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Editorial

Editorial. The Museum as a Research Hub

Vlad Strukov

This issue of The Garage Journal is the first instalment in the three-step
intervention. The second is the international conference 'Utopias of (Non)
Knowledge: The Museum as a Research Hub," held at the Garage Museum of
Contemporary Art on the 24-25th of September, the same dates the issue has
been launched. And finally, the third instalment will be a collection of essays
to be published in Russian in 2022. The focus and scope of the collection will
be determined at a later stage.

The purpose of this intervention is to consider how research is
integrated into museums’ future strategies, to reflect on how collaborations
among researchers, artists, and curators work, and outline the key
applications of practice-based research. In fact, the conference aims to
explore Jacques Ranciére's notion of (non)knowledge and the ways in which
it problematizes the hierarchical regime of the unidirectional transfer of
knowledge from one subject fo another. By criticizing the neoliberal
production and commodification of knowledge in this way, he reminds us
that the purpose of democracy is to attain equality, and in particular the
equality of knowledge. In this system, knowledge and non-knowledge are
employed as different modes of knowing, not as fixed knowledge and its
denial. What he offers instead can be described as a modernist model of a
'knowledge utopia,’ where all citizens are equal and therefore equally
involved in practices of (not) knowing. The model suggested by Ranciere
allows the conference participants to reconsider the role that museums play
in the creation, transfer, and preservation of knowledge.

In the second half of the twentieth century, museums faced the
need fo review the foundations of their activity. As a result of this
transformative process, they became increasingly focused on research
activities: the practices of creating and distributing (non)knowledge. While
research has informed museum practices since the emergence of museums,
in recent years museums have begun organizing collaborative projects with
researchers, including from governmental and business institutions and
scientific laboratories, as well as with independent artists and others. These
interactions allow us to speak of special—horizontal—modes of knowledge
production and exchange that create a new understanding of the museum as
a hub.
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Editorial. After Crises: Art, Museums, and New Socialities

This special issue of The Garage Journal entitled 'The Museum as
a Research Hub' recognizes that nowadays the museum exists across many
sites, in multiple times, and through a myriad of interactions. No longer just a
gallery filled with objects and accompanying notes, the museum is involved in  Figure 1. lllustration by
the politics of what is fo be visible in the twenty-first century. We understand Katia Barinova (2021)
visibility as a form of presence in the public discourse, a form of knowing
and remembering. The museum increasingly recognizes visibility as a power
to build associations, networks, and communities. The special issue considers
critically how these new powers are invested in curatorial practices and how
they are invoked in the contemporary and historical settings. We put the
visitors at the center of our consideration, including their participation in the
process of re-defining the purpose and scope of research in the museum.

The questions that this special issue will ask include (but are not
limited to):
— What are the changes that the museum’s research culture has seen over
the past decades? How are they transforming the museum'’s role in society?
— How exactly do museums, especially art museums, carry out research?
— How do different kinds of museums—the art museum, the historical
museum, the memory museum, and the museum of contemporaneity—
respond to recent theoretical advances?
— What makes research in the museum ‘practice-based research?
— How do museums make research accessible?
— What are the best practices in terms of co-researching with artists,
audiences, and others involved in museums?
— How can research in museums contribute to social innovation and change?
— And finally, what potential does re-conceptualizing the museum as a
research hub provide?
In order to address these concerns, the materials selected
for the special issue focus on the question of method, which allows a
new conceptualization of the museum as a research hub. The idea of the
museum as method has been discussed by Nicholas Thomas (2010) and by
Philipp Schorch and Conal McCarthy (2019). Both works—a comment and
a volume of essays—call for a departure from the previous colonial system
of organization and presentation of knowledge in the museum. Indeed, the

| ]
The Garage Journal: Studies in Art, Museums & Culture VI



Vlad Strukov

editors of Curafopia (Schorch and McCarthy 2019) re-published Thomas's
2010 essay as the opening work for their volume in order to emphasize
the need to de-colonize the museum and knowledge. Thomas writes that
‘the spaces of, and between, museums and anthropology today are full of
paradoxes. Museums cannot escape the association of anachronism, they
connote colonial dustiness’ (2019: 19). According to Thomas, the notion of the
museum as method consists in the process of de-colonization of knowledge
and the event of discovery. He proposes juxtaposition as the main method
of organization of objects in the museum. He notes that ‘one can work with
contingencies, with the specific qualities and histories of artifacts and works
of art, in ways that challenge many every day or scholarly understandings of
what things are and what they represent’ (Thomas 2010: 8).

The authors of this special issue support Thomas's imperative
to decolonize knowledge and the museum. They also go a step farther in
their conceptualization of the museum method. It is no longer just about
re-interprefation of different objects and the use of juxtaposition when
displaying them. It is also about querying the very ways in which we know
things and in which we relate to different systems of knowledge production,
placing the museum at the core of these processes. As a result, the museum
as method emerges as a way to think beyond the disciplines and pre-
determined methodologies.

In recent research—both in universities and museums—inter-
and multi-disciplinary studies have been celebrated. They have relied on
re-combinations of disciplines and borrowings from multiple disciplines
such as art history, sociology, digital culture, visual culture, and discourse
analysis. Indeed, the contributors fo the special issue make use of a wide
range of methods, including archival work, textual analysis, visual analysis,
data analysis, inferviews, discourse analysis, and so on. They also pay special
attention to the collaborative aspect of research in addition to comparative
analysis. They critically engage in self-reflexion, including methods such as
introspection, embodied research, performance, and speculative research.
However, in all the contributions the authors query these infer- and muilti-
disciplinary approaches, calling for a new system of knowledge production.

In response to the question posed by the authors of this special
issue, | propose to think about research in the museum in the post-disciplinary
fashion, namely, not to apply an existing discipline or a method but fo grow
it organically from the context. In my formulation, the post-disciplinary
approach dictates that the context becomes the method, thus blurring the
boundaries between objects and spaces and between different subjectivities
engaged in the production of knowledge.

This type of method can be realized in a particular setting, that
of a hub, hence the title of the issue. In contemporary use, one meaning of
the term hub is apparent in this example, ‘a central airport or other transport
facility from which many services operate’. However, the term has two other
important meanings that are actualized in the issue of The Garage Journal,
the first is that of the central part of a wheel, rotating on or with the axle,
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and from which the spokes radiate. It places the museum as the center of
research. Hence, the museum is no longer peripheral o research activities,
and its collections and activities are not determined by the requirements
of universities. And the other meaning is that of ‘the effective center of an
activity, region, or network’ (center of activity, core, heart, focal point, nucleus,
nerve center). In this regard, the idea of a network is extremely important,
and it also enables the use of context as method through a relationship
among different elements of the network.

Thinking about the museum as a research hub allows for a
conceptualization of the museum as a fluid system with a set of values which
are constantly evolving, not as a place with pre-determined structures and
boundaries. This type of museum advances horizontal connections leading to
the democratization of knowledge. Through the convergence of discourses,
recursive analyses, and intercultural exchanges, the museum stops being
a discipline, a (professional) activity or a type of ‘curatopia’ (Schorch and
McCarthy 2019) and instead emerges as a mode. Above | suggested that
knowledge and non-knowledge should be considered as a mode of knowing,
here | wish to suggest that the museum be considered as a mode of knowing,
too. To paraphrase Ranciére writing about the politics of aesthetics (2010: 10),
the museum is 'a mode of articulation between ways of doing and making,
their corresponding forms of visibility, and possible ways of thinking about Figure 2. lllustration by
their relationships (which presupposes a certain idea of thought's effectivity).” Katia Barinova (2021)
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Vlad Strukov

In the spirit of working with the museum as a mode, this theoretical
introduction to the issue was authored in collaboration with illustrator Katia
Barinova. She worked with some preliminary conceptualizations aiming fo
visualize the key notions—the method and the hub—producing, in the end,
her own concepts of the museum as a research hub (see figures 1 and 2). |
thank her for her queries and suggestions, and for being able to respond to
my obscure ideas. | also wish to thank those who have contributed immensely
fo the conceptualization and realization of the special issue, the journal's
edifors and advisory board. | am grateful to Ekaterina Inozemtseva, chief
curator at Garage, who served as a consultant on the issue. Needless to say,
my biggest thanks go to the contributors to the issue who have responded to
the open call for submissions. Their contributions challenge the status quo in
museum studies and supply an assessment of practices in the global setting.
| also invite the reader to explore publications in GJ Media which also touch
upon the theme of the issue. The latter—alongside the conference and the
special issue—launch a discussion about the museum as a research hub
which | hope will spark future debates, too.
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Curatorial essay

The Museum as a Cognitive System
of Human and Non-Human Actors

Livia Nolasco-Rozsas, Yannick Hofmann

The essay introduces a new line of
research at the ZKM | Center for Art
and Media Karlsruhe that examines
the role and experiments with
museum applications of information
technology, specifically artificial
intelligence (Al) and extended reality
technologies (e.g., augmented,
mixed, and virtual realities). Currently,
two projects at the ZKM have taken
up the initiative to start practice-

based research: Beyond Matter and
intelligent.museum. These projects are
discussed in this essay with the aim
of demonstrating that the museum is
being successively transformed into
a cognitive system of human and
non-human actors. Drawing on the
institutional experience of the ZKM,
we present a new approach towards
the notion of the museum: one that
takes computation info consideration.

Keywords: artificial intelligence, museum as a cognitive system, museum
collaboration, practice-based research, virtual as a condition

Attempts to give a brief definition of the museum as a phenomenon seem
fo be futile today, especially if we look at ICOM's struggle with answering
the question of what the museum of the twenty-first century actually is. The
debate had already been going on for years when in 2019 the ZKM aspired
to crowdsource a definition, which resulted in a collective Dadaist manifesto
that adds to the plurality of alternatives (ZKM Magazine 2019).

The Garage Journal: Studies in Art, Museums & Culture
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opening (photo copyright:
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The Museum as a Cognitive System of Human and Non-Human Actors

The ZKM did not only engage in a debate about this but organized
a whole series of exhibitions under the fitle Open Codes (2017—2021)' that
attempted to define at least partially the role of museums in a society
increasingly driven by computer codes. Open Codes reflected on the world
we live in foday: a world that is created and controlled by codes. Since this
series became the basis for our current investigations, its brief intfroduction is
vital for understanding the roots of our arguments:

‘Open Codes brings computing and art together in various ways. It is a new form of assembly,
combining practical knowledge of computer code and critical artistic approaches in a single venue.
The project seeks to empower its participants to regain access to reality through instruments of thought
and to reflect on the genealogy and current social impact of digital code, computer programing, and
software’ (Peter Weibel 2017: 10).2

Open Codes understood the museum as a platform of exchanging
and creating knowledge aided by a curated selection of exhibited artworks
and by stakeholders who brought various types of expertise into the exhibition
space. The events organized to elaborate on the exhibition's concept, often
referenced as the ‘accompanying’ or ‘educational’ program, in case of Open
Codes merged with the exhibition, underlying the idea of the museum as an
assembly.

By the end of the twentieth century, various tendencies in museums
propelled a revision of museology, and the term ‘new museology’ (Vergo
1989) was coined:

‘During the 1980s and 1990s, the New Museology spawned all manner of more critical inquiry into
exhibitions, collections, practices, and ideologies, fuelled by post-Marxist and poststructural theories

of representation and spectacle’ (Mathur 2019).

- i E ; | / Figure 2. A photo of the
m"é” ""F | o y - v Open Codes. The World
{1 ll  as a Field of Data open-
|i‘ ‘ N ¥ ing exhibition, Septem-

e ber 1, 2018—lJanuary 6,

2019 (photo copyright:
Anne-Sophie Stolz, ZKM |
Center for Art and Media
Karlsruhe)
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Via the new lines of researches at the ZKM we argue that decades
after the emergence of New Museology the substitution of the adjective
‘new’ shall be considered as we are sliding deeper into the 21st century, and
as theoretical currents such as the actor-network theory (ANT)? increasingly
impact the discourse. Some of these concepts allow us fo think of museums
as cognitive systems that are not bounded to one single physical location
and where human and non-human actors, specifically machinic agents, can
be taken into consideration.

The application of ANT in the curatorial context has been elaborated
on by Wiebke Gronemeyer (2018: 154—156). She suggests using the ferm
‘material turn,” which she understands as an awareness of certain processual
transformations that curatorial practices might cause, with an emphasis on
the actor-network relation, resonating with ANT and the neologism of ‘intra-
actions’ by Karen Barad (2007).

The impact of new materialist, posthumanist critical theories
is taken into consideration in the material turn in curating, and thus in
the museum, where curating can take place. Although ANT takes non-
human actors into consideration, Gronemeyer (2018) does not emphasize
the importance of computational actors in her theory. We argue that
computational actors, or algorithmic agents, have a crucial impact on our
cognition and thus cannot be left out from the ‘material turn’ happening in
curating in various contexts, among others in the museum. Adding a new
actor influences the equilibrium of the complete system, and implies the
necessity of new terms, based on the vocabulary that has been evolving
around computation.

We argue that until now computational agents were not taken
into consideration (and if they were, then only marginally) while elaborating
on the definition of the museum, which is a major deficit, since computation
plays an inevitably increasing role in curation, mediation of art on view in a
museum context, as well as in archiving and collection care.* Therefore, we
suggest calling the current tendency, characterized by the interdependency
of physical and digital spaces of the museum, 'virtual condition.’ Furthermore,
we suggest to approach the museum as a cognitive system, a term that
draws from currents of computer sciences and information technology and
clearly stems from the vocabulary of cybernetics.

Cybernetics is a scientific movement that, for decades, has
profoundly impacted thinking and creation in science, engineering, and
the arts. It is a genuinely twentieth century phenomenon, rooted mainly in
distinct forms of systems theory, which developed independently in different
geographical locations. A crucial aspect in cybernetics is that it pointed
out the intertwined nature of the biological and technological, which is a
prerequisite for understanding the metaphor, coined in the 1950s, of ‘artificial
intelligence.” Cybernetics is nominally scarcely present in current discourses,
but as Yuk Hui (2019) pointed out in Recursivity and Contingency, it has a
crucial impact on our understanding of the term fechnology, and as a direct
consequence, of the arts (and their relation to the term fechné).

The Garage Journal: Studies in Art, Museums & Culture
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Cybernetics will also influence the notion of the museum, even if it
adds a new element fo a not yet clearly defined system.

Currently two international, collaborative, practice-based research
projects, Beyond Matter® (2019—2023) and infelligent.museum® (since 2020),
attempt to react to the current turn caused by the advance of computation in
the museum, both from different vantage points. Beyond Matter addresses
the already mentioned 'virtual condition’ with a specific emphasis on its
spatial aspects in art production, curating, and mediation via numerous
activities and formats as case studies, including the digital revival of selected
past landmark exhibitions.” This common undertaking seeks to engage with
a contemporary shift—Ilargely attributable to the rapid development and
ubiquitous presence and use of computation and information technology—
in the production and mediation of visual art within institutional frameworks
that may be summarized as ‘the virtual condition.' If the postmodern condition
was a ‘crisis of narratives’ (Lyotard 1992 [1979]: xxiii), the virtual condition
reflects a crisis of dichotomies. Its analysis suggests that dichotomies are
losing their validity: presence and absence, physical and computer-generated,
real and simulated. The artificially generated increasingly dominates our
reality, intertwines the physical with the virtual, and skews the linearity of
time, which has a significant impact on the notion of the museum, and on
the understanding of how museums work if information technology keeps
developing at the current pace.

‘Computer-generated simulations, virtual realities, networked digital platforms—from cyberspace to
metaverse—are no longer fictitious locations found in science-fiction literature. Their significance
and role are almost on a par with real spaces. Information technology has given rise to immaterial
spheres that have become legitimate, parallel dimensions of our perception, experience, knowledge,
communication and ourselves, where the real and the virtual are no longer antithetical opposites. For

this reason, we must re-examine our three-dimensional conception of space.’

These words introduce the exhibition entitled Spatial Affairs
(2021),2 realized in the framework of Beyond Matter at the Ludwig Museum
Budapest in collaboration with and under the curatorial lead of the ZKM, as
groundwork for the research on the virtual condition. The understanding of
the notion of space that surrounds us is definitely a prerequisite for engaging
with the artificial or generated spaces to be co-created and calculated by
human and machine.

Naturally, this has extensive implications for the spatial aspects
of curating and mediating visual arts, as well as their reception. Under such
circumstances, the museum transmogrifies into a hybrid entity integrating a
geographical location with various digital platforms. Instead of one single
building, an affluence of exhibition spaces shall be taken into consideration
while imagining a museum that becomes an extended but also porous
system of multiple dimensions. Thus, the museum can be better understood
as a system that is triggered by cognitive processes than a space bounded
to a specific location.

The Garage Journal: Studies in Art, Museums & Culture 5
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This thought triggered the substantive focus of the Hybrid Museum
Experience Symposium (HyMEx) (2021) that brought together leading
researchers and scholars in digital and experimental museology, collection
care, curatorial practice, as well as researchers from a broad spectrum of other
disciplines to exchange views on challenging situations and latest innovations
in the field of hybrid museum experiences. With HyMEx the organizers
attempted to bring together pluridisciplinary perspectives that remain relevant
and constitute a credible source of reference towards the artist, the artwork,
the exhibition, the visitor, and the museum expert, via seeking interpretations
of the hybrid museum experience within the contemporary art scene in the
light of spatial and societal aspects’ Beside the two mentioned outputs of
practice-based research, Beyond Matter continuously implements projects
that elaborate on the contemporary realities of museums, art mediation, and
curation in an era when various factors, one of which is definitely computation
and its all-encompassing impact, hinder museum professionals to define
what a museum is.

HyMEx

202/

The arrival of the computer in art production happened already
decades ago, but its impact is currently turning the infrastructure of the arts
upside down. It is changing the role of museums within such a technology-
driven ecosystem of art, as well as museums themselves. The walls of
the museum dissolve as various digital spaces (from websites to digital
exhibitions, social media channels, and online events) are added to the
physical museum space, all of which are part of cognitive systems defined
by various actors, rather than locations or objects. As outlined, central fields
of activity of international museums are increasingly shifting to the digital
realm. Physical museums, however, will not become obsolete in the future,
nor will they ever be fully integrated info virtual museums. On the contrary,
in the digital age, museums offer the potential to gain an insight info rapidly

The Garage Journal: Studies in Art, Museums & Culture
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The Museum as a Cognitive System of Human and Non-Human Actors

accelerating developments in art, science, and technology, for instance, for
less technology-savvy visitors and to reduce the physical—digital divide (Ball,
Francis et al. 2019: 1167—1184). Hence, in the long term, meaningful connections
between emerging virtual spaces with physical exhibition spaces will require
the creation of well-designed interfaces that act like a permeable membrane
between the physical and the digital to design the visitor's user experience as
intuitive and seamless as possible.

Since 2017, the artfistic research and development platform at
ZKM—the Hertz-Lab—investigates these new shifts in digital paradigms,
with a special focus on inferactive, haptic, and multimodal principles.
Another focus of the Hertz-Lab is currently on the latest developments in
Al technology and discourse. Significant progress has been made in Al in
recent years, particularly in the area of artificial neural networks. In the late
1980s, when the ZKM was founded, artificial neural networks were still more
of a theoretical research topic that could anticipate future developments.
Their application was still underdeveloped and impractical for several reasons
(Smolensky 1987: 95—109). Over the past two decades, however, progress
in artificial neural network research has accelerated so rapidly, that today
computers can learn from data and perform rudimentary cognitive functions
previously reserved for humans. Artificial neural networks can recognize and
automatically classify patterns from large amounts of data, make predictions,
generate new patterns, or reconfigure themselves based on these patterns.
The emerging Al technologies are disruptive and radically change various
areas of daily life such as transportation, healthcare, education, public security
or work (Stone et al. 2016). Though, in many cases, the underlying Al systems
appear to be an opaque black box, making it difficult fo engage with this
technology on a broad societal scale.

The infelligentmuseum project, which has been taking place at
the ZKM in cooperation with the Deutsches Museum since the beginning
of 2020, aims to inspire and empower museum visitors to critically engage
with Al fopics. It follows a human-centered approach to Al that is guided by
humanistic values such as ethics. The human-centered Al approach, introduced
a few years ago, places human society at the center of Al and consequently
does not focus on merely technical factors (Li and Etchemendy 2018). The aim
of the project is to question current developments, to explore their potential
and expanded fields of application of Al in the museum, and to look at them
from different perspectives. For this reason, the intelligent.museum project
brings content and topics to the public through practice-based research
and the development of prototypes, hands-on demonstrations, and tangible
presentations.

For this purpose, international artists who bring Al technologies
into their artistic practice are invited to develop and realize an artistic work
within the framework of an artistic residency at the ZKM and Deutsches
Museum. From speculative fictions to hyperreal images to Al-composed
soundtracks, arfificial neural networks can be used multifariously, for
instance, in interactive installations, generative videos, data visualizations or
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sonifications. The expressive possibilities of digital art stimulate a level of
critical reflection. The infelligent.museum residencies in summer 2021 at the
ZKM and Deutsches Museum highlight the extent to which artists are already
meaningfully integrating Al techniques into their artistic practices, but more
importantly, how they evaluate the social impact of technology and raise
questions.

Media artist and composer Alexander Schubert wants to encourage
critical reflection on social media and data sovereignty with his work
CRAWLERS (2020). The hybrid artwork has already been realized as part of the
intelligent.museum project. The artist developed an anonymous collective of
social bots operating on social media that collect users’ data. Using different
Al methods (e.g., convolutional neural networks and generative pretrained
transformers), images and postings of the users are transformed and fed
into an alternative social network in a modified but similar form. On site
in the exhibition space, the artwork manifests as a multi-screen installation
that visualizes both social media profiles of the parallel social network and
the machine learning processes. Alexander Schubert raises awareness of the
permanent and ubiquitous practices of automated data theft on the net and
reflects on the impact of technical actors on our digital identities.

Figure 4. A photo of
Alexander Schubert's work
(CRAWLERS, 2021; photo
copyright: Elias Siebert /
ZKM | Center for Art and
Media Karlsruhe)

From early summer 2021, further residencies will be realized
as part of the infelligent.museum project. French artist Gaétan Robillard
condenses his reflections on social polarization caused by emerging fake
news and post-truthism into an aesthetically coherent work of art entitled
Patterns of Heat (2021): with the help of Al techniques, Robillard measures
the presence of fake news on the Internet that refer to the climate crisis
and are spread over the digital ether. Robillard will translate this into a
data-driven artistic floor installation that uses heat radiatiown to transport
effects of the climate crisis into the exhibition space. For exhibition visitors,
however, it is not global warming in relation to the overheating of the earth
that will be felt, but rather the friction energy between post-facticity and
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scientific consensus.

With Proteus 3.0 (2021), artist duo Maria Smigielska and Pierre
Cutellic, aka Compmonks, are developing an interactive behavioral video
installation. The artists use computer vision fechnology and deep learning
models to capture the viewers' posture, gaze direction, and facial expressions
and have them influence a constantly changing digital emulation of ferrofluid.

Using computer vision technology in a totally different scenario,
Giselle Beiguelman, Bruno Moreschi and Bernardo Fontes want fo find out to
what extent colonialist patterns and gestures are inherent to human images.
The project The Imperialist Gaze (2021) aims to shed light on how convolutional
neural networks can interpret digitized images and be instrumentalized for
the analysis of large-scale image collections.

Katrin Hochschuh and Adam Donovan developed an Empathic
Swarm (2019—) of robots that can perform spatial choreographies and interact
with exhibition visitors. In the exhibition space, visitors will be able fo train the
swarm using reinforcement learning and confirm or reject it based on their
own reactions and gestures.

Figure 5. A photo of
Empathy Swarm, an
interactive robotic

swarm, human-machine
biofeedback system, by
Katrin Hochschuh and
Adam Donovan (WRO
2019 Biennale / HUMAN
ASPECT, Wroclaw, Poland;
photo copyright: Wojciech
Chrubasik)

All of the aforementioned artistic projects are experimental setups
that apply data-driven applications of Al in different scenarios, and while
they do not, of course, offer directly scalable solutions for the museum itself,
they serve as case studies to the infelligentmuseum project. From these
case studies many new perspectives on the reciprocal relationship between
museum visitors and the museum will emerge. One of the main goals of the
intelligent.museum project is to open up the black box mentioned above in
order to make Al technologies more accessible to both artists and the general
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public. To ultimately enable all museum stakeholders to learn more about the
vast topic of artificial intelligence, all source codes developed as part of the
intelligent.museum project are continuously posted to an open-source code
repository!® They are publicly available for further use or discussion.

In order to significantly simplify working with Al and also empower
people without Al knowledge, low-threshold digital tools are being developed
at ZKM[!

The intelligent.museum project is exploring the extent to which Al
technology can be used to break down barriers in the exhibition space and
make the museum experience more inclusive and accessible. The emerging
cognitive capabilities of artificial neural networks can be investigated in diverse
and multimodal interaction scenarios and, when implemented responsibly,
computer vision, conversational user interfaces (dialog-oriented interfaces that
emulate a conversation with a real person), or natural language processing/
understanding for voice user interfaces open many new perspectives on the
reciprocal relationship between museum visitors and the museum. Among the
recent developments of the project team are, for instance, intelligent digital
text labels that can recognize the spoken national language of exhibition
visitors while automatically adapting to reduce language barriers. For this,
museum visitors converse with an artwork or exhibit that is able fo recognize
their spoken national languages and then translates a digital text label with
meta-information into the appropriate language.

In addition, rapid prototypes of museum operational applications
are currently being developed and fested in the exhibition space fo see
how automation and machine decision-making processes can support
the operation of exhibitions. Ongoing experiments involve both semi-
autonomous machine decision-making processes (e.g., suggestion of an
admission stop by a machine agent to a human operator in the museum
entrance area when the visitor capacity limit is reached, which occurs as a
result of an automated visitor count) and fully autonomous machine decision-
making processes, such as the automated regulation of technical functions of
the museum (e.g., the volume of sound installations in exhibitions, which can
be automatically regulated depending on the number of visitors).

In the infelligent.museum project, cognitive technical systems
serve as an orientation model for designing a speculative scenario for
museums integrating cognitive computing with sensors and actuators in
the exhibition space. Cognitive technical systems are technical systems
‘equipped with artificial sensors and actuators integrated and embedded
into physical systems, and act in a physical world' with cognitive capabilities
such as perception, representation and reasoning, learning, communication
and interaction? The research and development area of cognitive systems
engineering emerged about forty years ago from the realization that the then
existing approaches to human-machine systems considered only physical or
mechanical functions, but well-functioning human-machine systems require a
different kind of knowledge that describes the cognitive or mental functions
of a human-machine system (Hollnagel and Woods 1983). Since then, of

The Garage Journal: Studies in Art, Museums & Culture



The Museum as a Cognitive System of Human and Non-Human Actors

course, many quantum leaps in research have taken place, and in particular
the advancements in Al and the emergence of cognitive computing are now
leading fo integrated technical systems that can observe and classify the
environment, perform actions, make decisions, and solve problems. Such
systems are becoming active learning systems that can acquire knowledge
and in turn make it available to humans. For the infelligent.museum project,
the goal is to create new communicative situations between visitors, art,
curators, and the museum. Through multimodal interfaces between the
digital world and the environment, the museum could be able to perceive
and understand things in the long ferm, determine things from people's
reactions, and adapt fo its environment and respond to visitors by combining
sensor data from different sources with data-driven applications. This would
actively support the learning process as it would help both visitors and the
museum to ‘exchange, learn with and from each other, while at the same time
transforming the original museum space into a shared space of knowledge
and experience’ (ZKM Editors 2020).

Albeit the outlined research draws from various disciplines, such
as contemporary museology, techno-philosophy, and technology, it actually
takes place in functioning museums and manifests itself in various artistic
and curatorial projects, thus it shall be inevitably practice-based. Any interim
result of such a practice-based methodology that is enabled by collaboration
with artists can and shall be immediately exposed fo and thus validated by
museum visitors, who close the feedback loop in the cognitive system.

In both projects, Beyond Matter and infelligent.museum, practice-
based research is understood as a process within the museum context
that includes the development and creation of hands-on experiences (i.e.,
interactive exhibits with novel applications), their evaluation with the inclusion
of the audiences, and creating open-source best practices for museum
professionals, who are increasingly required to apply digital tools.

To conclude, the museum of the future shall be approached as
a cognitive space, which is an affluence of actual, virtual, and cognitive
networked spaces, in which the visitor and the curator are not the only
actors. As machinic intelligence rises, non-human algorithmic agents play
an increasingly important role in the hybrid ecosystem of a museum. In
this constantly shifting network of relationships between human and non-
human agents, our role as museum professionals is ‘post-custodian.” Indeed,
under such hybrid circumstances, more experimental approaches and arfistic
mindsets shall be given space, especially in times of social distancing, implied
by the COVID-19 pandemic, that inevitably accelerated digital mediation in
the museum context.

It seems that no singular museum definition is possible, or it shall
be so pluralistic that it might fray the boundaries of a definition. Giving a
finite, compact, and approximately universal portrait of all museums is also
challenged by the fluidity of its social embeddedness and the exponential
development of information technologies. Thus, constant re-examination is
necessary, which is why research plays an equally important role in museums
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as before, albeit with a different focus. While earlier the collection, its
classification, contextualization, expansion, and care took up significant part
of research resources at museums, lately, in addition to this still fundamental
task, a new line of research emerged. Instead of verification and facts
proof, speculation and invention are the foci of this research work that has
been started at the ZKM and engages specifically with the nature of future
museums* that is deeply intertwined with and dependent on information
technology. This is the dependence that propels the necessity to describe the
museum as a coghnitive system.

1. The series, based on the concept of Peter Weibel, started at the ZKM
in 2017, under the title Open Codes. Living in Digital Worlds, and was
followed by a second iteration, Open Codes. The World as a Field
of Dafa at the ZKM, while satellites were organized, for example, at the
Azkuna Zentroa Bilbao (Open Codes. We Are Data, 2019—2020), the
Chronus Art Center Shanghai (Open Codes. Connected Bots, 2019),
or the Nam June Paik Art Center, near Seoul (Open Codes. Networked
Commons, 2021).

2. From the Open Codes. Connected Bots exhibition concept published
in the exhibition brochure (Shanghai: Chronus Art Center, 2019), p. 10.

3. Although the actor-network theory (ANT) is rooted in the twentieth centu-
ry, developed at the Centre de Sociologie de I'Innovation (CSI) in the early
1980s, and was already applied by Bruno Latour in his curatorial practice
from the 1990s, its broader impact on curatorial discourses can be traced
later, as indicated by the publication of Wiebke Gronemeyer's Curaforial
Complex in 2018. In this essay, we follow the Latourian definition of ANT
(Latour 1996).

4. Curatorial research is increasingly drawing from online databases and
other digital resources, archivists digitize metadata on the collections, and
since museums increasingly collect born-digital assets, the actual arti-
fact shall be stored digitally. Mediation and museum communication are
equally impacted; online educational programs thrive, especially as a re-
sult of the recent lockdowns due to the COVID-19 pandemic. In exhibition
venues information on artworks and interactive applications in relation to
them are presented on computer screens.

5. https:/beyondmatter.eu

6. Page of the infelligent.museum project: https://zkm.de/en/project/
the-intelligent-museum (21.09.21).

7. The chosen exhibitions are Les Immatériaux, which took place at the
Centre Pompidou Paris in 1985 and was curated by Jean-Francois Lyotard
and Thierry Chaput, and Iconoclash, which opened in 2002 at the ZKM
| Karlsruhe and was curated by a group of leading experts of their fields
lead by Peter Weibel and Bruno Latour.
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8.

https: /www.ludwigmuseum.hu/en/exhibition/spatial-affairs
Paragraph based on the concept of HyMEx Symposium. http://hymex2021.
ludwigmuseum.hu.

. https:/git.zkm.de/Hertz-Lab/Research/intelligent-museum
. In this context, the ofxTensorFlow2 extension for the open-source tool-

kit openFrameworks was recently published in the ZKM's code repository.
ofxTensorFlow2 is a new interface between TensorFlow 2, a common tool-
kit for training machine learning models, and openFrameworks, where
the trained models can be used. The add-on automates the connection
between the two tools to a large extent and Als trained in TensorFlow 2
can be easily loaded and executed in openFrameworks (despite the dif-
ferent programming languages of the two toolkits).

. According to U.S. computer scientist Ronald J. Brachman, these ‘four ca-

pabilities form the core cognitive part of a cognitive information process-
ing system' are: 1) computational perception, 2) representation and rea-
soning, 3) learning, and 4) communication and inferaction (Brachman
2002).

. Joasia Krysa in her presentation on the HyMEx Symposium, entitled The

Next Museum Should be Curated by a Machine, uses the phrase ‘post-cus-
todian’ to describe a shift towards an understanding of the museum that
is ‘more experimental, less determined by architecture, operating across
hybrid actual and virtual modes, both online and offline.’ — based on the
abstract of the author, URL: https://hymex.online/virtual/#/?hash=9a7b-
b2961e8b843aa6212126494bdf2c (21.09.21).

. The methodological considerations have been influenced by the Irit Rogoff's

term, ‘the research turn,’ that denotes process of how research has moved
from being a contextual activity that grounds production and exhibition
of art, fo a mode of inhabiting the art world in its own right. The latest
terminology of Rogoff suggests an internalization of the research process
(Rogoff 2018).
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CraTbs

MCCﬂe,D,OBaHMSI MHKITIO3MHN U UX BIIUAHUE
Ha CTPpAaTerMm pasBmMTma MHKITIO3UBHbIX
npPOrpamm B apT-UHCTUTYLUAX

Mapwmsa LLlekoumxmHa

B cTaTbe aHanusupytoTcs cTpaternm
Pa3BUTUS MHKITIO3MBHBIX MPOrPamMm
Myszesi coBpemeHHOro UCKyccTBa
«lapax» B KOHTEKCTE MMPOBOTO
onbiTa ABMXEHMIA 38 NpaBa Nioaen

C MHBANMAHOCTBIO, @ TAKXKE OMbITa
peanu3aLmm UHKITIO3UBHbIX MPOrPamm
B POCCHMIMCKMX KYTNBTYPHBIX MHCTUTY-
LMsIX. 3TU CTpaTErMM PasBUTUS
BO3HMKIM B pe3yrnbTaTte B3aMMO-
BIUSIHMS aKaEMMYECKOTO AMCKYPCa
M NMPaKTUHECKOMN [esTENbHOCTH
COTPYAHWUKOB My3esi, MO3TOMY

B CTaTbe MNOAPOBHO aHaNM3MPYIoTCS
TPAHCPOPMALIMM MOHSTUS KUHKITIO-
3UsI» U CBA3aHHbIE C HUMM M3MEHE-
HMS| UHKITIO3MBHBIX MPOrPaMM
«lapaxa». Takxe onuceiBaeTcs
KPOCC-AesTENbHOCTb PA3MIMYHbIX

CTPYKTYPHBIX €AMHUL, My3esi B NMPO-
Lecce peanusaumm nyGnmyHbIX
MPOrPamMm, BbIXOASALLMX 38 PAMKM
NPMBLIYHOTO MOHUMAHUS UHKITIO3MU,
U MPUBOAMTCS aHaNM3 PE3yILTaToB
MCCrefoBaTENbCKMX MPOEKTOB,
HanpaBneHHbIX Ha Pa3paboTKy
aKTyaslbHOro onpeaeneHus UHKIIO3MK
M HOBbIX BEKTOPOB Pa3BUTUS MHKITIO-
3MBHBIX MPOrPamMm B KyrbType.
MpoaenaHHbIM aHanu3 HarnsAHO
MOKa3bIBAET, YTO MHKIIO3MBHbIM OTAEN
My3€esi MOXET BbICTYMNaTb B POINU
MccnefoBaTenbCKOM TlabopaTopum,
KOTOpasi 3aHMMAETCS He TOJbKO
peLueHnem NPUKNaaHbIX 3a4ad,

HO M Pa3pPabOTKOM TEOPETUKO-
METOLONOrNYECKOM 6a3sbl MHKIIO3MB-
HOro HanpaBneHus.

KnioueBble cnoBa: ABMXEHKUE 3a NpaBa Jofei C UHBATMAHOCTBIO, MHKITIO3MS,
My3€eMHbIE MHKITIO3UBHBIE MPOrpPammbl, pasHoobpasue, disability art

CnyymBluMecs B nocnegHue AecsTUNETUSI MOBOPOTHI B UCKYCCTBE — COLM-
anbHbIM, 06pPa3oBaTENbHbIN, MAPTULMNATOPHLIA — CUTHANMU3UPYIOT O KPU3U-
ce, HAMETUBLLEMCS B XYAOKECTBEHHOM MHCTUTYLMOHANbHOM cucTeme’. Mysen,
B351B Ha cebsl POsib OTKPLITLIX 4151 AUCKYCCUIA MPOCTPAHCTB, aKTMBHO BKITIOYa-
0TS B OBCYKAEHME COBPEMEHHbBIX coLmanbHbix npoueccoB. OHM He Torbko
ONMMWCBLIBAIOT U U3YYAIOT UCTOPUIO apPTEPAKTOB, HO U KPUTUHECKU OCMBICTISIOT
coBpemeHHOCTb. B ocHOBY Mpon3BoacTBa HOBOrO 3HaHMS O COBPEMEHHO-
CTW JIOXKWTCS MCCIIEAOBATENbCKAS AEATENbHOCTb, MO3BOMSIOLLAS My3EesaM YyT-
KO pearMpoBaTb Ha BO3HMKAIOLUME KPU3UCbl M MEHSITbCS B COOTBETCTBMM
C BHeLUHUMM TpaHcdhopmaumsamu. OfHOM U3 rMaBHLIX TEHAEHLMIM B CO34aHUM
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CTpaTEI’MM PAa3BUTUA MHKITIO3UBHbBIX NPOrpamm B apT-MHCTUTYLUMNAX

M PacnpOCTPaHEHMM 3HAHMUS CTaNa «AEeUEHTPANM3aUMs»: eC/iM PaHbLUe 3TUM
3aHMMAanNNUCb MPEXAe BCEro MHCTUTYLMOHANbHbIE KypaTopbl, TO Cerog-
HSI Mbl MOXeM HabnoaaTb MPOLECCh Aenepapxusaumm U peopraHmu3aumm
CUCTEMBI KYMBTYPHOM 3KCMepTusbl. Bo3HMKaeT MHTEpec K ombiTy COTPYAHM-
KOB, paHee UCKIMIOYEHHbIX U3 MO KPUTUHECKUX uccnegosaHmin. Ob6palleHue
K HEBUAMMbBIM pPaHee TPYAy, OMbITY M 3HAHMUIO OTPAXKAET MPOLECCH CIUSAHMS
aKaZEeMMYECKOro AUCKYpCca (MCTOPMSt UCKYCCTBA, My3€0M0rus v T.N.) U MPaKTH-
YeCKOro OrbiTa, HOCUTENSIMKM KOTOPOTO SIBASIOTCS COTPYAHMKM OBpa3oBaTEnb-
HbIX OTAENOB, OTAENOB Mo paboTe ¢ ayauTopuel, hpoHT-odomca U APYrmx.
Bonee Toro, B MpoLecc oCMbICIIEHMS U NMEPEONPEAENEHUs My3eMHbIX LIEHHO-
cTer U pyHKUMIM BoBReKatloTcs nocetutenu. Konmnyecteo guckyccuii o ponum
obpazoBaTesibHbIX OTAENOB KaK UCCIEAOBATENbCKMX NabopaTopmit U HocKTe-
NeN 3KCNepTHOro 3HaHWUs CTaHoBUTCS Bce Gornblue’. OpHako HeonpeneneH-
HbIM OCTAETCS CTaTYC OTAENOB MHKITIO3UBHbIX MPOTrPaMM, BbILENEHHbIX B HEKO-
TOPbIX MHCTUTYLIMSIX B OTAESbHYIO CTPYKTYPHYIO eanHmuy. Co3aatoT nv oTaens
MHKMIO3MBHBIX MPOrPamMM 3HaHWE, OTIMYHOE, HaMpPUMep, OT oBpa3oBaTesib-
HbIX MHMUMaTUB? Kakum oBpasom mccnepoBaTenbcKas AedTeNlbHOCTb BAMSIET
Ha Pa3BUTME MHKITIO3UBHbIX MPAKTMK B My3ee? BO3MOXKHO Nk MOMBICAIUTL OTAEN
MHKJITIO3MBHbIX MPOrPamMMm KaK MCCreaoBaTenbCKMi Xab?

B 2015 rogy B My3ee coBpemeHHOro UcKyccTBa «lapax» noseuncs
OTAEN UHKIIO3MBHBIX MPOrpamm. Toraa MHKITIO3MBHbIE MPAKTUKK Bbifk HOBBIM
SBMEHWEM AJIS POCCUMCKMX apPT-UHCTUTYLMIM, XOTS MMEHHO B 3TO BPEMS B CUITY
BCTYMNAIOT HECKOMbKO BAXHbIX AMs1 MHKMIO3MM MPUKA30B U AOKYMEHTOB, 00s-
3aBLUMX KYMBTYPHbIE MHCTUTYLIMKM K @KTUBHOMY Pa3BUTUIO MHKITIO3MBHBIX MPO-
rPamMMm M CO3AaHUIO JOCTYMHOM cpenpl Ans nogen ¢ uHsanugHocTbio (Mpukas
MunuctepcTea kynstypsl PO Ne 2400 2015; Mpukas MuHucTepcTBa KynbTy-
pbl PO Ne 2800 2015; Mpwukaz MuHucTepctea KynsTypbl PO Ne 2803 2015).
Tak, npukas MunuctepcTea Kynstypol PO Ne 2803 ot 16 Hos6ps 2015 roga
YTBEPKASET NOPSAOK UCMOMNb30BaHUS MHCTPYMEHTOB JOCTYMHOCTM M afarnTa-
LMW BbICTABOYHOMO MPOCTPAHCTBA, @ TaKKe MapannensbHoi nyGrmMiHoM npo-
rpammbl (IKCKYPCHI, NEKUMI, MACTeP-KIaccoB, AETCKMX MPOrPamm M Mpo-.)
LS Niofei ¢ MHBaNMAHOCTbIO. YKazaHHble B MPUKase mepbl No obecrieveHuio
LOCTYMHOCTH, Harnpumep,

«AybnupoBaHue AN MHBaNMAOB MO CIyXy CYGTUTPamMK rofioCOBOM MHHPOPMALIMM, COMPOBOXAAIOLLIEN
BMJEOMATEPUAIbl HA MOHUTOPAX; NPEAOCTABNEHME MHBANMAAM MO CIYXY, NPU HEOOXOAUMOCTH, YCIyru
C MCMONb30BaHMEM PYCCKOTO XECTOBOTO SI3bIKa, BKIIOYas obecrneveHne AONyCKa CypAonepeBoaUmKa,
THdonocypaonepeBoaUMKa®, HammMuMe KOMMUM JOKYMEHTOB, OOBLSBNEHWM, MHCTPYKUMIA O Mopsiake
NPEeAOCTaBNEHUS YCIyru (B TOM YMCriE, HA MHADOPMALIMOHHOM CTEHAE), BbIMOMHEHHBIX PerbedoHO-

TOYEYUHbIM LWpPMdTOM Bpaiing 1 Ha KOHTPacTHOM (hoHe, a TaKKe ayAMOKOHTYpPa B PErMcTpaType,

CBMAETENLCTBYIOT O TOM, YTO B POCCMMCKOM NMPABOBOM MOJIE MHKIIO-
3MS B KyNbType BBOAMMACh Kak obecneyeHne AOCTYNHOCTM MIIOASM C MHBA-
NMAHOCTBIO. DTO NOHMMAHME MHKITIO3MM OCTAETCS SOMMHUPYIOLLMM M CErOAHSA
(LLekoumxmHa 2020a). B ceoeit paboTe Mysen OTTafIKMBAIOTCS OT MOHMMA-
HMS MHKIIO3UM, MPUHATOrO B MPABOBOM M HAyYHO-NEJArorMyecKom Mose.
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Hanpumep, BHeApeHUE MHKIIO3UBHbIX MPaKTUK B My3ee HaYMHAETCS C Kamna-
HWM MO ayAUTY, afanTaLMu NPOCTPAHCTBA M MHCPOPMALIMK AN NIOAEN C MHBA-
nupHocTbio. o Takomy ke MPUHLMMY Pa3BMBaNMCh NOHAYaNY U MHKITIO3UBHbIE
nporpammbl B Myzee «lapax». ChopMUPOBaHHBIA KaK OTAENbHas CTPYK-
TYypHas eauHMLA MHKITIO3MBHBLIM oTgen «[apaxa» oTeedan 3a obecrneveHue
LOCTYMHOCTM AfiS HE3PSUMX U CIaBOBUASALLMX, @ TaKKe ryxux 1 cnabocrbi-
wawmx nocetutenen. Mozxke nosiBunocb TpeTbe HampaeneHue, no paborte
C MOCETUTENSIMU C MEHTANIbHBIMW OCOBEHHOCTSIMU, U COOTBETCTBYIOLLME 3TO-
My HampaBreHWIo NPOrpammsl Mo afanTaumu. TaKMM Ke MyTem Pa3BMBasioch
U MHKINIO3MBHOE HanpasneHue B lNonutexHunueckom mysee. B 2019 rogy tam
MOSIBUIICS COBET MO AOCTYMHOCTH, U OAHUM M3 BaKHEMLLMX PE3yNnLTaToB ero
fesdTenbHocTH cTanu «PekomeHaaumu no opraHM3auum JOCTYMHOM Cpeab
B MonuTtexHuyeckom mysee» (LLeHrenus 2020). D1 pekomeHaaumMm copepsaT
B cebe nogpobHble UHCTPYKUMM MO oBecneyeHuio AOCTYMHOCTU MPOCTPaH-
CTBa 1 MHpopMaLMK B My3ee Ans MOCETUTENEN C MHBANMAHOCTbIO. [1040GHbIM
BAPUAHT Pa3BUTUSI MHKMIO3MBHbLIX MPOrPaMM B My3ee JOBOSIbHO ECTECTBEHEH,
MOCKOJbKY, MPEXAE Yem CO34aBaTh MPOEKTLl, OTBEYaloLLMe NPUHLMNaM Aece-
rperaumm ayauTopmm, HEOGXOAMMO OBECNEUUTL CAMy BOSMOXHOCTb MoceLLe-
HUS My3es M B3aMMOLEMCTBUS C ero MHAPOPMALIMOHHBIMKM HOCUTENSIMM®,

Oco6eHHOCTbIO POCCUICKOrO KOHTEKCTa peanu3aumu MHKIIO3MB-
HbIX MPOrPaMM B KYFBTYPHbIX MHCTUTYLIMSAX SBASIETCS CMHTE3 Hacneams CoBeT-
CKOM MeAarormku, orbiTa CAMOM MHCTUTYLMM® M MPAKTUK «3anagHbix» Mmy3e-
eB (NPeuMyLLeCTBEHHO aMEPUKAHCKMX, KAHAACKUX M BPUTAHCKMX). AHanus
TPaHCPOPMaLMM MHKITIO3UBHbIX MPAKTUK B POCCUMCKMX KYFBTYPHbLIX MHCTUTY-
LMsiX OT a4anTaLmMK K MPOCBETUTENBCKOM AESTENbHOCTU U MOBBILLEHUIO YPOBHS
MPeLCTaBNeHHOCTM COLManbHbIX FPYMM, JOMNTOe BPEeMs UCKITIOHEHHbBIX U3 YMC-
1a NPMBBLIMHOM ANsi My3es ayAUTOPUM, AEMOHCTPUPYET, YTO OOHOM U3 TeH-
LEHUMIM PA3BUTHS MHKIIO3MBHBIX MPOMPAMM M My3€eMHbIX MPOrPamMm B LIEMOM
aBnsieTcs obpalleHue K npobneme coumansHom crnpaseanusoctué. CerogHs
AMEPMKAHCKME My3eun BCe Yallle UCMOMb3YIOT TEPMUH «COLMarbHas CripaBes-
JIMBOCTb», OMMWCLIBasi CBOIO COLMANbHO aKTUBHYIO AESTENbHOCTb, HamMpaBneH-
HYIO Ha peanu3aumio MPUHUMMNOB Pa3sHOOBpasus, PaBeHCTBa, AOCTYMNHOCTU
n unkmosmm (Coleman and Moore 2019). U ecnu B cnyyae pazBuUTUS MHKITIO-
3MBHBIX MPOrPamMmm B aMEPUKAHCKMX KYMBTYPHBIX MHCTUTYUMSX TpaHcdop-
MaLys NOAXOAOB K MHKIIO3MM MPOUCXOAUT BMECTE C KIIOYEBLIMM aKTUBKC-
TCKMMM TPYMMNamu, YTO COOTBETCTBYET OAHOMY M3 BaXKHEWLUMX MPUHLMMOB
nHkmo3uun: «Huuero o Hac 6e3 Hac!l» (Nothing about us without us!) (Charlton
2000: 3), — TO B POCCMMCKOM KOHTEKCTE 3T TpaHChopMaLmm NpoucxoasT
Ha CTbIKE 3aMMCTBOBAHMS «3aNagHOro» OMbiTa U OTBETOB TEM BbI3OBaM, KOTO-
pble BO3HMKAIOT Y KYNBTYPHbIX MHCTUTYLMIA B MpOLecce B3aMMOAEMCTBUS C UX
ayauToOpHEN.

Ons onmcaHus TpaHcdpopmaLmm OTEYECTBEHHbLIX MHKMIO3UBHbIX
MPaKTMK OT aganTauun K Gopbbe 3a coumanbHylo CNpPaBEANMBOCTb B AaH-
HOM MccregoBaHum BeoamTcs mogens «Joctyn-Cnpaseanveoctb-Jerctemne»
(Access-lustice-Acting). [laHHast mogerb Npu3BaHa CUCTEMATU3MPOBATL Pa3s-
Hble peneBaHTHbIE ONS MHKNIO3UKU cobBbITUS U ABJIEHUSA, HANPUMepP, OBUXKEHUA
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3@ NpaBa MUMHOPWTAPHBIX COOBLLECTB, @ TAKKE MHKIIO3UBHBIE MPAKTUKK,
OonupaloLLMecs B TOM YMCrie Ha OMbIT 3TUX ABmxeHuH. CrneayeT OoTMeTUTS,
YTO AaHHAasi MOAESb HECKOSBKO YNPOLLAET MMEIOLLMIACS OMbIT, OAHAKO MNO3BO-
ngeT BblAeNIUTb Ka4YeCTBEHHO OTJIMYHbIE APYr OT APYra 3Tanbl, Nepexoabl MexX-
LY HUMM U Pa3NIMLUS MEXKLY COOTBETCTBYIOLLIMMM STUM STarnam NpaKTUKamM.
CToUT NOoAYEpPKHYTb, YTO CaM TEPMMH «3Tamn» B KOHTEKCTE MHKIO3MM Npo-
6rnematmyeH. KaxeTcs, 4To B UCTOPUYECKOM NePCNeKTUBE MOXXHO HabnoaaTh
nocriegoBatenbHbi nepexoq ot «doctyna» k «Cnpaseanueoctu» 1 ganee
K «[eMcTBMIO», HO 3TO He O3HAaYaeT, YTO MPAaKTMKM, CBOMCTBEHHbIE 3Tarmy
«JlocTyn» nepecTatloT GbiTb aKTyanbHbBIMKM Ha CcTaguu «[encTeme», a npaKTU-
KM, XapaKTepHble gns stana «CnpaBeannBoCTby, 0BHaPYHKMUBAIOTCS M B Nepu-
Of MPAKTUK, aKTyasbHbIX Ans 3tana «JocTyn». MNpuHUMMas 3To BO BHMMAaHME,
B MEPBOM 4acTW MccrefoBaHWs OyaeT MPeanoXeH aHanms KynbTypHO-
MCTOPMHECKOrO KOHTEKCTa POPMUPOBAHMSI MHKITIO3MBHOTO AUCKYPCA B aHIMO-
A3bIMHBIX CTPaHax, B YacTHocTH, CLLA 1 BennkoBpuTtaHum, Ha npumepe pas-
BUTUS ABMXEHMI 3@ NpPaBa NioAeN C MHBANMAHOCTBIO, @ TaKXKe HampaBneHus
disability art. OnucaHne «3anagHOro» onbiTa HEOBXOAMMO AMsi TOro, YTOGbI
MOHSITb M MPOAHAMNM3UPOBATL OMbIT OTAENA MHKITIO3MBHLIX Nporpamm Myses
«lapa», KOTopbIl B CBOEH paboTe ONMPAaeTcs MPEMMYLLECTBEHHO Ha ame-
pUKaHcKmit onbiT. Boree Toro, pelleHue NpoaHanm3npPoBaTh Pa3BUTHUE LBU-
KEHWs 38 MpaBa NoAEN C MHBANMAHOCTbLIO, @ He APYrUX MpeAcTaBUTENeM
MMHOPUTAPHbBIX COOOLLECTB, MPOAUKTOBAHO TEM, YTO B MEPBbIE FOAblI CBOE-
ro CyLeCTBOBaHMS OTAEN MHKIIO3MBHbIX Nporpamm «fapaxa» pabotan Tosb-
KO B HampaBneHWM aganTaumu NPOCTPAHCTBA M MHPOPMALMKM ANs NOAeN
¢ nHeanmaHocTbio (LLekounxmHa 2020a).

Kak 6bino oTmeyeHO Bbille, B AaHHOM CTaTbe OTAEN MHKITIO3MB-
HbIX nporpamm Myses «[apax» PacCMaTPMBAETCS KaK MCCIELOBATENbCKMUIA
xab BHyTpu my3sesi. [log uccnenoBaTenbCKMM Xabom 3A4eCb MOHMMAETCS TOY-
Ka COMPUKOCHOBEHWS UMK, ECIIM YTOAHO, Y3€eS1, BO3HMKAIOLLMI Ha nepeceyeHmm
Pa3AMYHBIX TUMOB My3EMHbIX MPAKTUK (OT BbICTABOYHOM AESTENbHOCTM A0 NMap-
KaMIMaHWM), BbIPAXAIOLLMI HAMPSKEHWE MEXAY STUMM MPaKTUKaMM U OAHOBPE-
MEHHO MPEeACTaBNSIOLMIA COBOM LEHTP MO Pa3pEeLUEeHMIO 3TOTO HaMpPsKeHWs
1 pa3paboTke CTPaTEMMIM Pas3BUTHS NMPAKTUK HA OCHOBE MCCNEefOBaHMI MUPOBO-
ro M BHYTPUUHCTUTYLIMOHASBLHOIO OrbiTa. TakMe LieHTPbI Yalle BCero BO3HMKa-
0T CTUXMIMHO B chopme paboumnx rpynn M o6beaUHEHUIM U BIOCNEACTBUM MOTYT
GbITb 3aKPENeHbl MHCTUTYLMOHanNLHO. boree Toro, Ta UnK MHas CTPYKTYpHas
eAMHULA UHCTUTYLMM MOXKET B OMPEAENeHHbIM NepUos BPEeMEHU BLICTYNaTb
MCCIEeAOBATENBCKMM XaBoM M MOCHe PeLUeHMsi TEKYLLMX 3a4a4 MpeKpaLlaThb
AEATEeNIbHOCTb B JAHHOM HanpaBneHun. anHMMaﬂ BO BHMMAHME BblLLUIECKA3aH-
HOe, UCCNefoBaTENLCKMIM Xab — 3TO NOABMAKHAS (POPMa OpraHM3aLmm mUccre-
[OBaTENbCKOM AEATeNbHOCTH, HamMpPaBneHHOM Ha PELUeHWE CYLLECTBYIOLLMX
KOHCPIIMKTOB U KPU3UCOB M hOPMYNUPOBaHME cTpaTeruin paseutus. Yepes
aHarnu3 npOoEKTOB, Peanu3aLmuK KOTOPbIX COMYTCTBYET AeSTEeNbHOCTb MO pas-
paboTKe aKTyanbHOrO OMPEAENeHUs MHKIIO3MM, CUCTEMATM3ALMM NPaKTUIEC-
KOro OMbiTa U POPMYNMPOBAHUIO CTPATEMMI Pa3BUTUS OTAENA, AEMOHCTPUPY-
€TCsl, KAaKMM 00Pa3oM CPYHKLMOHMPYET 3TOT MCCrefoBaTeNnbCkuit xab. Jloruka
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TpaHCcopPMaLMM MHKITIO3MBHBIX MPAKTMK ONUChIBaeTCs Yepes mogernb «ocTyn-
CnipaBegnueocTb-LlencTere» Ansi AEMOHCTPALMM BIUSIHUS MCCIEA0BATENBCKOM
LEesTENbHOCTM Ha TUMOMOTUYECKME M3MEHEHMS, OBHAPYKMBAEMbIE MPU aHanM-
3e Mepexofa OT OAHOrO 3Tana K APYromy.

Takum obpazom, uenb JaHHOTO MCCNefOBaHWMS — aHanus foru-
KM TPaHCOPMALIUMM MHKIIO3MBHBIX MPAKTMK OTAENa MHKIIIO3MBHBLIX MPOrpamm
«lapaxa» M OeMOHCTpaLMS UCCIIEAOBATENbCKOrO MOTeHLMana AaHHOM TpaHC-
chopmaummn. 3agaum paboTbl: PACCMOTPETb (POPMMPOBAHME COBPEMEHHO-
ro MHKJIIO3MBHOIO AMCKYPCA B @HIMON3bIYHbIX CTpaHax, B YacTHoctu, CLLIA
1 BenmkoGpuTtaHum, Ha MpUMepe PasBUTHS LBUKEHWI 38 NpaBa NMoAel C MHBa-
nuaHocTbio U Hanpaenenus disability art; cpaBHUTL Mmogenn TpaHcdopmaLmm
STUX LOBMMKEHMWM, & TaKXKe BAWSHME STUX LBMMEHMM Ha MHKIIO3MBHbIE MPO-
rPaMMbl B KYNBTYPHbIX MHCTUTYLMSAX; U, HAKOHEL, NPOaHarmM3npoBaTh PasBM-
TUE MPAaKTUK, Peanusyembix OTAENOM MHKIIO3MBHBIX NMporpamm B «lapaxe»,
a TaKKe oMMucaTb BO3MOXHbIE BEKTOPbI AaNbHEMLLErO Pa3BUTUS MHKITIO3MBHBIX
MPOrpamMm B COOTBETCTBMM C HAKOMIIEHHLIM OMbITOM M OMUCAHHOM MOZLETbIO
«doctyn-Cnpasegnmeoctb-Leictene». CdhopmynuposaHHasi npobnema onpe-
LensieT MEXAUCLMMIMHAPHBIM M KOMMNAPaTUBUCTCKUI XapaKTep MCChnefoBa-
HuUs1. AHanM3 3apyGeXHOrO OMbITa MOAKPENNETCS 3aKOHOAATENbHBIMKU aKTamu,
MaTepHanamm U3 apxm1BOB ABUMKEHWM 3a MPaBa NIOLEN C UHBATMAHOCTBIO, 8 TaK-
e KPUTUYECKOM NnTepaTypoi. AHaNM3 MHKITIO3MBHBIX NMPaKTHK «[apaxay npes-
cTaBnseT coboi pedhneKcmio Hag COBCTBEHHOM NPOJPECCMOHANBHOM AesTeNb-
HOCTbIO M OCHOBbLIBAETCSI Ha pe3ynbTatax OBCYXASHMI BHYTPW OTAENa, a Takke
06paTHOM CBSI3U OT MOCETUTENEN.

DewxeHue 3a npasa nogei ¢ nHesanugHocTbio. OnbiT CLUA

Hu opHa AMCKyccust © AOCTYMHOCTM HEBO3MOMHA 6€3 MOHMMAHMS MCTO-
PYM MPUHSATUS 3aKOHOZATENbHbLIX MPOEKTOB, 3aLUMLLAIOLMX MPaBa nogemn
C Pa3fIMYHbIM OMBITOM M OBGECMEeYMBaOLLMX MM JOCTYN K CBOBGOLHOMY y4a-
CTUIO B OBLLECTBEHHOM XM3HU. MICTOPUIO ABMMXEHMS 3a NpaBa Niogemn C MHBa-
nmnpaHocTbio B CLLIA camm npepcTaBUTENM 3TOMO ABMMKEHUS OOBIMHO OTCHM-
ThiBalOT OT 1776 ropa, korga Obina npuHaTa [eknapauus O HE3ABUCMMOCTHU
(Patterson 2003), koTopas coaepana BaXKHENLLMIM MPUHLMM BCEX paTUdOULM-
[POBaHHbIX Aarniee JOKYMEHTOB, 3aLUMLLAIOLLMX MPaBa Jioaen:

«Mel ncxogum ms TOM CaMOO‘-leBM,E[HOI;i UCTUHbI, YTO BCE NOAM CO34aHbl PABHBIMU MU HaAeneHbl UxX
TBOpLI,OM onpeaeneHHbIMM HeOTHYXXAAEMbIMU MPABaMM, K HUCITY KOTOPbIX OTHOCATCS YXU3Hb, CBO60ﬂ,a

u cTpemneHue K cyactbio» (Declaration of Independence... 2016).

B XX Beke 6blfI0 NPUHATO MHOXECTBO 3aKOHOAATENbHbLIX AKTOB,
3aLUMLLAIOWMX M FAPaHTUPYIOWMX MPaBa aMEPMKAHCKOTO HAaceNneHus —
HesatHaguatas (XIX) nonpaeka k KoHctutyumm CLLIA, o6ecneumneluas usbu-
patenbHoe npaso ans xeHwuH (Constitution of the United States... 1920),
3aKoH O rpaxgaHckux npasax 1964 roga, 3anpeLlaowmit AUCKPUMMUHALMIO
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Ha OCHOBE MPM3HAKOB Pachl, LBETA KOXM, MOMa MM 3THUHECKOM Mnpwm-
HagnexxHocTu (The Civil Rights Act... 2004), 3akoH o BO3pacTHOM Auc-
KpUMHHaUMKM B obnactn 3aHaTocTtn 1967 roga (The Age Discrimination in
Employment... 2010). MpuHsaTHE BCEX 3TUX AKTOB OKAa3arno BAMsIHME Ha dhop-
MMpPOBaHWE KOoHLUenumu pasHoobpasus (diversity), oBycnoemeLuel csoeo-
6pazne nHKMo3mBHbIX nNpakTuk B CLLUA, B 4acTHOCTH, B apT-UHCTUTYUMSAXE,
a TaKKe MOCITYKMUIO HEKOTOPBIM CTUMYOM AJISt MPUHATHS 3aKOHOLATENbHbIX
aKTOB, 3aLUMLLAIOLLMX MPAaBa NOLEN C MHBANMAHOCTBIO, KOTOPbIE MOMYYMIIMU
BO3MOXHOCTb anennupoBaTh K ye CyLlecTBylowmnm npeueaeHtam. OgHako
YNOMSAHYTbIE BbILLIE JOKYMEHTbl XOTb M SBMAANMCb rapaHTOM MpaBs Joaen,
HEKOr4a UCKITIOYEHHbIX M3 OBLLECTBEHHOM XM3HM, HO He peLuanu npobre-
MY COLMANbHOM Pa30OBLLUEHHOCTU U UCKITIOYEHUS Ha YPOBHE MEXITMYHOCT-
HbIX OTHOLUEHMM. [yTb K couManbHOM CNPABEAIMBOCTHM NEXAN Yepe3 aKTU-
BMCTCKYIO AE€ATENbHOCTb M CTOSIKHOBEHMS C BNACTMM U corpaxgaHamm. o
3TOMY MyTH Pa3BMBANOCH U ABMMKEHME 3a NPaBa NoLEN C MHBANMAHOCTbIO.

Sran «,U,OCTyn»

Disability Rights Movement, unu gemxeHue 3a npaea noger C MHBaNMA-
HocTbio B CLUA, BosHukaeT B 1970-e. Ero 3apoxpaeHue vacto comkcupyer-
cs 1973 rogom, Korga BCTynun B cuy 3akoH o peabunutaumu (Rehabilitation
Act... 2017), 3anpeLuaoLmi AMCKPUMUMHALMIO NIOAENH C MHBANMAHOCTBIO M pac-
LIMPSAIOWMM MX MpaBa MOCPEnCTBOM TPeBOBaHMI MO3UTMBHBLIX OEMCTBUIM
OT MOTeHUMarnbHbIX paboToaaTeneit 1 0BpPa30BaTENbHbLIX YUPEXKAEHMM. 3aTem
NMPUHUMAETCH PSS APYTMX 3aKOHOAATESbHbIX AKTOB, PACLUMPSIOWMX Mpa-
Ba Ntogen ¢ uHeBanuaHocTblo. HakoHeu, B 1990 roay B cuny BCTynaeT 3aKoH
o rpaxpaaHax CLUA c uneanugHocTbio (Americans with Disabilities Act 1990).
3a a1n 20 neT ABMKEHME 3a MpPaBa NoLEN C MHBANMOHOCTBLIO MpPeTepreBaeT
HECKOJIbKO TPAHCPOPMALMIA: MEHSIETCS M CaM MOAXOA K MOHMMAHMIO MHBA-
TIMOHOCTH, M NMPAKTUKKM B3aMMOAEMCTBUS C NIOAbMU C MHBaANMAHOCTbLIOY. [ns
JAaHHOrO 3Tarna XapaKTepeH Mnepexos OT MEAMUMHCKOM MOAENM MOHMMAHUS
VMHBaNMMAHOCTM K COLMANbHOM, B PaMKax KOTOPOM MPUYMHA MHBANMOHOCTM
OBDBACHSAETCS HE Yepes CYLLHOCTHOE CBOMCTBO YENIOBEKa, a Yepes BGapbepb,
BbicTpanBaemble obLiecteom (Apckas-CmupHosa u Bonblakos 2018). B xoae
YTBEPXHAEHMWSI LaHHOM MOAENM MOHUMAHUS MHBANMOHOCTHU B AMCKYCCMM O pac-
LUMPEHMM NPaB JIOAEN C MHBANMMAHOCTBIO aKTUBHO BHeApsieTcsl Tema Ge3ba-
PbEPHOM CPeAbl, YTO, B CBOIO OYepedb, MPUBOAUT K aKTMBHOMY POCTY MPOEK-
TOB MO TPaHCPOPMALIMU FOPOACKOrO OBMMKA M OBLLECTBEHHbIX MPOCTPAHCTB.
OpHako AMcKyccumn o BGapbepax OTHIOAb HE CBOAATCS K Mpobneme domsmye-
cKom (He)gocTyrnHOCTH. TPaAMLMOHHO BBIAENSIOT TpM THMa GapbepoB, «MHBa-
mausupyowmx» niogein (Rohwerder 2015):

1) YCTaHOBO4YHbIE 6apbepbl, CBA3aHHbIE C OTHOLUEHUNEM J'IIO}Jeﬁ 6e3 UHBANTMOHOCTU K NIOAAM C UHBanNU4-

HocTbio. OHu MOTYT MPOABNATLCA B BUAE ﬂpe,ﬂ,y6e)K,EleHMl:I, CTpaxa 1 HEroTOBHOCTU BXOLAUTb B KOMMY-

HUWKaUMIO, a TaKxe B BUAE ANCKPUMUHALNK,
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2) Gapbepbl, OTHOCSLUMECS K OKpyxkaoLen cpege. K HUM oTHOCST domanyecKyto n MHAPOPMAaLIMOH-
HYIO HEOCTYMHOCTb, OTCYTCTBME PAa3BUTON CUCTEMbI MPUMEHEHMS MHCTPYMEHTOB aAanTaLum, accuc-
TMBHbIX TEXHONOTUI M [PYIMX CEPBMCOB, MO3BONSIOLIMX CAENaTb HEJOCTYMHYIO Cpeay, He rnoasepra-
IoLLylocs TpaHcdhopmaLmu, Gonee AocTynHoM. Hanpumep, HEBO3MOXHOCTb MOMHOM PEKOHCTPYKLMK
MOCKOBCKOTO METPO KOMMEHCUPYETCS YCITyramu CONMPOBOXAEHMS;

3) UHCTUTYLMOHANbHBIE GaPbEPDI, BKIIOHYAIOLLME 3aKOHbI, MOMMTUKM, CTPATEMMM M MPAKTUKM, 3aKpensis-
IoLLME AUCKPUMMHALIMIO JIOAEN C MHBANIMAHOCTBIO, UMM OTCYTCTBME 3aKOHOATENbCTBA, 3aLUMLLAIOLLEro
npasa nogei ¢ MHBanuaHoCTbIo. Hanpumep, B Poccum oTcyTCTBYET BHSITHOE 3aKOHOAATENBCTBO M MOJU-
TMKa roCyapCTBEHHOM MOALEPKKM B OTHOLLEHWUM NoAei C PacCTPOMCTBOM ayTUCTUHECKOTO CMeKTpa
(PAC), 4To 3a4acTyio NPMBOANT K OFPaHMHEHMIO UX MPAB, MPU3HAHMIO NIOAEN HEAEECTOCOBHBIMM U Aarb-

Helwee nx nepemeLleHne B NCUXOHEBPONIONMYECKNE NHTEPHAThI.

Taknm oBpasom, JedaTeNbHOCTb ABMKEHMI 3@ MPaBa Nogen C MHBa-
IMGHOCTBIO Ha JaHHOM 3Tane HamnpaBfieHa Ha CHUMXEHWE KOMWYECTBa BbilLe-
nepeymncneHHbix Gapbepos™. Mctopus paseuTHs LBUNKEHMS 3@ NpaBa Miogen
C MHBaNMAHOCTBIO Ha 3TOM 3Tarne TaKXKe OMMUCLIBAETCS Yepes3 AesTeNbHOCTb
MO CHSATUIO 3TUX BGapbEePOB U APXMBALMIO MPAKTUK U COBLITUM, MPUBEALLMX
K PacLUMPEHMIO MPAB C TOYKM 3peHus gocTtyna. B 2000 rogy B CMUTCOHOBCKOM
HauuoHanbHoM My3ee amepuKaHcKoM wctopum B BawwuHrtoHe npouwna
BbICTABKA, MOCBSLLEHHast MCTOPUM ABUMKEHMS 3a NpPaBa fiofen C MHBANUAHO-
cTbio (The Disability Rights Movement... 2013). Ha BeictaBke 6binm npeacras-
neHbl apTedaxTbl (MIaKaTbl, KOMWKM 3aKOHOLATENbHBIX aKTOB B MOCKOMEeYaT-
HbIX Bepcuax M Ha Bpaiine, dhoTogokymeHTaums 1 Npoy.), apxmMeupyloLLme
Takue cobbiTusl, Kak akums «504 Sit-in» («Cupsayas 3abactoBka 504», 1977),
KOTOpas Mpou3oLuna M3-3a HeucrnosnHeHus pasgena 504 3akoHa o peabu-
nutaumm (Rehabilitation Act... 2017), npotectsl rpynnsi ADAPT (American
Disabled for Atftendant Programs Today) (®unagenscms, 1989; Ioc-
Anmrenec, 1994) u gpyrue (The Disability Rights Movement... 2013). B pazge-
ne «CamoungeHTHMKaLMS» Bbinu NPEACTaBMNEHbI BbIPE3KM U3 PA3NUYHbIX ra3eT
M HYPHANoOB C MaTepuanamm O pasHbiX POpPMax MHBANMAHOCTU U O FIOASX
C MHBANUAHOCTLIO, @ TaKKe C poTorpadomnsamm o6 UHCTPYMEHTAxX ajanTaluu.
Hanpumep, B 3Kkcnnmkaumm K dpotorpachmm ¢ 6enom TPocTbio coobLuaeTcs,
4yTO 6enas TPOCTb — 3TO

«MOLLIHbIM CMMBOJST HE3ABUCMMOCTH HE3PSHMX M ciaboBuasLmx nioaen. MNMoctaHoBneHus o Genom Tpo-
cTH, BriepBble npuHsToie B 1930-e rogbl, <..> chenanu nepensuKeHue niogei Gonee Ge30MnacHbIm,
HO M3-3a NPEAPACCYAKOB HE3PSHMX NMIOAEM MO-MPEKHEMY HE MYCKanuW BO MHOTME PECTOPaHbl, OTENM

1 ny6nmyHble npoctparcTeax (The Disability Rights Movement... 2013).

STa BbICTaBKa Gblfia O4HOM U3 NEPBbLIX aAANTUMPOBAHHBIX A1 NOAEN
C MHBAMNMAHOCTBIO: YacTb OGBEKTOB Bbifia AOCTYMHA AfiS TAKTUIBHOMO OCMO-
TPa; 3KCNO3MuUMs COMPOBOXAANAcb TEPMWMHANAMM, COAEPKALUMMMU BCIO
MHGOPMALMIO O BLICTABKE B aAanTMpoBaHHOM dhopmaTe (Cy6TuUTpbI, ayamo-
LEeCKpUnums, BUgeo-onmcanus u npou.). OHnaiH-sepcms TEPMUHANOB HaxXo-
auTcs B oTkpbiTom goctyne'. CerogHsi xe paspabatoiBaemble CMUTCOHOBCKMM
HaunoHanbHBIM My3eem aMepUKaHCKOM MCTOPMM rananaiHbl MO CO3A4aHMIO
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[LOCTYMHOroO BbICTaBOYHOro npocTtpaHcTea (Smithsonian Guidelines for
Accessible Exhibition Design) siBnsiiotcst ogHMmMM M3 HamBoriee MOMynsipHbIX
Ccpeau Tex, KTO peanmsyeT MHKIIO3MBHbIE MPOrPaMMbl B KYSBTYPHbIX MHCTU-
Tyumsix. Beictaska «The Disability Rights Movement 2000—2001» npeanoxm-
fla MHTEPNpeTaLMio ABMKEHWS 3@ NpaBa MIOAeN C MHBANMAHOCTBIO C TOYKM
3PEHUS YBENUYEHUS MEP U MPOTPaMM Mo 0BecrneveHuIo JOCTYMHOCTH; UCTO-
pUs ABMXXEHUS 3a NPaBa MoAeM C MHBANMAHOCTbIO M MHBANMAHOCTb KaK TaKo-
Bas OblIM Penpe3eHTMPOBaHbI Yepes Npm3my GapbepoB, 6opbda C KOTOPLIMK
6blfla OCHOBHOM 334a4eM ABMMKEHMS.

OpHako Ha 3Tane obecneyeHusi AOCTYMHOCTU U CHATMS GapbepoB
BCe eLle OCTaeTcs NpoBremMaTMIHOM coLmanbHas BUAMMOCTb JIOLEN C MHBA-
nupHocTblo. [pobriema cBsizaHa C TEM, YTO, HECMOTPS Ha MPefoCTaBneHue
Pa3nUYHbIX BO3MOXHOCTEM, OTCYTCTBYET KynbTypa npuHstus Opyroro. bonee
TOro, CaMu NMIOAN C MHBANMAHOCTBIO 3a4aCTylO He FOTOBbI MPUHMMATL y4a-
CTUe B aKTMBHOM COLMANbHOM XM3HW B cuny GapbepoB, CyLLEeCTBOBAaBLUMX
B MPOLLIOM M OFPaHMUMBLLMX UX B MOSTyHEHWM OBpPa30BaHUs, Creumanmsauum,
B Pa3BUTUM COLMaNbHBIX CBS3EM M MPOY. DTa NPoBriema MOXKET BbiTb NPowms-
NIOCTPUPOBAHa NpUMepom U3 cpepbl pekpyTepcTea. ObecneyeHne comsn-
YecKOM AOCTYMHOCTM OhMcCa KOMMaHUM, BHELPEHUE B ee KOMaHLY MeHen-
»epa no pasHoobBpasmio, pasHonpasuio 1 uHkMosuu (Diversity, Equity and
Inclusion Manager), npoBeaeH1e TPEHUHIOB MO MOHMMAHUIO MHBASMAHO-
CTW — He TrapaHTUPYIOT POCT YMCa JIIOLEN C UHBANMAHOCTBLIO B KOMMaHMM,
MOCKObKY FOTOBbIX CMELMANMCTOB C MHBANIMAHOCTHIO, O6MNaAaOLLMX AOMKHOM
KBanMdomKaLMen, MOXKET MPOCTO He OKa3aTbCs Ha pbiHKe. [TpoTuBopeyne, Bo3-
HMKaloLLEe HA AAHHOM 3Tare PasBUTUS ABMKEHMS 3a MpaBa MoAe C MHBa-
TIMOHOCTBIO, CTUMYMNMPYET pa3paboTKy HOBLIX cTpaTeruit. B cryvae ¢ pacim-
peHrem KajpOBOro COCTaBa KOMMaHWMM OPraHM3YIOT MPOEKTHI CTaXXMPOBOK
LNs NIofeM C MHBaNMAHOCTbIO, HaLeNeHHble Ha BOCTOSIHEHUE faKyH B cUCTEME
MOAFOTOBKM KafApOoB. DTO, B CBOKO O4epeAb, Pa3BMBAET HOBbIM NOAXOA K MOMU-
TUKaM M NPaKTUKaM, PEANU3YEMbIM LBUKEHMEM 38 MPaBa MO C MHBANWA-
HocTblo. Oco6eHHOCTb HOBOTO MOAXOAA 3aKMIOHAETCS B MPUHATUM BO BHUMA-
HME JIMYHOTO OMbITa KaXAOro YErioBeKa M MPEefOCTaBIEHUM BO3MOKHOCTEN
C OMMSAKOM Ha AAaHHbIMA OMbIT.

MHBIMM CnoBamu, OOHOrO CHATUS GapbepoB HEZOCTaTO4YHO,
MOCKOJSIbKY OHO HE rapaHTMPYET BbIXOA M3 «30Hbl MCKIIOHYEHMSI», B KOTO-
PO NIOAM C MHBANMAHOCTBLIO HAXOAMIIUCH Ha MPOTSKEHUM Aonrux neT. Ans
peLueHns NpobGrembl COLManbHOM SKCKMO3MM HEOOXOAMMO OLEHWUTbL «CTe-
MeHb UCKITIOYEHHOCTM» MIIOAEM, KOTOPAasi CKIAAbIBAETCS U3 PAa3NMYHbLIX acnek-
TOB OrbiTa YenoBeka: hopMbl MHBANMAHOCTH, BPOKAEHHOM Mnu npuobpe-
TEHHOM MHBAMMAHOCTH, BO3PACTa, COLMANbHOMO CTaTyCa, STHUYHOCTU M MPOM.
Oco3HaHne HeofHOPOAHOCTU MIOAEN C MHBANMAHOCTLIO U HEBO3MOMNKHO-
CTH 06'be,EU4HMTb MX B OAHY FOMOreHHylo rpynny npuBoAUT K NMOHUMAHUIO
HEAOCTAaTOYHOCTU paHee PeanM3oBaHHbIX Mep M HEOBXOLMMOCTM BHUMA-
HWUS K MHOMBMAYaTIbHBIM OCOBEHHOCTSIM M Pa3paboTKe WHCTPYMEHTOB, MOA-
XOASALLMX KaXKAOMY MPencTaBUTENIO 3TOM HEOAHOPOAHOM COLMANbHOM rpyri-
nbl noaen. Tak BO3HUKaET uies YHUMBEPCanbHOCTH, M3 KOTOPOM POXAAETCS
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KOHLeNuus YHUMBEPCanbHOro A13anHa, B YaCTHOCTH, YHMBEPCanbHOro AU3an-
Ha B 06pa3oBaHMM.

Sran «CnpaeseanmeocTb»

Mop crnpaBeanvBOCTBIO KaK 3Tanom PasBUTUS MHKITIO3MBHBLIX MPOrpamm
NMOHMMAETCH HEe MPOCTO BKIIOMEHUE JIIOAEN C MHBANMAHOCTBIO B COLMAsb-
HYIO XM3Hb M obecnedeHne JOCTyna K 06pPa30BaHMIO, KyJIBTYPHOM KU3HM
M MPOM., HO, LUMPE, Pa3paboTKa NPOrpPamm, NMO3BOMSIOLLAS NIOASIM peasm-
30BbIBaTb CBOM MOTEHLMAM, HECMOTPS HA XapPaKTEPUCTMKKU, HE MPU3HAIO-
LMecs TeM MMM MHbIM OBLLECTBOM B KadecTsBe HOpmbl. [MpuHumMnuansHoe
OT/IMYME NOAXOHOB, COOTBETCTBYIOLLMX BblAEMNEHHbBIM PaHEe 3Tarnam, 3aKso-
4YaETCs B TOM, YTO JOCTYMN OrPaHMYMBAETCS MCMOSIb30BAHUEM MHCTPYMEHTOB
ajanTtauum NPOCTPAHCTBA M MHCPOPMALIMU, B TO BPEMS KaK CNPaBeaMBOCTH
COMYTCTBYET AESATENbHOCTb MO «BbIPAaBHMBAHMIO» COLMANIBHOIO HEPABEHCTBA
(International Principles and Guidelines... 2020). MmeHHO Ha AaHHOM 3Tane
M 3aPOXAAIOTCH MHKITIO3UBHbIE MPOrPamMMbl, OCHOBHbIM MPMHLMMOM KOTOPbIX
ABMSETCA Aecerperaumsi PasfiMyHbIX COLMarbHbIX FPYMM, B AaHHOM Crydae
fIoAeN € MHBANMAHOCTBIO M Nioaer 6e3 Hee, a Takke DOPMUPYETCS KyNbTypa
coobLecTBa, CAMOaABOKaLMKM U camoonpeaenerus. PaspaboTka nporpamm
MHKJTIO3MBHOIO OBPAa30BaHUS M YHUMBEPCASbHOrO AM3alHa B 06pasoBaHum
CBUIETENbCTBYET O OBMMKEHWM B CTOPOHY peanusauuu npuHuMna y4vera
WMHOMBMAYASbHOIO XM3HEHHOrOo onbiTa. B ocHoBe MHKIIO3MBHOrO 06pa3oBa-
Hus B CLLIA nexkana KoHUenumsi HopManusaumu, B PamMKax KOTOPOM YesioBeK
C MHBANUAHOCTBIO HE UCKITIOYAETCS M3 MOJIsl, O4ePHEHHOrO HOPMOW, a obpa-
30BaTeNbHbIE MPOrPamMmbl OOJIKHbI 6bITb HanpaefeHbl Ha CO34aHUe «HOpP-
MaJIbHbBIX» YCJTOBMM CYLLECTBOBAHUS M OOy4eHus pebeHKa, TO eCTb POBHO
TaKMX e YCNOBMM, KaK W Ans aetei 6e3 nHeanmuaHoctn (AnexmHa 2013: 10).
KoHuenuus HopmanuMsaumm OKasana 3HaYMTENbHOE BIIMSIHME Ha Mpu-
HaTve B 1994 rogy CanamaHkckon geknapaumm «O npuHUMMiax, NonauTH-
Ke U MPaKTUYECKOM AesTeNbHOCTM B cdhepe obpasoBaHms nuL, ¢ 0COBbIMM
NoTPEeBGHOCTAMMY», 3aKPEMUBLUEN BCE OCHOBHLIE MPUHLMIMbBI MHKITIO3UBHOIO
06pazoBaHMsl U BHECLLEN TEPMUH «MHKITIO3MS» B MEXAYHAPOAHYIO Hay4YHO-
NeaarorMyeckylo NpaKTuky™.

MoBOpPOT K MHAMBUAYANTBHOMY OMbITY (OCOBEHHOCTSM, MHTEPECAM,
CNOCOBHOCTSM M YHEBHbLIM NOTPEBHOCTAM) KaXAoro pebeHkKa cnocob6cTBOBaN
Cpasy HECKOJIbKMM MpoLeccam, OOyC/IOBMBLLUMM CBOEOBpasue pasBuTHS 4BU-
YeHus 3a npasa mogen ¢ uHeanmaHocTbio B CLLIA. Bo-nepBsbix, BaskHbIM 3Ta-
MOM CTaHOBJIEHMSI ABMMKEHMS CTan npouecc avdpcbepeHumaumm niogem ¢ MHea-
JIMAHOCTBIO KaK Ha OCHOBE Pa3NUYHbLIX DOPM MHBANMAHOCTH, TaK U BHYTPM
rpynn, o6beanHIEMbIX OGHMM TUMOM MHBANMAHOCTU. Bo-BTOPbIX, OCO3HaHWE
ce6s B Ka4ecTee (He) MPUHAANEKALLErO K TOMY MM MHOMY COOBLLIECTBY BbI3Ba-
SO BOJSIHY AMCKYCCMM O MpoBremax MaeHTUYHOCTH. [oKasaTenbHbiM sBnseT-
CSl NPOTECT CTyAEHTOB [annogeTckoro yHMBepPCUTETa, BLICTYMMBLUMX 3@ Ha3Ha-
YeHue rmaBoM yHuBepcuTeTa rnyxoro Mpeurra Kunra xopgaHa. Jo 1988
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rofa npesuaeHTamu yHuBepcuTeTa Obinu nioagm Ge3 onbiTa ryxoTbl U MNpu-
HaANEeXHOCTU K KynbType 3Toro coobuectea (Non-Deaf Person/People),
YTO BbI3BASIO BOSIHY HEAOBOMLCTBA CPEAM FNYXWUX CTYAEHTOB YHUMBEPCUTET],
npuumcnsiowmx cedsa k Deaf-kynetype. lNMpoTecTsl akTyanusmposanu auc-
KYCCMM O CAMOMAEHTUUKALMM U MOEHTUHHOCTU FIYXOro U CamoBLITHOCTU
KynbTypbl riyxmx. OudodpepeHumanms npoaemoHCcTpupoBana HecoCcTosTerb-
HOCTb M OMPaHUYEHHOCTb KOHLEMLMM MHKIIO3UM KaK oBecrneyeHmns JOCTyMnHO-
CTU NIOASIM C MHBANMAHOCTBIO, MOCKOSIbKY CTasia O4EBUAHOM HEBO3MOKHOCTb
oGbeAuHeHWsI NIOAeN TONbKO MO MPU3HAKY MHBANMAHOCTH, & CrefoBaTeNb-
HO, HEBO3MOXHOCTb Pa3pPabOTKM MHCTPYMEHTOB JOCTYMHOCTH, MOAXOASLLMX
BCeM. BO3HMKWMIN Kpu3UC cnocobCTBOBaN pa3paboTKe KOHUEMNUMM pasHo-
06pa3ns M COOTBETCTBYIOLLMX €M MPOM3BOAHBIX KOHLEMLMM, TAKMX KaK HEMPO-
pa3sHoobGpa3ue. [Mpouecchl, 3anycTUBLLMECS B PE3YNLTATE CMELLEHUS aKLeH-
Ta ¢ (He)BOCTYNMHOCTU B CTOPOHY MHAMBUAYATNbHBIX XapPaKTEPUCTUK, HAXOAAT
OTpaXeHue B cpaBHMTENbHO HOoBOM cheHomeHe Disability Justice Movement
(OBvrkeHue nioger ¢ MHBANMMAHOCTBLIO 3@ CNpaBennMBocTb). PazeuTme sTo-
ro OBMMKEHMUSI CBA3AHO B TOM YWCHE C MHTEPCEKLMOHASNIbHbIM MOBOPOTOM
B ryMaHuTapHbIX HayKax. B pamkax gaHHOro nogxofa MHBaNMMAHOCTb pac-
CMaTPMBAETCS B OTHOLLEHWUM C APYTMMM BO3MOXKHBIMM aCMEKTaMU MAEHTUY-
HOCTM, TAKUMM KaK BO3PACT, reHAep, CEKCyaribHasi OPUEHTALMS, STHUYECKAS
U PENUIMO3HAs NMPUHAAMEKHOCTH, YPOBEHb OBPa30BaHMs 1 [JOXOAA, CEMEN-
Hoe rnonioxeHue u ap. (Berne 2015).

Mepexop k atany «CnpaBeanueocTb» 0BYCNOBUI BO3HUKHOBEHUWE
B My3€siX MO BCEMY MUPY OTAENOB MHKITIO3MBHbLIX MPOrPaMM 1 COTPYLHWUKOB,
3aHUMAIOLLMXCS AaHHBIMW MPOrPamMamm BHYTPU 0BPa30BaTENbHbIX OTAEMNOB
MM OTAENoB Mo paboTe c ayauTopuen. [lesTenbHOCTb TaKMX OTAENOB M WX
COTPYAHWKOB OMMPAETCS Ha MPMHLMIMbLI YHUBEPCANbHOIO AM3aiHa, Y4UThIBa-
IOLLIEro OMbIT PA3HbIX NOAEN.

OTan «[ercTemne»

MoBOPOTHLIM MOMEHTOM B PA3BUTUM LBUKEHMS 3@ NPABa JIOLEM C UHBANMAHO-
ctbio B CLUA ctana akums «Monzskom Ha Kanutonuis (Capitol Crawl), coctosie-
wascs 12 mapta 1990 ropa. [MpoTecTHas akums Gbina Bbi3BaHa 3aTSHYBLUMMCS
paccmoTpeHuem 3akoHa o rpaxaaHax CLUA ¢ MHBanuaHOCTbIO M NpeacTaBss-
na coboit ABUKEHME MO CTyrneHsIm BBepx 6onee 60 aKTUBUCTOB C MHBANIMAHO-
CTblO, OCTABMBLLUMX BCMOMOTaTENbHbIE CPEACTBA nepensuxkeHus. Jliogn nons-
M No 83 KaMeHHbIM CTYMEHSIM BEPX, MOATAMMBAACh HA PYKaxX M MOATASKMBAs
APYr Apyra. AKUMS UMena He3ameLUTENbHYIO PeaKLMIO M YCKOpMa MPUHS-
THe 3aKoHa. C 3TOro MOMEHTa aKTMBUCTCKME MPAKTUKM CTanM HEOTHEMIIEMOM
YacTblO AEeATENbHOCTU ABMMEHMS NIOLEM 3a MpaBa C MHBanuaHocTbio®. Mog
aKTUBM3MOM 34€Cb MOHUMAETCS He TOSbKO aKTMBHAas 3aluMTa COBCTBEHHbIX
npae, HO U Pa3pPabOoTKa NO3UTUBHLIX PELLEHMM, KOHLEMLMI U MPOEKTOB, Pabo-
TaloLWMX C Npobrnemamm HefOCTYMHOCTM M COLMANbHOMO HEPABEHCTBA, @ TaK-
K€ TPaHCNALUMS HOBOTO $i3blKa MHKITIO3UM BOBHE.
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PasBuTHe KoHuenumm pasHoobpas3us NpUBENO K PEHOMEHY pea-
MPOMNPUaLIMK CTUTMATU3UPYIOLLMX SiPnbIKoB™. PocT amckyccuit o (He)npuHaa-
NEXHOCTU K KOMMBIOHUTM 3amyCTui MPOLECChl CAMOOPraHU3aLuuKn Nogem
B aKTMBMCTCKME PYMMbl, & TAKXKE MOSIBIIEHUE OTAENbHbIX aKTMBUCTOB COBEp-
LIEHHO pPa3HbiX HamnpaefeHHOCTEN, OObEeAUHEHHbIX UAEEN MPUCBOEHUS
«MHBaNMAU3MPOBAHHOM» MAEHTUHHOCTM, OTHYXAEHHOM B NMpoLuecce nepexo-
03 K KoHuenumn pasHoobpasmsa. K momeHTy mosiBneHWs oTAeNbHbIX aKTU-
BMCTCKMX OPraHM3auui OMMCaHHbIE BbilLe MPOLECCH AABHO MepecTasnu
KOHLEHTPUPOBATLCS B MacluTaBax OAHOM CTpaHbl M CTanM OBLLEMMPOBOM
TeHaeHumen. OgHUM U3 SPKUX MPUMEPOB rMoBanmM3aLumMm UHKIIO3UK SBSET-
cs Bo3HMKHOBeHue disability art kak oTaenbHOro HanpaeneHus B MCKYCCTBE,
CyLlecTByloLero B popmaTe aKTUBUCTKOM pesitenbHocTU. OgHo M3 Haubo-
fiee macLTabHbIX COOBLLECTB XYAOKHMKOB-MPEACTaBUTENEN 3TOro Hanpas-
feHus Bo3HmKaeT B BenmkobpuTanum. CywecteyeT GoraTbi apxme National
Disability Arts Collection & Archive (NDACA), onuceiBatoLmin uctopmio cpop-
muposarus Disability Arts Movement B Benuko6putanuu. pomkum cobbi-
TUEM CTAHOBJIEHMSI 3TOrO ABMMKEHMS CTana aKuus GPUTAHCKOTO XYLOMHM-
ka u ocHosatenss NDACA Tonu XutoHa. Ero nepchopmarc «BzGonTaHHbIN,
a He cmewwaHHbIM» (Shaken not Stirred) 1992 roga BbizBan macluTabHble AMc-
KYCCMWM BOKPYT TEMbl MHBANMAHOCTU M OTHOLLEHMS K NIOASM C MHBaNUAHO-
cTblo. AKuMs Bbinia NPOBEAEHA B PaMKax NPOTECTHOM KamnaHuu «bnokupyi
TenemapacpoH» (Block Telethon). OHa Gbina HanpaeneHa Ha KPUTHKY Tene-
BM3MOHHOMN OnNaroTBOPUTENbHOM PUTOPUKKM, MNpPeLcTaBnsiowen noaemn
C MHBaNUAHOCTBIO C MO3ULMM KaNoCTH, HEOBXOAMMOCTU B NMOKPOBUTENLCTBE
1 meHTopcTBe. Bo Bpems npecc-koHdepeHUUn ogHOM 61aroTBopUTENbHOM
KamnaHuu XMTOH BOPBASNICS Ha Kpecrne-Konscke B 3pup M Bpocun npoTtes
HOTM B NMUPaMULY U3 KOMMEKLMOHHbIX BAHOK, TEM CAMbIM CUMBOJIMHECKM Pa3-
PYLLUB Mepapxuio 6raroTBOPUTENbHBIX OpraHM3aLmi, hOpPMUPYIOLLMX 0Opa3
YeNioBEKa C MHBANUAHOCTBIO U OTHYXAAIOLMX MHBANMAHOCTb KaK CBOMCTBO
oT camoro Yenoseka (LLlekounxuHa 2020b).

XynosHukM, pabotalowme B noruke disability art u kputuue-
CKOro aHanu3a, CO3A4aloT MPOEKTbl, OCMBICISIIOLLMX MHCTPYMEHTb aganTa-
LMK B Ka4ecTBe XyLOXeCTBeHHbIx cpencte. OpgHoi u3 Hanbonee m3BecT-
HbIX XYAOMHML, paboTalolmx B AAHHOM HanpasBneHuu, aensetcs LLsHHOH
®urHeraH. Ee paboTa «AnbsT-TeKkcT Kak noasums» (Alt-Text as Poetry) us ogHo-
MMeHHOro coBmecTHoro npoekTta OuHHeraH u boxanbl KoknaT (Coklyat and
Finnegan 2020) npepnaraeT paccmaTpuBaTb «anbT-TEKCT» (anbTepHaTMB-
HbIM TEKCT, KOTOPbIA MCMOMb3yeTCsl B OCHOBHOM [AJ151 OMMCaHUS Pa3MELLIeH-
HbIX Ha MHTEPHET-Pecypcax U306paKeHUN AMs HE3PSHYMX U CaBOoBUASLLMX
niofen, Mosb3yIoLWMXCS NPOrPaMMamMm SKPAHHOTO JOCTYMa) KaK XyLoxe-
CTBEHHYIO (POPMY, KPEaTMBHbIM MOTEHLMAN KOTOPOM peanusyeTcs B TeTpa-
LM, OTKPbITOM ANS 3arnMcer U YTEHUS.

Takum obpasom, hopmMpoBaHME HOBOM PeanbHOCTM U CMbIC-
NIOB MOCPEACTBOM OCMbBICIIEHMS MPAaKTMK obecreveHns JOCTyna M co3pa-
HUSI MHKITIO3MBHOM CPefbl SIBNSIETCS OAHOM M3 HauMbonee SIPKO BblipaXeH-
HbIX TEHAEHUMM B PasBUTUM ABMXKEHMA — He TONbKO 3a MnpaBa JNiogen
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C MHBANMAHOCTBIO, HO M 3a MpaBa YrHETEHHbIX B Lieriom. B aToit noruke pas-
BMBAIOTCS M HEKOTOPbIE MPAKTUKK B apT-Cpeae.

Mpexne yem nepeiTn K aHanusy onbitTa Myses «[apax», cnegyet
KPaTKO OnucaTb OCOBEHHOCTU (POPMUPOBAHMS MHKITIO3UBHBIX MPAKTUK BHY-
TPU POCCUMACKOTrO KOHTEKCTA.

Oco6eHHOCTH Pa3BUTUSI MHKITIO3UBHbIX NpakTuK B Poccum

Ka“leCTBeHHO HOBbIM 3Tan B Pa3BUTUN OTEHECTBEHHbIX UHKITIO3UBHbIX MPAaK-
TmK npuwencs Ha 2016 rog. 2Tomy cnocoBGCTBOBASIO MPUHATHE PALa 3aKOHO-
LaTenbHbIX mMep, 0653aBLUMX KYNBTYPHbIE MHCTUTYLMU CO3AaBaTh AOCTYMHYIO
cpeny ANs Mofer C MHBaNMAHOCTbIO, & TakXe paspabaTbiBaTb UHKMIO3MB-
Hble nporpammbl. Myseu, B koTopbix U fo 2016 roga NpoBOAMIUCHE NPOrpam-
Mbl Mo paboTe € MoabMM € MHBaNUAHOCTbIO ([OCYAapCTBEHHbIM My3en —
KynbTYpHbIM LeHTp «MHTerpaumsa» nmenn H.A. Octpoeckoro, [apBrHOBCKUA
myzen, TMUN um. A.C. MywikmHa, Myseit kocmoHaBTMKM, My3eii-3anoBegHUK
«UapuubiHO» v apyrue) NpomomKkunm pa3suBaTh CyLLECTBYIOWME MPOrpam-
Mbl, @ TaKKe pa3pabaTbiBaTb HOBblE, OTBEYalOLLUME TPEBOBAHMSM 3aKOHOAA-
TENbCTBA, aKTyasrbHOM MEXAYHAPOAHOM MOBECTKE M 3aMpOCam MOCETUTENS.
B 2016 rogy WHKIO3MS KaK HanpaeneHe Obino HOBbIM SIBIIEHUEM ANS KyNbTyp-
HbIX MHCTUTYLMM, CNELManmM3npyoLLmMXcsl Ha COBPEMEHHOM UCKYCCTBE (MHO-
r1e YacTHble MHCTUTYLMK, CBOBOAHbIE OT TPeBOBaHMI BbILLEOMMCAHHBIX 3aKO-
HOB, M CETOAHS He CTaBAT nepes co6oi 3a4a4m PeanmM30BbIBaTb MHKMIO3UBHbIE
MPOrpPamMmbil).

Takum o6pa3om, aKTyamnbHbIM UHKIIO3MBHBIA AUCKYPC B POCCUM-
CKOM KYNBTYPHOM CETMEHTE CIIOMMICSH Ha OCHOBE Pa3fIMYHbIX KOHTEKCTOB,
MHOrAa MpPOTMBOpeEYaLLMX APYr Apyry. Ha dbopmupoBaHmMe MHKAO3MBHBIX
MPOrpamm, PeanmsyembiX CErOAHS B POCCUMMCKMUX KYNBTYPHbBIX MHCTUTYLMSX,
OKa3a/iM U OKAa3blBAIOT BIMSIHWE HACNEAME COBETCKOM MEAArornKu, B YacTHO-
CTH, BECPEKTONOMMM, COBPEMEHHBIX OOPa30BAaTENbHbIX MPAKTUK, HOPMATUB-
Hbl€ MPAaBOBbI€ aKTbl, OMNbIT Peann3aunn UHKITIO3UBHbIX MNPOrpamMm B MUPOBbBIX
My3esiX, OMbIT PaboTbl C MIOAbMU C MHBAIMAHOCTLIO B POCCHMICKMX My3esiX,
3apybeHbIM OMbIT ABMXEHUIM 3a NMpaBa NpPeacTaBuTeNei PasfauyYHbIX MUHO-
pUTapHbIX CoOBLLECTB (He TOMbKO MIoAEN C UHBANMAHOCTbIO)®.

MHOroypoBHEBOCTb U CIOXKHOCTb POCCUMCKOTO KOHTEKCTa MOMET
6bITb MPOMITIOCTPUPOBAHA NPUMEPOM U3 obnactn obpasosaHus. CerogHs
B Poccrm HekoTopeble AETH C MHBANIMAHOCTBIO BCE eLLe 0By4aloTcs B Crieumanu-
3UMPOBAHHbBIX OBPA30BATENbHBIX YHPEKAEHMSX, FOE UX «J1eHaT» CreumanmcTsl,
BblyuMBLLMecs Ha fedpekTonoros (Payse u INanxam 2013: 446). JedbexTonorus
OCTaeTCs aKTyanbHOM M BOCTPeOOBaHHOM OBMacTbio ANs NpPodbeccUoHanb-
HOM peanusauuu. PeaBunuTauMoHHbIE MPAKTUKM, HA KOTOPLIX OCHOBAHO
oBpa3oBaHue B CMELMANU3UPOBAHHBIX YHPEKAEHUSX, TArOTEIOT K MEANLMH-
CKOWM KOHLEMLUMM NOHMMaHUS MHBATMAHOCTH, MOABEPTAEMOM KPUTHKE CO CTO-
POHbI afenToB MHKMIO3MK'. BmecTe B Tem cTaTbsi Homep 79 06 MHKIIO3MB-
HOM oOb6pa3oBaHuM 3akoHa «O6 obpasosaHun B Poccuickon Depepaumm»
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(«®DepepanbHbii 3akoH Ne 273-D3...» 2012) yTeep:aaeT UHKMIO3MBHOE 0Bpa-
30BaHME 1 OMPEAENSIET ero Kak «obecrneyeHne paBHOro JOCTyMNa K o6pa3oBa-
HUIO ANs BCeX 0BYHaloLLMXCS C YHETOM Pa3HOOOpasms ocobbix obpazoBaTerb-
HbIX MOTPEBHOCTEN U UHAMBUAYASbHBIX BO3MONKHOCTEMY (4, n. 27 cT. 2). Takum
06pa3om, B OTHOLLEHMM MHKIIO3MBHOIO obpa3oBaHmu B Poccmm cnoxunach
[BOMCTBEHHAs CUTyaums: C OAHOM CTOPOHbI, CYLLUECTBYET JOBOJSIbHO AOMNras
TPaAuLMs MOKONMEHUI AeCPEKTONOrOB, AEATENBHOCTL KOTOPLIX TaK MMM MHa-
Ye OMpefensercs Yepes MEAMLIMHCKYIO KOHLEMUMIO MOHUMAHWUS MHBANMAHO-
CTW, a € Apyroi, 3akoHoaaTenbcTeo PO obpaluaercs K MHKNIO3MK U onpeae-
JIIET OTHOLUEHMUS YYEHMKa C MHBANMAHOCTBIO M YUYUTESNS Yepes CoUMarbHYyo
MOZENb MOHUMAHMS MHBANUAHOCTM.

Ewe opHa 0cOBEHHOCTb POCCUMMCKOrO KOHTEKCTa 3aKmo4vaeT-
CS B CMELUEHMM OnMcaHHbIX Bbilwe 3Tanos «[ocTtyny», «CnpaBesnmeocTb,
«[eicTBrE» M HAPYLUEHWMU NOTMKM NOCNEAOBATENBHOCTM 3THX 3Tanos” B cuny
OTCYTCTBMSI MacCLUTaBHbIX HWM30BbIX MHULMATMB, CYLLECTBOBABLUMX (M CyLue-
cteytowmx), Hanpumep, B CLLIA 1 okasaBlmMx BAMsHME Ha hOpPMMPOBaHME
MHKMIO3MBHOTO AMCKypca. B Poccumn cylecTeyeT akTMBHas AMCKYCCHSI BOKPYT
MOHSITUS UHKITIO3MM, PA3IMYHBIE KOHLIEMLMM MHKITIO3MM BCTPEYAIOTCS B HAayHHO-
nefarorM4ecKom, MONMUTMKO-MPABOBOM M COLMOKYMETYPHOM MOsie, OAHAKO
LOMUHUPYIOLLIEH NPELCTABNSETCS KOHLEMLMS MHKITIO3MM KaK 0Bpa3oBaTernbHOM
nporpammbl 415 nmogen ¢ uHsanmgHocTbio (LLlekoumxuna 2020a). KynbtypHbie
MHCTUTYUMM B Poccum cerofHsi SIBRSIOTCS BaXHEWLUMMM LUEHTPaMM No doop-
MUPOBAaHUIO aKTYarbHOro OMpPeaeneHUs MHKMIO3MU U CUCTEMATM3aLMM 3HAHUS
B 3TOM obnactn. CrioxuBLIasCs cuTyaumsi TpebyeT OT COTPYAHML U COTPYA-
HUKOB, PEAaNM3YIOLLMX MHKITIO3UBHBIE MPOrPammbl, ObiTb HE TOSIBKO MPOAK-
cepamu, opraHM3aTopamm 1 KOOPAMHATOPAMM, HO eLLe U UCCefoBaTeNSIMM-
METOAONOraMHM, KOTOPbLIE CUCTEMATUSMPYIOT M aHANU3UPYIOT 3apyBerKHbIMN
OMbIT, @KTYalbHbIM POCCUMMCKMIA KOHTEKCT, @ TAKXKE YXKe peanim3oBaHHbIe B TOM
MU MHOM MHCTUTYLIMKM MPOrPaMMBbI.

OnbiT Myzes «lapax»

OTgen vHKMO3UBHBLIX nporpamm Myses «lapax» noseuncsa B 2015 roay. Ero
OCHOBHOM 3afayel cTana ajanTauusi BbICTABOYHOIO MPOCTPAHCTBA, a Takke
NyGAUYHBIX MEPOTPUSATHI NS Mofei ¢ MHBanuaHocTbio, OTcyTCcTBME rOTO-
BbIX PELLEHMIM U BbIPabOTaHHOM CTPATEMNMM Pa3BUTHS MHKITIO3MBHBIX MPOrPamMm
B POCCUMCKOM KYIETYPHOM CErMEHTE OBYCIOBMIIO Ha PaHHMX 3Tanax oopmmupo-
BaHWe B OTAene NpodheccoHanbHOM MPOrpPamMmbl, B PAMKaX KOTOPOM MPOUCXO-
AW HEMpPepPbIBHbIM MPOLIECC UCCNEAOBAHUS aKTYarlbHOM MHKITIO3MBHOM MOBECT-
Ku Kak B Poccuu, Tak u 3a pybexkom. OTaeny noHagoOUIoCh HECKOMBKO NET,
YTOGbI Ha4aTb PaboTaTb B PyCrie MHOMO — MO CPABHEHMIO C M3HAYaNbHbBIM —
MOHUMAHUS MHKIIO3MKU®E, DTOMY Nepexoay CrnocoBCTBOBAsa MCCIIEA0BATENbCKAs
LesTenbHOCTb, BeAyLLIascs Ha 6ase NpodheccHoHarnbHOM NPOrpammsl OTAENa.
M3HavanbHas CTpaTerms coctosfia B YBeMYEHUW AOCTYMHOCTU
3paHui «lapaxa», a TaKKe BbICTABOYHBIX M OBPA3OBATENbHbLIX MPOEKTOB
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Ans Niofen ¢ MHBaNMAHOCTBIO, BO BHYTPEHHEeHM paboTe C COTPYAHMKaMMU My3es
Mo MOHUMAHMIO MHBANMUAHOCTU U STUKETY B3aMMOAEMCTBUSI C MOCETUTENSAMMU
C MHBaNWAHOCTbIO, B Pa3paboTKe OTAENbHbLIX MPOrpamm M MOMOLUM B agar-
TaLuMM BCEX My3€€eB, COTPYAHUYECTBO C KOTOPbIMKM BO3MOXHO (My3ei cospe-
MeHHoro mckyccTea «fapax» 2015b). Torga ke, B 2015 rogy, coctosncs nep-
BbIi TPEHUHT «My3elt oLLyLLIEHMI», TPAHCPOPMMPOBABLLMIACS B AalbHEMLLIEM
B OJHOMMEHHYIO MPOECCMOHANBHYIO MPOrPammy, OOBEAUHSIOLLIYIO exe-
rOfHYIO KOHPEPEHLMIO, CEPUIO METOOMHYECKMX MOCOOMIM, @ TaKKe OHNaMH-
NnaTPopMy, aKKyMyNUPYIOLLLYIO MCCIIE[OBATENIbCKME M HAayYHO-MOMYNsipHbIE
CTaTbW, UHTEPBbLIO, 0G30Pbl UHKITIO3MBHLIX MEPOMPUSTUIA U MHOFOE APYyroe.
[MepBbit TpeHMHr «My3elt oLyLLEeHMIt» CTaBUI nepes coOol 3agadn obCyK-
LEeHUS U Pa3paboTKM NPOrpamm, HampaBneHHbIX Ha NpeofoneHue dousmye-
CKMX, COLManbHbIX U KOMMYHMKaTMBHBIX GapbepoB Mnpu paboTe c noceTuTe-
NISIMM € Pa3HbIMM POPMAMM MHBANMAHOCTH (Myselt coBpemeHHOro MCKyccTBa
«lapax» 2015a). MepBbit rog CyLECTBOBAHMS MHKIIIO3MBHBIX MPOrPaMM
B «[apaxe» Obin NpPeAcTaBneH, B NMepPBYO o4epeadb, NMPOeKTamu Mo pusm-
YECKOM U MHPOPMALIMOHHOM aJanTauMu: aKTUBHO MPOBOAMIIUCE SKCKYPCHM
C TUCPIIOKOMMEHTAPUSIMM U (MHOFGA CAMOAENbHBIMM) TaKTUITbHBIMM MOAENS-
MM, @ TaKXe C NMepPeBOJOM Ha PYCCKMIA ECTOBbIN A3bIK. DTOT 3Tan PasBUTUS
OTAEena MHKIMIO3UBHbBIX MPOrPaMm COOTBETCTBYeET 3Tany «[JocTyn», B cooTBeT-
CTBMM C KOTOPbIM MHKITIO3MBHbIE MPOrPamMMbl MPEACTABNSAIOT COBOM AesTerb-
HOCTb MO CHSATUIO Pa3NMYHbLIX TUMOB GapbePOB K 0BecneYeHmIo JOCTYMNHOCTY.
Ha sTom 3Tane noan ¢ MHBaNMAHOCTBIO M NPOBNEMa MX UCKITIOYEHHOCTU BCe
eLe OCTaloTCs HEBUAMMBIMM, & B My3eM MPUXOLSAT TONbKO Te MIOAM C MHBA-
TIMOHOCTBIO, KOTOPbIE HE MUCMbITLIBAIOT OCOBLIX CIOXHOCTEMN MPW MOCELLEHNM
nyGAMYHOrO NPOCTPAHCTBA.

Mo ncTeveHuio NepBoro roga peanusaumm MHKITIO3UMBHBIX MPOTPaMM,
MX aHanu3a, a TaKkKe B pe3ynbTaTe OOMeHa OmMbiTa C 3apyOeHbIMM Komne-
ramMM B PaMKax YMOMSIHYTOrO BbILLE TPEHMHra CTano MOHSATHO, YTo obecne-
YeHWe [OCTyrna He PaBHO MHKIIO3MM KaK Habopy MPaKTWK, MOAAEPKMUBAIO-
LWMX pa3Hoobpasune B obLuecTse. [lpenocTtaBneHne BO3MOXKHOCTM MOCELLATH
«lapax» U ero nporpammsl He peanusyeT 3a4ady MO MOBLILLEHWUIO BUAUMO-
CTU Niofer C MHBANMAHOCTBIO U YPOBHSI MHOPOPMUPOBAHHOCTU O TEX COLMU-
anbHbIX Gapbepax, C KOTOPbIMM OHM EXXEAHEBHO CTaNKunBaloTCs. [OBOPOTHLIM
MOMEHTOM B Pa3BMTMM MHKIIO3MBHBLIX Mporpamm B Mysee «lapax» cTana
BbicTaBKa «EamMHOMbILLNEHHMKW» (Myzel coBpemeHHoro mckyccTea «lapa»
2016a)”. HoBaTOPCTEO BLICTABKM 3aKIOYANOCh B KYpaTOPCKOM nogxoae, o6b-
eUHMBLLMM COTPYAHMKOB My3es AHacTacuio MuTiownHy n Mapuio CapblyeBy
C MOCTOSIHHLIMM MOCETUTENSIMU C PA3HbIMM (POPMaMM MHBANMAHOCTU —
EereHnem Jlanunbim, Ennzaeetoit Moposzoeoit, MonuHo CuHesoi 1 EneHoi
DefoceeBoit — B efuHyto pabo4yto rpynny B KAYECTBE COKYPATOPOB BbICTABKM.
BbicTaBka 3agymblBanach KaK MOMbITKa AaTbh BO3MOXHOCTb YCIbILLATE MHEHMS
NoAeN C MHBANMAHOCTBIO, KOTOPLIE AOMTOE BPEMs Bblfiv UCKITIOHYEHb! U3 YMCna
My3eiHOM ayanTopum. TaK, B SKCMO3MLMM PSLJOM C KYPaTOPCKUM KOMMEHTapH-
€M pacrornaranoch 3CCe-BrneyaTieHe eAMHOMBILLNIEHHUKA O MPOU3BEAEHMM.
Peanuzaums gaHHOrO NMpoeKTa CBUMAETENLCTBYET O NMOHMMaHUM OrPaHUYEHHOCTH
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MOAXOAA K MHKITIO3MM KaK 0BeCcrneqeHuIo AOCTYMHOCTU U ABUKEHUU K MPUHLM-
rnam coumanbHoM crpaseanueocTu. PelueHne npueneds niogen ¢ MHBanMA-
HOCTbIO B KA4YECTBE COKYPATOPOB 6bINO OBYCNOBNIEHO HEBUAUMOCTLIO MIOAEN
C MHBANMAHOCTbLIO B MOJie 3peHus myseiHom ayautopun. CoBmecTHasi paboTa
MO3BOMNMMA COKypaTopam C MHBaNMAHOCTBLIO 3asiBUTb O ceBGe 1 CBOEM OMbITE.
OpgHa u3 «eguHoMbILLNEHHUU, MNonnHa CuHeBa, oTmeYana, YTo onbIT PaboThl
HaZ4 BbICTABKOM CTan A4Sl HEE PacCLUMPEHMEM AMAMNa3oHa BO3MOKHOCTEN —
M NPOdheccMoHanbHbIX, M HYENOBEYECKMX, @ YTEHUE NIEKUMI, BEAEHUE DKCKYpP-
CUI M y4acTUe B AMCKYCCHSIX, COMPOBOXKAABLUMX €€ AeATENbHOCTb KaK COKypa-
TOPKM, KMOMOFIM HE MOKPLITHCS LEPCTbio U Kiblikammy» (JTyurkosa 2020: 155). To
€CTb UHCTUTYLMS MPEANOXMIA NIOASM C MHBANIMAHOCTLIO, PAHEE HE MMEBLLIMM
BO3MOMXHOCTU MOMYy4MTb NMpodoeccroHanbHoe obpas3oBaHme B cpepe Kypa-
TOPCTBA, MOMY4YUTb OMbIT HOBOM MPOPECCHH, a TAKKE NMPELSIOKUTb KPUTUYE-
CKMM B3MTISI4 HA KYPATOPCKYIO AEATENbHOCTb, MPAKTUKM KOTOPOM JONTO BPEMs
HE y4MTbIBariM OCOBEHHOCTU BOCMPUATHS Jlogen C MHBanUAHoCTbio. MNpoekT
NMPOAEMOHCTPUPOBAN, HYTO M CaMa apT-Cpeaa, U XyAoKecTBeHHoe® U ryma-
HUTapHOe O0B6pasoBaHME HEAOCTYMHbI ANs JIIOAEN C MHBAIMAHOCTbIO. TOSMbKO
creumasbHbIe NPOEKTLI, MO CYTH, SBMSIOLLMECS MHULMATMBOM 3aMHTEPECOBaH-
HbIX B Pa3BUTUM MHKITIO3MBHBIX MPOrPamm My3eMHbIX PaGOTHMKOB, MO3BOISI-
10T NIOASIM C MHBASNMAHOCTBIO MOTrPY3mUThCS B TEOPMIO M MPAKTUKY KypaTop-
CTBa M Apyrux npodpeccuit B obnactu Kynstypsl. Bnocneactsum B «lapaxe»
HECKOMbKO MIOAeN C MHBaNMAHOCTLIO CMOTMIM MPOMTU CTAXKMPOBKU: B apXu-
Be, Ha CTOMKe MHpopmauuu, IT-otoene. Elwle ogHMm Luarom B 3TOM Hanpas-
NEeHWMU CTan Kypc MOArOTOBKM FIyXMX SKCKypcoBogos (Mysel coBpemeHHoro
uckyccta «lapax» 2016b). Kypc no3sonun rnyxmm y4acTHMKam yriyBrneHHo
U3Yy4UTb COBPEMEHHOE UCKYCCTBO, MO3HAKOMMTBCS C YCTPOMCTBOM COBPEMEH-
HbIX My3€EB U CTPYKTYPUPOBAaTb MOJyYEHHbIE 3HAHUS, YUUTBIBAsSI CNELMOUKY
BOCTPUATHS MHCPOPMALMM TIIYXMMM, @ TAKIKE MOSTYYUTb BO3MOXHOCTb YCTPO-
UTbCA Ha paboTy B mockosckue mysen (Jlyuxkoea 2020: 156). 3aecb npuHLMA
CnpaBeAnMBOCTM Bbin peanu3oBaH B NPOLEcce MOArOTOBKM OBpa3oBaTesib-
HOM MPOrPamMbl, XOTSl MOATOTOBKA KaAPOB HE BXOAWUT B My3eMHbIM CoyHKLM-
oHan. Takum o6pasom, KypC 3aKpbin NaKyHbl B cdhepe NOAroTOBKU My3eMHbIX
COTPYAHMKOB, TEM CaMbIM «BOCCTAHOBMB CMPaBELSIMBOCTbY M OAB Y4aCTHM-
Kam BO3MOMNHOCTb MOSy4MTb NPOCPECCUIO, K KOTOPOH paHee y HUX He Bbino
JocTyna.

Peanuzauus nogoGHbIX MPOEKTOB NO3BOMMIA HAKOMMUTL OMbIT, Adslb-
HEMLLUMIM aHANM3 KOTOPOro MO3BONSET XapaKTepPM30BaTb My3el He TOSbKO
KaK 3KCMO3ULMOHHOE NPOCTPAHCTBO, HO M KaK 06pa30BaTenbHOE yupeKaeHHe.
3T0 NOMOraeT No-HOBOMY B3IMMAHYTb Ha MHKINIO3UBHbIE MPOrPamMmbl, KOTOPbIE
He OrpaHMYMBaIOTCS aaanTaumelt n obecnevyeHnem oU3NHECKOro U MHGPOPMA-
LMOHHOTO AOCTYMa, HO MOTYT BKJTIOHYaTh B ceBs 0Bpa3oBaTenbHbIE MPOrpam-
Mbl, MPOrPaMMbl CTaXMPOBOK M MOArOTOBKM KAAPOB. DTarn aKTUBHOM PaboThl
MO MOBbLILLEHMIO BUOUMOCTH JIIOAEN C MHBANMOHOCTBIO, anessisiums K IMYHO-
My OMbITY, PACLUMPEHUE TUMOB MHKITIO3MBHbLIX MPAKTUK M yXO4 OT aganTaumm
KaK onpeaensioLei MHKIMIO3MBHbLIE MPAKTUKM LEeSTENbHOCTU CBUMAETENbCTBY-
eT o nepexoge k atany «CnpaseamBocTby. COBEPLUMBLUMIACS NMEPEXOL eLue
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He Obln NOArOTOBMEH CUCTEMATUHECKOM MCCIIefOBaTENbCKOM NPAaKTUKOM, KOTO-
pasi o6o3Ha4MIach Kak OAHO M3 HaMpaBMeHWUI OTAENa MHKITIO3MBHLIX NPO-
rpamm Mose.

B 2020 rogy oThen MHKMO3MBHBLIX MPOrPamMMm MPUHUMAN aKTUB-
HOe y4YacTue B NMOArOTOBKE MEepBOro BbiNycKa Hay4Horo xypHana The Garage
Journal. HecryyaliHO Temol Bbinycka cTanu [OCTYMHOCTb M PaBEHCTBO,
nockonbKy K 2020 rogy myseil cchopmMupoBan CTPATEMMIO Pa3BUTUS MHKIIO-
3MBHbIX MPOrPaMM, MCXOAS M3 KOHLEMLMM Pa3HOOBpasms, MOAYEPKMBAS BaX-
HOCTb OTKPBLITOM MO3WLMM ANS MIOLEN C PA3MMYHBIM OMBITOM — He TOJSIbKO
Ans niofen ¢ uHeanupaHocTbio. Tak, B 2019 roay BHYTpW oThena nosiBUIIOCh
OTAenbHOE HampaeneHue no paboTe C MOAbMU C MUIPALMOHHBIM OMbITOM
M OMbITOM BbIHY}KAEHHOIO nepecernerms. [Ins otaena coTpyaHUHECTBO C XypHa-
7IoM 0BGO3HAYMIMNO HOBbIM 3Tan PedprekCcuM Hag YiKe PeanmM3oBaHHbIMK MPorpam-
MaMK 1 CMOCOBCTBOBANO YKPEMEHMIO KOHLEMUMKM Pa3HOOBPa3Ms Kak OCHOBBI
MHKIIO3MBHBIX MPOrpamm. [MoHMMaHME MHKMIO3MM Yepe3 KOHLEMNUMIo PasHo-
obpazns cnocobCTBOBANO aKTUBHOMY PACLLUMPEHMIO MPOrPamMm, BbIXOLSALLMX
3a npeaenbl NPUBLIMHONM AESTENbHOCTU OTAENA U Pa3BUTHIO KPOCC-CTPYKTYPHBIX
MPOEKTOB.

[MepBbIM B 3TOM Yepepe CTan UMK AUCKYCCuit «HoBas aTuka, cTur-
Ma U HEPABEHCTBO», B PAMKaX KOTOPOro OBCYKAaNUCb BOMPOCHI CTUIMATH-
3aumm, obLLECTBEHHOMO M roCyAapPCTBEHHOro TabyupoBaHus, penpeseHTa-
ums [pyroro, NONMTKOPPEKTHOCTL M IOMOP, NOCTNPaBAA, ABMKeHUS #Meloo
u #BlackLivesMatter (Myseit coBpemeHHoro nckycctea «fapax» 2020a). Linkn
TaKKe COMPOBOXAANCS CEMMHAPCKMMM 3aHSATUSIMM, Ha KOTOPLIX Y Y4aCTHM-
KOB Bblfla BO3MOXHOCTb MPOAOIKUTL 0BCYKAEHUE M YryOUTb CBOM 3HAHMS
B TOM unu nHom obnactn. Gopmat NyGaMHHOM Nporpammel Gbirt 0BYCIOBNEH
HOBUW3HOM TEMbI M OTCYTCTBMEM KOHBEHLMOHASIbHBIX NPEACTABIEHUI O HOBOM
sTuKe. Cnnkepsbl AUCKYCcCcHit Bbinv Noao6paHbl TaKMM 0Bpa3om, YTOOLI ocBe-
TUTb BOMPOC C Pa3HbIX CTOPOH M 0BO3HAYUTL MHOXECTBO acneKToB npobne-
Mbl, MOAYEPKMBAs €e MHOrorpaHHocTb. Hanpumep, Tema rocynapcTBeHHO-
ro U oBLLEeCTBEHHOro TabymnpoBaHuMsl 06CyKAanach CreumManMcTom B ob6nactm
npodpmnaktnkm BUY-uHbekumm, kypatopom npoexta Death Cafe — kny6a
NMo 0B6CYKAEHMIO TEMbl CMEPTHM B Pa3NMYHbIX €€ acreKTax, XyAoKHULeN-de-
MAKTUMBUCTKOM U MEHEIKEPOM MpoeKTa o nogpocTkax «ABOP», saxHerwen
YacTblO KOTOPOTO ABMSIETCS CEKCyaribHOe npocBeLleHne. B pamkax anckyccum
6bIIM 03BYHEHbI MPOTUBOMONOXKHbLIE U HE pa3aensemble GOMbLIMHCTBOM MO3M-
umn. QopmaT LMKnNa NO3BOMMA CO3AaBaTh MONyTOPA4acoBbLIE OHaH-nabo-
paTopum, B pamKax KOTOPbIX OBCYHKAANMCh NPOBNEMbI, CMEKHBIE C MHKITIO3M-
e, YTO MO3BONWIO oTAeNy cobpaTb MHApOPMaLMIO ANs JAanbHENLwEN PaboThl
NMo hOPMYIMPOBAHMIO aKTYarIbHOTO OMPEAENEHUS MHKIO3MM U CUCTEMATH3A-
LM UHKITIO3MBHbIX MPaKTHK.

