dance with different spaces within my apartment. The kitchen was my place
to dance to my all-time favorite music or hits from the 1980s, while the bed-
room became the place fo experiment, a small dance laboratory of my own.
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This was partially due to the fact that the floor in my bedroom was warmer,
and there was more space.

There are some practical criteria for choosing where in the apart-
ment to dance. This may be determined by the space itself (whether there is
room to dance or not) or by the characteristics and purposes of the space.
Some practices required a mat, because a dancer did ‘not enjoy lying on the
parquet [floor] (Mila V., 2020, personal communication?), which meant choosing
the room best suited for lying on a mat. With regard to narratives of cleanliness
of the living space, some noticed that at the beginning of self-isolation, they
started to clean the flat: ‘| washed everything | could, organized everything
that could be organized, [but] the next week | was totally apathetic... Earlier
you would get home late and wouldn't care [about cleaning], but now you find
yourself in downward dog looking at these dust balls." (Violetta Sh., 2020, per-
sonal communication). ‘Oh, [your question] is interesting, by the way. Nobody
feels eager to dance in dirty spaces.’ (Mila V., 2020, personal communication).
This can partially be attributed to the fact that contemporary dance involves
quite a lot of floor work, and it is crucial to have clean surfaces even in a dance
class, because otherwise you get dust all over your hands, feet, and clothes,
and it stops being a pleasant experience.

For some dancers, the lockdown became an opportunity to exper-
iment and work with the mundane, focusing on routines that would go unno-
ticed in normal circumstances. For instance, Vladimir V. says, ‘I always danced
at home and was trying fo find the unusual within my home ... [in order]
fo refract the routine [prelomleniie byta]' (Vladimir V., 2020, personal commu-
nication). For others, it turned into an endless workshop on exploring one's
living space through dance, a practice that used to take place in the specially
designated areas of rehearsal rooms, stages, or dance classes, with necessary
equipment provided. Instead, some used a chair as a barre (Violetta Sh., 2020,
personal communication) or danced in the bathroom or other rooms that did
not have as much space as a dance hall would (Mila V., 2020, personal com-
munication). This is of significance because, unless you pay attention to the
surroundings and keep alert, you can injure yourself or break something
accidentally (Anastasiia D., 2020, personal communication).

The process of rediscovering one's home in a bodily sense adds
fo the discussion of Merleau-Ponty's (1964) view on the relationship between
body and space. Kinesthesia as the awareness of the body (not including see-
ing, hearing, smelling, and the sense of balance) can be interpreted as primor-
dial (Shusterman 2012). However, this sense of the body develops in response
to new spatial situations, rather than being preconditioned® (Merleau-Ponty
1981). In the situations of lockdown or quarantine, many either introduced dance
into their home environment or, if they had danced at home before self-isola-
tion, started to do it more often (Mila V., 2020, personal communication), thus
rediscovering a space that is supposed to be extremely familiar, even from
the perspective of thinking through the body. Even if, before self-isolation,
they used to dance at home as well as in class, many interviewees said they
had to adapt fo the 'new’ space and be more careful with their movement.
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In a way, the home turned out to be best suited for laboratory or research
activities, which dancers enjoyed more than regular classes because of their
new need fo rethink and even re-map the space kinesthetically.

Moreover, the physical space of home was connected to that of the
internet. Since all workshops and performances were conducted online, the two
spaces became connected not only in terms of being simultaneously in one
place, home, and online. On the one hand, dancers explored their homes'
physical environments using instruments provided by online platforms, such
as video-based classes or practices. On the other hand, these places were
dramatically different from one another: home is a private space, while online
spaces are open and accessible fo everyone with an Internet connection.
Regardless of how different the spaces of our homes were, we all—both
spectators and performers—used the same platforms and software to interact
with one another. For instance, one dancer did not just perform alone in the
closed space of his apartment, the ‘intersection of rooms’; he held a ‘Morning
Show' on Instagram Live (Vladimir V., 2020, personal communication), thus
making a private event a public one.

One of the most prominent works showing dancers as explorers
of their living spaces was the performance Farewell fo the Old World (Pro-
shchai, staryi mir) by the Balet Moskva company, which premiered on the
31st of May, 2020 (Balet Moskva, 2020). This performance explored the space
of dancers’ apartments by inscribing the body and bodily practices onto sur-
faces inside and outside the apartment, especially unusual ones: for instance,
the kitchen counter or the bathtub. Farewell to the Old World fits with the
framework of relations between dancers and machines that dance historians
have used fo analyze modernity in connection to dance (Bryson 1997: 74). This
signified a new space for experimenting, as dance moved not info another
public space, such as the museum (Lepecki 2006: 69), but into the private space
of apartments as well as info stairwell landings (which are communal, yet not
quite public). From the point of view of a spectator, the dancers resembled
aliens in their own spaces, using the surfaces in highly unconventional ways
and renegotiating their place in the apartments.

It was during the lockdown that conditions of watching shifted
dramatically: from sitting in a designated seat throughout a performance (say,
in a theater), to moving around the flat with your laptop, or even lying down
to watch something. At one point, | found myself walking around the house
in my pajamas (clothes that are far from what | would be wearing fo the theater),
watching Giselle, choreographed by Akram Khan. As | watched it online with
my friend in the United Kingdom, | was moving alongside the performers on
the screen, even though my movement was very ordinary and out of synch
with the dancers.

This experience of moving as a spectator when watching a dance
performance does bring a new perspective to choreography. On some level,
the choreography became part of my movement, and | would find myself
days later thinking through the choreography with my body and reproducing
movements from the performance in situations far from performative, like
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cooking or washing the dishes. This is in line with neuroscience research
demonstrating that when we look at movement, our brain reacts in the same
way as if we were moving ourselves (Shusterman 2012: 213). We react to the
movement that we observe with muscles (among other responses). However,
| found that it was easier to relate fo the observed movement at home than
in the public space of the theater or cinema, perhaps due to the cultural rules
related fo behavior in public. Thus, while we may see little girls after a ballet
performance posing in the theater hall pretending to be ballerinas, as if trying
a particular movement on to see if it suits them, we would not expect the
same kind of behavior from adult spectators. Perhaps if we thought about the
bodily dimension of choreography when our physiological response to the
performance was still fresh, we would be able to perceive dance in a different
way. During the lockdowns, this could be explored freely, with no etiquette
constraints imposed on the viewers, through rehearsing the movement and thus
imprinting it onto the body in a more efficient way (Shusterman 2012: 213—215).

Having considered video-based practices and performance spec-
tatorship, | would like to dwell briefly on another medium for learning and
conveying dance, namely, sound. 'l used sound-based practices. | did that even
in the bathroom or while washing dishes, because | was tired of my laptop
and started fo hate it, since | had online courses at the time as well." (Mila V.,
2020, personal communication). If dancers did use video-based platforms (like
Zoom), they could switch their camera off during the class, and not be fully
engaged, choosing to participate only partially, or not to dance at all (Maria
Sh., 2020, personal communication®).

Some dancers experienced an ability to make an imagined picture
reality. Maria Sh. talks about an episode during one of her online courses:

'And she [the instructor] says this phrase: “Imagine yourself somewhere you want fo be right now,
maybe at the beach or in the mountains,” and I'm sitting there, and | realize clearly that right now |
want to be on the balcony with a coffee and a cigarette. And | did it. And she is saying “and dance,”
and | begin to dance, like, my hand is dancing because it is stirring the coffee and | am taking such
pleasure in sitting down on the balcony, lighting up a cigarette, and | have a screen [in front of me]
where people are dancing, beautifully, and they are enjoying dancing, and me, my mind dancing by
observing other people in accordance with the will of the non-dancers’ (Maria Sh., 2020, personal

communication).

In the conditions and space of a regular dance class, this situation
would not have been possible: it could only be imagined, never made into
reality at the moment of thinking. The lockdown, however, allowed exactly that.
4. The Dancer's Body within Four Walls
The nature of self-isolating required a lot of dance to become solo work, which

some interpret as a glorification of individuality and personal virtuosity (Burt
2017: 118). In the same vein, the struggles of not only performing alone, but
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Figure 2. Photo by Tatiana
Krasekhina, April 2020
(courtesy of Tatiana
Krasekhina)

practicing dance alone, contribute to the broader discussion of living with
oneself (Burt 2017: 119) and living with one's body. Many difficulties faced
by those | spoke fo for this research took the form of a lack of practice or major
shifts in how people practiced and performed dance in lockdown conditions.
However, not only the private nature of dance troubled and drastically altered
attitudes fowards one's body; so did the inability o dance with/alongside
others. As one of the interviewees has put it, ‘| thought our first in-person
class would turn info an orgy because we would all want to touch each other...
which is exactly what happened' (Maria Sh., 2020, personal communication).

| would like to refer here to the nostalgia for touch expressed
by many dancers: 'You got used to the energy in class, [where] you can touch
someone, and it was really strange for me seeing them, and it was cool, but
| couldn't fouch anyone’ (Anastasia D., 2020, personal communication). Most
of the respondents noted that they missed touching someone, and called
themselves haptic personalities, so self-isolation turned out fo be quite difficult.
Some noted that they had different feelings towards people they knew and
strangers (Anastasia D., 2020, personal communication): you could touch and
hug your friends, but get suspicious of inferactions with people you encounter
in a shop or on public transport. Apparently, we tend to perceive touching
and being touched as extremely connected with other people, while noticing
self-touch only in situations where we are paying express attention, exploring
it, or focusing on it for other purposes. Some of the respondents pointed out
the otherness embedded in the feeling of touching one's own body. It also
raises questions such as ‘What is fouch?. Thus, when we consider touching
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in terms of physics, especially if we look info quantum theories, we are never
touching anything in the cultural sense; there is always a space between objects,
subjects, or between one part of one's body and another (Barad 2012: 206).

One is never properly alone when one finds oneself in front
of a computer camera that, unless turned off, functions as a mirror (Landay
2012: 129). Even during an online class, one sees not only the other participants,
but oneself, oo, breaking the loneliness of the experience. Interaction with the
camera made the process of dancing quite unusual for those working in the
field of contemporary dance, since in most classes, contemporary dancers
rely on an internal sensation of movement rather than the way it looks, unlike
in ballet, for example (Landay 2012: 130). For some, the camera came to be
associated with surveillance (Maria Sh., 2020, personal communication), and
thus, the feeling of interaction with it can hardly be called enjoyable.

Seeing (or not seeing) oneself during the class has a lot fo do with
perceiving and objectifying the body. Ever since modern dance emerged
as a distinct style, it has developed away from the objectivization of the body
and towards increased freedom (Cveji¢ 2015: 22). During the lockdown, some
dancers noted that their principles for working with the body had shifted
to de-objectivizing it:

... Being able to engage with your body without objectifying it as much, without evaluating it as much,
and without limiting it with rigid criteria—that's what got me results. For me, these results were my
students discovering things, coming to know their own bodies better, through the flow [the students]

were existing in, through observing themselves' (Aleksei N., 2020, personal communication).

However, dancers' intentions can clash with audience perceptions.
This was the case for Vladimir V., who said in the interview that his ‘Morn-
ing Show,” mentioned earlier, required a costume, and he chose ‘shirtless’
as his costume (Vladimir V., 2020, personal communication). While this caused
some comments regarding Vladimir's appearance and physical shape (Alek-
sei N., 2020, personal communication), his motivation was to emphasize how
‘the ribs, hips, everything [moves], which I'm always trying to explain in my
classes... The absence of a costume was the costume’ (Vladimir V., 2020, per-
sonal communication).

Some dancers, including me, found themselves not dancing at all, or
much less than usual: ‘I just didn't feel like it... | did classical dance, but it was
more like exercise, | didn't really see it as dance. The exercise went fine for
me, but as far as dancing or improvisation goes, coming up with new ideas,
| didn't have any inspiration. | wanted fo dance, but not in that space, not
in those conditions’ (Violetta Sh., 2020, personal communication). Some did
not attend any regular classes but took part in workshops, finding that their
preferred format (Mila V., 2020, personal communication).

My personal experience involved trying to build a physical activity
routine including ballet workouts and back and leg muscle exercises, but | found
it too boring fo sustain without the external motivation of a trainer giving me
encouragement in-class or correcting me. Instead, | repeated some warm-ups
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used in workshops that involved elements of improvisation. This was drastically
different from my experience of moving inside my flat when | had COVID-19.
During the spring-summer lockdown, the flat felt like too small of a space
for movement, while during the illness, it felt too big. The struggle to get out
of bed and get to the kitchen was, without any exaggeration, overwhelming.
| could not focus on analyzing what was going on, nor could | do any cre-
ative work. My hands felt as if the fasciae (the body-wide collagenous web
that connects muscles [Myers 2009: 282]) had shortened overnight, and my
fingers moved as if | had taken an extremely strong sedative that influenced
my coordination and movement.

Even when | got better, my movement still felt extremely unstable.
On some days, moving would make me downright overjoyed and | would
feel much better, and on other days, | could not drag myself from one room
to another without thinking that, perhaps, food was unnecessary after all, and
| did not need anything in the other room and had better stay put. All the
memes from the first lockdown, about traveling in 2020 (Figure 3), felt like less
of a joke and more of an accurate depiction of reality. One day, during my
second week in quarantine, | decided to do a little floor work. | tried moving
on the floor with as little movement as possible, and still got extremely tired
after 30 seconds.

COMMUTING IN CORONA TIMES
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Figure 3. Kera Hill,
Commuting in Corona
Times, 2020 (courtesy of
©kecabilzes Kera Hill)
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Interestingly enough, among people who asked me about my expe-
rience of the illness, only dancers who were sick at the same time inquired
about the way my moving patterns had changed. My parents, for example,
who had already had COVID-19 by the time | got infected, did not ask me
about it and could recall their experience of moving only when | asked them
about it. With COVID-19, along with the general condition of my body and
mind, my capability and willingness to move would fluctuate as if in waves:
on some days, | would feel that | needed a stretch, even though | would get
incredibly tired from doing it within minutes or seconds; on other days, | would
be willing to stay put as much as | could.

My observations in both lockdowns differed drastically, from con-
stant searching for new ways to engage in movement to seeking to move
as little as possible. Our experiences of the lockdown and its relationship
to movement will be quite different depending on whether we have had
COVID-19 or not, and if so, how severe the symptoms were and the extent
to which they affected our capacity to move and the quality of movement. It is
still too early to draw conclusions as to how post-COVID movement will intersect
with thinking about the body and dance, and into thinking through the body.

5. Concluding Remarks

Throughout my observations during the lockdowns and while conducting the
interviews, | noticed that digital, or virtual, space strongly stimulated all sorts
of workshop activities. These entailed reinhabiting familiar spaces through bod-
ily practices that were drastically different from the ones previously practiced
there. During the lockdown, both dancers and spectators (even when they
were the same person) were driven by a sense of exploration, as well as the
power of imagination. This is seen through one of the uses of the word "virtual’
in dance literature, as something with potential for being imagined, for coming
into being (Burt 2017: 212). Living with choreography and being able to incor-
porate it straight into bodily practices unrestricted led people to reconsider,
and pay more attention to, their kinesthetic perception of choreography and
its role in thinking through the body. It is easier to incorporate gestures and
choreography when they are lived through right after seeing the performance,
which shows how mirror neurons allow us fo mimic or repeat and memorize
choreography bodily, and which demonstrates that staged choreography can,
in cerfain cases, be embedded into the everyday, blurring the lines between
practices and performances of dance and movement.

Dancing at home, however, is not just about renegotiating the
space available for dance and performance. It is also about a general trend
in dance as a field towards being ‘the visible action of life' (Cunningham
2012: 28). Dance has become more honest, moving away from virtuosity and
objectifying the body towards treating it gently and prioritizing what is best for
the dancer. At least, this is the intention expressed by many of whose who had
time to themselves during the quarantine and had to rethink their approach
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to injuries (Anastasiia D., 2020, personal communication) and bodily practices
in general. Since, for many dancers, it has been rather difficult fo create under
the conditions of heightened anxiety and stress, and more enriching to explore
dance in the format of workshops, we observe a movement away from narra-
tives in dance. The rejection of narrative, already prominent in contemporary
dance, now opens a path fo dance as life itself (Sirotkina 2021: 57).

Another noticeable trend has been a shift fowards the gentleness
of moving that some of the dancers | interviewed were going to bring into
post-pandemic conditions, including being kinder to their body, paying more
attention to work-life balance, and eating healthier. Moving with minimal effort,
going even further away from displays of virtuosity (Rainer 1974), has grown
in importance for those returning to training and rehabilitating their bodies after
COVID-19. Many dancers stated that they would like fo preserve and maintain
this caring attitude to their bodies. Thus, | propose that we can expect to see
more happenings and fewer performances in Russian contemporary dance
(which is still highly influenced by requirements for strict training and bodily
prowess, since many artists come fo the contfemporary dance field from a ballet
background, with its rigorous training to ensure results). This movement fowards
paying more attention to the body and rediscovering bodily thinking can be
attributed to an increased awareness of touch, both exercised and received,
that appeared during the COVID-19 pandemic. This took place in the context
of heightened anxiety around touch and public health campaigns promoting
a change in gestural and movement habits.

1. AN (2020, July 30) Personal communication, FaceTime audio-recorded inter-
view, dance during the lockdown.

2. VSh (2020, August 2) Personal communication, face to face audio-recorded
interview, dance during the lockdown.

3. VV (2020, July 29) Personal communication, audio-recoded interview via
phone call, dance during the lockdown.

4. MV (2020, September 8) Personal communication, face to face audio-recorded
interview, dance during the lockdown.

5. AD (2020, September 11) Personal communication, audio-recorded interview
via phone call, dance during the lockdown.

6. This primarily refers to non-disabled bodies.

7. MSh (2020, October 24) Personal communication, face to face audio-recorded
interview, dance during the lockdown.
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ApXM1BHbIe maTepuansl

Jloruka oTmeHbI: NSATb BbICTABOK PYycCcKoro
UCKYCCTBd, KOTOPbIE€ HE COCTOAITUCD

Banepuit Jlegenés

B Bu3yanbHom 3cce pasbupatoTcs CKBO3b MPW3MY NMapagmrmbl MpPoOuU3-
MsiTb BbICTABOYHBIX MPOEKTOB Bpe- BOACTBA, NpeanoxeHHoM Pudapgom
meH nocneoeHHoro CCCP u noct-  [NeTepcoHom. CuTyaumsi BbICTaBKM
nepectpoeyHol Poccun, koTopsble paccmaTpMBaETCs He TOMbKO Kak
6bINM 3a4yMaHbl, HO He Bbinn pea- Habop yCcrnoBwmi, onpeaensiowmx

nu3oBaHbl. Ha npumepe nx MCTOPUKM  CMBICIT U BOCTIPUATHE MPOU3BELE-
NMPOCIIEXMBAIOTCS NTOTMKA M YCNIOBUS,,  HMIM, HO KaK NlakmycoBas Gymara,

B KOTOPbIX OCYLLECTBASIETCS NPOU3-  AenaloLlas BUOMMbIMM Gonee
BOACTBO M AUCTPMOYLMS MPOM3BEAE-  LUMPOKMI KOHTEKCT U COLMAIbHYIO
HWI UCKYCCTBA, PAaCCMaTPMBAEMBIX CTPYKTYPY KYNBTYPHOM MHAYCTPUM.

KrioueBbie cnoBa: UCTOPMS BLICTABOK, KYNBTYpHasi MHAYCTPMS, HeodouLmasib-
HOE COBETCKOE WMCKYCCTBO, MPOU3BOACTBO KYNbTYPbl, COLMONOrMsSl MCKYCCTBa

McTopmsa nckycctea XX u XXI BEKOB, KaK U MpeablayLUmX, CErofHs BCe Yalle
MULLETCS MO MOTMBAM MCTOPMM BbICTABOK, Ha KOTOPbIX MCKYCCTBO HEMocpes-
CTBEHHO LEMOHCTPMPOBANOCh, AN KOTOPbIX CO34aBaNIMCh T€ MIIM MHbIE 3Ha-
KOBblE MPOM3BEAEHMS M Brarogapst KOTOPbIM 3asBsaM o cebe uenbie Xyao-
wecTeeHHble HanpaeneHua (Altshuler 2008; Altshuler 2013). B none 3peHus
UCTOPUKOB — 3@ PEAKMM MCKITIoYEeHMEeM' — MOMaAatoT BbICTABKM, KOTOPbIE
COCTOSINIUCH U ObliM OTKPLITHI Anst My6nuKKu. BHUMaHWIO nccnegosatenst oxa-
3bIBAIOTCS JOCTYMHbI KaK CamMM MPOU3BEAEHMsl, TaK M OBOLUMPHBIMA KOMMIEKC
LOKYMEHTOB, KPUTUYECKMX TEKCTOB M 3PUTENbCKMX CBUAETENLCTB. B coso-
KYMHOCTM OHM CMOCOBHbI PACLUMPUTL AMANasoH UCTOPMHECKOrO aHanmsa
XYLOXECTBEHHBIX COBBITMI U MPAKTUK, MPOJSIMTb CBET Ha YCIIOBMS M MPUHMHDI
MUX BO3HMKHOBEHMS, @ TAKXKE LOMONHWUTL U M3MEHWUTb CYLLECTBYIOLUME Mpes-
CTaBNeHMsl O MUMPE MCKYCCTBA, B MEXaHMKe (PYHKLMOHMPOBAHMS KOTOPOro
KPUCTamNM3YIOTCS OTAEMNbHbIE MPOU3BEAEHMSI U XYLAOKECTBEHHbIE MPAKTUKM.
MexaHM3Mbl OTMEHBI BBICTABKM — MO KOHTPACTY C MPUHYUMHAMM,
CAENaBLUIMMM €€ BO3MOMXHOM, — YacTO NPEACTAaBAIOTCS KaK 6onee nuHelHble
U MeHee andpcpbepeHLUMpPOBaHHbIE U HEPEOKO CBOASATCS K LEH3ype, Hebna-
rOMNPUSITHOM MOSIMTUYECKON KOHBIOHKTYPE, HeAoCTaTKy OMHAHCHMPOBAHMS
UM hopPC-MaKOPHBIM OBCTOATENBCTBAM BPOLE TEX, YTO MOPOMKAEHbI MaH-
demmelt kopoHaeupyca 2020 roga Bo Bcem MMUpe. Tem He MeHee, MPUYMHBI,
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B CMIy KOTOPbIX Ta MM MHAs BbICTABKA HE COCTOSINACh, HE MPOCTO BaX(Hb,
HO CI'IOCO6HbI OTTEHUTb U BbIHECTM Ha MOBEPXHOCTb Te€ YCNOBKA MPOU3BOA-
CTBA KymNbTYpPbl U OYHKLMOHMPOBAHMS MOJIS UCKYCCTBA, KOTOPbLIE HEOYEBUIHDI,
a B HeKoTopbix cry4Yasx (Mpu «BraronoslyYHOM MCXOAE» OPraHM3auumM TOro
MM MHOFO BLICTABOYHOMO MPOEKTa) M BOBCE HE BMAHbLI, U KOTOPbLIE CaMbIM
CyLLECTBEHHbIM OBPAa30M OMPEAENAIOT MPOLECCHI, MPOUCXOASLLME B HEM.

My6nuKkaums 3Toro scce XPOHOMOMMYECKK COBMana C OTKPbITUEM
npoekTa «HacTosiLee Bpems, HeCOBEPLLEHHbIN BUI» B My3ee coBpemeHHOro
uckyccta «fapa»?. DTOT MPOEKT MOCBSLLEH HEPEANIM30BaHHbLIM BbICTaBKaM
COBETCKMX BPEMEH M MOCTrepecTpoedHoi Poccuu; ero KypaTopcKas KOHLenums
OMMPAETCS He TOMbKO Ha MCTOPMYECKMUI aHaNM3 MPUYMH U JIOTUKM OTMEHBI
HECOCTOSABLUMXCA BbICTABOK, HO M BO3SMOXXHOCTb YBUOETb UX CBA3b C COBPEMEH-
HbIM KOHTeKcToM. Kak noenmsinu 6bl HECOCTOSIBLUMECS BBICTABKM HAa MECTHbIN
KYNbTYPHbIM naHawadpT, 6yab oHu peanm3oBaHbl?! Kak cuTyauus npolunoro
NMOMOraeT NOHATb HACTOSLLEee, B KOTOPOM OTMEHbI 3amnJIaHUPOBAHHbIX BbICTABOK
ctanu obwmm mectom B 2020 rogy B CBS3M C MaHAEMMEN KOPOHaBUPYCa:?

Pag matepuanos u3 apxmea Myses «fapax» Gbin1 npessapUTenbHO
oTo6paH Anst BGyAyLueit SKCMO3uLMK, HO B MTOTEe B MPOEKT BKIIIOYEH He Bbin.
Kak coTpyaHukam Hay4HOro OTAena, 3aHMMAIOLLIErOCsl XPAHEHWEM M OMMCaHMEM
APXMBHOM KOSMEKLMU, HAM XOTENoCh NPMAATL 3T MaTepuarbl NyGInMYHOCTY —
yIKe HE B PAMKaXx BbICTABKM, HO B DOPMATE BU3YanbHOIo 3CCe, — M MOPa3MbILLI-
nsiTb 06 UCCNe[OBaTENbCKMUX NEPCMNEKTUBAX, BO3HMKAIOLLMX MPU UX aHanuse.

[ns acce mbl 0TOBPANU OOKYMEHTbI, OTHOCSILLUMECS K MSATU BbICTa-
BOYHbIM NMpoekTam KoHua 1960-x — koHua 2010-x rofoB, KOTopble MO Pa3HbIM
MpUYMHaAM OCTaNUCb HepeanunsoBaHHbIMKU. Peub uget o 3agymaHHoi Ocka-
pom PabuHbim 1 onmcaHHoM JleoHmnagom TanouKMHBIM B CBOMX AHEBHMKax*
«MopazabopHoi BeicTaBke» (1969) Ha gauHOM 3ab6ope; BoicTaBke Mapka LLlara-
na, Kotopyto B 1995—1996 romax rotoeuna B MOCKBe MapuKcKas ranepes
SHpuko Haeappa v ranepes «MocKoBcKasi manuTpa» M KoTopas MpuBena
K 3aKpbITMIO nocneaHen. [ToMMMO 3TOro, Mbl BKITIOHMIM B 3CCE ABA MPOEKTa
Angpes EpodheeBa: «Myzeit coBpemeHHoro nckycctea. Poccuiickoe nckyccteo
1980—1990 ropos» (1999) u coemecTHyto ¢ Enmzasetoit KoHoBanosow BeicTaBKy
«O6nacTb cyGbeKTMBHbIX NpeacTasneHuin» (2017). B nogbopky nonan Takke
KaTanor akcnosuumm «Humeonuce. Mpadomkar, koTopas foMmKHa Gbina NPOMTH
B 1989 rogy B Mockse ¢ ydyactuem Jpuka bynatoea, Onera Bacunbera, Day-
apaa lopoxosckoro, Mnbu KabakoBa 1 MBaHa YyiKoBa, Hame4YaTaHHbINM K Tak
n He OTKprBLIJel"IiCﬂ BbICTaBKe.

[LeTanbHasi PEKOHCTPYKLMS MCTOPUM MPOEKTOB HE BXOAMSIA B HALLIX
3agaum. [ocKonbKy peYb Wa O MPOEKTax OTMEHEHHbIX, HaLeM Lenbio Bbino
BbISIBUTb JTIOTUKY U MPUYUHBI UX OTMEHbI U Ha MPUMepEe HECOCTOSBLLUMXCA BbICTa-
BOK «MOACBETUTb» MEXAaHU3MbI beHKLIMOHMpOBaHMFl OTe4YeCTBEHHOIro Mmpa
MCKYCCTBA®, KOTOPbIE, ECIIM MPOEKT OKa3bIBAETCS YAAYHO Peanm130oBaH, OCTaloTCS
3a rpaHULAaMKU BHUMaHMWS XYAOXKHWUKOB, MCCNEAOBATENEM U APYIUX YHaCTHUKOB
XYAOXECTBEHHOM CUCTEMBI.

MpuunHbl, caenaswme TOT MM MHOM MPOEKT HEBO3MOXHbIM
LN peanu3aumm, rno Halemy MHEHMIO, MOMOTAIOT MOHSITh T€ MPOEKTbI, KOTOPbIE,
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MO KOHTPACTY, OKa3anMCb BO3MOXHbIMMU U Peanm3oBaHHbIMKU. BeiGpaHHas Hamm
ONTMKA OBPALLEHMS K HEOTKPbIBLUMMCS BBICTABKAM MPOSIMBAET CBET HA YCIIOBUS
PYHKLMOHMPOBAHUS MMPA MCKYCCTBA M CMOCOBbLI MPOU3BOACTBA KyMbTYpbl
B PaMKaX BbIOPAHHBIX BPEMEHHBIX MPOMEXYTKOB. DTU YCITOBUS, B CBOIO O4e-
PeAb, XapaKTEPU3YIOT He TONIbKO BHELLIHIOIO MO OTHOLLEHMIO K UCKYCCTBY CPEAY,
HO BIUSIIOT Ha BOCMPUSTUE CMbICSIA MPOM3BEAEHMI.

PaGoTa, npogenaHHas B 3TOM 3CCe, CO3BY4YHa CYLLECTBYIOLLEMY
uccnefoBaTenbCKOMy HanpaeneHuio exhibition hisfory (McTopusi BbICTABOK),
KOTOpPOE 3a NocneaHue ABaALATH JIET MPEBPAaTMIIOCh B Pa3BUTYIO 06MacTb
aKaJEMMYECKOTO 3HaHMUS M MoJNie KYPaTOPCKMX 3KCMepuMeHTORS. BoicTaBKa
B KOHTeKcTe exhibition hisfory MOHMMaETCs He NPOCTO KaK CreundouHecKui
uctTopudeckm obycrnoeneHHb doeHomeH (Myers 2011), HO Kak MEXaHW3M,
NMOCPEACTBOM KOTOPOTO 3asBsOT O cebe OTAeNbHbIE HaMPaBneHus, rpynmbl
U MHAMBUAbI B UCKYCCTBE, DOPMUPYIOTCS HOBbIE MHCTUTYThI, @ MPOU3BEAEHMS,
MPEeACTaBEHHbIE CKBO3b MPU3MY KYPaTOPCKOM KOHLEMNLMK, MPEACTaIOT B HOBOM
MHTEpPrpeTaumMmn M oBpacTaloT HOBbIMM 3HAYEHWUSIMM, @ HE BOCMPUHUMAIOTCS
B pa3 M HaBCEr4a 3afaHHbLIX «TBOPLOM» cMbICNoBbix pamkax ([poic 2012;
Altshuler 2008; Hoffmann 2014). Ecriv BCMOMHWUTD COBPEMEHHBIE MPAKTUKM
special commissions (3aKka3 npousBeAeHUIt CreLmManbHO A BLICTABOK) U site-
specific art (npousBeaeHus, cozfaBaemble A4S KOHKPETHOMO BbICTABOYHOrO
naHgwacdoTa), TO 34eCb BLICTABKM B ByKBaNbHOM CMBICSIE CTAHOBSITCS MECTaMM
MPOW3BOACTBA MCKYCCTBA.

Kak noguepkmeaet bpioc Anbtiynep (Altshuler 2008), oguH 13 knio-
YeBbIx npeactasutenen exhibition hisfory, pasroBop B ciiyvae MCTOPUM BbICTa-
BOK XOTb U qDOKyCMpyeTCFI Ha MHOUBUOYANbHbBIX XYyLOXECTBEHHbIX MPAKTUKAX,
HO HE MOXET OrPaHWYMBAETLCS EAMHCTBEHHO MMM U BECTUCH UCKIIOYUTENBHO
Ha YPOBHE 3CTETMHYECKOro COAepKaHus paboT:

«[Ha BbICTaBKe] cXogdaTca  BO€eAMHO  couMarnbHble, NOJIMTUHECKHME U DKOHOMMHYECKME  CUIbl,
onpegengdiowme XyqoxxecTseHHOe Npon3BOACTBO M OKa3biBalOLLME BIIUSAHUE HA XYOOXHMNKOB, KOUTUKOB,
KONNEeKUMOHepOoB, AMNepoB, UHCTUTYUMOHANbHBIX WUIPOKOB M 3pMTeﬂeﬁ. Pornb MHOUMBULAYANTBHOIO
XYROXHMKa OCTaeTca LleHTpaJ'IbHOﬁ ANs NMOHMMAHUA PAa3BUTUA UCKYCCTBA, HO [] COLI,MBJ'IbeIl;I MUP,
B KOTOPOM pa6OTaIOT ABTOPbI, U MEXITTMYHOCTHbIE OTHOLUEHUS, B KOTOPbIE OHU BCTYNAIOT, OKa3blBAKOTCA

He meHee BaxHbI» (Altshuler 2008: 11).

B stom naccaxe Anstwynep (Altshuler 2008) satparueaet npo-
U3BOACTBEHHYIO OMTUKY MPUMEHUTENBHO K MCKYCCTBY, KoTopas K 2008 roay,
Ha MOMEHT MyBNMKaLMM KHUMM, OCPOPMMUIIACh B TPYLAX COLMONIONOB MCKYCCTBA
KaK pa3BuTas napagmrma uccrnegosaHuit. Ho Hac, B mepByto odepenb, UHTe-
pecyeT napagurma NPOM3BOACTBA KyNbTYPbl, MPEAOKEHHAs aMEPUKAHCKUM
coumonorom Puuapgom MetepcoHom (Peterson 1976; Peterson and Anand
2004) v nopgxeaveHHas B page Apyrux nybnukaumii (Schmutz and Miller 2015;
®DapxatguHos 2008). Ecnu kynstypy, no MetepcoHy (Peterson 1976), moxHo
NMOHMMATb KaK COBOKYMHOCTb CMMBOJIOB, O6nagaloLLyio BHYTPEHHEN Lernoc-
THOCTBIO U CKPEMMSIOLLYIO COLMAnbHYlO CTPYKTYPY, TO aHanu3 CMMBOMMYE-
CKMX KOHCTENMSIUMM — Mpom3BeaeHui’ — B pamKax NMpOU3BOACTBEHHOM
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nMapagurmbl MPeLronaraeT CMELLEHWE BHUMAHUS OT MX HEMOCPEACTBEHHOIO
COAePIKaHUs K YCrOBUSIM U haKkTopam, Brnarofapsi KOTOPbIM OHU MPOU3BOAATCS,
pacnpocTpaHsiioTes 1 notpebnsiorcs. Takux daktopos MNetepcoH (Peterson
and Anand 2004: 313) BbigensieT WeCTb: TEXHOMOMMM; MPABO M 3aKOHOAATESNb-
HOe perynupoBaHuWe; CTPYKTYpa MHAYCTPUM; OpraHM3auMOHHas CTPYKTYPa;
cucTemMa NPodpeccHoHarnbHOM 3aHATOCTH; PbIHOK. Kaxabii M3 HuX, cornacHo
MeTepcony (Peterson and Anand 2004: 314), npUMEHUTENBHO K TOM MK MHOM
06acTU NPOM3BOACTBA KYSLTYPbl MOXKET BbiTb MPOaHANM3UPOBAH OTAENBHO.

B criyqae HepeannsoBaHHbIX BBICTABOYHbIX MPOEKTOB, OTHOCSILLIMXCS
K COBETCKOMY MEPUOAY, Mbl TOBOPUM CKOpee 06 OpraHM3aLnOHHOM CTPYKTYpe
1 0COBEHHOCTSX XYAOKECTBEHHOTO MPOU3BOACTBA, CBOMCTBEHHbBIX KOHKPETHO-
MY MCTOPUHECKOMY MEPUOAY M BIMUSIBLUMX Ha PAacKNaj CUi B MOJie MCKYCCTBa
He TOJIbKO B COLManbHOM, HO U B 3CTETUHECKOM OTHOLLEHUM. Bonpock npasa
M 3aKOHOZATENbHOIO PETYIMPOBAHUS, KaK Mbl AEMOHCTPUPYEM HUKE, HEOKM-
JaHHbIM ObBpasom peluat cyabOy npoekta AHgpes EpodoeeBa u EnvzaBetb
KoHoanoBoi «O6nacTb cy6beKTUMBHbLIX NpeacTaBneHuit» B KanuHuHrpage.
BoictaBka Mapka LLlarana, 3agymaHHasi, HO He ocyLlecTereHHas B 1996 roay,
cTana }epTBoi GIOPOKPATMHECKMX NEPUMETUIM M OKa3aNach BrfieTEHA B CIOX-
HYIO CETb OMHAHCOBO-PbIHOYHbLIX AOFOBOPEHHOCTEM.

Bnuskoi k onmcaHHoM [leTepcoHoOMm Mapagurme NMpPOM3BOACTBA
NPEeACTaBSeTcs KOHUENUus KynsTypHo# uHaycTpum MNona Xupwa (Schmutz
and Miller 2015), chokycupyioLLas BHUMaHWE HE Ha AESTENbHOCTM OTAENbHbIX
MPOAYLEHTOB KyNbTypbl (MMCATENEMN, XYLOKHMKOB, aKTEPOB M MNp.), HO Ha ToWM
[PONM, KOTOPYIO UrpaloT OpraHM3aLmM, BOBIEYEHHbIE B MHAYCTPUIO W 3a4eM-
CTBOBaHHble BO BCEM LMKME CO34aHMUs M PAcrpOCTPaHEHMs MPOU3BEAEHMM.
DT opraHM3auumM — B Crly4ae MCKYCCTBa PeYb O XYAOKECTBEHHbIX My3esiX,
ranepesx U oHAax, ApMapKax u pecT1Bansax COBPEMEHHOIO MCKYCCTBa
M Np. — BBIMNOSHSAIOT PYHKLUMIO AUCTPUOBIOTOPOB U MEPBUYHBIX MOTPEOU-
Tenei NpousBeAeHUM, BLICTYNas B PONM «NpUBpaTHMKa» (gafekeeper) mex-
Ly uckyccTBom M 3puTeniem. OT HMX 3aBUCUT MHTEHCMBHOCTb KYIBTYPHOTO
NMPOM3BOACTBA, CUMBOJSIMYECKAS M MaTepMarnbHas LeHHOCTb ero KOHeYHOro
pesynstata (Schmutz and Miller 2015). CoumanbHas M MHCTUTYLMOHANbHAS
CTPYKTYpPa KyNbTypHOro MPOMW3BOACTBA M MoTpebneHus, kak otmedaet [lon
Oumapxo (DiMaggio 1987), onpegenseT cuctemy Knaccudomkaumm npousse-
LEHUIM U WX XKaHPbI, ANS KAXKAOTO M3 KOTOPbIX CKMNaAbIBAIOTCS CBOM MPU3HaKM
M KaHOHbI. «3aKOHbI KaHPa» MOTYT BIMSTb KaK Ha XYAOXKHWKOB M UX PaboTy,
TaK M Ha PELLEHUs TEX, KTO 3a4eMCTBOBAH B MHAYCTPMM 1 OCYLLECTBISIET OTOOP
npou3sBeaeHni ana ux aanbHenwen auctpmubyumm (Schmutz and Miller 2015).

B LieHTpe BHMMaHUS yMTOMSHYTBIX BbiLLe aBTOPOB 3a4acTylo OKasbl-
BAlOTCS CAMM MPOU3BEAEHUS U XYAOKECTBEHHBIE MPAKTUKM, PACCMAaTPUBAEMbIE
Yepes OnTHKY NPOu3BOACTBA. [pefMeTom 3TOro 3cce CTanu BbICTaBKM, KOTOPLIE
He TOXOEeCTBEHHbl NPOU3BEAEHUAM, HO, MO HaLleMy MHEHMUIO, BMUCbIBAIOTCA
B MPOU3BOACTBEHHYIO NMapagurmy SBOSIKUM CMOCOBOM.

C ofHOM CTOPOHbI, B OTHOLUEHUM BLICTABIIIEMbIX PAaBOT CUTYaLMs
BbICTABKM MPEACTAET KaK Habop YCNOBMM, BO3MOXKHOCTEM M OrpaHUYeHMH,
BIMSIIOLLMX HA XapPaKTeP SKCMOHMPYEMbIX BELLEN Yepes «MPOAAKLIH»E 1 crno-
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cob MX MOKa3a, a TaKke KypaTOpCKMe KOHUenuun U pelueHus. bnaropaps
HUM PaBOTbl MOTYT MPUOBPETaTh HOBbLIM CMBICST, HAMPUMEP, B 3aBUCUMOCTU
OT TOro, PSAOM C KaKMMKM PaBoTamMu OHM BLICTABMEHbI, HA KaKMX HOCUTENsX
MOKa3aHbl U U3 KaKWMX MaTepuanos u3rotoBneHbl. C OTKpbITUEM CAMOM 3KC-
No3uLUMM OHU MOTYT MaHMCPECTUPOBAaTb HOBLIE TEYEHMS UMM TEMbI BHYTPM
XygAoxecTBeHHoro npouecca’. C Apyroi CTOPOHbI, CaMa BbiCTaBKa HEM3BEKHO
3aBUCUT OT PsiAa PAKTOPOB, BAMSIOLLMX Ha €e COCTaB M BbIBOP MPoW3BeLeHNM
B 3aBMCMMOCTM, HAMPUMEpP, OT TOro, KaKol obbem CoMHAHCUMPOBaHMS Bbiae-
NEH MPOEKTY, KaKMe OPraHM3aLMOHHbIE XUTPOCMIETEHMS EMY MPEALLECTBYIOT
M HaCKOSbKO CHfIbHa B OBLLECTBE MOMnMTUYECKas LieH3ypa. MiMeHHo 3Tu dhak-
TOPbI, HE BCErAa OMEBUAHBIE HEMOCPEACTBEHHbIM NPOAyLEeHTaM (XYAOMKHMKM)
U peunnmeHTam (NOCETUTENM BLICTABOK) KYMbTYpPbl, ONPEAENsIOT «COCTaB»
NPOW3BEAEHNIM UCKYCCTBA, LMPKYNUPYIOLLMX BO BCEM MOSNe, 8 HEPEAKO —
M UX CMBICIT, KPUCTANMMU3YIOLLMINCS B AMHAMMKE COMYTCTBYIOLLMX MCKYCCTBY
CoLMasbHbIX MPOLECCoB

[MocnepHuit Tesnc npekpacHo wunnocTpupyet «lloasabopHas
BbICTaBKa», 3agymaHHas Ockapom PabuHbim B 1969 rogy. Kak coobLuaeT B cBoem
aHesHuke JleoHug TanoukuH™, paboTbl NaHUpoBanock passecuts B MNepegen-
KMHO Ha 3a60pe OfHOM M3 Aad, HO eLLe Ha CTaAMM 38JYMKM OT MAEM OTKa3anmcb
M3-3a8 BO3MONKHbBIX MPOBIIEM C BNACTIMM.

PabuH npuHagnexan Kk HeodpmumanbHbim XygoxkHukam B CCCP
(Bo6puHckas 2012; Gnoprosckas 2014), 0TKa3bIBABLLUMMCS CIIEAOBaTb KAHOHAM
COLIMANIMCTMHECKOrO PEeanu3ma M rocakasa, BHE KOTOPbIX XYLOXECTBEHHas
AeATeNbHOCTb — y4acTme B oobmumaano NPOBOANMBIX BbICTABKAX U YNEHCTBO
B NPOOeCCHMOHAsTbHBIX OPraHU3aumMsaX — OblfIo HEBO3MOXKHbBIM, @ MPUHALNEK-
HOCTb K KpYram XyAOXeCTBEHHOIo aHAerpayHaa morfia o6epHyTbCs npobrema-
MU ¢ 3akoHoMm (fepuyk 2008). PaBoTbl HeodoULManbHBIX XYAOKHUKOB MPU 3TOM
He BCerga KPUTUKOBANM COBETCKYIO BMACTb M uaeonoruio (He doakT, 4To Takas
KPWUTMKa Npo3By4ara Gbl Ha «[1oa3aB6opHOM BBICTABKEY), U HE BCE XYLOKHMKM
CTPEMMITUCh «MOPBaTb C CUCTEMOM» M He BbiTb ee YacTbio”. Tem He meHee,
B PaMKax COBETCKOrO «KaHOHa aHpa» paboTtbl PabuHa u yyacTHuKoB J1uaHo-
30BCKOW rpymnbl, K KOTOPOM MPUHAANEKaN XYAOKHUK, 8 TaKKe NPeACTaBUTENN
MOCKOBCKOM KOHLENTYyaslbHOM LUKOMbl M «HOBOM BOSHbI» 1970—1980 ropoe
BbITECHSNIUCH Ha NepUdbepuio, MaPKUPOBANTUCH KaK «3anpeLLeHHbIE» U «aHTU-
COBETCKMEY, @ TO M BOBCE He NPM3HaBanM1cb MCKycCTBOM. [TogobHoe 3HaveHue
He OblSIO 3aLLMTO, K MPUMEPY, B aBCTPaKTHOM xmBonuck Brnagnmupa HemyxuHa
unu I'bBa KponmnBHMULKOTrO, HO MPMMAMCHIBANOCh €M, XOTS MOAOOHAas TPAKTOBKA
3TMX PaboT — JaneKo He OYEBUAHbINM XOf B KOHTEKCTE TpUymdpa ModepHUC-
TCKUX TEYEHWM He TONbKO B COBPEMEHHOM WMCKyccTBe 3amnagHou Eeporbl
n CeBepHOM AMEPUKHM, HO U psae CTPaH COLMANMCTUIECKOro Groka’

[Mopo6HbIM KOHGINMKT MHTEPMNPETALMIA ONPELENEHHOIO Kpyra npo-
U3BEAEHWM UCKYCCTBA HEMOCPEACTBEHHBIMWU UX MPOU3BOAUTENSMU (XYLOMHM-
KamM) C OQHOM CTOPOHbI, U «MPUBPATHUKAMM» COBETCKOM XYAOMKECTBEHHOM
cucTeMBl — C APYroM, Hagensn 3T paboTsbl cTaTycom aBaHrapaa®. Opeon
3aMpPEeTHOCTM NMPUAABAN UM SOTONHUTENBHYIO CMMBOSTIMHECKYIO LLIEHHOCTb M NPOo-
BOLMPOBan K HUM MHTepec™. Camn HeodomLManbHbIE XYLOKHUKM OCO3HABAIM
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< Un. 1. CrpaHunua m3
nHesHUKa JleoHunaa Tanou-
KuHa. 3anuch ot 21 mapTa
1969 roga npo «[oaza-
6opHyto BbicTaBky». DoHg
INeonupa TanoukuHa, ap-
x1B My3esi coBpemeHHOro
uckyccTea «lapa .

¥ Un. 2. Uropb XonuH-
MacTepkos, Ockap PabuH
M HEU3BECTHbIN BELLAIOT
kapTmnHy Ockapa PabuHa
«lMpaBga» Ha MOHTaXe
BbICTaBKM B MHCTUTYTe mMK-
[POBOW SKOHOMMKM 1 MEK-
LyHaPOAHbIX OTHOLLEHMA

B Mockse. Cpasy nocne
BEPHMCaXa BbiCTaBKa Bbina
3akpbiTa Bnactamu. QoHg
Mropsi ManbmuHa, Apxus
Myszes coBpemeHHOro
uckyccTsa «fapax» (dpoto
Urops ManbmuHa, 9 mapta
1969 roga).
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cebs KaK anbTepHaTMBHOE COOBLLECTBO CO CBOEM CTPYKTYPOM, PaCKIafoM Cui
U «NpUBPATHUKaMM». [PaHMLa MexKAy ochuLMarbHBIM M HEOPULIMANbHBIM UCKYC-
CTBOM MPOXOAMIIA HE TOMBKO Ha SCTETUHECKOM, HO M Ha COLMANTIbHOM YPOBHE™.
McKyccTBO HeodpuLManbHbIX XYAOKHUKOB, MO BLIPAXKEHMIO KypaTo-
pa apxuBa «lapaxa» AnexkcaHapsl OB6yxosor (2021, nuyHas KOMMYHMKaLM'™),
NSl COBETCKOM CUCTEMbI ObINIO «PEHOMEHOM OTMEHEHHBIM» M He obnafano
TErMTUMHBIM CTaTYCOM M MPABOM Ha CyLLECTBOBaHWE WM BOCMPOM3BOACTBO".
Ho vmeHHO OHO B MEPBOE MepecTpoeyHoe AecsTureTne He 6e3 ycrnexa ocna-
pUBano B NyGNMYHOM Morie MpaBo Ha MCTOPUHECKOE 1 MOPAsTbHOE MEPBEHCTBO
U cTaTyc coBpemeHHoro. B mapte 1999 roga B mockoBckom LleHTpansHom fome
xygoxHuka (LX) npowuna eeictaBka «My3eit coBpemeHHoro nckyccTsa. Pycckoe
MCKYCCTBO KoHLa 1950-x — Havana 1980-x rogos. OT abcTpaKumm JO KOHUenTya-
JIU3Ma», @ Ha CEHTAOPb Tam ke ObiNa 3annaHWpPOoBaHa BTopas ee YacTb — «Myzel
coBpemeHHoro mckyccTea. Poccuitckoe muckycctso 1980—1990 rogoe» (Pomep
1999). B kypaTopckyio komaHay oBowux npoekTos Bxoamnu AHgpeit Epodpees,
Esrenuns Kukogse, Cepren EnuxuH, MpuHa KopoTtkmx n Hatanbs Qomuuéea
(KypuupbiH 1999). O6e 3KCNo3MuUMM 3aAyMBIBANIMCh KaK Npeanokas ByayLuero myses
COBPEMEHHOTO MCKYCCTBA, OCHOBOM KOTOPOrO JOMKHA Bbiria CTaTb KOMMNEKLMs,
cobpaHHas EpodpbeeBbim Ha Gaze oTaena HoBeMLIMX TedeHuM Myses-3ano-
BeAHuKa «LlapnubiHO», —OTHOCUTENBHO €ro OTKPLITUS YXe CYLLECTBOBAIIM
JoroBopeHHocTH. byayLemy myseto, no cemaetenscTey Epodbeera, Gbino Boige-
neHo 3gaHue Ha DpyH3eHcKoM HaBepexHoM B MOCKBE, a ero apXMTEKTYPHbIM
npoeKTUpoBaHuem 3aHumancs Eerenmin Acc (2021, nuuHas KOMMYHMKaLMA™).