ELLle oaHMM NMoKasaTenbHbIM MPUMEPOM PACLLMPEHMS FPaHULL Aes-
TENbHOCTM OTAENa MHKIIO3MBHBLIX MPOorpamm siBnsieTcs Hadvatas B 2019 rogy
paboTa ¢ Temon anmaemmn BMY B Poccum 1 mupe. lMepBble warn no nosbi-
LLEHMIO YPOBHSI MHpopMUpOoBaHHOCTM © BMY-mHpekumm 6binv npeanpmHs-
Tbl «[apaXKOM» BHYTPM My3eMHOM KOMaHZgpl. [ns coTpyaHMKoB Gbil NpoBeaeH
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onpocC Ha 3HaHue Ga3oBoM MHdopmauun o BMY-uHdekumn. PesynstaThl
onpoca CBUAETENLCTBOBANM O HEOBGXOAMMOCTH MPOBEAEHMSI MPOCBETUTENb-
CKMX NEKUMI NS COTPYAHMKOB My3esi, MO3TOMy Obina opraHM30BaHa BHY-
TpeHHsist nekums cneumanmcta QoHAa copencTems 3aLumTe 300POBbS M COLM-
anbHOM crnpaBeaMBOCTU MMeHu AHgpes PoinbkoBa. B 2020 rogy «lapax»
NPOACIHKMA PaboTaTb C TEMOM B KAYECTBE OLHOMO M3 HaMpPaBREHWM UHKMIO-
3uBHbIX Nporpamm. CoTpyaHMKam my3es Gbifio NPEANOKEHO CAMOCTOSITENb-
HO BbIOpPaTb HECKONMbKO TeM, CBA3aHHbIX ¢ BUY-uHdekumel, koTopblie pac-
KpbIK cneuuanucTsl PermoHanbHoro 6naroTBOpUTENLHOrO OBLLECTBEHHOTO
chboHaa 6opbbbl co CMNOom «LLarm», npurnaleHHble B Ka4eCTBE NEKTOPOB.
BmecTe ¢ cotpyaHmnkamm QoHga «Laru» Takke Gbina opraHM3oBaHa fnekums
LS MOAPOCTKOB, ABASIOLMXCS YneHamu MornogexHom KomaHgbl «fapakay.
O6LueHMe ¢ NofPOCTKaMU BbISIBUIO NPOBIeMy HU3KOTO YPOBHS OCBEAOMITEH-
HOCTM He Tonbko o BUY-uHdbekumm, Ho Takke o 3gopoBsbe BoobLe. OaHo
U3 BbISBMEHHbIX NPO6Gem ObiNIO OTCYTCTBME CUCTEMATUHECKMX OBCYKAESHUM
TeMbl 340POBbS BHYTPU CEMBM U B LLKONE. Peakumeit Ha npobnemy cTtana pas-
paboTKa Kypca, HanpaBreHHOro Ha MOMOLLb POAMTENSIM B MOAFOTOBKE K pas-
roBopy ¢ pebeHKom-NoApPoCcTKOM o 3a0poBbe. OceHbio 2020 roga cocTosncs
PoauTensckuin kny6 «[uanor ¢ nogpoctkom» (My3seit coBpemeHHOro McKyc-
ctBa «[apa» 2020b), B pamKax KOTOPOro poAMTENM NOAPOCTKOB OBCYKAA-
JIM C ncmxornorom GnaroteopuTenbHOro cooHaa «[letu+», Kak HadaTb U npa-
BMJIbHO BECTW PA3roBOp CO CBOMM PeBEHKOM-MOLPOCTKOM 06 M3MEHEHMSIX,
KOTOpblE C HUM MPOUCXOLAT, O CEKCYanbHOCTH, BPEeLHbIX NMpuBbiukax, BMNY-
Hdpekuun m ap. 1 gekabpsa 2020 roga 6bin nposeaeH MapadpoH MyGAUYHBIX
MEPONPUSITUIT O 3A0POBbE B CMTYauun anugemun BUY (Myseln coBpemeHHo-
ro nckycctea «fapa» 2020c), B pamkax KOTOpOro obcyxaanmch cneumdomka
npobnembl pacnpocTpaHeHns BUY-uHdekumm, ctaTucTuka No mMpy U cTpa-
He, METOAbI MPOMUNAKTUKM M 3a6OThl O 3LOPOBbE, 8 TaKXKE MpPeBpaLleHue
snugemmun BUY B KynbTypHBIi oeHOMEH, OKa3bIBaIOLLMI BIUSHME Ha COBpE-
MeHHoe mnckyccTBo. [ofoBas paboTa C TEMOM BbISBMIIA NMPOBGEMY OrpaHu-
YEHHOCTM ee WCCNIefOBaHMUSI TOMbKO B PAMKaX MHKIIO3MBHBIX MPOrPamm
M noTpeboBana POPMYNIMPOBAHUS HOBOM CTPATErnM PasBUTMSI KaK CaMmXx
NPOrpamm, Tak U B3aMMOAEMUCTBMSA PA3MMYHbBIX CTPYKTYPHbIX €4MHUL, BHY-
Tpu Mmy3esi. PesynstaTom paspaboTkM HOBOM CTpaTeErMu CTano cosgaHue
MCCrefoBaTENbCKOM rPyMnbl, 0GbeAUHMBLLEN COTPYAHMKOB OTAENa MHKMIO-
3MBHBIX MPOrPamMM, M3LATENbCKOrO OTAENa M OTAENa MomneBbiX UCCNeAoBa-
Hui. Co3gaHHas nabopaTopms COCPEfOTOHMMNACh Ha UCCIEAOBAHMM COLMO-
KYNbTYPHbIX aCMEKTOB pacnpocTpaHeHns BMY-nHdbekummn Ha nocTcoBeTCKOM
npocTtpaHcTee. [laHHbIM NpUMeEpP AEMOHCTPMPYET, KaK Ha 6a3e M3Ha4YasbHO
MHKMIO3MBHOM NPOrpammbl DOPMUPYETCS MCCNEAOBATENbCKAs rpynna, oobe-
LMHSIOLLAs COTPYAHMKOB Pa3fiMyHbIX OTAENOB My3es. Takmm oBpa3om, uccre-
[JoBaTenbcKas paboTa NOATOMKHYNA OTAEN K NEPEXOAY K KOHLEMNLUMMU Pa3HOO-
6pazus, crnocobCTBOBaNA MOSIBIIEHUIO HOBbLIX MPOEKTOB, BbIXOASLLMX AANEKO
3a npegenbl NPUBbIYHOIO NOMAS MHKMO3UBHbIX MPOTPAMM. A 3TO, B CBOIO O4e-
peAb, BHOBb 3aCTaBUNO COTPYAHUKOB OTAENA BEPHYTHCS K MOHSATUIO MHKMIO-
31K U AOMOMHWUTH Ero HOBbIMM KOMMEHTAPUSIMM.
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M3meHeHMe BEKTOPA Pa3BUTUS MHKIIO3MBHbLIX MPOrpamm, obbeau-
HeHWe AeATenbHOCTU PasfiMyHbiX oTaenos «fapaxa» Ha ux Gase u paclumpe-
HME MOHSTUS MHKITIO3MM CMPOBOLMPOBaNM OBCYKAEHME CNELMAUKM MHKITIO-
3MBHBIX MPAKTUK B KYNBTYPHBIX MHCTUTYLMSX. [ToHUMaHWe HeobXxoanMmocTH
POPMYNMPOBaHUS HOBOTO MOAXOAA K MHKITIO3UBHBIM MPAKTUKaM, OTIIMYHOIO
OT NMOAXOAA, ABMKYLLErO Pa3BUTHE MHKMIO3MK B KynbType ¢ 2016 roga, ctumy-
NIMPOBArO NPOBEeAEHUE OTAENOM MHKITIO3MBHBIX NMporpamm «lapaxa» coBmecT-
HO ¢ MexayHapogHol nabopaTopmen MccredoBaHUM CoLManbHOM MHTerpa-
umn HNY BLLD JlaGopaTopmu no wmccrefosaHuio pasHooBpasms (Myszen
coBpemeHHoro uckycctea «fapax» 2021). CoTpyaHMYECTBO MPAKTUKYIOLLMX
CMeumarnmcToB Mo MHKIIO3MKU U MCCREAOBaTENEN MHKIIIO3MKM B PamKax paspa-
60TKM OAHOMO MPOCBETUTENBCKOTO MPOEKTA PELLANO 38434y CYLLECTBYIOLLErO
Ha JAHHOM 3Tane Pa3BUTUS MHKIIO3MBHbLIX MPAKTUK Ha MOCTCOBETCKOM MpO-
CTPaHCTBE Pa3pbiBa MEXAY aKaAEMMYECKMM M HayYHO-MEefarorMiecknm Amc-
KYPCOM M MONIEM peanu3aLmmn KOHKPETHBLIX MPaKTHK B KynbType. IlabopaTtopus
6bina HanpaBerieHa Ha Pa3sBUTME MOHWMAHMS LLMPOKOTO CMEeKTPa BOMPOCOB
pa3HoOBpPasns M MHAKOBOCTU B OBLLECTBE, B TOM YMCNE Pa3NMYMif, OTHOCS-
LUMXCS K BO3PACTY, reHAepY, CEeKCyanbHOM OpMEHTaLMM, STHUHECKOM, Penu-
rMO3HOM MPUHALMNEKHOCTH, (PUIMHECKMM M MEHTANIbHbIM OCOBEHHOCTAM
M APYTMM COLMAnbHbIM COCTABMSIOLMM, KOTOPbLIE BIIMSIIOT Ha KOHCTPYMPO-
BaHWe MAeHTUYHOCTMU. Llenblo Kypca Gbino obcyxaeHue 1 pa3paboTka MeTo-
[OB COLIMArbHOMO B3aMMOLEMCTBUS B YCIIOBUSIX Pa3HOOBpa3msi, XapaKTep-
HOro Ansl NPaKTUYeCKU NMioboro coBpemeHHoro obuectea. [pu paspaboTke
nporpammel Jlabopatopmm cotpyaHukn Myzes «lapax» M MexayHapoaHoM
nabopatopumn MccrenoBaHuit coumansHomn uHterpauumn HAY BLUD opueHTu-
[POBaNMCh Ha CMELMaNIMCTOB MHKITIO3MBHBIX MPAKTUK B 0BacT1 o6pa3oBaHus
M KyMbTYpbl, 8 TaKXKe Ha CTYAEHTOB W MOMOAbLIX MCCIIEAOBATENEMN, UHTEPECY-
IOLLIMXCS OAHHOM TEMOM.

BTopoit 3anyck nabopatopun o6beAMHMI OMBbITHBIX Creuuanm-
CTOB B cchpepe peanusaumm MHKIIO3MBHBIX MPaKTMK. BcTpeun Obinu pasge-
NeHbl HA TEOPETUYECKYIO M MPAKTUYECKYIO YacTH, OAHAKO AMNsi peanusaumm
NPAaKTUYECKOM YacTH y4acTHMKam JlaBopaTopmm 6bino NpeanoXKeHO CamoCTo-
ATenbHO noaobpaThb PsiA KEMCOB AN OOCYKAEHMS B XOAe ABYX MECALEB (PYHK-
LMOHUpOBaHMs nabopatopumn. Takum obpaszom, 6bino nogobpaHo 16 keit-
COB, OBCY}AEHUE KOTOPLIX BLISIBUIIO PSA NPOBRem, NPOSIBUBLLMXCS Ha dhoHe
CYLLIeCTBYIOLLErO MPOTUBOPEYMS YCTAPEBLLIErO M OrpaHWYEeHHOrO MOAXOAA
K MOHMMAHMIO MHKITIO3MM KaK MPEefOCTaBNEHUs JOCTYNa M aKTMBHOIO pocTa
W Pa3BUTHS MHKITIO3MBHBIX MPAKTUK B KYJIBTYPE, Y€ HE BrMCbIBAIOLLMXCS
B MPMBbIYHbIE CTPATErMK MHKMIO3MKU. OfHUM M3 TaKMX OBCYIKAEHMI cTana anc-
KYCCUSt O COOTHOLLEHWM cTpoUTeNbHLIX Hopm 1 npaeun (CHulMos) u yHueep-
canbHoro ausaiHa (HaumoHanbHbIM MccnesoBaTenbekuin yHmsepcuTeT... 2021).
lMnoTesa, BbIABMHYTas B Havane ooOcyaeHus, Obina chopmynmpoBaHa cnegy-
oMM OBPAa3OM: peanm3aums NPUHLMMNOB AOCTYMHOCTH, 3aC0PUKCUMPOBAHHbIX
B Ka4ecCTBe CTPOMTEMbHbIX HOPM W MPAaBWM, HE O3HAYAET CO3LAHMS MHKIIIO-
3uBHOM cpepbl. OfHUM M3 KPUTEPUEB MHKITIO3UBHOCTM ABMSIETCS YHUBEPCASlb-
HocTb (Steinfeld and Maisel 2012). MmeHHO NMO3TOMy CO3AaHME MHKITIO3UBHOM
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CpeAbl He CBOAMTCS TOMbKO K peanusaumu NPUHUMMIOB AoCTynHocTH. Ha npu-
Mepe KamnaHui no obecrneveHuIo JOCTYMHOCTU JIIOASM C MHBANMMAHOCTBIO, pea-
M3yembix B ropogax Poccum, 6bino BbISIBIEHO HECOOTBETCTBME 3TMX Kamna-
HWM MPUHLMMNAM YHUBEPCANBHOCTM U MHKIMIO3MBHOCTU. OfHUM 13 OBCYHAAEMbIX
B PaMKax BCTPEUM KEMCOB Bbifia KammnaHMs No o6ecneyeHuUIo POCCUMCKMX ropo-
[OB TaKTUIIBHOM MIIMTKOM, MO3BONSIOLLEN co34aTb YAOOHYIO Ans nepemelle-
HUSI HE3PSHMX NIoAEN rOPOACKYIo cpeay. [pobnema Kelca 3aKniovanach B TOM,
YTO, HECMOTPS Ha MOBbILLEHME YPOBHS AOCTYMHOCTU YU, 4J1s1 HE3PSHMX JTIOLEMN
NMOCPEACTBOM YCTAHOBKM TaKTMIIbHOM MIIMTKM, FTOPOACKAas CPefa He MOXKeT
CYMTATLCS MHKITIO3MBHOM, MOCKOMbKY YCTAHOBKA MIMTKM BEAET K TPYAHOCTSIM
nepemeLLeHns Noaen, NepesBUraloLLMxcsl Ha MHBANMAHOM KOMSICKe, poauTe-
neN C AETbMM B KOMSICKaX, MIOAEN, MepenBUraloLLMXCs Ha PONMKOBbLIX KOHb-
KaXx, cKeMTOopaax, camoKaTtax u np. bonee Toro, npu TemnepaType HuKe Hyns
Ha MAMTKax 3a4acTylo 0BpasyeTcs rononea, YTo AenaeT NIMTKY HeGe3onacHoM.
OCHOBHbIM BLIBOAOM OBCYKAEHUS CTano yTBEPKAEHWE HEBO3MOXHOCTM CO3-
LaHWsi UHKITIO3MBHOM cpefbl 6e3 0BpaLLeHMs K MPUHLMMIaM YHUBEPCANTbHOCTH,
YTO BrOMHE eCTECTBEHHO MAcLUTaBMPYeTCsl Ha BCE WMHKITIIO3MBHbIE MPOrPam-
Mbl: OT 0BecrneyeH1s apPXMTEKTYPHOM JOCTYNHOCTM A0 peanm3aLmu obpa3oBa-
TenbHbIX Nporpamm. Brpoyem, noHsiTMe yHMBepCanbHOro AusaiHa B o6paso-
BaHWM Y3Ke [OBOJSIbHO MPOYHO YKOPEHUIIOCH B KAYECTBE OAHOMO U3 MPUHLMMOB
peanusaummn MHKMIO3MBHBIX OBpa3oBaTenbHbix nporpamm (Meyer, Rose and
Gordon 2014). OBcysaaemblit KEMC AEMOHCTPUPYET HECOOTBETCTBME APYr
OPYry MPaKTUK, XapaKTepHbix 4nist atana «ocTyn», U NPaKTUK, COOTBETCTBYIO-
Lwmx 3tany «CrpaBeAnmMBOCTL», KOTOPbIE CMEAYIOT MPUHLMMAM YHUBEPCAIbHOTO
AusaiHa. JaHHbIi npumep HarmsAHO MOKa3bIBAET MPUHMHBI MePEeXoaa OT OLHO-
ro 3Tana K SPyromy B CUITy OrpaHMYEHHOCTU MHCTPYMEHTOB MepBOro.

OpHaKo HeCMOTPsi Ha KPUTUKY MHCTPyMeHTapus 3Tana «[ocTyn»
MHOTME KyNbTYPHbIE MHCTUTYLUMM, BKIlodas Myzei «[apax», COXpaHsIioT noru-
Ky 3TOro 3Tamna BO BHYTPEHHelN CTpykType paboTbl. Kak yxe Obino ckasaHo
BblLLIe, OTBETCTBEHHOCTb 33 Peanm3aumio MHKMIO3MBHbLIX MPOrPamm B POCCHMI-
CKMX KYTNBTYPHbIX MHCTUTYLMSIX JIOKMTCS HA OTAENbHbBIX COTPYAHMKOB, 3a4a4eM
KOTOPbIX SIBMSIETCS BbICTPaNBAHUE MPAMOTHOM KOMMYHUKALMKU C APYTMMM OTAE-
NIaMM, 3aHMMAIOLLIMMMCS BBICTABOYHOM, MPOCBETUTENBCKOM, HAYYHOM AesTenb-
HOCTSIMM, 8AANTALMS Y3KE FOTOBbLIX MPOEKTOB UK COBMECTHOE MaHMPOBaHWe
peanM3aumm UHKITIO3MBHBIX MPUMHUMMIOB BHYTPMU 3TUX MPOEKTOB M KOHTPOSb
3@ UCMONTHEHMEM STUX NMPUHLMMOB. [TpobnemaTnyHOCTb NOAOBHOrO pacnpe-
JeneHns oBsi3aHHOCTEN OBHAPYKUBAETCS UMEHHO B OLEHKe (HE)COOTBETCTBUS
MHKITIO3MBHBIX MPOrPamm MPUHLMMNY YHUBEPCANbHOCTU M, CIEfOBATENbHO,
noruke stana «CnpasegnmeocTby. Nofgo6HOe YCTPOMCTBO BHYTPU MHCTUTYLMM
cnocobcTByeT pa3paboTKe psAa MPOEKTOB, HE PACCMATPUBAEMbIX U3HAYASTb-
HO KaK MHKJTIO3MBHbIE, AOCTYMHOCTb KOTOPbIX OTAAETCH HA OTKYM KOHKPETHBIM
COTPYyAHMKaM. TaKuMe MPOEKThl B JyYllem Cllydae afanTuMpyioT, B XyALLem —
npm3HaioT HegoCTynHbIMU. OQHMM M3 BO3MOMHBIX PELLEHMI TaKOrO POAA KOH-
PIIMKTOB MOXET MOCIYXMUTb BHEAPEHWE MHKIIO3MK KaK OAHOM U3 LIEHHOCTEN
MHCTUTYLMM U pacrpefernieHme oTBETCTBEHHOCTH 38 Peaniu3aLmio MPUHLMMNOB
MHKIIO3MM MEXKAY BCEMM CTPYKTYPHBIMU EAMHULAMM MHCTUTYLIMM.
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Ele ogHMMm Kelicom ans obcyxaeHms B pamkax JlabopaTtopum ctan
npoekt «Ob6naKka pasHbiX Pa3MepoB U LBETOB» [MonMTEXHMYECKOrO My3es,
peanusyembiit COBMECTHO C MHTErpaumMoHHbIM LEHTPOM «TaKMe e LeTH»
v npu nogaepxre Pegepaunn murpantos Poccun. «Ob6naka pasHbix pasme-
POB M LBETOB» — 3TO CTYAMSI AN AETEM U MOLPOCTKOB C OMbITOM MUIPALMM.
Y4acTHUKK CTyaum

«M3yHalOT My3eiHble MPeAMETbl, PUCYIOT M CO3AAIOT MYINLTCOMUIbMBI HA OCHOBE MCTOPWMIA, KOTOPbIE
NPUAYMbIBAIOT camu. A BMeCTe C POAMTENSMM CO3AAIOT TeaTpasibHYIO MOCTaHOBKY — pedpneKcuio

Haj OMbITOM BCTPaMBaHWs B HOBYIO KynbTypy» ([lonmtexHudeckuim mysen 2021).

HecmoTps Ha TO, YTO MPOEKT YCMeLLIHO PeanusyeTcs, B XOAe AWC-
KYCCUM ObINK NOAHSATHI BOMPOChI BO3MOXKHbBIX TPYAHOCTEN MPUBIEYEHMS TaKOM
ayauTopumn. Bbinu BbIABMHYTHI pa3fiMyHble NMPELNONOKEHUS KacaTebHO Npu-
YWMH OTCYTCTBUS Y peBeHKa UK NMOAPOCTKA BOZMOXKHOCTM ANS MPUHSTUS yda-
cTusi B cTyamu. K HUM oTHecIm HeoBXoAMMOCTb MOMOLLM POAUTENSM B BEAEHWM
LOMALLIHETO XO351MCTBA M 3a060Te O YNIEHAX CEMbM, YPOBEHb BAAEHMS SI3bIKOM,
HefoBEPUE K OpraHM3auMm U npod. PelleHus, NpesnoKeHHbIE yHaCTHUKaMM
JNaGopaTopuu, Kacanucb BHEAPEHUS UHKMIO3UBHBIX MPAaKTUK, Pearnm3yemblx
Ha 6a3e KynbTypHbIX MHCTUTYUMM 1 HKO, B 06ieobpaszoBaTenbHbie yupexae-
HUS B Ka4ecTBe (PaKyNbTaTUBHbBIX, JOCYrOBbIX 3aHATMI. TakMm 0B6pa3om, ofHa
M3 BO3MOXKHBIX CTRATEMMM PA3BUTHS MHKITIO3UBHBIX MPOrPaMM B apT-MHCTUTY-
LMsIX — 3TO YBENUYEHUE YMCa NMPOCBETUTENBCKUX MPOTPaMM M UX BHeApe-
H1e B 06PAa30BATENbHYIO CUCTEMY, HE NIULLEHHYIO NaKyH B BOMPOCax couma-
M3auMK U OByHeHUs NMIOAEN, KOTOPblE UCMLITLIBAIOT TPYAHOCTH BKIOYEHMS
B CMCTEMY WMNK BCE ELLEe OCTAlOTCS UCKIIOYEHHbIMK 13 Hee. [TogoBHoe pelue-
HMe TakxkKe criegyet noruke stana «CnpaBeanuBOCTbY, YTO, OAHAKO, KOHPMMK-
TYeT C NIOrMKoM 3Tana «[JocCTyn», COXpaHSOLWENCS Ha YPOBHE BHYTPEHHEMN
CUCTEMBI U KAAPOBOM MOMUTUKM MHOMUX MHCTUTYLMIA.

AHanuz nporpamm, peanusyembix Ha 6aze Myzesd «lapak», MoKasbl-
BAET, YTO OHW PA3BMBAIOTCS CXOKMM OBPA3OM C AMEPUKAHCKMM OMbITOM Pa3BM-
TUS ABUMKEHUI 3@ NPaBa NIoAel C MHBANMAHOCTBIO, ABMrasick oT aTana «JocTyn»
Kk atany «CnpaBeanueocTby. A paBGoTa OTAENa UHKITIO3UBHbLIX MPOMPAMM MOXKET
6bITb NpefCcTaBneHa B BuAe N1abopaTopuM MO MCCHELOBAHUIO MPUMEHMMOCTH
3apyOEKHOrO OMbITa B POCCUMIMCKOM KOHTEKCTE. Takske 3Ta «/1labopaTopmsiy 3aHU-
MaeTcs Pa3paboTKOM aKTyarlbHOrO OnpeaeneHus MHKIMIo31M, COOTBETCTBYIOLLIMX
STOMY OMpPefEneHMIO U POCCUIMCKOMY KOHTEKCTY MPOrPamMm, CUCTEMATM3aLMEN
MHKITIO3UBHBIX MPAKTUK, 8 TAKXKE aHaNM30M HaCNeAUsi COBETCKOM Mefarormku
M OCTAIOLLIEMCS aKTyanbHOM AJ1S MHKITIO3MBHOIO AMCKypca B Poccmn mepmumH-
CKOM MOZESNM MOHMMaHMsS nHBanmMaHocTH. MNMepexoa k stany «CnpaBeanMBocTb»
3acCTaBnsieT 3a4yMaTbCs O CTPATErMSIX PasBUTMS MHKIIO3MBHBIX MPOrPamm
B My3ee. BO3MOXKHBIM peLLeHMEM MOXKET CTaTb AasibHEMLLEE Pa3BUTHE MO MOAE-
m «JocTtyn-Cnpaeegnueoctb-[leiicTere» — wnm pa3paboTKa HOBOM MOZENM,
[OMOSHSIOLLIEN COBPEMEHHDBIA MHKITIO3MBHBIN OMCKYPC M KPUTUKYIOLLEN CyLLie-
CTBYIOLLME TEHAEHUMM BHYTPM 3TOMO AUCKYPCA.
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BosmorkHble cTpaTerum pasBUTUSI MHKIIO3MBHBIX Nporpamm Myses «lapaxk»

AHanus pasBUTHS OBMKEHMS 3@ NPaBa Joae ¢ MHBANMUAHOCTBIO U COOTBET-
CTBYIOLLMX 3TOMY Pa3BUTUIO TPAHCOPMaLMI MOAXOAOB K MHKITO3UBHBIM
NPAKTMKaM, CPaBHEHME MPOLECCOB, MPOUCXOAALLMX BHYTPM Myses «lapax»
C OBLLEMUPOBBLIM KOHTEKCTOM, @MEPMKAHCKUM U POCCUNCKMM KOHTEKCTaMM
MO3BONSAIOT CPOPMYNUPOBATL CTPATEMNMM AATNbHENLLETO Pa3BUTUSI MHKITIO3MB-
HbIX MPOrPaMM.

1. BknioveHune uccnenoBaHuii B 0611acTi MHKAIO3UMM B HaYYHYIO AesiTeNb-
HOCTb My3esl.

MccnepoBaHue NpoaemMOHCTPUPOBANO, YTO OTAEN MHKIO3MBHBIX MPOrPamm
MOXET BbICTYMaTb B PONU UCCIIEA0BATENBCKOTO Xaba, DOPMMUPYIOLLErO aKTY-
anbHYIO MHKIIO3UBHYO nosecTKy. HakonneHHsiit ¢ 2015 roga onbiT npose-
LEHUS MHKIIO3UBHbBIX MPOrPaMM U MOCHEAYIOLLEro aHanm3a 3TUX NPOorpamm
MO3BOMSET CUCTEMATU3UPOBATL 3HaHMSI 06 MHKIIO3MMU B LIEMOM U crieundomnke
VHKJTIO3MBHbBIX MPAKTUK B POCCUMACKUX apT-MHCTUTYLUMSX B YaCTHOCTH. OnbIT
COTpyAHMYeCcTBa C KomaHaom xypHana The Garage Journal 1 opraHusaumm
JTabopaTopuu No nccnefoBaHMIO Pa3HOOBPa3Us AEMOHCTPUPYET aKTUBHbIN
POCT NPOrpamMm, paHee He BKIIOYaBLLUKMXCS B NPUBbBIYHYIO eATEeNIbHOCTb Mmy3es
(umkn auckyccmi «Hoas 3TMKa, CTUrMa M HEpPaBEHCTBOY», MapachoH ny6smy-
HbIX MEPOMPUATMI O 340POBbE B CUTyauuu snmgemmmn BUY, umkn ny6nmd-
HbIX meponpusaTuit «MyxumHa VS myxecTBeHHOCTb. [peAcTaBneHms o MacKy-
mmHHocTH B XXI Beke»). PazeuTue nogobHbIx nporpamm nossonset «fapaxmy»
pacLMpsTb CBOM (PYHKLMM KaK areHTa CouMasnbHbIX M3MEHEHMI M HaKanu-
BaTb MaTepuarsn Ans AasribHEMLLIEro M3yveHmsl OBLLECTBEHHbIX MPOLECCOB, BIM-
SHME Ha KOTOpbIE OKa3bIBAET M cam My3ei. MccnefoBaHus B 06nacTi MHKIO-
3UM TaKXKe MO3BOMSIOT aKTyanu3MpPOBaTh MNPOBEMBI, BO3HUKAIOLLUME B XOAE
OBLUMX MPOLIECCOB AEMOKPATU3aLMM My3EEB, @ METOAONIOTUS, MPUMEHSIEMAS
B XOA€ peanu3aLmit MHKMIO3UBHBLIX MPAKTUK, — pa3pabaTbiBaTb HOBbIE peLLe-
HUSI 3TUX NPOGNEM.

2. BHeppeHHe MHKNIO3UBHOM NIOrMKK B 06pasoBaTenbHbie NPOrpamMmbl

M NPOrpammbl CTAKMPOBOK, NPOXOAsLLMX Ha Gaze myses.

lpynnoeas paboTa B JlaGopaTopmm No nccrnesoBaHMio pasHoobpasns No3Bo-
nuna cpopMynupoBaTh PS4 NPOBIEM, C KOTOPbIMU CTaSNIKUBAETCS COBPEMEH-
HbIA My3eM, BHEAPSIOLWMIA MHKITIO3MBHbBIE NMPOrPamMmmbl B CBOKO AEATENbHOCTb.
B cucteme obuiero o6pa3oBaHUs M MOAFOTOBKM KaAPOB ObiiM BbiSIBNEHbI
JIaKYHbl, KOTOPbIE OrPaHMYMBAIOT BO3MOXKHOCTM My3€esi MPUBIIEKaTb B Kade-
CTBE ayAUTOPUM M COTPYAHMKOB SIOLEMN, OCTAIOLLMXCS UCKIIOYEHHBIMM U3 3TOM
cucTembl. BO3MOXKHBIM peLleHMem AaHHOM Mpobrembl MOryT cTaTb 0Opa3o-
BaTeNbHbIE MHWMLMATUBLI, MPWBREKAIOLUME AYAUTOPUIO YEpPes3 arnbTepHaTUB-
Hble 0BPA30BaTENbHbLIE MPAKTUKM M MPOTPAMMbI MOBLILLEHUS KBaNMAUKALMM.
MpoekTbl Nogo6HOro THMNa He TOMbKO YBESTMHMBAIOT YAESbHbIM BEC COLMArbHO-
OPMEHTUPOBAHHBIX MPOEKTOB B KYJIETYPE, HO TaKXKE MO3BOJIAIOT PaCLUMPSITh
NosIIbHYIO ayamTopuio My3est. Bonee Toro, BHeapeHMe MHKITIO3MBHBIX MOAXOLOB
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B ob6pa3oBaTesibHble MPOrPammbl MOAFOTOBKM KYPaTOPOB M BbICTABOYHbIX
MEHELXKEPOB MOTyT CMOCOBCTBOBATL MOSIBNEHUIO HOBOMO THMa apT-UHCTU-
TYLMIA, COOTBETCTBYIOLLMX MPEASIOKEHHOMY Ha koHdpepeHumn MKOM B 2019
roAy, OAHAKO MOKa He MPUHSATOMY OMPEAENEHUIO My3es:

«My3en — 3TO [EMOKPATU3IUPYIOLUMECS, MHKIIO3MBHbIE M MOMUMPOHUYECKME NPOCTPAHCTBA
AN KPUTMYECKOTO Auanora o npoLunom 1 Gyayliem. MNpusHaBas v peluas KOHPIUKTLE U NPoGnembl
HaCTOSILLEro, OHU [OBEPSIOT apTedpakThl U 06pasLbl OBLLECTBY, XPaHAT Pa3HOOBPa3Hylo MamsiTb
Ans 6yAyLmMx MOKONEHMIM M rapaHTUMPYIOT PaBHbIE MpaBa M PaBHbIM JOCTYM K Hacneauio Ans BCex

nioge» (umT. no PomaHosa 2021: 64).

3. CaMoyHMUTOKEHME OTAENa MHKITIO3MBHBIX MPOrPamMm M macLuTabuposa-
HUE MHKITIO3UMBHOTO NOAXOAA Ha AEATENbHOCTb BCEX MY3E€MHbIX CTPYKTYP.
Mogenb pa3BuTUS ABMMKEHUS 3a NPaBa Nodei C MHBANMUAHOCTLIO AEMOHCTPU-
PYET OrpaHUYEHHOCTb NOAXOMA «MHKITIO3MSI PABHO AOCTYM» B MpoLuecce pas-
PaBOTKM MHKIMIO3UBHBIX Nporpamm. Peanusaums npuHUMNOB CnipaBeanuBO-
CcTn TpebyeT obpalleHms K MHAUBUAYANTbHOMY OMbITY KaXXLOro MOCETUTENS,
a crnepoBaTenbHO, NPSIMOTo Auanora ¢ HUM. [poucxogsiume B COBPEMEHHOM
My3€ee MpoLeCcChl AeEMOKPATU3aLUN, FOPU3OHTANU3aLMM OTHOLLEHUIM KaK BHY-
TPU CaMOro My3esi, TaKk U C MOCETUTENSIMU U XYLAOKHMKAMM, @ TaKKE CTaB-
Ka Ha NapTULMMNATOPHOCTb BCE eLLe CYLLECTBYIOT B OTPbIBE OT MHKITIO3MBHBIX
Nporpamm, JaBHO BbILLEALLMX 3@ NPEAENbl MPaKTUK Mo oBecnevYeHuio JoCTy-
na. CerogHs npuHumn guanora ¢ nocetutenem B Mysee «lapas» ocmbicnsercst
Yepes npaxkTukmn meauatopctea (PomaHosa 2021), ogHAKO AMANOr KaK KOMMY-
HUKaALMOHHAS CTPaTErnsi COBPEMEHHOIO My3esi COOTBETCTBYET U MPUHLMMAM
WHKIMIO3MU. Y MHKITIO3UBHBIX MPOrpamm CErofHsi eCTb MHOIO OBLLEro C aKTy-
anbHOM My3eMHOM MOBECTKOM, KOTOPYIO POPMYIMPYIOT KYPaTOpPbl, BbICTABOY-
Hble, 0BOpa3oBaTeNbHbIE U APYyrMe OTAENbl, U 3TU NepecedeHusi CnocobCTBYIOT
TeCHOM paboTe MHKMIO3MBHOMO OTAENA C APYrMMM NMPOrPaMMamm myses, pas-
BUBAIOLLMMM MOAXOL, B3AMMOOTHOLLIEHWNIA, OPUEHTUPOBAHHBIN HA MOCETUTENEN.

1. CywecTByeT 06bEMHbIN CMUCOK PaboT, mccrepyowmx o06o3HaYeHHbIe
npouecchl. 34ecCb NPUBOAUTCS NMULLb Hebonbluasi 4acTb 3TOrO CMMCKa.
BbiGop AaHHbIX PaboT s yCTaHOBIIEHWS MPaHML, AUCKYPCa O TeHAEHLM-
AX B XYAOKECTBEHHOM MHCTUTYLIMOHANBHOM CUCTEME CBSI3aH C AOCTYMHO-
CTbiO AaHHBIX UCCNEAOBaHMI ANsl PYCCKOsA3bIMHOTO YuTaTens. MNoapobHo
O CITYHMBLUMXCS MOBOPOTAX Ha PYCCKOM si3blke JOCTynHbI: Byppuo (2016),
CavimoHn (2017), Buwon (2018), BenmwkwmHa n Knunuyk (2021).

2. B 2020 ropgy coctosancs cumnosmym 2-ro KypaTopckoro chopyma
«O6pazoBaTtenbHblit pa3BopoT. KTo eLle NponsBoanT 3HaHMS B KyNBTYype?».
B pamkax cumnosmyma GbiNio MPEfIoKEHO OCMBICITUTL heHoMeH 0Bpa3o-
BaTESbHOIO MOBOPOTA C MO3ULMU KHEBUAUMBIX» COTPYAHMLL M COTPYAHUKOB
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obpazoBaTenbHbiX oTgenoB. CMMMNO3MYM CTan MEPBbLIM MEPOMPUATUEM
nogo6bHoro macwTtaba, OCBeLLaloWMM MPoBnemy Ans PYCCKOA3bIMHOM
ayauTopmm.

3. CornacHo lMpurkasy MuUHKUCTEPCTBA 34PAaBOOXPAHEHMS M COLMASIBHOIO
pa3eutms PO ot 16 mas 2012 r. Ne 547H «O6 yTteepxaeHun EgunHoro kea-
JIMPMKALMOHHOTO CMPAaBOYHMKA AOSMKHOCTEN PYKOBOAMTENEN, Crieuma-
JIMCTOB U chy)awmx», pasgen «KBanudukauMoHHbIE XapaKTepPUCTUKM
LOMKHOCTEM CMELManUCTOB, OCYLLECTBASIOWMX paboThl B cdhepe nepe-
BOAYECKOMN [EATENIbHOCTU», TEPMMHbBI «CYPAOMEPEBOAYMK» U «TUdpo-
CYpPAOMNepeBOAYMK» YTPATUNM CBOE 3HAYEHME B CBSA3M C YTBEPKASHMEM
KBaNMMPUKALMOHHOM XapaKTEPUCTUKKU NMEPEBOLHMKA HKECTOBOro Si3blKa
U NepeBoAYMKa-AaKTUIONOra.

4. [ns 3Toro MyseiHble MPOCTPaHCTBa OBOPYAYIOT MaHAycamM, nuddpTamm,
Tyanetamu Ansi NOfeN C MHBANMAHOCTbIO, CBETOBLIMM MOXKAPHbLIMKM OMO-
BELLATENSIMM, aBTOMATUHECKUMM ABEPbMMU U MPOM.

5. B Tom 4mcne onbiTa MOCKOBCKMX My3€€EB, PeanmayioLmx NPaKTUKM no obe-
CreYeHmIo JOCTYMHOCTU NIOASIM C MHBANIMAHOCTBIO YXKe HECKOMbKO Aecsi-
TUnetTui. locyaapcTeeHHbIM [apBMHOBCKMIA My3elt ByKBaNIbHO C OTKPbLITHS
B 1907 rogy NO3ULMOHUPOBANCS KaK MHCTUTYLMS ANS LUMPOKOM ayAUTOPMH,
B TOM YMCrie Ansa nogem ¢ uHeanmaHocTbio (JapeuHoBckuit myseit 2016).
Mapus lpuropbeBHa [lpe3HrHa — CTapLUMiA HAY4YHbIM COTPYAHMK OTAena
3CTETUYECKOrO BOCMUTaHMS AeTei u toHowecTea — ¢ 2000 roga peanusy-
eT 3aHaTus no apt-tepanmu B TMUM um. A.C. Mywkuna (OpesnmHa 2019).

6. DTa oblemupoBas TeHAeHUMs Obina 3aKpensieHa B MPeAsoXKEHHOM
MexpayHapogHbim coseTom mysees (MKOM) B 2019 rogy, ogHako noka
He MPWHSTOM, onpeaeneHnn myses: «Mysen — 3TO AEMOKPaTUIUPY-
lOLLiME, MHKIIO3MBHBIE M MONMAPOHUYECKME MPOCTPAHCTBA, CO3AaHHbIE
LNS KPUTUYECKOTO OCMBICTIEHMSI M OBCYKAEHMSI NPOLUNOro M ByayLuero.
OTBeyas Ha TEKyLUME KOHPIIMKTbI U BbI3OBbl BPEMEHM, My3€M COXPAaHSIOT
Ans oOLLecTBa 3TaloHHbIE apTedpakTbl M MPeAMETHI MCKYCCTBa, obepera-
IOT M MEPEeSaloT CMEAYIOLLIMM MOKONIEHUSIM UCTOPUYECKYIO NamsiTb 1 obec-
MeyYnBaloT pPaBHblE MPaBa M PaBHbIM AOCTYN K KyMbTYPHOMY Hacneamio
Ans Bcex nogen. Myseun CyLLecTBYIOT He pagu npubbinu. Mx peatens-
HOCTb OCHOBaHa Ha MPWMHUMMNAX NapTULMIaLMM U NPO3PaYHOCTM U CTPO-
UTCSl BOKPYF aKTMBHOMO COTPYAHMYECTBA C Pa3fIMYHbIMM COOBLLECTBAMM.
PaGoTtasi BO MMs 4YenOBEYECKOro AOCTOMHCTBA, COLManbHOM CrpaBeanu-
BOCTM, rnobanbHOro paBeHCTBa M Grnaronosnydms B maclutabax MiaHeTh,
MY3€eM aKKyMYIIMPYIOT, XPaHSIT, M3yHaloT, MHTEPMPETUPYIOT M SKCTIOHUPYIOT
camble pasHble NpeacTaBneHms o mupe» (umt. no Metpos 2019).

7. O60CHOBaHME U LEMOHCTPALMS BAUSHUS aMEPMKAHCKOrO OrblTa M KOH-
Lenuuun pasHoobpasmsa Ha MHKO3MBHbIE nporpammbl Myses «lapax»
npeacTaBneHbl B paboTe «[loHMMaHMe M peanusaumsi MHKIIO3MK B POC-
cuitcknx myseax» (LLekoumxuHa 2020a).

8. [loapo6HO O BAMSHMM KOHLEMLMKM Pa3HOOBPAa3Us Ha MHKITIO3UBHbIE MPaK-
THKK B My3esix nuweT Jlopa-OamuT KonmaH B pabote «[loHMmaHue u BHe-
IpeHue uHKkmo3sum B mysesix» (Coleman 2018).
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9.

B TekcTe HamepeHHO He MCMOoMb3yeTcss POPMYNUMPOBKA «COOOLLECTBO
flofen C MHBANMAHOCTBIO», MOCKOSMbKY BbIAENEHWEe Niojer C MHBanua-
HOCTbIO B OAHY FPyMmny He COOTBETCTBYET peanibHOMY MOMOXEHMIO Aer.
JTioan ¢ MHBaNMAHOCTBIO MOTYT ObITb MPUYACTHBI, @ MOTYT He OblTb NPU-
YacTHbl K ABMMKEHMIO 3a MpaBa fojei ¢ uMHBanugHocTblo. bonee Toro,
CYLLEeCTBOBaHME AKTUBHbLIX CAMOOPraHM3aLUMi Mo 3alumMTe Mpae nogen
C MHBaNMAHOCTbLIO He SBMSIETCS OBLLEMMPOBLIM PEHOMEHOM M KacaeT-
CSl KYMbTYPHO-MCTOPUHECKOTrO M MOSIMTUHECKOrO KOHTEKCTa NULLb YacTU
rocypapcts. Ko Bcemy npoyemy, BaKHO 3aMETUTb, YTO HENOBEK MONKET
OnpenensiTb, 8 MOXET He OnpeaensiTe ceBsi B Ka4eCTBe YeroBeKa C MHBa-
nupgHocTblo. B pasgenax o ABuKeHMM 3a mpaBa Niojen C MHBaNMAHO-
ctoio B CLLIA v disability art kak oTaenbHoro HanpaeneHus B UCKycCTBe
peyb MAET O NIOASX C MHBAMMAHOCTbIO, OTHOCSLLIMM CaMMX CeBsi K TaKo-
BbIM M K MOMMUTUYECKM M OBLLECTBEHHO AKTMBHBIM OPraHM3aLmsm, Les-
TENbHOCTb KOTOPbIX HAMPaBMeHa Ha 3aLMTy U pacLUMpPeHUe NpPaBs Mogem
C MHBaNUAHOCTBIO.

. CriegyeT oTmeTHTb, 4TO 3Tan «JocTyr» xapakTepeH Ans MobbiX HU30-

BbIX MHULMATUB, HAaMPAaBIEHHbIX HA PACLUMPEHME NPAB, MOCKONbKY MMEHHO
npo6nema HEAOCTYMHOCTU SIBMISIETCS KATaNM3aTOPOM POCTa HEAOBOMLCTBA
CpeAn Tex, KTO He MMEET JOCTyNa K KaKOMy-IMGO TUMy OBLLECTBEHHBIX
6nar.

[LaHHyto OHNaMH-BEPCHIO MOXHO HaMTH no agpecy: https:/americanhistory.
si.edu/disabilityrights/welcome.html.

. Heknapauueit 6bi10 MPOBO3MMALLIEHO, YTO «KAXAbIM PeBGeHOK MmeeT

OCHOBHOE MPaBO Ha 0BPa30BaHUE M OOMKEH MMETb BO3SMOXKHOCTb MOJTy-
YaTb U MOALEPKMBATL MPUEMIIEMbIN YPOBEHb 3HAHMIM; Kaxabli pebe-
HOK MMEET YHMKarbHble 0COBEHHOCTH, MHTEPECH, CMOCOBHOCTH U y4eb-
Hble MOTPEeBHOCTH; HEOBXOAMMO pa3pabaThiBaTb CUCTEMbI OOPA3OBaHUS
M BbIMOMHATb OOpa3oBaTENbHbLIE MPOrPamMbl TaKMM OBPa3oOM, YTOObI
NPMHMMaTb BO BHMMAHME LUMPOKOE pa3Hoobpasne 3TUX OCOBEeHHO-
CcTel U NoTpebHOCTEN; NMLUa, MMeloLLMe Ocobble NoTpebHOCTH B obna-
CTM 06pPa3oBaHMs, LOMKHbBI MMETb JOCTYMN K OOy4YeHMIO B OObIYHBIX LLIKO-
flax, KOTOPbIE AOMKHbI CO34aTb MM YCIOBUSI HAa OCHOBE MeJarorM4ecKmx
METOLOB, OPUEHTUPOBAHHBIX B MEPBYIO O4Yepeab Ha AETEM, C LENbiO YAOB-
JIETBOPEHUS ITUX MOTPEBHOCTEM; OBbIMHbLIE LUKOSbI C TAKOM MHKITIO3MB-
HOM opUeHTaLMel SBNSIOTCS Hanbornee acppeKTUBHBIM CPencTBOM 6opb-
6bl C AMCKPMMUHALMOHHBIMKM BO33PEHUSAMM, MOCTPOEHUS MHKITIO3UBHOIO
obuectBa 1M obecriedeHns obpazosaHua ans Bcex» («CanamaHKckas
nekrnapaums...» 1994).

BaxHo otmeTuTb, UyTo go 1990 roga hUKCUPYETCA 3HaYUTENIbHOE YMC-
J10 aKUMi MPOTeCTa, OAHAKO BGOJbLUMHCTBO 3TUX aKumit Obiu Hanpasne-
Hbl Ha MPEAOCTaBMIEHWE AOCTYMA JIOASM C MHBANMOHOCTBIO M afanTaumio
rOPOACKOro MPOCTPAHCTBA, @ TaKKe paclUMpeHue npas Jilogen C MHBa-
JIMAHOCTBIO B BOMPOCAX Mosy4eHus obpasosaHus m TpygoycTporcTea. K
TaKMM aKLUMSIM MOXHO OTHecTu «504 Sit-in»; akumio nexavmx Ha nepe-
kpecTke B deHsepe (1978), koraa Moau, NepeasmraloLLIMecs Ha MHBAMAHbIX
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20.

KOMsICKaXx, Nernu Ha Npoe3Xyto YacTb [leHBepa ¢ Lenbio NpuBneYyb BHU-
MaHMe K HeBoCTYMHOCTM OOLLEeCTBEHHOroO TpaHcnopTa; npotect «Deaf
President Now!» («[myxoit Mpe3ungeHT cetuac!y) (1988), ctasueLumi coboi
Leflb OCMOPUTL PeLLeHWe MO HasHa4YeHUIo rnaBoi [annoaeTckoro yHu-
BEPCUTETA YENOBEKA, HE SBMSIOLLErocs rMyXMMm, M OTCTOSITb HasHa4YeHue
MpeuHra Kunra JxophoHa nepBbiM FyXMMm FMaBoM YHUBEPCUTETA.

. MeHoMeH peanpornpraLmmu XapaKTepeH He TOMbKO AN ABMKEHUS 3@ npa-

Ba NOAeN C MHBaNMAHOCTbIO, HO AJ1s COBPEMEHHOM KPUTUHECKOM MbICIN
BoobBLe (queer theory, crip theory u gp.)

OG6 MHKIIO3UBHBIX CTpaTerusx B obpaszosBaHmn cm: AnexuHa, Cemaro,
®DaguHa u lycesa (2010), Oetckmi coHg OOH (KOHUCED) (2011).
OG6 MHKNIO3MBHBIX MpPaKTMKax B KynbType cm: AdpoHuH, [anarysosa,
KonecHukoe u YynuHa (2019), Capbivesa (2019a, 2019b, 2019¢). AHanus
pa3nuyHbIX MOAXOAOB K MHKIIO3MM B KynbType cm: SApckas-CmupHosa
u Bonbakos (2020).

. KOHBeHLl,Mﬂ O nMpaBax MHBANIMAOOB 3aKpennsaeT CounaribHyO Moaesib MOHU-

MaHMS MHBANMAHOCTU U OMPeAensieT MHBANMAHOCTbL Cliedylolmm obpa-
30M! «<MHBAJIMOAHOCTb — 3TO 3BONOUMOHMpPYIOLEE NOHATHUE U YTO UHBA-
TIMOHOCTb SIBMISIETCS PE3ynLTaTOM B3aMMOAENCTBMS, KOTOPOE MPOUCXOAUT
MEKAY MMEIOLLMMU HapPYLLEHUS 300POBbS NIOAbMM M OTHOLLEHYECKMMM
M CpefoBbiMM BGapbepPamM U KOTOPOE MELLAET UX MOMHOMY M 3dhdhbek-
TUBHOMY YHaCTMIO B XM3HM OBLLECTBA HapaBHe ¢ Apyrumm» («KoHBeHLms
o npagax uHeanunaos» 2006).

HecmoTps Ha To, 4to mogenb «[doctyn-CnpaseanueocTs-LeicTere» usno-
)KeHa B JaHHOM WMCCNEAOBAHMM B NMOAYEPKHYTO XPOHOMOrMYECKOM Nopsia-
Ke C Lefblo OTPa3uTb MOCTynaTeNnbHOe ABMMKEHWE PAa3BUTUS MHKIO3MUB-
HbIX MPOrPaMM, HU OAMH U3 3TaroB U COOTBETCTBYIOLLMX UM KOHLEMLMIA
MHKMIO3UKM HEe TepsiloT CBOeM aKTyanbHocTu. MNogxofkl, cdopmmposa-
BLUMECS B TOT MM MHOM BPEMEHHOM MPOMEKYTOK, U CIIOKMBLLMECS HA MX
OCHOBE MPAaKTWKK, MOsiHble CBOeobpasusi B 3aBUCMMOCTHM OT KymbTYPHO-
MCTOPMHECKOrO KOHTEKCTa MX peanusaLmu, NpeacTaBnsaioT coboi coBpe-
MEHHbIM MHKITIO3UBHBIA AUCKYPC.

. Brnnots go 2019 roga B otaene chopmanbHO CyLLECTBOBANIO TOMbKO TPU

HanpaeneHus:: PaboTta C MyXMMKM U CraBOoCbILLALLMMM MOCETUTENSIMM,
HE3PSYMMM U CNaBOBUISLLMMM MOCETUTENSIMM, @ TAKKE MOCETUTENSAMM
C MEHTasbHbIMM OCOBEHHOCTAMM.

B panbHeMwem BbicTaBka Obina npeacTaBneHa B EnbumH-LeHTpe
(ExaTepuHBypr, 2017) u B ApceHane (Husknmit Hoeropog, 2019).

B Poccum cyuwiecteyet Poccuiickasi rocygapcTBeHHasi CreumanmsmpoBaH-
Hasi aKaZEeMMS MCKYCCTB — BbiCLLEE y4ebHOe 3aBefeHNe, KOTOPOE rOTOBUT
APTMCTOB TEaTPa, XYAOMHMKOB M My3bIKAHTOB C MHBANUMAHOCTbIO.
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BnaropapHocTH

ABTOp 6narofapuT TPEX aHOHMMHBIX PELIEH3EHTOB, @ TaKKe Kosnner AnuHy
Herkamyxosy, JTiogy JlydkoBy, MapuHy PomaHOBY 3a LEHHble 3ame4vaHus,
BbICKa3aHHbIE B IMYHOM KOMMYHMKALMKU U MOCITYKUBLUME OCHOBOWM A AAHHO-
ro UCCrefoBaHus, a TaKKe peaakTopos xypHana KatepuHy CysepuHy, Bnaga
CrpykoBa 1 AHApes 3aBafCKOrO 3a LieHHbIE KOMMEHTAPUM M COBETI.
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Article

Museum as Academy: Research Practices at
Copenhagen’s Medical Museion

Ken Arnold, Adam Bencard, Karin Tybjerg, Louise Whiteley

Museums have always supported image of a ‘'museum method' that
learning and inquiry, but the last invites playful circling, imaginative
twenty years have seen a flourishing  leaps, boundary-crossing, and

of reinvented university museums, serendipitous collaborations centered
following a period of neglect. This on encounters between objects
paper is grounded in the case of and diverse visitors. Our case is
Medical Museion at the University exemplified through four key aspects
of Copenhagen, which experiments of ‘research in public:' the use of
with relations between research historical collections; bringing PhDs
and museum practice, and what into museum work; contributing

this can tell us about contemporary to scientific culture; and artist
knowledge-making in general. We collaborations.

draw on multiple thinkers fo build an

Keywords: art-science collaboration, co-creation, collections research,
knowledge, materiality, museum history, PhDs, public engagement, research
culture, serendipity

1. Situating Medical Museion

1.1 The Development of University Museums

Museums have always supported learning and inquiry. The world's first—
Ptolemy's Museion established in the third century BCE Alexandria—was a
home for scholars and muses (Worthington 2016). Along with so much else
about this enduring institution, the nature of investigation has evolved and
diverged ever since; but research has never gone away.

In the Renaissance reinvention of museums as wonder cabinets,
great emphasis was placed on capturing and investigating transportable
elements of the material world: strange new things from overseas, but also
items closer to home that seemed worth poring over again. But just as
significant as the curiosities they gathered, these ‘workshops' were also used
to develop diverse curious practices—from experimental trials to linguistic
inquiries. The Enlightenment tamed their exuberance, and museum-research
came dominantly fo focus on classification and taxonomy (Arnold 2006;
Whitehead 2008). At the same time as this early princely and private
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collecting, universities were also stockpiling objects of study alongside other
accumulations of scholarly and pedagogical paraphernalia. Padua’s Theafrum
Anatomicum (for teaching medicine) was established in 1594. During the next
century, the idea of ‘pedagogical museums’ took hold in many European
universities. Established in 1683, Oxford's Ashmolean claims to be the world's
second oldest, two decades younger than the Kunstmuseum in Basel. By the
nineteenth century, any self-respecting ‘modern’ university hosted at least
a couple of museums, the more ambitious adding others fo accommodate
object-based studies in archaeology, anthropology, art history, and the
proliferating natural sciences (Boylan 1999; Whitehead 2013).

By the first half of the twentieth century, some universities had
accumulated as many as 30 separate museum collections. But this boom
was short-lived, and by its end, the idea of creating and passing along
knowledge through collections had been overshadowed by philosophical,
technological, and pedagogical trends that highlighted abstract over
concrete thinking. The fortunes of university museums slipped dramatically
(Merriman 2002). Meanwhile elsewhere in the museum sector, curators
rather than 'keepers’ came to the fore, concerned less with collections as
sources of knowledge than exhibitions as forms of audience-focused inquiry
(Conn 2013; Pickstone 2001). This intellectual retreat left numerous collections
orphaned, no longer constituting an essential research infrastructure. Fears
for their wholescale dispersal led to various national preservation efforts,
which in 2001, converged in the establishment of a specialist committee
within the International Council of Museums (ICOM) focused on university
museums: the International Committee for University Museums and
Collections (UMAC).

With dramatically varying regional density, the number of
university museums around the world foday is estimated at some 3,900:
Europe has over 2,200, Africa just 20 (Statista 2021). Their just-in-time reprieve
has, for many, coincided with a re-alignment of mission. Increasingly, this
is articulated in terms of how museums can enhance university research,
teaching, public outreach, as well as improve their social relevance (see, e.g.,
University Museums Group and University Museums in Scotland 2013).

1.2 The Case of Medical Museion
One specific example of such a rejuvenated institution is Medical Museion,
where the authors of this arficle are based. In 2002, the University of
Copenhagen hired a new professor of medical history, Thomas Séderqvist,
who almost as an afterthought, was also asked to look after the medical
historical museum. With virtually no previous museum experience, Séderqvist
and colleagues set about reimagining what it could be. To this end, they
pursued four experimental innovations:
1. a return to the ancient Greek ‘'mouseion’ idea as a way of promoting multi-
disciplinary investigations—the modern version of a ‘temple for the muses;’
2. a shift of focus from the earlier history of medicine towards contemporary
biomedical science;
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3. close attention to the aesthetics of medical/scientific objects, and an empha-
sis on the ‘presence’ effect of material culture (S6derqvist et al. 2009);

4.and a campaign fo gain stakeholder support for experimental projects
by pointing to a need for publics to engage with science.

Much about Medical Museion has changed more recently; but
just as much remains true to the museum re-making efforts of Séderqvist
& Co. We still eschew the public-dissemination model of many tfraditional
science museums and centres, favoring instead adventurous ‘public inquiries’
relating to the interests of the University of Copenhagen’s medical faculty. It's
rarely smooth or simple, but much energy is still aimed at creating a virtuous
and dynamic circularity between our academic and public twin foci: public
programming enriched by research, and research made relevant by that
programming. Many of these loops are inspired by and tethered to material
culture (some of it in our collections, some of it in university labs) and to
the historic rooms we use as offices, storage and programming spaces. As a
boundary-crossing institution, we are, in short, an ex-ivory tower striving to
throw our doors wide open onto a broad city street.

Medical Museion's collections include a couple hundred thousand
items mostly reflecting the post-middle-ages history of medicine in Denmark.
It is here that we are most likely to find things that ‘fascinate, awe, shock,
irritate, or puzzle,' as Sandra Dudley (2015: 58) puts it. The sorts of stuff that can
make a museum project fizz. Our spaces are housed in neoclassical and later
town buildings, centered on the 1787 Academy of Surgery and Medicine. The
warren of domestic-scale rooms wrapped around a spectacular auditorium
(the original teaching space) are charged with visual, audial, and olfactory
qualities that constitute their own aesthetic and cognitive significance:
transformational places in which we encourage visitors to fashion their own
meanings and uncover their own feelings, rather than simply reinforcing
established ideas.

These particular things and special rooms are the raw material to
which mixed groups of investigators apply their interests and knowledge,
practices and personalities. Project-focused collaborative teams are drawn
from a museum staff of around forty and, crucially, extend out to a network
of university colleagues, artists, and other stakeholders from Copenhagen
and beyond. Each initiative requires the convening of a new group who,
when we are at our best, establish their own version of a ‘museum method.'
At their core are almost invariably ‘curators’ (fovholder is a useful Danish term
that suggests project-anchors) who apply intellectual, but also pragmatic and
organizational leadership: a blend of finding and juxtaposing, relationship-
holding, and general trickster-ing (Tybjerg 2021). Not infrequently, project
members are drawn from Museion's research team who simultaneously
pursue their own academic interests.

These often playful initiatives give us a chance to reflect on key
meta-questions faced by contemporary knowledge-making wherever it
happens. What are the most potent ways to foster new knowledge, and
with what questions and concerns in mind? Whose ‘expertise’ should they
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privilege, and who benefits most from minting and instrumentalizing these
ideas? And how might opportunities o be ‘creative’ be reinvented within
contemporary research culture? We touch on these broad issues in Section 2,
where we assemble a collage of purposes and epistemologies that guide our
specific version of museum research. Section 3 then goes on to outline four
areas of Medical Museion's practice-based investigations, some that evolve
traditional methods, and others more newfangled. Here we sequentially
explore the contemporary relevance of historic objects (31); the museum-
oriented medical humanities undertaken by our PhDs and postdocs (3.2);
the collaborations we foster with scientific colleagues (3.3); and the aesthetic
understandings that emerge from partnerships with artists (3.4).

Collectively, these four braided paths establish the direction of
Medical Museion's knowledge-making. This article highlights our attempts
to steer it towards the most robust, public-facing, and influential version of
research we can. As already flagged, our oldest building was set up to house
Denmark’s Academy of Surgeons. Closely associated with the ‘museion,’ the
‘academy’ also has classical origins: Plato set up the original Academia as a
center of learning on Athens'’ outskirts from 387 BCE on. The hybrid notion of
being a museum-as-academy allows us to draw both on our own institutional
origns as well as the looser contemporary usage of the term, applied these
days fo schools, learned societies, funding agencies, private associations, and
so forth. This is our ecological niche, a role in which we can make most by
being part of, but also somewhat separate within a major European university.
The basic parameters for our inquiries are helpfully predetermined by this
parental academic institution. This contfext also allows us fo draw inspiration
from recent novel attempts in academia to apply design thinking, pursue ideas
of co-production, and otherwise reimagine elements of research culture. But
our conviction is that we can additionally craft museum-specific varieties of
those university trends and therefore take further steps in experimenting with
research methodologies and epistemologies.

2. Museum Research: Purposes and Epistemologies

2.1 Knowledge and Understanding Across Disciplines

During the last half century, significant questions about where knowledge
should be created, kept, and exploited have proliferated; and even more
fundamentally, what actually counts as knowledge. Established assumptions
have been challenged as the spotlight of innovation has shifted from here to
there and, courtesy of the internet, quite frankly everywhere. Sharing attention
with think-tanks, start-ups, and other more radically disruptive groupings,
the role of universities nonetheless still seems key, though maybe more now
constrained to a particular version of research. At Medical Museion we are
eager to build out from that evolving academic model to establish bridges
with other distinctively different forms of investigation, often ones rooted far
from university campuses.
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As Peter Miller (2021) has recently pointed out, such questions are
surprisingly not ‘something that the scholarly community thinks much about...
[even though] over a ftrillion dollars is spent annually by governments, the
private sector, and educational institutions on research’ (Miller 2021: v). Seeking
wisdom from etymology, we remind ourselves that the word research comes
from the Old French rechercher: ‘to seek out, search closely;' combining the
intensive prefix re-, suggesting a return, and cercher, ‘to seek for.' This deep
seeking-by-circling has surfaced differently across the disciplines. What it is
to (re)search, how best to come close to objects and subjects, and how to
return for maximum enrichment, are challenges that have been tackled rather
disparately.

A helpful pointer towards the specific register of museum research
comes in a distinction between ‘knowledge’ and ‘understanding.’ Contrasting
sciences with humanities, literary critic Stefan Collini (2012) argues that
the ‘kinds of understanding and judgment exercised [in the latter]...are
of a piece with [those]...involved in living a life’ (Collini 2012: 77—78). And
in life of course, experience and reflection add substance and nuance to
contingent and situated understanding, with abstract knowledge kept in the
shadows. But in the sciences, on the other hand, they simply get in the
way of a desired-for universal, viewer-independent, knowledge. Dangers of
oversimplification lurk here; but in the museum context, we think it helps to
draw in both: investigations aimed at creating understanding just as much as
research with objective knowledge in its cross hairs. The point is decidedly
not to prioritize one over the other, but rather to gain from their distinction,
and then be insistently curious about both. And we especially advocate an
openness to their potential mutual enrichment, as well as to the sparks that
can fly between them. As the rest of this article shows, Medical Museion's
investigations frequently knead together the ideas, skills, and information
furnished across sciences, humanities, and artfs, but also insights gained
further afield. In their midst—in between codes of evidence, persuasion, and
communication that can vary to the edge of conflict—lies a fruitful pond of
epistemological uncertainty. Here, humility can have its own efficacy.

As part of a university, Medical Museion is nonetheless inevitably
situated within a disciplinary matrix. Broadly speaking, our fopic is health,
while our context is public; so, our location within a Public Health department
makes basic conceptual as well as academic sense. Typically, this type of
scholarship flies under the banner of ‘Medical Humanities' or ‘Critical Medical
Humanities' (Viney, Callard and Woods 2015). We're comfortable there, but
our intention is fo branch outwards and generate insights that engage broadly
with other areas of scientific knowledge, with other types of understanding,
and finally but crucially, with the experiences and life judgments of all, starting
close to home with our visitors.

2.2 Co-created, Collective, and Contingent Investigations

Medical Museion's evolving research efforts are often still partly linked to
a core concern with science communication, though made more open-
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ended through the increasingly diverse ways in which the public engages
with medicine, beyond their experiences as patients. Starting some three
decades ago, science communication practice and commentary set about
replacing (largely unsuccessful) top-down attempts to get an ignorant public
to 'understand science." Subsequent critique has highlighted how newer,
purportedly two-way activities often turn out to be unexciting pedagogy in
disguise, further raising questions about the limitations of narrowly discursive
views of science communication (Broks 2006, 2017; Davies and Horst 2016).
Still far from settled, most in the field now embrace more complex models of
communication and participation (see, e.g., Bucchi and Trench 2008; Gregory
and Miller 2000). And taking a longer historical view, it becomes clear that
top-down dissemination and more reciprocal engagement have always
co-existed, often with mutual dependence, serving important but different
purposes (Davies and Horst 2016).

Combining readings in this literature with a practice-based
knowledge of Medical Museion'’s visitors has encouraged us fo blend distinct
but overlapping engagement aims. So that despite recent nervousness
around valorizing and prioritizing institutional expertise, we still feel a
remnant tug towards giving place fo discipline-based findings; but not at the
expense of broadening what counts as expertise across a wide continuum.
We also have an increasing sense that ‘interactional expertise’ can offer more
than any ‘contributory expertise/no expertise’ dichotomy. We have also been
influenced by engagement strategies that lean info personal experiences,
where subjective and emotional responses to topics and ideas are highlighted
as an alternative but powerful form of intelligence, and indeed a pragmatic
necessity (Davies and Horst 2016).

Thinking deeply about what visitors actually do in museums
has made it clear just how significant their role can be when the chosen
methodology interweaves different perspectives and responses around a
common theme. In many ways, participatory experiences in some form of co-
creation can represent their own powerful form of understanding (Macdonald
and Basu 2007, Simon 2010). In her book What Are Exhibitions For?, Inge
Daniels (2019), for example, describes such collective efforts of imagination
as 'mutual possibilities and mutual difference [...] grounded in the particular
relational emergence of knowledge between people’ (Daniels 2019: 207; see
also Leach 2017). Of course, you don't have to be in a museum for this type of
collective thinking to happen. Poet, critic, and theorist Fred Moten is talking
about something much broader when he describes

'l[a] commitment to the idea that study is what you do with other people. It's talking and walking
around with other people, working, dancing, suffering, some irreducible convergence of all three,
held under the name of speculative practice. The notion of a rehearsal—being in a kind of workshop,
playing in a band, in a jam session, or old men sitting on a porch, or people working together in a
factory—there are these various modes of activity. The point of calling it “study” is fo mark that the
incessant and irreversible intellectuality of these activities is already present’ (Harney and Moten 2013:

110—111; also see Wallace 2018).
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For many, the value of these disruptive approaches to collaborative
co-curation—as alternative forms of idea-making—lies in their effectiveness
at grappling with the layers of social injustice hard-baked into the very idea
of museums. But as Nicolas Thomas has energetically encouraged us to
realize, the reflexive and experimental notion of ‘museum as method'—as a
key institutional site for the creation of knowledge and theory—doesn't just
apply fo urgent topics thrown up by the politics of culture. ‘Contingency,’ he
contends, is a key concept here (cit. in Witcomb and Message 2015: xxxv).
This promise of possible but unpredictable outcomes is what lies at the heart
of many Medical Museion projects, where unplanned-for juxtapositions of
specific themes and things, practices and places, collaborator- and visitor-
perspectives are marshalled into forms of theorizing. In this way, museums
constitute their own ‘technology:’ institutional machines for cultural ideation,
equipped with back-catalogues of earlier tools and techniques.

2.3 Useless Ideas and Universal Particulars

There is a long-standing and widely held appeal about nurturing ideas that
don't necessarily have immediate utility. Writer and cultural commentator
Maria Popova (2012) has, for example, recently excavated American educator
Abraham Flexner's 1939 essay The Usefulness of Useless Knowledge. Flexner
worried about the dangerous trend he saw around him, where pragmatism
was increasingly favored over undiluted curiosity. The theme is, of course,
never far from re-emerging, and Popova is quick to highlight its contemporary
relevance. There appears again, she observes, to be ‘little room for abstract
knowledge and for the kind of curiosity that invites just enough serendipity
to allow for the discovery of ideas we didn't know we were interested in until
we are' (Popova 2012). For her, today's dulling obsessions with effectiveness
and efficiency is also likely to result in a collateral casualty: the loss of
opportunity to develop ‘networked knowledge." Creativity, she urges, is
combinatorial: ‘nothing is entirely original, [...] everything builds on what
came before' (Popova 2012). Long before even Flexner was raising his alarm,
strikingly similar thoughts occurred fo Mark Twain. As he put it in his 1906
autobiography, new ideas are impossible:

‘We simply take a lot of old ideas and put them into a sort of mental kaleidoscope. We give them a
turn and they make new and curious combinations. We keep on turning and making new combinations
indefinitely; but they are the same old pieces of coloured glass that have been in use through all the

ages' (Twain 2017: 4051).

Ideas that eschew quick returns; ideas that don't shy away from
what has come around before; ideas that are built collaboratively from
existing bits and pieces that haven't been re-examined for a while. We argue
that museums (or at least those focused on research) specialize precisely in
this type of combinatorial creativity, where circling is combined with digging
deeper and differently. Museums are well placed to take a lead role in shaping
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this new-but-old epistemology. After all, curation and juxtaposition—terms
now ubiquitously employed to evoke ways of maneuvring in a world of too
much—started early in museums. Since its inception, Medical Museion has
tried to make space for un-pragmatic curiosity and combinatorial creativity.
But it's far from easy. Such approaches require nurturing through care, open
communication, honest negotiations, and a willingness fo learn from mistakes.
Trust between individuals who know and appreciate each other's different
ways of seeing and making is key; but so foo is dealing with strains caused
by groups that shift and expand. This type of approach often also clashes
with the tendency in academic research (but in so many other corners of
human enterprise too of course) to jealously guard authorship and ownership
of ideas. And another caveat: it's crucial not to insist that this is the only, or
indeed best, way to do research in a museum.

As institutions that can be found almost everywhere, museums are
nevertheless fundamentally characterized by their particularities, and often by
their stubborn localness (despite the fact that the content of many museums
is drawn from remote and far-flung places). This specificity applies even when
they focus on global topics like scientific medicine and health. In contrast
to generically manufactured didactic displays, the best work of a place like
Medical Museion takes universal ideas and makes them proximally relevant
through singular and even unique objects and stories. There is an essential
tension at stake here: by focusing imaginatively on things and people that are
authentically close o hand—grappling with the very specificity of where in
the world they happen to be—they can transcend those very particularities.
Having the time to think deeply about fhese objects, dwell meaningfully
in fthese spaces, and develop close collaborations with these partners can
turn projects that risk narrow parochialism into ones characterized by vibrant
distinctiveness and broad relevance.

‘Conjectural knowledge' is the term Italian historian Carlo
Ginzburg applied to this type of understanding, where particulars rather than
generalities are thrust to the fore. Its production is, he pointed out, shared
across methodologies which, for example, art historians, psychoanalysts, and
forensic detectives differently apply. Each of them pursues a form of ‘diagnosis’
guided by deciphering and amassing clues, held together by the ‘elastic
rigor’ of ‘a whiff, a glance, an intuition’ (Ginzburg 1980: 28). Developing this
approach at Medical Museion, we're struck by how the form and content of
our conjectural understandings are fixed by our particular places and things.
We are, to take just one example, concerned with general understandings of
how cholera developed over two centuries of bacteriology and epidemiology.
But our own unique contribution comes from layers of multidisciplinary insight
promised by one particular object from Museion'’s collections: a sealed bottle
filled with the liquid excrement of an 1853 cholera patient. Of course, our
insights into the Scandinavian experience of the third cholera pandemic are
extensively informed by a broad understanding across different disciplines,
but our additional insight is rather specifically situated and substantiated,
not just as an example but a tangible moment of discovery. It's precisely the
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combination of the two—general and particular—that museum research can
make available. The bottle and its contents evoke a powerfully visceral sense
of coming close to a particular sick person, almost feeling it within our own
body. But not on its own or without background: the resonances of those
feelings are amplified by the larger-scale historical and medical knowledge.
The particularity of feeling-it-in-our-stomach while comprehending broader
medical and historical understandings, and of simultaneously juxtaposing
multiple related contextualizations, is where our museum method derives a
substantial part of its power (Ginzburg 1980, 1979).

Figure 1. A photo of

a sealed bottle of liquid
cholera excrement

from 1853 (from the
exhibition Capturing
Epidemics). The single
object connects a visceral
sense of a particular
person'’s sickness with large
scale medical, historical,
and scientific knowledge
of epidemics (courtesy of
Nicolai Howalt and Medical
Museion)

3. Museion Trajectories

Medical Museion’s locally constructed method is nonetheless also broad in
scope, bringing together ideas from various scholars, professionals, cultural
practitioners, and others. It searches and circles and digs, while anchoring
itself in particulars. But it also promiscuously seeks new connections, with
an eye out for opportunities to make vibrant, often aesthetic links between
objects, experiences, and people. Our ‘'museum machine' is set in motion
more by a curiosity that side-steps boundaries than by hypotheses seeking
proof or falsification or the goal of generalizable knowledge. To the occasional
irritation of our academic colleagues, we also champion the value of collage,
juxtaposition, and combination in other areas of academic research. Here,
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we argue, lies an exciting path to less predictable forms of engagement with
their expertise: a way of highlighting its public potential, especially when
thoroughly diversified through open-mindedness.

Our combinatorial investigations frequently start along established
trajectories, which Medical Museion's gravitational pull then shifts into
unexpected orbits. The rest of this paper examines four such paths:

1. historical inquiries based on material culture,
2. research undertaken by our PhD candidates,
3. collaborations with scientific colleagues,
4.and artist-led aesthetic investigations.

In each, the research undertaken produces new ideas that are
often in dialogue with the making of public activities such as exhibitions,
events, and artworks, and, we believe, with mutual illumination for each.

3.1 Collections, Recollections, and Research

Museums with collections are inescapably founded on the past, and as soon
as an object is collected it becomes the past—and indeed creates a past.
Perhaps due to being steeped in the past, collections have, as noted above,
been overlooked as drivers for innovative research practices in recent years.
Focus has shifted outwards into the surrounding world rather than inwards
towards the stores (Vergo 1989). We argue, however, that a focus on the
public face of the museum need not go hand in hand with sidelining its
building blocks.

But let us first look at the contents of the collections at Medical
Museion in a little more detail. They consist of two main groups: the medical
and the cultural historical collections. The medical collections date back to the
eighteenth century with collections of busts of eminent surgeons, instruments,
models, as well as anatomical and pathological specimens that materialized
the professional and scientific identity of surgeons. In the nineteenth and
twentieth centuries collections expanded and became a mainstay of
teaching, with their categorizations of diseases and subspecialities. In the
early twentieth century, the collection of the cultural history of medicine took
shape after an initial exhibition celebrating the anniversary of the medical
society in Denmark—a collection documenting the national history of
medicine comprising both religious healing practices and folk medicine and
the development of modern scientific medicine in Denmark.

In their different ways, the collections thus delineated and categorized
the medical profession. While medical collections established the taxonomies of
disease and mapped out the body, the cultural historical collections presented
a medical profession in rapid development as a scientific field and demarcated
it from religious belief, informal practitioners, and ‘barbarous’ practices of
surgery on dirty leather sofas. The collections established scientific, disciplinary,
and professional boundaries. But as the twentieth century drew fo a close, they
shared destiny with many museum collections. No longer seen as constitutive
of medical knowledge, they lost their centrality.
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Collections may, however, now play more complex roles. Museums
can use them tfo both highlight and challenge boundaries like a modern
trickster—the mythological figure who creates, challenges and trespasses
the fault lines of civilization between human-animal, woman-man, dead-alive,
allowed-disallowed. Reorganizing and reconceptualizing medical collections
allows us to mediate between disciplines, death-life, nature-culture, history-
timelessness (Tybjerg 2021). Moving in these borderlands may provide the
museum with its most articulate and attractive means of demonstrating
the enhanced epistemological significance noted above through doing
experiments connecting publics, ideas, and objects (Macdonald and Basu:
2007: 2-3). In practice, we have done this through juxtapositions of old
and new, reordering, and by breaking down boundaries between museum
collection and contemporary science, reconfiguring connections between
collections and science both past and present.

The recent COVID-19 pandemic presents us with a powerful
example of the collections’ potentials for juxtaposition. During the pandemic
we had experiences for which we were utterly unprepared. In this situation,
objects from 50, 100, and 200 years ago suddenly offered more resonance
than recent cultural experiences and scientific data. The undulating waves of
infections and dead could be understood in the light of epidemiological curves
drawn up from the Spanish flu in the early twentieth century; the scrabble
for respirators made sense in the light of the 1950s' technological inventions
made in polio wards fo keep the patients ventilated; and quarantine rules
from the black death suddenly seemed strangely familiar. Understanding
what struck us required us to look back into the collections.

Objects also show how physical traces from the past can be. In the
heart of a young girl kept in the pathological collections they proved fatal.
Affer surviving a mind-blowing array of infections—pneumonia, mumps,
the Spanish flu, diphtheria, whooping cough, and jaundice—the seventeen-
year-old girl collapsed dead with a ruptured aorta after carrying a heavy
suitcase. She showed that diseases leave their mark in bodies, lives, society,
and history. And saving her heart both allowed doctors fo investigate those
physical traces and now offers a visceral reminder of the changes wrought by
disease—in bodies and in history. The historical objects were photographed
and exhibited alongside the collection of new material from the current
pandemic: a lung biopsy from a Covid-19-patient, the x-ray images that alerted
Danish doctors to the severity of the new disease, and the charts used by
politicians to show the public how the pandemic could be controlled. Lastly
the projects triggered questions from the public and Museion researchers
acted as experts connecting past and current experiences. The co-concern
of researchers and the public thus revealed the collections anew and re-
connected us to the epidemics of the past.

The reordering of collections in exhibitions—reconceptualizing
them—also creates new research, again offen with the help of an external
probe. In Medical Museion’s exhibition Kintsugi: Golden Body Repairs (2017)
the Japanese Kintsugi (£# ) tradition, in which broken pottery is visibly
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repaired using lacquer and gold dust, became a metaphor that created a new
collection. The idea emerged between the museum and a research centre
for healthy aging, show-casing different object categories that reveal traces
of repair in our bodies: pacemakers, glass eyes, golden teeth, hearing aids,
and even the traces left in a fractured bone. For another exhibition, The
Body Collected (2015), the external probe was a pronounced public interest
in seeing preserved body parts from historical pathological collections.
Combined with an ambition fo make modern biomedicine more tangible,
it resulted in collection-led research and exhibition concept. Ordering the
collections according to a simple physical principle— the ‘scale’ of specimens
from whole bodies, organs, tissue to genes—allowed the historical collections
and biobank samples to mirror and make sense of each other leading to a
new way of looking at history of medicine (Tybjerg 2015, 2019b, forthcoming).

Figure 2. A photo of
objects from across
different parts of the
collections at Medical
Museion gathered in

a new combination to
show the aesthetics of
the repaired body (from
the exhibition Kintsugi -
Golden Body Reparations)
(courtesy of Medical
Museion).

Our collections of human remains, however, require special care
(Alberti 2009). There are no restrictions in Denmark on the display of historical
material, which allows freedom, but carries with it ethical responsibility when
dealing with collections that invariably contain material appropriated from the
vulnerable and disadvantaged (Gere and Parry 2006; Richardson 1987). The
question of whether human remains should be exhibited, however, should
not overshadow the richer question of how we might do so. The objects give
us the potential to approach difficult fopics, fo create new relations (Hallam
2017; Parry 2021) and to break down boundaries between the public and the
medical profession by allowing a range of responses (Tybjerg 2019b). Research
connecting pathological collections in continuous development with modern
biobanks enable both fo be more comprehensible—scientifically and
ethically. And for us, this ultimately outweighs arguments against displaying
material that could not be collected today.
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Connections between science, past and present—and between
collections and the public—have also reinvigorated interest in the sealed
bottle of historical cholera excrement mentioned above. This at first
unassuming object offers the museum a visceral historical testament to the
bodily experience of cholera and scientists' attempts to understand it. But
the bottle also contains a unique scientific sample. This has attracted intense
interest from scientific researchers keen to access the contents, which can
only be done by boring a hole in the glass with a danger of destroying it.
This would enable the analysis of the only known sample of a strain of cholera
whose genetic make-up is currently unknown and would therefore fill a gap
in the understanding of cholera evolution. And in addition, the contents may
also yield information about other indicators such as virulence that, fogether
with information about the water ways and kitchen habits of historical
Copenhageners, might help frame new questions about how cholera spreads
and indeed offer knowledge that could help curb the spread in places
where the disease is still endemic such as modern Bangladesh. Combined
with historical studies and inquiries into what analyzing historical disease can
offer, it suggests a tempting project (though one awaiting funding) that will
genuinely be interdisciplinary.

This wish to access the material, however, also reflects a general
scrum amongst molecular scientists to analyze samples from museums as these
may lead to new insight info prehistory or evolution and thus high-profile
publications (as discussed in Bradley et al. 2014; Hendy et al. 2018; Stewart et
al. 2015; Yeates et al. 2016). But this can only be one side of museum research,
and we need to be wary of the kind of knowledge generated by sequencing of
more data which adds information but not meaning (Reardon 2017). The use of
historical collections in modern science is often seen as a compelling argument
for keeping collections, but should never stand alone or be primary. In the
case of the cholera bottle, Medical Museion has not yet allowed the bottle to
be compromised. For us, the quest for a single high-profile publication is not
enough; and we would only accept the danger of potentially destroying it, if
the project could truly weave together integrated new insights (as well as public
engagement) across museology, history, modern cholera control, and science.

Medical Museion thus put the storerooms back in a central position,
but the collections that delineated medicine are reconfigured, shaken up and
sampled as new COVID-19 items are collected, the opening of the cholera
bottle debated, and human remains questioned. In this way, collections are
extended beyond their traditional museum boundaries in the same way as
research overlaps with public inquiry. New research questions emerge as the
historical kaleidoscope of our collections is allowed to turn, letting the pieces
fall in still new patterns.

3.2 Proliferating Public PhDs

PhD fellows are a vital part of university life. Transitioning between student
and professional researcher, they are intensely focused on what kind of
research they are doing and why. This can generate both great uncertainty
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and great creativity, foregrounding some of the questioning that can become
rushed and implicit for more senior researchers. What kind of knowledge
does the world lack that | might offer? What forms of inquiry are suitable,
sufficient, and doable? This highlights the centrality of critical thinking to
graduate training—which we aim to cultivate as part of the wider ethos of the
research museum that we have been articulating here. At Medical Museion,
we have hosted diverse students and projects, but always emphasize from
the start that they should relate to the public setting of the museum in some
way. Both in that their research should be altered by its public context, and
that they might in turn contribute to the museum'’s public life. Neither should
be unaffected by the other, but what this actually means is to be discovered
together. In a more traditional mode, this might mean contributing research
to an exhibition topic, or researching particular objects to be included in an
exhibition. Or it could look like a small curatorial project or a collaboration
with an artist. Sometimes this work becomes a core part of the PhD thesis,
often when driven by the student's existing practice in arts, curation, or design.
Other times these experiences act more as enrichments and as institutional
contributions similar to working as a teaching assistant or organizing a
department seminar.

Two brief examples of PhD projects demonstrate Medical Museion's
approach. In each, the student engaged in a core activity of exhibition making,
elucidating what philosopher lan Bogost (2012) describes as ‘philosophical
carpentry,’ where 'making’ can valuably supplement and inform ‘thinking.’
What Bogost is calling for in philosophical work is something that goes
beyond established forms of academic writing. He suggests constructing
artifacts that do some sort of philosophical work; a form of ‘philosophical lab
equipment’ (Bogost 2012: 100). Crafting exhibitions is a process of framing
thought in a medium which cannot simply be reduced to the communication
and production of semiotic meaning (Bencard 2020). This suggests an active
role for exhibition making as a way fo practice modes of attention that
engage different registers than traditional writing and researching. Engaging
with museum activities can do several things to PhD research. It can help
materialize arguments and ideas, allowing them to be tested and felt in
different ways. What makes sense in an exhibition space is not always what
makes sense on the thesis page, and testing both can contextualize ideas and
their connections in unexpected ways. Exhibitions can be, paraphrasing what
Claude Lévi-Strauss said of things, ‘good to think with,” but the reverse is also
true (Daston 2004). Research ideas can be ‘good to make with." In this way,
mirroring research back fo itself through public engagement and exhibition
work opens up self-reflection, potentially making ideas both bolder and
more approachable.

In 2018, Ane Pilegaard completed her PhD Object Encounters:
Designing for Material Proximity in Medical Museums. Pilgaard is an
exhibition designer, who wrote a design philosophical thesis on vitrines
(glass exhibition cases) and how to make objects that can't be fouched, felt.
She performed small-scale experiments using molded plaster and silicone
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to allow objects to ‘shape’ the surfaces they rested on and using cuts and
layers in transparent Perspex that enabled vitrines fo open themselves up to
other forms of visitor proximity. These ‘carpentries’ informed the theoretical
research of the thesis and generated insights and practical strategies used
in the making of two major exhibitions: Obesity—What's the Problem and
The Body Collected, while sociologist Anette Stenslund completed a PhD
in 2014 entitled Atmospheric Smell—Hospital-Based and Museum-Staged,
which ‘sought to develop a phenomenology of smell and atmosphere’ via
a dual framework looking at how people live ‘in scent’ in a hospital and a
museum. It aimed to sharpen awareness of the importance of biographic
and cultural factors in smell, to articulate the role that talking about smell
plays in people’s evocation of disturbing atmospheres, and to connect these
medical experiences fo museums and culture more generally. Part of her PhD
process was a curatorial collaboration on a small exhibition called Mefascent,
an idiosyncratic and evocative exploration of ‘how humans smell' that invited
visitors info phenomenological relationship with this under-examined aspect
of our non-semiotic experience through exhibits that replicated, evoked, and
directly presented smell molecules for consumption. The challenges of coming
close to smell for an exhibition visitor, she suggested, closely echoed some of
those faced in researching smell, especially in medical and health contexts—a
‘carpentry’ about knowing something that often seems to evade knowledge.

Figure 3. A photo of
surgical instruments resting
on silicone emulating the
soft tissue they operate on
(from the exhibition Obesi-
ty — What's the Problem?).
The design was a product
of PhD research in exhi-
bition design (courtesy of
Ane Pilegaard and Medical
Museion).

These two examples highlight how research and museum practices
in its many different forms can recursively inform each other. But making
this happen is complex. Graduate research education is increasingly driven
by plans, strategies, and precise timelines, which whilst it has its benefits,
can make it hard to find space for deep questioning, circling around, and
serendipity. We hope that museum work offers some of this, but it is important
fo note that it also requires a lot patience and effort, both from students
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and the wider staff. Hosting tricksters can be tiring, as both sides have to
work out what each will offer and need from the other—and all the while
both are changing (see Deliss 2020). Museum work also requires different
forms of attention from research; it is often concrete and immediate, drawing
attention away from the slower-burn of analysis and paper writing. Working
collaboratively and in a realm of material logistics can be rejuvenating and
bring meaning to research, but can also feel jarring in relation to the ultimate
deliverable of the thesis. Ultimately, allowing PhDs fo experiment in the
museum space seems to us to be one of the more genuine and inspiring ways
fo be a research museum—a space that can really support the construction
of philosophical lab equipment for research in public.

3.3 Opening up Scientific Research Culture

As detailed above, until the mid-twentieth century many museums hosted
scientists who generated knowledge from collections—natural historians,
botanists, archeologists, archival historians, and anthropologists amongst
them. With the shift towards a more public-oriented curation and exhibition
strategy, scientists appeared more often as audiences or outside experts
rather than primary operators of the museum machine. In medical museums,
the retired doctors and medics who had previously shepherded collections
were often moved aside in favour of humanities scholars, curators, and public
engagement experts.

The reinvention of Medical Museion involved bringing
contemporary science and scientists back into the mix. We emphasized
how science knows as well as what it knows, building on an overarching
conviction that science belongs in the cultural sphere, treated as itself a
set of cultures that shape identity, social roles, and purpose (Whiteley et al.
2017). This also generated curatorial research questions. How can enticing
exhibitions be made about the black-boxed world of the laboratory and how
can an emphasis on materiality be maintained when dealing with invisibility,
unimaginably huge data sets, and disposable objects (Séderqvist et al. 2009)?
What from the laboratories and clinics of today is worth transferring to our
stores? And how can we bring personal experience fo meet the necessarily
generalizing moves of biomedical science? (Whiteley et al. 2017).

Research-led exhibition projects in this vein involve discussions
with scientists about what will be displayed, collected, and explained—which
has also provided an unusual way of negotiating questions of value across
disciplines. Public events such as our Evening Consultation series have also
brought scientists together with humanists and other experts to falk about
themes such as sleep or the microbiome. And on the more academic side, we
have developed a tradition of mid-sized workshops that invite interdisciplinary
audiences to consider cross-cutting themes: for example, the Collections,
Knowledge and Time meeting (2019) mentioned above, which brought a
variety of perspectives to the relations between evolving material collections
(in museums and elsewhere) and the knowledge claims made for them.
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These activities can offer scientists alternate spaces to discuss
some of the big questions behind their own research. When they work well,
they can fake on the flavour of a collective 'study,’ to return to Fred Moten's
ideas. Though not obviously research producing, they nonetheless elicit a
shared feeling that we are co-investigators, that ‘the incessant and irreversible
intellectuality of these activities is already present’ (Harney and Moten 2013:
110—111). This relies on temperament and trust, and more readily occurs
after relationships are established. Medical Museion's university embedding
helps us build trust with colleagues over time, while recognition of our past
activities can make newcomers more comfortable. There is however a balance
fo be struck between comfort and criticality; depth and novelty, which echoes
much wider issues within science itself (see, e.g., Calkin 2013; OECD 2021;
Woolston 2020).

Medical Museion has been fortunate to be embedded within
two major interdisciplinary scientific research centers: the Novo Nordisk
Foundation Center for Basic Metabolic Research (CBMR) and the Center
for Health Ageing (CEHA). Our decade-long engagement with the former
has evolved into a ‘cultural role’ within the center, while still providing novel
ways to engage publics with that science. This can perhaps be thought of
as instigating a collage of ethos and epistemology. When we present our
humanities and museological research alongside biomedical science, we
implicitly assert the existence of differing kinds of knowing, understanding,
and expertise. For example, at the Center's (un)Conference in 2019, a
discussion about top-down vs. bottom-up theory generation placed scientific
and philosophical visions side by side, and a session on creative writing as
a form of perspective-taking had staff from across the organization reading
poetic texts aloud to each other. In such activities, both we and our scientist
colleagues offer each other feedback; expert knowledge on ‘content’ and
non-expert reflections on ‘method,’ often using verbal markers of humility
when transgressing these disciplinary boundaries. Here too, having time
to circle is important; being able to play back what we hear and ask for
clarification. It also provides a collaborative way to discuss and engage with
the increasingly important issue of ‘research culture.’ Time (sometimes years)
is needed for themes to find the right configuration of people, spaces, and
ideas. For example, after a decade of working with researchers studying
fat and struggling with how to tackle this politically complex topic, a new
research angle on the fascinating diversity of fat tissue has given a potentially
beneficial starting point.

Our relationships at CBMR have been nourished by our interest
in metabolism itself, as far more than a mathematical calculus of calories in
vs. out. Rather, we see metabolism as a marker for the lively, political, and
constitutive exchange between the body and the world and a lens for thinking
about thinking itself (Hauser et al. 2020; Landecker 2011, 2013; Landecker
and Panofsky 2013). In working with the history of this oft-neglected part
of physiological research, we help scientists celebrate their own heritage
and have worked on several exhibitions that place CBMR science within its
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historical context. As so offen occurs, the physical site of the museum, with
its exhibitions that need things and its visitors who need encounters, helps
fo ground thinking that might otherwise drift off esoferically. We can show
how abstract ideas shaped a successful grant application for an exhibition—
and how understanding the science of metabolism places constraints on its
conceptual and philosophical use.

Commonalities between the arts and sciences have often been
defined in terms of epistemic desire—both are curious, want to understand
the world, build evidence, and so on. But for our particular configuration
of humanities research, museum, and science centers, even more significant
is the opportunity to gather varied interests around shared commitments.
Commitments to improve peoples' lives through our attempts to understand
their multiple bases; a recognition that internal work cultures can enable or
stymy creativity; and a passion for defending—whilst also improving the equity
of—'research life' and its necessary freedoms. Gently but enthusiastically, we
make sprightly moves across the boundaries of disciplines and their expected
roles in ‘making good science. In other words, we hope to encourage
scientists to value, nourish, and interrogate their unique configurations of
people, objects, and spaces, just as we do ours (Whiteley et al. 2017).

3.4 Research by and with Artists

A common denominator across our varied and overlapping foci on collections-
oriented inquiries, PhD investigations, and reciprocal collaborations with
scientific colleagues is the habit of being half-in and half-out: comfortably
inside our institution, but simultaneously engaged with materials, activities,
and interests lodged elsewhere. This bridging approach also surfaces in our
collaborations with artists.

Exploratory partnerships with artists have been forged at Medical
Museion for over a decade, during which time it has evolved considerably
(Arnold et al. 2019). But a concern with the appearance and impact of the
outputs (artworks, performances, events, and exhibitions) has remained
constant; as too the insistence that aesthetics can dive far beneath the
superficial look, sound or feel of a project. As a group these initiatives are
characterized by the variety of methodology, topic, and format that one would
expect from different artists with different backgrounds and sensibilities.
Nonetheless, two broad project types have predominated: ones where things
are made and others based on curating what is already out there.

In 2010—2011, for example, British artist Lucy Lyons focused on
uncovering less-expected understandings of how patients and people
get older by drawing her way into alternative analyses of objects in our
collections. The results were brought together in the exhibition Experiences
of Ageing. Another collaboration with the Pharmacopoeia team resulted
in the creation of Femme Vifale—a substantial sculptural figure that
‘demonstrated’ Metabolic Syndrome through a dramatic presentation of
nearly thirty thousand pills—about ten years' worth of medication for the
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Figure 4. A live exper-

iment and collabora-

tion between scientist

John Hunt and artist

Gina Czarnecki grew skin

masks with cell culture in

the museum (from the

installation Heirloom)

(courtesy of Gina Czarnecki
‘ and FACT)

condition (see Whiteley et al. 2017), while Heirloom was instead an exhibition-
cum-performance of a scientific experiment, aesthetically fashioned by artist
Gina Czarnecki and scientist John Hunt. Their collaboration attempted to
grow portraits of the artist's daughters in a gallery space, harvesting the girls’
own cells that were then planted and nurtured on glass casts of their faces
(Whiteley, Tybjerg and Pedersen 2017). In all three projects, the processes
of productive inquiry to create exhibitable artworks took twists and turns:
conversations, trials, and disappointments, as well as legal, scientific, and
artistic difficulties o surmount. They also revealed just how surprising—eye-
and mind-catching—can be the results of collaborative artistic efforts to
materialize and make visible scientific unseens (see Carter 2004).

Along with projects like these that made and showed things,
others artistic collaborations have instead foregrounded curatorial practices.
Canadian artist Martha Fleming, for example, cast an aesthetic gaze over our
historical as well as contemporary collections. The Split & Splice exhibition that
resulted, presented a cross-section of objects, displayed according fo form
and surface as well, crucially, as the multiple meanings lying beneath. While
the two-year-long curatorial experiment Mind the Gut started instead with
a theme: the complex relationship between our heads and stomachs. What,
curatorially, might result if a group of invited artists, scientists, and scholars
collaborated on every single aspect of an exhibition under this title? How
might they reframe aspects of contemporary biomedical science through the
kaleidoscopic compilation of their rather different perspectives and practices
(Bencard et al. 2019; Bencard & Whiteley 2018)? Another arts-based curatorial
experiment is unfolding as we write. A curatorial team led by artist-curator
Jacob Lillemose and scholar-curator Adam Bencard, The World is in You will
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look at the fascinatingly entangled ways that the world around us influences
and shapes our condition: what makes us what we think we are. Presented in
one of Copenhagen'’s major art galleries—Kunstal Charlottenborg—it inverts
the dominant concern today with humankind's impact on the world around
us: an exercise in anti-anthropocentric thinking.

Exhibitions like these and the investigations behind them emerge
from a quarter century or more of increasing curatorial enthusiasm for
exhibition-making less focused on sharing pre-conceived ideas than on
attempts to forge new knowledge. Hans Ulrich Obrist—today's best-known
proponent of the ‘art of curation'—makes the case succinctly: ‘exhibitions,
| believe, can and should go beyond simple illustration or representation.
They can produce reality themselves' (Obrist and Rasa 2014: 168). As
Obrist is the first to point out, pioneering experiments in this direction first
surfaced many decades ago. Alfred Barr at the Museum of Modern Art in
New York pioneered his ‘museum-as-laboratory’ from the 1930s, and Swiss
curator Harald Szeeman presented his landmark When Atfitudes Become
Form show in 1969. With the energy of a reformist, Szeeman was intent on
conceptualizing art, pulling it away from an exclusive focus on individual
artworks towards what could be crystalized through their juxtaposition in
exhibitions. Alongside, and sometimes connected with these adventures
in contemporary art, various museum-based anthropologists similarly
reconceived their subject matter through curation. Particularly notable was
a series of ground-breaking international shows presented at the Museum
of Mankind in London throughout the 1980s. And all of these precedents
provided extensive sources of inspiration for Wellcome Collection’s inaugural
medicine and health shows presented from 2007, in which collaborative
curiosity was used fo expand and contextualize the medical view of subjects
as disparate as the heart and skin, sleep and warfare, death and madness
(Albano 2014; Arnold 2013, 2016; Bjerregaard 2021; Honoré 2015; Klonk 2009;
Obrist and Raza 2016; Schubert 2009).

Investigations involving artists have similarly enabled Medical
Museion to open up topics and methods for reconsideration, and across the
whole arc of research practice. Sometimes this means pausing and pondering
questions that come after the first fo emerge in a project or that initially
appear less fruitful, unthinkable even. It can also just mean tolerating a lack
of precision and clarity for just a bit longer, having patience during the
stumbling prelude to research proper, trusting that something a bit richer to
emerge from shadows. Almost invariably, they also involve exposing projects
fo public scrutiny, if not engagement along the way of an inquiry, not saving
everything for a final presentation. And at the end of a project, they might
further suggest ways to bend and stretch the predictable simplicities of
evaluation.

Common to many of the aesthetic strategies employed here is the
value of art as a form of experience blended with the knowledge of things.
Susan Sontag (1969) makes the point energetically:
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'[a] work of art encountered as a work of art is an experience, not a statement or an answer fo a
question. [...] Art is not only about something: it is something. A work of art is a thing in the world,
not just a text or a commentary on the world. [...] Which is to say that the knowledge we gain
through art is an experience of the form or style of knowing something, rather than knowledge of

something’ (Sontag 1969: 30).

Her point echoes some of John Dewey's (2005) aesthetic
philosophizing from a half century earlier. He too asserted that art was
principally a form of experience that should be integrated into rather than
separated from the rest of our lives. Scholar and musician Arnold Berleant
(2013) adds to the theme by challenging the ‘traditional separation between
the sequestered, contemplative experience of art and the world of ordinary
experience.’ Artistic engagement should ‘intrude on the formerly safe space
of the spectator by demanding active involvement in the appreciative
process’ (Berleant 2013: 116—121). Visitor-focused collaborations with artists
mounted at Medical Museion have similarly encouraged us to value the
direct experiences of our subjects above mere signposts to their existence
elsewhere. What these projects strikingly reveal is how the worlds of health
and medicine can be made real in surprising new ways for us as well as our
visitors (Berleant 2013; Dewey 2005; Sontag 2014).

A multispecies recipe for
metabolic processes.

Figure 5. This concept for
an art installation, Come-
tabolise - A Holobiont
Dinner, was a product of
collaboration between sci-
entists, museum researchers
and artists (from the exhi-
bition The World is in You,
illustration and concept:
Baum and Leahy and Joana
Formosinho)

4. Conclusions

By fashioning material historical projects, supporting adventurous PhDs,
collaborating with scientists, and co-developing initiatives with artists, Medical
Museum plays with a series of overlapping strategies to stretch what a
university museum can investigate and how. We've presented an enthusiastic
endorsement for the general value of research fo museums and an exemplar
what that specifically means in our particular set of circumstances. Our
proposition has a sequence of key tenets: that much can be gained from
really thinking about what research could be, and what we can genuinely
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add; that museums are great environments in which to balance abstract
knowledge with concrete thinking; that considerable mileage opens up along
the path of collaborative investigation, especially if time is allowed, and the
idea of looking back at what might seem well known is not avoided; and
finally, that many liberating riches are actually close at hand in what might at
first appear to be a limited selection: our own stuff, spaces and colleagues.

These convictions are robustly held. But we think they can be
sharpened with a few caveats and should certainly be shared with a degree of
humility. Our method is clearly cobbled together from much that already exists,
relying on vast amounts of other research that is quite properly and deeply
embedded in their particular disciplines. What we offer has to it a certain
personality, an ethos, some obvious desires, needs, and dependencies. Some
kinds of artists love it—others really don't. Some scientists see our suggestions
as liberating—others are perplexed. Some potential PhD candidates find it
exciting and ‘rich'—others stressful and ‘thin." And it would be dishonest of
us not to acknowledge tensions and uncertainties that lurk in this approach.
It's rarely easy to circle gracefully around each other. And certainly, valid
questions can be asked about how vibrant our research outcomes are when
disconnected from their contexts of production; about the limitations of
working within a virtuous circle; and about the potential casualties that result
from the clash of ethos between museum and university. Ultimately, this is
very much our local method, and as part of our own argument requires
us to stress, some, maybe much of it, just wouldn't work elsewhere. Maybe
it would have less resonance in private collections than public museums?
Perhaps some national or international contexts would gain more from it
than others; while some types of audience might lap it up, others distinctly
might not. Much in what we propose would be fascinating to explore in other
contexts. If any of this does seem instructive or inspiring, our core plea would
be to refashion what you borrow in locally relevant shapes and forms. With
luck, we'll then come across your versions and be impressed enough to re-
appropriate them for our own ends.

And finally, we are also aware that the approach of this article
is somewhat out of step with much current museum and cultural studies
scholarship. At a moment when many museum professionals along with
cultural commentators are struggling to deconstruct the legacy of museums
(wWhether or not based in research) and their part of the mess we're in,
questions of how museums should help are often prioritized over those
concerned with understanding what they have tfraditionally done. Medical
Museion’s theorization does, nonetheless, have, we think, relevance and
purpose. Less explicitly activist maybe, we think the values of open inquiry
and even playful experimentation manifest in our projects can, at their best,
contribute in unexpected ways to think differently about some of these
urgent questions.
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1. We are, however, also aware of, and inspired by, other recent efforts
fo reimagine what a modern university museum can be —for example the
‘Academic Museum’ in Gottingen, the Chau Chak Wing Museum in Sydney,
GUM (Ghent University Museum) and, particularly notably, the international
network of Science Galleries that originated in Trinity College, Dublin. In
each we find fascinating similarities, but also important differences with
Medical Museion.

Supervisor Karin Tybjerg.

Supervisor Thomas Séderqyvist.
https://www.linkedin.com/in/stenslund/?originalSubdomain=dk

vs W

https:/www.museion.ku.dk/metascent/ and https://www.museion.

ku.dk/2014/05/om-at-udstille-ingenting/

6. In Denmark in particular, a PhD is typically a three-year employment,
imposing both benefits and disadvantages of an employment framework
onto the process.

7. https:/cbmr.ku.dk

8. https:/healthyaging.ku.dk
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Cratbs

Mo4yemy umeHHo apxue? O KoHUEenUMK
U UCTOPUM APXMBHOrO COBpPaHMS

Myszes «lfapar»

AHacTacus Tapacoea

Ba)KHOCTb AOKYMEeHTaUuun B HOBbIX
XYAOXKECTBEHHbIX U My3eMHbIX
NPAaKTUKaX, CIMSHME apPXMBHOM

M MY3EMHOM OeATENbHOCTH,
«B3aMMOMNPOHUKHOBEHUE» apXMBa

N COBPEMEHHOIO MCKYCCTBA aKTUBHO
06CyKAAIOTCS MCCNEefOBaTENS MM
nocnegHuWe gBaguaTh NATb NeT.

Ha pycckom si3bike MpaKTU4ecKu
HET MOCBALLUEHHbIX pOCCMﬁCKMM
Kemcam UCCnefoBaHMM M aHanus3a
MEXAYHAPOLHOrO OnblTa B 3TOM
ccpepe. ABTOpP CTaBUT CBOEM LiENbIO
K[PAaTKO ONMMUCaTb MOTMBbI CO34aHUA,
MCTOPMIO U CTPYKTYPY apXMBHOM

konnekumn Myszes «lfapaxy,

a TaKXKe NMOMECTUTb €€ B KOHTEKCT
MMPOBBIX MPAKTUK POPMUPOBAHUS
CXOXMUX COBPAHUM M aKTyarnbHbIX
hopm PaboTbl MO COXPAHEHMIO
UCTOPMMU COBPEMEHHOIO UCKYCCTBA
B My3esx. HabnogeHusa asTopa
OCHOBaHbl Ha JIMYHOM OrbITE
CO34aHus U XPaHeHUs apxuBa

B HAy4YHOM OTZene Mysesi, a TaKkKe
Ha M3yYeHMU NPAKTUK LPYruX
KYJIBTYPHbIX MHCTUTYLMIA B PAMKaXxX
3TOM AesATeNbHOCTH, U SBASIOTCS
MOMbITKOM cCamopedpnercHm.

KnioueBble cnoBa: apxmBHasi KONMEKUUs, AemaTepuanmsaums MCKYCCTBa,
My3elMHble MPaKTUKK, PacLUMPEHHAasl LOKYMEHTaLUus, LMcppOBOIM NOBOPOT

BeepeHue

Ocenbio 2012 roga B My3see coBpemeHHOro uckyccTea «lapax» nosieunach
APXMBHASA KOMMEKUMS, 3@ KOTOPYIO CTallM OTBEYaTb COTPYAHMKM CO3AaHHOro
TOrAa e Hay4HOro oTaena (cm. MHTepBbio Kypatopa apxuea Cawum OByxoBoit)
(Bepembéra 2020). DTa cTaThs — MOMbITKA NOMECTUTb apxuB Myses «lapax»
B KOHTEKCT CYLLECTBYIOLLMX @PXMBHBIX MPAKTUK MEXAYHAPOAHbBIX MHCTU-
TYUMM, @ TaKKe OnucaTb KoHUenuuio, KoTopol «fapax» pyKOBOACTBOBA-
CSl NPU CO34aHUM apPXMBA; UCTOPUIO BO3HMKHOBEHMSI 3TOTO NMOAPA3AENEHMS
B My3€€e M 33[a4M, KOTopble peLLarn apXmB, C YH4ETOM M3yYEHHOIO OMnbiTa APY-
rMX MHCTUTYLIMMA.

CrpykTypa apxuBa «lapaxa», cocToALEro Ha AaHHbIM MOMEHT
U3 6oriee Yem CEMUAECTM POHLOB U KOMMEKLMM (BKITIOHAs MHCTUTYLIMOHANbHbIM
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apXMB), OTPAXAET KOHLIEMLMIO, FIEXKALLYIO B OCHOBE CO3LaHMWs Hay4HOro oTaena
M apXMBa B LIENIOM: XPaHEHWE U KOMNEKLMOHUPOBAHWE NMEPBUYHBIX MCTOHHM-
KOB MO MCTOPUM COBPEMEHHOTO MCKyccTBa B Poccum, Brovas HeodbuLmarns-
HOE WMCKYCCTBO COBETCKOro nepuogaa. [Mpu 3Tom HayyHbIM OTAen, oTBevato-
LLIMI 38 KOMIMIIEKTOBAHWE KOJMEKLMM, OCO3HAHHO CTaBWN nepes coboi 3aaady
cobupaTb He MPOM3BEAEHUS UCKYCCTBA, @ MMEHHO JoKymeHTauumio. K atoi
KOHLenuun fobaBunack opraHMYecKas CBs3b UCTOpUM «[apaxka» C MamaTHU-
KaMM apXUTEKTYPHOro Hacneamst MOCKBbI, KOTOPbIE CTAHOBUIIUCH «AOMAMMU»
NSt My3esi C MOMEHTa ero ocHoBaHus. Hanuume B Haluel Konnekuum dooH-
[IOB, OTHOCSILLIMXCSI K @PXUTEKTYpPE COBETCKOrO Mepuoaa, cPakTUHECKM yrmy-
GnsieT XPOHOMOMMUIO KOMMEKLUMU [O BPEMEHM aBaHrapza, TO eCcTb A0 Havana
XX Beka. C 2018 roga y «[apaxa» CyLLecTByeT OTAeNIEHME aPXMBHOM KOMMEK-
ummn B CaHkT-lNeTepbypre, cobupaloLLiee maTepuasbl, OTHOCALLMECS K NOKarb-
HOM XYAOXECTBEHHOM CLEeHe.

OTBeTcTBEHHOCTL 38 PaboTy apxuBa B LIENOM HECET Hay4HbIM
oThen Mysesl, B COCTaB KOTOPOro TaKKe BXOAMT nybnuyHasi GubnuoTeka.
®Dokyc nocnegHeN, B OTNUUME OT APXMBHOM KOSEKLMM, HAMPABSIEH HE TOSbKO
Ha POCCUIMCKOE, HO U HA MUPOBOE COBPEMEHHOE UCKYCCTBO, @ TAKKE CMEXHbIE
ancumnnuHbl. CTPYKTYpHO HaydHbIM oTaen «[apaxa», oTBevalowmit 3a apxuB
M BGUONMOTEKY, SBMSIETCS OfHUM M3 NMoapasaeneHni [lenapTameHTa BbICTaBOY-
HbIX, HaY4HbIX M MPOCBETUTENBCKMX MPOEKTOB.

CraTbst fenuTcs Ha YeThipe pasgena. B nepsom s KpaTKo onucsiBato
MCTOPUHECKMII KOHTEKCT, Ha (POHE KOTOPOro BO3HMK M Pa3BMBAJICS KaK Cam
My3el, TaK 1 apPXMBHbIM OTAEN BHYTPM Hero nosgHee. Bo BTopom s o6ocHo-
BbIBAlO aKTYaNIbHOCTb aPXMBHOMO MOAXOAA B My3€MHbIX MPAaKTMKaxX Mo coxpa-
HEHMIO, M3YYEeHMIO U PernpeseHTaLmm COBPEMEHHOIO MCKYCCTBA; C 3TOM Lienblo
9 4alo onpeaeneHne apxmBy, OMUCHIBAIO Pa3HULYY MEXAY KIAaCCUYECKUM apXu-
BOM M apPXMBOM MO WMCKYCCTBY, @ TaKKe aHanM3upyio BO3MOXHbIE MPeumy-
LecTBa M HEJOCTaTKM apXMBHOMO MOAXOAA K COXPAHEHWIO COBPEMEHHOro
UCKyccTBa B My3ee. B crnepytowiem pasgene pedb naet o6 yYTEHHOM OnbiTe
psiAa MHCTUTYUMI B MPaKTUKe apxuBa «[apaxa» U paccMaTpUBAETCS MOYEMY.
HakoHew, nocneaHuit pasgen NocBsLWeH «UMPPOBOMY MOBOPOTY» B My3ei-
HbIX MPaKTMKax 1 paboTe apxuea «[apaxa» B 3TOM cdpepe.

OrtaenbHoM MHTepecHOM 3aaaqel Obino 6bl PETPOCMEKTUBHOE pac-
CMOTpPEHMEe YCTPOMCTBA BHYTPEHHMUX CBSI3EM M UCTOPMM CNOCOGOB B3aMMO-
OEeNCTBUS U aKTyanm3aummM MaTepuarnoB apxmMBa B PamKax APYrux Hamnpasne-
HUI OedaTenbHOCTU My3esi — Harnpumep, BbICTABOYHOM, NMPOCBETUTENBCKOM.
MHTepecHoM npeacTaBnsnach Obl TAKXKE aKKyMymsiLMS OMbiTa B3aMMOAEMCTBUS
apXMBa C BHELLUHUMMW UCCNEROBATENSMU U APYTUMMU MHCTUTYLIMSIMM KaK B POC-
CUICKOM, TaK U B MEXOYHAPOAHOM KOHTEKCTE. TeM He MeHee 3TO He BXOAMT
B 3a4a4M JAHHOTO TeKCTa M TpebyeT OTAENbHOro U3MOXEeHUs. TakKe B 3TOM
cTaTbe NoApobHO He OBCYKAAIOTCS BO3MOMHbLIE MYyTWU PAa3BUTUS apXUMBHOM
Konnekuun unu GyayLime cTpatermm paboTbl C AaHHBIMU KOMNEKUMU B pam-
Kax Hay4HbIX MCCNefOBaHMWMI: 3TO TaKXKe MPEeACTaBMseTCs aBTOPY OTAENbHOM
3ajaven, TpebyloLLe CAMOCTOSITENbHOIO TEKCTa.
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C momeHTa cBoero ocHoBaHus B 2008 rogy, «lapax» umen crtatyc LeHTtpa
COBPEMEHHOrO MCKYCCTBA, U OCHOBHBIMM BMAAMM €ro AesTeNIbHOCTU Obinun
BbICTABOYHAS U MpocBeTuTenbCcKas. Bo mHorom cpyHkumMoHuposaHue LieHTpa
MOXOAMMO Ha AESTENBHOCTbL «KYHCTXanne»', To ecTb NIOLWaAKM, He obnagato-
el COOCTBEHHOM KOMMEKLMEN XYLOKECTBEHHBIX MPOU3BEAEHMM, HO Perynsp-
HO BbICTaBMSIOLLIEN MCKYCCTBO. [osiBneHne apxmBHOM Konnekumm B 2012 rogy
npuaano LleHTpy coBpemeHHOro nckyccTBa «lapax» HOBbIM CTaTyC, KOTOPLIM
B 2014 rogy 6bin ocpopmneH topmandeckm: «lapax» ctan myseem. K atomy Bpe-
MEHU MHCTUTYLMS YXKE 3aHMMarna OfHy M3 BeAyLLMX NMO3ULMI B hOPMMPOBa-
HUM AMCKYPCA O COBPEMEHHOM MCKYCCTBE B POCCUMCKOM KOHTEKCTe M, Gna-
rofapst OCHOBAHMIO aPXMBHOM KOJMEKLMM, 3Ta MO3MULMSI TOSIbKO YKPEnunach.
MpurobpeTteHune «lapaxkom» cTaTyca My3esi MPOU3OLLSIO Ha POHE «My3EMHOIo
G6yma» B Poccuu, koTopbiit npuwencst Ha 2010-e.
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Mn. 1. Hukuta Anekcees.
PykoaenbHbIi npurnacu-
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«Cnumpanb», 31 mas 1979.
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My3el coBpemeHHOro uckycctea «fapam» — 3TO YacTHast UHCTU-
TYLMS, MOSTOMY Ha BHYTPEHHIOO PErynsLMIO ero apXMBHOM KOMMEKLMM
He PacMpPOCTPAHSIOTCS }ECTKME MPaBMIIa KaTanornsaLumm M CUCTEMaTU3aLmm,
KOTOpble AENCTBYIOT B FOCYAAPCTBEHHbLIX My3esx M apxuax Poccuu. Mpwu
CO34aHWUM MOMNOXEHUs O AesiTeNbHOCTM apxuBa, Myseit «lapax» npucsomn
eMy CTaTyC «MH(POPMALMOHHOrO LeHTpa». Kak yxe Obifio cKkasaHoO BbilUe,
KOHLEMNTYaNbHO apXMBHAasi KOMMEKUMS My3ess — coBpaHMe HauMoHarnbHO-
ro ypOBHSI, MOCBSALEHHOE HEAABHEN UCTOPMM XYAOKECTBEHHOrO NpoLec-
ca B Poccuu; 66nbLuasi 4YacTb JOKYMEHTOB COOPaHMUS AATUPYETCS NEPUOLOM
C MOCIEBOEHHOMO BPEMEHM A0 HALLMX AHEM; cOBpaHMe MOCTOSHHO nonorn-
HsieTcs. CTPyKTYypa XpaHeHWs apXx1Ba YCTPOEHA TaKMm OBPA3OM, HTO, MOMM-
MO POHAA My3€es U MHCTUTYLIMOHANBHOMO apPXMBA, B KOMMEKLMM €CTb NMoCTy-
MMBLUME M3BHE KPYMHbIE COBPaHUs, paHee NpUHaANexKaBLUME HEGONbLLMM
MHCTUTYLMSM (Hampumep, ranepesim) Uim HYacTHbIM FIMLAM Pa3IIMYHBIX MPO-
doeccuit: KONNEKUMOHepam, KypaTopam, XYAOKHUKAM, ranepmuctam u npou.
B Takmx cpoHAax yxe ecTb CBOSI CTPYKTypa, MO3TOMY KOMIMIIEKTOBaHME
Nno TMMam JOKYMEHTOB HE BELETCS, KOOME OfHOro poHAa, — COBCTBEHHO,
doHaa myses. QoHA myses npefcTaBnsier co6oM MNOCTOSIHHO MOMOSHSIO-
LLYIOCS KOMNEKLMIO «3chemepusiy — PasHOro pofa TUPAXKHbLIX JOKYMEHTOB,
COOBLLAIOLMX O KYNBTYPHbLIX COBLITUAX. DTO acpuLLM, NPECC-PENiU3bl, NPU-
rnacuTenbHble GuneTbl 1 BykneTbl, doiaepsl K BbICTABKaM. TaKME AOKYMEHTHI,
rnocne OKOHYaHWs MepPONpPUSTUIA, O KOTOPLIX OHKM COOBLLAIOT, OBLIYHO Nomna-
[aloT B KOP3MHY ANsi Mycopa.

HecmoTps Ha rnyGoKkue my3eiHble M aPXMBHBIE TPAAWLMMU U HaMK-
YMe rocyAapCTBEHHbLIX CTaHAAPTOB B cdoepe apxMBHOM paboThbl B Poccuu,
C camoro Havana Hay4Hbllt otgen «lapaxa» cTankmMBancs ¢ 3aga4amu, KOTo-
pble He HaxXOAWIMU MPSIMBIX aHANOrOB B MECTHbIX My3EMHbIX MPaKTUKaX.
B cBa3u ¢ 3TMm, Hanpumep, Hay4HbIM OTAenom Gbina paspabotaHa cob-
cTBeHHasi 6a3a AaHHbIX 1 npunoxeHune RAAN App?, koTopoe ncnornb3yercs
He TOMbKO LSt ONMCaHUS apPXMBHBIX KOMMEKumMi «fapaxma», HO U B MPOEKTe
«CeTu apxmBoB poccumckoro mckycctea» (RAAN), — MHCTUTYLUMSIMM, KOTO-
pble He obnagaloT cOO6CTBEHHBIMM Oa3amm LaHHbIX.

OcHoBOW KONneKumu 1 nepebim cobpaHem apxmea «lapaxka» ctan
«Apxue QoHpa “XynoecTBeHHbIE MPOEKTHI">, CPOPMUPOBAHHBIN B XO4E Aesi-
TENbHOCTU HECKOSTbKMX MHCTUTYLMM M UX COTPYAHMKOB (HauMHasi CO BTOPOM
nonoeuHbl 1990-x rogo. 1 go koHua 2000-x)*: LleHTpa coBpemeHHOro uckyc-
ctea Copoca B Mockse, a Takxke AByx opraHuzaumit QoHaa «XyaomecTBeHHble
npoekTbl» — 2001—2004 1 2004—2012 rogos. 3agayen «XyLoMKeCTBEHHbIX
MPOEKTOB» ObINO XPaHWUTb, COBUPATL U MOALEPKMBATL B MyOGIMUHOM AOCTYMNE
maTepuansl 06 MCTOPUM COBPEMEHHOTO MCKyccTBa B Poccuu, Brntovas Heo-
domumanbHOE UCKYCCTBO coBeTckoro nepuoga (Bepembéra 2020). Oupektop
donga ¢ 2004 roga, uctopmk nckycctea Calla O6yxoBa, pyKOBOACTBOBANach
TOWM K€ KOHLENUUen AesTenbHOCTU apXMBa, KOTOpas Nno3jHee fnerna B OCHO-
By apxuBa «[apaa», KypaTopom KoToporo oHa ctana B 2012 rogy*: cosgaHue
6a3bl MCTOYHMKOB MO MCTOPUM COBPEMEHHOTO McKyccTBa B Poccun. C nomo-
LLIbIO TaKoM 6a3bl MOXHO 6blNo Gbl BOCCTAHOBWTH XPOHOMOTMIO COBLITUI M KPYT
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YHaCTHUKOB XyZIOXECTBEHHOTO MPOLIECCa, YTO ObIIO OYEeHb aKTyasnbHO AN CTy-
[IEHTOB, UCCNEeOoBaTENEN, KypPaTOPOB, XYAOKHUKOB.

BaxxHO MoHMMaTb, YTO MOTPEOHOCTU «aKaLEMM3IUPOBATLY 3HAHWE
O HepaBHEM MpPOLUIOM MCKyccTBa B Poccun, cospate MMEHHO 6asy MCTou-
HWKOB, HE CIly4aiHbl: apXMB «XyAOXKECTBEHHbIX MPOEKTOB» Havan CKIafbl-
BaTbCS B UCTOPUHECKOMN CUTYaLMM, KOTAA aKaAEMUHECKME MHCTUTYLIMU, TaKue,
KaK YHUBEPCUTETbI U XYAOKECTBEHHbIE By3bl POCCHM, yHacne[oBaB COBETCKYIO
nporpammy KypcoB Mo UCTOPUKU UCKYCCTBA, HE MPOSIBISNIM MHTEpeca K BKITIO-
YeHMIO COBPEMEHHOCTU B CBOM YHeOHbIE MilaHbl; KypCbl TEOPUKU U METOLONOMMM
MCKYCCTBA 3aKaHYMBASIMCh, B NyYLLEM Cydae, U3yHEeHUEeM SMOXM aBaHrapaa;
B CTpaHe He OblNo HM OAHOro My3esi, MOCBSILLEHHOrO COBPEMEHHOMY MCKyC-
cTBY®;, 0By4eHMe BU3yanbHOMY MCKYCCTBY B XYAOXECTBEHHbIX By3ax OTMYa-
JTOCb KOHCEPBATMBHOCTBIO AOCTYMHBIX CTYAEHTAM MEAMA. Tem HE MeHee B 3TO
e BPeMS! BriepBble CBOOOAHO MPOXOAMITU BbICTABKU XYAOKHUKOB, B MPOLLIIOM
OTHOCMBLLIMXCS K HEOOULIMATIBHOMY XYAOKECTBEHHOMY MPOLIECCY, M34aBaNUCh
TEKCTbl HEOOULIMATBHBIX COBETCKMX MO3TOB U NucaTenei, OypHO pasBMBanach
ansTepHaTUBHASs KyIbTypa, NMOSIBMSIIMCH NepPBbIe rafiepPemn 1 LEHTPbI COBPEMEH-
HOro MCKYCCTBA, a Takxe rnepsble (nonyodomumarnbHble) yiebHble 3aBeaeHus,
rAEe MOXHO BbIfIO M3y4aTb COBPEMEHHOE UCKYCCTBO M HOBbIE Meama’.

B uenom cutyaumusi ¢ obpasoBaHMemM B 3TOM cpepe COxXpaHs-
Nack Ha MPOTSMEHUWU ANUTENIBHOTO BPEMEHW HEW3MEHHOM; €OUHCTBEHHbI-
MU UTPOKaMM Ha MOJie COBPEMEHHOIO MCKYCCTBA OblIM MHCTUTYLIMM, BO3HMK-
wue B 1990-e. CoBpemMeHHOE MCKYCCTBO BHYTPM OOULMANIbHOM MPOrpammsl
Mo UCTOPMM MCKYCCTBA B POCCMMCKMX By3ax BO3HMKANO NMLIb B chopmaTe
cneuKypcoB. TonbKo cpaBHUTENBHO HeaaBHO, B Hadane 2010-x, Ha choHe yrno-
MSIHYTOTO BbILLE «My3€MHOro Byma», CTanu CKIIaAbIBaTLCS HOBLIE OdoMLMarb-
Hble Nporpammbl 06yHeHUs1 B BefyLLUMX By3aX, MOCBSLLEHHbIE COBPEMEHHO-
MY UCKYCCTBY.