Kpenas
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Mn. 3. O6noxka uzgaHus
«HeodpmupmansHas Mockea
1999. Tna, Kakmx He Bbioy.
BubnuoTteka Myzes
COBPEMEHHOTO MCKYCCTBA
«rapa)K».
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W306pasmrenbHoe MCKYyCCTBO

AAPCTBEHHAA KOJUIEKLUMA
COBPENMEHHOIO MCKVCCTBA

Depop Pomep
X AoXecTBennbIe ranep
1 6yaywmn Mysen cosp 0r0 NCKYCCTBA

; nipu Focy o o
Xorsi aeicTBUTERHO. YepT 3HACT KOIA OOBABHIM KOHBEPCHIO — Mapat AJeKCaH/IpOBHY ClIea o)) %
HOMMeHHYI0 BicTaky B LUIX 1 nocesmin ce MunoGopore. 3aroBopiii o pecTHTyIHm — [e/ibyay

‘ez Ba ropa ase Kapriuwit (Jlykaca Kpanaxa Crapuiero n Bar [ora), KOTOpBIE RIAA€TBILS COOMp 4
AHCH pecTHTyHpoBaTs. [10TOM OGABAT, 4TO KapTHNH — NONIETKA, a AKIMA — WYTKA, 0CTDy
crassiiuas npo6aemy i cynsobl Eute Tenbman 1o nosoxy

BOIAHB! KOMITPOMATOB (BEICTaBKa «KOMIPOMAT>, FAABHEI EIERp KOTOPOH — KATEHIADS, Ha Kap B b‘ CTa B K a
THHKAX KOTOOTO XYIOKHHUA AfleHa MapThinOBa OKAsHBACT JIOGOBHEIE YCAYTH POCCHIiCKiny )
TIOAMTHKAM; GbUIH ellle eBPEHCKMil IACTIOPT KAKOTO-TO AHTHCEMWTA, YCMOMAH C COCHCKAMM, YKD:.

nennsiit B aercrse Taiinapom etc.). M no nosoy obMeHa Jener (BbicTaBka «HOBEIE J€HBIM> - 1 S
canbie, Ha KOTOHX Maienint mmecto JlenuHa).
VI3 TIOCIEIIHIX TeThMAHOBCKHX 11poeKToB — «[Tpmekuits. Tepwcxuit mmepreTank Cepreit Terepiny -
yerpon 1 CeTis OrIpoc, 3a 4T MHOTOOIHHE He MHOOST «MackBy» (HAMEK HA CTOTMMHBII! AKIICHT) i

‘OGLBII KOHKYDC Ha AYHILINiA BADHAT 3HaKa «[TpHEKMii» — A2Ob O

i i — 1Bt OGIErHTE, K3ib MenTam. Moc §
KOBCKHA (a KOFIA-TO I0KHOPYCCKHMIT) XYAOKHMK KOpuit XOPOBCKHii HHTEPHETOBCKHE MPHMOuKi
BHYATH3HDOBAT — OTETHI Ha AHKETY MEPETHCAT PASHBIMH IONEPKaMH, @ MOTEIH <XETON 3Be iy

HaKzenn Ha CTOMIHLX ap! el Kymm W

camoro lesbmana. ITakuit HarIsUIHbI V]
MNP el bl OE i Sonioie ek Tk b o -

KOB, HCTIOMHSIOILIX MADATORCKI 32K [EThMAH — IIaBHI XYIOKHHK CBOCH TIcpen.
S el S «Mockoy Daitss Apr> — Bpoic
Gbi, cavast w3 neex HeKyCCTRON
e D s i e i s st e

TaIcpest ZIOTAHA HCKYCCTBO He TOTSKO TIOKA3BIBATh, HO W NDOJARITE, 4 BCETIA TIDABbITi KIHCHT 110-
NIpeIKHEMY TIDEATIONHTACT 4XOACT, MAcTO». OHaKo, i & «aiii ApTes cavbic obbtibie — 1o cyry  OPLaHM3ATOPbI:
NpETEARTACMHIX PAGOT — BHCTABKH GTATOIApST yeTM Kypatopa Mpmisr Diwiatopoii soponsi  OPIKOMMTET hecTvisans
TIpoCKTH, G0 B 0y, MveRio TaKoniy uvanbHas

Gaa ezaan scrasea «KpacaBIILs, “1y10BMILA 1 TIO9THI», T1e MACTEit XYAOKIIIS: Mapi 3",
170 OO Ha BEPHICEAE 10100Hem Tpanecri-uioy. Fpocro LLITO SUMAETES CUIC 1 Foeyman TaenHb i My3eln-

MOZOH, 1 TIATHA e MOTOABIX TTOAeH, BABIC 5 2
Hal OIPOMHOM XCITO-KDACHOM IWBAHC W H30GPAXABIINX KDACARHIL B TOCTAX y dyiomuis  SANOBEAHUK LlapuibiHo
Hymomuie e yurakrep Biaunwip Boporon, tanandh s arwodpove nosky Xaia Xer. RBRRG e

IDOCKT, MOXCT, CTPHHOBATHI, HO Y3 TOMHO 3A0ARH b
Bripodest 1 Poccuit 1axe Myseit AIHETCH aBTOPCKHM, OPHTHIATEHL IPOEKTOM, DTO Mt MexayHapoaHow
Myice COBDNHIHOND HCKYCCTI, JEGHTH T COBHPIENOM HCKYCCTONEON ANIDEess Epotbcenmm w KoHdenepauny Co0308
Gase Otileia HOBEHIINX TeveHHii a5t KOITEKIINSE, OX- XYWHMKQB, DoHaa
BATHIBAIONIAS TIEPHON € KOHIA S0-X 10 KoHer 90-X, He ieeT wn
6 RA

HEZABHETO BPEMEHH XPAHIUIACH B LAPHILIHCKOM XPAHIIHILE (IIOTHBOATOMHBII GyHKEp POV B e

D4 i et e cesins sl sscone s B AepAzuec
Tlowe xynuxnmm Bpa i «Heodmutasas Mocknas oTkpoercs wiopas. e (POEKTOB.

HONTH BCE CKOMbKO- wsym, i e o TpECTABHTEbHEE PAGOTH. OCTAeTCs KaaT
srmech, o1 wiennm.  PYKOBOAWTENs npoexTa

oTKpBTI Myses nekycersa. Cor: ok
WA He MeHee BAXHA, YEM CeTh acTHEIX rarepeil. Ha sanare Taxosbie Mysen He npocto ni  AHApeN Epocees
KOHKDETHBIX TIDHMCPAX 1POCBEIIAIOT OOBIBATEIS 1 OBYSAIOT €10 HCTODH HCKYCCTE TIPOXOICH B
cronerwst, P YCIewHbIM ar Ky/Ia 1BHO YXKe XOISIT C HeThMH it QPCKIV KONNEKTUB:
GabylKamH. i EnvxuH, EBrerns
Ecai Mocksa roiysT Takofi Myseii — ONYAHT H COBGEM TIOTHOLIEHHYIO MOCKOBCKYIO XYIOKECT e, Hatanbst
BEHHYIO KU3Hb. waesa, UpnHa

Koporkux

32

€ SCTETINECKO HOBCTDHE, HOJEMHIHOE XYIOKCCTICIHOMY MRICTPHNY ~ KOLETTYLIHINY I
Coxpauienoe apartment art - TepNi, 3oGpeTenHli xy1oAIHKOM HIKHTOl AneKceensiv s Ao B ot (i it aHaATHTHOMA M P8
BHICTABKH, KOTOPAH OOPMINCTCH B HayaTe 80-X TOIOB B KAUECTBE OCOGOFO IKCTIOHIHOMHOTO Aali s panerpuiccro 2ocTh: Saopiken i L "
TRBLET AP NVIORCETICHY ICHNEN J ODUTHHAIMIRN, 110 DocICKIM B D Ko vt b HCKYCETDe. ONA M3 BEAYLUIN TEIEHLM “HODOM BONH - ATICTIALIA K KPACHUIN
L SR e i sl Re et — | — oy, B sheoeT . € w0 EAHOI I POK- 1 MAHK- SCTETHKE, MACCOBOIL MEAA-
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BHCKAIBAI , samopy
i GCPINSALINS FCTETHICCKON IPAKTHKI
OcOBYI0 POt HAUMIAST WFPATH MATEPHATSHO-TIDEANETHAL OCHOBE IPOHIBEIEHIH, KOTOPHE JaacT 1y <papnapusLLIA 1 S6cYPI 2 W CTIIHCTHKY YIHHMX HaaTneeit
4Bl BOILA” LIMPOKD LIHTHPYIOT A3HIK KOMIKEOR, CIOKCTH It
COVMIOTCA HETIOCPEICTBEHHO H3 AOMALIIHHX OWTOBLEX Beulei o 6 MATEpHATH, NIPOKTAMHPY
Hexyeerno repsier ¢ o6 ko, AXTHBO TpWNEHROT T TSI IOT ACHERE, Spocome D .
o An GHaxast Hire; c W puey! KOMEUHOM CHETE KOMMEPUCCKYIO IICHHOCTL

AAIOIYI0  TACTINEEKYIO
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BYMAXHAA APXUTEKTYPA

ByMakax PXTEKTYPA - KGHp CTAHKOROTO aPNHTEKTYDHOTO TRODUEETBR HepopMLaA oy

NoTo ™
o

o s s G108 40 TS 50 awtopon.
Ha  TYGIMKAIUN, BMGTARKI, KONKYPOM wach, npo o
comi, [SMKI 1 OGPAIN PASHBIX PXHTEKTYPHBIX CTILICII 11y
oI MHOTOIANHX KoMTOSINH, Vionioxix poskrik pesenmi. o Syuanon apxiTeK

e wrca

.

FRIEND'S CLUB OF THE CONTEMPORARY ART MUSEUIM

Kaye Jonei, B B Poccri
oblitecTsa 1 Gapbepon,

CTOSIUINX HA TOM NYTH.

Kay6 CMENBIX

TIPOCKTOB, KOTOPbIe Ha Pocenn B MHPOB) 0

KYJISTYPY.

Kay6. Pa3BUTHIO Myscs

CoBpeMeHHOTo HeKyceTBa B Mockse.

Kay6 - ato nocyra u

OBLICHHS ¢ BBILAIOUWMMHUCA W HanboIee PAIMKATLHBIMU XYI0OXKHMKAMH Hawe! o

BpEMEHH.

ToapobHyio wkGopmaum wnenctsa B Knybe Bu Moxere nosysirs 1o
Tesedony:238 45 00, 53845 16 c-mai mlboxGexpoparcr (1n Ko 1pysh)

OKOHUENTYAJIMCTbI

Mite CBOCOGPAINOT AHATOTA “HOBOM BOAHB" B PAMKAX WM Ha 6ase OMBITA “K1ACCHYECKOTO™
wiawa. TOBOPOT K ACMOKPATH3ALIMN XYIOKCCTHCHHOTO H3NKA: YXOI OT TEPMETHINA, CHATHE
eckix i Kpaitnocreii

AKTYATMIALHA POTH TAGCTHIECKOTO HAYATA, CTPEMICHIE K CAMOLCHHOCTH 1 BU3YATLHOM
(0cTH npow3BeIEIL.

ofvext nepectact
= eoce momoann.
a SCTCTHKA B LEAOM TATOTEET K TOMY, YTOGH IPEBPATHTLCH 3 METOLd B CTIHTH, CTPEMACH K
B bopmamsnux ¥ corepxatense rpari. Ta, HATDHAED, IO, ATVGSPT COOHPAET BERINDO-
s decomonmuiion aepou e s e
ok 1 7.1). C.BOIKOB COMIACT HOCTATHIHHECKYIO CEPHIO “THLTLHIX MOTEACH" W ABYCMICACHNbIL
PEINIETOK, BHEUIHE 15 OTANMMEIX OT Ge3HKIX 06pasLOn npnmuuulemmn npoayKuu,
CTPOIT CROIl ACCANGIK Ha OHIHILIHOM MERAIKOBOM Karavype “Tya mik - Ty CuuK”, a padoTa
“Kasenn”, 1 MOPCKaA PAKYWIKA TIEERELLIMBACT OGO3HAAIOLICE Ce CIOR0 BIOTHE MOKCT CAYAHTH
AEKAAPALHER AANHOTO HATPABICHNS.

\

pasmrensuoe MCKycCTBO

0
3anoBepnuKe Lapuybino

i EMm
. Mpuna Koporkux,

, Mocksa, ya. Jucuvancxan, 1.10
754

Cexropow Hoveiumx Teveruii mysen <Llapwitii-

A (MHCTAIAIINA,
ymenTaIA aKiii, mico). [IaBHOC BHIMAHHE VIETIETCH

Anppeit Epochees
Ceoiicmaenroe momaumapomy

BYX TGS HKCTIOHTOR, MHOTHE W3 KOTOPHX 1P coaemexaxy pexcuny pasdeoenie
2periom KyakTyp PO, 01aKo GoTbIAN YacTs paGoT comanus, a credosamesno, u
M XYIOKHIKANI. B KOUTEKIIAM NIPEACTARTCHH XYIOK-  KYAMMYPH, 1d 0 u neo-
Mumanbix  roponon (Toxsstrs, HOBOCHOMDCKA,  (uMUATONYI, K CoXarenio, 03-

W BraannoctoKa), a TakKE pAGOTH TPYSHHCKIN, YKpi-

WIHOPHDYET IDHHATOS PeUlieHie  THIILIO
kot 5 o i G Somecrioh Tomsepx,

KOUIEKIL WHPOKO ISBCCTHA B Mipe. BUCTanKi ) Hee  X0JHAUCh NPEXe aceey Cau maop-
8 Snonin, repulnmn Tonanaui, K)nx:.'lalnn Borpiion | i mmcaedt, spdooume. Cero-
ueiec

[ Foccmn/' ipra 1999 rom.
esorcpuposasace  LUIX (+Pyecuo-cosercxil asanspa ofiuecmoo, darexi om asomepua-
musNOCHIU K A0KaABOMY OGpuuL03y.
maunn «Heomuunasias Mocksas b IUIX — nponoske-
icranki: «Poccuickoe HCKyeeTso 1980-90-x rozoms. o
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Mn. 4—7. PasBopot ruaa

no cpectusanio «Heodou-
umanbHas Mocksa 1999,
MOCBSILLEHHbIN BbICTaBKE
«My3zeit coBpemeHHOro
uckycctsa. Poccuitckoe
uckyccteo 1980—1990
rofos». bubnuorexka Mysest
COBPEMEHHOro MCKYCCTBa
«I'apam».
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Btopas YacTb «My3es coBpeMEHHOIo MCKYCCTBay MPOXOAMSIa B pam-
Kax cpectuBans «HeodomumanbHas MockBa», OpraHM30BaHHOTO B PamKax M30u-
patenbHoM kamnaHum Cepresi KupueHko Ha noct mapa Mockebl”. BoeicTas-
Ka OTMEHMNACh HEOXWMAAHHO AMs CAMMX OpraHm3aTopos. Mo ceugetenbcTay
AHppes EpochbeeBa®, «BykBanbHO HaKaHyHE OTKPbITUS HAM OOBSIBUIM, YTO B 3THX
3anax X Havancsa cpoYHbii HENMaHOBLIM PEMOHT MapKeTa U, COOTBETCTBEHHO,
BbICTABKA COCTOSITbCS HE CMOMXET», B YEM KYPaTOP BUAWT «MOAHOKKY checTu-
Banio — oOT KomaHgbl lOpus JyKKOBa, C Kem Toraa MbiTancs KOHKYPUPOBaTb
Cepreit Kupmerko»?'. U xots 310 yTBEpAEHME KAacaTeSbHO «MOGHOMKM dpecTm-
BaJllo» HE MMEET MPSMbIX MOATBEPKAEHUM M OCTAETCH OJHOM U3 YAaCTHBIX BEPCUM
MPOW3OLLEALLIEro, OTMEHA BbICTABKM MOBMSINA Ha PaCKNaA MHCTUTYLIMOHAMbHBIX
CUn B MOfe KynbTYPHOrO NPOoM3BOACTBa ToraaluHel Poccuu. Manbma nepeeHcTea
B OTKPbITUM My3esi coBpemeHHOro UcKkyccTBa B MockBe 6bina nepexeaveHa
ApyrMmu akTopamm cuctembl’2, Konnekums us myses-zanosegHuka «LapuupiHo»
He obpena camocTosTenbHoro ctatyca u B 2001 roay Gbina nepepaHa locynap-
CTBEHHOM TPETLSKOBCKOM ranepee, B KOTOPOM CrieLmanbHO Ans Hee Obin co3haH
oTgen HoseMwmx TedeHui («locypapcTeeHHas TpeTbsikoBcKas ranepes...» 2014).

XoTs npoekT «My3eit coBpemeHHOro ncKyccTBa. Poccuiickoe uckyc-
ctBo 1980—1990 rofoB» He OTKPLINCS, PabOThl U3 HEro, a TaKKe COMPOBOAM-
TerbHble TEKCThI K HMM Bbinv BOCMpou3BeaeHbl B kaTanore «HeodpmumansHowm
Mockebi» («<HeodomumanbHas MockBa...» 1999). MoxHO NpeanonoXmTb, YTO 3Ta
nyGnMKaLmMs NOBNMSNA Ha KPUTUYECKYIO MEPCNEKTUBY U TEPMUHOSNIOTMIO OTHO-
CUTENbHO HEeOPULMANBLHOIO MCKYCCTBA, OTPAMXEHHbIX B TOM MyGRMKaLmMm.

Ecnu B 1969 rogy BepOsITHbIN «KOHJPMMKT MHTEPMPETaLmif» He MO3BO-
JIMN OTKPBITbCS «[1oA3a60PHOM BLICTABKEY, 3Ta CUTYaLMS YaCTMHHO BOCTPOM3BE-
na cebs CrycTs LIeCTbAECHT IET BO BPEeMsl MOArOTOBKM APYroM SKCMO3ULMU —
coBmecTHOro npoekTta «O6nacTb CyGbEKTUBHBIX MPEACTaBAEHUIM»S, KOTopyio
B 2017 ropy kypatop AHapei EpodpeeB u xygoxHuua EnvzaBeta KoHoBanosa
denanv ans bantuiickoro domnmana locynapcTBEHHOrO LEHTPa COBPEMEHHOTO
UcKyccTBa (Ha TOT MOMeHT cTaBLuero Yactoio POCKU30) (dukoemy 2020).

B Teuenme yeTbipex net Epodpees u KoHoeanoea npuesxanm B Kanu-
HUHIPAA M UCCEefOBaNuM MECTHYIO CPedy M neisax — W B utore cobpanu
BHYLLIMTENbHbIM aPXMB, OTPAaXKaBLLMM COLIMOKYIETYPHYIO KapTorpadouio ropoaa.
ByayLuas sKCcno3uums npeanonarana MEXAUCLMNIMHAPHDBIM NOAXOA U NPu BCeM
ee BIM30CTU K apPXMBHOM M KPaeBEeAYECKOM BbICTABKE HE MbICIIMIIACh OpraHm-
3aTopamm Kak Takosas (dukosmy 2020).

BricTaBKe He Cy:AeHO BbINo COCTOATLCS MO Psdy NpryMH. [NomeleHne
Bantuickoro domnmana MNUCH B coctase POCU30, rge npegnonaranacb 3KCno-
3UUMS, HA MOMEHT 3anfaHMPOBAHHOMO OTKPbLITUSI He BbiNO OTPEMOHTUPOBAHO,
M KypaTopy M XYAOXKHMKY, no cempetenscTtsy Angpes Epocbeesa (2021, nuyHas
KOMMYHUKALWS), MPELIOKMUIU CHSITb APYrOe MOMELLIEHUE, YTO OKAa3anoch HEBO3-
MOXHO MO OUHAHCOBLIM coobparkeHuam. dupextop banturickoro donnmana MNiCH
EneHa LiBeTaeBa obpaTtmnack B KanuHMHIPaackuit o6nacTHOM MCTOPUKO-XYLO-
YKECTBEHHbIN My3€el C MPeLSIOKEHMEM MPOBECTM BbICTABKY Tam, Ha YTO Mosyyumna
OTBET, YTO KOoHUenuMsa npoeKTa «He COOTBETCTBYET HALUMM MpencTaBAEeHUAM
06 UCTOPUM BOCCTAHOBIIEHMS M PA3BUTUS rOpOAcKom cpeabl KanmHmHrpaga»?.
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MpoekT, B oTnuume oT «[loa3abopHOI BEICTABKMY, HE Bbin HAMPSIMYIO
OTMEHEH CUCTEMOM, KOTopas B cilydae BbicTaBkM EpocdpbeeBa n KoHosanoeoi
He OCYLLeCTBIISANA HACUNBLCTBEHHBIX PEMPECCHIM MO OTHOLLEHUIO K HOHKOHCPOP-
MUCTCKOMY MCKYCCTBY, HO MPOCTO OTKa3ara XyAOXHWKam B COTPYAHMYECTBE.
MpoekT «ObnacTb CyGbeKTUBHbLIX MPEACTABNEHUM» NMPU 3TOM OKa3ancs Bre-
TEH B ryCTYIO CYyTb aAMWHUCTPATMBHBIX NPEOBPa30BaHUIN U PECTPYKTYpH3a-
LMK CamMoro Mons KynbsTypHoro npouseogctsa: bantuiickuin counman MUCH
U3MEHMI CTRYKTYPY nogumnHenms?, ctas vyactoio POCK30, B ero 3gaHum Goin
PEMOHT, YCUNMBLUMIA Lienb GIOPOKPATUHECKMX MPOBOSIOYEK M COMMAacoBaHMIA,
& MOTUBbI M MEXaHU3MbI MPUHSITUS PELLEHUI B OPraHM3aLmMmn C MHOTOYPOBHE-
BOM CTPYKTYpPO# ynpaeneHus (0gHa MHCTUTYLMS B COCTaBe APYroM B cocTaBe
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Mn. 8—12. OparmeHTsl Npe-
3eHTaumMK npoekTa AHgpes
EpocheeBa u EnuzaseTtsi
KoHoBanoso#n «O6nactb
CYGBLEKTUBHBIX MPEACTaBe-
HWi», 2017. Qong AHgpest
Epodbeesa, apxue Myzes
COBPEMEHHOrO MCKYCCTBa
«lapax».
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MuHKCcTEpCTBa KynbTYpbl CTPaHbl) easa M Bbiv Npo3payHbl Ans Habmoga-
Ternen 1 y4acTHMKOB mpouecca. MNocTcoBeTckas cucTema, KasasLuasics 6onee
ABTOHOMHOW? MO CPaBHEHUIO C COBETCKUMM LECATUNETUSIMM, OBHaPYHKMNa
rPaHULbl 3TOM aBTOHOMMM.

Becb komnneKke agMUHUCTPATMBHBIX PErynMpoBaHmit, OMHAHCOBBIX
1 IOPULMHECKMX JOTOBOPEHHOCTEN, OPraHU3aLMOHHBIX MEPUMNETUI Hanbonee
APKO BbIXOAWUT HA aBaHCLEHY B Clly4ae YeTBepPTOM BbIOPaHHOM HamMK BbICTaB-
KM — 3Kcno3uumm pabot Mapka LLlarana, kotopas rotoeunacs B 1996 rogy
B LUOX ranepeelt «MoCKOBCKas manuTpa» M MapPUIKCKOM ranepeei DHPUKO
Hasappa?. MNpoekT He npocTo o6epHyrcs ans «MOCKOBCKOM ManuTpbl» LOSI-
roBOWM KaTacTpodhoi, HO MPMBEN K 3aKpbITUIO rrowaaku B 1997 rogy?.
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B umeltoLueiica B dpoHzax apxmea «[apaxka» BEPCUM KOHTaKTa MEXIyY
rafepesiMmM-opraHM3aTopamm BoiCTaBku oT 12 dhespans 1996 roga? yTouHseTcs
COCTaB MPOU3BEAEHWHM, ATl NPOBEAEHMS, (PUHAHCOBbLIE YCIOBMSI, COTMACHO KOTO-
pbim «MocKoBCKas nanmTpa» «obs3yeTcs Kynutb He meHee 30% npousBeaeHui
Ha Bymare, KoTopble el ByayT LOBEPEHbI» U OrOBAPUBAIOTCS MX CTOMMOCTb, CPOKM
NIaTexa, a TaKiKe BO3ZMOXKHOCTb 4151 «MOCKOBCKOM ManUTPbl» MPOAATh MHbIe
«[OBEepeHHble el MPOW3BELEHMS» C MOCTEAYIOLLMM NMEePeUnCIEHMEM DHPUKO
HaBappa vx CTOMMOCTM COMMAcHO KOHTPAKTY M HE MO3Xe YCIOBNEHHOM AaTbl.

[Momumo 3TOro, NnogpobHO OroBapuBaETCs BbLIGOP KOMMAHWUKU-
CTPaXOBLUMKA, KOTOPbIM, KaK BbIICHUTCS BMOCMEACTBMM, CTAHET KAMHEM MPET-
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Mn. 13. MepBas cTpaHMua
KOHTPAKTa Mo opraHu-
3aumu BbicTaBku LLlarana

B Mockse ot 12 cheBpans
1996 roga. MoHga ranepem
«MocKoBCKas nanuTpa,
apxuB Myses coBpemeHHo-
ro uckycctea «lapaxo.

Mn. 14. Thucemo H.
AHapureBnya AMpeKTopy
Poccuiickoro goma Hayku

1 KyneTypbl B BepnvHe B.A.
MenbHukoBy ot 20 mast
1996 roga. MoHga ranepem
«MocKoBCKas nanuTpa,
apxuB Myses coBpemeHHo-
ro uckycctea «lapaxo.
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moscow

$ lanepes
MOCKOBCKAS MANUTPA
P nlelte.

@ HPocKso

My 30ANG- BMCTAROW M LT

Mn. 15. Mpurnacurens-
HbIlt GUNET Ha BbICTABKY
LLlarana. @oHga ranepen
«MocKoBCKas nanuTpa,
apxuB Mysest coBpemeHHo-
ro uckycctea «lapaxo.

KHOBEHMS AJisl YCTPOUTENEN BbICTABKU. XOTSl €e BePHMUCaX, COrMacHO yroms-
HYTOM BbILLIE BEPCMM AOTOBOPA, GbiN 3annaHMpoBaH Ha 29 anpens 1996 ropa,
ampekTop «Mockoeckom nanutpsl» Hukonait AHgpresund B nucbme™® aupektopy
Poccuiickoro goma Hayku u KynsTypbl B bepnuHe Bnagummpy MenbHukoBy
oT 20 mas 1996 roga coobLuaeT, YTo

BoicTaBka Lllarana «ewe He oTkpbiTa B MOCKBE» MO TOM MPUUMHE, YTO MAPUIKCKasi CTOpPoHa TPeby-
€T, «CCbINasicb Ha HECTABMNbLHOCTb MOMUTMYECKON OBCTAHOBKM B Halei cTpaHe [..] 3acTpaxoBaTb
[...] [Bo3BpaT BLICTABKM B ycnoBneHHble cpoku] B EBponeickomn Crpaxosoit KomnaHuu mnm nonoxuTs
B 3anagHom GaHKe 3asior, PaBHbI CTOMMOCTM BCEM BLICTABKM, [...] 3anagHble CTpaxoBble KOMMaHWu

OTKa3bIBAKOTCS CTPAXOBATb KOHTPAKTHbIE obs3aTensCcTea B POCCMM, a TAKOM 3a50or HEBO3MOMXKEHY.

MpuBeseHHbIE BbIGEPIKKM M3 AOKYMEHTaLMM MOLFOTOBKM MPOEKTa
NnoYTU BYKBANIbHO WIMIOCTPUPYIOT LLUECTUXPAKTOPHYIO MOZLENb KYNbTYPHOIO
NPOU3BOACTBA, OnucaHHyto [NeTepcoHom, BKIOYas PLIHOK, oMHAHCOBbIE
U lopUAMHECKME OCOBEHHOCTU M OPraHU3aLMOHHYIO CTPYKTYPY NpOBeLeHUs
BoictaBku (Peterson and Anand 2004). B cnyuae akcnosmumm pabot Larana,
MOXOXE, MMEHHO OHU, & HE KYPaTOPCKWI B3MMISA Ha MPOWU3BEAEHMS, CTAHOBSTCS
OCHOBHbIM COLEPKAHMEM MOAFOTOBKM MPOEKTa.

Kak 1 B cnydvae BbicTaBku EpodheeBa 1 KoHoBanosoit, B HecocTo-
sBLelics BoicTaBKe LLlarana Ham siBfieHa BCSi MHOTOYPOBHEBAasSt aPXMTEKTOHMKA
YCIOBWI KYNBETYPHOM MHAOYCTPUM, KOTOPas Ha npumepe obCyKAaemoro Keica
NPOCTUPAETCS OT YCNOBWIM SKCMOHUPOBaHMS PaboT Ha BbiCTaBKE-NPOAANKE
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[0 MOMUTUYECKOM CUTYaLMM B CTpaHe Ha poHe MpPoBeAeHUs MPE3UOEHTCKMUX
BbIGOPOB. [1pumeyaTenbHO, YTO TaKoe OOCTOATENLCTBO, KaK BbIGOP KOMMaHMU-
CTPaxXOBLUMKa, — eCTECTBEHHbIM 3Tan MOArOTOBKM Ni0GOro BbICTABOYHOIO
MPOEKTa — OKa3bIBAETCS 34eCh HACTOMBKO 3aMyTaHHbIM M CRIOXKHbIM, YTO Mpe-
BPALLAETCS efBa /M He B pelualomi hakTop, MPUBEALLMIA K BbiObIBAHMIO
OAHOTO M3 aKTOPOB M3 MOSs NPOWU3BOACTBA KYSLTYPbl BOOOGLLE.

OPUK BYJIATOB

ol WA A B gy ,

T BAGHIERS
; " % 4 g 9 5 ‘. .
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Mn. 16—17. O6noxka
KaTarora HecoCTosIBLLENHCS
BbicTaBku «XKuBonwcs, rpa-
domra» (1989) c yqactem
Opwka bynatosa, Onera
Bacunbesa, Sayapaa lopo-
xoBckoro, Mnbn Kabakosa
n MeaHa Yyitkosa. bBubnuo-
Teka My3es coBpemeHHOro
uckyccTea «fapax».

OpHum 13 Hanbonee 3arafo4HbIX apPTedPaKTOB, OTPAKAIOLLMX UCTOPMIO
HEOTKPbIBLUMXCS BLICTABOK, CTas KaTanor' sKCno3mumm ¢ y4actrem Dpmka bynato-
Ba, Onera Bacunbesa, Sayapaa lopoxoeckoro, Unbu Kabakosa n MeaHa Yyiikosa
C npocTbim HasBaHuem «HumBonumcek. Mpadpmkar, kKoTopas AomkHa Gbina NPOUTH
B 1989 rogy B Mockee. MecTo npoBeaeHUs BLICTaBKM B KaTasiore He yKasaHo.
B ero BbixogHbix AaHHbIX douryprpytoT Mockosckast opraHmsaums Colosza Xyaom-
Hukos PCOCP, a Takke ynommHaBLUAsICA Bbilue ranepes «MocKoBcKas nanuTpas.
Ho noHsTb, KaKylo KOHKPETHO POsib KaXAas M3 HUX urpana B opraHu3aumu
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M ROMKNM BCe BPEMR PEATHPOBATS, ACHCTBORATE. Mi MPOCTO He
MOMEM YEMACTS CE6R CO CTOPOWM: AR 3TOFO Y MAC HET NYMNOR
Ancranuun.

31y AMCTANUMO MOXET AATh TOMBKO MCKYCETBO. A ANS MENA —
WusonKes, sepuee, Kapruna. MoToMY WTO camo nousTHe «KAPTHHAN
Ana mewa Gonsie noNsTHR KMBOMMCHs.

PaBiora < KPACONHOR CTPYKTYPOR MK FIPMONNIAUNA HECTOTMX

RaTeN MHe Ke MNTEpECHM.

Rpyroe aeno xapmuwa.

B CYWHOCTH, KAPTHHA — 3TO ANMCTECHNAR PEANLHOCTS, B KOTOPYIO

a sepro.

OKpYWalouNA MNP, NP BEEH BrO IKTHEHOETH, CAMWIKOM NEMARENEN,
TOBM 8 HEro MOWMHO GMNO BCEPLE3 NOBEPKTL: BCO MAMBET, MeNMKaeT,
Mewsercs wa rnasax.

Tonsko KapTana HeswGnema.

Ee nonomeNue 8 310K MAPE YHAKALHO. C OANOR CTOPONM, OHa —
RPEAMET B PAAY APYTHX NPEAMETO, TAK e, KAK CTOM, CTY, TOpenKa.
KaK 4 8ce MPEAMETS, OHA HMEET NIOBGPIHOCTS, KPaKH, TORUINNY, MOWET
Gure nosewena Ha creny. Ho, € APYrOA CTOPONM, ONa — NPOCTPANCTIO.

& KOTOpOM % MKBY, WO

ocre.
ONpYBIOWER WHINK, % AOHEN
0BpatMTLER K KpTHNE K CTPOC Owa oraevaer, ecn NpaBHALHO
nocrasnen sonpoc. PaGora ¢ KaprMok — 31 awanor. He Haao

NOACKIIMBATE, WO HIAO HaBAIMIBATS. HIAD BHNMATENEHO CRYWATS,
sepuee swAeTy, 410 Te6e oTBeaET coBecoANN) . KoTOpMH

AGET KITHNA, COCTONT 8 TOM, 4TO ONA NOKAIIBACT, KAK BWIMAANT 1O,
uro 2 xouy yaars.
TOMMKO TOAA % Y3HAKD O, 4TO THCANY PAI BHACN B XHINK N HE YINABAN.
Teneps 310 uepea Kaprwny oBpeTact 06pa3 u nonyaCT HMA.
Rymato, 410 PABOTa XYAOKNNKA B STOM K COCTONT: ON NMEHYET.
Bce OCTANLNOR: AARAT OUENKN, BMNOCHTS IPHIOBOP — NE €70 AENO.

2. Bynaron

MPOEKTa, K COManeHuIo, HEBO3MOKHO, KaK HEBO3MOXHO YCTaHOBUTb MPUYMUHDI
OTMEHbI MPOEKTa®, KOTOPbIE HE CMOT BCMIOMHUTL HUKTO M3 OMPOLLEHHBIX HAMM
PECNOHAEHTOB.

Ecnu B cnyyae epodpeeBckoro «Myzes coOBpeMeHHOro MCKYcCTBa»
nyoGnm1Kaumio MaTepManoB B KaTanore «HeodmumanbHoM MOCKBbI» MOXKHO CHM-
TaTb JOKYMEHTaLMEN MPOEKTa, KOTOPbLIM MO33KE, MYCTb B CUIIbHO M3MEHEHHOM
BUJE, PEanM30Barncs Kak MOCTOSIHHAS SKCMO3WLMs OTAENA HOBEMLLMX TEeHEeHM M
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KaTanora HeCOCTOSBLLENCS
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domra» (1989) c yqactem
Opuka bynatosa, Onera
Bacunbesa, Sayapaa lopo-
xoBckoro, Mnbu Kabakosa
u MeaHa Yyitkosa. bubnu-
oTeKka Myses coBpemeHHo-
ro uckycctea «lapa .
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TpeTbsIKOBCKOM ranepeu, To B Clly4ae HACTOSILLEro KaTtasnora Mbl UMEEM AENIO
C haHTOMOM, Crief KOTOPOTO SIBSIEH OTHETIIMBO, A MPUYMHBI, €O MOPOAMBLUME,
HEe MoANeXaT BoCCTaHOBMeHMo. Katanor 3Toi HecoCTosBLUENCS BbICTaBKM
CBOMM HAaJIMYMEM OTCHISTAET KO BCEMY KOMMIIEKCY YCIIOBMM (PDYHKLMOHUPOBA-
HUSI CUCTEMbI MCKYCCTBA, B 4AHHOM CIly4ae sIBIIEHHOM KaK comrypa ymonvaHmsi,
HO 6€e3 KOTOPOM HEBO3MOXHO MOHSITb JIOTMKY MPOM3BOACTBA M ObITOBaHMS
WCKYCCTBa BOOOLLE.

1. Tly6nukaums B xxypHane Frieze o 6ueHHane Manifesta 6 B Hukocmu, koto-
pasi He cocTosnack, 6yayym 3annaHmMpoBaHHoi Ha 2006 roa. Cm. School's
out (2006, September 6) Frieze 101, https:/www.frieze.com/article/
school%E2%80%99s-out (21.03.2021).

2. BeictaBka «HacToslee Bpemsi, HecoBepLUeHHbIM BuA» npoluna B Mysee
coBpemeHHoro uckycctea «lapax» ¢ 26 mapta no 8 aerycta 2021 roga.
KypaTopsl: EkaTepuHa MHozemueBa u Cawwa O6yxoBa npu ydacTnm ToHu
Tpy6uusiHon. https:/garagemca.org/ru/exhibition/i-present-continuous-i
(21.03.2021).

3. B kayecTBe «puhpMmbl» K BbicTaBKe «HacTosee Bpemsl, HECOBEPLUEHHbIM
BMA» MOXHO BCnomHuTb KHMry «Unbuilt Roads: 107 Unrealised Projects»
(Berlin, Stuttgart, Hatje Cantz, 1997), nogrotoBneHHyio XaHcom Ynbpu-
xom O6purctom u 1 TopTosa, a Takke oHNalH-Gasy AaHHbIX Agency of
Unrealized Projects (AUP), ugeto kotopo npegnoxunu OB6pmcT, AHTOH
Bupokne n Xynbeta ApaHaa, aocTynHyto no agpecy https://aup.e-flux.com/
(21.03.2021). B 060omx crydasix peyb Lusia CKOpee O HEPEeanu30oBaHHbIX Xy40-
KECTBEHHbIX NPOEeKTaxX, a He BbicTaBkax. C 1994 roga oHnaiH-6a3y AaHHbIX
XYAOMECTBEHHbIX MPOEKTOB, MOABEPrumMxcs ueHsype (nog HassaHWem
The File Room) BegeT ncnaHckuit xygoxHuk AHToHM MyHTagac. MpoekT
pocTyneH no agpecy https:/sites.rhizome.org/anthology/thefileroom.html
(21.03.2021).

4. [IHEeBHMKM U 3aMnMCHbIE KHMXKM KOMNEKLMOHEpa M apxmnBapuyca Heodou-
umansHoro cosetckoro JleonHnaa Mpoxoposuya TanoukuHa (1936—2002),
patrpyemble KoHUom 1950-x — koHuom 1980-x rogoBs, XpaHSTCs B apxmBe
My3zes coBpemeHHOro uckyccTea «fapax» M Ha MOMEHT BbIXOAA BTOPOrO
Homepa The Garage Journal Hu pa3y He ny6rMKoBanuch.

5. TepmuH ApTypa OanTto (2017).

6. O6 3Tom CBMAETENbCTBYET He TOMbKO M3JaHMe ABYXTOMHMKa Bpioca
AnbTiynepa 06 MCTOPMM KNIOYEBbIX A1 MCTOPUM UCKYCCTBA BbICTABOK
(Altshuler 2008; Altshuler 2013), Ho 1 3anyck B 2010 rogy NOHAOHCKMM
uccnepoBaTenbCknMm LeHTpom Afterall kKHUKHOM cepum nog HasBaHWem
Exhibition Histories. B goka3aTenbCcTBO 3HAYMMOCTH 3TOrO HamnpaBeHus
MOXHO TaKXe MPWBECTM MPUMEPbLI PEKOHCTPYKLMM KPYMHbIX BbICTABOK
Bpoge «When Attitudes Become Form» (nepeoHavansHo npoiuna B 1969
rogy B KyHcTxanne bepHa, pekoHcTpynpoeaHa B QoHge MNpaaa B BeHe-
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umm B 2013 roagy) mnm «Magiciens de la Terre» (opuruHanbHas Bepcus —
1989 rog, LleHnTtp Momnumay B Mapuke, pekoHcTpykums — 2014 rog Tam
e). O630p ny6nmKaumi no nNpobreme UCTOPMM BLICTABOK cm. Myers
and Szupinska 2017.

7. TleTepcoH He hOoKYCHPYETCS MCKITIOYUTENTBHO Ha UCKYCCTBE, PacnpocTpa-
HSIS OMTMKY MapagMrmMbl MPOM3BOACTBA Ha HayKy, penuruio, obpasosaHue
1 np. [MockonbKy TEMOM HaLLEro 3cce CTanu XyAOKECTBEHHbLIE BbICTABKM
U NPeACTaBneHHbIE Ha HUX PaBOoThl, Mbl MCMOSb3yEeM TEPMUH «MPOM3Beae-
HMe» ans 0603HAYEHMSI UTOFOBOrO «MPOAYKTa» MPOM3BOACTBA KYSLTYpbI.

8. (DusunyecKoe NPOU3BOACTBO Cammx PaBOT Ha BLICTABKE, a8 TaKKe maTepu-
anbHble HOCUTENM, AENaloLLMe BO3SMOXKHBIM MX SKCMOHUMPOBAHME.

9. HanpaeneHue «6eaHoOe MCKYCCTBO», BHIKPUCTANIM30BABLUEECS B KypaTop-
ckunx npoektax [xxepmaHo YenaHTa. BoicTaBka kypaTopa HaH-lKOGepa
MaprteHa «Magiciens de la Terre» (1989), nocesiLueHHas MOCTKONOHMASTbHOM
OMTUKE B COBPEMEHHOM MCKYCCTBE.

10. 3anucb crefyloLWwero coaepKaHus:

«21 mapTa 1969 roga.

..y Ockapa [PabuHa] 6bin MHTEepecHbIit pasrosop. Ero mnaes ebicTas-
KM Ha CBEXem BO3JyXe MHEe B Leriom HpaeuTcs. BHavane oH BoobLue
npegnaran cAenaTb rAe-HWMOYAb B NIECY, B POLLE, KYAA KaXAbIM XyLOKHUK
MPUHOCUT CBOU pa6OTbI M BeELUaeT, rge Xo4YeT U KaK XO4eT. HeT CTEH.
MecTa xBaTaeT Bcem xenaowmm. OguH MOXKET ogHy pPaboTy MOBECUTH,
a Apyron ABecTM LITYK. HeT HUKaKMX OrpaHMyeHui, HUKaKUMX PamoueK.
Ho ecnu 310 penatb B necy, 3to GyAeT BbIMMSAETb, KaK AEMOHCTpa-
umsi (BO3MOXHO Aaxe MOSIMTUYECKYIO OKPACKy Yy BCEro PacCMOTPSIT).
A npes 3Ta nepepocsna B UAEIO BLICTABKM Ha Aade Y KaKoro-HWbyab nmca-
Tens B “MepepenkmHo” <...>. Ockap 3aroBopmn 0 YyKOBCKOM, a CTapyLUKM
npeanoxunu kaHamaatypy KasepuHa. Cyas no YMcTO BHELUHUM BrievaT-
neHUsM, 3Ta KaHAMAATYpa ropasgo Gonee uHTepecHa U peasnbHa. HyxHo
MCKaTb NyTU KoHTaKTa. Ockapy 3Ta hammnus Toxe Gornblle NOHPaBMMach.
12 mas 1969 roga.

8-ro Ockap [PabuH] ¢ Bonogeit [HemyxuHbim] <...> ezgunm B MNepegen-
KMHO M CMOTpEnu Tam 3abop Ans BbiCTaBku. 3abop Bpone Gbl HUYEro
ronarcsi, HoO BOT XO35IMH TONbKO 0CcoBoro foBepus He BHyLuaeT. Ockapy
OH He noHpaswuncs: “Mo3BOHSAT emy, M OH TyT 3Ke BOpOTa Ha 3acoB"».

11. PabuH n HemyxmH, HanpoTMB, aKTMBHO CTPEMMIIUCL OTBOEBaTb cebe
MECTO B CYLLECTBYIOLLEN CUCTEME U LOOUTHLCS PaspeLLeHUs Ha npoBe-
feHue BbicTaBoK (PaBuH 1986). CUMBORMYECKUM UTOTOM WX TPYAOB CTan
OTKpbITUE B mMae 1976 roga cekumm xmnBonmcr MOCKOBCKOro o6beamMHeHMs
KOMMUTETA XYAOMHUKOB-TPAPUKOB, B 3a5ax KOTOPOro Ao KoHua 1980-x
rogos BbicTaBnsinucb Bnagummnp Hemyxun, Unbs Kabakos, OpaHumcko
MHdpaHTe u gpyrme (Pnopkosckas 2009).

12. Hanpumep, B IOrocnasum (Zabel 2012).

13. TepmmH «BTOPOM aBaHraph» Obin NPEeANnOXKeH XyLOXKHUKOM-HOHKOHOP-
mmctom Muxamnom pobmaHom B OAHOMMEHHOM CTaTbe-mMaHUdpecTe, Hanu-
caHHoi B Tenb-ABue B 2007 rogy. Cpenn npenctaBuTenei «BTOpPOro
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20.

21.

22.

aBaHrapga» nepe4vmcneHsl umeHa Ockapa PabuHa, Bnagummpa HemyxmHa,
Hukonas Beutomosa m apyrux ([po6man 2007).

. Pabota HeodpmLManbHbIX COBETCKMX XYLOKHMKOB HEOOHOKPATHO BbICTaBIS-

TIUCb 3a PyBeOoMm U Bbinu MPeACTaBNeHb!, COEAM MPOYero, B pamKkax BeHe-
LMaHCKOM BUeHHarne coBpemMeHHOro uckycctea B 1977 rogy Ha BbiCTaBKe
«La nuova arte sovietica. Una prospettiva non ufficiale» (kypatopbl DHpmKo
Kpucnonsti u labpuanna MoHkaga). Mctopus BeICTaBOK Heodpmumanb-
HOrO MCKYCCTBA, MPOLUEALLMX B COBETCKOe Bpemsa 3a npegenamm CCCP,
YacTMYHO oTpaxkeHa B nybnukauun «OTkpbiTe Poccuu. Decatunetme
HOBOro MHTepHaumoHana: 1986—1996» (nog pegaxkumnen Kent Qayn u PyT
Spamcon) (Mockea, OO0 «ApTtrngy, 2016). Bonee nonHbI cNMCoK cobbi-
TUIA M MATEPMANIOB, OTPAMKAIOLLMIM UCTOPUM BLICTABOK HeodoMLMabHbIX
COBETCKMX XYAOKHUKOB 3a pyBexom, cm.: https:/russianartarchive.net/ru/
search?keywords=0d4c5bc4-bb6c-47af-8103-b238cfeed21f%2C40285df2-
483d-4dde-93b1-720b%a3eb771&query=%D0%B3%D0%BE%D1%80%D0%
BA%D0%BE%D0%BC (21.03.2021).

. DTO NMOATBEPKLAAETCS, B YAaCTHOCTH, XYAOKHUKOM DpuKom BbynaTtosbim

B MHTEpPBbIO, JaHHOM aBTopy 3Toro 3cce B 2014 rogy: «..Korga s 3HaKo-
MUNCS C KeM-TMBO yike B Gornee No3gHem BO3PAacTe, B3rsAbl M OTHOLLEHKE
K MCKYCCTBY CTAHOBMJIMCb OYeHb BaXHbIl. M eCriv oHW OKasblBanmnchb NpoTm-
BOMOSIOKHLIMM MOMM, BCTYMWUTb B HOPMAaribHOE YerioBe4Yeckne obLueHue
6bI10 HeBO3MOXHO. C TpeTbel CTOPOHbI, 1 Ha COBCTBEHHOM OMbITE BCE
BPEMS OLLyLLAn rpaHuLy, MpUMYem O4YeHb KecTKo. To ecTb MioAM MpPocTo
usberanu BCTpeYaTbCsl CO MHOM. S ObiN KHUMKHbBIM UITTIOCTPATOPOM, HacTo
MPUXOAMIT B U3[ATENBCTBO M XOPOLLO 3HaN MHOTMX Momx Kosner. C Kkem-
TO Mbl BMECTE YHUINCh B XYAOKECTBEHHOM LLKOSE, C KEM-TO B MHCTUTYTE.
OpHaKo BCce OHM He CTPEMMIMCL OBLLATLCS M B3aMMOLENCTBOBATL, €CIU
feno He Kacanocb pa6otbi» (JlegeHés 2014).

. O6yxoBa A (2021) JTnyHas KOMMYHMKALMS, OYHBIM PAa3roBOp O MPOEKTe

«HacTosiLee Bpems, HecoBepLUEHHbIN BUIY.
O6 opHOM M3 Hambonee U3BECTHLIX MPUMEPOB OTMEHEHHbIX BbICTABOK
HeoULMaNbHbBIX COBETCKMX XYAOKHUKOB CM.: AramoB-TynmupbiH 2014.