Mn. 2. Koca u3 ceeTnbix
sornoc. ®oHg Bnagucnasa
MamsieBa-MoHpo. Apxus
Myzes coBpemeHHOro
uckycctsa «fapa .
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Mouemy umeHHo apxme?

MoHsTUE «apXMB» BOCXOAMT K APEBHErpedeckomy cnosy archeion (Apxeiov —
«MPUCYTCTBEHHOE MecTox). OHO, B CBOIO OYepesb, SBMSETCS OOHOKOPEHHbLIM
c«apxe» (ApXn), 0aHO U3 3HaYEHMM KoToporo — «BrnacTb» (Dacmep 1973). Dto
OTHOCHWT HacC K NepBOHaYanibHOMY NMOHUMAHMIO aPXMBA KaK MPUCYTCTBEHHOMO
MECTa — YUYPEXAEHUS, TAE XPAHATCS 3arMcKu O TPAH3aKLMIX OorLManbHbIX
UHCTUTYLMIA UM JOMKHOCTHBIX NWL. B TOMKOBLIX CrOBapsix M 3HUMKIONEAM-
FX K 3TOMY 3HAYEHUIO MPUCOEAMHSIETCS APYroe — «COBOKYMHOCTb AOKYMEH-
TOB, 06PAa30BABLUMXCS B PE3ynsTaTe AESTENbHOCTM YHYPEKAESHWM, Npeanpus-
TUit, otaenbHbix nmuy (B3C 2002).

ApPXMBbI, O KOTOPLIX MAET PEYb B 3TOM CTaTbe, AASNIEKM OT MEPBO-
ro KracCMYecKoro OrnpeaeneHmst apxmMeBa B CMbICIE CBS3W C (roCyAapCTBeH-
HOM) BNACTbIO: OHWM, B OCHOBHOM, HaYMHAINIMCb MMEHHO C YaCTHbIX MHMLMA-
TUB 1 COOPaHUI JOKYMEHTOB, OBPA30BABLLUMXCS «B Pe3yrnkTaTe AesTeNlbHOCTH
KaKoro-HWOYAb yHpeaeHUs, nuuay. [laxe ecnm KOHUENUMM KOMMIIEKTOBaHMS
NMOAOGHLIX aPXMBOB MW MHCTUTYLMM, KyAa OHW MO3AHEE Monasnu, NpeTeHayloT
Ha HaLMOHanbHbIM (MW HaAHALMOHAIbHBIN) MAcLUTaB, Camm apXMBbI 3a4aCTyIO
HaYMHaNMCb KaK YaCTHbIE MHWULMATMBLI UM COOPaHMs, CO3AaHHbLIE Ha YacT-
Hble feHbri’. bonee Toro, ecnu roBopUTL O BACTM, TO MHOTME U3 APXMBOB
COBPEMEHHOIO UCKYCCTBA B HEKOTOPOM CMbICIIE CO3AABANMCh B KOHTEKCTE
MPOTUBOMOCTABIIEHWS MMM aNbTEPHATMBLI MO OTHOLLEHMIO K OoMLManbHOM
KynbType®, ocobeHHO 3TO KacaeTcsi apxmBoB M3 BocTtouHoi EBponbl 1 Gbie-
wero CCCP. bonbLudsi YacTb MaTepPUanoB, XPaHsLLMXCA HblHE B apxuee Myses
«lapax» — He umcknodeHue’. CrefoBaHME CErOgHSILLHMX XYLOMECTBEHHbIX
npakt1k B Poccnmn HeodomumanbHOMYy COBETCKOMY MCKYCCTBY'™, a Takxe B3a-
MMOOTHOLLIEHWS] MEXAY STUM HacnegMem U odomuManbHOM KymbTYPOM, Bbli3bl-
BAIOT HEKOTOpLIE Mapasinenu C TeM, KaK B3aMMOLEMCTBYIOT B rnoGanbHOM
KOHTEKCTE JOMWMHMPOBABLUMIA ELle HEAaBHO EBPOMOLEHTPUYHbLIM LUCKYPC
«MEMHCTPUMHOM» (KOHBEHLMOHASBHOM) MCTOPUM UCKYCCTBA M Mapr1HaNU30-
BaHHbIE HAPPATUBBI, @ TAKXKE JIOKASIbHbLIE UCTOPMM UCKYCCTBA PETMOHOB MMUPA.
B 3TUX yCNoBUSIX PEKOHCTPYUPOBAHMS 4PYrMX, BBITECHEHHLIX MCTOPUI UCKYC-
cTBa, paboTa C NEPBUMYHBIMU MCTOYHMKAMM CTAHOBUTCS Hauboree aKTyasb-
HoM. A cnefoBaTernbHO, Ha NEPBLIM NIaH BbIXOAMT aPXMB KaK CPEACTBO PEKOH-
CTPYKUMM HefaBHero npotunoro™.

McTopUYECKUIA «TOPU3OHT» APXMBHOM KOMMEKUMM, B CpPaBHe-
HMM C MY3E€MHOW KONNEKUMEN BMU3YasrlbHOMO MCKYCCTBA, 3HAYMTENbHO LUMPE:
APXMB MOXET MO3BOMMTL cebe XpaHWTb matepuaribl O MOSIOAOM XYLOMHM-
Ke, Ybsi Kapbepa TONMbKO HaYarnach, B TO BPEMS KaK B «KIIACCUYECKYIO» My3eM-
HYIO KOMneKumio paboThbl TAKOro XYAOXHMKA MOMagyT, CKOPee BCEro, TOMbKO
TOrAa, KOrAa ero NPOW3BEeAEHMUS! CTaHYT CYLLECTBEHHbIM KanMuTaNoBIOKEHN-
em. Takum 0BpPa3oMm, B apxMB CKOpPEE MOryT MOMacTb MMEHA, MO PasHbIM
MPUYMHaM OKa3aBLUMECS BHE PbIHKA MCKYCCTBA. TPaAMLMOHHDIN dhopmaT Kon-
NEKUMOHMPOBAHUS Ha 3TOM (POHE KAXKETCS AOCTAaTOYHO KOHCEPBATMBHbIM
CnocoBGoMm OTPasuTb XyLOMECTBEHHble mpouecchl®. ApXMBHas KOMneKuus
MO3BOMSIET COXPAaHSATL ansTEPHATUBHBIE MCTOPUM, CMPSTaHHbLIE HAPPATMBHI,
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YCKOMb3aloLme OT FOCMNOACTBYIOLLEN YHUBEPCANMCTCKOM KynbTypbl My3eM-
HbIX Konnekumi. K Taknm matepuanam B Hallem cOBpPaHUM, HAaMPUMEP, MOTYT
OTHOCUTBCS IOKYMEHTBI MO UCTOPUM POCCUMCKMX CAMOOPTaHM3aLMI XYAOKHN-
KOB 3a MocriefHUe 4BafLaTb JIeT, COOpPaHHbIE B XOAE OCYLLECTBIIEHWUS Uccne-
LoBaTernbcKoro npoekta «OTKPbITble CUCTEMBI»™,

ApxvBHas KOMMEKLUMS — 3TO HECKOJIbKO MHOW CMoco® M3ydeHus
MCKYCCTBA MO CPaBHEHMIO C Komnnekumei npousseseHnit. C ofHOM CTOPOHHI,
Mony4yeHUe 3HaHUSI B apXMBE NMPUONMKAETCS K aKaAEMUHECKOMY, HarloMMHas
rocelleHne yHuBepcuTeTckom 6mbnuotekn. C Apyroi — nocelyeHue apxu-
Ba O6GbIYHO He TpebyeT MOKYMKW GuneTa; ANnsi NOCceTUTENsl POPMa B3aMMO-
[ENCTBUS C COAEPKaHMEM APXMBHOM KOMMEKUMM Gornee HenocpeacTBeHHas
M OTNMYaeTCs OT POPM «MoTPebneHus» KymnbTypbl B NMPOCTPaHCTBe «6eno-
ro kybax». B elye Gonbluel CTeneHn 3TO BbIPAXEHO B LIMPPOBLIX MPOEKTAX,
KOrAa apXMBHAs KOMMEKLMS BLIXOAMUT 38 MPefesnbl MHCTUTYLMM M CTAHOBMUTCS
[OCTYMHOM BO BCEMMPHOM CETU MPAKTUHECKM BCEM, KTO MMEET BO3MOXHOCTb
K HEeM NOOKIIOYUTLCS.

HecmoTpsi Ha onMcaHHbIe MPEUMYLLIECTBa, Y apXMBOB TaKKe eCTb
cBon orpaHuyeHusi. ONTUMM3M OTHOCMTENIbHO AEMOKPAaTM3aumMu My3ei-
HbIX KOJMEKLMIA C MOMOLLbIO apPXMBOB, BEPOSITHO, CrefyeT ypaBHOBELLM-
BaTb «CMMMTOMATUYECKMM YTEHUMEM» APXMBHBLIX cOBpaHmi®. CToOUT yunTbi-
BaTb, YTO OCTAETCSl BHE MOJS 3PEHMSI KYPATOPOB U MEPCOHANM3UPOBAHHOIO
Nnoaxona K KOMNMEKUMOHUPOBAHMIO AOKYMEHTauMKu. B aTol cBsizn BO3HMKaOT
OnaceHusl, 4TO TPEBOra OTHOCUTENIbHO MCYE3HOBEHMS CeoB HeoULMarb-
HOWM KyNLTYPbl UM HEKOHBEHLIMOHASbHBIX XYAOKECTBEHHbIX MPAKTMK, & TaK-
e POPMUPYIOLLMICS PLIHOK apXMBHBIX mMatepuanos (B Tex cTpaHax, rge
OH ecTb'®), MOXET 3aCTaBUTb KOMNEKLMOHEPOB U MHCTUTYLMM OBPALLATb BHU-
MaHMe TOJbKO Ha OMpeaeneHHbIM KPyr NepcoHanui, a CneaoBaTeNlbHO, M [OKY-
MEHTOB, B TO BPEMS KaK APYrMe KOHTEKCTbI OCTAHYTCSl BHE «MOMs 3PEeHMs»
apPXMBHbIX coBpaHui”.

CnepgyeT TaKKe OTMETUTb Pa3NIMYMS KIACCUYECKOTO apXMBaA M apXM-
Ba MO MCKYCCTBY: MOCNEAHMUM HaLle XPaHUT OOBEKTDI, aHP KOTOPbIX OTNIMYa-
€TCS OT aPXMBHOTO JOKYMEHTa'™® — B TAKOM apXMBE MOXHO BCTPETUTH ICKM3bI,
CKETYM, NNaHbl U JPyrMe aBTOPCKME NPOU3BELEHUS rPadOUKM, a Takxke cpoTo-
rpadoum, KOTopbIE He BCErAa HOCAT YMCTO JOKYMEHTaNbHbIM MM TEXHUYECKHMA
XapaKTep, a NpencTaBnsioT coboi aBTOpcKkue npousseneHus. Ecnv B pgans-
HelLLem onpenensTb Pa3HMLY apXMBa MO UCKYCCTBY M apXMBa, MOCBSILLEHHOrO
MMEHHO COBPEMEHHOMY MCKYCCTBY, TO K CMMCKY Pasnuymii npubasnsercs eLe
oAHa OCOBGEHHOCTb: B apPXMBE COBPEMEHHOIO MCKYCCTBA YacTO COAEPIKATCS
OBBEKTBI, YXaHP KOTOPbLIX TPYAHO OMPEefenuTb, KOTOPbIM HAXOAMTCS B «CEPOW
30HEe» MeXAy NPOU3BEAEHMSIMMU UCKYCCTBA M AOKYMEHTaMM®.

Takne 0OBLEKTBI-AOKYMEHTbI MOTYT MMETb CTaTYC XY[AOMECTBEHHOro
NPOM3BEAEHMSI Ha aPT-PbIHKE, HO MPW 3TOM SIBNSTLCS AOKYMEHTaLMEN Xy[owe-
cTBeHHOM akuum (nepdpopmaHca). K nogo6HoOM norpaHMYHOM KaTeropmum oTHO-
CSTCS M HaCTU MHCTaNMSLUMKU: aBTOPCTBO 3TUX HaCTEN MOXET HEe MPUHAANEKATb
XYAOXHMKY, KOTOPbIM CO3A4an BCIO MHCTann[UMio B Lenom. B nuuHbix apxu-
BaxX XYAOXHWKOB MeptPOPMATUBHOIO XaHPa MOTYT COAEKATHCS SNEMEHTh
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KOCTIOMA UK NMpeameTbl, BOOXHOBIFBLUME Ha NepeBonoweHna B o6pa3b|.
3TO POAHUT NMUYHbIE aPXMBbl COBPEMEHHbIX XYAOXHUKOB C OOYITMMU JIMHHBIMU
apxuBamM, Hampumep, POHAAMMU UCTOPUHECKMX FIMHHOCTEN B rOCYAaPCTBEH-
HbIX apPXMBaX, My3€aX-KBAPTUPAX U MEMOPUASTIbHBIX My3€esX, TaK KaK TamM 3a4a-
CTYIO COLEPXHATCs, MOMMMO Bymar, NMPEesMETbl IMHHOTO OOMXOAA, SNEMEHTHI
rapaepoba 1 Npoyre o6bEKTH, Ha A3bIKE aPXMBUCTOB HA3bIBAIOLLMECS KMEMO-
puansHbIMM Npeametamn»®, Bce 3TO TakKe OMKTYET OnpeferieHHbIe YCNoBus
XPaHEHUA N KOHCEPBALMU TAKMX «aPXMBHBIX MAaTEPUANOBY.

Bo3HWKHOBEHME B apXxMBe, MOCBSALLEHHOM COBPEMEHHOMY MCKYC-
CTBY, OMMCAHHbIX BblLLUE OBBEKTOB TECHO CBA3aHO CO CMEHOM XYOOXKEeCTBEHHbIX
npaKkTUK B uckycctee ¢ 1960-x ropgos? 2. «ematepranuzaums» (Arantes 2018:
465) N306pa3mUTENBHOrO UCKYCCTBA, BbIXOA 3a NPEAenbl KINacCMYECKMX CPeacTs
BbIPaXXE€HUA B MPAKTUKAX KOHUENTYasIMCTOB, CMELLUMBAHUE PA3HbIX «Knaccnye-
CKMX» XaHPOB B OAHOM MPOM3BEAEHWMMU UCKYCCTBA (HanmpUMep, B MHCTANISLMK),
LUMPOKOE PacMpPOCTPaHEHME KaHpa NepdpopmaHca, — a 3HauMT, BKIIOHEHWe
U3MepeHUs BpemeHu (Mpouecca) B NPOM3BEAEHMS] MCKYCCTBA, — MOBMSIIM
Ha MPAKTUKy My3el‘;1HOFO KOJIJTIEKUMOHUPOBAHMUA. Ha I'IepBbIl‘/II nnaH BbIABUHY-
nacb HeO6XO,CIMMOCTb COXpPaHeHUs OOKYMEHTAaUMMN KaK H4aCTU XyLOXKEeCTBEHHO-
ro npotecca, 6e3 KOTOPOW MO3[HEE CTAHOBMTCS HEBO3MOMHO PEKOHCTPYM-
POBaTb B PaMKax BbICTABO4YHOM AEATENbHOCTU TaKME XKAaHPbl COBPEMEHHOIO
MCKYCCTBA, KaK nepdpopmaHc unu nHctannsiums. O4HOBPEMEHHO C OnMMCaHHbI-
MU HOBLLUECTBAMM Ha U3MEHEHUEe My3ef;IHbIX NPAKTUK NOBINANO BO3HUKHOBE-
HMe HOBbIX MEAMAZ (M MEAMAMCKYCCTBA), @ TaKHKe MHCTUTYLMOHASbHBIM KPU3KC
My3€eq KaK TaKOBOroO. Hoeble menoma B UCKYCCTBE, B HaCTHOCTH, NPUBENN K BO3-
HUKHOBEHMUIO ((FM6pM,D,HbIX)) My3el:1HbIX KOJ'IJ'IeKLl,MPI, KOTOPbI€ HANOMUHAIOT HEYTO
CpepHee MEXAY KIacCMYECKMM My3eem M300PasMTENbHOMO MCKYCCTBA, apXMB-
HOWM KOJSINEKUMEN M MOMUTEXHUHECKMM My3eem?, MOCKOSbKY BbIHYXXAEHbI Xpa-
HUTb U NOLOEPXKMBATL B pa6o~|eM COCTOSAHMUN TEXHONOIMMU C UCMOSTIb3OBAHMEM
HOBbIX MeAna, NponsBeaeHHbIE N5 MAaCCOBOro PbiHKA U LUMPOKOro I'IOTpe6l4-
Tensa 3a nocnegHue NaTbAecaT C JIMLLHUM NET. KOMMepHeCKaH Bblro4a AMKTOBA-
na B 3TOM cdpepe OTCYTCTBUE OBLLMX CTAHLAPTOB M B3aMMO3aMEHSIEMOCTH TEX-
HOHOFMﬁ, YTO NPUBESIO K OBMMUIO TEXHUHECKM COBEPLUEHHO PAa3HbIX annapaTos
Ansa 3anmcn U BOCNPOU3BOACTBA KMHO- U BUAEOMNEHOK, @ TAKXXe ayanonpoayK-
M. MHCTUTYLMOHANBHBIM KPU3MC BbIPA3MIICS B KOHCPIIMKTE MEXAY KOHLENUm-
el KITaCCUMYECKOrO My3esi U HEOOXOAMMOCTLIO My3Eesi COOTBETCTBOBATH HOBbIM
KpUTEPHSIM (BPEMEHHOCTU M M3MEHUMBOCTM NMPOU3BEAEHWM UCKYCCTBa%; HeO6-
XOAMMOCTH MOMELLIEHMS MPOU3BEAEHUIM B KOHTEKCT BMECTO MPUBbLIYHOM «aBTO-
HOMUU» «CTAPbIX» npom3Be,qum71 MCKyCCTBa) M NPOYUM CNOXHOCTSAM, BO3HUK-
LLUMM 3@ CHET BbIXOAa BM3YasIbHOrO UCKYCCTBA 3a Mnpefesibl NPEeXHUX XaHPOB.
[insi coxpaHeHus,, U3y4eHust U PEKOHCTPYKLMM MPOU3BEAEHMSI MCKYCCTBA CTaro
HeobxoaMmo obnagaTb HAOOPOM JaHHbIX O Hem, KOTopbIM [Mpucumnna ApaHTec
Ha3bIBaeT «pPacLUMPEHHOM AoKymeHTaumen»? (expanded documentation)
(Arantes 2018: 466); Tenepb 3TO He TOMLKO cama pPaboTa, HO M BCe MPOLECCHI,
KOTOpPbIE COMYTCTBOBAJZIM €€ BO3HMKHOBEHUIO U OEMOHCTPALMN ny6n14|(e: nna-
Hbl SKCMOHMPOBAHMUS, crnocobbl 1 maTepuanbl, MCNONb30BaHHbIE ANs M3rOTOB-
NeHnd, MHTEPBbIO C XYOAOXHUKOM U MPOM.
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OTO CMeLLeHMEe B CTOPOHY KOHTEKCTa M yTpaTa «aBTOHOMHOCTU»
MPOU3BEAEHMUS UCKYCCTBaZ, & TAKKE CMELLIEHME XKaHPOB AOKYMEHTALMMU U MPO-
U3BEAEHMWS UCKYCCTBA MPOBNEMaTU3UPOBANM aBTOPCTBO C ABYX TOHEK 3PEHMSI.

Bo-nepBbix, XpaHeHne U Tem Gonee PEKOHCTPYKLMS MPOU3BELEHMS
MCKYCCTBA B BbICTABOYHOM MPOCTPAHCTBE CTanu TpeboBaTh y4acTus 6orbLuo-
ro KONMMYeCcTBa CreLManMcToB, OCOGEHHO ECU XYAOKHMK PaboTaeT C HOBbI-
mu mepma. Tak, XaHHa Bap6apa Xénnuur (Hanna Barbara Holling 2013: 33—45)
B Ka4eCTBE MPUMEPA HOBOIO TUMa XPAHEHWUS U BLICTABOYHON PEKOHCTPYK-
LMK MPOU3BEAEHUS UCKYCCTBA MPUBOAMUT Clydait HAXOASLLUENCS B KOMIEKLMM
HupepnaHackoro uHcTutyTa megmanckycctea (NIMk) uHcTannsumm xynomHu-
ka bunna CnnnxoseHa «//Eye» (1993/2011), B ocHOBE KOTOPOM — KOMMbIOTEP-
Has Nporpamma. ITO y4acT1e CreumanmMcToB, BOCCTaHABMNMBAIOLLMX NPOU3BeE-
LEeHWe MCKYCCTBa B PaMKax 3KCMO3MLMM, SBMSIETCS BbI3OBOM TPAAMLIMOHHOM
NOTMKE PecTaBpaLMM U XPaHEHMS U MOKET ObiTb PACCMOTPEHO KaK aKTMBHas
Konnabopaums XpaHUTENei U SKCNO3ULMOHEPOB C XYAOKHUKOM?,

Bo-BTOpbIX, apXMBbI, OTPAKAIOLLME KOMIEKTUBHBIE XYAOMECTBEH-
Hble MPAKTUKK, KaK, Hanpumep, coopHukn «MAHW» rpynnel «KonnekTueHble
LENCTBUS» UM KONMMEKLUMM MeMN- Unn dpaKc-apTa, COBpaHHbIE XYAOKHUKaMM,
COCTOSIBLLMMM B KOPPECMOHAEHLUMM APYT C APYrom, 0B6pasytoTcst TaK Mnu MHa-
Ye B XOAe CEMeKLMM MATEPUanoB OTAENbHLIMW MPEACTABUTENSMMU XyLOXKE-
CTBEHHOM CpeAbl, SBNAIOTCS OAHOBPEMEHHO M AOKYMEHTaUMEN, M npousse-
LEHUSAMMU UCKYCCTBA. APXMB B MOCIEAHEM CIyHae MOXET TaKKe MOHMMATBLCS
KaK aBTOPCKOE «COCTABHOE MPOU3BEAEHMEY, BbIPAKAACH S3bIKOM POCCUIMCKO-
ro 3aKoHopaaTenbcTea”.

[lo crux nop Mmbl OnNMCbIBaNM NPEUMMYLLIECTBA apXMBa ANS PEKOH-
CTPYKLMM UCTOPMM UCKYCCTBA, @ TaKKe TPYAHOCTH, MPUBHECEHHbIE «AEeMmaTe-
puanusaumei» BU3yanbHOrO MCKYCCTBA B My3elHble npakTuku. O6patumcs
Tenepb K npeumyLecteam®® apxMBHOro noaxona B paboTe C COBPEMEHHbBIM
UCKYCCTBOM. APaHTEC, ONMCLIBaS Pa3HULY MEXLY MOAEPHUCTCKMM U COBpe-
MEHHbBIM MOAXOAOM K MYy3EMHOMY XPaHEHMIO, MPWUBOAWUT AHEKAOTUHECKMMA
npumep u3 kHurn Kpucturer Opedipe (Freire 1999). MpuobpeteHHas Myseem
CoBpeMeHHOro McKyccTea B Hilo-Mopke (MoMA) paGota [ozedpa KowwyTa
«OpmH v Tpu cTyna» (1965) no ctapoi my3enmHoM POPMANMCTCKOM JTIOTMKe pac-
nafjaeTcs NPy NonagjaHuM B XPaHEeHUE Ha TPU PasHbIX OTAENa: OTAEN AM3ai-
Ha (cTyn), GubnuroTeky (hoTokoNMs onpedeneHus cTyna) 1 otaen dpoTorpa-
doum (choto cTyna) (Arantes 2018: 449—468). N xoTa B aHeKAOTe pedb MAeT
O KJIaCCMYECKOM BEPCUM MY3EMHOM KOMNEKLMMU, COCPEAOTOHEHHOM Ha CamMMX
NpPOM3BEAEHMSIX UCKYCCTBa, 8 HEe 06 apXMBe, MPEUMYLLECTBO COXPaHEHMS
«PACLUMPEHHOM JOKYMEHTaLMM» BOKPYI XYLOXECTBEHHOrO npouecca CTaHo-
BMTCS O4eBUAHO® — B criyyae HOBOro nogxopa npoussegeHne KowyTa xpa-
HUNOCb 6bl KaK eAMHMLA XPaHEHMUs, COCTOSLLAs M3 HECKONMbKMX OGBLEKTOB.
MpuBeaeHHbIM NPUMEP MAPKUPYET BaHbLIE Pa3NMYMs B MOAXOAAX: ANS Knac-
CHMYECKOM My3EMHOM KOHLEMLUUM BaXKEH CaM «MOLJMHHBIN» OOBEKT, B TO Bpe-
M KaK Anst KOHLENTYaNbHOMO HaMpPaBeHWsl B UCKYCCTBE BaXHee TEKCT, uaes,
MHCTPYKLMS, ONUCbiBaloLLas npousseseHne. ABTOPCTBO OGBLEKTa 3KCMOHMU-
poBaHUs, COBPaAHHOrO MO MHCTPYKLUMM, HAMEPEHHO MPOGIemaTUsMpyeTcs
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XYLOXKHUKOM, @ HEOBXOAMMOCTb XPaHEHMSI HEKOTOPbLIX 3aMEHSEMbIX AeTanen
MHCTanIsSILMM MOXET BbiTb MOCTABIIEHa Nog COMHeHme™,

«[ematepuanmsaums» UCKYCCTBA, BKITIOYEHME YETBEPTOrO U3Mepe-
Husi (BpEMeHM) B MPOU3BEAEHUS M MOCHefOBaBLUEE 3@ HWMM BO3pacTaHue
3HAYEHMUSI APXMBHBLIX MATEPUANIOB B My3EMHbIX KOMIEKLUMSIX CMYCTS HECKOMbKO
OECATUIIETUI MPUBENU K «aPXMBHOMY MOBOPOTY», UK UMMYNbCY», U B MPaK-
TUKE CAMMX COBPEMEHHbIX XYLAOXHMKOB: apXMB HaYMHAET MCMOSb30BaThCA
KaK CPEACTBO BbipaxeHus (Meama) Ans NpoM3BEeLEHUI UCKYCCTBa™.

MoaBoas MTOr aHaNM3y U3MEHEHMI B My3EMHBIX MPAKTUKaX B CBS3M
C MOSIBIIEHNEM HOBbIX HaMpPaBneHUM, DOPM U JKAHPOB BU3YarbHOro UCKYCCTB],
MOMXHO 3aKMIOHUTb, YTO My3eMHas KOMNMEKLMS, COAepKallas B cebe «pacLum-
PEHHYIO AOKYMEHTALMIO» (APXMBHBIE MaTepuansl), NpeacTaBnseTcs Haubonee
aKTyanbHOM POPMOM XPAHEHUS U SKCMIOHUPOBAHMS] COBPEMEHHOTO MCKYCCTEA.

Mepexons k onucaHuio apxuBa «fapaxa», Xo4y MNOAYEPKHYTb,
4YTO OH He SIBMSIETCS Clly4aem My3eMHOM KOMMEKLUMM MMEHHO MPOU3BEAEHMI
MCKYCCTBA C «PacLUMPEHHON JOKYMEHTaLMeN», a NPeACTaBnseT coObon apxms
nepBmYHbIX (M BTOPUYHBIX) MCTOYHMKOB MO MCTOPUM NOKaNbHOM XyAOKECTBEH-
HOW Cpeabl 1 MPM 3TOM BKITIOHAET OBLLMPHYIO JOKYMEHTALMIO K MPOM3BEeAeH -
SIM MCKYCCTBA, B YaCTHOCTU K nepdpopmaHcam 1 uHcTannsuusm. lNpousseneHus
MCKYCCTBa TaK MU MHa4e nonagaiot B apxme «[apaxa» B cocTaBe pasnuyHbiX
POHAOB, HO HE SIBMSIIOTCS LEMblO KOMIEKLMOHUPOBAHMSI.

O6cTosTenscTea dhopmupoBaHus nepeoro dooHaa (peys o cobpa-
Hun «DoHpa “XyaokecTBeHHbIe NPOEKTHI"»), Nerero B OCHOBY apXMBHOM KOJI-
nekuum Myses «fapa», a TaKKe ero CTPYKTYpa KIo4eEBbIM OBPAa3OM NOBIUAIM
Ha JanbHEeMLLYIO NMOMUTUKY KOMNMEKLMOHMPOBaHUS B My3ee: dooHz, pacrionararn
MHOTOUMUCNEHHBIMM JOCbE XYAOKHUKOB C MX aBTOPM30BaHHbIMM Brorpadoms-
MU U OPYTMMU JOKYMEHTaMM KaK YHUKANbHOIO XapaKTepa, Tak U TUPAaXHbIMK,
a TaKXKe HECKONIbKUMM KOSMEKLUMIMM, CPEAMN KOTOPLIX — cobpaHue sdoeme-
pua ¢ koHua 1980-x rogos fo 2012 rona; KOMMEKUMS BbIPE30OK M3MNPEeCChl, TeK-
CTbl KOTOPbIX MNOCBSILLEHHbI COBPeMeHHOM KynbType 1990—2000-x ronos; foKy-
MeHTarbHble poTorpacomu; BUAEOLOKYMEHTaLMS XyAOKECTBEHHOrO NpoLecca
(npemmyLuecteeHHO mockoeckoro) 1990-x—2000-x ropos. HayuHbi otgen
npogomkaet cobupats konnekumio sdpemepms PoHpa «XyLoKecTBeHHbIe
MPOEKTbI» yXe Kak YacTb dpoHAa Myzes «lapax». MHorue dpoHabl B cobpa-
HUM Mysesi «[apax», NocTynasLuMe BMOCNEACTBUM, TaK UK MHAYE CEMAHTU-
yeckm cesizaHbl ¢ «DoHaom "XynomecTBeHHble NPOeKThl'» — 0B6pa3HO roso-
psi, Yepe3 «OLHO PYKOMOXaTHe» NPeAcTaBUTENEN XYLOMECTBEHHOM Cpepbl.
Hanpumep, cobpaHmnsi MOCKOBCKUX ranepei, ooHA KonnekumnoHepa JleoHnaa
TanoukmHa, chorg KypaTopa AHapest Epodheesa, dooHabl xyaoxHuKkos Mropsi
Makapesuyda u OpaHumncko MHdpaHTs, dhoHasl Mocudpa Bakwtenna u UMNCH,
chboHgbl BukTtopa MNMueosaposa, Buktopa 1 Maprapmtbl TynmupbIHbIX U T.4.

YHuKanbHble matepuarnsl 6biiv cobpaHbl MHOrMMM choHZoo6pa-
30BaTeNSIMMU ELLE B COBETCKUIM NEPMOZA M MOCBSILLEHbI HeodMLManbHOM XyAo-
)ecTeeHHoM cpege 1960—1980-x rogos. CuTyaums 3Ta HAXOAMUT CBOM Mapan-
nenu B amepukaHckom koHtekcte. Opedpe (Freire 2009: 203), B 4acTHOCTH,
YNOMMHAET 3HAYeHME apXMBOB, CPOPMMPOBABLLUMXCS B Bpasunum y cammx
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XYLOXHUKOB B 1960—1970-e rogbl B XoA4e NMOMCKa MHPOPMALIMM U MHTEHCHUB-
HOrO MHTEPHALMOHANBHOrO NMOYTOBOro o6meHa (BKIToUast MPaKTUKK Meir-ap-
Ta)*. [lonroe Bpemsl TaKne apxvBbl OCTABANIMCb BHE PbIHKA, BHE KOHBEHLMO-
HarnbHbIX KYNBTYPHBIX MHCTUTYLMIA U, KaK CNEACTBME, BHE MCTOPUM UCKYCCTBA:
«<...> 3TU apPXM1BbI CErOfHSI NOTEHLMANBHO CMOCOBHbI NEPEKOHIUIYPHUPOBATbL
pOornb XyLOMECTBEHHOM KPUTMKM, ee AMCKYPC U ee mecTo. KHUMM XynoxHM-
KOB, poTOrpPacPuM aKLmii U NEPHPOPMAHCOB, TEKCTbI U MAHUADECTDI, @ TaKXe
SKCMEPMMEHTASIbHAS MO33USI B €€ MHOTOYMCIIEHHBIX BOMIIOLLEHMSIX, UCKITIO-
YeHHbIe U3 My3eMHbIX KOMMEKLMM, NoAHac Clly4amHO COXPAHSAIOTCS B apXMBaX
3TUX XYAOXKHMKOB. bnarogapst nepenpoyTeHuto aTx cobpaHuit, CeroaHst Boc-
CTaHaBIIMBAIOTCS T€ MHOTUE ABWMXEHMS], FPYMIMbl U XYAOXHMKMU, KOTOPbIE UFHO-
pUpoBan1cb B HeAaBHEM MPOLLINIOM, @ HblHE M3BECTHbI Mybnuke Gnaropaps
BbICTaBKam M nybnukaumsam» (Freire and Longoni 2009: 203). Bee kaHpbl foKy-
MeHTOB, ynomaHyTele Qperipe, BcTpedaloTcsi U B apxuee «lapaxan.

Takke opraHuMyYecku cBs3aHbl C matepuanamu apxmea «DoHga
“XyBoxecTBeHHbIE MPOEKTBI"» COBPaHMS, MOCBSLLEHHbIE COBPEMEHHBIM CAMO-
opraHu3aUMsIM XYLOXKHUKOB, aKTUBUCTCKOMY MCKyccTBy B Poccum u cTpuTt-ap-
Ty, @ TaKxe Apyrne POHAbI, PACCKa3bIBAIOLLME O MOJIOLOM MOKONIEHUM
POCCUMCKMX XYOOMHMKOB, TaK KaK YaCTUYHO MX MMEHA Yxe MPUCYTCTBOBA-
U B CNMCKax Jocbe «XyAOKECTBEHHbIX NPoekToB». BaxHo, yto B «DoHae
“XypoxecTBeHHblE MPOEKTLI"» TaKkKe MPUCYTCTBOBANO, Hanpumep, AOCbe
Po6epra Manbka, NOCKONbKY €ro dourypa CBSI3bIBAET MOKOMEHMSI XyAOMKHM-
KOB aBaHrapAa M MocrneBOeHHOM HeoMLMaNbHOM Xy[OXECTBEHHOM CLEHbI.
OrtkpbiBweecs B 2018 rogy otaeneHue apxuea «lapaxa» B CaHkt-lNetepbypre
COBMPAET apXMBbI NOKANbHOM XYAOKECTBEHHOM CLiEHbI, BKIo4as HeodULm-
anbHble Xy[OXeCTBEHHbIE OObeANHEHUS] COBETCKOTO NEPUOAA, PEMUHUCTCKUE
UHMLMaTUBLI 1990-X 1M 3KCMEPUMEHTANbHYIO My3blKarnbHYIO CLIEHY.

Mn. 3. «<KpacHeTb He
CTbiaHO». PykogenbHbIM
GaHHep, co3[aHHbINA
«[Mpodhcoiozom TBOPUECKMX
paboTHUKOoB» (A.
Hoeoxé&Hosa 1 gp.) ans
nanatku «HectabunbHas
MM3Hb» K MUTUHTY Ha
npocnekTte Akagemuka Ca-
xaposa B 2012 rogy. QoHga
Apcenusi Xunsesa. Apxus
My3es coBpemeHHOro
uckycctea «lapa .
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Kak s y>xe nucana Bbile, cBs3b McTOpuK Myses «[apax» C PeKOoH-
CTPYKLMEN 34aHMM MOCNYXMNa OCHOBOW ANS JaNibHENLLEro nHrepeca K nep-
BOM nonoBuHe XX BEKa, OfHAKO MEPBbIM apXMBOM, OTHOCSILLIMMCSI K STOMY
nepwuogy, dhakTnieckun 6bin npruobpeteHHsIi y EneHsl CennHoit ewe Ao cos-
JaHWs apXMBHOM Konnekumm «fapaxay apxmB pOTOKOMNMIM NyONMKaLMii pery-
napHoM poccuickon npeccel 1900—1910-x rogoe 06 aKuusix NpeacTaBUTENEM
pycckoro aBaHrapaa. K aTum matepuranam nepsoit nonosuHel XX Beka B 2019
rOAY XPOHOMOMMYECKM MPUCOEAMHMUICS apXMB ranepucta dnbgapa laneesa,
B KOTOPOM COBpaHbl MaTepurarbl XYAOKHUKOB, akTUBHbIX B 1920—1960-e rogpl.

AKKyMynsiumsi MeXyHapOAHOro onbiTa B apXMBHOI paboTe C coBpemeH-
HbIM UCKYCCTBOM

[Ona peconekcnm o Huwe Myses «fapax» B MpaxkTUKax apxXMBUPOBAHMS
M My3eMHOM AesiTEeNIbHOCTM Mbl C Komnneramu nposenu B 2012—2013 ropax
MCcCneaoBaHWe POCCUMCKMX M 3aPYOEXHbIX OpraHM3aumi M chopmmpoBanm
CMUCOK YYPEKAEHUIM, KOTOPLIE CTAaBAT Nepes COOoM 3aha4m, CXOXKME C HaLLM-
MU. 3a rogsl paboThl B apXMBE MHOTME OPraHM3auun M3 CCKa Ham yAanoch
MOCETUTb JINYHO C Lienbilo OOMEHA OMbITOM, @ C HECKOJIbBKUMM YCTaHOBUIMUCH
napTHepckue oTHolueHus. Ceityac 3TOT CMMCOK TaKKe MOMOSHSETCS B CBSA3M
C yXe ynommHaBLUMMCS npoekTom RAAN. Hibke s npuBeny HECKOMbLKO Mpwm-
MEpPOB M3 MMPOBOM MPAKTMKM, KOTOPbLIE OKa3annCb BeCbMa PeneBaHTHbIMU
Lns cTaHoBreHMst apxuea Mysesi «[apax», a TaKKe Nepeymncrio acneKTsl aes-
TENbHOCTH, KOTOPbIE Mbl NMOCHUTASIU HYXKHBIM MEPEHSITL Y KOMJEr B XoA4e obme-
Ha onbITom. Takxke 51 NpuBedy HEKOTOPbIe KPUTePUK KnaccudpmKaLmm coBpe-
MEHHbIX MHCTUTYLIMI, 3aHUMAIOLLMXCSI apPXMBALIMEN aKTyanbHOrO MCKYcCTBa
M HeflaBHeM ero UcTopmeit, HToBbl MOMECTUTbL apXMB «[apaxay B STOT KOHTEKCT.

HblHeLLHMe apXMBbl COBPEMEHHOMO MCKYCCTBA MOMHO Kraccudom-
LMPOBATb MO KOHLEMNUUSM, BbIGPaHHbIM st popMMpoBaHUs konnekumn®, Bor
HEeKoTOopble U3 Hanbonee PacNPOCTPAHEHHbBIX KOHLEMNLMt: MHCTUTYLIMOHAIb-
Hble, HAaLMOHAabHbIE, KONIEKLIMM MCKYCCTBA HOBbIX MEAMA, HAAHALMOHAIIbHbIE
KPYMHbIE aPXMBBI, }XaHPOBbIE apXMBbl. Becbma pacnpocTpaHeHHbIM TUM apxm-
BOB — HaLMOHasIbHbIE MPOEKTbl, KOTOPbIE BbIPACTAIOT KaK M3 YacTHbIX, TaK
M U3 roCy[apCTBEHHBIX MHULMATUB U MOTUBUPYIOTCSI COOPOM MHCPOPMALIMM,
BaXHOM MMEHHO B NOKANbHOM KOHTEKCTE B IPaHMLAX COBPEMEHHbBIX roCy-
fapcts. KoHuenuus Taknx apxmMBOB MOXET OTBEYaTb Ha PbIHOYHBLIE Peanuu
JIOKaNbHOIo Xy[OXECTBEHHOrO NpoLecca: TaK, MOTUBALIMEN AN BOSHUKHOBE-
HUst apxuBa TeMUT, KPyrnHeMLLero apxmBa GPUTAHCKOIO MCKYCCTBA B MUPE, CTa-
na 60si3Hb CMeuManucToB NOTEPSITb HALMOHAMNbHBIE aPXMBbl M3-38 MX aKTUB-
HOWM MOKYMKM aMEPMKAHCKMMK yHUBepcHTeTamm®, Takke KOHLENUMS apxvBa
MOXET YZIOBNETBOPSTb MOTPEOHOCTb COXPAHEHWS KOHTPHAPPATMBOB, HE NPW-
3HaBaeMbIX OPMLMANBHOM KyNBTYPOM, YTO BO MHOTOM OTHOCUTCS K apXMBY
Myszes «lapax». K kaTeropum HaumMoHanbHbIX, MOMUMMO apxuBa «fapaxa, cno-
KMBLLETOCS U3 MHOTMX YaCTHbBIX (POHAOB, MOXXHO OTHECTM aBCTPUICKUI apXMB
basis wien, BO3HUKLUMI M3 YaCTHOM MHULMATUBLI; «APXMB M306PAa3UTENBHOIO
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UcKyccTBa» B [1pare, Ha4aBLUMIM CKIAAbIBATLCS B XOA4E AESTENIbHOCTM NOKasb-
HoM ranepeu; apxue Myses coBpemeHHOro mckyccTea B byxapecte (MNAC);
BeHrepckui apxue Artpool u ppyrve. MHorue nogo6Hbie cobpaHus obbeam-
HSIET BPEeMsl MX BO3HUKHOBeHus — 1980—1990-e roabi*.

Ecnu B «TeiT» 6binn 03a604EHBI BHIBO3OM apPXMBOB, MMEIOLLIMX 3HA-
YMMOCTb XYAOMKECTBEHHOM cpenbl Ans BenukobpuTtaHum, To «Tpesoray, ner-
LIas B OCHOBY Konnekumu «fapaxa» — O TOM, YTO TPAAULMOHHbIE aKaaemm-
YeCKME MHCTUTYLMM M OodoMumManbHas KymbTypHas nonutuka B Poccun go cux
nop Mbo He BrOMHE OCO3HaNM HEOBXOAMMOCTb U3yHEeHUsl HEAABHEro Mpo-
LLMOrO M HaCTOSILLErO XyAOXECTBEHHOrO NpPoLecca, IM60 Co3HaTENbHO M3be-
ratot atoro. Cnpaseanueo GyaeT OTMETUTb, YTO B POCCMMCKOM KOHTEKCTE
B TEYeHWe MOoCrefHUX TPUALATH JIET MNOSIBUMMCL FOCYAAPCTBEHHbIE UHCTUTY-
LMK Kak dpefepanbHOro, Tak M MyHULMMANbHOIO 3HAYEHUs!, KOTOPbIE CTPEMSAT-
Csl BOCMOMHWTb 3TOT NPOGEN: OHM TaKXe MPUKIALbIBAIOT YCUIMSI K COXpaHe-
HMIO Hacneaus HeodoULMarnbHOM COBETCKOM KyNBTYpPbl M OBPaLLAIOT BHUMAHUE
Ha COBPEMEHHOCTb. [10A06HbIN apXMB C HALMOHAMBHBIMK aMOMLIMSIMU, TaK KE,
KaK M NPOEKTbl MO OObeAMHEHMIO MHCTUTYLMIM, PAabOTAIOLLMX B STOM Hanpas-
JIeHMU, MOIMU Bbl BO3HWMKHYTb B rOCYAAPCTBEHHOM ydpexzaeHuun doesepasnb-
HOro 3HadeHus. [pudem 3To0 mor Gbl ObITb KAaK apXMB, TaK U My3el, Haumo-
HanbHas 6ubnuoTera unu yHusepcuteT. OgHaKO YHUKaNbHOCTb POCCUMCKOrO
COBPEMEHHOTO XYOXECTBEHHOMO MPOLECCa B TOM, YTO NogobHasi UHMLMATMBA
HOCMT YaCTHbIM XapaKTep M BO3HMKIA MMEHHO B my3ee. C y4eTom MHULMATMB
HaLMOHANbHOIO M HaAHALMOHANbHOrO MacLITaba®®, BO3HMKABLUMX Ha YacTHbIe
OEHbIMMU W B YaCTHbBIX YHPEKAEHUSX KyNbTYpPbl B APYrMX CTpaHax, 3TO He nped-
CTaBNSETCH TAKOW YX PEOKOM CUTyauMer U COOTBETCTBYET MONMUTUHECKOMY
M SKOHOMMHYECKOMY KOHTEKCTY, B KOTOPbIX cyLuecTeyeT Mysen «[apax».

[MomMMMO apXMBOB CTOPOHHMX POHAOOOPA3OBATENEN, B KONNEKLMM
«lapaa» HaXoOMTCS TaKKe UHCTUTYLIMOHANbHBIM aPXMB, BO3HUKLLMIA Ha pyGe-
e 2015—2016 rogos®. MNopoGHble cobpaHus sBnsioTcs HaMbonee TPaAULM-
OHHOM (POPMOIt apxMBa, ECNU BO3BPALLATLCS K €ro M3Ha4YarbHOMY orpene-
nexmio. KaHoHUYeCKMMIM Mprmepamm TaKoro COBPAaHUSt MOTYT CIYKUTb aPXUB
My3esi coBpemeHHOro mckycctea (MoMA) B Hilo-Mopke®, a Takke apxu-
Bbl KPYMHbIX BbICTABOK, TakMX, Kak BeHeuuaHckas GueHHane unu JokymeHTa.
Opeiipe (Freire 2018: 134) Ha3biBaeT XyAOMKECTBEHHbIE BUEHHANE HACIEAHU-
LaMM MexayHapoaHbix BbicTaBok XIX Beka, B TOM uucnie B MX MOMMTUYECKOM
U KyTbTYPHOM 3Ha4YeHusx. B 3TomM cmbicrne MHCTUTYUMOHArbHBIE apXMBbLI My3e-
€B COBPEMEHHOro MCKYCCTBA M KPYMHbIX MEXAYHAPOAHbIX BbICTABOK CKOpee
NMOALEPKMBAIOT M 3aKPENSISIOT CTAaTYC-KBO B MCTOPMU UCKYCCTBA, 6e3 BoBreve-
HUSI KOHTPHAPPATUBOB, PACLLUMPEHMUSI UCTOPUIECKOTO FOPMU3OHTA MO OTHOLLE-
HUIO K COAEPMHaHMI0 COBCTBEHHBIX KOMNEKLMM (€CM peyb O My3ee) uiu Kpyn-
HbIX MEXOYHAPOAHBIX BEICTABOK (€CnM pedb 0 BUEHHane).

OnbiT MOMA 6Goin yuteH Myseem «lapax» nNpu MHULKMMPOBAHMM
COBCTBEHHOMO MHCTUTYLIMOHAMBHOIO apxMBa. Mbl NPOaHaNM3npPoBasni OCHOB-
Hble HanpaeneHus gestenbHocTM Myses «fapax» Ans CTPYKTYpUPOBaHus ero
maTtepuanos. B cnyuae «[apaxa» BpeMeHHOM paspbiB MexAy Hadanom ges-
TENbHOCTU MO CAMOAPXMBALMM M OCHOBAHUEM MHCTUTYLMM COCTaBMI BCEro
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OKOJIO BOCbMM NET, B TO Bpemsl kKak B MOMA 3ToT paspbiB ObiNl LWECTb Jecs-
Tunetuit. Gununn MeccHep (Messner 2020) B cTaTbe 06 MHCTUTYLIMOHATbHBIX
aPXMBAX YYPEKAEHWM, MOCBSLLUEHHBIX COBPEMEHHOMY MCKYCCTBY, 3aMEYAET,
4YTO, HECMOTPS Ha MX CXOACTBO C TPAAMLIMOHHBIMM MYBIUYHBIMKM apXMBa-
MM, OHM B GOSBbLUMHCTBE OCTAIOTCS HELOCTYMHLIMM A8 LUMPOKOM ny6nu-
ku*'. Apxume «[apaxa» CTPEMUTCS NPEOLJONETL 3TY TEHAEHLMIO, MPEAOCTABNSAS
MCCIefOBaTENSAM BO3MOXKHOCTb MOCELLEHMS], @ TaKke MyGruKys matepuars
3TOro cpoHAa oHnakH. B HekoTopom cmeicne, cnepys o6pasuy MoMA#, B 2021
rogy apxue Myzes «lapax» npeacTaBun OTAENbHbIA CAMT, MOCBSLLEHHbIN CO6-
CTBEHHOM MHCTUTYLIMOHANbHOM XPOHMKE™., DTOT MPOEKT OCHOBAH Ha AAHHbIX
YMNOMSIHYTOIO MHCTUTYLIMOHANbHOTO apXMBa, KOTOPLIM cobupaeTcs «lapaxom»
KaK B LMPPOBOM, TaK U B aHAIOrOBOM DOPMATaX, U OMWUCLIBAETCS B HALLEM
6a3e AaHHbIX.

Opyroit npumep KOHUENUMW — KONNMEKUMU NPOU3BEAEHMM
MCKYCCTBA, CO3AaHHbIX C MCMOMbL30BAaHUEM HOBbIX MeAMa. TaKoM KOMNMeKum-
el, Hanpumep, obnagaet LieHTp uckyccTB M meamuatexHonoruit B Kapncpys
(ZKM), Tepmarus*. ins Hac B onbiTe ZKM uHTEpec npeacTasnsieT ux pabota
Mo OUMIPPOBKE aHANOroBbLIX AaHHBIX. B Mx cobpaHum MCKYCCTBO, «pacLUuMpeH-
Hasi AOKYMEHTaLMs» U TEXHOMOIMMM COCYLLIECTBYIOT, 0Opasyst XpaHEHHE, B KOTO-
POM MPUCYTCTBYET LiENbIit KOPMYC GbICTPO YCTaPEBaIOLLMX YCTPOMCTB Afist BOC-
MpOM3BeeHMs1 HOBbIX meama (45 3TOro B MHCTUTYLMM CO3AaHa OThesbHast
nabopatopus*®). CoxpaHeHue 3TUX YCTPOMCTE B pabovem cocTosiHum TpebyeT
ot ZKM noppepaHusi OTAENbLHOrO HanpasneHus gestensHocTn. C nogoGHbI-
Mun cobpaHmsimm apxme «[apaxa» POAHUT GOIbLLION O6GBEM BULAEO B XPaHEHUM
meamatekm (megma-apxmea Myses «lapau»)?, SBRsIOWENCs YaCTbIO Hay4HOTO
OTAEeNa, U Hanu4ime co6CTBEHHOM NaBopaTopum Mo OUMMPPOBKE aHAOrOBbIX
NneHoK. Mbl He 3aHMMAEMCS COXPAHEHMEM YCTAPEBLLMX YCTPOMCTB, OfHAKO
B Hallel mefMaTeKe MHOro obpasLoB BUAEOKACCET pasHbiX net. MeauaTeka
«lapaxa» nepeHsana onblT ZKM B XpaHeHWM U CO3[aHMU PE3EPBHBIX KOMUMI
oUMdOPOBAHHBIX aHANOrOBbIX MATEPMANOB C MOMOLLBIO AOCTATOHHO CTapsbIX,
HO HafexHbIX TexHonormi LTO%. Takke, BO3MOXKHO, B ByAyLLEM Ham NpPHro-
LSTCS 3HAHMS O NPUMHUMMNAX PAaBOThLI KOMIEF C KOMMEKLUMSMU, HE MPUHAANIEKA-
wimu ZKM#. Otnnuamem Halen AesTenbHOCTU OT AesTenbHOCTU apxmea ZKM
ABNSIeTCs POKYC coBpaHMs, KOTOPLIM, B Crydae apxmea «lapaxa», HanpasneH
Ha AOKYMEHTaLMIO COBLITHI, @ HE HA CaMM MPOU3BEAEHUS] MEAMANCKYCCTBA.

Ellle oAMH TN apXMBHbLIX KOMMEKLMM, KOTOpble nonanu B Halle
rorne 3peHusi B XxoAe OBMEHa OMbITOM C APYrMMU UHCTUTYLIMSIMM, — Kpyn-
Hble coBpaHusi, COAepPHaHME KOTOPLIX MMEET MHTEPHALMOHAMbHBIM XapaK-
Tep. [NofobHble cobpaHusi MMEIOT pasHylo npupoay. HekoTtopble M3 HUX
oMHAHCHPYIOTCS YacTHbIMM hoHAaMM, Kak MccnepoBaTenbCKUM UHCTUTYT
l[eTTH, cywecTByloWMIM Ha cpeacTBa GoraTeillen apT-uHCTUTYLIMM MUpPa, —
TpacTtoBoro cpoHaa k. Mona lettn. Jpyrue cobpaHbl Gnarogaps ycunum-
SIM M PEecypcam 4acTHOrO KomnekuuoHepa, Kak Archiv der Avanfgarden, —
pesynsTaT MHOroneTtHero Tpyaa Omkuavo MapuoHbl. Takke B KavecTse
NPYMEPOB MHTEPHALMOHASbHLIX MO COAEPHKAHMIO MPOEKTOB MOXHO MpMBe-
ctn apxue Uentpa Momnuay (Mapwk) u Asia Art Archive (ToHkoHr). Apxus

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



AnacTacus Tapacosa

Myszes «[apax» oprMeHTUpPOBaCs, B HaCTHOCTH, Ha NMOCNEAHWUI B pa3paboTke
cTpaternn ans npoekTa «CeTb apXMBOB POCCUMCKOrO MCKYCCTBa»™®, O KOTO-
pom Gonee nopgpobHO pedb NoMAeT Huke. [ocKkonbKy «A3MATCKMM apxmBe
MO UCKYCCTBY» B KQ4€CTBE KOHLENUMM 0603Ha4Mn cOop maTepuanos co BCe-
ro FMraHTCKOro perMoHa Asuu, Mpu 3TOM BbIBO3UTb MaTepuarbl M3 pasHbIX
cTpaH B [OHKOHT He Mmeno cmbicnia®, Gbin pa3paboTaH anropuTm MpoBeAe-
HWUS MCCNEefOBaHMM Ha MecTax C MOCrefyloWMM NpefocTaBneHnem AOCTY-
na K matepuanam vepes canT apxuea. OH BKIIOHaeT B cebsi Konnabopawumio
C MECTHBIMM BKCMEPTaMM KYNETYPHOM Cpefbl U YYPEKAEHUSIMM, CMOCOBHbI-
MU 0BeCneynTb TEXHUHECKMMM CPEACTBamMM PaboTy Mo OLMIPPOBKE apPXMBOB.
DTUMM Ke MPUHLMMAMM Mbl DYKOBOACTBYEMCS HbIHE B OpraHu3aumu pabo-
Tbl «CeTh» Hah apXMBHBIMM MaTEPMaNamMM B PasHbIX reorpadoMHecKkmx TOHKax
Poccum 1 mmpa, OTHOCALLMMKCS K POCCUIMCKOMY KOHTEKCTY.

Mn. 4. BonbHUYHBIA NUCT
INeonunpa Tanoukuna. 1967.
BrnioweHue B fHEBHMK

3a nepwog 20.04.1967—
07.091967. ®oHg NeoHnaa
TanoukmHa. Apxus Mysest
COBPEMEHHOTO MCKYCCTBa
«lapax».

Lindopoeoit nosopoTt

Bcrnen 3a «apxvBHbBIM MOBOPOTOM» CPABHUTENIbHO HEAABHO MPOM3OLLEN
«UMPPOBOM MOBOPOT», CAENAaBLUMMA COBPEMEHHbIE GUONMMOTEKM, aPXMBEI
M My3eM KITIOYEBLIMM MHCTUTYLIMSIMM L1151 UCCNEAOBAHUI B cdhepe LndPOoBbIX
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ryMaHUTaPHbIX HayK. Konnekuumn cTaHOBATCS MCTOYHMKAMM TaK Ha3blBAEMBbIX
«CPEAHMX AAHHBIX»? Afs 'YMaHWTapPHbIX MCCNENOBaHMM B LMPPOBOM cpese,
a COTPYAHMKM BUBNIMOTEK, My3€€EB 1 aPXMBOB — €CTECTBEHHBIMM MaPTHEPAMM
yHuBepcuTeTckux uccnegosartenen (Kamposiori 2020). MyGnukaums konnek-
LM B CETM NO3BOMSIET MCCIEAOBATENSIM COKPALLIATb PACXOAbl Ha MyTeLLeCTBMUS
K MEPBUYHBIM MUCTOYHWMKAM, ONMTUMMU3MPOBATL XPaHEHWe PU3UHECKMX maTe-
p1arnoB, a TaKXe WMCMomnb30BaTb LUMPPOBLIE METOALI M MHCTPYMEHTBI, TaKue,
KaK «JaribHee YTeHMe»>, aHaNu3 TeKCTOBbLIX AaHHbIX, BU3yanu3aums AaHHbIX
U [p., KOTOPbIE NMO3BONSIOT aHANU3MPOBATD KONMEKLMU HEAOCTYMHBIMU PaHee
cnocobamm.

HecmoTpsi Ha odeBUAHBIN MOTEHUManN Ansi AEMOKPATMU3aLMM 3Ha-
HUS, LMCPPOBOM MOBOPOT M3HAYANBbHO MMEET TEHIEHLMM BOCTNPOU3BOAEHMS
CyLLeCTBOBABLUEN O Hero KapTUHbl — Haubornee JOCTYMHbIE U PAa3BUTbIE
WUCTOYHWMKM MPOAOIKAIOT FOBOPUTL O 3aMafjHOM MCKYCCTBE, CTAPOM XMBOMMU-
CU U APYTUX KYNBTYPHBIX SBIIEHMSX, MPOYHO 3aHSIBLLMX CBOM MO3WLMM B YiKE
CyLLeCTBYOLLEM MHOPOPMALMOHHOM MONE, SKOHOMUYECKUX U MOSNIUTUHECKUX
cTpykTypax. [Mpn sTom camm TexHonorn4eckme nnaTgopPmbl, Ha KOTOPBIX Pa3-
MELLIAIOTCS U XPaHSITCS LMPPOBbIE MaTepmarbl, 3a4acTylo TaKKe He NPUHaL-
NEXaT UHCTUTYLMSIM, aBTOPaM, MPaBooOnafaTensim U MCCNeAOBaTENSIM, KOTO-
pble 3T maTepuarnsl pasmeLLatoT>*. EcTecTBEHHLIMM OrpaHUYeHUsIMM B paboTe
C UMPPOBBIMM KOJEKLIMSIMU SIBIISIOTCS LIMCPPOBasi rfpaMOTHOCTb MCCIefoBa-
Tenen U COTPYAHMKOB MHCTUTYLMIA, PabOTalOWMX C KOMEKLUMUIMM, @ TaKke
pecypcbl Ansi NOAAEPKAHMUS MHPPACTPYKTYPbl, 06CNy)MBalOLEH Lupo-
BOe XxpaHeHWe. HeobxoanmMocTb nomnyyaTb AaHHbIE OT MHCTUTYLMIM, OCOBEHHO
B KOHTEKCTE MacLUTabHbIX MCCnefoBaHWiM, OydeT TOMbKO BO3pacTaTb B Onu-
}alluee Bpems, B cpepe Kak BU3yasrbHbIX KOMIEKLMM, TaK U TEKCTOBBIX.

TeHpeHUMS 06BEANHSATL JaHHBIE O KOMNMEKLMSAX BO3HUKIA B G1ONM-
OTEYHOM CPeAe elle A0 PacnpoCcTpaHeHus MHTepHeTa U B 1990-x rogax npo-
HWKIa B My3eiHble NPaKTMKKU. HekoTopble BUPTyaribHble 06beAMHEHHbIE KaTa-
1OTM, BO3HMKLLME KaK BPEMEHHbIE MPOEKTHbIE MHMLMATUBLI, NMPEBPATUIINCD
B MOCTOSIHHbIE MPOEKThI, TPeBYIOLLME HEMPEPLIBHOM NOAAEPHKU. Tak, accoLm-
aums apxMBOB Mo UcKyccTBy European Art Nef, B kotopoiit ¢ 2018 roga cocto-
ut apxme Myses «[apax», Bolpocna u3 npoekta Vecfor (2000—2003 rogbt),
3a4a4eir KOToporo Gbina BeIPabOTKa METOAMHECKMX PEKOMEHZALMIA MO Lndp-
[POBOMY apXMBMPOBAHUIO COBPEMEHHOrO McKyccTBa. Konnekumn Busyans-
HOrO MCKYCCTBA TaKXKe MPW MOMOLLM TEXHOMOMMI OOBEANHSIIOTCS B KPYMHbIE
MPOEeKTbl — Kak, Hanpumep, Europeana®.

MosiBneHmne YNCTO LUAIPOBLIX KOMMEKLMIT M NEPEXOS «aHANOrOBbLIX»
KONMEKLMIA B LMPPOBOE norne 0OHAPYKMBAIOT HOBblE NPOGEeMbl: HeoOxoAN-
MOCTb MOALEPHKKM MHIPPACTPYKTYPbI, KOTOPAsl XPaHWUT AaHHbIE, YHUBEPCANU-
3aUMs CTAHAAPTOB MEHEPKMEHTA, & TaKXKe COXPaHEHUE Hay4YHbIX MPUHLMIMOB
OMUCaHMUSI KOMMEKLMM, YTO OCOBEHHO BaXHO AJ151 BO3MOXHOCTM MNOLOTBOP-
HOM MCCrenoBaTenbCKOM PaboTbl C HUMM, B TOM YMCIIE MPU MOMOLLM HOBBIX
TEXHOMOrMi1”,

LindpbpoBoit MoBopoT B My3eiHbIX MPaKTUKax OTPasuIcs B Aesi-
TenbHOCTH apxunBa Myses «fapax» co3faHMeMm YNOMSIHYTOro BbiLLE MPOEKTa
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«CeTb apxnBoB poccuickoro uckycctea» (RAAN)®, KOTOPbIM BEIXOAMT 3a pam-
KM OAHOM MHCTUTYLIMM M HAMNPaBNEH Ha BUPTyanbHOE O6beANHEHNE JOKYMEH-
Tauum, COBPaHHOM C MOMOLLIbIO NTOKANbHBIX SKCMEPTOB, MHCTUTYLIMIM U KOJNEK-
LIMOHEPOB M XPaHSILLENCS KaK Ha TeppuTopum Poccuu, Tak 1 3a ee npeaenamm
(B yacTHocTH, B CLLIA 1 lfepmanmu). HeobxoammocTb B TaKOM AercTBKUM Bbina
cBs3aHa ¢ Tem, uTto nommtmyeckme npoueccel B CCCP, a Takke nocnegytoLas
rnoGanusauus, TaK UM MHa4ve NPUBENM K TOMY, HTO MHOTME MaTepuarbl, LieH-
Hble B UCTOPUHECKOM CMbICTIE [Nt POCCUMCKOrO KOHTEKCTa, OKa3anuch 3a npe-
fenamu Poccmn. BupTyanbHasi ceTb NO3BONSIET OCTABMSATL PU3NHECKUE apXM-
Bbl in situ, KaK 3TO AenaeT ynomsiHyThii Beiwe Asia Arf Archive, He 3aHMMmasChb
KOHLIEHTpAaLMEN MaTepMarnoB B OAHOMN reorpadonieckor TOUKe MM B OfHOM
uHctutyuun. Konnekumus «fapaxa» 1 RAAN B COBOKYNHOCTM MO3BONSIOT
BbICTPOUTb XPOHOMOTUIO COBLITUI HEJaBHEro MPOLLIIOrO M MOMMEHHO Hasbl-
BaeT y4YaCTHMKOB XyAOXeCTBEHHOro npouecca. NepcoHanuu, aatel U cobbi-
TUSi — OCHOBA COAEPKALLIErOCs B MaTepuanax HappaT1ea. Ta MHpopmaLms
JoGbiBaeTcs coTpyaHukamu «lapaxa» u ydactHukamu cetu RAAN B npo-
Lecce 06paboTKM M OMUCAHUSI aPXMBHBLIX JOKYMEHTOB AN 6asbl AaHHbIXY.
M3BneyeHne M3 [JOKYMEHTOB CBEAEHWMM O COBBITUSIX M MEPCOHANMUSIX, OMnMu-
caHue ux Ans 6asbl AaHHBIX SBSETCS, MO CYTH, UCCIeAoBaTeNbCKOM pabo-
TOW, NPOBOAUMOM COTPYAHMKAMM HAYYHOrO OTAENa My3es, a TakKe yyacT-
Hukamm npoekta RAAN. [laneko He y BCex y4pexAeHU XBAaTaeT PecypcoB
[Nsi TAKOTO MOAPOBHOro OMMCaHMs aPXMBHBIX COOPAHMI: Halle «rnyOuHa»
OMUCaHMUS He OMyCKAeTCsl B CTPYKTYPE apXMBa HUXKE «CEPUM AOKYMEHTOB»
WNK TaK Ha3blBaeMbIX KOHBOMOTOB (konvolut (Hem.) — TepmuH, ynotpebns-
€MbIi1 HaLLMMM HEMELIKMMM KOMIIeraMm-apxXmMBUCTaMM M O3HAYAIOLLMIA «CTOM-
Ky Bymar, «4ocbe», «cBOpHMK»). OnbIT «A3MaTCKOrO apx1Ba MO MCKYCCTBY»
[EMOHCTPUPYET, YTO LIMPPOBbIE aPXMBLI — HaMOOee NePCMNEKTUBHbIN METOA
paboTbl C NOKaNbHbIMKU UCTOPUSIMM B TEKyLLEen cuTyauun. Apxus «lapaxar
BMAMT CBOIO MUCCUIO B CTUMYNSILIMM PaboT no cOopy 1 oLMPPOBKE NOKasb-
Hbix apxuBoB B Poccum kak B pamkax npoekta RAAN, Tak u 3a ero npegena-
MU, B XOZile OOMEHA OMbITOM C KOJNIEramMM 13 POCCUMCKUX MHCTUTYLIMIA, B 4aCT-
HOCTH, Ha exeropHbix «CneTtax MHCTUTYLMIM COBPEMEHHOTO McKyccTBax»®’. He
UCKJITIOYEHO, YTO, B pamkax npoekta RAAN, BNOCneACTBUM BO3HWMKHYT Mnpe-
LieleHTbl OLMMPPOBKM HACTHBIX aPXMBOB, BaXHbIX ANSl TOKaNbHOIO KOHTEK-
CTa, MO METOAMKE, CXOXEN C paboToM «AsmaTckoro apxmear. B nepcnekTuse
pacTyas 6a3a aaHHbIX RAAN TaKKe MOXET CTaTb OOBbEKTOM MCCIeAOBaHMIM
B cdhepe POCCUIMCKOM KynbTypbi®'.

«CeTb», 3aHsTas KaTanorMsaumein apxXmMBHLIX MaTEPMANIOB, CBA3aH-
HbIX C MCTOPMEN COBPEMEHHOIO MCKyccTBa B Poccun®, siBnsetcs noteHumans-
HOM nabopaTopuen no CTaHAaPTU3aLMM MOAXOLOB, MOCKONbKY 06beanHAET
pacTyLlee coobLLEeCTBO CMELMANMCTOB, CBSI3aHHBIX MO POoAy CBOEM AesTerb-
HOCTM C AOKYMEHTaLMEN NTOKaNbHOrO XyJOXeCTBEHHOro npoLecca. B npoekTe
MPUHUMAIOT yHaCTUE HYACTHBIE M MyHULMMATIbHBIE My3€EM, LIEHTPLI COBPEMEHHOM
KynbTypbl 1 ranepeun Poccum, onbIT KOTOPbLIX O4EHb PA3HUTCS: B OLHOM Cllyyae
06paboTKa apXMBHBIX MAaTEPUANOB MPOUCXOAUT MPSIMO B npouecce paboTsl
MCCNeAoBaTENbCKOM FPyNMbl HaZ UX COOPOM, B APYIOM — YUPEXAEHUE YXKe
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obnapaeT apxmMBamm NMOKarbHbIX XYAOXHUKOB, HaNPMMEP, CTapLUEro NnoKose-
HMS, UM COBCTBEHHBIM MHCTUTYLIMOHANbHBIM aPXMBOM, 1 OCHOBHOM 3ajaqen
CTaHOBWTCS aZIEKBATHOE MPEACTABIEHNE U CUCTEMATU3ALMS B CETU YIKE CyLLe-
CTBYIOLLMX MaTepuarnoB. [TOCKOMbKy 3TO MNOCTOSIHHO PaCTyLLEee NapTHEePCTBO,
CO BPEMEHEM B CETb MOTYT BOMTU U My3eun chefiepanbHOro 3Ha4EHMS, YTO BbiBE-
[ET Ha NepBbii NNaH 334341 NO MHTErpaLmm PasnmyHbix 6a3 JaHHBIX M CTaH-
JapToB paboTbl ¢ apxuMBamu. Ha JaHHBIM MOMEHT Cambli «3PENbIN» apXMB
B COCTaBE CETH, KOHLIEMLIMS KOTOPOTO MOMTHOCTBIO CIIOXMIIACh, — 3TO apPXMB
MccnepoBaTtenbckoro ueHTpa BoctouHol EBponel npu BpemeHckom yHmBep-
cutete, [epmanus (rog ocHoBaHMs Kornekumn — 1982). BaxHoi yacTbio pabo-
Thbl C LMPPOBLIMM «BEPCUSIMU» cCOBPaHMiM B pamkax RAAN siBnsieTcs nogaep-
}aHWe YCTOMYMBOCTM JOCTYMNa K HUM, YTO TpebyeT NOCTOSHHOro BHEAPEHMUS
NOSIBNSIOLLMXCS HA PbIHKE TEXHONOTMM, @ TaKXKe COENUHEHUSI CIOMMBLLMX-
€S Hay4HbIX CTAHAAPTOB OMUCAHMUSI KOJNEKUMI C OLMPPOBAHHBIMW [aHHbI-
MU, MOCKOJbKY 6€3 BO3MOXHOCTU MOJIb30BATLCS STUMM JaHHBIMWU BECb CMbICTT
NoAAepPKaHUs LMKPPOBLIX KOMNNeKumit TepsieTcs®. Katanormsaums HOBbIX maTe-
puanos, npousBoanmast B xofe paclumpermusi ceth RAAN, B KOHEYHOM mTOre
MOXET MPUBECTU K BOSHUKHOBEHMIO MACCMBA YXKE YMOMSIHYTbIX BbILLIE «CPEA-
HUX AAHHBIX», KOTOPbIM MOXHO ByAeT aHanM3npPoBaTb. BaxHbIM MCTOYHMK cBe-
JEHUI O XYAOKECTBEHHOM MpoLecce — npecca — B GONbLLIOM OObeme TakKe
LacT BO3MOXKHOCTb MPUMEHSITb TEXHUKM «GATNIBHETO YTEHUS» UK UHTENNEKTY-
anbHoro aHanmsa Tekcta (fext mining).

Cnepys B HekoTopom cmbicnie obpasuy MoMA®, apxue Myzes
«[apax» Takke onybrnvMKoBan Ha OCHOBe 6a3bl JaHHbIX OTAENbHbIM CaMT,
MOCBSILLEHHbI COBCTBEHHOM MHCTUTYLMOHANIBHOM XPOHMKE®., DTOT NPOeKT
OCHOBaH Ha AAHHBIX MHCTUTYLMOHAIIbHOrO apXMBAa, KOTOPLIM cobupaeTcs
«[apaxom» KaK B LMIPPOBOM, TaK M B aHaNOroBom coopmare.

Bo3Bpalyasch K «CMMNTOMATUHECKOMY YTEHMIO» MY3EMHBIX KOJI-
NEeKUMN, CTOUT OTMETUTb, YTO M36EexaTb MEePCOHANU3MPOBAHHOIO B3rMsSAa
npu co6ope NepPBUYHBIX UCTOYHMKOB CITOXXHO — B HaLLIEM Clydae peyb O coope
konnekuun Myses «[apax». ITO KONNEKTMBHOE AENCTBUE, B KOTOPOM Nepece-
KalOTCSl KOMMETEHLMKN PAaBOTHMKOB Hay4HOrO OTAENa, B MEePBYIO O4epesb ero
KypaTopa, a TaKke 3KCMePTHOro COBETA, KOTOPLIN COCTOUT KaK U3 COTPYLAHM-
KOB My3€si, TaK M NMPMIrnaLLeHHbIX NnL. B 3Tom cmbicrie Mbl oTiM4aemcst, Hanpwm-
Mep, OT apxuBa basis wien, KOTOPLIN TaKXKe HOCUT HaLMOHaNbHbIM XapaKTep,
HO He CTaBMT nepen coboi 3aaady oTbopa MaTepMaroB, a CKopee HaLleneH
Ha cOOP MaKCMMAIIbHO MOMHOM MHAPOPMALIMM OO aKTOPax U COBLITUSIX XyAo-
YKeCTBEHHOro npoLecca B LESTOM.

YuactHuku npoekta RAAN Takke MMEIOT CBOIO Crneumanmsaumio,
KOTOpasi OCTABMSIET B LUPPOBOM «OTMEHATKE» HALUMX KOJUIEKLUMM NaKyHbI,
HECMOTPS! Ha KaxyLLylocs «BcesgHocTb» (MaTteeesa 2016) apxueHbIx cobpa-
HUt. B Kaxpylo MUHYTY BPemeHM pesynsTaT Hallero Tpyna — ecnu pac-
CMaTPMBATb €ro KaK KOHEYHbIM MPOAYKT — MOXET ObiTb HEYAOBNETBOPU-
TENbHbIM C ONPEefeneHHOM TOYKWU 3PEHMUS, HECMOTPS Ha BCE BbILLIEONUCAHHbIE
NPEenMyLLECTBa apPXMBHOM KOMMEKUMU., APXMB — 3TO, KOHEYHO, B GOSbLUEN
cTeneHu npouecc, Hexenu pesynstat. CoBeTcKas KynbTypa M COBPEMEHHbIN
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XYAOXECTBEHHbIM MPOLECC B POCCUMCKOM KOHTEKCTE CYLLECTBYIOT Ha ¢poHe
Lenoro psga sBneHuit, c6op MHAPOPMALIMM O KOTOPLIX HE BXOAMT B MPSIMbIE
KOMIMETEHLUMM U 384844 TaKMX COBPAHMM, KaK HaLle: HAaMPUMEP, Mbl HE KOH-
LeHTpHpyemcs Ha odomumansHoi kynstype CCCP%, B Hageae Ha TO, YTO 3TOM
YacTblO HaCMeMs 3aHUMAIOTCS APYTUE «MIPOKMU» B KYNETYPHOM Mone.

TakMm o0Opasom, OCOBEHHOCTb Hawero cobpaHMs COCTOMUT
B @KTYaNnbHOCTM CAMOM KOHLIEMLMM KOMEKLMOHUPOBaHMS (CocpenoToyeHme
Ha JOKYMEHTaLMM BOKPYr XyAOMECTBEHHOro npouecca) ans paboTsl B cdhe-
pe coBpemeHHOro MckyccTea. Hulua, koTopyio 3aHMMmaeT «lapax» B KOHTeK-
CTe APYrMX POCCUMMCKUX YHPEKAEHMIM, MOKA YHUKamNbHA: PeCcypChbl MHCTUTYLMM
HampaBneHbl Ha aKTMBHBIM COOP aPXMBHOM KOMMEKUMM HALMOHANBHOMO Mac-
WTaba U CTUMYNALMIO aPXUBHOM AESTENBHOCTM M UCCIIEA0BATENBCKOM pabo-
Thl B Cpepe COBPEeMEHHOIO UCKYCCTBa. APXMBY, 38 AEBSTH NET CYLLECTBOBAHMS
B Mysee «lapax», yAanocb ctaTb MHTEPHALMOHANbLHO MPU3HaHHBIM COBpa-
HMEM MATEPMANIOB MO NOKanbHOM MCTOPUM, B YACTHOCTH, HEOMULMANIBHOIO
uckycctea CCCP. Yucno obpalueHuilt K matepuanam apxmea OT APYrMX MHCTU-
TYUMM C PasHbIMM Uensmm (CO3aaHme 3KCNo3uumi, nybnmkaumi, umddpoBbix
MPOEKTOB) PACTET C KaXAbIM FOLOM.

HOMO SAPIENS
CPOK M0AHOCTH

AO 100 /IET

|
— I lfepnoeuHbl. JokymeHTaums
DELAI DE CONSERVATION [t
sapiensy, 1977. Qong Ie-
l 0 0 AN s oHunga TanouknHa. Apxue
Myszes coBpemeHHoro

uckyccTBa «fapa».

Mn. 5. Pumma u Banepuit

1. Hem. Kunsthalle — BbicTaBOYHbINM 3am, NPOBOASLLMMI, KaK NPaBUIIO, Bpe-
MEHHbIE BbICTABKM MPOU3BEAEHMI UCKYCCTBA.

2. Co3paHue coBCTBEHHOM 6asbl AaHHBIX — YacTasl MPaKTMKAa ANS KOMMeK-
UM, obpasoBaHHbIX B kKoHUe 1980-x unu B 1990-e. MNo3gHee, 3a cyeT pas-
BUTUSI PbIHKA, MHOTUME MHCTUTYLMM CTanu npuberatb K roTOBbIM peLue-
HUSIM, PEOAKTUPYS MX MOL CBOM HyXAbl MPWM MOMOLUM PaspaboTHMKOB.
Mprmepamm NepBOro TUMa PELUEHUt MOTYT CITyXMTb nepsas 6a3za gaH-
Heix TLLCK, wmcnonb3oBaBLuascs Ansi ONMCaHWsi COBpaHWUs MeLMaTeEKM
(apxuBHbIE MaTepuarbl, KHUMM, XypHansl M ap.), nepeasi 6aza AaHHbLIX
Hawmx Konner u3 basis wien (cospaHa B 1990-€), a Tarwke Gaza abART
MPAaXCKOro apxmea M306pasmTensHOro uckycctea The Fine Art Archive,
KOTOpbIN cTan paseueaTs ee ¢ 2003 roga (State of the Art Archives 2017).

The Garage Journal: uccnefoBaHus B 061acT MCKYCCTBA, My3€€B U KymnbTypbl 101



Mouemy nmeHHo apxne? O KOHUENUMM U UCTOPUM apxmBHOro cobparus Myses «lapax»

Ko BTopomy npumepy (roToBble peLueHus) oTHOCSATCS, B YaCcTHOCTH, 6a3a
LaHHbIX easydb, ucrnonblyemas Hawumm naptHepamu no RAAN, —
MccneposaTtensckum LeHTpom BocTouHoit Esponbl npu BpemeHckom
yHusepcutete (Forschungsstelle Osteuropa Bremen). MHorue wuHCTU-
TYUMM MOMb3YIOTCS My3erHbIMM pelteHusmu. Hanpumep, B EBpone ato
MuseumPlus (apxue Mysesi coBpemeHHOro uckyccTBa B bapcernoHe
(MACBA); B Poccun — apxueHble peruermns ot KAMMC.
https://russianartarchive.net/ru/catalogue/collection/art-projects-
foundation-archive (19.07.2021).

Lo noctynnerus B cobpaHue «fapaxa» apxue u 6ubnuoteka Dorga
«XyAOXKeCTBEeHHbIE MPOEKTbI» HAXOAUMMCL Ha TeppuTopun «BuHsasoga»
M ObiNM [OCTYMHbI K MOCELLEHMIO MO AOrOBOPEHHOCTUM C AMPEKTO-
pom Donga Cawen OB6yxoson u ee konneroi Onuen OBYMHHUKOBOW.
Iupektop Myses «lapax» AHToH Benoe obpatuncs k Cawe OGyxoso#
¢ npegnoxeruem npuobpectu apxms PoHpa B cobpaHue Myses «fapax»
U MPOAOIKUTL KYPUPOBATb aPXMBHYIO AEATENbHOCTb YXe B PaMKax Hayy-
Horo otzena myses (nogpobHee cm. Bepembéra 2020).

MepsbiXt Mmy3eit BosHMK B Mockee B 1999 rogy: https:/mmoma.ru/
(19.07.2021).

«[MonyodouumanbHble» Tak Kak HUM OagHO ydyebHoe 3aBefeHue He BblAaBa-
70 AWMNIIOMOB rOCYAapPCTBEHHOrO ob6pasua. Cpean CTapenLumx MOCKOB-
CKUX UHWUUMATUB A1 COBPEMEHHbIX XYLOXHWKOB M KypaTopos Gbiin (U
ocTatores)) «MHCTUTYT [Npobrnem] coBpemeHHOro wuckyccTea» Mocudpa
BakwrTenHa (c 1992 roga), MockoBckas Lwkona doTtorpadomu 1 MynsTUME-
ova umenn A. Poguerko (c 2006 roga), LLikona cospemeHHOro nckyccTea
«CeobogHble macTtepckue» (c 1992 roaa).

Kak, Hanpumep, B cny4ae apxueoB, cobpaHHbix Getty Research Institute,
The Archive of Fine Arts (Mpara, Yexus), basis wien (BeHa, Asctpus),
Archiv der Avantgarden (Ope3geH, lfepmanus) U 4pyruMm HaCTHBIMU MHM-
LMaTUBaMU. «YHPEKAEHUAMM» B JAHHOM Crlyvae valle Bcero ByayT BbICTY-
NaTb ranepeu, KynsTypHble LEHTPbI M MNpoyMe HEeBOMbLUME MHCTUTYLMM,
CBSI3aHHbIE XYLOXECTBEHHbLIM MPOLECCOM.

B naHHOM criydae nog «odomLManbHOM KymbTypoi» NOHUMAETCS KyNbTypa,
NPU3HaHHAs (NEerMTUMUMPOBAHHAS) BRACTHIO U MOSYYAIOLAsS UHCTUTYLMO-
HasbHYIO MOALEPKKY OT rocyaapcTea. KpuTtuieckyio nosuumio no sonpo-
cy npoTtuBonocTaeneHms (8 hopmate BUHAPHOM OMNO3MLMM) OdoULMarb-
HOM 1 HeodomumanbHoM KynsTypbl B CoBetckom Cotoze cm. IOpuak 2014:
38—44.

34ecb MOXHO MPOBECTM naparierib C apXMBamu COBPEMEHHOIO MCKYC-
ctBa B JlaTuHcKoM AmepuKe, rae Ha KONIOHMaNbHOE MPOLUOe HaKnagbl-
BAETCS OMbIT aBTOPUTAPHBIX PeMMOB. COOP MCTOPUHECKMX MCTOYHM-
KOB O FIOKanbHOM WMCKYCCTBE CMIaMM HYaCTHbIX MHWULMATUB OPraHUHecKu
CBSI3aH C TemM (PAKTOM, YTO COBPEMEHHOE (aKTyarlbHOE) MCKYCCTBO LOn-
roe Bpemsi CyLLecTBOBAasIO B 3TUX cTpaHax (Hanpumep, Bpasunua, CCCP,
cTpaHbl Bapluasckoro [orosopa) BOMpPeKM OULMANBHOM  KynbTyp-
HOM MOMIMTMKE, U B ITOT MepMOL roCyfapCTBO He MPOSBAANO K cGopy
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maTepuanoB 00 «ansTePHAaTMBHOM» XYLOMECTBEHHOM CLEHE B pamKax
My3€eMHbIX KOMMEKLUMI HUKAKOrO MCTOYHMKOBEAYECKOTO MHTEpPEeca. TaKke
YMECTHO YMOMSIHYTb, KaK CYLLECTBOBAHWME B YCNOBMSIX LIEH3YPbl M Mpe-
CriefjloBaHusi, HE3aBMCMMO OT reorpadomu M NoKanbHbIX OCOBEHHOCTEN,
[OMKTOBANO XYAOXKHWMKAM MCMOSb30OBaHUE OMPEAEneHHbIX POpPM M KaH-
OB MCKYCCTBa — Yalle BCero ahemepHbIX: NepdoopmaHca, MEAMaUCKYC-
CTBa, KOHUenTyanucTckmx npakTuk (cm. Calerman 2012; Freire and Kemp-
Welch 2012).

10. Knaegus Cmona (2019) B cBoeM cTaTbe «ICTETUKA OTHOLLEHMI B YCHNOBM-
X aBTOpUTapU3Ma» NULLET cneaytoLlee: «B 3Toi ctaTbe 5 npocnexmsato,
KaK aBTOPUTAPHbIM PEHKMM BMECTE C €ro MaTepHaribHOCTbIO/ NPOCTPaH-
CTBEHHOCTbIO CTAHOBMUIICS “COAKTEPOM’ U, TAKMM OBPA3OM, XYLOKECTBEH-
HbIM TMPUEMOM [LMSl NIUTEPATOPOB- W XYAOKHWKOB-HOHKOHCDOPMMCTOB
M KaK KOMTio3msi (CO3aBUCMMOCTD) PEXMMA M HEOMLMANBHOTO (KU3HE)
TBOPYECTBA MPEABOCXMTMIIA anbTepHaTUBHble KynbTypbl 2000—2010-x
ropos. <...> CoBpemeHHble hOpPMbl CAMOOPraHU3aLMK U BLITOBaHKS allb-
TEPHaTUMBHOIO MCKYCCTBA CriedyloT Bce 6ornblue abCcomoTHOMY 60MbLUMH-
CTBY MO3[HECOBETCKMX HeoULManbHbIX OOLEAMHEHUI, MOMELLABLIMX
cebsi He npoTMB, HO BoBHE. [oNUTUYECKUIT PEXMM, HECOMHEHHO, CHO-
Ba YCMNEHHO CPOPMMPYET CerofHs CBOMX “APYrmX’, UM, UHLIMKM CroBa-
MM, CBOM 30HbI BHeHaxoaumocTH [lOpuak 2014] u ux xapakTtep. OgHako
B nepuos rubpuaHoro, HennoTHoro astopuTapusma (¢ 2000 roga) Bru-
SHME PEXMMa Ha HOHKOHUPOPMMCTCKME KYNbTYpbl MEHee ornpeaeneH-
HO, OHO CurbHO "pa3baenseTcs” BAUSHUEM TPAHCHALMOHAMNBHOIO MHTEN-
NeKTyanbHOro U apt-coobliecTsa. Ho 370 yxe Tema Ans Apyroi cTaTbu.
<..> B 3aknioyeHue mHe xoTtenocb Gbl Ha3BaTb 3CTETUHECKME MPAKTMKM
NocneaHux neT, Hanpsimylo obpaLLaloLmMecs K KOHLENTyarlbHOMY MCKyC-
CTBY KaK TAKOMy, KOTOPOE BBENO METO[ HE MPOTMBOCTOSIHUS, HO MHTES-
JIEKTYarnbHOIro OTKIIOHEHUS OT pexxuma. Peub nget o hbeHomeHe, KOTopbIN
Anekceit IOpyak HasBan "NMonmMTMKONM HeonpeaeneHHocTH/ Hepasnuye-
Hus" (politics of indistinction) [Yurchak 2008: 199—200, 210], aHanu3umpys
LesTeNnbHOCTb NO34HECOBETCKOM rPynMbl "HEKPOPEANMCTORB ».

11. Cm. TekcTbl Priscila Arantes (2018), a Takxe NataSa Petresin-Bachelez
(20104, b).

12. O peMoKpaTUYHOCTH, PYHAAMEHTaNbHOCTU U BCEAAHOCTM apXMBa B CPaB-
HEHMM C My3eMHOM KomnneKkumel Tarke rosoput AHHa Matseesa (2016)
B CTaTbe, HaMUCaHHOM MO MTOram BCTPeuM «ApXMBaLMUS COBPEMEHHO-
ro mnckycctea. Apxue GyayLiero» B netepbyprckoi ranepee Anna Nova
B 2016 roay.

13. 3pecb cnpaBeanuBo GyAeT yNOMSIHYTb 3aMeYaHME MOMX KOJINIEr O TOM,
4YTO KaK MUHUMYM C 1990-x rofloB My3eu W raneper mupa Takxe npu-
KNaAblBalOT YCUIUS K TOMY, YTOObI MOAAEPKMBATD M COOUPATL MOSTOAbIX
XYOOXHUKOB B PaMKax LEATENbHOCTU MO KOMMIEKTOBAHMIO KOMMEKLMMI
NpOou3BEAEHUIN MCKYCCTBA.

14. https://russianartarchive.net/ru/catalogue/collection/open-systems-
project (20.07.2021).
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15.

16.

17.

18.

19.

Mapus Cunmna (2019) B cBoem TekcTe «Myselt Kak MeCTO KOHdpnmKTa»
CCbINIAETCS Ha TaKYIO MPAaKTMKY, OCHOBaHHYIO Ha metoge JTym Anbstioccepa,
onucaHHOM B ero kHure «Hutatb “Kanutan"s (1965). «HUMKnoneamuyeckmi
crioeapb Mo ncuxonorun u neparornke» (2013) onpegensier sToT Tep-
MMH KaK «H4TEHME TEKCTa C LEMbIO BbISBUTb €ro HeLOCTaTKM, MOKa3aTb
TO, Yero “TeKCT He roBopwuT', “yTaMBaeT" WNM B CUIY KAKMUX-TO MPUHMH
He MoxeT ckasaTb». A Dictionary of Critical Theory (Buchanan 2010: 32)
LaeT crnegyoLylo gedmHULMIO SToMy TepmuHy: «Cnocob YTeHus nute-
PaTYpPHbIX UM MCTOPUYECKUX MPOU3BEAEHMM, MPEANOMeHHbIM dhpaHLy3-
CKUM mapreucTom Jyn AnbTioccepom, KOTOPLIN POKYCHMPYETCS Ha MCXOA-
HbIX MPEeCcynno3uumsx TekcTa. A MMeHHO, oH [cnoco6 — AT.] nbiTaertcs
onpeaennTb, YTO KOHKPETHbLIM TEKCT HE MOMET CKa3aTb MMM BbITECHSIET
Mo MAEOMOrMYECKMM COOBPAKEHMSIM. <...>» — Mep. aBTopa CTaTby.
KpuctuHa Opeiipe u Knapa Kemn-Yanu 8 ceoer ctatbe «CeTu XynomHM-
koB B IlaTuHckoi Amepuke n Boctouroit Esponie» (Freire and Kemp-Welch
2012) ynommHaIOT POCT PLIHOYHOIO MHTEepeca K apxuBam M3 JlaTuHckom
Amepurn 1960—1970-x rogos u n3 BoctouHon Esponsl, HaumHas ¢ 1990-
x: «[ocKonbKy mMbl rMo6asnbHO NMPOACIKAEM UCMLITEIBAT SKCMOHEHLMANb-
HYIO Xax/y BOCCTAHOBMEHMS PaHee HEBUAMMBIX XyLOKECTBEHHBIX MpaK-
TUK, HAM CNeayeT NMOMHUTb, YTO MOBGOYHBIM SGIPEKTOM STOrO SHTY3MA3MA
cTana GbicTpas KoMmmepLManu3aLms NaTMHOAMEPMKAHCKOTO 1 BOCTOYHO-
eBpOneicKoro Mckycctea u apxueos ¢ 1990-x rogos. Mbl AOMKHbLI NOCTO-
SHHO OOCYX[AaTb OTBETCTBEHHOCTb 3@ TOT CPAKT, YTO 3Ta TEHAEHLMS,
KOTOpas ceryac KaxeTtcs Bce 6onee HeoBPaTMMOM, HaCTO NMPOTUBOPEUUT
UCTOPMHECKMM LIEMSIM CAMMX XYLOXHMKOB. TaKMM OOPAa3OM, ECrH, y4u-
TbiBasi TEHAEHUMIO KAHOHWYECKOM MCTOPUM, BKITIOYATb TOMbKO TE€ MMEHa,
KOTOpbIE YKe MPU3HAHbI PbIHKOM, Mbl YyBCTBYEM HEOOXOAMMOCTb MPO-
[JOSKaTb YKa3blBaTb HA MEHEE M3BECTHbIX XYAOMHWMKOB, OTCYTCTBYIOLLMX
B "odoMLManbHbIX MOBECTBOBAHMSX" MEXOYHAPOAHbIX, @ B HEKOTOPbIX Cry-
YasiX AaXKe MECTHbIX MCTOPMIM UCKYCCTBA, Mbl MPUYACTHbI K MOAMUTKE BeY-
HOro CcTpemneHus K "HoBomy" B HeonmbBeparnbHbix obliectsax» (Freire
and Kemp-Welch 2012: 4) — nep. aBTopa cTaTbu.

O [pyrMx KOHTEKCTax Ha MOCTCOBETCKOM MPOCTPAHCTBE CM. TEKCT
MaguHbl TnoctaHoeoi (2015).

OnpeneneHus «apxMBHOMO AOKYMEHTa» Ha PYCCKOM $I3blKE CM., Hampu-
mep, Yy Mpunbl AcchaHamaposoit u Cepresi KaGawosa (2009).

MocKkonbKy Mbl OCO3HAHHO UCKIIOYMIM U3 384384 aPXMBHOTO COBPaHMs Kos-
NEKUMOHUPOBAHME NPOU3BELEHMUI UCKYCCTBA, OHU NOSIBASIOTCS B pOHAAX
TOMbKO B COCTaBE APYrMX AOKYMEHTOB, B «CMELLAHHbIX» XaHpaX AOKY-
MEHTaLMK Nepd OPMAaTUBHBIX MPAKTUK, B KOHTEKCTE MPOEKTOB WMHCTas-
naumit m np. Hanpumep, rpadomka unu GymarkHble 0BbeKTbl (OTKPBITKM,
MEMNII-apT) XYLOKHMKOB KaK 4aCTb KOPPECTOHAEHLMU C KOMIEKLMOHEPOM
(Pongp JeoHnpa TanoukuHa), unm makeTbl kHur BukTtopa Mueosaposa,
pparmeHTbl BMAEOLOKYMEHTALMM BbICTABOK, Ha KOTOPbLIX 3anevartre-
Hbl MepPdOPMaHChl UM MPOU3BEAEHUS MEAMA-UCKYCCTBA B MOMEHT MX
nyGnmnyHOM femoHcTpaummn (Apxue HuHbl 3apeukoit), a Takke BymaxkHas
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LOKyMEHTaumMst NepddOPMaHCOB MOCKOBCKMX KOHLEMNTYanucToBs (mpuria-
CUTenbHbIE BUNETHI, PYKOTBOPHBLIE KAPTbl MECTHOCTH, APYrMe OOKYMEHTHI
unm GymaxkHble OObEKTDI, MCMOMb30BABLLMECH BO BPEMS NMEPPOPMAHCOB,
dhoTObMKCaLMS) M apPXMBBI, SBASIIOLLMECS HYaCTbIO XYLOKECTBEHHOrO MpPo-
ekTa (apxue Baguma 3axapoBa), pasnmyHbIM cammusgbaT v ap.

20. Hanprmep, MHOrO TaKMX NMPEAMETOB XPAaHMUTCS B JIMYHBIX (POHAAX COBET-
CKMX NIMTepaTopoB B POCCUICKOM rocynapCTBEHHOM apxMBe NUTEpaTy-
pbl 1 nckycctsa (PTATM). URL: hitps:/rgali.ru/obj/11250177# (01.07.2021)

21. Havano BnusiHUSI «HOBbIX MEAMa» Ha XYAOMECTBEHHble MPAKTUKM AaTh-
pyeTcs no-pasHomy: XaHHa X&nnuHr cceinaetcst Ha 1950—1970-e (Holling
2015: 73), Ceen Cnukep B cBoeit kHure The Big Archive (Spieker 2008:
1—16) cBSA3bIBAET aKTyanM3aumio apxXmMBa KaK METOAA B MCKYCCTBE C MOsiB-
NeHUEM TAKMX MEAMA, KaK MULLIYLLAs MALUMHKA M KMHOMMEHKA, U UCMOosb-
30BaHMEM MOHTAXHbIX TEXHUK M KOMMaxa B KMHO, choTorpacomm m KUBO-
MMCU U, B CBSI3U C 3TMM, OOpaLLaeT BHMMAHME Ha MPaKTUKM MEPBOro
aBaHrapa, Takue, Kak Ha4yarno anponpuaLmm U KPUTUKKM apXMBa KaK MeTO-
fa B uckycctee. Mankn Paw (2018) Takke AaTMpyeT «TeMMopanbHbIM»
MOBOPOT B MCKYCCTBE MOCHNEBOEHHBIM BPEMEHEM, OLHAKO YNOMMHAET
06 OpraHMYeCKOM CBSI3M STOrO SIBMIEHUSI C MHTEPECOM MpencTaBuTenei
MOJEPHM3MA K HOBBIM TEXHOMOIMSIM M HayKE B XOAE MOMCKA «rpaHuLy»
UCKYCCTBA M PAacLUaTbiBAHWUSA TPAAMLMOHHOM BM3YarnbHOCTWU, M FOBOPUT
O B3aMMOBLIFOJJHOM COTPYAHMYECTBE UCKYCCTBA U TEXHONOTUIM C MOMEHTA
usobpeteHusi cpoTtorpacpmu. BaxHom cocTtaensiowen uckycctea ¢ 1960-x
rOAOB CTAHOBMTCSI TEMMOPASIbHOCTB: NMEePPOPMAHC, X3MMEHUHT, COOLITHE,
UHCTannsiums, BUAEO, MHTEPAKTMBHbIE MPOu3BedeHUs Ha 6a3e KOMMblo-
TEPHOWM MPOrpPammbl, — BCE MEPEHUCIIEHHOE BKIIOYAET B cebs mpouecc
U MPOAOIKMTENBHOCTL. Benneck nHTepeca K HOBBIM MeaMa B MCKYCCTBE
BO BTOpOM nonosuHe XX BeKa TaKKe CBs3aH C BbIXOAOM 3TWUX TEXHOSO-
rMM Ha maccoBbli peiHok (Paw 2018: 7—37) — Buaeo- 1 ayaMoTexHomnormm,
a TaKXKe KOMIMbIOTePHAsi TEXHUKA C TeYEeHUEeM BPEMEHM CTaHOBSITCS BCe
Gornee LOCTYMHbI LLUMPOKOMY MOTPEOUTENIO, BKIIOYAS XYLOMHMKOB. DTOT
npouecc MPUHOCUT HEMAasNo OCIIOKHEHMI B My3eMHble MPaKTUKKM, TaK
KaK KOMMepYecKasl OCHOBA MPOM3BOACTBA B YCIIOBUSIX KOHKYPEHLMM NpKr-
BOAMT K Pasfuuusim B CTaHAAPTaX NMPOU3BOAMMbIX YCTPOMCTB U BbICTPOMY
BbIXOAY MX M3 YrNOTPeBNeHus, YTo, B CBOIO O4epeab, BbIHYXAAET XpaHu-
Tenen cobupatb U PecTaBpUPOBaTb CTapble YCTPOMCTBA AN BO3MOMHO-
CTU ayTEHTUYHOIO BOCMPOMU3BELEHUS MPOU3BEAEHMI MCKYCCTBa, CO34aH-
HbIX C MX MOMOLLLbIO.

22. B koHue aToro gecatunetus, B 1969 rogy, sbixogmT Tpya Muwens Oyko
«Apxeonorus 3HaHUs», B KOTOPOM MOHSITUE «apPXMB» NpPUOBpPeTaeT Apy-
rylo TPaKTOBKY B CPaBHEHWMM C KNacCUYECKOM, CYLLeCTBOBABLUEN B 3anaj-
HoeBponencKon Hayke co BpemeH (DpaHUy3CKOM peBonioumu, U pac-
KPbIBAETCS, HAPSIAY C MOHATUSIMU «OUCKYPC», «BbICKA3biBAHUE» U «SA3bIK»,
KaK «CcuCTema», obycnaBnmBaloLLasl MOsiBIIeHWe U PyHKLMOHUpPOBaHUE
BbICKA3bIBaHMM KaK eamHMYHbIX coBbitui (Dyko 1996: 128—129).

23. CM. O KpM3MCe B My3eMHOMN AeSTENbHOCTU M AeaTENbHOCTU MCTOPMKOB
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24,

25.

26.

27.

28.

MCKYCCTBA, CBSI3aHHOM C TMOSIBIIEHMEM HOBbLIX MEAMA, HaYMHasi C 3MOXM
MepBOro aBaHrappa M A0 Hawwmx fHel, ctatblo BorpaHa LLymunosuua
(2013).

Hanpumep, Zenfrum fiir Kunst und Medien (Kapncpys, Tepmanus), Infer
Media Art Institute (Oioccenbpopdp, Tepmanus). Takke cm. nyGnuuHyo
Geceny XaHca Ynbpuxa O6pucta ¢ MmenHom Dunnuncom u Cabuxom
Axmenom Ha Art Basel, B kotopoit InerHH Ounnunc ynommHaet o Heobxo-
OMMOCTM XPaHWUTb MHCTPYKUMM K pasnudHbim ycTpomcteam (Phillips et al.
2017), u «PernameHT nprema B NOCTOSIHHOE MOSIb30OBaHUE, XPAaHEHMS, yHe-
Ta M OMUCaHUS My3EMHBIX MPEAMETOB, OTHOCSLLUMXCS K KOJIMEKLMMU KMHO-,
meama- n umdpposoro mckycctea» (BysunHa et al. 2018).

MpouseeneHue UCKyCcCTBa Tenepb MMeET Oorblue aTprbyTOB, MPUCYLLMX
MOHSATUIO «COBBITMEY, YEM MOHSATUIO «06bekT». O6 3TOM MMLLET, Hanpu-
mep, Xunkka Xumon (Hiiop 2012: 258) B coei kHure Confemporary Art in
the Museum: How fo Preserve the Ephemeral?, ccbinasicb Ha onpegene-
Hue Bunbsima Peana (Real 2001).

«<...>" paclumMpeHHas JOKyMeHTaLus", T.e. ROKYMEHTaLMs, KOTopas BKIO-
YaeT He TOMbKO camy PaboTy, HO M BCe MPOLIECChl, OKPYKatoLLMe ee: nna-
Hbl MOKAa3a, MOPSAOK AEMCTBUM, MCMOSb3yEMbIE MaTepuarnsl, MHTEPBbLIO
C XYOOXHUKaMM U T.A4.» — Mep. aBTopa CTaTbu.

Mop «aBTOHOMMEN» MMM «@BTOHOMHOCTBIO» 3[ECh MOHWMAETCS HE aBTO-
HOMMSI MCKYCCTBA OT WMHCTPYMEHTanM3aumMu BRacTbio, a TexHMYecKas
ABTOHOMHOCTb «CTAPOTO» MIIU «KJIACCUYECKOTO» MPOM3BEAEHMS] UCKYC-
CTBa OT «MPOLIECCOB, Ero OKPYKAIOLLMX»: YCIIOBHO roBopsi, «[xokoHaax»
He HyX[aeTcs B «rnaHe cOOPKU» [MHCTannsauMM] MM «onmcaHum nocne-
[OBaTENbHOCTM AEMCTBUM» [NepdoopmaHcal.

PaGota CnuHxoseHa «mas» (1993) npepctasnser coboi TENeMOHWUTOP
C GONbLUMM MOABMNKHBIM M306PAXKEHMEM 11838, TaKXKE BULEOKAMEPY, pac-
TMOMNOXEHHYIO B METASNIMHECKOM TyOyce HaJ MOHUTOPOM, U MPOrPamMHO-
ro obecrneyeHmns, KOTOPOE He 3KCMOHMpPyeTcs nybnuke. MNpu ABUMKEHMM
3puUTeneit rmMas «CMOTPUT» 38 HUMM, nepensuras 3padok. Xénnmur (2013:
44) cBA3bIBAET CABMI B KOHLEMLUMM KOHCEPBALMK (XPaHeHUs 1 pecTaBpa-
LMM) TaKMX MPOU3BEAEHWM MCKYCCTBA, OCHOBAHHBIX Ha HOBbIX MeAMa, —
B YaCTHOCTM Kak B crydae co CrNMHXOBEHOM, Ha KOMIbIOTEPHOM MPO-
rpamme, — B MEPBYIO ovepefb C HOBOW POSbiO XYAOXHMKA, KOTOPbIM
aKTMBHO Y4acCTBYeT B MJIAHMPOBAHUM W MEPECMOTPE CTPaTermm XpaHe-
HUS ero coBCTBEHHOW PabOoThl, MPOrPaMMMUPYs, MepenpPorpammmpys
M yNpaBnsisi NPOM3BEAEHNEM, B TO BPEMS KaK CTapasi AOKTPMHA XpaHe-
HWUS M pecTaBpaLmM MPOU3BEAEHWI WMCKYCCTBa [AMKTOBANa COXPaHeHWe
nepBOHa4YanbHOIO COCTOSIHWS MpousBeaeHus. OCHOBHbLIM CTPEMITEHUEM
B KNacCMYECKOM pecTaBpaLmu Gbifio BOCCTAHOBIIEHWE OPUIMHANA, Ba-
HOM LEHHOCTbIO — aTpMOyLMsi M MOANMHHOCTL OObeKTa XpaHeHus. B
crny4ae C HOBbIMM MEAMA OCHOBHOM BOMPOC COCTOWT B TOM, KAKOBa Mpu-
poAa COXPaHSEMOro NPOU3BEAEHMSI MCKYCCTBA — SIBIISIETCS JIM OHO OOBb-
eKTom Unu KoHuenymes? OfHaKo B JaHHOM Crly4ae BO3HMKAET OMacHOCTb
MOSIHOTO MPEeHEBPEKEHUs K (OU3MHECKOMY BOMIOLLEHMIO/BOMIIOLLEHNSIM
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29.

30.

31.

32.

33.

34.

35.

3TOM KOHLEmNUMM, KOTOPbIe TaK MW MHaYe COCTaBMSIIOT YacTb Npou3Beae-
HMSI MCKYCCTBa. X&nnuHr npeanaraeT TepmuH infegrity («uenocTHOCTb»)
[NSi ONMCaHUS NMPOU3BEAEHUS UCKYCCTBA, OCHOBAHHOIO HA KOMIMbIOTEPHOM
nporpamme, Kyaa BXOAMT KaK anmnapaTHasi U NporpammHas 4acTu npoms-
BELEHUS MCKYCCTBA, TaK U ero COOTHOLLIEHWE C KyMbTYPHOM M COLMarnbHOM
06CTaHOBKOW, B KOTOPOM OHO BbiNIo co3aaHo. LlenocTHocTb, Takum obpa-
30M, BCTana Ha MeCTO MOAMHHOCTH B CTApPOM KOHLEMNLMM KIlacCUYECKO-
ro NoOHWMaHUs M306pa3uTenbHOro nckycctea. Pabota CnivHxoBeHa ume-
J1a MHOXECTBO «PEeMHKapHaLUMM» B Pa3sHbiX 3Kcnosmumsx ¢ 1990-x rogos,
oAHaKo XENnWHI MoABEpPraeT COMHEHMIO BO3MOXHOCTb PEKOHCTPYKLMM
MOMHOTO ayTEHTUYHOTO OLLYLLIEHWUS 3TOM PabOoThl A1 COBPEMEHHOTO 3PU-
TEnNs, MOCKOSbKY MAES «CIIEXKM», KOTOPAs NIEXUT B OCHOBE 3TOrO Mpous-
BefeHUs, HbiHe, nocrne «bonblioro GpaTa», B 3MOXy TOTanNbHOrO MOHWUTO-
[PUHra, Bbi3bIBAET CKOPEe HOCTASbIUIO MO YLUEALLIMM BPeMEHaM.
«lpaxpaHckuit  komekc Poccuiickoit  Degepaumm  (4acTb  yeTBep-
Tas)» ot 1812.2006 N 230-®3 (pes. ot 30.04.2021). TK P®, CraTbs
1260: «[lepesogbl, MHble npouseogHble npouseeaeHus. CocTaBHble
Npou3BEAEHUS».

OHu e MmoryT OblTb pacueHeHbl M KaK HefoCTaTKW, C y4eToMm TOro,
YTO HOBbIE YCIIOBMS 3aCTaBMSIOT MEPECMOTPETb KINACCUYECKYIO JOKTPUHY
XPaHeHUs 1 pecTaBpaLmm.

Mpumepom TaKoM KOHLEMUMM, HEe pPasfensiolei apxXmMBHblE maTepuans
M MPOU3BEAEHMS UCKYCCTBA, MOXET CIYXMWTb LAeATenbHOCTb my3est BaH
Ab66e B DitHaxoBeHe. [MprmedaTenbHO TaKKe, YTO My3ei He 3aMHTepeco-
BaH B NPUOBPETEHMMU MPOU3BEeAeHMI Hanbornee yCrneLlHbIX B PbIHOYHOM
KOHTEKCTe XyAOXHMKOB (Ha 3To oBpaTtuna BHUmaHue Knap Buwon (2014)
B «PagukanbHoi myseonorums (C. 43)).

CM. paccyxaeHus o NOANMHHOCTU U LeNOCTHOCTU MPOU3BEAEHUS UCKYC-
cTBa Bbile, B cHocke 20.

TeHpeHums npocnesxusaetcs ¢ 1990-x rogos. Cm. Foster 2004 (The
Archival Impulse); Hélling 2015 (The Archival Turn), Petre$in-Bachelez
2010a (Innovative Forms of Archives, Part One), 2010b (Innovative Forms
of Archives, Part Two). HekoTopbie 13 XyAOKHMKOB, MCNOSb3YIOLLMX apXMB
kak meton: Kpuctnan BontaHcku, Tomac XupixopH, Jlusa MNepxoBcky,
IRWIN, Xuto LUTerepnb u gp.

B ycrnoBusix monuTU4ecKoro AaBreHus M NpecnefoBaHuii 3a4acTyio BCe,
YTO OCTAETCs OT UCKYCCTBA, — 3TO, cOBCTBEHHO, apxmB. Cm. Freire and
Kemp-Welch (2012).

KoHe4yHO, KpuTepuem MONET BbICTYNaTb HE TOMbKO KOHLEMUMUS apXwu-
BaUMK, HO M MCTOYHMKM (PUHAHCUMPOBAHMS, «BMMCAHHOCTb» B «UMd-
[POBOM MOBOPOT» M MPOYME OCOBEHHOCTU AESTENIbHOCTM MHCTUTYLMIA,
HO 3TO MPEAMET UCCNEeAOoBaHMs NSl OTAENbHOM CTaTbu. BaxHbim McTou-
HUKOM MHCPOPMALMM O COBPEMEHHOM COCTOSIHMM apPXMBOB, COBUpalo-
LMX MaTepmasbl O COBPEMEHHOM MCKYCCTBE, MOTYT CITYXMTb MaTepuaribl
«MexayHapoLHOM KOHPEPEHLUMM apXMBOB, MOCBALLEHHbIX LOKYMEHTa-
LMK MOAEPHUCTCKOrO U COBPEMEHHOTO MCKyccTBa» B bepnmHe B 2017 rogy
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36.

37.

38.
39.

40.

41.

42.

43,
44,
45,

46.

The Garage Journal:

(State of the Art Archives, 2017), sBnsBLUENCS CBOEro poga «nepenmcbio»
COBPEMEHHbBIX MHCTUTYLMI, paboTaloLLmx B 3TOM cdhepe.

Mmaea Tafe Archive Sppwuan Mo (Glew 2018: 173) pacckasbiBaeT, 4ToO AUpeK-
Top Tent HopmaH Peitg (1964—1970), npucTynme K AOMKHOCTH, MOPYHM
NpoBeCTU MCCrefoBaHWe O TOm, Kak BenukobpuTaHus moxeT npepot-
BPaTUTb MPOAAXKY APXMBOB XYAOXHMKOB M XYAOXKECTBEHHbIX WMHCTUTY-
UMM 3a rpaHuly; B MCCNIefoBaHUM Oblia PEKOMEHAALMS CO34aTb apXuB
B My3ee TeiT, 4yto 1 npowmsowno B 1970 roay.

M3 npencTaBneHHOro CrMcKa MCKIIIOYEHUEM SIBISIETCS TOMbKO apXMB
Myzes «lapax», ogHako maTtepuansl nepsoro PoHAA, MOCTYMMBLUErO
B PacropsiKeHWe Hay4HOro oTaena, a umeHHo «PoHga “XypoecTeeHHble
NPOeKTbI"», HaYanM CKIaAblBaTbCs KaK pa3 ¢ KoHua 1980-x, cHavana
Kak 4actHas mHuumatiea Cawn OB6yxoBoM Mo cOopy apXMBHbLIX maTe-
puanoB, KoTopas MNO3AHee MHCTUTYyLMOHanM3upoBanacb M oboratu-
nacb Bkagamu konner OByxoBoM (B Y4aCTHOCTM BUAEOAOKYMEHTaLMEMN
IOnmu OBYMHHUKOBOM) — apPXMB CYLLECTBOBAM MPU PA3HbIX MHCTUTYLMSAX
B TeyeHue 1990-x n 2000-x.

O nocnepHKx CM. HKe B CTaTbe.
https://russianartarchive.net/ru/catalogue/collection/
garage-museum-of-contemporary-art-institutional-archive.

Apxue Bo3HMK B 1989 rogy, Mysei coBpemeHHOro mckycctea B Hbio-
Mopke 6bin ocHoBaH B 1929 roay.

MeccHep ccbinaeTcsi Ha onpoc, NPoBeAeHHbIM aBTopamu NpoekTa Folding
the Exhibition (Gallissd, Vega and Mufoz 2014), KoTopbiit BbisIBUA,
YTO TOMBKO TPETb OT BOCbMMAECATU TPEX MHCTUTYLIMM-YHaCTHUKOB OMpPO-
Cca MMEET OHMaMH-KaTanor, U JOCTYMHOCTb MHCTUTYLIMOHANIbHOTO apXu-
Ba Ny6sMKe BOOOLLE He SBMSETCS NPUOPUTETOM ANSl YHPEXLEHUI coOBpe-
MEHHOro ucKyccTBa. B chokyce, rmaBHbIM O6PA3OM, HaxXOASATCS apPXMBbI
xypoxHukos (Gallissd et al. 2014: 13—18). C yuyeTtom ny6nnyHoro comHaH-
CMPOBAHUS MHOTUX MHCTUTYLMIA 3TO HaPYLLAET MPUHLMMbLI JEMOKPATMH,
Mo MHEHMIO aBTOpPa CTaTbM.

Moa «o6pasLiom» MmeeTcs B BUAY NpoekT Hblo-Mopkckoro Myzes cospe-
MmeHHoro uckycctsa Exhibition History https://www.moma.org/calendar/
exhibitions/history/ (21.06.2021), OCHOBaHHbI Ha WMHCTUTYLIMOHANBHOM
apxuBe myses.

https:/chronicle.garagemca.org/ (21.06.2021).

https:/zkm.de/de/archive (21.06.2021).
https:/zkm.de/de/ueber-das-zkm/organisation/wissen/labor-fuer-
antiquierte-videosysteme (21.06.2021).

CobpaHne ZKM coTpynHUHaeT C opraHusaumen, 3aHUMMAKoLLENCs yTu-
nu3aumelt BbICOKOTEXHOMOMMYHOMO MycCOpa, C TeM, YTOObI MMETb AOCTYnN
K CTapbim NpuvGOpam M YCTPOWMCTBAM, @ TaKKE C TEXHMYECKMM Creum-
anucTom, MMEIOLLMM KOMMETEHLMM B chepe OBCYKMBAHUS WM PeCcTaB-
paumm Takux ycTpomcTe. CBegeHMsi O TOM, KaK YCTpoeHa paboTa
B «JlaBopatopun yctapeswmx sugeocuctem» (Labor fir antiquierfe
Videosysteme), Ham noBe3Ho cooblimna rnasa nabopatopum dopkac
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Mionnep B xoge Hawero susmta B 2018 roay.

47. Menunateka — noppasgeneHue apxusa Myses «lapax», 3aHMmaloLLEee-
Csl apxvBauMen M OUMIPPOBKON BUMAEOAOKYMEHTOB, @ TaKKe MPOU3BOA-
CTBOM BMAEOPENOPTANKEN O NOKASbHLIX COBBLITUSAX XYLOKECTBEHHOM CLie-
Hbl, He ocBsiLLaembIxX KpynHbimu CMU, 1 MHTEPBbLIO aPXMBHOMO 3HAYEHUS
(8 dbopmaTe ycTHOM ucTopuu). Bugeonponseoacteo meamaTekn ocyLuecT-
Brsietcs nog mapkon Garage Production. BaxHoi 3agpavert coTpyaHu-
KOB MELMAaTEKMU SIBNSETCS NOoLpPOBHOE OrMcaHWe BUAEOCIOKETOB B Gase
LaHHbIX apXuBa, Ans KOTOPOro AENaeTCsi TAMMKOZL MOSIBMEHUS Ha BUAEO
MepcoHanuit 1 paxe Mpou3BeAeHWM UCKYCCTBa. DTOT npouecc Tpebyer
HaBbIKOB aTPUBYLMM U FTyBOKOrO 3HAHUS YHACTHUKOB XYAOMKECTBEHHOTO
npouecca. BornblMHCTBO apXMBOB Meara He 3aHMMAETCS TaKoM rMyGOoKoM
06paboTKoM POHAOB, HO Af1s HAC 3TO BAXHAS MMCCUS MO OBMEerYeHuio
TPyAa MCCrneaoBaTenei, KOTopasi MOKET MOMOYb NPW YCTAHOBKE PAKTOB
u atpubyumit. MNpu cozgaHum anroputma PaboTbl C BUAEO Mbl OPUEHTU-
POBaNMUCh Ha Takme MHCTMTYUmMK, Kak Generali Foundation (Bena) 1 apxue
DIVA (Digital Videoarchive, SCCA, INio6nsHa).

48. https://www.lto.org/roadmap/.

49. labopatopus LleHTpa wucKyccTBa M MeLMATEXHOMOIUI COTPYAHMUYAET
C APYrMMM OpraHu3aLMsiMM, MPEfOCTaBMss BO3MOXKHOCTb OLMCDPOBKM
CTOPOHHMX KOSMEKUMM MEAMAUCKYCCTBA, Ha YCNOBUSIX MOMy4YeHWsi B CBOE
XpaHeHue Konum apxuea. Halla megmaTteka Ha TeKyLMit MOMEHT obrna-
LAEeT 3HAYMTENBHO MEHBLLUMMM MOLLIHOCTSIMM MO OUMAPPOBKE, 1 0BpaboT-
Ka HaLUMX COBCTBEHHbIX KOMMEKLMM aHANOrOBbIX 3amnMcei 3aimeT elle
HecKonbKo neT. Tem He meHee B OyayLLEemM MOXET CIIOMWTLCS CUTyauus,
MpW KOTOPOI OCHOBHOM O6BbEM HALLMX aHANIOrOBbIX ayAuO- M BUAEON Ie-
HOK BypeT o6paboTaH, — M OMbIT KOMfer B COTPYAHUYECTBE C APYrU-
MM OpraHU3aLMsIMM C Liefbio OLMIPPOBKM KPYMHBIX MACCMBOB AaHHbIX,
He npuHaanekalmx «fapay», MOXKET OKa3aTbCsl aKTyaslbHbIM U A Hac.

50. https:/russianartarchive.net/ru/ (21.06.2021).

51. DTomy npensaTcTBYIOT KaK oMHAHCOBbIE OrPaHMYeHMs], TaK U BbITEKaloLLume
U3 HUX OrpaHuyeHusi B omamyeckom obbeme XxpaHeHus, a Takke coobpa-
JKEHMWsI SKOMOrUM Cpefbl, B KOTOPOM BO3HWMKIM apXMBbI: BbIBO3UTb CU3M-
Yeckme matepuarsbl B [OHKOHT Gbino 6bl KOMOHMAMbHbLIM }ECTOM MO OTHO-
LUEHMIO K MECTHOMY KYNBTYPHOMY KOHTEKCTY (CM. MHTEpPBbIO BGbiBLUErO
avpekTopa apxuea Knap Cion Kpuctodbepy Aesonbdy (Dewolf 2020)).

52. TepmuH npuHaaneskut AHactacum bonu-Ocmonosckoii, https:/www.hse.
ru/org/projects/180033398 (25.05.2021).

53. TepmuH npuHaanexut Oparko MopetTu (2016).

54. 3pecb 5 Mmelo B BMAY CUTYauMIO TaK Ha3blBAEMOro TeXHOMEOoLanM3ma,
KOrAa BefyLUMe MUPOBbIE TEXHOMOMMHYECKME KOPMOPaLmMM KOHTPOIMPYIOT
NnaTchopMmbl, rae XpPaHUTCs MHpopMaLums.

55. https://european-art.net/about (03.06.2021).

56. https:/www.europeana.eu/en/about-us (21.06.2021).

57. MocnepHee paneko He BCerfa OYEBUAHO CO3AATENSIM BUPTYasbHbIX KOM-
nekumit, o yem nuwet MeccHep (Messner 2020).
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58.

59.

60.

61.

62.

63.

64.
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Mpoes npoekTa, oGbeAMHSIOLEro apxvBHble POHABI Pa3HbIX WMHCTU-
TYUMIt, PacCKa3biBalOLMe O POCCUMMCKOM XYAOXECTBEHHOM Mpouec-
ce, Bo3HMKkna B 2013 rogy B xO4e MeperoBopOB C ABYMS 3apPyOesKHbIMM
UHCTUTYLIMSIMM, XPAaHSILLIMMM aPXMBbI SMUTPUPOBABLLMX XYAOKHUKOB, KOJ-
NEKUMOHEPOB, KypPaTOPOB M MCTOPUMKOB MCKYCCTBA, OAHAKO CaMT MPOeK-
Ta C OHSMAMH-KaTanorom Obin onybrnMKoBaH nuwb B gekabpe 2017 roga:
https:/russianartarchive.net/ (21.06.2021).

Ha TekyLumit momeHT B ceT RAAN eCTb TOMbKO OAMH yHaCcTHUK, 06nafatoLLmii
cBoei cobcTBeHHOM Ga3oi AaHHbIX (easydb) — Mccnenosatenbckuin LeHTp
BoctouHoi Esporibl npu BpemeHckom yHusepcuteTe (Forschungsstelle
Osteuropa Bremen); ocTanbHble y4acTHUKM, BKItoYas apxme Myzes «fapa»,
nonb3ytloTcs Haluen paspabdoTkort RAAN App.

K HacTosiLemMy MOMEHTY roTOBMTCSI BTOPO# CIET; nepsbivi npoLues 8 2020
rogy.

lMpeveseHTom Takok PabOTsl MOXKET CITyMTb MpPoBeseHHbIN B 2015 rogy
couymonoramm m3 HUY BLLD aHanus Konnekumm MAaTepmanos Mpecchl
n3 cpoHpoB apxuBa My3es «[apax», HanpPaBneHHbIM Ha BbiSBIEHUE Hau-
6or1ee YaCTOTHbIX M0 YTOMMHAHUSIM MEPCOHANMI M CBSI3EH MEXDY HUMM
(cm. crateio «[peBo coBpemeHHOro pycckoro uckycctsa» B Garage
Gazette 2015). Takke B pamKax NETHEM LUKOMbl MO LUMAPOBLIM FyMaHM-
TapHbim Haykam (Summer University Cultures of Dissent in Eastern Europe
(1945—1989): Research Approaches in the Digital Humanities, 2019, July
15—23) B LleHTpansHo-Esponesickom yHusepcutete (CEU, Bymanewr),
NoCBSILLEHHOM KynbType Hecornacusi B BoctouHoit Eepone ¢ 1945 no1989
rog, B KadyecTBe y4yebGHOM 3ajaym s nposena paboTy ¢ Habopom AaH-
HbIX, M3BMEYEHHbIX M3 Hallei 6asbl, C Lenbio BOCCO3AaTb XPOHOMOMMIO
U reorpachmio 3apyBeXHbIX BbICTABOK POCCHMMCKUX XYAOMHMKOB € 1950-x
ro 1991 rog (He ony6nMKoBaHO).

OTyacTh 3TO HaMoOMMHAET AesTenbHOCTL [ocKaTanora Mo KaTanorusauum
Mmy3sedHoro dpoHga PO: https:/goskatalog.ru/portal/ (21.06.2021).
Meccep (Messner 2020) nogpo6HO aHanNM3MPYeT OMacHOCTM, KOTO-
pble CYLLeCTBYIOT LS LUMPPOBLIX apXMBOB My3€EB M ranepem, B 4acT-
HOCTM KOHCTaTUPYET NpeHebpeXeHne apT-MHCTUTYLMIM MEXLYHapPOAHbI-
MU cTaHZapTamMu apxueHoro onucaHus ISAD(G), HezanHTepecoBaHHOCTb
B Y4aCTUM B TaKMX CETEBLIX MpoeKTax, Kak Archives Portal Europe https:/
www.archivesportaleurope.net/ (21.06.2021), a Tak¥e OTCyTCTBME MpPO-
checcroHanbHOM accoumaumm apxmBuctos B EBpone, nogo6HoM ceBepo-
amepuraHckomy Society of American Archivists (SAA), uTo, B cBolo o4e-
penb, He Mo3BONSET BbIPabOTaTb U PACNPOCTPaHMTL OBLLME CTaHAAPThI
paboTbl Ha Halem KOHTUHeHTe. HecmoTps Ha cnpaBeasiMBoCTb MHOMMX
yTBep¥AeHun, MeccHep urHopupyeT Hanmume B EBpone Takoro o6bveam-
HEHMs, KaK yNnomsiHyTas B JaHHOM cTaTtbe European Art Net, aensiowas-
CSl He TOMbKO LUMPPOBOM CeTbio, 06beAMHUBLIEN TPMHAALATE MHCTUTYLIMMI
(no cocToaHmio Ha 2021 rog), HO 1 cBOEro poaa NPOdECCHOHANbHOM acco-
LMaumeit apxmMBUCTOB, paboTaloLmx B chepe COBPEMEHHOIO MCKYCCTEA.
Moa «o6pasLom» umeeTcs B BuAy npoekT Hbio-Mopkckoro Myses
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coBpemeHHoro wuckycctea Exhibition History https:/www.moma.org/
calendar/exhibitions/history/ (21.06.2021), ocHOBaHHbI% Ha UHCTUTYLMO-
HanbHOM apxMBE My3es.

65. https://chronicle.garagemca.org/ (21.06.2021).

66. 3pecb criefyeT, OfHAKO, YNOMSIHYTb O MaTepuanax M3 HALLero apxuTek-
TypHOro cobpanusi, Hanpumep, o Konnekumn Anekces LLlycesa, kotopas
nocesiLeHa nepeok soictaske BCXB B napke lopbkoro.
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Essay

‘An Exploratory, Irregular Tendency:' Using
Digital Gardens in Curatorial Research

Joella Q. Kiu

As we grapple with this pandemic-
altered reality, institutions seek

for new ways to present curatorial
research online. With a focus on
considered, attuned, and meaningful
ways for presentation, this essay will
explore the possibilities afforded
by presenting curatorial research
through the concept of ‘digital
gardens.’ | demonstrate that

digital gardens occupy an unusual
space between social media feeds
and fully formed publications or
journal articles. With an emphasis
on sampling-ideas and work-in-

progress, digital gardens encourage
growth whilst expressing a need to
be tended. This essay examines how
we might lean info the framework of
a digital garden in a bid to reify the
process-driven and the experimental
aspects of curatorial work. It
discusses the practicalities of working
with and within this framework,

and how it might facilitate new
possibilities in community building
and critical dialogue. It also provides
a proposition for resource sharing
amongst like-minded institutions
considering similar initiatives.

Keywords: communal, curatorial, digital garden, ecologies, experimental,
mycology, process-driven, research

The Rhizosphere: Multiscalar Fecundity

... better thought of not as a thing, but a process—an exploratory, irregular tendency (Sheldrake
2020: 6).

After showers of rain, the warm and humid climate of Singapore makes the
damp soil and leaf litter fertile grounds for the sprouting of mushrooms. The
fungi often erupt on the surface as quickly as they fade away, without a pattern
or a pathway of growth, seemingly erratic. Below ground, mycelial networks
run amok. What we see above ground—the fruiting body of the mushroom—
is nourished, sustained, and made tenable by this constellation of mycelial
threads. The mycelium, in turn, is the information and resource highway of the
underground. When fungal webs and mycelial networks pair up with tree roots,
mycorrhizal networks are formed. Through these mycorrhizal networks, trees
share with one another resources such as carbon, nutrients, and water (Jabr
2020). In this essay, | expand on this eclectic mycological fun fact, growing it
into an extended metaphor for an original research methodology and toolkit.
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In offering the digital garden up as a proposition, this essay hopes
to nudge practitioners and curators away from linear modes of artistic
research, where a single thematic focus or hypothesis leads the way ahead.
Research can be process-driven and multi-scalar. On top of that, open-ended
research might facilitate play and experimentation. As museums, such as the
Singapore Art Museum where | currently work, move towards embracing
various forms of exhibition making that sit comfortably with the cacophonous
and incomplete, the digital garden can function as a tool. On the one hand,
it beckons curators towards a reimagined consideration of productivity. On
the other, it extends an open invitation towards museum publics to engage
with the museum beyond its physical spaces and with its expanded function.

As will be evidenced subsequently, this essay will draw heavily from
my experience of working within non-Euro-American contexts and circuits.
It will draw on a range of practices, and some of these predate works or
projects that have been considered seminal, such as Bernstein's Hypertext
Gardens. By moving through the practices of artists such as Lin Hsin Hsin,
Debbie Ding, and Xafiér Yap, | locate the notion of a digital garden within
these extended histories. In doing so, | propose that we think of the digital
garden not merely as a tool for research presentation, but as an ever-
morphing entity that responds to, extends from, and reinvents the spirit
embodied by these technologically minded yet materially grounded practices.

The Understory: Saplings and Beginnings

Amidst the loopy fendrils and nested portals of the Internet, digital gardens can
be thought of as intermediaries. They occupy a liminal space, sitting between
the informal setting of a social media feed and the polished formality of a
journal article or edited volume. Present day digital gardens find their roots
in Mark Bernstein's hypertext gardens and blogging subcultures of the early
2000s. Bernstein's experiment was interested in the digital organization of
information, and how users could explore this by way of hyperlinked text. These
links functioned as wormholes to another page, another realm, or another
textual proposition. The visitor had agency over how they navigated through
the garden, how much time they spent browsing through, and the way in
which they experienced the site. Since then, digital gardens have experienced
somewhat of a renaissance. Today, those who dabble in making digital gardens
are more interested in ‘creating an internet that is less about connections and
feedback, and more about quiet spaces they can call their own' (Basu 2020).

Lin Hsin Hsin's Art Museum went live in 1994—four years before
Bernstein's hypertext gardens were launched! At that time, Lin was interested
in using the site as a platform to present her works, which included paintings,
works on paper, and digital artworks (Abd Rahman 2015). It soon evolved
into a repository of information and notes. The site is a work-in-progress—
updated from time to time with information that Lin religiously collects
on topics such as cybersecurity, blockchain technology, and digital art.
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Hypertext Gardens:
Delightful Vistas

Mark Bernstein
Eastgate Systems, Inc.

Beyond the Navigation Problem

Gates and Signposts
Statuary_and Follies: Punctuating_the Reader Experience
Planning Pathways
Seven Lessons from Gardening

Figure 1. A screenshot of
Mark Bernstein's Hypertext
Gardens (https:/www.east-
gate.com/garden/Enter.html,
25.03.2021)

Copyright () 1998 by Eastgate Systems, Inc. All Rights Reserved.

Eastgate Systems, Inc. 134 Main Street, Watertown MA 02472 USA.
com. Phone: (617) 924-9044 (800) 562-1638

Most pages are kept rather short and can be taken in entirely
just with a single scroll. One page is a rabbit hole into another, with bold
graphics and texts that are reminiscent of the web aesthetic of the 1990s.
We are, as Susan Hazan (1997) describes, 'bounced from image fo image,
and from word to word," burrowing through the virtual museum by way of
the connections Lin draws together and forms. As the ‘First Virtual Museum
in the world," the Internet allowed this museum to oscillate between poles—
information could be edited or removed constantly, and nothing was final.

1010 1 P W o 5
FIRST VIRTUAL MUSEUM in the world
Lin Hsin Hsin Art Museum

was born in the Web -- Mosaic 0.9N
26 years ago!

& Atrtificial Intelligence

Android

A Blockchain

@ Cyber Security

@ Data Science

7 Digital Art
Encryption

loT/lloT Figure 2. A screenshot of
the homepage of Lin Hsin
Hsin's Artf Museum
(https://www.lhham.com.
N 1 o g o e 2 o o Bl i o e sg/, 26.03.2021)

Copyright © 2020. Lin Hsin Hsin. Al Rights Reserved. Mobile~tainment®, Frog®
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The digital garden is multiplicitous and ever evolving. Broadly
speaking, digital gardens can function as a motley collection of sketches,
conversations, snippets, notfations, and resources. Yet, there are distinct
variations to how one might approach this subspace domain. Digital gardens
have taken the form of a micro-site, a personal blog, or an ever-expanding
Google document. Whilst certain platforms have been set up to accommodate
individual digital gardens, varying mutations remain. Are.na is an example of
one such platform. The platform describes itself as ‘a place to save content,
create collections over time and connect ideas’ (Are.na / About, 2011). Are.na
users can create channels around certain themes and topics on the platform.
These channels are then populated by individual blocks. These blocks range
from quotes, excerpts from books, images, webpages, to videos. Users can
work together as collaborators to build up a single channel together or add
blocks from another user's channel to their own. The platform was launched
about ten years ago (Are.na / About, 2011), and Are.na's founder later expressed
hopes that the platform would serve as a 'slow, nuanced, and intentional tool
fo contextualize that information that people are consuming’ (Gotthardt 2018).

+ New channel

Are.na / @ Setings

- Channels Recently updated

The Word Made Fresh:
Mystical Encounter and
the New Weird Divine

mushrooming

THE SECRET LIVES OF
FUNG

by
15 blocks - 12 minutes ago

Figure 3. A screenshot of
the author's Are.na profile

In many ways, Are.na resembles an ongoing initiative by the
Singapore-based visual artist and technologist, Debbie Ding. Ding habitually
collects information about architecture, technology, design, and other topics.
She started organizing this collection by way of a project she has titled
WikiCliki. She describes WikiCliki as a 'self-facilitating media node’ (Ding
2008), and the wiki itself is currently hosted online. As soon as the page
loads up, visitors will notice how similar the homepage design for WikiCliki
is to that of Wikipedia. As a result, visitors might associate the experience
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of sifting through Ding's own wiki with that of surfing various Wikipedia
webpages—trawling through heaps of information, clicking on hyperlinked
texts, and hopping from one page to another. In WikiCliki, however, the
entries are not crowdsourced. They have been pieced together and collated
by Ding alone. The result is not an encyclopaedic compendium of knowledge,
but a personal assemblage of ephemera. The amount of research that
Ding has compiled is impressive, ongoing work. The wiki currently boasts a
total of 783 entries. One such entry, titled Coping, consists of just one line:

' saw a documentary about someone's last days. He made a binder for his kids with notes for each year,

that the kids could access over time. So thye [sic] could choose how to remember their father' (Ding 2008).

Other entries, such as the one titled Typography, are lengthy posts that comprise
annotations and diagrams.

The Canopy: Nurturing Polyspecies Environments

All the examples discussed so far are of personal digital gardens, artistic
experiments, or digital gardens of a smaller scale. How might this insight
reframe how we approach curatorial work, facilitate international collaboration,
or mediate the cross-pollination of ideas? When brought into the context
of the museum or the institution, we need to explore a method where
the digital garden can be tended to communally. Curatorial teams might
provide insight info and chart the process of exhibition-making by way of
the digital garden. This might take the form of written curatorial fragments,
non-chronological notes from artist studio visits, and reading lists, and would
allow audiences to follow the meandering streams that often mark the project
of exhibition-making. Curatorial fragments and reading lists could also refer
to other projects within a single digital garden—with one curator referencing
an in-progress project of another. As these elements and ideas sit alongside
and mix with one another, the digital garden becomes a cacophonous
incubator of collaborative ideas. As Mike Caulfield (2015) remarks:

‘Things in the Garden don't collapse to a single set of relations or canonical sequence, and that's part
of what we mean when we say [sic] “the web as fopology” or the “web as space.” Every walk through
the garden creates new paths, new meanings, and when we add things to the garden [sic] we add

them in a way that allows many future, unpredicted relationships' [sic].

The digital garden could also be configured and coded to include
discussion boards. This would allow and invite visitors fo leave comments,
suggestions, and further links in response. One might, for example, allow
visitors to add suggested readings to a curator's reading list. These suggestions
could help with locally situating what might otherwise be an overtly
theoretical reading list. This is where communal gardening is most prominent,
as audiences can probe at or nudge curators along in their research process.
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Figure 4. A screenshot of
the homepage of WikiCliki,
an ongoing project by
visual artist and technolo-
gist Debbie Ding (courtesy
of the artist, 2021)
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Whilst social media platforms such as YouTube, Instagram, or
Reddit allow for similar commenting functions, the space of the digital garden
is such that discussions might ensue about how certain suggestions might be
incorporated. Instead of encouraging one-off reactions, the digital gardens’
discussion thoughts might be better thought of as mini town halls. Going
back to the example of the reading lists, whenever a reading list suggestion
is received, it can be noted and added immediately. Those who express
interest in the reading list posted could also be invited to a reading group.

As the ideas take root, curatorial research directions might shift,
resulting in capsule presentations or programmes—maybe even outside
of the museum itself. In locating these small-scale satellite presentations
around the neighbourhood, in public gardens, or even in transit areas, new
audiences might be enveloped into the fold. This is just one example of how
a single initiative that the digital garden enables might grow incrementally
and maybe even establish communities. The experience of engaging with
a digital garden will be interactive, but it is also cooperative and horizontal.

When working and thinking through the maintenance of digital
gardens, the words of artist and writer Annika Hansteen-lzora (2021) are pivotal.
As she points out, ‘digital gardens get messy. They rot, and they have different
spaces that can interlock. Digital gardens are prepared for that mess and can
adapt around that' (Hansteen-lzora 2021). Digital gardens can be worked on
in seasons—cultivated sometimes, pruned sparingly, and left to fallow or rest
when necessary. Drawing on texts about care and caregiving helps frame the
importance of this seasonality. Regarding the stewardship of ecological lands,
Maria Puig de la Bellacasa (2017) writes that ‘the temporal pace required by
soil's ecological care as a slow renewable resource might again be at odds
with these conditions of emergency, running against the accelerated linear
rhythm of intervention characteristic of technoscientific futuristic response,
traditionally straddled to a productionist pace’ (Puig de la Bellacasa 2017: 173).
In disentangling digital gardens from capital-driven notions of productivity,
we can work towards alternative forms of knowledge sharing that are less rigid
and more generative. In this arrangement, the onus does not lie on a single
individual to tend for or cultivate the garden—it becomes a shared commons.

Whilst digital gardens might invite individual museums or
institutions to hold space for the amorphous and nebulous, they will look
very different when we move beyond thinking of this within the remit of a
single institution, but a collective impetus. Tenets that are central to the way
in which we have been thinking about the digital garden—a platform that is
process-driven, experimental, and invested in the distribution and sharing of
resources—lend themselves fowards thinking outside the confines of a single
institution and its needs. To this effect, museums that are interested in laying
bare or approximating the underbelly of curatorial work and research might
engage in modes of collaboration and network building themselves. This
could include building and utilizing open-source codes, and the international
synchronization of resources—in terms of research framework, web design,
or cross-disciplinary expertise—towards asynchronous implementation
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within local or hyperlocal contexts. A code that was first made in Singapore,
for example, might find its way into another institution halfway across
the world. For smaller or more local institutions, this method of resource
sharing might facilitate the crucial dissemination of their research online.

In co-creating digital gardens—or the framework of a digital
garden—together, museums and instfitutions can engage in shared
programmes that are hosted on the Internet. This might take the form
of artist residencies, where artists are paired up with one another across
geographies. An artist-in-residence based out of the Singapore Art
Museum, for example, could be placed in conversation with an artist-
in-residence with another partner institution. Within the context of the
digital garden, both artists could work towards tending a plot together
by marking out the contours of their common research interests, sharing
information with one another, or gathering resources for future reference.

As a resource and tool, the mere fact that an institution establishes
a space such as the digital garden might lure one into the simplistic
argument that it directly results in inclusivity and accessibility. Yet it is
important fo continue inferrogating and examining the realities of uneven
access through the digital garden. Beyond the ensuring that the garden's
basic infrastructure is configured for screen readers and alternative (alt) text,
institutions can use the space of the digital garden to rethink an encounter
with the visual arts. How might differently abled audiences encounter an
institution’s collections or exhibitions by way of the digital gardens? Museums
could consider, for example, allowing for open source sharing of the 3D
printing files on their digital gardens so that people can print out tactile
versions of collection works. Granted not everyone has immediate access
to 3D printers, but these efforts should be complemented by a suite of
functionalities and content that cater to different audiences. Ultimately,
curatorial departments do not work in cocoons. Thinking alongside
colleagues in the educations, programmes, and partnerships departments
will ensure that the design, tone, and voice of the digital gardens
remains accessible fo various publics—including students and families.

The Emergent: Pollinating with the Winds

The ideas that this essay fleshes out are not new, and it is
important fo note that cultural practitioners across geographical spaces and
contexts have been mulling over this for some time. The work of Trust, a
Berlin-based collective, comes to mind.? Described as a network of support
that comprises, in their own terms, ‘co-conspirators,’ part of their efforts
towards community building and self-organizing can be described as an
incredibly sophisticated form of communal digital gardening. Through a
variety of platforms, including Twitch and Discord, Trust hosts discussions
and presentations around topics such as ecologies and stacktivism. Open
discussions often operate with certain frameworks in place, and the collective
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has noted the important and ongoing work of moderation (2021, personal
communication).> Whilst discussions have been kept civil, this is—in no small
part—the fruits of the collective's labour, time, and energies. In ensuring the
safety and wellbeing of all participants, Trust enforces safeguards in the form
of membership fees, and enlists the help of community moderators as well.

An artwork that interfaces between petal and pixel and traverses
across flesh and fibre is Miss Q by Xafiér Yap (2020). In many ways, it
embodies the possibilities and essence of the digital gardens. The work
comprises five solar-powered screens that have been arranged in a petal-
like formation. Drawing in the sun like a botanical flower, the work references
the national flower of Singapore, the Vanda Miss Joaquim. Miss Q comes
to us from a future where gender fluidity is not only accepted—it is the
norm. It queers botany and extends beyond the limitations of biology. When
the centre can no longer hold, alternatives must be sought out. Symbols
must be updated and reclaimed. The work was featured in an exhibition by
independent curator Seet Yun Teng in 2020 titled Immaterial Bodies. Over
the course of the exhibition, Miss Q inspired speculative conversations,
poems, and creative writing—microbes and organisms that continue to bind
themselves to the sticky embrace of Miss Q's ever-undulating membrane.

Figure 5. Miss Q, Xafiér
Yap, Installation View at
Objectifs (courtesy of the
artist and Objectifs, 2020)

In a way, the fact that this essay revolves around a garden—albeit
digital—is tinged with some irony. Most Singaporeans live in apartment blocks
that stretch upwards, and each unit is stacked and compressed above the
other.* As such, many of us do not have access to front or backyards where
physical gardens can be nurtured. As | have shown throughout this essay,
digital access is not a smooth and frictionless affair. Yet in increasingly dense
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urban environments, perhaps the flourishing garden can exist as a pixelated,
utopic imaginary in spaces such as the Internet.

At the Singapore Art Museum where | currently work, these initiatives
are a necessary adaptation. Whilst we are only a couple of hours away from
colleagues and collaborators in places such as Malaysia, Thailand, and Indonesia,
our pandemic-altered reality means that air travel is no longer tenable—at least
for now. These concerns have pushed the curatorial team towards identifying
aqueous yet rigorous frameworks that might serve as intermediaries—how
might we prompt generative conversations whilst experimenting with new
fora? As we work—in tandem with colleagues from the National Gallery
Singapore—towards a platform where we can enact some of these ideas, it is
this underground network of references and resources that will nourish and
support the eventual fruiting bodly.

Figure 6. Miss Q, Xafiér Yap,
Installation View at Objec-
tifs (courtesy of the artist
and Objectifs, 2020)
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Lin Hsin Hsin's Virtual Art Museum has been online and running for 26
years. The full site can be experienced at https:/www.lhham.com.sg/.
Trust is organized by Arthur Réing Baer and Calum Bowden, and hosts
public events, residencies, discussions, reading and research groups. More
information about the collective and the work they do can be found on
their website: https:/trust.support/.

Trust (2021, March 9) Personal communication, closed door curatorial
workshop with the Singapore Art Museum curatorial team.

According to official government data, 81% of Singapore's population
lives in public housing flats built by the Housing and Development Board
(HDB). The data set can be accessed here: https:/data.gov.sg/dataset/
estimated-resident-population-living-in-hdb-flats?resource_id=a7d9516f-
b193-4{9b-8bbf-9c85a4c9b61b.
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CraTbs

TaHueBaTb 0 Hacneguu: canT-cneucPUIHbIN
TaHew, U NepdpOPMaHC B UICTOPHUHECKMX MECTax

u mysesax™

CeetnaHa KoHgpaTbesa

CraTbs NocesiLLeHa carlT-crneum-
oMHHOMY TaHLY 1 nepdpopmaHcy

B MCTOPUHECKMX MECTAX M B My3esiX,
CBSA3aHHbIX C Hacneamem. A Takke
aCreKTam, C KOTOPbIMM OHU Pabo-
TAIOT: MaMATb, KOMMEMOPALMS,
MHTEPNPETALMS, aPXUTEKTYPHAs
LeHHOCTb M T.n. B nepsoi vacTtu
aBTOp obpaluaeTcs K dpeHo-

MeHY NepchoOpPMaTMBHOCTHM B Fyma-
HUTAPHbIX HayKax, KOTOPbIM cchop-
MMPOBAN KOHLEMUMIO «Hacreame
KaKk nepdpopmaHcy». Bo BTopoit
YaCTM PaCLUMPSIET 3Ty KOHLEn-

LMIO C MOMOLLIbIO XY[AOXECTBEH-
HbIX MEePCPOPMATUBHBIX MPAKTHK,
TAKMX, KaK MPOMEHAA B HayLUHWMKaX,

canT-cneuuouyHbIM TaHel U nep-
hOpMaHC. 3aTeEM OEMOHCTPUPYET
Ha npumepe canT-cneLnuUIHbIX
nepcopMaHCOB OCHOBHbIE CTpaTe-
MK, KOTOPBIMM MOMb3YIOTCS aBTOPSI,
U OMUCHIBAET MX OCOBEHHOCTM.

Ee vHTepecyeT, kak TaHew Mcrosnb-
3yeTca Ana paboTbl C Hacneamem,

U KaK Hacnegue ucronb3yeTcs

Ans co3gaHusa TaHua?! B koHue aBTop
JenaeT BbIBOAbI O MOTeHLMane
canT-cneuudomnyHoOro TaHUa 1 nep-
dbopmaHca ans mysees, pabo-
TAIOLLMX C UCTOPUEN U HACNEQUEM,
U NbITaeTCs 06O3HAYUTb acMeKTh,
KOoTOpble Mornu 6bl BbITh eLle 6Gonee
yrny6neHsl U Pa3BUTLI.

Kniouesble cnoBa: MHTEprpeTaums Hacneams, HacneamMe Kak nepdopmaHc,
napTuumnaumsi, nepchopmaTMBHAs KOMMEMopauus, nepddOpPMaTHBHbIE
MPaKTUKK, CanT-CreumdmnUHbIN TaHew,

TaHeL, U NepdOPMaHC KaK YaCTb BLICTABKM MW ee MaparnienbHOM Mporpammbl,
KaK YaCTb My3e/HOTO apXMBa UMM UCCIIEAOBATENBCKUIM MHCTPYMEHT, — Y3Ke AOBOSb-
HO MPUBbIMHBIE SIBIIEHMS B CTEHAX My3€EB COBPEMEHHOIO UCKYCCTBA. SIPKUMM MpU-
MEpPamMM MOryT BbiTb NMpoekTbl [lenaptameHTa meama m nepdoopmaHca B MoMA,
LesTeNbHOCTb My3esi aMEPMKAHCKOTO UCKYCCTBa YUTHM, ranepeu TeiT, paboTbl apTu-
cToB B potoHge my3est ConomoHa [yrreHxakima 1 apyrve HampasieHusi, KOTOPbIMMI

3aHMmaeTcs HCTUTYums. Hanpumep, uhmumatuea Guggenheim Social Practice,
*Matepuan onybnukosaH

B pamKax rpaHTOBOﬁ
nporpammsl The Garage
Journal gns HauMHalOWMX
N HEe3aBUCUMbIX
uccnegosartenem.

132

HanpaeneHHas Ha MOUCKM HOBbIX COPM BOBMEHYEHUs COOBLLIECTB M PaBOTbI C OCTPbI-
MU COLIMATbHBIMM TEMaMM, B TOM HYMCIIE C MOMOLLIbIO MepdhopmaHca.

B Poccun MOMHO OTMETWUTL BLICTABOYHBLIE M WMCCIIENOBATENCKME
npoekTbl My3es coBpemeHHoro uckyccTea «lapax». Cpegu nocnegHux, B KOH-
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TEKCTE AAHHOM CTaTbW, MHTEPEeC npeacTasnsieT mccregosaHune «CoBeTCKMIM
YECT», B KOTOPOM TaHL-KOOMepaTue «ANcefopUuHO rope» paboTasn C apXMBOm
ABUraTenbHOM KynbTypbl Hadana XX Beka. TakKe K NepdpopMaTUBHBIM MPaK-
Tukam obpawaiotcs fanepes FTPAYH/[ Constka, choHg V-A-C, Mynstumeamna
ApT Myzeit u HekoTopble gpyrue. bnarogaps oeaTenbHOCTU NOJOGHBIX MHCTU-
TYLUMM HAKOMMEH CYLLECTBEHHBIM OMbIT MECTa M BO3MOXHOCTEN NepdpopmaHca
B My3ee, DOpMYynUpYIOTCS M obCyKAaatoTcs nNpobnembl, paspabaTbiBaloTCs
HOBbIE MOAXOAbI.

OpHaKo Koraa peyb 3aX0ANT 06 MCTOPUHECKUX MY3esiX, UNK SPYrMX
MHCTUTYLMAX, PABOTAIOLMX C MPOLLSILIM, CUTYaLMS MHAS.

Bo-nepebix, xopeorpadbl M TaHLOBLUMKKM YACTO CHUTAIOT TaKue
NIOLWAAKM CTAPOMOAHBIMM U KOCHBIMM.

Bo-BTOpbIX, CAMM OpraHM3aLMK 3a4acTyto He BUAST BO3MOXHbIX CBSI-
3eM MeXAy COBPEMEHHBIM TAHLIEM U CBOEM TEMOM U TEPPUTOPMUEN, @ B KPAMHMX
Cny4asx OTHOCSTCS K HEMY HACTOPOXEHHO WMNKM faxe BpaxaebHo. Hampu-
Mep, aBTOP AAHHOM CTaTbM KaK-TO a3 Momy4una OTKa3 Ha MpeanoXeHue
apT-MHTEPBEHLMM OT COTPYAHMKA OAHOrO McTopmyeckoro napka. OH ona-
cancsl, YTo nepdopmepbl UCMOPTAT MOCETUTENSAM SCTETUHECKOE BrieYaTieHue
OT MapKa Unu LLOKMPYIOT UX. M coxarnen, YTo emy NPEeAnoXuIM TaHLEeBaIbHYIO
MMMPOBU3aLMIO, 8 HE KITacCMYECKUM GaneT — Toraa Bo3paxkeHui 6bl He Obino
(Tak KaK pa3roBop He Bbin 3anMcaH, N304 BOCMPOU3BOAWUTCS MO NaMSTH).

Tem He mMeHee, HECMOTPS Ha TaKue B3aumHble nMpeaybexaeHus,
B nocnegHue 15—20 net ctanv nosBnaTbCs NPUMEPDI «TAHLIEB O HACTEAUU» —
pPaboT, CO3AaHHBIX B UCTOPUHECKMX MECTAX MITU My3€siX, MOCBSALLEHHbIX MamsTH,
APXUTEKTYPE, OCMBICIIEHUIO apPTECPAKTOB MUIM BbIPAXKEHUIO CBOETO MHEHMS
yYepes aeukeHue. Hanpumep, B 3anagHoi Eepone ¢ 2015 roga mencreyet
KPYnHbIM npoekT «TaHuyiowme mysem» [Dancing Museums]. Poccuitckue
UCTOPUYECKME M KPaeBeLHECKME My3eU MPOBOAST TBOPHECKME MEPONPUATHS
BO BPEMS FOPOLCKMX MPAa3LHUKOB M BCE Yalle MPMIIaLlaloT COBPEMEHHbIX
XYAOXHMKOB B pamKax apT-uccrnepoBaHui. K ToMy e HeCKOmbKo mocneHmx
LEeCSTUIETUI Pa3BMBAETCS NAPALUIMa «HaCNIEAME KaK NepdhopmaHcy, KoTopast
TOXE CMOCOBCTBYET HOBbIM SKCMEPUMEHTAM.

BozpacTaloLLee KOIMYECTBO TaKMX MPUMEPOB U UX Criabas U3y4eH-
HOCTb Aanu MOBOA K HamMcaHuio AaHHOM CcTaTbu. B cuny nccnegosaTtenbckmx
MHTEPECOB aBTOPA, YKazaHHas npobnemaTunka ByLeT paccCMOTPeHa B pamKax
3anagHoro koHTekcta (Eepona, CLLUA, eBponeiickas 4acTb NOCTCOBETCKO-
ro MPOCTPaHCTBA). Mbl COBUPAEMCH MOKa3aTb, B YEM CreurdmKa NOHATHS
nepdOpPMaTUBHOCTM B HACEAMH, M KAKOE MECTO B 3TOM OBnacTM 3aHMMAET
canT-crneuudpmyHbIN TaHew 1 nepdpopmaHc. 3aTem 0606LWUTbL M ONMcaTb Hau-
6oree ApKME U MOKa3aTeNlbHbIE MPUMEPbl PABOT, CO3LaHHBLIX B 3TUX KaHpax
M CBSI3aHHbIX C HACNEAMEM, TaK KaK paHee OHM He paccMaTpMBanach Nogpo6Ho
KaK rpynna. BosmoxHo, rmaBHas npu4mHa B TOM, H4TO TaHeL, 1 NepdpopMaHC U3y-
YaloT Ha haKymnbTETaX, OTHOCSLUMXCS K TEaTPy, M306pa3nTeNlbHOMY MCKYCCTBY,
xopeorpadmu, MHOTAA COLMONOTMU, U B DOKYCE BHUMAHMS Tam — Apyras npo-
6riematika. Hanprmep, OTinums Mexay CNEKTaKNSAMM, CO3AaHHBIMM AJ1s CLieHbI
M LN HETeaTparibHbIX MPOCTPAHCTB, POsib NepdpopMaHca KaKk MHCTPYMEHTa
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COUMANbHOM U MHOM KPUTUKKM, OCOBEHHOCTU Xopeorpadoum, creumdmnka padoTbl
CO 3pUTENEM MMM C COOBLLECTBOM.

B cTaTbsiX, ONMUCHIBAIOLLMX MHTEPECYIOLME HAc Npumepbl (Ha KOTo-
pble Mbl Byem CChinaTbes Aanee), OBbIMHO PAaCCMATPUBAIOTCS OTAENbHbIE CIly-
Yau, M MULWYT 3TM TEKCTbI, KaK MpaBuno, xopeorpadobl. Mbl e nonpobyem,
MCMOMb3ys CPABHUTENbHbIMN METOA M MHTEPMPETALMOHHbIN aHanms, cobpaTtb
NPUMEpPBI «TaHLEB O Hacneaum» M B3MMsSHYTb Ha HMX Yepes3 onTuKy Heritage
Studies — ancumMnnmHbI, M3yvaloLLe BOMPOChl COXPAHEHMS], PA3BUTUS U MOHM-
MaHMS MaTEPMANbHOMO U HEMATEPUANBLHOMO HACMEAMsl, @ TaKKe COLManbHbIX,
KYINbTYPHBIX U UHbIX OTHOLIJeHMPI, CKJ1aAbIBAOLMXCA BOKPYr HEro. rJ'IaBHbIM
06pa3om, MPoaHanM3MpPOBaTh, KaK TaHeL, UCMONb3yeTcs Al PaboTsl ¢ Hacne-
LMEeM 1 KaK Hacnefue Mcnonb3yeTcs AN co3aaHus TaHua. OnumcbiBasi nprmepsl
M CPaBHUBAs MX MEXAY COBOM, Mbl HAAEEMCS BbIICHUTb, MOXHO JIM BbIAENUTL
obLume CTpaTernu, 1 NMPenronoKuTb, KaKylo POfb UrPaloT TaKMe MPaKTUKM,
4YTO HOBOTO W LIEHHOTO OHWM MOTYT MPUBHECTU B MECTA M MHCTUTYLMM, CBS3aH-
Hble C UICTOPUEN.

BbiGpaHHbIM noaxon MOXeT aaTb 6onee NogpobHYo KapTUHY, pac-
KPbIBAIOLLLYIO CMELMAOUKY M BOSMOXKHOCTMU CalT-CneumMdnyHbIX NepdpopmaTmUB-
HbIX MPaKTMK B cdoepe Hacneams. YTo MOXKeT BbiTb MONE3HO AMs MPEeOAONeHMs
npeny6exaeHnt U HEMOHMMAHMS, 3a4eM MHCTUTYLUMSM (My3esm, BrubnnoTe-
KaM, ranepesim v T.n.) MATU Ha TaKMe SKCMEPUMEHTBL. 3HaHME CyLLECTBYIoLwEeM
MPaKTUKM M 3HAKOMCTBO C pa3HooBpa3nem NoTpeBGHOCTEN, HAa KOTOpbIE OHa
OTBEYAET, MOXKET MOMOYb MHCTUTYLIMSM CDOPMYSIMPOBATL CBOE OTHOLLEHUWE
K SIBMIEHMUIO U HAXOAMTb COBCTBEHHbIE 3aMPOChl, C KOTOPLIMKU MOKHO PaboTaTb
B OMMCLIBAEMOM KIlOYE.

1. KoHuenuusa «Hacneame kak nepdopmaHc»

MepdpopmaTtuBHbIM NoBOPOT, Npomsowwewmnin B 1960—70-x rogax, noBnm-
SN HA MHOTME ryMaHUTapHble amncumnnuHbl. KoHuenums nepdpopmaTMBHOCTH
paspabatbiBanach B IMHrBMCTUKE [Austin 1955], aHTpononoruu [Turner 1969],
TeatposegeHuu [Fischer-Lichte 2004; Schechner 1976], ccnegosaHmsx Uckyc-
crBa [Goldberg 1979], noeceaHerHocTH [Gofman 1959] u reHaepe [Butler 1988].
MHorue u3 paboT B 3TMX 0ONacTaX CTanM KNacCUKOM U PErynsipHO Nepemns-
paotca (Ouwep-Nnxte 2015; LexHep 2020; long6epr 2019; Todoman 2000
u ap.). Npu 3ToM Kaaas AMCUMMANMHAE, B KOTOPOM nepdhopMaTUBHas ONTHKA
OKasblBasiacb BOCTpeboBaHa, NOHMMAara ee HemMHoro no-csoemy. Kynstyponor
Hopuc baxmaHH-Menuk aaxe BUOMT B 3TUX HECOBMAAEHMSAX BaXKHOE YCIIOBUE
Pa3BUTHS M aKTYaNbHOCTM NEPdIOPMATUBHOCTH M CaMy MPUPOLY 3TOTO SBNEHUS
(BaxmaHH-Meguk 2017: 128).

BonbLUMHCTBO MepevncrieHHbIX UcCnenoBaHui He JaloT nepdop-
MATUBHOCTM €OMHOrO OMpeferneHus, a HasbiBaloT oblme npmsHaku. o mx
MHEHMIO, MPOLECC MM AEMCTBUE NPUCYTCTBYET B LEHTPE BHUMAHMS nepdoop-
MAaTUBHOIO Moaxona B Gonblueit CTerneHu, Yem BepbarnbHas COCTaBMAOLLAS,
MB0 NoHUMaHMe BepbanbHOro Kak nepdoopmaTreHoro. [puydem aToT npouecc

The Garage Journal: uccnefoBaHus B 061acT MCKYCCTBA, My3€€B U KynbTypbl 134



TBHLI,EBBTI:- O Hacneguu: Ca;lT’CI'IeLI,MC*)MHHbII;I TaHeu n nepcbopmch B UCTOPMHECKMNX MEeCTaxX U My3eax

MU [ENCTBUME MMEIOT MHCLEHWPOBOYHYIO, BIIM3KYIO K CMIEKTAKIIIO, MPUPOAY,
MPOUCXOAMT «3[ECh U Cevac» U coBepLuaeTcsl B npucyTcTauu Jpyroro (3pu-
Terb, MPOXOKMM, COUMYM, OyX, Konnera-nepcdopmep U ap.). 3puTens noHu-
MAETCS KaK COYYaCTHMK MPOLECCa, BAMSIOWMIA HA ero XO4 M OTBETCTBEHHbIM
3a COGCTBEHHbIN MHAMBUAYANbHBINM OMbIT M MOMy4YeHHble BrieyaTneHms. Kpome
TOrO, BaXHYIO POJib UIrPAIOT TeNECHbIe AeMCTBUS, OLLYLLIEHMS, SMOLMM.

MccnepoBsaHusi Hacneamst He GbinK B aBaHrapae nepdopmaTUBHO-
ro NMOBOPOTa, HO Ha HMX OH ToXe ckasancs. HaunHas ¢ 1990-x rogos ctanm
nosiensTbest paboTel (laposH 2020; Casey 2003; Haldrup and Baerenholdt 2015;
Kirshenblatt-Gimblett 1998; Smith 2006), aBTopbl KoTOPbIX hOPMYNMPOBaNH,
KaK MOHUMAETCS NepchopMaTUBHOCTb B AaHHOM cdpepe. B uenom, rmasHbie
XapaKTEPUCTUKM COBMAJAIOT C OMMCaHHbIMM Bbille. [10 MHeHuIo nccnefoBa-
Tenen, HacneamMe — 3TO He PM3MYECKUE MPEAMETHI, MAMATHUKM UK 34aHUS,
a OTHOLLEHMSI, NMPAKTMKM M MPOLECChl, KOTOPbLIE BOKPYT HMX CKIIaAbIBAIOTCS.
YT1o nocetuTENN My3€EB U APYIMX MECT HACEAMS HE JOMKHbBI BOCMPUHUMATLCS
KaK MacCMBHbIE CIYLLATENM, KOTOPbLIM OT 3KCMEPTOB nepefatoTcs 3HaHUs. OHu
MOTYT CaMM y4aCTBOBAaTb B KOHCTPYMPOBAHMKM CMBICTIOB M MOCTMIaTh Hacneaue
Yepes onbIT. TenecHbIM OMbIT U MOIMCEHCOPHbIM MOLAXOA CTaNM PaCCMAaTPHUBATLCS
KaK CPEeAcTBa KOHCTpyMpoBaHms 3HaHui (Sather-Wagstaff 2017).

MpoaHanu3npoBaBs NPaKTMKK 1 0BNACcTH, KOTOPLIE UCCIIELOBaTENM
PacCMaTPMBAIOT B PAMKax KOHLEMLMU «HacNeamMe Kak nepdpopmaHc», Mbl Mpes-
flaraem PasgenuTb UX Ha HECKOSbKO rpymn:

1) NMepdhopMaTUBHBIE MPAKTUKM KOMMEMOPALIMM, UITM BCMOMUHAHUE
gemcTemem. Mpumepom moxeT BbiTb akumsi «<BosepalueHre nmeH», opraHusye-
mas Poccuiickum obLuecteom «Memopuany, BO Bpemsi KOTOpOM miogm cobupa-
IOTCS B YCTAHOBIIEHHOM MECTE M YMTAIOT MMEHA KepTB penpeccuit. Mnu akums
«TaltHa cBeTa 1 Tombl» [Misterium Swiatta i Ciemnosci] B Jlio6nmHe, kotopas
MPOXOAMUT EKETOAHO B AEHb NIMKBUAALMM reTTO, B apKE BOPOT, KOrAa-TO OTAe-
NISIBLUMX FETTO OT OCTaJSIbHOIO rOPOAA, MOA eAUMHCTBEHHbIM FOPSALLMM DOHaPEM
(Popescu 2017). Unmn «Houb paccTpensiHHbix nosTos» B Benapycu, npoxoasaiuas
B KyponaTtax B namaTb 0 maccoBom paccTpene B Houvb € 29 Ha 30 oKTabps
1937 roga, yHECLLEM KM3HU B TOM YMCIE MHOTMX MPEACTABUTENEN TBOPHECKOM
U UHTENNEKTYanbHOM 3MIUThI: YYACTHUKM aKLMM YUTAIOT CTUXM MOSTOB, MOrMBLLIMX
3/[€Cb, TEM CAMbIM BCMIOMMHAS MX.

Ha nepsbiit B3rnsig, TakMe cnocoGbl BCMOMMHAHMUS LENCTBUMEM
MOTYT MOKa3aTbCsl dPEMEPHBIMM, HELONTOBEYHLIMU U MEHEE «HAAEKHBIMMU»
MO CPABHEHMIO C PU3UHECKUMM MAaMSTHUKAMMU, MOHYMEHTAMM, MEMOPHATTBHBIMMI
LOCKaMM MK My3eMHBIMM SKCno3uumsamn. OfHaKO MCCNeAoBaTENM OTMEYAIOT,
YTO B NOCNeAHUE rofbl BO3PACTaET NOTPEBHOCTL HE COXPaHUTb, @ AesTeNnbHO
MPOXKUTH MPOLLIFIOE U OLLYTUTb MNPUHACTHOCTb K HEMY Yepes MyBnuYHbIE U KO-
nekTueHble gencteus (Apxmnosa et al. 2017). Coumonor EneHa PoxaecTeeH-
CKasi TOBOPUT MPO HOBYIO MEMOPUANBHYIO SCTETUKY aHTUMOHYMEHTArNbHOCTH,
COpa3MepHYIO YEMOBEKY, KOTOPYIO 0GECTEYMBAIOT NEPIIOPMATUBHBIE MPAKTUKM,
a TaKKe NoAYEPKMBAET eLLEe OAMH 3ampocC, Ha KOTOPLIM TaKue MPaKTUKK OTBe-
yatoT. OHa aHanusupyeT aKkumio «[1poTecT cpeabl», CBI3aHHYIO C MaMATHUKOM
BMAHBY («KEHLLMHAM LN1S1 YTELLEHUS» ), JKEPTBAM BOEHHbIX Gopaenei Bo Bpems
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SINoHO-KOpPEMCKOM BOMHbI. «McTopuyeckne cobbITUSI, KOTOPbIM MOCBSLLEH
MamsTHMK, BCE ELLE HE MMEIOT KOHCEHCYCa B HALMOHANIbHOM U MHTEpPHAaLMO-
HaNbHOM MCTOPUHECKOM NaMSATH, MOSTOMY TPEBYIOT NephopPMaTUBHOTO hopma-
Ta KOMMEMOPALIMM KaK MOCTOSIHHO NMEPEONPELENSIEMOro U NMOATBEPKAIEMOrO
HappaTUBaMM €€ COYHaCTHMKOB», — MULLET UccnegoeaTensHuua (PoxaecTeeH-
ckas 2018: 91).

MccnepoBatenbHuua KynsTypHoro Hacneaus JlopagkmH Cmut
TOXE 0BPALLAET BHMUMAHME HA TO, YTO MPM KaXKLOM MOBTOPEHMM MOAJOGHbIX
KOMMEMOPATMBHbBIX PUTYASIOB MX YHAaCTHWKM MMEIOT BO3MOXKHOCTb MPUHSITH
NPaKTUKY BEe3 U3MEHEHUM, CKOPPEKTMPOBATbL MM BooBLe ocnopuTb (Smith
2006: 69), a 3Ha4UT 3TO MMBKMM M BLICTPLIM CNOCOB PearMpoBaTh Ha U3MEHe-
HMa B obLLecTBe.

2) PaznuuHble BMAbBI MCTOPMHECKOM PEKOHCTPYKUMKU. Hampumep,
My3em mBoM uctopun. OfHUM U3 APKUX MPUMEPOB MOXET BbITb My3e# «[1m-
MYTCKasi MnaHTauusi», e MaKCMMarbHO BOCMPOM3BOANTCS MCTOPMYECKas cpe-
L@ M YKNaA M3HWU MEPBbIX MOCENEHLEB PErnoHa, BriioTb A0 UCTOPUHECKMX
[LManeKToB. Bnpoyem, PEKOHCTPYKLMS MOKET BbiTb M HYAaCTUHHOM, HaNPUMeP,
npencTaBneHbl TONbKO TexHonoruu. Tak, B Myzee kopabneit BukmHros B Ocno
COTPYAHMKM MOKAa3bIBAIOT, KAK CTPOWTCS NOAKA, M AaXe CryCKaloT ee Ha BOAY
(Haldrup and Baerenholdt 2015: 58—61). Ho oHM He nosuumoHupyloT cebs
KaK BUKMHIU WU NIIOAM M3 MPOLUIOrO, OCTaBasiCb MCCIIE[OBATENSIMMU U PECTAB-
paTtopamm.

Bo3morKHbI ynpoLLeHHbIe BapMaHTbl, HAMPUMEP, ECIM SKCKYPCOBOL,
UCMONHSIET POSb MCTOPMHECKOIO NMEPCOHAka M PACCKa3bIBAET O MPOLLIOM FOpPOAa
(KOTOPbIM, KOHEYHO 3Ke, HE MOXKET BbiTb B 3TOT MOMEHT CTMIM30BaH NOA Mpo-
wrioe). Kpome Toro, kak nctopuieckue nepdpopmaHchl MOTyT PacCMaTpUBaTLCS
PEKOHCTPYKLMM CPAMKEHUIM UMK APYTMX MCTOPUHECKUX COBBITHIA.

MHorve 13 nepeyYmncrneHHbIX B 3TOM MyHKTE MPAKTMK BbIMOMHAOT
BaYKHYIO POJb PA3BUTUS HEMATEPMATIbHOTO HACIEAMS, KOTOPOE MO CBOEH CyTH
ABNSIETCS NepPPOPMATUBHBIM: PUTYas b, NMPA3AHUKM, TEXHOMOMMM, TaHLbl U T.M.
HekoTopble M3 HUX yKe He CYLLECTBYIOT BHYTPM COOBLLECTB, NMMOO TPYAHOZO-
CTYMHBI, M TaKasi PEKOHCTPYKLIMS PELLIAET 38434y MX COXPAHEHMS], LEMOHCTPALMM
1 pacnpocTpaHeHus. Kpome Toro, uBasi PEKOHCTPYKLMS AAET 3PUTENIIO BO3MOM-
HOCTb OXBaTWUTb MPOLLSIOE M HACTOSILLEE B OOHOM MPOCTPAHCTBE, MPaKTUHECKU
6e3 AMCTaHUMK. DTO MOXET CTUMYNMPOBATL CPaBHEHME (BYKBaSIbHO MOCTaBUTb
ce6s Ha MECTO MCTOPMHECKOTO MEPCOHANA, UMM CPABHMTb «CEMYAC» U «TOrHa»),
aHanm3 co6CTBEHHBIX 3MOLMM, pedorieKcHio.

3) «lMepdhopmaTrBHan myseonorus». Mcnosnbsys 3TOT TEPMKH, aBTOPbI
MOAPAa3yMeBaIOT pa3Hble acreKkTbl PabOTbl My3esi, MEHSIIOLLYIOCS POSTb My3EMHBIX
OGBLEKTOB M MPOLECCa MX MPEACTABIEHUS MOCETUTENSIM, @ TaKKe POSib CaMMX
nocetutenen. Tak, myseeseq bapbapa KupLueH6nat-lMmbneTT ogHa 13 nepBbIxX
MCMOrb30Bana 3TOT TEPMMUH MPUMEHUTENBHO K MCTOpUYeCcKuM mysesam. OHa
BblAENUIA 4Ba crnocoBa NoKasa: CPefoBoM (AMOPaMbl; KOMHATBI, BOCCO3AatOLLME
cpeny U T.A.) M KOHTEKCTHBIM (OGBbEKTbI, PACMONOKEHHbIE B SKCMO3ULMKU B COOT-
BETCTBUM C TOM WMAM MHOM JIOTMKOM MnM uepapxueit). B nepeom cnydae nep-
POPMETUBHOCTL OGBEKTOB JOCTUIAETCS 38 CHET MOTPYIKEHUS B CPEY, UIITTIO3UIO
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BOCCO34aHUS PearibHOM XM3HU. A BO BTOPOM BaxKHa «4pamaTyprus aptedparTay.
OOGbeKT «OMMBRSAETCS» C MOMOLLbIO PACcCKasa O HEM, MHTEPMPETauUmMM, CBA3M
¢ oB6Lmm HappaTmeom akcrnosnumm (Kirshenblatt-Gimblett 1998: 3).

MccnepoBaTenbHMua myseiHoro ausaiiHa Banepu Kelicn yepes ponb
SKCMOHAaTa M Cnocob ero AEMOHCTPAaLMM OMMCLIBAET 3BOMIOUMIO My3ees. 1o ee
MHEHMIO, M3HAYASIbHO My3€ei CYLLIECTBOBAST KaK BMECTUIMLLE KOJNIEKLMM, HacTo
SK30TUYECKMX, M MITOLLAAKA ATt MX AEMOHCTPALMU. 3aTEM MOSIBUIICS TUM MHTEP-
MPETUPYIOLLIETO My3€esi, B KOTOPOM SKCMOHAT NMPEBPaTUICS M3 MPeamMeTa HayHHOM
PaboThl B CPEACTBO KOMMYHMKALIMM, @ My3€l CTan NioLLaAKOM Ans 06CyKAEHM M
1 obLeHus. B Tpetbem, nepdhopMaTMBHOM TUME My3es, B LEHTPE BHUMAHMS OKa-
3ancs He cam OBBEKT U ero 0COBEHHOCTH, a TO, KaK OH OyZeT MOKa3aH, U KaKoM
onbIT NproBpeTeT NoceTHTenNb OT Npouecca atoro nokasa (Casey 2003: 20).

Pag aBTOpOB B onucaHMmu NepdpopMaTUBHOIO My3esi OOPaLLAIOT BHU-
MaHME Ha MPUEMbl AM3aMHA, CTUMYSTIMPYIOLLME SMOLMOHANBHBIM U YyBCTBEH-
HbIM onbIT 1 BoBnedeHue 3puTenen (Tolia-Kelly, Waterton and Watson 2017),
1 Ha My3elHyio megmaumio. [lpyrve roBopst O HOBbIX MEAArorMHECKUX CTPATErMSIX
My3esi, 334a4a KOTOPbIX — CO3AaHME OTKPLITOrO AMasiora Mexay nyornuyHbIMM
HappaTUBaMM My3esa M NIMYHBIMKM HappaTueamu 3puteneit (laposiH 2020).

4) «[MepchopmaHchl ¢ Hacneamem», Kak 1x HasbisaloT Markn Xangpyn
1 Mopren One Baperxonbat (Haldrup and Beerenholdt 2015: 61—64). OHu
UCCIeyoT NMOBCEAHEBHOE, YaCTO HEOCO3HABAEMOE MOBEAEHME M MOSb30Ba-
TENbCKUI ONMbIT JIIOAEN B MecTax Hacneams. Ha npumepax nonynsipHbix 4ocTto-
MPUYMEYATENBHOCTEN OHM MbITAIOTCS Pa306pPaThCsl, KaKne NoTPeBHOCTM CTOST
3@ XernaHuem chenaTtb PoTo, KynuTb MarHUTUK Mn cyBernp. M genaiot BbiBOg,
4YTO Yepes 3TO JIIOAM CTPEMSTCS MATePMaNIM30BaTb M 3adPMKCUMPOBATb CBSA3b
C MECTOM M ONbIT Ero MOCELLEHMS!, 3aBPaThb KYCOMEK MECTa JOMOM. A eLLe aBTopbl
OBPALLAIOT BHUMAHME HA MACCOBYIO KYSBTYPY, AMKTYIOLLYIO OMPEAENEHHYIO MOLY
Ha noBedeHMe Y MaMATHUKOB. TypucTsl, rynsiowme y MNusaHcKoi 6aLlHu, 3HatoT,
YTO MONYNSAPHO AenaTb ooTorpacoum ee «CrnaceHus», a ermrneTcKkue NMpammabl
Ha dpoTOrpadoUsiX MOAHO «AEPIKATb Ha JIALOHMY» M T.M.

Kak Bnamm, obLuas pamka nepdoopMaTMBHOMO B3rMsSAa Ha Hacneaue,
o603Ha4YeHHas B Havase pasfena, MOXET BblPaXaTbCsl B LOBOJSIbHO Pa3HOO-
6p83HbIX NO3UUUNAX U KOHKPETHbIX MPAaKTUKAX. 3T0 BbI3bIBAET J'IIO6OI'IbITCTBO
M KOCBEHHO JoKa3biBaeT cnoBa Puyapga LLlexHepa o Tom, 4To nepdpopmaTtue-
HOCTb — 3TO OCOOBbIN PEXMM MOBEAEHMS, KKAHECTBOY, CMOCOBHOE BO3HMKHYTh
B MoBoM cuTyaumm, a He 06ocobnerHbiM xaHp (LexHep 2020: 43). PasnuyHble
cdpepbl Hacneamst cnocoBHbI UCMOMNb30BaTh STOT PEKUM MoBedeHus. Brnipoyem,
XoTenocb 6bl BUAETb GOMbLUE KOMMYHUKaLMK, OBCYKAEHUS U OOMEHA OMbITOM
BHYTPM OMMCaHHOM KoHUenumu. [NofobHble AucKyccum mornm 6bl CiocobCTBOBaThL
GorbLueit pedpnekcmm No NoBOAY rPaHML, MOHSTHS M €r0 PAa3BUTUS B HACTOSILLEE
BpEMS.

2. Hoeble TeHAaeHUMM: caiT-cneumucpuyHbie XyAoXKEeCTBEHHbIE MPAKTUKH

B nocnegHue 15—20 neT cTanu aKTUMBHO Pa3BMBATLCS MPAKTMKM, KOTOpPbIE
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He BMUCHLIBAIOTCSI B MEPEYMCIIEHHbIE KATEropumM, HO MPU 3TOM Toxe pabo-
TaloOT C Hacrneauem B NepdpOpMaTUBHOM mapagurme. DTO ayAMONPOMEHAb!
B HayLUHWKax, AOKYMEHTamnbHbIE CMEKTAKMM, MMOPUAHbIE KaHPbl SKCKYPCHHMI
(3KCKYpCHsI-CNeKTaKmMb, TaHLEBasbHAsh SKCKYPCUS, MMMEPCUBHAS SKCKYPCHS
W Ap.) u nogo6Hble TBOpUYeckme meponpusiTus. OHM CO3[AIOTCS Ha CTbIKE
Hacrneams U KPeaTUBHBIX MHAYCTPMIt (OCOBEHHO TeaTpa, TaHLa U nepdhopmaHca)
M 0BBEAMHSIOT UCTOPMIO U APAMATYPIUIO, XOPeorpadimio 1 MHTEPMPETaLMIO,
MPOTYNKY U CMEKTaKIb.

IV NPaKTUKM CaNT-CreuMdpryHbI, TO eCTb B UX OCHOBE NEXMT ry-
6GokKasi paboTa C KOHKPETHBIM MECTOM, KaK MPAaBMIIO, U3HAYarbHO He npegHa-
3HAYEHHbIM A5 TEaTPaNbHOM, TaHUEBaNbHOM M MOAOBHOM AesTENBHOCTH. DTO
MOXET BbITb YNMLA, OBLLECTBEHHbIM TPAHCMOPT, 3aBPOLLEHHbIN JOM, OblBLUIAS
UK AENCTBYIOLLAS LePKOBb, My3eiHasi SKCno3uuus. B 3Tux mectax HeT pa3ge-
NEHWsI Ha CLEHY M 3pUTENbHbIN 3af1, YTO SAET BO3MOXKHOCTb 3aHOBO OMPEAENSTh
OTHOLLIEHWSI MEXAY BbICTyNalowmmm 1 3putensamu (Ouwep-Tuxre 2015: 203). U
B CAMOM ByKBarIbHOM, MPOCTPAHCTBEHHOM CMbIC/IE CIOBA MOOLLPSIET Hanm4me
pasHbIX ToYeK 3peHus Ha npoucxoaawee (Hunter 2015: 35).

Elle ogHa BaxHast 0COBGEHHOCTb OMMCLIBAEMbIX MPAKTUK — MCCne-
LOBaTENbCKUI KOMMOHEHT. [peskae Yem co3aaTb pPaboTy, ee aBTOPY NPUXOAUTCS
WUOTU B APXMUBHI, COéMpaTb BOCMOMUHAHUSA, U3yHaTb TEOPUIO U MPULOYMbIBATb
COBCTBEHHbBIE METOLOSIOMMM, KOTOPbLIE TPAHCHDOPMMUPYIOT 3TOT MaTepuarn
B XYAOXECTBEHHOE MPOMU3BELEHME.

B kavecTBe moKasaTenbHOro MpUMMepa MOXHO MPUBECTU CreK-
Taknb-npomeHas «HanonHutenb» [Glaistas, 2019], nocesweHHbIM BunbHioc-
CKOMy reTTo, NamMsTb O KOTOPOM MOCTENEeHHO cTupaeTtcs u3 ropoga (Juraite
2020). OyxeHTpUDMKALMS U TYPU3M MEHSIIOT OBITUK PaOHOB, @ CBUAETENM reTTO
yKe AaBHO XMBYT He B J1nTBe, a B M3paunne. ABTopbl NpomeHaza CTPEMUIIUCH
cobpaTb BOCMOMMHAHUS 3TUX MIOLEN M 3aCPUKCMPOBATL B MECTAX, C KOTOPbI-
MU OHU cBsa3aHbl. DopmaT NpomeHada B HayLLHMKaX MO3BOMSN CAENaTb 3TO
B 60siee 3MOLMOHANBHOM M PECPIIEKCUBHOM KITIOHE, HEKENU NamMsiTHbIE CTEHABI
UNK KHUra-nyTesogmTens. JTioau MOrmu NOCyLLaTb UCTOPUM M3HU O4EBUALIEB
B T€X CaMbIX MeCTaX, rae OHM NPOn3oLUIn, OHOBPEMEHHO HAXOL4ACh B rpynne
M HaefuHe C rofloCOM B HayLLHMKaX.

Hpyroi npumep — nepdpopmaHc «CTpacti no MapTeHy», nony-
umBMi 3onoTyio macky B 2018 rogy. ABTopbl coBMpanyu MCTOpMM PaboUmx,
MCKanu CUMBONbI, CBSA3aHHbIE C MPOW3BOACTBOM, MEHSIMU MPOMbILLIIEHHbIE
KOHTEKCTbl Ha KynbTypHble. Hanpumep, co3panu TaHew, NMoAbEMHbLIX KPaHOB,
B KOTOPOM KPaHbl BbINOMHSAMM POSb KUHETUHECKMX CKYNbNTYP; UMM MOCaAMIIMN
B GbiBLLEM PaBGoYem MHBEHTapPE MoroAble fepeBbs. B onpegeneHHoi ctenexm
nepdbopMaHC Mrpan porib puTyana Nnepexoaa ot MHAYCTPUANIbHOTO MPOLLIFIOro
ropoAa, CBA3aHHOMO C MAPTEHOBCKOM MeYblo, K MOCTUHAYCTPUANbHOM 3roXe.

CaitT-crieundpmyHbIi TaHeL, KOTOPOMY MOCBSALLEHA JaHHAsS CTaTbs,
TOXE OTHOCMKTCS K rpynne XyLOXKECTBEHHbIX NepPtoOpPMaTMBHBIX MPAKTHK, CBSI-
3aHHbIX ¢ Hacneanem. Kpome onucaHHbIX Bbille 0COBEHHOCTEH BCEM rpynmbi
Lo6GaBKMm eLLe ABe, XapaKTepHble MMEHHO ANS TaHLUa 1 nepdhopmaHca.

Bo-nepBbix, HeBepGanbHOCTL KOMMyHMKaumK. Kak npasuno, ncrnon-
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HUTENIM MMHMMASIBHO MCMOSb3YIOT CIOBA B PaBOTaX, OHM BbIPAXKAIOT MbICIM
M co3gatloT obpasbl C MOMOLLbIO Tena, xopeorpadun, geictemin. C ogHoM
CTOPOHbI, 3TO AENaeT TaHUEeBaNbHbIe PAaBOThl MMHIBUCTUHECKM YHUBEPCASb-
Hbimn., C gpyroM — cam S3blK TaHUa MM nepdpopmaHca He Bcerga nerko
MOHSATb GE3 AOMKHOM HACMOTPEHHOCTU M MOLrOTOBKM.

Bo-BTOpbIX, TAHEL CUNbHEE, YEM CMEKTaKIIb UM MPOMEHAS B HayLLI-
HMKaX, 3a4eMCTBYET KMHECTe3uio — YyBcTBO aBuxerus (CupoTkmHa 2014),
oLyLLIeHWE MONOXKEHUS TeNa B NMPOCTpPaHCTBe. MccnegosaTens TenecHoM
KynbTypbl MpuHa CUPOTKMHaE OTMEYaET BaXKHOE 3HaYeHUe KMHECTETUHECKOM
(TenecHo) aMNaTUM: KOTAa YETOBEK CMOTPUT Ha YyXHWe ABMKEHUS UK TaHew,
OH CNOCcOBEeH MCMbITbIBaTL MOJOOHbIE OLLYLLEHUS B cBOoem Tene. Hanpumep,
npu B3rMsAe Ha TO, KaK NIOAU C YCUMIIMEM TOMKAIOT 3aCTPSIBLUMIA IPY30BMK,
MOXHO OBHAapPYXMUTb Hanps:keHWe B COOCTBEHHbIX mblwuax. MMpu B3rnsgge
Ha rpaLMO3HbIi, KPaCKBbIN TaHeL, TENo HaBMIOLAIOLLErO MOXKET PaccnabnsaThes
UNK Crierka ABMUraThbes. TO e CaMOe KacaeTCsi SMOLMIA, BbipaXKaeMbIX MCMOMHM-
Tenem vyepes AeukeHue. bnarogaps 3Tol ocobeHHOCTH TaHew M NepdPOPMaHC
CNocoBHbl BbITb UHCTPYMEHTOM KOMMYHMKaLMKU M CUIIbHO BO3LENCTBOBATb
Ha 3pUTENS Ha TENECHOM YPOBHE.

HecmoTps Ha TO, 4TO MONYNSAPHOCTbL XYAOKECTBEHHbIX CalT-CreLm-
PUYHBIX MPAKTUK PACTET, OHM ELLE HE HALLM SOSIKHOIO OTPAXKEHUS B NuTe-
paType W MCCefoBaHUsX, MOCBSLLEeHHbIX Hacneauio. OGHUMM U3 FNaBHbIX
MPUYUH MOTYT BbITb MEXAMCLUMUMIIMHAPHOCTD TEHAEHLUMM M €€ KMOSIOLOCTbY:
ee ellle He MPU3HAaNMU 3acyKMBAKOLLEN BHUMAHMS, HE MbITanucb 0606LWmUTL
STOT HOBBIM OMbIT. MMEHHO MO3TOMY Mbl MPEANPUMEM MOMBITKY PAaCCMOTPETb
TeHAEHLUMIO NofgpobHee Ha NpUMeEPE CanT-creumndpmnyHoOro TaHua 1 nepdop-
MaHca.

CnepyeT OTMETWTb, YTO He BCErfa BO3MOXHO MPOBECTMU YETKYIO
M OLHO3HAYHYIO FPaHMLYy mexay nepdopmaHcom m TaHuem. OTHocKTenbHO
nepdopmaHca Ham GrusKa No3nLms UCTopuKa MckyccTea P. fongbepr o Tom,
YTO cama MPUPOAA KaHPa «He AOMYCKAET TOYHbIX MNU YAOOHbIX AedoUHM-
UMM MOMMMO TOFO HEXWMTPOrO 3asIBIEHMS, YTO 3TO — JKMBOE MCKYCCTBO
B MCMOSTHEHMU XYAOXKHUKOB. Bonee cTporoe onpepeneHne ceeno Gbl Ha HET
camy BO3MOXHOCTb nepcpopmaHca» (Tonabepr 2019: 10). TaHuy, B oTnMuMe
oT nepdhopmaHca, npucya 6onbluas NpPopaboTaHHOCTb M Xopeorpadomy-
HocTb aewxkeHuh (JlaweHos 2017), 1 UMEHHO 3T KavecTBa OBYCIOBMAM
Mcnosnb3oBaHWe EPUHULMIA B [AHHOM CTaTbe. YUUTLIBANOCh TAKIKE, KaK CamMM
aBToOpbl PaboT onpepensioT ux. B ocTanbHOM TaHel M NepPdOOPMaHC CHU-
TaOTCS CUMHOHMMaAMM. [Ins paccMaTpUBAEMbIX BOMPOCOB O BO3MOMXHOCTSIX
M cneumndouKe Mx UCMosMb3oBaHUs B paboTe C HaclefMeM ropasfo BarKHee,
4YTO M TaHeu, M Nepd OPMaHC OTHOCSTCS K KMBOMY WMCKYCCTBY. TO eCTb WX
rMaBHOE BbIPA3UTENBHOE CPEACTBO — Cam MCMOSIHUTENb, Ero TENO U Aei-
CcTBUS. A TaKKe MX CalT-CneumdonYHOCTb, TO €CTb FMyOOKas CBSI3b C MECTOM,
O KOTOPOM BbINIO CKa3aHO BbILLE.

3. MNMoTeHumnan mucnonb3oBaHMa canT-crneuupUMIHOro TaHua Ans pPaboTbi
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C HacnegMem: OCHOBHbIE CTPAaTerMm
[ns aHanu3a 1 0606LLeHUs onbiTa calT-cneumndoM4HOro TaHua, paboTatoLLero
C Hacneauem, Obiiv OToOpPaHbI PaBOTbl, MOCBSALLEHHBIE OLHOMY M3 TEMATUYECKMX
aCMEeKTOB paccmaTpuBaemoi cdpepsbl. Hanpumep, ucTopmm mecta mnum coobLue-
CTBA, aPXMTEKTYPHOM YHUKANTbHOCTH, MHTEPMPETALMMU U OCMBICIIEHMIO NMPeaMeTa
MCKYCCTBA MK UCTOPMHECKOM cpeabl. YacTb 13 HMX Bbiniv 3aMETHBIMM SBIEHUS-
MU (NPOXOAMIU B KPYMHbBIX My3€siX, HOMMHUPOBAMCh Ha MPEMMU, OBCYKAANMCh
B NyGnuKaumsx, y4acTBOBanM B PecTMBansSX M T.M.), YaCTb — KamepHbIMM
U Manom3BeCTHbIMU. Takke Bbll UCMONb30BaH COOCTBEHHBIM MPAKTUHECKMMI
OMbIT aBTOPA AAHHOM CTaTbM KaK B OBIACTM CO3AaHMS U MPOBEAEHMS TaHLe-
BasbHbIX MEPOMNPUATHH, TaK M B 0BNIACTU PaboTbl C UCTOPUHECKUMM My3ESMM.
Mpumepsbl, cozgaHHble aBTOPOM, ByayT OTMEYEHbl B TEKCTE 3Ha4Kom «*». B
OAaHHOM CTaTbe HEe PAacCMaTPMBAIOTCS PabOoThbl, CO34aHHbIE B MCTOPUHECKMX
MECTaX MIM My3€esiX, HO MOCBSLLEHHbIE APYIMM TEMaM M MPOBIIEMaM.

[Mpy aHanuse Hac MHTepecoBano, Kak B paboTe Mcnonb3yeTcs
Hacneame, 1 KaKylo posib MrPaeT TaHew, A5 PaboTbl C HUM, MOXHO S BbIAENUTb
obme nprembl. Kakyto OCHOBHYIO Lienb NpecnenyoT aBTOPbl UM 3aKa34MKK,
KTO BbICTYMaeT MHULMATOPOM M MIIOLLAAKOM, KTO — WCMOSHUTENEM, M KaKas
ponb y 3puTens. B utore 6bin0 BbIAENEHO TPM OCHOBHbIX CTPATEMMM, UITU LIENH,
KaXZasi U3 KOTOPbIX NOAPA3YMEBAET CBOM MPMEMbI, MPUHUMIBI OTOOpa maTe-
pvana u paboTbl ¢ HUM. Be3ycrnoBHO, OHM MOMYT COYETATLCS B PAMKaX OLHOM
PaboTbl, OLHAKO JaXKe B 3TOM Crlyvae nerko pasnmuumsl. OHm OyayT onucaHbl
HUXKe, Mocne 4Yero mMbl Monpodyem O6O6LLUTb, KaKMe 3a4a4u My3eu MOTyT
C MOMOLLBIO HMX PELLaTh, KAKME aCMeKTbl MCCIIeAOBaTb, KAK MOTYT Pa3BMBATbLCS
Yepes 3Ty HOBYIO Afs ceBsi MPaKTUKY.

3.1. TaHel KaK S3bIK-NOCPEAHUK
270, NoxasnyM, camasi MoNynsipHasl CTpaTerns u3 BoisiBrieHHbIX. Ee rnasHas
LeSib — MOAYEPKHYTb OLHUM MCKYCCTBOM KPACOTY APYroro, iMbo «nepesecTms»
3HAYEHMSI U CMBICTTbI C SI3bIKA APXMTEKTYPbI, XMBOMUCH, CKYSbMNTYPbI Ha A3bIK
TaHUa. B Takux paboTax pesKo UCMOMb3YOTCS UCTOPUYECKME (haKThl O MecTe
Unm obbeKTe, GONbLUMIM aKUEHT yaenseTcs oopme 1 BrevatneHuio. ns ucnon-
HEHMS YaLLe BCEro NpMiaLlaoTcs NPoddeCcCMOHasbHbIE TAHLOBLLMKM.
JoBOnNbHO YacTO OGBLEKTOM «TaHLEBANbHOIO NEPEBOAA» CTAHOBUTCS
apXMTEKTypa M NpocTpaHcTBo. Hanpumep, B KayHace B pamkax mporpammbl
«KynbTypHasa ctonuua Eeponsl 2022» ¢ nomoLLbio xopeorpachum NonbITanmcb
MOBBICUTL MOMYNSPHOCTb APXMTEKTYPLI MOAEPHM3MA. Bbin caenaH uukn euaeo-
ponukos «TaHel + fopog» [Sokis + Miestas, 2019] ¢ yyacTuem apTUCTOB TeaTpa
TaHUa «Aypa». OHVI CHATbI B MATU CaMbIX U3BECTHbIX 34aHUAX MEXBOEHHOIO
mopepHuama: gome [NpaHaca lyaaBuuioca 1 AnekcaHgpsl MnbuHeHe, doyHU-
kynepe XanakanbHuca, KayHacckoi rocynapcTeeHHoM donnapmonmm, Knybe
odpuuepor KayHacckoro rapHu3oHa apmuu JTUTBbI M B 34aHUM MO agpecy
ynmua lfegummna, 48. Cospatenu POSIMKOB FOBOPST, YTO OHM CTABMIM LIESbIO
C MOMOLLIbIO 3TOrO MPOEKTa FOBOPUTbL O HACNEAMM Afist Bonee LUMPOKOM ayam-
Topuu (KNMMbl TPAHCIMPOBAUCh Ha JIMTOBCKOM HaLMOHANbHOM TENeBUaEHUM),
MCMOSb30BaTh TaHEL KaK CNOCOG CTOPUTENIIMHIG, MOAYEPKMBATD SCTETMKY MECT
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(Synergy of Dance and Architecture, 2019).

B 3TMx pornuKax apTMCTbI YaCcTO B3aMMOAENMCTBYIOT CO 3HAKOBLIMM
3reMeHTamM1 34aHui, CTapasicb AOMOMHUTL MM OBbIrPaTh MX, CO34aTb C MX
MOMOLLbIO XYAOXECTBEHHbIM 0bpas. Kpyrnoe okHo goma 48 u Butpax Joma
odhrLEePOB CTanm OOHOM, B KOTOPbIN CTPEMMUIMCh BIIMCATLCS TAHLOPbI, 8 Mexa-
HM3MbI CPYHMKYNEPa AUKTOBANM PUTMUYHBIE, KMEXAHUYECKME ABUHKEHUS OAHOTO
M3 YHaCTHMKOB, KaK OyATO OH CBOMMM ManbLamM, KaK KYKNOBOA, YrNpaBnsn
wectepeHkamu. Dopma nectHumubl B GrnapmoHmm 3a4aBana KPyroBble ABUKEHMS
TaHLOPOB. AKTMBHO 334€MCTBOBANMCH NEPUNA, 8 KAMepa CreLmanbHO CO3AaBa-
na 3dpdpeKT NErKoro rofloBOKPYIKEHMSI OT B3MMSAA BHWU3 B NECTHUYHDBINA MPOEM.

B TaHuesanbHoM nabopatopun Cagsl Mamegosor «<Mmnpoeusaums
B My3ee», opraHn3oBaHHoM xypHanom DOZADO B Houb myzees B LlapuupsiHo,
MCMonb30BasM HECKOMbKO APYroi noaxoA. He uckniovas akueHTa Ha getansix,
Y4aCTHMKOB B GOnbLUEN CTeNeHMU y4unu paboTaTb C MPOCTPAHCTBOM M OCBau-
BaTb €ro, BOBreKas 3puteneit. [pu 3Tom 3KCNo3MLMs U CTOPUS MECTa OTOLLNA
Ha BTOPOM MIaH, YTO B LEMOM XapaKTepHO Ans 3Toi cTpaTermu. Mo cnosam
opraHuzaTtopa CeetnaHbl [Monbckoi, npuunHOM npoeefeHus nabopatopmu
B My3ee Oblfio KenaHWe MPEANoNMTb HOBbIM MHTEPECHbINM OMbIT COOBLLECTBY
TaHLUOBLLMKOB, KOTOPOE CNOXMIOCh BOKPYT KypHana M NMOCTOSIHHO XOAMT
Ha ero mactep-knacchl (nmMyHas KommyHwmkaums 2021). Mysen oTHeccs K ugee
C 3HTY3Ma3MOM, HO NS COTPYAHWMKOB Bbiria BajKHa 3CTETMKA MPOMUCXOLSILLErO
M NPMBS3KA K 34aHMI0 — YTOBLI OHO MCMOMb30BANIOCh HE MPOCTO Kak OOH.
Y4acTHMKM Havanu C rpynrnoBOro TaHua B aTpuyme, MpuBeKasl BHUMaHWe
nocetuTenei. [oTom pasoLUnMch MO APYrMM NPOCTPAHCTBAM, CTapasiCh Mog-
YepKMBaTb X POPMY, BKNIOHATL B TAHEL, B3AMMOAENCTBME APYT C 4PYFOM U CO
CRy4alHbIMK 3PUTENSAMM; @ TaKKe PaboTaTb C COBOM, CBOMMM OLLLYLLIEHUSIMM
U nepexuBaHuamu. JlabopaTopumsi 3aBepLuMnach TaHLUEM B FMaBHOM 3arne.
MHorve nocetutenu He GbINKM NPefyNpPEXAEHbl O NepdpopmaHce 3apaHee,
HO BCE € C MHTEPECOM HabMIo4anM 3a HUM W CIefOBanM 3@ TaHLOBLLMKaMM.
XoTs BbInU U Te, KTO CMESNCS UMM CKEMTUYECKM OT3bIBASICS O MPOMUCXOASLLEM
(pennmka: «PeLumnv nombITb Mos», — BO BPeMsl TaHLA Ha Nosy U T.n.).

TaHueBanbHas MHTEPMNPeTaLms NPOCTPAHCTBA MOXET BbiTb OCHO-
BaHa He TOMbKO HA peasnbHbIX 3MeMeHTax cpefbl, HO M Ha meTadpopax. Tak,
B TaHLEeBasbHOM 3KCKypcum «B rocTtax y LLiextens»* MNaena AnexvHa n CeeTna-
Hbl KoHppaTtbeBoit 6bina BoigeneHa BaxHas 0COBEHHOCTb apPXMTEKTYPbLI 0CO6-
HSIKa, TAE XKMIT M3BECTHBINM apxmTekTop. MNpocTpaHCTBO JoMa Pa3BopayMBanoch
OT NyGnuyHoro 3ana u paboyero KabuHeTa Ao 6oree KaMepHOM roCTUHOM
M JIMYHBIX KOMHAT YfIeHOB CeMbM, PACMONIOKEHHbIX Ha BTOpom 3Taxe. [ns
CO3AaHMS TaHLEBaNbHOM 3apMCOBKM 06 3TOM apxMTEKType Bbina peanusosa-
Ha meTadhopa MOCTENMEHHOMO YMEHbLUEHMSI AUCTaHLMM MeKAY nioabmu. Begp
B NyGIMYHOM 3a51€ MOMTIM HAXOAMUTLCS MIOAM, €4Ba 3HAKOMbIE C XO35MHOM JOMA,
B KAOMHET MPUXOAMIM 3aKa3uMKK. Hait nunm C APy3bsSimM, @ Ha BTOPOM STaxe
6bINO NPOCTPAHCTBO AJ18 CAMbIX BIIM3KMX NOAEN. DTO YUMTANOCh B aPXUTEKTY-
pe, 1 3To BbIIO BO3MOXHO BbIPA3WTh C MOMOLLbIO MAaPHOMO B3aMMOAENCTBMS
B TaHUe.

JTioBOoMbITHO, YTO B TaHLEBaNbHBLIX PaboTax C apPXUTEKTYPOM B POKYC
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BHUMaHWS apPTUCTOB M XOPeOorpaddoB YaLLe BCEro NonafgaloT SMEMEHTbI, KOTOPbIE
COCTaBMSIOT 8y TEHTUYHOCTb M MOANMHHOCTb 34aHMSI, KOTOPbIE CTaNM «MKOHMYEe-
CKMMM», M yTpaTa KOTOPbIX BYAET OLLYLLATLCS KaK MOTepsi CAMOTO MaMsTHUKA.
MMeHHO OHM OBBLIMHO HUKCUPYIOTCS B OXPaHHbIX JOKYMEHTaX, PECTaBpUPYIOTCS
U COXPAHSIIOTCS. DTO MOXKET BbITb APXMTEKTYPHO-XYAOKECTBEHHOE OhopMmIieHHe
MHTEPbLEPOB, NECTHMLbI, KPbIbLA; NMOANMHHAs mebesb, POPMa OKOH; CUIy3T,
BMIOBbIE PACKPLITUS U OGBEMHO-MPOCTPAHCTBEHHAsS KOMMO3MLMS. B kavecTse
nprmepa MOXHO CPaBHUTL KOMMEHTapPWM pexknccepa AHgpeca Apouu, aBTopa
pa6otsl Dancing about Architecture: Ecos (2018), caenaHHOM B fome-CTyamm
MEKCMKaHCKOro apxmTekTopa Jlymca BapparaHa,  mHerwme skcnepTos KOHECKO
Mo MOBOAY TOrO Ke 3faHus. Pexuccep otmedan, 4To npu paboTe C NamsaTHUKOM
emy Bbinio MoBOMNLITHO U3Y4YMTb C MOMOLLIbIO TaHLA AM3aMH M XapaKTEPUCTUKM
MPOCTPaHCTBA. M YTO BO Bpemsi CbeMOK CBET, MaAatoLLuiM U3 OKOH, CUITbHO BIMSIN
Ha TBOpYeckui npouecc. M B onmcaHum storo namsatHuka Ha cante KOHECKO
MOAYEPKMUBAIOTCS HE TOMBKO AyTEHTMYHbIE SrIeMeHTbl (maTtepuansl, mebens,
MPEAMETBI), HO M B3aMMOCBSI3b CBETA M MPOCTPAHCTBA, @ TaKKe BO3LEMCTBME
npocTpaHcTBa Ha Bce opraHbl vyecTe (UNESCO. World Heritage List, 2021).
MornyuyaeTcs, YTO pexuccep MHTYUTUBHO CTPOMI CBOIO PaboTy, UCMOmMb3ys
0COBEHHOCTU MECTA, BbIAENEHHBIE CMELMANMCTAMMU MO HACEAMIO, B KAKOM-TO
CTEMEHU SIMMUPUHECKW NMOATBEPHKAAS UX MHEHME.

TaHel, ucnonb3yeTcs KaK S3bIK-MOCPEAHUK He TOMbKO AN paboTsl
C apxuTeKTypom. B kavecTBe npumepa MOXKHO MPUBECTU PSL PE3UAEHLMMI
npoekta Dancing Museums, dovHaHcupyemoro nporpammoit «KpeaTtneHas
Eepona». B 2015—2017 rogax B Hem y4acTBOBanM MsiTb €BPOMENCKUX TaHLe-
BarlbHbIX OPraHU3aLMiM U BOCEMb BCEMMPHO M3BECTHBIX MY3EEB, B TOM YMciie
INyep B Mapwmke, Apte Cenna B Mtanuu, HaumoHanbHas ranepes B8 AHrmu,
My3zeit BolimaHca-BaH BéHuHreHa B HuagepnaHgax. Y npoekTa Gbi1 nog3arono-
Bok «CTapble mactepa — HOBbIE MYTU», @ LieSb — «MCMOJIb30BaTh PM3NYECKOE
LBUXKEHME He KaK NepdpopMaHC, a Kak MHCTPYMEHT MHTEPMNPETaLMM 1 MOHM-
MaHUS KynbTypbl OCOGEHHBIM CMOCOOOM, NMOMOTAIOLLIMM TPAHCPOPMMPOBATL
OTHOLLEHUS Mexay noceTutenem u BoicTaBkoM» (Creative Europe, 2018).

Tak, B JloHOOHCKOM HauMOHanbHOM ranepee TaHuoBWMUa Jliocu
Cyrrat cozgana smiog Venus Clip, cBsasaHHbIM ¢ KapTMHOM «BeHepa ¢ 3epka-
nom» [lnero Benackeca. Xopeorpadp cHa4ana CTOUT B 3ane, 3aTem HaYMHaET
LBUraTbCsl, KaK OyATO BriepBble OCO3HAET CBOE TENO B My3€MHOM MPOCTPaH-
cTBe U ocBauBaetcs B Hem. OHa B Kejax M MAOTHO obneraloLem KOCTiome,
UMUTHPYIOLLIEM TaTYUPOBKM — apTUCTbl HE CTUIM30BAMIM BHELLHWI BUA «MOA
npoLUnoe», XoTb 1 paboTanu Co CTapbiMM LLEAEBPAMM B MCTOPUHECKMX NPO-
cTpaHcTBax. JTiock o6pallaeTcs K TypucTam, MPUCEBLLMM Ha CKAMEMKY B LieH-
Tpe 3ana 1 CHUMAIOLLMM ee Ha TenedpoHsbl: «Bbl roBopuTe no-aHrmunckn? MHe
kaxetcs, B 2016-m rogy BeHepa, ckopee Bcero, Hocmna 6bl KPOCCOBKU M MMENA
MHOTO TaTyMpPOBOK». [ToTom oHa oBpalLLaeT BHMMaHWe Ha KapTuHy Benackeca
M Kak BYATO «3epKanuT» ee, NIOXacb Ha Mory B Ty e mo3y, 4to u BeHepa.
3pUTENM MOTYT CPaBHUTL ABYX M€POMUHb M MOYYBCTBOBATb TENECHOCTb HapU-
COBaHHOTO 06pa3a B 3are, HECMOTPS Ha BCE OTNIMUMS MEXAY M30BparKeHUeM
u nepdropmepom. Ha apyrmx 3aHsaTusix B HaumoHanbHoM ranepee TaHLOBLUMKM
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TaKXe MHOTO PaboTanu C ABMKEHUAMM, M3OOPAKEHHBIMM Ha NMonoTHax. OHu
npo6oBanu NMPMBHECTM UX B MPOCTPAHCTBO 3a/1a; He PACCMOTPETb Ha KapTU-
He, a TeNleCHO MOBTOPUTH U MPOYYBCTBOBaTb, Byab TO 60pbba, 384YMIMBOCTD
MK rpaLmosHas nosa.

3.2. TaHew, KaK CpefCcTBO XY[OXKECTBEHHOM KOMMEMOpPaLMn
Pa6oTbl 3TOM rpynnbl CTPEMSTCS C MOMOLLbIO TaHLa U NepdpopmaHca caenaTtb
BMAUMOM, BOMIOLLEHHOM M AaXe 3aHOBO MPOXMTOM MamsaTb O COOBLLEeCTBax
unu otaenbHbIX nioasx. Kak npaeuno, aBTopsl paboTaloT C floKaumel, MCTo-
pUsi KOTOPOW MX 3aMHTEPECoBara Wnu B3BonHoBana. M sonnoLyalot 3abbiToe
UM Npo6nemHoe NPOLLIOE C MOMOLLIO TEMECHOrO apXMBa: TENECHbLIX MaT-
TEPHOB, NPOECCUOHAMBHbIX ABUKEHUM, CNELMOIMHECKOro NOBEAEHUS TIIOLEN,
YblO UCTOPMIO MPEANAraeTcsl BCOMHUTbL MU NEPEOCMBICIUT.

OTMETUM, YTO TaKkue pPaboTbl KpaiHe PEAKO MHULIMMPYIOTCS MCTOPM-
YECKMMU My3esiMU. XOTsi MOTmM Bbl CTaTb A4S HUX JOMONHUTENbHBIM CNOCOGOM
paboThl C FOPOACKOM CPefoM, HAPABHE C SKCKYPCUSIMM U OPYrMMM Goree
TPaAULMOHHBIMM cpopmaTamm. TaK:Ke OTMETUM, YTO CPEAM MECT, BEIGPAHHBIX
Ans NepdhopMaHCoB, PeAKO BCTpeyvatoTcs memopuansl. Bonee Toro, B Poccum
GblBanM CryyYau, KOr4a 3a TaHel PsifoM C MEMOPMANOM UMM BEYHBIM OTHEM
MCMOSHUTENb OBBUHANCS B XYNUraHCTBE Mru nony4van wrpad («<KutenbHuuy
BpsiHckas owTpadhoBanu 3a TaHewy, 2019; «3a TaHey y memopuana B Hoso-
poccuicke», 2015). MNpaBaa, HOMepa HUKAK He BbiIU CBSA3aHbl C NAMATHIO
MECTa UM C OCMBICIIEHMEM OMbITa MpoLunoro. Ho npuynHa ele n B Tom,
YTO HA MOCTCOBETCKOM MPOCTPAHCTBE MOHYMEHTbLI U MAaMATHUKKN BOCMPUHN-
MAIOTCS KaK MeCTa caKpasbHble, a TaHel M NepddOpMaHC — Kak npodpaH-
Hble MPaKTUKU, U UX OBBEOUHEHME BbI3bIBAET KOHPIMKT. Tem He meHee nep-
bopMmaTHBHBIE MPAKTUKMU OKA3bIBAKOTCS IPPEKTUBHBIM CMNOCOOOM B paboTe
C MamMSATHUKAMM, Yel CTaTyC CTPEMATCS NMepeonpPemeniTb 1 NEPEOCMbICIUTD.
M c mecTamu, CBA3aHHBIMM C UCTOPUEN, HO HE UMEIOLLIMMMU MEMOPUANBHOTO
cTaTyca. [ocMOTPMM Ha KOHKPETHBIX MPUMEPAX, KaK 3TO MOKET BOMIOLLATHCS.

B nepchopmaHrce «MpuspauHas apxutektypa» [Ghost Architecture,
2004], caenaHHom B LlenTpe nckyccTs Mep6a BysHa B CaH-OpaHumcko, xope-
orpacp DxxoaHHa Xe#ryn paboTana C TeMOM OXEHTPU(UKALUK U U3FHAHKS
MmecTHoro coobuectea. OHa Boccozgana B npoctpaHcTee LleHTpa 3paHus,
HaXOAMBLUMECS Ha 3TOM MeCTe OKOMo TPMALATM neT Hasag. B tom uucne
3[aH1e OTens, rAe XU, KaK B OBLLUEXMTMM, GOSbLLE CTa MOMMILIX MYMHKUMH.
Bo Bpemsi AxeHTpUdIUKALUN MEXTY HUMM U AeBerionepamm Obll KOHOIMKT,
M BCE OHM ObINIM BbIHYXAEHbI UCKaTb HOBblE AOMa. HYTOObI BpEMEHHO MPOSIBUTH
MCTOPUIO 3TOTO MECTa U NIofei, xopeorpadd M3ydarna Mx }u3HM, dpoTomaTe-
puanbl, obLanack ¢ MecTHbIMM kuTensmu. OHa pelumna He BOCCO3AaBaTb
peanbHbIM OBNMK OTens, a CAENaTb YCIOBHbIE AEKOPaLMU, «MPU3PaKM» KOMHAT,
NECTHUL M T.N., Pa3PO3HEHHBIE KaK OCTaTKM pa3bueLuerocs camoneta (Walthall
2015: 233). 3aTem npeanoxuna ABym nepdiopmepam BOCCO3AaTb TUMMUYHbIE
LBUMKEHMS, KOTOPLIE MOT COBEPLLATL MOXMIION YENOBEK, KMBLUMIA B OTere.
[Moka3aTb CBOeOBPA3HbLIM apPXMB TEMECHBIX MOBCEAHEBHBLIX MPAKTUK, T MmaT-
TEPHbI, KOTOPLIE, MO MHEHMIO ABTOPA, HE3AMETHO (POPMUPYIOTCS KUITULLIEM,
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a 3aTeM BMUSIOT Ha MPMBLIMKU U XapaKTepbl MOAEN.

B apyroit paGoTe, «YnnbiBwme» [Sailing away, 2008], Xeiryn nogHu-
MmaeT npobrnemy mmrpaumu. B cepegnHe XIX Beka GorbLue NONOBUHBI CPERHETO
Knacca adppo-amepmkaHues, xuemx B CaH-OpaHumcKo, yexanm 13-3a gasne-
HWS 1 coumarnbHOM HecnpaBeanMBocTU. Ha ocHoBe JOKYMEHTOB U dhonbKiopa
aBTOP CO34aNa BOCEMb MEPCOHAKEN, YePEe3 KOTOPbIX MbITanach MOKa3aThb KU3HM
OKOJIO BOCbMMCOT niofeit. BoiBpana mecto B ropoge, rae paHbLUe HaXO4MICS
MMPC, @ 3HaYUT, MMEHHO OTTYAA YMMbIBANM MUrpaHThl. Bocemb yyacTHMKOB
pPaBoTbl UCMONb30BaNM AEMCTBUS U ABMKEHMS, CBA3aHHbIE C TEMECHbLIM OMbl-
TOM MWIPaLMK, KOTOPbIE KaXAbIM YMNbIBLLUMMA NMepeKunBan 1, BOSMOXKHO, MOTOM
BCMOMMHan. TsaKernblii YeMOAaH B PyKe, Kauka Ha nanybe, B3rnsg BAasb, Npo-
LLanNbHbINA KECT OCTaBLUMMCS Ha Bepery MIoAsM.

Credpar Konnoeud B paGote Kokerei Projekt: Kohle Kérper B Dcce-
He obpaluaeTcs K npodpeccuoHanbHoM namsatu. Pemecno, 6yab To pabota
POHapPLLMKa, TKAYECTBO MK BLINMABKA CTanM, Gnaroaaps MbILLEYHOM nams-
TM OCT&ETCs C YENIOBEKOM HA BCIO XM3Hb, @ OTTOYEHHbIE BEPHbIE ABUMEHMS
COCTaBNSAOT OCHOBY NMPOheccoHanm3ma. YTobbl pacckasaTb O JKM3HM PaboUmnx
OLHOTO 13 BbIBLUMX KPYMHbIX 3aBOAOB, XOpeorpad MCronb30Bas NOBCEAHEBHbIE
MPenMETbl U3 UX CPEeAbl U UX MPEAMoNaraemsle TUNUYHLIE TPYAOBbIE ABMMKE-
HMs. C NOMOLLbIO 3TMX CPEACTB OH MOKa3blBasl OTHOLLEHUE K TPYAY, 8 MHOMAA
1 6ecnomoLLHOCTb Nnepes GonbLLMM MPOU3BOACTBOM.

CunbHBIM M MPU 3TOM NAKOHM4YHBIM CNOco6 PaboTbl C TenecHoM
namsaTbio 6bin NpuaymaH xopeorpacdhom Tamap Porodpch B pabote «[poekt
Mebe» [The Ivye Project, 1994]. B necy B mecTeuke Mebe BO Bpemsi BTopor
MMPOBOM BOMHBI MPOM3OLLINIO MaccoBoe ybuicTeo eBpees. [peakn Porodpdh
UMW B 3TOM FOPOAE, K TOMY JKe €eLle OCTanuCb CBMAETENU TOM Tpareamu
M BbDKMBLUME XepTBbl. B KayecTBe «cUeHbl» Obln BbIOPAH Nec U NamsTHbIN
memopmarn. Xopeorpad nepeHecsna Tyga ObITOBbIE 3aPUCOBKM U3 JKMU3HU MECT-
HbIX €BPEEB, B HEKOTOPbIX CLUEHAX MPMHMMANM YHaCTME MECTHbIE XMTENM.
KynbmmHaumeit Gbina Tema MaccoBOro youiMCcTBa, U BKIIlOYEHUe Ny6rnmku 6o
CAenaHo B TOM YMCIie Yepes MPOCTOM, HO MHOFO3HauHbIN KecT. B Havane nep-
dhopmaHca 3pUTensam Npeanarany obnadnTbCs B 3eneHble HaKMAKM, @ BKOHLE,
rnepes MEMOPUANIOM, OHU JOMKHbI Bbif OGHOBPEMEHHO CHsITb MX. Cam KecT
CB43aH C 06LLU4M MECTOM B BOCNMOMMUHAHUAX BbIXXUBLUUX XKEPTB Tparegmm: UM
6bIIO TAXKENO BCMOMMHATL O TOM, YTO MEPES Ka3HbiO JIOASM MPUKa3biBam
pa3feTbes, 1 BCe BUAENM APYr APYra B MOCIEAHWME MUHYTHI HArMMM U COBEpP-
LeHHO 6e33aLlUMTHBIMKU. Ho Kpome obLLero mecta NamsiTv NIOAEN 13 NPOLLUOTo,
3TOT K€ KECT CUMBONU3UPOBAN BE33aLUMTHOCTb M XPYMKOCTb CAMMX 3pUTENeEM
rnepes NULOM Tparegum U CMepTu. DTO MPOCTOE ABUMEHME MEHSINO CTaTyC
3puTenei u nx asmoumoHansHoe coctosiHue (Kloetzel 2016).

Tak KaK rnaBHas Lienb OMMCcaHHbIX PaBoT — aKTyanmM3aums NamaTH,
B TOM YMCIIE BLITECHEHHOM MMM «HEYAOBHOM», OHM COMMIKAIOTCS C MPAKTUKaMM
nepd OPMaTUBHON KOMMEMOPALIMK, OMMCaHHBIMM B NMEPBOM pasgene AaH-
How cTaTbn. OAHAKO MEXAY HUMM ECTb HECKOMbKO CYLLECTBEHHBIX Pa3nuUYmit,
KOTOpble BaXHO 0003HauMTb. [1paKTMKKM NepdhOpPMaTUBHON KOMMEMOPALUH
MPEANONaraloT MOBTOPSIEMOCTb, @ MO3TOMY MPOCTOTY KaK CUMBOIIMHECKOTO MaTe-
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pvana, Tak U cnocoboB JENCTBEHHOrO BrITloHeHus. [ossasatb feopruesckyio
JIEHTOMKY, Hare4aTaTb MOPTPET MPeAKa M NPOMTUCH C HUM Mo KpacHom nnowwaam
B aKumm «beccmepTHbIN MOMK», NPOYUTaTh MMEHA MOTMOLLMX — 3TU OENCTBUS
He TpeOyioT peneTuLmii MM OCOOEHHBIX HABLIKOB. M B MX MCMOMHEHUM BaXKHA
MACCOBOCTb M 3aMEHSIEMOCTb YYaCTHMKOB. He cMormnu unm He 3axoTenu npunTm
OAHW — 0bsi3aTENbHO MOAXBATSAT ApPYrme.

B cnyvae xynoecTBeHHOM KOMMeMOpaLmM NepcoopMaHChl PenKo
[paccUMTaHbl Ha PErymnsiPHOE NMOBTOPEHME, OHM MPOBOAATCS OAuH pas3. Mx yyacT-
HUKOB BpPSL M YOACTCH 3aMEHUTb Ha MioBbiX Jpyrix 6e3 npeasapuTesibHOM
NMOArOTOBKU. M cam maTepmarn, KOTopbli NpeacTaBnseT xopeorpad, 6onee crno-
»eH ans BocnpuaTus. CBOMMM paboTamm XYLOKHUKM HE CO3AAIOT PerynsipHbie
pUTYyasnbl, OHU CKOpee AenaloT UHTEPBEHLMM, CTUMYNUPYIOLLME AMANOT U Pa3-
MbILLSIEHME, 1 OOPMUPYIOT CUMBOSTIMHECKMIM MATEPMAr, KOTOPbIM MMEET MOTeH-
Lpman LaribHeMLEero UCrosib30BaHmMs B 605iee NMpOCTbIX MaMSATHBIX MEPOMPUSTUSIX.

[Mpr 3TOM XYZOKHUKY MOXKET BbITb MO3BONEHO BOMbLLE, Yem, HaMpPK-
MEP, SKCKYPCOBOAY WS aBTOPY My3enHoM akcnoaunummn. OH moxeT GbiTb Gonee
CYGBEKTUBHBIM MM MPOBOKATUBHBIM. Ha 3To ob6pallaeT BHUMaHUe nccneno-
BaTesibHUUa canT-crieumdomyHoro TaHua Kaponun Yontxonn. OHa HasbiBaeT
PaboTbl, ONMCaHHbIE B JAHHOM Pa3ferne, «COUManbHO-UCTOPUHECKMM TaHLIEM>.
«Kak uctopmueckas gMopama, 3TOT NOAKAHP, KOTOPLIM s ByAy Ha3bIBaTb ‘CoLM-
aNbHO-UCTOPUYECKMIM canT-creumdonyHbii TaHew', 6epeT LOKYMeHTasbHble
MaTepMarnsl Kak CTapTOBYIO TOUKY». Ho «B oTnmume oT Gonee MHCTUTYLMOHAM-
3UPOBAHHBIX My3€€B MBOWM ncTopuu (living history), XyAOKHUKU MOTYT OTOMTH
OT TPAAMLMOHHBIX CIIOHOCTEH, CBA3aHHbIX C TPEOOBaHMEM MOAJIMHHOCTH,
B MOJSIb3y CO3AaHMS MOAPbLIBHBIX BO3AEMCTBMM Ha HALLe YyBCTBO BPEMEHM, KOTO-
pble LOMYCKAIOT MPOBOKALMOHHBIE BbICKa3blBaHWs, OObeAMHEHME MHOXKECTBA
WUCTOPUIM, YYBCTB M JAXE UCTOPUHECKUX DMOX B OgHOM mecTe». OHa cumTaer,
4YTO NofoOGHbIE PAabOTHI, CAeNaHHbIE B OBLLIECTBEHHBIX MPOCTPAHCTBAX, MMEIOT
60nbLUMI NOTEHLMAN CTaTb CTUMYSTIOM K HECDOPMANbHOMY AMASOrY O CITIOXHOM
MPOLLSIOM, YEM 3TO MO3BOSUIT Bbl My3€eW MIK Jpyras KynbTypHast UHCTUTYLMSI.
M nopqepKUBAET, YTO «COLMANbHO-UCTOPUYECKUE XOopeorpadobl XOTAT CTU-
MYSIMPOBaTh AEMOKPATUIO Y4aCTMsl M CO34aTb MPOCTPAHCTBO ANs Auanora
O COLMArbHBIX M3MEHEHUAX», @ TAKKE CPaBHMBAET xopeorpadpa ¢ NyGramnyHbIM
nctopumrkom (Walthall 2015: 223—226).

B saknioueHne gaHHOro pasgena xoTeniocb Gbl BHOBb BEPHYTLCS
K BOMPOCY, MOYEMy MCTOPUHECKME My3EeM KParlHEe PEeAKO BbICTYMAIT MHU-
LuMaTopamm aHanmanpyembix paboT. BosmoxHO, Aeno B HexeBaTke pecypcos
Ha KoJINabopaLumio C apTUCTaMM U Pa3pPabOTKY TBOPHECKOrO BbIXOLA B rOPOL:
nofoGHble PaboTbl, B OTNIMHMME OT FOPOACKUX DKCKYPCUM, 3aTPyAHUTESIbHO
CO3[aTb TOSIBKO CHUITAMM COTPYAHMKOB My3est. A MOXKET BbITb, MPMUYMHA B HEMO-
HUMAHMU, YEM TaKasi MPAKTMKA MOXET BbITb Momne3Ha myseio. YTobbl oTBETUTH
Ha 3TOT BOMPOC, MOME3HO OBPATUTLCS K MOHATUIO MOBCEAHEBHOM UCTOPUYE-
CKOM KYNIBTYPbl U POSIM MamaTh Tera B ee DOPMMUPOBaHMM, Bedb B LaHHOM
Cry4ae OrbIT MPOLUSIOro BOCMPOU3BOAMTCS MMEHHO 3@ CHET TENECHbIX MPAKTUK.
Mccneposatens AHapei JTMHYEHKO TaK OMUCHIBAET 3Ty B3aMMOCBA3b: «Ecnm
CMOTPETb Ha NMOBCEAHEBHYIO MCTOPMHECKYIO KYSIETYPY C TOYKM 3PEHUS MamMsITH
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Tena, TO nepes HaluMM B3OPOM [Pa3BOPAYMBAETCS MPOCTPAHCTBO BOCTIOMMU-
HaHUM, TPAHCIMPYEMbIX MOCPEACTBOM CamMoro Tena (kak HocuTerns crefos
MPOLLIOro), MUPA BELLEN, BbICTYMNAIOLLMX MATEPHASTBHBIMU HOCHUTESISIMU MamMsITH,
NMOCPEACTBOM MPOCTPAHCTBA JOMA M, HAKOHEL, TEX «MECT MamsITU», C KOTOPbIMM
CBsI3aHa MCTOPUYECKas MAEHTUMHYHOCTb YenoBeka. Ecnm ke cmoTpeTb Ha NamsTb
Tena C TOYKM 3PeHMs MOBCEAHEBHOM MCTOPUYECKOM KYNBTYPbl, TO Nepes HamM
OTKPbIBAIOTCS TE MPAKTUKM, KOTOPbIE BLICTYMAIOT CrOCOBammu MHTEPUOPU3aLIMM
COLManbHOrO MCTOPUYECKOTO OMbiTa B JIMYHbIA MCTOPUYECKUIA OMbIT YenoBe-
ka» (JTluHyeHko 2016). ABTOp B OCHOBHOM FOBOPUT O MPAaKTUKax TPyaa, BbiTa
M AOCYra, OOHAKO HE OrpPaHMYMBAETCS MMM,

Takum 06pasom, TeNecHbIM apXMB CBSI3aH C MCCeAoBaHMSMM
NMOBCEHEBHOCTU M YaCTHOM MamsTH, KOTOPbIE B MOCIEAHUE rofbl HAXOAATCS
B (DOKYCE BHMMAHMS MHOTUX MCTOPUHECKMX My3eeB. OfHaKO TeNecHyIo NamsTb
J[OCTATOYHO CNOXHO 3aCPMKCUPOBATL M SKCMO3ULMOHMPOBATL. Ee He nepepaTh
B MOJTHOM Mepe HU NPeAMETaMH, HU CPOTO, HU BUAEO JOKYMEHTaLMel — Heob-
XOOMMO 3aHOBO TENECHO ee NMPEefCTaBUTb, U AN 3TOM 334341 NepdPOPMaTUBHbIE
MPAKTUKM MOTYT CTaTb SPIEKTUBHBIM MHCTPYMEHTOM.

3.3. TaHeL, KaK MHCTPYMEHT NapTHMLMMNALMKU U 3PUTENBCKOM MHTEeprpeTaLmum
MmaBHas uernb pabGoT 3TOM rpynnbl — PaCLUMPUTL BO3MOXHbIE POSIM U CMOCOBLI
COyHacTUsi MOCETUTENEN MECT HACNEAMS MU TIIOAEN, UM MHTEPECYIOLLIMXCS; AaTb
MM BO3MOXXHOCTb CTaTb aBTOPamMu COBCTBEHHOM PaBOoThl MMM TaHLEBaNbHOM
MHTEpPMPeTaLMK, CTUMYTTMPOBATL TBOPYECTBO. B nprmepax 3Toi rpynnbl o4eHb
4YacTo PaboTaloT C NOOUTENAMM UK MiodbmmM 6e3 creLmanbHOM TaHLEBaNbHOM
MOArOTOBKM. YacTo 3TO CKa3bIBAETCS Ha KaYeCTBe UCMOMHEHMS: B CPAaBHEHMM
C paboTamu NepBOM OMMCAHHOM HaMM CTpaTerm oHu npowurpeisatoT. OgHako
UX Uenb — HE B YPOBHE Xopeorpadomu, a B napTyumnaLmu.

MHTepecHbIM NPUMEPOM TaKOM CTPATENMU MOXKET BbiTb MHKITIO3MB-
HbIM npoekT Dancing fo art (2019) BpuTtaHckoit ranepen TelT u opraHusaumm
Corali. Heckonbkumx niogem, MMeroLmMx 0COBEHHOCTU MEHTASIBHOTO PAa3BUTUS,
HO PEryNSIPHO 3aHMMAIOLLMXCS TAHLEM, MPUIIACUIU B My3€EM M NPESNOKMIMU
BbIGPaTb PaBOThI, KOTOPLIE GOMbLUIE BCEMO MM MOHPABMIIMCh. 3aTEM MOMPOCUIU
OBbSICHUTL CBOM BLIGOP M CO3AaTb TaHEL-UHTEPMNPETALMIO XYAOKECTBEHHO-
ro NpousBedeHns U BrevaTrneHus oT Hero. Tak, betaH KeHgpuk Bbibpana
abcTpakTHyo paboTy Buktopa Nacmopa: eit noHpaBunmMcb oopmbl U LBETa
Ha KapTWHE, OHM YMydyLLanu ee HacTPOEHUE U cocTosiHue. B ee TaHue Toxe
MCMONb30BaHbl FEOMETPUYECKME YeTKME ABMKEHMs. TaHuop XaycHu XaccaH (D))
BbiGpan kapTuHy MoraHHa leHpuxa Qroccnm «Tutanus u OGepoH» u3-3a gpa-
MaTMYECKOTO KOHTPACTa CBETA U TbMbI M MONOKEHWI NMEepPCOHaXeH Ha MOSOTHE.
OTU feTanu OH MocTapancs nepesaTb M obbIrpaTh Yepes ABUKEHME.

Lpyroit npumep — fBUraTensHasi SKCKYPCHs A1t AETEN MO BbICTABKE
«Mrpa c knaccrkamu» B EBpeiickom mysee u LeHTPE TONepPaHTHOCTH, CO3AaH-
Has TatbsHon MaTeesoit n Anexkcangpon Hanetosoi. [MNo cnosam Hanetoson,
NpeanoxeHue O COTPYAHWMYECTBE MOCTYMMIIO OT CaMMX aBTOPOB BLICTABKM,
Tema KOTopoW ObiNa CBA3aHa C TENOM, BOCMIPUSITUEM M JETCKOM ayauTopueit. Bo
BPEMSI SKCKYPCUM «BCE MHCTPYKLMMU BbIIM MPO TO, HACKOMBKO CMOCOB, KOTOPbIM
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Mbl [OBMPAEMCS [O MPOU3BEAEHUS MCKYCCTBA, BIIMSIET Ha HaLlle BOCTIPUSTHE YBU-
AeHHoro. [1po To, YTo ecTb pa3Hble cnocobbl y3HaBaTb M JOOLIBaTL, yuuTbCs. He
TOMbLKO Yepes HEMOCPEACTBEHHYIO NepeaaYy 3HaHWs B BUAE FOTOBOTO pPaccKasa
13 paKToB. A “4TO" — Mbl MOXEM BOOBLLE HE 3HATb, YTO 3TO 3a NPOM3BEAEHWE
M YTO 3a aBTOp», — OBBACHSET AnekcaHapa (fMdHas kommyHukaums 2021).
ABTOpam 6bINO BaXHO, YTO B SKCKYPCHMM He ObIIO IKCMEPTOB, BCE YHaCTHMKM
Ha PaBHbIX AOObLIBAIM 3HAHMS, [ENSCb OMbITOM, M HabMO4anM, KaK No-pasHoOMy
TIIOAM MOTYT MEPEXKMBATBL 3TY BCTPEYY; & TAKKE, YTO MOCIe 3aHATUS MHOTUE AETH
CTanM NoKasbliBaTb M PACCKa3bIBaTb POAMUTENSM YTO M KaK MPOMCXOAMIIO, CamMM
BECTM AMNS HUX DKCKYPCUIO, MPUAYMbIBaTb HOBbIE TBOPHYECKME 3a4aHMSI.

Ha TaHueBanbHOM 3KCKYPCMM B My3€e FrOpPOACKOro OCBEeLUeHMs
«Orumn Mockebi»*, caenaHHon CeetnaHoi KoHgpaTbeBolM B pamkax apT-uc-
cnepoBaHus bBacmaHHoOro palioHa, paboTanm co cneundmnieckum, becTenecHsim
SKCMOHATOM — CBETOM, B YAaCTHOCTM C TEMOM MHTEHCMBHOCTM OCBELLEHMS,
CBA3bIBasi €€ C UCTOPUEN PAa3BUTHS U COBEPLIEHCTBOBaHMS OOHAPEN, M C TEMOM
3HAYeHMM CBETA M TbMbl AJ1F KAXAOrO M3 y4acTHMKOB. Mx mpocunm o6o3Ha-
YWTb, KAKME CMbICIbI HECYT 3TU ABA COCTOSIHMS, & 3aTEM BOMMNOTUTL MX, TaHLLys
ronepemeHHo TO B CBETIION, TO B TEMHOM YacTu 3ana. [ns Koro-to 1o 6bin
TaHeL, Mpo OTAbIX M aKTUBHOCTb, A5l KOFO-TO — MPO KAMEPHOCTb M OBLLEHME.

BapuaHT TaHUEBanNbHOrO BLICKA3bIBAHUS YMTATENEM O TeKCTe —
pabota «Mactep 1 MaprapmTa. TaHuesanbHas Bepcusi»* MNaena AnexuHa n CeeT-
naHbl KongpaTtbesoi, caenaHHas npu ydacTun myses-teatpa «bBynrakosckumi
Lom». TaHLOPOB NMPOCHIM BOMIOTUTL B ABMXEHWM OBpPasbl repoeB pomaHa —
Mapraputy, Mewwya, BonaHaa, AHHYLLKY — TaK, KaK OHM X MoHMMaloT. [log-
TBEPAMB TEM CAMbIM CMBICST CTPOKM «Ball pomaH npountanm» 1 nomecTms repo-
€B B Te MecTa AeNCTBUSI POMAHa, rae oHu Briepsble nosisunuce (MatpuapLume
npyzabl, nogbess «Hexopolueit keapTvpbi» U T.4.). Ha npumepe atol pa6oTsl
CTOMT PacCMOTPETbL OAHY OCOBEHHOCTb AaHHOro noaxoga. MHTepnpertaumy,
CO3/aHHbIE Y4ACTHUMKaMM, MOPOM CUMBHO OTIMHANMCHL OT (PAKTOB M MPU3HAH-
HbIX TPaKTOBOK. Hanpumep, ABe y4acTHUUbI BeiGpanu o6pa3 MaprapuTsl. Mx
3TIOAbl CYLLUECTBEHHO pasnuyanucb mexay cobon. Kaxaas cmorna Bbipasutb
TO, YTO BaXHO B KHUIe MMEHHO ei. [pu 3TOM Y repomHM pomaHa ecTb pearb-
HbIM MPOTOTWM M NPOMKMCaHHbIE B TEKCTE YepThl XxapakTepa. Ha knaccuyeckoin
3KCKYPCUM 3TU COCTaBrsiioLLMe Bbiniv Bbl LeHTParnbHbIMK. YHacTHULbI TaHLe-
BasibHOro MPOEKTa 3HanM npeabicTopuio obpaza MaprapuTsl, HO He 3axoTenu
MM HEe CMOIMK BOMMIOTUTbL €e B TaHUeBanbHbiX 3Tiogax. Coszaateny ponuka
MOAYEPKMBANM, YTO PABOTa MOCBSLLEHA UMEHHO YMTATENbCKMM MHTEPMPETa-
LMSIM, HO B [PYrMX KOHTEKCTaX 3TO HECOBMafeHMe CO34aHHOMO NMPOU3BEAEHUS
M peasibHOCTM MOTJIO OKa3aTbCsi 6onee KPUTUYHBIM.

B kavecTBe nocnegHero npumepa nokaxem oCobeHHOCTH PaboThI
CO 3PUTENISIMM B FOPOLACKOM MCTOPUHECKOM CPEAE, KOTOPasi TAKKE MPOXOAMNa
B paMKax apT-mccregoBaHus bacmaHHoro paiioHa. YuacTHMKam nabopatopum
MPEeLCTOANO HAMTU B BEPHAKYNSPHBLIX NTOKaumsax bacmaHHoro Touku, o6pasb
M UCTOPMU, KOTOPbIE UX BAOXHOBMSIOT. [ogo6path My3biKy, OAEKAY M CO3AaTb
CBOW «TaHeL, C ropofom». B otninume ot my3es, B ropoAcKoM cpeae HeT npogay-
MAHHOTO HapPPaTUBa BbICTaBKM, PaKTypa Oonee xaoTn4Hast. YTobbl MO3HAKOMWUTL
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TaHLOPOB C MECTOM, HO HE AMKTOBATL OBLLYIO Al BCEX MCTOPUIO, MOAEPATOP
MCrorb30Bara NPUEM «MepPeBepPHYTOM SKCKypCum», CHadana y4acTHUKam Bbino
MPEANIOKEHO MPOMTMCh MO MOKALMKM U 3aMETUTb, KaKMe OOBEKTHI, 3BYKM, 3ana-
XM UX 3aMHTEPECYIOT, C KaKMMM MPEAMETaMM 3aXOHETCS B3aMMOAENCTBOBATD.
3aTem 03BY4MTb 3TW TOYKM MHTepeca. [lanee mopepaTop-ruh paccKasbiBana
NpoO Te TOYKM, KOTOPblE BbIBPANM YYaCTHUKM, M MOMOrana MM PasBuTb COO-
cTBeHHble uctopuun. Hanpumep, nepdpopmepa Onbry LLepluHesy 3anHTepeco-
Bana Hafanucb Ha Genol cTteHe «[lamsaTb mecTa cTepTta». MogepaTop B OTBET
pacckaszarna, YTo foKaumsi, B KOTOPOM OHWM HaXOASTCS, Y:Ke AaBHO pa3BMBanach
KaK TBOPYECKMIM KnnacTep. Ee BU3MTHOM KapTouKoM Gbinn rpaddcomTH, HO HEAABHO
MX 3aKPaCKIIM, UMEHHO MO3TOMY MosiBUMach M Genasi CTeHa, M KOMMEHTapMHMI
Npo CTEPTYIO NamsiTb. YHaCTHMLY 3aMHTEpPEecoBasna 3Ta MCTOPUs, OHa cTana
[Pa3MbILLNSATB: MOXOXKE I MECTO CO CTEPTOM MAaMSATBIO HA YENOBEKA CO CTEPTOM
NamsITbiO, U YTO 3TO 3HAYMT. M3 3TOro pasMmbILLNEHUS M Pa3BUIICS ee nepdhop-
MaHC, BOLLEALIMIA B UTOroBbIM TaHueBasbHbIM domnbm «CTpanuuel ynmu. fopog,
TaHew 1 noGoBby»* (2021).

MHTepecHbIM KaXeTcs aHanms oBpaTHOM CBSA3M YYaCTHUKOB 3TOM
nabopatopmu. OHM BOCMIPUHMMAENK MOMYYEHHDIN OMbIT KaK MCCNIEA0BaHME, NpU-
4YeM B ABYX acMeKTax: BO-MEpPBbIX, B KOHTEKCTE B3aMMOLEMCTBUSI C MECTOM;
BO-BTOPbIX, MO OTHOLUEHMIO K COBCTBEHHbIM PeaKumsm U smoumsam. Hukto
He Aenuncs «Ge3nMYHbIM» PACcCKa3om, ONM3KUM MO POPMATY K OLEHKaM «3TO
XOPOLLIO», «3TO MIIOXO¥, «3TO MHTEPECHOY. M fase BapuaHTbl «5 paHbLUe He 3Hana
CTOJSbKO BCErO MPO YIMYHOE OCBELLEHME» UK «DTO OYEHb KPAaCMBOE 34aHWE»
BCTPEYaNMCb PEAKO, TOTAA KaK Ha «KITACCUMYECKMX» DKCKYPCHSIX M FOPOACKMX
MPOrysikax 3TO camasl PacnpocTpaHeHHas obpaTtHas cBs3b. Bo Bcex pacckasax
Y4aCTHUKOB NaGopPaTOPUK aKLEHT Bbin Ha MPOXKUTOM OMbITE, @ OObEKT Hacneaus
6bin HEOTAENMM OT CaMOro TaHUopa. MHbIMM CrioBamM, He BbINIO TeX, KTO Onu-
CbiBa/l MECTO MIU SIBRIEHME camo Mo cebe. Bece onmcbiBanm cebs n mecto, cebs
n saeneHue. MMIMeHHO paccKasbl O MPOLECCce MPUCBOEHUS, O MPOXMBAHUM OMbITa
OKa3anmcb OBLLMMM AN BCEX YHACTHWUKOB, MPW TOM, HTO JIOKaLMK, C KOTOPbIMM
OHM paboTanu, 1 ux dorHanbHble 06pPa3bl B TaHLAX CUITbHO OTIMYanMCh APYr
OT Apyra. rlOJ'Iy"IaeTCSI, YTO CAMbIMU MHTEPECHBIMU U LUEHHBIMU B MPOXUTOM
3KCMEPUMEHTE OKa3anMcb He mecTa camu no cebe, a npoLeccs 06pPa3oBaHMs
CBSI3M C HUMM, B3aMMOLENCTBMSI, COBCTBEHHOMO YHMKASIbHOMO OMbITa.

Bbisogbi

Kak BuamMm, nepcbopmaTBHas ONTHKA B Hacneamu, aKTUBHO PAa3BMBAIOLLAACS
¢ 1990-x rogos, peanusyeTtcsi B pa3HoOOpa3sHbix npaktukax. Cpean Hanbonee
BOCTPeBOBaHHbLIX — NepPdOOpPMaTUBHAS KOMMEMOPALMS, MCTOPUYECKAS PEKOH-
CTPYKLMS M MHTEeprpeTaLusi, OTAeNbHbIE My3eMHble MPaKTUKM U NOBeAeHUEe
nocetuTenen mnm nonb3osatenei mecta. OHM OKasbiBaOTCS BOCTPeBGoBaH-
HbIMM BO MHOTOM MOTOMY, YTO AAIOT BO3MOXHOCTb MPU3HAHMUS M MPOPaboTKM
He TONMbKO 3HAHMM O MPOLLIIOM, HO U CBA3AHHBIX C HUM SMOLIMIA U OLLYLLIEHWN.
OHM MOTyT CO3aBaTb KOHTEKCT, B KOTOPOM MPOLLIFIOE U HACTOSILLIEE COMPUCYT-
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CTBYIOT B OGHOM MPOCTPAHCTBE. TakKe LeHWUTCS MX JOCTYMHAs U MHTePaKTMBHAs
rnopaya marepuana, rMOKOCTb M AEMOKPATHYHbINA B3NS Ha POfb noceTuTe-
neit. Bnpoyem, rpaHuLpl MOHATHSI «Hacneane Kak NepdopPMaHCy» MOABMKHBI.
Xy#oecTBEHHble NepdPOPMATUBHBIE MPAKTUKM, CaUT-CreuudOUYHbIM TaHew,
U nepdpopmaHc, — MoKasaTeribHble NPUMEPbI PAa3BMBAIOLLErOCs SIBREHUS,
KOTOPOE MOXET PAacLUMPUTL NanMTPy nepdpopmaTMeHoOro Hacreaus. Mpu mx
aHanuse BbIICHUMNOCh, YTO MOXKHO BbILENUTbL TPU Hanbornee BOCTPEBOBAHHbIX
CTpaTerum, Kaxaas U3 KoTopbiX AAET CBOM BO3MOXHOCTM B paboTe C Hacre-
OMEM, MAMSTBIO U UCTOPUEN, U UMEET CBOM AarNbHEMNLLMIM NOTEHLUMAN PA3BUTUS.

Bo-nepBbix, TaHEL, MOXET BbICTYMNaTb KaK S3blK-MOCPEAHMK, nep-
bopMaTHBHBIN CNOCO6 KOMMYHMKaLMKM O Hacneamu. B stom cnyvae Ha nepeoe
MECTO BbIXOAST He COBbITUS, MPOM3OLLEALLIME B FIOKALMM, @ €€ aPXUTEKTYPHbIE,
dousmnyeckme ocobeHHocTH. [leno TaHUopOoB (Kak NpaBusio, NpoddeccMoHasb-
HbIX) — «MEepPeBeCcTU» LEHHOCTM MECTa WIM BrEeYaTIeHUst OT HEro Ha s3biK
LBWKeHus. Bnpouem, 0GbEKTOM TAaKOrO NepPeBOAa MOTYT CTaTb M MPOU3BELEHMS
MCKYCCTBA, U TeKcThbl. [laHHYyIo CcTpaTermio 4acTo MCMorb3yeT Afis nonynspm3a-
LMW MECTa W NPUBIeYeHus HoBoM ayauTopmu. OfHaKO OHa MOXKET BbiTb pac-
CMOTpeHa wnpe. Bepb 3a cyeT chokyca Ha BOCNPUSATUM HYepes OpraHbl YyBCTB
TaHeL, MOXET JOMOMHUTL My3elHble pOpPMaThl, OPUEHTUPOBAHHbIE B BOsbLLEN
CTEMNeHM Ha MHTENNEKTYasbHYIO 1 BepBarbHyIO AesTENbHOCTb (EKTOPUM, SKC-
KYPCHM, KPYFAble CTOSbl U T.N.), CTaTb OTAPABHOM TOYKOM A1 SKCMEPUMEHTOB
U MCCnepoBaTenbckmx Nabopatopuin. Hanpumep, NOCBALLEHHBIX aPXUTEKTYPE,
Belb MHOTME 3044Me CO34aBaNnM 34aHUS, YYUTbIBAS YyBCTBEHHOE, MHTYMTMBHOE
BOCNpUATHE Nioaei. [To3ToMy MOXKET BbITb TIOOOMBITHO CPABHUTL PE3YNBTaThI
nepdPOPMaTUBHOIO UCCIIEA0BAHUS APXMTEKTYPbI M MHEHWE SKCMEPTOB MO MOBO-
Ly LEHHOCTM M ayTEHTMYHOCTM OAHOTO M TOTO e 34aHMsl, KaK Bblfio MOKa3aHo
B Npumepe ¢ gomom Jlymnca bapparaHa.

Bo-BTOpbIX, TaHew M nepdpopmaHC MOryT OOpaLLaTLC K MamaTh
COOBLLECTB MU OTAENbHBIX NoAeN, obpaLLaTb BHUMaHUE Ha 3abbiTble 3MM30-
Ibl M GyKBanNbHO BO3BPALLATL X B MECTA, TAE OHM MPOMUCXOAMUITU, CTUMYNIUPYS
C MOMOLLIbIO 3TOTO AMCKYCCMIO M BLICTYMasi B POMM MPaKTUK KOMMEMOPaLIMM.
B otnnuMe oT MyseiHbIX 3KCMOHATOB, TaHeL, PaboTaeT C MamsaTbio MecTa
UK coobLLECTBa Yepes TENECHbIM apXM1B BOCMOMUHAHMMI, HABLIKOB, MaTTEPHOB.
To ecTb HarMsgAHO LEMOHCTPUPYET MOBCEAHEBHYIO UCTOPUYECKYIO KYNBTYPY
fanexkoro unu 6nmskoro npotusoro. MNpuyem XyLoKecTBEHHas, CUMBOSMYe-
CKasi MPUPOAA, NPUCYLLAas TaHLy M NEPAPOPMAHCY, OTIMHEET UX U OT My3€eeB
MBOM McTOpUM (KOTOpbIE TOXE 0OBPALLAIOTCS K MOBCEAHEBHOM MCTOPUHECKOM
KYNbTYpe, HO CTPEMSITCS K OKYMEHTANbHOCTH), M OT BepBasibHbIX HAPPATUBOB
SKCKYPCHIH. DTy OCOBEHHOCTb OTMETUIIA TeaTParlbHbIM KPUTUK, KymbTyponor
Enena lopaneHko B ogHOM M3 y4eBHbIX auckyccuit B OBnavyHOM MHCTUTYTe
COBpPEMEHHOro TaHua: «MHorga crnopHble, CNOoXHbIE UCTOPUHECKME MOMEHTHI
MHTEPECHO CMOTPETb MMEHHO YEPES NMPU3MY XYLOKECTBEHHbIX MPAKTMK, MOTOMY
YTO OHM He AAIT OAHO3HAYHOrO HappaTMBa. M fAlOT BO3MOXHOCTb MPOXKUTbL
OnbIT, HE 3aCTaBnAasa AenaTb BbIBOAOB. TaM, rae Mbl He O4€Hb-TO 3HAEeM, YTO roBo-
PUTb, MOXXHO NOMPOBOBaTL CHaYana NoMTH NEPIPOPMATUBHBIM MYTEM U MPOKMUTH
TENECHbIM OMbIT. 4 YX€e U3 HEro NonblTaTbCs CAESIaTb BbIBOAbI U OAXe, BO3SMOXK-

The Garage Journal: uccnefoBaHus B 061acT MCKYCCTBA, My3€€B U KynbTypbl 149



CeetnaHa KongpatbeBa

HO, OCMOPUTb OAHO3HAYHOCTLY (NMYHAs KoMMyHMKaums 2021). U ToT dhakT,
YTO Ha AaHHbLI MOMEHT My3eun PeAKO OBPALLAIOTCS K 3TOM CTPAaTErMM, TOBOPUT
cKkopee 06 YnyLLEHHbIX BO3MOXKHOCTSIX, Yem 06 OTCYTCTBMM MOTEHLMana.