. Epocbees A (2021) InuHas KOMMYHMKaLMSI, OYHBIA PA3rOBOP O MPOEKTe

«Mys3elt coBpemeHHoro mckycctea. Poccuiickoe uckyccteo 1980—1990-x
rogos».

DTOT haKT OTPaxeH B BbIXOAHbIX AaHHbIX KaTanora (KypuusiH 1999).
KommeHTapuit AHgpesi EpodheeBa MOMHOCTBIO CM. B SMEKTPOHHOM KaTa-
nore cpoHaa Angpes Epocbeesa B apxuee «lapaxa» no agpecy https:/
russianartarchive.net/ru/catalogue/event/EBNXY (21.03.2021). KommeHTapwuit
6bIn 3aMMCaH COTPYAHMKaMM aPXMBA B PAMKaX KaTanormsaLumm qooHLOB apXmBa.
Tam xe.

Mockoeckmi myzeh coBpemeHHoro uckycctea (MMOMA), ocHoBaHHbIN
3ypabom Lepetenu, otkpbin ceou gsepwu 15 nekabps 1999 ropa, cnycTts
HECKOJIbKO MecsLeB mocre 3aBeplueHus doecTnsans «HeodpmumanbHas
Mockea». Cm. uctopuio myses Ha cante MMOMA no agpecy https:/
mmoma.ru/about/ (21.03.2021).
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23.

24,

25.

26.

27.

28.

29.

30.

31.

32.

The Garage Journal:

34ecb 1 janee pacckas O KOHLUEMUMM BbICTABKM OyLeT OCHOBbIBATLCS
Ha pyKonucy AHHbI [IMKOBUY, NOCBSLLEHHOM UCCNefOBaHMIO 3TOro HECOC-
TosiBerocs npoekta (Aukosuy 2020).

OdpuumanbHoe nncbmo ampekTopa bantuitckoro dounumana locynapcteen-
HOro My3selHo-BbicTaBo4HOro ueHTpa «POCU30» Enenbl LiseTaesoi
Ha nma agupektopa [BYK KanuHuHrpaackmii o6nacTHOM MCTOPMKO-XYLO-
wecTBeHHbI myseit Cepres Akumoa. DoTokonus nmucbma Gbina npucnaHa
aBToOpy HacTosilel ctatbu EnnzaBetolt KoHoBanoBol no aneKkTpoHHOM
noute 5 mapta 2021 roga.

CoobueHne 06 obbeamHeHun MyseltHo-BbicTaBovHoro LeHTpa POCK-
30 u locyaapcTBEHHOIO LiEHTPa COBPEMEHHOIO MCKYCCTBA B €AMHYIO
CTPYKTYpPY Obiia onyGiMKoBaHO Ha caite MuHucTepcTBa KynsTypbl PO
6 okTbps 2017 roga. Cm.: https://culture.gov.ru/press/news/muzeyno-
vystavochnyy-tsentr-rosizo-budet-obedinen20171006163516/ (21.03.2021).
ABTOHOMMSI MONS KYFBTYPHOrO MPOWM3BOACTBA MOHMMAETCS B PAMKaX KOH-
uenuum Mbepa Bypabe Kak cTeneHb, «B kKakoi mepe emy [nonto] yaaeTcs
HaBsi3aTb CBOWM 3aKOHbI M CaHKLMKM BCEMY aHCAMOIIO MpoM3BOAMTENEN
KyNbTYPHOM NMPOAYKLMM, BKIIOHAS U TEX, KTO, 3aHUMAasi MONUTUHECKM U KO-
HOMMYECKM AOMMHAHTHYIO MO3MLMIO B MOME KyNLTYPHOrO MPOU3BOACTBAY
(Bypabe 2014).

OnucaHue NPoeKTa CM. B INEKTPOHHOM KaTanore dooHAa ranepen «Mockos-
ckas manuTpa» B apxmee «fapaxa» no agpecy https:/russianartarchive.
net/ru/catalogue/event/EBIDG (21.03.2021).

UcTopmio ranepen «MockoBckas nanutpa» cm. https:/russianartarchive.
net/ru/catalogue/collection/moscow-pallete-gallery-archive (21.03.2021).
KoHTpakT no opraHusauuu BeicTaBku LLlarana B Mockee. MalumHonucs,
JatupoBaHHas 12 dpeBpans 1996 roga. MctouHumk: Apxme Myses coBpemeH-
Horo uckyccTea «lapax», dooHg ranepen Mockoeckas nanutpa, MP.IX.21
nmcTol 1—4.

Mucemo Hukonas AHgpuesmya gupekTopy Poccuiickoro goma Hayku
u KynsTypbl B BepnuHe Brnagummpy MenbHukoBy ot 20 mas 1996 roga.
MawmHonucs, MP.IX13_nucTl.

Xueonucs, rpacpmka (1989). dpuk Bynatos, Oner Bacunbes, Sayapa lopo-
xoBckui, Mnba Kabakos, MeaH Yyikoe. MockBa, MocKoBCKasi opraHm3auums
Cotoza xygowHukos PCOCP.

DaKT OTMeHbl MPOEKTa MOATBEPAMST B TENEPOHHOM MHTEPBbLIO aBTOPY
ctaten Omutpuin Madabenu, 3aHnmasLumiics B 1989 rogy domHaHcamm
KoonepaT1ea «MockoBckasi nanuTpar (2021, nuyHas KommyHuKaums). Porb
«MOCKOBCKOWM ManuTpbl» B OpraHuW3aLmM BbICTABKW, @ TaKKe MPUYMHBI,
Mo KOTOPbIM OHA HE COCTOSNAaCh, BbIACHUTbL He yaanocb. Mayabenu [
(2021) JTuuHas kommyHmKaums. Pasroeop o BbicTaBke «Dpuk bynaTtos,
Oner Bacunbes, Sayapa lopoxoeckuit, Mnba Kabakos, MeaH Yyiikos.
Hueonuce, rpadpmkan.
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BnarogapHoctu

AsTop 6narogaput AnekcaHgpy O6yxosy, TaTbaHy Bonkosy, AHgpesi Epo-
beesa, Ennzaeety KoHoeanosy, Mapraputy Kynéey, Omutpus Madabenm,
AHTOHUMHY TpybuubiHy U MapTy Llaix 3a nomoLub B NOAroTOBKe maTepuana.
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Reflexive essay

This House Is Not a Home: Producing
Encounter-Based Collective Formats

in the Time of COVID-19

Isabel Bredenbroker, Angela Stiegler, Lennart Boyd Schirmann

In the summer of 2020, the a-dis-
ciplinary platform K moved into

the exhibition space of Lothringer
13 Halle in Munich. The event This
House Is Not a Home that K organ-
ized there functioned both as an ex-
hibition space for gallery visitors and
also as a social format for meeting
and sharing. Over the course of the
intervention, more than 50 partici-
pants came together to inhabit the
space, share their skills in art and
other disciplines, eat together, and

furnished with artistic contributions
that represented individual par-
ticipants and were also functional.

In this practice-based, autoethno-
graphic essay, three organizers re-
flect on how the event was planned
and unfolded in the light of the in-
stitutional regulations and demands
that arose due to the COVID-19 pan-
demic. They discuss the dynamics of
social, nonrepresentational formats
in art institutions and processes for
negotiating them.

use the infrastructure. The space was

Keywords: a-disciplinary, artistic labor, collective practice, conflict, contempo-
rary art, COVID-19, housing, K, self-organized, utopian

Isabel

From the 15th of June through the 20th of September 2020, the a-disciplinary
platform K temporarily moved into the exhibition space of Lothringer 13 Halle,
a kunsthalle run by the city of Munich. The space bears a vague resemblance
to what we imagined Andy Warhol's Studio 54 looked like back in the day. This
former engine factory from the 1930s is tucked away in a back building, and
surprises visitors with its vast space, bright skylights, shiny concrete floors, and
a creaky, winding wooden staircase leading to the offices. It is located just off
pretty (read: bourgeois) Lothringer Street in Munich's tasteful French Quarter
and can be found by following the smell coming from the Japanese patisse-
rie next door, which makes excellent brioche. En route, one passes through
a courtyard under the watchful gaze of a giant Virgin Mary statue. Mary, the
imaginary guardian of Bavarian law, order and tradition, inhabits a niche in the
wall of a neighboring house, the ground floor of which is used to host visiting
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artists, such as ourselves. This atelier apartment became one of the houses
and homes that we, the five core K organizers, as well as other K collaborators,
got to inhabit over the course of these three months, together with the homes
of private hosts and family members, hotel rooms and vacation apartments.

K is an open initiative that experiments with a-disciplinary forms
of exchange in the fields of artistic practices and research. Since 2013, various
people associated with K, whether temporarily or on a more long-term basis,
have contributed to symposia, exhibitions, and workshops. These serve as
a platform for young researchers and artists to fest their own (un)contem-
poraneousness by means of recurrent personal encounters. By now, K has
established itself as an infimate laboratory and a public forum for transna-
tional cooperation. Previous meetings were organized in Karlsruhe, Berlin,
Athens, Hydra, Munich, and Karlsthal in Brandenburg. Each time, we found
different funding sources, including the ifa, the DAAD, and Erasmus, as well
as various other international arts and research foundations. What started out
as a K organizing meeting in a studio migrated through different temporary
spaces, such as artist residencies, studios, self-organized project spaces, art
school guesthouses, Airbnb apartments, and a repurposed barn. Thus, the
theme of home had always resonated with K's practice, while never becoming
permanently manifest.

Our thematic emphases emerge out of individual participants’ con-
tributions in response to the respective location and changing interpersonal
constellations. This makes K a constantly changing body of multiple possibilities.
It assembles current topics of artistic and research practice, as well as things that
are of personal relevance for us, and brings them into new formats, again and
again. The ever-changing group of people involved in different iterations of K
came from a network of friendship ties built around shared interests, shared
courses of study, or long-standing friendships. While the initial organizers,
Angela Stiegler and Matthias Numberger, as well as the subsequent core feam
are all German, international participants came fo K via encounters at academic
exchanges, conferences, or through an extended international circle of friends.
As such, K is very much the product of a purposeful cultivation of friendships
based on shared interests, as well as of a new international level of academic
training, paired with the accelerated possibilities of cheap travel and digital
communication. For young people from their mid-20s to mid-to-late-30s,
these influences come to represent the entire generation now growing up
with a mesmerizing multitude of possibilities and a commensurate amount
of exhaustion. British economist Noreena Hertz (2016) has named the gener-
ation after us Millennials ‘Generation K': teens who are ‘coming of age in the
shadow of economic decline, job insecurity, increasing inequality, and a lack
of financial optimism." Things will only become more complicated moving
forward. K wanted to offer an alternative way of being and working together
in the face of these developments, whilst unavoidably being shaped by them.

This House Is Not @ Home was organized by Isabel Bredenbroker,
Sarah Lehnerer, Lennart Boyd Schirmann, Angela Stiegler, and Felix Leon
Westner. K's intervention at Lothringer 13 functioned as an exhibition for gallery
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visitors and also as a platform for participants. But we labelled it a ‘platform,’
rather than an exhibition, because it was first and foremost designed as
a social format for meeting and sharing. In contrast fo an exhibition format,
which is focused on installed work with an optional side program of events
and performances, the core elements of This House Is Not a Home were its
many contributions and contributors. The space and its setup formed the ‘home
base’ for meetings, talks, workshops, physical exercises, a live radio studio,
and other kinds of direct interaction in the space. These took place over the
course of the entire project phase and, in their most condensed and intensi-
fied form, during three activation periods. On these three long weekends, up
to 30 invited participants and additional guests from the public came together
to ‘inhabit’ the space, share artistic and other skills, eat together, and use the
infrastructure. The 'house’ was essentially furnished by arfistic contributions that
represented individual participants, but which were also meant to be functional.

The title This House Is Not a Home alludes to the fantasy of turning
Lothringer 13's vast, loft-like into a place that can be inhabited. Yet, while we
did not actually live in the loft-like space, it was furnished and used extensively.
Our vision was not to recreate a communal living space like those of the 1960s
and 70s. As time, capitalism, cities, and the art world have moved on, such
a scenario has become both impossible and inappropriate. Most places which
may formerly have been the ideal 'empty loft, cheap and available places
for partying and making art, can now only be accessed through institutions.
Otherwise, they are in private hands and often unaffordable. In this sense, This
House Is Not a Home was essentially a collaboration with an art institution that
conceptually aimed fo go beyond the limitations of institutional frameworks,
where, as the slightly disquieting title suggests, one can never be truly at home.
Rather, we wanted to inhabit the Halle by means of constant encounters and
activities in the space. Having functional and hands-on artworks in the space
acting as ‘the furniture’ aided in turning processes of exchange between
participants info means of production, jointly bringing forth what was being
experienced, shown, and made here.

So there we were in January 2020, looking at the beautiful space
of Lothringer 13 Halle during our first meeting with the Lothringer team,
planning towards what would be our biggest collective effort as of yet and
our first collaboration with an ‘art institution’ that offered us a space, a budget
to work with and a small team to help with planning and production. The
connection to the Lothringer 13 Halle emerged when the new curatorial team
arrived and reached out fo different Munich-based artists who were working
with issues of encounters and collectivity. The team—Lisa Britzger, Luzi Gross,
and Anna Lena von Helldorff—announced a curatorial concept (Lothringer
13 Halle 2020: ‘About’) that

‘focuses on collaborative, context-specific and transdisciplinary positions. Fostering enduring alliances
and new temporary spaces, the site becomes activated for different uses. Artistic practice, its mediation
and reflection become temporally and spatially intensified and serve as impulses for a joint negotiation

of the contemporary.’
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As is evident, K's practice and the curatorial concept for Lothringer
13 overlap in a number of aspects, making K a perfect fit for their program.
When Angela, one of the K organizers and an artist living in Munich, was
contacted by the team in late 2019 to see if a collaboration was possible, the
COVID-19 pandemic was not yet a reality and K was a (temporarily dormant)
loose structure with an organizational ‘core’ that had seven years of self-or-
ganized practice to its name. In various previous contexts and formats, K has
enabled collective moments of encounter, circling the epicentre of the art
world on its planetary outer rings. The difference between these two universes
became apparent on several occasions. For instance, when we were in Athens,
just before documenta 14, a project which was accompanied by criticisms
of German art funding and presence in the city, these criticisms were projected
onto K, producing uncomfortable frictions. Yet we were in fact unrelated and
completely irrelevant to documenta, and only had a small budget which we
spent on accommodating and feeding participants. While our meetings took
place, participants took care of the temporary collective structure. When we
went our separate ways, K went into hibernation mode—until the next time
someone made an effort, organized new funds, gathered people together,
and took the lead on communication.

In February 2020, a few weeks after our first initial meeting with the
Lothringer team, all members of the core team were back in their respective
homes across Germany, locked down and paralyzed as cancellation emails for
all kinds of academic, cultural, and art events kept popping info our inboxes.
Watching the course of events carefully as winter turned fo spring, we com-
municated via Skype every other week. Yet, we had no clearer vision of how
to proceed, let alone think of a scenario in which it would be possible to get
together, actual physical bodies and all, in a physical space, and enjoy it. We
decided not to cancel early on and instead waited for a bit. We postponed the
event for a month and were lucky enough that, as it turned out, our chosen
timeframe fit exactly into the summer months when art spaces were allowed
fo open in Munich, and ‘meetings in professional contexts,” a title we could
claim for ourselves, were allowed to happen. Plus, borders reopened. In fact,
one week after we vacated the space in September, Munich's city adminis-
tration went back to limiting get-togethers to 20 people. So, we were really
lucky! Still, these summer months brought about many experiences that were
quite unexpected.

K: Krisis/Korona

Given the simple fact that collective structures seem to fall apart if no one takes
partial ownership of them and maintains them, our ‘core group’ of five people
had crystallized around the wish to maintain and organize a practice that would
correspond to a common desire—perhaps a mixture of responsibility, enthu-
siasm, and involvement. In a paradoxical way, the ‘house that was not a home'
was a haven of sociality for us that summer, with a multitude of positive and
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productive experiences which will remain in the participants’ memories and
live on in the connections created between them. Yet, as persons producing,
organizing, and participating during all three meetings that summer, we were
also left with a lot of impressions and memories that remain unresolved.

While the work of making encounters and togetherness possible was
more important than ever in the summer of 2020, the overall circumstances
were even more difficult than they usually are when facilitating a meeting
of many practitioners with their own projects and personal preferences. Usually,
these encounters are just as exciting as they are intimidating. The new status
quo under COVID-19 required us to constantly negotiate over what was safe,
appropriate, and allowed, and, most importantly, over who got to make those
calls. These processes were taking place in a setting ripe for vulnerability and
conflict on several structural and personal levels. The public art institution could,
unsurprisingly, have been much better funded, and would very much profit
from additional staff and support systems; inferacting with a self-organized
collective was an additional challenge.

There had, of course, been multiple conflicts during previous K
events, related to questions about where funding comes from, how it is admin-
istered and distributed, who is an enemy or a friend, how solidarity is enacted,
what labor is worth and who does the work, and what the group represents
to the outside world, as well as how to be aware of and deal with one's own
privileges. There was also heartbreak. Those, among other things, had been
issues discussed over the course of our meeting in Athens that took place
just before documenta 14. Two years later, we dedicated a self-published zine
(K Hybrid 2018) fo these conflicts, in an attempt to work through what had
actually happened, beyond all the personal stuff and emotions. Then as now,
the problems that arose seemed to be largely related fo systemic vulnerability
and the anger that comes with it.

As is often the case within self-organized structures that depend on
the mercy of arts and culture funding, things are never easy or very planna-
ble, and it is usually expected that people work for free. That was already the
case before COVID-19. The system of art professionalism, with its insides and
outsides, claims fo offer rewards through the opportunities it creates. One can
get access through meeting people, showing your art, talking about your work,
going places—activities that are part and parcel of cultural labor. Those who
are in a position fo invest their time and energy are inevitably aware of this,
and may be assumed to have consciously signed off on this deal. Obviously,
the structures that are created are circumstantially fragile, driven by high levels
of affectivity which can go both ways very quickly, and are thus prone to break-
ing down under all kinds of interpersonal and systemic pressure at any point.

Adding COVID-19 to the mix felt like shifting the delicate balance
of the system. It served as an additional agent, an agitator, which, like an
aggressive solvent, had the potential to attack the barriers usually in place
fo divide the personal and the public, the zone of friendship and the sphere
of professionalism. Discussions about the attribution of ‘leisure’ or ‘private’ time
as defined by the state in response to COVID-19 show that there seems fo be
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a confusion of terms. According to the logic of the state, those activities that
may be economized by labelling them as ‘'non-commercial’ or ‘leisure time'
seem to be identical with those activities that enable cultural labor to gain value
in the first place. Hence, the limitations that cultural institutions and cultural
labor were now put under reduced the already fragile system even further
in its ability fo be a self-supporting economic sphere, a source of income and
value. This in turn just comes to show that these labels do not work for artistic
labor, as they are far too generalizing. Put in place by non-experts, they do
not allow for negotiation—a process which is essential for cultural produc-
tion. K's participants share the conviction that working outside of the sphere
of defined institutions and professional roles in the arts is of crucial importance
for enabling fruitful collaborative processes. Therefore, it has been a central
concern for K to understand how relations within our fluctuating group are
shaped and negotiated.

In self-organized contexts, since professional roles are not put
in place by an institution, they are subject to a continuous process of articu-
lation, enaction, and negotiation. There is no established infrastructure which
creates a barrier between the private and the public. This increases the risk
of things ‘going wrong.’ Or, in more positive words, it requires effort, energy,
and willingness on all sides to do the work of communication. The same was
true for the institutional and even political side of our negotiations with the
Halle and the city. We were mostly in a position of having to rapidly adjust
to new rules and regulations which, quite arbitrarily and with no room for
discussion, dictated the terms under which we were allowed to meet, when
to wear masks, when to let the public in, when to close, how to announce
the events, what to call them, etc. At one point, the program was only being
communicated to people who had pre-registered and was not even made
public. At another point, we had to adjust to ever-changing public opening
hours and throw masks on whenever a non-member of the group entered
the space, just as we had to hide all foods and drinks on such occasions.
And these things kept happening. While the rules were coming from above,
from the city's board of the arts, they had to be enforced by representatives
of the Halle, who also had to walk a tightrope, weighing their own judgement
against the dangers of being closed down, risking people's health, or being
held personally and financially accountable—an explosive mix. In that respect,
COQOVID-19 and the drastic and often arbitrary limitations to social and cultural
life that it infroduced brought out the frailty in the system of artistic labor and
of attempts to provide a different kind of environment in the face of political
agents who consider artistic practices to be ‘systemically irrelevant’ exercises
of leisure time and private consumption.

K: Koming together

For once, we learned that what we had been doing all along—bringing
people together and attempting to spend funds on financing their trip, food,
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and accommodation—was actually much more important given the current
circumstances of increased isolation, the fear of meeting other people, and
a general sense of despair in the face of a reduced social life paired with exis-
tential anxieties. Now, the sheer infrastructural possibility of encounter offered
a much-needed outlet fo those who could make it. Others, who were holding
off on travelling and seeing people, or stuck in some part of the world for lack
of transportation and open borders, were sadly not able fo join. For myself,
the meetings in Lothringer 13 were my only opportunities to meet people
and be social that summer (besides the occasional dog walk with a friend). |
think | can safely assume that it may have been the same for a lot of others
who were there. So, finally, our precarious labor of love, of investing time
and energy info a self-organized project that offered a decidedly different
approach to the competitive professionalism of academia and the art world,
seemed to be paying off.

The process of trying to find out what was safe, acceptable, and con-
sensual gave us moments of great joy and pleasure: a wealth of contributions,
experiences, and efforts. There were joint lunches and dinners, sharing the food
cooked in the space on a long modular table including a set of dishes shaped
like nerve cross sections. There were physical exercises, ecstatic headbanging
dance workshops, spoken word performances, a secret bar, a spectacular
dinner with electric daisies that made our mouths foam and spread hot gossip,
numerous intimate talk rounds about health and feminism, screenings of films
and video works, collective drawing sessions, tech investigations, audio walks
led by migrant voices, tea from a samovar, a disguise session, theatre rehears-
als and an exhibition in the exhibition, reading and writing sessions with and
about Jewish antique books, heartbreak, fireflies, and friendship; a free-floating
Hermés belt, queer nesting and dance experiments, a workshop for building
clitoral reading chairs, a letter with questions from afar and a horoscope
created long-distance, a set of chairs incorporating a bar, a pillow singing
lullabies in a fantasy language, an army of crying onions and a makeshift tent
commemorating collective living experiences in a London housing cooperative,
a decorative hermit and angry songs about work, automated birds, a mobile
sauna including an open-air shower, and the voices of a choir recorded over
distance during lockdown.?

In the middle of the large space, if the tables or stage had not
temporarily taken its place, sat a massive painting—Philipp Schwalb's 2016
Pflitze des FléchtingsSog (Blues-Soul), Tod-Bild-Generator, Metamorph-In-
stru-mentz (Bildschatten), FleckSchlag als erstes virtuelles Farblicht (RAPs),
planetarische Spannung (Orangen und violette)—a kind of puddle on which
devotional objects could be deposited. Positioned on the floor, in a somewhat
precarious position, this puddle served as the center of gravity. It was the
first thing to arrive in the space and still remains there in my mind. It served
as the bonfire to gather around, the TV replacement, the collective center. It
represented a source of chaos and adoration, all of which needed an anchor
fo tie them fo the group and the ‘house that was not a home'—but was almost
something more.
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Angela

Before the pandemic arrived at our doors, we wanted to create a ‘house
that was not a home." Once we were all affected and mostly restricted to the
four walls of our very own houses and homes, we realized that this house
at Lothringer 13 Halle in some ways felt almost like a home—with a massive
living room.
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Figure 1. Soft headbanging
session guided by Emma
Waltraud Howes during a
performance by Felix Leon
Westner with participants
on the 11th of September
2020 (courtesy of
Constanza Meléndez)

Figure 1a. Painting by
Philipp Schwalb with radio
from Cashmere Radio
and drawings by Anais
Bloch (courtesy of Isabel
Bredenbroker)
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Home is, ideally, a place where we take care of each other, no
matter what. As we look at the pandemic now, in late fall 2020, we realize that
actually the most dangerous places, the places where we are at high risk, are
those of family, of closeness, of friendship. The places where control is lost
and emotions move in. The home is one of these high-risk places, serving
paradoxically as a refuge from infection and also simultaneously as a place
where it is much more likely to get infected. This House Is Not a Home made
it possible to escape those homes, empowering each other but also ending
up in other kinds of troublesome situations. It turned out there were several
risks fo think about that were not strictly COVID-related.

As the people making up the core team, the organizational heart
of the project, so fo say, we knew that, in order fo create this home/not home,
we needed to physically come together. Did that also mean that we had to make
ourselves at home in Lothringer 13 Halle? Making ourselves feel at home—what
does that actually mean? Firstly, it meant talking about who takes care of what
and how. They say home is where the heart is. Like the heart, home is actually
a very fragile place. Maintenance is more than just housework; being a host
is more than just saying 'hello’ and opening a door. We all shed sweat and
tears o make an exhibition space ‘almost a home' (Brunnmeier 2020), quite
contrary to what our title claimed. This is why our experiences together often
hit close fo home.

After knowing and working with some of the K collaborators for
nearly eight years, our relationships can neither be appropriately described as
strictly professional, nor as strictly private and affinity-driven. Just like in families,
there are patterns that repeat and become habits. Within such a friendship
economy, the price of working together is sometimes just as high as the risk
of losing control. Claiming, as we discussed, to practice and exercise together-
ness is a very idealized way of talking about an encounter between 50 people
in an art space. One of the consequences of such an idealistic perspective is
that, in some ways, everything that is hard and not soft feels about fifty times
harder. The COVID-19 crisis became a ‘contrast agent,” a substance that makes
existing, but overlooked, things visible. The fantasies and expectations around
the creation of a different kind of exhibition space grew and grew because
everything else was collapsing and one longed to leave the house at some
point, fo escape those circumstances. What was there to encounter outside?
Other stressed individuals, groups and families with needs and worries, per-
sonal and professional.

Our encounter was based on ‘decent’ production circumstances,
indeed 'better’ than for any of our hybrid meetings the years before, but
when all is said and done, what seems to be a lot of money in the budget is
never enough to pay everyone a wage for their work. Some of us were lucky
and, thanks to COVID-19, received a 5000 Euro support payment from the
state of Berlin. Those in Bavaria did not really receive much support from the
Bavarian government and had to find other solutions. But what about those
who did not end up that lucky? Instead of slowing us down, the restrictions
created in response fo COVID-19 actually meant a speeding up. In a moment
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of crisis, even the established ways of slowing down and counterbalancing the
ever-increasing speed of productivity become a battleground where diverg-
ing interests infersect. If there was someone who did manage to slow down
at Lothringer 13, it was the security guard, comfortably at home behind their
mask and plexiglass barrier, using their phone, consuming endless hours
of twitch streams, vaping and drinking energy drinks, neither recording the
visitors' contact data as required due to COVID-19, nor performing the wel-
coming gesture needed fo make someone enter into the home/not-home that
we had created. How could such a disconnect between the inclusive social
format and the front desk representing it have emerged?

While preparing the concept of the exhibition, we had repeatedly
discussed the role of the janitor—the housekeeper, caretaker or concierge
(Hausmeister), the one at the door, the one who was there by default, at least
during the opening hours of the exhibition space, maintaining and taking
care. The caretaker, the way we had imagined it, was the person who would
be responsible for the exhibition in terms of security and technical upkeep.
But rather than having one concrete caretaker, our idea was to make this
a fluid concept that everyone participating could share and embody, making
responsibility a collective thing. One concrete aspect was intended to be
a person at the entrance who could welcome people, clearly marking the
format as an exhibition within a homely context. Conceptually, the Lothringer
13 team and the K organizers were on the same page here, wanting to create
an environment where vulnerabilities are given appropriate consideration,
labor is acknowledged on both sides, and people in and around the project
are encouraged fo inferact.

Reality proved to be very different. At Lothringer 13, the first per-
son visitors encountered when walking into the space was the security guard:
someone working for an external security firm who was appointed by the city,
making them weirdly deaf to the dialogue initiated by K and the Lothringer
team. We were troubled to find them at the front desk, yet actively not wel-
coming people. But what were the alternatives? It was clear that this job could
not be done by us, as we could not really live in the Halle and would also
not be paid for it——in short, we had no capacity for this. Nor did the system
allow us to employ anyone else or return to the previous practice of having
art students as guardians in the space. The position had been outsourced,
and this strategy of exploitative neoliberal labor organization had produced
a moment of disconnect. Here was someone who did not actually care, but
depended on the money from the job, merely sitting it out until it was time
to go home. Under COVID-19 conditions, we could sense this divide even
more strongly. Things became more and more uncomfortable and all attempts
fo talk to each other proved fruitless. We felt that a t-shirt of a right-wing
rock band was the straw that broke the camel’s back. With a lot of effort, we
liaised between the city's office for cultural affairs and the security firm until
we were given a replacement, this time someone who was very engaged and
interested in the project. A welcome change, but, as much as the first person,
completely up to chance.
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Another instance in which we experienced unexpected resistance
was in response to a mobile sauna and the presence of people in the court-
yard. Along the white wall behind the front desk was a pile of firewood that
we were using for the sauna in the yard. A tried and tested tool for relaxation,
the sauna was the first ‘piece of furniture' that visitors saw before entering the
house/not-home. We only got to use it twice before one of the neighbors
complained about it, in particular about smoke from the fire that would drift
into their apartment. After we used it a third time, they succeeded in getting
a chimney sweep to confirm that the sauna itself did not pose any hazards
in its construction, but that it was hazardous to their health, as the smoke
could enter their apartments. We stopped using the sauna and put a lock
on the door, as overcoming their resistance felt beyond our power. Although
we were told that the previous team of Lothringer 13 had already received
a variety of complaints from neighbors, implying that the complaints were not
directed personally against the group, the events that followed made it hard
to remember this.

Figure 2. Yard with Virgin
Mary statue during a writing
workshop with Stefan Jan-
itzky and Laura Ziegler and
a parallel session in Zeno
Legner’s sauna (courtesy of
Constanza Meléndez)

After the sauna complaints, the outdoors had become contested
ground. Given stricter COVID-19 regulations for indoor spaces, the yard had
become very precious to us as a place where we could breathe, relax, and
work together without masks while keeping the required distance. It was here
where, on an afternoon in June, we sang workers' songs with lyrics that mem-
bers of the group had written the day before. During the second activation
phase in July, someone—we are left guessing if it was the same neighbor
who had complained about the sauna or someone else—started attacking
the group with stink bombs. Small glass vials with a stinky-yellow liquid came
flying out of an open window which we could not locate, and suddenly, the
whole courtyard stank. When whoever it was kept on throwing these tiny
stinky things, we called the police, since we felt threatened by the fact that
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we were unable to use the yard anymore. When the police finally arrived, they
did not do much, or, in their own words, they were not able to do anything.
Left to our own devices to defend our recreational area, instead of slowing
down, we had to take rapid action. After another vial came flying, we rang
several doorbells to investigate, without clear results. In any case, the attacks
stopped. Our common precarity and the increasing heat of summer made
us forget the animosities within our own lines. ‘Enemies™ outside our group
also really helped. But similar dynamics were fated to repeat themselves. In
the last activation phase, the struggle to find collective moments shifted once
more, and the common enemy was yet to be found.

Lennart

On an August morning, in the sweltering heat of a gallery space, a group
of people sat on yoga mats. They listened fo a voice which performed a journey
through a linguistic cartography of the body, accompanied by the recurring
question ‘Is that ok with you? As the mantra of consensual agreement was
repeated for the fifth time, one of the participants collapsed. Regardless of the
careful intonation of the voice and the proposed logic of consent, something
seemed to be not ok. Was it the pervasive hypnotic penetration of the body/
mind that incited this collapse, or just a lack of oxygen? We didn't have the
chance to delve into the causes of this little incident. Quick and effective
assistance in the form of fanning and administering fresh water seemed more
essential than analytical clarifications. It seems that practice has its own rules
that are not only fairly unconcerned with discursive elaboration, but indeed
operate as a set of tacit schemes that are best not spelled out in detail. Is it
a tendency of rational language to be sharper than collective practices can
endure?

K: Rehearsing socialisms of distances

As the omnipresence of the ‘manifesto’ in twentieth-century collective prac-
tices shows, common endeavors are often accompanied by a desire for
group consensus and a unitary vision, e.g., a shared intellectual horizon. K
has searched for ways to abandon these modernist reprises of the group
catechism. Instead, we have sought to establish a framework and set of prac-
tices that is more about acting out the right degrees of distance and prox-
imity, thereby allowing for a variety of positions to coexist as different within
a shared time and space. ‘Sich aushalten’('enduring/bearing one another’)
served as our agreed-on formula, our minimal ‘consensus of dissent,’ a pro-
ject that loosely resembles Roland Barthes' (2002) phantasm of ‘idiorhythmic’
co-living, as elaborated in his seminar held in 1977 under the title ‘Comment
vivre ensemble: simulations romanesques de quelques espaces quotidiens.’
Drawing on the organizational modes of monastic life, Barthes assembles
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patterns of togetherness that would allow for individual rhythms to co-exist,
envisioning the paradoxical utopia of a ‘socialism of distances.’ At first glance,
our aim to gather practical evidence of fruitful alternatives to the status quo
(the myth of atomized non-relations or commodified forms of interaction)
seems rather humble. Yet, trying to build reliable relationships outside of the
trope of 'higher aims’ or ‘die dritte Sache’ (‘the third thing,” as Bertolt Brecht
liked to call the communist project, presupposing a rational ‘common denom-
inator,’ the 'tertium comparationis’ around which people would unite [1992])
has turned out to be quite an ambitious project.

Figure 3. lkebana (de
Maistre/Jiinger/Dustan) by
Lennart Boyd Schiirmann.

In the background: a writing
workshop with Jenifer Becker
(courtesy of Constanza
Meléndez)

K has aimed to jointly enact procedures of relating within an environ-
ment that develops along with each participant's contribution. Our scepticism
towards a shared rational ideology as well as the absence of larger narratives
prevented us from using the category of ‘failure’ that accompanies revolution-
ary longings for utopian renewals. This was probably also a result of having
experienced, in different ways, the practical contradictions of more heroic
agendas. Instead of a positive thematic account of what we sought fo attain, we
tried to bring into operation certain open-ended procedures that would bring
potentially quite heterogeneous agendas into contact. Using the rather elastic
term ‘a-disciplinary,’ we tried fo locate our position as a drifting one, aiming
fo keep our distance from established disciplinary segmentations of knowledge
production as well as from the corresponding institutions that reproduce said
professional delimitations. Since every experience presupposes institutionalized
forms, our more cautious approach to collective experimentations can in ret-
rospect be described as unintentionally adapting and translating premodern
societal models of kinship, such as tradition, friendship, and the family. While
some of these terms have a rather regressive appeal, which usually incites
protest under the banner of emancipation, they might serve here as heuristic
abbreviations outlining the implicit parameters that shaped K's practice.
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Ks implicit models of self-regulation

Tradition in K

Sharing a practice through time allows for shared experiences to unfold in the
form of enacted memories. A variety of common situations can serve as examples
and points of reference. The singling out of particularly noteworthy moments
can ground a common horizon in the form of festive repetitions. The implicit
patterns that become crystallized and habituated enable a certain independence
from explicit rules. Example: The K core group, the five people organizing K, has
assembled as a result of enduring commitment, instead of being appointed by
election or conscious deliberation.

Friendship in K

The way people were invited to K was by way of friendly association with one
of the K core group members—that is, emotional affinity and mutual respect—
whether as the result of a spontaneous intuition, of shared interests (political
or thematic), or of an already established relationship. This procedure has,
in contrast fo what our self-concept would imply, led fo our group being rather
homogeneous in terms of its socio-economic and ethnic profile. Most peo-
ple had an academic background and were already experienced in collective
practices within the fields of art or cultural production, as well as accustomed
to institutional critique.

Family in K

Within bourgeois society, the family serves as a unit of economic cooperation
and affective investments, enabling social reproduction. The CSU (the Christian
Social Union in Bavaria) used COVID-19 as an opportunity fo pave the way for
a renaissance of the infamous notion of the 'nuclear family’ as the supposedly
primordial and primary unit of social interaction and contact. Far from any associ-
ation with the ideology of the Kernfamilie, the dynamics of K's practice, at times,
resembled those of the family. Instead of biological features, elective affini-
ties and contingent biographical paths gave the group coherence. Assembled
under the common name ‘K|’ its various femporary members belong fo a virtual
framework of perceived kinship yet to be actualized, extended, reaffirmed, or
renewed. K2020 was composed of an impressive number of couples and other
types of partners who cultivate intensified affective, intellectual, and corporeal
forms of exchange. These already existing bonds now potentially also expanded
towards other people in the group and contributed fo a ‘familiar’ atmosphere,
including forms of excessive behavior which normally would not appear under
the formalized and disciplined masks of friendly socio-political exchange.

COVID-I9 regulations and the metalanguage of state authority

These aspects of K's practice (as | have tried to extrapolate them ex post
facto) were faced with an endurance test as we tried fo adapt our practice for
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a public art institution under COVID-19 conditions. The required health and
safety measures helped to take the pressure off in relation to some problems
which accompanied our project. It seemed less urgent to communicate the
relevance of our platform to external visitors and the ‘general public,’ since even
a few people from outside joining us put the space near capacity. Yet COVID-19
regulations also forced us into a mode which required a meta-language and
a centralized position of authority and control—aspects contradictory to the
key parameters which had shaped our practice until then.

The set of rules to be applied was dictated by state authority and
largely not open for negotiation by the participants. Even in situations where it
would have been possible and necessary to reclaim the competence of decen-
tralized and horizontal decision-making and agency, and to critically consider
the relation between interdictions and virus prevention, none of those who were
politically responsible wanted to take risks. The question of how seriously and
compliantly these ever-changing hygienic measures were performed suddenly
became a moral issue, a matter of solidarity and responsibility. The adminis-
trative meta-language of biopolitical security and protection always already
suggested that advocating for the most extensive precautions was morally
superior to potential doubts regarding the appropriateness and effectiveness
of certain limitations.

The dynamic negotiation of the relation between rules and
rule-breaking, between obedience and disobedience, between anticipation
and spontaneity, between form and formlessness—a process crucial not
only to self-organized practices, but to every vital relationship—was sud-
denly rendered fragile. Different stances appeared mutually exclusive instead
of dialectically interwoven. The logic of top-down regulations required definite
decisions rather than provisional responses. Although we had tried fo suspend
the need for radical or clear decisions, the dualist discourse accompanying
the COVID-19 virus reintroduced dichotomies on a broad scale, such as the
distinction between friend and enemy, security and danger, health and disease.

Reflecting on the past months, | wonder which of the experiences
and tools developed within eight years of K's existence are still applicable
once things get 'serious,’ once we shift from a marginal position fo a posi-
tion of institutionalized cultural production, however minimal its political and
economic power may be. Is there, more broadly speaking, a potential for
insecure, non-decisive agency within larger organizational structures, or is that
a privilege of smaller, self-organized frameworks outside public institutions?
Confusingly, groups who have traditionally considered themselves underground
or oppositional are risking adapting discourses of security and surveillance
with their centralizing political implications as they request safe spaces and
the monitoring of social routines. Conversely, agents perceived as established
have advocated keeping room for deliberation on state control open even
in exceptional scenarios. Let's hope that this is not a sign of a world turned
upside down, but rather an indication that heretical and defiant behavior is
not a determinable gesture, but something highly situational—as were the
manifold constantly shifting attitudes coexisting within K's temporary biotope.
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1. The exhibition title comes from the 1964 Dionne Warwick song of the
same name:
A chair is still a chair
Even when there's no one sittin' there
But a chair is not a house
And a house is not a home
When there's no one there to hold you tight
And no one there you can kiss goodnight’

The Garage Journal: Studies in Art, Museums & Culture

Figure 4. Food with ‘gossip
herbs' for a dinner hosted
by Amelia Groom, tables
and ceramics by Achinoam
Alon (courtesy of Constanza
Meléndez)
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2. Alist of all participants and contributions can be found on the Halle's
website (Lothringer 13 Halle 2020: ‘This House Is...").

3. The phrase ‘contrast agent' was used by filmmaker and K2020 partic-
ipant Yulia Lokshina (Creutzer 2020) in relation to the circumstances
of Eastern European migrant workers in the German meat industry: the
sudden spread of COVID in meat processing plants put their vulnerable
working conditions in the media spotlight.

4. Lennart Boyd Schirmann (K Hybrid 2018) had previously discussed the
concept of ‘the enemy’ as a provocative metaphorical figure in email
exchange relating to the Athens meeting: ‘Personally, | was wondering
if there are K-enemies? We have been reflecting on community in terms
of softness and hybridity, we have actually practiced a very gentle and
warm mode of interaction. [...] “The enemy” is the political formulation
of this question. Can we offer an alternative to Carl Schmitt's definition
of politics as the “distinction between friend and enemy"? Can we get
rid of the enemy, break up the simplifying binary code? If we would
get there, is it just the concept that is eliminated or the phenomenon?
Is hostility possible within the group as it is within oneself? How to face
within K the sort of schizophrenic behavior one has fo adapt as a con-
temporary cultural worker?
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Art Markets without Art, Art without Objects

Jeffrey Taylor, Kelsey Sloane

The art world was already expe-
riencing a profound crisis before
the COVID-19 pandemic, but the
discourse until that point had largely
focused more on the hopelessness
of the situation, rather than the pos-
sibility for meaningful change. The
massive market disruption caused
by the virus outbreak created an
immediate shift away from consump-
tion of physical objects both into
the digital realm of social media and
virtual, participatory art experiences
and beyond traditional gallery walls
into outdoor art venues. A liquid
consumption model has emerged in
new models such as NFTs that func-
tion like unique objects for digital

artworks. Successful strategies have
become part of a paradigm shift in
art consumption by prioritizing the
non-ownership of non-canonical
non-objects. Certfain organizations’
methodologies, such as sculpture
parks and public art, have been

in practice for decades, but have
come into focus during this time of
change. This study seeks fo reveal
the surging growth of this new
model through an analysis of the
new valuation of non-objects over
the last year especially, from liquid
consumption and the surge of NFTs
to experiential consumption and the
value of space.

Keywords: art market, sculpture parks, contemporary art, COVID-19, experiential
consumption, NFTs, ownership consumption

Until very recently, the driving force in the consumption of art was objects.
These objects were prioritized based on their closely correlated valuation
in both cultural and financial capital. If there is one thing COVID-19 has done
to the art world, it has broken the connection between objects and their finan-
cial capital. The art world was already experiencing a profound crisis before
COVID-9 hit it in late February 2020, but the discourse, up until that point, had
largely focused more on the hopelessness of the situation than the possibility
for meaningful change. That art fairs were destroying the struggling contem-
porary gallery was well-known, and auctions were cannibalizing the secondary
gallery sector, so much so that it disappeared before our eyes. These changes,
however, did nothing to challenge the basic commodification of art objects.
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Even museums maintain a privileged ownership of highly monetized artworks
fetishized as holy relic—like attractions. Only COVID-19 created enough dis-
ruption to the entrenched powers' business models to make alternative visions
conceivable in this brief moment. The neoliberal structure of the distribution,
exhibition, and canonization of artworks is now being challenged from all sides.
In response to an abrupt cessation in dominant forms of aesthetic commodifi-
cation, audiences instead began to confound these pre-existing structures and
establish new paradigms in art consumption. These new models in one way
or another undo the formulas of exchange, whether by taking the form of an
art market without art or of the non-ownership of non-canonical non-objects.

The very concept of art collecting began with a new type of fetishi-
zation of objects based on authorship, which represents a pronounced change
from earlier times, when objects might have been prized as treasure for their
input materials. In the Hellenistic period in the West and the Later Eastern Han
Dynasty in China, objects began to be valued based on a knowledge of who
made them—in other words, as artworks made by artists (Alsop 1982: 1—49;
Pliny the Elder 1991: 1—21). Very often, these objects acquire symbolic meaning
different from other, more mundane objects (Schultheis 2020). This valorization
of the objects that collectors prized evolved info a sophisticated system of sym-
bolic goods that acquire cultural capital and can be converted into numeric
denominations of financial capital (Bourdieu 1979). Class distinctions brought
on by industrialization further emphasized the need for prestige goods and
their conspicuous consumption (Veblen 1899). Despite advancing innovations
in printing and photography allowing for a wider, more egalitarian dissemina-
tion of artistic images, the art world continued to fetishize the one-of-a-kind
object as holding some very specific ‘aura’ (Benjamin 1969). Furthermore, the
prices achieved by these unique objects reflect not just their holder's position
within social networks, such as rank and status, but also ‘webs of meaning’
(Velthuis 2005: 11). By the late twentieth century, a highly professionalized
art business had taken on the characteristics of the wider neoliberal order,
particularly its ethos of competitiveness (Davies 2014).

Art has been, until recently, consumed in two dichotomous formats,
experiential consumption and ownership consumption. Let us consider the art
world to be a series of concentric circles, with the largest being the ‘art world’
as such, which contains everything that has to do with art: art production,
commerce, exhibitions, and conversations (written and spoken). Inside of that
circle would be the ‘art business.’ That term would encompass all of the pro-
fessional activities and institutions involved with art, including the experiential
economy, that is, entities offering an art experience (first and foremost, the
museum and public collections sectors). The innermost circle of the art business
would be those people and entities involved in the commercial exchange in art
products: in other words, the ‘art market’ (Taylor 2019: 1-2).

Within the art market, though, exist many further subdivisions
between primary and secondary markets. The primary market of new, nev-
er-sold pieces can also be termed the contemporary art market, while the
secondary market (commerce in older, pre-owned goods) can be further
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subdivided into fine art and the resale frade in applied arts (the antiques
market). An ever-expanding auction sector competes with both these refail
sectors and has increasingly succeeded in cannibalizing that commerce. This
is only one of many examples of an area of the art business that was already
in crisis well before COVID-19. The structural weaknesses of an art economy
based around a market in the ownership of objects and a parallel commerce
in experiences purchased with objects that are owned by someone else had
become glaringly clear by March 2020. In response to the lockdown and the
absence of offline in-person consumption of art in the form of ownership or
experiences, a different mode of consuming art has become ascendant: that
of liquid consumption, which supersedes the solid consumption of material
objects (Bardhi and Eckhardt 2017). The concept of liquid consumption empha-
sizes the dematerialization of goods and experiences. Ownership may still be
possible, but tends to be replaced with purchased access. Liquid consumption
emphasizes solutions that allow for a commerce in cultural goods that trade
like objects, but are not objects. Even though it prioritizes ephemerality and
access over outright ownership, those distinctions continue to blur and are
even beginning to reach a point of convergence.

The stress on the market in ownership of objects had already been
apparent for over a decade before the COVID-19 pandemic. Back in 2006, the
market in antique furniture went info severe decline in something we call the
Brown Furniture Market Collapse (McKeough 2018). The loss of inferest in 18th-
and 19th-century European furniture was caused partially by a reaction to an
Antiques Roadshow—driven boom that had preceded it, as well as New York
interior designers shifting their interest to the mid-century modern style (Out
with the old..." 2015). Similarly, the galleries that work in secondary market sales
have also begun to disappear. Their disappearance, however, has everything
to do with the ever-greater transparency brought on by an internet-charged
auction sector (Moore 2018). The resulting shortage of discreetly-sourced good
secondary market material provides the best explanation for what drove the
Knoedler gallery to begin buying poorly-provenanced Abstract Expressionist
works from a little-known Long Island dealer in the 1990s, causing New York's
most shocking forgery scandal in a generation (Miller 2016).

The graduate program at Western Colorado University recently com-
pleted a National Endowment for the Arts—funded study of the U.S. art and
design market and COVID-19's impact on it (Cardenas et al. 2021). After sur-
veying art galleries across the country, one observation became clear: there
were two types of contemporary commercial galleries. One we find in Chelsea
and a few other elite art centers like Los Angeles; then there are the galleries
found everywhere else. The authors of the study termed these Chelsea-type
galleries and regional-type galleries. The small and mid-size New York galler-
ies of Chelsea have been in crisis for some time already (Douglas 2018). The
Chelsea-type model, first of all, can be distinguished from the Alpha galleries
located on the ground floor of prime retail buildings in the area between 10th
and 11th Avenues. The juggernaut success of Alphas like David Zwirner and
Larry Gagosian is one of the core causes of the crisis among the small and
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medium Chelsea galleries, which occupy above-street spaces in what formerly
were warehouses and office buildings. They frequently pay $10,000—20,000
a month in rent for what might seem like an office converted to a gallery
(‘What it costs... 2017). The most defining feature of their business model is
its emphasis on a white cube interior gallery space that is primarily employed
for month-long solo shows. Paintings are hung on the line, with significant
amounts of white wall space to separate them.

Outside of New York, the regional gallery model establishes itself
in towns with a profile in fourism and outdoor recreation. These galleries are
often founded by an artist who needs a place to show, and they invite other
artists to also show at the gallery. Each artist receives ten to 20 square feet
of wall space, and they hang their artworks salon-style. Interior spaces will hold
3D pieces, and handmade jewelry will be on display in vitrines. The difference
in business models has much to do with the difference in collector bases. The
Chelsea-type gallery has a local collector base for which they must put on
new exhibitions each month to get them fo come back. The regional gallery
relies on a transient collector base (fourists) and so must put its whole stable
of artists out at the same time.