B-TpeTbux, TaHew, 1 NepdpopMaHC BO3SMOKHO MCMOMb30BaThb KaK COy-
YacTByloLLME NPaKTUKK. B 3Tom criydae xypoecTBeHHasi M NpodpeccroHanbHas
CTOPOHa Mony4MBLLIENCS PaboTbl MOTYT ObiTb criabee, Yem B MEPBLIX ABYX CTPa-
Terusix. [opasfo BaxKHee, YTO B 3TOM CNy4ae MOCETUTENM MOTYT CTaTb aBTOPAMM
PaBoT, NPOXMBATL SMOLMOHASBHbINM OMbIT U POPMUPOBATL MHAMBUAYASbHbIN
HapPaTMB C MOMOLLbIO ABMraTENIbHOM MMMPOBM3ALMM, & TaKKe MPOXMBATbL
MPOLECC, KOTOPbLIM Mbl Ha3bIBAEM CAMOMCCNEAOBaHUEM Yepes Hacneaue. To
€CTb BO BPEMS CO34aHMSI U MCTIONHEHMST PaBOTbl UHTYMTUBHO HAXOAUTb UHAM-
BUAYyanbHbIE CBA3M MEXAY COBOM M MeCTOM MM Temol. BaxkHo Takke, 4To nep-
POPMaHC, CO3LaHHbIN BMECTE C MOCETUTENSIMM, CTAHOBUTCS AJ1S HUX MPaKTUKOM
MPUCBOEHUS COLMArbHOrO MPOCTPAHCTBA My3es MMM rOPOACKOM cpedpl. Jaet
He TOMbKO MHTEMNNEKTYaNbHOE, HO 1 TENIECHOE MPaBO BbiTb COABTOPaMM TOTO,
YTO MPOMCXOAUT B STOM MecCTe.

M 3TOT Te3UC MMEET OTHOLLIEHUE B LIENOM KO BCEM MEPEUNUCTIEHHBIM
cTpaTerusim. He BaXHO, CTPeMsTCs N UCMONb30BaTh TaHeL, KaK HOBbIM KaHan
KOMMYHMKaLMK, OENaloT N BUAMMOM C MOMOLLIbIO HErO UCTOPMIO, UM Aena-
IOT BUAMMBIM 3PUTENS-COABTOPa — BO BCEX Cry4asix MPOWCXOAWT paclumpe-
HUE «My3eMHOM xopeorpadmm», TO eCTb NMPaBMI MOBEAEHWUS U BbIPAXKAEMbIX
Yepes HWX OTHOLLUEHMM, CIOMMBLLUMXCS B My3€e, KOTOpble MO Mepe pasBu-
TUSI MHCTUTYLMI TPeByioT nepeocmbicriermst. Tak, Tonn BenHetT B ctatbe The
exhibitionary complex otmeuaeT, 4To my3eit fo koHua XIX Beka umen He ToNbKO
MPOCBETUTENBCKYIO, HO M AUCLMMNIMHAPHYIO doyHKLmIo. B ero 3anax nposiensnacs
Cuna 1 NpaBo BacTh OPraHU30BbLIBATbL BELLM M TEMa B NPOCTPaHCTBE My6nmy-
Horo nokasa. [NoceTutenu e BOCNPUHUMANUCH B MACCe, @ He MHAMBMAYAbHO,
M CKOpee Kak CyGbeKTbl, a He o6bekTbl 3HaHMs (Bennett 1998). Monb Bane-
pu B 1923 rogy Toxe ceToBan Ha YyBCTBO MPUHYOUTENbHOCTH, aBTOPUTaPHbIE
YKECTbI, OLLyLLIAeMbIE MM MPK MOCELLEHUM My3€es, U HEOOXOAMMOCTb CIIEAOBAHMS
B 3a/1aX XOpeorpadoum, HaNMoOMWHAIOLLIEH XOXAEHWE MbSHOTO MeXay GapHbIMM
cTonukamm (Banepwu 1976).

M3meHeHUs:, KOTOpblE MPOM3OLLNM B My3esiX C TEX MOpP, CKa3anmchb
Ha NPAKTUKaX NoBeAEeHUSA U NPOABNSAEMbIX Yepe3 HUX UEHHOCTAX U KadeCcTBax
cpepbl. Hanpumep, 3To oTMeYaeT apXUTEKTYPHbIM KpUTKK lpuropmit Pee3uH
B cepumn acce «Kak ycTpoeH ropog»: «B Poccuio BonHa My3eMHbIX PEKOH-
CTPYKLMM NPULLINA O4EHb MO3LHO M COBMana rno BPeMEHU C TpaHCPOpMaLMeEN
ropoAcKom cpedbl. A B APYrMx MecTax 3T MPOLEecChl LW He mapanienbHo,
a nocnepoBaternbHo. <...> Myseit 6bin B TedyeHne 20 neT rmaBHoM nabopato-
pvei ansa BbIPpabOTKM LUEHHOCTEN M MPMHLMMOB FOPOACKOM Cpedbl, M NULLb
B NOCriegHue AeCsTb NET 3TU LEHHOCTMU M MPUHLMMbI OblIM NEpeHeceHbl B nap-
KM, Ha ynmubl 1 nnowaam» (PeeauH 2018). OgHaKo KPUTUK OTMEYAET, YTO 3TU
e LeHHOCTU KpaMHe CIIOXHO, @ MHOTAA U HEBO3MOXHO, BOMIOLLEATH B CAMMUX
My3eMHbIX 3anax, OCOBGEHHO ECNM B HMX HaXOASATCS LOPOTrMe, YHUKAbHbIE,
CTapMHHbIE 3KCMOHaTbl. B kavecTBe npumepa oH BComuHaeT crydan B Tpe-
TbSIKOBCKOM ranepee, korga B 2018 roay npenogasateneit MY, o6cykaaBLumx
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CO CTYBEHTaMM KapTWHbI, OOBMHMM B MPOBEAEHUM HE3AKOHHOM SKCKYPCUM.
Criyqait fan noBog K AMCKYCCUSIM, YTO MOMHO M YTO HEMNb3s AEraTb B My3ee.

B 3TOM OTHOLUEHWMM NpeanoXeHue NMoceTUTENsIM MPosiBRSTL cebs
HEKOHBEHLMOHaNbHO (0COBEHHO B 3anax), MMMPOBU3UPOBATL C ABUMKEHM-
AMM M MOSIOXKEHUEM B MPOCTPAHCTBE BLIMMSAUT LOBOSIBHO CMenbiM. Mysei
MIOET Ha HEKOTOPLIM PUCK M CUTYyaLMIO HeonpeaeneHHocTH. Beab TaHuyoLwmit
YesIoBEK, TEOPETUYECKHM, MMEET GOorbLUIE LLAHCOB MOBPEAUTb My3EMHOE MMY-
LLIECTBO MJIM MOMYYMTb TPABMY, YEM HE TAHLYIOLLMI B Criydae OBbIMHOro noce-
LeHus myses. Ho, nast Ha 3TOT pUCK, MHCTUTYLUMSI NMONMyHaeT APYroe Ka4ecTBo
OTHOLLEHUM C MOCETUTENAMM, OCOBEHHO eCcnu MepPPOPMATUBHBIE MPAKTUKM
ANsi MECTa — HOBBIM OnbIT. Mocsie TakMx MeponpUsTUIA YHACTHMKM, KaK npa-
BMIO, CYMTAIOT MHCTUTYLMIO Bonee NosbHOM, MHKIIO3MBHOM M OTKPLITOM,
a cebsi — Bornee 3HaYMMbIMM, Belb OHM MOSYYMSIM MHOTO CBOGObI BbIPAXKEHUS
1 NposierieHus cebsl, B OnpenesieHHoM cTeneHu 60orbLue Npas M BacTu Hag Npo-
CTPaHCTBOM (MYCTb JaXKe M BPEMEHHbIX), @ TAKKE IKCKIIO3MBHYIO BO3MOXHOCTb
JenaTtb TO, YTO OBbIMHO Henb3s. [Jaxe ecnm y4aCTHUKM MPOCTO HabniogaloT
3@ COBPEMEHHbBIM TaHLIEM B MCTOPUHECKOM My3€€, OHM OKA3blBAIOTCS B HOBbIX
OTHOLLEHMSAX C MPOCTPAHCTBOM, TAHLIOPOM U, BO3MOXHO, APYr C Apyrom. He
Crny4aiHO B OBPATHOM CBS3M YAaCTO BCTPEYaETCs dopasa, YTO MECTO OLLLLIAETCS
«CBOMM». B «CBOEM» MECTE MOMHO PELLaTh, YTO M KaK Aenatb, POPMyNMPOBaThL
CMbICITbl M YCTAHABNMBATL MPaBMIa.

Bripouem, npaBuna o6blYHO OBCYXAAIOT KOMMEKTUBHO B CAMOM
Havarne, oTMe4asi B TOM YMC/ie OTBETCTBEHHOCTb 3@ COXPAHHOCTb MomeLle-
HUSI, KOPPEKTHOE OTHOLLIEHUE APYT K APYry U COBCTBEHHYO 6e30MacHOCTb. To
€CTb 3TV MPAKTUKM HAKIaAbIBAIOT Ha YYaCTHMKOB GOSIbLUYIO OTBETCTBEHHOCTb
M MO3TOMY MOTYT BbICTYMNMaTb HE TOJIbKO APKMMU C06bITM9|MM Ana Kynetyp-
HbIX MPOrPamMM, HO U MPAKTUKOM, MOCTEMEHHO PA3BMBAIOLLEN B MOCETUTENSIX
OCO3HAHHOE OTHOLLEHME K MECTY M CBOEMY B HEem mpucyTcTeuio. K Tomy e,
€CSIM UHCTUTYLMS ByAeT CMOTPETb Ha TaHUEBasibHble PaboTbl B CBOMX CTEHAX
KaK Ha MCCNeaoBaTENbCKYIO CUTYaLMIO, OHA CMOMKET MOMyYMTb OBPATHYIO CBSI3b
0 cebe; Ty, KOTOPYIO He Nony4usia Obl C MOMOLLbIO BEPOanbHOM KOMMYHMKALIMK.

TakoM nopaxop KaeTcss OCOBEHHO aKTyarnbHbIM B CBSI3W C ABYMS
KPYMHbIMM MOBOLAMM BHOBb 3a4aTb BOMPOCH O LEHHOCTAX M (YHKUMSIX My3€EEEB,
a TaKKe HOPMAaX, MPUHSTLIX BHYTPU. [1epBoit MpMYMHOM CTano NpeanoxeHue
anLTEePHATMBHOIO OMPEAESIEHMS MOHATHS «My3ei», ChopmynmnpoBaHHoe Mesx-
AyHapognHbim coBeTom my3eei B 2019 rogy. B yacTHoCTH, ero aBTopbl CMeLLatoT
AKUEHT C paboTbl C KOMIEKUMEN Ha MONMAPOHMYHOCTb, MHKITIO3MBHOCTb, B3au-
MOAENCTBME C COOOLLECTBAMM, KPUTUHECKOE OBCYKAEHME MPOLLNOro U Byay-
wero. OnpegeneHye BbI3BafIO MAcCy AMCKYCCMM M OO CUX MOP HE SIBISETCS
3aKpenneHHbIM. BTopbim dhakTopom CTas onbiT NaHAEMUM, BO BPEMSI KOTOPOM
JIIOAM OKAa3asMCb OTYYXAEHbI M OT PM3MYECKOrO MPOCTPAHCTBA KYIbTYPHbIX
MHCTUTYLMI, 1 apyr oT gpyra. o mepe Toro, KaK »u3Hb CTana BO3BPaLLAaTbCs
B MPMBbLIMHOE PYCIIO, MOCETMTENeN BCTPEYanM HOBblE MPAaBUIa MOBEAEHMS,
B TOM YMCIie HOBblE 3anpeTbl. K TOMy e pasBuUTME KOMMYHMKALMM B OHMaMHE,
npowusowueswee 3a naHgemmio COVID-19, moxeT cTaTb NPeAnoChINKOM K nepe-
OCMBICIIEHUIO LLIEHHOCTU CAMOM BO3MOXHOCTM MPUATU B My3eM — HE BAXHO,

The Garage Journal: uccnefoBaHus B 061acT MCKYCCTBA, My3€€B U KynbTypbl 1 ;1



Csetnana KongpatbeBa

HACKOMbKO TPAAULIMOHHBIM MITK SKCMEPUMEHTabHBIM BYAET NPOosiBNIEHME B €ro
cteHax. OnucaHHble COBbITUS MOTYT CTaTb MOBOLOM 3aHOBO MPOSICHSTL W chop-
MYTNUPOBaTb LIeHHOCTU, CMBICITBI M BO3MOXHOCTU My3esl He TOJIbKO Ha YPOBHE
Bep6anbHOM KOMMYHWMKALMK, HO M Yepe3 NeptdOPMaTUBHBIE MPAKTUKM, Pas-
BOPAYMBAIOLLIMECS B CAMMX MHCTUTYLIMSX UITU MHULIMMPOBAHHBLIE UMM B TOPOLE.
Taknm obpazom, GyayT co3haBaTbCs CUTYaLMM, CTUMYTIMPYIOLLME NMOMCK HOBOM
«MY3EeMHOM Xopeorpadommn», COOTBETCTBYIOLLEN PONU My3esl, Ero LEHHOCTAM
M cnoco6am KOMMYHUKALIMKU C MOCETUTENSIMM.
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ApXxu1BHble maTepuansl

MpoGnembl apxuBaUUM aKTMBUCTCKOrO UCKYCCTBA

B POCCUMCKMX My3esiX

TaTbsiHa Bonkosa

CraTbs NocesiLeHa aHanMsy npo-

6rem, C KOTOPLIMM CTaNTKMBAKOTCS
COBPEMEHHbIE MCKYCCTBOBELbI

M aPXMBUCTHI, paboTatoLLme C aKTH-
BUCTCKMM MCKYCCTBOM. YacTb M3 HUX
CBsi3aHa C MPOBIemMamm apxmem-
pOBaHWSI COBPEMEHHOIO UCKYCCTBa
B LIENOM, TAKMMM, KaK ero achemep-
HOCTb M HEAONTOBEYHOCTb, CIOM-
HOCTb MAEHTUIMKALMM LOCTOMHBIX
apPXMBUPOBaAHUS OBBEKTOB, BO3pac-
TaloLWas LuMhpoBM3aLms MCKYCCTBA
u ppyrve. Ha matepuane apxuea

Myzesi coBpemeHHOro UCKyccTBa
«lapax» B cTaTbe mMccneaytoTcs

U cneuudpuyeckme npodnemsl,
CBOMCTBEHHbIE aPXMBUPOBAHUIO
AKTUBMCTCKOrO MCKYCCTBA KaK paam-
KasibHOro kaHpa. [poBeaeHHbIN
aHanu3 no3BOrsieT aBTOPY BbIAENUTb
TP rpynnbl Takux npobrem (lopu-
OMYECKME M TEXHUYECKME, @ TaKKe
NPO6GIeMbl SKCMEPTHOFO 3HAHMS)

W MPEANOXMTbL NMOTEHLMaNbHbIE Cro-
CObbl UX PELUEHMS.

Knioueeble crioBa: aBTOPCKME MpPaBa, aKTUBUCTCKOE UCKYCCTBO, apT-aKTUBU3M,
apxuBaumsi, nepopmaHc, umMdpoBusaums

DKCNEPMMEHTUPOBAHME C XYAOKECTBEHHBIMM dhopmamm B XX Beke co3pasno
6orbLUMe TPYAHOCTU ANst My3€MHbBIX MHCTUTYLMIM, MPU3BaHHbIX SKCMOHMPOBATD,
COXpPaHsITb, aPXMBUPOBATL M UCCIIEAOBATL COBPEMEHHOE UCKYCCTBO, MPUBENO
K MEPEOCMbICIIEHMIO MPOUPECCUM MCKYCCTBOBEAA M — C MOSIBIEHUMEM HOBbIX
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PazBopoTt kHurn «Glob-
al Activismy, katanoru
chectusans «MeguaYnap»
(aBTOp 0BRNOXKKM KaTanora
Anekcangpa lankuHa)
(choTorpacpus EsrerHmm
3y6uerko, 2015).
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MeAMa — MPOJOMKAET OCTABATLCS BLI3OBOM U ANSi My3€€B, U AN My3€eMHbIX
COTPYAHMKOB. B gaHHOM cTaTbe aHanu3upyloTcs npobrnembl otbéopa M Xpa-
HEHMS aKTMBMCTCKOTO MCKYCCTBA, C KOTOPbLIMM CTaslKMBAlOTCS paboTatoLme
C TaKMM WMCKYCCTBOM MCKYCCTBOBeZbl, KypaTopbl U apxmeucTbl. K HUmM oTHO-
CSATCS KaK Npo6nembl, CBA3aHHbIE C apPXMBUMPOBAHUEM COBPEMEHHOIO MCKYC-
CTBa B Lenom (Takue, Kak ero 3¢pemMepHOCTb M HEAONTOBEYHOCTb, CIIOKHOCTb
MOEHTUMKALMM  [AOCTOMHBIX apPXMBUMPOBAHMS OOBLEKTOB, BO3PAaCTaloLLas
LMdPPOBM3aLIMA MCKYCCTBA M TEXHUMYECKME NPOBNembl COXPaHEHWs BUPTYallb-
HbIX MaTEPUANOB), TaK U CrieumndMHecKkme, CBOMCTBEHHbBIE PALUKAIbHbBIM KaH-
pam (HampaBREHHOCTb Ha CYLUECTBOBAHME BHE MHCTMTYLMOHASbHbLIX CTEH,
MHCTUTYLMOHANbHAs KPUTMKA M OTKa3 aBTOPOB COTPYAHMYATb C My3€siMM
M apXvBamM, MTHOPUPOBaHME aBTOPaMM HOPM aBTOPCKOro mpaea W ApYro-
ro 3aKOHOAATENbCTBA M Mpoune haKTopbl). ApxuBauums, TO ecTb coBpaHue
LOKYMEHTaLMU O MPOM3BEAEHUSIX MCKYCCTBA, MOMKET BKIIOYaTb UX dom3nye-
CKME XapaKTePUCTMKM, UCTOPMIO M KOHTEKCT CO3AaHMs, UCTOopuio npebbiBa-
HUS NPOW3BEAEHUS B XYAOKECTBEHHOM UM MHOM CPefe, a TaKKe TEKCTOBbIE,
PoTO- U BUAEOMATEPHATbI, MYBRMKALMM, CXEMbI, MHCTPYKLMM, NMYHbIE GRoru
M aKKayHTbl XYLOXHMKOB (MSIM CTPaHMLbl KOHKPETHBIX MPOEKTOB) B COLMASIb-
HbIX ceTsix. CTOUT MOAYEPKHYTb, YTO apXMBaLMS COBPEMEHHOMO WMCKYCCTBA
MAET PyKa 06 PYKY C NPOLECCOM ero myseedmKaLmm, MHOTAA SBMSASICb YacTbio
3TOro NPOLECca, @ MHOTAA, OCOBEHHO B Clydasx «3¢pemMepHOro» MCKYCCTBa,
He ocTaBnsioLero nocne cebsi MaTepuarnbHbIX CNEAOB, — MOMHOCTLIO MOA-
MeHsis ero. Taknm obpazom, cOop U XpaHEeHUE JOKYMEHTASbHbIX MaTEPUANOB
O TOM UIIM UHOM COOBITUM SIBMISIETCS MOPOM eAMHCTBEHHOM DOPMOM Ero myse-
edpmKaumm (CoXpaHeHUs B My3eMHOM KONEKLMHM).

Mpo6nemsbl apXMBUPOBAHMS AKTUBUCTCKONO MCKYCCTBa PacCMaTpm-
BAIOTCA B CTaTbe Ha marepuarne apxvBoB Mysesi COBPEMEHHOIO WMCKYCCTBa
«lapa», NOCBSLLEHHbIX aKTMBMCTCKOMY WCKyccTBy. LleHTp coepemeHHoro
nckyccTea «fapax» nony4un ctatyc myses B 2014 rogy — M MUMEHHO MpPUO6-
peTeHne UHCTUTYLUMEN apxmuBa poHaa «XYAOKECTBEHHBIE MPOEKTLI» MPUAANO
e atoT cTatyc (Bepembéra 2020). C Tex nop konnekuus «fapaka» nonon-
HUIACb PALOM MEPCOHASbHBIX M KOJIEKTMBHBIX apPXMBOB, M CErofHsI apXuB
Hay4YHOro OTAENa My3es — CaMblM KPYTMHbIM apXMB POCCUMCKOTO COBPEMEH-
HOro MCKyccTBa. YacTb 3TUX apXMBOB CBSA3aHA C aKTUBUCTCKMM MCKYCCTBOM
B Poccum U, Kak Mx xpaHWUTENbHULA M MCCREefOBaTENbHMULA, S YAaCTO CTaSIKMU-
BalOCb B CBOEN paboTe ¢ Npobrnemamn apxX1BUMPOBaHMS TAKOTO MCKYCCTBA.

ApXx1BMpPOBaHUE aKTUBU3MA, @ Tem Bonee apT-aKTUBU3MA, NPOJOT-
JKaeT oCTaBaTbCs JOBOSIbHO HOBOM chepoit gesTtenbHocT. CobpaHue mate-
PUanoB MO aKTUBUCTCKOMY WMCKYCCTBY B BMAE OTAENbHbIX aPXMBOB — siBrie-
Hue o cmx nop peakoe. Hanpumep, B CLUA HeT eguHoro apxumea mnv eamMHomM
6a3bl JaHHbIX, rae 6binuM Obl MPeACTaBMNEHbl MaTepuanbl apPT-aKTUBUCTCKUX
MPOEKTOB UM MHADOPMALMS O TOM, B KAKMX MHCTUTYLMSIX TaKMe maTepuarsi
XPaHATCs. APXMBbI OTAENbHBIX XYAOXKHWKOB M apT-TPYMM MOXHO HalTH B pas-
JIMHYHBIX MecTax: Hanpumep, apxme rpynnsl Group Material xparnTcs B Hblo-
Mopkckom yHUBepcuTeTe, apxme rpynnsl Gran Fury — B MyGnuuroi 6uénm-
oteke Hblo-Mopka, apxus rpynnel Guerrilla Girls — B WccneposaTensckom
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mHcTutyTe [ettn B Jloc-AHpxenece. Hanbonee MHpopmaTUBHbIE Gasbl faH-
HbIX B BMAE 3MEKTPOHHbLIX MOPTASIOB CO3L4AI0T CaMM apT-aKTUBKCTLI. B Kave-
CTBE MPMMEPOB MOXKHO MpmBecTn DHapto boiga m ero caiT «MpekpacHbie
HenpusTHocTM» (Beautiful Trouble)', meama-aktuemcTos U3 rpynnsl The Yes
Men, cospaBwmnx The Yes Lab, B pamKax KOTOPOM NMOMOTAIOT MOMOAbIM aKTH-
BMCTaM Pa3BMBATb CBOIO MPAKTMKY.2

Takum 06pa3oM, apPXMB ApPT-aKTMBM3MA, KOTOPLIM Obin cchop-
MMPOBAH MHOM KaK CcOTpyAHMUelN HaydHoro otgena Myzes «lapax» B 2019
rogy, SIBSIETCS PEOKMM MPUMEPOM LENEHaNPaBIeHHOro apPXMBMPOBAHMS
AKTMBUCTCKOrO McKyccTBa. OH COAEPMMUT OOKYMEHTAsbHbIE apPXMBbI XYOOM-
HUKOB-aKTUBUCTOB OmuTpus lpuHa, EBreHmm 3ybyeHko, Matees Kpbinosa
(Ckudba) n TatbsiHbl CylieHkosom, cozgaHHble B 2009—2017 rogax B Mockse,
Cankr-lMetepbypre u gpyrux poccuitckmx ropogax. Kpome toro, matepumansi
006 aKTMBUCTCKOM MCKYCCTBE copepaTcs B dhoHaax apxuea Myses «lapax»:
B apXMBaxX MCKYCCTBOBEAA U dpem-aKTMBUCTKM MpuHbI AKTYraHOBOM, B apXu-
Bax cpoTtorpacpa Brnagmcnaea YmkeHKOBa, XyAOXKHMKA M aKTMBUCTa ApTema
JTockyToBa, Bmaeorpacha Muxauna Hazaposa, cTpuT-apTUCTa M KypaTopa
Urops MoHocoBa 1 B MOEM KYpPaTOPCKOM apxuBe. DTU cobpaHus copepar
He Tosbko dooTorpadoum M BUAEOXPOHMKM, HO M MEYATHBIE M SNIEKTPOHHbIE
TEKCTOBbIE MAaTepuarbl: MPEecC-pPenusbl, NMPOrPammbl MEPOMNPUSTUI U CMu-
CKM WX YHACTHMKOB, XPOHMUKM MONUTUMHECKMX M XYLOMECTBEHHbIX COObLITU-
M, MHTEPBbIO, STUKETAXHbIE AaHHbIE AJf1S BbICTABOK, MAKETbl 3MHOB, MilaKa-
TOB M CTMKepPOB, nogbopku nybnukaumin 8 CMU, cmeTbl, MnaHbl, IMCTOBKY,
MSIaKaTbl, OTKPbLITKU, CTUKEPbI, & TAKXKE PYKOTBOPHbLIE YHUKASIbHbIE OOGBEKTbI
(Takue, Kak adouLuM, MraKaTbl, TPAPAPETbI, SCKM3bl M PEKBU3NT ANsi aKLMM).
Opyrumu cnoesamm, B «fapaxke» nocTeneHHO coBUpaeTcs OObeMHbIN mMaTepu-
an ro aKTUBMUCTCKOMY MCKYCCTBY.

AKTUBMCTCKOE MCKYCCTBO — MHTEPECHBLIN KEWNC Afs aHanusa, Tak
KaK B JOMOSIHEHME K MPOBMNEmMaMm, BCTAIOLUMM Ha NyTWU apXuBauuuM U Myse-
epMKaLMM COBPEMEHHOIO MCKYCCTBA B LIENIOM, AfSi €r0 apXMBaLMM Xapak-
TepHbl crneuudomyeckme nNpobnemsl, CBS3aHHbIE C MPUPOLOM aKTUBUCTCKOrO
MCKYCCTBA, — COEAMHEHMEM B HEM UCKYCCTBA M aKTUBM3MA. [laHHas cTaTbs
CTPEMMTCS 3aMoSiHUTb MNPOGEN B MCCIELOBAHUSAX, HAMPSMYIO MOCBSALLEHHbBIX
npobremam apXMBUMPOBaHMS aKTUMBMCTCKOrO MCKyccTBa. Hecmotpsi Ha pac-
NPOCTPaAHEHWE 3TOrO HaMpPaBfeHus, yke HaumHas ¢ 1970-x rogoe B mexay-
HapogHoi npaktuke u ¢ 2010-x rogoe B Poccuu, npouecc ero apxueauum
OCTaeTCsl JOBOJSIbHO NpobremaTudHbIM. B nepeom pasgene ctaTtbm s paccma-
TPUBAIO HEKOTOPbIE M3 CYLLECTBYIOLLMX ONPEAENieHUt aKTUBUCTCKOTO MCKYC-
CTBA M A0 CBOE MOHMMAHME 3TOrO sBNeHus. BTopol pasgen nocesiweH
o630py NMTepaTypbl 06 aKTUMBUCTCKOM MCKyccTBe. [lanee cnepyeT pasgen
C KeMC-CTaam, NO3BOSAIOLLMMM MHE MAEHTUIULMPOBATL NPOBIEMbI aPXMBU-
[POBaHUSI aKTUBUCTCKOIO MCKyccTBa B Poccuu. BeiGpaHHblE MHOM Kelcbl COOT-
HOCSITCS C Pa3HbIMM MOKONEHWUSIM MPEACTaBUTENEN aKTUBMCTCKOTO UCKYCCTBA:
c rpynnoi «BoiHa», reposimm koHua 2000-x; MNeTpom [laBneHckum, KoTo-
pbit rPOomKO 3asiBun o cebe B Hadvane 2010-x; ropmM3OHTaNbHBIM ABUKEHM-
em «Tuxmi NrKeT», a Takke akumoHucTkoM KaTpuH HeHalueBol, akTMBHBIM
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YHaCTHUKOM COBBLITUIM cepeanHbl — KoHua 2010-x rogoB. AHanus 3Tmx YeTbipex
KEMCOB BbISIBMSIET HECKOMBKO rPynn npobnem, KOTopble HEOBXOAMMO peLLaTb
APXMBKUCTaM B paboTe C aKTMBUCTCKMM MCKYCCTBOM. XOTS YacTO 3TW NpoBiembl
NMepeceKaloTcsi Meay CoBOoM, UX MOXKHO Pa3aenuTb Ha Tpu rpynnbi: 1) opuan-
Yeckue npobnemsl (kemcbl rpynnbl «BoitHax» u MNetpa MaeneHckoro); 2) TexHu-
Yeckue npobremsl (kevcol rpynnbl «Tuxmi MukeT u npoekTa «[enpeccueHas
Poccusi»); 3) npobnemsl 3kcrniepTusbl (Bce YeThipe Keica, 0COBEHHO nocnenH1e
nBa). B amckyccroHHoM YacTu cTaTbm s MOApPOBHO PacCMaTpMBalO 3TU MpPo-
6nembl, @ TaKKe Mpeasiaralo HEKOTOPbIE CrocoBbl UX PeLleHus. DT1 crnocobbi
He SIBMSIOTCS YHUBEPCATbHBIMM U HYXAAIOTCS B MOCTOSIHHOM MEPECMOTPE.

Onpep,eneHml AKTUBUCTCKOIO UCKYCCTBa

MHorve HoBble pagMKanbHble POPMbl MCKYCCTBA MPOTMBOCTOSIM MPOLEC-
cy myseedomKaLuMM M apxuBaumMu. Tak, aBaHrapg Havana XX BeKa CTpemuncs
CTEPETb rPaHMLYy MEXAY MCKYCCTBOM M XM3Hblo. MTanbsHCKOMy doyTypucTy
Dunmnno MapuHeTTH NpUHaANEeXUT m3BecTHas dopasa: «Mysein u knagbu-
wa! O, kak oHu cxoxm! Tena, He 3HaKOLWME APYT APYra, MPAYHO TOSKAKOTCS...»
(Marinetti 1914: 8). XynomecTBeHHble HaMpPaBMeHMWs!, KOTOPbIE CTasru BEAyLLM-
MM BO BTOPO# nosioBmrHe XX BeKa M 4SSl KOTOPbIX MPOLECC CO3haHusi Npo-
n3BefeHmsi Oblfl rOPa3A0 BaxHEe pPe3ynbraTa: KOHUENTyanmsm, nepcpopmaHc,
NMPOEKTLI B XaHpe sife specific, — co3panu MHOTO HOBbIX 3a4ay ANs My3e-
€B M apx1BoB. My3eu Bbifiv BbIHYXOEHbI MEHSITBCS, MPUYEM KaK CPM3NUECKH,
TAaK M KOHUENTYasnbHO, @ TaKKe MEepecMaTpmBaTb CBOWM B3aMMOOTHOLLIEHMS
C XYLOXHMKOM M 3puTtenem. [NosBunmcb oThenbHble My3eu COBPEMEHHOro
WUCKYCCTBA, UCTOPUSI DOPMMUPOBAHMS KOTOPLIX TECHO CBSI3aHa C Pa3BUTUEM
HOBEMLUMX XYAOXKEeCTBEHHbIX TEYEHMUMN. O,D,HMM M3 TAKMX TEYEHUM SBRSETCS
AKTMBUCTCKOE MCKYCCTBO.

Huna @DenwmH, ogHa U3 nepBbiX MCCNEAoBaTeNbHUL amMepUKaH-
CKOrO aKTMBMCTCKOrO MCKYCCTBA, KYPaTOPKAa, MCKYCCTBOBEA M aKTUBMUCT-
Ka, 3asBnseT: «5 He Aenalo Pasnuuui MeXKAYy XYAOMHWUKaMM M OCTanbHbIMM
IOAbMM, KOraa Aeno Kacaetcs aktmeuama» (Penwmn: 2011). B ceoeit aHTO-
normm «Ho mckycctso v 310? [lyx MCKYCCTBaA KaK aKTMBM3M» OHa NpeacTas-
JIIET aKTUBUCTCKOE MCKYCCTBO KaK «MHHOBATMBHOE MCMOJSb30oBaHWE nyGnuy-
HbIX MPOCTPAHCTB Al OBPALLEHMS K COLMATbHO, MOMMTUHECKM M KYNBTYPHO
3HAYMMBIM TEMAM, MOOYXKAEHUS COOOLLECTB K AEMCTBMIO MMM MyOnUHHOMY
YYaCTUIO B LIENSIX OCYLLECTBEHUS coumarnbHbiX nameHeHuin» (Felshin 1995: 9).
DenwmrH OTMEYaET, YTO aKTUBMUCTCKOE MCKYCCTBO MPOMCXOAMT M3 KOHUENTY-
anusma M MOCTMOAEPHU3MA, @ TaKKe M3 UCKYCCTBa nepdpopmaHca u doemm-
HUCTCKOrO MCKyccTBa KoHua 1960-x—Havana 1970-x rogoB, C MX KPWUTMKOM
cbopmanmama 1 OBLLEMNPUHSATBLIX LEHHOCTEN, SPEMEPHOCTBIO, MYNETUANCLM-
MIMHAPHOCTBIO, OPUEHTALMEN HA MPOLECC, @ HEe MPOAYKT, AEMOKPATUHHO-
CTblO, @ TaKKE CTUPAHMEM AUCTAHUMM MEXAY XYLOMKHWKOM WM ayauTOpPMEN,
WUCKYCCTBOM M XM3HbIO. DTOT B COBPEMEHHOTO MCKYCCTBA BHOCUT B XYLOMKE-
CTBEHHYIO MPAaKTUKY MIEMEHTbI MOMYSSPHOM MOIMTUYECKOM KYJSBTYPbl, HOBbIX
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TEXHOMOMMIM U MAacC-MEAMA, PACLLMPSS PaHWLbI MCKYCCTBa M €ro ayauTopun
1 nepeonpegenss ponb XyAoxHWKa. Ha Bonpoc, 3asBreHHbIN B UPOHUYECKOM
Ha3BaHuM cBoem kKHuru «Ho mckyccTso nim 31o?», QenwmnH oTBevaeT: «A umeet
m 370 3HadeHue?» (Felshin 1995: 13). YnoTpebnsembiit B 3TOM cTaTbe TEPMUH
«apPT-aKTMBU3M» U MPOMU3BOAHbINA OT HEFO TEPMMH «aPT-aKTUBUCTbI» UCMOSb-
3ylOTCS B CO3BYYHOM CMbICIE. BRm3kum K HUM SBRSIETCS TEPMUH «KPEaTUBHBIM
aKTUBM3M», KOTOPbIM UCMOMbL3YIOT BETEPaHbl AMEPUKAHCKOTO MeAMa-aKTUBU3-
ma DHapto bora m Oae Ocsanba Mutyen (Boyd and Mitchell 2012) B kHure
«MpekpacHble HenpusTHocTU. MocoBue no pesonioumny» (Beautiful Trouble:
A Toolbox For Revolution).

B Poccum TepMUH «aKTUBUCTCKOE MCKYCCTBO» MCMOMb3YeTCs C Hava-
na 2010-x, Koraa CTano O4eBUAHO, HTO MOSIBUIICS KPYT XYAOKHUKOB, MO-HOBOMY
B3aMMOZENCTBYIOLLMX C OKPYMKAaoLEN MX AeMCTBUTENbHOCTbIO. MHaKoBOCTb
3TUX XYAOKHMKOB MOXHO MPOMAMIOCTPUPOBATL PA3IIMUMUSIMU MEKLY aKTUBU-
CTCKMM MCKYCCTBOM M MOCKOBCKMM PaaMKarbHbIM akumMoHuamom 1990-x rogos.
XoTs akumoHmsm 1990-x cyLlecTBOBan NPENMyLLECTBEHHO B OBLLECTBEHHOM
NPOCTPAHCTBE BHE ranepemHbiX CTEH, ero MPeacTaBuTenu BCerga COXpPaHs-
1M BHYTPEHHIOIO OPMEHTaLMIO Ha BCTpauBaHWe cebs B MCTOPMIO UCKYCCTE],
B TPAAMLMIO MEXAYHAPOLHOIO aKLMOHM3MA. AKTUBUCTCKOE MCKYCCTBO MPMH-
uMnNuanbHO Gosiee OTKPLITO M OPUEHTUPOBAHO Ha OBLLECTBEHHbIE MPOLECCH
M couManbHOE B3aMMOAENCTBME. YCIIOBHOE Pa3AeneHne MeKay STUMK siBrie-
HUSIMM MOXXHO 0603HauMTb B cepeauHe 2000-x, Korga, Mo mMepe ycuneHus
roCyAapCTBEHHOrO AABMIEHMS,, MHOMME XYLOXHUKM HAYMHAIOT TEPSTb MHTEPEC
K BbICTPaMBaHWMIO MPOCPECCMOHANbHOM Kapbepbl B PamKax apT-MHCTUTYLMM
U OPMEHTUPYIOT CBOIO AEATESIbHOCTb Ha MPOLECCh, MpoMcxogsme B obLue-
CTBE, 4acCTO MPU STOM OTKAa3bIBASICb OT CTATyCa XyAOXHMKA. [Py 3TOM y aKTUBM-
CTCKOrO MCKYCCTBA M MOCKOBCKOTO PaAMKanbHOMO aKLMOHM3MA eCTb, MO Kpai-
Hen mepe, ofHa obLas Yepta — oba HanpaBneHWsl aKTUBHO MCMOMb3YoT
B CBOMX MPAaKTUKax macc-menma. IMeHHO MOCKOBCKMI paaMKasibHbIA aKumo-
HU3M 1990-x caenan y4acTMe Macc-meama MPUHUMNMANBHOM COCTaBMsoLLEN
cBoel xypowecteeHHoM npakTuku (Kosanee 2007). B 2000-e rogsl ynuuHoe
MPOCTPAHCTBO OCTAETCH OCHOBHOM apPeHOM aKLUMOHUCTCKUX XYAOXKECTBEHHbIX
BbICKa3bIBaHMl‘;1, a BNacCTb, KOTOPAdA pearMpyeT Ha 3TU BblCKa3blBaHUSA CUITOBbI-
MM PENPECCUBHBIMM MEPAMMU, CTAHOBUTCSH OCHOBHOW ayAUTOPUEN STUX aKLIMH,
co3paloLeN ANs HUX HeOBXOoAMMbIN meanapesoHaHc. C nogayum akLMOHWCTOB
M B pe3yribTate TEXHOSIOMMYECKOro PasBUTUS «TAKTUMHECKME meama»®, B TOM
yucne coumanbHble CETU M BrioTU XYAOKHMWKOB MPEBPAaLLAIoTCs B MPOCTPaH-
CTBO 4J151 PaCnpOCTPAHEHUS, @ BNOC/IEACTBUM, U DKCTIOHUMPOBaHMS, 0BCyxae-
HWS U aPXMBUPOBAHMS AKTUBMCTCKOIO MCKyCCTBa.*

5l NOHMMAIO «aKTMBUCTCKOE WMCKYCCTBO» KakK TMOpUA  MCKyC-
CTBa M aKTMBM3Ma. Hambonee GnusKoM ANs MeHs SBMSETCS JIOTMKa, KOTO-
pylo BbICKa3an XyAOXHMK, aKLUMOHWCT, TEOPETMK U AMpeKTop my3es ZKM
B Kapncpys Mutep Baitbenb Ha nepBoi yCTAHOBOYHOM BCTPEYE MO BbICTAB-
ke «[mobanbHblit akTUBM3M. McKyccTBO M KOHApIUKT B XXI Beke», npoxoams-
weit B ZKM B 2012—2013 rogax.’ OH ckazan: «Mbl He Byaem LenaTb pasHuLy
MEKAY MCKYCCTBOM M aKTuBM3mom» (Barmbenb 2012, nMuHas KOMMYHUKaLMS ).
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Kak uccnepoBaTenbHuLUa M apPXMBUCTKA aKTUBUCTCKOTO MCKYCCTBA S NMPUAEP-
XMBAIOCb CXOXEW MO3ULMM, NPEAnoYMTas OCTaBASTb MPaHMLbl 3TOrO HOBOrO
SIBNIEHUS] OTKPbITbIMM, YTOBbI CIy4alHO HE OTCESTb YTO-TO MPUHUMMMANbHO
BaXXHOE, CErOAHS He OMO3HaBaeMOe KaK TaKoBOe.

Mccnep,oaauun AKTUBUCTCKOro MCKYCCTBa

Mpobnemsbl apXMBUPOBAHMS COBPEMEHHOIO MCKYCCTBA B My3€e LABHO SBMs-
IOTCA NPEAMETOM MpUCTanbHOro usydeHus. Tak, ewe Poysnu long6epr (2013
[1979]) B KkHure «MckyccTBO NEepdhopmaHca» NOJPOBGHO OMUCHIBAET CIIOMHO-
CTW, CBSI3aHHblE C BXOMAEHWEM 3TOro BMAA MCKYCCTBA B My3ei, ero myse-
edomkaumern mn apxmsaumen. OHa MMLWET O TOM, YTO MepdPOPMaHcy Obino
CMOXXHO HAMTU MECTO B MCKYCCTBOBEAYECKMX MCCNefOBaHMsIX, TaK KaK ero
MECTO M B My3€eMHbIX IKCMO3ULMSX, U B UCTOPHUU UCKYCCTBA BbINIO HEOYEBMA-
HbiM. OHaKO BCKOPE CTano MOHSATHO, YTO 3HAYMUTESbHAS YacTb apPTECPaKTOB,
cboTorpacomit 1 Bugeosanmce, nosiBuBLMXCs B 1970-x, Hampsmylo CBSI3aHbI
C NPOMW3BELEHNSIMM MMEHHO 3TOrO XaHpa. B pesynbtate cerogHs Bce kpyn-
Hble My3eW COBPEMEHHOrO MCKYCCTBa TaK MM MHade paboTatoT ¢ nepdoop-
MaAHCOM KaK OfHMM M3 BaXKHEMLLUMX XYLOKECTBEHHBIX CPEACTB M, BO3MOKHO,
Hauboree KOHUENTyarnbHbIM M3 aHPOB McKyccTBa. COTPYAHUKM apXMBOB,
My3€elMHbIE XPaHUTENM W1 PECTABPAaTOPLl, 8 TaKKe KypaTopcKkue n obpasosa-
TenbHbIE OTAESbl MbITAKTCS PEeLlaTh TPYAHOCTH, KOTOPbIMM COMPOBOMKAAET-
csi paboTa Mo 3KCMOHUPOBAHUIO, MHTEPMPETALMM U XPAHEHMIO 3TOMO MaTe-
puana. MNMpuHumas Bo BHUMaHKe yTeepkaeHne DenlmnH, YTO «aKTUBUCTCKOE
MCKYCCTBO YXOOMT KOPHSIMM... B MCKYccTBO nepcpopmarca» (Felshin 1995: 11)
1, MOHMMas MCKYCCTBO MepcpopMaHca LUMPOKO, — KaK MCKYCCTBO LEMCTBMS,
B KOTOPOE BXOAST M aKUMS, U XEMMEHWHT, M OHMaMH-aKTUBHOCTb, CBSI3aH-
Hasi C HEMOCPEACTBEHHbIM YHaCTUEM B MPOEKTE Tera aBTopa, — Mbl MOXKEM
3aKMIOYUTb, YTO NEePdPOPMAHC SBMSIETCA OAHMM M3 OCHOBHBLIX MHCTPYMEHTOB
AaKTUBUCTCKOrO MCKYCCTBA.

OpHOM U3 NepPBbIX KHMT, MOCBSLLEHHbBIX BOSHUKHOBEHUIO aKTUBUCT-
ckoro uckyccTea B CLLIA, siBnsetcs ynomsiHyTas Boilwe pabota HunHbl QentumH
«Ho wmckycctBo nn 3To? [yx mckyccTea Kak aktuemam» (Felshin 1995). B Hemt
aHanM3MpyeTcs npouecc ooOPMUPOBAHMUS apPT-aKTUBUCTCKUX MPAKTUK, KOTO-
poie paseuBanmcb B CoeamHenHbix Ltatax u B Kanage po cepeamtbl 1990-x
rOAOB, M MPEACTABNEH LUMPOKMI CMEKTP TEM, C KOTOPLIMM paboTaloT npes-
CTaBUTENMU apT-aKTMBM3MA, TaKMX, KaK GEe3AOMHOCTb, AOMALUHEe Hacunue,
SMMKM3M M gpyrve. B paboTe Takke chopmynMpOBaHO TO, YTO OObEAUHS-
€T apT-aKTUBKUCTOB: 60pbba 3a NMPOrpPeccUBHbIE OOLLECTBEHHbIE U3MEHEHMS,
B3aMMOLENCTBME C COOBLLECTBAMM U UCMOMb30OBAHME CPEACTB MAcC-MeAma.

B 2012 rogy nop pepakumert amepuKaHCKMX meaua-aKTUBUCTOB
SHgpio boiga v Oanea Oceanbga Mutyena Bobiwna kHura «lpexkpacHbie
HenpusTHocTH. MNMocoBue no pesonioumn» (Boyd and Mitchell 2012), & koTo-
POM MpEeACTaBneH aHanM3 CTPATErMi M TaKTMK MeLMa-aKTMBM3MAa C Mpume-
pamm co Bcero mmpa. B kHUre onucbiBaloTCS OCHOBHbIE TAKTMKM, MPUHLMIbI
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MU TEOPETMHECKME KOHUEMNUMM «KPEATMBHOINO aKTMBM3MAa», KaK Ha3blBaloT
aBTOPbI 3TOT (PEHOMEH, @ TaKKe aHaNM3MPYIOTCS KOHKPETHbIE KeMchl. Tpu
rofa CrycTsi BbILLMO PYCCKOSI3bMHOE M3daHme kHurn — «Beautiful Trouble.
Moco6ue no kpeaTuBHOMy akTmBuaMmy» (Boig u MuTyenn 2015). OHo gonon-
HEHO MPUMEPaMM apT-aKTUBM3MA Ha MOCTCOBETCKOM MPOCTPAHCTBE.

B 2015 ropy nosiBunack kHura «lmobanbHbli akTUBM3M. MCKyccTBO
n koHcpnmkT B XXI Beke» (Weibel 2015), ony6nmkoBaHHas Mo criegam ofHo-
umeHHow BbicTaBku’ (2012—2013, myzen ZKM B Kaprncpys), cokypatopom
KOTOpOM 9 siBnsinacb. Ha BbicTaBke 6bINO MpeAcTaBneHo GOonblUOe Konuye-
CTBO XPOHMWK, AOKYMEHTOB, (POTO M BUAEO, KACAIOLUMXCS MPOTECTHbLIX LBM-
eHuit Bo Bcem mupe. Kak npaBuno, sKCnosuumm, KoTopble Npu3BaHbl NoKa-
3aTb MPOEKTLI aKTUBUCTCKOIO MCKYCCTBA, MO BGOnbLUei YacTh COCTOST MMEHHO
M3 peneBaHTHbIX apXMBHbIX maTepuanos. Euwle opHa BbicTaBka, KOTOpPYlO
S COKypMpOBAara 1 KOTopasi Ha 3TOT pa3 Bbla LEefMKOM MOCBSILLEHA POCCHM-
CKOMY aKTUMBMCTCKOMY MCKyccTy, npowna B 2017 rogy B Ludwig Forum Aahen
noa HassaHuem «bec/mopsigok. MckyccTteo m aktmemam B Poccun ¢ 2000 roga»
(dis/order. Art and Activism in Russia since 2000).2 Iletom 2021 roga Bbiluen
kaTanor stoM BeictaBkm (Often and Volkova 2021), 4ONONHEHHbIM TEKCTamm
MCKYCCTBOBEAOB M XYAOXKHMKOB. XOYETCS HafesTbCs, YTO 3Ta paboTta BHeceT

BKIaj B AeNi0 apXMBMPOBAHMSI POCCHMIMCKOTO aKTUBMCTCKOrO MCKYCCTBA.

Mn. 1. Bug akcnosmumm
«noGanbHbIM aKTUBU3M»
B my3ee ZKM B Kapncpya.
DoTorpachus TaTbsiHbl
Bonkoso#, 2013.

OcCHOBHOE BHMMAHWE B 3TUX KHWrax yAensieTcsi onmcaHuio cobbi-
TUI: KAK CAMMX apT-aKTMBUCTCKUX MPOEKTOB, UX CTPATENUI 1 TAKTUK, & TaKKe
PE30HAaHCY, KOTOPbIA OHM BbI3BamM, TaK M COLMANbHO-MOMUTUHECKOMY KOH-
TEKCTY, Ha POHE KOTOPOro OHM Pa3BOPAYMBANMCH. TaK, M B CaMy BbLICTABKY
B AaxeHe, 1 B ee KaTarnor Gbina BKNOYEHA XPOHUKAE COLManbHO-MOMUTUHECKMX
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cobbituit B Poccnn ¢ 2000 no 2017 roa. [Ina uccnenoBaHuns oeHOMEHa aKTU-
BMCTCKOIO MCKYCCTBA YaCTO UCMOJSIb3YETCS MMEHHO MOAXOM COLMArbHOM UCTO-
PUM MCKYCCTBA, B PamKax KOTOPOro aHanM3MpyeTcsl, Kak OBLLeCcTBO BnuseT
Ha MCKYCCTBO, KakuMe OBLLECTBEHHbIE MPOLECCH JIEXAT 3@ TEMM MIM MHbI-
MM XYLOOXECTBEHHbIMMU siBRieHusaMKU. B ocHoee 3Toro noaxoga — uccneposa-
HUE aPXMBHBIX MCTOYHUKOB: HE TOMbKO MATEPMAsIOB, KAaCAlOLLMXCS HEMOCPea-
CTBEHHO CaMMX apT-MPOEKTOB, HO M OBLLEro KOHTEKCTA XMW3HM OOLLEeCTE],
peaKumMn Nniogen Ha MCKYCCTBO, @ TaKKE MHTEPBbLIO C MCCIELOBATENSIMU,

XYAOMKHUKaMM U APYTMMM YHACTHUKAMM STHX MPOLECCOB.

Mn. 2. Buabl akcnosuumm
«bec/nopspok. Uckyccteo
u akTnem3m B Poccumn

c 2000 roga» B my3ee
Ludwig Forum Aahen

B AaxeHe. Qotorpadous
TatbsiHbl Bonkoso#, 2013.

Y70 KacaeTcs PyCCKOSA3bIMHBIX MCCIESOBaHUM, MOCBSLLUEHHbIX POC-
CMIMCKOMY aKTMBUCTCKOMY MCKYCCTBY KaK TaKOBOMY, TO Ha CErOAHSILLHMMA LeHb
CYLLECTBYIOT B OCHOBHOM HE3aBUCHMMbIE M3LAHMSI, KOTOPbLIE BbIMYCKAIOT CaMM
XYLOMHUKM-AKTUBUCTbI. [TpMMEPOM MOTYT CIYXMTb TPU KHWUrM checTmBans
AKTUBUCTCKOIO MCKyccTBa «Meaua¥Yaap», BbinywweHHble B 2012—2016 rogax
(Bonkosa 2012; Bonkoga, 3y6ueHko n MuteHko 2016; Danbrkosckuit 2014),
LieSIblo KOTOPbIX BOblI0 OCMBICIIEHME aKTUBMCTCKOIO MCKYCCTBA CErofAHs U Kap-
TOrpadoMpPOBaHUE 30H «MHTEMIEKTYasIbHOrO, MOSIMTUYECKOrO M TBOPYECKOTO
3KCMEPUMEHTA, OTMEYEHHBIE HaMBoMbLUEH MHTEHCUBHOCTbIO» («MeaunaYaap...
Katanor npoekTa» 6.4.). ELie ogHUM Mpumepom SBASIIOTCS KHUMM CTPUT-apTH-
cTa u kypatopa Mropsa MNoHocosa; Hanpumep, ero «McKyccTBo 1 ropog» —
rnepBas PyCcCKOs3bIYHAs KHUMA, OCBELLAIOLLAS OCHOBHbIE HaMPAaBNIEHMS U TeH-
JeHUMM beHOMEHa YNUYHOIO MCKYCCTBa C Hadana XX BeKa M JO HaCcTosILLEro
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BPEMEHM U BKITIOHaloLLas cuTyaumio B Poccumn B mmuposoit koHTekcT (MoHocos
2016). Uropb MNMoHOCOB Takke y4acTBOBaSN B MOATOTOBKE PYCCKOS3bIMHOIO
msgaHus kHurn duapo borpa u [area Oceanbaa Mutuenna «[pekpacHbie
HEMPUSATHOCTMU», O KOTOPOWM LUMA PeYb BbiLLE.

YacTo aKTMBWUCTCKOE MCKYCCTBO BXOAMT B COCTaB TEMaTMHYECKMX
MHCTUTYLIMOHANbHBIX MPOEKTOB, CTAHOBSACb B HWMX OAHWM M3 pa3fdenoB. Tak
3TO MPOM3O0LUNIO B MOHYMEHTANbHOM KaTanore no npowlegiiel B «lfapaxe»
BoicTaBke «[lepdhopmarc B Poccun. Kaprorpadoms mnctopum» (O6yxosa 2014),
KOTOpPbIM MNOAPOOHO MPOCHEKMBAET UCTOPUIO PA3BUTUSI STOFO HaMPaBMEHMS
B MCKyccTBe OT Hadana XX Beka fo 2010-x ropos. Ha 1-oi TpmeHHane poc-
CUMCKOTO COBPEMEHHOrO MCKyccTBa Myzes «lapax», COKypaTopom KOTO-
po¥t s SBnsSinacb, OAHUM M3 Pa3fdenoB CTano «MCKycCcTBO AeMCTBMS», Mony-
UYMBLLUEE CBOE MECTO B TuAae-NMyTeBOAMUTENE K BbICTaBKE M Ha canTe 1-i
TpueHHane: «3TOT pasgen MOCBALWEH XYAOMHMKAM, MPUHLMMIMANBHO MHAYe
B3aMMOZEMNCTBYIOLLMM C OKPYXaloLLen AENCTBUTENbHOCTBIO, — XYAOXHUKaM-
aKTUBUCTaM. B nepBylo odepedb OHM HOBaTOPCKWM MCMOSMBL3YIOT NybnmMyHoe
NMPOCTPAHCTBO, OBpALLAsCb B CBOEM TBOPHYECTBE K COLMANbHO 3HAYMMbIM
TeEMam u NoByxaas pasnuyHble coobLuecTsa K gemcTeumio» (Bonkosa 2017).

n. 3. Bug akcnosuumm
pasgena «MckyccTBo
LEencTBusi» Ha 1-1
TpueHHane poccuitckoro
COBPEMEHHOro MCKYCCTBa
Myzes «fapax».
QOotorpadoms Anekces
Hapopauukoro, 2017.
MpepocTaBneHo apxmMeom
COBPEMEHHOro MCKYCCTBa
Myzes «fapax».
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AKTUBUCTCKOE MCKYCCTBO MOCTEMEHHO MOMajaeT M B POKyC
uccnefoBaTenen, MULYLIMX Ha PycCKom s3sbike. Tak, MapuHa Mcpaunosa
(2016) B marmcTepckoit aucceptaumm «[pobnema AOKYMEHTaUMM B POCCHM-
ckom nepdpopmaHce (1970—2010-e)» aHanM3MpyeT CTpaTernn SOKyMEHTaLmM
NPOu3BEAEHMM POCCUMCKUX aKLIMOHUCTOB TPEX NMOKONEHMI: BXOASLLEN B KPYT
MOCKOBCKOM KOHULENTyanbHOM LWKombl rpynnbl «KONneKTnBHbIE AeMCTBUSY,
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Mn. 4. MNepdopmaHc
rpynnsl «LLsemsl» B
3KCMO3ULMK pasfena
«McKyccTBO AeincTBuUsSY
Ha 1-i1 TpueHHane
POCCUIMCKOro
COBPEMEHHOTO MCKYCCTBA
my3es «[apaxo».
DoTorpachus Anekces
Hapoawukoro, 2017.
MpepocTaBneHo apxnMBom
COBPEMEHHOTO MCKYCCTBA
Myszes «lapa».

OcHoBaHHOM B 1976 ropy; MOCKOBCKMX pPagMKanbHbIX akuMoHUCTOB 1990-x,

KOTOpble BbIGMpPanM Ans CBOMX aKLMM OTKPbLITHIE FOPOACKME MPOCTPAHCTEA,
a B Ka4YeCcTBe CPEefCTB PacnpoCTpaHeHusl AOKyMeHTaumMn — nedvatHele CMU;
n apt-aktuBuctoB 2000—2010-x rofoB, KOTOpbIE WMCMOMb30OBaNM MHTEpP-
HET-MeAMa B KavyecTBe MIIOLALKM PenpeseHTauun LOKYMEHTaLMu CBOMX
pabor.

[oBonbHO npopaboTaHHbIM SIBASIETCS UCCIEAOBATENbCKOE MOTE,
MOCBSILLEHHOE PEMUHUCTCKOMY MCKYCCTBY, — OGE3yC/IOBHO, 3TO CaMOCTOS-
TErbHOE XYAOMECTBEHHOE MPOCTPAHCTBO, HO B MOEM OMTMKE OHO paccma-
TPUBAETCS KaK 4acTb aKTMBMUCTCKOro mckycctea. B 2010 rogy MockoBckui
My3eil COBPEMEHHOTO MCKYcCTBAa M3Aan KaTanor BeicTaBku «ZEN d'APT.
[eHoepHass MCTOpPUS MCKYCCTBA HA  MOCTCOBETCKOM  MPOCTPAHCTBE:
1989—2009» (KameHeukasn, Bopobbesa u CapkucsaH 2010), KoTopblit ocTaeT-
CS OAHUM M3 CaMbIX MOMHbIX COBPAHMIM MO 3TOM TEME B YKa3aHHbIM Nepuos.
[Mommmo Gonee copoKa apT-MPOEKTOB, KaTanor BKAYMA B cebs Hay4Hble
TEKCTbl M Ny6nuumucTMieckue matepmansl. B 2019 rogy xynoxHuua, KypaTopKa
n nccnegosatenbHuua Mnomupa bonotaH onybnukosana cratbio «O chemm-
HUCTCKOM McKyccTBe B Poccum», B KOTOpOM paccmoTperna mpoGremaTuky,
pasBuTHE, CTPATEMMMU U KIIOYEBLIE NMEPCOHANMU PEMUHMUCTCKOrO MCKYCCTBA,
a TaKKe OCBETMNIA P BOMPOCOB, CBA3aHHLIX C KBUP-UckyccTBom (BonoTsH
2019). MoapobHyo XPOHUKY HEMMHUCTCKMX apT-coBbiTmi oT 1990-x rogos
[0 HaLMX AHel cobparna B CBOEN marncTepckoi auccepraummn «KypaTopcTeo
B (PEMMHUCTCKMX XYAOMECTBEHHbIX camoopraHusaumsx Poccum» ExkatepuHa
Boyapoea. MNapannenbHO ¢ UCTOPUENH Pa3BUTUS CAMOOPTaHWM30BAHHBIX MHM-
umaTme Bovapogsa (2021) aHanU3MPYeET M 3aPOMKAAIOLLYIOCS MHCTUTYLIMOHA b
HYIO PEMMHUCTCKYIO apT-CLEHY.

Mcxoms U3 Toro, YTO MCCrefoBaHMM, NOCBSLLEHHbIX aKTUBUCTCKO-
MY MCKYCCTBY B POCCMINCKOM KOHTEKCTE, JOBOMbHO mano, netom 2020 roga
Mbl C Xy#OXHMUeMN u akTuemcTkoM KaTpuH HeHawesoi npoeenu B «lfapaxe»
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cepuio oHnanH-BopKLLOonoB «KaK repou yLumnM, a mbl OCTanmch. AKLMOHU3M
2020»7 [encTBuTENBbHO, B OT/IMHME OT PAAMKamnbHbIX aKUMM MOCKOBCKOIO
aKkuymoHmama 1900-x u apT-aktmBuama 2000-x, KoTopble ObinM pPacCcUMTaHbI
Ha BHUMaHME MACC-MEAMA U YBEPEHHO MOMb30BaNMNCh MM, COBPEMEHHbIE MPO-
€KTbl aKTMBUCTCKOO MCKYCCTBA HOCAT MPUHLMMMANbHO Apyroi xapaktep. OHu
Gornee paccesiHbl B MPOCTPAHCTBE M BPEMEHM U OPUEHTMPOBAHbLI Ha AOMro-
CPOYHYIO (M YaCTO HE3AMETHYIO) COLMANbHYIO AESTENbHOCTb, HEXENM Ha Kpa-
TKOCPOYHBIM MefnasdddpeKT, YTO MPUBOAMT K TOMY, YTO OHM, KaK MPaBuo,
He MonafaloT B MOJfie 3PEHUs UCCIefOBaTENEN M HE HAXOASAT PEreBaHTHOro
MecTa B apxuBax. BopKlionbl Bknovanu B cebs BbICTYNIEHUS yKe M3BECT-
HbIX MCCrefoBaTenel, cpeamn Kotopbix AHmkenvHa JlyceHTo, NaBen MuteHko
1 PomaH OCMUHKMH, & TaKKe AUMCKYCCUM U MPaKTUHECKME 3a4aHUs AJis yHacT-
HWKOB — MPOBELEHWNE WMCCNELOBaHMIM M HaMMCaHWe Ha MX OCHOBE Hay4HbIX
pabor. NpoekT cTaBun nepern coboi 3ajady POPMUPOBAHMS TPYMNMbl UCCe-
[OBaTenen «TPEeTbei BOMHbI aKUMOHM3Ma». CerofHs MOXHO YTBEPKAATb,
YTO 3Ty 3a4ayvy YAAnocb BbiMoOAHMTL: B anpene 2021 roga npoluna npeseH-
Taums npoekTta Spaika.media®, koTopbIM 3aAyMaH KaK HE3aBMCMMbIN Mcche-
[OBaTenbCKuit Be6-nopTan o nepddopmMaHce, apT-aKTUBUM3ME M aKLMOHU3ME,
a TaKKe KaK OMCKYCCMOHHas MIioLLaAKa, Nae yxKe MPOBOAATCS COBbITMS B MOA-
LEPHKY €ro OTKPbITHUS U MyBRMKYIOTCS TEKCTHI paBoyeit rpynbl NPOeKTa.
Kputuk AHHa Mateeesa (2016) B cTaTbe «APXMBUPYM 3TO», HaMU-
CaHHOM MO UTOram KPYrnoro crtona «ApxuBaLMsi COBPEMEHHOMO MCKYCCTBa.
ApxuB ByayLLero», onMcLIBAET NMPOBGIEMbl B POCCUMCKOM MCKYCCTBOBEAEHMM.
Cpefm HUX OHa Ha3bIBAET U CNOXHOCTb OTOOPA TOrO, YTO CHMTATb CErOLHS
LEHHbIM B apXMBHOM Jene, M 3PeMEPHOCTb MaTepHanoB OObLEKTOB COBpE-
MEHHOTIO MCKYCCTBA, M TO, YTO OHAa Ha3bIBAET «UMPPOBOM KAaTaCTPOOM»:

«...NO MEPE TOrO, KaK XM3Hb M TBOPYECTBO MEpPexOAsiT M3 aHaNnoroBoro NMPOCTPAHCTBa B LMKPOBOE,
NoTepPU BO3PACTaOT MHOFOKPATHO... ANsi MPaKTUKM apXMBaLMM... 3Ta NPobrema BbIXOOUT Ha NepBbli
nnaH. Macno Ha xoncTte ocTtaeTcs TakoBbiM M 4vepe3 500 neT, HO KOMMbIOTEPHbIE AaHHbIE MOTYT...
YMEPEeTb BMECTE C XKECTKUM [LUCKOM, ...MX MOXHO BbIFIOKMTb B MHTEPHET Ha CaMT, HO NeT Yepes NsTb
CalT CAOXHET MPOCTO MOTOMY, YTO Briagernel ero 3abpocUT M MepecTaHeT MNaTUTb 38 XOCTMHT...
Lincbposas apa, Bce HEBEPOSITHEE YCKOPSIS BPEMs, CTAaBUT HOBble 3a4a4u nepes Temw, Ybs Lenb —

BPEMS COXPaHUTb».

[eicTBuTENbHO, 3Ha4YeHUE 3TOM MPOBNEMbl CTPEMMUTENBHO BO3-
pacTaeT B nocnegHme rogpl, ocobeHHo Ha dooHe naHgemmn COVID-19, akTum-
BM3MPOBABLUEN MEepeHOC MPOLECCOB B OHMaMH-MPOCTPaHCTBO. DTO Kaca-
€TCs KaK peanu3aumu MPOEKTOB C WCMOMb30BaHWEM MEOMATEXHOMOMUHA,
TaK M BOMPOCOB UX OBCYKAEHMS U aKKyMyNsLumMU AOKYMeHTaumn. B koHTek-
CTe 3a[a4M apPXMBUPOBAHMS 3TO 3HAYMT, YTO OHMAMH-MPOCTPAHCTBO AenaeT
MHPOPMALMIO, C OAHOM CTOPOHBI, Bonee OTKPLITOM M AOCTYMHOM, a C ApY-
roin — Gornee pPa3spoO3HEHHOM M MeHee CHPOKYCMPOBAHHOM. DTO cO3gaeT
LSl COBPEMEHHOTO apXMBMUCTa COAEPIKATENbHbIE MPOGEMbl MO €e UAEHTU-
doUKaLmm 1 OTOOPY, @ TaKKe TEXHUYECKME — MO COXPAHEHMIO 3TOrO MOCTO-
SHHO OBHOBISIOLLErOCS MEAUAKOHTEHTA.
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B ctatbe MaTBeesoit (2017) peyb maeT o npobremax apxMBaLmu
COBPEMEHHONO MCKYCCTBA B LESIOM, M 3TOT aHanM3 pPerieBaHTEH B KOHTEK-
CTe MOEM CTaTbW, HO MOS 3afad4a — PACCMOTPETb TaKKe crneuuduyieckme
npoGnembl apPXMBUPOBAHMS AKTUBUCTCKOTO WMCKYCCTBa, a 3TO elwe 6onee
CNOXHbIE 334a4M MO «OMO3HABAHMIO» M OTOOPY. AKTMBUCTCKOE WMCKYCCTBO
KaK TAKOBOE JO CWMX MOP BbI3bIBAET OOnblUME BOMPOCH Y TPAAULMOHHO-
ro MCKyccTBOBeAeHMsi (BCMOMHMM HasBaHue KHuru DenwmH «A MCKYcCTBO
m 371o%). Ecnu y MaTeeeBol nog npaKTWMKOM apXMBaLmM MOAPa3yMeBaeT-
CSl OUMCPPOBKA XYAOXKECTBEHHBIX MPOEKTOB WM COCTaBIIEHME LMPPOBbIX
ApPXMBOB, TO €CTb PaboTa C aBTOPAMM M MPOU3IBEAEHUSIMM, YKE UOEHTUIU-
LMPOBaHHbIMM KaK LiEeHHbIE W MOAMEXALLME apXMBALMM, TO CreLmMddMHECKOM
nNpoGnemol aKTMBUCTCKOrO MCKYCCTBA SIBMSIETCS TO, YTO OYEHb MHOTME MPO-
EKTbl apT-aKTMBMCTOB OCTalOTCS 3@ Npedenamu BHMMAaHWMS MCKYCCTBOBEAOB
M OKa3blBAIOTCS HEOMO3HAHHBIMM KAK MCKYCCTBO M HUKAKMM OBPa3oM Hesa-
AOKYMEHTUPOBAHHbBIMU. K NJIOXO «ONO3HAaBAEMbIM» OAHHbIM MOXHO OTHECTH,
HaMpMMepP, TaKMe XPaHWIULLIA UMHAopMaLUK 06 apT-aKTUBUCTCKUX MPOEK-
Tax, KaK NMu4Hble Groru M aKKayHTbl MpeAcTaBUTENeN aKTUBUCTCKOIO MCKYC-
CTBa B COLMANbHbIX CETAX — UCTOYHMKM, KOTOPbIE CEFOAHS BO MHOTOM 6epyT
Ha cebs pPornb aKTyasnbHbIX apPXMBOB. TO eCTb Ba)KHOM 3ajaqei apXMBMUCTA
CTAHOBUTCA «OMO3HABAHME» APXUBHbIX MAaTEPUANIOB, a HTO6bI €€ BbINOJIHUTD,
HY)XHO 06najaTb 3KCMNEPTHBIMM 3HAHUAMM, TO €CTb MYOOKO MOHUMATb KOH-
TEKCT MPOMUCXOAALLENO B MOJSIE aKTUBUCTCKOrO MCKycCTBa."

YTo KacaeTcs MCCnedoBaHWiM, KOTopble Obinv 6bl MOCBSILLEHDI
MMEHHO MpPOBNemam apXMBUPOBAHMSI aKTUBUCTCKOrO MCKyccTBa B Poccum,
TO Ha AAHHBIM MOMEHT MX HeT (MM OHWM HEM3BECTHbI aBTOPY 3TOM CTaTbM),
NoO3TOMY AaHHas paboTa CTPEMMUTCS 3aMONMHUTb 3TY NaKyHY.

Kerc-ctagu: XyaoXHUKM-aKTUBUCTbI MU MX aPXMBbI

Mpobrnembl apxuBaLmMM aKTUBUCTCKOTO MCKYCCTBa CBSi3aHbl KaK C oOLlei
3dheMepHOM MPUPOAON COBPEMEHHOTO MCKYCCTBA B 3MOXY €ero LUmMdpoBm3a-
LMK, TaK U CO CreumdpmKoi cdpepbl aKTUBM3MA, CO3AAIOLLENO AfiS apXMBaLMM
LOMOSTHUTESNbHbIE TPYAHOCTH. 34ECh 5 XO4Y PACCMOTPETb HECKOSbKO KEMCOB,
KOTOpbIE 3aTParvMBaloT OCHOBHbIE FPYMMbl MPO6IeMm, CBA3aHHBIX C apXMBM3a-
LiMen aKTUBUCTCKOIO MCKYCCTBa B «[apaxe» cerogHs.

ApxuBbl 1 6peHpA rpynnbl «BoitHa»

MepBbilt keitc — Gopbba 3a OPEHA U apPXMBbI PACKONOBLLENCS Ha ABE PpPaK-
uum rpynnbl «BolHa», koTopble s 3actana B 2011 rogy B KayecTBe COKypa-
TOPKW checTuBasns aKTUBMCTCKOro MckyccTBa «MeguaYaap». «BoitHa» Gbina
ob6pasosara B 2007 rogy Onerom BopoTHukosbim, Hatanbeit Cokon, Metpom
Bepaunoebim 1 Hapexxpoit TonokoHHWkoeom. B 2009 rogy B rpynny Bxoauno
He MeHee LLECTUAECATU YENOoBeK, CPEAM KOTOPbLIX BbiiK MO3Thl, XYAOKHMUKM,
CTYAeHTbI, dounonoru, ypHanucTbl. Mo 3asBReHMsIM yHaCTHUKOB «BOMHbI»,
M3HaYasbHO Yy rpynnbl He Gbiflo PYKOBOACTBA, MAEOMOMOB M NMAEPOB: BCe
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aKTUBUCTHI Obinu paBHbl B MpaBax. B 2010 rogy, B pesynstaTe KOHpnUKTa
BHYTPM FpyMnbl, €e y4aCTHWKM YCNIOBHO pasgenunuch Ha «[leTepByprckyio
bpakumio», nposoaawyio akumm B Cankt-letepbypre, n «MOCKOBCKYIO
bpakumio», npoBoasLylo akumm B Mockee. «[leTepbyprckyio dhpakumio»
so3srnaensnu Oner BopoTHukoe u Hatanbs Coron, «Mockosckyto» — lMeTp
Bepzunoe 1 Hagexaa TonokoHHMKoBa («ApT-rpynna “BoiHa" BoiBecuna 6aH-
Hep..» 2013). HecmoTps Ha 3asBREHHYIO paHee aHapPXMCTCKYIO MO3MUMIO
Mo noBoAy OTCYTCTBMSI PYKOBOACTBA B rpyrre M pPaBHOMPAaBUS BCEX y4acT-
HUKOB, «[leTepbyprckas dopaKums» nocre pacKkona 3asBuria O CBOEM MOHO-
MonMu Ha aBTOPCKME MPaBa Ha aKuMKM M BpeHA rpynnbl. TakkKe YneHsl 3TOM
PpaKLMKM BbICKA3bIBAIMCh MPOTUB COTPYAHMYECTBA C POCCUMCKUMM apT-MH-
CTUTYLMSAMM U SaXKe MbITANMCh 3aMpPeLLaTb YNOMMHATL MX Ha NEKLMSIX.

Yike nmest TaKoM NpeLeaeHT Ha NIEKLMM 06 aKTUBUCTCKOM MCKYCCTBE
4 ceHTa6pa 2010 roga, s He cTana npegnarath «[leTepbyprckoi doparummy» yyHa-
CTBOBaTb B BbiCTaBKe Ha dpecTmsane «MeguaYaoap». «MocKoBcKas doparumsy,
B KOTOpPOM 51 obLwanack ¢ NeTpom Bepaunosbim, 6bina paga NpUHSTL y4acTme
B BbICTABKE C BMAEOAOKYMEHTaLMEM CBOel HOBOM akuum «JloG3ai mycopa,
unm TpeHUHr Mo 3aLenoBLIBAHMIO», KOTOpas Oblfa peanusoBaHa yxe nocne
packona rpynnbl, 1 mapTa 2011 roga («Akums rpynnbl BoiiHa “Io63an mycopa”...»
2011). HecmoTps Ha mom Bo3paxeHusi, Bepannos HacToss Ha TOM, YTOBbI B Cru-
CKE YYaCTHWMKOB BbICTABKM OHM BbIf MO3ULMOHMPOBAHLI KaK «rpynna “BoiHa",
6e3 yTo4HeHMUs, 4TO 3TO «MOCKOBCKas cppaKLmsy, CCbiNasiCh Ha MPUHLMM Fpyn-
Mbl, YTO BCE AKLMM, KOTOpbIE AENAIOTCS €€ YHaCTHWMKAMM, SIBMISKOTCS aKLMs-
mu rpynnbl «BorHa». Koraa aHoHC dbecTmBans 6bin ony6nuMKoBaH, MHe Mpu-
LMo 3MeKTPoHHOe nmcbmo oT singepa «letepbyprckon dppakumm» Onera
BopoTHWKOBa, B KOTOPOM, B HaCTHOCTM, FOBOPUOCH:

«Bbl ke 3HaeTe, 4TO rpynna KaTeropu4ecku npPOTMB ydacTusi B Mockoeckoi GueHHane. O yem s
ceiyac OT fMua rpynnbl ewe pas Bam 3asBnsiio. MoK MO3ULMIO LIENIMKOM M MOSTHOCTBIO pa3aensioT
BCE AKTUMBWCTBI rPynnbl. Bam HET HMKaKOrO CMbICNa MyXSIEBaTb M MOMajaTb BrPOCAK, BeAsiCb Ha
uHTpurn Metpa Bepaunosa u Hapexab TONMOKOHHWKOBOM, AABHO MOFHAHHBIX M3 PYMMbl CPaHbIMKU
BEHWMKaMM 3a NPeaaTenbCTBO, CAaYY aKTUBUCTOB MEHTAM M OBBOPOBLIBaHME aKTMBUCTOB. Y BolHbl HeT
HMKaKUX “dopaKumi’, KaK HET HMKAKOM OTAENbHOM "MOCKOBCKOM" rpynmnbl Kpome Hac» (2011, nuyHas

KOMMYHMKaLMS).

Mbl He cTanu wuckniovaTb BUAEO «MOCKOBCKOM dopaKumm»
M3 BbICTABKM, B OTBET Ha 4TO «[leTepByprckasi dopaKums» BbiMyCTMIA OTKPbLITOE
NMUCbMO K OBOLLECTBEHHOCTH, B KOTOPOM MPOoAomkmna o6BuHATL Bepsmnosa
1 TONOKOHHUKOBY, a TaKXKe OpPraHM3aTopoB MOCKOBCKOM GueHHane, B pam-
Kax koTopou npoxoamn «Megua¥Yaap», B cotpyarmyectse ¢ OCB v npusbisa-
na K 6oiKoTy cbectuBans. B nucbme oHa, B YaCTHOCTH, NMULLIET:

«Mbl HEOAHOKPATHO OBPALLANMCh K OpraHM3aTopam C MPocbOOoi He BKIIOYaTb HAaC B MeponpusTHe.
Mbl  KaTeropuyeckn OTKa3biBAEMCSl Y4acTBOBaTb B THUIIOM M KOPPYMMMPOBAHHOM GusHece
MoOCKOBCKOM GMeHHane, KoTopasi CTPEMMUTCS COXPaHMTb dhaca XyAOMeCTBEHHOM Xu3Hu B Poccum

nepea mexxayHapoaHsim coobluectBom. OfHaKO Halle MPaBoO Ha OTKa3 M HeyvacTue Bbino HapyLUEHO,
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a Hawa paboTa ykpageHa. MMOMMMO MOXMLLEHHBIX PABOT OpraHWM3aTopbl HaMepeHbl MPEeACTaBUTb

nopaenku nog umeHem BoiiHax («Voina's call for boycott...» 2011).

Mn. 5. CkpuHwior

Bugeo «lpynna BorHa
3aLeNOBLIBAET MEHTOBY
Ha cTpanuue B YouTube,
https:/www.youtube.
com/results?search_que-

. . ry=no63ai+mycopa,
pynna BoiiHa 3alienoBbIBaeT MEHTOB 29.08.2021.

3T™M cobbiTHsi pPa3BOpaYMBanmUCb MOCHE TOro, KaK YYaCTHUKM
«Metepbyprckoit dopakumm» nobeisanm B CM30 mz-3a akumm «[dBopuoBbIi
NMepeBopoT» W MOMb30BaNMCh OGOMbLUMM BHUMMAHMEM 3aMafHOM MpPeccsl.
B pe3synstate npusbie k 601MKOTy MOCKOBCKOM GMeHHane Bbi3Basn GOMbLLIOK
pe30HaHC, pe3ynbTaThl KOTOPOro BbIKMNaAbIBaNMCL Ha caiTte «[lleTepbyprckoi
dbpakuumn». HekoTopble ydyacTHMKM checTmBans, KOTopble BbiM He B Kypce
LeTanen npoucxoasiiero (Hanpumep, rpynna The Yes Men), nprcoeguHunucs
K GOMKOTY. B oTBET Ha 3TO Mbl, opraHusaTopbl hecTmBans «MeamaYaap», Tak-
)€ BbIMYCTUNM OTKPLITOE MUCbMO, B KOTOPOM MPOSICHUIIM CUTYaLMIO, YKa3aB,
YTO B pamMKax pecTMBans NokasaHa ogHa HoBas paboTa «MOCKOBCKOM chpak-
Lmm» FPYNMbl U HMKaKME CTapble apxmBbl «BoMHbI» Ha BbICTaBKe He NpeacTas-
neHbl. Kpome Toro, Mbl OTMETUIM, YTO HE BUAMM

«...CMbIC/1a B TOM, 4TOGbI noasepraTtb UeH3ype Ha3BaHMSA U NPOM3BEAEHUS YHAaCTHUKOB BbICTABKU UMK
BNIMATb Ha pelleHne YacCTHbIX BOMPOCOB, CBSA3aHHbIX C 60pb601;1 3a 6peH,El,bI OTAENbHbIX aBTOPOB...
MpwuzbiB K 6OFIKOTy BbICTaBKM M BGMEHHase B LEfIOM BBOAMT B 366ﬂy)+<,quMe 06LLEeCTBEHHOCTb, B OCO-
6eHHOCTH 3anagHyto, KoTopasi He B COCTOSIHMM OLUEHUTb HEMNPO3PAaYHYIO CUTYaUMIO BOKPYT BHYTPEHHE-

ro KoHdnmkTa rpynnsl BodiHax (Mnyuep-CapHo 2011).
B pesynsrate atoro ydactHuku rpynnel The Yes Men otossanu
ceoh GowkoT («The Yes Men He GygyT GoiKoTUpoBaTh...» 2011). YyacTHUKM

«MOCKOBCKOM hpaKLmm» TaKKe BLICTYMWUIU C 3asBIIEHMEM!

«AKTUBMCTBI rpynnbl BoiHa 3asBnsitoT, 4TO 3aHMMATLCS BbICTABOYHBIMM BOMPOCAMM M PacnpocTpa-

HeHunem aKLlMl‘;I rpynnbl YNOMHOMOYEHbI JILb aKTUBUCTbI, MPUHMMAaBLLUKME KIto4eBOe y4yacTme B Nnoaro-
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TOBKE AaHHbIX aKuuit. Mbl He MpPeTeHAyem 1 HUKOrAa He MPeTeHAoBanu Ha aBTOPCTBO akumi MNeTep-
Gyprckom opaKLmMmM 1 TaKUM e 0Bpa3om OTKasbiBAEM €€ NPEACTaBUTENSIM B MPABE PeLLaTh BOMPOCHI,
BbIXOASILLIME 38 Npefenbl MX COBCTBEHHbIX MPOM3BeAeHHit. B cBolo ovepenb, paBHbIM NpaBom pacropsi-
aTbCsi Npon3BeaeH1simM BolHbl, cozgaHHbIMM 4o packona rpynnbl B koHue 2009 roga, obnajatot Bce
aKTMBUCTbI, paBoTaBLuMe Haj AaHHbIMK akumsmm. [...] MoapoBHocTH oTHocuTenbHO Toro, Kak MeTep-
Gyprckas dopakums BoiHbl noacTaBnsieT OpUCTOB, Ae3MHDOPMUPYET XYAOKECTBEHHOE COOBLLECTBO M1
rposutcs o6paTuTbes B MexayHapoaHbiit cya, no ccoinke — hitp:/wisegizmo.livejournal.com/72802.

html» («<The Yes Men He GyayT 6oitkoTMpoBaTh...» 2011).

2TOT Kekc NPeacTaBndaeTCss BaXXHbIM B KadecTBe MNNIOCTPaUUU

no3uLMM MPUHLMMNUANBHOTO OTKa3a OT COTPYAHWMYECTBA C MHCTUTYLIMSIMM,
KOTOPOM MPUAEPKMBAIOTCS HEKOTOPbLIE apPT-aKTUBMCTLI, CHMTAs, YTO XyAO-
}KECTBEHHbIM NPOLECC OPraHM30BaH Ha AEeHbIM, TaK UKW MHAYe MOryYeHHbIe

nyTem 3KCrnyaTauum U yrHeteHus. EcTb gpyras, nonsipHas 3ToM, mosuuus,
KOTOpasl TOXE 4acTO BCTPEYAETCS CPEAM apT-aKTUBUCTOB: ANS AOCTUNKEHMS
CBOMX LIeNen M PacnpoCTpaHeHusi CBOMX MAEM HYXHO MCronb3oBaTb nioboe
CPeAcTBO, TO ecTb nobylo Mnowaaky, Oyadb TO BbICTaBKa, KOHMpepeHums
WNKM CPEACTBO MacCOBOM MHDOPMALIMM.

Metp MaBneHckuit U aBTOPCKOE NPaBo

BTopoit Kelc, KOTOpbIM 9 XO4y PacCMOTPETb, MPEACTABNSET MPOTMBOMO-
JIOXHYIO MO3MLMIO, KOTAA XYAOMHWK AernaeT Bce CBOM MPOgeCcCHMOHasbHble
apXMBLI OTKPLITHIMM Anisi NoGoro nonb3osatens. OceHblo 2019 roga xynox-

HuK-akTuBKUCT MeTp MNMaBneHckui, ammrpmpoaswmii 3 Poccun B 2017 rogy,

BbUTOMXMIT BCE apXmBbl CBOMX aKumit 2010-X rogos B OTKPLITHIM JOCTYMN B MHTEP-

HeT. [NaBneHckuit Hanucan B cBoem akkayHTe «PDeicbykax:

«Bcem npueeT! MHe nepuoamMyecKM MNULLYT 3HAKOMbIE M HE3HAKOMbIE JIOAM M MPOCST MPOAATH
choTorpachmm ¢ akumi. Bcem, KTO NULLET, S TepnenMBo NPOAOMKAD OBBLSCHSTb, YTO i HE 3aHMMAIOCh
TOProBAIEMN, U BCE YTO MX MHTEPECYET, OHM MOTYT B35iTb B MHTEPHeTe GecnnatHo. Ho ceiyac s nogyman,
YTO HEMpPaBUIbHO KaXAbIM Pa3 KaXAoro OTNpaBnsTe B OECKPaMHUIA MHTEPHET, M NO3TOMY BbIK/aAbIBaO
CChinKy Ha apxus ¢ cpoTorpadbusimu 3aeck https:/drive.google.com/drive/folders/1DZchkrF4a-5RIUfsg-
CxLDtluv_sufBd?*fbclid=IwAR1qjFg2D1RFrVIu4elvRXG7UMAhkShHB-_qp9LmRdo2Jh3Fqo0sRA-CxxY»
(MasneHckwmit 2019).

DTOT »eCT Bbi3Ban OXMBJIEHHYIO OUCKYCCUIO B KOMMEHTapMUAX

roa noctom [MaBneHcKoro 1 B npecce, KOTopas PacnpoCcTpaHuna 3ty nyénu-
Kaumio. MHOrMe MOCHMTaNM 3TOT KECT BaXKHbIM BKNAAOM B NMOAAEPHKY 60pb-
Obl C KOMMPAMTOM M 3a creative commons, TO eCTb MO3ULUMMK, YTO MHCOP-

MauMsi JOMKHA ObiTb CBOBOAHA M KaAbIM LOMKEH MMETb BO3MOXHOCTb €M
pacnopsikaTtbcs. LpyrMe KOMMEHTATOPbI MPU3bIBANM K COBMIOAEHUIO aBTOpP-
ckux npae. Hanpumep, nonb3osatens Cepreit NoHOMapeB B KOMMEHTapMM
K MOCTY MULLIET:

«leTp, He MmeeTe nNPaBO PACMPOCTPaHATL GecrnnatHO uyxwue dpotorpacmm. DTO HapyLueHue

ABTOPCKMX U MMYLLIECTBEHHbIX NPaB TeX, KTO 3TU CHUMKM caenan. Bl siBnsieTecb O6bEKTOM CHUMKA, HO
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He aBTOPOM. 3a HapyLUeHWe aBTOPCKMX MPAB €CTb OTBETCTBEHHOCTb TEX, KTO BYAET MX UCMONb30BaTh
6e3 paspelueHus astopa. He nopctaensite cebst M Tex, KOMy Bbl MX npeanaraete ‘GecnnatHo"»

(MaBneHckmit 2019).

B cBoto ovepenpb, ranepucT u kypaTtop MapaT [enbmaH B UHTEPBbIO
CKa3an Mo 3TOMy MOBOZAY ClieAyloLLee:

«S cumutalo, 4to [laBRNEHCKWM, KOTOPbLIM HapyLUaeT BO BCEM, MMEET MPaBO HapyllaTb M Halue
NPeAcTaBneHMe O TOM, FA€ HAXOAMTCS aBTOPCKOE MpaBo. 1o eCcTb, B MpMHUMME, eciu Obl OH
cyauncs ¢ dpotorpacdhom, To s Gbl CKasan, 4To Bce-Taku cpoTorpadp sBnsetcs Bnagenbuem. A OH
e He pa3paBaTb. [103TOMy B 3TOM CMTyaumm s MOMHOCTLIO Ha ero ctopoHe. Boobuue, aBTopckoe
NpaBo — 3TO WMHCTPYMEHT, KOTOPbIM KOMAa-TO CMocoBGCTBOBAS MPOrpPeccy, a Ceivyac TOPMOBMT...»

(Mapxkonu, K u pegakums «Kacnapos.Rux» 2019).

DTOT KeWc MAMIOCTPUPYET MPUHLMMMANBHO APYroe OTHOLUE-
HUE K apXMBMPOBAHMIO COBCTBEHHOINO TBOPYECTBA M ABTOPCKMM MpPaBam
Ha Hero. [Mo3uums aBTopa COCTOMT B OTKa3e OT KOMMepLManu3aumm CBOmx
ApPT-aKTMBUCTCKUX MPOEKTOB, B OTKPLITOCTU K TOMY, YTOBbI NioBble 3auHTe-
pecoBaHHbIe B 3TOM MHPOPMALIMM MHULMATMBLI UCMOMb30BAMNM UX AJlS CBOMX
uenei. MIHTEpecHO B 3TOM Kelce elle U TO, YTO MMEHHO COoLMarbHble CETH
CTAHOBSATCS KaHANIOM PAacrnpocTpaHeHus apxmeoB. OfgHaKO MpPMHUMMMANb-
HO WrHopupyemasi aBTOPOM Mpobrema KoMupaMnTa Aeraer 3Th maTepuans
HEBO3MOMHbBIMM A1 @PXMBALMM U UCMOMb3OBAHUS B MHCTUTYLMSX, MOTOMY
YTO My3€l HE MOXET XPAaHMTb M MCMOJSIb30BaTb aPXMBbI, HA KOTOPbLIE Y HEro
HeT npas.

«TUXMI NUKET»: apPXMB B COLMANbHOM CETH

Keiic, Ha mprmepe KOTOPOro XOPOLUO BUAHO Pa3BUTHE POPM apPXMBUPO-
BaHMUSI apPT-aKTMBUCTCKMX MPOEKTOB B OHNANH-MPOCTPAHCTBE, — 3TO aKuus
«TUXMI MKUKET», MPUAYMaHHas BbINyCKHMUEN JluTepaTypHOro MHCTUTYTa,
XyOOXHMUEH, nosteccon u doem-aktuemcTrom Lapbeit Cepenko. B mapre
2016 roga CepeHKo Hadana €34uTb B METPO C CAMOAENbHbIMM MriaKaTamm
NPOTUB JOMALLHErO HaCKIMUS, MONUTUYECKUX PENPECCHit, reHAEPHbIX cTepe-
OTMMNOB U AncKkprmuHaumn. OHa obbsiBuria B CBOMX COLICETSIX, YTO K aKLMM
MOXET MPUCOSANHUTBCS MIOOOM XenaloLmi, YTO M cAenanu MHorue Noam
U3 pasHbix ropofoB Poccumn m 3a ee npepenamun. B pesynstate aBTOpCKas
aKuMsi MpeBpaTMnach BO oreimod — LUMPOKOE TOPU3OHTaNIbHOE ABMXKE-
HWe, KOTOPOE MPOAOIIKMUIIO CYLLECTBOBATL M Mocre Toro, kak cama CepeHko
NpeKpaTUna perynsipHble Bble3Abl C MilaKaTamu.

Toukoi cOOPKM [OKYMEHTALMM 3TOM aKUMKM CTana OfHOMMEHHAas
cTpaHuua Bo «BroHTakTe» («tuxuitnukeT» 6.4.). CTpaHuLa OTKpbITa AJ1s BCexX
nonb3oBaTernieif, KOTopble MyONUKYIOT Tam COOOBLLEHMSI O NPOBEAEHHBIX
UMK aKumsx. [leBus, onyGnMKOBaHHLIM Ha CTpaHUUe, 3By4MT Kak «[naBHoe
He nobeaa, a ydactue». B onucanmu rosopumrcs:
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«Kaxapbiit aeHb Mbl nepeaBuraemcs no ropogy C niakatamm MHCbOpMaLI,MOHHOFO Ha3Ha4YeHUs: O HaCUIMn
B CeEMbsIX, 06 YrHETEHUM TEX UJTU UHBIX FTPYNM, O MOJIUT3AaKMIOHYEHHbIX, O XOpOLLlelzi COBpeMeHHOﬁ noasumn
MU UCKYCCTBE, O APYrMX BaXKHbIX BeLUaX. 1o TaKas nepensmkHasa 3HUMKNONEAUs: Mbl UCMONb3yem
CCbIJTKM HA KOMNETEHTHbIE MCTOYHUKU, TIMU, KOHCYNBTUPYEMCA C HAYHHbIMU COTRYAHMKAMKU U3 PA3HbIX

cchep u T.4» («TUXMMANUKET» 6.4.).

Takum ob6pazom, ropos CTAHOBUTCS MEPELBUNKHOM SHLUMKIONEAM-
€M, @ aKKayHT B COLMASIbHOM CETM — MOCTOSIHHO OBHOBJISIEMbIM APXMBOM,
roe cobmpatoTcsl AOKYMEHTaLUMM aKLMM, MPOUCXOAUT 0BCyKaeHMe 1 oBLLeHue
YYaCTHUKOB M3 Pa3HbIX rOPOLOB M CTPaH, GONbLUMHCTBO M3 KOTOPbIX HUKOrAa
HE MO3HAKOMSTCA OPIIalH U, PA3yMEETCSI, HE YBUAST BXMBYIO CAMM aKLMM.

B doepane 2020 ropa B wusgatensctBe «ACT» BblUMa KHU-
ra «#mmxui nuker» O6 OAHOM M3 CaMbiX M3BECTHBLIX aKUMI B COBPEMEHHOM
Poccumn rnasamm yyacTHUKOB M HabniogaTtenei» (CepeHko 2020), B KoTOpoO#
Ony6nMKOBaHbI TEKCTOBLIE OTHETHI YHACTHMKOB aKLMM, «TUXO MUKETUPYIOLLIMX>
B pa3Hbix ropogax Poccun. CepeHko roBopuT o KHure: «Mbl oToBpany Torb-
KO r4e-TO OfHY LUECTYIO YacTb MyOriMYHbIX OTYETOB, YTOObI MOKa3aTb Auana-
30H aKumu. TyT BCe HALUM Camble HEBEPOSITHLIE AMANIOTU O AMCKPUMMHALMM,
PaBHOMPABWM, YBAKEHWM, AMANOMM C HE3HAKOMLIAMM HA YNIMLAX M MOMyTYMKa-
mu B meTpo» («Jawa nuwet #ruxuinuket...» 2020). DNeKTPOHHbIE apXMBbI,
CTUXMMHO aKKYMYIIMPYIOLLMECS MOSb30OBATENSIMM COLICETEN B CO3LAHHBIX MMM
L7151 3TOro aKKayHTax, CTasiM OCHOBOWM Ansi CO3AaHUs apXMBOB Boree TpaanLm-
OHHbIX DOPMATOB — B AAHHOM criydae kHurn. OaHaKo aaneko He Bce nabnu-
KM apT-aKTMBUCTCKUX MPOEKTOB B COLICETSIX, M TEM Bosiee He BCe NindHble 6io-
™ XYAOKHUKOB-aKTUBMUCTOB, CPUKCHMPYIOTCS Ha Oymare. BosbLUMHCTBO U3 HMX
He ABNSIOTCS OObEKTOM apPXMBMPOBAHMS, YTO MPMBOAMT K TOMY, YTO BMECTE
C ypaneHuem nabnuka unm Grora, OTKA30M OT MPOAJSIEHUS OMMaThbl XOCTMHTa
caifTa npoekKTa BCs MHpopmaLms o Hem BeccrieqHoO McHesaeT.

@ THXWiIKeT 3anuch 3akpennena
e 29 nion 2020
-

Y MeHs, y Hac BbILUNG KHUral

KHWra ipo #TxuiinuKeT Bbina u cywecTsyet. Mpoaagrea u papyeT ras. 3aecs
6YAET TEKCT NIPO T0, 4TO STO 33 KHHT, 334EM OHa HYXHa 1 4TO (KTO) Tam BHYTPM.

i - 510 apr-akT akums, MHo# B 2016 ropy.
Mbi G APYIMMM aKTMBICT_KaMiA ©KE[IHEBHO BBIXOAN Ha YNHL FOPO/a ©
8 PYKaX 1 XIanK, KO C HaMin 3aroBOPAT

HE3HAKOMLLbI.
MoxasaTe nonHoCTR...

Mn. 6. CKpuHLIOT nocTta
Ha CTpaHuue coobLuecTBa
«TUXUM NUKET» BO
«BkoHTakTe», https:/
vk.com/fichiypiket,
29.08.2021.
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«[lenpeccuBHas Poccusi B hopmaTe runep-peanmTu LLIOY»: coLmanbHas ceTb
KaK MeOMyM aKLmn

M nocnenHui Kelc, KOTOPbIN 9 XO4Y PacCMOTPETb, — NPOEKT «[enpeccrBHas
Poccus B chopmate runep-peanuti LLOY», CO3AATENSAMM KOTOPOTO SIBMSINIUCH
KatpmH HeHawesa u MBeaH LLeBenb. MpoeKT 6bin nNocesiLeH Teme genpec-
cumn. HeHalueBa Tak paccKasbiBaeT 06 akumu:

«Mpes cocTouT B TOM, YTOOLI MOKa3aTb 3PUTENIO NMOBELEHUE STUX FEPOEB M MO3BOMUTL CAMOMY KaK-TO
Ha 3TO MOBEeAeHWe BNMSTb. M3HaYanbHO Mbl XOTENM BOCCO3AaTb OOpPa3 MOMMUENCKOrO, CBSLLEHHMKA
M TPaX[AAaHCKOrO aKTMBMCTA, HO, MOCKOMbKY S CamMa Brana B AEMNPECCHIO, & TEMA NCUXOAKTUBU3MA MHE
3HAKOMA, S PELUMIIA, YTO MEPBbLIM CE30H LOMKEH ObiTb MOCBSLLEH POCCUMIMCKOMY YEMOBEKY, KOTOPbIN

HaxogmTcs B genpeccum» (Mepkypbesa 2019).

ABTOpPBI Ha3BaNM CBOIO aKLMIO SKCMEPUMEHTOM, B PaMKax KOTO-
POro CBsizaHbl aKTMBM3M M uudppoBas cpeda. «Jliogn XOTaT 3PEenuULHOCTMU. .
TaKMM HOBBLIM SI3LIKOM Mbl MbITAEMCS B3aMMOLEMNCTBOBaTb C OOLLECTBEH-
HbIM MPOCTPAHCTBOM U FTOBOPUTL O Ba*XHbIX AJ19 HAC TEeMaX», — OTMeYaeT
Henawesa (Mepkypbega 2019). MpoeKT 6bia NOCTPOEH MO NPUHLMMY UrPO-
BOM MEXaHWKM: yrnpaBneHue pasBUTMEM COBLITMI Bbifio OTAAHO MOAMMUCHM-
Kam CreumanbHO co3haHHoro YaT-6oTa B «Tenerpame» (Ha MOMEHT Hanuca-
HUS CTaTbu yxe HegocTyreH). [Nonb3oBaTenu ronocosanu 3a TOT WMIAM MHOM
CUEeHapui OeMUCTBUM [EenpPecCMBHOIO reposi, KOTOPbIM XOAMI MO yIMUaMm
MockBbl, a ayauTopus Habnogana 3a NPOMCXOAALMM B MPSIMOM 3dhupe.
Takum 06pa3om, y 3Toro neppopmaHca He BbiIo 3puTenei, NPUCYTCTBY-
IoWwmx dousmndeckm (ecnim He GpaTb B PACcHET ClyHaiHbIX MPOXOMMX, KOTO-
pble 6bINMU He B KypCe MPOMUCXOASALLErO M HE BOCTMPUHMMANM 3TO KaK nep-
hopMaHC), a Bbinu TONMbKO BUPTYasbHbIE 3PUTENMU M YYACTHMKM, KOTOPbIE
YMPAaBASIM TENOM XYLAOMHMKA, MPEACTAaBNEHHOrO ANSi HUX B BUPTYaslbHOM
NPOCTPAHCTBE Yepes UMPPOBOM UHTEPMPENC, M Tam Ke mony4danu obpaT-
Hylo CBsi3b. BupTyanbHOe NpocTpaHCTBO, B CBOKO O4Yepenb, BHOCUIIO BKIIA4
B MPOMWCXOAsLLee, CO3[aBasi TEXHUYECKME MOMEXWU W WMCKAXKEHMUS, BIUSIS
Ha XOf peanu3aumm, BHOCS KOPPEKTUBbLI B M3HAYalbHbIM MiaH.

B KOHTekcTe faHHOM CTaTbM 3TOT KENC AEMOHCTPMPYET npoLlecc
pasBUTUS LUPPOBU3ALMM AKTUBUCTCKONO MCKYCCTBA, KOrAa couuarnbHble
CETU CTAHOBSITCA HE TONbKO MPOCTPAHCTBOM [ANSi SKCMOHUPOBAHMS MPOUC-
XOASLLMX aKUMMI, MECTOM aKKYMYNSLUMU M KOHCEPBALIMM JOKYMEHTOB aKLMK,
MPOCTPAHCTBOM N5l OBCYKAEHMUS MPOEKTa C ero CO3AaTEMNSAMM, HO U Hemo-
CPEACTBEHHO MEAMYMOM — TO €CTb MHCTPYMEHTOM, YMPAaBMSIOLMM Pa3-
BUTMEM COOBLITMIM BHYTPU MpoekTa. M 3To TpebyeT He TOMbKO cneuuanbHo-
ro TEXHMYECKOro Nnoaxoaa (Mporpammbl) Ans ero apxvBauuM, HO M OYeHb
OnNepaTUBHOIO pPearmMpoBaHMs WMCKYCCTBOBEAOB, MOTOMY 4TO, Hamnpumep,
B A3HHOM Cly4ae Ha MOMEHT HaMMUCaHWs CTaTbM TeNlerpam-KaHanm npoekTa
«[enpeccuBHas Poccusi B chopmaTe rvnep-peanuTh LWoy» Obin yKe Hepo-
CTYneH.
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lpynnbl npo6nem apxMBUPOBaHMSI AKTUBUCTCKOTO MCKYCCTBA M MX BO3MOXK-
Hble peLueHus

Mcxons U3 BbILLECKa3aHHOTO, S BLIAENSIIO TPU rpynnbl Npobnem apXMBUpPOBa-
HMS @KTMBUCTCKOTO MCKYCCTBA M Mpeanaralo o6CyAnTb BO3MOKHbIE CMOCOBHI
UX PEeLLEHUS: IOPUAMHECKME MPOBMEMBI, TEXHUYECKME MPOBMEMbl, @ TaKKe
NpoGnembl SKCMEPTHONO 3HaHMS.

IOpupamnyeckne npobrnembl, CBS3aHHbIE C ABTOPCKUMM MPaBaMM
OpfHMM M3 OCHOBHBIX MOCTYSATOB aKTMBMCTKOrO MCKYCCTBA SBMSIETCS MHCTU-
TYUMOHaNbHasi KPUTMKA, YTO fenaeT My3eedouKauMio M apXMBaLMIO TaKo-
ro MCKYCCTBA BHYTPM apT-MHCTUTYLUMM Mogvac KpalHe npobrnemaTnvHoM,
KaK BUMAHO Ha NMpuMmepe Keica c rpynnoi «BoiHax, BHYTpM KOTopoi npouso-
LUen packos Ha opaKLuuM C PasHbIMM MO3ULMSMM MO BOMPOCY MPaB Ha BOC-
npouseegeHme akumin. B cBoto odepens, kelic ¢ MeTpom MNaBneHCKUMM AemoH-
CTPUPYET MPUHLMNUANBHO APYryio MO3WLMIO MO 3TOMY BOMPOCY: XYAOMHMK
OTKPbIBAET JOCTYM K CBOMM MPOCPECCMOHANbHBIM aPXMBAM LSt BCEX XKenato-
LUMX, YTO, OAHAKO, CO3AAET HOBYIO MPOBIEeMy — KOMYy MPUHAAMNEKAT aBToOp-
CKMe npaBa: aBTopy aKumi, To ecTb [laBneHckomy, mnu aBTopam cpoTO-
M BUACOLOKYMEHTALMIM ero akumi? MimeeTt nu NpaBo Xy[OXKHWK BbIKIaAbIBaTbL
3T MaTepuarbl B OTKPbITHIM AOCTYN? MIMEIOT 1iu NpaBo apT-MHCTUTYLMU BOC-
MoOb30BaTbCS €ro LUEeAPbIM MPELTIOKEHMEM U MOMOSMHMUTL TaKMMM MaTepm-
anamu CBOM apxWBbl B CUTyaLMM, KOrLa aBTOP HE FOTOB 3aKMIOYMTb C HUMM
[OroBOpP, PErnameHTUPYIOLLMI NPAaBOBblE BOMPOCHI?

B «lapaxe» apxuBMCTbI paboTaloT Haf 3ToM NPOBGIEMON COBMECT-
HO C KOoMaHAOM topucToB. OfHMM M3 PeLLEHUI IOPUANHECKUX BOMPOCOB, CBS-
3aHHbBIX C AaBTOPCKMMM MPAaBaMM, SBNISIETCS UCMOSIb30BaHUE MOHSATUS «COCTAB-
HOe npou3BeAeHMe» [LJ1s, HAMpUMep, KypaTOPCKMX apPXMBOB, KOTOPbIE
cofep:KaT GonbLLOe KOMMYECTBO MaTepHanoB, aBTOPCKME MpaBa Ha KOTopbIe
Mo OTAENbHOCTU MPUHAAMEXaT pasHbiM nuuam. Bnageneu apxuea, Takum
06pasom, BLICTYMaeT B Ka4eCTBE aBTOPA-COCTABMTESNS, @ aPXMB — B Kade-
CTBE CAMOCTOSITENbHOIO COCTABHOrO MPOU3BEAEHMS MO Nogbopy U pacnono-
JKEHMIO MaTepMarnoB, KaK 3TO YKasaHo B M. 2 cT. 1259 [paxaaHcKoro Kogekca
P®O. UckniounTensHoe MpaBo WM NULEH3MUS HAa apPXMB NEPEAaeTcs Myselo.
OpHako, pasymeeTcs, Brnajernel apxuBa B TAaKOM Cllydae He MOXET nepe-
[LaTb WUCKMIOYMTENbHLIE MPaBa WMNWM JIMLEH3UIO Ha MaTepwuansl, BOLLUEALLMe
B COCTaB apXuBa, BKIOYas NpaBa Ha MyGruKaLuMio B KOMMEPYECKMX LensiX.
Ha npaKkTuKe 3TO 03HAYaeT, YTO, HaMPUMEP, MO KYPaTOPCKUIA apXMB, KOTO-
pbit 9 nepepana B gap «fapaxy» B 2020 rogy, COOEPHKUT HE TONMbKO MaTe-
puanbl, SBRSIOLMECS MOEM MHTENNEKTYaNlbHOM COBCTBEHHOCTBIO (MOM Tek-
CTbl, paboume 3ameTkM, dooTorpadoum M MPoY.), HO M OBBEKTHI, ABASIOLLMECS
MHTENNeKTyanbHOM COBCTBEHHOCTLIO KOSMEKTMBA aBTOPOB, B 4aCTHOCTH,
OTHOCSLWMECS K paboTe Hag dpecTuBanem «MegnaYpap», COOCHOBaTENbHU-
Lel 1 ydacTHUUeN pabodel rpynnbl KoToporo s sensnack B 2011—2016 rogax.
OcTanbHble y4acTHMKM pabo4deit rpynnbl hecTUBaNS MOTYT MMETb — U MMe-
IOT — pa3Hble, NMOPOK KOH(IIMKTYIOLLME MEXAY COOOM MO3MLMM MO BOMPOCY
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O COTPYAHWYECTBE C YaCTHBIMM APT-MHCTUTYLUMAMM. TakMM OBpPa3om, MOM
KYPaTOPCKMIM apXMB KaK CAMOCTOSITENIbHOE COCTaBHOE MPou3BeAeHUe nepe-
[aH B My3eM M MOXET MCMOSb30BaTLCS B OBPA30BaTENbHbIX M MCCrefoBaTESb-
CKUX Lensix, HO B Clly4ae 3anpoca OTAENbHbIX MAaTEePUAaroB AN KOMMEPHECKMX
nyGrMKaLumMii, aBTOPCKME MPaBa Ha KOTOPble MO OTAENbHOCTW MPUHAANEKAT
Pa3HbIM NMLEAM, 3aMHTEPECOBaHHbIE U3LaHUS UM MHCTUTYLIMKM AOSKHLI OyayT
0BpPaTHTLCS 38 Pa3pPEeLLEHNEM HAMPSMYIO K STUM JIMLIAM.

TexHu4eckne Npobrnembl, CBI3aHHbIE C COXPaHEHUEM LIMCPPOBBIX MaTeEPHanoB
Criegytolmii KeMc, KOTOPbIM i PAaCCMOTPESA, MOKA3bIBAET Pa3BuTUE HOPM
APXMBMPOBAHMSI apPT-aKTUBUCTCKUX MPOEKTOB B OHMAMH-MPOCTPaHCTBE —
3TO aKums «TUXMM MUKET» M OQHOMMEHHLIM MabnuKk Bo «BkoHTakTe», koTO-
PbIft CTan MEecToM aKKyMynsLuMM SOKYMEHTOB aKuuu M Ga3oMn Ans co3haHus
KHUMM O npoekTe. [aHHbIM KENC SBMSETCS PEAKMM CIlydaem, KOrha BUPTY-
anbHble apXMBbl YaCTUHHO MATEPUANM30BaNMCh B BYMaXKHOM KHure (ofHaKo
MHOFO NU MHTEPHET-NabMKOB MOCTUraeT Takas ydacTs?). HakoHew, nocnega-
HUM Kelc, npoekT «[enpeccreHas Poccus B chopmaTte runep-peanmTu LLOy»
KatpnH HeHawesoi u MeaHa LlleBens, memoHCTpupyeT cuTyauuio, Korga
PYHKLMU COUMarbHbIX CETEM B CO3AAHMM MPOEKTa 3aKIoYaloTCsl He TOoSb-
KO B 3KCMOHMPOBAHUM, aKKYMYNALMKM SJOKYMEHTALMM U AUCKYCCMOHHOM MpO-
CTPAHCTBE, HO M B PYHKLMOHMPOBAHMMU HEMOCPEACTBEHHO B KA4ECTBE Meam-
YyMa@ — MHCTPYMEHTA, YMNPABMSIOLLEro Pa3BUTUEM COBLITUIM BHYTPM MPOEKTa.
D70 co3paeT Gonblume NPoOnembl ANs EFO apXMBaLMM: HEOOXOANMMOCTb one-
PaTUBHO OTCNEXMBATD M KOHCEPBMPOBAaTb MOLOOHLIE MaTepuansl 4O TOro,
KaK OHM mc4e3HyT m3 ceTn. O4eBMAHO, YTO 3TU MNpPobBrembl HEOBGXOAUMO
pewaTtb coBmecTHO ¢ |T-cneuuanuctamm.

Mpo6nembl 3KkcnepTU3bI, CBSI3aHHbIE C OTGOPOM peneBaHTHOM MHdbopMaLm
MomMMMOo TexHMYeCKMX NPoBem, ABa MOCHEAHMX KeNCa OBHAXAIOT eLle OAHY
rpynny npo6nem, CBA3aHHbIX C 3KCMEPTHLIM 3HAHWMEM. DTa TPETbd rpynna
npob6rem, KOTOPYIO 51 BbIAENSIO, CBSI3aHa C MPUBIEYEHUEM BHELLHWX SKCMep-
TOB Ansi (POPMMPOBAHMS CMeLManu3MpPOBaHHbIX apXMBOB. HayuHblit otgen
apxuBa «[apaxa» MmeeT GOraTylo NPaKTUKY COTPYAHWYECTBA C MpMriaLleH-
HBIMM CrieumanucTamu. B yacTHocTH, Ans hopmMpoBaHMS apXMBa MO aKTUBU-
CTCKOMY MCKYCCTBY MHOM Obifiv MPMBIiEYeHbl YHaCTHUKM apT-aKTUBUCTCKOrO
coobectea — Omutpuit NpuH, EreHns 3yGuerko, MaTeeit Kpbinos (Ckud)
1 TatbsiHa CyLLeHKOBa, KOTOpbIE B Ka4eCTBE POTO- U BUAEOAOKYMEHTATOPOB,
a TaKXKe OpPraHU3aToOPOB COBLITUM, MMEIOT AOCTYN KO BCEM aPXMBHOM MHGOP-
maumun. O4eBUAHO, 4TO OTGOP «MIOXO OMO3HABAEMbIX» KaK apXMBHblE maTe-
pranbl 06bLEKTOB MOXET OblTb CAenaH Haubornee KOPPEKTHO TOMbKO M3HY-
TP mpouecca — 3TO CIOXHO CAeNnaTb M3BHE, M3 CTEH MHCTUTYLMI. TaKoM
NoAXOA CO3BYYEH Takke aencteusm [Nutepa Baibens B paboTte Hafg BbiCTaB-
KOM M KHWroi «fmoGanbHbliit akTMBKM3M. McKyccTBO M KOHMKT B XX| Beke»,
O KOTOpPOM 9 Nmcana Bhille: Balbenb cobpan mexxayHapoaHYo KypaTOpPCKyio
KOMaHAY, COCTOSILLYIO HE TONMbKO M3 MCKYCCTBOBEAOB, HO U U3 XYAOXHMKOB
M aKTMBMUCTOB.
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«TaKTu4eckme megna» B aKTUBUCTCKOM UCKYCCTBE

B 3Tom pazgene s xo4y 6onee NogpobHO PacCMOTPETL 3HAYEHME «TaKTUYe-
CKMX MEAMar» ANs XyLOXECTBEHHOrO NMPoLecca, MOTOMY YTO BCE PACCMOTPEH-
Hble BbiLLEe NPOGNEMbl aPXMBALIMM aKTUBUCTCKOrO MCKYCCTBA HAMpPsIMyIO CBSI-
3aHbl C MX BO3PACTAIOLLEN POSbIO. DTO MPOUCXOAMUT HE TOMBKO B KOHTEKCTE
AKTMBUCTCKOIO MCKYCCTBA, HO M BO MHOTMX HabMIOAAEMBIX CETOAHS KYmNbTyp-
HbIX M coLMarnbHbIX NMpoueccax. [Ins akTMBUCTCKOTO MCKYCCTBA 3TO MPUHLMMU-
anbHbI MOMEHT, TaK KaK «TaKTUYECKME MeAMa» CTanu ero rmaBHbIM MHCTPY-
MEHTOM eLLie IO NOSIBNEHUSI MHTEPHETA: TOrAA 3TO ObINKM NMUCTOBKMU, BaHHEPHI,
rOPOJCKME PEKNamMHbIe MITOLLAAM, ceiyac — eLle M Onoru, akkayHTbl B COLI-
ceTaX, He3aBUCUMMbIe BEG-MNATCPOPMBI.

AKTMBUCTCKOE WCKYCCTBO CYLLUECTBYET BHE My3eMHbIX CTeH
M He 3aMHTEePECOBAHO BO BXOXMAEHWM B COCTAB KOMMEKLMIM U apXMBOB; €ro
NpeacTaBUTENM HACTO KOHPIIMKTYIOT C COTPYAHMKAMM MYy3EMHBIX M @PXMBHBIX
MHCTUTYLMIA B MOMBITKE NMPOTUBOCTOSTh MPOLIECCY NMPUCBOEHMS CBOMX PaboT
rocyflapCTBOM MIIM YaCTHbIM KamnuTanom. AKTUBUCTCKME XYAOXHMKM OOXO-
AATCs 6€3 UMHCTUTYLMOHANbHOW MOAAEPKKM, UCMONb3ysl MHTEPHET-MeAna
B Ka4yecTBe NIOLWAAKM AN MHPOPMUPOBaHMS 06 aKLMSIX, SKCMOHUPOBAHMS
JOKYMEHTALMM M Aaxe NPofaxu cBomx npoussefeHni. Kak nuwet MapuHa
Mcpaunosa, «apxune, CMU unu mHTepHET-meaMa B 3TOM KOHTEKCTE BbICTY-
MaloT KaK ansTepHaTMBa CyluecTByloLlemy apT-mmupy» (Mcpaunosa 2016: 55).

Mn. 7. «<MepmaYoap.
Mocksa». Qotorpadust
TaTbsiHbl CyLLEeHKOBOW,
2015.

«TaKTUYeCKME MeaMar», CO3LaBAEMbIe CAMMMM XYLOKHUKAMM-aKTU-
BMCTaMM, CEMOAHSI HYaCTO BbIMOMHSIOT CPYHKLMM My3€si M apPXMBA aKTUBMCTCKOTO
MCKYCCTBa, B TO BPEeMsl KaK COBCTBEHHO My3EM M aPXMBbl OKa3bIBAIOTCS MOPOM
HEAOCTAaTOMHO KBANMPMLUMPOBAHHBIMM M ONepaTUBHbIMM B 3ToM obnacTu.® Kak
M B 3MOXY MO3JHECOBETCKOTO HEOMUMANbHOMO MCKYCCTBA, B COBPEMEHHOM
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uckycctee Poccum HameTunacb B MOCiefHWe roabl TEHAEHLUMSI pasfeneHus
Ha apPT-UCTEBIIMLLIMEHT M HOBbIE «HOH-KOH(POPMMUCTCKME» MPOEKThI, KOTOPbIE
4YacTO HE MOTYT HalTU cebe MeCTO HU Cpefy MHCTUTYLIMOHATIbHBLIX MPOEKTOB,
HW CpeaM CamMoOpPraHM30BaHHLIX NoLwaAoK. MNpuUYnHOM Takoro pasgeneHus
MOCIY}WIT KOHCEPBATMBHBIN MOBOPOT B POCCUMMCKOM MOMUTUKE U pPacTyLLas
LieH3ypa CO CTOPOHbI BIIACTHBIX CTPRYKTYP, @ TaKXe AaBlieHME CO CTOPOHbI
npaBbIX aKTMBUCTOB. [Tprmepamm moryT cnyxmTb «aeno Pussy Riof», no koTo-
POMY YyHaCTHMLbI FPYMMbl OTOLIIM ABA rOAa 3aKIOHYEHUS B KOMOHWMM «MO MOTH-
BaM PENUIMO3HOM HEHABWUCTU U BpaxAbl» 3a nepdhopmaHc B Xpame Xpucta
Cracutens; cpbiBbl NpoBegeHus doectusans «MeamaYoap» mM3-3a gaBneHus
CO CTOPOHbI BIlacTEM WM HamMageHWiM CTOPOHHWUKOB YILTPAMPaBbiX ABMMXEHMIM
(cm. mn. 8)° u apyrMe MHOFOYMCAEHHbIE OTMEHbI BLICTABOK M MEPOMNPUSTHM
M3-3a Yrpo3 M NPOBOKAaLMM.

B pesynsrate Havana hOpPMMPOBATLCS HOBasi KymnbTypa 3aKpbi-
TbIX MEPOMPUSATUIM, LOCTYM K KOTOPbIM MOXHO MOMYYUTb TOSMBKO Yepes «CBO-
ux». [penctaBneHne o6 3TUX COBLITUSAX 3PUTEMb MOXKET MOMYYUTb TOSLKO
no uHdopmaLmm, NyBGrIMKYemMOM B COLICETSX, KOTOPbIE CTAHOBSITCS MECTOM
SKCMOHWPOBAHMS M OBCYXAEHMS TaKMX MPOEKTOB. MCKyccTBOBEA M KypaTop-
ka Haps MnyHraH B cTaThe, nogeogsiiei ntorn 2010-x rogoe, OTMEYAET, YTO

Korga nop Bo3peicTBMEM LIEH3YPbI CYKAIOTCS BO3MOXHOCTH Aek-
CTBOBAaTb OTKPLITO, YaCTb SHEPIMM YXOAMUT B KySlyapbl U B OHMAMH, B 3aKPbl-
TOe MPMBATHOE MPOCTPAHCTBO. TONMbKO TEMepb K TAKOMY «MPUBATHOMY»
NMPOCTPAHCTBY MapafoKCanbHbIM OBPA30OM OTHOCATCS B TOM YMCIe Jinu-
Hbleé aKKayHTbl XYAOXHMKOB, aKTUBUCTOB U BNOrepoB B COLCETSAX, CTAHOBSI-
LUMECS MEAMATOPOM MENAY aBTOPOM M 3PUTENEM-YHACTHMKOM MPOEKTOB.
McenepoBatenu cdpepbl KOMMYHMKAaUMIA FOBOPST O FNYOMHHOM TpaHC-
chopmaummn U CMmelleHun Kateropwui private u public B pesynstate uudp-
poeusaumn. Qopmupyercs cBoero poga «nosiydacTHasi cpepa» — Hanpm-
MEp, aKKAyHTbl B COLICETSIX, KOTOPbIE OAHOBPEMEHHO M OTKPbLITHI ANs BCEX,
M MPU 3TOM SBASIIOTCS NMYHBIMM cTpaHmuamu (Papacharissi 2016). MmeHHO
OHM CErofHsi YacTO CTAHOBSATCS MMOLAAKAMM AN PEeanu3aummu NpOeKTOoB

«...AOMUHUPYIOLLIEM CTpaTerneit MOKONMEHUS CTanu XYAOXKECTBEHHbIM 3CKanuM3m W rnybokoe
camoobpasoBaHue: Ha Ge3yCrIoBHOE MEPBOE MECTO BbILLMM 3MH-KYNbTYPa, KBAapPTMPHbLIE BbICTABKY,
Tenerpam-KaHanbl M nabnuku “BrkoHTakTe”, nossonsiowme chopmMmMpoBaTh HE3ABUCMMOE aBTOPCKOE
MPOCTPaHCTBO MO CBOMM 3aKOHam. TeppuUTOpMsi TBOPYECKOro MOMCKa 3a Npeaenamu feranbHowM
KynbTypbl yBEeNMYMIIaCb O4Y€Hb 3aMETHO, M 3TOT MPOoLecC TOJSIbKO HAapacCTaeT, MOCKOJIbKY aKTUBHO

NpUrNawaTh B 3Ty NeranbHyIo KynbTypy "HoBble MMeHa" HUKTO He ToponuTtcs» (MnyHrsiH 2019).

AKTUMBMCTCKOrO MCKycCTBa. B 3Tom rmaBHOe oTnuuMe cerofHsWHMX Mpo-
LEeccoB OT HeooMUManbHOrO MCKYCCTBa COBETCKUX BPEMEH: B pe3ynbTa-
Te nosieneHus HesaBMcMMbiXx CMM 1 «TakTUYECKUX meama», CeropHsi-
HUE XYLOMHMKM-HOH-KOH(POPMMUCTHI (M, YTO BAXKHO AnS AaHHOM CTaTbu, Te
M3 HUX, KOFO MOXXHO CYMTaTb apPT-aKTUBMCTaMM) NOMyHaloT AOCTYN K Gonb-
wum ayautopusim. Kopnyc apxmBHbIX MaTepuanos, KOTOpbie OOPMUPYIOT-
cs B MpoLuecce peanu3aumm NMpOeKTOB, AOBOMbHO OBLIMPEH. DTO U TEKCTHI
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AHOHCOB, M PEropPTaXM C aKUMi, M MOCT-PEenu3bl C NMOABEAEHUEM WUTOrOB,
1 dpOTO, ayaMo- 1 BUOEOLOKYMEHTALMS, M OHNAMH-TPAHCISLUM, U, KOHEYHO
e, OBCYXAEHMS B KOMMEHTapUsIX K MOCTaM. DTU KOMMEHTAPWM BbiSIMBA-
IOTCS MOAYAC B KPaMHE ComepaTernbHble AMCKYCCMM C y4acTMEM Heorpa-
HUYEHHOrO Kpyra AesTefiel KymnbsTypbl M APYrMX Mosib3oBaTenen, CTaHOBSCh
BaXXHbIM Pa3BUTMEM MPOEKTa. MIMEHHO OHM — Haubornee CNoXHbIN 06b-
KT AN apPXMBUPOBAHMS MY3EMHBIMM MHCTUTYLMSIMM, TaK KaK, B OTM4Me
OT TPAANUMOHHBIX BUOOB TEKCTOBbLIX U BU3YyalibHbIX JOKYMEHTOB, HAaXO4ATCA
B MOCTOSIHHOM AWMHAMMKE.

CoumanbHble CETM M APYrUe «TAaKTMHECKME MeaMa» CerogHs
BO MHOIOM anponpumMpYIoT OYHKLUUKM My3esi COBPEMEHHOIO MCKYCCTBA —
06pazoBaTesbHYIO, OUCKYPCUMBHYIO, KOMMYHMKALMOHHYIO, KOHCEPBUPYIO-
wyto. BaHO oTMeTMTb MCronb3oBaHWE MPOCTPAHCTBA JIMHHOMO aKKayH-
Ta aBTOPa B Ka4YeCTBE MHCTPYMEHTa A ero nybrMyHOM XyOOXeCTBEHHOM
desitenbHocTM. bnaropgaps coucetsm noboe cobbiTUe B JIMYHOM KM3HMU
XYAOKHUKa (BonesHb, Aenpeccus, 3NmM304 HAaCUUS) CTAHOBUTCS BUAMMBIM,
a Nnopoy M MpesBpaLLaeTcs B maTtepuarn Ans apT-npoeKkTa. To NpoCcTpaH-
CTBO cO34aeT 6GosibluMe BO3MOXHOCTM, OLHAKO SABMAETCA KpalHe HeHa-
OEXHbBIM M MOXET MepecTaTb CYLLECTBOBATb B JIIOGOM MOMEHT MO KENaHMIO
Bragenbues 6roros unu genctemin Bnacten. [ocnegHue rogbl mMbl Habso-
Jaem pacTyliee CTPemSieHME roCyJapCTBa KOHTPOMMPOBATb MHTEPHET,
B pEe3ynkTate Y4ero MHOMMEe M3 OHJIaMH-MPOEKTOB, CBS3aHHbIX C aKTUBM3-
MOM, MOMAZAIOT Nnog 6/IOKMPOBKY, @ TO M MOA YrONIOBHYIO OTBETCTBEHHOCTD,
KaK 3TO CEerofHsl, Harnpumep, NMPOMUCXOAUT C aKTUBMCTaMM CTYAEHYECKOro
OoHnamlH-uzgaHmsa DOXA®

MexayHapoOHOe apxXMBUCTCKOE COOBLLEeCTBO Ye paboTaeT
C TaKMMKM HEPOPMANbHBIMM LIMCPPOBBIMM apXMBamM — aBTOPCKMMM 6rio-
ramMu M aKKayHTamM B COLICETSX: HanNpuMmep, B pamkax npoekTta Southeast
Asian Performance Collection (SAPC) (Kwan 2019). O cywecTsoBaHUM
nogo6HbiX npakTMk B Poccum mHe mnoka HeuseecTHo. PelueHnem moryT
CTaTb KaK CreuMasnbHbli CoOPT AN MOHUTOPMHIA M COXPAHEHUS PEneBaHT-
HOM MHCGPOPMALMM, TaK U COTPYAHUYECTBO C SKCMEPTaMM M3 MCCIIeAyeMoro
coobLecTBa.

AKTUBUCTCKOE UCKYCCTBO B apXuBe: HOBbl€ BOMPOCHI U 3aaa4um

Ons Yaka [Leppuibl «apxue — 3TO He npobriema Hallero MpoLUoro,
He npobrnema KOHUENTyanuM3auuu ele Ham LOCTYMHOTO MSM YyXe Hepo-
CTYMHOrO MPOLUSIOrO, T.€. aPXMBMPYIOLLEH KOHLEMUMM apxuBa, HO mpobre-
Ma Halero GygyLuero, noxarnyM, LUeHTpanbHbIiM Bonpoc GyayLuero, BOnpoc
06 oTBeTe, oBeLLaHMK M OTBETCTBEHHOCTH 3a Byayiee» (ApgawkmHa 2013:
91). OnmcaHHble MHOM NMPOBNEMbl APXMBUPOBAHUSI AKTUBUCTCKOTO MCKYCCTBA
M PacCMOTPEHHble KeMCbl LEMOHCTPUPYIOT KaK HOBbIE TEXHWMYEeCKWe BO3-
MOXHOCTH, KOTOpPbIE MOSIBUIIUCL Y XYAOMHMKOB KaK BraferibLeB «TaKTude-
CKUX MEAMa» AJ1s PaCcrpOCTPAHEHMS], SKCMOHUPOBAHMS U JOKYMEHTUMPOBaHMS
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CBOMX MPOW3BEAEHUIM, @ TAKXKE CO34aHMsI AUCKYPCMBHOTO MOJSIS BOKPYT HUX, TaK
M OrpaHMUYEHMsl, KOTOPbIE BO3HMKAIOT MO Mepe Mx passuTus. Mccnegosateny,
KPUTHMKM U @PXMBUCTDI, KOTOPLIX 1 LUTMPOBANA, YXe PaboTaloT C 3TUMM MPo-
6rnemamu, OLHAKO OCTAETCS eLe O4EeHb MHOIO BOMPOCOB, KOTOPbLIE S YaCTUY-
HO PAacCMOTpEesnia B 3TOM CTaTbe, HO KOTOPbLIE HYXAAIOTCSA B AasbHEMLLEM
OCMBICIEHMM 1 0BCYAeHUW. Kak apXMBMPOBATb KM3Hb XyAoXKHMKa? JJo KakoM
CTEMEHU JINYHbIM aKKAyHT aBTOPAa B COLMANbHOM CETU SIBSIETCS MATEPMATIOM
ONsi @PXMBHOMO KosnekumoHmpoBaHus? Kak BnusieT nosmums XyoowHUKa-
AKTUBUCTA HA METOAbI APXMBUPOBAHMS aPT-MHCTUTYLMI? Kak ObiTb C aBTOp-
CKMMM MPaBaMM B CUTYaLMsIX, KOT4A B KOJIFIEKTMBE aBTOPOB CYLUECTBYIOT
pasHble Mo3uuMM Mo MOBOAY COTPyAHMYecTBa ¢ apxuBamu? Kak oTHOCUTbCS
K MaTepuanam, KOTOpble Ye HaXOASTCs B OTKPBLITOM AOCTYrNe B MHTEPHEe-
Te, HO aBTOPbl HEe FOTOBbl IOPUAMHECKM OCPOPMIATb Mepeaady MpaB Ha MX
ucnonb3oBaHMe apxmBy? Kak oTcnexuBaTb M3MEHEHUs B Briorax M akkayHTax
B COLICETSAX, KOTOPbIE B NOGOM MOMEHT MOTYT BbiTb YHUHTOMEHbI MMM 3aKPbi-
Thl MO peLueHuto BracTein? YTo genatb ¢ TeMn maTepuanamm, KOTopble Gbin
NMPU3HaHbl SKCTPEMUCTCKMMM B cyaeOHom nopsake?! Kak apxmBupoBaTb guc-
KYCCMM, Pa3BOPAYMBAIOLLMECS B KOMMEHTAPUSX M MOTEHUMANbHO HE MMme-
owme KoHUa? NoMMMO 3TUX IOPUAMHECKMX M TEXHUHECKMX BOMPOCOB, €CTb
M PSA KOHLEMTYambHBIX: KTO MOXET BbICTYMNaTb SKCMEPTOM MO OTOOPY AaHHO-
ro matepvana? JJaet nu akagemm4eckoe MCKyCCTBOBEAYECKOe oOpa3oBaHue
HEOBXOAMMbIE HABbIKM AMNsi 3TOTO MM HYXHA AOMOSIHUTENbHAS CrieyManmsa-
umsa? CTOUT 51 NPUBNEKaTb K 3TOM PaboTe CaMMX YHaCTHUKOB XYAOKECTBEH-
Horo npouecca? Bce aTu Bonmpochl SBRSIIOTCA HOBLIMM [Nl OTEYECTBEHHOTO
APXMBHOIO AeNla U TPEBYIOT DKCMEPUMEHTANbHOro MoaXona, MPW3BaHHOMO
HaNTM afEKBATHbIA ANS KaXXAOM KOHKPETHOM CUTyauMM METO[L apXMBUPOBA-
HUA. I'Ipe,qnomeHHble MHOM B 3TOM CTaTbe OTBETHI HA HEKOTOpPbIE U3 BbiLLENEe-
PEUMCIIEHHBIX BOMPOCOB HE SIBMSIOTCS YHUBEPCASbHBIMM U1, KaK Jiobble HOBa-
TOPCKME TEXHOMOTMM, MMEIOT CBOM Criabble MECTa M HYXAAIOTCS B NMPOBEPKE
BpemeHem M popaboTke. Mcxoas U3 3TOro, MPUHUMMMANbHO BaX{Ha rOTOB-
HOCTb aPXMBMUCTOB PETYNISPHO MEPECMaTPMBaTL CBOM METOLbl PaboThI.

The Garage Journal: uccnefoBaHus B 061acT MCKYCCTBA, My3€€B U KynbTypbl 182



TatbsHa Bonkosa

1. Beautiful Trouble. Creative Tools for a More Just World. Beautifultrouble.
org, https:/www.beautifultrouble.org (13.06.2021).

2. The Yes Man, https://theyesmen.org (13.06.2021).

3. TepMMH «TaKTMYecKue meamar 6bin BBeAeH B 1996 roay HUAepnaHACKMMMU
nccnegosatensmm asugom fapcra u leptom JloBrHKOM, KOTOpPBIE OMNpe-
Lensnv UX KaK «meama Kpuamca, KpuTuku u onnosuummn» (Kupees 2005).
Briarogaps TeXHWYECKOM PEBOMIOLMKM B MOTPEBUTENBCKOM SNEKTPOHMKE
1 CMM wnpokuit Kpyr nonb3oBaTenei Hadvan Co34aBaTh M MCMONb30BaTb
pewesble DIY-meamna. Kak ytounsier Oner Kupees (2005), «[o]npeaenerve
"TaKTUYECKMi" NogHepPKMBAET MOBMIIBHOCTb, KOTOPAs 4AET MPEBOCXOACTBO
Hag TaKMMM "CTpaTErM4ecKMmmn” UrpoKamu, Kak GosbLuoi BU3HEC M rocy-
papcTeo». Kak npaBuno, TakTM4eckue meama — 3TO CPELCTBa MOMOAOM
KyNbTYpbl, TOBOPSILLME Ha S3bIKaxX HEGIOAKETHOIO KUHO, BUAEOAKTUBM3MA,
UHTEPHET-MOPTANOB U COLMANbHbLIX CETEM, MMPATCKMX PAAMO, HOH-MPOOUT-
HbIX U3AaHWM, KOTOPbIE BbIIU AKTUBHO OCBOEHbI POCCUIMCKUMM aKTUBMCTaMM
B 2010-e rogsbl.

4. OTmeuy, YTO M3MEHEHUS MPeTepneBaeT U durypa KypaTtopa. MeHsioTcs
PYHKLMMU U hopMaT AeSTENbHOCTM KypaTopa, PaboTaloLero ¢ akTUBUCT-
CKMM UCKyccTBOM. [NosiBrisieTcs HoBasi domrypa — KypaTop-aKTUBMCT. B KHu-
re «KypaTopcKkmit aKTUBM3M: Ha MYTU K 3TMKe KypaTopcTea» Maypa Painu
nmweT: «"KypaTopcKuit akTUBUM3M' — 3TO TEPMMH, KOTOPbIN S MCMOSb3YIO
NS 0603HAYEHMSI MPAKTUKM OpPraHM3aLmMu XyAOXKECTBEHHbIX MPOEKTOB
C LUernblo CAenaThb TaK, YTOObI OMpPEeAEneHHbIE MPYMMbl XYAOKHMKOB GonbLue
He BbIfIM FETTOM3UPOBAHbI UIM UCKITIOYEHbI M3 OCHOBHBIX HAPPATMBOB UCKYC-
cTBa [...]. KypaTopckue aKTMBUCTCKME MPOEKTHI MPOAEMOHCTPUMPOBAH,
YTO BO3MOXHbI HOBbIE MOAXOAbI K KypaTopcTBy. Ho 3To elue u maHmdpecT
nepemeH B mupe uckyccteax» (Reilly 2018). KypaTtopckui aktuemam ans
Painu — 3To mepeoueHKa CyLLECTBYIOLLMX KYPATOPCKMX MPAKTUK, KOTO-
pble AenaloT MUP COBPEMEHHOTO MCKYCCTBA «CEKCUCTCKMM, PACHUCTCKUM,
yrHeTaowmmy (Reilly 2018). Hoeble npakTukm KypaTopcTBa NPOTUBOCTOST
nio6oM AUCKPUMMHALMM: MACKYSIMHHOCTU U CEKCU3MY, MPUBUIErMPOBaH-
HOMY MOMOXEHMIO BenbiX U 3anagHOMY LEHTPU3MY, FETEPOLIEHTPUIMY U
nec6o- u romopobumu. [ns KypaTopCcKOro aKTUBM3MAa BaXKHbl DABEHCTBO
B penpeseHTaumm 1 pasHooBpasme rofocoB B UCKYCCTBE.

5. global aCtlVISm. 2013. The ZKM | Center for Art and Media Karlsruhe. Zkm.
de, https://zkm.de/en/media/video/global-activism (13.06.2021).

6. Weibell (2012) Personal communication.

7. global aCtlVISm. 2013. The ZKM | Center for Art and Media Karlsruhe. Zkm.
de, https://zkm.de/en/media/video/global-activism (13.06.2021).

8. dis/order. Art and Activism in Russia since 2000. Ludwig Forum Aahen. 2017.
Ludwigforum.de, http:/ludwigforum.de/en/event/disorder/ (13.06.2021).

9. Bopkwon «Kak repou yLunu, a mbl octanmce. AkupoHnam 2020». Garagemca.
org, https://garagemca.org/ru/event/workshop-how-heroes-left-and-we-
stayed-actionism-2020 (13.06.2021).

10. HezaBucumbiM mopTan o nepchopmaHce, apT-aKTUBM3ME, aKLMOHM3ME
Spaika.media, https:/spaika.media (13.06.2021).

The Garage Journal: uccnefoBaHus B 061acT MCKYCCTBa, My3€€B U KynbTypbl 1 83



Mpo6nembl apxmMBaLMM aKTUBUCTCKOTO UCKYCCTBA B POCCUIMCKUX My3esx
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Article

Conceptualizing Exhibitions as Sociopolitical
Research: An Analysis of European Exhibition
Practices of the 1990s*

Mateusz Sapija

This article examines the role of conduct major surveys on Eastern
contemporary art exhibitions in the European art, aiming fo legitimize
process of the political integration art from the region and place it

of Europe between the Cold War's into a universal cultural context.
end and the European Union's The article demonstrates how
Eastern Enlargement. To do so, it curatorial research was employed to
analyzes a range of inter-European strengthen and illustrate international
exhibitions that aimed fo construct political policies. Consequently, it
and disseminate a new notion of a discusses resonating examples of
‘united’ European art world. These such institutional strategies, using
exhibition projects intended either five major art exhibitions (Europa,
to ‘bring together' artists from Europa, Inferpol, Manifesta 1,

the former East and West, so as Manifesta 2, and Affer the Wall)

to break the dichotomies of their realized between 1989 and 2004 as
distinct sociopolitical roots, or to case studies.

Keywords: contemporary art, cosmopolitanization, curating, democratization,
Europeanization, post-communism, universalization

Attempts to define Europe's sociopolitical and cultural ‘essence’ post-1989
have primarily constituted a political project, which nonetheless included
various aspects of a cultural critique. Contemporary art exhibition practice
was one of the confexts, and practices, used for questioning and breaking
the dichotomies between the European East and the West with regard to their
sociopolitical rootfs, assumed to be distinct. Such projects were organized
mainly in Northern and Western Europe, intending either to 'bring together’
artists from the East and West in collaborative group shows, or, through
curating major surveys of Eastern European art, fo inscribe their practices
into the universal/Western cultural context!

In 1991, German curator Christoph Tannert spoke about the
West expecting ‘beneficial, exotic powers from the East’ and a renewal of
Western art—speechless and oversupplied—through the East (Tannert 1991:
32). Western Europe, facing crises of ‘meaning’ and ‘identity’ in light of the
collapse of its main ideological counterpart, awaited refreshing cultural energy
from the East, hoping for a cultural awakening fo come from the unexplored
territories. Cultural circles had high hopes for the Eastern subversive approach
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fo art, based on ‘dissidence’ (Piotrowski 2012: 15). According fo Tannert (1991),
the main task of Western European institutions was to ‘protect and stabilize its
moral attitudes' in order to preserve the Eastern dissident attitude, potentially
beneficial to the West (p. 32).

Simultaneously, the East European art scene opened itself towards
Western sociopolitical paradigms, which included the Western art world. Despite
being created in geographical proximity, East European art had developed
under fundamentally different conditions. Eastern European artists and curators
operated under Western influence and, in many cases, in confrontational
relation to the official cultural politics of the state (Piotrowski 2012).

Thus, the process of actual merging these two systems—including
their aesthetic traditions, institutional attitudes, and sociopolitical realities—
appeared extraordinarily complex. Through the analysis of four European
contemporary art exhibitions developed between 1994 and 2000, this paper
aims to problematize the use of contemporary art as a presumably neutral
platform of dialogue between Eastern and Western European states that in
reality supported the process of sociopolitical Europeanization of the former
East. Furthermore, the analysis situates these projects within the broader
debates on the attempts to construct the post-ideological sociopolitical
landscape of democratized Europe post-1989, through the means of
contemporary art, as well as identifies and conceptualizes four distinct
attitudes towards the process of European democratization: universalization,
confrontation, cosmopolitanization, and problematization.

Discussing resonant examples of these institutional (and
simultaneously political) strategies that informed exhibitions such as Inferpol
(1996), Europa, Europa® (1994), Manifesta 1* (1996), and Manifesta 2 (1998),
as well as attending to a less debated exhibition entitled Affer the Wall:
Art and Culture in Post-communist Europe® (1999), is meant to provide fresh
understanding of European democratization as pursued through exhibition
making and reassess the outcome of those efforts. Consequently, the article
contributes fo research assessing the post-1989 changes within the art world.
By combining a review of literary sources (such as exhibition catalogues and
debates from the time) with primary data sourcing (i.e., an interview with
the Moscow-based and internationally acclaimed curator Viktfor Misiano),
the paper aims to deliver new knowledge on already debated case studies.
Its main argument is that the majority of exhibitions aiming to explore the
process of Europeanization and democratization in the 1990s can be analyzed
as employing one (or more) of four curatorial/epistemological strategies:
universalization, confrontation, cosmopolitanization, and problematization.
The article is structured around introducing each of the strategies and
analyzing them through a case-study approach.

The predominant motivation driving the curatorial strategy of
universalization was an ambition to inscribe Eastern European modern art
into the previously western-dominated art historical canon. At the same time,
this curatorial and research effort responded to the necessity of producing
new and improved discourse on Central and European art history, canonizing
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new artists, and finally, producing new narratives describing previously
neglected (by institutions and scholars) Eastern European art history.
Universalization meant to challenge the hegemonic relations operating within
European art history by employing a comparative approach, questioning the
canon and searching for the essence of post-Yaltan identity. This type of
curatorial discourse—discussed here using the example of Europa, Europa—
mirrored the political narrative of Europeanization by using the language
figures of 'building bridges,' ‘overcoming divisions,” and ‘creating the whole
picture’ (Czubak 1995). It looked for roots common fo European culture as
a whole (in case of Europa, Europa’s rhetoric, located in Christian, Greek,
and Jewish traditions) and questioned national distinctions. Universalization
championed the avant-garde tfradition as a movement operating both in
Eastern and Western Europe, and deemphasized the specificity of Eastern
European art. At the same time—as proven by my examination of Europa,
Europa’s outcomes—this strategy was questionable from the perspective of
art history itself: it lacked theoretical and methodological novelty, ultimately
adjusting itself to hegemonic approaches, endorsing and mythologizing the
concept of universalism. The research effort pursued under Stanistawski's
lead and, consequently, the institutional strategy driving the exhibition were
largely directed at establishing Eastern European art as ‘worthy enough’ of
appreciation by a western public and scholarship, ultimately leading to what
may be called a simplified reading of European modern art history based on
juxtapositions and similarities between Eastern and Western art.

Developed in the transitory moment of the mid-1990s, and
representing the confrontational model of exhibition making, Inferpol invited
its participants to establish the boundaries between the space of their
practices and the institution’s ferritory. The exhibition exemplified an early
stage of curatorial practice as an artist-led, participatory, and collaborative
endeavor. Inferpol's format, with artists having to negotiate the relationships
between themselves and the shared space of the exhibition, determined its
confrontational aspect. At the same time, the format and dynamics of the
project, which entailed replacing the artists’ previous individual identities with
a new, unified community, became a reflection of the unification and post-
ideological reform of the redefined Europe. Hoping to become global and
cosmopolitan, while at the same time enacting a praxis of radical democracy,
Inferpol ultimately became an idealistic and not fully achievable project. As
revealed by the project’s final stage, the confrontational curatorial strategy
offen led to uncontrollable and counterproductive results. The negotiation
and inevitable conflict that it stimulated ended up unconstructive due to
a range of factors: incoherencies in the curatorial and institutional work;
the distinct characteristics, ambitions and backgrounds of the Russian and
Swedish artists who were both Inferpol's main participants and its antagonists;
and, finally, differences in the ideological and aesthetic understandings of
art represented by those involved. The project's controversies came from its
rebelling against the idea of the ‘universal’ and largely ‘post-ideological’ order
proposed for the post-1989 European contemporary art world. Simultaneously,
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Inferpol's outcomes demonstrated the diversity of European art scenes and
uncovered the necessity of establishing a sustainable and horizontal dialogue
within them, as well as providing evidence for a sense of identity crisis in
the Western world after the fall of the Berlin Wall in which the formerly
hegemonic Western cultural institutions and stakeholders searched for ‘the
other’ in order to position themselves.

The roots of the cosmopolitan approach, exemplified by the nomadic
Manifesta biennale, are located in the concept of cultural globalization being
an effect of the post—Cold War paradigm in which Western Europe, as both
a geopolitical and philosophical space, projected itself as a realization of a
political utopia of liberalism. Through projects like Manifesta 1 and Manifesta
2, and their commitment to championing the reunited post-1989 continent, a
cosmopolitan approach to exhibition production meant to solidify the sense
of Europeanness through a post-ideological cultural discourse. Emerging
from a need to respond to the reconfigured cultural and political landscape
after 1989, Manifesta aimed to inhabit consequential cultural spaces. In
this instance, with cosmopolitan curatorial discourse largely driven by
Europeanization and bridging the gaps between the former European East
and West, exhibition making became a particularly visible part of European
integration policies. Manifesta, supported by funding coming from respective
national offices responsible for promoting culture abroad, appointed itself
the fask of supporting the renovation of democracy in Eastern Europe and
the development of democratic procedures within it—endeavors reflected
in the exhibition’s allegedly fully democratic, inclusive, and open format.
Simultaneously, Manifesta's discourse was para-political, promising access to
the art market and network. However, until very recently, the biennale did not
decide fo operate in Eastern European countries, attributing this choice fo a
lack of infrastructure, poor local economies, and unfriendly political climates.
Early iterations of the biennale often led to strengthening the Western-
hegemonic discourse, even though it promised an in-depth interrogation
of an integrating Europe. The project's ambition and the model it employed
were common fo several curators and researchers who engaged with
cosmopolitanization in the 1990s and early 2000s: their aim was to capture
the spirit of the post-1989 era, present and champion a new generation of
artists, and position them in the redefined European cultural landscape.
As a project marked by a predatory approach to the cultural and artistic
peripheries of Europe, Manifesta may be a perfect example of two processes
characteristic of the strategy of cosmopolitanization: implementing cultural
diplomacy policy through contemporary art and Northern institutions and
curators taking an early-1990s hegemonic approach fo the post-1989 cultural-
political landscape.

Problematizing the post-communist condition marked the final
stage of curatorial research inquiry info Europe'’s 1990s integration and the
meaning of the post-communist condition—a notion that had, until then,
existed primarily as a geopolitical reference. After the Wall: Art and Culture
in Post-Communist Europe, which aimed to counter the ‘othering’ of Eastern
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European art and the ‘representational model' of curating, exemplifies this
approach. To do this, the project staged an interrogation of post-communism,
weaving it out of individual artistic practices. Simultaneously, it rejected the
sociopolitical context as the only framework through which the art of the
1990s should be read, claiming that achieving a ‘balanced view' through a
singular curatorial endeavor was impossible. The strategy of problematization
recognized that despite the communist era being politically over, several artists
and intellectuals were still keen fo interrogate its legacy. David Elliott, in one
of the exhibition’s catalogue essays, notes that the period of post-communist
normalization was meant to be temporary (Elliott 1999), lasting until the end
of the 1990s. This limit extended to artistic and curatorial production as well.
After the Wall meant fo problematize this zeitgeist, defined by the rhetoric of
a ‘common future' and expressed by the slogans of ‘rebuilding’ and ‘bridging’
two reunited Europes, proposed by the ‘old EU' as it underwent an identity
crisis. It took aim at it by critically interrogating the Europeanization process
and the role of contemporary art within it. According to the show's main
curator Bojana Peji¢, the difficulty of grasping the changes in post-1989 Europe
came from an accumulation of accelerating and (often) novel sociopolitical
processes at that time: globalization, post-communist transformation, and
post-colonization within and outside of Europe (i.e., the process of bridging
separations while simultaneously creating new ones in the continent). As Piotr
Piotrowski (2011) claims, even though his own cultural analysis unraveled ‘many
Europes,’ the West recognized Eastern Europe only on the basis of universality
and similarity. In this framework, the post-Soviet space became the European
‘gray zone,' playing a role in creating new separations. Ultimately, Affer the
Wall was a result of extensive research engagement with post-1989 Europe,
contributing to expanded investigation of the notions it proposed, although
it simultaneously reinforced the ‘cultural representation model’ to which it
had initially objected by framing all participating artists as inhabitants of the
'post-communist condition.’

Aspirations of universalization

Unprecedented in its scope, Europa, Europa was one of the largest and
most comprehensive surveys of Central and Eastern European post-war and
contemporary art to be realized by a Western institution after 1989. Presenting
more than 700 works by 200 artists, along with an equal volume of material
from the fields of literature, film, theater, music and architecture, it took on the
challenge of expanding a universal art history to encompass the former East
of Europe. In this way, the project responded tfo the lack of discourse, or rather
of 'high-quality discourse’ (Stanistawski 1991) on Central and East European art
in Western art history. The exhibition’s curatorial team, supported by a range
of specialists including the influential Polish art historian Andrzej Turowski,
proclaimed that contemporary art history is fragmentary and questioned the
Western-centrality of European art (Turowski 1991). After choosing Bonn and
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Figure 1. Ryszard
Stanistawski (left) and
Stanislav Kolbel installing
the Europa, Europa exhibi-
tion curated by Stanistawski
and Christoph Brockhaus
at Kunst-und Austellung-
shalle der Bundesrepublik
Deutschland, 28 May—16
October 1994 (courtesy of
Zacheta Narodowa Galeria
Sztuki)

its Austellungshalle der Bundesrepublik Deutschland (Art and Exhibition Hall
of the Federal Republic of Germany) as a neutral and relatively new location
for a major show, and also a city surrounded by important metropolitan
centers such as Berlin or Frankfurt, the German curatorial feam assigned a
specialist to every country represented. Driven mostly by Ryszard Stanistawski
and Turowski, with Brockhaus's role reportedly a token, marginal one (Mazur
2016), Europa, Europa took on an ambitious task: that of challenging the
paradigm of European art history so as to prevent hegemonic relations
from operating within it (Turowski 1995). To do so, the curators adopted a
comparative approach and questioned the canon of European art history,
while at the same time posing questions about post-Yalta European identity
(Piotrowski 2011).

The curatorial discourse of Europa, Europa resembled the political
messages of that time: it focused on ‘building bridges,’ ‘rejecting East-West
divisions," and seeing European culture ‘as [a] whole' (Czubak 1995: 313—316).
Stanistawski claimed that European culture had been ‘built on the Greek and
Christian traditions,” which included the traditions of Eastern artists and their
oeuvres (Czubak 1995). His framework consisted of three main elements: 1)
questioning national distinctions in post-war European art and focusing on
the traditions of both Western and Eastern avant-gardes 2) highlighting the
pluralism of East European art, and, finally, 3) weaving Judaic culture and its
impact info the complete picture of European culture. In result, a complete
picture of a homogenous Europe and its culture was constructed based on
the blend of the avant-garde and Jewish culture (Turowski 1995).

It is difficult to question the extraordinariness of Europa, Europa
when it comes to the amount and quality of historical and artistic material

The Garage Journal: Studies in Art, Museums & Culture 199



Conceptualizing Exhibitions as Sociopolitical Research

it presented. At the same time, however, its approach to redefining East
European identity and culture, as well as its strategy for rewriting and
intervening info modernist art history, might be seen as problematic from
the point of view of the discipline itself. As pointed out by the seminal voice
of the late Polish art historian Piotr Piotrowski (2011), the exhibition did not
offer any new theoretical or methodological approach, but rather adjusted
itself to a previously organized art geography. It did not question the Western
concept of universalism, but endorsed and mythologized it, 'subjecting
Eastern European art to an inspection of the West' (Piotrowski 2011: 18—19).

Confrontation as a curatorial research strategy

Inferpol was a joint project of Russian and Swedish curators Viktor Misiano
and Jan Aman realized in Stockholm between 1994 and 1996. Drawing on
Misiano's curatorial strategy, it was based on inviting a group of artists from
Russia and Sweden and asking each of them to invite an international artistic
collaborator in order to produce an artist-led and collaborative exhibition,
ultimately reducing the role of the curator fo that of a mediator (Misiano
2018, personal communication®). As commissions by artists were meant to
occupy the whole space of the exhibition, their collaboration involved the
negotiation of conflicts through dialogue from the outset (Misiano 2005).
Realized in a historical moment for both countries—the end of state socialism
in Russia and Sweden's ambition to reject its peripheral status—the exhibition
became a project on democracy and a symbolic metaphor of a new, post-
ideological and unified Europe made from the former East and the former
West (Misiano 1996). In response to the sociopolitical spirit of the 1990s and
inspired by some of the ideas of Agamben’'s Coming Community (1990),” the
curators aimed to dispense with the previous identity of the artists and build
a new community (Misiano 2018). As described by Misiano, Inferpol aimed to
be a global and collective piece, willing to execute ‘globalization from below’
(Misiano 2018, personal communication), yet, at the same time, an enactment
of radical democratic ideas—a consciously utopian and romantic project.
The staged conflict happened to be less productive than
envisaged by the curators. Incoherencies in the visions of Inferpol curators
Misiano and Aman meant that the invited artists represented two separate
artistic approaches: Russian artists followed their usual strategy of enacting
public actions and gestures (determined by the socioeconomic conditions
of the Russian art scene), while Swedish artists, interested mostly in object-
based practices, envisioned their participation as autonomous (Misiano 2005;
Misiano 2018, personal communication). In consequence, two separate groups
and visions of Inferpol's methodology were formed. The list of accusations
was long, ‘the Swedes were rich idlers who were no more than mediocre
designers where art was concerned; the Russians were in turn, aggressive
talkers' being some of them (Misiano 2005: 45). As a result of the conflict
subverting the dialogue, combined with the effects of Fargfabriken gallery's
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indulgence in facilitating most of the proposals coming from the Russian
artists, most of the works (including, for example, Anatoly Osmolovsky's
proposal for a referendum vote among the public on whether the exhibition
should remain open or be closed) remained unrealized (Misiano 2018, personal
communication). One of the turning points of the project was arranged by
Dmitry Gutov's dinner,? a partly realized proposal for a performative meal
meant to be archived on film during which the artists discussed the Inferpol
experience (Misiano 2018, personal communication). Throughout that night,
another Russian artist, Alexander Brener, called the project a ‘hypocritical
affair' and announced that he would ‘attack the exhibition,” which at that
point consisted mostly of Wenda Gu's installation United Nations occupying
two-thirds of the exhibition space (Misiano 2005: 48).

The exhibition opened with a performance by Brener, who
played drums (for the first time in his life) for around one and a half hours,
after which he tore down and destroyed Gu's installation, ultimately running
out of the building (Gu 1996). Just afterwards, Oleg Kulik, who at this point
was recreating one of his performances consisting of the artist posing as a
watchdog, wished to respond with something equally strong (Misiano 2005),
and so he destroyed the installation by Ernst Billgren and started attacking
and biting the opening guests, including one of the main exhibition sponsors
(Misiano 2018, personal communication). In response, Jan Aman kicked the
artist in the face, forcing him to go back to the kennel, and called the police,
who afterwards arrested Kulik (2003).

art critic Oliver Zahmm penned an open letter to the art world (Aman
and Zahmm 1996), signed by most of the Western Inferpol participants.
Methodically distributed throughout the Western art world and written in a
highly political language (Andras 2005), this letter became in fact the only
discourse proposed by Fargfabriken. The pamphlet accused Brener and
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Figure 2. Exhibition view of
Interpol, curated by Viktor
Misiano and Jan Aman, at
Fargfabriken, Stockholm,

2 February—17 March

1996 (courtesy of Robert
Misiano). The projected
second leg of the exhibi-
tion in Moscow was never
realized
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Kulik of being ‘against art and democracy’ and leaving the visitors ‘shocked
and hurt,’ while Misiano was charged with ‘legitimizing the destruction’
and presenting it as a 'new experience’ as well as producing a discourse
representing ‘skinhead ideology.’ Finally, it implied that all three Russians—
in fact representing ‘The East' at large (Zabel 2012)—performed a post-
imperialist attack on a peripheral art institution (1996).

The content of the open letter, along with the fact that only the
Western artists were invited to sign it, sparked a long-lasting debate and
resulted in the opposite effect of the one desired by Aman and Misiano.
Interpol—a performative project and an exercise in cultural diplomacy at the
same time—failed not only due to the different ideological and aesthetic
contexts of the participating artists (Bishop 2012), but also due to the lack
of coherent and consistent curatorial input. The Inferpol exhibition and its
aftermath revealed a lack of homogeneity in European culture post-1989, and
a need for a debate on the new East-West relations. It highlighted the West's
identity crisis in the post-Wall European moment, and a consequent search for
‘the other' in order to define itself (Piotrowski 2006). Inferpol's scandal might
be seen as an East European refusal fo ‘normalize’ itself, a bipolar moment of
seeking identity through guerilla war methods, led by East European artists
using strategies mythologized in Western art history (Piotrowski 2006). Even
though Inferpol is remembered mostly as a scandalous affair, it revealed a lot
about the consequences of aspirations to deideologize culture, as well as the
fragility of aspirations to export Western democracy after 1989.

Exhibition making as an act of cosmopolitanization

Known as the roving European biennial, Manifesta is another project that
represents the cultural consequences of the 1989 political changes that
took Europeanization as a theme and responded fo the cultural differences
between the European East and the European West (Vanderlinden and
Filipovic 2005). Based on a biennale model and financing itself through
partnerships with European offices responding to calls to promote national
cultures abroad (Block et al. 2005), the exhibition from the start aimed to
conduct European integration as an extension of European Union policies
(Enwezor 2005). Except for its larger focus on younger artists than other
perennial exhibitions such as documenta or the Venice Biennale, Manifesta’s
most significant particularity was its nomadic character, which consists in
moving its location every two years.

Founded on pan-European euphoria and ambitions to extend the
global art world towards Eastern Europe, Manifesta proclaimed a need to
respond to the New Europe and geopolitical reconfiguration post-1989 (Block
et al. 2005). Manifesta appointed itself the task of supporting the process of
rebuilding democracy and acting as a tool for the ‘development of open-
ended democratic procedures,’ reflected in its concept of its format as fully
democratic, that is, ‘open and inclusive’ (Van Winkel 2005: 220). Apart from
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openly espousing para-political aspirations, the rhetoric of Manifesta also
promised access to the art market and network for peripheral East European
artists (Block et al. 2005).

The openness of Manifesta happened to be limited to its rhetoric.
Until 2014, the biennale had not moved fo any East European country (except
Manifesta 3 organized in Ljubljana, a city located in East Central Europe,
although still positioned in close proximity to the art world's focal points such
as Venice, Vienna, and Milan). This was dictated, according to Manifesta's
representatives, by the weakness of local economies (the host city was meant
fo cover not only the biennale's costs, but also the finances of its Dutch
office) and ‘political uncertainties’ in Eastern Europe (Block et al. 2005). It
is the nomadic aspect of Manifesta, though, that could be said to be its
most troubling and ineffective aspect. As a result of changing its geo-cultural
setting every two years, and the consequent difficulty of properly addressing
the new context of each edition, Manifesta's international curators often
ended up with stereotypical and often superficial readings of the locality
they encountered (Checchia 2015). The manner in which the institution travels
has also had an impact on the sustainability (and infrastructure) given to
the local hosts. With strategies such as those of the curators of Manifesta 2,7
who decided to travel throughout Europe by criss-crossing the continent in
order to conduct their research (Fleck, Lind and Vanderlien 1998), rather than
moving through neighboring countries, the institution proved that even its
itinerant character was not sustainable.

Manifesta was driven by a common ambition fo capture the spirit
of contemporary art and define its Europeanness (Fleck, Lind and Vanderlien
1998). While its constant reinvention was claimed to maintain an effective
dialogue between the peripheries and established art circles, it most often
resulted in extending the hegemony of Western epistemology wherever the
project appeared. Even though Manifesta 1 offered a promising interrogation
into the complexity of European integration, its second edition resulted in
a problematic reading of post-1989 European art, perhaps manifested most
loudly in an essay by the show's co-curator Robert Fleck fitled ‘Art After
Communism?' (1999). In this fext, one of the three published in the catalogue,
the German author rejected the post-communist condition of the Former East,
asserting Europe's homogeneity and the disappearance of its peripheries.©
His decentralized reading of Europe and its art was motivated by an alleged
absence of aesthetic differences in artistic production across Europe and the
formation of an ‘international style’ in the continent in the 1990s. Drawing on
an anonymous account of a Warsaw-based artist who claimed that he had
no relation to communism, Fleck drew conclusions about a lack of divisions
in Europe, as well as equal access to economic and cultural resources (Fleck
1998). In consequence, Manifesta, resulting from a belief in a borderless
Europe, appears today to have exemplified the 90s-era Western approach
to post-1989 sociopolitical changes: an institutionalization of non-institutional
aspirations (Van Winkel 2005) and a superficial exploration of the notion of a
periphery on the wave of the global biennialization of the art world.
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Figure 3. Manifesta 1 curat-
ed by Katalyn Neray, Rosa
Martinez, Viktor Misiano,
Andrew Renton, and Hans
Ulrich Obrist in Rotterdam,
9 June—19 August 1996.
Olafur Eliasson, Show

me, by means of sudden
infiutive, installation view
(copyright Manifesta Foun-
dation and Olafur Eliasson
Studio)

Problematization: The final stage of curatorial post-communist inquiry?

Affer the Wall was an exhibition showcasing works by 115 arfists from
20 countries; it was the biggest project ever realized by Stockholm's Moderna
Museet (Elliott 1999) at the time. Encompassing an extensive public program,
it afterwards travelled to major institutions in Berlin and Budapest. Due to
its scale and time of preparation, it attracted strong attention from the art
world. Some critics labeled it the ‘Eastern version of documenta’ (Peji¢ 1999),
while others questioned the motives of a Western institution undertaking the
organization of such a show, accusing the institution of patronizing the Eastern
art world as well as criticizing the curators for including only East European
artists in the survey at a moment of accelerating globalization (Peji¢ 2003).
The exhibition's curators Bojana Peji¢ and David Elliot divided the
show into four parts thematized as follows: various aspects of post-communist
sociopolitical reality, pre-WWII history, the social role of artists, and gender
and the body. The exhibition aimed to reject the ideas of Eastern Europe as
‘Another Europe’ and the ‘representational model of nationhood’ (Galliera
2013: 22); instead, it focused on individual artistic practices, as well as an
extensive reflection on the post-communist condition. At the same time, the
curators questioned the idea of reading East European art production only
through its context, and consciously dealt with the impossibility of delivering
a 'balanced view" of post-1989 art through one exhibition (Elliott 1999: 11).
Several texts in the show's catalogue elaborate on the problematics
covered by the exhibition. In its introduction, David Elliott (1999) pointed to
the fact that even though communism had been rejected by the majority
of political forces within Eastern Europe, regional artists were still keen to
engage with and problematize its legacy, influencing the societies within
which they operated. Moreover, he pointed to the temporality of this

The Garage Journal: Studies in Art, Museums & Culture 204



Mateusz Sapija

juncture, soon to disappear and be covered by other issues (Elliott 1999).
In her text fitled ‘Dialectics of Normality, Bojana Peji¢ (1999) reflected on
the post-communist transition as a period of ‘normalization,’ allegedly—
according to European politicians—already over by the end of the 1990s.
Peji¢ referred to the notion of ‘catching up' and noted how the attempted
normalization also encompassed East European art, critically reflecting on the
discourse of Manifesta. Further, she pointed to the identity crisis that affected
the European Union after the dissolution of communism. Simultaneously,
she stated that the main EU discourse, spreading towards the East of the
continent, was founded on the 'myth of the future, and, in fact, a range
of its main metaphors, such as the notions of ‘building’ and ‘bridging," are
common to both communist and EU rhetoric. The curator claimed that even
though Eastern Europe was not a homogenous sociopolitical and cultural
construct, it did have a common set of myths and beliefs, such as the idea of
being ‘in between' Western and Eastern cultural and political paradigms. The
impossibility of fully understanding post-1989 changes in Eastern Europe and
beyond came, according to Peji¢ (1999), from a synchronization between the
post-communist transformation and globalization processes, and Western
Europe's consequent focus on the colonial ‘margins’ rather than the internal
changes of the continent.

Figure 4. Rasa Todosijevic,
Gott liebt die Serben,
2000, installation view

at Museum Hamburger
Bahnhof. Exhibition view
of After the Wall: Art and
Culture in Post-Commu-
nist Europe, curated by
Bojana Peji¢ and David
Elliott at Moderna Museet
(16 October 199916
January 2000), then Max
Liebermann Haus and
Hamburger Bahnhof (1
October 2000—4 February
2001) and Ludwig Museum
of Contemporary Art,
Budapest (15 June—27
August 2000) (copyright
Moderna Museet and
Rasa Todosijevic)

Other texts published in the exhibition catalogue presented
a range of critical views on both the process of Europeanization and the
role of the art world within it. Theorist Nebojsa Vilic (1999) pointed to the
fact that while a range of exhibitions such as Manifesta took an interest in
pan-European discourses and fantasized about a borderless Europe, other
divisions were simultaneously created within Europe, such as those of in- and
outside of NATO or the EU (Vilic 1999). In another text, Piotr Piotrowski (1999)
wrote that the cultural geography of Europe unravels many Europes, though
Eastern Europe is recognized by the West only on the basis of similarity and
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universality. He referred fo the post-Soviet (and 'near-Soviet' countries such
as Yugoslavia) as a ‘Gray Zone' Europe that soon would build other walls to
divide Europe again (Piotrowski 1999).

After the Wall and its discourse reflected a heavy research program
and academic interest in post-Wall Europe at the time and contributed to its
expansion through the means of exhibition practice. However, the exhibition
framed all participating artists through the lens of the ‘post-communist
condition.” Rather than going beyond the ‘cultural representation model,
it reinforced it. Simultaneously, the project marked the end of focus on
the post-Soviet period” within the exhibition practices of large-scale art
institutions. 1999 was the last possible moment to organize a project of that
scale (within an institutional framework) (Piotrowski 2011). Afterwards, post-
Wall Europe became a historically determined territory from the perspective
of geopolitics, while the post-Soviet world started to disappear, at least from
the point of view of major European art institutions.

Conclusion: Four types of curatorial engagement with European
democratization and their role as research tools

This article aimed to conceptualize four approaches to European exhibition
making dealing with the former East and West of Europe, by revisiting and
rethinking their aims, context, and outcomes. Consequently, it proposed
four types of curatorial engagement with Europeanization and their role
as research tools: universalization, confrontation, cosmopolitanization, and
problematization. Stanistawski's approach to Europa, Europa may be seen
as typical for some of the Eastern European art practitioners who aimed to
universalize Eastern art. We see this universalization as natural, given the
history of the twentieth century, though it renders impossible a process
of properly defining cultural identity. What we can say is that when Hans
Belting called for ‘two harmonious voices of art history, (Piotrowski 2006)
Stanistawski—through Europa, Europa—aimed to merge them into one.
Other Easter European curators and artists from the 1990s—for instance, the
participants of Inferpol—responded to their position within the European
art world in a tfransitory mode (Misiano 1998). They saw their practice as
operating in the absence of a constituted institutional system—and, as a
result, the absence of boundaries and limits. Their method to reconstitute
them was to provoke and confront those boundaries. As regards the early
iterations of Manifesta, approaching Eastern Europe from a cosmopolitan
perspective had its roots in cultural globalization, which emerged after the
(assumed) collapse of the Cold War perspective. Western Europe (and the
Western world as a political and philosophical construct at large) proclaimed
itself as a role model for the entire world, a geopolitical construct where a
political utopia was realized (Groys 2004). Here, European cultural rhetoric,
enacted through exhibition practice, attempted to construct a post-
ideological and cosmopolitan image of both European contemporary art and
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the sociopolitical landscape post-1989. The final stage of this curatorial inquiry
into the 1990s European integration could have been manifested by After the
Wall and its enquiry into the meaning of the post-communist condition. This
existed as primarily a geopolitical reference applied to countries that rejected
communism. As it happened, however, it had more than a purely geographic
character. The post-communist condition, although different from country to
country—as sociopolitical realities emerged in different patterns—was not
a fantasy, but a lived reality. Finally, it was a transitory condition, affecting a
larger space than just Eastern Europe. It constituted a historical and universal
state of this period.

The exhibitions discussed here gave artists the opportunity to
network and be recognized by Western audiences. However, they failed
fo fully address the complexity of democratization's impact and the role of
contemporary art within it in either a regional or a wider perspective. This
happened because curators had not yet achieved historical understanding
of that moment when the social and political projects of post-1989 neoliberal
democracy dominated the continent. There is, however, little doubt that
contemporary art did not prove itself a neutral platform for dialogue between
East and West, to the extent this dialogue was actually enacted. In most
cases, the notion of Europe and its cultural and sociopolitical status remained
generalized, without sufficient attention to its complexity.

As an act of thinking, but also as a site for both presentation and
representation, exhibition making may be understood as a form of research
(Sheikh 2013). In the case of curatorial strategies discussed in this article,
research was employed not only as a method of historicization, but also as
a practice of curatorial expansion—from the space of culture towards that
of geography and politics. The different attitudes represented by European
curators and institutions between the end of the Cold War and the EU's
Eastern enlargement (from universalization to confrontation and from
cosmopolitanization to problematization) were not only tools for researching
concrete subjects (i.e., the place of Eastern European modern art in art
historical canon), but also a field of experimentation with the potential of
exhibition making as a practice based on antagonizing artistic communities
or creating nomadic institutions. What infegrated the exhibitions was their
ambition of examining and supporting social and political transformation,
ultimately joining in discourses traditionally associated with sociopolitical
processes. All of them could be seen as proposals or theses (ultimately proven
or disproven) investigated, mediated, and carried by the means of curatorial
research inquiry. What this paper aimed fo achieve is an understanding of
their role within the larger cultural and sociopolitical paradigm, as well as a
formulation of interpretative models for further studies on this extraordinarily
rich art historical time-space
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1. Several other smaller-scale initiatives exploring and problematizing the post-
1989 socio- and geopolitical paradigm were organized also in Eastern European
countries (predominantly in Russia). Their artistic and curatorial history is
presented in an extensive publication, Exhibit Russia: The New International
Decade 1986—1996, edited by Kate Fowle and Ruth Addison.

2. Interpol was an independent project organized by Jan Aman and Vikfor
Misiano at the Fargfabriken in Stockholm in 1993. Originally, the project was
meant to be developed through two iterations: the first in Stockholm, the
second in Moscow. Ultimately, due to financial limitations, only the exhibition
at the Fargfabriken fook place.

3. Europa, Europa (28.05—16.10.1994) was a joint project of the Art and Exhibition
Hall of the Federal Republic of Germany and the Foundation for Art and
Culture of the State of North Rhine-Westphalia. It was curated by Ryszard
Stanistawski and Christoph Brockhaus at the Kunst-und Austellungshalle der
Bundesrepublik Deutschland (Art and Exhibition Hall of the Federal Republic
of Germany) in Bonn, Germany.

4. Manifesta 1 was organized by the Manifesta Foundation in Rotterdam
between the 9th of June and the 19th of August 1996. The exhibition was
curated by Katalyn Neray, Rosa Martinez, Viktor Misiano, Andrew Renton, and
Hans Ulrich Obrist, while the funding came from respective national offices
responsible for promoting culture abroad.

5. After the Wall was an exhibition organized by the Moderna Museet in Stockholm
between the 16th of October 1999 and the 16th of January 2000. It was curated
by Bojana Peji¢ (as guest curator) and David Elliott (Director of the Moderna
Museet). The exhibition tfravelled to Ludwig Museum of Contemporary
Art, Budapest (15 June—27 August 2000) and Max Liebermann Haus and
Hamburger Bahnhof (1 October 2000—4 February 2001).

6. Misiano V (2018, December 23) Personal communication, phone inferview on
the topic of Inferpol project.

7. In this work, Agamben explores the notion of community, rethinking its status
after the turbulence of the twentieth century.

8. Gutov's performance The Last Supper was a staged dinner during which
Gutov asked artists and curators to discuss the artistic cooperation leading up
to the show and videotaped the proceedings. During the meal, the Russian
artist Alexander Brener stated that the project was a failure, and expressed
scepticism that a participatory structure could itself be the content of the
show, with no further guidance or position from the curators’ (Bishop 2012:
211). The remains from the dinner were exhibited as Gutov's contribution
to the exhibition.

9. Manifesta 2 was organized by the Manifesta Foundation in Luxembourg
between the 28th of June and the 11th of October 1998. The exhibition was
curated by Robert Fleck, Maria Lind, and Barbara Vanderlinden. Its funding
came from the same sources as the first edition of the biennale.

10. In his text ‘Art After Communism? Robert Fleck writes, ‘Whoever, today,

travels all parts of the continent, determines no fundamental difference
in the aesthetic paradigms of younger artists from the various regions." He

The Garage Journal: Studies in Art, Museums & Culture 208



Mateusz Sapija

1.

12.

13.

continues, delivering anecdoftal evidence from a young artist who grew up
in Warsaw and ‘never experienced communism.’
The idea of ‘objectivity’ is rejected right away in the introduction to the
exhibition's catalogue.
Several curators and institutions continued exploring the topic, but no project
on that scale materialized afterwards.
It is a concern for future research whether those types of curatorial approaches
are applicable fo other exhibitions tackling similar problems and phenomena,
such as Kunst, Europa: 63 deutsche Kunstvereine zeigen Kunst aus 20
Léndern (organised by Arbeitsgemeinschaft deutscher Kunstvereine in 1991)
or Aspects/ Positions: 50 Years of Art in Central Europe 1949—1999 (mumok,
Vienna, December 1999—March 2000 and Ludwig Museum, Budapest,
March—May 2000), or whether each of them should be approached on its
own conceptual terms.
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Article

‘MUSEUM / enfants non admis”: Arriving Late

to Marcel Broodthaers

Michal Ron

In 1968, the Belgian artist Marcel
Broodthaers inaugurated the Musée
d’Art Moderne, Département des
Aigles at his home in Brussels, with
the Section XIXeme siécle. In 1972,
Broodthaers closed his Museum at
documenta 5 with the Musée d’Art
Ancien, Département des Aigles,
Gallery du XXe siecle. Art historical
discourse has framed the fictitious
Museum project as institutional
critique. My essay shifts the focus
to the historical critique embedded
in Broodthaers's Museum by
introducing an analytical meditation
on the project's temporality.
Following the artist's references to
a large span of historical periods in
the Museum'’s Sections, my essay
claims that they demonstrated

disjointed femporalities. The
Museum, temporal and ephemeral,
was anchored in its present, and

left very few material traces. Pausing
on a verse that reappeared in the
artist's works, ‘Museum / children not
admitted,’ | suggest that the artist
problematized access to his Museum
for generations of future viewers.

My reading shows how the artist
blocked the past, while appropriating
historical materials or burying his
own work. Reading these complex
temporal relations in the light of

the theoretical writings of Walter
Benjamin and Jacques Derrida, |
suggest that the artist buried the
nineteenth century for a future to
come.

Keywords: Marcel Broodthaers, historical critique, Jacques Derrida, children,
museum, reinstallation, nineteenth century, contemporary art, fiction

Introduction'

Being a Child.

1. dawdling — To be slow, to be late. Could you please hurry up?
2. imitating — Then understanding. As a way of learning. Fake it till you

make it.

AW

jumping — Into muddy puddles. Into conclusions.
associating — Before Freudian slips, confusing words through similarities.?

This essay is an analytical meditation on the temporality of Marcel
Broodthaers's (1924—1976) Musée d’Art Moderne, Département des Aigles
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(Museum of Modern Art, Department of Eagles, 1968—1972), or rather, a
mediation, suggesting a way to approach this fictitious enterprise, which grew
ever more present almost fifty years after its inventor, founder, and director
closed its doors. Broodthaers's Museum, like most of the artistic oeuvre of
the ex-poet, existed in the confrontation between language and objects. The
Museum's twelve different Sections, emerging and ending within its four years
of operation, left very few material traces—yet Museum poems and Section
titles remain. Therefore, the method of interpretation here insists on words,
their appearances, their echoes, and their relations to the question of time.
My essay introduces an art historically naive perspective: one of studying the
state of things as inherited today. The logic of an archive brings materials,
distanced in time and space, into proximity, under the laws of coincidence and
chance. It is not unsimilar to the way Broodthaers brought together over 300
objects, which had only the depiction of an eagle in common, and arranged
them in one exhibition, then laid them out in the two-part publication Der
Adler vom Oligozén bis heute (Broodthaers 1972). In the following, |, too,?
bring together Marcel Broodthaers with Walter Benjamin (and notice that
their initials, M. B. and W. B., could mirror each other, like Narcissus looking
at his reflection in the pool).* This article reflects on the critical Musée d’Art
Moderne, Brussels/le  Coq/Antwerp/Middelburg/Cologne/Dusseldorf/
Kassel, in light of the institutional Museum of Modern Art, New York. And,
| make more associations, sometimes provoked by a word, or, following
Jacques Derrida, even by the sound of a word as it is pronounced.” This
is the methodological principle of my approach: to borrow structures from
M. B., who was also an homme de letters,® to think them through and to
think through them. | have already begun with a demonstration, borrowing
Broodthaers's meditation on ‘Being Narcissus' and ‘Being an Artist’ from his
artist's book Magie. Art et politique (1973a)—and applying it anew, this time
to infantility.

MUSEUM [...] until the end of time

On a plastic plate, an Industrial Poem, which Marcel Broodthaers produced
between 1968 and 1969 in his capacity as the director of his own fictive
museum, the Musée d’Art Moderne, Département des Aigles, a poem reads
(Figure 1):

‘A form a surface a volume, servile.
An open angle. Hard edges,

A director a maid and a cashier.
MUSEUM

children not admitted

... all day long, until the end of time.”
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MUSEUM

enfants non admis

Time—'temp'—is the final word, ending the verse. Its elevated
letters, which were pressed out by vacuum, dis-appear against the
background color of the plate, which is in one version white, in another black.
'‘MUSEUM ' is the largest word. It shines in golden capital letters at the center
of both versions. Time is one theme that Broodthaers problematized in his
work and particularly in his Museum: the Museum was, as another Industrial
Poem from 1968 attests in its italicized header, a ‘Musée d'Art Moderne’ with
a ‘Section XIXé Siécle'—Nineteenth Century Section (Figure 2). The sign
lists, under a ‘'DEPARTEMENT DES AIGLES," the nineteenth century French
neo-classicist painters Jacques-Louis '‘DAVID' (1748—1825) and Jean-Auguste-
Dominique 'INGRES' (1780—1867), next to the inferior, and pompous, Belgian
romantic painter Antoine Joseph 'WIERTZ' (1806—1865). The realist painter
Gustave 'COURBET' (1819—1877) is perhaps the closest fo modernism among
this honourable group. ‘It is Ingres who interests me, not Cézanne and the
apples,’ as Broodthaers (1987: 44) explained, in the self-edited 1974 interview
‘Ten Thousand Francs Reward.'

The Garage Journal: Studies in Art, Museums & Culture

Figure 1. Marcel
Broodthaers, Museum:
Children not admitted,
1968—1969. Painted vacuum-
formed plastic plate,

82 x 119 x 0.5 cm. Black
version, edition 4/7, and
white version (courtesy

of the Herbert Foundation
Collection, Ghent;

© 2021 Succession Marcel
Broodthaers/VG Bild-Kunst,
Bonn).
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The artist founded his Museum of Modern Art in his apartment
in Brussels at 30 Rue de la Pépiniere. The following inventory is from an
open letter, dated the 25th of August 1969, which he contributed to the 1969
exhibition Konzeption-Conception in Leverkusen (Wedewer and Fischer 1969):

Figure 2. Marcel
Broodthaers, Department
of Eagles (David, Ingres,
Wiertz, Courbet), 1968.
Painted vacuum-formed
plastic plate, 82 x 119

x 0.5 cm. Collection of
the Museum of Modern
Art, New York (digital
image © 2021 MoMA, NY/
Scala, Florence; © 2021
Succession Marcel
Broodthaers/VG Bild-
Kunst, Bonn).

‘The Museum of Modern Art — Section XIXth Century — Département des Aigles is composed of the

following elements:

1. Packing cases, bearing the transport, marks of works of art:
handle with care, fop, bottom ... picture ...

2. Postcards reproducing paintings of the XIXth century:

Ingres ... Delacroix ... David ..."®

But next to many postcards of nineteenth-century paintings,
including ones by Jean Baptist Corot (1796—1875) and Antoine-lean Gros
(1771—1835) as well, it also featured a postcard reproducing a painting by the
twentieth-century artist René Magritte (1898—1967). Slides of those postcards
were projected on wooden art transport crates (the aforementioned ‘packing
cases'). In addition, the garden'’s brick wall bore the inscription 'DEPARTEMENT
DES AIGLES," which could clearly be seen behind the artist in his film La Pluie
(Projet pour un fext) (1969). On the inside of the apartment’s windows, visitors
could read the words "MUSEE’ and "MUSEUM."®

These ‘elements’ could be viewed for one year only. After its
formal inauguration on the 27th of September 1968, with a cold buffet
and a speech by Johannes Cladders, then director of the Museum of
Monchengladbach, the Nineteenth Century Section was open until the 27th
of September 1969.
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Immediately after, the museum reopened in Antwerp, but only for
one week, from the 27th of September to the 5th of October 1969. Under
the title Musée d’Art Moderne, Département des Aigles, Section XVlleme
Siecle—Museum of Modern Art, Department of Eagles, Seventeenth Century
Section, it presented the same ‘elements,’ with one important difference: this
time, the postcards were of paintings by the seventeenth-century Flemish
master Paul Peter Rubens (1577—1640). In this section, the windows also
featured inscriptions. From the street facing the gallery, the inscription in
French appeared as a mirrored text; from the inside, it read 'DEPARTEMENT
DES AIGLES." The opposite was true of the inscription that appeared in
Flemish, since Antwerp is located in the Flemish region of Belgium. Inside,
the inscription was mirrored. It could be read correctly only from the outside,
facing the windowpane from the street: ‘SECTIE XVII EEUW," Seventeenth
Century Section.

In 1972, after several more iterations, the Museum of Modern Art
went all the way back to prehistory. The exhibition of the Musée d’Art Moderne,
Département des Aigles, Section des Figures—the Museum of Modern
Art, Department of Eagles, Section of Figures—at the Stadtische Kunsthalle
Disseldorf consisted of an installation titled ‘Der Adler vom Oligozén bis
heute'—the figure of the eagle from the Oligocene until foday. In this project,
Broodthaers presented over 300 objects that carried the figure of the eagle.
The objects belonged to different historical periods, they originated in different
geographical regions, and were made to fulfil different functions. They were
on loan from diverse institutions: from museums of art, ethnology, history, war,
and nature, from automobile clubs and restaurants. Next to each object, a
label declared ‘THIS IS NOT A WORK OF ART," in French, German, or English.
‘(The inscriptions illustrate an idea of Marcel Duchamp and René Magritte),
the artist clarified in the exhibition catalogue, also in these three languages
(Broodthaers 1972: 12)" Most historical, archeological, and quotidian items in
Broodthaers's Museum of Modern Art were not only genuinely ‘not works of
art, they weren't works of modern art, either, except perhaps for Magritte's
Les Fanatfiques (1955), which depicts an eagle, and Adler (1972), a postmodern
eagle contribution commissioned from Gerhard Richter (b. 1932). Later that year,
at documenta 5 in Kassel, Broodthaers finally opened the ‘Section of Modern
Art' of the ‘'Museum of Modern Art'—the Musée d’Art Moderne, Département
des Aigles, Section d’Art Moderne: a tautology containing the title of the
museum'’s section in wall inscriptions in three languages, and arrows directing
both ways fo the '‘DIRECTION," ‘CLOAK-ROOM," 'CASHIER, and ‘OFFICE.
Broodthaers included the window inscriptions ‘MUSEUM MUSEE,’ readable from
the outside, and ‘Fig O,' readable from the inside, and a floor piece, protected
with ropes and stanchions, with the inscription ‘Private Property, also in three
languages—only to transform everything after six weeks into a Musée d’Art
Ancien, Département des Aigles, Galerie du XXe siécle (Museum of Ancient
Art, Department of Eagles, Gallery of the Twentieth Century) with a new floor
piece with new inscriptions of verbs in the infinitive: ‘Write Paint Copy / Figure
/ Speak Form Dream / Exchange / Do Inform Can."? In the title, which now
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associated a museum of ancient art with a gallery of the twentieth century, a
contradiction replaced the tautology.

In his references to a large span of historical periods in the
Museum's sections, Broodthaers demonstrates disjointed temporalities. From
the Museum's first days to its last, past and present are convoluted. The
Museum has its home birth in Autumn 1968, following the events of May
1968 But what relevance does the nineteenth century have for the set of
problems urgent ‘these days'?* At documenta 5, titled Questioning Reality—
Pictorial Worlds Today, the Museum ends its operations with a move in the
reverse: when a Gallery of the Twentieth Centfury becomes part of a Museum
of Ancient Art, the world of ‘today’ is recognized as antiquity. These temporal
complexities echo Walter Benjamin (Benjamin 1999: 22), who in the second,
1939, Exposé to the Arcades Project writes about Baudelaire:

"“Spleen et idéal" — in the title of this first cycle of poems in Les Fleurs du mal, the oldest loanword

in the French language was joined to the most recent one.

Musée d’Art Ancien, Galerie du XX Siecle—in the title of this last
section executed under the Département des Aigles, ancient art was joined
to the most recent. According to Benjamin (1999: 22—23):

'For Baudelaire [as for Broodthaers], there is no contradiction between the two concepts. He
recognizes in spleen the latest transfiguration of the ideal; the ideal seems to him the first expression
of spleen. With this title, in which the supremely new is presented to the reader as something
“"supremely old,” Baudelaire has given the liveliest form to his concept of the modern. The linchpin of
his entire theory of art is “modern beauty,” and for him the proof of modernity seems to be this: it is

marked with the fatality of being one day antiquity, and it reveals this to whoever witnesses its birth.’

Following Benjamin H. D. Buchloh, Broodthaers and Benjamin
are often brought together® Both engaged with modernity, Baudelaire, and
the nineteenth century in critical observations that reveal the economic and
ideological 'universe of phantasmagoria,” as Benjamin (1999: 14) put it, of
their day. But for now, let us just catch this quotation by its fail: modernity
'is marked with the fatality of being one day antiquity, and it reveals this to
whoever witnesses its birth. The Museum of Modern Art indeed turns into
a Museum of Ancient Art. To 'the fatality of being one day antiquity’ | shall
return in due course. Here | wish to note that in the case of Broodthaers's
Museum of Modern Art, only a few attentive companions and collaborators
witnessed its birth. Temporal and ephemeral, it was anchored in its present
day. At that time, visitors had to hurry if they wished to follow the Museum's
epiphanies, as it emerged in a sequence of sections that successively appeared
in different locations, travelling from Brussels fo the beach of Le Coq (Section
Documentaire, 1969) and then to Antwerp, Dusseldorf (first with Section XIXe
Siécle (bis), 1970), Middelburg (Section Folklorique: Cabinet de Curiosités at
the Zeeuws Museum, 1970), Cologne (Section Financiére [Financial Section],
1971), Dusseldorf again and Kassel®
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The Section Documentaire (Documentary Section) took place on
the beach of Le Coq, Belgium, in August 1969, with the assistance of Herman
Daled, who might have not been aware at the time that he was assisting in
the production of a new section of the museum.” Broodthaers and Daled,
wearing white caps with the labels ‘MUSEE MUSEUM, drew the floor plan of
the Brussels apartment-museum in the sand. They put up hand-written signs
which read ‘Museum of Modern Art, Nineteenth Century Section,” 'touching
the objects absolutely prohibited,” and ‘It is strictly forbidden to walk on the
works."® The sea and the wind would quickly erase this documentary section.
Luckily enough, Maria Gilissen, the artist's partner, documented the action in
photographs. Later, Broodthaers (1974) incorporated them in the catalogue of
his 1974 retrospective exhibition in Brussels' Palais des Beaux-Arts (Figure 3).

Musée d'Art Moderne
',

Marcel Broodthaers

Figure 3. Marcel
Broodthaers, Musée
d’Art Moderne,
Département des Aigles,
Section Documentaire,
from Catalogue/
Catalogus (Brussels: Palais
des Beaux-Arts, 1974),

pp. 26—27 (photography
courtesy of the Staatliche
Museen zu Berlin -
Preufischer Kulturbesitz,
& . Kunstbibliothek;

© 2021 Succession Marcel
Broodthaers/VG
Bild-Kunst, Bonn).

Documenting in photographs the ephemeral Documentary
Section was an early self-negating, fongue-in-cheek strategy.® The final move,
however, amounted to making publicity for a soon-to-be-closed museum.
Alongside the tautological Musée d’Art Moderne, Section d’Art Moderne,
which was transformed into the contradictory Musée d’Art Ancien, Galerie
du XXe Siécle, in Kassel, the artist presented the Section Publicité (Section of
Publicity). The latter consisted of a black booth with the inscription ‘founded
in 1968.%° On its inner and outer walls were framed assemblies of details
from the Section des Figures. Inside the dark booth, the visitors encountered
vitrines with exemplars of the catalogue Der Adler vom Oligozén bis heute,
alongside catalogues from other museums with images of eagles on their
covers and documents from the other Sections and activities of the museum.
Two slide projections showed images of eagles, the right carousel devoted to
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historical images, and the left, to advertisement (Hakkens 1993: 85—87); next
to them stood a wooden art transport crate. There were also some empty
frames and some hollow frames, and next to each were numbered labels
reading 'Musée d'Art Moderne, Publicity/Werbung/Publicité.” When the
Section Publicité that advertised the Section des Figures opened in Kassel at
documenta 5 on the 30th of June 1972, the Dusseldorf exhibit of the Section
des Figures was still open, but only ten days short of its closing on the 9th of
July. All of the more than 300 objects that made up the Section des Figures
were dispersed and returned to the lenders. With documenta, Broodthaers
closed the museum. In the press release,” he declared:

‘Founded in 1968 in Brussels under pressure from the political views of the time, this museum is closing

its doors with documenta. By then its heroic and solitary form of demonstration would be assimilated

and find affirmation through the exhibitions that could be realized in the Dusseldorf Kunsthalle and

documenta. It is thus only logical that it should now congeal in boredom’ (Moure 2012: 354).

Reconstruction, as faithful as possible (?)

In fact, it did never ‘congeal in boredom." On the contrary, the Museum
turned into an example of institutional critique par excellence. And ever since
Broodthaers's Museum closed its doors, art historians and theoreticians have
been revisiting it time and again. Yet they mainly do so through publicity
materials (Bruckmiiller 2019)% such as documentary photographs found in
catalogues, or through occasional reconstructions—a situation that the artist
seemed to have already anticipated when he produced the entropic Section
Documentaire on the beach of Le Coq. He certainly played with the idea of
return by including the documentary photographs in the catalogue of his
1974 retrospective at the Brussels Palais des Beaux-Arts. Today, it is not only
‘forbidden to walk on the works' in the ‘Section of the Nineteenth Century’
that the artist marked in sand—it is simply impossible, as it probably already
was the day after. And indeed, the ephemeral Secfion Documentaire was
itself not a documentation, but a reconstruction, a fact that transforms the
photographs into the documentation of a temporary reconstruction. Is it a
matter of coincidence that, like the museum made of sand, the house at 30
Rue de la Pépiniere no longer exists?? For his 1975 retrospective at the Centre
Georges Pompidou in Paris, entitled LAngélus de Daumier, Broodthaers
created a replica of the apartment-turned-museum and called it La Salle
blanche (Figure 4). The wooden construction has a floor, a ceiling, and three
walls; the fourth side is open to the viewer. The five surfaces are inscribed
with art world—related words, among them ‘galerie’ and ‘musée.’ In the
catalogue (Broodthaers 1975: Vol. 1), Broodthaers explained that this was a
‘Reconstruction, as faithful as possible (?), of an ensemble made by the artist
in 1968, at the time when he was attacking the notion of the museum and that
of hierarchy’ (translated in Moure 2012: 479). We may view this reconstruction
only from the outside, similar to how we viewed the mirrored inscription
‘Seventeenth Century Section' on the Museum's windowpane in Antwerp,
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and ‘Museum Musée' at documenta 5. Significantly, the other inscriptions,
‘Departement des Aigles’ on the garden wall and inside the space in Antwerp,
or 'Figure 0" on the windows of the Neue Galerie in Kassel, could be read
from the inside of the Museum—when one was there, inside the space. But
facing La Salle Blanche, we are standing behind a rope. Next to lighting
equipment. As if we were viewing a (historical?) film set.

Figure 4. Marcel
Broodthaers, La Salle
blanche, 1975. Wood,
photographs, light bulb,
paint, and cord, 390 x

350 x 658 cm. Collection

of the Centre Pompidou,
Paris. Installation view

of the exhibition Marcel
Broodthaers at MoMA, New
York, 14 February—15 May
2016. Photographer: John
Wronn (digital image © 2021
MoMA, NY/Scala, Florence;
© 2021 Succession Marcel
Broodthaers/VG Bild-Kunst,
Bonn).

The only section of the Museum that currently, or perhaps
re-currently exists, and that we may physically access remains the Section
Publicité. Outliving the Museum as its publicity kit, it has kept on traveling
from one show to the next since its reconstruction in Marian Goodman
Gallery in New York (1995):% the Section Publicité reappeared in the National
Museum of Modern Art, Kyoto (1996) and at documenta X (1997). Purchased
by K21 Kunstsammlung Nordrhein-Westfalen in 1999, it found a new home
base in Disseldorf, from which it arrived at the Palais des Beaux-Arts,
Brussels (2001), the Monnaie de Paris (2015), back in Kassel, then at the
Fridericianum (2015),% and then travelled with the Broodthaers retrospective
to the Museum of Modern Art in New York (2016), to Reina Sofia in Madrid
(2016), and eventually back to Disseldorf, to the Kunstsammlung Nordrhein-
Westfalen (2017), advertising in a transatlantic voyage a Museum that has
long been absent.

MUSEUM / children not admitted

Obviously a prank, the prohibition ‘children not admitted’ is not discrimination
against children. Remember how Broodthaers joyfully built his museum
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castles in the sand: like a child playing on the beach, shirtless and wearing a
‘MUSEUM' cap on his head. In another open letter, released in Disseldorf on
the 19th of September 1968, signed by Broodthaers under the authority of the
'DEPARTEMENT DES AIGLES," another version of a '"MUSEUM' poem appears
that recalls the one in the Industrial Poem.?® The letter's ending concludes:
"...people not admitted. We'll be playing here every day, until the end of the
world.” The ‘children not admitted’ is generalized o ‘people not admitted'—but
to where? 'Here,’ to a place in which 'we'll be playing.’ Yet MUSEUM / children
not admitted' could refer fo the prohibitions prevalent in the institution, which
dictate the desired mode of behavior, the codes of educated reception, and the
subjection to a set of values that a child must learn: for example, that “Touching
the objects [is] absolutely prohibited’ and ‘It is strictly forbidden to walk on the
works.*®> We may closely follow a line of reasoning for such a prohibition. The
Frick Collection Policy on the Admission of Children’ (Frick Collection 2009),
for instance, states that ‘Children under ten are not admitted to the collection.’
Facing the two institutions one against the other, the one fictitious, the other
real, we can play a little game of ping-pong. The Frick Collection gets to begin:

‘This policy dates back to the founding of the Collection, which opened to the public in 1935.

First move: historical authority. Does Broodthaers's policy date back
to the nineteenth century? Or only to 19687

‘It [...] seemed necessary to fulfill the intention of the collection founder [in Broodthaers's case,

museum director] [...] to preserve and display the celebrated works of art in their domestic setting.’

Domestic, like the museum-within-an-apartment at 30 Rue de la Pépiniere?
Was the intention of Broodthaers as the Museum's director to preserve and
display the celebrated works of art in their domestic setting? But what if the
Museum is the work of art?!

‘The works of art are displayed with a minimum of ropes, barriers, platforms, cases and stanchions'

—which Broodthaers fittingly used in Kassel to protect the ‘private property,
and later to protect La Salle blanche.

‘Unfortunately, many other museums have learned that irreparable harm can be done to

an artwork in the briefest instant.’

Please note the jumps from one temporal perspective to the other:
the founding of the collection is already historical, the harm could be done
in the briefest instant, and between the lines, the preservation of the works
is destined for posterity.

‘Most institutions solve this by [..] so-called “period rooms,” where the visitor may look from a

barricaded doorway info interior from an earlier time.’
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Just like we may look into la Salle blanche. Broodthaers could have
gotten the idea from the historical rooms in the Museum of the Baron Salomon
de Rothschild. In his catalogue of LAngélus de Daumier, Broodthaers (1975:
Vol. 2) even referred to these rooms under the title 'Salle Rose,” and included
their photographs.

‘The rooms [...] contain works of art that are more rare, fine, and valuable than those of nearly any

“period room" to be found in another museum.’

The rooms of Broodthaers's Museum, let's not forget, contained
just postcards of works of art and things that were ‘'not works of art." But let's
also notice the function of the ‘period rooms'" allowing viewers to look into
an interior from an earlier time.

‘The admission of young children [...] would necessitate erecting [...] barriers fo protect the works of

art. That action would change fundamentally the experience of viewing.'

The experience of viewing is precluded for today's re-viewers of
Broodthaers's Museum.

‘Not only would children thereby fail to experience these works of art in their historical setting of 1914

[...] but this experience would be lost for adults as well.’

Does the loss of the physical Museum preserve the experience of
those who originally saw it between 1968 and 19727

‘The Frick Collection applied to and received from New York City Commission on Human Rights an
exemption from the age discrimination previsions [...]. Hence, the Collection is legally entitled fo its

position.’

Next comes the justification from the law! A director of a fictive
museum, Broodthaers made his own laws.

‘We sincerely regret any inconvenience [...] but [it] is the only responsible stance we can take.'

Let's keep this justified prohibition of the admission of (young)
children in mind. It wonderfully reaffirms the wittily bureaucratic open letters
Broodthaers wrote as the director of a fictitious museum, in his ironic parody
of the bureaucratic communication of real museums—for example, the
aforementioned formal closure of the Déparfement des Aigles, ‘people not
admitted. We'll be playing here every day until the end of the world." It also
sheds light on the temporal relations between the preservation of the past
and the viewing in the future, a future Broodthaers withdraws his museum
from: ‘children not admitted / ... all day long, until the end of time.*? Is
this the only responsible stance he could have taken in order to protect his
Museum? Protect from whom? Here | wish to propose another reading of
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Broodthaers's poem that takes a different direction: the prohibition ‘children
not admitted’ does not (only) apply to people who were born less than ten
years ago, but all those who were born too late (or too far away) to enter
Broodthaers's Museum in time. The latecomers, the belated, those arriving
late, are the ‘children’ excluded from Broodthaers's Musée d’Art Moderne,
Département des Aigles.

Of the reference to children as young in regard to history,
and not only in regard to years of age, we learn from another instance in
Broodthaers's work, where the words ‘MUSEE. MUSEUM' and ‘ENFANTS NON
ADMIS' appear together again. This happens in both the French and English
versions of A Film by Charles Baudelaire (1970), which later formed part of
the program of Cinéma Modéle of the Musée d’Art Moderne, Département
des Aigles (1970). Cinema Modéle was open to the public in the basement
at Burgplatz 12 in Dusseldorf between November and December 1970 and
was later transformed into the Section Cinéma. The film, which Broodthaers
conceived as a contribution to the seminar Lucien Goldmann gave on
Baudelaire at the University of Brussels in 1969—1970, was allegedly made
by Baudelaire, who presented his torturous memories of his forced voyage
across the Pacific in 1841.3 It is composed of still images that show a map of
the world and focus on relevant marine parts. A succession of words, such
as 'SHARK, ‘COOK," and 'KNIFE,” and numerals appear in both versions. But
the versions vary in the selection of words: these move between geometrical
terms such as 'SPHERE,' ‘PYRAMIDE," and ‘CYLINDRE' in the French version, to
loaded concepts such as ‘SILENCE," ‘DEATH," and ‘FAMINE' in the English one.
The numerical data also show considerable differences between the series
of numbers that climb from 000000 up to 900000 and down again in the
French version, to the dates, beginning with ‘January 3rd 1850" and climbing
up to ‘December 17th," in the English version. After ‘December 17th' repeatedly
flashes several times, the dates go back in time until they stop on ‘March
28th.’ In both versions, the words ‘"MUSEE. MUSEUM' appear in gold against
a black background accompanied by a soundtrack (until that point the film
is silent) in which a voice of a child twice announces, with accompanying
subtitles, 'ENFANTS NON ADMIS' (Borja-Villel 1997: 116—125).3 In 1974, when
Broodthaers participated in a group exhibition in Brussels's Palais des Beaux-
Arts that included Carl André, Daniel Buren, Victor Burgin, Gilbert & George,
On Kawara, Richard Long, and Gerhard Richter, he projected the film outside
of the exhibitions, as an extension of the program. Broodthaers (Moure 2012:
429) augmented the film with verbal information and explained:

'Un film de Charles Baudelaire is not a film meant for cinephiles. Why not? Because it was shot in the

19th century. And cinephiles have never seen reels dating from the time when Muybridge, the Lumiere

brothers and Edison were not even born or taking their first steps under the watchful eye of industrial

mamas and papas.™

Similar to Baudelaire in Benjamin's description, Broodthaers
presents to the viewer (not the reader, but the viewer) ‘the supremely new
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The A erocnicry

[...] as something supremely old,’ like a film that Baudelaire shot before the
invention of the light bulb. Shooting a 35 mm film, Broodthaers's preferred
medium, at a time when video was the new emerging medium, and presenting
it alongside the works of sophisticated minimalist and conceptual artists, surely
‘marked’ the film ‘with the fatality of being one day antiquity.’ This it revealed
‘o whoever witnesses its birth.” Furthermore, the film was never digitalized
for wide distribution for the benefit of those who came late. The latter have
had to detect and follow the special occasions on which Broodthaers's films
are projected in order to get the rare chance fo view them. The film ‘is not
a film meant for cinephiles,’ and children are ‘'not admitted’ fo the Museum.
Perhaps the Musée d’Art Moderne, Département des Aigles was not meant
for a generation of children, dating as it does from a time when some of us
were not even born or were taking our first steps under the watchful eye of
culture industry mamas and papas?

Practically isolated from communication

But we are all still admitted to the Section Publicité, especially in its transatlantic
voyages, when it advertises a Museum that has been absent almost since
the work's inception. Another transatlantic voyage of an absent work forms
the subject matter of Le Manuscrit frouvé dans une Bouteille (1974), with
which | wish to take a small detour here (Figure 5). | claim that Broodthaers's
works are not only firmly anchored in their present time and space, as could
be said about most time- and site-specific installations, happenings, and
performances, or about every artwork whatsoever, but also incorporate the
question of their own reception in the future yet to come. Also, Broodthaers
achieves this not despite but through his penchant for the outmoded and
fondness for witty appropriation of historical subject matter, as this edition
well demonstrates.
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Figure 5. Marcel
Broodthaers, Le
Manuscrit trouvé dans
une Bouteille, 1974.
Glass, printed ink on
paper, and cardboard,
30 cm high (courtesy of
Edition Block, Berlin; ©
2021 Succession Marcel
Broodthaers/VG Bild-
Kunst, Bonn 2021).
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The work is composed of an object: ‘an ordinary bottle used for
white Bordeaux-wine ... the words “The Manuscript” and the year "1833" are
printed on [it] in a light black colour," the artist explains in the information
sheet wrapped around the bottle. The subject is 'the tale of Edgar Allan Poe
“The Manuscript Found in a Bottle" published for the first time in 1833 in a
newspaper at Baltimore." Similar to the last voyage of the Section Publicité,
the bottle crossed the Atlantic and arrived in Germany, in West Berlin, as
the header of the information sheet hints. It reads ai trouvé cette bouteille
“am grinen Strand der Spree” (I found this bottle ‘on the green strand of the
Spree’). At the time the artist produced this edition with the Berlin gallerist
René Block, he was a DAAD stipend resident in West Berlin, where the river
Spree flows, and where Am griinen Strand der Spree, a 1955 novel by Hans
Scholz, was adapted into a television series, and therefore was well-known
in the 1960s. And Poe? In 1833, Poe's tale won the first prize in a competition
in Baltimore for convincingly describing, in a first-person narrative, the
magnificent adventures of a passenger on a sea voyage doomed to drown
on a quest to the South Pole who, at the last moment, tossed his manuscript,
sealed in a bottle, out of the sinking ship, to the world. Yet the manuscript
must have drowned somewhere along the way, as the bottle from 1833
arrived in 1974 in West Berlin—empty. The work negates the metaphor of the
artwork as a message in a bottle that awaits its reception in an emancipated
future, which Theodor W. Adorno (2006: 102) famously felt in need of while
he engaged in critical writing in the US in times of (transatlantic, once again)
exile and displacement.® Here, the empty bottle is the message.”

But we can still read Poe's tale about the voyage to the unknown
on a strange and mysterious ship elsewhere, and we can also interpret it as
a metaphor for the journey every writer goes through during the creative
process. Writing is always done in the present time, whereas the reader
resides in an unknown future, in another time and place, to which the writer
sends a ‘message in a bottle.” And when Broodthaers supplies the viewer—
not the reader, but the viewer—with an empty bottle, in an edition of 120,
he replaces the old message from 1833 with a brand-new commodity item—
fake? fictive?—from 1974.%

In the same year, Broodthaers similarly described an earlier move in
the oft-cited interview ‘Ten Thousand Francs Reward,’ where he pondered over
Pense-Béfe (1964), his last poetry book, which he transformed into a sculpture
(Figure 6). In this interview he (Broodthaers 1987) commented on the art world
as a former poet and described how, in his view, the text's transformation into
an object, in which 'you cannot read the book without destroying its sculptural
aspect,’ was a concretfe gesture that passed the prohibition on to the viewer.
But when ‘no one was affected by the prohibition’ he understood that ‘until
that moment’ he ‘had lived practically isolated from all communication, since’
he 'had a fictitious audience.’ At the time, the artist admitted, ‘no one had any
curiosity about the text; nobody had any idea whether this was the final burial
of prose or poetry, of sadness or pleasure’ (all quotes p. 44). Are the empty
bottles without message Broodthaers's conclusions from this episode that
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happened ten years earlier? Should one rather distribute the container than
supply the content? And how should we understand the change taking place
today, when a new generation that is curious about the text has arrived at
the scene? So curious, that for that generation, at MoMA, the poems’ English
translations stood next to the ‘books in plaster' in a nearby virtual copy.
MoMA included even those poems which are covered with glued colored
paper in other copies of Pense-Béte, and which Broodthaers spared from
the sculpture. 'Suddenly | had a real audience, on that level where it is a
matter of space and conquest,’ said Broodthaers to the indifferent audience
he first met as an artist (p. 44). Does Broodthaers's new audience, today,
undo his poetry's ‘final burial? Is that audience, which resurrects the text in
a messianic act, real? From Broodthaers's point of view, it must be fictitious.
Does this audience, which can read the book without destroying its sculptural
aspect, disobey the prohibition Broodthaers passed on to it? Or perhaps it
remains unaffected by the prohibition, looking for the text elsewhere? The
experience of viewing has changed. For children, and ‘adults'—Broodthaers's
contemporary companions and collaborators—as well. Returning to the
Museum, let's now look into another prohibition: ‘Museum / children not
admitted. Yet we, the children, are admitted to the Museum, elsewhere. Can
you enter the Museum without destroying its fictitious aspect?

Figure 6. Marcel
Broodthaers, Pense-Béfte,
1964. Books, paper, plaster,
and plastic balls, 30 x 84.5
x 43 cm. Collection of
S.M.AK, Ghent. Installation
view of the exhibition
‘Marcel Broodthaers,’
MoMA, NY, 14 February—
15 May, 2016 (digital

image © 2021 MoMA,
NY/Scala, Florence; ©

2021 Succession Marcel
Broodthaers/VG Bild-
Kunst, Bonn).

To capture reality and at the same time what it conceals

The partial reinstallations of the Section XIXe Siecle that include the original
art transport crate (which nowadays is itself shipped inside of an art transport
crate), over which the original slides (or probably exhibition copies thereof)
are projected, and next to which the postcards are attached on the wall, lack
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the domestic setting of the demolished apartment in the Rue de la Pépiniere.
The result becomes less of a subversive action of founding a section of a
fictive Museum of Modern Art at home, and more of an artwork by itself. Or,
in Broodthaers's words, anticipating this future in 1972: ‘By then [now] its [the
Museum's] heroic and solitary form of demonstration would be assimilated
and find affirmation through the [posthumous] exhibitions." Compare to the
later description of La Salle blanche from 1975: ‘Reconstruction, as faithful as
possible (?), of an ensemble made by the artist in 1968, at the time when he
was attacking the notion of the museum and that of hierarchy.” A little less
remains of that attack when this section of the fictive Musée d’Art Moderne
is elegantly assimilated by a real museum of modern art, as for instance at
the 2016 Broodthaers Retrospective, curated by Christoph Cherix and Manuel
Borja-Villel.*

The section that raises most difficulties for a reconstruction
attempt, precisely because it was held in a real institution and relied upon
its structures to secure loans of so many objects from so many institutions,
was the Section des Figures. Very difficult, yes, but not impossible! An
ambitious attempt to reconstruct several different sections of the Musée d’Art
Moderne, Département des Aigles at the Monnaie de Paris (2015), curated
and researched by Chiara Parisi and Frédéric Legros, even included a partial
reconstruction of the Section des Figures, recollecting and re-borrowing about
70 percent of the items that were on display in the 1972 Section des Figures in
the Kunsthalle Dusseldorf. Section Publicité held a lot of information for the
reconstruction. And it is interesting to notice which ‘figures’ were missing from
this truly heroic institutional endeavor, at the Monnaie de Paris, forty-one
years after: among other items, Gerhard Richter's painting Adler was absent
due to difficulties locating the anonymous holder of the work (the artist's
website informs us that the painting has not been exhibited since 2003).
And so, ironically, the painting escaped the label ‘'THIS IS NOT A WORK OF
ART'—perhaps proving that it is one after all? Anyway, the main fault of this
meticulous, heroic reenactment—as one might call it—of the Section, is that
it was not fictive, but rather real: a real recollection of a fictitious Museum.
As real as the empty bottle of white Bordeaux wine with the inscription 1833,
the bottle from Poe's fiction, from which Broodthaers made a rather real art
edition. According fo Broodthaers (1973b: 20, translated in Moure 2012: 354),
‘a work of fiction allows one to capture reality and at the same time what it
conceals." What does the fictive museum show us in its afterlife? What does
it conceal?

Thierry de Duve (2013: 250) argues that in 1917, with Founfain,
Marcel ‘Duchamp put a message in the mail that surely arrived by 1962." It
had certainly arrived to Broodthaers by 1972, when he pointed at Duchamp's
Fountain, combined with Magritte’s ‘Ceci n'est pas une pipe’ (this is not a
pipe), as constructing the method of the Section des Figures. Following de
Duve, | want to ask: what kind of message did Broodthaers put in the bottle
that arrives empty? Is it we who have arrived late, or are we still too early?
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MUSEUM / children not admitted / ... all day long, until the end of times

The child who, in a Nietzschean fury, refuses to learn through historical
education the term ‘it was,' is not admitted.*’ | would suggest that one
possible reading of the message that is absent in Broodthaers's 1833 bottle
is that Broodthaers buried his work, as he said he did in Pense-Béte, closed
his Museum, as he said he did at documenta 5, and sealed the nineteenth
century, with Baudelaire and Mallarmé, with it. Unlike Adorno, Broodthaers
does not anticipate a reader from the future who will look in a bottle for a
message from a bygone time and an unknown place. Also, unlike Benjamin,
he does not lay claim to the oppressed voices of past generations with
messianic conviction.! In the spirit (or should we say specter) of Karl Marx
as quoted by Jacques Derrida (1994: 142), Broodthaers seems tfo call, foo: 'let
the dead bury their dead.“? When he buries his work, he buries Poe's and
Baudelaire's, he buries the whole of the nineteenth century, the seventeenth
century, and prehistory... Because he awaits a future to come? And a future,
as Derrida maintains, must, per definition, be something completely different,
completely other and foreign to any given present. In ‘Archive Fever,' Derrida
(1995) writes:

‘The intensity of this suspension is vertiginous—and it gives vertigo while giving the only condition on
which the future to come remains what it is: it is fo come. The condition on which the future remains to
come is not only that it not be known, but that it not be knowable as such. Its determination should no

longer come under the order of knowledge or of a horizon of preknowledge’ (p. 47).

But whereas Derrida writes about the question of the future as
a question of a response, Broodthaers answers with a negation. He says
that until a certain moment, he was isolated from communication, since
he had only a fictitious audience. The future audience is fictitious. And
for the real audience he produced works of fiction, which allows one to
capture reality and at the same time to seize what it conceals. Is the future
a work of fiction? If the answer is affirmative, it captures reality, and at
the same time what it conceals—the fact that we are in the future of the
nineteenth century—but if the future is a fiction, the nineteenth century, in
many senses, is still our present.

In 1970, Broodthaers (Hakkens 1994) said:

‘I think that the nineteenth century, in general, is much more interesting than ours. At that time, truly
new expressive forms, which we are now using, were being discovered. | also think that history, as far
as art and literature are concerned, began as a road in the opposite direction. | have the impression
that, from a certfain point of view, we make a journey back in time. | think that in fen years we won't be

in 1980, but in 1930. | hope that we skip 1939 and 1940’ (p. 17).
According to Broodthaers, from a certain point of view, we are

making a journey back in time, and according to his calculations, we are
now not in 2021, but in 1971. As long as we take an interest in Broodthaers,
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we are not in the future, but return to the nineteenth century. And on our
road in the opposite direction, Broodthaers warns us to skip 1939 and 1940.
In Specters of Marx: The State of the Debt, the Work of Mourning and the
New Intfernational, Derrida puts it closely yet differently: he writes about
the burden of inheritance against the euphoria of the ‘end of history." In
his account, to be is to inherit. And in his voyage with the specters of
Marx, which include specters that haunt Marx and his haunting specters,
he (Derrida 1993) shows that until the future comes, we inherit responsibility,
and many ghosts:

‘the ghosts of those who are not yet born or who are already dead, be they victims of wars, political or
other kinds of violence, nationalist, racist, colonialist, sexist, or other kinds of exterminations, victims of

the oppressions of capitalist imperialism or any of the forms of totalitarianism’ (p. xviii).

And with the acknowledgment of that reality comes not
euphoria, but a deep melancholia. ‘O Mélancolie, Aigre chateau des
Aigles’ writes Broodthaers (1957: 14) in an early poem, which later grants
his Museum with its eagles.** As long as we inherit Broodthaers, we inherit
his ghosts as well.

And, as Broodthaers demonstrates, we inherit his ghosts through
empty vessels, like an empty bottle from 1833. By the same token, we
inherit Broodthaers himself through empty vessels, as the world-travelling
Section Publicité demonstrates; we also inherit him with the eagle and the
motto ‘O Mélancolie, Aigre chateau des Aigles’ engraved on a plate that
is attached to its doorpost. But for us, these vessels aren't empty, since
the specter of commodity fetishism, which haunts Marx, haunts them too.
Predicting the inevitable fetishizing of his own production, Broodthaers's
negation conveys historical critique. The works neglect/negate/abort/
reject/exclude their own fictitious future—they sublate themselves. Yet in
a Broodthaersian dialectical move, they do so especially well when they
are on display, when it becomes ‘a matter of space and conquest.’

To conclude, | would like to end this reflection with another
perspective. In the catalogue concerning his eagles exhibition,
Broodthaers claims, ‘I am certain that | would have just as little luck with
the serpent, the lion or the bull’ (Broodthaers 1972: 16, translated in Moure
2012: 341). Derrida (1986: 1) begins Glas asking: ‘what, after all, of the
remain(s), today, for us, here, now, of a Hegel? and continues: 'His name
is strange. From the eagle it draws imperial or historical power." Another
pun. For those who pronounce the philosopher's name like the French,
Hegel sounds a little like Aigles. What if Département des Aigles reads
Départmenet de Hegel?

What if Broodthaers announces the end of art (Figure 7)
(Buchloh 1980: 57)?
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BELGIAN ISSUE

To be continued...*

1. This paper is a revised version of a presentation given at Hunter College,
City University of New York, on the invitation of Thierry de Duve, in the
context of Unravelling M.B.: A Two-Day Conference on Marcel Broodthaers.
The conference was held 13—14 May 2016 in conjunction with Marcel
Broodthaers: A Retrospective at the Museum of Modern Art, New York (14
February—15 May 2016). | would like to express my deep gratitude to Thierry
de Duve for his generous invitation and trust and to Esther Levinger for
supporting me with the preparation of this paper back then.

2. Compare my paraphrase with Marcel Broodthaers's trilingual artist's
book Magie. Art et politique, in which every text appeared in French,
German, and English (Broodthaers 1973a: 22):

‘Being Narcissus.

1. sleeping — Plains of sleep. Dreams — etc. —

Figure 7. Studio
International Vol. 188,

no. 970, “Fine Arts —
Feuilleton,” 1974. Front
cover designed by Marcel
Broodthaers (photography
courtesy of the Staatliche
Museen zu Berlin -
Preupischer Kulturbesitz,
Kunstbibliothek;

© 2021 Succession Marcel
Broodthaers/VG Bild-
Kunst, Bonn).

2. reading — The book as it transforms itself into images. Let everything literally become mirror.

3. drinking — After the acid wine, the gentle wine. And then the sea. May the glass find the clearest

of springs and fill with water saltless and full of alcohol.

eating — Cobiras, vipers, boas, grass snakes ...

... later on to be fascinated with one's own image as with a snake. Later again, naked.
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Being an Artist.

1. sculpting — To drown like the son of god! What glory! ... I's better fo fake. Properties: A diver's
outfit. Several fish. Flowers.

2. painting — Witnesses appearing on stage, the merchant with his friend, the art lover. Swearing
allegiance.

3. drawing — The artist's writing complements or replaces his image. He signs.

4. engraving — Market study.’

3. 'Moi aussi, je me suis demandé si je ne pouvais pas vendre quelque
chose et réussir dans la vie,' types Broodthaers famously on the invitation
to his first solo exhibition at Galerie Saint Laurent in 1964. From Hannah
Bruckmdiller | learn now tfo ask: ‘I, too'—I as well as who? In Broodthaers's
case, Bruckmiuller demands to know, who else asks ‘whether | could not
sell something and succeed in life'? She shared the findings of her archival
research in a conference presentation (Bruckmiiller 2018), forthcoming
in Oxford Art Journal as “Beware the challenge!” Marcel Broodthaers, poet
in the pop trap. Archival notes on an artist's narrative.’

4, 'l, too,’ bring Broodthaers and Benjamin together and pursue the path lead
by Benjamin H. D. Buchloh'’s (1980) post-Marxist reading of Broodthaers's
work, which inspired a generation of scholarly followers and disciples in the
US, including Douglas Crimp (1989), Rosalind Kraus (1999, 2010), and Rachel
Haidu (2010). The German written literature is less tempted by this trail,
even though it is well aware of it. An exception is Sebastian Egenhofer
(2016). Egenhofer and | often focus on the same works from Broodthaers's
oeuvre, yet each view them from a different angle. Where Egenhofer
proves that Broodthaers demonstrates the historicity of the present, | look
at this historicity from a standing point in its future, when it becomes past,
history, a historicized history—a doubled wrapping | intend to develop
throughout this paper.

5. For one example out of many, see Derrida's Cinders (Derrida 2014: 3—4):

‘La written with accent grave: |3, there, cinder there is, there is, there, cinder. But the accent, although
readable to the eye, is not heard: cinder there is. To the ear, the definite article, la, risks effacing the
place, and any mention of memory of the place, the adverb Ia ... But read silently, it is the revers: la

effaces la, la effaces herself, himself, twice rather than once.’

6. For more on Broodthaers as homme de lettres, | look forward to the
publication of the dissertation by Hannah Bruckmiiller (2020).

7. Author's translation. ‘Une forme une surface un volume, serviles. / Un
angle ouvert. Des arétes dures, / Un directeur une servante et un caissier.
/ MUSEUM / enfants non admis / ... foute la journée, jusqu'a la fin des
temps.’

8. The catalogue reproduces Broodthaers's machine-typed letter in French
and supplies the English translation, quoted above with its peculiarities.

9. Namely La Cascade (The Waterfall), 1961.

10. Rachel Haidu (2010: 133) pauses on the words Broodthaers paints on the
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18.

19.

windows of the apartment at the Rue de la Pépiniére and describes how
‘Broodthaers painted the words Musée and Museum on the inside of each
of the windows, as if to show that in the empty room, these words speak
to no one.

. How the labels illustrate the idea is the subject of rich discussion, first and

foremost by Broodthaers himself, explaining his ‘Method' on the next page,
and later by Thierry de Duve (2016).

. 'Ecrire Peindre Copier / Figurer / Parler Former Réver / Echanger / Faire

Informer Pouvoir.’

. On the founding of the Museum as a response to the sit-in at the Palais

des Beaux-Arts in which Broodthaers serves as secretary, see Haidu (2010:
110) and Egenhofer (2016: 680).

. In an open letter Broodthaers releases from the Palais des Beaux-Arts

on the 7th of June 7 1968, he writes on 'these days": 'Finally a word to all
those who did not take part in these days or who held them in contempt:
you should not feel like you have been sold until you have been bought,
or hardly." He corrects himself in his next open letter, which he releases
in Kassel twenty days later, on the 27th of June: ‘Do not read in my letter
of 7 June 68: — you should not feel like you've been sold before the
purchase. — But rather: you should not feel like you have been sold after
the purchase." The letters appear both in the original and in translation
in Gloria Moure (2012: 188—191).

Buchloh opened the path when he quoted Benjamin in the epigraph to his
early essay on Broodthaers (Buchloh 1980). Douglas Crimp (1989) continued
this line by reading Broodthaers's fictive museum through Benjamin's
analysis of the private and public collections. Rosalind Krauss (1999)
developed the analogy in regard to Broodthaers's use of the outmoded.
Finally Krauss (2010) went as far as to draw parallels between Paul Klee's
Angelus Novus, which Benjamin described as the angel of history, and
the shape of the eagle in Broodthaers's fictive museum. Broodthaers was
never directly engaged with Benjamin's writings. As Krauss (2010: 116)
confessed, the artist held none of Benjamin's books in his library. In the
context of a conference devoted to allegories, Egenhofer (2016: 684—685,
696) makes the most recent contribution fo reading Broodthaers with
Benjamin, reflecting on the temporality of Broodthaers's Museum in relation
to Benjamin's concept of melancholy.

. The Museum's iterations are clearly featured in Borja-Villel and Cherix

(2016: 172—215).

Daled shared his experiences with Broodthaers at Broodthaers's Lesson,
Thierry de Duve's graduate seminar at Hunter College, City University
of New York, 11 February 2016. On that occasion, which took place after
MoMA's purchase of the Daled collection, Daled also described his luck
as a collector as that of a surfer catching a good wave.

‘Musée d'Art Moderne, Section XIXéme siecle’; ‘Défense absolue de
toucher aux objets’; ‘Il est strict[e]ment interdit de circuler sur les travaux.”
In her systematic monograph on Broodthaers's Museum, Susanne Konig
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20.

21.

22.

23.

24.

25.

26.

27.

28.

29.

30.

(2012: 84, 89, 138) views the Section Documentaire as parodying the
function of the museum, since the nineteenth century, of documenting
history, and more particularly, holding the documentation in photographic
form. Yet | suggest that the photos document the Section Documentaire—
which Broodthaers and Daled drew on the sand. | also find it important
to note that Broodthaers published these photos only in 1974, in Catalogue/
Cafalogus, as a ftricky strategy of representing his Museum, as | am
about to demonstrate. Kénig (2012: 192—193) differentiates the Section
Documentaire from the drawing in the sand, which she associates with
Land Art, when she mentions that Broodthaers sold the photos, whereas
he couldn't sell the drawing.

‘gegriindet im Jahre 1968 — fondé en 1968'—in this case, the inscription
appeared only in German and French. Compare the documentary photo
of Section Publicité in Catherine David's (David and Dabin 1991: 227)
important catalogue of the Broodthaers exhibition at Jeau de Paume, Paris.
Broodthaers's German press release for documenta 5 was reprinted in the
art magazine Heute Kunst the following year (Broodthaers 1973b).
Hannah Bruckmdiller (2019) focuses on Broodthaers's forms of re-leases
and publicity, and even coins the term ‘domestic publicity’ to define
Broodthaers's and Maria Gilissen's sophisticated practices of drawing
materials from the private home and transforming them into public matters.
The building was demolished around the time of Broodthaers's death
(Brandnock 2004). Since La Salle blanche, the wooden reconstruction
of the apartment at Rue de la Pépiniere, dates from 1975, the year before
Broodthaers passed away, we might wonder whether the artist was
aware of the plans to demolish the building. This still demands further
investigation.

Janine Stoll (2018) dedicates her monograph to this single work, and to its
second exhibition copy.

The reconstruction at Gallery Marian Goodman was accompanied
by a thorough catalogue (Marian Goodman Gallery 1995).

During documenta 5, Section Publicité stood at the Neue Galerie.

The photographs documenting the event (Borja-Villel and Cherix, 2016:
182) are rare in that they show Broodthaers shirtless. He usually keeps an
elegant appearance, as a museum director would, with a good suit and
a tie. Here he is wearing white pants and a cap, inscribed with the word
'‘MUSEUM.." Broodthaers's bare chest, pale and covered with hair, shows his
age, but is at the same time comparable to the bare bodies of the children
accompanying the effort, a girl (Marie-Puck Broodthaers) and a boy (Pierre
Daled), wearing swimming trunks only.

‘MUSEUM / ... Un directeur rectangle. Une servant ronde ... / ... Un cassier
triangulare. Un gardien carré ..." (Egenhofer 2016: 683).

' ... peuple non admis. On joue ici tous les jours, jusqu'a la fin du monde'
(Egenhofer 2016: 683). | slightly revised the English translation that appears
in Moure (2012: 201).

It is also notable that the signs of Section Documentaire are handwritten
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31.

32.

33.

34.

35.

36.

37

38.

39.

in a childish manner, with markers. On the sign ‘IL EST STRICT[E]JMENT
INTERDIT DE CiRCULER SUR LES TRAVAUX," a forgotten E in the word
‘strictement’ is added afterward above the word, intruding onto the red
frame of the sign. See photos in Borja-Villel and Cherix (2016: 183).

Or the ‘Not a Work of Art," if we go back to the Section des Figures?
Egenhofer (2016: 684—5) suggests a close reading of the open letter and
the Industrial Poem, leading him to view Broodthaers's Museum as a space
of an endless, empty, memoryless present, which reminds him (too)
of Benjamin's writing on the time of the melancholic, and especially the
convoluted dealing with boredom and eternal return in The Arcade Project.
Speaking on A Film by Charles Baudelaire, Trevor Stark (2016) demonstrated
Baudelaire's model of the poet in exile, against which Broodthaers
could find a counter-model for the politics of aesthetics within the work
of Stephane Mallarmé.

As opportunities fo view Broodthaers's films remain rare, the extensive
catalogue featuring the artist's work in film (Borja-Villel 1997) is a crucial,
valuable aid.

From Broodthaers's explanation that accompanied the film, shown
as a complementary program for the group exhibition Carl Andre, Marcel
Broodthaers, Daniel Buren, Victor Burgin, Gilbert & George, On Kawara,
Richard Long and Gerhard Richter at the Palais des Beaux-Arts in Brussels,
1974, reprinted in the French original in Borja-Villel (1997: 121).

Adorno (2006: 102) describes the new music as ‘the true message in a bottle.”
In her interpretation of Le Manuscrit trouvé dans une Bouteille, Petra Metz
(2007: 170—2) suggests that the work reactualizes Poe's tail in an Adornean
sense.

Many bottles appear in Broodthaers's work, not all empty, not all full.
Contextualizing Le Manuscrit trouvé dans une bouteille in the progression
of the artist's early objects—the glass jars containing images cut out from
printed advertisements such as Tour visuelle (1966), the bottles of milk
appearing covered with handwritten words in the film Le Corbeau ef
le renard (1967) followed by the empty bottles with new-drawn labels
reproduced in LAngélus de Daumier, Vol. 2—could help us reflect on the
relations between words and objects in Broodthaers's work, a rich and
fascinating topic that is not the focus of investigation here.

Broodthaers makes a similar move in the earlier artist's book Un coup de
dés jamais nabolira le hazard. Image (1969) and the aluminum plates he
exhibits in Exposition Littéraire Autour de Mallarmé at Wide White Space
Gallery in 1969, in which he erases the verses of Mallarmé's poem, replacing
them with black marks that mimic the unprecedented layout of Mallarmé's
innovative book. In his artist's book Broodthaers also replaces Mallarmé's
name with his own, presenting the 1897 edition of the book as a fake?
fictive? book from 1969.

Egenhofer (2016: 677, note 7) criticizes a similar moderation in the
reinstallation of Broodthaers's 1974 Jardin d’Hiver at the Hamburger
Bahnhof exhibition with the, in his words, ‘infantile title' of Die Kunst ist
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Super! as ‘Symptom des zeitgemafen kuratorischen Missverstandnisses'
(a symptom of contemporary curatorial misunderstanding).
40. Friedrich Nietzsche (2010):

‘Nonetheless, this game must be upset for the child. It will be summoned all too soon out of its
forgetfulness. For it learns to understand the expression “It was,” that password with which struggle,
suffering, and weariness come over human beings, so as fo remind him what his existence basically

is—a past tense that is never over and done with.'

41. We can here add another work to this list of examples, the film Figures
of Wax (1975), in which Broodthaers conducts an interview with the auto-
icon of Jeremy Bentham at University College London. Broodthaers receives
no response from the deceased (Lindsay 2013).

42. 'The revolution of the nineteenth century must let the dead bury their
dead' (Derrida 1994: 142).

43. Marcel Broodthaers in Le monde des formes, 1970, a documentary film
broadcast by the B.RT. on the program Ziggurat, 19 January 1992.

44.'0O melancholy bitter castle of eagles.’ The verse is translated in Deborah
Schultz (2007: 30).

45. A thorough Hegelian reading of Broodthaers's work is beyond the
scope of this essay. It awaits another essay, as a promise for a future-
to-come. What relations could we establish between artistic practice
and philosophical investigation? Could it be that, while burying the
nineteenth century, Broodthaers buries 'Die Welt von Hegel' (The World
of Hegel) along with it? In that case, do not read: — You should read
Département des Aigles as Départmenet de Hegel. — But rather: You
should read Département des Aigles as Département des Esels. And from
paraphrasing Broodthaers | move to a direct quote, from the open letter
he released in Kassel on 27 June 1968: ‘Ceci, afin de contenter l'ane et le
pére de chacun.' 'l say this to satisfy the donkey and the father of one and
all' (Moure 2012: 190—91).
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CraTtbs

Peskcno3uumsa Kak meauym: nonmutTuHeckoe
DENCTBUE B My3ee

AnHa Kan

MCTOPUKO-KYNBTYPHbBIM My3€MHbINA HWUx B My3ee «LLlanaw» B KoHTeKcTe
Komnnekc B Paznuee ctout nepesn COBETCKOM UCTOPUM U CErOAHSI.
HeOoBXOAMMOCTbIO MPOBEAEHMS Peskcrnosmums paccmatprsaeTcs
PE3KCMO3MLMM B MaBUIbOHE My3es B A@HHOM paboTe KaK My3eMHbii
«LLlanawy. 3apaya 3aknovaercst MEIMYM, CMOCOBHBIM NMPONMUTL CBET
B CO3[aHMM MPOEKTa SKCMO3ULMM, Ha MPUPOAY NEHUHCKOrO My3esi,
KOTOPbIN COOTBETCTBOBAM Obl TEKY- MEXaHWU3MbI TPAHCAALMK U BO3AENM-
LLEMN KYNBTYPHOM CUTYaLmu U OTBe- CTBUSI NponaraHabl, @ TaKKe UxX Jon-
4an Ha 3anpockl obLecTea. B ctatbe  roBpemeHHble U MpogomKatoLmecs
06CyKOAIOTCS TEOPETUHECKME 3cpdpekThl, Habnaaemble Ha NocCT-
acnek-Tbl NPOBELEHUS PEIKCMO3N- COBETCKOM MPOCTPAaHCTBE.

LMK, @ TaKKe peanusauusi nocnea-

Knioueeble cnoBa: ugeonorus, JleHuH, mysel, nonuTtudeckoe, Paznus,
peskcnosmums, «LLlanawy, skcnosmums

MemopwanbHblit komnnekc «Llanaw» 6bin oTkpelT B 1928 rogy B namsTtb
o npeb6biBaHMM Brnagumupa JleHuHa B uione-aerycte 1917 ropa Ha Apanb-
Hem Gepery o3epa Paznme. Komnnekc npepctaenser M3 cebsa 3anoBegHyto
30HY B 32 ra, Ha KOTOPOM pasmecTunuch namsaTHUK «Lanawy», nMpc u akc-
nosuumoHHbIM nasunboH. C 2005 roga myseit «LLlanaw» Bxogut — Hapsiay
c myszeem «Capait», rae JleHuHa ykpobiBan paboumit u Gonbliesmk Hukonai
EmenbsHoB — B MCTOPUKO-KYNBTYPHBINM My3elHbIM Komnnekc B Paznuee.
Myzeit yxxe 6onee 90 neT, cMeHsIs PErMCTPbl BbIMbICTa M PAKTa, PaccKa-
3biBaeT o JleHnHe B Llanalle Yepes 3KCMO3MLMIO U UCTOPUHECKMI Happa-
TmB. «LLlanaw» Bxoaun B OBLUMPHYIO CETb My3€€B, MOCBSALLEHHbLIX PAa3HbIM
3MM304aM M MEPUOAAM KU3HU BOXAS PEBOIOLMM» U, KaK M BCE OHM, Bbin
He TOMbKO (M He CTOMbKO) My3eem, HO M aruTaUMOHHBIM LEHTPOM M MHCTPY-
MEHTOM MponaraHAbl, F4e KOHCTPYMPOBASICS U MOAAEPKMBANCS KYNbT NMYHO-
ctv INeHuHa. B cBolo oyepepb, NEHUHCKME My3eM SIBMSIMCH TOMBKO YacTbio
nponaraHAUCTCKOM MHAPOPMALMOHHOM MHAYCTPUM — HapsZy C MOHYMEH-
TarbHbIM W JKMBOMWCHBIM WMCKYCCTBOM, KMHO, NMTEpaTypoi u npod. Buo-
rpacpmsa JleHnHa, O KOTOPOM paccKasbiBanM MemopuasibHble MyseM, pabo-
Tana Kak nepcoHUMUMpOBaHHas uctopmsa peeonoumun 1917 roga. Mctopus
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Cogetckoro Colo3a HEMBICIIMMA BHE UCTOPMM PEBOMIOLMM, KaK U UCTOPUS
peBoniounn — 6e3 IleHnHa. PeBoniouus nexxana B OCHOBE roCyfapCTBEH-
HOM MAOEONOrMu B Ka4eCTBe OMOCPELOBaHHOM CBA3M C peanbHOCTbio. Mysei
«Wanaw», obnagas 3MOLMOHANBHOM MEPMETUHHOCTBIO CIONETa, MPeAcTaeT
TAUHCTBEHHBIM YOEXKMLLEM, KOTOPOE AEMCTBYET B aHPE areHTHOCTM Mpw-
pogbl: B OTNIMYME OT APYrMX MECT, rAe POHOM MCTOPUHECKOTO LEMCTBUS CIly-
HUT YEN-TO JOM MIKM KBaPTMPa, Ha BGepery o3epa Paznue GykBanbHO M3-Mog,
3eM/IM BLIPACTAET BCrOMOraTeribHasi MHAPPACTPYKTYpa AMs HermpepbiBHOM
[PEBOMIOUMOHHOM PaboThl — Luanall, o4ar M «3efleHblit KabUHET». DKCMO3U-
ums B «LLlanawe» BbicTpanBana KOHTEKCT M faBana CMMBOSIMHYECKYIO OLEHKY
MPOMW30LLEALLIEMY HA STOM MecTe cobbiTUio. [Tpn 3Tom OHa He cyllecTBoBana
B HEM3MEHHOM BMAE, @ HECKOMbKO Pa3 MeHsinachk. [IMHamMMKa pPesKCno3unLmm
UITIOCTPUPYET BECb CMEKTP MAEOMOrMHYECKUX M3MEHEHMM, UMEBLUMX MECTO
B CCCP u nozxe. [pagywas B Grivskaiiuee Bpemst oHepeaHasl CMeHa 3KCrno-
3ULMM HE SBNSIETCS UCKMIOYEHMEM B MNaHe 3aBMCMMOCTM OT TEKYLLErO Mosm-
THYecKoro coctosiHus. o 3TOM npuuMHE OHa HYKAAETCS B UCTOPUHECKOM
M TEOPETUHECKOM MOLKPENIEHUN M aHamNM3e MAEOMOMMHECKMX MPaHuL, KOTo-
pbie 6le'|14 YCTaHOBJIEHbI Ha NpeablayLmMX 3Tanax CyLecTBOBaHNA My3es.

Ha npumepe myzes «LLlanaw» B 3TOM cTaTbe 6yAeT pacCMOTpeHa
OMHAMUKa B3aMMOAENMCTBUSI MAEOMOMMM U MUCCUMM NEHUHCKOTO My3esi. Kpome
TOro, MPEACTOMT MPOSICHUTL (POPMbI  aAanTaLmM My3enHOM AesTenbHO-
CTW K COBPEMEHHbIM MOMUTUHECKMM Peanusim NMOCPEACTBOM PESKCMO3NULMM.
ST peanuu CO3AaI0T NEPCMNEKTUBY ANSt BOCTIPUSATHS TOM MM MHOM MCTOPU-
YeCKOM pearibHOCTU M OBHAaXaloT acneKTbl CyLEeCTBOBaHMUS CErOfHSLLHEro
obuecTea. [puaaHue Mysero MOMMTUHYECKOM CYObEKTHOCTM MO3BOMSIET MO-
HOBOMY COMOCTaBUTb CPaKThl M MPOSICHUTL YTO-TO O HacTosILLEM. B MOMeHTHI
TpaHchopMaLMt UHCTUTYLMS HAXOAUTCS MEKAY MOMMTUYECKOM aKTMBHO-
CTbIO M MACCUBHOCTBIO, YTO HE 3HAYUT, YTO MEPBOE JOCTOMHO MOXBaslbl, 8 BTO-
poe — ocyxzaeHus. B cutyaumn «LLlanawa» nonutudeckoe NpoHUKaeT B cam
3ambICeNl My3esi M COMPOBOXMAAET €ro AarbHeMLylo peanusaumio. 3aman-
YMBATb 3TOT ACMEKT CYLUECTBOBAHMS — 3HAYMT, YMyCTUTb M3 BuAY Lenyio
06nacTb KU3HM My3es.

MccnepoBaHue MpPOBEAEHO C MO3MUMM  MEXAUCLMMAMHAPHOMO
NMOAXOAA K SIBNEHMUSIM KYNbTYPbl, B TOM YMClie My3esim. TakoM Mopxon nog-
pa3ymMeBaeT B3aMMHOE BIIMSIHWE MYMaHWTAPHbIX HaMpPaBneHU Apyr Ha Apyra
M UHCTPYMEHTaNM3aumio 3TUX COMMKEHUN Ans oboralueHusi MOHSTUMHOIO
annapaTta. My3el HaxoguTcs Ha MepecedYeHWM KyNbTYPHOM, aHTPOoMono-
rMYECKOM WM COLMArbHO-MOMMUTUHECKOM MBICIIM M MOMKET BbICTYMaTb B 3TUX
AMCUMINIIMHAX OGBEKTOM UCCneaoBaHus. Taknm obpa3om, Tema CTaTbu Npea-
CTaBMSIET aHaNM3 CUTYaLMKU PESKCMO3MLMM B KOHTEKCTE MOMUTUYECKOM aKTUB-
HoCTU My3ed. [Ins TeopeTnyeckoro 06OCHOBAHMS PESKCMO3MLMMU KaK Meau-
yma ucnonb3sosaHbl uaen Knuea Mpes (Gray 2015) o npupoae nonamMTUYecKoro
B My3ee, a TaKKe HapaboTKW aBTOpa TWUMOMOrMYECKOro aHanusa My3en-
HbIX mogepHmzaumit Exxn Ceeummckoro (1989). Cozey4HbBIMM aHanMU3y oKasa-
nmcb pasmbiwneHns Mnbu byapaittckuca (Byapaittckue u Hanpeerko 2016)
06 UCTOPMM U COBPEMEHHOM MOMOKEHUM UCTOPUIECKUX My3eeB. Ero cTatby,
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NpPefCTaBeHHble Ha Pa3NUYHBIX MHTEMNNEKTYaNbHbLIX MAOWAAKaX — B Kyp-
Hane «Pa3Hornacusi», B pamkax npoekta «legarornyeckasi nosma», cCO3-
faHHoro coemecTHo ¢ Apcernem unsesbim (Bygpaittckuc m Xunses
2014), — cnocoBHbl MHOTOe NPOSICHUTL B MOHUMAHMM MOAMTUYECKOM HMUIHM
my3eeB. PaGoTbl my3eonoros, onyGnukoBaHHble Ha pybexke 1990-x 1 2000-x
rofoB, MOMOITIM MWCCNEAOBaTb CYLLUECTBYIOLMIA B3MMIsSA Ha PE3KCNo3nLmn
B MCTOPUYECKMX My3esx. Bonblunm nogKpenneHMem B U3MOKEHWU reHeano-
mu peskcnosunumii mysest «LLlanaw» nocnyxunm uctopuyeckme LOKYMEHTb,
HalgeHHble B apxmBax MyseitHoro komnnekca B Pasnvee u gpyrux mysees.

Peakcnosuuus: BoiGop, uccnepoBaHue, BOCMOMUHaHKWE

CobupaTb, OXPaHsTb M AEMOHCTPMPOBATbL MPEAMETH M MAEM, MYOAUYHO
HaZEensTb MX BCEOOLLEN 3HAYMMOCTbIO — 3aHATME camo Mo cebe rnyGoKo
upeonorndHoe (Gray 2015: 13). Mgeonorus B My3ee Ha4MHAETCS C MPUHLMMNOB
COCTaBfIEHUSI My3eiHOM Konnekumn. Hanpumep, nosuTuBMCTCKas opueHTa-
LMsi MOCTYIMPYET B BELLAX NPSMYIO CBSI3b MEXAY «PaKTaMu» U PeanbHOCTbIO.
MpeameTbl B TAKMX My3esiX HaXOAATCS MOTOMY, YTO OHM CMOCOBHbLI NpeaocTa-
BUTb «CPaKTbI» ANS KOMIMYECTBEHHOMO aHamnM3a KymbTypbl, MO KOTOPbIM MOXKHO
OLEHWUTb U3MEpPsiEMble MAPaMETPbI, TaKME KaK SKOHOMMHYECKME MOKa3aTesu
unu Guonoruydeckoe pasHoobpasue. B ceolo ovepenb, KOHCTPYKTUBUCTCKUIA
B3NS 03ab04YeH TeMm, KaK oAU MM COOBLLECTBA MOHMMAIOT 3HAYMMOCTb
MaTEPMArbHOMO M HEeMaTepuanbHOrO ANS OLEHKWM COBCTBEHHOM KyNbTYpb
C MOMOLLbIO Ka4eCTBEHHbIX Mnu dheHomeHosormieckux metogonoruin (Gray
2015: 15). Knue peit (Gray 2015) nokanusyeT MAEOMOMMIO B Ka4eCTBE KO-
YeBOM NEepPEeMeHHOMN B MOMUTUYECKOM XM3HM My3eeB. OHa NeXUT B OCHOBE
MOTUBALMM K MPOBELEHUIO «MOMUTUKU My3es», KOTOpPasi, MO OMpeferneHumio
EneHbl Mopozosoi (2016: 99), ecTb «ueneHanpaBneHHas LesTerbHOCTb My3es
Mo peanu3aumMm ero MMCCMU M CouManbHbIX CPYHKLMIM, OCyLLecTBRsiemas
C Y4EeTOM OMpeferneHHOro COLMOKYMLTYPHOIO M MOSIMTUHECKOrO KOHTEKCTa
M roCyAapCTBEHHOM MOSIMTUKM B OBACTU KynbTypbl». Mopososa (2016) cum-
TAET, YTO Yy My3€sl UMEIOTCS CBOM MHTEPECH, M STOT ACMeKT BKIIOYEH KaK CyLL-
HOCTHbIM MPM3HAK B TPAKTOBKY MOHSATUSI «MOMMTUKA My3esi». DTy CUTyaumio
XapaKTepusyeT HeOBXOAMMOCTbL BHIGOPA OMPEeAEneHHOro Kypca Ans peanu-
3aUMM CBOEM MMCCMM, KOTOPbLIM My3el onpepenseT camoctosTensHo. Maeo-
TIOTUSI MOXKET MOHMMATBCS KaK COBOKYMHOCTb HOPM — TOFO, YTO CHMTAETCS
«MPAaBUIbHBIM», «OOMYCTUMBIMY MU KOPPEKTHBIMY. 3A€Ch MAEONOrus Ccny-
KUT OCHOBOM ANl PYKOBOACTBA «MONUTUYECKMM» AEMCTBUEM, OEe34eMCTBMEM
Uu BoIBOPOM. DTO MOKET BKIIOHYaTb BOMPOCHI BMELLATENbCTBA FOCYAAPCTBA
B MY3EMHbIM CEKTOP M BIMSIHWE Ha PELLEHWS] OTAEMNbHbIX NIOAEN BHYTPU Hero.
Ha sTom ypoBHe My3ei BHOCMT BKNag B OOLUME HOPMATUBHbIE YOEKAEHUs
o cBo6oge Bonu U BeIBoOPa, coumanbHom oteetcTeeHHocTH (Gray 2015).
Mogpaep:xaHue MNOCTOSHHOM BbICTABKWM OMPEAENsSeT My3el B Kade-
cTBe Ny6nmMYHOro MHCTUTYTa. Yepe3 AemoHCTpauuio matepuana B my3en-
HOM KOHTEKCTE TaKXe BOMMOLUAETC W MPAaKTUKYeTCs uaeonorus. IToT
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acrneKT BbICTABOYHOM [AEATENBHOCTM MPOMUCTEKAET M3 MNPEACTABMEHUS
O TOM, YTO My3€eMHble 3KCMO3MLUUK — 3TO Habopbl MeccemxeM, nepenasBa-
embix nocetutenio (Gray 2015: 17). MNosisnenue B 1970-e roabl TEOPUM KOM-
MYHWKaUMM MOBMMSNO Ha BO3HWMKHOBEHWE TEOPMM My3EMHOM KOMMYHMKa-
LMK, MOA KOTOPOWM MOAPAa3yMEBAIOT HeBepOaribHble BbICKA3bIBAHMUS «S3bIKOM
Bellei» B HanpasneHuun nocetmtens. CornacHo 3Toi TEOPMM, SKCMO3ULMS
SBNSIETCS OCHOBHbIM CPEACTBOM MY3EMHOM KOMMYHUKALMKU, MHBIMM CTIOBaMM,
meanymom. Peskcrnosnums, B CBOIO ovepepb, TaKKe MOKET PacCMaTPUBATLCS
B KadecTtBe meguyma. OHa mpefcTaBnsieT coGOM MPOLECC WCCEefOBaHMS,
B pe3ynsTaTe KOTOPOro JOMKHAa ObiTb YCTAHOBMEHA LEfb CyLUEeCTBOBaHMS
My3esi — ero muccus. B GonbluMHCTBE cnyyaes 3Ta AedTerbHOCTb OCTaeTCs
CKPbITOM OT 3pUTENs, HO DOPMMPYET OCHOBY MY3EMHOM MPAKTUKKU U TaKKe
peanusyeT B CBOMX CLEHapusx maeonormio. Yepes peskcnosmumio mysen
coobLaeT 06 OCHOBHbIX acrMeKTax CBOEM AEATENBHOCTH, & TaKKe O MPUHLM-
NManbHbIX MOAXOAAX K PEeLLEHMIO BOMPOCOB HacTosiero. [paHuubl peakcno-
3ULMM KaK MEAMYMA MPOSIBNSIOTCS HAMBONEe OTYETIMBO B TOT MOMEHT, KOTAa
3KCMO3WLMS MOANEKUT CMEHE BBUAY PM3MHECKOrO, HO HaLLe UHTESNEeKTyarb-
HOrO ycTapeBaHus. Peakcnosuums HauMHaeTCs B MOMEHT OCO3HaHUS Heob-
XOAMMOCTH MEPEOCMBICTIEHUS CYLLEECTBYIOLLEM SKCMO3ULMM U ANUTCS BMNOTb
[0 OTKPbLITUS HOBOM. Pe3KCMo3MUMIO COMPOBOXKAAIOT PAa3fMYHLIE UHTEMNEK-
TyanbHble, XYOOXEeCTBEHHble, aAMUHUCTPATUBHbIE U XO3AMCTBEHHbIE aKThbl,
HampaBneHHbIe Ha NerMTUMM3aLMIo BoiBpaHHoro Kypca. CmeHa NoCTOsiIHHOM
SKCMO3WULMM My3esi — BCEr4a MaclUTabHbIM M BO BCEX CMbICIAX 3aTPAaTHbIM
npoekT. OcoBeHHO MHTEepPeCHbIEe 1 BoraTble MaTePUanom Afis aHanmsa 4acT-
Hble Cly4au PEe3KCMO3ULMKM MPOUCXOAST Ha POHE MOMUTUYECKUX CABWIOB
u usmeHeHun. Hanpumep, B mysee «LLlanawy» peskcnosmums npoucxoamna
Tpu pasa: B xoae borblioro Teppopa, BO BpemeHa XPyLLEBCKOM «OTTENenm»
1 B coBpemeHHol Poccun. Myseit MOXKET MOMEHSTb IKCMO3ULMIO HE MO COO-
CTBEHHOM WMHMUMATMBE, a Moh AaBneHuem Gorniee BNacTHbIX MOUTUHECKUX
aKTOPOB. B Apyrux crnyyasix pesKcrnosuums MOKET MCXOAUTb U3 BHYTPEHHEM
CAMOKPUTUKM UIIM BbITb MOMLITKOM HaNaAMTb CBS3b C HOBOM PEanbHOCTbIO.