The Chelsea-type model is obviously vastly more expensive to oper-
ate. Even if they do not offer their artists a stipend as the Alpha galleries do,
Chelsea-type galleries do usually expect exclusivity, but such an arrangement
also predicates that the gallery plans fo produce sales adequate fo sustain
their artists. Regional galleries do not offer any such arrangements, and artists
in the U.S. West generally expect much less from their gallery in terms of career
promotion. In fact, the (understandable) cause of the crisis in the small and
mid-size New York galleries is their inability to sustain their business model,
in particular, their inability to afford the rent. There is nothing surprising in this
statement. The constant quest for cheaper rents is a relentless force in the
evolution of the physical landscape of an art market. This is what drove the
migration of galleries from 57th Street to SoHo and eventually to Chelsea. The
problem lies in the recurring question in New York: what is the next Chel-
sea? The problem here is that the recipe for art market-driven gentrification
is too well-known by everyone, especially developers. Every emerging art
center, whether Williamsburg, Bushwick, Long Island City, or even Jersey City,
has been so quickly gentrified that any corresponding cost-benefit analysis
of rent savings quickly evaporated (Lakin 2018). For better or worse, Chelsea
remains, even in the time of COVID-19, the center of the global contemporary
art market. In some ways, we must understand that the Chelsea-type model is
built to fail. With rents in the $10,000 to $20,000 a month range, galleries can
only survive if they sell at least $40,000 worth of artwork each month, given
a 40—60 percent cut going to the artist. COVID-19 has ensured, if anything,
that this model will definitely fail.

The most notable symptom of the art market's ability to push this
fetishization of conspicuous consumption tfo its ultimate crisis is art fairs. They
also explain the other reason why the Chelsea-type model is unsustainable: the
cost of their other rent, paid fo attend art fairs, which have again proven fo ben-
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efit elite galleries and not the masses of galleries who make up most stands
(Single 2020). Jerry Salz (2018) wrote on this three years ago, indicating that
galleries routinely spend $150,000 to attend a major fair like Art Basel Miami
Beach. These costs necessitate sales of at least $400,000 in order to make the
fair profitable. Such staggering costs mandate that artworks be in the $20,000
to $100,000 price range in order to provide adequate revenues. The problem
with such a price point is that, for that much money, collectors are expecting
to be purchasing art that is on its way to canonical status. Of course, not all
these artworks or their artists can be on a trajectory fo the MoMA.

Such aspirations, however, lead to the production and promotion
of art that is intended to be museum-worthy, but may not be living room—
worthy. This is a peace that regional gallery artists have made with their career:
their works are meant to be more beautiful and less provocative, because they
are designed for domestic interiors. New York galleries are frequently creating
a second exhibition space to show their full stable, whereas regional galleries
are creating rotating exhibition areas to provide something like a solo show
(Corbett 2018). Both models, however, have been equally crushed by the
COVID-19 shutdown of public events such as art walks and tourism, and have
had to resort instead to further virtualizing the gallery visiting experience
(Jebb 2020).

The art market, structured around a visibly conspicuous ownership
consumption model, therefore, has been in crisis for some time already. The
museum sector, like the art fairs, has seen spectacular but ultimately unsus-
tainable growth in recent decades. The Art Basel art fair model relied on
a hybrid income from stand rentals and ticket-buying commoners. In a sim-
ilar way, the museum model relies on a hybrid revenue stream of monetized
experiential consumption (ticket sales), together with social and cultural capital
prestige exchanged with high-net-worth individuals for their financial capital
(donations). In recent years, that model had reached its maximum expansion
(Pogrebin 2016), and further growth has become impossible.

Whatever the art business's prior structural weaknesses before
CQOVID-19, the lockdowns crushed its models. Museums shut. Art fairs were
cancelled. Galleries closed. The responses of each of these sectors have been
telling as regards their ability to survive the crisis. The internet had played an
important role in the functioning of the art world since its inception, but this
role had been still peripheral to the core role played by objects. The rising
significance of Instagram, however, already meant the creeping displacement
of objects, though generally still in the service of their ultimate commercial
transaction (Siegel 2015).

While some museums have managed tfo partially reopen and have
been able to return to reduced visitor numbers, art fairs continue to be able
fo offer little more than online viewing rooms. One dealer put it as follows:
‘Eventually, it's all the same: just a list of works for sale, with images, info, and
increasingly now, pricing. It's not as if the online viewing room is some other
kind of experience’ (Schneider 2020). The collapse of an art business predicated
on monetized consumption, either of experiences with artworks or exclusive
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ownership of them, gave the art consumer pause. It also moved consumers
fo consider new possibilities, because demand for art did not disappear with
the virus. Paul Valéry predicted in 1928 that:

‘Works of art will acquire a kind of ubiquity. We shall only have to summon them and there they will
be, either in their living actuality or restored from the past. They will not merely exist in themselves
but will exist wherever someone with a certain apparatus happens to be. A work of art will cease to
be anything more than a kind of source or point of origin whose benefit will be available, and quite
fully so, wherever we wish. Just as water, gas, and electricity are brought into our houses from far off
to satisfy our needs in response to a minimal effort, so we shall be supplied with visual- or auditory
images, which will appear and disappear at a simple movement of the hand, hardly more than a sign’
(Valéry 1964: 225).

The crisis ensuing from the elimination of opportunities for conspic-
uous consumption like art fairs was finally making Valéry's prediction a reality,
one where works of art increasingly resided on the Internet. The role of the
digitized artwork was transforming. The signifier was becoming the signified.

The Brooklyn Rail, a long-time staple of the New York art scene that
provides an independent and free forum for the arts, took advantage of the
lockdown to highlight their New Social Environment lunchtime artist conversa-
tions. The essential intellectual stimulation that may have come from a major
retrospective at a MoMA-type museum was now replaced by access to the artist
speaking directly into their audiences’ minds. All art was becoming just concepts.
Conceptual art was, in some ways, too successful, in that it was becoming all art,
as the process of consuming art was quickly being replaced by the consumption
of its concepts. The very problematic inherent in fitting conceptual art info market
functions based around objects was now rendered irrelevant by concepts without
any objects. Most importantly, participation in these conversations is entirely
un-commodified and completely free. Here at these New Social Environment
conversations, art was being disengaged from objects.

Arts organizations and museums fook to creating similar program-
ming: conversational video conferences that discuss their collections or high-
light exhibitions impacted by the lockdowns. The Katonah Museum of Art,
whose vivid solo exhibition Bisa Butler: Portraits had been closed fo physical
visitation, began a series of Docent Dialogues, weekly virtual conversations
that would highlight different aspects of the show (KMA 2020). A skilled
docent would discuss the background of the artist and her work, provide
greater context, and utilize high-quality images captured from the exhibition,
magnified for the audience. These conversations were truly participatory and
interactive, and free with registration.

Art Omi, a contemporary arts center and sculpture park in Ghent,
New York, normally hosts dozens of programs that center art as a common
good. Similar to the programming of The Brooklyn Rail, Art Omi created new
virtual programming such as Curatorial Conversations, which featured curated
groupings of work on their grounds. These recurring, free online lectures focus
on three works on view and their artists or architects, providing rich curatorial
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and art historical context for each piece and its significance within the great-
er landscape. Conversation topics have included discussions on renowned
sculptors and architects, who sometimes would be in attendance themselves,
providing their own insight at the end of the session. These examples of lec-
tures reached hundreds of viewers across the world and provided them with
a greater, more personal understanding of the work on view by coming to them
where they were, in their own homes.

Arts education clearly had to shift as well, with on-site instruction
and classes being cancelled across the country. During the spring of 2020, Art
Omi would normally be preparing weekly children’s programming and a robust
seasonal camp. The organization created another virtual program, Creative
Momentum, a weekly series of art projects for children focused on contempo-
rary artists who were either alumni or exhibitors at Art Omi, or had exhibitions
directly impacted by COVID-19. This program aimed to connect their young
participants, disconnected from in-person art experiences, to contemporary
art, and promote critical thinking and social awareness. Sasha Sicurella, director
of Art Omi: Education, expressed that the program was a successful foray into
this new realm, saying, ‘The projects became shared amongst teachers so we
really did create some kind of momentum, maybe more than we anticipated
doing’ (Leigh 2020).

The creation of virtual programming and digital conversations took
off immediately, and they have continued to be provided by many organiza-
tions, even with art spaces reopening at various capacities. The prevalence
of user-made, individual content has expanded greatly, too, from standard
social media platforms to newcomers, such as Clubhouse. The audio-only
platform became the new social media star of the COVID-19 world, with its
invite-only membership and the extreme simplicity of its architecture. Its useful-
ness lies in replicating human inferactions that had made the market's venues
platforms for intellectual stimulation, especially exchanges that took place
at art fairs (Brown 2021). The fact that Clubhouse rooms cannot be recorded
or transcribed becomes its strength, as that should encourage a higher level
of forthright discourse (Finkel 2021). One tfopic in particular—Non-Fungible
Tokens (NFTs)—has proven to be the platform's most recurring focus, so
much so that there is nearly always a room devoted to conversing about their
function, usefulness, and how they may transform not just art, but nearly all
fields of cultural production (Maneker 2021). The confluence of Clubhouse and
NFTs, more than anything else, represents the single most significant challenge
fo previous paradigms of the art market as it adjusts to a post-COVID-19 reality.

This axial pivot from physical fo virtual had, of course, been occur-
ring already for some time. What had quite suddenly changed only in the
early months of 2021 was the sudden popularization of the disruptive tech-
nology of NFTs, which are ‘crypto collectibles,’ existing exclusively in code, not
connected to a tangible object, that have taken the market by storm (Brown
2021). Digital art itself had already existed for decades, but the consumption
of such media and non-objects has been inconspicuous, performed simply
by scrolling, and 'the ease of duplication traditionally made it near-impossible
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to assign provenance and value to the medium,’ (Christie's 2021). It is block-
chain technology and ever advancing algorithms that now enable artists and
their collectors to verify the rightful owner and authenticity of digital artworks.
While NFTs had been traded recently in various virtual marketplaces, such
as Nifty Marketplace, where Grimes sold over $6 million in digital art, they
have now entered the mainstream art market (Fu 2021). Auction giant Christie’s
has taken a firm step into the NFT frontier through the first ever ‘purely digital
NFT-based work of art offered by a major auction house,’ Beeple's Everydays:
The First 5000 Days, sold at auction for $69 million (Kastrenakes 2021; Stanley
2021). The monetary value assigned to NFTs reflects this shift the market has
taken, away from the physical, towards the commodification of the exclusively
virtual and experiential. An optimistic interpretation of their rise could be that
they mark a transformation from ownership consumption of objects to liquid
consumption of the non-material.

Almost immediately following the Christie's Beeple auction, however,
closer scrutiny began to reveal the many inherent flaws with NFTs. While their
ability to verify a piece’s rarity and title and provide for artist resale royalties had
been trumpeted, a great part of the medium’s popularity lies in its perceived
speculative investment value. Trading sites provide immediate, real-time market
data on artists and the valuations of their NFTs, much like the information that
art finance firms would generate for the latest Chelsea stars. The buyer of Every-
days: The First 5000 Days was revealed to be Metakovan, a Singapore-based
crypto trader (who battled another crypto trader to the $69 million price) who
was themself launching a new cryptoart fund, Metapurse.eth (Gottsegen 2021).
In other words, this record price for an NFT of a digital artwork was achieved
through speculative bidding by parties who each have every interest in splashy
effervescent valuations. In fact, wash trading, a fraudulent technique wherein
linked parties systematically bid up assets, is a practice banned in most mature
securities markets. A recent article in Bloomberg shows some of the auction
platforms selling NFTs to be rife with the practice (Kochkodin 2021). These sorts
of abuses have frequently plagued emerging brick-and-mortar, object-based
art auction markets, where similar forms of manipulation would have been
known as ‘chandelier bidding,' 'hidden reserve' (Li & Tan, 2000), or otherwise
giving the false appearance of completed sales transactions (Barboza, Bow-
ley, Cox 2013). The NFT market appears to be awash with data on valuations
that lack any meaningful relationship to money redeemable in legal, clean
denominations of convertible state-backed currencies.

Furthermore, it must be most clearly emphasized that the NFT is
unique, not the artwork, unless the artist has agreed to limiting their edition.
In other words, the Token is Non-Fungible. The artwork remains very much
Fungible. Even if the NFT acts as guarantor of an ‘aura’ of uniqueness, the
work of art will still be digitally and mechanically reproducible. More troubling
and perplexing would be concepts of copyright and fitle. For example, digital
artwork created years ago under work-for-hire contracts might be sold by the
artist or the copyright holder with no clear concept of how such disputes over
title should be resolved, let alone what court on the planet would entertain
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NFT-related legal actions. Even if the NFT guarantees good title once it has
been minted, there is no guarantee that the minter had good title to the art-
work in the first place. In recent days, numerous cases have already emerged
of artists believing their artwork to have been inappropriately lifted and sold
as an NFT by another party (Dodds 2021). In some instances, the appropriation
may be quite difficult o prove, such as with the controversy whether Twisted
Vacancy was stealing or simply referencing the works of Ardneks (NFT Once
2021). NFTs have been appended not just to artworks, but also to things more
reminiscent of memorabilia, such as Jack Dorsey's first Tweet (Peters 2021) or
NBA highlights (Hayward 2021). They are often referred fo as collectables
since, like coins, stamps, and baseball cards, they have little display value
as compared to, for example, oil on canvas paintings. These collectible NFTs,
however, still trade on the principles of the art market, prioritizing rarity and
especially primacy. One of the first groups of NFTs was created in 2015, for
real estate in a virtual reality land with Minecraft-quality graphics called Ethe-
ria. Most of the tiles went unpurchased until March of 2021: when collectors
identified these as some of the earliest NFTs minted on the ERC-721 blockchain
standard, their valuations rose info the tens of thousands of dollars (in theory)
in Ether, a currency used for most NFT purchases (Hakki 2021). Without a means
fo enjoy the artwork that might be attached to an NFT, it becomes a secondary
consideration relative to the NFT's exchange potential. In this way, cryptoart
represents something that resembles an art market without much consideration
for the art itself, or, quite simply, an art market without art.

Continuing this trend away from the object towards emphasizing
the value of the non-object, many organizations in the physical realm are
favoring spatial experiences. A successful approach during COVID-19 is for
objects to be blended into their surroundings and landscape, so much so that
the boundaries of the object become imperceivable. Experiential consumption
of the arts exists in many different forms physically and organizationally. The
classical assumption of an arts experience is an indoor museum or gallery.
Increasingly, this is changing, and exhibitions and installations can be found
in @ myriad of venues and nontraditional, sometimes unexpected, spaces.
Art in public has never seemed more important (Yerebakan 2021). Before the
realities of the pandemic, exhibition development and surrounding education
had been shifting for years, with further advances into the virtual realm made
possible by social media and new technological modalities. We have seen an
additional shift beyond the traditional museum setting, with some institutions
going past their own walls and venturing outdoors. The pandemic has prov-
en a power strong enough fo force rapid change, and some organizations
have seen exponential growth and unexpected success by simply meeting
the public where they can safely roam. Some organizational models have
been operating in this way for decades, and while they, too, had to shift their
strategies to reach those still at home, the encounters between the public
and art that they could continue to foster have set the stage for a new future
in experiential consumption that furthers the art market's migration towards
liquid consumption.
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Art Omi is a standout example, as the organization's outdoor exhi-
bitions have remained open to the public throughout the pandemic. Originally
founded in 1992 as an international artist residency program, the Art Omi
campus has expanded to feature a 120-acre sculpture park, which welcomes
the public daily, rain or shine—free of charge (Horvitz, Willows, and Kaghan
2011). While the spring of 2020 brought about countless challenges to daily life,
Art Omi found itself in a unique position during the outbreak, as its primary
attraction for the public was perhaps one of the safest venues remaining.
Though the campus's visitor center and gallery were closed in strict accordance
with health guidelines, the local community sought refuge in its rolling hills
and spacious fields, which offered safe conditions for art viewing, ample social
distancing, and a chance to simply enjoy nature (Mishanec 2020).

‘As part of an overall strategy for maintaining mental and physical
health during this time, authorities have been explicit about the need for
people to take time outdoors on a daily basis,’ reads the organization's web-
site. ‘Art Omi is fortunate to be able to provide a spacious environment for
people to walk, breathe deep, and to see other people from a safe distance’
(Mishanec 2020). Art Omi exists at the intersection of an arts experience and
a stroll through the park and allows for comfortable viewing at one's own pace.
Executive director Ruth Adams said to Specfrum News (Leigh 2020), ‘Even
at the worst times of the pandemic, just the idea that you can go somewhere
to breathe and relax has been really meaningful. We feel really lucky to be
able to offer an experience to the public during a time when a lot of arts
organizations can't,

Art Omi faced its share of local criticism and concern during this
time. ‘Some Ghent residents are questioning why Art Omi's sculpture park
remains open despite the statewide closure of public gathering spaces, but
the town says it will not close the private park. Art Omi has drawn a number
of complaints, said Ghent Town Supervisor Michael Benvenuto. The Columbia
County Health Department sent employees fo the park and determined that
social-distancing requirements are being met’ (Mishanec 2020). Comparisons
were made between the organization and state parks and the grounds of his-
foric sites, which were also permitted to stay open, excluding any buildings.

In an otherwise shut-down New York, the need for respite brought
many new visitors to Art Omi and outdoor spaces like it. The sculpture park can
be used for dog walking and picnicking surrounded by a plethora of modern
and contemporary pieces that inspire. Curator and project manager Nicole
Hayes says of this unprecedented year in particular, ‘Seeing visitors new to art
open themselves to the experience was a highlight of the past year and
a new frontier for the park. We lost so many planned events and programs,
but we also gained an entirely new following of people from our community
and further afield."

As a non-collecting institution, Art Omi exhibits sculptures and
architectural pavilions that are on loan for various periods, usually ranging
from one tfo four years, with new installations each season. Following proper
safety guidelines detailed by New York State and the Department of Health,
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Figure 1. Agustina
Woodgate, The Source |,
The Source Il, The Source
Ill, The Source 1V, 2019.
Installed on the 14th of
March 2020, Agustina
Woodgate's The Source is
a series of four functional
water fountains, which
marked the continuation
of artwork installation for
the Art Omi 2020 season.
Two visitors can be seen
enjoying the park (courtesy
of Art Omi /Bryan Zim-
merman)

the 2020 season was able to continue, and produced a robust grouping of new
and recontextualized work. Artists and architects were able to install their work
both remotely and on-site, and the addition of these new pieces was a source
of excitement for visitors—those entirely new to the park, and the Art Omi
faithful. ‘Being able to engage and work directly with artists, fo resume cultural
production in the relative safety of the outdoors, was one of the most joyful
times in 2020 for me," Hayes (2020) said in an interview.?

In addition to highlighting the physical resource of the park and
offering entirely virtual educational programming, Art Omi seized this oppor-
tunity to expand upon and digitize their current wayfinding strategies. Imme-
diately, QR codes for virtual park maps and family-oriented audio tours were
made available online and on-site. These supplemental tools could be enjoyed
from the comfort of one's own home or on a smart device during one's visit.

Following the creation of entirely remote programs early on in the
pandemic and the expansion of supplemental maps and audio resources, Art Omi:
Education established a hybrid solution to regional summer camp restrictions.
Camp Omi in a Box was an initiative that integrated remote learning with safe,
socially distanced programming by providing everything young people needed
for specialized art projects in a well-thought-out box, coupled with recorded
lessons from the sculpture park, video meetings with feaching artists, and limited
on-site interactions. Sicurella said that these thoughtful weekly boxes ‘contain the
spirit of Omi—art materials, illustrated prompts, and online inferaction with Camp
Omi instructors and counselors' (Leigh 2020). Each project was based on the
work on view, inspiring families fo make their own visits and make connections
between their projects at home and the physical work before them.

Art Omi was in a unique position before this crisis and has utilized
this standing of ‘sanctuary’ for both artists and the public alike, reaffirming the
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transformative quality of art. ‘Art enhances people’s lives. It comes in during
these dark times and gives us meaning again. It can recreate joy when we're
having a hard time finding it," says Nicole Hayes in an interview with Document
Journal (Blum 2020). Visitors have had countless new experiences at Art Omi
since the outbreak, and based on social media activity, the organization has
become a popular site for those seeking a unique post for their own feed. This
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Figure 2. Will Ryman,
Pac-Lab, 2017. Pac-Lab is a
labyrinth, designed to be
interacted with, reminiscent
of the retro video game
Pac-Man. The walls are
painfed in primary colors
that recall our childhood
associations with art mak-
ing, as well as the paintings
of Piet Mondrian. Visitors
can be seen safely travers-
ing Ryman's cast-resin
maze (courtesy of Art Omi
/Bryan Zimmerman)

Figure 3. Camp Omi in

a Box. Christine Flood,
Assistant Director of Art
Omi: Education, is seen
displaying the contents of
Art Omi's inaugural Camp
Omi in a Box, a thought-
ful solution for remote
art-making. Each box
contains school-age art
supplies such as paints and
crayons, project informa-
tion for the coming week,
and a family-oriented map
to encourage safe visits to
the park (courtesy of Art
Omi /Bryan Zimmerman)
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emphasizes art's experiential and spatial value, and the growing consumption
of the whole, beyond the objects on view. ‘For so many people, when their
life shrank and slowed down, it opened up this space that they immediately
filled with creativity,’ Ruth Adams said while speaking with the Times Union
(Weinstein 2020). ‘That is such a sign of hope, and a reminder of how much
the arts matter.’

Perhaps the best-known example of an outdoor art-viewing experi-
ence in this same region is the Storm King Art Center, an expansive, 500-acre
property with monumental steel giants and thoughtful earthworks whose
grounds are open to the public on a seasonal basis. Access is based on ticketed
admission, and with pandemic restrictions and regulations, the art center had
fo strategize. Much like other art parks and outdoor venues, a day trip to this
iconic sculpture park has become incredibly sought after. According to Tessa
Solomon (2020), ‘the art center has become a bona fide destination—tickets
are now selling out weeks in advance, making Storm King one of the hottest
New York art spaces right now.’

While Storm King charges an admission fee, and one must act fast
to attend, its collection of both the permanent and the ephemeral continues
to challenge the traditions of the art world and museum experience. Within
its own exhibitions, contrasting values are at play: artworks range from Jeff
Goldsworthy's over-two-thousand-foot-long Sform King Wall that elegantly
flows through the park, seamlessly connecting art, history, and landscape
to Maya Lin's seminal Wave Field, a former gravel pit, remnants of highway con-
struction, now rolling earthen swells evoking the sea. These thoughtful works
can be understood by visitors of varying backgrounds, allowing for a more
accessible, inclusive art-viewing experience. Senior curator Nora Lawrence says
of their ever-changing collection, ‘We all want to continue to present people
with what they've always loved about Storm King, but help evolve the idea
of what outdoor sculpture can be." For example, in Lawrence's words, Gold-
sworthy's Storm King Wall, the artist's first museum commission in the United
States, 'really illustrated a way in which artists could ask how the art, nature,
and the visitor experience could come together' (Solomon 2020). Reflecting
on his construction at Storm King, Goldsworthy himself has said, ‘Trees, stone,
people—these are the ingredients of the place and the work’ (Storm King
Art Center 2020). Art encounters within these outdoor venues often blur the
lines between the objects themselves and the landscape surrounding them,
placing value on the spatial experience.

Visitor demographics at Storm King Art Center have changed over
time, too, thanks in part fo the evolution of social media and the importance
of our daily digital lives. Aziz Ansari's Netflix production Master of None shows
what the power of media can do to a museum'’s attendance, and is especially
interesting for a venue of Storm King's nature and scale. An episode featuring
the bright foliage and unique earthworks sparked new interest and increased
attendance, and while newcomers ‘might not know the name of Maya Lin's
sculpture... they know that it's the hills’ from Master of None, says Anthony
Davidowitz, deputy director of operations, administration, and legal affairs for
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Storm King Art Center (Indrisek 2017). Davidowitz describes a shift in ‘diversity
and demographics on site’ as well, and it is clear from social media activity
and users tagging the museum that the park is a prime location for the perfect
eclectic selfie.

Visitors to these venues do not engage in traditional ownership
of physical objects; instead, they possess a personal experience, taking
home digital memories they create and spread. Nathan Jurgenson (2019) has
described the phenomenon of the ‘social photo," brought about by people
becoming ‘constant tourists, looking for potential photographs,’ ways to cap-
ture and share their experiences with others through our new most prevalent
forms of communication. ‘Life is experienced as increasingly documentable,
and perhaps also experienced in the service of its documentation, always with
the newly accessible audience in mind' (Jurgenson 2019: 31—32)—uvisitors are
flocking fo spaces that provide cultural enrichment, as well as engaging and
aesthetic experiences, in which to take and share their social photography.

In addition to these sculpture parks, though, whose missions naturally
place the public's experiential consumption outside, more traditional museums
and galleries have found themselves venturing into alternative exhibition strat-
egies as well. In the fall of 2020, the Clark Art Institute in idyllic Williamstown,
Massachusetts found itself at the seemingly perfect time to open its first
entirely outdoor exhibition, Ground/work. The Clark is a museum and research
institution whose collections highlight American painting, masterworks from
the Impressionist period, sculpture, works on paper, and decorative arts. Its
140-acre campus, located just down the road from Williams College, harbors
fields and forests, with walking paths and wildlife to enjoy. According to the
guest curators of Ground/work, Molly Epstein and Abigail Ross Goodman,
‘the Clark has a unique and varied natural setting—woodland trails, open
meadows, expansive vistas, cloistered areas for contemplation—that is open
to the public day and night throughout the seasons without fee or mitigation:
a highly rare offering to accompany a renowned permanent collection and
research institution’ (Keh 2020).

While the culmination of this first-ever grouping of outdoor art
may seem serendipitous, the exhibition has been in the works for years—its
opening during the pandemic was kismet. The show is an ongoing exhibition
that deftly utilizes the Clark's sprawling campus of rolling hills and meadows
to showcase new works by a cast of women sculptors. Director of the Clark
Olivier Meslay says of the show, 'For Ground,/work, our meadows and wood-
lands serve as a kind of natural “gallery,” offering visitors the opportunity
fo venture beyond our institutional walls and contemplate vibrant and inspiring
contemporary works set amid the remarkable natural beauty that surrounds
them' (Keh 2020). Ground/work exhibits the work of renowned sculptors
Kelly Akashi, Nairy Baghramian, Jennie C. Jones, Eva LeWitt, Analia Saban,
and Haegue Yang, whose pieces ‘respond to the Clark’s unique setting while
expressing ideas core fo each artist's individual practice’ (The Clark Art Institute,
2020). These six new works provide a first glimpse into the Clark's curatorial
vision's potential as it ventures farther from its walls and into the landscape.
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Cool Hunting describes the exhibition as a ‘non-prescriptive, non-hierarchical
experience, wherein guests are welcome to explore the sculptures at their
own pace' (Graver 2020), emphasizing the varied experience of attendance
and consumption.

Much like the uncertainty of the 2020 season at Art Omi, the instal-
lation of the Clark's outdoor exhibition was not without its own challenges
and delays. Whereas Ground/work was intended to be opened at once,
initially in the spring, the artwork was installed over a long period of time,
with visitors able to experience installation processes at certain points of the
summer. In a review in The Bosfon Globe, critic Murray Whyte noted of his
own experience that ‘one (artist) was still waiting fo arrive,’ just another trial
faced by the art world this past year (Whyte 2020). However, this process went
on to further connect the public with the work, tearing down the barriers
typically found within the museum space, even in the Clark's own galleries.
An indoor installation is barricaded off, hidden from the masses as the work
goes up and comes down. With public art, however, especially that which is
installed over an entire summer, the occasional passerby can have an entirely
new experience of art viewing.

While the indoor galleries of the Clark require standard, paid admis-
sion through pre-registration and timed fickets available online, walkers are
welcome to enjoy the pastoral landscape free of charge, and can now expect
to encounter new, inspired works. Once a near secret known only to fans
of the museum and Williamstown locals, the grounds are now drawing in an
entirely new audience and growing in popularity much like established sculp-
ture parks such as Storm King and Art Omi. Ground/work can be viewed
until October of 2021 at any time of the day or night and is sure to entice
increased patronage as the need for outdoor experiences continues into this
new year and beyond. Additionally, according to Cool Hunting, a vehicle
dedicated to the exhibition makes the Clark’'s grounds accessible to visitors
with mobility impairments, allowing for an inclusive art-viewing experience
(Graver 2020). This exhibition sets the stage for future programming on an
impressive, public scale, setting a precedent for all museums whose campuses
may not be utilized to their fullest potential and moving us towards a field
where art is a free, public good.

Bishop Castle, like these other arts institutions, did not appear recent-
ly. It was built largely by hand by one person over the course of fifty years: Jim
Bishop, a welder from Colorado Springs who bought a piece of land in the
San Isabel Forest and, in 1969, began building a castle for his wife, Phoebe
(Bishop Castle 2021). The building is still dedicated to her and now serves
as the repository of her ashes.?® In that way, it might be considered Colorado's
Taj Mahal. It certainly counts as one of the state's most beloved buildings,
and one of the only ones where the building itself is the primary attraction.
Like the grounds of the Clark or the sculpture park of Art Omi, it is free and
open to the public. Unlike Art Omi, in particular, climbing at Bishop Castle is
permitted at one's own risk. That defines the primary ethos of Bishop Castle:
you enter it at your own risk, which is not inconsiderable. This is possibly the
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least Americans with Disabilities Act—compatible building in the entire United
States. There are balconies with no railings where you can just walk off. When
you reach one of the upper towers, a hand-painted sign urges you not to shake
the structure, as it might fall down.

Figure 4. Bishop Castle. The
dragon'’s head can breathe
fire (courtesy of Jeffrey
Taylor)

There is no entrance fee, no ticket booth, and one can pretty much
enter any time of day or night. Rising 16 stories high, or 160 feet (49 meters),
Bishop ultimately plans it fo reach 250 feet (76 meters) (Calhoun 2015). Con-
structed with stones gathered on public lands and his own wrought ironwork,
it may be the largest building built by a single person in the world—created
by a high school dropout (Atlas Obscura 2016). The architecture has been
described as a cross between a Tim Burton film and a Dr. Seuss book (Dahlberg
2020) and features a fire-breathing dragon head (Cook 2016).

Throughout the structure, Bishop has placed his hand-painted mani-
festos on particleboard leaning against the walls. He holds particular contempt
for the government, especially when it regulates his activity. For example, one
sign argues: 'THE LOCAL GOVT. DON'T WANT YOU PEOPLE TO ENJOY THIS
FREE ATTRACTION FOR MANY YEARS THEY TRIED BUT FAILED TO OPPRESS
AND CONTROL MY GOD GIVEN TALENT TO HAND BUILD THIS GREAT
MONUMENT TO HARD WORKING POOR PEOPLE ALWAYS OPEN FREE!" One
sign has this to say about fire bans: ‘By what rights can our government strip
us of our rights? If we let our government take fire, what freedoms will they
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Figure 5. Bishop Castle.
Hand-painted sign warning
not to shake the structure
(courtesy of Jeffrey Taylor)

demand their slaves to sacrifice next?' (Lone Star Drift 2019). Prior fo COVID-19,
these signs might have simply appeared to visitors as comical elements of local
color. Despite the fact that these texts long predate the rise of Q-Anon and
COVID skepticism, and that Mr. Bishop never participated in any of the recent
incarnations of anti-governmental white nationalism, the discourse they repre-
sent has now become significantly more threatening after the assault on the
Capitol on the 6th of January 2021.

Preserving its unregulated freedom and openness fo the public during
the COVID-19 crisis, Bishop Castle became, like Art Omi and the grounds
of the Clark, one of the few cultural sites available fo the public. The legendary
roadside attraction's egalitarian approach of creating wonder for all means
that on any given day it will see a caravan of visitors, scores of Subarus of the
Mountain West intelligentsia parked alongside the Make America Great Again
crowd's Harley Davidsons. Therefore, Bishop Castle may, in its own guerilla
DIY ethos, be providing a fertile ground for the reconciliation of an ever more
divided nation. In the way Mr. Bishop intended, his creation freely gives itself
to a public desperate for aesthetic interaction that defies the hierarchies and
silos of the pre-COVID-19 art regimes.

The castle has a pair of towers that each rise nearly 50 meters and are
bridged at the top by a walkway of welded wrought iron and wire. As visitors
step out onto this fragile, almost invisible lattice, a sign warns them, 'DON'T
SHAKE AND RUIN THIS IRON WORK IT COULD COLLAPSE!" At this point, one
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Figure 6. Bishop Castle.
View from one of the
upper towers at a height of
approximately 160 feet (49
meters) (courtesy of Jeffrey
Taylor)

is reminded that you are alone with this man's creation, unmediated by the
government, regulators, administrators, gallerists, or tastemakers. The smaller
tower to which the ironwork crosses over has been designed fo be the resting
spot for Phoebe Bishop's ashes, and it makes the metaphor of passing over
fo a new afterlife visible. One's location on this almost ethereal bridge also
mirrors the transition point to which the COVID-19 crisis has brought us: one
where the inherited relations, long considered immutable, between art, objects,
and financial capital have begun fo loosen.

The old art world relied on a formula under which objects were
imbued with artistic authorship and simultaneously monetary value, and that
formula has now reached a series of paradigm shifts so significant it sometimes
feels as if quantum physics has been injected into an art market designed for
Newtonian physics. In the case of NFTs, the art market remains, but the object,
and, for that matter, the work of art, is disappearing. Sites for experiencing
art such as Art Omi and Bishop Castle de-commodified access to objects
integrated into their environment, allowing for rarified interaction with the
dematerialized intentions of the works' creators. Art markets are disengaging
from art and art is disengaging from objects.
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1. Hayes N (2020, November 2) Personal communication, email inferview,

Art Omi.

2. Hayes N (2020, November 2) Personal communication, email interview,
Art Omi.

3. Bishop J (2020, October 12) Personal communication, interview, Bishop
Castle.
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Research-based artwork

The Making of Voids (2021)

Wing Po So

As an artist raised in a traditional Chinese medicine store in Hong Kong, | have
been surrounded by all kinds of natural ingredients. However, all these ingre-
dients always appeared different when used as medicinal materials than they
did in their living forms: they were often dried up, cut into pieces, worm-bitten,
burnt, and incomplete. My installation works deal with this unfamiliarity with
and alienation from nature and the living environment, investigating notions
of altered reality and transformation.

The Making of Voids is a reflection on what has happened since
the summer of 2019 in Hong Kong, when large-scale protests against plans
to allow extradition to mainland China took place. The coronavirus crisis came
shortly after mass arrests shrank the protests. Crisis after crisis has made Hong
Kong an altered island for many, much like what the pandemic has done to all
parts of the world. The Making of Voids is a portal between one world and
the other. It is an attempt to break with the past, o imagine a world anew.

The fruits used in this video are myrobalans. This native Hong Kong
plant, known as yau kam chi in Cantonese, is often considered a ‘green dia-
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mond' thanks to its healing properties: as it is rich in antioxidants, the plant is
believed to contribute fo general health and longevity. The plant grows in the
countryside and it can be found at local wet markets and Chinese medicine
stores. The plant is used fo treat infection, to soothe sore throats, and to quench
thirst in general. The leaves are used to stuff summer pillows.

Because this fruit is so nutrient-rich and valuable in terms of medic-
inal use, preservation is important. The most common way of preserving
myrobalans is through vegetable fermentation, or, put simply, pickling. The
process involves adding salt or sugar, which cultivates fermentative lactic
acid bacteria and suppresses the growth of bad microorganisms. The pro-
cess of pickling is a constant microbial war of good bacteria against bad,
resulting in a balanced microbial community that helps prevent the food
from going bad.

R} Wing Po So, photographs

| 1988 of The Making of Voids

= = (2021) project (courtesy of
Wing Po So, 2021)
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On one level, The Making of Voids is a demonstration of food
preparation. The myrobalans kept in a glass jar appear as if they are going
through a non-invasive fermentation process. On another level, the work shows
the myrobalans going through an uncontrollable cell discharge process that
affects all organic material as cells are expelled from the fruit. As time goes
by, the fruit turns into a scaffolding for the tissue, coming fo look like a ghost
due to its paleness and translucency.
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An empty fruit is created by stripping all the living cells from a myro-
balan, leaving nothing but the ‘'empty’ matrix that once used to hold the cells
in place. The empty shells can be perceived as voids that convey hollowness and
also possibilities. The scaffolding provides the necessary conditions to facilitate
the growth of something new, be it a new environment for a seed or another
host. It resembles decellularization, a technique in tissue engineering and
regenerative medicine used for organ or implantation surgery—and decellu-
larization is followed by recellularization. In the face of a series of crises that
completely crush our once normal structure, it provides a gateway to regen-
eration, an empty room prepared to be repopulated by valuable essences.

Artist’s bio

Wing Po So (born 1985, Hong Kong) currently lives and works in Hong Kong.
She comes from a family of Chinese medicine doctors, and she grew up sur-
rounded by medicinal ingredients, observing how raw materials are transformed
into medicines and then into playthings and eventually artworks. Seeing how
traditional Chinese medicine is produced helped So practice observation,
sensitivity, and imagination when engaging with nature. In her art practice, So
applies this same theory of knowledge to her investigation of forms, materiality
and relationality. In Hong Kong, So's exhibitions include Six-part Practice (Tai
Kwun Contemporary, 2018) and From the Body fo the Body Through the Body
(de Sarthe, 2019). She has participated in group shows, including One Garden
Six Seasons (Para Site, 2020) and The Palm af the End of the Mind (Blindspot
Gallery, 2020). Her recent work has been covered in Arf Asia Pacific, Arfomity,
The Art Newspaper, City Magazine, Time Out Magazine, South China Morning
Post, and Ming Pao Newspaper. She holds a BFA from the Sam Fox School
of Design and Visual Arts, Washington University in Saint Louis (2007), and an
MA in Fine Arts from the Chinese University of Hong Kong (2012).
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CraTbs

AcTteTnka «npepadpasnutos CamapkaHga»:
OT QHAPOrMHHOIN TeMbl K FOMO3POTUYECKOMY

HappPATUBY

Bopuc HYyxoeuy

CraTbs NocBsLLeHa aHanM3y Tema-
TUKM NPOU3BEAEHWUIN XYAOKHUKOB
kpyra Janunna CtenaHoBa, BCTpe-
TuBLmxcs B CamapkaHae B Havane
1920-x rofoB U Ha3BaHHbLIX aBTOPOM
«npepadcpasnutammu CamapKaHaa».
Monauvany, B 1921 u 1922 rogax,

B TBOPYECTBE HEKOTOPbIX YSIEHOB
Kpyxxka — camoro CTtenaHoBa,

a Takke Anekcesi Mcynosa u Kysbmbl
[MeTpoBa-BogknHa — nposiBuncs
MHTEPEC K aHAPOrMHUM, B CPEAHea-
3MaTCKOM KOHTEKCTe acCoLMMPOBaB-
LUeics C NoAPOCTKAMU-TAHLOPaMK,
HepeaKOo BbLICTYMNaBLUMMM C nepdpop-

3aTem 3Ta TemaTUKa TpaHcdop-
mupoBsanack B «CamapKaHACKOM
LMKIIE» OQHOMO U3 YNIEHOB XYLO-
JKECTBEHHOIO KPYIKKa, JXMBOMMCLA

u rpadomka Anekcangpa Hukonaeea
(Ycto MymrHa) B CBSA3HBIM rOMO3-
[POTUHECKMIA CIOKET, «PacCKa3blBalo-
MMy, CUEHA 38 CLEHOM, UCTOPMIO
3HAKOMCTBAa, NobBM M BPadYHOro co-
l03a [BYX IOHOLLEN U3 CYOKYnNLTYpPbI
Gauveit. CornacHo runoTtese aeTopa
cTaTbM, 38 3TOM UCTOPUEN CTOSN

He NUTePaTYPHbIN MU PEIMIMO3HbIN
CIOXET, 8 KOHKPETHbIM XXU3HEHHbIN
OnbIT.

MaHCaMM B JKEHCKOM 0BsnYbe.

KrioueBbie cnoBa: aHApPOrMHUS, 6a4un, romo3poTHKa, npepadpasnuTsl Camap-
kaHaa, Ycto Mymun, Hanmun CrenaHos, Kysbma MNetpos-Bogkun, CpegHsis
Asusg, 1920-e rogbi

ScxaTonorMyeckme HaCcTPOEHUs!, OCO3HAHME KOHLIA «KENE3HOro BeKay, Hampsi-
KEHHOEe OXMAaHME «HOBOTO MMPa», KOCMWM3M U CUMHTETM3M, CBOMCTBEHHbIE
pyccKoM KynbType Hadana XX cTonetus, CKa3anmcb Ha CoLMarnbHOM noeege-
HWMU XYAOXHUKOB. DMOXa YCUIIUIA UX TSTY K KONNEKTUBHOMY MOMUCKY M COTBOP-
YeCTBY, YEMY MOXHO HaMTU CTaTUCTUYECKUE NoaTBepPaeHuMs. Tak, cpean 400
cTaTel CrpPaBOYHMKA «30M0TOM BEK XYLOXECTBEHHbIX 0GbeanHeHui B Poccum
nm CCCP (1820—1932)» (1992) 6ofbLUMHCTBO BbINIO MOCBSILLEHO OBLUECTBaM
M accoumaLmam XyLOXKHUKOB nepeoit YeTeeptn XX Beka. OgHaKo rpynnmpos-
Ka, KOTOPOM MOCBSLLEHa AaHHAs CTaTbsl, HE YMOMSAHYTa HM B AHHOM SHLM-
KMNOMEANYECKOM M34aHUM, HM B NIOBOM APYromM MepeyvHe XYAOKECTBEHHbIX
coobuecTs. Peub naetT o HeGoMbLLOM rPynne PYCCKUX XYAOKHWKOB, BCTPE-
TmBwmxcs B CamapkaHge B Havane 1920-x rogos M cobupaBLUMXCS B cagy
Danmnuna CrenaHoBa, GbiBuero meganbepa MmnepaTtopckoro MOHETHOro
ABopa, Kotopbii npubbin B 1920 rogy B CamapkaHa B uensx opraHu3auum
PaboT Mo 3amTe aPXMTEKTYPHBIX NaMATHMKOB. B rpynny, mommumo xossauHa
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caga, exogunu Anekcei Mcynoe, AnekcaHap Hukonaee (Ycto MymuH),
B MEHbLUEM CTerneHn — MPUMKHYBLUMIA K HUM HEHAZOMIO JIETOM M OCEHbIO
1921 roga Kysbma [MeTtpoB-BogkuH. Havano dhopmupoBaHusa Kpy:kka npu-
wnock Ha BecHy 1920 roga, a pacnancs KonnekTue B KoHue 1924 roga, nocne
orbesga [danumna CrenaHosa u3 CamapkaHga. MICKyCCTBO 3TUX XYAOKHUKOB
B nepmopg obLueHuns co CTenaHOBLIM ObINIO OTMEYEHO POLACTBEHHOM CTUIMCTU-
KOWM 1 MHOMXECTBEHHBIMU MHTEPPEPEHLIMAMM, OGHAKO MPU STOM OHM HE CTpe-
MWIIUCb K NYBNMYHOMY achULLIMPOBAHMIO CBOEM 3CTETMHECKOM MNaTchopMmbl.
Y rpynnbl gaxe He GblIo CBOEro Ha3BaHMSI, XOTSi HEKOTOPbIE M3 MOCTOASIbLEB
CTenaHOBCKOro cafjlda — TO MM B LUYTKY, TO JIM BCEPbE3 — MMEHOBAanu cebs
«KOMMYHOM nmeHnu Mons ToreHa».

MepBoe onucaHue Kpyxra CTenaHoBa KaK CaMOCTOSTENIbHOM
XYLOXKECTBEHHOM TPYMMMPOBKM C COBCTBEHHOM 3CTETUYECKOM MPOrpPammont
a npeacTaemn Gonee 15 net Hazag (Yyxoeuy 2004). B 3ToM TEKCTe KpY»OK
6bin HazBaH «CamapKaHACKMMM npepadoasnuTamm», a ero Hacregue 6bino
COOTHeCeHO € McKyccTBomM KBATPOYEHTO M C aHMIMIMCKMM XYAOMECTBEHHBIM
6paTcTBom BTOpPOM monosuHbl XIX Beka. 3aTem ypHan «Ab Imperio» ony-
6nmkoBan gpyroi moh TekcT (Hyxosud 2016), BO BBEAEHUM KOTOPOrO KPATKO
PE3IOMUPOBASIACH MCTOPUS KPYIKKA U MCMPABNSIMCL (PaKTONOrMYECKUE OLLMOKM
nepBoi cTaTtbu. [NepBblit TEKCT Gbll MNOCBSALUEH CTUIIMCTUHECKUMM acreKTam
3CTETMYECKOM MPOrPamMMbl FPYMMbI, HO 3aBEPLUASNCS OH ab3aLem, MPONMBABLLMM
CBET Ha TEMATMYECKME MPEAMNOHTEHUS €€ YNeHOB:

«B 0cobhiit psag B camapKaHACKMX npoussefeHusx Metposa-BogkuHa, Camoxsanoea, CtenaHosa, Ucy-
noea 1 Ycto MymmHa BbICTPaMBAIOTCS OAMHOYHbIE M MapHbIE NMOPTPETHI CAMAPKaHACKMX MOAPOCTKOB
M IOHOLLEM: 3TO MPOAABLbI MOCYAbl M YaMXaHLLUMKM, My3bIKAHTbI M TaK Ha3blBaEMbIE ‘MasnbumKu-Gaun”.
MepBoe o6bsICHEHWE STOMY BLIGOPY NEKMUT Ha MOBEPXHOCTU. B MyCynbmaHCKOM CTpaHe, rAe XeHLMHbI
HaXoAMIUCb 3a Gornee UM MeHee HaAEXHbBIM YKPbITUEM HA XEHCKOM MOMOBUHE UM XOTS Obl Ha Kpbl-
LIaX AOMOB, ropasfo NpoLue Gbifo PUCOBATbL MYXKCKYIO HAaTypy. [...] Tem He meHee, KaK NOKa3bIBAET HaLl
aHanus “spoTmyeckoro umkna’ Ycto MymuHa, 6binm 1 gpyrue npuumHbl, nobyxaaBLUME CTENAHOBCKMUM
KPyr OT@BaTb NPEANOYTEHUE TEATPY, B KOTOPOM MaBHbIE POJIU UCMOMHSINIMCh aKTEPAMM, @ HE aKTPU-
camun. Ho 310 — Tema Apyroro nccnenoBaHumsi, C KOTOPbIM Mbl HAAEEMCS MO3HAKOMUTb YMTaTENs B GNn-

*anwem Gyayem» (Hyxosud 2004: 146).

MMeHHO Ha TemaTuKe npousBeseHui, co3aanHbix «CamapKaHACKMMMU npepa-
hbasnmMTamm», U CKOHLEHTPUPOBAH AaHHbIM TeKCT. Ero runotesa 3aknioyaetcs
B ClefyloLem:

1. Tematudeckme npeanoyteHuns «CamapKaHACKMX NpepachasMToB» BbIPOCM
U3 NpeablayLwmx XyaoxecTBeHHbIX onbiToB Kysbmbl [eTpoBa-BoakuHa
u OaHunna CTenaHoBa, XapaKTePM30BaBLUMXCS aPTUKYNTMPOBAHHbIM MHTE-
pecom K U300paxkeHUIo aHAPOMMHHBIX MOAPOCTKOB;

2. OHM MONY4YMNU AOMOSHUTENBHLIM MMNYNbC B 1921 rogy B xode ob6LieHus
CrenaHoga, MNetpoBa-BogkuHa u Anekcest Mcynoea, Korga B TBOpYecTse
nocnefHero NoSBUIINCH CXOXMe 06Pasbl JKEHCTBEHHbIX IOHOLLEN;

3. B 19221923 rogax TemaTM4YeCKue NpeanoyTeHUs] Ha3BaHHbIX XYAOXHWKOB
BOLUJIM B PE30HAHC C TBOPYECTBOM KITIOYEBOIO XYAOXKHMKA 3TOro Kpyra —

The Garage Journal: uccnefoBaHus B 061acTi MCKYCCTBA, My3€€B U KynbTypbl 183



Bopuc HYyxosuy

Ycto MymUHa, B MPOU3BEAEHUSIX KOTOPOro OHM TPaHCOPMUPOBANUCH
B FOMO3POTUYECKMI MIOOOBHbIM CIOXKET;

4. xoTa ob6pasbl aHAPOTMHHbLIX IOHOLLEN XapaKTePU30BaaM NpPou3BedeHUs
BCEX XYAOXHWKOB rpynmbl, HAPPATMB, NPeAcTaBNeHHbIM YCTO MyMUHOM,
Obln MOYEPMHYT UM U3 KOHKPETHOTO XM3HEHHOTO OMbITa.

[Mepen paccmoTpeHnem TpaHChopMaLMKM OBLLEN TEMATUKM B Hap-

PaTMBHBIN CIOXET MHE KaXETCSl BAaXHbIM O4E€PTUTb OCOBEHHOCTU KOHTEKCTa,

B KOTOPOM OKazanocb B CamapKaHae OnmMcbiBaeMoe COOOLLECTBO.

CpepnHsasi A3usi, 3eMns U3rHaHUS

Uccneposatenm (Espagne et al. 2016; Khalid 2015; Martin 2001; Tolz 2011) HeogHo-
KpaTHO onucbiBanu ponb CpeaHei A3un Kak MeCcTa OCYLLECTBIIEHWS UMMEPCKMUX
LIMBUITM3ETOPCKUX MPOEKTOB, KONIOHUaNbHOIO 8AMUHUCTPUPOBAHMS, PEBOMIOLM-
OHHOTO KySETYPTPErepCTBa, NOMMTUHECKOM CChINIKK M Pa3HOOBPa3HbIX KyNbTYP-
HbIX TpaHcdepToB. [1POTarOHUCTbI POCCUIMCKOM M COBETCKOM XYLOMECTBEHHOM
CLieHbl TAKXKE BbICKA3blBaNMCb Ha 3TOT CYET — OAHAKO WX Peyb MpeaaBanach
ornacke nuLlb B TEX CllydasiX, KOTAa 3CTETMHYECKas MPOrPamma COrMacoBbIBa-
nacb C COUManbHOM MUCCHMEN, MPUBEALLEN XYAOKHUKOB B perroH. Hanpumep,
Bacunuit BepewarnH n Hukonait KapasuH, BCTaB B psfbl NPOABUraBLUENCS
Brny6b CpegHelt A3um pOCCUIMCKON apMuM, OTPa3WUIM B CBOMX JIUTEPATYPHbIX
M M306Pa3UTENBHBIX OMbITAX MMMNEPCKWUIA KOMOHUaNbHbINM MPOEKT B KavecTse
€ro COy4acCTHMKOB M MOPOM Aaxe rnaluaTtaes. [TpeacTaBUTENM NEBLIX COBETCKMX
XYAOXECTBEHHbIX MPYMMMPOBOK TaKKe SICHO O3BYYMBAmNM CBOM MPOrPamMHble
YCTaHOBKM — MO3TOMY CETFOfHSI MOMXHO CyAUTb OO 3CTETUHECKOWM M MAEMHOM
nnatcpopme «YAapPHOM LUKOMbI UCKYCCTB BoCTOKa», TalLKEHTCKOro OTAeneHus
Accoupmaumm xynoHmros pesonioumu (AXP), Accoumaumm paBoTHMKOB M3o6pa-
3uTenbHoro mckycctea (APM30), «<MacTepos Hosoro BocTokay, camapkaHacKoM
«M30habprkm.

lpynna CrenaHoea npeacTasnsina coboi NPOTUBOMONOKHbIN NpUmep
HeCcoBMaAeHMsl 3CTETUKM C MONUTUKOM. YUneHbl rpynnsl paboTanm B CamapKaHa-
CKOM KOMMCCHMM MO OXpaHe MamsiTHUKOB CTapmHbl M uckyccTBa (CamkomcTa-
PMC), YbMM MAHAATOM Obifla 3aLUMTa KYNBTYPHOrO HAcneamsl U UCTOPUHECKMUX
namsaTH1koB CamapkaHaa. Peub HU B KOoem cnydae He Luia O KPYKKOBOM Camo-
LesTeNbHOCTM: HOBAsi BIIaCTb CTPEMMIACh MHCTPYMEHTANU3UPOBATL 3aLUMTY
KyrnbTypHOro Hacnegms «Pycckoro TypKecTaHa» fisi 3aBOEBaHMS CUMMATUI MECT-
Horo HacerneHus. CTpaTeryecku 1 TaKTUHECKU paboTa KOMMCCUM BrMCIBANach
B o6LLMeE AUCKYPChl MEPBLIX MOCTPEBOMIOLMOHHBIX FET, a Aoknagbl CTenaHoBa
O MPOM3BOAMMBIX PABOTaxX 3aCNyLUMBANMUCL B MOCKBE Ha CAMOM BLICOKOM Map-
TUIMHOM W MPABUTENILCTBEHHOM YPOBHE B NMPMUCYTCTBUM, B YacTHOCTH, Denukca
OzepsmHckoro, Mmuxamna KanunuHa, Anekces PoikoBa u gpyrux (loplueHuHa
2013). OpHako BpsA N odmLMAnbHBIE PEHM XYAOKHMKOB COOTBETCTBOBASIM MX
BHYTPEHHUM LIEHHOCTSIM U BOCMIPUSITUIO UMW PEBOSTIOLMOHHBIX COBBITMIA.

OTpeLUMBLIMCb OT POMAHTUYECKMX OMMCcaHuit aestenbHocT CamKkom-
CTapmca, XapaKTEPHbIX ANt COBETCKOTO BPEMEHM, MOXKHO YBUAETB, YTO NpOTaro-
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Mn. 1. Janmmn CrenaHos.
Marnbunk-6ada (1923).
CobpaHue TaTbsiHbl 1 [eop-
rvst XaueHKoBbIX'

HWUCTOB Kpy:KKa CTenaHoBa TPYAHO Ha3BaTb MIIAMEHHBIMM PEBOSIOLIMOHEPAMM.
B CamapkaHze oHu cobpanmcb BoOSieo MPUHyaMBbIX cyaed, a ux nosoxeHue
CKOpee HaNMoOMMHANO BbIHYKAEHHOE Uik JOBPOBOMLHOE M3rHaHHKYecTBo. Cam
CrenaHoB, CyAs Mo BCEMy, BCIO JKM3Hb OCTABAasICsl MPaBblM MOHAPXMCTOM, COKPY-
LABLUMMCS 06 OTMEHE KpenocTHoro npaga (Starck 2016: 153—154) 1 oTpeyeHum
Hukonas Il ot npectona (Socal e Scaglia 2003). Mocre psiga efsa He CTaBLUMX
chaTanbHBIMM MEPUMNETUIM XYAOKHUKY YAANIOCh CHaYasia BblexaTb M3 OMaCHbIX
ctonumy B lMeH3y, a 3aTem, Npu nocpegHmyecTse xeHbl JTbea Tpoukoro (Socal
e Scaglia 2003), npuBbLITL ¢ MUCCHeH MO oxpaHe namsaTHMKoe B CamapkaHa.
34ech, B CTEMAHOBCKOM Cafy YCTaHOBMIACh TUMMYHO M3rHaHHUMYECKasi aTMOC-
dbepa, 1 ckopsblit pacnag rpynnbl 6bin npegpelueH. Mo BocnommHaHmam Buk-
Topa Ydpumuesa, «8 gome CrenaHoBbIX roBopmnu Tosibko 06 Mtanuu. 4 noHsn,
4TO MAyT cBopbl K oTbesgy» (1973: 54).

O6cTOATENBCTBAMM, CXOAHBIMM C M3rHAHUEM, OblsT OBYCIIOBMIEH MpU-
e3g B CamapkaHg u ypokeHua Batku Anexces Mcynosa. B 1915 rogy, koraa
OH 1 ero Monoaas *eHa Tamapa UCKanu cnocob OTMPAaBUTLCS B NyTeLLeCTBUE
Bo OnopeHumio U Pum, xyaomHuKa moBMM30BaNM B apMUIO M HaMPaBMIIM
B TyprecTaH (Nicodemi 1949: 23—24). KnumaT 1 KynkTypa Kpasi IpULLAMCh
YKMBOMMUCLY MO AyLlE, OAHAKO HECMOTPSI HA CMMMATMIO K CPEeAHEea3naTCKoM
KyfbType, XYAOXHWUK MCMOSb30Basn BO3HMKABLUME BO3MOMHOCTM ANsi OTNY-
yek B Poccuio. Henagonro npumkHys k rpyrnne CrenaHosa B 1920-m roay,
oH nokuHyn CamapkaHg B koHue 1921 roga?, a B 1926-m, Boiexas B MTanuio
«ATIS1 NEeYeHMsI», NPEAMNOYEN XM3Hb «PYCCKOrO NaTPUOTa» B MYCCONMHMEBCKOM
Mrtanuu Bospaluermio B ctanmHckuin CCCP.
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OThenbHO HYXXHO ynomsiHyTb M O MoTmBax npwuesga B CpegHioto
Asuio Kysbmbl [NeTpoBa-BogkmHa. Bmecte ¢ AnekcaHgpom CamoxeanoBbim
OH Ha MPOTSKEHUW YETLIPEX MECSLEB TPYAMICS B SKCMEAMLMM MO OXpaHe
namsTHMKoB CamapKaHza, opraHUM30BaHHOM AKagemHei UCTOPUM MaTEPUaSib-
HoM KynbTypbl. DOpManbHO pevb LWia O CyKeBGHOM KOMaHAMPOBKE, HO Nog-
CMYAHO XYAOXHMKA NOATONKHYM K NOE3AKe CeMeMHbIM Kpm3unc (Mo nosaHeMLwemy
CBMAETENLCTBY €ro Cynpyru, «6pak HaLw 6bin NMog yrpo3o#, 1 ecniv 6bl He npea-
TNIOXXEeHHas My>Ky KomaHampoBka B CpegHioo A3uio, TO He 3Hato, Yem Bbl Bce
3aBepumnock»’). OTcTpaHeHHocTb MNeTposa-BoakmHa oT ugeonornyeckmx
W Jaxe npodpeccMoHanbHbIX 3a4a4, MOCTABMNEHHbIX MEPes aKaAeMUHECKOM
SKCMeAMUMEN, SIPKO BbIPMCOBLIBAETCS B €r0 BOCMIOMUMHAHMAX «CamapKaHaus»,
roe Jaxke HAMEeKoOM He 0OpMCOBaHbI PaboThl Mo obmepam NamaTHHKOB. Moce-
munca Metpoe-BoakuH Baanu ot ceoux konner (Camoxsanos 1977: 74), a ero
3MOLMM COCPESOTOHMIINCH UCKITIOHYUTENBHO HA BCTPEYaX C HEOBbIYHbLIM: IK30-
TUYECKMM FOPOLOM, HEMOHSITHBIMU PUTYyaNamM, 3arafouHbIMKU MepCoHaKamm
M KOHTPACTHbIM NaHawadptom gonuHbl 3epaswara (Metpos-Bogkun 1970b).

Ckopee Bcero uarHaHHMYeCKMMHM 6binn U moTuBbl Npuesaa B Cpen-
Hiolo A3uio Hamboree U3BECTHOrO B Y36eKncTaHe XygoxHuKa rpynnsl Ctena-
HoBa: AnekcaHgpa Hukonaesa, npuHsiewero B CamapkaHge nmsa YcTto MymuH
(B nepeBoge c y36eKCKOro — «npaBoOBEPHbLIN macTep»). B coBeTckoe Bpems
6uorpadpbl YcTo MymuHa, onmpasch Ha oTaenbHble dopasbl M3 ero aBTobuorpa-
UM U NYBRAMYHBIX BLICTYMAEHWM, NPUAEPKMBAMNMCH NEreHAbl 06 yBnevyeHHOM
PEBOSIIOLMOHHBIMU MAESIMM XYAOKHUKE, SBUBLLEMCS B Y36EeKMUCTaH No MaHAaTy
TypkUMKa «gns ykpenneHus v pasBuTHs KynbTypbl M MCKYCCTBa OTAANEHHOM
okpauHbl» (Kpykoeckas 1973: 14—17; EpemsH 1982: 16). OgHako npsamas pedb
HukonaeBa, Ha KOTOPOM KOHCTPyMpOBanach fiereHAa, OTHOCUach K HeGes-
onacHoM 3noxe KoHua 1930—1940 rofos, Korga XyAOXHWK Obin BbIHYXAEH
peTyLuMpoBaTh MHOTHE thaKTbl cBoel Brorpadoun. Mexay Tem, B 2010-e rogpl
6bino onybnMKoBaHoO 3amedaHune HukonaeBa o Tom, YTO, HaNpaBnssch B Typ-
KeCcTaH, OH me4Tan MoBTOpUTbL onbiT [oreHa: «M3BecTeH mHe 6bin... Knac-
CMYECKMI Cllydal C KPYMHbIM cPpaHLy3CKMM XyAoXHUKOM [lonem [oreHom,
KOTOPbIN 7 NIET MPOXMUI Ha OCTPOBE TauTH, MBS KaK Ty3eMeL, UCMONHAN BCe
UX PUTYarbl 1 06bl4an. Y MEeHs SBUNach MbICTTb MOBTOPUTb 3TOT OMbIT Ha cebe»
(WadppaHckas 2014: 5). DTo 3amedaHne NOSIHOCTHIO COOTBETCTBYET TOMY,
YTO HAM M3BECTHO O KM3HM XYLOXKHMKA B nepsble rogbl B CamapkaHae, Korga
OH, OTPELLUMBLLIMCH OT KAKOTO Bbl TO HM BbINO KyNLTYPTPErepCTBa, CTPEMMUIICS
UTb HMU3HBIO U UCMONHATL puTyansl mycynbmaH CpegHeit Asuu. MockonbKy
roreHOBCKuiM nober Ha TauTu cTan OgHMM M3 aPXETUMMYHBIX OBPA30B U3rHa-
HWS B €BPOMEMCKOM KymbType 3MOXM MOAEPHA, MOBTOPEHME 3TOrO OMbiTa
B CamapKkaHie, ckopee Bcero, Gblio HABESIHO CXOXMMM M3FHAHHUYECKUMM
0BCTOSATENBCTBAMM U MHTEHLIMAMM.

B coBOKYMHOCTM 3TK haKTbl 4EMOHCTPUPYIOT, YTO BHYTPEHHUE
MOTMBALIMM XYAOKHMKOB, cOBpaBLUmxcs B CamapKaHae Mo Npesiorom oxpaHbi
MamsATHUKOB, He COBMaZanu C NyGrMYHBIMM OUCKYPCaMM 3Moxm (M Tem Gonee
C MOEONOreMamM, KOTOPLIX XYAOKHMKKM ByayT npuaepxueatscs B 1930-e rogbl).
BO3MOXHO, MMEHHO MO3TOMY XYAOMECTBEHHAs MPYMMMPOBKA, BO3HMKLLAS
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B Hepgpax CamKoMcTapuca 1 aKafeMUMHeCcKoM aKcrneauumu, oboLunack 6e3 npu-
BbIYHbIX AJIS TOFO BPEMEHM MAHMAPECTOB, TPOMKMX HA3BaHUIM U COBMECTHBIX
aKUMM.

AHApOFMHHGﬂ TEMATUKA B TBOPYECTBE YII€HOB KPYXXKa

AHApOrMHHas NPOBNEMATHKE MMEET MHOTOMEPHYIO TPAAMULIMIO B MMPOBOM douio-
COPCKOM M PENIMIMO3HOM MbICTIH, IBMIEHUSIX KyNbTYpbl M McKyccTBa. OHa npotuna
Yepes onpedeneHHble meTamopcposbl U K Hadany XX Beka yxe He coBrajana
C @HTMYHBIM MUCPOM, MPEACTABSIOLLIMM EAMHOE MYIKCKOE U JKEHCKOE CYLLECTBO.
Ha npotsxeHun nctopum obpas v NMKKM aHAPOTMHA pacc/iavBanuchb, AaBas
MaTepuan Ans KynsTyPHbIX, MTMTEPaTYPHbIX M M306pasUTeNbHbIX TPaaMLMIMA. ns
3MOXM EBPOMENCKOro mogepHa, kak o6 stom nucan Openeprk MoHeNpoH
(1996), cTan xapaKTepHbIM aHAPOMMH, MPEACTABIIEHHbIM, C OGHOM CTOPOHBI,
OKEHCTBEHHbIM IOHOLLIENY, @ C APYroM — «POKOBOM eHLmHoM» (c. 10). Bmecte
C TEM TEMbI U CIOXKETHI, CBA3aHHbIE C aHAPOTMHOM, UMENIM OFPOMHOE 3Ha4YeHue
ans pycckoro CepebpsiHOrO BEKa, MPOTaroHWCThl KoToporo — oT Bsayecnaea
MeaHoBa 1 Hukonas bepasesa no Hukonas ymmnesa n MapuHbl LiseTaesoin —
OCTPO MEPEKUBANM AUCTAPMOHUHHOCTb BObITUS KaK CNEACTBME «OrPaHUHEHHOCTH
nonax». CyTb npobnembl MHOMMM BUAENach B TOM, YTO YENOBEK, KENaloLLmM
YAOBNETBOPEHMWS ECTECTBEHHOTO CTPEMIEHMS K CHACTBIO B HEKOEM CaMoBbITHM,
CTanKMBAETCS C HEBO3MOKHOCTBIO Peanm3aumm 3Toro MHCTMHKTa 6e3 Apyroro
YeroBeKa. TakMm 06pa3om, UHAMBULYaNbHOE ObITUE BOCMPUHMMANIOCH AUCTaPMO-
HUYHBIM, YEMOBEK — HEMOSTHOLIEHHBIM, AOCTUKEHME CHACTbS — HEBO3MOKHBIM.
Bbixog 13 3TOro Tynuka npegronarancs, B YaCTHOCTH, IMBO B NMLLEHWM cebs
MOSIOBbLIX MPW3HAKOB BOOOLLE — 3TOT PEHOMEH MOSYHMI OCBELLEHUE B Psiae
pPaboT UCTOPMKA PYCCKOM KynbTypbl AnekcaHapa DTkuHaa (1996, 1998), — nu6o
B HaAENeHWU MHOMBUAYYMA KEHCKMMM U MYIKCKMMM MOSOBbIMM MPU3HAKamMM
OLHOBPEMEHHO, TO ECTb B MOPOKAEHUM aHAPOMMHA.

CTaB OTIMYUTENBHBIMU MPUMETAMM SMOXM MOAEPHA, aHAPOMMHHAS
npo6remaTiKa 1 SMAHCUMATOPCKOE NEPEOCMbICTIEHUE B3aMMOOTHOLLEHMIA MOMOB
OTO3BaNMCh B MPOU3BEAEHMSX MHOTMX XYAOKHUKOB, NIMTEPATOPOB, (hUIOCOXOB.
YyBCTBUTENBHBIMM MO OTHOLLEHMIO K 3TOM MPOBHemMaTMKe OKa3anucb M HEKo-
Topble YneHbl Kpy:Ka CTenaHoBa eLle [0 TOrO MOMEHTA, KaK OHM BCTPETUIMCH
B CamapraHge. PaccmoTpum, Kaknm oBpa3om pasBMBanCS MX MHTEPEC K U30-
BpPAXKEHMIO MYKCKOM aHAPOTMHMM O TOFO MOMEHTA, KaK K rpyrne MpumKHYN
Anekcangp Hukonaes.

Metpoe-BopkuH
BHumaTenbHbIM B3rnsg Ha npomssefeHus «CamapKaHACKUX NpepaddasiMToBy
NMO3BONSIET BLIAENUTL M3 OBOLLETO KPyra CIOXETOB M MEPCOHAMXeN ps npousBe-

,D,eHMlji, B KOTOPbIX NPeAcTaloT OAMHOYHbIE UMK MapPHbIe M3o6pa>+<eHm| aH4po-
TMHHbIX NOAPOCTKOB U XEHCTBEHHbIX IOHOLLIEMN. Cy,qsl NO KOPMYyCY U3BECTHbIX
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Ham paboT, Kysbma [leTpoB-BogkuH Obln MepBbim, MOACTYMUBLLMMCS K 3TOM
Teme, Mpudem cgenan 3to 3agonro ao noesaku B Camapkang. [No yteepaeHuio
Hatanbu ABaCKMHOM, OGHOM M3 CKBO3HbLIX TEM B TBOPYECTBE XYAOKHMKA CTana

«TeMa OBHAKEHHbIX IOHOLLEN MM MANIbYMKOB, M3 KOTOPOM FIErKO BbIAEMSIETCS MOTUB MAarnbiMKOB
UnK 1oHoLLEN y Bogbl. K 3TOM nnacTU4eckom u CIoKETHO-0BPa3HOM TEMe MOXKHO OTHECTHM M ‘Marbiu-
koB" (1911), u “"KynaHue kpacHoro koHs" (1912), u u3BeCTHbIE Ham Mo 3cKu3am 1 aTiogam 1913—1916 ropos
3ambicribl kapTuH “KOHowa”, "Kynalowmecs manbumku”, “Th6ens (YparaH)', u 6onee nosgHWe KOMNO3u-

umm Kynanwi ('Y cepebpsiHoro kntoya”)» (2014: 73).

McecnepoBatenbHULa HE YNOMSIHYNa O FOMO3POTUHECKMX KOHHOTA-
UMSX AaHHbIX PaboT, YKa3aB, YTO B TBOPHECTBE XYAOMHMKA OblI0 HECKONBbKO
NeMTMOTMBOB, BKIOYas M306paXKeHne OOHAXKEHHOTO JXEHCKOrO TeNa, a TaKke
CEMENHOM — HEU3MEHHO uannmMdYeckon — mobeun. B nasecTHom cmbicrie oHa
6bina BepHa maTepuany, Tak Kak cam lNeTpoe-BoakmH B TekcTax YacTo ykasbiBan
Ha MPUOPMTET MIIACTUHECKOIO PELLEHUS KAPTMHbI HaZ CPOPMAsTbHBIM CIOKETOM.
Hanpumep, aHanusunpys roreHOBCKOe Hacneame, OH nucan:

«XygLuee, yto ecTb y loreHa, — 370 ero cioxeTbl. Begb Gnarogaps um Ans KynstypHoM Tonnsl [oreH
LEeHEH He KaK JXMBOMMCEL, KOTOPbIM CPEAM Pa3ryna MMMNPECCUOHUCTCKOM MIMIO3MOHHOCTU HaTypbl
HaMETMI MOBOPOT LBETA B €0 OAMHOYECTBO M LIENIbHOCTb, HE KaK BEMWKOMEMHbLIM MacTEP 3aMblKaHMS
dhopmbl, a kak “nesew, TauTn', NPOTECTYIOLMIA MPOTUB YKIAAA LUMBMIU3ALMM, TO €CTb KaK pa3 npuue-
MUAUCh K CAMOMY HEBAaXHOMy M criaGomy B foreHe — "MCTOpUYHOCTH CIOXKETa, MepPOrMUOUYHOCTH,

KOTOpPbLIE B HEM AUNETAaHTUYHbI U HEeyGeanTerbHbI, BPoae apxeosiormu Hawero Pepuxay (1970a: 442).

MHockazaTtenbHo [leTpoB-BoakmH 34ecb, KOHEYHO ke, FOBOPUT
M O cebe: MMEHHO MNacTUHecKylo DOPMY, @ HE TEMbl MOSIOTEH OH CYMTas
rMaBHbIM B CBOEM TBOpPYECTBE.

Tem He MeHee UCTOPUKM KymbTypbl BMpPaBe MOLOMTU K OLEHKe
Ha3BaHHOTO M306pa3nTeENbHOrO MOTUBA MHaYe. Hanpumep, Mropb KoH, aHanu-
3Upys NpeAcTaBneHne OBHaXKEHHOTO MyXKCKOro Tena B MCTOPHM HerIoBEHECKOM
KYJIETYPbI, MPULLEN K MapagoKCanbHOMY BbIBOZY, HTO TaKMe M30BPaXeHUs Oblnu
6onee KOAUPULMUPOBAHbI, HEKEMM KEHCKME, TAK KaK MYXCKasi OOHaXKEHHOCTb
BCErga PUCKoBana OblTb BOCMPMHSTA KaK CBUAETESNbCTBO «HEMPUCTOMHOrO»
FOMOCEKCYasbHOro BREYEHMs! XYAOXHMKA K mogenu (Torga Kak MHTUMHbIE
CBSI3M XYLOXHMKOB C HAaTYPLUMLAMM PYTUHHO BOCMPMHUMASIMCb CAMO COBOM
pasymetoLmmmcs). MosTomy ¢ onpeseneHHOro BpemeH! U30BPaeHMs MyK-
CKOM OBHAXEHHOCTM JOMYCKANMCh TOMbKO B PErNaMEHTUPOBAHHbBIX PEXMMAX
YCIIOBHOCTH, KaK, Hanpumep, Mpu MAMOCTPALMM aHTUHHBIX UM BGUBNENCKmMX
mncpos. [Mpu 3Tom U3o6paXKeHUss PPOHTaNbHOM HAroTbl OCTABANMCh YPE3BbI-
YanHo peaku®. HecmoTpst Ha mepemeHsbl, MPUBHECEHHBIE B 3TOT CIOXET 3MOXOM
MOAEPHA, XYLOKHMKM MO-MPEKHEMY HYHKLASNUCH B IEMMTUMALIMU M30BPpaXKEHUH
rOMbIX MYXKHYMH M MOLPOCTKOB, @ OOHUM M3 MOMYNSIPHBIX CIKETOB, FAe TaKas
OBHAaEHHOCTb BbIFSAENa YMECTHOM, cTanu cueHbl KynaHus (Kon 2003: 238—
246). He uz6eskan Takoi koamdpmraumm u MNeTtpos-BoakuH. Bonee Toro, camas
M3BeCTHas ero KaptuHa — «KymaHue KpacHOro KoHsi» — cTana sipYanLLMm
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BOMMOLLEHMEM 3POCA HOBOM 3MOXM. 3aMedy TaKKe, YTO KaK Obl XYAOKHMK
HW yNuUpan Ha MPUOPMTET MNACTUYECKMX CBOMCTB KMBOMMUCK Hag u3obpa-
YKaeMbIM MPELMETOM, KPacoTy MYKCKOro Tefla OH BHSTHO oco3HaBean. B ero
Pa3MbILLNIEHUSIX MOXKHO MPOYECTb, HANMPUMEP, crieayioLlee: «M3 MHOrMX CoTeH,
He cumTast GaHHbIX M KynasbHbIX, @ HABNIOLEHHbIX YEPE3 KUBOMUCH M PUCYHOK,
BCTPEY 51 3aMETUII, HTO MYIKCKas BbIPa3UTENbHOCTb MPEBANMPYET HaJ JKEHCKOM,
YCIIOBUS TPYAM U BEAEP KEHLLMHBI, B3AMMOOTHOLLIEHUS TOPCA M HOT YaLle, Yem
Y MY>4MH, OTKOHSIIOT OT CTPOMHOCTM keHckoe Teno» (1970b: 532). B stom
rnnaHe }uMBonuceL, oco6eHHO BbIAENST NOAPOCTKOBYIO TENECHOCTb, O KOTOPOM
nucan: «<B nepexogHom nepuoge o6bIMHO rapmMOHMYHEE BbIBAIOT IOHOLLIM, YEM
LEBYLLKM, 38TO B MOCMELYIOLLMA NEPUOA LEBYLLKM 3aTMEBAIOT CTPOMHOCTHIO
HaYMHAIOLLMX BbITb KYANACTHIMM M HEYKITIOKMMM toHoLweMn» (1970b: 532).

Cpean pocamapKaHAckux pabot [NeTpoBa-BoakuHa dourypmpy-
eT HeBonbluoh 3miog «fonoea manbumkar» (1910, HaumoHanbHas KapTUHHAasS
ranepest ApmeHum). lOHoLeckas aHAPOrMHHOCTL, OCOBLINM HAKMOH FOSIOBbI
M B3MMsh U3-MOA BEK OLLYTUMbIM OBPA30M CMBLIKAIOTCS C MOPTPETaMM MOgA-
[POCTKOB, CO3AaHHbIX BCEMWM MHTEPECYIOLLMMM HaC YneHamm Kpyxka Crena-
HoBa: TakoBbl «lOHowa ¢ KHMroM» u «My3sbikaHT» Anekces Mcynosa (1921),
«fonoBa», «[lpoaaBey AblHb» M OOMH M3 MepcoHaxen «MonuTebl» HaHnmna
CrenaHoga (1921—1925), a Takxe MHOMME NOAPOCTKM Ha paboTtax Ycto Mymm-
Ha cepenmnHbl 1920-x. CTunuctudeckn atiog Netposa-BogkuHa Gnuske Bcero
CMbIKaeTcs ¢ TemnepHoM cepuelt Anekces Mcynosa 1921 roga: um oboum
MPMUCYLLM MKOHUYECKOE 3BYHaHWE M POLCTBEHHBIE MPUEMbI CBETOTEHM. TeMaTH-
YeCKM aHApPOrnHHoe n3obpaxkeHue lNMeTpoea-BoakuHa TpaHcdhopmmpoBanoch
B Kpyry CTenaHoBa B MOPTPETb CAMaPKaHACKMX MOLPOCTKOB, C OTYETIIMBbLIM
aKLEHTOM Ha 3poTH3aumio 06pasa, eLle He BrosiHe OGPOPMMBLLYIOCS B UCYMO-
BCKMX MEPCOHAaXaxX M 3aTeM SICHO apPTUKYMMPOBaHHYlo B pabotax CtenaHoBa
u Ycto MymMuHa, roe Te e nodpocTKM dourypupoBanu B obpasax Hadven,
npeacTaBuTenei pacnpoctpaHeHHon B CpegHei A3nm CyOKynbTypbl TAaHLOPOB,
NMPUHUMABLLMX XKEHCKOe 0BNnYbe.

B kopnyce camapraHickux pabot [leTpoBa-BogkuHa mbl Takke
B OCHOBHOM BCTPEYaeM NMOPTPETHI MOAPOCTKOB, B TOM Yncrie Gadelt, C xapaKTep-
HbIMM KOCHYKaMuM Ha BucKax («opTpeT manbumka-y36ekay, 1921, U3 konnexumm
Pycckoro myzes:; «MepeeHewy, 1923, unmoctpaums K odepky «CamapKaHans»).
Cpenm npousBeaeHuit 3Toro nepuoaa domnrypuposana M 3apucoBKa KymnaHus
CaAMAPKaHACKMX MarbYMLLEK, @ TaKKe KMBOMUCHOE U306paXKeHUe BCTPEYM
IBYX nogpocTkoB («Manbumku Ha choHe ropoga», 1921). U xotsa «no6osHoe
cemaaHme» B KapTuHe «CamapKaHg», LUMPOKO PAa3oLUefLIeecs B MHTepHeTe
M BKJIIOMEHHOE B MOM MmepBblt TeKCT 0 «CamapKaHACKMX Mpepadpasnutax,
cnepyeT npu3HaTh COBPEMEHHOM (PanbLUMBKOM®, YOMSHYTbIX M30BPaXeHMM
JOCTaTO4HO, YTO6bI NoaTBepanTh: [NeTpoB-BoakuH BHeC onpeaeneHHsbIi noa-
CMyAHbIM BKNag B pa3paboTKy MHTepecyloLlen HAaC aHAPOrMHHOM TemaTu-
ku. OHa He 6bifa SICHO aPTUKYIMPOBAHA: Ha MOJISIX OPUEHTANM3UPOBAHHbBIX
memyapos «CamapKaHaus» vlb OBLLMM MIAHOM MOSIBRSHOTCS CydomicKue
NASACKK, HeKkMM «apyr [anei», «pa3BanuBLLMICS Ha nogyLwkax Mynna-JTucuuay,
domnocodpcTrytowmit Cagbik ¢ po3oit B pyke. CoeauHNUTL 3TM MO3an4HbIE Brie-
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YaTIIeHUs B HEYTO CBSA3HOE He MPEACTABIISIETCS BO3MOXHBIM, OOHAKO B Kaye-
CTBE aHTypaXa OHM MOIM Obl BMMCATLCS B HAPPATUBHBIN CIOXET, LENOCTHO
npeacTaBLMit B TBOp4YecTBe YcTo MymmHa B 1923 rogy.

Ncynos

CTpemuTEnbHYIO TPaHCPOPMALIMIO CTUMS STOTO XYAOMHMKA MPU BXOXAEHWUM
B Kpy>Kok CtenaHoBa® 51 y:ke otmedan B ctatbe 0 «CamapKaHACKMX npepadpas-
nuTax». OfHaKO MHOTME UCCIIEA0BaHUS POCCUIMCKUX MCKYCCTBOBEAOB MOCHEAHUX
JIET UTHOPMPYIOT OYEBUIHYIO CBA3b Temnep Mcynosa 1921 roga ¢ nnacTMyeckumm
naesmu, LMpKynmposasLLnmm B kKpyry CtenaHoBa. CornacHo MpuHe Jio6rmoBoi
(2008: 52—63; 2009: 25), peskuit nepexos Mcynosa oT MMNPECCUOHUCTCKMX
3aPUCOBOK K MIIOCKOCTHOM TEMMEPHOM KUBOMMUCHU BbifT COMPSIKEH C 3aMbICTIOM
CO3AaHUS HeKoero anbboma, MocesLLeHHoro Ynyroeky. CBegeHmi o Takom anboo-
M€ HET HU B M3BECTHBIX HaM AOKyMeHTax 1920-x rogoB, HU B PYKOMMCU BOCMIOMM-
HaHui o TyprecTaHe, HabpocaHHoM Mcynosbim B UTanuu’, HU B NPUMXM3HEHHOM
moHorpadmn 06 Mcynose, nzgarHHom Oxopxwmo Hukogemm B Munane (1949),
HW B TEKCTaX COBPEMEHHOM POCCUMCKOM MCCefoBaTeNbHULbI TBOpYecTBa Mcy-
nosa Mpamabl KysanauHoit (2009, 2011). MepBoMCTOUHMKOM 3TOM MHCDOPMALMM,
o Bcel BUAMMOCTH, Mochyxkuna dopasa Onera AnyxTuHa B nyonukauum 1972 roga,
rze roBopunock o nogrotoeke MeaHom KasakoBbim u Anekceem Mcynoebim MHO-
YECTBa «JIMCTOB B KPACKax Asisi roToBsLLerocst ansboma K usganumio "Ynyréek'»
(AnyxTuH 1972: 48). OgHaKo, ckopee Bcero, npeanonoxeHue AnyxTmHa cTano
CreACcTBUEM HEAOPA3YMEHMS M M3HAYANbHO PeYb LWa 06 U3[aHWK, MOCBSLLEH-
HOM He Ynyrbeky, a megpece Ynyrbeka, crnaceHne KOTOPOro OT paspyLueHus
6bin0 ogHOM M3 rmaBHbIX 3a8a4 CamkomcTapuca. B niobom crnydae, HM camap-
KaHACKMe Temnepsl McynoBa, HY, Tem Gonee, MMMNPECCUOHWUCTCKME HaTYPHbIE
3apucoBkM MeaHa KaszakoBa He Bocxoaunu K anoxe YnyrGeka v K UCTOpU-
KO-MMCPOMOTMYECKMM CIOKETaM cpepHeBeKoBbs. CemelHble CLEeHbI U pUTYarbl,
NMOPTPEThLI JTABOYHUKOB, TOProBUEB, MY3blIKAHTOB, 3ane4vaT/ieHHbIe MCyI‘IOBbIM
B JOCTOBEPHbIX M KOHKPETHbIX AETASISX, BMOSIHE COOTHOCMMbI C Havanom XX Beka,
M NIULLIb CTUMEBbIE OTChIMKM K KBaTPOYEHTO, PyCCKOM MKOHE U, YaCTMYHO, MepCHa-
CKOM MMHMATIOPE MPUBHOCST B 3TU M306PaXKEHMS MHUMYIO BHEUCTOPUYHOCTb.

Lpyras coBpemeHHas poccuiickasi UccrefoBaTenbHMLA TBOPYe-
ctBa Mcynoea, Mpamaa KyeanguHa, Takke npourHopupoBana CBsS3u Temnep
1921 roga ¢ acteTmkoi kpyra CtenaHoea. CBoeob6pasme 3Tol cepun oHa obbsIC-
HUNa gpyx6oi McynoBa ¢ AMPEKTOPOM CaMapPKaHACKOM ’MMHa3mu JT1aBpoBbim:
Mo ee NPEeAnosIOKEHMIO, APY3bs «3a4YMASIM U3AATb KHUIY, B KOTOPOM MHTEPECHO
M yBrIEKaTENbHO coBupanmch uanoxutb nctopuio CamapkaHga» (KysanauHa
2009: 183). 3Ty runoTesy NPUXOAUTCS OTBEPrHYTb MO TEM XE COOBPAKEHMSIM,
4YTO U MpeabiayLLyIo: TemnepHas cepumsi McyrnoBa He Mmera NpuBSI3OK K ApeBHek
U CPEAHEBEKOBOM MCTOPUI, @ €€ OHEBMAHAS CTUIMCTUHECKas BNM30CTb paBGoTam
ocTtanbHbix «CamapKaHACKMX NpepachasnuToB» CKopee BCero Bbina HeBeLoMa
[POCCUIMCKOM UCCefoBaTENbHULIE BBMAY TOrO, YTo paboTtsl JaHumna CtenaHoBa
6binK BriepBble nMokasaHsl B Poccun nuwb 8 2020 rogy’.
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Mn. 2. Anekcei Ucynos.
Mpogasew chapdpopa (1921).
BsTcKMit XynowecTBeHHbIM
mysen um. B. M. u A. M. Ba-
cHeuoBbix, Knpos

«[pepadpasnutckasa» cepusi McynoBa B OCHOBHOM MOCBSILLEHA
CIOXKETaM TEKYLLEM MM3HM, 38 YTO TBOPHECTBO XYAOKHMKA MOPOM MPUHUMKAMM
B COMOCTaBIIEHWM C CUMBOSIMHECKOM MO3TUKOM YcTo MymuHa. Tak, y36ekucTaH-
CKUiA KpUTUK Pumma EpemsiH nucana: «B Temnepax Mcynosa siBHO YyBCTByeTCS
B3rNs4 eBponenua. Barmsa Tpe3ebii, NoOYIOLMIMCS STHOMPaOUHECKUMM LETANSAMMU,
HO He MPOHMKLLIMIM B AyLuy Hapoaos Boctokax (1982: 21). B npoTmeoBec stomy «y
Hukonaeea He NpocTo 06pa3skl, Co3gaHHbIe B Y3GEKUCTaHE, B HUX MOMHOE CRMsIHWE
C HOBbIM Anst Hero kpaem» (EpemsiH 1982: 17). Takve CpaBHEHUsI CETrOAHS KaxyTcs
MOBEPXHOCTHBIMM HE TOJBKO B CBETE MOCTKONOHMAbHOM KPUTHKM MOHsITMS «Boc-
TOKa» (OPUEHTANUCTCKMI Ay X, XapPaKTEPU3YIOLLMI MHOTME TEKCTbI camoit EpemsH,
SIBCTBEHHO OTPA3MICS B 3TOM BbICKa3bIBAHMM, COMMACHO KOTOPOMY Y «HapPOAOB
BocToka» 6bina cxoxas unm aaxke oOLlas Ans BCeX «Aylla» — M MMEHHO 3Ty
MPE3YMMLMIO BMEHSST B BUHY OPUEHTANIM3MY POSOHOHASIbHUK MOCTKOMOHMANbHbIX
uccneposaHui Dasapg Camg (1978)). OHu HenpaBoMepHbI TaKXKE MNOTOMY, YTO UCY-
MOBCKMI «MPEepPachasiIMTCKU Neproa» NPeaLecTBoBan MymmHoBckomy. Camy
XpoHosormio cobbiThit Epemsn (1982: 20) onuceiBana He BrosHe KOPPEKTHO: «B
Camapkange nobbisanm K.C. Metpos-BoakmH 1 AB. Mcynos B To Bpemsi, koraa
Hukonaee paboTan Tam Hag TeMM ke 0Bpas3amm, KOTOPbIE MPUBMEKTU UX BHU-
MaHue». B geicteutensHocTn Mcynos Havan pabotats B CamkomcTapmce C mas
1920 roga (Jo6rmoesa 2008: 137), a Hukonaee — Ha rog nosske. MNepebie paBoTh
YCTO-MyMUHOBCKOIO «CamapKaHACKOro LmKna» AaTmMpoBaHbl 1923 rogom, Torga
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KaK BCa TemnepHas cepust Mcynoea gatnposanack 1921 rogom. xo TemnepHoOM
cepumn Mcynoea nerko npocneanTb B yCTO-MyMUMHOBCKMX paboTax 1920-x rogos,
HO OBpPaTHOM CBS3M 3A4eCb ObITb HE MOTTIO, M MOTOMY (PPOHTANBHOE CPaBHEHME
TBOPYECTBA XYAOKHUKOB BPSIA fM MMENO CMBICTT.

B toHocTn Mcynoe okono nsatu neT paboTtan B MacTePCKUX MKOHO-
MUCLIEB, HO 3aTEM, Kernasi Nony4nTb Gonee CUCTEMATUHECKOE XYAOKECTBEHHOE
0oBpazoBaHue, YeTbipe roga nposesi B MOCKOBCKOM YYMAMLLIE KMBOMMCH, Basi-
Hust 1 30a4ecTBa (1908—1912), roe NpUoBPEn aKaaeMUHECKYIO BblyYKY M YBIEKCS
MMIMPECCMOHU3MOM. B farnbHerem ero TBOpYECTBO TaK M 3BOMIOLMOHUPOBANO
MEXIY aKaAEMM3MOM U MMMPECCUOHMIMOM, U JIULLIb OLHAXALI B HEM CITyHMIICS
PE3KMIN HEMPEABMAEHHbIN BUPaX — «npepadpasniMTcKasy TemrnepHas cepust
1921 roga. MHa4ye KaK BHELUHMM TOMYKOM TaKYIO MOSTHMEHOCHYIO METamopdpo-
3y He OOBACHWTL. TaK KaK MMEHHO B 3TO Bpemst Mcynoe npucTynun K pabote
B CamKoMCTapuCe, PeLLIatoLLIMM MMMYIIbCOM AJ1si HEro, CKOpee BCEro, CTasio obLue-
Hue co CrenaHoBbim U [MeTpoBbim-BoakuHbim. B ogHovacke Mcynoe He Tonbko
BCMOMHMIT MPUHLMMBI MOCTPOEHMS MAIOCKOCTHOMO MKOHUYECKOTO M306paKeHus,
HO M MHTErPUPOBAs B HErO CBOEOBPAa3HYIO LIBETOBYIO OGBbEMHOCTb }MBOMMUCH
paHHero PeHeccaHca. Mexkay Tem, CIOXKETBI €r0 TEMMEPHBIX «MKOH» B OCHOBHOM
OCTaBaNMCb BbITOBLIMU: HA HUX BbIfM M306PAEMKEHBI NIABOYHUKM, PEMECTIEHHUKM,
MY3bIKaHTbI, PUTYyarbHble CLEHbl U T.A.

B renpepHom oTHowleHun Anekceit McynoB 6bin, BO3MOXHO, Ham-
Gornee «opToAOKCanbHbIM» M3 «CamapKaHACKMX MPepPacdasUTOB»: XeHLLMHDI
B €ro NPefCTaBneHun BbIMALenu paccrnabneHHbIMM, MacCUBHBIMKU M DEMUHHDI-
MM, @ MY3KYUHBI — LesTenbHbIMK, TBOPHECKMMM M MacKyMHHBIMK. [lo 1 nocne
CamapKaHAa OH COYHO M C 3aMETHBLIM YAOBOMbCTBMEM MUCAST JKEHCKMUE HIO, & TaK-
K€ XaHPOBbIE CLieHbl, B KOTOPbIX MPEACTaBasa YyBCTBEHHAS HEHCKas KpacoTa.
[axe B ero TemnepHoM cepum cpeam cCamapKaHACKMX aKCeCCYapOB MOSIBASIOTCS
yHUKanbHble ans «CamapKaHACKMX NpepacdhasnmMToBy M300paXKeHus NonyobHa-
KEHHBIX JKEHLUMH, KaK, Hanpumep, «[locrne Ganmy (1921) n «Matb 1 getu» (1921).
OpHako, oKasaBLUMCb B KpyxKe CTenaHoBa, OH He u3bexan uHTepeca K Teme
YEHCTBEHHbIX loHoLEeMN. TakoB ero «My3bikaHT ¢ gyTapom» (1921), yubM eaBa Kaca-
IoLLMeECs: CTPYH M3SILLHbIE PYKM U M3TMO LLEW C HAKIOHEHHOM rOMOBOM 3aCTaBMSIOT
BcnomHuTb «[lopTpeT toHowm» MeTposa-BogkuHa (1910) 1 npegsocxmwaioT
Ccamble OTKPOBEHHble npown3BeaeHus Ycto MymnHa 1923—1928 rogos. Takos e
«tOHowa ¢ kHuroi» (1921), YbM BBITSIHYTbIE SMIACTUYHBIE MasbLbl HAMOMMHAIOT
PaHHIOIO }KMBOMMCh TOCKaHbI, & aBpMC LLEN BAPLUPYET YCTOSIBLUMICS pOoTHHe-
CKMi1 MOTUB B TBOpHecTBe Bcex «CamapKaHACKMX npepadpasnmTos». He meHee
eHcTBeHeH M «[poaaBel, nba» C ero Xpyrnkom MKOHUYECKOM corrypoi U oKpy-
TIbIMM BbITSIHY TBIMM chopmamm (1921). Huuero nogoGHoro B TBopyecTse Mcyrnosa
He BbIIo HU O, HK nocsie ero coTpyaHudecTea co CTenaHoBbIM.

[pyroi nonynsipHbIi cloxeTHbIM moTHB «CamapKaHACKMX npepadba-
SMUTOBY — «CLieHy BCTPEYM» [BYX IOHOLLEN — MOMHO YBUAETb B UCYMOBCKOM
«Mapmkmaxepckoir» (1921). 3aeck M306paxeHbl fBa MOAPOCTKA C MMANaMMU: OAMH
B paclumMTom GyXapCKOM XanaTte, APYroi B COPOYKE C MOBSI3aHHLIM Ha Mosice
NnaTKom. B KOMMOHOBKe 3TWX MepCcoHaXKen Ha KaPTUHHOM MIOCKOCTM SIBCTBEH-
HO CKBO3MWT HeKasi CBsi3b. B3rnsg nepeoro oBpalleH Ha 3puTens, Lo BTOPOro
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Mn. 3. Anekcei Mcynos.
Matb 1 getu (1921). Barckmin
XYAOKECTBEHHbIN My3ei
um. B. M. u A. M. Bacrelo-
BblX, Kupos

0BpPALLEHO K NEPBOMY, HO MU STOM ETO [11a3a 3aKPbITbI M BbIAAIOT KOHLEHTPALMIO
Ha BHYTPeHHem nepexkmaHuu. [pu 3Tom XxapaKTep B3aMMOOTHOLLIEHWI HESICEH,
OHM MOMM Bbl BbITb POACTBEHHLIMM, MPUSTENBCKMMM, MPOPECCHOHATTBHBIMM
(MmacTep — y4eHMK), KommepHecKmM (MapUKMaxep — KIMEHT), NIOBOBHBIMM
UK KaKMMM-TO UHBIMM.

Moxanyi, Haubonbluee cxoacTBO ¢ pabotamu [leTpoea-BoakmHa
1910-x rofoB v nocneayroLLmmmn pabotamu YcTo MyMrHa CKBO3WUT B MCYNMOBCKOM
«CrapLuem GpaTe». ITa HeoBbl4Has TeEMMePa BbIGUBAETCS U3 «MPepPaddasIMTCKOro
umkna» Mcynosa. TemaTU4ecKku oHa pacronoXMnach Mexay AByMst HEGOMbLLMMM
nogrpynnamm pabot 1921 ropa: «cemeMHbIMW MOPTPETaMMY, TaKMMM Kak «MaTb
¢ petbmmy, <Kupruscras cembsi», «OTew € AETbMMY, U M30BPAKEHMSIMM «PUTYASIOB
nepexona», Takumu Kak «Kuprusckas Hesecta» u «MonogoeHsl». OKpyrmblie
JIMHWUK NnL, BPaTLEB, dhopMma MX ryd 1 rmas, 6e3ycrioBHO, aHAPOTMMHHLI: C JIULOM
MaTepu MX PO3HUT NKLLL Npudecka. Po3a 3a yxom rmaBHOro nepcoHaxa Harmo-
MUHaET npotaroHmcToB «CamapKaHackoro umkna» MymuHa. JlameHTaumoHHas
Mo3a MEHLLUMHBI YKa3bIBAET Ha TO, YTO 3TO HE MPOCTO MOPTPET MATEPH C ABYMS
CbIHOBbSIMM, HO CKopee cloxeTHasi cueHa. OG 3Tom roBopuT U rpycTHas Mo3a
CKJTOHEHHOTO MOAPOCTKA, MnaLuero 6parta, M306PaXKEHHOTO Ha BTOPOM MraHe.
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BHYTpEHHWM HanomHEHWEM CLIEHBI SIBMISIETCSI KOHAPIMKT MEXAY MENTAHXONMMHECKUM
MEANTATMBHBIM B3OPOM [MTaBHOTO MEepPCOHaXa 1 APamMaTUHECKMMMU HECTaMK ero
6nm3kmx. [lonyMblBaTb CMBICTT CLEHbI HE MPEACTABIISAETCS BO3MOXKHBIM — MOX-
HO NWLLb KOHCTaTUPOBATb, YTO PeYb MAET O KAaKOM-TO SMOLIMOHANbHOM Apame,
MPUKITIOYMBLLENCS C MOAPOCTKOM M MEPEHKMBAEMOMN €r0 CEMbEMN. TaKMM BMOMHE
mor npeacTate Mucyc Ha cooHe Mapumn 1 Makosa, HO Takke M Kaneak Maxaym
U3 HEOKOH4YEHHOM noeecTu AGaynnbl Kagbipy, Mo MOTMBaM KOTOPOM TaLLIKEHTCKWM
TeaTp Mnbxom noctaBmn crnekTaknb «benbiit Genbiit YepHbIM anucT»: Tam, Hanom-
HIO, CEMbsI 3aCTaBMIA BCTYMWUTb B «TPAAULMOHHBIM GpaK» IOHOLLY, BriloGneHHOro
B CBEPCTHMKA. HWKakmx nosicHeHuit McynoBa Mo nMoBogy 3TOro mM3obparkeHus
He COXPaHUIOCh, U BNMCHIBATb 3TY APaMy B TOT FOMO3POTHHECKMI CIOXET, KOTOPbIM
SABCTBEHHO OBHaPYXMT cebst B «CamapKaHACKOM umkrie» YcTo MymuHa, Kazanocb
Gbl, HET MHBIX OCHOBAHMI, KPOME MHTOHALIMOHHOTO. BmecTe ¢ Tem 3Ta pogHsLLas
Temnepsbl Mcynosa n Ycto MymmHa MHTOHaUms sicHo pasnuuuma. OHa coeamHsieT
HanpshrkeHue MoOOBHOM APaMbl C MEAUTATUBHOM COCPEAOTOHEHHOCTBIO MEPCo-
HaXeM, B3MsA Ha 3PUTENSI C OTCTPAHEHHbIM BHYTPEHHUM AMANOrOM.