B Teopetnyeckoit My3eonorMM [OCTATOYHO MHOrMO BHUMA-
HUS yOEMeHO 3KCMO3MLUMM, @ PE3KCMO3MUMS OCTAaeTCs PEAKMM Mpeame-
TOM Ansi OBCYXKAEHUS: B OAHMX MCCIEAOBaHMSX My3en oBpallaloTcst K CBO-
eMy OnbITy HeJaBHO MpPoBefeHHOM peskcnosuummu (AmocosBa u KoHbiwesa
2020), B gpyrMx — oBCyxaaloT 06OCHOBaHME ee HEeOBXOAMMOCTU TaKo-
Boi (AxkceHoBa n AkceHosa 2019). B 1977 rogy myseornor Exxu CBeummckuit
(1989: 5) ony6nmKoBan CBOM Pa3MbILLAIEHWUS O «My3EMHOM MOAEPHM3ALMMY',
B KOTOPbIX MOMbITANCS MPEACTaBUTb MPUMEP «MPOEKTHOM MPOMEAEBTUKMY.
OH BblAENUN TPW FPYMMbl KPUTEPUEB, B COOTBETCTBMM C KOTOPLIMM MOMKHO
NMOAXOAWTb K OLeHKe momepHusauuu. [NepBbiit — 3TO 06IacTb MOAEPHM-
3aUMK, T.e. €e HaMpPaBNeHHOCTb HA OMPEAENEeHHbIE 3MEMEHTHI B CTPYKTYype
3KCMo3uLMK (3KCnoHaThl, mebenb U apxuTekTypa). BTopoit kputepuin oue-
HMBAET MOSIHOTY M3MEHEHWUM, @ TPETUM — KNaCCUPUUMPYET MPUHLMMBI
B3aMMOLENCTBUSI C 3IIEMEHTAMM 3DKCMO3MLMM, TaKMMM Kak p[obaBneHue,
U3BATHE U PEKOMOBMHALMS.
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MpUYMHBI M Lenu MoZepHU3aLMU CTOUT POPMYNMPOBATL MCXOAS
U3 KyNbTYPHO-MCTOPUYECKOM CUTYaLMM, B KOTOPOM OHa npoucxoguna. Cee-
ummckmit (1989: 8) oBpaluaeT BHMMaHME, 4YTO MpPoBriema 3aKMoYaeTCs
He TOMbKO B TOM, YTO «Jaxe Te [SKCMo3uummu], KOTOPbIE Mbl B TeYeHue [os-
roro BPEMEHM CHMTAEM OKOHYATENbHO YCOBEPLUEHCTBOBAHHBIMM MK ‘coBpe-
MEHHBIMM", HEM3BEKHO M HEYKNOHHO YCTapEBAoT», HO M B TOM, YTO «XapaK-
TEP PE3KCNO3WLMI COOBLLAET, MPEXAEe BCEro, O MNyTHX 3SKCMO3MLMOHHOM
MBICIIM B My3€siX, @ TEM CaMblM — U O Pas3BUTUM My3eeB B Lenom». Dop-
MUPYIOLLIASIC PEIKCMO3ULMS 3a4aCTYIO BKIIIOHYaET B cebsi CTPYKTYpYy CTapoM
3KCMO3ULMM, YTO MOAPA3YMEBAET HEOBXOAMMOCTb KOMMPOMMCCa B MpoLiecce
cozpanus. Cnoco6 coegMHeHUs HOBbIX 3fIEMEHTOB CO «CTapbiMu» (Mnn CTe-
MeHb BKIIOYEHMS! TPAAULMOHHBIX 3MIEMEHTOB) OMNPeaensieT CTPYKTYPHbIA TuM
HoBOro npowseegeHus. B pasmbiwnermsx Posanung Kpayce (2020) o meau-
yMe MPUBOAMTCS OMbIT BOCMOMMHAHUSI KaK CpOpMbl CO3AaHMsI mpom3sene-
HWM, YTO OTKIIMKAETCS U B MY3EMHOM OeATENbHOCTM. TaKas TPAKTOBKa Hawu-
6Gornee MOMHO OTPAXAET MEAMASIbHYIO MPUPOAY PE3KCMO3WULMM M B KaHpe
MEMOPUanbHOTO My3es, U B aHpe myses uctopmieckoro — «Llanatu» otHo-
CUTCS K OBOUM KaHpPam, — rae BOCMPOU3BOAMTCS BEPCUS MaMsTU O COBbI-
TMK. «Meanym ecTb cbopma 3arMoMMHaHMS: PA3MIMYHOTO POAA XYAOMKECTBEH-
Hble OCHOBAaHMS, KaXA0E M3 KOTOPbLIX MPEACTABIEHO OMPenenieHHOM My30H,
CnyKaT nopgobuem CTPOMUTENbHBIX JIECOB AMS MPEACTaBIeHMUs “KTO Tbl eCTb’
B KOJINIEKTMBHOM MaMATH TEX, KTO MPAKTUKYET TOT MU MHOM BUL MCKYCCTBA —
YMBOMUCb, CKynbnTypy, chotorpadmio, kuHo» (Kpaycc 2020). Peakcrnozmums
B TAKOW TPaKTOBKE MpeACTaBnsieT coOoM Mpouecc obpeTeHUs myseem cebs
3aHOBO.

leHeanorus peskcnosuumin myses «LLlanaw»

Ha TtpaypHom meponpusitin no criydaio cmeptu JleHnHa rmasa Cectpopel-
Kkoro ropcoseta Hwkonait EmenbsiHoB, ykpbiBaBWMI JleHWHa M 3MHOBbEBa
B uione-aerycte 1917 roga, o6HapofoBan B CBOEN PeYM MCTOPUIO O Luanalle.
YyacTHUKM MUTUHIE — paboumne 3aBoAa — «EAMHOAYLLIHO BbICKA3asu noxe-
naHue»’ yBeKoBe4YnTb 3TO mecTo. 27 uioHs 1925 roga MNeTpocoeeTt nocTtaHo-
BMIT: YCTAHOBUTb NMAaMSTHUK Ha MECTE MOAMNONbHOIO NpebbiBaHKs PEBOSIOLMO-
HepoB Ha o3epe Paznue. [Nocne cmepTtH JleHnHa Havancs odepesHoM BUTOK
60pbObl 38 BMACTb U MOUCK YH4aCTHUKaMM 3TOM 60pbObI KOMMPOMATA Ha MOMU-
TUYECKMX COMepPHMKOB. [prMnommuHanMch ccopsl U MPOTUBOPEYMS C JTEHUHBIM,
a Te, KTo Bbin Brivixke APYrMX K HEMY MPU 3KM3HU, MOTTIM PACCUMTLIBATb Ha MOA-
LEePKy ogHomapTMiLes. BeicTynaBLume Ha 3acefaHusix GONbLUEBUKM UCMOSb-
30BasiM BbIAEPKKM U3 BbICKa3bIBaHMM JleHWHa Ans noasep:aHms nopoi npo-
TMBOMOJOMHbIX TE3UCOB, YTO BOLLSIO B MCTOPMIO KaK «BOMHA umTaTt». Ha dhoHe
MEKPPAKLMOHHBIX BOMH BO3HMKANM M PA3BMBANMCb BCE HOBLIE CIOXETHI
JNenmHuanbl. Cnoxueumics Kk 1925 rogy NMOMUTMYECKMI MOPSOOK MNpenyc-
MaTpuMBan BeayLlylo posib 3MHOBLEBA B NMPUHATMM pelueHui B MNeTporpage,
M mMemopwan Gbl TOMBKO YMPOUM Ero MNo3ULMK.
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MpoeKTMpoBaHMe M CTPOUTENLCTBO MAMSATHMKA ObINO MOPYYEHO
apxutekTopy CecTpopeLKoro MHCTpymeHTansHoro 3asofa Hukonaio Bopwu-
coBy, a 6apenbedobl MCMOMHUI M3BECTHbIM NIEHUHIPaACKMI CKynbnTop BukTop
CuHaicKkuin. MOHYMeHTasbHBIM KOMMMEKC: MUPC, MasiK, NIOLLAAKA AN MATUH-
roB u TpMOyHa ANs BbICTYMEHWUM, — Obls1 AOMONMHEH ABYMSI CKYSbMTYPHbIMM
Komnosmumsamm: «IleHnH, paGoTaloLLmit Haj PYKOMUChIO» M «J TeHUH 1 3MHOBLEB»
(wn. 1). K anperio 1926 roga Tepputopms 6bifa O4MLLEHA OT KYCTapHUKA, Bbiiu
3aBe3eHbl WebeHb, MecoK, LEMEHT, HauYMHanucb PaboTbl MO OBTECKE Kam-
HeW Ans NPUCTaHK, TPMOYHbI M BXOAHBIX rpynn, Ha 3aBoge «KpacHbii BbiGop-
»eu» 6binm otnTel Gapenbedbl. OpHako 26 mapta 1926 roga 3MHOBLEE Gbin
CHST C BOMKHOCTM MpeacefaTens JleHcoBeTa, a CTPOMUTENLCTBO MemopHana
NPUOCTAHOBMEHO. NS NPMBREYEHHbIX aBTOPOB MPOEKT 3aKOHYMIICA AeHEM-
HbIM CKaHAASNIOM: MM He BbIMNaThiM OBELLaHHbIM rOHOPAP 3@ BbINMOMHEHHYIO

PaboTy — M MOSIOKEHHOIO MPMLLIOCH JOBUBATLCA Yepes cya.’

Mn. 1. @oTo ¢ nzobpaxeHrem
Gapenbedpa «JleHnH

1 3uHoBbeBy. Ckynbntop
Bukrop Cunarickuii (1960).
Apxus [ocyaapcTBeHHOrO
My3€si FOPOACKOM CKymbr-
Typbl.

Yepez nonropga pa3paboTKy MamsTHMKaE BO3OOHOBMAM MU Mepe-
Lanu apxXMTEKTOPY CTPOWTENbHOrO yrpaBreHusi [OpoACKOro oTaena KoMmy-
HasbHoro xo3sicTea AnekcaHapy lerenno B nopsigke nepcoHanbHOro 3aja-
Husl. B3siB 38 ocHOBY KOMNO3ULMIO M3 NKUpPCa M NamsaTHUKA, [erenno Bckope
MpeacTaBui HOBbIM NPOEKT. B 3agaHnK npegycmoTpuTensHo n3bexkanu Boc-
npou3eeaeHMs 06Pa30B NOUTUYECKUX domryp — B OnybrnmMKkoBaHHOM B 1962
roAy KHure «M3 TBOPYECKOrO OMbiTa: BO3HMKHOBEHME U Pa3BUTUE aPXUTEK-
TYPHOrO 3aMbIC/Ia» aPXUTEKTOP OMMUCLIBAET XOZ CBOEM MbICIM TaK:

«JlernH YKPbIT — Lanawl, rae OH CKpPbIBasiC4, NOCTAaBNEH HE Ha BUAY. IeHuH nog Ha,qe»(Hoﬁ 3aLLl,l/1TOl:1

napTMn MU NETPOrpaacKkmnx pa60‘-|l4X — anawl 3aKpbIT: C O,D,HOI;I CTOPOHbI — OCHOBHbIM ob6beMOM
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BEPTMKANbHOro napannenenuneaa, ¢ ApyroM — CTEeHOM, KOTOpble Kak Gbl CUMBOMMU3MPYIOT NapTHIO U

I'IeTpOI'pa,D,CKI/IIZ nponetapuar. I'Iapannenenmne,q U CTeHa NpPo4YHO O6'beIJMHeHbI KAaMEHHbIMU YCTYNamH,

KaK Gbl FOBOPSILLMMM O HEPYLLMMOM CBSI3M MapTum ¢ paboumnm knaccom» (lerenno 1962: 149).

HeT ocHOBaHMIM COMHEBATBLCS B TOM, YTO XOA MbICSIEN aBTopa
ObiN MMEHHO TakUM 1 B 1926 rofy, U MOXHO NPEnBAPUTENBHO YTBEPKAATD,
4YTO MNofobGHasi TPAKTOBKA SBNSET COOOM MepBbIM METAahOPUYECKMI pac-
cKa3 o npebbiBaHuK JleHnHa B wanawe (B rerenynioBCKOM M3NOKEHWM —
6e3 3uHoBbLEBA).

Mopo6HbIM CHMMBONKM3M Mpeanonaran HeorpaHWMYeHHOe Komnude-
CTBO «peanbHbIX» TPAKTOBOK B YCNOBMSIX MPOLOMKAIOLLENCS NONUTUYECKOM
60pbbbl. DTOT MAMSATHUK, KaK rMacKT pa3meLleHHas Ha HemM HaAMMUCb, NOCBS-
weH «MEHMHY», a Ha gpyroi cTtopoHe Takke BbicedeHO «Ha mecTe, rge
B uione u aerycte 1917 roga B Llanalwe u3 BETBEM CKpbIBancs OT npecre-
LoBaHWs BypiKya3uu BOXAb MMPOBOTO MPOSIETAPMATE U MUCAN CBOIO KHUIY
“locypapcTtso v pesonioumsi’». B nepsbie gecatunetms nocne cmepty JleHnHa
CO CroB cBuAeTenei Gbina co3faHa MaTpMLa BOCMOMMHAHUI — KBasudpak-
TONoOrMyecKass OCHOBa BCeneHHOM J1eHWHWaHbl, HamMeTHBLLas MyTb WAEOoNo-
rMYECKOM MHCTPYMEHTanM3aumm pearnbHoro cobbitus. CBOM BOCMOMMHAHMS
O Lanalle B pa3Hble rofbl 3anMcany 1 obHapOoAOBanM PS4 MOMMTUKOB: Anek-
caHgp LWotmaH, Hukonait EmenbsHos, Mpuropmi Opgkonnkuase, lpuropuit
3uHoebeB, Omutpuin JleweHko, DitHo Paxbsd. B BOoCcmommHaHMAX mMeHsSnUCb
LencTeylolmMe nuua, HaBelaswme JleHuHa B Lianalle, a KIoYeBbIM NMocTe-
MEeHHO CTAaHOBMMCL MPUCYTCTBME M posb CTanuHa B NMPUHSATUM CTpaTernye-
CKMX pelleHni. HecmoTpsa Ha To, yto «LLanaw» B TO Bpemsa cyliecTBoBan
B BMOE Memopwuarna, nepBasi CMeHa Mapajurmbl — KaK BUMAHO M3 BbILLUECKa-
3aHHOrO — MpOM30LLUNa eLle A0 nosiBrneHus akcnosuumn. CoBmeLLeHHbIe
BO BPEMEHM BRMUsIHUE MEXPPAKLMOHHOTO KOHCPIMKTA U M3MEHEHUS B NPO-
eKTe MemMopuana pPeanusoBanmcb B CMMBOJSIMHECKOM MMUCDONOrU3UpPYIOLLEN
cbopme namaTHuKa lerenno, roe Hawnocb Gbl MecTo NoBoMy MAeonormye-
CKOMY HappaTuBy 00 yOexMLLE M NMyTU K PEBOMIOLMM.

B 1936 rogy Ha TeppUTOpPMM MemopHrarna NOSIBUICS NepBbii NETHUM
MaBMIbOH. DKCMNO3ULMIO Afist HEro paspaboTan [oCcyAapCTBEHHbIN My3eit peBo-
niounm (TMP) B JlenuHrpage. Jletom Ha mecte pa6otan akckypcosog MMP,
a K MaMSTHMKY MNOAXOAMMM NIOAKM C JKENAIOLLMMU MPUKOCHYTCS K 3TOM MAEo-
NOTMYECKOM PENUKBUM. SMMOM MPUXOAWIM Ha NbiKaX MO 3amep3LUemy O3epy.
Y uctokoB [MP cTosanu Hapkom npocBelieHus AHaTonuit JlyHavapckui,
nucatens Makeum lopbruit, npeacegatens [Netpocoseta lpuropuit 3uHoebes
U gpyrve obliecTeeHHble gestenu («Myselt ocoBoro HasHadeHusi» 2019).
B 1936 rogy ITMP, kak U mHoOroe, K Yemy Mmen agMMHUCTPATMBHOE U MAEMHOe
OTHOLLEHME 3MHOBLEB, Momnan B onany: COTPYAHWKM MOABEPMChL pernpec-
CUSIM, COEPIKAHNE My3esi — PEBM3MM, LIeH3ype U MOCNeAyIoLLEN PEedKCMo-
3uumn. NepeocmbiCneHmio NogBEPrIach M SKCMO3WLMS JIETHErO MaBMIIbOHA
«anawa» — nepBasi pesKcno3uums 34ecb NPoM3oLLIa Ha POHE MHCTUTY-
uMoHanbHoro nepexoga B 1939 rogy myses «Lanaw» B BegeHne JleHnHrpaa-
ckoro domnuana Myses B. W. INenuna. Otkpbisumiics B 1936 rogy LleHtpans-
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Hblt mysei B. M. JleHnHa B Mockee npeacTaBnsan coboi HOBbIM annapaT
no ynpaeneHuio namsatelo o JleHnHe. OH oGbeAUHAN M KOHTPOMNMpPOBan
nog CBOMM LEHTPANM30BaHHbLIM Havanom 6onee paHHUE MHULMATUBBI MEMO-
pyanuMsaummM M MHMLMMPOBAN HOBbIE. Ero pyKOBOACTBO PacKPUTMKOBAMO 3KC-
nosmumio B «Lanawe», coenaHHyto TMP, ykazaB, 4To OHa He COOTBETCTBYET
«KpaTkomy kypcy uctopuu BKIM(6)». Beino npeanucaHo ncnpaemTb Heao4eTh
B DKCMO3ULMM — WM OAHOBPEMEHHO MHULMMPOBAHA NMOCTPOMKA HOBOrO OTar-
JIMBAEMOTO MaBWUIbOHA.

Ewe ogmH B3rnag Ha MAeonoruio CyLlecTByeT B hopme creumdom-
HYECKMX MONUTMHYECKMX MOHSATHI, KOTOPbIE MCMONb3YIOTCS B KA4ECTBE OpraHu-
3aumm M 06OCHOBaHUS NONMUTUKU. OHU COfEPIKAT KaK OHTOMOTMYECKME MAEM,
TaK M MOEN O COLMANbHOM PEeanbHOCTM M AAIOT MOAPOBHYIO XapaKTePUCTUKY
BIIacTU U ee pacrpefeneHmio, a TaKiKe POosu rpaxaaH v rocyaapcTea B obLLe-
ctee (Gray 2015: 18). Ony6nmkoBaHHbIM B 1938 rogy «KpaTkui Kypc nctopmm
BKIM(6)» npencTaBnsieT co60M OCHOBHOM CTANIMHCKMIA MCTOPUYECKMI MPOEKT.
PaHee, B koHue 1920-x rogoB, Makcum [OpbKMiA, BAOXHOBUTENb MHOFOTOM-
HUKa «McTOpUS rpaxkaaHCKOM BOMHBI» M M3AaTENbCKOro npoekTa «Mctopums
habpuK M 3aBOJOB», CPOPMYNIMPOBASNT MOHUMAHWE MUCTOPMM HE KaK UCTO-
PUYECKOM HayKM, @ KaK pOpMbl CO3HaHMWSI, MAKM CBOMCTBA MONUTMYECKOrO
mblwnerus (MpowHmkos et al. 2018: 491). B aToit noruke namsaTHUK U my3ei
He paccKasbiBanu o JleHnHe B Lianale, a TPaHCIUPOBaNK MAEOMNOrM3NPO-
BaHHOe BocnpusTUe JleHuHa B Wwanawe. Takum obpasom, Ha4anach LeHTpa-
NU3aLMs UCTOPUHECKOM OMTUKU NIEHUHCKMX MY3EEB Yepe3 PEeBOMIOLMOHHYIO
armorpaduio JlenuHa (M CranuHa), 3akpenneHHyto B «KpaTkom kypce».

B rpynne 3Kcno3suuUMOHHBIX MOAEPHU3ALUMM, BbIAENSIEMbIX C TOYKM
3PEeHMsT X MPOrPaMMbl U TUMA KYSBTYPHO-UCTOPUYECKOM cmuTyaumu, Ceeumm-
ckuit (1989: 28) Ha3blBaET MOAEPHM3ALMIO, HANPABEHHYIO Ha oBecnedeHue
OVMOAKTUYHOCTM KCNO3uumK. B kavecTse npmumepa 13 MCTOPMM OH NPUBOAUT
My3eun nocnepHero gecstunetms XIX Beka, B KOTOPbIX CUCTEMATUIUPOBAHHbIE
COBpaHUsi MPEBPATUIIUCD MMEHHO B DKCMO3ULMM, TAE KIIOYEBbIM KAa4ECTBOM
npeameTa cTasna CrnoCoBHOCTb CIYKUTb MPOBOAHUKOM MHApopmaumu. C 1ok
TOYKM 3peHus skcnosmums B «Lllanawe» nogseprnach «AMOAKTUHECKOMY»
anrpemgy (CornmacHO HOBOM HayKe MCTOPMYECKOrO MaTEPUanmM3mMa M ee YacT-
HoMy npowussogHomy — «KpaTkomy Kypcy»).

He ocTtanocb HWKaKWMX CBMAETESILCTE TOrO, KaK MMEHHO BbIrfisi-
[erna nepsas 3KCMO3MUMs, HO B [OKNAAHOM 3anucke AupexTopa Myses
B. M. NNenuHa cekpeTapio ropogckoro kommTeta BKIM(6) ot 20 mas 1940 roga*
Mbl BUOMM, YTO «PEBOSIOLUMOHHAS AESATENbHOCTb B MOCIEAHEM MOAMOSbE
HEe OTpaXKeHa, KaK MMaBHOE CPeaM AOKYMEHTOB MaBMIIbOHA M B LUEHTPE 3KC-
Mo3uLMK He BbiAENEeHa»’; B APYrOM JOKYMEHTE FOBOPMTCS, YTO «B DKCMO3M-
LMW MMENMCb MOPTPETLI Tpoukoro u 3uHoBbeBax®. BeposiTHo, B nepBoit akc-
nosuuumn Gbiv cobpaHbl yLUeneBLUMe CBUAETENbCTBA MpebbiBaHMsa JleHnHa
B LUafale — TaKMe KaK YaMHWK, JNIoAKa, Becsio m npod. OgHako Ha HOBOM
3Tane 6bino BaxHO npeacTaBuTb CTanunHa Kak npeemHuka JTeHWMHa U OKOH-
YaTeNlbHO CTEPEeTb Crnefbl YHUUTOXEHHbIX MOMUTUYECKMX OMMOHEHTOB. B 1941
roAy 3aKOHYMIIM CTPOMUTb HOBbIM MaBuibOH my3es «Llanaw», B akcnosmumm
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KoTOporo 6bifia peanns3oBaHa MAEs €AMHOTO HEMPEepPbIBHOTO EHWHCKOro
nyTM K peBoniounn: oT npubbitus B lNeTporpag B anpene 1917 roga fo nep-
BbIX COBETCKMX LEKPETOB M HEMOCPEACTBEHHOIO y4acTus B Hem CTtanuHa.

XpyLLeBckasi oTTeneris MHOroe MOMEHsNa B AUCKYpCE O ABYX
BOXAsX, BouMcTME CTanmHa M3 naeonormydeckoro nons. MNocne XX cbesga
€ero OCyaMSIM 3a TePPOP M KYNBT JIMHHOCTM M «OBS3asnMCb» «BEPHYTbCS
K JleHuHy». [MonuTMKa B OTHOLUEHMM FNEHUHCKMX MEeMOPMarnbHbIX MECT
npegrornarana CTPOUTENBCTBO M OTKPLITUE HOBbLIX PUNMANOB MOCKOBCKOIO
Myszesq B. M. IleHnHa 1 memopuranbHbIX My3eeB Mo BCel cTpaHe. Mmnynbcom
K OGHOBNEHUIO MOCNyXMnu aBa tobunes: 50-netne OKTA6PbCKOM peBoOMoLUM
1 100-netne co aHst poxaeHus IlenuHa. Tak, ans myses «Capai» k 1970 rogy
noctpounm kynon, ans «Lllanawa» — naBunboH, aBTOBYCHYIO OCTAHOBKY
M aBTOMOGMIIbHYIO Jopory oT [NPUMOPCKOro LLIOCCE MPOAOIIKUTENBHOCTbIO
4,5 kunomeTpa. MHppacTpyKTypa Bkmovana B cebsi He TONMbKO LOPOrH,
MO KOTOPbIM OCYLLECTBISNCS PEryfsipHbii TPadhMK «TYPUCTOBY, HO U M3aaBa-
€Mble COTHSIMM ThICSY MYTEBOAUTENM M KAPTbl MO JIEHUMHCKMM MECTaM, YTOObI
MPUBIEYb NIOAEN B MY3EN.

MoBopoT mpousoLuen He TONbKO B MAEONOMMYECKOM M OpraHu-
3aLMOHHOM aCMEKTax PaCcMpPOCTPAHEHUSI MUGPE O NEHUHCKOM MyTH; 38 HUM
nocrnefoBasnio MorfiHOe 3CTeTUYECKoe npeobpaskeHue. MNpon3BoaCTBO HOBOM
BELLECTBEHHOCTU — @PXMTEKTYPbl, SKCMO3MUMKM, TUMOrpacouHecKmnx mate-
PUaNoB, 3HAYKOB U MPOUMX MAaTEPMAribHbIX aTPUOYTOB KynbTa — MPOUCXO-
OMINO Ha hOHE MMPOBOM CTUNEBOM TpaHCPOpPMaLMKU. 3anafHbli NOCIEBOEH-
HbI MOAEPHM3M TPaHCMpoBan aypy nporpeccueHocTH, n Cosetckui Coio3
B CTPEMIIEHMMU «AOTHATb M NMeperHaTb 3anaf» NPUHA 3TOT BbI30B U B obna-
CTM apxuTekTypbl. B 1964 rogy 3aKOHYMNIM CTPOMTENBCTBO HOBOrO 34aHMS
ans akcnosuvuum mysest «Lllanaw». [IByxsTakHblit CTasIMHCKMIA MaBUIIbOH
nannaguaHcKoro TUMa C LUMPOKMM KPbINbLOM C GaniocTpagoi 3ameHunu
Ha BOTHYTbIM CTEKMsSHHbIM Mapannenenunes. «3afHWiM 1 GoKoBble dhacagbl
o6nmuoBaHbl cepbiM rpaHuTom. Llokonu u HanuyHWkKM OBepeit obpabo-
TaHbl MAUTaMKU YEPHOTO MOSIMPOBAHHOTO MPAHMUTA, [...] BHYTPM My3eit peLueH
Tarke npocto u scHox (MeTpos 1971: 65). MofepHU3M Kacancs He TOMbKO
OM3aMHA 3KCMO3MLMKM M IKCMO3ULMOHHOIO MHBEHTaps. usaiHepckuit nog-
X0 MPUMEHUIIU B PELLEHUM CAMOTO PEBOSIIOLMOHHOTO CloKeTa. J1aTyHHbIMM
6yKBaMM Ha 3anagHoOM cpacade PasmMecTWnM Hagnmcb: «34eck, y o3epa Pasz-
nuB, B uione-aerycte 1917 roga Bnagumup Mnbud IeHnH ckpbiBancs oT npe-
CrefoBaHMsi KOHTPPEBOMIOLMOHHOTO BypiKyasHoro BpemeHHoro npasuTesnb-
ctBa. Otciopga B. U. JleHunH pykosoamn GosnblueBUCTCKOM napTuei. fotosumn
€e K BOOPYXXEHHOMY BOCCTaHMIO». DTa HAAMMCb COMPOBOXAANa MoceTute-
ne, UAYLLMX Ha SKCMO3MLMIO, TAKMM 0BPa3oM aTpubyTUpysi BCe pasmeLLeH-
HOE BHYTPM 3[4aHus.

«M3meHeHMs BO “BHELLIHEM OBIMKE" 3KCMO3MUMM, — PACCYKOaeT
Ceeupmckuin (1989), — 6biBaET HEBO3MOXHO OBBACHUTD, [...] 3@ HMM cTOST
MHAMBUAYaSIbHbIE TBOPYECKME OCOBEHHOCTU MPOEKTUPOBLLMKA, @ TAKKE Pas3-
NUYHBIE BHELUHWME [...] BAMSIHMS, rOCMOACTBYIOLLME XYAOKECTBEHHBIE TEYEHUSI»
(Ceeunmckmit 1989: 63). Dxcnosmumm matepuanos myses «Lllanaws» octasa-
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NOCb OPraHMYHO CIUTLCS C APXUTEKTYPHOM XapaKTEPUCTUKON 34aHms (i, 2)
M npeacTaenaTb ¢ He eamHoe uenoe (MeTtpos 1971: 66). MyseitHbil Happa-
TUB Pa3BOPaYMBAanCs Ha BbIBEPEHHOM (POHE MHTepbepa, CO3AaBas y 3puTens
«SPKyI0 06pPa3HyO KaPTHMHY FPO30BOM NPeapPeBoioUMOoHHOM anoxm» (MeTpos
1971: 66) — «3TO AAeT BO3MOXHOCTb FOBOPWTb O MAACTUHECKOM KOMMO3M-
UMM KaKk O ‘chopme, Bbipakalowwen onpegeneHHoe cogeparme’» (Ceeumm-
cKuit 1989: 43). Mudp o JleHnHe mpeBpaLlancs B MAEONOrMYECKMI NPOAYKT,
KOTOPbIM CTUMYIIMPOBAI Pa3BUTHE PernoHarnbHoro Typusma (B JleHuHrpage,
YnbsiHoBcke, KazaHu u gpyrux ropogax) (HukmTernko 1984). Ouckypc 3kc-
Kypcosoga myses «Lllanaw» nosTopsincs u B Gykrnete K HaGOPY OTKPLITOK,
1 B nyTeBoamnTene no JIeHMHCKMM MECTam, M HECKOMbBKO Pa3 B rof B MECTHOM
razete «JleHuHrpagckas 3gpaeHuuax». B 1964 rogy konuyecTso nocetutenei
myzes «LLlanawy 6bino 250 Teicsy Yenoeek, a B 1980-e rogbl — Gonee nony-
munnuoHa (Kubuns 2020).

Mn. 2. Paznue. Skcno-
3ULMOHHBIM NaBUIBOH
MemopuanbHoro myses
B. U. Nenuna «Wanaw».
MHTtepbep. OTKpbITKA.
TNenunrpag (1969).
MCTOPUKO-KYNBTYPHBIM
MY3€MHbIA KOMMIIEKC

B Paznuee (dpotorpadoms
Mnbu HapoensiHckoro).

Mo cyTun, rocyaapcTBO NPOJOIKMIO UCMONB30BaTL My3eit Ans nae-
OfIOrMYECKOM MpornaraHAbl, TaK Kak oH 1 6e3 CTtanuHa B 3KCMO3MLMM BbINOM-
Han cBoto doyHKuMIo. K ToMy BpemeHn matepuarnbHas COCTaBNSIOLLAs My3eeB
obperna CBOIO XW3Hb, CBOMX ABOMHMKOB M OCOBYIO CUCTEMY PEMPOAYKLMM.
[ocynapcTBeHHbIN XyAOXKECTBEHHbIM 3aKa3 BbIKYMMIT Yy XYLOXHWMKOB Gonee
15 nonoteH «JleHnHa B Pasnuee» u pazmectun mx B pasHbix yronkax CCCP.
MacTtepckne Myses JleHnmHa NpoOM3BOAMAM HOCMTENWM «MCTOpPUM» (chak-
CUMMIE MUCEM, OOKYMEHTOB, MYFIsKM BELLEi), KOTOpble 3aTem pacrionara-
nucb B dounumanax, Ayonupysi 4pyr APyra v 3XOM MOBTOPSSI PEBOMIOLMOHHYIO
uctoputo. B akcnosuumsx camoro myses «Lllanawy, a Takke LleHTpansHoro
myzes B. N. INeHnHa B Mockee u ero JleHuHrpagckoro dounmana pasmeLla-
NUCb MaKeTbl odara (M. 3), KOTOPble KOMUPYIOT MAKET, YCTaHOBIIEHHbIM ByATO
Obl Ha MCTOPUHECKOM MECTE PSAOM C NamaTHUKOM «LLlanaLuy.
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Roca, n rpaGmm, u Tomop,

1 crapoe Becmo... -

Kak MBOro zer mpomio ¢ Tex mop,
Kak MHOro 3mM mpomuwuro!

Vik B 9TOM 4YaifHHKe HeIb3d,
JlokHO OBITH, BOLY TDETh,
Ho kax BaM Xo4eTcs, Jpy3bs,

Ha 9YafiHHE TOT CMOTpETH!
18

Mn. 3. Cepreit Muxankos
(1950). B myzee IleHuHa,
MockBa-TleHuHrpag,.
MCTOPUKO-KYNBTYPHBIM
MY3EMHBIN KOMMNEKC

B Paznuse.

C ouepenHOM pPEesKCno3MUMeN M3MEHMNach NuLb DCTETMHECKas
dhopma penpeseHTaLmm, NOTOMY KaK PEeBOMIOLMOHHbIN NIEHUHCKUIA NyTb CTan
K TOMy BpemeHM HeusmeHsiembim pgormatom. Ha ero dhoHe KMNCC pacum-
psifia CBOe MAEONOrMYecKoe BnusiHUe u 3HadveHue: B 1959 rogy no peLueHmio
mpeonorndeckort komucenn LK KMCC skcnosuums LleHTpanbHoro myszest
B. M. JleHnHa cyllecTBEHHO pacLUMPMIach 3@ CHET PA3LENoB, MOCBSLLEH-
HbIX CTPOMUTENLCTBY coumanmama n kommyHusma B CCCP, pykosogsiueit ponm
KMCC B counanuctuyeckom obuectee («Mctopus Myses B. M. INenuHa»
2020). Teopus uaeonormm Jyn Anstioccepa (2011) paccmaTpueaeT penpec-
CMBHbIE M MIEOSIOrMHYECKMe annapaTthl rocygapcTea. Bropbie npeacTtaensior
coBol COBOKYMHOCTb MHCTWUTYTOB, TaKMX KaK PENIMrMO3HbIM, LUKOSbHBIA,
MOSIUTUHECKMIM, UHCPOPMALIMOHHBIN, IOPUANYECKUIM, MPOCICOIO3HbIN U Kyrb-

The Garage Journal: uccnefoBaHus B 061acT MCKYCCTBa, My3€€B U KynbTypbl 2: 51



PeBKCI‘IO3MLI,VIR KaK Megnym: nonmtmuyeckoe }J,GIZCTBI/IG B Mmy3ee

TYPHbIM, Yepe3 KOTOpble BMAaCTb BOCMPOM3BOAUT MAEONOrMYECKMI Happa-
TmB. «Ho, paxke ecsim Mbl 3HAEM, YTO OHM CYLLUECTBYIOT, €OMHCTBO MHOME-
CTBEHHOCTM 3TUX... [annapaToB] He Tak nerko sBnseTcs rnasy». Ankstioccep
(2011) nog4YepKUBAET €AMHCTBO LEnM, PaaM KOTOPOM MPOMCXOAMT Pacnpo-
CTpaHeHMe HapPaTMBa, U FTOBOPUT, YTO YENOBEK, COMPUKOCHYBLUMCH C anmna-
paTamMm MIEONOrMu, CTAHOBUTCSI €€ HOCUTENEM, B CBOIO OYepeab COrMacHbIM
nogaepxmeatb ctatyc-kBo. Kynbst JleHuHa BrnoTb 4O KOHUA CyLLecTBOBa-
Hus CCCP siBnsincs Takum cTaTyc-kBo: «[Tpu OBCyMBaHMM 3THUX [SKCKyp-
CMOHHBIX] FPYMM Mbl MPEKAE BCErO MCXOOMM M3 TOro, YTo JleHuHckme uaen
CTanM HepywuMbIM (OYHAAMEHTOM CO3MAATESNIbHOM AESTEeNbHOCTM HApOo-
pos». Ho B nocnegHee pecstunetve cywectsosaHus CCCP nponaraHaa
ocnabnana ceoe MPsSMoe LAEMCTBME MOL HAarMopoOM PeasibHOCTH, OCTaBfss
3a coboi Lwnend nepdhopMaTMBHOCTH BOCTIPOU3BOAMMOrO CyObeKTamm uae-
onormMK puTyana, B KOTOpbIM NPEBPALLANOCh B 3TOT NEPUOL JTIoBoe NomUTU-
yeckoe gencteume. Y «LLlanawa» npuHMmanu B MMOHEpPbl M yCTPamBaIu KOM-
COMOJSIbCKME CXOLKM, CIOAa MPMBO3UIM MHOCTPaHHble generauumn — 1980-e
rofbl ObISIM CAMbIMU MOCELLLAEMBIMU B UCTOPUM My3€Si.

s MPaKTUKHN gecoBeTU3aumn UCTOPUHECKUX My3eeB

Pacnag Cosetckoro Coto3a M MPUHSTUE HOBOM KOHCTUTYLMM, B KOTOPOM
CTpaHa OTKa3blBanacb OT KaKoi Obl TO HW BbifI0 MAEONOrUM, MOCTaBMIIM
NMoj COMHEHME HEeOBXOLMMOCTb CYLLECTBOBAHMUS MAEONOTMYECKUX MY3€EEB,
K KOTOpbIM oTHOcHncs U mysen «LLlanawy. Mocnegosano mx rnobGanbHoe
npeoBpaxKeHne, HauMHas CO CMEHbl HAa3BaHMS U 3aKaHYMBAs YNPa3aHEHWEM
MM NEPEXOAOM B CTATYC My3elHoro doHaa. Tak ciyuunocs ¢ LeHTpanbHbim
myseem B. U. JleHnHa B MockBe — Becb ero dpoHp nepeluen B cobpaHue
[ocymapcTBeHHOro ncTopuyYeckoro myses. 12 Hosi6ps 1993 roga pacrnopsike-
Huem npesuaeHTa Poccuitckomn Pepepauun bopuca EnbumHa LleHTpanbHbii
my3ei B. U. I'leHWHa npeKpaTun CBOe CyLLECTBOBaHME KaK CAMOCTOSTENbHOE
UcTopuKo-KynsTypHoe ydpexaerme (Mctopus Myzes B. U. Jlenuna 2020).
B 1991 ropy Mysel PeBoniouun B MockBe nepemmeHoBan cebs B Mysel
PeBoniouuit, nogpasymesas, 4To cobbiTus aerycta 1991 roga Gbinu gemo-
KpaTudeckom pesonioumer (Byapaitckuc n Hanpeenko 2016: 63). B Tom xe
rogy Mysen Pesonioumn B Cankr-lNetepbypre ctan Myseem nonmMTMHecKom
uctopun Poccum. MemopuasbHble NEHUHCKME My3EM COXPaHMIMCh Kax-
Obll B CBOEM TeppUTOpMasnbHbIM BegomcTee: Hanpumep, «Lanaw» nepe-
Len rnoa ynpasneHue agmmHucTpauum CecTpopeuKkoro paioHa B cocTaBe
MEeCTHOro KpaeBegveckoro myses. Bce 1990-e rogbl UCnonHUTENbHAs BNacTb
enBa obecreymnBana BbbKMBAeMOCTb Mysest «LLlanaw» 3a cyeT paloHHOro
6oaxeTa. HecmoTpsi Ha To, 4TO 3apnnaThl He 3aAepXMBanuch, K 1995 rogy
My3e#t 6bif He MOMHOCTHIO YKOMMIIEKTOBaH HayYHbIMU COTPYAHMKAMMU U TEX-
HUYECKMM NEPCOHANOM — M3-3a HM3KOM onnaThl Tpyaa. Ha nocewaemocTsb
MOBMUANA TaKXKe OTMEHAa PErynsipHOro TPaHCMOPTHOrO oBecnedeHus.
Myselt ocTancs ¢ noaaenbHOM BeLleCTBEHHOCTbIO, HEOBXOANMOM
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ANs NOAAEPXaHWUS OTHMBLUErO HappaTUBa, M MOA PYKOBOACTBOM Iofew,
o6nafaBLUMX COBETCKMM MCTOPMYECKMM CO3HaHuem. B aHBape 1997 roga
pe3onioums  Hay4HO-MPaKTUYecKkoMn KoHdpepeHumn «JleHnH. OTevecTso.
Byayliee», kotopas npoxoguna B Mockee B «[opkax JTeHMHCKMX», noBTO-
psina pUTOPMYECKHE KIULLIE O BbICOYAMLLIEN OLEHKe AeaTenbHOCTH JleHnHa,
6yKBanbHO Kak «vaen u gena JleHnMHa okaszann HeOObIKHOBEHHO CUIIbHOE
BO3AEMCTBME Ha BCe MMpoBoe passutue». Mnbs BygpainTckuc (Byapamnt-
ckuc m Hanpeerko 2016: 62) XOpoLLO ONMUCLIBAET TaKylo DOPMY MbILLIIEHMS:
3TO NMacCUBHasi OTBETCTBEHHOCTb, CXOXasl C MO3AHECOBETCKOM, KOTAa OCHO-
BOM IPaXAaHCKOM MAEHTUYHOCTM BLICTYMAET NaTPUOTUYECKAs NMPERaHHOCTb
MPOLUSIOMY («Mbl JOMKHbBI BbITb JOCTOMHBI HaLMX MPeaKoB»). LleHHocTHble
OPMUEHTUPLI, YCTAHOBMEHHbIE [N COBETCKOrO OOLLECTBa, 3aKJoYanucb
B BEPHOCTU MAEOJNIOMMU U UAEE PEBOJIIOLMM KaK 3aBEPLUEHHOMY M YHUKaIb-
HOMY COOBITUIO, €3 KOTOPbLIX HEBO3MOXHO CYLLECTBOBaHME CTpPaHbI. Ta ke
JIOTMKa Nerna B OCHOBY CTPEMITEHUSI COXPaHWUTb LEHTPaNbHOE NPUCYTCTBUE
JleHrHa B GbIBLUMX MAEOMOMMHECKMX MY3ESX: «My3eM BCerga OOIBKEH MOM-
HUTb, Bnarofaps KoMy OH MOSIBUNCA Ha cBeT, To ecTb B. M. Tenmny» (Lape-
ropoaues 1997a). Y4aCTHUKM HAay4YHO-MPAKTUHYECKON KOHDEepEeHLMM peLumnnm
3aLMLLATL MMS M Aena JTeHnHa BO BCEX CUMBOJTMHYECKMX, aAMUHUCTPATUBHbBIX
U MOMUTUYECKMX BUTBAX.

B npeancnoeun k pabote Cseummcrkoro Mwuxamn [Heposckui
(1989: 5), oNMCLIBAET COCTOSIHMUE, B KOTOPOM COBCEM CKOPO MOFYT OKa3aTbCs
My3eU: «He Hago OblTb MPOPOKOM, YTOObLI MPeAcKasaTb, YTO B GnuKalllee
BpEeMs MPOLIECC NepPecTPOMKN My3eMHbIX SKCMO3MLUM NPMOBPETET NaBUHO-
obpa3Hbii xapakTep». [NocewaemocTs myses «Lanaw» B 1996 rogy cocta-
BMna 4—5 ThiCY YenoBeK, YTO Ha (PoHe CTaTUCTUKM KoHua 1980-x rogos
BbIMMSAAUT OYEBUIAHBIM MajeHuem nonynsapHoctu. OupexkTop myses B 1996—
2004 ropax AnekcaHap Llaperopogues (1996) B «[naHe paboThl kpaeseade-
CKOro my3es Ha 1997 roa» onucbiBan criegytoLlee NONOXKEHWE Aen: «OTCYTCTBUE
3aMeHbl eAMHCTBEHHOIO SKCKYPCOBOAA, OPTOAOKCaNbHOCTb bonbliesmcT-
CKOM TEMAaTMKM, OTCYTCTBME CPEACTB 4SS MPUOBPETEHMSI HOBbIX SKCMOHA-
ToB». [MoceTutenu npuxogmnu yxe He B Mysei B. M. JleHuna «Lanaww,
a B My3eM, eAMHCTBEHHbIM MPESMETOM KOTOPOTrO CTana 3KCMO3WLMS Lienu-
KOM, @ He TO, YTO MOKAa3blBAETCS B ee pamKax. B sTom BugeH aHaxpoHU3m
CYLLEeCTBOBaHUA NEHMHCKOro Mmysesi, 4to lHeposckuit (1989: 5) HasbiBaeT
«My3eem B my3eey. [1o ero MHEHMIO, 3TO NPOUCXOAUT MU3-38 OCHOBATENTIbHOTO
NMepecmoTPa OTHOLLUEHUSI K KYNBTYPHOMY HAcneamio, a My3eiHas SKCMo3u-
LMst — 3TO M €CTb, MO CYLUECTBY, O6bEKTMBMPOBAHHOE OTHOLLIEHMUE K Hacne-
oo, Llaperopoguee (1997b) kommeHTUPYET XapaKTep TEKYLLEero BHUMaHMS
Kak «'Bce HoBoe, 310 xopowo 3abbiToe cTapoe” T.e. MOYTU BCE BIMSITESb-
Hble niogn Poccun — 310 nTeHubl rHe3ga JleHuHar». Ecnv oH umen B Buay
TeX, Yy KOro ObifIo UCKPEHHee XenaHWe acCcouMMpoBaTb ceBs C COBETCKMM
rocyfapCTBOM, TO OHM TOXeE Bbliv aHaxpoHMUHbl. C dpaKTUHECKOM CTOPOHbI
Aeno obCTosAno Tak, YTo GonblmHCTBO nocetutenen «LLlanawa» coctansnm
YHaCTHMKM SKCKYPCHM MO NIEHUHCKMM MECTAaM, OCTABLUMXCS PYAMMEHTAPHBIM
3MIEMEHTOM Pa3BleKaTeNlbHOM MPOrpammbl B CAHATOPUSAX PaMOHa.
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OupexTopbl Mmy3esi 6binM 03ab04eHbl ero AanbHENLIMM Pa3BuU-

TMEM M BbIABUranM KOHLEMUMM C OMMUCAHMEM CYLLECTBYIOLUMX BO3MOMHO-

cTer u npensTcTeui. Banentun YTkun (1996), pykosoamsLumit myseem ¢ 1971

roaa, npeanaran B 1996 rogy (o npmxoaa Llaperopoauesa) 3ameHuTb «ycTa-

PEBLUYIO» 3KCMO3ULMIO M «MPUAATb el KPaeBEeAYECKYIO HamnpaBieHHOCTb,

«MPUOBPECTU LOKYMEHTHI MO TeMaTMKe Myses M mno mctopum KypopTHoro

partoHa». OYeBUAHO, YTO 3TU MPEASIONKEHUS UCXOAMIM U3 OOLLEero TpeHaa

«KpaeBean3aummn» mysees JTeHMHa C MOMHBIM UM YACTUYHLIM BbITECHEHUEM

NEHMHCKOM TemaTukn. MemopuanbHbiii mysel «PasHounHHbIN [eTepOypr,

6biBLUMIM My3eit-kBapTupa B. M. YnbsiHoBa, cTan pacckasbiBaTb O ropOACKOM

M3HU U KUTenax HenapagHoro [NeTepBypra, coxpaHWB HEGOMbLLOM pPaccKas

o npebbiBaHuK IleHnHa B KBapTMpPe Mo agpecy bonblioi kasaumi nep., Aom

7. Myseit «Crnbupckas ccbinka B. U. INenuHax 6bin nepenmeHosaH B «locygap-

CTBEHHbIM MCTOPMKO-3THOrPadouHeckuit mysen-sanoeeatmk “LLlyweHckoe".
OpHako cpeacTs Ha To, YTOGbLI U3MEHUTb 3Kcno3uumio «LLlanaway,

He 6bino. Llaperopoguee (1997a), cTaBwMit aMpeKkTopom nocrne YTKUHA

BO BTOpPO#H nonosuHe 1990-x rogos., npeanaraeT «CTpaTerMyeckuit niaH Bos-

poaenns Kpaesegyeckoro myses» M HauMHaET €ro CrOBaMM «MPOLLSIOrO

He BEPHYTb», MMes B BUAY, YTO My3€l0 HE BEPHYTb MPEXHIO MOMYNSPHOCTL:
«"KpaeBepyeckunin” myseit — 3TO He COBCEM aKTyanbHO. Bo-nepBbix: o6ukatoTcst BeTepaHbl U MpaBuib-
HO genakwTt — 6bIJ'I yHl/IKaﬂbeIl;I Memopuran MMeHu neHMHa, M3BECTHbLIM BO BCEM MmUpe, a ctan npo-
BMHLMANbHbIM My3eem Kakmx mHoro. Bo-BTopeix: B CecTpopeLike yxe ecTb xopolumii Kpaesegqeckuit

My3eit npu wrkone Ne434» (Llaperopoaues 1997a: 1).

Llaperopogues (1997a: 3) npeanaraet co3aatb «ANneto BOXAS» —

coBpaHMEe HEHYKHbIX MOHYMEHTOB JleHMHa Ha OOLWMPHOM TeppuTo-

pn Mysed — U «MCTOPMKO-IKOHOMMYECKUIA My3€iM-3aMOBEeAHMK MMEHM

B. U. IleHuHa», roe 6bina 6bl pacckasaHa mudponormyeckas nctopust Kapens-

CKOFO nMepeLlerka KaK LEeHTPa 3apOXAEHMsS PYCCKOM roCyAapCTBEHHO-

CTM Ha OCHOBE TOproBo-a3KOHomMueckux ceazen IX—XIl Bekos. [Moces-

weHne «mmenmn B. U. JleHunHa», no ero 3agymKe, COXpaHsSieTcss M O3HavaeT

«AaHb YBaXEHUS K YeriOBEKY BbILAIOLLEMYCS, €My, MO CYyTH, MU 0OS3aHO Halle

MECTO CBOWMM LMBUIM30BaHHBIM CylecTBoBaHuem» (Llaperopoaues 1997a: 3).

«My3ei-3anoBegHUK» NPeanoxun 6sl NPOBOAWTL NIETHUE NanaToYHbIe MEPO-

NEUSTUS MO OTALIXY U cnopTy. B cTaTbe «PaznuB» HeusBecTHbIM aBTOP pac-

CKa3bIBAaET O BCTpeYe C AMpeKTopom mysesa Llaperopoguesbim, roe nocnen-

HUM M3NaraeT CBOM B3rNsh Ha MMAPONOTMIO NIEHMHCKMX MECT, YTBEpXAas,

YTO «OHa ropasgo 6Gorade MPEHENM MIOCKOM MAPKCUCTCKOM UCTOPUHECKOM

TpakToBKM». [MpeKTop roBopuT, 4To J1eHUH npuexan B 3TO MECTO He Chny-

YaMHO — MMEHHO 3[ECH [...] U3-MOf 3EMNM CKBO3UT MOLLHbIN MOTOK SHep-

TMm».
«Bot oTkyga notaeHHasi ABepb B rpaHMTHYIO M3BYLIKYy M naass 6ora Pa [nogka Hukonasi EmenbsiHosa)!
3pecs [...] Unbuy Gbin npocTbim paboumm KoHcTaHTHHOM VIBaHOBBIM — GE3bIMSIHHBIM MMSIPEKOM, STAKUM
Momceem B KOP3UMHKe. [] TaKMM o6pa30M, ﬂeHlAH 3AeCb BblPACTAET B NO-HACTOSALLEMY 6bIJ'Il4HHOI'0 nepco-

Haa CPMHHO-YroPCKOro 3rMoca, KOTOPOro BCKOpmuria MaTb cbipa-3emris, KamHu, 6oroTa, Tpaea, rprbbi»’.
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B «Ctpaternueckom nnaHe...» Llaperopogues (1997a) ccoinaetcs

Ha utorn cemuHapa «IleHuMHCKMe My3en B coBpemeHHoM Poccum», koTopbii
npoxoamn B anpene 1997 roga B [ocyaapcTBEHHOM MCTOPMYECKOM 3aMOBea-
Huke «fopku JTeHMHCKMe», U roBopMT, YTO

«KOHEYHO, UTOMM eLle He nogesefdeHbl, HO KOe-4TO B ,ELaJ'IbHel:ILLIeM nyTm ﬂeHMHCKMX My3eeB NMPOACHU-
nock. BO-I'IepBbIX, BCE, YTO CBA3AHO C JIEHMHU3IMOM, HAKOHEL-TO nepecTano 6bITb KpaCHOl;I TpﬂI'IKOl:I
TOpeasfopa U NepeLLrio B paspsiA MCTOpMYEcKoro doakTa [...] Jymaercs, yHUITOXEeHMs “MKOH" yAanoch
M36e)'KaTb, €CJ/IM KOHEYHO COBpPEeMEeHHbIe OPTOAOKCANIbHbIE MONMMTUKM HE CMPOBOLUMPYIOT I'pa)K,D,aHCKOI:I

apaku» (Llaperopopues 1997a: 3).

Myzelo ygaetcd  ycKOMb3HYTb OT AECOBETM3ALMM, MOTOMY

YTO OH Haluen CBOK MUCCUIO!

«Ha CeI'O,ElHﬂLIJHl/IIZ AeHb 6OMbLUMHCTBO 3N1ieKTopaTta KOMMyHMCTM‘-IeCKO;I napTmMM — 3TO NIOAU, UCTbI-
ThiBalOLWMe OCTpPOE YyBCTBO HOCTAJIbIMM MO MPOLLIIOMY. yBepeHHOCTb B 3aBTpPALWHEeM OHe, ACHOCTb
Lerneit, MOSIOAOCTb, BCE 3TO M MHOTOE APYroe, CBsi3blBalOLLEe SIIOfe CTAPLUEro MOKOMEHMs! C COLManmc-
TUMYECKOM MEPUOLOM, 3aTPYAHSET afanTaumio B CErofHsLLIHe obcTaHoBKe. M My3elt TyT BbICTYNUT B
Ka4YecTBe “OTAYLUMHBLI" B MX HEMPOCTOM, 3a4aCTylO MaNoOBeCneYeHHOM 1 CKYHHOM m3HW» (Llapero-

poaues 1997a: 4).

LupeKTop myses u3naraeT MPOAKTUBHYIO MO3ULMIO My3esi, MPea-

naraeT nioTHOE B3aMMOLENCTBUE C Pa3nnYHbIMU COO6LIJ,eCTBaMM (MeCTHbIMM

HUTENSIMM M HOCTamNbrMPYIOLLMMMK MO COBETCKOMY Bpemenu). OH npeanona-

raeT, 4To

«MY3EM MOXET CTaTb CBOErO POAA KiyOOM MHTEPECOB C XOPOLLEN BUBIMOTEKOM KINAaCCMKOB COLManm-
CTUHECKOro TOJIKa, TO €CTb TO, YTO Ha CerO,Cl,HﬂLLIHMI:I AEHb He BOCTpe6OBaHO. [] rIyCTb Pale)s7] O6LL|ENOT-

cs Ha Gaze LleHHOCTSI:I, B KOTOPbIE OHU BEPAT, NNIOXO, Korga 3Tnx J'IIO,E\EIZ MPOCTO UCMOJb3YIOT B LEeNnax

nonuTuyeckoi Gopubei» (Llaperopopues 1997a: 4).

Takas coumanbHasi OpMEHTALMS My3es, XOTb U B PETPOrpagHOM
Kriove, OMMCHbIBAET TO, KaK B pe3ynbtaTe M3MeHeHWn OyaeT peanu3oBaH
nnaH no camoobpazoBaHMio Yepes oblieHue U guckyccun. Llaperopogues
(1997a: 2) TakKe NPUrMaLLan Ha 3T «BCTPEYM YHALLMXCS C UX CErOAHSILLHUM
KPUTUMHECKMM YMOM U TEX, KTO MPOrHo3upyeT ByayLuee 1x CTpaHbl, OT TaKOro
obLLUeHNs BbiMrpaloT Bce». Ha peanusaumio 3Toro nnaHa TpeboBanocb
20 mmnnmnoHoB pybnei, n nogpasymeBanach oMHaHCOBasi MOAAEPKKA CO CTO-
POHbI KOMMYHUCTHYECKOM napTumn. BusunoHepcTeo Llaperopoguesa (1997a: 5)
MPOCTUPAETCH O MEXKAYHAPOAHbIX COAPYHECTB BCEX IEHWHCKMX My3€eeB
mupa: «[ckos — CIM6 — Tamnepe — Mocksa — YrnbsiHoBck — KazaHb —
LyweHckoe — KpacHosipck — [Mapuk — [aBaHa — 3TO Bce ropoaa, rae
COXPAaHUIIUCL AENCTBYIOLUME FIEHUHCKME My3en». Bo3HMKaeT mpes Bbimycka
6raroTBOPUTENIbHOM NIOTEPEN, B KOTOPOM Obl PasbirpbiBanioCh KpPYrocBeT-
HOe MyTeLLecTBME MO NIeHMHCKOMy KorbLy. MNpeanoxeHo n3gaBaTb COGCTBEH-
HYIO raseTy — Kak Obl ceif4ac cKa3anu, BECTW CBOE MeAMa. 3aKaH4YMBaeTCs

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

255



PeBKCI‘IO3MLI,VIR KaK Megnym: nonmtmuyeckoe }J,GIZCTBI/IG B Mmy3ee

U3NOXKEHUE CTpaTerMu cregytomm obpasom: «Mebl miem, Npobyem, npeana-
raem, TOPMOLLMM, MPUBIIEKAEM, MPUCTYLLMBAEMCS, MPUAYMBIBAEM, BbIKPYYM-
BaEMCS... HE JeNlaeM TOSbKO OAHOrO — He OMnycKaem pyku. B obiem, pabo-
Taem» (Llaperopoaues 1997a: 3). HecmoTpst Ha aHrasKMpOBaHHOCTb COBETCKOM
MAEONIOTUEN, NPEANOKEHUS AUPEKTOPA HampaBneHbl BOBHE, K OMnpeneneH-
HOWM rpynne niogei. YeTkoe MOHUMaHWE MHTENNEKTYaNbHLIX M SMOLMOHASb-
HbIX HY}K[, CBOEM LENEBOM ayaUTOPMM Ha NEPBbIN B3rNas AOMKHO 6bino obec-
MeyYnTb YCreLHylo MOoMynsipu3aumio KynbstypHoro npoekta. OgHako 3Tomy
CObITLCS BbIIO HE CYKAEHO, M CEMYAC Mbl YUTAEM 3T KOHLEMUMKM B KaYecTBe
LOKYMEHTa UCTOPMM.

Mpu noarotoBke K PE3KCMO3MUMM BMOSIHE KOHKPETHbLINM Kypa-
TOPCKMWI KOMMEKTUB MMM YEMNOBEK MPUMHMMAIOT PELLEHME, B KaKylo MAEONo-
rMYECKylo CTOPOHY OyheT HanpasreHo My3eiHoe BbickasbiBaHue. C 2004
roga avpektopom myses 6o AnexkcaHgp Cokornos: mpu ero dpopmarb-
HOM yyacTun MemopuanbHbii myseit JlenuHa «llanaw B Pasnuee» nony-
UM MMeHoBaHMe «MCTOPUKO-KYNBTYPHBIM My3eMHbIM Komnnekc B Pasnuee»,
YTO «B 3HAYMTENIbHOM CTEMeHW OMpeaensieT Npodounb My3esi KaK MCTOPUKO-
KpPaeBeA4ECKMit, @ HOBOE Ha3BaHMe My3esi MO3BOSIUT 3HAYMTENIbHO PacLUM-
PUTb TEMATHKY ero 3Kcno3uunm»'. MHTepecHo To, 4TO B 3TOT Mepuoa my3sen
HaXoAmncst B oMHAHCOBOM 3aBMCMMOCTM OT TPAHCMOPTHOM KomnaHuu «Tpe-
TUIA MapK» — B MCXOASLLMX NMUCbMaX K AMpPeKTopy KommnaHum Cokonoe mpo-
CUT O MaTepuarnbHOM MOAAEPMHKE, a Tawke Gnarogaput 3a Hee'. MmeHHO
6narogaps MHWLUMAaTUMBE PYKOBOACTBA «TPETLEro napka» B My3ee MPMHSTO
peLLeHMe MOMHOCTLIO M3MEHMTL SKCMO3MLMIO My3es 3a cHeT KomnaHuu. Mep-
BbIMM CBOIO KOHLENUMIO nog paboumm HasBaHWem «TBOPYECTBO MporeTa-
pusi — 3anor MMpPOBOM KOMMyHBI!» (ansTepHaTueHoe — «He coTBopu cebe
Kymupa»), npeanoxun locyagapcTeeHHbIM myseh uctopum CaHkT-lNetepbypra.
Benylias HaydHas cotpyaHmua Jliogmmna MacHukosa (2004) nocesTuna sKc-
nosuvumio JleHWHUaHe C Lenbio «OTPa3MTb BaXKHbIA MCTOPMHECKMIA MOMEHT
Hawen 3Mnoxu [..] yepes MEeHUHCKUI MraH MOHYMEHTaNbHOM MporaraHAbl»,
UMesI B BUAY, YTO BHEAPEHUE ULEONOrMHECKOrO MCKYCCTBA MOBMUSNO Ha CyAbOYy
CTpaHbl He MeHbLLe, Yem cama pesomiouus. OHa oBoCHOBbLIBaMNa pernpeseHTa-
TUBHOCTb XYAOXECTBEHHbIX MPEAMETOB NPOMaraHAbl TEM, YTO «OHO [MCKYCCTBO]
o CBOEW NpMPOAE ryBOKO CoLMarnbHO U KIacCoBO, MPOHM3aHO OTKPOBEHUSIMM
U UNITIO3MSIMM BPEMEHM, KOTOPOE ero nopoauno». MsicHmkosa (2004) rosoput
06 OTKPBITMM HOBbIX BO3MOKHOCTEN «3arMOSIHUTL BaKyym “Genbix nsTeH” u “3oH
3aManuMBaHmMs’ B HaLLEM MCTOPUM», HO HE MOSICHSIET, KaK MMEHHO LEMOHCTPa-
LMsi OGBEKTOB MOHYMEHTaNbHOM MponaraH4bl MOXET Momoub B 3Tom. OT 31O
KOHLeNUMM pyKoBoamTenm «TPEeTbero NapKa» OTKa3asnmchb.

MocnepHiolo peskcnosuumio B mysee «Llanmaw» ocyliecteunm
Hay4Hble COTPYAHMKM [OCyAapCTBEHHOTO My3esi MOMUTUYECKOM WCTOPMM
Poccum (TMIMUP) B8 2006 ropy («Mctopust myzes..» 2019)2 B «[peanosxe-
HMSX MO PEdKCMOo3nUMKM B naBuriboHe...» oT TMIUP rosopuTes, yto «[cTa-
pasi 3KCMO3WLMsI] He OTBeYasna COBPEMEHHbIM B3rMsgam M TPeGoBaHUSIM
Mmysesi»>. 3agaum My3eMHOro KOMMIEKCa Obifiv 3HAYUTESBHO LUMPE, Yem
y MpexHero memopuanbHoro myses IleHunHa. K 3Tomy MmOoMeHTy OH BoCMpu-
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HUMASICS KaK eOMHCTBEHHbIM rOCYHapCTBEHHbIM my3ei B KypopTHom pait-
OHE — M OTKA3aTbCsl OT KPAeBEAYECKOM COCTABMSIOLEN BblI0 HEBO3MOMHO.
Take croXHO GblIO MOSIHOCTBIO MIHOPUPOBATL KOHTEKCT MEMOPUASIBHOTO,
UCTOPUHECKOTO MECTa, MOCBSLLIEHHOrO NpebbiBaHMIO 34eck JleHuHa. [oatomy
SKCMO3MUMIO BbINIO MPEANIONKEHO OPraHW30BaTb YepPe3 OCHOBHbLIE Pa3herbl:
uctopmro-kpaesegyeckui«Mcropus CectpopeLikamosepa Paznme», ucTopmko-
memopmanbHbii «JleHnH B Paznuee» u pasgen «MamatHuk “Lanaw” (Mckyc-
CTBO Ha cnyxbe wugeonornn)». Kak nuwyT asTopsl «[lpeanokeHut...»,
«MOCNEAHMI Pa3fen SKCMO3ULUMM MOKAXeT, KaK J1eHuH Ha cryxOBy pexumy
M MOEONOrMM MOCTABUIT UCKYCCTBO, BHEAPSAS CBOKO MPOrPammy MOHYMEHTasb-
HOW MponaraHabl Ha macchl». Takme mogepHmzaummn Ceeupmmcknit (1989) Hasbl-
BAET YaCTMYHBIMU: OHM XaPAKTEPU3YIOTCS TEM, YTO OCTABISIOT BHYTPU cebsi
4YacTM CTapoM aKCno3uumu. «MpPUCYTCTBUE B HOBOM 3KCMO3MLUMM CTapbIX 3e-
MEHTOB GbIBAET MPOAMKTOBAHO TBOPYECKMM 3ambICsoM. [...] Ho mHorga sto
asnseTcs "HemzbewHbim 3r0M”. [...] B Takmx criyuasx B CTpyKType sKCnosmumm
BO3HMKAET AnCcCcoHaHC. OH MOXET BbiTb HACTOSIBKO CUSTbHBIM, YTO 3TO NMpPUBE-
OET K MOMHOMY Pa3pPyLUEHMIO MCXOAHOTO 3aMbICa, K AMCKPeaUTauuM Maem
mogepHmzaumm» (Ceeunmcknin 1989: 18—19). XenaHue ocTaBUTb 3NEMEHT Maeo-
JIOTMHECKOM MpomnaraHbl B BUAE MCTOPMKO-MEMOPUASbHOIO pasgena non-
HOCTbIO OBeCUEeHMBAET MOMbITKY TPETLEro PasAesia 3aroBOpMTb O NMPUPOLE
3TOro My3est U NMPMPOAE rOCYAAPCTBEHHOM MPOMNaraHabl B LENOM.
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Z
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PeanuzosanHas B 2006 rogy peskcrniosuums (un. 4), pesynstaT
KOTOPOM MOKa3aH B My3€e CErofHsl, MOSIHOCTbIO UCKITIOHMIa camopeddrieKCH-
PYIOLLMI pa3gen u cocpenoTodmnack Ha «JleHnHe B Paznuee» ¢ BroveHem
HeBOMbLLOTO KPaeBeAYECKOro MOSICHEHUS. DTOT BLIGOP MAapPKUPYET orpe-
[eneHHoe MONMUTUYECKOE ABUMKEHME B YaCTW MPUHATUS peLleHns 06 OKOH-
YaTenbHOM cofepaHuu Mmysesd. C OfHOM CTOPOHbI, 3TO MOXKET O3HayaTb
HEAOCTaTOYHYIO YBEPEHHOCTb B MO3WLMM, B KOTOPOM My3ei oBCyAaeT cob-
CTBEHHOE MPOLUSIOE KaK «MPECTYMNHOE» UM, BO BCAKOM Clly4ae, He COOTBET-
CTBYIOLLIEE B3SITOMY KypCYy Ha AemoKpaTuieckue npeobpaszosaHus. C apyrom
CTOPOHBI, 3TO MOXET YKa3blBaTb Ha OTCYTCTBME $I3blKA, & 3HAYUT M BO3MOXK-
HOCTU FOBOPUTbL HA 3T TEMbI, B TO BPEMS KaK $3blK NOSIIbHOCTM BblpabaThbl-
Bancs gecstunetmsmu. Hoeasi akcnosmumsi nog HaseaHvem «McTopudeckas
apama. Ot BecHbl oo oceHun 1917 roga» PEKOHCTPYMPYET Ty e XPOHOSOrU-
YeCKYIO KaHBY, YTO U B COBETCKOE BPEMS], HO CMELLIAET aKLEHTbl B TPAKTOBKe
UcTopmyeckux cobbituit. [eicTeylolme nuua Apambl PABHO3HAYHO Mome-
LLEeHbl B NPOCTPAHCTBE 3aJla Ha MaCLIJTa6HbIX nonynpo3padvyHblX MONOTHULLAX,
YTO CTMPAET MepPapXMio UX MPUCYTCTBUS B MCTOpuMU. HappaTuBHasi ocHoBa
SKCMO3MUMKM YKIIAABIBAETCS B MSiTb MAKETOB, KOTOPbLIE M30BPAXKAIOT CLEHDI,
rAe Pa3BOPAYMBAIOTCS «aKTbI» U «AEMCTBUS» PEBOMIOLMOHHOrO Ny TH JleHuHa.
Mpecc-penus HaumMHaeTcs co CroB «[lBa HEMOHATHBIX ‘OUMHCKMX Kocaps”, pac-
nonoxmeLumnecs netom 1917 roga B wanawe Ha Gepery o3epa Pasnue, ctanu
pexxuccepamm UCTOPUHECKOM APaMbl, USMEHMBLLEN XOF ThiCSHENeTHel poc-
cuitckoi nctopum» («Mctopudeckas gpama..» 2006). Mz 3Tux crios HeBos3-
MOXHO MOHSITb, CHATAIOT N ABTOPbI SKCMO3ULMM FNaBHbIX repoes — JleHnHa
M 3MHOBbEBA — «HEMOHSTHLIMMUY MMM BCE-TAKM BESIMKUMM UCTOPUHECKUMM
nestensmu. Bce nzobparmeHHoe — nuLLb MCTOPUYECKasi YCNOBHOCTb, Tea-
Tpanu3oBaHHOE NpeACTaBneHne. YMEeCTUMB Becb MadpoC PEBOSIIOLMOHHO-
CTM B psf CUEHUYECKWMX 3aPMCOBOK, IKCMO3MLMS A€3aBYMPYET 3HayeHue
3TMX COBLITUIM ANS UCTOPUM CTPaHbl. TeaTpanu3aumsi MCTOPUHECKMX COBbI-
TUI AENONUTU3MPYET UCTOPMIO O LUAaLle, OCTaBNss 38 CKOBKaMMU npexHee
upeonorudeckoe fasnerue: «J1eHnH 1 ero ToBapULLM OFHO3HAYHO BbIMMSAAT
3[€Cb MHTEPHALMOHASbHOM LUAMKOM NPOXOAMMLEB M aBaHTIopucToBy (JTyHMH
2006: 86). OgHaKo cpeam 3KCMOHATOB MO-MPEKHEMY OCTASIMCh «AOKYMEHTbI»
(B TOM uMCne CHHSS TETPaab) U3 CTAPOM SKCMO3MLMM, YTO OTHACTM NErMTUMM-
pyeT npeablayLimMe METOAbI U3MOKEHUS UCTOPUM.

TpaHcchopmauma mmuccun myses «LLlanaw»

CaMo CyLecTBOBaHME JIEHMHCKOM My3EMHOM CUCTEMbl KPanlHe HeopaM-
HapHo. B xome pas3BuTUS M MPOABMMKEHMS KySbTa JIMHHOCTM Obifia co3gaHa
macwwtabHas M goporocTosiuas MHAPPACTPYKTYPa, KOTopasi, KaK npegrona-
rafniocb, OKYMUTCS CUMBONIMHECKM. He cBOAMTCS M BCe 3TO Hacreame K UCKyC-
CTBEHHO noadepruBaemomy doetmily? Kakas muccust y cerofHsILLHEro myses
«anaw» — M KaKylo MWUCCUIO OH M3BEPET MOoCHe OYepPenHOM PE3KCMOo-
3uumn? B 1997 rogy yumtenb mctopum wkonbl Ne556 Bnagummp MateeeB
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(1997) 3apaetcs apyrmmm Bonpocamm: «Heyxenu JTeHUHCKMM my3emn ans Hac
HaBcerga notepsiH? A HyxeH M oH Boobue xuTtensm CecTpopeuka?».
PesynbtaThl onpoca, KOTopbi OH nposoauns coemecTHo ¢ CeBepo-3anafHbim
LIEHTPOM COLMAnbHbIX MCCIEAOBAHUIM, MOKasanu, 4to «76,5% skwutenem (To
€CTb NPMMEpPHO %) cecTpopedaH BbICTYMAlOT 3a COXPaHeHWe M rnoanepxa-
HUWe B COOTBETCTBYIOLEM cocTosiHUM my3ees “LUanaw” 1 “"Capai”. Kateropu-
YECKM MPOTMB COXPAHEHUS U PYHKLMOHUPOBAHMS My3€es BbICKa3anocCh BCEro
5 u3 136 [uenosek], onpoLueHHbIXx Hamuy. ABTop (MaTteees 1997) sakrioyaer,
yto wkutenu Cectpopeuka npasbl, 3asems “LLanaw HyxeH Ham'. Begb Hepa-
POM CYLLECTBYET MHEHME, YTO HAPOA, OTOPBAHHBIM OT CBOMX KOPHEM, HE 3Ha-
oWwmi nctopmu, [...] He nmeeT Byayluero, nepcrnekTme passuTus». OgHako,
npousHoca 3TM crnoea, Mateees (1997) He umeeT B BMAY HEOBXOAMMOCTb
MepeoLeHKM MPOLLNOro mysesi, CKopee HaoGopoT:

KMOXKET U 6eﬂ,bl Y Hac BCe OT TOro, YTO Mbl BCIO OTEYECTBEHHYIO UCTOPUIO NPEBPATHUIMN B TPSA3b, HE
ocTaBue cebe HU4ero CBSATOroO, 4TO O4YeHb 6bICTpO OTKA3bIBAEMCA Mbl OT HALLEero npoLwusioro, BO 4To

ele HeJaBHO BCe BEPUITU, B BEPHOCTU YeMy KNAlTMCb HALLUM HblHELLHWE PYKOBOAUTENTU» (MaTBeeB

1997).

OueBnaeH MAEONOrMYECKUII MOTMB B TOM, YTOBbI OCTaBUTL B My3ee
BCE TaK, KaK €CTb, @ He KPUTUYECKM OTHECTUCH K MPOLLISIOMY, PACCMOTPEB €ro
BO BCEM MOSIHOTE O6LLEN3BECTHbIX (PaKTOB. [10 AaHHBIM 3TOFO OMPOCa BbIXO-
[MT, 4TO B YacTU onpeaeneHus uenesoi ayamutopum Llaperopoaues (1997a)
MOT OKa3aTbCsi MpaB: GOMbLUMHCTBO NIOLEN COYYBCTBYET PUTOPMUKE COBET-
CKOM MAeonornyecKkol nponaraHas. Ha sTom ocHoBaHUM HOBLIM AUPEKTOP
«Wanawa» Hatanbs KosaneHko B 2012 rogy B cBOem MepBOM MyOAMHHOM
MHTEPBbIO B LOMKHOCTU AMPEKTOPA My3es MPELSIoNKMNa OCTaBUTb AN MoAeN
BCE, KaK OblfIO, TaK KaK «MMK arpeccum no OTHOLLEHMIO K “BOXAID MMPOBOTrO
nporneTapu1aTta’ NpoLuesn, ceidac Hadanca nepuog ocmeicneHms» (fypyeHKos
2012). Ha camom e gene noceTUTenu My3ees NPeacTaBnsioT Camble pasHble
YacTm oblectea. Ecnm ogHa ero 4acTb OTKa3bIBAETCS BOCMPUHMMATD TaKylo
«MpaBAy», CYMTasi PacMpPOCTPaHEHUE CMMBOJSIOB MAEOSOMMYECKOrO Hacu-
JIMSi HELOMYCTUMBIM, TO APYrasi FOTOBA 3aKpPbITb rfla3a Ha NMponaraHAMCTCKOe
MpoLUnoe My3es, a TPeTbs MCKPEHHE 3auMHTepecoBaHa B MO3HAHUM UCTO-
PV, HO CKIIOHSIETCS K ee BECKOHM(PIIMKTHOMY U3MOXKEHMIO. BonblmMHCTBO ke
U3 TeX, KTO MULLET OT3biBbl O My3€€ Ha MHTePHET-MIIOLAAKAX, OTMEHAIOT npe-
he Bcero GnaronpusTHOE MECTOPACMONOKEHUE My3es, TAe MOXHO MpoBe-
CTU Bpemsl Ha npupoge.

3a nocnegHue TPUALATb JIET COBETCKOE WMCTOPMYECKOE CO3Ha-
HWe TPaHCPOPMMPOBANOCL B HOBOE WMCTOPMYECKOE CO3HAHME COBPEMEH-
Hol Poccun. K cepenmne 2010-x oHO 6bino chopMmynMpPOBaHO B peyn ObiB-
LIero MMHUCTPA KynbTypbl Briagumupa MepuHcKoro Kak «mcTopuyeckas
Poccusi» — yHuBepcanbHas MpuMMpMTENibHas cTpaTernst ans obcyxae-
HUs nioBoM mcTopudeckon cuTyaumm («MeguHckuit: B Gopbbe..» 2015).
B Takol norvke obLIECTBO AOMKHO NMepecTaTb MCKaTb MPaBblX M BUHOBAETbIX
B HECMPAaBeANMBOCTSX MPOLUIOrO M MPWHSATL CTOPOHY AEMCTBYIOLEN Brna-
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CTU, KOTOpPAas!, KaK COBETCKasi MM MMMEPCKas BNacTU B MPOLUNIOM, B HACTOS-
LM MOMEHT SIBMISIETCS NMPOAOIMKEHNEM «MCTOpUYecKoi Poccumx». B gyxe atoit
HOBOM MAEONOrnM HepPeaKo BbicKasbiBaeTcst M Brnagmmup MyTuH: «PaccumTbi-
Balo, 4To 3Ta aata [100-netme pesonioumu] ByaeT BOCMPUHSATA HALWMM OBLLe-
CTBOM KaK MOABEAEHME YepTbl Mob LPAMATUYECKMMM COBLITUSIMM, KOTOPLIE
[pa3aenunm cTpaHy M HapPOA, CTAHET CMMBOJIOM MPEOLONEHMS 3TOTO PAaCKoay»
(Angpees 2017: 127). MNopgo6Has pUTOPUKA HAKNAAbIBAET HEFMACHYIO LEH3ypy
Ha OMCKYCCUM 06 MIEONOTMHECKMX acmeKTax MPOLLMOro B obnactax Hambo-
fiee NPUOGIIMIKEHHBIX K FOCYAAPCTBY, @ B CAMMX My3esX SIBISETCS MPUHMHOM
camoLeH3ypbl. Ha 3TOM KOHTPONb Hah AESTENIbHOCTLIO My3€eB He 3aKaH4M-
BaeTcsi: 6e3yc/IoBHAs 3aBUCMMOCTb OT FOCYAAPCTBEHHOTO (OUMHAHCMPOBAHMS
3aCTaBnsgeT YyBCTBOBATb 3TOT «B3rNga4 4Yepe3 nneyom. HeMHOFOHMCﬂeHHbIe
6naroTBopuTenbHbIE POHAbLI B CPEpe KyNbTypbl MPUHMMAIOT CTOPOHY anonu-
TUYHBIX MPOM3BOAUTENEN OBLLECTBEHHOrO Gnara.

HanpaeneHne, B kotopom apuraetcs mysen «Lanaws» cerogHs,
MOXHO OnucaTb Yepe3 6e306MIHbIM Ha MEPBLIM B3MMSA MMMNEPaTUMB «HAZo
3HaTb UCTOpPMIO». PyKOBOACTBO 3aMHTEpecoBaHO B pasobrnayeHnn upeoro-
TMYECKMX WMCKAXEHWUM M MOCTPOEHUM OBGBEKTUBHOMO MCTOPMYECKOrO Hap-
paTMBa — M NPMBNEKAET ANS 3TOrO aKafEeMMYECKMX UCTOpMKOB. Ho cpeamn
UCTOPUHECKMX MCTOYHMKOB OCTafIMCb TOJSIBKO BOCTMOMMHAHMS YY4aCTHWKOB
COOBBITUM, aHFAXMPOBAHHBIE MOMUTUHECKOM CUTYALMEN, — UM HENb3s MOSNHO-
CTbio goBepsTb. B MTOre, HECMOTPS Ha CTpemrieHMe PacCcKasbiBaTb «MPAaBAY»,
[LEeATENbHOCTb My3€sl BHOBb TAIrOTEET K KOHTP-MPOAYKTMBHOM 3KCMyaTaLmm
cioxeTa «/leHuH B wanalie». DTOT 3MM304 NOTEPsSST CAMOCTOSTENLHYIO 3Ha-
YMMOCTb B MOMEHT TMONIUTUHECKOM MHCTPYMEHTaNM3aumm, KOrha BbICTYMMI
YacTbio BGOSbLUIOTO HappPaTMBa O peBoniouMu. Cam CIOKET OCTAETCH HEMPOHU-
LIaeMbIM, @ Peanm3ayemblit UCCIEA0BATENBCKUIM NMPOEKT MPUBOAUT K NIErMTUMA-
UMM NponaraHAUCTCKOro MMda.

OpMH U3 NEepCrneKTUBHBIX MOAXOAOB K PE3KCMO3UUMM MOCTCO-
LMANUCTMHECKMX arMTaUMOHHbIX My3eeB B uenom M «Llanawa» B 4acTtHO-
CTM — TMOBOPOT B META-HAPPATUB, CBOEOOPA3HLIM PEKNEMMMHI CTaTyca
«My3es B My3ee» U NpeBpaLLeHMe B UCCNIE[OBATENbCKUIA PECYPC CAMOM UCTO-
pUM My3esi Kak meauyma nponaraHabl. ABTOp BTOPOM MOCHNECOBETCKOM KOH-
uenummn peskcrnosnumm («He coTBopu cebe Kymupal»), KaxeTcs, Hamepesa-
Nach paccKaszaTb 06 MAEONOrMYECKON MPOAYKLUMU, B YUCIO KOTOPOM BXOAWUT
my3ei «Lanaw». HecmoTps Ha To, 4TO OHa OCTaHOBMIACh Ha PACCMOTPEHUM
3P peKTOB MPONaraHAMCTCKOrO MCKYCCTBA, MOXHO PAacCLUMPMUTL 3TO Mpes-
JIOXXEHME M MOKas3aTb UCTOPUIO My3esi Yepe3 TaKoe KymbTYpHOE sBreHue,
KaK MAEONOrnyeckas npornaraHaa, ee agMMHUCTPATUBHYIO M XO3SMCTBEHHYIO
CTPYKTYpY. MNpeameTtom usydeHus B TAKOM CIlydae CTaHOBSITCS METOLMYKM
[Nsi SKCKYPCOBOJLOB, pacrnmncaHue aBTOOYyCOB, KPaCHbIM TypU3m 1 obs3aTenb-
HOE KOPMOpPaTUBHOE MOCELLEHME NEHUHCKUX MECT.

B 2012 rogmy xymowecTBeHHO-UCTOpMYeckuit npoekT «[leparo-
rmyeckas nosma» Mnbu bygpaitckmca u Apcenms unsesa (Byapaittckuc
n Yunses 2014) nccneposan nctopuio Myses coepemeHHoi nctopum Poc-
cuu. PesynbraTtbl nnaHMpPOBanoch NMPEACTaBuTb B BUAE DKCMO3ULMKM «ApPXMB
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6yayliero myses MCTOpuu» M COOPHMKA C TEKCTamMM y4acTHMKOB. B aua-
nore «BcTpeya mckyccTBa M MCTOPMM» aBTOPbLI OBCYHOAIOT MOTUBbI MPOEKTa:
«BOosbLIAs YacTb MPOBEAEHHbIX HAMM MCCIIeAOBaHMM Bbia, €Ciiv MOXHO TaK
BbIPA3MTbCS, AOMOMHUTENBHOM MU KPUTUHHOM MO OTHOLLEHMIO K TOM hopme
My3esi UCTOPUM, C KOTOPOWM Mbl cTONKHYNuCb» (Byapaittckmc u Xunses 2014:
169), 4TO OTHACTM MOBTOPSIET MOTMBbLI HACTOSILLErO MccrneaoBaHus. B utore
pa3HOMMacuit C PyKOBOACTBOM My3€sl «BbICTABKA, MEPBOHAYasnibHO CrpPOEK-
TUPOBAHHAsA BHYTPMW MOCTOSHHOM MY3E€MHOM SKCMO3MLMM KaK MpurnalueHue
K MHCTUTYLMOHANbHOMY OMAsIOry, BbIHYAEHHO MepemecTunach B aBTOHOM-
HOE MPOCTPAHCTBO M TPAHCPOPMMPOBANIOCH B POPMY MPOEKTHBIX MPEA-
NOXeHMM no moamdomkaumm skcrnosmumm Mmyses ‘TpecHs”> (ByapaiTckmc
n Yunses 2014: 7). Cam my3eit B vLe YNPABASIOWMX OTKA3aICs OT BO3MOMX-
HOCTM MEPEOCMBICITUTL CBOIO UCTOPMIO U MATH Brepes.

Opyroi npumep: Myzseit uctopum IYITATA, koTopblit pacckasbi-
BaeT 06 UCTOPUM PEMPECCHiM FpaxaaH Co CTOPOHbI rocydapcTea ¢ 2001 roaa,
B npouecce peakcnosuumm 2018 roga MCKMOUMN BMAEO3aNUCh C BbICTYMMe-
Huem Bnagumumpa MNyTuHa, koTopas Gbina NpeacTaBreHa B pamKax nepsoi
(BpemeHHOM) sKcno3numm B HoBOM 3aaHum B 2015 rogy. K coxanenuio, mysen
He Ny6nMKOoBas Hay4YHbIM OTYET, OMUCHIBAIOLLMIA MPUHLMMUASIBHBIE NEPEMEHDI,
HO COTPYAHMKM OBDBACHSAIOT OTKa3 OT Pa3MeLLeHMsl BMAEO3arnucu B HOBOM
SKCMO3MUMKM Tem, YTO COAEpXHaHWe pevu npesmaeHTa He COOTBETCTBOBASO
€ro NnosIMTUYECKOMN AeATENbHOCTU U TEKYLLIEM CUTyalmmu B CTPaHe, U, COOTBET-
CTBEHHO, OHa HE MOIJIa OCTaTbCA B 3KCMO3ULMM™,

BapuaHTbl COBPEMEHHOM MPAKTUKM PEIKCMO3NLMM 3HAYUTENBHO
OT/IMYAIOTCS OT TeX, YTO BbinK npeanoxeHsl B 1990-x rogax. Barnsg Ha peskc-
no3uumio GblST COMPSKEH C OXMAAHMSIMM MO3UTMBHBIX MOSNIUTUYECKMX U3ME-
HEHWI B pyCrie AeMOKPAaTM3aLMM OBLLUECTBEHHOM M3HW. HoBasi KynbTypHas
ponb My3eeB npepnonarana UM306peTeHne HOBbIX MEXaHM3MOB MepPecmoTpa
npownoro. B 1999 rogy 3aBegylolmit OTAEMNOM Hay4YHO-3KCMO3MLUOHHOTO
npoektuposarms TMINP AnekcaHgp Kanmbikos (1999) npegnoxun meto-
JONIOTMIO MOATOTOBKM K PEDKCMO3MLMM, B PaMKax KOTOPOW HEeOBXOAMMO
OTBETWUTbL Ha MSATb YPOBHEM BOMPOCOB. «[lepBblii ypOBEHb, NMPUMEHUTENBHO
K UCTOPUHECKMM My3€esIM, BKITIOHaET B ceBsi OLIEHKY COCTOSIHUS HALLEro rocy-
[apcTBa, OOLLECTBa, OTEYECTBEHHOM MCTOPMYECKOM HAyKM M My3eMHOro
nena» (Kanmbikos 1999: 50—51). Ha BTopom ypoeHe Kanmbikos (1999) paccma-
TPMBAET couMONOrMieckmne PaKTopbl M OTBEYAET Ha BOMPOC, «KakoB OyaeT
HaLl MOCETUTENb»: «OH BHYTPEHHE CBOGOAEH, HE TEePnUT AMAAKTUKM, Kpu-
TUYECKM HACTPOEH K NioBbiM DOPMamM MporaraHAbl, LEHUT YCUIMSE TEX, KTO
[AeT eMy BO3MOXHOCTb CAENaTb CBOM BbIGOP, CAMOMY OLEHWUTb YBMAEHHOE
u ycnblwaHHoe B myzee» (Kanmbikos 1999: 50—51). Ha TpeTbem ypoBHE myzeh
OOSHKEH MOHSATb, HA KAaKOM si3blke OH ByAEeT roBOPUTb C MOCETUTENEM, HTOODI
nonbITaTbCsA AOHECTU OCHOBHYIO MbICSb. B TOM Chnyvae, «kKorga Tema He 3asB-
JIEHa 3PUMO M SBCTBEHHO MPSIMO C MEPBbIX MUMHYT, €ro NnoceLieH1e He ocTa-
€TCA B NaMaTH, KaK SipPKoe, BOSHyloLee cobbitie B u3Hm» (Kanmbikos 1999:
50—51). M Ha naTom ypoBHe npeasnaraeTcs 3a4aTbCsl BOMPOCOM, KKAKOB TBOM
POLHOM My3€el B 3epKarie BbI30BOB BPEMEHM, B 3€PKane BOMPOCOB U OTBETOB
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npeablaywmx Yetoipex yposHein? COOTBETCTBYET N OH CO3PEBAIOLLEMY B €r0
KOMMEKTUBE PELLEHMIO CO34aTb HOBYIO MOCTOSIHHYIO 3Kcno3uumio? (Kanmbl-
KoB 1999: 50—51). HecmoTps Ha To, YTO B 3TUX TE3UCAX YMTAETCS OnpeneneH-
HbIM NMMBepanbHbI POMAHTM3M, CBOMCTBEHHbIM 3roxe, 6a3oBas naes O TOM,
4YTO GECKOMMPOMMUCCHAsI SCHOCTb M YECTHOCTb PE3KCMO3MLUMOHHOTO MpPOo-
eKTa MOCNYXUT aHTMAOTOM HEAOCKA3aHHOCTM M CaMOLEH3Yype, He noTepsna
CMbICT.

HakoHeu, peakcnosuumsa Takmx mysees, Kak «LLlanaw», He moxeT
npoBoauTbCcs 6e3 CyLIEeCTBEHHOrO MEepPecMoTPa AMCKYPCMBHBIX MPAaKTUK
M aHanu3a BCTPOEHHOM B HUX XPOHOMOIMMMU M PACCTaBMNEHHbIX PaHee aKLeH-
ToB. B 1999 rogy B xode MOUCKa HOBbIX MOAXOAOB K M3YYEHMIO UCTOPMM
Muxann UpowwHukos (1999) y6exaan MCTOPUKOB, YTO

«MPUHUMUMNNATIBHO BaXXHO OTKa3aTbCsd, B YAaCTHOCTU, OT OAHOINO M3 OCHOBHbIX MPUHLUMUMNOB I'Ipe)KHel;I
METOAONOINMN — PACCMOTPEHUA OTEYECTBEHHOM UCTOPUN B 3aBUCUMMOCTU OT AOTMATU3IMPOBAHHBLIX U
anoJyioreTUsnpPoOBaHHbIX OLIEHOK U I'IOCTpOeHMIZ ncTtopun 6orbLIEBM3MA U KHCC, B TOM 4Mcne ot nepu-

OAM3aLMM, MPUHSTOM B CTAPONM MCTOPUKO-NAPTUIMHOM Hayke» (MpoLuHukos 1999: 45).

3HauuTenbHas YacTb JleHMHMaHbI NOCTPOEHa Ha STOM MAEONOrMYec-
KOM MpUeme UCKYCCTBEHHOM aKLUEHTYaLuM CUTYaTMBHbLIX CDaKTOB, NpeyBenu-
YeHUsi X 3HaYeHMsI. DTa TPaAULMS COXPAHMIMACh B COBPEMEHHbIX POCCUIMCKMX
CMM, nepuopmyeckm nectpsawmx 3arosioBkamm npo [MyTuHa, Gpocatoliero
PYYKy WnM NOBKO NOBsLLEro KapaHaalw. MNocnegHue MomnbITKM POCCUIMCKOro
PYKOBOACTBA KOHTpoOnupoBaTb ucTopuio («Mctopus u ee dhanbcudomka-
umsi...» 2020) roBOPST O TOM, YTO OHA MPOAOIKAET OCTABATLCA 3HAYMTENbHBIM
haKTOPOM NerMTUMaLmu BnacTu. Mctopmyieckuin KoHTeKcT myses «LLlanatwu»
Ha [aHHbIM MOMEHT HaxOAMTCS BHE 30Hbl MPSIMOTO MAEONOrMYECKOro KOH-
TPOSIS, KOTOPLIM COMPOBOXAANCS Obl MPUHSATUEM dpeAepasibHbIX 3aKOHOB,
KaK B criydae ¢ coBbitusmu BTopoit muposoi BoiHbl («yma ogo6puna
3anpert...» 2021). B otnnume oT Tembl nonmTmdeckux penpeccuit B CoBeTCKOM
Colo3ze Tema nponaraHzbl M ee MoCNeacTBuit 06CyOaeTcst KpaiHe peako®.
Myzeit cnocobeH B3aTb Ha cebs MHULMATUBY B OOCYXAEHMMU 3TOTO SIBMEHUS,
BbICTYMasi aBTOPUTETHbIM HAayYHbIM MCTOYHMKOM. B 3tom npogaBndaeTcs NoTeH-
LMan PesKCrno3uumm Kak MEAMYMA M ee CMOCOBHOCTb M MPAaBO He TOSbKO
nepenaBaTb OObEKTUBHYIO MHPOPMALMIO, HO M DOPMMPOBaTL ObLLIEE KYrb-
TypHOe BbicKasbiBaHMe. B nepcnektuee «Lanaw» oxmaaeT cmeHa 3KCMo3u-
LMK, OLHAKO MO-MPEKHEMY HEM3BECTHO, B KAKOM HarnpasrneHuu GyaeT ABu-
raTbCs 3TO MccrefoBaHue. JlaHHas cTaTbs LEMnaeT Luar K MpPOsSICHEHUIO Lienu
[PE3KCMO3MUMM U NPEeLaraeT BapUaHTbl PeLLEHUs MOCTaBMNEHHbIX 3a4au.
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1. 3pecb 1 fanee mbl Oyfiem MCMONb30BaTb MOAEPHM3ALMIO U PESKCMO3ULMIO
B Ka4yeCTBE€ B3aMMO3aMEHSAEMbIX I'IOH;ITMPI, XOTa Mexay HUMU MOryT B6bITb
3HauMTenNbHble pasnnuus. CBeumMMcKMi paspabaTbiBan ceBom ugeu B 1970-x, B
3MOXY TEXHUYECKOTO OMTUMM3MA, MOTOMY «MOAEPHM3ALMS» MO OMPELESeHMIO
MMEET MPOTrPECCUMBHBIE KOHHOTALMM, YTO HE BCErAa COOTBETCTBYET KOHTEKCTY
cTatbu. «Peakcnosunums» ncnonb3yeTcs B Ka4ecTBe OCHOBHOMO 0BG03HaYEHMs
OMMCbIBA€MbIX FIBJ'IeHMI‘/’i, T.K. NO3BONSET WHNpPE UX TPAKTOBATD.

2.C TakoM POPMYNMPOBKM OBBLIKHOBEHHO HAYMHANIMCh PAa3JIMYHbIE
KOMMEMOPATUBHbBIE MHULMATMBbLI MEepPMOAa BTOPOM MonoBuHbl 1920-x —
Havana 1930-x rogo., Koraa ynpaeneHue NamsTbio HAXOAMIOCh HE TOMbKO BO
BIlacTu rocyaapcTea. BykBanbHO 3To 03HavaeT, YTo paboumne AeNCTBUTENBHO
BbIZIBUIanM MONIUTUYECKUE MPELJIOKEHMS, HO B TO e BPEeMs B MyOnn4HOM
peun TakoM obOpPOT MOr MCMONb30BaTbCS ANS MPUAAHMS Npoueaype
LEMOKPATUYHOCTH U BMAA BCEOOLLErO NPaBa Ha y4acTHe B MPUHSATUM BaXKHbIX
peLueHni.

3. MamatHuk «Wanaw B. W. JleHunHa». Apxume. [ocygapcTBeHHbIM my3es
rOPOACKOM CKYIbITYPbI.

4. WWanaw. Jeno Ne1 J'l. 2. ApxuB. [ocyaapCTBEHHBIN MCTOPUKO-MEMOPMATTLHBIN
Mmy3esi «CMOMbHBIN.

5. Wanaw. Jeno No1 J'1. 20. Apxue. locyaapcTBEHHbIN MCTOPMKO-MEMOPMATTBHBIN
Mmy3esi «CMOrbHBIN.

6. ®. 3605 On. 1 1. 44 1. 1. LleHTparibHbI¢ rocy4apCTBEHHbINM apPXMB MCTOPUKO-
nonutndeckmnx gokymeHTos CaHkT-lNetepbypra.

7. ©.3605 On. 3 [I. 466 IN. 3. LleHTparibHbi# roCy4apCTBEHHBIH apXMB UCTOPMKO-
nonutndecknx gokymeHTos CaHkT-lNeTepbypra.

8. «B ycnosusix penpeccrHoro obLuecTsa AManor NpeBpaLLaeTcs B puUTyar, a
OMAnorMYecKylo 3TUKY BbITECHAET puTyan nossnbHocTuy (Boek 1995).

9. ABTOop HeunsBecTeH. Paznue. Apxume. MCTOPMKO-KYIbTYPHbIM My3€HHbIM
komrnekc B Paznuse.

10. MNpegnoxeHus No peskcnosmuun B naemnboHe Y KynsTypbl «McTOopUKO-
KyNbTYPHBIN My3eMHbI komnneke B Pasnmee» (2005) Apxue. McTopmko-
KyrbTYPHBbIN My3eriHbi¥ Komrnnekc B PaznuBe.

11.BHYTpeHHss poKymeHTauus. MCTOPMKO-KYNbTYPHbIM My3€HHbIM KOMMIEKC
B Paznuse.

12. B 1990-e konnektuB TMITNP 6e3 ofoBpeHms «CBEpXy» JIMKBUAUPOBAN
«CreuxpaH» My3es U CTas BKITIOYaTb B SKCMO3WULMM M BBICTABKM MaTepuarns,
3anpeLyéHHbIe PaHee K MOKa3y MO «PEXMMHBIM» COOBPAKEHUSIM.

13. B «[lpepnoxeHun no pesKCnosuumm B naBuIIbOHE...» OblM BblgeneHbl
KIIOYeBbIE NMPOOBNIEMBI B TEKYLLIEM COCTOSIHUM SKCMO3MULIMM, U YTO MPEACTOSIIO
«icnpasuTb». «CosgaHHas ewe B 60-x rogax MpoLUSioro BeKa, nog
XeCTKMMM naeornormdeckmmu yctaHoskamm LIK KMNCC, skcnosuums myses
CNyXXuna KpenneHuio Kynsty nuiHoctn B. U. IleHnHa v Bo3BenmuMBaHMIO
ponu BoxnAs mupoBoro nponetapuata. OHa cTpajana He TONbKO
OfHOBOKOCTBIO M TEHAEHLIMO3HOCTBIO MOKa3a MCTOPUHECKUX COBBLITMH,
HO 3a4acTyIO YManyuBarna Unm ncKaxana akTbl. Tak Mo MAeonornieckum
coobpaXeHMsIM 13 UcTopum nocnepaHero J1eHUHCKoro noanonest Gbin
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BbIYEPKHYT I. 31HOBbLEB, KOTOPBINM CKpbIBarncs B Paznuee BmecTe ¢ J1eHMHbIM.
Mckaxanacb UCTMHHas NpmyinHa yxopa JleHnHa 1 3MHoBbeBa B MOAMOSbE,
CBsi3aHHas ¢ o6BUHeHMem BpemeHHbim npaBuTenscTeom B. U. JleHuHa
B cBA3aX ¢ [epmaHckum [eHWTabom M MOoMyYeHMM OT Hero AeHer Ha
peBoniouMoHHylo paboTy B Poccun. HemomepHo npeeosHocunach porsb
He3Ha4YMTENbHOM B TOT Mepuos napTum GonblUEBMKOB 1 ee nuaepa B. M.
JleHnHa B coBbITHSIX fJOOKTA6PbCKOTO Nepuona 1917 ropax.

14. YepHarosa T, Tpy6uH A (2020, 22 wions). JTuuHas KOMMyHMKaums,
BUEO3BOHOK.

15. HeszaBucrmbie CMU ob6CyxpatoT nponaraHay B HACTOSILLEM B MPOrpammax,
Hanpumep Fake news Ha TenekaHane [oxnab, rae pasobnavatoT
HEAOCTOBEPHYIO MHIPOPMALMIO HA FOCYAAPCTBEHHbIX KaHanax.

BnarogapHocTn

Bripaato 6narofgapHOCTb aHOHUMHBIM PELIEH3EHTaM 38 LEHHbIE 3aMeYaHus,
pepakTopy The Garage Journal AHgpeto 3aBagcKomy 3a Bepy B 3aMbICeSN TEKCTA
M BCECTOPOHHIOK NoAAepKKy, Anekceto boronenosy 3a rmyGokoe y4acTue, a
TaKkxke aupekTopy MyzeiHoro komnnekca B Pasnuee Hatanbe KoeaneHko u
cTapLuemy Hay4HOMy cOTpyaHMKY EneHe PykomolHWKOBOM 3a ucTopuyeckue
KoHcynbsTaumm o «Llanawes.
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CraTbs

TaKTUKKM U cTpaTerMu: peaKkumsl POCCUMCKUX
MHCTUTYLMM COBPEMEHHOrO MCKYCCTBA
Ha orpaHu4YMTENbHbIE MepPbl B NEPMOA NaHAEMMUMU

COVID-19

Anekceit BopoHkos

B cTaTbe npeacTaBneHbl pesynb-
TaTbl UCCNEAOBAHMS POCCHUMNCKMX
UHCTUTYLIMIM COBPEMEHHOTO MCKYC-
cTBa. [MpeameTom UccnegoBaHus
cTana peakums 3TUX UHCTUTYLMMI
Ha BBELEHWE B MapTe-OKTA6pe
2020 ropa orpaHUYMTENBHBIX MEP,
CBSI3aHHbIX C NMPeAOoTBPALLEHUEM
pacnpocTpaHeHUs KOPOHAaBUPYCa.
B uccnepoBaHuu caenaHa nonbiTka
COLIMONOrMHYECKOM MHTEepnpeTaLmm
npou3oLleaWmnx B paboTe 3ThX
opraHusaumii usmeHeHuin. B To
BPEeMsl KaK HeraTMBHOE BrusiHME
NaHAEMMM Ha KYNBTYPHbIE MHCTU-
Tyumm 6ornee LUIMPOKO M3BECTHO
npodbeccMoHanam U He HyXaaeTcs

BO B3rMsfe U3BHE, B (DOKYCe BHU-
MaHUS JaHHOTO UCCrefoBaHUs
HaXOAATCS HEOXMIAAHHbIE JaxKe

NSl CAMMX MPaKTUKOB MOCNEACTBMS,
XapaKTepusyemble STUMK NPaK-
TMKaMM KaK MOSOXUTENbHbIE. DTH
NMocnencTBMs MOHMMAIOTCS 34eCh
KaK HOBble (POPMbI COLMANnbHO-

CTH, KOTOPbIE TPAKTYIOTCS C TOYKM
3peHusi Teopuu BnacTM Muwuens
DyKo M NMOHATMI TaKTUK U CTpaTe-
rui Muwens ge Cepro. B ctatbe
OMUCLIBAIOTCS HOBblE POPMbI COLU-
anbHOCTM, BO3HMKLLUKE B NEpUOS
naHAEMMU, @ TaKKe AAETCS UX
UHTepnpeTaums C COLMONOrMYeCKOM
TOYKM 3PEHMS.

Kniouesble cnoea: fe CepTo, KynbTypHbIE MHCTUTYLMK, HOBbIE COLMANbHOCTH,
OHIaMH, MAaHAEMMUS, PETMOHBI

MaHaemus KOpOHaBUPYCa, MOMMMO CBOEM 3HAYMMOCTM KaK COLMAaNbHOro
COBbITUS, CTana MPEeAMETOM MAcLUTaGHOMO MHTEPECa CO CTOPOHbI PAa3MnY-
HbIX MCCrefoBaTeNbCkmx cooblects. OYEBMAHO, YTO OCHOBHBIM KNacTEPOM
MCCNEAOBATENBCKMX NPOGEM CTanM B AAHHOM KOHTEKCTE MPUKNIaAHbIe BOMPO-
Cbl MEAMLIMHCKOIO, 3MUAEMMOSIONMYECKOrO M SKOHOMMYECKOTO XapaKTepa,
3aTparvBaloLe TeMy MMHUMM3aLMM HETaTUBHbBIX MOCNIEACTBUI KOPOHaBUPY-
ca. B cBoto ouepesb, npeacTaBUTENM COLMANbHBIX M FYMaHUTaPHbIX HAYK aHa-
NIU3UPYIOT CTAHOBMIEHWME HOBOM OHTOMOMUM B KOHTEKCTE BIMSIHMS MaHAEMMUU
Ha JpYyrue, MHOTAA He Camble OYEBMAHbIE, CPEepbl KM3HM YenoBeka u obLue-
cTtBa. Tak, C Camoro Hadvana pPacnpPoCTPaHeHWs KOPOHABMPYCa aKTUBHO LU
[Pa3roBopbl O NEMMTUMHOCTU U OMPABAAHHOCTU MeP MPABUTENBCTB U MEXAY-
HAPOAHbIX OPraHU3aumit Mo BBEAEHMIO KAPaHTMHOB M riokaayHos (Agamben

The Garage Journal: uccnefoBaHus B 061acT MCKYCCTBa, My3€€B U KynbTypbl

271



Poccuiickmne mHctuTyumm B nepuog naHgemmn COVID-19

2020), koTopble MOBMEKM 3@ COBOM KPUTUKY CO CTOPOHbI aKageMMHYECKMX
coobects (Dwivedi and Mohan 2021). Hapsigy ¢ KpUTMYECKOM 1 HOPMaTHB-
HOM NUHKSIMM Pa3BKBarcs 6oree AeCKPUMNTUBHBIN HAPPATMB, NPELCTABNSBLUMMA
co6oit MOMbITKY OTBETUTb Ha BOMPOC «HTO nMpouncxoamT?». 34ecb Mbl BUOUM
cnoco6bl NPOaHanNM3nPoBaTb U OMUCaTb HabMoAaeMble COObITUS C MO3MLIMM
PasHbIX AUCLMMNIMHAPHBIX Mosfei. Tak, PasmblLLIeHMs NMpeacTaBUTeNen CoLm-
anbHbIX W MOMUTUHECKMX HaYK OXBATbIBAIOT LEMbIM CMEKTP Pa3HbIX BOMPOCOB,
Ha4YMHas C NPUHLMMOB M3MEHEHMS an3aitHa uHcTuTyToB (Ky3Heuos 2020), pea-
NU3aumMM BRACTHBIX MEXaHW3MOB B BMAE onpeaeneHHoro tuna policing (BSC
Policing Network 2020) 1 3akaHumBas TpaHcdhopmaLmer NOBCEAHEBHbIX MHTE-
paKuuit u mukpossaumopencTeum (Laurier et al. 2020).

M3MeHeHMsi KynbTYpPHOrO OMbiTa U PeaKLUMs KYMbTYPHbBIX MHCTUTY-
LM Ha OrpaHUYUTENbHBIE MEPbI U HOBble DOPMBI HEOTPEAENEHHOCTH TaKKe
He ocTanucb 6e3 BHUMaHUS YYeHbIX. YKe CeMYac MOXHO MPWMBECTU B Kade-
CTBE NPUMEPOB HEKOTOPOE KOMMHECTBO TEKCTOB, FAE aHaNMU3UPYIOTCS BbIXOL,
My3eeB B OHnaiH-npocTpaHcteo (Agostino, Arnaboldi and Lampis 2020),
peaKuMsi XYAOKECTBEHHbIX MHCTUTYLMM Ha CHSITME NOKAayHa M ajantaums
K HOBbIM (POPMaM B3aMMOLENCTBUS B MEPUOL «COLMATbHOMO AUCTaHUMPOBa-
Hus» (Li and Psarra 2020), nameHeHMe xapaKTepa CamMoro KymnbTyPHOrO onbITa
(Marques and Giolo 2020), a TaKk»e 3KOHOMUYECKME MOCNEACTBUA CBA3AHHbIX
C MaHAEMMEN OrPaHUYEHUIM U UX BIIMSIHUE HA KYNBTYPHYIO MHAYCTPMIO B LIENOM
(Radermecker 2021). O6cyxaeHne BAMSAHUS NMaHAEMMU Ha OMbIT KymBTYPHbIX
MHCTUTYLMI BEAETCS M B POCCUMCKOM KOHTeKcTe. [loMMmo Toro, 4Tto mnpo-
heccroHanoB 13 3Toi 0BnacTM MHTEPECYIOT TaKue MOHSTHbIE MPoBnemsbl,
KaK BbIKMBAHWE B TsHKeNbIX ycriosumsix nanaemmu (Bypenkos 2020), npeametom
BHMMaHUS MPEACTaBUTENEN KYNBTYPHbLIX OpraHM3auuii CTAaHOBUTCS BIMSIHUE
Mpou30oLLEeALLIEro Kpu3nca Ha Bonee doyHAAMEHTalbHbIE BOMPOCH O XapakK-
Tepe My3eMHOM AesiTeNnbHOCTM — HaMpPUMEpP, B MOJSie 3PEHMsi OKa3blBalOTCS
sTnyeckue acnektol (Ctpykos 2021).

LleneHanpaBneHHOe OCMbICTIEHWE CBA3M MAaHLEMUMU U KYMbTyp-
HbIX MHCTUTYLMIA NPUBOAUT K NPOBNEMATM3aLIMM XaPAKTEPUCTUKM STOM CBS-
3M KaK MCKIIIOYUTENBHO HEraTMBHOM, TPAKTYEMOM KaK CO34aHue YCrOBWH,
KOTOPbIE MELLAIOT «HOPMAaribHOM» paboTe 3TUX opraHu3aumi. TPyaHO cro-
PUTb C TEM, YTO MaHAEMMS CTaNa CePbe3HbIM UCMbITAHWEM AN POCCUMCKUX
MHCTUTYLMI, MHOTUE U3 KOTOPLIX HE MMEIOT AOCTYMAa K rOCYAaPCTBEHHOM MOZ4-
neprke. OfHaKO C MCCNefoBaTENBCKOM TOUKMU 3peHuUs Kyaa 6oree MHTpUryto-
LLIMM SIBFISIETCS BOMPOC O TOM, KaK eLLe MOBAMANA MaHAEMMUS Ha KyMbTYPHbIe
MHCcTUTYUMM B Poccun. Kpome Toro, KaxeTcsl o4eBMAHBIM, YTO MCCrefoBaHMe
HEeraTMBHbLIX MOCNEACTBMUI NAaHAEMMUM JOMKHO OCYLLECTBASTLCS B MPUKIAL-
HOM KJIlO4€, MOCKOSbKY OHa OBHAXMMa MHOMECTBO CTapblX CTPYKTYPHbIX
npo6nem U MOCAyKua TONYKOM K MOSIBIIEHUIO HOBbIX. [103Tomy B AaHHOM
CTaTbe, HE OTPMLAS HamM4Ms CYLLUECTBEHHbLIX NMPOBNEM B POCCHMIMCKOM Kyrib-
TYpHOM cdpepe, Mbl COCPEAOTOUMMCS HA UCCIIEA0BAHNM HEOKMAAHHO BO3HMK-
LUMX M3-38 MAHAEMUKU HOBbLIX DEHOMEHOB, KOTOPbIE HE MOTYT BbiTb Knaccu-
PULMPOBAHbI KYNTYPHbIMM PaBOTHMKaMKM UCKIIOYMTENBHO KaK MeLLaloLme
UX AEATENbHOCTH.
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MocKonbKy NaHAeMUs Havanacb CPABHUTESNBHO HEAABHO, OHA MOKa
ellle He ycrena CTaTb NPEAMETOM CUCTEMATUHECKOTO UCCIIeAOBaTENbCKOIO BHU-
MaHus. B naHHOM cTaTbe Mbl XOTENM Gbl BHECTU BKIIAZ B BOCMONHEHWE 3TOMO MPOo-
6ena npu MOMOLLM COLMONOMMHECKOM OMTUKM, @ UMEHHO MyTEM aHasnm3a Toro,
KaK M3-3a MNaHAEMUM 1 OFPAHUHMTENBHBIX MEP M3MEHMIIACh PaboTa UHCTUTYLMIA
coBpemeHHoro uckycctea B Poccun. bonee Toro, 6e30THOCUTENBHO K Ccrieuu-
dboryeckom nccnefoBaTenbCKOM MO3MLMM, U3 KOTOPOM MPOM3BOAMUTCS HUKEN3-
JIOMEHHbIM aHanM3, BbIOPaHHbIN MOAXOL MO3BOJSET OXBATUTL OMMbIT CAMbIX [Pa3-
HbIX MHCTUTYUMI B Poccum. Tem cambim Mbl HAAEEMCSI, YTO AaHHbIM TEKCT OyaeTt
MHTEPECEH HE TOSNbKO COLMOIIOram, HO M PabOTHMKAM KymnbTYPHOM cdoepsl.

B kavecTBe amnupmyecKkoro matepmana Ars aHanmsa Obina Mcrosb-
30BaHa cepms MyOUHHBIX MOMYCTPYKTYPUPOBAHHBIX MHTEPBLIO C NPEeACTaBUTE-
JIIMM OpraHu3aumni, OYHKUMOHMUPYIOLLMX B Chepe COBPEMEHHOMO MCKYCCTBA
B pa3HbiXx pernoHax Poccun. B nepuog ¢ ceHTabpsa no oktabpb 2020 roga
aBTOPOM BbISIO MPOBEAEHO AeCATb TaKMX MHTEpPBbIO. B nepsoi yactu ctatbm
Mbl fieriaem 0630p CYLLECTBYIOLLMX MCCNEeNOBaHUM POCCUIMCKUX KYNBTYPHbIX
OpraHM3aumi, a TaKXKe TEKYLLMX AUCKYCCUIM O COLMArbHBIX aCreKTax NaHAEMUM.
[anee mbl paccmaTpuBaem M3MEHEHUS, MPOM3OLLEALLIME B paboTe ncCrefoBaH-
HbIX OPraHU3auuit B NEPMOA AEMCTBUSI OFPAHMYMTENBHBIX MEP M MPUBEALLME
K BO3HMKHOBEHMIO HOBbIX couunanbHocTei (Strukov 2021). Hoeble coumarnbHo-
CTU 3[eCb MOHMMAIOTCS B LUMPOKOM PESISILUMOHHOM CMbICIIE — KaK retepo-
reHHbie’ cesizu (Hennion 2015), KoTopble, MO YTBEPKAEHMIO Y4aCTBOBABLUMX
B MCCIef0OBaHUM MHCDOPMAHTOB, MPUBESM K BO3HUMKHOBEHMIO HOBbIX aCMEKTOB
UX OeaTenbHOCTU. B 3aBeplueHne mbl MbiTaemcst 0600LLUTL ONMCAHHOE MHO-
roo6pasme BO3HMKLLMX CBA3EM Yepes pasnuyume CTPaTerMi U TaKTHK, ONMCaH-
Hoe B pabotax Muwens ge Cepto (2013).

KOHLI,enTyGﬂVBGLWIM KYJbTYPHbIX OprOHVIBOLWIﬁ U naHaemuu B onTuke couun-
AJibHbIX HAYK

YTo6bl paccmoTpeTb TEMY BIMSIHUS MAHAEMMM Ha POCCUIMCKME KYNBTYpPHbIE
OpraHu3aumMM B ONTUKE COLMarbHbIX HayK, CriefyeT npoaHanusupoBaTh Cylle-
CTBYIOLLME MOLAXOAbI K MCCIEAOBAHMIO TaKMX OpraHu3aumit. XoTs none nogo6-
HbIX MCCNEAOBaHUIA SBMSETCS HE OYeHb BOTbLUMM, B MOCHELHEE BPEMSI MOXKHO
HabnoAaTh BO3PACTAOLLMI K HUM MHTEPEC CO CTOPOHbI MCCNELOBATENLCKOrO
coobuuecTsa. [penmeTom BHUMaHWS MCCIENOBaTENEN CTAHOBSTCS CamMble PasHble
acneKTbl PYHKLMOHMPOBAHMS POCCUIMCKMUX KYNBTYPHBIX MHCTUTYLMIA: OCOBEHHO-
CTW MOCTCOLMANMUCTUHECKOTO KanuTanmM3ma M UxX BIMSIHWUE Ha TPYL KyNbTYPHbIX
agmuHuctpatopos (Kuleva 2018), rocygapcTeeHHas nonuTuka B cchepe KynsTypbl
B ycnosusx rmoanuzsaumnm (O'Connor 2005), TpaHcdhopmaums MAEHTMHHOCTEN
KynbTypHbIX paboTHuKkos nocre pacnaga CCCP (Tchouikina 2010) 1 Tak ganee.

Ecnu nbiTaTbest BbIAENMTL aKTyanbHbIe TPEeHAb B cpepe POCCUMCKUX
KyNbTYPHBIX OpraH13aumii B Lerom, To uccrneposatenu (Turoma, Ratilainen and
Trubina 2018) oTmeuYaloT HapacTaloLLylo HeonMBepanu3aumio KynsTypHOM gesi-
TenbHocTu. AsTopbl (Turoma et al. 2018) Takke OTMEHAIOT, YTO MPM MPOUZOLLIEALLIMX
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B rocrefHue 4Ba AeCSTUNETHS MOMUTUHECKMX TPAHCOPMALIMAX AESTENBHOCTb
KYNbTYPHBIX opraHm3aumi B Poccum ctana MHCTPYMEHTanM3npPOBaTbCS, NOAYM-
HSASICb NOTUKE MONUTUHECKMX ULEONOMUiA, SPEKTUBHOTO MEHEAKMEHTA U KOM-
MoandbmKaLmm. B 3Tom namepeHumn KynsTypHble MHCTUTYLMKM B Poccum He Torb-
KO XapaKTepm3yloTCs CreLMcpUYHbLIM JIOKasbHbIM KOHTEKCTOM, HO OKa3bIBaKOTCS
MoABEPHEHbI NePIIOPMATUBHOMY BIIMSIHUIO FOBasbHBIX MPOLECCOB, B KOTOPbIX
KPUTUYECKWM OPUEHTUPOBAHHbIE COLMANbHbIE MCCIEAOBATENM HYACTO MOAYEPKM-
BAIOT YCMIEeHUe BMSaHUA HeonubeparnbHbix naeonormit (Rose 1999). Ha ocHo-
BE CYLLECTBYIOLLMX UCCIIEAOBAHMIM MOXHO OCMBICTIUTD KYmLTYPHbIE MHCTUTYLIMM
B Poccum B dhokyce HapacTaloLlei Heonmbepanm3aumm KymnsTypbl.

MaHAemus cTana YMCTLIM BOMIOLLEHUMEM MMEHHO 3TOTO TPEHAA. XoTs
B NMYGMMYHbIX AUCKYCCUSIX MPOTUBOMOCTABISIIOTCS SKOHOMMYECKMI POCT M 3a60Ta
O HacemneHmu, C TOYKU 3PEHUS KPUTUHECKOM TEOPMM 3TU BELLM SIBMSIIOTCS HE MPo-
TUBOMOMNOXKHBIMM APYr APYrY, @ HAOBOPOT — KommnemeHTapHbImu (Peters 2020).
Mocnencterem NoAOBGHOM KOHLENTYaNU3aLMKU SBMSETCS CMELLIEHME aKLEHTOB:
NPUHATBIE FOCYAAPCTBAMM MePbI MO BGopbbe C PacnpOCTPaHEHMEM NaHAEMUM
MOHMMAIOTCS UCCIIEAOBATENSIMM HE KaK OrpaHUYMBAIOLLME YTO-TO (OT BO3MOM-
HOCTM OpPraHU30BbIBaTb BbICTABKM A0 GYKBAbHOrO HaKa3aHMWs, MOAABIEHMS Ten),
a KaK NPOAYKTMBHbIE — MPOU3BOASILLME PeasibHO CYLLECTBYIOLLMX MOCYLLHBIX
CYGBEKTOB KaK TeIeCHOro, TaK M OPraHM3aLMOHHOIO XapaKkTepa. Takas xapak-
TEPUCTMKA BriacTh Bbina BrifeTeHa B KPUTUHECKOE MOHKMMaHWe Heonubeparb-
HOM uMaeornornn Haumbornee BNUSTENBHLIM B 3TOM TEME COLManbHbIM TEOPETH-
kom — Muwenem @Oyko (Borch 2005). B koHTekcTe Hallero mccrienosaHus
[aHHas KOHLUenTyanu3aums No3BOsseT yXBaTuTb (DeHOMEH BOCMPUSTUS MaH-
LEMMM KaK MPUYMHBI HEKOTOPbIX MOMOKMUTENBHBIX M3MEHEHMI B LesSTENbHOCTH
KYNBTYPHbIX OpraHM3aLmm.