CrenaHos
Ponb [aHuuna CrenaHoBa B BO3HMKHOBEHWMM KpykKa «CamapKaHACKMX npe-

pPadpasnUToB» 3HaYMTESNbHA, NAPASOKCASbHA M YPE3BbIMAMHO TPYAHA AJIs U3y-
YeHus. B cpaBHeHUM ¢ rMraHTCKMM CBOZOM MpousBefeHuit [eTposa-BoakuHa,

Mn. 4. Anekceit Mcynos.
Crapwwui 6pat (Tpu nuua.
Y36ekm)" (1921). Batckum
XYLOXECTBEHHBIN My3ei
um. B. M. n A. M. BacHeuo-
BblX, Knpos
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BHYLUMTENbHbIM KOPMycom paboT McyrnoBa u Aaxe OTHOCUTENBbHO CKPOMHBLIM
o6bemom xueonmcu Ycto MymuHa Hacriegme CTernaHoBa KaXeTCs MU3EPHBIM.
JlocToBepHO M3BECTHBI NKLLIb LLIECTb €0 XMBOMUCHBIX PABOT. Mexly TeM UMEHHO
CrenaHoB Bbin He TOMbKO XO35MHOM Cafa, B KOTOPOM BCTPEYANMCH XyAOKHUKM,
HO W MOCPEAHUKOM, CBSI3aBLUMM MEPBbLIM 3Tan CyLLECTBOBAHUS KPYKKa, Kor-
na B CamapkaHge odytuncs lNMetpos-BoakuH 1 3akaH4mBan cBoe npebbiBaHUe
Mcynoe, co BTOpbim, KOrha B HOBOM maHepe 3apabotan Ycto MymuH. B nog-
TBEPXAEHME MOEN M3HAYaNbHOM MMMOTE3bI O MMAaBEHCTBYIOLLIEN POM STOMO MOYTH
HEeW3BECTHOTO KMBOMWUCLIA B CMTIOTUBLLIEMCS BOKPYF HEro rpynrMpPOBKe CEroaHs
MOMHO COCNaTbCs Ha He NMyBNMKOBABLLEECS paHee CBUAETENLCTBO YCTO MymmHa.
Ero npuBena B cBomx memyapax 6nm3ko 3HaBLwas Hikonaesa lanvHa Kosnoeckas:

«CTenaHoB cTan apbUTPOM, MHOTO M KECTKO KPUTUKOBAS, M OLIEHKM Ero Halle BCero Obiu HeraTUBHbI-
mu. Ero “Bce He Tak" HaKOHEL, BbIBENM MOTIOAEKb U3 TEPMIEHMS, OHM B3GYHTOBANMCL M OAHAMALI CKa3a-
v emy — “Tlerko KPUTMKOBATb, @ BOT YTO Bbl meeTe, mbl He 3Haem’. MaTp Toraa 3anepcs Ha HECKOSb-
KO Hefienb B GanaxoHe CBOETO JOMa, HMKOTO He MPMHMMan M He aonyckan. Yepes HekoTopoe Bpemst
OH TOPXECTBEHHO MO3BaSI CBOMX MOJNOAbIX COBPATLEB XYAOKHMKOB M MOMYa MOKasasl MM HECKOSbKO
KaPTWH, HanMcaHHbIx Temnepoi. — “Hy u yto ke Bbl yBuaenu?” — crnpocunu mbl y Hukonaesa. Ero
NULIO NMPUHSINO HEOBLIKHOBEHHOE, HECBOMCTBEHHOE EMY BbIPaXXEHUE PAaCTPOraHHOCTU U BONIHEHUS. —
"310 6bino NpekpacHo! ITo BbINO camoe MPEKPACHOE, CaMOe YAMBMUTENBHOE BommoLeHne Boctoka,

koTopoe s Korga-nu6o suagen!”».

OyHaameHTanbHas ponb CTenaHoBa He orpaHMYMBanach, OAHaKO, Ero
HaXOAKaMM B CIIOXKEHUM OBLLEN CTUIMCTUKM XYAOKECTBEHHOTO KPYKKa. TemaThKa
ero paboT TaKKe Cryuna CBSA3YIOLUMM 3BeHOM Mexxay [NeTpoebim-BoakuHbim
1 McynoBbim, ¢ 0fHOM CTOPOHBI, 1 YcTo MyMMHOM, € Apyroi. Tak, cTenaHOBCKue
«[Mpopaeel, ctozaHe» U «[poaaseL, AbiHb» NErKO BCTPOMTL B ranepelo camap-
KaHACKMX nopTpeToB Mcynoea. Brpoyem, B «[pogaBLe AblHb» YrafblBaeTcs HEYTO
GorbLUee, HEXENM MPOCTO GLITOBOM CTUMM3OBaHHLIM MOPTPET. B3rnsa manbum-
Ka-MPOAABLA, CryLLEHHas C Mie4a COPOYKa, BbIPa3UTENBHO HaMMCaHHbIE TOHKUE
KMCTU PYK Brivike nepcoHaxkam «CamapKaHACKOro Lmknay» Ycto MymuHa, Hexenm
TemnepHoi cepum McyrnoBa: 34ech ICHO OLLYTUMBI NMPKKa M 3poc. MOTUB LbiHM
Ha AAHHOM M300PAaXKEHUM TaKKE BBIXOAMT 3@ PAMKM MPOCTOrO LEKOPATUBHOIO
poHa, KoTopbim B «TOproBLe Clo3aHE» CIYXKUI y30pyaThblit TekcTurb. OH Gnivke
CUMBOMYECKOM MOSTUKE: AblHW 34ECh MPELCTAIOT CO3PEBLLUMM MIIOLOM U UIPaIoT
oBpazHyto porsib, kotopast B «CamapKaHACKOM Lpkie» MymuHa Gbina yrotoBaHa
nnoAam rpaHara.

Yto KacaeTcs ocTanbHbIX Tpex pabot CrenaHoBa — «MonuTeay,
«Manbumk-6ava» m «fonosa», — oHu Gnmskm «CamapkaHACKOMY LmKIy» Mymm-
Ha MO CTUMIO, @ B TEMATMKE (PAKTUHECKM CIIMBAIOTCS C HMM. Tak, B «MonuTee»
[BOE IOHOLLIEN M30BPaKEHbI PSAOM C MOYTEHHBIM CTAPLIEM, HTO BOCMPOU3BOANT
HEeCKOIbKO M306paxeHni MyMuHa, BapbUPYIOLLMX OAHHBIM MOTMB: 3TO U ABE
cueHbl 13 «Pagenmns ¢ rpaHatom» (1923), u «bava-gyTapuct (1924), 1 Gonee nosa-
HsIsi MyMUMHOBCKasi paboTa «bai» u3 konnekummn Myses Boctoka (1932). «fonosa»
CTenaHoBa KaXeTcs )KMBOMMCHOM BepCHen prUcyHKa YcTo MymuHa 13 KonmeKLumm
Hykycckoro mysesi. 3aech Tak:Ke BapbMPYETCS MOTMB MPOH3WUTENBLHOTO B3MsAa
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MCKOCA, XapPaKTEPHOro A1 MHOMMX MepcoHaxen mymmHosckoro «CamapKaHa-
CKOTO LMKIa»: JOCTaTOMHO BCMOMHMWTB LieHTpasbHyto dourypy B «PageHun ¢ rpa-
HaToM», «Y4eHUK meapece» m3 Konnekummn Hykycckoro mysesi, pucyHok «Korga
a yBugen CamapraHg». Po3a 3a yxom, HaKIIOH ronoBbl U M3rMb LUeu CoBMa-
JAIOT C U3MIOBNEHHBIMM MIACTMHECKMMM Temamu YcTo MymuHa 1920-x rogos.
YTo [O «BCTpEUM OBYX IOHOLUEM», XOncT «Manbink-6ava» CTenaHoBa sBRseTcs
JeTanbHOM Bapuaumen cueH «PageHuns ¢ rpaHaToM», @ MOAHEPKHYTO 3POTUHECKUIA
XapaKTep oUrypbl Ha MEPEsHEM MaHe He OCTAaBIISIET COMHEHUI B XapaKTepe
OTHOLLIEHMM [BYX MEPCOHAXEMN.

[MponuTb cBeT Ha npeabicTopuio 3poca pabor CtenaHoBa NMomo-
raloT HEKOTOpble CTpaHuubl ero 6Guorpadomm. Onucanmin xmsHm CrenaHosa
CYLLEeCTBYET HEMHOIO, M OHM KpalHe chbparmeHTapHbl. HekoTopbie getanu
6uorpadoun XyooxKHUKA MHe CTanu M3BecTHbimM Gnarogaps Cuccu MNapasu-
4nHK, BHy4ke CTenaHoBa®™, IMYHO ero He 3HaBLUEM, HO MOMHMBLLEN CEMENHbIE
pacckasbl B nepenoxeHun ceoei matepwu, Hatanbm JaHuunosHer CtenaHo-
BOM. B 3Tux BocnommHaHmsix CTenaHOB npencTaBan NPMMEPHBIM CEMbSHUHOM
M OTUOM, 6e30rnagHo NMIOOUBLLMM CBOMX AeTel U xeHy, Pomeio TpaBanbuHm,
Ha KOTOPOM OH KEHWNCS BO Bpems npebbiBaHus B MTanuu. [eteit B cembe
6bino YetBepo: Mapycs, Hatanbs, [Naeen 1 Enusaeeta. ToT ke Ge3ynpeyHbii
obpas oTua coxpaHuna B namsatv Enusaeseta CtenaHoBa, eAMHCTBEHHAS KUBasI
CBMAETENbHMLA BCTPEY LUYMHOTO Kpyxkka CTernaHoBa, C KOTOPOM MHe yaa-
nock nobecenosatb™. 3a60TNMBLIM OTLIOM M ceEMbSIHMHOM Bbirnaaen CtenaHos
M B e4KMX onucaHmsax Mmxauna MaccoHa, no HeM3BECTHOM NPUUMHE HEB3JIO-
6uBLIero xyaoHmKa: «OH BbiBe3 13 Puma xeHy, HEBBICOKYIO TOMNCTYIO UTASTbSIHKY
M Bbin MOYTH LIENIMKOM MOMJIOLLEH 3a60TaMM O COLEPKAHMMU POXKAEHHBIX €to
yeTblipex getemn» (MaccoH 1968: 15).

MmeHHo niobsaiumm otuom CTenaHoB NpeacTaeT B O4HOM M3 Hanbo-
fiee BblPa3uUTESIbHbIX 3MM3040B, BoiHeceHHbIx Cuccu MapaBuumnHm 13 cememHbix
paccka3oe o Hukonaese. BoobLue roeops, 06pa3 Hukonaeea B namsaTH ceEMbU
CrenaHoBa coxpaHuncs cmyTHo. Ee uneHbl ropaszgo feTtanbHee u OXoTHee
BCMOMMHANM «3amedaTenbHoro [Netposa-BogkuHay, Camoxsanosa u, KOHEYHO,
McynoBa, NpogomKaBLIero APYXMTb CO CTENAHOBCKMM CEMENCTBOM B MTanum.
Hukonaes 3anomuumncs nosegeHmem, kotopoe CTenaHoBbl BOCMPUHUMAIM
KaK AEBMAHTHOE («MMES CKITOHHOCTb K FOMOCEKCYasbHbIM CBSI3IM M HAPKOTH-
Kam»™, HO TaK}Ke MOT HaBSI3YMBO YXaXKMBATb M 3@ AEBYLUKAMM — TaK, MO BOC-
nomuHaHuam MNaena CtenaHoBa, H1KonaeB He BnosiHe KOPPEKTHO Ben cebs
B OTHOLUEHMM ero cTapluei cectpsl Mapycu). CornacHo pacckasy Hatanbu
CrenaHoBo#, npunomHeHHomy Cuccu MNapaeuunHm, CTenaHos, 3HaBLUMM O Bre-
YeHun Hukonaesa K 1oHOLIAM M MOAPOCTKAM, 3anpPeTU JOMALLHMM OCTaBIIATb
HaegmHe ¢ HuM cbiHa MaBna nocne Toro, Kak 3actur Hukonaesa c [MaBnom
Ha KoneHsx. [laxe ypoKu maTemaTuku, KoTopble o Toro Hukonaes pasan
NMOAPOCTKY, CEMbsI MEPesoBepUa CTapomy yumuTesio nutepatypsl COCHOBCKOMY.

OgpHako Bo33peHus camoro CTernaHoBa Ha FOMOCEKCYanbHOCTb, BO3-
MOXHO, He Oblfiv CTOMb OCYXAAIOLMMM, KAKMMMU OHM OCTASIMCb B CEMEMHbIX
BocrnommHaHusix. O6 3Tom CBMAETENLCTBYET OCKOMOK ero 6uorpadpomu, BHe3an-
HO BCMMbIBLLUMIM Ha nonsix uctopum Cawwm LLpaiiaepa, HEMEULKOro XyLoXHMKA,
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CKYIbINTOPA M KHUKHOTO MITIOCTPATOPa. DTOT 3nm3og npuiuencs Ha 1909 rog —
BPEMS, O KOTOPOM HWUYETO HE FTOBOPMUTCS B MMEIOLLIMXCS Ha CETOAHSALLHMWIA AEHb
6uorpacpmsix CrenaHosa. Cawa LUHakgep (odpmumansHoe mms — Pygonbdh
Kapn Anekcanap LLHamaep) 6bin Ha 11 net craplue CtenaHoBa — OH poaurncs
B Poccuu B 1870 rogy, 1 pgetcteo nposen B [NetepOypre. B 1881 rogy cembs nepe-
exana B Lllopux, a 3atem — B [pe3geH. o OKOHYaHMM LLKOSbI OH MOCTYNUI
B [Jpe3neHcKyio akaaemmio M300pasuTenbHbIX MCKYCCTB, ¢ Hadana 1900-x rogoe
nyonu4HO MPEeACTaBnsn cBou npouseeaeHus, a ¢ 1903 roga ctan NOCTOSIHHBIM
UNMIOCTPATOPOM MonynspHbIX pomaHoB Kapna Mas. B 1904 roay LLHaigep
nony4mn noct npodpeccopa B Bennko-CaKkcoHCKOM repLOrcKoM XyAoKECTBEHHOM
wikore B Belimape. B aTom ropoge v 3aBs3ancs nepsbiit y3en KpMmUHanbHO-Apa-
MaTUHECKOTO CIONETa, KOTOPbIM Ero BnocneacTemm cesiket co CtenaHoBbim. Bce
Ha4anoch C pomaHTMYeckoM cesazu LLIHaMaepa ¢ XyoomKHMKOM XenbmyTom SAHOM,
MOMOABLIM U, CYAS MO BCEMY, MEPKAHTUIbHLIM B NMIOGOBHbBIX AENax YelIOBEKOM.
CloeT pa3BMBancs B COOTBETCTBMU C OCOBEHHOCTSIMM 3MOXM, eLLe He 3abbiBLUEN
HeAaBHUIM ckaHAanbHbIM cygd Hag Ockapom Yainbgom. MMocKomnbKy romoceKcy-
anbHocTb B [epmaHmm Obina YyronoBHO HaKasyema, SH CTan LUaHTaXMPOBaTb
LLIHaMaepa pacKpbITUEM MX CBS3M, BbIMOTas Y MapTHepa AeHbru. LLHalaep Gexxan
B MTanuio, Ybe 3aKOHOZATENLCTBO He MPEecrefoBano romocekcyanos. [Nocrne
HECKOSBbKMX HOBbIX POMAHTUHECKMX MCTOPMIM OH no3Hakomurcs Bo DriopeHumm
¢ JaHumnom CrenaHOBbIM.

CywecTylolime onmcaHms oTHoweHui LLIHaiaepa n CtenaHosa
B OCHOBHOM CBOZASITCS K MOKa3y 3anHTepecoBaHHoro y4actis CtenaHoBa B fenax
HoBoro apyra. Horga XenbmyT SH, MbiTasicb BHOBb JOOUTBLCS PACTIONOXEHMS
GbiBLLErO NapTHEPa, siBuncs B uioHe 1909 rogy Bo Mnoperuumio, CrenaHos npum-
TIOXMUN BCE YCUIMUS, BKITIOYAsi CBOM AMMIIOMATUHECKME CBS3M, YTOObI BbIABOPUTH
SAHa n3 Utanuu. MNpu 3tom, no onmcaHuio Guorpadpa LLHaaepa KprctumaHsbl
LLItapk, oH «amoumoHarnbHO noagepusan LLHalgepa, yaepkae apyra-Xyaox-
HMKa OT HeoBaymaHHbIX AercTeuin» (Starck 2016: 153). Mpustenu nepeexanu
Ha eunny demmpodbdh (Can JoHaTto), asopel Ha cesepo-3anage PrnopeHumm,
MOCTPOEHHBIM PYCCKUM MOCTIOM M MPOMbILLNEHHMKOM Hukonaem JemmnaoBbim.
Tam OHU COBMECTHO CHMMANM HEBOMbLLIYIO MAacTEPCKYIO, FOe Y Kaxaoro 6bina
nnowagp B 20 kBagpaTHbIX MeTpoB. [py:#6a, cBA3aBLLas X, Oblna «MHTEHCUMBHOM
n oTKpbIToM» (Starck 2016: 153). Kak BuaHo u3 nepenvcku LLHaiaepa ¢ rpachom
dhoH XapaeH6eprom®, Barnsgsl CtenaHoBa Ha KW3Hb OMPEAEnsMCh ero noro-
}eHuem obefHeBLIEero apUCTOKPAaTa, Ybsl CEMbsI MOCSE OTMEHbI KPEMOCTHOTO
npaBa NOTepAna «HETIPE THICAYM AyLu», @ € HUMU — U 3HAYUTENbHYIO A0SO
cocTtosiHus. MNpwu atom CTenaHoB, cyasi Mo BCcemy, He Obin 3aLLOPEHHBIM B reHAep-
HbIX BOMPOCAX: OH He TOMbKO B3$iS1 MOZ CBOIO 3aLLUmTy Berrena co «CKaHAanbHOM
penyTaumei, HO 1 Ge3 OMMALKM Ha AOCYKME TOMKM MOCENUICS C HAM B OBHOM
mactepckoi. [loBepuTenbHOM ApyHOOM MX OTHOLLEHMS, MO BCEM BUOMMOCTH,
M OrPaHUYMBAIIOCh, XOTs BOCMEACTBMM 06 3TOM nape nopow nucanu 1 B Gonee
cbpurBonbHOM ToHe: Hanpumep, JTapc BangHep Boipasuncs Tak: «Cawa LLHakigep,
onacasicb pa3obnayeHus, 6exan B Mtanuio, roe Hallen HOBOro Apyra B PYCCKOM
xyfnosHuke JaHunne CtenaHoBe, C KOTOPbIM NPOBES CHACTAMBbIE rogbl» (2011: 5).
Kak 6bl To HU ObINO, B pamKax JaHHOMO TEKCTa BaXKHEE OTMETUTb TBOPHECKYIO
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BoCnpuMmInBocTb CTenaHoBa, B YbeM TBOPHECTBE OCTaNMCb HECOMHEHHbIE Criefbl
obLeHus co LLHaigepom.

Bo ®nopeHumu LLIHaaep cozaan romospoTUHECKYIO CEpMIO, B KOTO-
PO HULILLIEAHCKOE afiKaHWe CBepXYEernoBeKa ByayLLEero yBsA3bIBanioCk C 06pasamm
apesHeit dnnagbl (Corwegh 2012). KpacoTa B3pocreiowmx ManbymKoB M My>a-
IOLLX IOHOLLEN 3A4eCh MPEeACTaBana C OTKPOBEHHOCTLIO, PEAKOM Aae Ans BeKa
mogepHa. Mo cyTH, 3o 6bin oaMH U3 Haubornee 3MaTaXKHbIX MaHUPECTOB rOMO-
3pOoTM3Ma Hayvana XX BEKa, Ae3aBYMPOBABLLMIM KOHBEHLMM MOKa3a OBHaXKeHHOro
My3Kckoro Tena. B stom LLHaigep 6bin 6eCKOMNPOMMCCEH — MEPCOHaXM ero
KaPTWH U1 CKYMNbMTYP CPIOPEHTUICKOrO Neproaa HOCKIIU IULLIb FOfNIOBHYIO MOBSI3-
Ky unu wnem. B ero noptpeTtax aHAPOMMHHBIX MOAPOCTKOB OOpaLLAeT Ha cebs
BHMMAaHME 3aCTbIBLUMA NMPSMOM B3NS4 HA 3PUTENS, BO MHOTOM CXOAHBIA C TEM,
YTO norTopa AecsiTKa NeT crycTs ByfeT xapaKTepu3osaTtb nepcoHaxer «Camap-
KaHACKMX npepadpasnmToBy. YTo KacaeTcsi MyXCKOM HaroTbl, MoXarnyM, SuLlb
MeTpoe-BoakuH B psiay MHTEPECYIOLLMX HAC XYAOKHUKOB OCMENMBANCS Npmbnm-
3UTbCA K OTKPOBEHHOCTH paboT LLIHalaepa, HO ero MycKue HIO CO3AaBanmchb
o npuesaa B CamapkaHa. B CamapraHge ke Hanbonee 3pOoTUYHBIMM OKa3anmuch
paboTbl Ycto MymuHa u camoro CtenaHoBa, Npuy4em B M3HEXKEHHOM «Manbymn-
Ke-6a4e» C ero HefjByCMbICIIEHHbIM — NMogo6Ho crswel BeHepe [xopkoHe —
ectom pyku CtenaHos, no o6otogHomy cemgeTenbcTBy EnmzaeeTsl CtenaHoBoM
1 Cuceun MNapaBuunHm, n3obpasmn cobcTeeHHOro chiHa Naena. CxoacTeo 06pazos
1 HekoTopbix ctoxetoB CrenaHoBa M MymMUMHa HECOMHEHHBI, OLHAKO BOMPOC
O TOM, KaKMe M3 HMX OblNiK NepPBMYHbI, OCTAETCS OTKPbLITHIM. B BOCMOMMHaHMSIX
cembn CTenaHoBa YcTo MymmH OCTancs Ha 3agHEM MaHe, KaK YHYEHUK, NMoapaka-
ot MaTpy. O Tom, 4To MmeHHO oT CTernaHOBa OH NEPEHSST HEKOTOPbIE CEKPETDI
TEMMEPHOM UBOMMUCH, Mbl Y3HAEM U3 BOCMOMMHaHMIt Buktopa Ycbumuesa (1973:
50). ApTukynmpoBaHHas opueHTaums Ha KBaTpOYeHTO M UTaNbSHCKMX MacTepOB
TaKKe NpuLLna K «npepadpasnmtam CamapraHia» umeHHo ot CtenaHoBa. B stom
OTHOLLIEHMM NnYHas nepenmcka LLHakaepa cooBLuaeT elLle oaHY NopasuTenbHYO
U BaXKHYIO BuorpadonHecKyo NogpobHOCTb: HYXKAAsICh B feHbrax, 06a XyAoXKHMWKa
B0 DnopeHLMM KUIN... U3FOTOBNEHMEM M MOCTELYIOLLEN NPOAaKeN chasbLLMBbIX
BEPCUIM NPOM3BEAEHMIM CTAPbIX UTANBSHCKMX MACTEPOB.

M elue oaHa LIHaMAEPOBCKas PEMUHUCLIEHLIMS y3HABAEMA B TBOPYE-
ctee CrenaHoBa — BMpOYem, JOCAMaPKaHACKOro neproaa. beielumnit megansep
MmnepaTopckoro Aeopa, CTernaHoB CTan aBTOPOM MEPBOM COBETCKOM MeLas,
NOCBSLLEHHOM BTOpOoM rofoBLumHe OKTA6pbCKOM peBonioumMU. M306parkeHHbIMN
Ha Hel OBHaXKEHHbIM PaboumMit CBOEM No30oi M penbeddHOM MyCKYNaTypOoi Yem-To
HAMOMMHaI FPeYeckMx aTneToB m3 dprnopeHTUickon cepmmn Cawm LLHakgepa.
Takum obpazom, 0b6e PropPeHTHICKME LLUHAMAEPOBCKME TEMbl — MACKYNUHHbIE
aTneTbl M aHAPOTMHHBIE MOAPOCTKM — MOMYYUNM Pa3BUTME B MOCHEAyOLLEM
TBOopyecTBe CTenaHoBa, TPaHCOPMMUPYSCh B HOBYIO COBETCKYIO 3CTETUKY,
a 3aTeM — B MPOrPamMmy PYCCKUX XYAOKHMKOB, COBMPABLUMXCS B 3arOPOAHOM
cagy B Camapkange B Haqane 1920-x rogos.

OpHako Hanbonee HeobbiYHbIM cloxeT «CamapKaHACKMX
npepadoasnmMToB» NOSBUICS B TBOpYecTBe YCTO MymuHa. M Henb3s MCKMIOYMTD,
YTO KaKMEe-TO U3 U3BECTHbIX cerogHs paboTt CtenaHoBa — Hanpumep, «Marnb-
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ymK-6ava» 1 «MonuTea» — OblNK HaMMCaHbI YXKe NOCSIe NOSIBNEHUS NepBbIX paboT
«CamapraHgckoro umkia» MymuHa'®.

Cioxet «CamapkaHgckoro umkna» Ycro MymuHa

PaGoTbl Ycto MymuHa 1920-x rogoe npugany Temam m cioxetam «CamapKaHacKmux
npepadoasMToB» CBA3HOCTb €AMHOrO MoBecTBoBaHuMs. MNocne y4ebbl B Ceo-
6oaHbIX macTepcknx B Mockee u ydacTusi B BoicTaBkax domnmana YHOBMCa
B OpeHBypre netom u oceHbio 1920 roga xyaoxHwWK npmbsin B CpegHioto Asuio.
XyzoxHuk okasancs B CamapraHge BecHou 1921 roga, npmHsn ucnam B 1922 rogy
M npucTynun B 1923-m K cO34aHMIO LMKIa, KOTOPLIM BNOCNeACTBuM ByaeT OypHO
0BCYKAATLCS MCTOPUKAMM UCKYCCTBA: CHaYana KpUTUYECKM, 3aTem OJ0BPUTENBHO
1, B KOHLE KOHLOB, BOCTOPEHHO. OBLLMM 3HAMEHATENEM 3TOM MCKYCCTBOBES-
YeCKOM 3BOSIIOLMM BbINO CTHIANMBOE 3aMarnyMBaHME CIOXKETa JaHHOM Cepum.

B 2003 rogy B TekcTe, nocesileHHOM KapTuHe «[py:x6a, no6oBb,
BEYHOCTbY, 51 BbICKa3an NpeanonoXeHune, 4to pabotbl Ycto MymmHa 1920-x rogos
GbinK He MPOCTO PA3MMYHBIMKU «BAPUALIMSAMM Ha TEMY», HO CBSI3aHbI CIOXKETHOM
JIMHWEN B BUIE HAPPATMBHO PAa3BOPAYMBAIOLLIErOCS PACCKa3a MM TeaTparibHOM
nbecsl. Kogom, B KOTOpom npeacTaBani otgesbHble CLUEHbI STOM MbeChl, ABMSANIach,
Ha MOM B3rnag, Temnepa «PageHue C rpaHaTOM», KOMMO3ULUMOHHO HaNoOMMHa-
IOLLIAsi MKOHMYECKOE M30BpaXeHme xutust ceaTbix. DparmeHT moero TekcTa
6bin ony6rMKOBaH Ha caiTe TeaTpa «Mrnbxom», HO BCKOpe ceTeBasi MybnuKaums
MCYE3NA, M NMOTOMY MPEACTABISIETCS KOPPEKTHBIM MOMECTUTb 34ECh €€ ChparmeHT,
LEeKOAMPYIOLLMI COAEPIKaHUE TEMMEpPbI:

«BoT cloxeT fpambl B AeCSTH [EACTBUSIX, KOTOPBIM MOXHO PEKOHCTPYMPOBATL:

CueHa 1: Topoackas nnowage. Ha Her BcTpevatotes Asa toHowu. OauH, B anoi pybatu-
KE U TEMHO-TEPPAKOTOBOM XarnaTe, HECET Ha rofioBe MOAHOC C rpaHaTamM, APYrol, B CMHEM 4YanaHe,
aTnacHon pybGallKe M SIHTAPHOrO LBETa FOfIOBHOM MOBSI3Ke, NMPMOCTaHOBMICS Ha gopore. lNpoaasel)
rPaHaTOB MOAAET rMPaHaT IOHOLLE B SIHTAPHOM MOBSI3KE. 3a 3TUM XECTOM OCYXAAIOLLE CneauT cTapel|
B eNTO-6enom MonocaTtom YanaHe.

CueHa 2: 3aropogHbiii cag. Ha 3eneHoit TpaBe paccTeneHbl KOBPUKM, Ha KOTOPbIX CHAST
wecTb loHowein. OanH M3 HUX UrpaeT Ha OyGHe, ApyrMe OTOMBAIOT PUTM NafoHsMMU. [epen HUmM
MCTOSHSIET TaHeL, TaHLop.

Cuena 3. BesnioaHas 3eneHas nonsHa B 3aropogHom cagy. Ha koBpurKe cuasT gsoe 1oHO-
wei, B Genbix xanatax. OguH, B 30M0TOM rOMOBHOM MOBS3Ke, UrpaeT Ha BybHe. BTopoi, B sHTapHOM
MOBSI3KE €0 3aBOPOXEHO CITYLLAET.

Cuena 4. Cap nepep KynanbHbiM NaBunboHOM. C3aaM NaBUbOHa BbICUTCS 3eMEHbIM XONM
C BbIpacTaloLLMM HaZ HMM Kyrnonkom. Ha TpaBe paccteneH KoBpwuK, Ha KoTopom cnuT toHowa. Cyas
MO BCEMY, €My CHUTCS COH.

Cuenra 5. (CoH oHowwM) B BaccerHe KynanbHOro naeuiboHa kKTo-To nnewetcs. Ceowo
30MOTYIO MOBSI3KY OH OCTaBMIT Y BOZbl, OT KOTOPOW MOAHMMAIOTCS Si3blkM Napa. Ha Kpbille naBunboHa
CnpsiTancst loHOLLA B SIHTAPHOWM MOBSI3Ke, HAGMIOAAIOLLMIA 3@ KyNarbLLMKOM.

CueHa 6. BesnioaHbli 3aropofHbiit cag. Ha TpaBe nocTeneH KOBPUK, Ha KOTOPOM CUAST

ABa IOHOLMN. Mo CUHEeMY Xanarty, aTnacHom py66LLIKe n ﬂHTapHOﬁ NnoBA3KEe O4HOro “n 30/10TOM MOBSA3KE
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[PYroro mbl y3Haem Bce Tex e repoes. [Nog 6enbim xanatom BTOPOro BUAHEIOTCS TEMHO-TEPPAKOTO-
Basi HaKMAKa M anas pyballKa, KoTopas Oblna HajeTa Ha loHoLe, Hecluem nogHoc ¢ rpaHatamu. Cyas
no creayioLen CLeHe, AeMCTBUE NPeacTaBnseT coboi cBoeobpa3HOe NpU3HaHKe B NMOGBU. Y KamKAoro
IOHOLLM eCTb KneTka ¢ ntuuei. OanH 13 HUX [AEPKUT CBOIO KIETKY B PyKaXx, APYroi OnyCcTuI ee Ha 3em-
nio nepep coboit. Knetka, HaxoasLLascs B pyKax y IOHOLLM MyCTa, @ ero cobecefHuK, Aepa B NafoHsaX
€e OBUTaTENbHULIY, KAXKETCS, XOHET MOKAa3aTb CBOEMY APYTY, KAK MOXHO MOWTb MTULLY MPU MOMOLLM PTa.
BTOpoM I0HOLLA BBIMMSAUT CMYLLEHHDBIM.

CueHa 7. Tam e, gencTaylome nmua Te xe. Knetkm ¢ nTMuamm noctasreHsl Ha 3emsiio.
O6bsTHe ABYX BMIOGMNEHHbIX.

Cuenra 8. CtyneHu nepep meueTbio. B LeHTpe cuauT cTapbiit mynna, nepes HMm pac-
KpbiTasi MaccuBHas KHura. [lo Gokam ABa IOHOLIM: OAMH B CMHEM XamnaTe C SIHTapHOM MOBSI3KOM, APY-
roi — c 3onotom noesizkoi. OAMH HAKIOHWIT FOMOBY, HE PELLAasiCb CMOTPETL Ha myriiy. BTopoi cmotput
npsimo 1 cnywaet peyb ctapua. Cyas no cneayioLleit cLueHe, peyb MAET O PETMIMO3HOM U COLManbHOM
NErMTUMaLMKU UX B3aMMOOTHOLLIEHMIA.

Cuena 9. [IBop yacTHOro foma, rae pasbuT npasfaHMYHbIM facTapxaH. B ueHTpe goctap-
XaHa CWUAST ABOE IOHOLLUEM, 38 HUMM HaXOAMTCS CMMBONMYECKM oBbeamHsiolas mx Huwa. Bokpyr
[OCTapXaHa — MX LUECTEPO TOBAPMLLEN, MPUHMMABLLMX y4acTHe B “pageHusx’. 3a npeaenamu gsopa
CTOSIT C OAHOWM CTOPOHBI CTAPUKM B AJIMHHBIX YanaHax, C APYroi — eHLUMHa B napaHaxke. B nx nosax
YUTAETCS OCYHAEHWE U YAMBIIEHME.

Cuena 10. 3eneHoe knagbuiue. B ueHTpe — fBoiHas moruna ¢ poHapukom. Ha 3agHem
nnaHe MOMYKPYMbIi 3EMEHbIN XOMM, Ha HEM OTHETNIMBO MPOCMATPMBAETCS «IECTHULA MPELLUHUKOBY»
1 rony6ble kynona LLlax-u 3ungst. [...]

HakoHel, ueHTpanbHbiM 3nemeHTOm ‘PajeHus’ siBRsieTcs MOPTPET CUASILLErO IOHOLLIM
B Genom xanare. 30M0Tas MOBs3Ka Ha ronoBe BbIAET B HEM OLHOTO M3 [BYX repoeB U nobyxpaaeT
YBUAETb B AEUCTBUKM ero paHTasMmio, ero rpesy o CBOEM M3HM, Nob6Bu 1 cmeptn. OpHaAKO B pyKax
ero — HafpesaHHbIM rPaHaT. 34eCb Mbl BOBJIEKAEMCS B JTIOBOMBITHYIO UrPy peanbHoro 1 Boobpaxae-
MOTO, 1 UrpPa 3Ta AOBOMLHO MPUXOTIIMBA, ECITM BCMIOMHUTBL 3nn304 ‘cHa Bo cHe” [...]. CmepTb 1 ABOMHAS
MOTUNa SIBMSIETCS OYEBUAHOM (PAHTA3MEN, T.K. TOMBKO B BOOBPAKEHNM HMBYLLMIT YENIOBEK MOXKET MPEA-
cTaBuTb ceBsi ymepLUMM. [epBOHaYanbHbIM JKe 3MM304 “AApPeHUs rpaHaTa’ MOXET OblTb KaK BbIMbIC-
NOM, TaK U pearnbHbIM BOCMIOMMHAHWMEM, T.K. PEArIEH MPaHAaT, KOTOPbIM TONMLKO YTO HaAPE3as IOHOLUA.
He uncknioveHo Takke, 4TO, HaApes3asi rpaHaT, IOHOLIA BOCCTAHOBMI B MaMSITM HECKOMBKO pearnbHbiX

cueH v fombicninn octansHoey (Yyxosuy 2006).

BonbwmHcTBO paboT MymmHa 1920-x rogoB OO MPSIMO MOBTOPSIM
Te unu uHble cueHbl «PageHus ¢ rpaHaTom», IMGO BCTPamMBanMCb B HappPaTUB
KaK JOMOSHUTESbHbIN 3MM304 TOM ke ncTopum. Hanprmep, prcyHOK TaHUa Gadeit
«OTgpix» (1923, Hykycckuit mysei) sensncs Bapuaument cueHbl 2 uz «PageHusy,
«BecHa (1923, TMU Y36ekuncTtaHa) noeTopsin cLeHy 3, medTatenbHbiit «CoH nacTy-
xa» (1923) — cueny 4, «fOHowa B kynanbHe rnog cesogammy (1923, Hykycckui
Mmy3em) — cueny 5 u 1.4, Cpegm paboT, KOTopble MOTIM Bbl NErKO BCTPOUTHCSA
B CIOXETHbIN psif «PageHuns c rpaHaTomM» B Ka4eCTBE AOMONHUTENbHBIX CLIEH MOXHO
yromsiHyTb pucyHok «Korga s yeuaen CamapraHgy (1923), MHOrOUMCTIEHHbIE M30-
BpaskeHus Bader psaom C ux «xossesammy («bada-gyTapucT», 1924; «Bait», 1932;
YumTenb», nepeas nonosuHa 1920-x rogos). «dopora suzHu» (1923, Hykycckuit
My3eM) TaKKe MPeACTaBnsrna KPynHbIM MiaHOM MOAPOCTKA, @ B Yy — CLeHy
CBMAAHbS [BYX loHOLLEN. TpyAHee HalTU MECTO B YCTO-MyMUMHOBCKOM CIOKETE,
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Bopuc HYyxosuy

3aHMMaemoe Hanboree M3BECTHOM KapTUHOM YcTo MymmHa — Temniepoit «[pyK-
6a, NoOOoBb, BEYHOCTb». Ee TOPKECTBEHHBIM M PUTYanbHbBIM XapaKTep, a Takke
MHOTOYMCIIEHHbIE MKOHOrPadhMYeCcKMe AETanm CBUAETENbCTBYIOT, YTO €€ CMbIC-
JIOM MOXET ObiTb BOOBPAKAEMBIM PENUIMO3HBIM 06paL BPaKOCOHETaHUS ABYX
NPOTaroHUCTOB, M, CTaNo BbITb, M306PaKEHNE MOXKHO ObINIO Bbl BCTPOUTb MEKAY
8-1 u 9-11 cueHamn «PafieHus € rpaHaTOM», T.e. MEXXIY «CLEHOM MCMpaLLMBaHMS
coBeTa/MO3BOMEHMS» B MEYETH M «CLIEHOM CBAAEBHOrO TOSI».

B kavyecTBe KOHTPaNyHKTOB OCHOBHOMO MyMMHOBCKOIO CIOMETA B LIMKIE
pa3pabaTbiBanmUCh eLLe HECKONbKO Tem. MOXHO BbIAENWTb, HAMPUMEP, PeaKLMIo
CTAPUKOB M XEHLLMH Ha NMOGOBHYIO APaMy MOAPOCTKOB, POIb APXMTEKTYPbI M MPU-
[POAHOrO aHTYPAaXa, MOTUB MTULIbI B KIETKE, BbIMYCKaHWS MTH1Lbl HAa BOSIIO, «MOLENYys
¢ nTmuen» u T.4. Ha Bce mecta He xBaTUT — pasbepy NMLb PeaKumio CTapLEB.
B OCHOBHOM 3TO peaKumsi OCYXKAEHUS: ee MOKHO YBUMAETb B KECTaX CTAPUKOB
B NMepBoM U AeBATbIX cLeHax «PageHus ¢ rpaHaTomy, rpadpmyeckux nuctax «OTabix»,
«McTopus toHowmy (1924, Myseit Hapogos Boctoka) 1 T.4. OgHako B KaKMX-TO
OCOBEHHbIX CIy4asix CTapLbl Urpany COBEPLUEHHO MHYIO POSib. TaK POJb Myrifbl
B cueHe 8 «PageHuns ¢ rpaHaTom» — BbICIYLLATb ABYX MOAPOCTKOB U BbIHECTM
CripaBeanmBbIf BepamKT. [ToTomy nosa ceoBrnacoro CIyKUTENs Kyrista pUTyasbHO
HemTpasbHa. bornee crioxHas CloeTHas porib, 6e3yC/IOBHO, OTBOAMTCS CTapLam
Ha KapTuHe «[py6a, NoGoBb, BEYHOCTb». 3A€Ch OHU, KOHEYHO, HE OBIMIMTENM
MPOMCXOASLLIErO U HE BEPLUMTENM BEPAUKTA, HO CKOpee cBmaeTenu putyana. Bep-
HEMCS K HUM Yy Tb MO3XKE — MOKA e CKAa3aHHOIO MPeACTaBSAETCsl AJOCTATOUHBIM,
YTOObLI MOATBEPAMTL Hanudme B uukie Ycto MymmHa 1920-x rogoB ycTonumeoro
CIOXETA, CBA3aHHOIO C MCTOPMEN MIOBBU M BPAYHOTO COI3a ABYX IOHOLLIEM.

O6 3cTeTUHECKOM, NMUTEPATYPHOM U UCTOPUHECKOM

Mocne uaeHTUbMKaLMM HAPPATMBHOIO CIOXETA CriefyeT OnpeaenuTb, Obln Nu ero
MCTOYHUKOM XYLOMECTBEHHBIN BbIMBICES, NTMTEPATYPHbINM CIOMET (CKaXem, 13 nep-
CMACKOM MO33KM, B KOTOPOM HEPELKO coUrypHPOBasia FOMO3POTHHECKAS TEMATH-
Ka) UMM 3Ke pearibHbIM 3KU3HEHHBIM onbIT. ECAiM pedb MAET O U3HEHHOM OnbiTe,
HEOOXOANUMO MOHSITb, Oblf N OH STHOrPAGOUHECKMM UK ABTOBMOTPACHUIECKMM.

Lo HacTosiLero MOMeHTa WMCKYCCTBOBELEHME MOYTM He peLua-
10Cb roBopuTh Ha 3Ty Temy. Codpbs KpyKOBCKasi 3BpeMUCTUHHO yTBEPKAAN],
yTo TBOp4YecTBO YcTo MymuHa 1920-x rogoB 6bio MOCBSILLEHO «KYmMLTY Mnpe-
KpacHoro toHowwmy (1973: 27). CTpemsicb peabUnmUTUPOBaTb MOMYy3anpeTHOro
XYAOXHMKA, OHa CPaKTMHECKM BCTana Ha MyTb GaropeYmBoro BbIXONaLlLmBaHms
CMBICIIOB M CIOXKETOB €ro paboT. B YyacTHoCTH, 3beras NOCLEHHOM pacLUMPPOBKM
cioxeTa «PageHus ¢ rpaHaTom», MCCnefoBaTeNbHULA Ha3Bana 3Ty KIOYEBYIO
KapTUHY OTpaxkeHuem HabnioaeHuin Ycto MymuHa «3a NoBCEAHEBHOM M3HbIO
y36eKcknx mansdyraHoB» (Kpykoeckas 1973: 25), a skUTUMHbIE Kneima Temnepsl
MHTEPNPETUPOBANa KaK «OTAENbHbIE MOMEHTbI XXM3HM, MOBCEAHEBHBIX 3aHATUM
M He3aTeMNMBbLIX PajocTeM» rmasHoro nepcoHaxa (Kpykosckas 1973: 25—26).
Meskay Tem ee TEKCT OCTancs eAMHCTBEHHOM COBETCKOM MyOnmMKaumel, MHTep-
npeTupoBaeLuel cioxeT «PageHus ¢ rpaHatomy». Cpeaum nocneayoLmx NonbITOK
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BnmcaTb YcTo MymuHa B «HaLMOHANIbHOE MCKYCCTBO Y36GEKMCTaHa» UMM B <UCKYC-
CTBO Cych13ma» BbIAENANock uccregoBaHme dneoHopsl LLadopaHckol, koTopas
npoBesa napasneny C roMO3POTUHECKMMM TEHAEHLMAMM B CYCPUIMCKOM MO33MM.
MoabiIToXMBas, MOXKHO KOHCTaTUPOBATb, YTO BCE 3TWU MHTEPMPETALMM HE KOC-
HYNMCb OCHOBHOM HappPaTMBHOM KaHBbl «CamapKaHACKOro umkna». Mexay Tem
UCTOPUS, HACTOMYMBO Bapbupyemast YcTo MyMHMHOM BO BMOSHE KOHKPETHBIX
MOBTOPSAIOLLMXCS AETansiX, IBHO BbIXOAMIA 3@ PAMKU PENUIMO3HOM MMM MHOM
MmeTadPusnM4ecKom abCTpaKLmm.

B 1920-e rofbl MCKYCCTBO Mrpano B XM3HW OOLLEeCTBa COBEPLLUEHHO
MHYIO POSib B CPABHEHMM C HA4aNIoM pycckoro 3aBoeBaHus CpegHen Asuu, Korga
XYAOXKHWKM HE B MEHbLLIEM CTemeHU, Yem dpoTorpaddbl, yHacTBOBaNM B JOKYMEH-
TaslbHOM BOCCO3AaHUM HAaBMOAaeMbIX COBbITUI. B 3TOM CBS3M MOXKHO BCMOMHMTD,
KOHe4Ho, TBopyecTBo Hukonas KapasuHa n Bacunus BepelyaruHa, 4bu nonoTHa
YaCTO C JOKYMEHTANbHOM TOYHOCTBIO, HE YNPAa3AHSIOLLEN OPUEHTANUCTCKOM TeH-
LeHLMO3HOCTH, BOCMPOM3BOAMIIM UCTOPMIO 3aXBaTa FOPOAOB, ObITOBLIE CUTYaLMH,
MaTepUarnbHylo Cpefy KONoHU30BaHHOIO Kpas. B pacnpocTpaHeHnn ceepeHui
o TypKecTaHe B MMPE OHM ChirPasiu He MEHbLLYIO, @ MOKET BbITb M CYLLECTBEHHO
GornbLLUYIO POrb, HEXKENKU «TYPKECTAHCKMUIA anbOoM», CO3AaHHbIM MO YKa3aHMUIo
TYpKeCTaHCKOro reHepan-rybepHatopa KoHctaHTUHa dhoH KaydomaHa unu dpoTo-
rpadpomu Cepres NpokyanHa-lopckoro.

Mexkay Tem, nsobparkeHunsi Gadeit, octaeneHHble [NeTpoebim-Bogku-
HbiM, CTenaHoBbIM 1 YCTO MyMUHOM, B HEM-TO CXOXM C POTOrPacoMsIMM SMOXMU.
Dokycrpysicb Ha HEOBbLIMHOM KPACcoTe ManbYMKOB-TaHLOPOB, dhoTorpadobl B HMUX
MOAYEPKMBATIM SK3OTHKY, & XYLOKHUKM — ICTETUKY, HO B OBOMX CIlyHasix peyb
LUMa MMEHHO O peasibHbiX, @ He OUKTUBHBIX MepcoHaxax. BcmomuHas pornb,
KoTopyto B TBop4ecTBe CTenaHoBa urpana choTorpadomsl, MOXKHO el pas yoe-
LOMTBCS B TOM, YTO MPpaHb MEXAY M3bICKAHHOM CTURM3aLMel Ha Tembl KBaTpoueHTo
1 MPO3aNYECKOM KM3HBLIO CAMAPKAHACKOrO NPUropoaa Gbina YpesBbiHaiHO 3bIGKa.

Ha cerogHsLLIHWI MOMEHT MOM MOWCK NIMTEPAETYPHOIO MCTOYHMKA
MYMMHOBCKOIO HappaTMBa yCrexom He yBeHyancs. Bnpoyem, ero npogyktue-
HOCTb M3HAYasIbHO Bblfla COMHUTENBHOM: PA3BUTOCTb FOMO3POTUHECKUX MOTMBOB
B CPeOHEBEKOBOM MEPCMACKOM MO33UM U CYCPMIMCKUX TEKCTaxX OBLLEN3BECTHA,
Ho YcTto MymuH Ko BpemeHu cosganms «PageHms ¢ rpaHaTtom» (1923) Bblyumscs
NULLb Pa3roBOPHOMY Y3GEKCKOMY S3bIKY M HABEPHSIKA HE MOT YMTaTb CIOXKHbIE
NIUTEPAaTYPHbIE U PENMUIMO3HBIE TEKCTLI Ha dhapcu. MNoaTomy ocTaBanock McKaTb
KOPHM MPEACTaBNEHHOTO MM CIOXKETa B PEasibHOM KU3HM, 1 3TOT MOMUCK MPUBEN
K ABYM €Lle He MyGrMKOBABLUMMCS JOKYMEHTaM.

Mepeble BaxHble CBEAEHUSI COAEPIKANMCH B YXKE YNOMMHABLUMXCS
BocnommHaHusx fanmHel Kosnoeckoi. BoT uto oHa nucana:

«TonuKom K cozpaHmio KapTuHbl ‘Lpyx6a, No6GoBb, BEYHOCTL' MOCNYKMUIO OAHO M3HEHHOE BrievaT-
neHue, rMyboKo nopasmBLUEE BOOGPAXKEHNE XY[OKHMKA, HEYTO, OYEHb TPOHYBLUEE SMOLMOHANbHbIE
M No3THn4eckme rmybuHbl Hukonaesa kak Yenoseka.

Okorno Bxopa B Laxu-3uHaa B CamapkaHae nenunack Toraa maneHbKas YaixaHa, Kyaa
Ycto MymuH vacto 3axoaun. MNprxoas Tyaa, OH HEUM3MEHHO BMAEN CUASILLMM B YTy Ha LIMHOBKE Ceoro

ctapuka. CTapuk Gbin COBEPLUEHHO CEMOM, TUXMIM M Ge30TBETHbIM. [lpyroit cTapmK — YalXaHLMK
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BEPEKHO U HEKHO 3a60TUNCS O HEM — MOMIT, KOPMUIT, MbINT EMY PYKM M nnLo. BmecTe oHM cosep-
LIanM HaMa3 M BCEraa, KOrAa YamxaHLUMK MOAXOAMUIT K CBOEMY APYrY, OHWM TUXO FOBOPMIIM O YEM-TO
ceBoem. [Notom AnekcaHgap Bacunbeemy y3Han nosecTb mx xu3Hu. Ob6a oHu poaunuch B Byxape,
BMECTE UIpanu MasbiMKamu, BMECTE BCTYMUIM B LBETYLLYIO MOPY MPEKpPacHoM ioHocTU. Ho apy:kby
BHe3anHo nocturna 6ega. OguH 13 oHoLwen Bbin NpoaaH B pabCTBo.

Bo BpemeHa ammpaTa He TPeBGOBANOCh Aaxe OCOBbIX YXMLLPEHMH Ge33aKOHNS — NpPo-
Jaxa B pabcTBo He 6bina pepkocTbio. Kak M mHorve gpyrue, ioHowa Gbin yBeaeH B Mpan. Lpyr,
HE B CMMax BbIHECTM Pa3nyKW, MOLUEN CNEAOM 3a KapasBaHom. B lNMepcum oH HaHsancs GaTpakom
K XO35IMHY, KYNWBLUEMY €ro ApPYra, M HECKOMbKO NET TSHKKO paboTasn, noka He Bbikynun ero. OHu
TPOHYNUCb HAaKOHEL, BABOEM B OOPATHbLINM MyTb AOMOM. DTO Obin LONTUIA MyTb Ha POAMHY, TPYAHbINA
M MOMHbIM NIULLIEHMI. M BOT, NEPEXOAs Yepes ropHble NepeBasbl, CPEAM CENSLLEro COMHLA M BbiCO-
KOTOPHbIX CHEFOB OAMH M3 HMX BHE3aMHO ocnen. Bropoi npueen ero oMo He3psymMm m 6ecrnomoLL-
HbIM. Tak, A0 rMyGOKOM CTaPOCTU OHM BbINK BCErAa BABOEM M KAPTHUHA 3TOM AOBPOTHI M MPEAaHHOCTH

06pena ana Ycto MyMMHa BbICOKOE 3Ha4YeHue M CMbICs. VX TO M BOMSIOTUIT OH B CBOEM KapTuHe —

"Npyx6a, No6oBb, BEYHOCTL ».8

Kak moxHO y6eamnTbcs, CBMAETENBCTBO, MAYLLEE U3 BIIMKaAMLLErO KPYra XyLOX-
HUKA®, ICHO OYEPUMBASIO HMIHEHHDBIM, @ HE NIUTEPATYPHbIN XapaKTep CIOKETa
BaxKHeMLweMn paboTtbl Ycto MymuHa 1920-x rogoB. M Bce ke Kakoe-TO MecTo
COMHEHMSM PAacCKa3 OCTaBIAS, TaK KaK, BO-MEPBbIX, OH YEM-TO HANOMMHA
uctopuio Pymu, HanpaemeLuerocst Ha nomcku nponasLuero LLlamca, v, Bo-BTOpBbIX,
Ko3noeckas, npu Bcel cBoel heHOMeHanbHOM NamaTH, NepecKasbiBasa O4eHb
LaBHIO UCTOPMIO, YCIbILLaHHYIO B Hadane 1940-x rogos.

BTopol nepBoncTOYHMK 3achuKcHpoBan npsimyto pedb MymmHa. Ero
KaHBa MOYTW B TOYHOCTM coBMajaeT c pacckasom Kosnoeckoi. B 1948 rogy
B Coto3e XyZoMKHMKOB Y36eKMCcTaHa COCTOSNCSA BeYep, NOCBSLLEHHbIN oBueto
TBOpYecKoM gestenbHocTi Hukonaesa. CoxpaHunach CTeHOrpamma 3Toro Beve-
[Pa, MMaBHbLIM MYHKTOM MOBECTKM KOTOPOTO CTasa peyb camoro xygoxHuka. Cyas
Mo CTPYKType 3TOro TLUATESbHO MOArOTOBNEHHOrO BbICTyrneHus, Hukonaes
noctapasncst cpopMynMpPoBaTb B HEM Hanbornee BaXKHble ANsi CBOEro TBOP-
HYECKOrO MyTM MOMEHTbI, COAEPKALLME U PA3MBILLIIEHUSI O CBOEM TBOPYECKOM
METOAE, U PEMMHMUCLIEHLMM MO MOBOAY NOSy4YEeHHOro 06pa3oBaHus, U Nopasm-
TENbHO MPOLYMAHHbIE OT3bIBbl O CBOMX Kosnerax. [loMMmo npoyero, 3to peyb
cofepiKana U pacckas 06 OOHOM M3 MEePBbIX CAMAPKAHACKMX BrEYaTIIEHMM:

«OpHaxgabl mbl Gpoamnu Basoem ¢ Bapwamom® 6num3 Laxm-3uHaa m yctanble 3a6penu B MasieHbKYIO

l-{al\;IXaHy, HaNpPOTUB OMUOKYPUIbHUA. Mei 3awnm B 1Y l-ialZXaH\/ BLINWUTL Yalo. Tam Haxogunncb ABa CTa-

PYKa, Mbl PA3roBOpPUITIUCE C HUMU, U OAUH U3 HMUX pPacCCKasan Ham, YTO OH HMUKOr4a He 6biBaeT B ropo-

Ae, fanblie, 4Hem Hefanexko paCI'IOJ'IO)KeHHbII:I 6a3ap‘4MK, OH HE XOOuT. Mol YAUBUIINCH 3TOMY CTAPUKY,

a NOTOMY y3Hanu cnegyoLiee. o1n ABa CTapHKa 6bINU O4YeHb BOSbLLUMMMU APY3bSAMKU CMONOAY. O,ELHa)K,qu

OAMH M3 HUX Bbin 3axBa4YeH B NieH 1 yBefeH B AdpraHncTaH, rae 1 npofaH B pabcTso. [pyroi — ero

npuaTenb — peLnn BO 4TO 6bl TO HM CTano BblPBaTb CBOENO NpuAaTend 13 nneHa. ﬂ,]’lﬂ ocyLiecTeneHuna

CBOEro rnjiaHa OH Tpu roga CTPaHCTBOBAJI, NMOKa He Halwlen cCBOero jpyra. OH nomor emMy YyCTpOoUTb

r|06er, MU OHU BO3BPATUITUCH B CaMapKaH,ﬂ,. Ho Bo Bpemsa NyTn ero ToBapuLy 3abonen u ocnen. C tex

Mop OH HE Pa3Ny4aeTCsi C HAM, HE YXOAs OT HEro Aaneko»®.
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Ha ynomsHyTom 3acepaHnu HUM cam MyMUH, HY Apyrie BbICTYMaBLUME HE YBA3aIM
JaHHBIM 3nM3074 ¢ KapTuHOM «[pyx6a, NoGoBb, BeHHOCTby. [Tpodheccop Beero-
1o 3yMmep, 3aroBOPUE B MPEHMSIX 06 3TOM TEMMEPE, BbICKA3arCsi COBEPLUEHHO
B MHOM Krltoue: «<BoT kapTuHa, koTopas Korga-To Hasbisanack ‘Tlio6osb, apy#06a,
BEe4YHOCTb'?, a Tenepb HasbiBaeTcs Gmvke ‘B ctapoit Byxape'. KoHeuHo, atn
KIagBMLLA, KOTOPbIE HAXOAATCS BHYTPM ropoa (MCTOYHUK 3apasbl, HEYMCTOTbI),
3TW KNaAOULLEHCKME MPOOHMLbI, FAe MOKOMHMK NEXMT Ha MoyBe M roe GoKoBas
CTEHKa OTKUABIBAETCS, YTOOLI MOKHO BbIfio HABMIOAATH Pa3NMYHbIE CTAAMM Yeno-
BEYECKOTO Pa3MOKEHUs!, — KOHEYHO, 3TO MEP3OCTb, & HE CUMBOS BEYHOCTU. Ml
FOBOPMM — Hy YTO TYT OCOBEHHOTO, CTAPUKM MIOBYIOTCS, KAKME Y HUX XOPOLLIME,
KpacuBble CbIHOBbS..»=. Meay Tem memyapbl KO3r0BCKOM He OCTaBnsIoT ComHe-
HWI: B MaBHOM mpom3eeaeHun «CamapKaHACKOro LMKIIa» OTpaXKeHa UCTopus
LBYX MBLLUMX C MOSIOAOCTM BMECTe CTapLeB, KoTopbix Hukonaee noectpevan
B YaixaHe y Laxu-3uHgbl.

PasymeeTcsi, 06a pacckasa — B ycTax camoro Ycto MymuHa U B nepe-
noxeHun Ko3noBcKoM — copepikanu onpefeneHHble yMo4aHu s, KacaBLLMecst
MPEKAE BCEro XapaKTepa OTHOLLEHMI CTAPMKOB: U TYT, M Tam PeYb La o npe-
JaHHOM U TporaTtenbHOM Apyxbe. B aTom mnaHe npowussBepeHUs XyAOKHMKA
KpacHOpPEYMBEE ErO0 KOMMEHTAPUEB: M3 KapTHHbI «[py:k6a, noboBb, BEHHOCTb»
HEBO3MOXHO M3bSiTb LIEHTPAbHYIO COCTABMSIOLLYIO — MIOBOBb, KAK HEBO3MOXHO
3amornyaTh NMOOOBHbIE OTHOLLEHWS MEepCoHaxen B Nioboi 6ecnpucTpacTHOM
MHTEpNpeTaumm knem «PageHns ¢ rpaHaTom». MOTUBbI CIIOBECHBIX YMOTHaHMM
CTaHOBSTCSl Gornee MOHATHLIMM MPK B3MISAE Ha KOHTEKCT, B KOTOPOM YcTo MyMuH
u KoznoBckas aaBanv CBOM KOMMEHTaPUM.

B cutyaumn penpeccuii 1948 ropa niobas nyGnmyHas pedb U3BECTHOMO
YeroBeKa, Haf KOTOPbLIM MPOAOSTIKAN BUCETb JAMOKIIOB MY pernpeccuit, Gbina —
MOMMMO BCErO MPOYEro — CrocoGoMm OMPaBAATLCS MM OTBECTH OT CE6St BO3MOM-
Hble 06BMHEHMS. B YacTHOCTH, BCcem ydacTHMKam OOMNEMHOro 3acedaHus elle
GbiNM NamMATHBI HAMaAKKU MO NOBOAY «PEOAanbHOM PACTIIEHHOCTMY U «aMoparb-
HOCTW», 3By4aBLUME Mo xoay 1930-x rofos B o6cyxaeHMsIX TBopyecTBa MymuHa.
Pacckas HukonaeBa Heo6GXoaMMO paccmaTpmBaTb Yepes 3Ty npuamy. KoHeyHo,
BCE 3POTUHECKME M TOMOCEKCYarbHbIE KOHHOTALMM CBOETO CIOXETa OH AOIKEH
6bin BbIXOIOCTUTb: MMEHHO MO3TOMY, BKITIOHYMB PACCKa3 O CTAPMKaX B IOOUNENHYIO
peyb, OH He YNOoMsIHYn ero cBsizn co cBoMm «CamapKaHACKMM UmKnom». B ero
riogaye 370 GbiNo OAHUM M3 MEPBbLIX BriedatneHuit or CamapkaHia, a 3aMHTepe-
COBAaBLUME €ro CTapLbl — «MPOCTO APYMHKMINY.

YmanumBaHus B pyronuck Ko3noBcKo# Gbinn CXOXEro, HO BCe e UHO-
ro poaa. Ee HegaBHO onybnunkoBaHHas aBToGUOrpPacbmsi, BKIIOYMBLLAS KaK TLLa-
TErNbHO MOATOTOBMIEHHbIE MEMYaPHbIE PYKOMUCH, TaK M YaCTHYIO MepermcKy,
E©MKO XapaKTepu3yeT aBTopa KaK BAYMYMBOIO M MMyBGOKOro IMTepaTopa, B YbeM
TIMYHOCTM SICHO OTMeYaTanoch pacKpenoLleHHoe oTHoLleHne CepebpsiHOro Beka
K npo6riemam nona u TpessBoe NoHMmaHue Yenosedeckon ncmxonoruun (Kosnos-
ckas 2015). OgHako BocrnommHaHUst 06 Ycto MymmHe, HanucaHHble BecHol 1977
roga, npegHa3Havanmchb Ans NyGnMKaLmm B rOTOBMBLLEMCS B TO BPemsi COOpHMKe
MEMYAPOB O XyLOXHMKe. DTO OOYCIOBMNMBANO KpPacHbIE NIMHKMM, 38 KoTopble Koz-
JIOBCKasi HE MOTTIa 3aXOAMTb, YTOBbI HE MOLBEPrHYTb OMACHOCTU KOMMEKTUBHYIO
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paboTy. Bnpouem, NpenocTopoKHOCTb OKa3anacb HampacHoM: 4O MybiMKaLumu
[eno He AOLUSIO, U, K COManeHMIo, PYKOMMCh Mo Cei feHb XPaHUT criefbl M3Ha-
YanbHOM HELOCKa3aHHOCTH.

MpuBeneHHbIE JOKYMEHTLI MO3BOSISIOT YTOUHWTD HEKOTOPLIE AETanM
MHTepnpeTauum Temnepsl «Lpyx6a, NoboBb, BeHHOCTbY. B otnmuue ot «PageHus
C rpaHaTOM», FAE MCTOPUS PA3BMBAETCS XPOHOMOMMYECKM U MO 3Tanam, AeMCTBMe
Temnepsbl «py#6a, no6oBb, BEHHOCTb» CUHXPOHMYHO: IOHOLLM Ha NEPBOM Mia-
HE KapTMHbI U 4BOE CTAPLEB Ha BTOPOM — OfHAa M Ta e napa. B HanmcaHHbIX
B 1923 ropy «PageHumn c rpaHatom» 1 «[lopore KU3HU» CIONKETHbIE CLEHbI Nped-
CTaloT B BOOBPAKEHMM ABHOIO MEPCOHaxa, rpessiuero o GyayLuem (obpaTHoe
HEBO3MOXHO, TaK KaK MOIOLOM repolt MOr BOOOpaXaTb ABOMHYIO MPOGHMLY
B nocniegHen cueHe «PageHusi» B Gygyluem, HO HUKaK He BCMOMMHATL O HEM).
«[pyx6a, NoGOoBb, BEHHOCTb» OblNa HaNMcaHa NATbIO rOAAMM MO3XKE, U 3AECh YIKe
nepes BHyTPEHHUM B30OPOM CTAPUKOB MPOXOAAT BOCMOMMHAHMUS O MOSTIOLOCTM.

Ha sTom onu1caHme HeOBLIMHOMO YCTO-MYMMHOBCKOTO CIOYKETa MOXHO
6b1710 Bbl 3aKOHYMTb, HO MHE MPEACTABISETCH BaXKHbIM BHECTM SICHOCTb eLue
B OOMH E€ro 3MEMEHT, 8 MMEHHO — B CaMO Ha3BaHue, KoTopoe MymuH gan
Temnepe «PageHue c rpaHatom». OHO cofeprKano, Kasanocb Obl, O4eBUAHbIE
pPenur1osHble KOHHOTaLMK: B GyKBarbHOM CMBICTIE, PAAEHME MPEACTABSET COBOM
KOMMeKTMBHOE BorocnyeHune B oopme TaHLa Ui MECHOMEHUS C LIENbIO BXOX-
[eHWs| B COCTOSIHWME PENMIMO3HOIO 3KCTa3a. [PaKTUKOBaNMCh PafeHMs KaK Xpu-
CTMAHCKMMM, TaK M MYCYSIbMAHCKMMM CEKTaMM. B 4acTHOCTH, OHM BOLLINM B 3KU3Hb
CychMMCKMX BPaTCTB, MMEHYSICb 3MKpPamM. HeyamBUTENbHO, YTO Ha3BaHWE TEMMEPbI
CIY}KMIMO AJ1 UCKYCCTBOBEAOB MOCTCOBETCKOMO BPEMEHW OCHOBAHMEM MOMaraTh,
41O cmbicriom «CamapKaHACKOTO LyKay MymuHa BbiNo BEIPAXKEHUE HEKMX Cydpmit-
cknx moTmBoB. OcoBeHHO MONymSPHOM TaKasi MHTEPMNPETALUMS CTara BO BPEMS
«KoHcepeaTueHoro noeopoTa» 2000—2010 rogos, koraa v B ¥Y36ekucTaHe, 1 B Poc-
CUN MHOTME KOMMEHTATOPblI BHOBb CTaJIM UCMbITbIBaTb MOAsSIbHbIE Hey,qO6CTBa
B MPOroBapMBaHUM FOMO3POTUHECKOTO XapaKTepa MyMUHOBCKOM MOSTUKM.

OgpHako mexay HasBaHuem «PageHus ¢ rpaHaTom» M NpeacTaBneH-
HBIMM Ha HEM M30BPaXKEHMSIMM OCTABANICS ONpPeAeneHH bl 3a3op. EaMHcTeeHHas
CLEHa, B KOTOPOM MPOCTYMNasio HEYTO CXOXKEE C «PafeHMEM», coUryprpoBasno
BO BTOPOM Krelme «PageHusi ¢ rpaHaTom», MPeAcTaBnsBLIEM TaHel, Gayeit.
O4eBMAHO, HTO PeYb LLMIa MMEHHO O TaHLe 6adelt, a He O CYdpMIICKOM 3UKpPE: 3TO
NMOATBEPHKAAIOT HE TONMbKO 3aJ0KYMEHTMPOBaHHbIE Ha dooTorpadomsx koHua XIX —
Hayana XX BeKOB NepdhopMaHChl IOHbIX TAHLIOPOB M My3bIKAHTOB, HO M MHOTO-
YMCrIEHHbIE OMMCaHUS TaHLEB Bayelt U 3UKPOB CY(PUER B KPAEBEOHECKOM U MEMY-
apHo# nutepatype o «Pycckom TypkectaHe».

TeKCTbl UCTOPUKOB MCKYCCTBA, MMCABLUKMX 06 YcTo MyMMHE, yCunmBaloT
HeonpeneneHHoCTb. BI'IepBbIe Ha3BaHME Temnepbl NOSABMNOChb B KaTanore Pum-
mbl EpemsiH 1982 roga, koTopasi He YTOYHMIA, MAET MU pedb 06 OPUTMHANBHOM
Ha3BaHMM UMM Ha3BaHMM, MPUCBOEHHOM KapPTMHE MpK €€ MOCTYMEHUM Ha My3ei-
Hoe xpaHeHue. [ockonbKy Temnepa HaxoauTcs B Konnekumn Mysesi Boctoka
B MockBe, 0cobyto LEHHOCTb MO Obl UMETH M3AAHUS STOM MHCTUTYLIMU, OBHAKO
OHM NKWLLb yCyryonsaioT npobnemy. Tak, B HefaBHEM KaTanore «IypKeCcTaHCKui
aBaHrapg» ourypupytoT cpasy TpW Ha3BaHMs KapTuHbI: «PageHne C rpaHaTom»
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(XomyToea 1 Epmakosa 2009: 70), «McTopus toHoLum [paHaTosble ycTa» (XomyTosa
n Epmarosa 2009: 69) u «tfOHowa, rpaHaToBbie ycTa» (XomyToBa u Epmakosa
2009: 69), 1 HUKaKMX PA3BACHEHUIM MO 3TOMY MOBOZY YMTATESIO HE NPEACTABNEHO.

K cyacTblo, BocnommHaHus Ko3noBcKoM copepikaT Ype3BblHaiHO
roriesHble CBEAEHMSI Ha 3TOT cHeT. MemyapuCTKa nucana:

«MHoro net Tomy Hazag Ycto MymuH pacckasan Ham Npo OfuMH AaBHMIA 06ps [, GbITOBaBLUMIA B Y36eKM-
cTaHe, HasbiBaembl “PageHue ¢ rpaHatom’. Korga oH ero pacckasbiar, BCSi MO3TUYECKas M MiacTude-
CKasi KpacoTa 3Toro obpsiaa Cpasy BO3HMKIIA Y MEHS KaK 3aBepLUEHHasi KapTUHa XopeorpadouiecKoro
GaneTHoro AeicTBUS.

B TemHble HO4M OceHu, Korha B capax Co3peBanu rpaHaTbl, COBMPANMCh IOHOLLM U MOMO-
Able MY)XHMHBbI. 34eCb, NMPU CBETE 3BE3[ U FOPSILLUX CBETUIbHUKOB, BbIHOCMIIM M CTaBUIM B CepefuHy
Kpyra Gonbluyio cepebpsiHyto Yally. [lpyrve ioHoLWwM B Genbix OAexAax HanMBanu B Hally BOAY M3 KyB-
wunHoB. oA 0coByio My3blKy, MEHME W MASCKM CPLIBAIMCb C KyCTOB MAOAbI M OMyCKanucb B BOAY.
3aBepLUanock BCE pafieHNe Tem, YTO KaXAbIM BbIHMMAI MO rpaHaTy M Aenun ero. 3aTem Bce obme-
HWMBANMCb OMbKAMM APYr C APYrOM, Cbefanu MX U C 3TOM MMHYTbl CHMTANOCh, YTO KaXAbIM M3 HMUX

NPUOBLUMICS K €AMHOMY KPYTy APYKObi». 2

[aHHoe onvcaHme No3BOMSIET YTOUHUTL COAEpPHaHUe BTOPOM cueHbl «PageHus
C rpaHaTom». MHe xoTenocb 6bl 06PaTUTL BHUMAHWE Ha AeTanb, HE 3amMedeH-
Hylo paHee. Btopasi cueHa Temnepbl NPeACTaBNsSET NeppOPMATUBHYIO YaCTb
pagaeHus. B Helt npeAcTaloT cemb IOHOLLIEH, OAMH U3 HUX 3AXMIaTeNbHO TaHLYeT,
Lpyrue, YyCTPOMBLUMCH Ha KOMEHsIX, XIOMNaloT B NafoLUu, a IoHOLWa crpaBa —
nogbIrpbiBaeT TaHUOPY Ha gonpe®. Ha Bcex IoHOWAaxX OfHOTMMHAS odexaa:
rOMOBHbIE MOBS3KM UMW TIOBETEMKM, XanaTbl Uik AIIMHHBIE COPOYKM C MOSICHBIM
NnaTKoMm, LWwapoeapsl. OfHaKO OAMH U3 HMX — MOAPOCTOK CIEBA — M300paXKeH
ronyoBHaxKeHHbIM, 63 COPOUKM U MOSICHOTO NIATKa, @ PAAOM C HUM HAXOAUTCS
HagpesaHHbIM nnog rpaHata. O60co6neHHOCTb 3TOrO NMepPCcoHaXKa NO3BONSET
pacrno3HaTb B MPeACTaBlEeHHOM AEMCTBE PUTYasbHbIM O0OpsL MOCBSALLEHMS,
TO eCTb BBefeHWsi HeodmTa B KPYr OBLLECTBa TaHLOPOB: KaK CBUAETENbCTBYIOT
uccnefoBaTeny obpsLoB Mepexona, MHOrOYUCHIEHHbIE 0BpsAbl MHULMALMMI
B TalHbIX OBLLECTBaX HEPEAKO BKITIOHANM LIEPEMOHMM OBHAKEHMS U OMOBEHMS,
3@ KOTOPbLIMM CrefoBanio obrnadyeHMe HOBOOBPALLEHHOTO afernTa B OL4EKAY,
CBOMCTBEHHYIO AaHHOMy coobluectsy (Van Gennep 1909; Eliade 1976).

[Be getanu cueHbl 9 — «CBaAEOHOro TOS» — TAKXE HAMOMMHAIOT
3aMHTpUroBaBLLMi YcTo MymuHa puTyan. lKOHowm, cobpaBLumMecs 3a gacTapxa-
HOM, OfeThl B Genble XanaTbl, @ MEXAY KOMEHSIMMU OBYX NMPOTAarOHUCTOB MOXKHO
YBUAETb PA3MOMaHHbIM MOMosiam Mog rpaHata. Ha sTom CXoACTBO 3aKaHYMBaET-
csi. lOHoLM coBpanuck Bo ABOPE MOPOACKOro AOMA, @ HE MOCPESM 3aropoLHbIX
CaAfOB, a Ha WX AacTapxaHe OTCYTCTBYET cepebpsiHas YaLla c BOAOM. PackpbiTbii
rpaHaTt, 0GbefUHMBLLWIA MIOBOBHUKOB, UIPAET MHYIO CMMBOMMUYECKYIO POTfib,
HeXenn cobpaHHble YeHamM cPaTPKUM JOMbKKU rPaHaToOB B 0OpsiAe, ONMMCAaHHOM
Ko3noBckoi. MOXHO KOHCTaTMpPOBaTb, YTO B Temnepe Ycto MymuH He BOC-
MPOU3BEN YBUAEHHBIM MM PUTYas, HO 3aMMCTBOBAST OTAEMNbHLIE €O 3MIEMEHTHI
Ansi COBCTBEHHOIO HappaThea. ABToGMOrpadpmyeckme KOHHOTaLMK, NPUBHE-
CEHHblE XYAOXKHMKOM B 3TOT CIOXKET, @ TaKKe MOCTKONOHMWAsbHbIE U reHAEPHbIe
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acnekTbl ero «CamapKaHACKOro UMkna» GyayT NpoaHanmM3upOBaHbl B ApYrom
TEKCTE, KOTOPLIN S HAMEPEH BCKOPE OMyONIMKOBATb.

3akrnioyeHue

C KoHua 1980-x rogoB TBOPHECTBO XYAOKHMKOB, BXOAMBLUMX B KPyr «CamapkaHa-
CKMX NpepachbasnUToB», HEPEKO PAaCcCCMaTPMBANIOCh B PamMKax HabupaioLlero
cuny GpeHaa CPenHeasmMaTCKOro MM «TYPKECTAaHCKOro» asaHrapga. C Touku
3PEHUs CTUAMCTMKM, NMOJOGHAs KITACCUUPUKALIMS CErOAHS KaXKETCS aHAXPOHUYHOM.
ABaHrapA CTPeMUIcst K CO34aHMI0O HOBOTO XyAOXKECTBEHHOMO $i3blKa, a «rpe-
padchasnmTbl» 06paTMNM B30Pbl K 3noxe PeHeccaHca; aBaHrapaMCTbl CTPEMMU-
JIMCb K @HaIMTUHECKOMY PAacHIIeHEeHMIO TBOPYECKMX aKTOB, a «rpepaddasnm-
Tbl» MPEANnoYMTanu pPaboTy C opraHMYecKMMM OOPMamK; aBaHrapg ABUrancs
K pechOPMUPOBAHUIO XYAOKECTBEHHOO MPOU3BOACTBA U K PACLLMPEHMIO rPaHuL,
WCKYCCTBa, a «npepadpasnmTbi» NPearnoyny nober B roreHOBCKOM AyXe, YTOObI
BXXWTbCS B POJib TEX, KOTO aBaHrapA MbiTancs NepeKoBaTh M HACTABUTbL Ha MyTb
UCTUHHBIN. Ecnn Gbl B BMHAPHBLIX MPOTUBOMOCTABEHUSIX CErOAHSI COXPAaHSINCS
KaKOM-TO cmbicr, TBopyecTBo «CamapKaHACKMX mpepaddasnvToB» CeAoBasno
6bl onpefenuTb Kak PafuKanbHbIM M NMPOrPamMMHbIM aHTU-aBaHrapa. OpHako
npu B3rMsAe Ha reHAepHbIe acneKTbl MX MPOU3BEAEHMI OLIEHKA MOXET Cepbes-
HO nepemeHuTbes. KoHuenTyanusaums M u3obpakeHe roMOCeKCyanbHOro
6payHOro CoK3a B MYCYNbMAHCKOM CpPeAe YHMKanbHbl He TOMbKO Ans Hadana
XX, Ho v gna XX| seka. [Mostomy B onbite «CamapKaHACKMX NpepadoasnmToBsy,
Mpu BCEM PETPOCMEKTUBHOCTU MX XyLOKECTBEHHOTO MOWMCKA, MOXHO YBUAETb
roTeHLMan coLmarnbHOro BU3MOHEPCTBA.

P TP R IR RN O
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Mn. 5. MpoeKT «'Mbi
XpaHWMMm Hawm Gernbie cHbl'.
[Hpyroit BocTok 1 ceepx-
YyBCTBEHHOE MO3HaHWe

B PYCCKOM MCKYCCTBE.
1905—1969» B My3ee
COBPEMEHHOTO UCKYCCTBA
«lapas» (2020) (cpoTorpa-
chust Anekces Hapoamuko-
ro. Myzei coBpemeHHOro
uckycctea «fapar», 2020)
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OcTeTuka «npepadasnutos CamapkaHga»

YeTbipe roga, coBMeCTHO nposegdeHHble B CamapKaHge YneHamm
KPY)KKa, Janu NpUmep CUHEPreTUKM, pedkon faxe ans 1920-x rogoB ¢ xapak-
TEPHbIM A4J11 HUX KOJINIEKTMBHBIM COTBOPHECTBOM. BCTpeTmBLUMCh, XyAOMHUKM —
33 UCKITIOYEHMEM, BO3MOXHO, [NeTpoBa-BoakuHa, — noutu B ogHouvacke cTanm
NPOAYLMPOBATL HEYTO, HMKORIA HE XaPaKTEPU30BABLLEE MX TBOPYECTBO paHee.
Tak, ¢ dpopmupoBaHUem «mpepadpasfIMTCKOro» CamapKaHACKOro cooOLLecTea
KOPEHHbIM 06Pa3om TBOpHECKas maHepa camoro CTenaHoBa, McynoBa U, KoHeY-
HO, YcTo MymmHa, npmbbiBLiero B CamapKaHa aLernTom CYNpemaTM3ma M BCKope
arNpPONPUMPOBABLLENO Y CTAPLUMX KOSISIEr CTUIIMCTMKY, Bbi3bIBABLUYIO B MamsiTH
Jopadpasnesckyto xmBonmcb KeaTpoueHTo. Mx o6LmMiM MOMCK YyBCTBUTENbHBIM
3XOM OTZACS M B TBOPHECTBE APYr1X 3aBCEraaTaes CTENaHOBCKOro caga: Bukro-
pa YcpumueBa, cozgasluero B CamapKaHAe HECKOMBKO CTURM3aLMI C MOTMBAMM
NepcUaCKon muHMaTiopbl, Hrkonas MamoHTOBa, B YbMx Oymarax COXpPaHUIIMCh
M306parKeHMs «CBMAAHUS ABYX MOAPOCTKOB» B 3arOPOAHOM CaJy, U fae HeHa-
gonro okazaBLuerocss B CamapkaHge Anekcangpa CamoxBanioBa, CO3AaBLLEMO
HECKOJbKO MOPTPETOB M KOMMO3ULMIM, COMOCTABUMBIX C YCTO-MYMUHOBCKUMM.
BmecTe ¢ TEM BaXKHO OTMETUTB, YTO B CIOXKETHOM MNiaHe KaAbli YneH coobLue-
CTBa — BO3MOXHO, 33 UCKITIOYEHUEM VIcynoBa — yike MMen B XyAOKECTBEHHOM
M NUYHOCTHOM Baraxke HeYTO KOHCOHMPYIOLLEE C KOMMEKTUBHOM TEMETUKOM,
BO306nafaBLLEN B Kpyxke. OHa cTana nuTaTenbHOM Cpenom Ans hopMMpPOoBaHUs
GecnpeLeneHTHOro B CBOem pope croeTHoro «CamapKaHACKOro LuKnay YcTo
MyMmHrHa, B KOTOpOM BbiNa MpeAcTaBneHa UCTopus IO6BK 1 BPa4YHOro Colo3a ABYX
IOHOLLIEM M3 MYCYTIbMAHCKOM CPEAbI, & TaK:Ke, BO3MOXHO, 0BPsiAa PEeMrMo3HOro
NpPa3saHOBaHMSI U YECTBOBAHMWS 3TOTO COO3a.

Yrnop [aHHOM CTaTbu Ha M3rHaHWE KaK PaKTop, MOATONKHYBLLMIA
XYZLOMHMKOB K B3aMMOAENCTBMIO, BO MHOTOM OGBSICHAETCS CIOMMBLLENCS B COBET-
CKOe BpeMmsl TPaaMLMeN pasgernbHOro OnMcaHus TBOPYECTBa XyAOKHUKOB Kpyra
CrenaHoBa M HEAOOLIEHKOM CAMOTO M3rHaHWs KaK Ype3BblH4aiHO MPOAYKTUBHOTO
B TBOPYECKOM OTHOLLEHWMM COCTOSIHUS. Mexay Tem, CNOXMBLUMECS K HACTOS-
LLIEMY MOMEHTY TEOPETUYECKME MOAXOAbl K OMMCAHMIO M aHasM3y TBOPHECKMX
BbipaskeHmit B uarHaHum (Nuselivici 2013; Said 2000) ceuaeTenbCTByIOT O Cono-
CTaBMMOCTM 3CTETUKM M3THAHWSI KaK TAKOBOM C XYAOMECTBEHHbIM Hacneamem
«[Mpepacpasnuto CamapkaHaa», C NEPECEKAIOLLUMMCST B HEM MHOTOYMCIIEH-
HBIMU XYLOOXECTBEHHBIMM MMPAaMK U xpoHoTonamu. OgHaKo JaHHasi OMTUKE,
KOHEYHO 3Ke, He ABMSIETCH eOMHCTBEHHO BO3MOXHOM. B KHMre 06 Ycto MymuHe,
KOTOPYIO $ B HACTOSILLIEE BPEMSI FOTOBITIO K nevaTw, ByayT anpobupoBaHbl U Apy-
rme TEOPETUYECKME MOAXOMbl, B TOM YMCIE CBOMCTBEHHBIE MOCTKOMOHMASTbHBIM
UcCnenoBaHusIm, SPOEKTUBHBIM MPU PACCMOTPEHUM XYLAOKECTBEHHBIX OMbITOB
«PYCCKMX EBPOMEMLIEB» B MHOKYIIETYPHOM KOHTEKCTE, KaK M KBUP-UCCIELOBAHMSIM,
YbK HAPABOTKM NPELCTABMSIOT BO3PACTAIOLLMIA MHTEPEC MKEMAIOLLMX OCMbICTTUTD
YCMOBMS CYLLECTBOBaHUS M TBOPYECTBa TEX COBETCKMX XYAOXHMKOB 1920—1950
roOAOB, YbM MHTEPECHI M KU3HEHHDBIM OMbIT BHIXOAMIM 3@ PAMKM LO3BOSIEHHOM
KHOPMATUBHOM» CEKCYanbHOCTM.

The Garage Journal: uccnefoBaHus B 061acTi MCKYCCTBA, My3€€B U KynbTypbl 208



Bopuc Hyxosuy

1. MHorue paboTbl «npepadchasnutos CamapKaHAa» HaAXOAATCS B YaCTHbIX
CcoBpaHUsX, YTO CO3AET CIONKHOCTHM C MOSTyHEHWEM MPAB Ha MX BOCMPOM3-
BefeHue. B cBsizu C 3TMM Mbl BBIHYXXIEHBI OFPAHUYUTBCS M306PAKEHUSIMU
JIMLLIb HEKOTOPBIX M3 YMOMSIHYThIX B CTaTbe paboT. — [pum. pesakumm.

2. B 1923 rogy, cyas no BocrnommHaHuam Buktopa Ydpumuera, oH, Bnpodem,
BHOBb HeHagonro sepHyricsi B CamapKkaHa,

3. Uutnpyetca no domnbmy «bonblue, yem noboeb. Kysbma MNeTpos-BoakuH,
Mapusi *oszedpuHa MosaHosuuy / CTyamns Ouiika-counem, © IMPK «Kynb-
Typar, 2007, 22'19"-22'26".

4. TlokasaTenbHO TO, YTO M TEMATUYECKME BbICTABKM, MOCBSLLEHHbIE MYMCKMM
HIO, CTanu peanusyembiMM B KPYMHbIX My3esix mupa nuib B XXI Beke,
a ToyHee B Hayane 2010-x rogoB, Korga ABa M3BECTHbLIX €BPOMEMCKMX
my3ses — Myzeit Ileononbga B BeHe 1 napukckuin Opcs — npencraBunm
3KCno3unummn Ha cxoxkne Tembl: Nude Men: from 1800 fo the present day
1 Masculin/Masculin: Lhomme nu dans l'art de 1800 a nos jours.

5. Mowu comHeHusi Mo 3ToMy NnoBogy Obinu MOATBEPMKAEHbI KPYMHEMLLMM
COBPEeMEHHbIM CreulmanucTom no Teop4decTsy [NeTpoea-BogkuHa HaTanbei
ALacKMHOM, YyBEPEeHHO Ha3BaBLUENM AaHHOe M3obpaxkeHWe dhanbLLUMBKOM
B COCTOSIBLLEMCS MEXAY HAMM KPATKOM 3MMUCTONSPHOM OBMEHE.

6. CamapKaHACKasi KOMMCCHUS MO OXPaHe M PecTaBpaLyu MaMSITHUKOB CTapHHbI
M UCKYCCTBa, ydpexaeHa 27 mas 1920 roga (lopueHuHa 2013), u MmeHHO
C 3TOrO BPEMEHM CTasM MOSIBNSATLCS NepBble TEMNepHbie paboTsl Mcynoea.

7. Anekcent Mcynos, Asms, TypkectaH, CamapkaHg (pyKONmCb, YEPHOBMK,
He AaTMPOBAH, Ha UTanbsHCKOM si3bike) — Apxume [ocynapcTeeHHoM Tpe-
TbsikoBcKowM ranepeu, O128, ea. xp. 11.

8. BosmosxHo, nuwb «Boesoga» («ll comandante», 1921), ogHo m3 HanGonee
OTBMEYEHHbIX U OPUEHTANMCTCKUX M30BPAXKEHUI TEMNEPHOM CepuM, 3ane-
YaTneHHoe B MunaHckom KaTanore [xomwmo Hukogemu (1949), moxeT
C HEKOTOPOM HaTSIKKOM COMTU 3a MOMbITKY M300PaXKEHMS CPefHEa3naTCKOro
CpefHeBEeKOBbSI.

9. MOCKOBCKMIN My3el COBPeMEHHOTO MCKyccTBa «[apaxk» Ha BbicTaBKke «Mbl
XpaHUM Halum 6enble cHbl: [lpyroi BocTok 1 cBepxyyBCTBEHHOE MO3HaHUE
B pyccKom mckyccTie. 1905—1969», npowenweit B 2020 rogy, npenctasun
nse kapTuHbl JaHuuna CtenaHosa — «Monutear (1925) u «Manbumk-
6a4a» — M3 TPYAHOZOCTYMHbIX YaCTHbIX Konnekumi Katapa n MoHako.

10. YkaszaHHasi B anbbome [xopxmo Hukogemu pgatmpoeka — 1914 rog —
O4YEBUAHO OLIMBOYHA, TaK KaK B 3TO Bpems McynoB elue He mpuexan
B TypkecTaH. CKopee Bcero peyb Takke maet o 1921 roge.

11. B npuku3HeHHOM KaTanore McynoBa, MpeacTaBnsiowem AaHHYIO Temne-
py, 3Ta paboTta ABaxAabl hurypupyeT nog HasBaHuem «CTapLumit 6pat»
(Nicodemi : VII, XXIV) u gatuposara 1922 rogom. [Mog Tem e HazBaHUeEM
paboTa Obina NpeacTaBneHa XyAoKHUMKOM Ha 11-i1 MexxayHapogHo# BbicTaB-
ke KonoHuanbHoro uckycctea (Il Mostra internazionaled’arte coloniale,
Napoli: 1934—X1I—1935—XIll, Catalogo, lla Edizione (1934). Roma, Fratelli
Palombi, p. 90). HasgaHue «Tpu nuua. Y36ekm» HUKoOrga He cpurypupo-
Barno MpM XU3HU XYLOXKHMKA M CKOpee BCero Gbio BOSbHbIM OBpPa3om
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20.

21.

22.

23.

24.

25.

npucBoeHo pabote BATCKMM My3eem Mpu MOCTYMAEHMM Ha XPaHEeHMe.
C 3Tvm NpesnonoKeHeM B HaLLEH NEPEnUCKE COrMacHnach MCKYCCTBOBES,
MpuHa JTio6umosa, aBTop moHorpachmm o6 Anekcee Mcynose (2008).
HeBo3MOXHOCTb MPUCBOEHMS TAKOTO HA3BaHMS CAMMM XYLOKHUKOM TaKKe
BbITEKAET U3 PEYEBOro KOHTEKCTA: B Havane 1920-x rogos xkutenei Camap-
KaHAA YaLLe BCEero Ha3biBasiv CApTamMM UITM MyCYSTIbMaHAMM, & HaLMOHarbHast
uaeHTUdUKaums — «y36eKkn» — cTana Gonee xapaKTePHOM Ans neproaa,
MOCNefoBaBLUEro 3a roCyAapCTBEHHbIM pasmexeBaHnem B CpegHern Asmm
B KoHUe 1924 ropa, korga McyrnoB yxe NOKUHYM PermoH.

lanvHa Kosnoeckasi, «BocnommHaHus o xygoxHuke Ycto MymmHe — Anek-
caHgpe Bacunbesmye Hukonaesey. MawwmHonmce. 1977. — Apxme TLUMMK,
®Dong 391, Ne 241, KM-9831/241, n. 12.

. C poyepbio Hatanbu HaHumnoeHbl CtenaHoBoir Cuccn lMapaBuymHm

Mbl BcTpedanumcb B Pume B nioHe 2005 roga, a Takke noamepmeanu anm-
cTonspHyto nepenucky B 2004-2008 rr.

. Hawa TenedpoHHas 6ecepa ¢ Enusasetoit [aHuunosHom CtenaHoBoM

cocTosanack 19 uioHsa 2004 roga.
M3 nucema Crcen MNapasnunnm aBTopy, 17 nioHs 2004 r.

. O3HaKOMMUTBLCA C HECKOMNbKMMM YacTHbIMM nMucbmamm LLHalgepa rpadpy

cboH XapaeHbepry us YacTHOro apxmea B [epmaHum s cmor npwm niobesHom
cogemcTeum nccnegosatenbHmubl Kpuctuans LLtapk.

«Manbumk-6aya» sBnsetcs 6onee paHHelN pPaboToi: OHa NoAnMcaHa no-pyc-
CKM 1 faTupoBaHa 1923 rogom. «<MonuTea» nognmcaHa naTMHCKUMK ByKBamm
U patupoBaHa 1925 rogom, 4To cKopee Bcero o3HadvaeT, 4to CTtenaHoB
Jonucan HadvaTblit XoncT yxe nocne otbesga n3s CCCP.

. TanuHa Koznoeckas, «BocnomuHaHms o xygoxHuke Ycto MymuHe — Anek-

caHgpe BacunbeBmye Hukonaesey. MawwmHonmce. TawkeHT, 15 mas 1977. —
Apxue TUMMK, @ong 391, Ne 241, KIM-9831/241, n. 12-14.

Myxy TlanuHbel Kosnoeckor, komnosmtopy Anekceio HKosnoBckomy
B 1942 rogy, BO Bpemsi COBMECTHOM paboTbl Haj MOCTAaHOBKOM oMepbl
«Ynyr6ek» Ycto MymuH 1 nogapun temnepy «pyx6a, moboBb, BEHHOCTbY.
Peub HaBepHska naeT o Bapliame EpemsaHe, xynoxHuke 1 rpachmke, Takke
#uBwem B CamapkaHae B Havane 1920-x rogos.

CreHorpachmyeckuii OTHET TBOPYECKOrO Bevepa XYAOMHMUKA Y30eKCKoM
CCP A.B. Hukonaega (Ycto-MymmH), 24 sHeaps 1948 roga, PTATIN, ¢b.3189,
onl, 2662, n. 8.

Peub ngeT o cumnTomaTn4HOM OroBopKe, M60 MOPSAOK CHOB B OdomLManb-
HOM Ha3BaHuM 6bin gpyrum: «pyxba, NoboBb, BEYHOCTbY.
CreHorpahmyeckuii OTHET TBOPYECKOIO Bevepa XYAOMHMUKA Y3OeKCKoM
CCP A.B. Hukonaega (Ycto-MymumH), 24 sHeapsi 1948 roga, PTATIN, ¢b.3189,
onl, 2662, n. 26.

lanvHa Kosnoeckasi, «BocnommHaHus o xygoxHuke Ycto MymmnHe — Anek-
caHgpe BacunbeBmye Hukonaese». MawwmHonmce. TawkeHT, 15 mas 1977. —
Apxue TUMMK, @ong 391, Ne 241, KM-9831/241, n. 14.

Hoiipa (6y6eH) — my3biKasbHbIM MHCTPYMEHT Hapoaos LleHTpanbHom Asum.
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BnarogapHoctu

Bhipaskalo MCKPEHHIO MPU3HATENbHOCTL PELEH3eHTaM 3a GraroxenaTesb-
HOE YTeHMe M BaxKHble 3amedvaHmsi, pegaktopy The Garage Journal Angpeto
3aBafCKOMY 3@ NpMriaLleHne K y4acTmio B JAHHOM HOMEpPE M 3auHTepeco-
BaHHOE COAENCTBME B JOBEAEHMM TEKCTa 4O NyGnmKaLmu, KonnekTuey Myses
«[apax» n B ocobeHHocTn AHgpeto MuaunaHo u Onbre [lyGuukoM 3a momoLLb
B MOJSyYeHMM BaxKHbIX AokymeHToB, Cuccu MNapasuunHm u OaHmano MNuHKu
3a NpefocTaBneHHble cemeiHble JoKyMeHThl, MapuHe Kosaposckoi, Hatanbe
CazoHoBoi U MapurHe TBUPUTUHOBOM 3a MPMOBLLEHUE K CEMENHBIM BOCMO-
muHaHusam, Kprctrnare LWtapk, Hatanbe AgackuHon u UpuHe JlioGumosoi
3a NpodpeccHoHasnbHble KOHCynbTaumm. S Takke ocobo GnarogapeH dooHZy
Muxaka Masawesa (Izkhak Mavashev Foundation — Institute of Bukharian
Jewish Heritage in Diaspora) u, B 4acTHocTH, Pachasnio HekTanosy 3a nomoLub
npW HanWcaHUM NepPBOHaYaNbHOM BEPCHM STOTO TEKCTA.
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Bopuc Yyxosuu (pog. B TawkeHTe B 1962 rogy) — MCKyccTBOBed, cneumanm-
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Visual essay

Let’s Forget about Oshima

Michelle Lim

This visual essay looks at the con-
ditions of art-making and exhibi-
tion on Oshima, one of Setouchi
Triennale's anchor islands. Up until
1996, when Japan's Leprosy Preven-
tion Law that required the lifetime
segregation of Hansen's disease
patients from society was finally
repealed, Oshima had been a
leprosarium. Unlike other art islands
in the Setouchi region, Oshima

is a special place where art does
not quite fit in with conventional
notions the international contem-

porary. Residents, local volunteers,
and artists stay in fouch after the
Triennale. But what happens fo the
island, its museum, and its artworks
when the last resident has passed
away? The collage of fext and image
visualizes the transience of the
Oshima community as a post-crisis
alternative to the museum as an
institution, understanding place as
a moment in time and memory and
interrogating the notion of commu-
nity as counter-point fo society.

Keywords: community, disease, extinction, islands, slow violence, sustainable
ecology
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Figure 1. A photograph
of doctors and nurses
taking a walk after lunch
(Oshima, October 2016;
courtesy of the author).
The bright white line

on the road is meant to
guide those with low light
visibility. Music is broad-
cast from loudspeakers
rigged to lampposts and
trees. This prevents those
blinded from the disease
from accidentally falling
off the island. In the past,
the blind lepers would
wear little bells so they
could be found if they
got lost.
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1. A Prelude to the Twenty-First Century

For the afflicted who arrived in Oshima from other parts of Japan, it was
a sudden and unexpected exile to an island where most of them would live
out the rest of their lives without ever seeing their family and friends again.
This cruel deception is recounted in the local history museum'’s panel fext:

‘Patients were told, “Once treatment is over, you can return fo your homefown again.” Residents who

believed that came fo realise that the purpose of the institution was to contain Hansen's disease and

provide mainly palliative care. “Hospital” was just a name.’

There are many islands named Oshima surrounding mainland
Japan. The name simply means 'Big Island’ (X&). This particular
Oshima is one of about 3,000 islands in Japan's beautiful but remote
Seto Inland Sea. It is here that Japan's first national park, the Setonai-
kai National Park, was established in 1934. Oshima Seishoen, a national
sanatorium for leprosy patients, was established in 1909. Patients were
not allowed to leave the island after being admitted. All their personal
belongings were taken away when they ‘checked in’ fo the leprosarium.
The island was forbidden to those who were healthy, and some of the
patients were only children when they were separated from their families.
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Figure 2. A photograph
of a telephone booth
(Oshima, October 2019;
courtesy of the author).

A short distance away
from the residential dor-
mitories, it remains in situ
even though there is no
longer a working phone
inside. From here, one can
see the low hills covered
with lush greenery that is
Aji, a small neighborhood
in north-east Takamatsu.
This is the nearest point
from mainland Japan that
is visible from Oshima.
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In one of the rare documented visits to Oshima by a foreigner in the 1960s,
American writer Donald Richie (1986) mused,

‘Lepers are often sent to beautiful places, as if in compensation for the ugliness of their disease. Or

perhaps, it is just that, being sent fo places far away, they naturally live where the hand of man has not

yet completely destroyed natural beauty’ (p. 78).

While most of the patients were from the same Shikoku region, the
leprosarium’s existence, since 1909, was not common knowledge among locals
(Sasagawa 2019, personal communication'). Although leprosy has been curable since
the 1940s, many patients were struck off their family register because of the social
stigma of such a visible disease (Richie 1986: 81). It was as if they had never existed.
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Figure 3. A screen-

shot of Lucille Carra's
documentary film, The
Inland Sea (1991, color,

56 minutes, USA: PBS;
courtesy of Lucille Carra).
This is rare footage of
Oshima when it was still
not accessible to the
public. A voice-over in
Carra's documentary nar-
rates from Richie's writings
in his classic travelogue of
the same title, The Inland
Sea (1971), about his visit to
Oshima in the 1960s.

Figure 4. A photograph of
a green-roofed columbar-
ium on top of a hill which
is visible from the boat as
it approaches and leaves
the island (Oshima, Octo-
ber 2016; courtesy of the
author). It holds the ashes
of those who passed away
on Oshima, including the
babies who were aborted
due to the misconception
that leprosy could be
transmitted through preg-
nancy (Hirano 2010).2
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In 1996, the Leprosy Prevention Act that compelled the forced
separation of lepers from the rest of Japanese society was finally repealed.
Today, there are 13 remaining national sanatoriums for Hansen's disease
in Japan. Following the repeal of the law, the government's question fo the sur-
vivors was basically, ‘What next?’ (Vanderbilt 2018). But the question of whether
it was possible to re-integrate them into a society that had already abandoned
them was not easily answered (McCurry 2016).3 Most of the elderly residents
are at least in their 80s; many are disabled and no longer have family to return
to. Oshima is the only home where they will live for the rest of their lives.

How does one live in exile within one's own country? When Homi
Bhabha (1992) wrote, ‘the globe shrinks for those who own it; for the dis-
placed or the dispossessed, the migrant or the refugee, no distance is more
awesome than the few feet across borders or frontiers,' he was referring
primarily to nation-based, cultural borders. Oshima and the nearest mainland
town of Takamatsu are separated by a narrow strait of water, but how do we
measure distance for those who are displaced in their own country?

2. Contemporary Art and Oshima

The invitation fo participate in the first Setouchi Triennale came at the right
time, as national leprosariums were considering possible transitions to ease
former patients back into society. The Oshima residents agreed to participate
right away. Although the people did not really understand what contemporary
art or a friennale was, they nevertheless believed—or ‘had to believe'—that
this would give them ‘a way forward' and connect them to a future that they
could not yet imagine (Sasagawa 2019, personal communication).

Since then, Oshima has participated in four triennales (Setouchi
Triennale official website: https:/setouchi-artfest.jp). With each successive
festival, visitor numbers go up (Billa 2019). Oshima now has its own museum
to document its tragic history, with a ‘proper’ curator from Tokyo, hired on the
residents’ insistence.* During the 2019 Setouchi Triennale, regular school trips
were organized. There is even an annual overnight camp for young children,
which the elderly island residents look forward to.

At the same time, however, the island’s population has been
decreasing. By the end of 2019 Setouchi Triennale, there were 53 residents on
the island, down from 104 recorded during the 2010 Setouchi Triennale (Billa
2010). What will happen fo Oshima and its museum when the last person is
gone?

3. Field Notes: First Visit. Impressions. Oshima, October 2016
The music is the first thing | noticed when | arrived on the island by boat during

the fall season of the 2016 Setouchi Triennale.* Muzak sounds of A Maiden’s
Prayer by Polish composer Tekla Badarzewska-Baranowska stream endlessly
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on a loop from loudspeakers planted on trees and lamp posts. | walk on the
small roads that had a thick white line painted down the center, expecting
traffic both ways. But there are no cars on this island, only the invisible people
whose presence is everywhere.

The boat from Takamatsu runs three times a day during the festival
and only a few people are allowed onboard each time. After the guided tour,
there was some time to walk around while waiting for the return boat. The entire
time, | did not meet any ‘locals.’ Visitors were not allowed into the residential
areas. It was possible fo imagine myself back in time, a place in another's
memory, on this lonely island.

As | stood outside the former dormitories in the bright afternoon
sun, | heard the impatient ring of a bicycle bell behind me and quickly
jumped out of the way. But there was no one there when | turned around.
In the silence punctuated by insect sounds, | could hear the occasional
gentle roll of marbles inside Seizo Tashima's Blue Aquarium (2013) installation
nearby—whether by wind or something else, | could not be sure.
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Figure 5. A photograph

of an exhibition space
included in the 2016
Setouchi Triennale (Yas-
ashii Bijutsu, Tsunagari no
le [£H 0 O, A Place of
Connection], 2010, found
objects, partial installa-
tion view; courtesy of the
author).® One of the empty
dormitory blocks was
converted into an exhibi-
tion space called Gallery
15. In the back porch of

a residential unit, a tele-
scope holder remains. It
belonged to a poet who
was fond of star-gazing.
Originally a permanent
exhibit during the first
three triennales, it has
since been removed

as the building is now
structurally unstable. The
photo was taken the last
time this work was shown,
during the 2016 Setouchi
Triennale.

Figure 6. A photograph
of an installation by Seizo
Tashima (Blue Aquarium,
2013, mixed media
installation; courtesy of the
author). Tashima's bright
naive style is very popular
with both the Oshima
residents and the children
who come to visit during
the summer.
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4. The Artists of Oshima

Given the politics of Oshima's history and current political sensitivities,
Setouchi Triennale's artistic director Fram Kitagawa has been especially
careful in selecting suitable artists for Oshima. Indeed, the assigned artists
seem to develop a special attachment to Oshima and stay in touch with the
community even during the non-festival periods. Performance artist Fuyuki
Yamagawa had gently teased fellow artist and illustrator Seizo Tashima for
being like a monk in his devotion to Oshima (2020, personal communication).
Yet Yamagawa himself regularly travels from Tokyo to Oshima in the tri-
ennales’ off-seasons and refers to the Oshima residents as being like his
grandparents (2020, personal communication).

Figure 7. A video still by
Fuyuki Yamagawa (Straits
Songs, 2016, perfor-
mance and mixed media
installation; courtesy of
Fuyuki Yamagawa). Artist
looking out to Aji from
Oshima before his swim.
A number of inmates

tried to escape from the
sanatorium by swimming
to Aji. These attempts were
usually fatal, given the pa-
tients’ weakened state and
the pain of seawater on
their open lesion wounds.
In his video, Yamagawa
reenacts the swim with

the aim of transforming
the sea info a connection
instead of a barrier. The
video footage of the
artist's strong healthy body
swimming steadily through
the warm waters performs
its own implicit critique of
the historical circumstanc-
es that the unprotected
Oshima swimmers suffered
through.

The process of deciding and developing the artworks is also
different. The Oshima residents are generally reluctant to comment directly
during discussions with the curator and artists, usually demurring by saying
that they do not know anything about art (Sasagawa 2019, personal commu-
nication). In that regard, Shoko Sasakawa, Koebi-Tai volunteer coordinator
for Oshima, who has known the islanders since the first triennale, plays an
active role as ‘interpreter’ between the artists and the Oshima community.
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Figure 8. A photograph

of an installation by Seizo
Tashima (The Life of N:

70 Years on Oshima —

A Room with a Wooden
Pot, 2019, mixed media
installation; courtesy of
the author). A series

of dioramas depicting

the often harrowing
scenes and candid quotes
from the life of N., the
pseudonym for a resident
whom Tashima had first
met in 2012. This specific
diorama depicts the scene
when a doctor and a
nurse visits N., wearing full
personal protfective equip-
ment to prevent possible
infection. This installation
is sited inside the former
residential dormitories.

For the art collective Yasashii Bijutsu (‘gentle art’), led by artist
Nobuyuki Takahashi, their long-time work on Oshima is an extension of their
community-based practice with hospitals in Aichi, Nagoya.

Another artist, Tomoko Konoike, is a very successful contemporary
painter who has created works in Oshima that are very different from the
Nihonga-style paintings that she is best known for. In Oshima, she has created
a number of participatory projects and land-based installations.

While participating in the Sefouchi Triennale has been therapeutic
and beneficial for the Oshima residents who look forward to the visitors,
general opinions on the ‘quality’ of the art diverge. In his Sefouchi Explorer
blog, French expatriate David Billa (2019) wrote candidly:

‘If you haven't been to Oshima yet and come to the Setouchi Triennale because you're a contemporary
art amateur, please be aware that a lot of the art on the island is not at the “level” of what you can see
on other islands, and that's not the point. The art on Oshima is community-based for the most part,
almost always linked to the history and identity of the island, and it's better that way. “High art” would

be out of place and—in my opinion—is undesirable on this island for the time being.’
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It is the seemingly naive and simple artworks that touch Japanese
visitors the most.” By comparison, the detailed social histories and even the
assembled personal artefacts shown in Oshima's official history museum have
a distancing effect on audiences who are already ‘trained’ to expect such
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Figure 9. A photograph

of a cement autopsy

table (courtesy of the
author). This cracked and
barnacle-covered cement
autopsy table had been
thrown into the sea by the
residents and was ‘found’
by the Yasashii Bijutsu
artists when they came

to prepare for the 2010
Setouchi Triennale.” After a
long and difficult discus-
sion among themselves,
the residents agreed to
show the found object.
Some had objected due
to the painful memories
of deceased friends who
had been subjected to
compulsory autopsies. The
table is now permanently
exhibited outside the
former residential dormi-
tories.

Figure 10. A photograph
of artwork by Tomoko
Konoike (Storytelling
Table Runner in National
Sanatorium Oshima
Seishoen, 2019, partial
installation view; courtesy
of the author).? For this
artwork, Konoike collected
stories from people on
the island, including care
givers like nurses and
other workers. She then
had illustrations of the
stories sewn into table
mats. These were exhibited
across a long table in
Café Shiyori, a communal
resting area open to the
public where the Oshima
residents would occasion-
ally put in an appearance.
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assembled personal artefacts shown in Oshima's official history museum have
a distancing effect on audiences who are already ‘trained’ to expect such
historical retellings. In this case, museum aesthetics contribute to the desensiti-
zation of audiences to violence and tragedy, in ways not dissimilar to the effect
of news media reporting on global disasters. If in search of an art-historical
reading, one may well turn fo Hal Foster's (2020) theory of brutal aesthetics,
born from Walter Benjamin's notes on modernism and ‘how to survive civiliza-
tion if need be,’ to consider how these contemporary Japanese artworks trace
their legacy through the nuclear disasters of Fukushima and World War Two.
The art on Oshima is at its most powerful when pared down to its barest form.

5. Communities and Audiences

The idea of the audience is often discussed in monolithic terms in academic
writings but in truth, that is seldom the case in such art and curatorial projects,
whether in terms of demographics or audience response. Oshima's immediate
community beyond its residents includes the participating artists, the Koebi-Tai
volunteers, and school children who come for day excursions. At the same time,
its residents are also a part of the larger social action movement in Japan, an
extensive network fo lobby for rights and reparations for the historically and
politically discriminated, such as these leprosy survivors.

Socially-engaged and participatory art projects often focus on
participation from the community and the level of audience engagement
where a project is sited. In situations such as Oshima’s, it is fair to reflect on
artists’ and curators' level of personal engagement and whether their fes-
tival commitments come with long-term intentions. Questions about ethics
and social responsibility are critical, especially when dealing with vulnerable
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Figure 11. A photograph
of schoolchildren on the
return boat to Takamatsu
after a day excursion to
Oshima, October 2019
(courtesy of the author).
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people from at-risk communities. These conversations need to take place and
be ongoing—and not just within the framework of biennales and triennales,
to be put aside when the exhibition is over.

Figure 12. A photograph
of artist Fuyuki Yamaka-
wa (Shibuya café, Tokyo,
January 2020; courtesy
of the author). The artist
is falking about making
and exhibiting works on
Oshima.

The long-term sustainability of fledgling art ecologies in the Seto
Inland Sea has been an open question, with several ongoing experiments
in terms of private museums, participatory and community art projects, or
farm-to-table enterprises. With the COVID-19 pandemic, however, tourism has
dropped significantly. For islands like Oshima, with small aging populations,
the pandemic raises the disturbing possibility of an accelerated extinction.
As Billa (2020) noted in his blog update about the COVID-19 situation in the
Setouchi islands, ‘If the virus were to arrive on one island it could wipe out
most of its population.’

It would be hard to imagine being shut away from the world again, yet
the Oshima residents know better than anyone what it means fo live in isolation
with the disease. Rob Nixon (2011: 2) has defined ‘slow violence' as ‘a violence
that occurs gradually and out of sight, a violence of delayed destruction that
is dispersed across time and space, an attritional violence that is typically not
viewed as violence at all,’ with ‘long dyings' that are ‘underrepresented in stra-
tegic planning as well as in human memory." Oshima already has few visitors
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when the triennale is not taking place. For Oshima's remaining survivors, the
real tragedy would be to be forgotten again.

Figure 13. A photograph
of the sculpture park Kaze
no Mai (J&l @ £% [Dance

of the Wind], 1992, stone
cairns, pebbles, iron
fastenings; courtesy of

the author). This sculpture
park was built by residents
and volunteers in 1992

as a memorial to those
who had suffered on the
island.° They intended the
monument as a promise of
hope for a brighter future.
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1. Sasagawa S (2019, September 26) Personal communication, in-person inter-
view.

2. Marriage was initially forbidden among the patients but later permitted on
the condition that the couple were sterilized. According fo Sasagawa, during
the guided tour of Oshima, not even cats or dogs were allowed on Oshima
as the entire island was considered hospital grounds.

3. There are ongoing lawsuits and lobbying efforts fo demand for reparation
from the national government for the former lepers and their families.

4. Yamagawa F (2020, January 7) Personal communication, in-person interview.

5. This was part of the Yasashii Bijutsu project on Oshima in the first Setouchi
Triennale. The project was led by artist Nobuyuki Takahashi who came up with
the theme ‘Old Things, Things We Couldn't Part With' in response to how the
residents were not able to leave anything for anyone after they passed away.
As Hirano related, ‘No family members came to collect their ashes when they
died. Instead, the residents made informal agreements with each other to tie
up any loose ends, which generally meant disposing of their belongings.
Thus, there are few mementos left from the past. When they learnt about
what Takahashi wanted fo do, the residents began bringing things they had
kept, including the belongings of people who had passed away and things
that they themselves treasured, each one with a story.’

6. ltis a short 15 minutes’ boat ride from the nearest town Takamatsu in Kagawa
Prefecture.

7. The residents and the artists had long debates about whether to include this
‘found object' in the exhibition. For some residents, it was a painful reminder
as many of their friends had been subject fo an autopsy. For others, it was
an important testimony to what they had suffered through and a reclamation
of their personal narratives from Japan's medical history.

8. The scene in this table mat, made by Kumiko Sato, depicts the opening
of a new road on Oshima as recollected by Kiyoshi Wakibayshi: ‘Mutual Love
Road (Soai no Road, tHE Mi&) was created in the North Mountain in 1933.
But | think it was a great thing at that time that the road was built only by the
residents themselves. It was not only about looking at beautiful scenery. There
was also a thought that it would open the road on its own from the island’s
enclosed and restrained area. | thought a blind person would not be able
fo climb to the top of the mountain. However, when they tried to climb, 5
to 6 people are in the front, and they walk by swinging a cane. The blind
climbed very well even though it was a difficult mountain path to walk for
me who can see it. | was surprised to see how fun they were when walking.
| was happy to see the residents healthy and vitalized.’

9. Based on informal conversations with Japanese visitors to Oshima.

10. Nobue Miyazaki made a documentary film of the same fitle, Kaze no Mai
(2003), about the life of Kazuko To (1930-2013), an Oshima resident and
a famous woman poet who wrote about the discrimination against leprosy
sufferers. To developed leprosy in 1942, was separated from her family when
she was 14 years old and lived out her life on Oshima. The National Hansen's
Disease Museum held a special screening of the film in 2013 to commemorate
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To's passing. Also see museum'’s official website for history of leprosy in Japan:
http:/www.hansen-dis.jp/english/0tint/history (12.01.2020).
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Anekcelt Ynbko

[MepBbiMM cioBamm cBoei KHUMM «[1o Ty CTOPOHY KoHua cBeTa. McKyccTBo
¥M3HM Ha nepenyTbe» T. k. Jemoc SCHO o4epyMBaAET MO3MLMIO, C KOTOPOM
CcOBMpPaETCcs roBOPUTb O COBPEMEHHOM Mupe: «Mbl BCTyNaem B 3aK/oumn-
TENMbHYIO CTaAMIO... MMPA, KOTOPbIM 3HAaeM». 34eCb YAMBUTENbHA HE TOJSIbKO
penKast Ans Hallero BPeMeHW KaTeropu4yHOCTb, HO M Ha4Yano KHUMM — C TOTO,
YeM MHOTMEe Jpyrue 3aKaH4MBAIOTCS. DTUM aBTOpP OOO3HaYaeT HanpaBneHue
CBOErO PAa3MBbILLNIEHNST O MOTEHUMANbHBIX MUMPAX, NEXAaLUMX 3a Npeenamu
mupa cerogHsiwHero. OH He TPaTHUT BPems Ha nocterneHHoe oBOoCHOBaHWe
CcBOel pyHAAaMEHTaNbHOM NO3ULMK U CPa3y OMpeaenseT Kak CBOMX COIO3HMU-
KOB, TaK M MPOTMBHUKOB. [TIaBHBIM MPOTUBHMKOM [leMoC BMAWMT COBPEMEH-
HbIA KanuTanMCTUYECKUIM MUP, O HEM3OEKHOM M CKOPOM KOHLIE KOTOPOrO
OH HWYYTb HEe CKOPOWT, @, HaNpPOTMB, NMPU3bIBAET ero NpubamsmTe. K uucny
CBOMX OCHOBHbIX COIO3HMKOB OH MPUYUCIIIET MANO3HAKOMYIO PYCCKOSI3bIMHOMY
YATATENIO PaSUKaNbHYIO OUNTOCOCKYIO TPAANLMIO TEMHOKOXMX MbICTIUTENEN
n aktnencToB CLLA 1 BenukobputaHmu, MexxayHapoaHOE aHTUKOMNOHKWaNbHoe
OCBOGOAMTENBHOE ABMMKEHWE, COBPEMEHHbBIX XYAOMHMKOB M KypaTOpoB —
repoeB HaCTOSILLIEN KHUIU.

OpfHUM M3 HECOMHEHHBIX LJOCTOMHCTB AAaHHOM PAboThl SBASETCS
OTKa3 aBTOPA OT ICXaTONOrMHYECKMX HAPPATUMBOB M UCKYLLEHWS MOrPY3UTb YMTa-
Tens B GeCKOHeYHbIN psig chakTonaos (Mo TepmuHonorum Tumotn MopToHa),
OMUCHIBAIOLLMX YXAaChl aHTPOMNoueHa. B 3HauMTenbHOM CTerneHn 3To OTHOCUTCSE
U K KPUTUYECKOMY aHamnmM3y COBPEMEHHOTo KanuTanusma: [lemoc npegnountaer
roBopuTb 06 3TOM ycTammn cBomx repoes. OAHAKO Ha NEPBbIX e CTPaHMLax
BBELEHUS| OH PACKPbLIBAET CBOWM METOLONOTMYECKUIA MOAXOA K OCMBICIIEHMIO
NMONMUTMYECKOM SKONMOTUM KaK XyAOMECTBEHHOM MpakTUkK. KoHuenTyanbHbim
KIIIOYOM 3TOrO MOAXOAA SIBMSIETCS CMOMHAs MOAASbHOCTb B3aMMOAENCTBUS
CO CMEXHBIMM LLIKOJTAMM NTEBOM MBICITU 1 SKOMOTMHECKOM KPUTUKK. MacTepcku
oTMedass OQHOCTOPOHHOCTb M ONPAaHUYEHHOCTb MNOMNYJIAPHbIX LUKOJZT MbICIH,
aBTOP MPOSIBASIET CE0S1 BOYMYMBBIM M TaKTUYHBIM MHTEPMPETATOPOM UX UAEM
B MHTEPAUCUMIIIMHAPHOM KOHTEKCTE.

Bornbluoe BHMMaHME B TeKCTe yhensieTcs KPUTMHECKOMY aHamnmsy
pa3nnyHbIX Popm HeonmMbepanbHOM SKONOMMU: OT «arNOKaNMMTUYECKOTO Mory-
NM3Ma», BEAYLLETO K PEAYKLMOHMUCTCKOMY dhaTanmamy, O TEXHOKPATUHECKMX
LOKTPMH, COCPEAOTA4MBAIOLLMX BCE BHUMAHME HA MOBEPXHOCTHbIX PELLEHUSX,
He 3aTpar1BaloLLMX COLManbHO-KYMbTYpHblIE OCHOBbI OBLLEeCTBa. Tem He meHee
aBTOP C CAMOrO Hayana AaeT MOHATb, YTO He COBMPAETCS MOMELLATb 3Ty
KPUTMKY B LEHTP CBOErO BHUMAHMWS M CDOKYCUPYETCS Ha PAasfMYHBIX KOH-
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CTPYKTMBHBIX MOZENAX OBLLUECTBEHHOrO YCTPOMCTBA U AEUCTBMS, PaMKabHO
NMopbIBaIOLKMX C 3anagHoOM HeonubepanbHOM Tpaguumen. XyaomeCcTBeHHbIe
MPaKTUKM B 3TOM Crlydae MPEeLCTaloT He CTOMbKO KaK CPEACTBa 3CTETM3aLMM
MOSIUTUHECKOTO AEMCTBUSI B PAMKaX STUX HKM3HECTIOCOBHBIX MOLESEN, CKOMBKO
B Ka4eCcTBe maHupecTaLmm CNOCOBHOCTH YeTOBEHECKOrO CO3HaHUS BOOBPa3nUTb
ansTepHaTUBHBIE MOAYChl CBOEMO CYLLIECTBOBAHMSI.

AHanusupys BUPTyasibHble MMPbl, BOMSIOLLEHHbIE Ha OM3MYECKOM
ypoeHe B paboTax xoHa Akomdppa, Teaam Kpysa, rpynnel Public Studio, Tepu-
ke Xaanoms, Aptypa [xeidpba n gpyrmx xygoxHwkos, [emoc BbicTpauBaeT
HOBYIO METAOHTOSIOMUIO, B KOTOPOWM «3110/ TPMALE» MATEPUANM3MA, MUNIUTAPK3MA
M PacU3Ma NPOTUBOCTOSAT HE «IIEBALKME» YTOMMM, NMCEBLO3rANIMTAPUCTCKME LBU-
eHusl, 6ecCTpacTHblE HayYHbIE BBIKMAAKM, «<XMMNCTEPCKME» JOBPOAETENM YCTOM-
YMBOTO MOTPEBNEHNS UM KOMMAHWM, 3aHUMAIOLLIMECS SKOTYPU3MOM, 8 MOLLIHbIE
CTPYKTYPBbI, CBSI3bIBaOLLME BOEAMHO MPOBIEMbI UBMEHEHMS KIIMMATa, PACOBOM
OUCKPUMUHALMMU U MOSTIUTUHECKOTO JOMMHMPOBaHMS. ABTOP Ha3bIBAET 3TH CTPYK-
Typbl (MOHMMaEMbIe KaK MPOLECCHI, @ He OBBEKTbI) «TBOPYECKUMM SKOTOTHUSIMMY,
XapaKTepM3YIOLLMMMCS TPEMS OCHOBOMOSAraloLLMMMU TPAHCOPMALIMSIMMU Xy[0-
YKECTBEHHbIX MPAKTUK: YXOLOM M3 KONOHMASIbHOTO MMPa TOBAPHO-AEHEXHbIX
OTHOLLIEHM, SKOMOMMYHBIM Pa3BUTUEM KPUTUHECKOTO MCKYCCTBa B KOHTEKCTe
coLManbHOM CMPABELSIMBOCTM WM BbIXOLOM XYAOMECTBEHHbIX MPAaKTUK 3a npe-
Jenbl KOHBEHUMOHAMbHbBIX apT-MHCTUTYLMI. DTU TpaHCcdhopmauumn obpasytoT
30HbI CABMIa B «TEKTOHMYECKMX MIMTaxX» aHTPOMOLEHA — M B BO3SHMKAIOLLMX
TPeWHMHaX 3ap0OX4a0TCA HOBbIE aJIbTEPHATUBHBLIE MUPBbI.

B cemu rmaBax ceoei KHuru [lemoc BbICTPaMBAET HEOYEBMAHYIO
LIEMOYKY, BEAYLLYIO OT KPUTMYECKOrO B3rMsAa Ha CErOAHSILLHMI MMP M MoCTa-
HOBKM BOMPOCa O BO3MOXHbIX anbTEPHATMBAX K BECbMA YOEOUTESbHBIM MOTMbITKAM
oreeTa Ha Hero. OH MocnefoBaTENbHO PACCMATPUBAET PAa3NIUMYHbLIE KOMIU3UM
MEXKAY MOMUTUKAMM KIIMMATa M OHTOMOTMEN COLMAnbHOMO M KOMOHWanbHOro
LOMMHUPOBAHMS — U C YAOBONbCTBMEM MPOKIAALIBAET KYPC CBOEN aHaNMMUTU-
YECKOM MbICIIM MEXAY PA3MMYHBIMM KOHLIEMUMSIMMU U TMNEPOBBEKTaMM, KOTOPLIE
NMPUOBPETAIOT B €ro rraBax pasfuyHble Ponu. Tak, B aHanuse TpexKaHarbHOM
BuaeounHcTannaumm IrxoHa Akomdppa «Vertigo Sea» [Vertigo Sea, 2015] mupo-
BOW OKeaH NpeacTaeT B TpakToBKe [lemoca 30HOM reoriorMyecKoro BpemeHu
M MamsiTH, CLEHOM SKOMOrMYECcKoro Hacunumsi. B nocneaytoLmx rmasax oH pac-
CMaTPMBAET CBS3b MEXAY CblPbEBOM SKOHOMMKOM, MMOBanbHbIM U3MEHEHUEM
KIMMATa, MOBbILLEHMEM YPOBHSI BOAbI B OKEaHe 1 yLLUepOOM, KOTOPbIM 3TO HaHO-
CUT NPEKAE BCErO He3aLLMLLEHHBIM XUTenam GegHelwmx ctpaH MmobansHoro
IOra, 1 3aKaH4YMBAET PA3MBILLIIEHUAMM O CyAbOAX MMIPAHTOB, A4S KOTOPbIX
MOPE OKAa3bIBAETCH KHEMPEOLOIMMbIM MPEMSTCTBUEM M BPATCKOM MOTUITOM».

Krura T. k. emoca paccumMTaHa Npexae BCero Ha aMepmUKaHCKyIo
WITU, LUMPE, «3aMagHyo» ayaUTOPMIO, YTO OOBSICHSIET €r0 HACTOMUMBYIO, MOAPO06-
HYIO U yOeauUTENbHYIO apryMEHTaLMIO, KOTOPast CrNETaET 3anafHbli KanuTanusm,
PacK3m, KOMOHMUAMM3M M TEKYLLYIO SKOMOMMYECKYIO KaTacTpoddy B OAMH KIyGOK
npo6nem. [Mpu 3Tom, crieays YCTOSIBLUENCS TEBOM TPAAMLIMM, OH MOYTH He Kaca-
€TCSl COy4acTUsi B CO3LaHMM 3TUX MPOBIEem MOMUTUHECKM U KYNBTYPHO MPOTH-
BocTosALwmMx [MoGanbHomy 3anagy rocymapcTts. B cuny storo npegnaraemoe mm
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paAvKanbHoe peLLeHne — nepepacrnpeaeneHme MMPOoBbIX BacTM M GoraTcTea,
1O cux nop cocpedoToyeHHbIx B pykax CLLIA v EBponbl, — BbIMSAUT U3NULLHE
meTadpusmyHbIM. Perndonumpys GMHaPHYIO OMMO3ULMIO MEXKIY PacOBLIMM KaTe-
rOpUsSIMK «BENOCTU» U «HepHOCTUY, [lemoc MpUBOAWT psf MPUMEPOB yCreLl-
HOM peannsaumm ansTePHaTUBHBIX SKOHOMMYECKMX MPOrPamMm 3a Mpeaenamm
rno6anbHOM CUCTEMbI KAMMUTaNM3Ma, HO KPUTUHECKM OTHOCKTCS MOYTU KO BCEM
SKOHOMMYECKMM M SCTETUHECKUM HAYMHAHMUSIM BHYTPU 3TOM CUCTEMBbI, OGBbEANHSIS
MX B OfHY KaTeropuio HeonmMbepanbHOro «3efeHOro» KanuTanmM3ma, 3aBefOMO
NMOBEPXHOCTHOTO M HECMOCOBHOTO K PajuKalbHbIM pedbopmam. Tem He meHee
yKe TO, YTO aBTOPCTBO TEKCTA MPUHAANEKUT 0BPa30BaHHOMY Geromy amepuKaH-
Ly, npodpeccopy KanndhopHMiMcKoro yHuBepcuTeTa, yoeamTenbHO NOKa3biBAET,
YTO HW Paca, HU OTHOCHTENBHO MPUBMIErMPOBAHHOE COLMArbHOE MOMOKEHME,
HM MPUHAANEXHOCTb K [MoGanbHomy 3anagy camum no cebe He ABnsioTCA npe-
NATCTBUEM LS5 TBOPHECKOIO MEpPEOCMbICIIEHUS COBPEMEHHOTO MUPOMOPSLKA.

Bonee Toro, MMeHHO 3Ta MHTEMNEKTYarbHas YeCTHOCTb U COBECT-
NIMBOCTb, OTKa3 OT MOMbITKM OMPaBAaHWS CBOEro COBCTBEHHOTO KyrbTYpPHOMO
OCHOBaHMSs, MyBOKas 1 TOHKas KpUTHYECKasi PedoneKcHs SBASIKOTCS MMaBHbIMM
KaYeCTBaMM KHWMM, KOTOPbLIE MOTYT BbiTb O4EHb MONE3HbI COBPEMEHHOMY PYC-
cKos3blYHOMY umTaTenio. briecTsalas apyauums aBTopa, Ero NUYHasi BOBIEYEH-
HOCTb B paboTy B MMPE COBPEMEHHOIO UCKYCCTBA M €r0 OCMBICTIEHME, LieNbHas
M BMECTE C TEM aHANMUTMYECKM BbIBEPEHHAs MO3ULMS JOCTABSIOT YAOBOMLCTBUE
OT TeKCTa. M, HaKoHeL, Ta UCKNouuTenbHas porb, kotopyto T. k. [lemoc oteogmT
XYLOXKECTBEHHOMY BOOBPAXKEHMIO B Aene NMpeobpa3oBaHMs HbIHELLHErO MMpa
BO MHOXECTBO aSIsTePHATMBHbIX, MOKA3bIBAET, YTO OH MPEACTaBNseT cOGOM
He MPOCTO BLICOKOMPONECCUOHANBHOMO aBTOPa, HO U JIMHHOCTL C MYyOOKMM
M SICHBIM BMAEHMEM CTOSILLMX MEPES YenoBe4ecTBOM mnpobrem. HanmcaHHble
TaKMM aBTOPOM TEKCTbI 3aCTyXKMBAIOT 6E3yCNIOBHONO BHUMAaHMUSI.
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camoopraHusauum B Poccun. 2000—2020.
MockBa, Myseit coBpeMeHHOro UCKyccTBa
«lfapaxk». ISBN 978-5-9909717-5-2

MapuHa Mcpaunnosa

KHura «OTkpbiTble cucTtembl. OnbITbl XYAOXKECTBEHHOM CaMOOpPraHM3aumm
B Poccun. 2000—2020» — uTOr ANUTENBHOM UCCNEROBATENbCKOM PabOoThI
Hay4HOrO OTAerna M, B H4aCcTHOCTH, apxuBa My3es COBPEMEHHOro MCKyCcCTBa
«lapax». 1O UccneaoBaHmWe NPeaLLECTBOBANO U COMPOBOXKAANO OGHOMMEHHbIM
(3@ UCKNIOYEHMEM YKA3aHHOM XPOHOSIOMMM) BLICTABOYHbBIM MPOEKT', @ 3aTem
6bIS10 NMPOJOIMKEHO M PACLLMPEHO CreLManbHO 4SSt BbIXOAA B DOPMATE KHUMM.
OHO NOCBALLEHO CAMOOPraHU30BaHHBIM MHULMATUBAM: DECTMBASISAIM, BbICTAB-
KaM, KBAPTUPHBLIM raniepesim 1 ApYrum oopMam AeSITENIbHOCTH, PEasM3yemMbiM
BHE MHCTUTYLMOHANBHOIO KOHTEKCTA.

KHura copgepuT McTopmio COBCTBEHHOMO CO3AaHUsS U pedpreKcuio
HaA HEeWN, BKITIOHAIOLLYIO MHCTUTYLIMOHANbHBIN, OPraHM3aLMOHHbIA, TEPMUHONO-
IMYECKUI, METOLONOTMYECKUI 1 APYrMe acneKTbl. YKOPEHEHHOCTb B MPaKTHKe
— KCMO3ULIMOHHOM, APXMBHOM, HAYHHOM — MPUHLMMMANBHO BaXHAa AN MOHU-
MaHUSI KaK CTPYKTYPbl M34aHUs, Tak M crnocoba npencTaBneHms matepuana
M HEMoOCPEeACBEeHHO coaepaHus. Tak, cTaTbu coTpyaHuy apxmea («Bctymu-
TenbHoe cnosoy» Cawwm OByxosor 1 «OnbIT NpoekTa» AHTOHUHBI TPYBULbIHOM)
NMO3BONSAIOT NMPOCNEAUTL UCTOPUIO MPOEKTa OT MAEM A0 PMHAMBHOM NyBAMKaLMM
Yepes MHOXECTBO MPOMEXKYTOUHbIX STAMOB: NEPECMOTPbI KIOYEBbIX TEPMUHOB
M METOLOSIOMMM, COMHEHMSI M UX PA3PELLEHUS], M3MEHEHUS COCTaBA KOMAaHABI,
OpraHM3auMoHHbIe TRYAHOCTM U pagocTu. Ewe ase ctaten — «OT camoopra-
HU3aLMM K CAMOIKCMyaTaummu u obpaTtHo» Enerbl Muierko u «Self-organizing,
unm Mepecobupas camoopraHusaumio» Pycnana MonaHuHa (BananguHa) —
HarmcaHbl MCXOAS M3 MX OMblTa XYLOXECTBEHHbIX M KYPATOPCKMX MPAKTMK
B COCTaBE CamMoopraHm3aumi. BHeLIHWIM B3rnag Ha NPOEKT NPeacTaBneH Tek-
ctom «Coumonormyeckue oTkpbiTHs “OTKpbITbix cucTem’» Mapraputsl Kynesoit,
KOTOPbIM HAMUCaH C MO3ULMU COLMONOMMM KyTETYPbl M MOCBSLLEH MOMUCKY 3aKO-
HOMEPHOCTEN B PA3BUTMM HE3ABUCMMOM POCCUNCKOM XYAOXKECTBEHHOM CLIEHbI
MO HECKOSBbKMM MapameTpam, HaNmpPUMEpP TakMM, KaK reorpadomsi, ANUTENbHOCTb
PaBOoTbl MHULIMATUB, FEHAEP M BO3PACT UX OPraHM3aTOPOB(K) M y4aCTHUKOB(HMLY).

OCHOBHOM pa3fen KHUMM COCTOMUT M3 aHKET CAMOOPraHUM30BaHHbIX
UHMLMATMB, CTPYKTYPUPOBAHHBIX MO ABYM MapameTpam: reorpadouHeckomy
M XpoHosiormdeckomy. flopoga, npeacTaBneHHble B MPOeKTe, JaloTcs B andba-
BMTHOM MOPSAKE, CAMOOPraHM3aLMM KaxAoro ropoaa — MO AaTe BO3HMK-
HOBEHMS: OT pPaHHMX K Gonee nosgHum. OT cnmwKkom OGOMbLLIOTO BHELLHEro
CXOACTBA C 3HUMKIIONEAMM KHWUIY CMacaeT Hanmyme ansTepHaTUBHOM JIOMMKK
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YMNOPSACHMBAHMS MATEPUANOB — X3LUTETOB, NMO3BONSIOLLEN NPONOXMUTL ApYyrue
MapPLLPYTHLI-TPOMbI, NepeceKaloLme hopmarnbHyto ynopsgodeHHocTb. Cpeam
XeLTeroB, K npumepy, — #reHgep, #artriot, #cosgasascpeny, #oanHaeHb,
#ponroxutens, #4acTHLIENPOCTPAHCTBA, #4yKMemecTa.

AHKeTbI COAePaT CTaHAAPTU3IMPOBAHHYIO MHPOPMALIMIO O COCTaBe
CaMoOpraHM3aumu, NepPUoae aKTUBHOCTH, KITIOHEBbIX COOLITUSIX, MPUHLMMNAX
opraHusaummn, ouHaHCMPOBaHMKU (Mnn ero oTcyTcTBumn) U T.4. Kpome Toro,
B HUX MPEACTABMIEHA NPSIMas Peyb OPraHM3aTOPOB — MaHMUpbecTapHble, KPU-
TUYECKME, MPOHUYHbIE, BAYMYMBBIE, MOSTUYECKUE, aKaAEMUYECKME U KBA3M-
aKaAeMMYeCcKUe, UCTOPU3MPYIOLLIME COBCTBEHHBINM OMBIT, PETPOCMEKTUBHBIE,
HocTarnbruyeckune, PyTyPUCTUHECKME U YTOMMYECKME BbiCKa3blBaHMS. 34eChb
CIbILLHA MHOXECTBEHHOCTb FONOCOB, HECBOAMMAS K €OMHCTBY, U BMAHA ee
ueHHocTb. KpaiHe pazHooBpasHbl U XyAOKeCTBEHHbIE/KYPaTOPCKME MPaKTUKM:
OT CO34aHusa ranepen B LUKadpy, COOCTBEHHOM KBapTUPE, rapaxe unm obLue-
CTBEHHOM TyarneTe A0 KPYMHbIX OAHOAHEBHbIX (PeCcTUBaneNn Unu AnUTENbHBIX
M PErynapHbIX PUANHI-TPYNM.

JpamaTyprusi KHUrM HECMOTPS Ha ee Pa3HOPOAHOCTb, KaK KaXeTcs,
CTPOUTCS Ha HECKOMbKMX MOTEHLMANbHO KOHUPMUKTHBIX CIOXETHBIX JIMHU-
ax. OHa MHTepecHa Kak pa3 Tem, YTO He MbITAeTCs MPUNATU K KaKOMY-NTMGO
pa3peLLeHMIO 3TUX KOHPIIMKTOB, HO MPeAOCTaBNSET MPOCTPAHCTBO ANS UX
nposieneHns. OfuH U3 HUX — HanpsKeHWe MEXIY YHUKANbHOCTBIO KaXoM
YaCTHOM UCTOPUM UK MHULIMATMBBI U HEOOXOAMMOCTbIO NMUCaTb OOLLYIO UCTO-
puvio, apxmBHOWM Taroi. pyroiM — CNOXHOCTb onpeaenieHui, MOUCK MoCTo-
SIHHO YCKOJb3aloLEeN 1 Nepeonpeaensiowencs rpaHmLbl MeXay MHCTUTYLMEN
M camoopraHusaumen, obLuero npmsHaka BHyTpu nocnegHei. CTPyKTYpHbIN
B6UHapPU3M (BeneHre Ha CaMoOoPraHM3aLMmu U MHCTUTYLIMM), KaK M MOUCKM HeT-
KUX KPUTEPUEB, MO KOTOPBIM MOXET ObiTb OnpefeneHa camoopraHmusaLms,
SBNSIETCS OAHOBPEMEHHO U CNEACTBMEM PABOThl C COBPAHHBIM MATEPMATOM,
U YCTIOBMEM, NPEA3ALAIOLLMM KPUTEPHUM CAMOM 3TOM PaboTbl. DTUM NMPOAMK-
TOBaHa HEOOXOAMMOCTb YTOYHEHMS METOAOIOMMM Ha KaXAOM STare MpoeKTa.

MMEeHHO CNOXXHOCTb BblAeNeHWsl onpeaeneHHbIX KpuTepues obep-
HYNacb METOLONOTMHECKMMM OTKPLITUSAMU. HEBO3MOXKHOCTL NpOBeAeHMSs YeT-
KOM FpaHMLIbl CBUAETENbCTBYET O TOM, YTO MCCIeAyemasi MHOXECTBEHHOCTb
COMPOTUBASIETC BGUHAPHBIM PA3AENIEHUIM U MOXET ObITb OMMCaHa CKopee
B TEPMMHAX U Yepe3 OMTMKY MParmaTM4EeCKOro NMoBOPOTa, MHOXECTBEHHbIX
OHTOJIOMMM, KPUTUHECKON TEOPUM UITM HOBOTO MATEPMANM3Ma, YTO M fenatoT
ctatbu Mwenko u MNonaHuHa (BanaHamHa), O KOTOPbIX FOBOPUIOCH BbILLE.
[MpaKTUKKM OKa3bIBAIOTCS ropasfo pasHoobpasHee M MNacTUYHEeEe roTOBbIX
SI3bIKOB OMMCaHMS, M FMaBHOM yAa4erl KHUIMM BUOMTCS YYTKOCTb K 3TOM CIOM-
HOCTM M HaxXOXAEHWEe CMMMETPUYHOTO el aHanUTMYeCcKoro sisblka. [lepune-
THUM STOM CIOXKETHOM NIUHWMM 3aXBATHIBAIOLLE M3NIOXKEHbI B CTaTbe TPpyOULIbIHOM,
OMUCHIBAIOLLIEM OMBIT MPOEKTa, aPXMBUPYIOLLEN B TOM YMCIE OTOPOLLEHHbIE
B npouecce paboTbl MAEU U TEPMUHONOTUIO, AEMOHCTPUPYIOLLIEH MOUCK CO6-
CTBEHHOIO MeToAa.

MonHoTa NpeacTaBNeHHOCT BHEMHCTUTYLIMOHAIIbHOM XYZOXECTBEH-
HOM KM3HM CTPaHbl — BEPOSITHO, Cambii MPOONEMATUYHBIM NS MPOEKTa
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MapuHa Mcpannosa

Bonpoc. BknioyeHue B paboTy Hag pa3nmyHbiMKM chasamm npoekTa «OTKpbITbIE
crctembl. OnbIThl XyAOKECTBEHHOM camoopraHmsaumm B Poccuun. 2000— 2015»
KypaTopoB(K) 1 nccnefosaTenem(H1L) U3 HECKONbKMX FOPOAOE, MPUHUMABLLIMX
y ceBsi BbICTABKM?, YaCTUYHO HMBEMMPOBASIO 3TOT BOMPOC, HO HamnM4Yne NaKyH
1 GenbiX NATEH Ha NMonyYMBLUENCS KapTe 6e3yCnoBHO. YS3BMMOCTb NPEACTaB-
NEHHOTO M3AaHUs K NOJOBHOro Pofda KPUTUKE HeusBexHa M, BBMAY creum-
brKM maTepuana, KaxeTcs HeyCTpaHWMOM. Bbixogom MOXeT BbiTb Hanuudme
3MIEeKTPOHHOrO caTennmTa nevaTHoM Bepcnn «OTKPBLITBIX CUCTEM...» Ha Base
RAAN B BMIe AOCTYMHOro K MOCTOSIHHOMY OBHOBMEHMIO pecypca.

BakHO OTMETUTBb, YTO, CTPOro roBops, YCTAHOBKM Ha BCEOXBAT-
HOCTb NPEACTaBIEHHOTO 3HaHMS Y ero aBTOpPoB(K) HET: OHO CKOPEE OTKPLIBAET
B3rNs4y MHAPPACTPYKTYPbI, & TAKKE MOTOKM 3HAHWS B XYAOKECTBEHHOM CpeAe,
AKKYMYITMPYEMOro apxmBom «fapaxa» Yepes HanaXeHHbIe U MOSBSoLMECs
CBSI3M, NPpodheccuoHarnbHbIe U APYKECKME. HacTo 3TU CBA3M CTpOSTCS Ha B3a-
MMHOM Pacro3HaBaHMM KaK MPMHAANEKALUMX K OAHOMY MO0 — MO3TOMY
B M3[4aHWMM Mbl HE BCTPETMM CAMOOPTaHM30BaHHbLIX OGbEAMHEHUI, KOTOPbIE
3aHMMAIOTCS MCKYCCTBOM, HO HE PACMO3HAKOTCS MPW 3TOM KaK MPUHAaANEXHbIe
K MOJSTIO COBPEMEHHOTO MCKYCCTBA (KOTopble PaBoTaloT B TPAAMLIMOHHBIX Meaua
TPaAMUMOHHBIMK criocoBamu, K npumepy). JTormiHo Takxke MpPeanonoXuTb
Hann4ine MHUUMATUB, ANd KOTOPbIX MPUMHUMMAMANbHBIM CTaHET HenonagaHue
Ha KapTy, HEBUAMMOCTb L5 BHELLHErO B3rNsAa, HEOOXOAMMAS UMW KeNaHHas
Mo MONMMUTUYECKMM MPUYMHAM. B KHUre ecTb M BaxHbIM PEefaKTOPCKMUIA KeCT
HEBKIIOYEHUS B CMIMCOK MPEACTaBIEHHbIX B KHUre CaMoopraHm3aumil crumdpe-
ponornbcKoi ranepen «HenpaemnbHbIM NPUKYC», NPU HaMYKMM €e B COCTaBe
apXxMBHOM Gasbl M OHMalH-KaTanore npoekta «OTKPbITEIE CUCTEMBIY.

KHura Gyget MHTepecHa BCem, KTO TaK MM MHaYe 3aHST B cdoepe
MCKYCCTBA, MHTEPECYETCS COLIMONOTMEN KYNBTYPbI, MPUHLMMIaMK CAMOOPraHu-
3aUMK B Pa3NMYHBIX cdhepax, COBPEMEHHOM apPXMBHOM PabOoTOM, METOLONOTMEN
cbopa M aHanm3a apxXMBHbIX MaTepPHUanos.
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O6 aetope

MapuHa McpannoBa — MCKYCCTBOBEA, KPUTHMK, HE3aBUMCMMAs MCCIIEAOBATENb-
HUUa 1 KypaTopka. Pognnack B 1987 rogy B ropoae Ympumk TalukeHTcKkol obna-
cu. OKoH4YMna dounonorMyeckmin dpakynsteT KemepoBCKOro rocyfapCcTBEHHOO
yHueepcuTeTta (2009) M marucTpaTypy no mctopumn uckyccte Eeponeiickoro
yHueepcuTeTta B CankT-lNetepbypre (2016). CokypaTopka npoeKTa no mccne-
[OBaHMAM 3ByKa «Bcnyx», nektopus «Teopumn U npakTMKM nepdbopmaHcar
(OTkpbiTbiit nexktopuint Hoeow lonnaHamu), «Kputuueckoro cemmHapar. Bxogmt
B PEACOBET XypHana o coBpemeHHom uckyccTee «K.P.A.NM.N.B.A», kypaTopckyto
rpynny npoekTta «Accambnesy. [NpenogaeT Teopmio U CTopumio NepchopmaHca
B JlaGopatopmmn Hoeoro TeaTpa npu CaHKT-lNeTepbyprckoi LwKone HOBOro
KnHo. B cdpepe nHTEpecoB — heMUHUCTCKME IMUCTEMONOTUM, KBHECTBEHHbIE
METOZbl B UCCNEAOBAHMUM NMPUMEHWUTENTBHO K MCKYCCTBY, CAMOOPraHM30BaHHbIe
MHULMATMBBI U MPOU3BOACTBO 3HAHUS B XYAOKECTBEHHOM CPeAe, MOoUTUYECKOe
KaK MOBCEAHEBHOE, MEPUPOPMATUBHBIE MPAKTUKM, MUCbMO KaK MHCTPYMEHT
Ccy6BbEKTUBALMM, BOSMOXKHOCTM HEOBS3aTENbHOCTM M PafJOCTU B MCCRefoBa-
Tenbckom pabote. ueset n pabotaet B CankT-lNetepbypre.
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The Garage Journal: Studies in Art, Museums & Culture is an independent
interdisciplinary academic platform that advances critical discussions about con-
temporary art, culture, and museum practice in the Russian and global contexts.
It publishes original empirical, theoretical, and speculative research in a variety
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Garage Journal provides a source book of ideas for an international audience.
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