HecmoTps Ha To, 4TO MAes NPOAYKTMBHOCTM BRAacTU CNocobHa 06b-
SICHUTb BO3HWKHOBEHME HOBbLIX COLMANbHOCTEN BO BPEMS MaHAEMMM, MPUMe-
HWUTENbHO K MHTEPEeCYloLLeMy Hac PeHOMEHY Y Hee eCcTb OfHO Cepbe3Hoe
orpaHudeHune. QykoamaHcKas KOHLeNTyanusaums HeonmbepanM3ma ocTaeT-
Csl 3aXaTa OUANEKTUYECKMM? BULEHMEM OTHOLLEHMI BRAcTU: OHa MPOW3BO-
ONT NGO MOCHYLUHBIX OOBEKTOB YNPABNEHMS, MO0 HEMOCHYLLHbLIX O6BEKTOB
conpoTuenenus (deppuaa 2000). Hanbornee M3BECTHLIM MPUMEPOM 34ECh
SIBNSIETCS CEKCYanbHOCTb B 3aMafHOEBPOMENCKON CEMaHTHKE, MHTEPMPETMPO-
BaHHas Yepes noHsitue rpexa B CpepHesekoson Espone. B cexkynsipusmpo-
BaHHbIX OBLLECTBAX KanUTanM3ma CEKCyaribHOCTb SMaHCUMMUPOBANach 1 cTana
dyHaameHTom HeonmbepanbHoro cnocoba npaenerms (Boyarin and Castelli
2001). B koHTeKCTe e naHaemmun TpeBGoBaHUAM BNacTM MOXKHO NGO NoauM-
HSATbCS, NGO MbITaTbCS UFHOPUPOBAaTL UNM 06XoAUTb MX. B nepeBom cnyyae
3TO 03HA4ano Gbl, YTO HUKAKMX HOBbIX COLMANbHOCTEN He obpasyeTcs: nobble
doeHOMEHbI, BO3HMKAIOLLME BO BPEMS MaHAEMMUM, SIBRSIIOTCS MPOSIBMEHUSIMM SKC-
naHcum HeonmbBepanbHoi npasuTtensHocTu® (Venkatesan et al. 2015). Bo sTo-
POM — WMHCTUTYLMU HE MOAYMHSIOTCS OrPaHUYMTENbHBIM Mepam (4To, ove-
BMAHO, HE TaK, Befb My3eun AeNCTBUTENBHO MPEKPATUIIM MPUEM NOCETUTENEN).

MosTomy, Ha Hall B3rMsiA, LENecoobpasHO AOMONIHUTL CYLUECTBY-
IoLLMe KOHLENTyanmM3aumm NaHaeM M 1 KynbTYPHBIX MHCTUTYLMIM KOMMMEMEH-
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TapHBIMM KOHLIEMTYarnbHbIMK PECYPCaMMU TEOPUM CTPATEMMIM U TaKTUK MuLuens
ne Cepro (2013). e CepTo (2013) BBOAUT MOHATME «CTPATEMMM» U «TaKTUK»
KaK TWMOB OMepaLmii, KOTOpble MO-PasHOMY PEeanusyloTcsi B MPOCTPAHCTBE.
OTtnuure Mexxay HMMM 3aKINIOHaEeTCs B CTEMEHM MPUCYLLEH areHTHOCTM: ecriun
CTpaTermyeckue onepaumm cnocoBHbl YHPEKaaTh COBCTBEHHOE «MeCTO» (space)
B Ka4YecTBe OMpeAeneHHOro MopsAKa, TO TaKTUYECKME orepauum CoKycH-
pOBaHbl Ha WMCMOMb30BaHUM YIKE MMEIOLLIMXCS BO3MOKHOCTEN KaK croco6os
ans maHespa (Cepto 2013: 109). CTpaTerMyeckuin akT yupeskaaeT coBcTBeHHoe
MECTO U MPaBMIa ero UCMomnb30BaHMS, & TAKTUHECKMI (DYHKLIMOHMUPYET Ha «HYKOM
TeppuTopUmM» (MPOCTPAHCTBO Kak place), rae, ¢ OfHOM CTOPOHbI, CO303€ET BUAM-
MOCTb MOAHMHEHMS YHPEKAEHHbBIM MPABUIIAM U, C JPYTOM, MMMSIMLMTHO peasu-
3yeT MPUHLMIN HECOrnacKs, COMPOTUBIIEHUS U «noapbieay. [lencTeoBaTh cTpa-
TErMYeCcKM O3HAYAET «CO3AaBaTb MECTO MPOTPAMMMPYEMBIX M KOHTPOMMPYEMbIX
onepauuiy, a AeMCTBOBATb TAKTUYECKM — «MCMOSb30BATb 3TU OMNepaLM KaK BO3-
MOXHOCTM anst maHespax (Cepto 2013: 191). B kavecTse NpUmepa TaKTUYECKOrO
nenctems ge Cepto (2013) npuBoauT Xx0ab6y MO ropogy Kak onpeseneHHbIR T1n
MPOCTPAHCTBEHHbIX MPAKTUK, rae newexon AeﬁCTByeT B onpeaeneHHbIX rpa-
HMLAX, KOTOPbIE YUYPEXAAIOTCS HE MM CaMUM (MEPUMETP YNWL, CTEHbI 34aHUM),
U UMEET BO3MOXHOCTU ANt TAKTUHECKOTO OBX0Aa 3TUX PAMOK B BUAE CO3AaHMS
ansTEPHaTUBHBLIX MaPLLPYTOB. TPAEeKTOPUS NMeLLEXOAa 3aKMIOHaETCS B aKTyaru-
3aLMM MPOCTPAHCTBEHHbBIX BO3MOXHOCTEN U 3aMpPeTOB, CYLLECTBYIOLLMX B BUAE
onpeaeneHHoM KoHdMrypaLmmu NopsiaKa, a TaKiKe B M30OPETEHMM CO BpEMe-
Hem HoBbix anropmtmos (Cepro 2013: 195). 3aech crienyeT OTMETUTb, YTO, HECMO-
TPS Ha KaXyLLyloCst cuily cTpaTerndeckoro aemcteus, ae Ceprto (2013) Bce-Takm
He MPU3HaBan TaKTUHECKMIM aKT «XOLOM CIIabbiX», @ OTMEHArT, YTO B TAKTUHECKOM
LENCTBAM MMMNIMLMTHO GonbLue MoTeHuMarna 1 areHTHOCTM.

Xotsi B chokyce BHumaHus e Cepto (2013) He HAXOAMMCb HU Kymb-
TYPHbIE MHCTUTYLMM, HU OpPraHU3aLMu B MPUHUMME, B MOCTEAHWE HECKOSb-
KO OECSTUIETUI aBTOPbI TAKMX MCCNESOBaHMI OBPALLAIOTCS K ero paboTam.
B KOHTeKcTe 3TOro MccrefoBaTeNbCKOro MOMs MOHATUS CTPATEMMM M TaKTUK
MO3BOMMIIU NEPEOPUEHTUPOBATL MPUCYLLIEE KINACCUHECKOM COLIMONOMMM BUAEHUE
COBPEMEHHbIX OPraHM3aLMil Kak paumoHasbHbIX Biopokpatuil (Mommsen 1992)
U «OTKPbITbY MPAKCMC PSAOBbIX COTRYAHMKOB OPraHM3aumm, KOTOpbIM He persia-
MEHTUPYETCA PaLMOHabHOCTbLIO opraHm3aumu (Suominen and Mantere 2010).
C ogHom ctopoHsl, Teopum ge Cepto (2013) u Qyko (Hjorth 2005) B BhiCLIE
cTenenu pabotatoT Apyr Ha apyra. OaHako Ans Hac Gonee BaXHbI Pa3nyms
mekzy HUMK. B otnnume ot Teopmm Oyko (Dey and Teasdale 2016), Teopus ae
Ceprto (2013) nozeonsieT Gonee rmbKui NOAXo4 K AMHAMMUKE MPOM3BOAUTENBHOM
BIIACTM M COMPOTUBIEHMS el «Crabble» MOTyT KaK BCTPaMBATLCS B 3MMCTEMMYE-
CKUIM NMOPSAOK, TaK W NOANEKETb MCKIIOHEHMIO U3 HETO MMM BbITb HE3AMETHBIMM,
OHW MOTYT «MIPaTb» C HUM, COOTHOCHUTLCS C €ro MpPaBuiamu, cPyHKLMOHUPYS
NPy 3TOM COTMAacHO CBOEN COBCTBEHHOM, TO ECTb HE CBOAMMOM K «MaKpopa-
LIMOHANbHOCTM», JIOTMKE.

MosTomy Mbl MOCTapaemMcsi AOMOMHUTL CYLLECTBYIOLLME UCCIENOBa-
HUSI BIUSIHWSE HeONMBepanu3ma B OTHOLLEHMKM MHTEPECYIOLLEro HaC doeHoMeHa
HOBbIX COLManbHOCTEMN MOHSTUSIMU, B3ITHIMM M3 KOHLIEMTYanbHOro annapara Ae
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Ceprto (2013). 2T0 NO3BOMAMT HaM, C OAHOM CTOPOHLI, COXPAaHUTbL BAXHYIO Npes-
MOChINIKY O NPOU3BOAUTENBHOM, @ HE PEMPECCMBHOM XapaKTepe BracT, KOTo-
|pas SBRSETCS KIIOYEBOM MAEEN MCCIeLOBaHUIM HEONMBEPanU3ma, a C Apyrom —
YWUTU OT AUANEKTUKM NOAYMHEHUS U CONPOTUBNEHUS BMACTH, MOBLICUB CTEMEHb
YYBCTBUTENbHOCTM HALLEN ONTMKM B MHTEPMPETALMM COOPaHHBIX AaHHbIX.

MeToponorus

[na poctuxeHus uenei AaHHOro mccrefoBaHusi Bbina npoBeseHa cepus
MONYCTPYKTYPUPOBAHHbBIX MHTEPBbLIO C MPEACTAaBUTENSIMU XYAOXKECTBEHHbIX
MHCTUTYUMM Poccuu. B KavecTBe reHepanbHOM COBOKYMHOCTM, M3 KOTOPOM
NMPOU3BOAMIICS OTOOP YYACTHMKOB MCCNEAOBAaHUS, BbICTYNMUIa Hedpopmarb-
Hasi opraHusaums «CreT UHCTUTYLUMII COBPEMEHHOTO UCKyccTBa» (danee —
«Crnet»). Upes cosparms B Poccum nopgo6Horo HedpopmasnbHoro o6beanHe-
HUS NPEACTAaBUTENEN KaK YaCTHbIX, TaK M rOCYAaPCTBEHHbIX OpraHM3aumi,
paboTalowmx B Mosne COBPEMEHHOIO MCKYCCTBA, MOSIBUNACh ele JO naHge-
muu. OfHAKO C TOUKM 3PEHUS Liernei JaHHOTO MCCefoBaHMS MPUHUMIMANIbHO
BaXHbIM SIBIISIETCS TO, 4TO dpakTniecku 3ToT CrieT odhopmmIca Kak peasibHoe
KOMMYHMKaLMOHHOE COOBLLECTBO TOMbKO MOCSE BBEAEHMSI OrPaHUYUTENbHBIX
mep. Mo3ToMy € COLIMONOrMHECKOM TOUKM 3PEHUs HaLy BbIBOPKY CrieayeT oxa-
paKTepm30BaTh Kak BbIBopKy kKpuTudeckux (Patton 2014: 415—416) unv uHTeH-
cueHbix (LLTein6epr, LanuH, Kosenaes u JlesuHcon 2009: 31) cnyyaes, kor-
[a UCCrefoBaTesiM OTOMPAIOT TOSNBKO TEX MHCDOPMAHTOB, CPEAN KOTOPLIX ECTb
APKMUE NPOSIBIIEHUS MHTEPECYIOLLETO DEHOMEHA — B HALLIEM CJTy4ae 3TO BO3-
HUKHOBEHME HOBLIX DOPM COLMASILHOCTM.

Takol noaxop K KOHCTPYMPOBaHMIO OOBEKTa HEM3BEKHO HanaraeT
CUJIbHbIE OTPaHMYEHUS Ha hOPMYIIMPYyeMble B JAHHOM MCCIEA0BaHUM SMIMPU-
YEeCKME Te3MChbl M BbIBOAbI. 3@ PAMKaMM HALLEro TEKCTa MOIM OCTaTbCs Opra-
HU3aUMM, 471 KOTOPbIX MaHAEMMs CTana KpalHe GOne3HEeHHbIM COBbITUEM,
HE CTaBLUMM MPUYMHOM MM KaTaNM3aTOPOM MPOLECCOB, CBA3aHHbLIX C 0Bpa-
30BaHMEM HOBbIX COL[MaJ'IbHOCTel‘;I. I'IosTomy Mbl BbIHYXXAEHbl KOHCTATUPO-
BaTb, YTO BbIBOAbI HALLErO MCCIIELOBaHUS HEMb3s1 SKCTPAMNONMPOBATL Ha My3eun
B LUenom. Mbl cTaBunu nepe coboi Lenb He OXBaTUTb BCE MHOrOOBpasne peak-
LM KYSBTYPHBIX MHCTUTYLMIA HA COBLITMSI MaHAEMMM, A MOMbITATLCS OTBETUTb
Ha KOHTPUHTYMUTUBHBIM BOMPOC O TOM, KaK, Ka3anocb 6bl, aBCOMOTHO Hera-
TUBHOE ANSi My3EMHOIO CEKTOPA COBBLITUE MOTTIO MPUBECTU K MOSIOKUTENBHBIM
NSt My3eMHBIX MPOIECCUOHANOB NMOCIEACTBUSIM.

B uyncne npepcraButeneit «CneTta» okasanucb KpairHe pasHo-
06pasHble MHCTUTYLUMM: PeYb MOET HE TOSIbKO O My3esX M ranepesix CoBpe-
MEHHOTIO MCKYCCTBA, HO M O KYJIBTYPHbIX LEHTPAX, XYAOKECTBEHHbIX CAMOOP-
raHmMsaumax 1 pesmaeHumnsx. Boicokas cTeneHb pasHOpPoOZHOCTM CrpaBeasivea
M B OTHOLLEHMMU reorpadpMHecKoro pacrnpeneneHmns y4acTHUKOB MCCrefoBa-
Hus: npeacTaemTenu «Cneta» OTHOCATCS K Pa3HbIM PErMOHaM, MOSTOMY B UTO-
roBO#M BbIGOPKE OKA3asMCb MHCTUTYLMM M3 chefepasibHbIX OKPYroB, GOsbLIMX
M MasnbIX ropodoB. TakMm OBPA3OM, YUMTLIBAS PEMMOHASBbHYIO CreuudouKy
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OrpaHUYMTENBHBIX MEP, @ TaKXe PasnuyMs B CAamMOMAeHTUpMKaLMKM uccne-
[OBAHHbBIX MHCTUTYLUMM, Mbl CHUTAEM, YTO MCCIIELOBAHME MO3BOSIMIIO CO34aTb
OTHOCHTESTbHO MOJTHYIO KAPTUHY PEaKLMM POCCMMCKUX XYAOMECTBEHHbBIX MHCTU-
TYLUMIA HA OrPaHMYMTENbHbIE MEPbI.

MockonbKy yncrno ydacTHUKoB «Crneta» OCTaeTcs CPaBHUTENbHO
HeBOsbLUMM, TO B UCCIIeLOBaHMM Bblfl Peanu3oBaH JOCTUKMMbIN THM BbIGOPKM.
Bcem npenctasutensm «Cneta» GblIO HAMPABIEHO MUCbMO C MPEASIOKEHUEM
MPUHATb y4acTME B MCCIIELOBAHMM, @ TaKKE MPOSICHANIMCL Ga30Bble 3TUYE-
cKkue TpeboBaHUS K MCCIIedOBaHMIO: rAPaHTMUS KOHMMAEHUMANTbHOCTHU OaH-
HbIX, MPesynpexaeHmMe o HEOBXOAMMOCTHM NPOBEAEHUS ayAMO3aMUCH UHTEP-
BblO M 06 MCMOSb30BAHMM LMTAT U3 MHTEPBLIO B TEKCTE HAY4YHOM MyGMKaLmu.
MToroebii pazmep BbIGOPKM COCTABMI AECATb MHCTUTYLMM, C NPEACTAaBUTENEM
KaX4OM U3 KOTOPbIX BbIIO MPOBEAEHO MO OAHOMY MHTEPBbIO. JnMTensHoCTb
NpPOBEAEHHbIX MHTEPBBLIO BapbMPOBAsach OT Yaca 4O ABYX. B nogasnsiowem
GOMbLUMHCTBE CIy4aeB ObLLEe YMCIIO COTPYAHUKOB B MCCIEAOBAHHbIX MHCTU-
TYUMSIX HE MPEBBILLANO HECKOSTbKMX HYeroBeK. B nx 06s3aHHOCTH, Kak NpaBusio,
BXOAMIT LUMPOKMI CMEKTP PaBoUmMx ornepaLmit, MOSTOMY MHCPOPMAHTbI, MPUHSIB-
LME yHacTHe B MCCNEAoBaHMM, Bbiiiv XOPOLLO OCBEAOMIIEHBI 06 MHTEPECOBaB-
LIMX HAC acrneKTax PYHKUMOHMPOBAHUSI MHCTUTYLMI B YCITOBUSIX MaHAEMMU.

HebGonblwoi o6bem reHepanbHOM M BbIBOPOYHOM COBOKYMHOCTH
BKYTE C KparHe CUIbHbIMM COLMASTbHBIMM CBA3SIMM BHYTPM COOBLLEeCTBa npea-
CTaBUTENEN MHCTUTYLMIM OCIIONHSIET COBMIOAEHNE STUYECKUX TpeboBaHMMI
K coumoriormieckomy nccnegosanuio. CornacHo 3tum TpebGoBaHUAM, MCCNEao-
BaTENb JOMKEH COBMIOCTM aHOHMMHOCTb MPEAOCTABISIEMbIX eMy AaHHbIX. Bonee
TOro, HEKOTOPbIE M3 HALUMX MHADOPMAHTOB MPOSIBUIIM XESaHWe AeaHOHUMMU-
3UPOBaTb CBOM MHTEPBbIO. [1O3TOMY Mbl OTAENBHO OTMEYAEM, YTO, HECMOTPS
Ha NMOJOBHYIO CUTYaUMIO, KaHP HALLEro TEKCTa — aKaAEeMMYECKOro COoLMOo-
JIOTMHECKOTO UCCIEA0BaHMS — OrPaHMYMBAET HAC B BO3MOMHOCTM BbIMOM-
HeHus 3ToM npocbBbl (European Commission 2018). HecmoTpst Ha 31O, aBTOp
NMPUBETCTBYET BO3MOXHOCTb MHKOPMNOPUPOBATb YacTW 3TOMO MCCIIELOBAHMS
B NyOnUYHbIE AUCKYCCUM.

[na npoBeaeHUs MHTEPBbLIO Obll COCTABMEH raig, B KOTOPbIM BOLLIM
cnepyloLwme Tembl:

1. 3HAKOMCTBO M paccka3s o6 onbiTe PaboTbl MHPOPMAHTa B MHCTUTYLUM
U B cchepe COBPEMEHHOIO MCKYCCTBA B LIESTOM;

2. UICTOPUS PA3BUTUSI OBCYIKAAEMOMN MHCTUTYLIMM M OCHOBHbIE LIESIM, KOTOPbIE
CTOSNIM Nepes Her [0 MaHAEMMUM;

3. BOCNpuaTHUE BBEAEHHbBIX OrPaHNYUTENbHBIX MEP, USMEHEHUE I'IOBCG,D,HeBHOl‘a
PYTHHBI U Lenei paboTbl MHCTUTYLMM Ha AaHHbIM MOMEHT.

[MockonbKy cbop UcCnenoBaTENbCKMX AaHHBIX MOTPE6OBaN JOBOSb-
HO MHOrO BpemeHm (NpumepHO 3—4 Heaesnu), y Hac Bbifia BO3SMOXKHOCTb M3Me-
HEHMWSI 1 OOMOJSIHEHUS raitaa HOBbIMM BOMPOCAaMM, KOTOPbLIE HAM MOKa3anmuch
6onee BaXKHbIMU, YeM MPEACTABNANOCh M3HaYaNIbHO. Temol, KOTopOoi BbINo yae-
fieHo GorbLuee BHMMaHMe, cTana posib COGCTBEHHOMO MPOCTPAHCTBA B U3HM
MHCTUTYLMM AO M nocsie naHaemmu. MTorosblie 3anmcu MHTEPBbLIO Bbiu pac-
LWMdpPOoBaHbI, NOCIE Yero Gbifiv PeanM3oBaHbl TEXHUKM OTKPLITOrO U OCEBOTO
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koguposanus (Ctpaycc u Kopbun 2001): BHaYane B pacluMpOBKax UHTEp-
BblO ObIfiv MOMEYEHBI TEMATUHECKM CXOXKME OTPLIBKM, KOTOPLIE B AaSbHEMLLEM
aBTOP AETaNM3MPOBAs MyTEM BbISIBIIEHWS KATErOPUI, KOTOpble Bbiiv NPOWH-
TEPNPETMPOBAHBI YEPE3 MPU3MY OMMCAHHOM BbILLE TEOPETUHECKOM PAMKM.

HoBble chopmbl B3aumopeicTBusi B KynbTYPHOM More B rnepuop NaHAemMun
KOK HOBbl€ COLMANbHOCTH

CBsi31 MHCTUTYLIMI U ayAUTOPUM
HecmoTps Ha To, YTO HA MOMEHT HamnMCaHUs HACTOSILLIEro TEKCTa MaHAEMMS eLle
He 3aKOHYMNACh, Y3Ke MOSIBUNAaCh BO3MOXHOCTb HAONIOAaTb HOBbLIE CPOPMbI B3a-
MMOZENCTBMA (HOBblE COLMANbHOCTM) B MPOCTPAHCTBE KySLTYPbl M MCKYCCTBA.
MOXKHO NPeANONOXMTL, YTO NAHAEMUS CTaNa KaTaIM3aTOPOM YIKE CYLLECTBYIO-
LLIMX UBMEHEHWI — HaMPUMEP, U3MEHEHME POIM KypaTopa B hopMUPOBaHUM
KynbTypHbIXx cmbicrioe (Acord 2010) — a Takke haKTOPOM CO3AAaHMS HOBbIX
hOpM B3aMMOAEMCTBUS MEKAY XYAOKHUKOM U 3pUTENEM.

MHOMUM MHCTUTYLMAM Bnarogaps NaHAEMMK YAANOCH YBENUYUTL COB-
CTBEHHYIO ayAUTOPMIO 38 CHET BO3MOXHOCTEN OHNaNH-B3aMMOLENCTBMM, KOTOPbIE
He 3aBUCST OT reorpadom4ecKoro NpPocTpaHcTea. [peactaBuTen XynoKecTBEH-
HbIX PE3MAEHLMI Y3Ke Cceiyac 3a4yMbIBAIOTCS O TOM, YTOBbI cAenaTb Tako chop-
MaT CaMOCTOSTENbHBIM (8 MHOIAA AaXe AOMUHUPYIOLLMM) M paboTaTb Hag nog-
JePHaHNEM KOMMYHMKALIMK C STUM HOBbIM CETMEHTOM ayAUTOPMM.

«Hawa ayautopums Bbipocna He TOMbKO B [Ha3BaHWE ropofa)l, a eLe MOAKMIOUYMINCL APYriMe ropoaa,
KOTOPLIM MHTEPECHO HA 3TO CMOTPETbL. TO €CTb Mbl KaK Bbl 33 yManmcb O TOM, HTO HaAO BO3BPALLATLCS
WM NapannensHo NpoboBaTh AenaTte M To, 1 Apyroe. M odonaiiH, 1 OHNalH, MOTOMy YTO TaKOe TOXe

[OBOMbHO MHTEPECHBIM OMbIT» (MHdopMaHT 1).

«Ecnu paHbLue Gbina Normka Takas — Mbl MPUAYMbIBaNM COBbITUE MKC M MOA HETO HaYMHaIM noasep-
CTbIBaTb KaKME-TO SMIEMEHTbI, AMU3alH, "AaBalfTe KHMKKY HanevaTaem, BOT MO HEro raseTy Hanevataem,
BO3bMEM WHTEPBbIO, CEPMIO MOCTOB", TO HE WUCKITIOHAIO, YTO CEMYAC JIOMMKa PA3BEPHETCS B TO, YTO Mbl
NPUAYMANMU YTO-TO B OHMAMHE CHayana, 4To Mbl AeNaem TaKylo-TO Cepuio NMyGnMKaLmMii U NOAKPENsem
ee yxe TyT KMHOMOKAa30M, TYT 3TUM, TYT TPETbUM, JECATbIM, TYT NeKUuMei. YTo y HaC MPOCTO NepeKoH-
dourypmpyeTcs M3 oHnaiHa, 06CnyXmMBatoOLLEro odonaiH, B HEMHOXEYKO MECTaMM B JTOTMKY odpnaiHa,

o6cnyuBatoLLero oHnamH» (MHdpopmaHT 9).

BbIHY>AEHHBIM Mepexos KynbTYPHbIX MPAKTUK B OHMaMH-
NPOCTPAHCTBO MO3BOSIMI CHU3UTb MPALYC «INUTU3MA» B NMOJIE UCKYCCTBA U KyJlb-
Typsbl. Ecnv paHbLue npegnonaranock, YTo AOCTYN K MCKYCCTBY HAXOAMUTCS TaMm,
rAe pacrnonaraeTcs BbICTaBKa, TO CEMYaC OHNaMH-B3aUMOLENCTBME NMO3BOSUIIO
He MNPOCTO PENOLMPOBAaTb XYAOXKECTBEHHbIM OMbIT, HO M MOMHOCTLIO €ro nepe-
onpegenuTb. CTano 6onee O4EBUOHBIM, YTO XYLOKECTBEHHbIM OMbIT OPMMPY-
€TCs He CTOJSIbKO Ha OCHOBE CBOEM PU3MHECKOM «ODONMOYKM», CKOJBKO 3a CHET
3aMporpammMmMpPOBaHHOM CPOPMbI B3aMMOLENCTBUSA MEXKIY XYOAOXKHMKOM, Kypa-
TOPOM U 3puTenem. B HekoTopbIX cryyasx faxe Npu3HaBanocCh, YTO MNEPEXOL
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B OHJIaMH-MPOCTPAHCTBO YPAaBHSS XYAOKECTBEHHbIE MHCTUTYLIMK MEXAY COBOM
B NnaHe JOCTyna K oopmaTam M cnocoBam KOMMYHUKaLMM:

«B naHgemuio Bce fenanu BbICTaBKM JOMA, HA GanKoHe, BO ABOPE, U 3TO PeasibHO PacLUMPMIIO MPOCTO
MPEACTaBIIEHNS O TOM, C YEM M KaK MOXXHO B3aMMOZLEMCTBOBATL; Mbl BCE MEPELLSN B KAKOM-TO MOMEHT
BOT B 3TO MOSE OHMaMH, U Mbl BCE CPABHSNMUCH Kak ByaTo Obl, MOHWMaeLL! To ecTb 3TO Kak Gbl — Aa
MOHSITHO, YBUAETb BbICTABKY, KOTOPasi MPOUCXOANUT B MOCKBE, MOXHO TOMbKO B MOCKBE, HO B 3TOT MO-
MEHT cny4unocb obpatHoe. Kak 6bl mbl BCe BbinM B CUTyaLmM, HYTO Tl MPOCTO B KOPOBKE, U Thl MOMKELLIb
NPOCTO HaBMIOAATb 33 TEM, YTO MPOUCXOAMT Tam, FAE Thbl XOHYELLb 3@ STUM HabnodaThb, U 3TO HAaC OYeHb

pacwmpmno» (MHdpopmaHT 1).

Peanuzaums npocBeTMTENBCKOM 3aZja4M, KOTOPasi B TOM YMCHE NPea-
cTaBnsna coboi PaccKas O XM3HU MHCTUTYLMM, NO3BONMIA OOHAPYXUTb U UHTE-
rPUPOBaTb HOBLIE HOPMATbI B3AMMOAENMCTBMS C ayamuTopuei (passuTie canTa,
CO3LaHMe NOHIPUAOB U MHTEPAKTMBHBIX OMUITbMOB M AP.), @ TaKKe NMpUBneYb
HOBbIX MH(POPMALIMOHHBIX NapTHepoB. CrieayeT OTMETUTB, HYTO NOCHeLHee CTa-
JTO BO3MOXHbBIM TaKXe 61arofiapsi aKTMBHOMY Pa3BUTUIO CETU KOHTAKTOB MeXAy
[Pa3HbIMM MHCTUTYLIMSIMU, KOTOPbIE B MEPUOZA NaHAEMUKU MOMOranum APYr APYrY.
BrionHe BeposaTHO, Takas hopma B3aMMOLENCTBUS MEXAY MPEACTABUTENSIMM
[Pa@3HbIX MHCTUTYLMIA COXPAHUTCS M MOCHe NaHAEMUN.

«[noc cTanu o4eHb MHOTO BbIMYCKaTb PA3HbIX TOHTPUAOB, onMcaHui TOro, 4Yem 3aHMMaeTCa My3el;1, no-
CcoTpyaHU4anu B OHnaiHe ¢ [Pa3HbIMKU OpPraHM3auMaAMKU, Hanpumep c [Ha3BaHM€ Opl’aHM3aLI,MM] BOT Mbl.
N KoHeuHo BCS 3Ta OHJ'IaﬁH-MCTOpMH, OHa 6bina TOXe 3aBsA3aHa C HalleM KaKoM-TO beHKLU/iOHaJ'IbHOI;I

pestenbHocTbio» (MHdhopmaHT 7).

«MbI cTanu 3anyckaTb BCE B OHMaMHE, Y HaC MOYTU KaXAblM AeHb OblM KaKME-TO NEKLMM UK BCTPEYM
[MCKYCCMOHHBIX KNyGOB. DTO AaXe KIacCHO CpaboTano, 0COBEHHO Ansi [ETCKOM M MOAPOCTKOBOM ay-
OMTOPUM, MOTOMY YTO S LyMalo, YTO POAUTENM XOTENM B GOMbLUEN CTEMEHW YEM-TO 3aHSTb AETEM, UM
TSXKENO, HaBepHoe, 24/7 GbITb B 0fHOM KBapTUpPE. M KaK pa3-Taku 3Ta BO3MOXHOCTb OTAaTb pebeHKa Ha

3aHSATMS OHMakH, OHa OYeHb KnaccHo cpaboTtana» (MHdopmaHT 8).

MOXHO NPeanonoXnTb, YTO OLICTPOE Pa3BUTUE OOPA3OBATENBHO-
ro KOMMOHEHTa B Mepuog NMaHAemMUU PYTUHU3UPYETCS M CTAHET UHCTUTYLM-
OHarlbHbIM 3IEMEHTOM «CTPAXOBKM» BO BPEeMeHa BHEeLLHMX Kpusucos. Llenb
MHKOPMOPUPOBAHMS HOBbIX 06Pa30BaTeNbHbBIX DOPMATOB 3aKITioHaeTcs B 060C-
HOBaHMM 3HAYMMOCTH U POMM CAMOM MHCTUTYLIMM, @ TaKKe B (DOPMMUPOBAHMM
O6BLUEro BUAEHMS MPOCBETUTENBCKUX 38434 B LIEMOM.

«M B TOT MOMEHT GbINO Camoe BaKHOE OCO3HaHME — Y BCeX Oblfl CTPaX, YTO My3ei MPOCTO 3aKPOIOT.
Hy, To ecTb caenatb 370 Kak 6bl hOPMAsbHO HENb3s, MOTOMY YTO Y My3esi ECTb KOMMEKLMS, Mbl OorLM-
anbHOE roCyAapCTBEHHOE BIOMKETHOE yupeaeHue. Ho npu 3Tom Bbinio MOHATHO, YTO My3€it HE HyKeH

ry6epHaTopy...» (MHdopmaHT 7).

Mpu 3TOM Hemnb3s OfHO3HAYHO YTBEPKAATb, YTO MaHAEMMS MPU-
BEMNa K MOSIHOMY BbITECHEHWIO AESTENbHOCTM BCEX KYMBTYPHbLIX OpraH13aLmi
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B OHNaMH-cpopmaT. MocKombKy orpaHUYEHUs Kacanmcb B MEPBYIO O4epesb BO3-
MOXHOCTM MOCELLATb 3AaHUS My3€eB, HEKOTOPbIE M3 HUX MCMOMb30BanM 3Ty
BO3MOXHOCTb AJ15 TOrO, 4TOGbI BLINTU B MPOCTPAHCTBO roposa’:

«Hy, To ecTb mbl peLuaem npobnemy OTCYTCTBUS MPOCTPAHCTBA BLIXOAOM COBCTBEHHO B OTKPLITOE MPO-
CTPaHCTBO 1 B ropoa. M vepes 3T1 nabnuk-apT paboTbl Mbl OMSITh e PELLAEM HECKOMLKO NPoBnem, To
©CTb, Mbl PACCKa3bIBAEM MPO COBPEMEHHOE MCKYCCTBO FOPOXaHaM, OHM HUKYZAA HE MOTYT OT HEro AEeTbCS,

MOTOMY HYTO OHM XMBYT cpean Hero» (MHdpopmaHT 7).

Takol onbIT «BbIXOAA» MHCTUTYLMM 3@ MPEAenbl NPUBbLIYHBIX MM
GYKBanNbHbIX M CUrypanbHbIX rPaHWL, SBASETCS, NMOXanyi, OGHMM U3 MpUme-
[POB 3MOLMOHANbHO MHTEHCUMBHOM COLMANbHOCTU — B HEKOTOPLIX CIy4asx
peyb wna o6 n3meHeHUn G6a30BOM MAECONOrMU MPOBELAEHUS XYAOKECTBEHHbIX
MePONPUATUI.

«To ecTtb AenaTb KaKMe-TO BbICTABKM Ha ynuuaX, TO €CTb 4 CHMTAlO, YTO ceinyac s Gonee nepeocmbiCngaio
cBoM OnbIT, MHE [axe HPAaBUTCA TaKOM BOT MaHKOBCKMI noaxon4 cnerka, To eCTb, MHE KaXXeTC4d, 4YTO 3TO
BHOCUT B coobLUecTBa HEKYIO, Hy YTO-TO TaKOE CBEXee U TOXE KaKYyIo-TO TaKylo HEe3aBUCHMMOCTb CbM-
HAHCOBYIO. 3TO Kak-To OTPAXAET AyX BPEMEHU, Mbl BCE, HY, Mbl HE 3aBUCUM OT KAKMX-TO MJIOLLAA0K, OT

naHaemum He 3aBucKMm. B 3tom npenectb» (MHdopmaHT 5).

B aTom cmbicne nogo6HBbIM TN onepaumii NpeacTaBnseTcs napa-
[OKCasbHbIM: C OBHOM CTOPOHBI, B U3MEPEHUMU BbICTABOYHBIX MEAMYMOB B MPO-
TUBOBEC OHNaMH-CPOPMaM B3aMMOAEMCTBUS OH MOXET rokKasaTbcsi Gonee
KoHcepBaTBHbIM. OAHAKO HALLUMMM MHPOPMAHTaMM STOT TUM onepaLmii mor
NepexmuBaThCs Kak, HA0BOPOT, KpaHe AN HUX HEOObIYHBIM, MOCKOSbKY He 6Gbin
NpUBS3aH K «Genomy Kyoy».

Cesa3u BHYTpM npocpeccuoHanbHoro coobLuecTsa

MaHaemuns okaszana BRAMSIHUME He TONMbKO HA BHELLHWE, HO M Ha BHYTPEHHME
Cnoco6bl B3aMMOAENCTBUSI MHCTUTYLIMIM COBPEMEHHOTO UCKYCCTBA. M3ameHeHne
POpPM KYNBTYPHOTO B3aMMOLEMCTBUSI BO BPEMS MaHAEMMU LJ1 HEKOTOPbIX
M3 HUX CTaNO BO3MOXKHOCTbIO COBEPLUMTL «MoBer oT GlopoKpaTM4ecKomn® pearb-
HocTm» ([pebep 2016). Kak Tonbko cTano MOHSATHO, YTO CMbICNa B Mojaepka-
HUM BLICTABOYHOIO MPOCTPAHCTBA, KaK M MPUBSA3aHHBIX K HEMy hopm OTHeT-
HOCTW, HET, NPEACTaBMTENM KYNBTYPHbIX PE3MAESHLMN PeLumnmM nnmbo yinTu
B OHJIAMH-MPOCTPAHCTBO, JIMOGO MOMHOCTLIO NMEPEoNPeAEnUTb KyPaTOPCKMIMA
M Xy[OXeCTBEHHbIM onbiT. Kak crencTeune, MOsSBUNMCL HOBbIE OOPMATBI U Mio-
WaAKkM (OHMaMH unu, HanNpumep, AadHbie pesuaeHummn). Hekotopele MHdop-
MaHTBI MPU3HANUCh, YTO TaKOM Mober oT BGIOPOKPATUHECKON CTOPOHbI XYAO-
YX€CTBEHHOrO MPOM3BOACTBA MM XOTENOCh COBEPLUMUTL YKE LABHO, MPOCTO
naHAemusi co3jana yCroBust Al TAKOro Nepexoaa.

<(H\/, ewe CbaKTOpOM 6bi0 TO, 4TO BCe YyCTalM, YTO BCEX 36}10“661’”’1 OTHYEThI, YTO Aa, MOXXHO NOAATb 3asBKY

Ha MPaHT, HO 3TO 3HAYMUT, KTO-TO U3 YHACTHMUKOB UM OPraHMU3aTopoOB [6ep€T] Ha cebs TMna OTHETHOCTb,

OTBETCTBEHHOCTb MO PacrnpeseneHuio 3Tux pecypcos. B obLuem, Bcero atoro He xotenmy» (MHdpopmaHT 4).
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OTcyTcTBME BO3MOXKHOCTM NOKaNU30BaTh XYAOMECTBEHHbIA OMbIT
B OM3MYECKOM MPOCTPAHCTBE CO34ano HOBblEe BAPMaHTLI B3aMMOLENCTBUS
C XYAOXHMKamu. HEKOTOpBIM XYAOKHMKaM BbINO COXHO MIIM HE XOTEenochb
aanTMPOBAaTLCS K MaTepMarnbHbIM YCITIOBMSIM BbICTABOYHbIX MIOLIAAOK. [ns
HWMX ropasfo BaxHee 6bifo Hannuue oTPaBOTaHHOM CXEMbI B3AMMOLENCTBMS
C KypaTopamu MM Frpynmnoit KypaTopoB, KOTOPbIE MOFIM MOMOYb C MOATOTOB-
KOM Npou3BeAeHUs K 3KCno3uumm. MNaHgemusi OKkasana BAUsIHUE M Ha 3Ty CUTY-
aumio: Anst HEKOTOPbIX MHCTUTYLMIM OHa CO3Aara BO3MOXHOCTH nepeonpeaene-
HWSI PO KOMMYHUKaLMM M MOPOAMIIA HOBble DOPMbI B3aMMOAENCTBUS MEKAY
KypaTopamu v XyAOXKHUKaMKU. DTO, B YHACTHOCTH, TaKKe npousoLuro Gnarogaps
€CTeCTBEHHOMY COKPALLEHMIO BIOPOKPATUHECKON HArPy3KM Ha MHCTUTYLIMM.

«Mow OTHOLLIEHUS C XYAOXKHWKaMK CTanu TecHee. Mbl 0Bpenu apyr apyra B naHgemmu. [otomy 4to BO
BPEMS (PYHKLIMOHMPOBAHUS raNepen O4HEHb MHOTO BPEMEHM YXOAMIO Ha (PYHKLIMOHAI M Ha TEKYYKY, BOT,
Ha TO, YTOBbl NOAMMCATL JOrOBOPA, 3aKa3aTb STUKETAX, BCTPETUTLCS C OAHWM OM3aMHEPOM, C APYTUM,

C MOHTaXXHUKamH, I'IO,CI,O6paTb eLlie 4To-TO. A BOT ceiyac 3toro beHKLLMOHaFIa HET, 3aTO Yy MeHs eCTb

OBLLEHME C XYAOXHMKaMM, O4eHb MHOTO» (MHApopMaHT 5).

B koHTekcTe BbiBOpa OBbEKTa 3TOro MccrenoBaHmst (HaNOMHUM,
YTO MM CTanM y4acTHUKM «CrieTa MHCTUTYLMIM COBPEMEHHOTO MCKYCCTBax, oBpa-
30BaBLUErOCs BO BPEMS NMaHAEMMUM) OCOBEHHO MHTEPECHBIM CIOXETOM SIBIISIETCS
TPaHCOPMALIMS OTHOLLIEHUIM MEKAY CAMMMM MHCTUTYLMAMM. M3onaums MHCTH-
TYUMIt M pe3Koe MpepbiBaHUE CBS3ei BHYTPU CBOETO NOKANbHOrO KOHTEKCTa
noByAnmn UX K BbIXOLY M3 HEro, YTO MPMBENO K HM3OBOM CaMOOPraHM3aLmu

MHCTMTyLlMl‘;I Ang B3aMMHOro oBMeHa OMbITOM.

«51 B Nneprog KapaHTMHa MHULMMPOBAS TaKOE CO3LAHME YaTa PErMOHANbHBIX MHCTUTYLMM, MOCKOSbKY Mbl
BCe, 6e3yCrOBHO, CTANKMBAEMCSI C KAKMM-TO OAHUM TUMOM MPobrem, paBoTas B PErMOHaX, HO KaxAbli
PeLLaeT Ux No-CBOEMY, YTO OYEHb KPYTO, U 3TO AAET KaKOM-TO CBOM MOPTPET MHCTUTYLMK, HO, C BPYroMn
CTOPOHBI, ECTb KAKME-TO Tam MPOCTbIE ANTOPUTMbI PELLIEHUIM, KOTOPLIE Mbl BCE MbITAEMCS Mepensobpe-
CTH, HO Yy KOro-TO 6oree MOMIOKMUTENBHO, Y KOTO-TO MIOX0e, MeHee [nonoxuTensHo]. M Bbina uaes co-
3A8Tb YaT, B KOTOPOM Mbl MOTTIM Bbl OBMEHWUBATLCS, C OAHOM CTOPOHBI, KAKUMM-TO NMPOBNEMaMH, PELLaTb

ux, a c .Cl.p\/l'oﬁ CTOPOHBbI, MPOCTO MO3HAKOMMUTBCA CO BCEMU KOJJIEramu, KOTOPbIE XMBYT 3a Nnpenenamm

Mocksbl» (MHdpopmaHT 9).

OpHaKo yBenuueHue CTEMNEHU UHTEHCMBHOCTM OBLLEHMS MEXKAY
[Pa3HbIMM OPTraHU3aLMAMM NIEXUT HE TOJNbKO B MIIOCKOCTM MOMUCKA MPAKTUKO-
OPMEHTUPOBAHHbBIX PELUEHMIN. XOTS Mbl HE MOXEM MOATBEPAUTb 3TO UMTaTa-
MU, MO NIMYHOMY OBLLEHUIO C OpraHM3aTopamn meponpuaTuit «Cneta» MOXKHO
HabnoAaTh YAMBIIEHME TOMY, KaK CUIbHO MaHAEMMS MOBMMSNA Ha MHTEHCKB-
HOCTb OBLLIEHUSI MEXIY MHCTUTYLIMSIMM Aaxe U3 KpaiHe yAaneHHbIX Apyr OT fpy-
ra perMoHoB. Ho 3To yaMBReHne B HEKOTOPOM CTENMEHW CBOMCTBEHHO M CAMMM
y4acTHMKam «CrneTa», 4Ns KOTOPbIX HOBbIE MHCTUTYLMOHASbHBIE KOHTAKTbI
MO3BOJIUIIM HE TOJIbKO MEPEOCMBICITUTD STOT OMbIT U HAUTKU HOBbLIE MPAKTUKM
[Nt OCYLLECTBNEHUS CBOEM AeSTENbHOCTU B KPU3UCHBIX YCIIOBMSIX, HO U MOJy-
YNTb MEPEXMBAHMS HA MHTEPHANMM3UPOBAHHOM SMOLIMOHANBHOM YPOBHE.
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«Korga y Hac HacTynuna naHaemusi, y Hac NpPOCTO eCTb TaKOM YaT, COOBLLECTBO, rAe NIOAM, CBSAZAHHbIE
MMEHHO B KyNbTypPHOM cchepe, OBMEHMBAIOTCS CBOMMM KAKMMM-TO MAESIMM M TaK parnee [...] M Gbin Takom
B6PENHCTOPM MO MOBOAY MHCTPYMEHTOB, YTO CEMHAC MOXHO AenaTb BO BPEMS MaHAEMMM, KaK NOMbITaTbCs
YTO-TO 3apaboTaTh, Hy, Kakune-To pasHble Bewym. OTTyaa s Yepnana BAOXHOBeHMe U naeun. EctecTBeHHo,
3TO HEe BCe MO0 BbiTb MPUMEHUMMO MMEHHO, Hy, B Hallem crydae. Bot, kak-To Tak. Bce 310 npuxoguno
MMEHHO Ha BperHCTopMme C KomaHAon. Ho cnoxHoBaTo Gbino BCe-TakW, COCTOSIHME MOparnbHOe Gbino
Tsxkeneim. Hy, BHadane. [oTom 3To Bce Kak-TO O0BpeTaeT KapTHHY. A BHadvasne 3TO Obinl CUMbHBINA CTPeCC,

MO3TOMY YTO-TO FEHEPUTL — YTO-TO CYNepP-HOBOE, KPeaTMBHOE, — Bbino crnoxHo» (MHdopmaHT 3).

Onucae Te HoBble DOPMbI COLMANBHOCTU, KOTOPbIE, Ha HaLL B3rNsg,
SABNAIOTCS KIIIOYEBbIMM, Mbl MOMbITAEMCS MPOBNEMATU3IUPOBATL UX XapaKTep
Yepes npusmy BolIBpaHHOM meTogonormu. [lo 3Toro MOMEHTa Mbl PACCMaTPU-
Banu 3TM PEHOMEHBI KaK ogHomnopsakosble. Hibke nocpeactsom Teopuu ge
CepTto GyfeT MoKasaHo, KaK CMEeKTP Pa3HOOOPAa3HbIX HOBbIX CBA3EM MOMHO
|paccmaTpmBaTb B KA4ECTBE TAKTUHECKMX U CTPAaTErMYECKUX AeMCTBUM.

Mop cTpaTternueckumm OencTBussMM ByoyT MOHMMATBCS OPraHm-
3aUMOHHbBIE aKTbl, KOTOPbLIE PEASM3YIOTCS B YHPEXAEHUM AMS NMOAAEPMHaHMS
onpeneneHHoM KoHMrypaumm nopsiaka 1 npaeun (B Buae, Hanpumep, pery-
NISPHO CO34aBAaEMOro U MOAMMCHIBAEMOrO FOAOBOMO MaHa Pa3BUTUS MHCTU-
Tyumu). TaKTUYECKME aKTbl PaBOTaIOT B PAMKAX YIKE MMEIOLLIMXCS KOHBEHLMIM,
YYPEXAEHHBIX APYrMMM MHCTUTYTamu (Hanpumep, MUHUCTEPCTBOM KysnbTy-
pbl), M UX aKTyanusaums cKopee npoucxoauT cutyatieHo. Cpeam «TakTude-
CKMX OPraHM3aumit», MO MOHSATHLIM MPMYMHAM, FOpPa3ao GosibLue TEX, KOTOpbIe
meHee BIOPOKPATM3IMPOBaHbBI M HE TaK CMIIbHO 3aBMCSIT OT BHELUHUMX DOPM
OTYETHOCTU M KOHTPONS. XyAOXECTBEHHBIM (KypPaTOPCKMIA) ONbIT B CTpaTert-
YECKOM U3MEpPEHUM MpencTaBnseT coboM MOoCnefoBaTENbHOE BOMIOLLEHME
Maen, CUHXPOHU3UPOBAHHbBIX CHaYana B BOOBPAXKEHUM, B TO BPEMS KaK B TaK-
TUYECKOM U3MEPEHUM STOT OMbIT CTAHOBUTCS MPOLIECCOM JTOKANbHOM COOPKM
1 NepecOOpPKU 3TUX naew in sifu.

Haubonee o4eBMAHBIM MPUMEPOM PA3NUYMA MEXKLY CTpaTernde-
CKUMM U TAKTUHECKMMM SENCTBUSIMU SBIISIOTCS CMOCOBbI PeopraHm3aumm Kysib-
TYPHBIMM UHCTUTYLMAMM CBOEM PabOThI B YCIOBUSIX JIOKAAYHa KaK TOTalbHOro
Kpwm3uca. To ecTb B yCNOBMSX, KOTAa CTapble NMpaBuma Urpbl yxxke He paboTaloT,
a HoBble ellie He BbinNK M306peTeHbl. B 3Tom NnaHe npumeyaTensHOM sBnsieTcs
|pa3HoMNaHoOBas PeaKLUms MHCTUTYLMIM Ha BHELLUHMIM chaKTop HeonpeneneHHo-
CTH, TA€ OAHM CTPATEMMUYECKM MbITANUCh Y4PEOUTb HOBOE MECTO MK paboTanu
Ha ajanTaumio 1 NOAAEPKaHUE CYLLECTBYIOLLErO NOPSIAKA BELLEH, B TO Bpems
KaK Apyrve TaKTUYECKM aJanTMPOBANMCh K HOBbIM YCIOBUSIM 6€3 pa3paboTKu
KaKOro-nmbo YETKOro M JONFOCPOYHOrO MiaHa AENCTBUM.

Pazgenve KynbTypHbIE MHCTUTYUMM MO OCM «TaKTUYECKMe/cTpaTe-
rMYECKME», Mbl MOAPA3YMEBAEM, B MEPBYIO O4epenb, HE KIacChl OpraHn3aumi,
a ux ceomcTea. bonee Toro, 3T CcBOMCTBA MOXXHO HalMTU B NOBOM U3 Uccneqo-
BaHHbIX HAMM OPraHM3aLMit: Kak Obl ryGOKO HU Bbifla 3aKOMaHa MHCTUTYLMS
nog ropamu Gymar, B HEWM BCErAa MOXKHO OOHAPYKUTb TAKTUKM, HaMpPaBneH-
Hble 3a npeaesnbl 3Tux rop. Mcxogs us teopmmn ge Cepro U TaKTUKKM, U CTpa-
TErMnM MOXHO HaMTU BE3AE, @ HE TOSIbKO B CMEUManbHO OTBEAEHHbIX ANs HUX
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mecTax. [lanbHelLuee NCronb3oBaHWe STUX MOHATUI KaK NPeauKaToB CyGbeKTa
«OpraHu3aLmmu» SBsieTcs He Gornee Yem ynpoLleHrem. [oBops A3bIKOM Krnac-
CMYECKOWM COLMONOTUM, OHU SIBASIIOTCS MAEANTbHBIMU TUMAaMM, CKOHCTPYMPOBAH-
HbIMW MCCNESOBATENEM B 3BPUCTUHECKMX LIENsIX, @ He PeasibHO CyLLECTBYIOLLM-
MK oBbeKTamu. TaKKe CTOUT MOBTOPUTL, YTO MPU M3OPaHHOM Hamm crocobe
KOHCTPYMPOBaHMWS BLIGOPKU HUMKEU3NOKEHHOE COAEPMKaHWe 3TUX CBOMCTB
He CrieflyeT 3KCTPanonMpPOoBaTh Ha OMbIT KYMLTYPHbLIX OpraHM3aLmil B LIEIOM.

PaclunpeHue «cTpaTermieckmx» opraHusaumi
B cnyyae MHCTUTYUMIM COBPEMEHHOMO MCKYCCTBa CTpaTerMyeckas MoZesnb
CTaHOBJMIEHUSI OpPraHM3auuMmM — 3TO MPEUMYLLECTBEHHO pPa3BOpavYMBaHMe
BbICTABOYHOM AEATENbHOCTM KaK OCHOBHOM C BO3MOXHbIMM OTBETBREHUSMMU
B BMUIE NEKUMI, BOPKLLOMOB, KUHOMOKA30B M T.4. TaKas YeTKas AemapKaums
KYNBTYPHOIO MOofs CUMMETPUYHA AeMapKaLumn (oM3MHeCKoro NpoCTPaHCTBa:
chopmaTHOE M COBLITUMHOE MPOrPamMmMMPOBaHUE, KaK MPaBWIIO, npeaLec-
TBYET M ONPELENSET NPOCTPAHCTBEHHYIO KOHpUrypaumio. pyrumu cnosamu,
TO, KaK, HaNpMMep, OPraHM30BaHO NMPOCTPAHCTBO My3es, B GorbLUEN CTENEHM
3aBMCUT OT OPraHW3aLMOHHOrO NPeACTaBEHUS AEATENbHOCTU MHCTUTYLIMM.

OnTHMMaNbHBIM KOHTEKCTOM CYLLECTBOBAHMUS «CTPATErM4eCcKoMm»
OpraHM3auUmmn ABASETCHA YrNopsaaovYeHHas BHELIHAS U BHYTPEHHSAS cpena.
YnopsaoumBaHMe OCYLLECTBNSETCS 3@ CHET AMUCTEMMYECKOM NPOLEAypbl pa-
LIMOHANM3aLMM M OCBOEHMS MPOCTPAHCTBA (BHELLHErO M BHYTPEHHErO), KOraa
OpraHu3aLms YYPEKLAET CBOE «KMECTO» KaK HEKOTOPYIO KOHpMrypaumio npa-
Bun. BHyTpeHHee npocTpaHCTBO NpeacTaBnseT cobok cnocob penpeseHTaumum
UHCTUTYLMM — TO, KaK OpraHusaums BUOMT M onpedenseT camy cebs. IToT
NMPOLECC MOXKET MPUHMMATL Pa3Hble OOPMbI: aAMUHUCTPATUBHOIO AeNeHus,
pacnpeneneHns obs3aHHOCTEN, COOLITUMHONO MPOrPAaMMMUPOBAHMS U MPOY.
B kauyecTBe BHelLHel cpefbl ONPeAEnseTcs TO, YTO HAaXOAMTCS 3a Npenenamm
opraHM3aLum B BUAE COBOKYMHOCTM BHELLHMX, HE HAXOASLLMXCS B NPSIMOM Kay-
3aNbHOM 3aBUCMMOCTM OT Hee, (haKTopoB. Mx ynopsgodmMBaHue NpoOUCXoauT
3@ CYET 3MUCTEMMHECKOM OnepaLum paLMoHanm3aLmm — BHELLHWUA SMNUPU-
YECKMI XaoC KaTEropM3MPYeTCs U OOPMUPYETCS B BUAE MOHSATHOM KapTUHbI
mupa. Hanbonee oveBuaHbIE NPUMEPBI TAKOrO HaMpPaBlIEeHHOrO BOBHE Opra-
HU3aLMOHHOrO (POKyca pauMoHanusaumMmM HabnioJaloTcs B Cly4ae onmMcaHums
[peaKuMmn MHCTUTYTOB Ha MNAHAEMMIO KaK BHELLIHIOK HEOMpPEAENeHHOCTb, JoBE-
OEHHYIO A0 CBOEro npegena.

OTBeT «CTPaTErMYEeCKUX» KYmNbTYPHbBIX MHCTUTYLMIA HA MaHLEMMIO
1 NIOKAAYHBbI, C OAHOM CTOPOHbI, MPEACTABNSET COOOM NEPEHOC OpPraHM3aLMOHHOM
JIOMMKM YNOPSAOYMBAHMS M3 (PM3UMYECKOro MPOCTPAHCTBA B OHNalH. B Takom
cryyae CTpaTerMyeckoe OCBOEHUE M YHPEKAEHME KMECTa» MPOUCXOAUT B BUAE
YaCTUYHOTO MEPEHOCA U MHKOPMOPUPOBAHUS (POPMATOB M3 CPU3UHECKOTO
B3aMMOAEMNCTBUS B OHMAMH, a TaKKe B CO34aHWMM HOBbIX DOPM aKTUBHOCTEMN.
MeHblLe BCero opraHM3aLMOHHBIX U3LAEPKEK MPUHECIO MHTErPUPOBaHME
COBLITUMHOINO KOMMOHEHTA B OHMAaMH-B3aMMOLENCTBME.
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«Mbi co3ganu abconioTHO HOBYIO MPOTPammy AMsi OHIakHa, MOTOMy YTO Ta MPOrPamMMma, KOTOPYIO Mbl
XOTenu AEMOHCTPMPOBATL HEMOCPEACTBEHHO B LEHTPE MOCE OTKPbITUS, OHA, KOHEYHO, Chirpana Obl

TONBKO B LeHTPE [...]» (MHdopmaHT 8).

[MaHAaemMsi Kak KaTanMs3aTop, KOTOPLIM YPaBHSN BCEX B MiaHe
J[OCTYMHOCTM K OGBEKTAaM UCKYCCTBA, MO3BONMIIA TaKXkKe NepecMOTPETb opra-
HU3aLUMOHHOE NMPOrPamMMUPOBaHKE KOHTEHTa B OHMalH-cpopmaTtax. [Nommmo
TOrO, YTO aKTyasM3MPOBaNach 3HAYMMOCTb OHNAMNH-MPOCTPAHCTBA ANs AesTenb-
HOCTM XyAOMECTBEHHbIX MHCTUTYLMI (NMPEexAe BCero, Kak opraHM3aumi cTpa-
TErM4ecKoro Tumna), husmuuecKoe NepecTano CHATATLCS KPUTUHECKM BaXKHbBIM
NS UX CYLLEeCTBOBaHMS B Lenom. bonee oyeBMAHBIMM CTanu NpenmyLLecTBa
OHMNaMH-B3aMMOLENCTBUS MO OTHOLLIEHMIO K HEKOTOPBIM OdpraiH-cpopmaTam:
FNIOTMKa Pa3BOPAYMBAHMS OHMAMH-MPOCTPAHCTBA MO3BONMIA UHCTUTYLIMSM
OBHAaPYKMTb U UCMONb30BaTb HOBLIE BO3MOXHOCTH (Hanpumep, paclumpeHue
reorpacoum ayauMtopmu, cospaHue oHnaklH-dpecTmMeanei 1 ap.). B nHTepsbio
[OBOJTbHO 4aCTO BO3HUWKANM NPEAMNONOXKEHMS O NePECMOTPE HEKOTOPbIX CTa-
pbiX hOPMaTOB U BHELPEHUMN HOBbIX.

«OTKpbIBaeM HOBbIM CaNT, MEHSIEM PUPMEHHBIN CTUMb. TO €CTb CKOpEee TOYKOM Hayana BCero 3T1oro Gbin
NOKAAYH M MAES TOTO, YTO HAM HYXXHO KaK-TO NMepPeOoCMBbICIIMTbL CBOE MPOLLTIOE. Tam Xe B NMepuog Nokaay-
Ha BO3HMK (PECTMBAb [...], KOTOPBIM Mbl BMECTE C YETLIPbMSI MarasuHamM |[...] opraHmMsoBanu — KpynHbIMi
TakoM 24-4acoBoi mapadPoH B OHMaiHe. DTO, KOHEYHO, TOXE AANo [OBOMBHO MHOTO CUIT M KaKOro-TO
GyayLiero Ha camom gene. [1oTomy YTO Mbl MOHMMAIIM, YTO B KAKOM-TO MOMEHT OHNaMH-KM3Hb OyaeT
COMyTCTBOBATb HE B MEPMOZ NIOKAAYHA, HYTO Mbl OyZilem B HEM CyLLeCTBOBaTb MMIUTENbHOE BPEMS, M HaM

ceif4ac O4eHb BaXHO BbICTPO HAYHMTBCS KAKME-TO CBOM MporpammHbie Betm» (MHdpopmaHT 9).

C ppyroi CTOpOHbI, ansTePHATUBHOM CPOPMOM pearumm CTpaTeru-
YeCKMX OpraHM3aLmMi Ha MaHAEMMIO CTan aKLEeHT Ha 3MMCTEMMYECKON onepa-
LMM KaTeropmsaLmm BHYTPEHHEro NPOCTPAHCTBA BMECTO YYPEKAEHMSI HOBOMO
«MecCTa» B OHnaiHe. TakoM poKyc npeacTaBnsieT coboi, No CyTH, MPOBEAEHME
aAMMHUCTPATUBHOMO ayAMTa U PeLLEeHME OPraHM3aLMOHHBLIX 33484, KOTopble
0O 3TOro OCTaBanMUChb Ha nepudpepmn BHUMaHKS PaboTHMKOB. [pr3HaBanocs,
YTO TaKOe yrnopsAoyMBaHMe B fanbHelwem 6yaeT cnocobcTeoBaTh Gonee npo-
LYKTMBHOM AEATENBHOCTU XYAOKECTBEHHOM MHCTUTYLMM, MOCKOSbKY MO3BOMS-
€T nepecobpaTb 3aHOBO OPraHU3aLMOHHYIO MOBECTKY — TO, KaK MHCTUTYLMS
OCMBICTISIET Camy cebs.

W NP 3TOM MHE MOHPaBUINaCb NaHAEMUA TeM, YTO Yy HAC, MOKA Mbl pa6OTaJ'IM, BOT 3TMU HECKOJIbKO
MeCsLEB, Mbl CTapanMCb HanaXXMBaTb BCE 3TU MPOU3BOACTBEHHBbIE MPOLECCh,, CAMOOOCO3HABATbCA KaK
UHCTUTYUUA [] To ecTb mbl PeanbHO NMOHANM, YTO Y HAC, HaNpuUmep, HET XOPOoLLUEero Tam CaﬁTa, YTO HY>KHO
MPOCMOTPETL BCE HALLUM LOKYMEHTHI 3@ TPM rofda U NOHATb, YTO BOO6LLLe OTHOCHUTCSH K Ham [] nOTOM\/
YTO B JIMHHBIX HALLMX OJOKYMEHTaX 6bin nonHeMwmit xaoc. M KOrA4a BOT Mbl OTKPbITM BCE 3TU AOKYMEHTHI,
nocmoTpenm 1 O6Cyﬂ,l4J'Il/1 BeCb UMKN Halwlen pa6OTbI BHYTPM, TO BCE CTANIO HAMHOIo npotLue [] KaK Ham

B3aMMOAEMCTBOBATbL C ayAMTOPMEN, HA KaKME TEMbl Ham roBopHTby (MHAPOPMAHT 2).
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MepecGopKa «TaKTUHECKMX» OpraHU3aLMi

KoHCTUTyMpyioLMM NPUHLMIOM BO3HMKHOBEHMUSI OPraHU3aLMi TaKTUHECKO-
ro TMMa SIBMSIETCS OTCYTCTBME CMEKTPa AeTanbHO MPOPaBOTaHHbIX KOHBEH-
LM KaK oUKCMPOBaHHbIX MpaBun urpbl. B otnnume ot ctpatermyeckmx opra-
HU3aLMM TaKTUHECKUE CTPEMATCS K PErYNSPHOM CUTYaTUBHOM nepecOopKe
CcOBCTBEHHOM AEATENBHOCTU. DTO HE O3HAYAET, OAHAKO, MONHOMO OTCYTCTBMS
KaKUX-TMBO MpaBui Pa3BOPaYMBaHMS UX AEATENbHOCTU. AreHTbl TAKTUHECKMX
MHCTUTYLIMA, AENCTBYS Ha KH4YXXOMN TEPPUTOPUMN», OCYLLIECTBISIOT KTAKTUYECKYIO
MHUMUKPUIO». BmecTo Toro 4tobel BCcTynaTh B Gopbby 3a onpepeneHue npa-
BUIT, OPraH13aLmMm OHOBPEMEHHO M MPUHMMAIOT HaBS3bIBAEMbIE M3BHE Tpe-
6OBaHUS, M COXPAHSIOT BHYTPEHHIOK NOruKy chyHKumoHuposaHus (Dey and
Teasdale 2016). B Takux cuTyaumsix NPaBUIIO UrPbl CKOPEe SIBASIETCS Pe3yrib-
TaTOM LEMCTBUS, @ HE €ro YCIIOBUEM.

«Mbl CO6Mpa€M C KONEeHKM Ha CaMoMm Jerne. Bor Y HaC NOSABMUIIOCH KAKOEe-TO 4yTbe, HyﬁKa KaK Obl UHCTUTY-
UMOHasbHa4, 4TO cenyac HY>XHO HAaA4aBWUTb BOT Ha 3TY KaKylO-TO 6OJ'IeB\/lO TOYKY M Ha 3Ty NeAarnb rasa. Mol
Ha Hee BCem KOMMEKTMBOM Bpocaemcs,, 3a6MBaeM Ha KaKME-TO APYr1e NPOEKTbl — U HEOXMIAAHHO BAPYT
3Ta nejanb rasa pa60TaeT. Y Hac TaKkmx cny4aeB JOBOJIbHO MHOTO. M vacTo 30 NPOUCXOOUT B CUTYyaumun

TypByneHTHOCTH, Ha camom gene» (MHdhopmaHT 9).

MHoraa TaKTUHECKUIM CTaPT MOXKET ObiTb OOYCNOBMEH NPEAbISYLLMM
HeyAa4HbIM OMbITOM KOHLENTYanu3aLmMu MHCTUTYLIMKU KaK DOpMarnbHOM opra-
HM3aUMKM CTpaTerMyeckoro Tuna. B yacTHOCTH, TakoM xop ocyLiecTBRsieTcs
KaK nober oT GIOPOKPATUHECKONM CTOPOHbI XYAOKECTBEHHOIO MPOU3BOACTEA.
BmecTo Knaccuieckoro npeacTaBneHus o NpoLesype Co3faHus OObeKTa UCKYC-
CTBa M306peTaloTcs M NPobytoTcs HOBble POPMATLI PaBOThI C XYAOKHMKAMM,
KypaTopamu U ayautopuen. Tak, 3T hopmaTbl B JanbHEMLLEM MOTYT OblTb
PYTUHWU3UPOBAHBI, CTAB OCHOBHbIMM TUMAMM B3aMMOAENCTBMSI.

«[HaLLIa] CUCTEMA MAKCHMMAlNbHO AHTUKOHCTUTYLMOHANIbHAA — M 3TO HE MOTOMY, YTO Mbl HEe MoGUM
KOHCTUTYLMIO. npOCTO TaK CNOXUNUCb O6CTOF|T€J'IbCTBa, M 3TO TaKas TO4YKa CO6bITl/ﬂ;1, KOTOpbIE NpuBenn
K TAKOMY d)OpMaTy, KOTOprﬁ MAKCHMMasbHO 13beraeT BOT 3TOro XYAOXXeCTBEHHOro NPOU3BOACTBA, KAKUM

Mbl €r0 MOHMMAaEM B Kraccuieckom dpopmate» (MHdopmaHT 4).

MaHgemms gnsi MHOMMX KySBTYPHbBIX MHCTUTYLMM CTana Kio-
YeBblM CPAKTOPOM, KOTOPLIM MOATOSKHYN MX K OTKasy OT CTpaTerM4ecKoro
BGIOPOKPATU3UPOBAHHOIO MIIAHMPOBAHMS B MOMb3Yy TAKTUHECKMX MAHEBPOB.
OTcyTCTBME OYEBMAHBIX MPABMI UIPbI B YCIIOBUSIX TOTaNIbHOM HeoMnpeaeneH-
HOCTU ANt OPraHU3aLMi TAKTUHECKOro TUMa CTasio MOSieM AOMOSHUTENbHbIX
BO3MOMHOCTEMN: OHM B MEHbLLEN CTEMEHU BbINTU «LLOKMPOBAHbI» HOBBIMM YCI1O-
BMSIMM, MOCKOJbKY MPUBbLIYKA DOPMUPOBATbL MPAaBUIIA MIPbl B CAMOM MpoLec-
Ce OKa3anachb MonesHbIM U HEOBXOAMMBIM HaBLIKOM. [lfis TaKMX MHCTUTYLMM
OrpaHUYUTENbHBIE MEPbI CTarnM BO3MOXHOCTbIO MPOBECTM OBHOBMEHUE CO6-
CTBEHHbIX TAKTUYECKMX MHCTPYMEHTOB.
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«osTomy, KOTAa Mbl OT [HETKOTO PacrMCaHms] OTKa3anmMchb, MOTOMY YTO CaMbiil GECTONE3HbIN HABbIK B
2020 rogy [...] 3To HaBbIK, CBSI3aHHbIN C MNaHUPOBaHKUEM. [TO3TOMY Mbl PELLIMIIM HUYETO HE MIaHMPOBATD,
KPOME Hayarna M KOHL@ MM Aaxe BbiMycKa... MOTOMY YTO MaHAEeMMsi Hac gorHana B utore. Mbl oT Hee

6exanu, Ho oHa Hac gorHana» (MHpopmaHT 4).

3aknioyeHue

B faHHOM cTaTbe Mbl MOMbLITANMCL PACCMOTPETL HOBbIE POPMbI COLMANBbHOCTH,
KOTOpPbIE BO3HUKIKU BHYTPM U 3@ MPEefeniami POCCUMCKUX MHCTUTYLMIA COBpe-
MEHHOTO UCKYCCTBA B Meprog naHaemmu. Mcxons ns npoBeaeHHOro coumono-
rMYECKOTO UCCefoBaHMs, K KMNIOYEBLIM DOPMam HOBbIX COLManbHOCTEN crie-
LyeT OTHEeCTM KaK OYeBWMAHbIE Pe3ynbTaThl, TAKME KaK YCUIEeHWE 3HAYMMOCTH
OHMaMH-MPOCTPAHCTBA, TaK U KOHTPUHTYUTUBHbBIE — MepecbopKa Mepapxmm
«LEHTP-NepUPEPHsI», CHKEHUE CTEMEHU BIOPOKPATU3IMPOBAHHOCTU OpPraHu-
3aLMOHHBIX NPoLeccoB. MMIMeHHO OHM NMO3BOMMIIM My3€eiHbIM MPOodeccoHanam
CKOHLEHTPMPOBATbLCS Ha pa3paboTKe HOBbIX M AOBEAEHMSI A0 KOHLA CTapbiX
MPOEKTOB, MepPeonpesenuTs POPMbl MU UHTEHCUPUKALMIO B3aMMOAENCTBUS
C XYAOXKHUKAMM M 3PUTEMNSIMM, KETaIM3MPOBAaTL MPOLECChl MOCTPOEHMS NPOo-
dbeccroHanbHOrO coobLLecTBa MHCTUTYLMIM COBPEMEHHONO MCKyccTBa. B To
e BPEeMs 38 PaMKaMM HaLLIEro aHanM3a oCTanioCb MHOXKECTBO APYruX yCno-
BUIA, KOTOPbIE CTasNM UCMbITAHUSIMMU ANt HALUMX MHOPOPMAHTOB B XOAE HEKOTO-
PbIX KAPAaHTUHHbBIX MEP: BbICOKada CTeneHb HeonpeneneHHOCTU, NOBbILLUEeHHAas
dorHaHcoBas Harpyska (B nMepeylo odepenb, 3TO CrPaBeasiMBO B OTHOLLEHMM
YaCTHBIX MHCTUTYLMM, aPEHAYIOLLMX MOMELLEHMS), YBENUUMBLLASICS Ha 3TOM
dhoHe 3moLMOHanbHas Harpyska.

Ha Haw B3rnsia, OHNaMH-NPOCTPAHCTBO B MOMe UCKYCCTBA M KySib-
Typbl NepecTano UrpaTb BCNOMOTaTeNbHYIO POrb U NPUOGPENO COBCTBEHHYIO
areHTHOCTb. DTO O3HAYAET, YTO YKe Ccelf4ac MOXHO HabnogaTb HoBble dhop-
Mbl B3aUMOLEMNCTBUS B Cdhpepe KynbTypbl M UCKYCCTBA, FAe OHNaMH-NPOCTPaH-
CTBO M LUMPPOBbIE MHCTPYMEHTHI UIPAIOT BaXkHyto posib. Kak crepcteue, cme-
CTWUNCS aKLUEHT C POIM XyAOKECTBEHHOIO NMPOCTPAHCTBA Ha XYAOKECTBEHHbIM
ONbIT: BbICTABOYHAS MOLLAAKA MepecTana BOCMPUHMMATLCS KaK efUHCTBEH-
Hasi popma CO3haHUs XYLOKECTBEHHOIO OMbITa U MPAKTUK B3aMMOLEMCTBUS
XYAOXHMKa CO 3pUTENEM.

MaHpemusi cTana KaTanM3aTOPOM MEPEMEH B KYMTYPHOM MHAY-
ctpuun. Hanpumep, HoBOe BOCNpUSITUE XYAOKECTBEHHOIO OMbITa GE3 JKECTKOM
MPUBS3KM K PU3MHECKOMY MPOCTPAHCTBY KYMBTYPHOM MHCTUTYUMKU. OHMamH-
MPOCTPAHCTBO AMs Pa3BOPAYMBAHUS XYAOXECTBEHHOro orbiTa npuobpero
CaMOCTOSITENbHOE 3HAYEHWE U CTaro PACCMaTPHUBATLCS KaK aBTOHOMHOE rosie
CMBICIIOB Y€ B ropasgo Gonblumnx mactutabax. MHOMMM MHCTUTYLMSIM Bpe-
MEHHOE 3aKpbITME B CBSI3W C MaHAEMMEMN MO3BOMMMO MOCTaBMTb Ha Maysy
4YaCTb OPraHU3aLMOHHbIX MPOLECCOB M NepecobpaTh OpraHU3aLMOHHOE Npea-
CTaBMEHUE O KM3HW UHCTUTYLMM M MPUHLMMAX ee paboTbl. TakoM MHCTUTY-
LIMOHaMbHbIM «ayAUT», B YACTHOCTM, CTas OMbITOM NMEPEOCMbICTIEHNSI (DOPMATOB
PaBoTbl XYAOKHUKOB M B3aMMOLENCTBUS C OBBbEKTAMM MCKYCCTBA.
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Takmm 06pa3om, Herb3si CKa3aTb, YTO HOBbIE COLMANLHOCTHM B Criyvae
WCCNEAOBaHHBIX MHCTUTYLMIA MCHEPMBIBAIOTCS MX TAKTUHECKUM MIM CTPaTerm-
HYECKMM OCBOEHMEM OHMaNH-CDOPMATOB BO BPEMS AEMCTBUS OrPaHUYMTENbHBIX
mep. Ha Haw B3rnag, sta CBSI3b MOTEHLMASNIBHO MOXET ObiTb rOPasfo CIIOK-
Hee 1 CnocobHa NepecTPYKTYPUPOBaTb MPMBbLIYHbIE CETU FETEPOreHHbIX CBSI-
3eM nopen, MecT, 06beKTOB U coobLuecTs. HoBble dhopmaTsl NogpasymeBatoT
ropasgo 6ornee TecHble B3aMMOLENCTBMS OcpnalH- U OHNaMH-pPexxMMoB. BrionHe
BO3MOXHO, YTO CO CHATUEM BONBLUMHCTBA OrPaHMHYEHMI B hOKYCe CoLMarbHbIX
HayK OKa)yTCsl HOBbIE MPUHLMIMbI OPraHU3aLmMK BbICTABOYHOIO MPOCTPAHCTBa,
ONbIT B3aMMOAENCTBUS «XYAOKHUK — OBOBEKT MCKYCCTBa — 3PUTENb» M HOBas
OpPraHM3aLMOHHAs PUTOPUKA KYNBTYPHbBIX MHCTUTYLIMI B LIETIOM.

HakoHeL, mbl MonbITanMcs NPOUHTEPMNPETUPOBATL 3TO MHOrOOGPa-
3Me COLMONIOTMYECKM — Yepes OCb CTPATEMMHECKMUX U TAKTUHECKUX PeaKLmi.
Mon nepebIMM Mbl UMESNIU B BUAY MUCMOSb30BaHWE MHCTUTYLIMSIMU BO3MOKHOCTH
PaCLUMPUTLCS BOBHE, CTPYKTYPMPOBATLCS BHYTPM M CUCTEMATUYHO PEasTM30BbI-
BaTb CBOM NJiaHbl. TAKOM TWM peaKLumit NO3BOMMIT MHCTUTYLMSIM Gonee geTarnbHO
npopaboTaTbh Te HaMPaBNEHWsi CBOEM AEATENIbHOCTM, KOTOPbIE A0 MaHAEMUM
Mo TEM MSIM MHBIM MPUHYMHAM OKa3bIBANIMCb POHOM Bornee 3HaYMMBbIX corryp.
Mo TaKTUHECKMMM PeaKLMSIMMU Mbl TOHUMAEM COCTOSIHUE MOCTOSIHHOTO nepe-
onpeaeneHus CBOUX NiaHoB, MOSIBIEHMSI HOBbIX MAEM, Peanm3aLmm HEKOTOPbIX
U3 HUX WU Ke, HAOBOPOT, BLICTPLINM Nepexod K APYrMm. DTOT THUM MNO3BONAN
UHCTUTYLMSIM HE PEanu30BbIBaTb YXe BblpabOTaHHbIE MilaHbl, @ PacLUMPATb
BO3MOMHbIM CMEKTP JOCTYMHbLIX MM OrNepaLmii.

[aHHoe uccrnepoBaHWe He npeTeHAyeT Ha OBGbsICHEHME PasHbIX
TUMOB PeaKLMit Ha KPU3KChI PaKTOPaMMU MHCTUTYLIMOHANBHOM CTPYKTYPbI. Tem
He MeHee, pe3ynbTaThl HALLEro UCCNeaoBaHMs MO3BOSIOT NOCTaBMUTb BOMPOC
O TOM, NMoYemy B O4HUX UHCTUTYUUAX MPUCYTCTBYET NPENMyLLECTBEHHO OOMH
TUMN PeaKLuii, @ He APYroM, B TO BPEMS KaK B APYrMx 00a TUMa PeaKLmii Yu-
BaIOTCS ApPYr ¢ apyrom. HecmoTps Ha To, 4TO MOAOGHLIM THIM BOMPOCOB MOXHO
3a8[1aTb HE TOSIbKO MO OTHOLLUEHMIO K KYNBTYPHbIM MHCTUTYLIUSAM, — MPUMEHM-
TEeNbHO MMEHHO K HUM OH MOTeHUManbHO 6bin 6bl 6onee NPOAYKTUBEH, Yem
B OTHOLLEHMM, HAMPUMEP, KOMMEPHECKMX KOMMaHMM, [Ae MEXaHW3Mbl yripaBne-
HUS PUCKaMM U pedprieKCus Mo NMoBOAY HEOMNPEAENEHHOCTH, C KOTOPOWM LOSK-
Hbl CYMTATLCS MHBECTOPbI, MPEACTABMSETCS KYAa MEHEE BapMaTUBHOM. B aTom
CMbICIIE @HasM3 KYSIBTYPHbBIX OPraHM3aumi Mor Obl CTaTb 3HAYMMbBIM CETMEHTOM
MUCCNefOBaHUIM OPraHM3aLui B LIETNIOM.
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1. Tlon reTeporeHHOCTbIO B JaHHOM Clly4ae Mbl MOHMMAEM PENSLUOHHOCTb
B 6Gonee LUMPOKOM CMBICIIE, YeM 3TO OObIMHO MoApPa3yMeBaeTCs
B COLMANbHbIX HayKax, B KOHTEKCTE KOTOPbIX Peyb MAET O COLMAanbHbIX
CBA3sIX NMofel ¢ mofbmu. [omrmo 3Toro Gonee y3Koro knacca hoeHOMEHOB
HaC MHTEPECYIOT U APYr1e HOBbIE CBSI3M: C TEMMOPANbHOCTBIO COGCTBEHHOM
[OEeATeNbHOCTH, MPOCTPAHCTBOM (PU3MHECKMM U LUUMPPOBBIM, MASAMMU,
MPOEKTaMM U XYAOKECTBEHHBIMM OBBEKTaMM (@ HE TOMBbKO MX ABTOPAMM)
(Hennion 2015).

2. Mol He 6yaem NofpPOoBGHO OCTaHABMIMBATLCS Ha SKCMIMKALMKM TeopeTUyec-
KOWM KPUTUKM 3TOrO acrekTa coumanbHoi Teopum DyKo, TOMBKO OTMETUM,
YyTO 3Ta Npobrnema 6Gbina BmeHeHa DyKO eLle B OTHOLLEHMM ero PaHHUX
pa6oTt (deppuraa 2000).

3. Bonee noppoGHylO KPUTUKY NMPUMEHEHMS KOHLENTa Heonubepanusma
B KOHTEKCTE coumanbHoi aHTpononoruu cm.: Venkatesan et al. 2015.

4. Hanpumep, ucnonb3yemble 34eCb MOHATUS TakTUK M cTpaTtermin CepTto
U noHatne retepotonun PDyko B3aMMHO AOMOMHSAIOT APYr Apyra
W B KOHTEKCTe uccneaosaHuii opraHmsaumii (Hjorth 2005).

5. KoHe4Ho, Hy}XHO y4MTbIBaTbL PErMOHAasbHYIO CReLMOUKY OFrpaHUYMTENBbHBIX
Mep, OfHAKO 3[eCh 1 Jjarnee aBTop GyAeT OMnycKaTb BCIO MX PA3HOPOAHOCTb,
MOCKOMbKY 3TO yBeno Obl Hall MHTEPEeC B CTOPOHY MCCNefoBaHUS
He KYNbTYPHbIX OPraHM3aLui, a NPaBONPUMEHEHMSI.

6. lop «BlopokpaTHel» aBTOP MOHMMAET CTemneHb MPOoPaBOTaHHOCTU
KOHBEHLMOHASbHBIX MPaBUIT M TEXHOMOIMMM, @ TaKKe CefOBaHUS UM. DTa
KOHLenTyanm3aums 3aMmcTeoBaHa y [aemaa [pebepa (2016), koTopbii
MonMbITaNcs MNOKa3aTb 3BOMIOLMIO PAa3BUTUS STOMO KOHLENTa.

®uHaHcupoBaHue

[aHHoe uccnepoBaHue 6o NpoBedeHo Npu hMHaHCOBOM Noadepkke Myses
COBPEMEHHOIO MCKycCTBa «lapa».

KoHdponuKT nHTepecos

KOHMNUKT MHTEpPECOB OTCYTCTBYET.
BnaropapHocTH

ABTOp BblpakaeT 6arogapHOCTb 38 MOMOLLb B MOAFOTOBKM NyGnmkauum Bnagy
Crpykosy, ApuHe Hecteposo#, Onmu Mauykoeoi n Onery JbiceHko.
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Book review

Art after the Epistemic Crisis. On Nkule Mabaso
and Nomusa Makhubu’s The Stronger We
Become: The South African Pavilion (2019)

Serubiri Moses

In this essay, the author discusses
the reader that accompanied the
South African Pavilion at the 58th
Venice International Art Biennale—
The Stronger We Become: The South
African Pavilion (Natal Collective,
Newcastle, South Africa, 2019; edited

Makhubu). The author concludes
that the book argues for ‘epistemic
justice’ and that resilience in art can
be understood as positive—resil-
ience through laughter—or nega-
tive (resilience through neoliberal
absorption).

by Nkule Mabaso and Nomusa

This reader followed the exhibition of the South African Pavilion titled The
Stronger We Become at the 58th Venice International Art Biennale (2019).
The exhibition featured South African artists Dineo Seshee Bopape, Tracey
Rose, and Mawande Ka Zenzile. The publication accompanying the exhibition
included artist writings by Rose and Bopape, in addition to essays by curators,
writers and art historians Nontobeko Ntombela, Portia Malatjie, Gabi Ngcobo,
Aicha Diallo, and Same Mdluli. | note that this publication coalesces the artists’
perspectives into a coherent, if at times overly refined, whole. Thus, it functions
as a document of artistic research, with the historians and curators finding
ways to further clarify how artistic thought can provide a ‘refreshed grammar,’
as Ngcobo puts it in her contribution (p. 33). As a document of artistic research,
and of essays that excavate that research, this book is not a traditional survey
of artworks or art history, but rather an examination of the artists' own agency
in the crisis of epistemic violence in higher education that has provoked the
reanimation of decolonization in South Africa, and elsewhere on the continent,
during the past decade. In the curatorial essay by Nkule Mabaso and Nomusa
Makhubu (pp. 9—19), epistemic violence is defined, following political scientist
Tendayi Sithole (2016), as that which ‘excludes, marginalizes, demonizes and
even eliminates forms of episteme that differ from modernity’ (p. 14).

In an essay titled ‘Globaphobia’ published in the book Curating
After the Global: Roadmaps of the Present, editor and curator Nkule Mabaso
(2019) writes that this epistemic crisis fakes place in the university, as evidenced
by the marginalization of ‘local knowledges and knowledge systems in favor
of “universal knowledge™ and by the university's ‘failure fo produce a curricu-
lum that is epistemically and methodologically relevant for its context’ (p. 99).
This issue is further expanded on by philosopher and historian Sabelo J.
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Figure 1. A view of the

art installation Marapo a
yona Dinaledi (Its bones
the stars) by Dineo Seshee
Bopape (courtesy of Nkule
Mabaso, 2019)

Ndlovu-Gatsheni (2018) in his book Epistemic Freedom in Africa, when he
describes the ‘epistemic line' which is ‘simultaneously the ontological line." He
goes on to define ‘epistemic freedom'’ as ‘fundamentally about the right to think,
theorize, interpret the world, develop own methodologies and write from where
one is located and unencumbered by Eurocentrism." He adds that ‘epistemic
justice is about liberation of reason itself from coloniality’ (Ndlovu-Gatsheni
2018: 3). These reflections are crucial for enabling an understanding of the
curatorial position of the pavilion, which acknowledges an epistemic crisis and
the struggle against epistemic violence. If the curatorial proposal was to redress
the marginalization of local and African epistemologies via artworks that func-
tioned to ‘disrupt’ the expectations of Western art history, then we can locate
this curatorial position as being adjacent to Sarat Maharaj's (2009) call for the
articulation of artistic research that goes beyond ‘universal knowledge,’ and
which similarly resists both the particular and universal paradigms of Hegelian
dialectical methods. As Maharaj wrote,

‘Agamben highlights the tricky methodological poser we cannot easily shake off—that by opting to
treat art practice and research either entirely under the universal or the particular, either exclusively
on the immanent or transcendental plane, we miss out on reckoning with its intrinsic condition, its

“singularity” (Maharaj 2009).

He then asked if visual art could ‘span “other” kinds of knowledge,’
and advocated for an open-ended art predicated not on industrial production
models but on what he refers to as keeping the door open for ‘the unpredictable
see-feel-think processes of no-how' (Maharaj 2009).

Perhaps this non-dialectical form of engagement evident in the
curatorial essay by Nkule and Makhubu, structured in the book as a ‘glossary,’
accordingly raises more questions than it provides answers, as well as unsettling
rather than resolving various terminologies, such as laughter and/or resilience.
The curators imagine laughter as a core of resilience, but also refer to a different
mode of resilience in neoliberal terms, when it connotes the state's ability ‘to
respond effectively to shocks' (p. 12). This is understood as neoliberal absorption.
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In reference to violent moments in recent twenty-first-century South Africa, like
the murder of mine workers in Marikana and the unnecessary use of police
violence during the Rhodes Must Fall movement at Rhodes University, the
curators coin the phrase 'negative manifestation of resilience’ (p. 12). The
monopolization of the means of violence by the state, whether sexual, racial,
homophobic or political violence, signals this negative turn of resilience, which
otherwise is defined by the curators positively such as when laughing in the
face of racism.

One of the book’s major contributions is its engagement of artistic
research, by presenting artists’ writings by Seshee Bobape and Rose (Ka Zenzile's
writings were not published), and by elaborating on the artists' sources through
various scholarly responses. For the book and exhibition, artist Tracey Rose
produced the text and single channel color projection Hard Black on Cotton
(2019). Similar fo Rose's other single channel projections and performance works,
Hard Black is based on a text that the artist wrote, in this case one which had
been readapted to the ‘master discourse’ through its translation to Latin by Astrid
Khoo. The work includes a character role of iSangoma, or healer, played by South
African actor Denzel Edgar, and a voice-over narrator, played by Swiss curator
Simon Njami. The work presents an impossible dialogue between the actor and
narrator, by and large viewed as opposites representing Western and Eastern
ontology, as if taking G. W. F. Hegel's accusation that in Africa ‘all are sorcerers’
literally. According to curator Nontobeko Ntombela, who writes about the work
in an essay called 'Untranslatable Histories' (pp. 87—95), the dialogic process
between one voice and another in the theatrical play for the screen fails due
to the complexity of exchange and what Ntombela calls its ‘one-directional
approach.’ That is, varying languages produce noise on both ends of the
'dialogue.’ The artist, Rose, in her contribution to the book, lists important black
artists such as Ernest Mancoba, David Koloane, Dumile Feni, Kori Newkirk,
Jean Michel Basquiat, Gerard Sekoto, and other lesser-known figures. Called
‘Hard Black on Cotton DRAFT' (pp. 79—82), the fext includes succinct lines that
reflect epistemic loss such as ‘The story of secrets lost' and ‘If you dissociate
yourself from your / ancestral heritage, you are lost. Thus, when the artist's
text is translated into Latin, the language of the master discipline of philosophy
in Europe, instrumental in colonial and imperialist discourses, the text can appear
to evoke black feminist theorist Audre Lorde's (2015) famous essay ‘The Master's
Tools Will Never Dismantle the Master's House.' In that gesture of naming, there
is a throughline of the history of art and the erasure of black figures in broader
twentieth-century history. In a more explicitly political text that the artist wrote
and adapted info another single channel projection, The Black Paintings: Dead
White Man (shown at the Goodman Gallery in Cape Town as part of curator
Natasha Becker's exhibition Speaking Back in 2012), Rose wrote the word ‘white’
about eight hundred times. This body of textual whiteness was interspersed with
mentions of dead black men (often political figures) such as Patrice Lumumba,
Malcolm X, and Thomas Sankara, whose murders were reported to have been
politically motivated. Nontobeko Ntombela's discussion of that work (pp. 87—94)
begins with the idea of that failed dialogue:
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‘All these gestures—even writing down and reading out loud what is being said by Njami—are meant
to let us know that there is an exchange between the prophet and the professor, with the prophet

trying very hard to listen and understand, yet failing dismally to grasp what is being said' (p. 88).

Ntombela introduces concepts such as ‘untranslatability,” borrowed
from literary and cultural studies scholar Carli Coetzee, in which she refers
fo the ‘culture of the language’ and the possibility of losing nuance through
translation of marginal languages info English. She also cites theorist Njabulo
S. Ndebele's 1994 essay ‘The Rediscovery of the Ordinary: Some New Writings
in South Africa," which argues that ‘tactical absence’ is an approach through
which to introduce 'new definitions of the future,” and artist Zen Marie's 2011
essay 'Post-Apartheid Identity in Visual Art,"” which provides for ‘conventions
of picture-making.’ Marie's terms are employed fo view portraiture in a broader
social and critical context. Ntombela references anthropologist Michel-Rolph
Trouillot's (1995) book Silencing the Past following an interrogation of how
meaning is made in the discourse of history through the various acts of ‘the
making of archives,’ ‘the making of narratives,' ‘the making of sources,’ and
‘the making of history’ (p. 90). Following Rose, Ntombela briefly engages the

history of European painting in Caravaggio and the chiaroscuro style, both
noted in the artist's work.

Figure 2. A view of the
exhibition installation

at the South African
Pavilion at the 2019 Venice
International Art Biennale
(courtesy of Nkule Maba-
so, 2019)

An engagement with Tswana epistemology is evident in Dineo Seshee
Bopape's contribution to the reader (pp. 38—40), named after the art installation
Marapo a yona Dinaledi (Its bones the stars), Sketch no 22 (2019). Similar to Rose's
text informing The Black Paintings: Dead Whife Man, Bopape's writing presents
a large textual body of ellipses. These ellipses are interspersed with Tswana words
that clearly refer fo spiritual, metaphysical, or astronomical languages. The open
space of ellipses could be read as the textual equivalent of the expansive space
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‘Man awakens the universe, he speaks fo it, he listens to it, he fries to create a harmony with the

universe. It is man who turns parts of the universe into sacred objects, and who uses other things

for sacrifices and offerings. These are constant reminders to people that they regard it as a religious

universe. [...] In many African myths it is fold that at one time in the distant past, the heavens (or sky)

and the earth were united as one’ (p. 36).

of the celestial/heavenly being. The Tswana words are action-oriented, and thus
charge the reader with what it means to do knowledge. Echoing ritual practice,
words such as ‘marapo’ (bones), ‘dinaledi’ (stars), ‘golola’ (to loosen), ‘lerole’
(dust), or 'kapamelo’ (obedience) force the reader fo reassess their inferpretation
of the physical work, and draw links for the reader between acts of undoing,
dis/obedience, and the celestial or heavenly body. What becomes clear is
that earth, evoked by the mounds of brick and mud brought into the gallery,
is a 'spiritual’ entry point connotfed by ‘lerole’ in the Tswana episteme. By way
of comparison, in the Ganda episteme, a particular kind of clay, ‘'mumbwa,’ is
said to possess healing properties and is given to expecting mothers. This clay

is also used in some forms of divination. In regard to the planetary in African
thought, philosopher John Mbiti (1991) made a connection between the universe
and sacred objects when he wrote,

Then ‘lerole’ (dust), ‘marapo’ (bones), and ‘dinaledi’ (stars),
after Mbiti's analysis, reveal objects which function in dialogue between
earth and sky, and the role of human spiritual and ritual practice within
that dialogue.

Curator and art historian Portia Malatjie uses Afropessimist
theory to discuss Seshee Bopape's work Morapo ayona Dinaledi in the
essay called ‘A Constellation of Voids' (pp. 53—57). Following black theorist
Calvin Warren's (2017) use of terms such as 'black non-being,’ Malatjie
writes that

'if we are to follow the Afropessimist belief that blackness is preceded by ontology and that blackness is

that which is born out of violent encounters such as slavery or colonialism, then land becomes the central

point on which the becoming non-human (or becoming nothing) of black people reveals itself” (p. 55).

Warren (2017) follows Fred Moten and Saidiya Hartman, important
thinkers related to Afropessimism, in order to position the discussion of black
being in relation to what Hartman names as ‘the hold,’ or being held captive
in the Trans-Atlantic slave ship's interior, as a moment that is consequential
to black life in the United States in particular. Malatjie significantly re-routes
Afropessimist geography to South Africa in discussion of the beginning
of Blackness in the legal construction of land expropriation in the 1913 Native
Land Act. She writes that ‘land is the nucleus around which blackness comes
into being’ (p. 55). The Hegelian dialectic of 'presence’ and ‘absence’ is
mirrored in this discussion of black being and black non-being. However, the
essay goes on fo overturn such dialectical thinking by arguing that ‘something
always already exists in nothingness’ (p. 56). Warren (2017) discusses ‘fugitive
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existence’ when writing about the life of enslaved Africans on plantations
in the United States as a way of describing acts of anti-slavery and fugitive
practices of the Black radical tradition. Malatjie thus updates this argument
by positioning it in the sphere of white Dutch and British settlers and
their forceful occupation of native land in South Africa. Thus, speaking
to a tradition that dates back to what historian Ntongela Masilela called
the ‘New African Movement' (2013), including black author Sol Plaatje's
(2007) anti-colonial book Native Land in South Africa, Malatjie addresses
‘anti-occupation’ as a gesture of spiritual practice and black being in Seshee
Bopape's Morapo ayona Dinaledi.

In Untitled (Of Occult Instability) [Feelings] (2018), shown at the
tenth Berlin Biennial of Contemporary Art, Seshee Bopape brought these
various traditions of anti-colonization and anti-slavery into dialogue via
her use of Black American and Black South African modern literature and
music. Her citations of Nina Simone's iconic performance at Montreux Jazz
Festival in 1976 and Langston Hughes' (2001) ‘Dream Deferred’ are brought
into dialogue with Winnie Madikizela-Mandela's television interview on black
land struggles (c. 1970s) and Bessie Head's (1974) novel A Question of Power.
Curator Gabi Ngcobo's essay in the reader views these entanglements
as rooted in the notion of a ‘refreshed grammar’ (pp. 31—34). She writes that

‘we start winning when we commit ourselves to creatively working towards rearranging the systems
for the creation of new knowledge and understanding that winning is us ending up on the same side
of the future' (p. 34).

Further, Ngcobo advocates ‘listening carefully,” as it can ‘help us
avoid problems inherent in the grand commemorative initiatives that have
come fo define us as a nation." Her citation of black theorist Fred Moten's
(2017) book Black and Blur seems to draw a connection between her own
and Malafjie's essays.

Echoing the overall theoretical framework of the exhibition, Ngcobo
discusses epistemic freedom via the creation of new (artistic and political)
knowledges and fresh (artistic and political) grammars, also described as ‘a
continuous writing and re-writing of an ever-emerging story’ (p. 32). In this
context, it becomes crucial fo consider the artist as an agent of authorship
and power in the production of thought and language regarding black
being. Yet, when she discusses ‘grand commemorative initiatives’ that ‘define
us as a nation’ (p. 32), it is crucial to recall that Ngcobo is referring to public
memory work in post-1994 South Africa by problematizing how history
gets told. If such memory work tends to uphold the problem of epistemic
erasure, deep listening is understood as a momentary suspension of epistemic
violence.

Then, curator and art historian Same Mdluli's essay on Mawande
Ka Zenzile (A Case of an Art Language,’ pp. 113—123) engages Ka Zenzile's
philosophical sources, including Ngugi wa Thiongo's (1992) book Decolonising
the Mind: The Politics of Language in African Literature, as well as art historical
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sources in French romanticism in dialogue with the French Revolution. Following
white critic Sean O'Toole's (2014) (mis)reading of Ka Zenzile's use of cow dung
as a gesture comparable to British artist Chris Ofili's use of elephant dung,
Mdluli clarifies this (mis)reading by deploying her own scholarship on the
writings of black artist David Koloane. Mdluli writes:

‘In Art Criticism for Whom? Koloane presents two main ideas fo consider when discussing and writing
about art in South Africa. The first relates to the effects of the apartheid state in so far as it denied
black people the basic right of choosing the type of education they preferred. Koloane's views are
informed by his experience of being subjected fo a system where the government not only enforced
a substandard education for black people but also made this part of a concerted effort to turn black

people into cheap labour to serve the white minority’ (p. 113).

These views reflect the need to address the artist’s alternative
pedagogy and the artist's sources in spaces outside of purely white or
Eurocentric art canons, considering that art education itself has produced
epistemic violence. Ka Zenzile, addressing that epistemic crisis in art pedagogy,
responded to O'Toole (2014) thus:

‘I | say art is shit | would be emulating Piero Manzoni or Chris Ofili, whose context or conceptual
framework might differ fo mine. My main intention with using cow dung, which is similar fo the use
of earth in my work, is to revive Xhosa art and traditional decorative materials, particularly in relation
to myself and to examine this aspect of the culture in contemporary ways of art production inside
Africa’ (pp. 116—117).

Mdluli's use of Koloane's arguments on bantu education are
consistent with the problem of epistemic erasure as well as Ka Zenzile's own
rejection of genealogies of contemporary art that are centered in the West.
Thus, Ka Zenzile views this rejection as an opportunity to invent new (visual and
textual) grammars. Writing on black artists, Mdluli talks about ‘[t]he individual
quest by these artists fo articulate artistic language in their own way, despite
the prescriptive models available to them' (p. 114). Mdluli goes on to discuss
how colonial languages ‘left behind an indomitable neo-colonial condition
where the former colonies now define themselves in terms of the languages
of Europe’ (p. 114). This statement throws down the gauntlet on art criticism and
visual analysis that assumes the natural hierarchy of Eurocentric contemporary
art over African contemporary art.

Drawing from his Xhosa context, Ka Zenzile thus seeks to create an
‘art language." Mdluli constructs this reading by applying wa Thiong'o's (1992)
concept of the language of African literature to visual art. Ka Zenzile asserts
that he is producing in the Xhosa tradition where dung is used in the process
of making art. In my own scholarship, | observed how a consideration of what
the artist had learned from her grandmother could be narrated in ‘simplistic’
terms by art historian Marion Arnold’s (1996) visual analysis of Helen Mmakgabo
Sebidi—for, without reason, the informal education in wall painting Sebidi
received from her grandmother could easily slip into the domain of barbarism
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(Moses 2019). Thus, Sebidi could easily be (mis)understood as a ‘primitive.’

Thus, Mdluli's essay continues to clarify the problematic ways
in which black artists are represented or overlooked in art history. Through
her inquiry into ‘art language,” Mdluli clarifies the aims of Ka Zenzile's artistic
research of the Xhosa tradition in ways that complicate rather than over-simplify
what one learns from their community. When Mdluli writes that ‘language itself
is layered, and when embedded in artwork it has a level of dependency on
visual literacy’ (p. 114), we sense that the particularity here is two-fold: a Xhosa
visual literacy, and a Eurocentric contemporary visual literacy that complicates
the perception of African art in the West.

Finally, educator Aicha Diallo's contribution to the reader (‘Organic
Loops, pp. 125—128), functions differently, as it focuses on an artwork
not included in the South African pavilion. Rather, the essay is dedicated
to Moroccan filmmaker Abdessamad El Montassir's film Resistance Naturelle
(2016). It highlights both trauma and resistance, and informs the co-curators’
own articulation of both terms in their curatorial essay. Diallo's focus on desert
scenes and desert plants is metaphoric. El Montassir highlights the struggle
of the Sahrawi people, who are still being occupied and colonized by the
post-independence Moroccan state. In the desert scene, Diallo describes her
realization when playing back the film of the 'resilience’ of the desert plant
Euphorbia echinus. The plant becomes a metaphor for trauma, resistance, and
resilience. Defining emotional trauma, Diallo wrote,

‘when emotional trauma occurs, a process of disintegration comes into play. In other words, within the
extent of the available coping mechanism, there are no words or symbols available to absorb and

oppose the impact of the fraumatic experience’ (p. 125).

In conclusion, this reader functions as both an exhibition catalog
and a kind of laboratory of ideas. | mention this because rather than settle or
conclude, the reader raises issues both old and new in ways that are clearly
unsettling. While the exhibition itself could be deceptive in its abbreviated
form, illustrated by its seemingly over-refined selection of artworks that leaves
little room for error, the accompanying reader functions the opposite way
in undoing these limitations, and giving immense room for play. While the
exhibition in Venice was an attempt at deploying laughter as a ‘political device'
that can ‘create social hierarchies’ (p. 10) and also 'subvert them’ (p. 10) in the
selection of artworks that refuse the ‘'models’ of Eurocentric contemporary
visual literacy, the reader laughs harder. Much harder.
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PeueHsus

Cypukosa K (2021) Myzei. ApxutekTypHas
uctopms. Mockea, Mspatenbckuin gom BLLD.
ISBN 978-5-7598-1965-3

AHHa Tpankoea

Hazsanue kHurn Kcenmm Cypurkosoit «Myseit. ApXUMTEKTYpHAast UCTOPUSI» 3BYHMUT
MHOroo6eLLaoWe 1 aKTyasnbHO. «My3elHbiM BymM» MOCNEAHMX AECATUIIETUIM
CyLLEeCTBEHHbIM OBPA30M MOBMAMSN Ha AaPXMTEKTYPY M MPAAOCTPOMUTENLCTBO
BO BCEM MMpe. My3en CTaHOBATCS 3HAKOBbIMM OObEKTaMM FOPOACKOro Npo-
CTPaHCTBA M YKPALLAIOT NMOPTHONMO FMaBHbLIX MEXOYHAPOLAHbIX apPXUTEKTYP-
HbIX 6I0PO, BOKPYT CTPOUTENBLCTBA HOBBIX MY3€€B BbICTPAMBAIOTCS MPOEKTHI
peBUTaNMU3aLMM PaMOHOB, FOPOLOB M AAXe LenbiX perMoHoB. BeixoanT Bce
Gorblue Ny6nmMKaLmi, NOCBSLLEHHbIX SKCTEHCUBHOMY My3€MHOMY CTPOWTESb-
CTBY 1 MPOBNEMATUIUPYIOLLIMX KOHLEMLMIO COBPEMEHHOIO My3€si, B TOM YMcrie
ero apxuTeKTypy'.

Khura Kcenum CypurkoBoit — ofHa M3 nepBbIX POCCUMCKMX Hayu-
HbIX MOHOFPAadOUii, CTPOSLLUMXCS BOKPYF MOHSATUS MY3€MHOM apXUTEKTYpbI
M PACCKa3blBaIOLLMX O TOM, KaK COLIMOKYIBTYPHbIE TPAHCOPMALMM MEHSU
OBfIMK My3esi C MOMEHTa €ro BO3HMKHOBEHMS [O HaLUMX AHeH. ABTOp 3ajaeT
OYEHb SICHYIO MCCNEefOBATENbCKYIO PaMKy: My3eiHasi apXMTEKTYpa oTpaka-
€T U3MEHEHUS B CTPATErMsIX OTHOLLEHMSI K MPOLUIOMY. TpM MCTOpUYECKMe
Mapagurmbl, BolAENSIEMbIE B EBPOMENCKOM UCTOPMM, — SCTETUYECKAS, CLMEH-
TUCTCKas U yTURMTapHasi — OMPEAENSIOT CTPYKTYPY U3NOKEHUs maTepuana
B MCCNefoBaHUM M MOKAa3blBAIOT TPAHCOPMALMIO MY3EMHOM apPXUTEKTYPSbI
OT LwKadpa-KabuHeTa, CTYAMONO, ranepen K My3eto-Xpamy HayKM M MCKYCCTBa
M Janee yepes My3el KaK KynbTYPHbIA M Pa3BreKaTeNbHbIM LEHTP K My3eto-a-
rope, myseio-xaby 1 faxe mysetlo-arriomepaLmm.

MoHrmaHKe My3esi HYepes KOHLEMUMIO MCTOPUHECKON MamsaTm —
OAHO U3 Hanboree aKTyaslbHbIX CEroAHSI HaNPaBNeHWM akageMUHEeCKUX uccre-
JOBaHUM. TaK, Ha PYCCKOM si3blKe 3TOM npobneme Obin MOCBSLEH COOPHUK
«[MonuTuka adpdpbekTa: My3ei KaK MPOCTPAHCTBO MyBIMYHON UCTOPUMY, BbIMy-
LeHHbIM nog pegakumen AHgpes 3asagckoro, Bapesapsl Cknes n KatepuHbl
CyeepuHoit (2019) no utoram npoweawen B 2018 rogy B Mysee coBpemeH-
Horo uckycctBa «lapax» KoHpepeHuun «lybnuyHas mnctopus B Poccum».
Monorpadomsi Kcenun CyprkoBoM npeTeHayeT BCTaTb B OAMH PSL C TaKUMM
uccnefoeaHusimu. B ee pabote sicHO NokazaHo, Kak BO3HUKHOBEHME KOHLIEMLMM
MCTOPMYECKOTO 3HaHMsl B HoBOE Bpemsi MPUBENO K MOSIBIIEHMIO My3es B Kade-
CTBE OBLLUECTBEHHOrO MHCTUTYTa M NMEPBOMY «ByMy» My3€MHOM apXMUTEKTYPbI
B XIX BeKe, a TaKKe KaK cerogHsiLUHee Pa3mbliBaHME KOHLIEMLMU UCTOPUM Pas-
PYLUAET KOHLEMUMIO M MAEONOTMIO KNacCMYECKOro My3esi M MPEBPALLAeT ero
B OBLLECTBEHHOE 34aHME C MAKCMMAITbHO LLMPOKOM DYHKLIMOHAMbHOM Mpor-
pammont. Bce 310 AeiicTBMTENBHO TaK: 38 ABECTU NET CBOErO CYLLECTBOBaHUS
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My3€el1 B MPSIMOM CMBICIIE MPEBPATUIICS M3 XpPama HayKU M MCKYCCTBa B 3ara-
OOYHYIO «KPaKo3s10py», OBLLECTBEHHOE 34aHME C MAKCMMAIbHO Pa3MbITOM
pyHKLMEN, HA3OBM €ro aropoi Unm xabom.

Ho npu 3Tom 1 ob6LuecTBEHHAs POSb My3est KaK MHCTUTYTa Nogsep-
raeTcsi NOCTOSIHHOMY MEepPECMOTPY CO CTOPOHbLI MOCTKOMIOHUANbHOM TEOPHM
M HOBOM 3TUKM, KOTOPbIE MPEeLaraloT TOTasbHbIM NePEeCMOTP TPAAULMOHHOTO
My3eMHOro HappaTH1Ba. DTO OBCTOSTENLCTBO KaK OyATO BbINAAAET M3 Nons 3pe-
Hus aBTopa. CocpenoToumBLIMCE Ha apxmTekType mysesi, CypuKoBa BbIHOCHT
NpoBGembl My3esi KaK MONUTUYECKOTO, SKOHOMMUHECKOTO M COLMANbHOMO MHCTH-
TyTa Ha nepudpepmio NoBeCTBOBaHMS. [10 3TOM NPUYMHE M3 KHUMM BbiNagaeT
PS4 CIOXKETOB, KOTOPbLIE, MOXET BbITb, HE TaK BaXXHbl C TOYKM 3PEHMS UCTOPUM
My3€MHOM aPXMTEKTYPbI, HO MPMHUMMMASbHbI 451 MHTEPMNPETALMU USMEHEHWH,
KOTOpPbIE MPOUCXOAMMN C My3ESMM B MOCTEAHME LBECTHU NET.

Tak, ynomuHasi 0 MOAEPHUCTCKOM KPUTUKE My3es, aBTOP NMOYEMy-TO
He 3aTparnBaeT My3eMHble U SKCMO3ULMOHHBIE SKCMEPUMEHTBI NEPBOM NOMo-
BuHbI XX Beka. Onucanuio 3gaHus Myses coBpemeHHoro nckycctea (MOMA)
B Hblo-Mopke 1939 roga MocBsiLLEHO HECKOMbKO aB3aLeB, KaK M KPUTHKE
KoHUenuun «benoro Kyba». OgHako He yrnommHaeTcs 06 MHTENneKTyasb-
HbIX MCTOYHMKAX 3TUX aPXMTEKTYPHBIX PELLEHMUM M 3TOM KOHUEMNLUUM, KOTOpbIe
obbscHAIOTCH MHTepecom nepeoro aupektopa MOMA Anbdpena Bappa
K MHTEPHAaLMOHAaNbHOM apXMTEKTYPE M KOTOPbIE MPMBENM B YMCIE MPOYEro
K CO34aHMIO NEepPBOro B MMPe OTAENa AM3aiHa M aPXMTEKTYPbI B COCTaBE My3es.
Bornee Toro, no cux nop «Genbiit KyG» ABnsieTcs HaMbosiee BAUATENBHOM, XOTS
1 Haubonee KPUTUKYEMOM IKCMO3MLMOHHOM MpPaKTMKOM. M 3aech BO3HMKaeT
BOMPOC, HACKOJIbKO BO3MOXHO OTAENATb COBCTBEHHO «MYy3EMHYIO aPXMTEKTY-
py», TO eCTb OBONOYKY 34aHUs!, OT MAEMHOM U CPYHKLMOHANIbHOM MPOrPammbl
My3esl, B TOM YMUCIE Ero Hay4HOM U SKCMO3MLUMOHHOM PaboThl.

HeBO3MOXKHOCTL 0BCYKAATb APXMTEKTYPY B OTPLIBE OT SKCMO3ULMM
MPOCNEXMBAETCS M B MPUMEPAXx M3 COBETCKOM My3einHoro gena. M3 goctatouHo
NOAPOBGHOIO OMUCAHUS MEMOPMASTBHBIX KOMMIIEKCOB, MOCBSILLEHHbIX Bragrmupy
JleHnHy, no4emy-To BbINAJAET TaKOM 3HAKOBbIM AN COBETCKOTO My3€MHOrO Aena
NpPoeKT, kKak MemopuanbHbii mysein B, IleHnHa B [oprax, cnpoeKkTUpoBaHHbIM
apxutekTopom JTeoHnaom MNaBnosbim B 1970-e roabl M OTKPBITHIN K 70-neTuio
OkTs6pbcKoit pesontounn B 1987 rogy. B BoigaoLlemcs npumepe apxXUTEKTY-
pbl MOCNIEBOEHHOTO MOLEPHU3MA MPELCTaBMeHa 3KCMO3MULMS, NOCTPOEHHAs
Nno CUEeHOrpachMIECKOMY MPUHUMMY C LUMPOKUM BHEAPEHMEM MYSIBTUMEAMA.
OTO penKui NaMITHUK COBETCKOMY MOC/IEBOEHHOMY SKCMO3ULIMOHHOMY AM3aii-
HY, npogomkalowuit paboTaTtb u cerogHs. OfHaKo 3TOT MpPMMepP He BoLuen
B MCCNefoBaHMe, KaK U My3eiHble skcrnepumeHTsl 1920—1930 rogos, akTUBHO
usy4aemble LieHTpom akcnepmmerTanbHom myseonorum Qorga V-A-C; pelue-
HUWSI ONsi COBETCKMX KpaeBeaveckux mysees, 100-netme KoTopbix GymeT otme-
4YaTbCs B 3TOM rogy; akcrnosmummn 1960—1980 rogoe npeacTaBUTENEN «CEHEKCKOM
LLIKOSIbI» U UX MOCNenoBaTenen.

A npu nogpo6Hom onwucaHum npoekta [DC-2, oTKpbiIBaEMOro
B 3Tom rogy B Mockee QoHgom V-A-C, He ynommHaeTcs, 4To hoHg B ny6nuy-
HOM MPOCTPAHCTBE MOC/IELOBATENIbHO OTKA3blBAETCS HA3blBaTb 3TOT MPOEKT
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«my3eem», roeopsi 0 NIC-2 Kak O «COLMATIBHOM MEAMMHOM MPOCTPAHCTBE»
UK «JOME KynbTyp»Z. [Tpu 3TOM 13 NOCNEAHUX POCCUMCKUX MPOEKTOB B KHUTE
HU pa3y He ynommnHaeTcs oTkpbiToe B 2015 rogy 3maHne Myses coBpemeHHOro
nckyccTBa «fapax», TpPaHCOPMMPOBAHHOE MO MPOEKTY apxmuTekTopa Pama
Konxaca n3 kadpe «BpemeHa roga» B [Napke lopbKoro u cTaBllee 3HAKOBbIM
L1151 POCCHIMCKOTO apXMTEKTYPHOO KOHTEKCTa MPUMEPOM COXPaHEHMS PSLOBO-
ro o6LLUECTBEHHOIO 34aHMs MOCIIEBOEHHOTO MmoaepHM3ma. MNpu 3Tom «fapax»
nyGnuYHO cHOPMYNIMPOBAI KOHLEMLMIO CBOETO MPOCTPAHCTBEHHOTO Pa3BUTHS
KaK My3es-Kamryca, B KOTOPOM TEPPUTOPUS MEXKAY 3AAHUSIMM My3esi CTaHO-
BUTCS HE MEHEE 3HAYMMOM, YEM APXUTEKTYPHbBIE OGBEMBI.

Bripoyem, Bce 3To — BOMPOC aBTOPCKOro BbIGOpa U MHTEPNPETALIUM.
Mepep uiTaTenem — KavyecTBEHHOE UCCNEAOBAHME, BbINOMHEHHOE B PaMKaXx
[POCCHICKOM aKafeEMMHECKOM TPAAMLMK, KOTOPOE ByAET MHTEPECHO BCEM, KTO
MHTEPECYETCS 3BOSIOLMEN M COBPEMEHHBIMM TEHAEHLMSIMU B PA3BUTUM My3€EB.
B ocHoBy moHorpadomu, oueBuaHO, nerna auccepraums aBTopa «KynsTypHbii
KOHTEKCT 3BOJIIOLMU MY3EMHOM apPXMTEKTYpPbl», YCMELIHO 3allMLieHHas
Ha Kadpeape My3enHoro gena u oxparbl namaTHukoe CaHkT-lNeTepbyprckoro
rocygapcTBeHHoro yHusepcuteTa B 2017 rogy. M ¢ 3TolM TOUKM 3peHus B uccne-
[OBaHWM BCE HA CBOMX MeCTax: MoApoBHO OMMCaHHbIE MPUMEPb KaK pea-
JIM30BaHHbIX 34aHUM, TaK M HEOCYLLECTBNEHHbIX BU3MOHEPCKUX MPOEKTOB,
aKTyasbHble CIOXETHI My3EMHOM JKU3HWM MOCNEAHUX JIET, BHYLLUMTENbHbIM CMUMCOK
JIMTEPATYPbI, CChISTKM Ha c3pa Hukonayca MNes3Hepa u bopuca lpoiica, Cnasosi
Hukeka n Muwens Oyko, aHanM3 HOBOTO onpefeneHusi My3esi, NPeAnOKeEH-
HOro, HO He paTudmumMpoBaHHoro MexkayHapoaHsim coseTom mysees (MKOM)
B 2019 rogy. OgHaKo MOMbITKA PAcCKa3aTb APXMTEKTYPHYIO MCTOPUIO My3es
B OTPbIBE OT €ro MHCTUTYLMOHANBHOM MCTOPUM, PEAYLMPOBAB MOCNEAHIO0
[0 OAHOWM CMbICIIOBOM JIMHUM, CBA3@HHOM C KOHLEMNUUEN MCTOPUN U UCTOPU-
YECKOM MamsaTH, OCTABMSIET OLLyLLEeHME HEe[OCKa3aHHOCTU. BnustenbHocTs
MY3EMHOM apPXMTEKTYPbI B NMOCHEeLHWE ABECTU JIET ONPEAENETCs BAUSTENbHO-
CTblO My3€esi KaK MONMUTUHECKOTO, SKOHOMMYECKOTO U COLIMANbHOMO MHCTUTYTA.
YnycTu YTO-TO U3 3TOrO PsSiAa — M PACCKA3 OKAXETCs HenomnHbim. Bripovem,
3TO OB6CTOATENLCTBO CO34AET MPOCTPAHCTBO AMSi HOBbIX MCCIEAOBaHMM.

1. Bnuskue K peueH3Mpyemoi KHUre BOMPOCHI My3EMHOM apPXUTEKTYPbI
3aTparMBanuch B AByxTomHmke Mapuu Manctposckoi (2016) «Myzeit
KaK OOBEKT KynbTypbl. MCKYCCTBO 3KCMO3MLMOHHOTO [AM3aliHay,
uccnegosaHun Foundazione di Venezia «Museums on the Map» (Guerzino
2014), knure «Yaen kypatopa» Kapctena LLy6Gepra (2016) u gpyrmx pabotax.

2. Cm. uHTepBbio pykoBoguTens cooHaa V-A-C Tepesbl Mapouun Masuku
razete «BegomocTtu» ot 31 aHBaps 2019 roga c 3aronoBkom «[DC-2
NPUHLUMNKManbHO He mysen»: https:/wwwyedomosti.ru/lifestyle/charac-
ters/2019/01/31/792958-fonda (Mak 2019).
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OG6 aBTOpE

OkoHumna Poccuickuit rocynapcTBeHHbIN r'yMmaHUTapHbIi MHCTUTYT (Mocksa)
no crneuManbHOCTU «Teopusi U UCTOPUS KyNbTYpbl» U MIHCTUTYT meama, apxu-
TekTypbl 1 ansanHa «Ctpenka» (Mockea). [lo 2014 roga 3aHMMana JOMKHOCTb
npoatocepa creynpoexTos B xonanHre Rambler & Co. PaHee pabotana B ooH-
ne «JTubepanbHas muccusi», Gbina gupektopom no passutmio AHO <HcTutyT
PErMoHasnbHOM MOIUTUKMY, 3aHMMANa SOSKHOCTb 3aMeCcTUTENs AUMPEKTOPa
[enaprameHTa rocyaapcTBEHHOM MOAAEPIKKM MCKYCCTBA M HAPOZHOIO TBOP-
YectBa MuHmcTepcTBa Kynbtypbl Poccuickoin Qegepaumm. B nione 2014 roga
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n306pa3zmnTenbHbix nckyccTs umenu A. C. MywkmHa. MNo3gHee, 3aHsB LOMKHOCTD
3aMeCTUTENS reHepPanbHOro AMPEKTOPA MO PEKOHCTPYKLUMK U pa3BuTHio Myses
coBpemeHHoro nckycctea «fapax», B 2018 rogy oTKpbina MrpoByto MMOLLAAKY
«Caniot» B Napke lopbkoro. B uione 2019 roga HasHaveHa Ha NOCT reHepasb-
Horo gupektopa Myses Mocksbl. C 2019 roga npenoaaet Kypc «McTopus
MY3eMHO-BbICTABOYHOM AeATENbHOCTMY Ha malHope «CoBpemeHHOe UCKYCCTBO:
BBEAEHME B UCTOPUIO U My3EMHO-BLICTABOYHYIO MPaKTUKY» 6a30BOM Kadheapb
Myzes coBpemeHHoro uckycctaa «fapax» B HaumoHansHom nccnegosaTens-
CKOM yHuBepcuTeTe «Beicluas wkona skoHommkm» (HUY BLLID).
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BaH MeHuu I, Meitep-BaH MeHwu J1 (2021)
Hosble TpeHabl B myzeonoruu (nep. ¢ aHrn.
B.I. AHaHbeBa). Mockea, UT[, «Mepcnektusax.
ISBN 978-5-905790-51-5

HaTanbs KonensHckas

«HoBble TpeHabl B My3€0M0rMm» — KHUra—«MnopTasi», KaK Ha3blBalOT €€ aBTOpbI,
npodoeccop lMetep BaH MeHL u ero xeHa JleoHTUHa Meliep-BaH MeHLw, —
Gbina co3faHa Mo maTepuarnam Mx NIETHUX My3eornornieckmx wrkon B CnoeeHuu,
rae oHu paboTanu Haj COHACTPOMKOM CTOBEHCKUX My3eeB C OOLLEN eBponei-
CKOW MOBECTKOM. Y aBTOPOB He BbifIo 3a[a4M CO34aTh MCHEPTbIBAIOLLEE PYKO-
BOACTBO MO My3€eiHOM paboTe; CKopee, OHM CTPEMMUITUCH MOLATOTOBUTL KPAaTKMIM
nyTeBOAMUTESb, MOACKA3KY, KOTOPasi B TPYAHYIO MUHYTY MOCOBETYET, KAK MOX-
HO MOCTYMUTb M YTO MounTaThb. [pexae Yem yrnybuTbCs B COAEpHaHMe KHU-
v, no3eonio cebe cKa3aTb fBa CrioBa 0 camom [leTepe BaH MeHLUe, KOTOPbIM
OCTaeTCcsi OfHOM M3 CAMbIX 3HAYMMbIX U BIIMSTENbHBIX COUIYP B EBPOMENCKOM
My3erHom naHgwadote. BaH MeHw poguncs B Hupepnaxpax B 1947 rogy v npwm-
HaANEKUT K MEPBOMY MOCTIEBOEHHOMY MOKONEHUIO, U3BECTHOMY HOBbLIM OTHO-
LUEHMEM K BOMHE, 3TUKE M MOPanH, ydacTvem B npotectax 1968 roga u cos-
LaHuem BOosbLUMX eBPOMENCKUX MPOEKTOB B 06acTu Kynbtypsl. OH nonyyumn
MarncTepCcK1e CTeneHu ro 300710MMKU U aPXEONOrMK U HE MOHACTILILLKE 3HAKOM
C CyTblo My3eMHOM NpakTUKKU. HaumHas ¢ 1967 roga Ban MeHLw paboTan B pas-
HbIX My3esiX, a B 1977 rogy Gbin npurnalleH Ha MO3ULMIO PYKOBOAMUTENS BbICTa-
BOYHOM M 06pa3oBaTeNbHOM AesTenbHOCTM B HaumoHanbHOM My3ee ecTeCcTBeH-
Ho# nctopwum B Ileipene. B 1982 roay oH nepeluen B HayKy. BaxHbim mecTom
B ero Kapbepe cTana Akagemus PeltHBapaTa (BX0AMT B AMCTEPAAMCKYIO LLIKO-
1y UCKYCCTB), OAHa M3 CaMbiX M3BECTHBIX My3eiHbIX wkon Eeponsl, rae BaH
MeHL npoLuen nyTb OT CTapLUEro MNPEMNOAABATENS AO PYKOBOAUTENS MEKAY-
HaPOAHOM MarMCTPAaTYPbI MO My3€0MOrmM.

Ecnu Bbl YiTanu kuury «<BevHocTb 3aech GorbLUe HE KUBET. TONKOBBIM
CrioBapb My3eMHbIX MPexoB» cTapliero komnnern BaH MeHwa, Tommncnaea
Lonbl (2012), Bac He yameuT, 4To BaH MeHwWw pelumn 3awmiath gmMccepTa-
umio B YHuBepcuTeTe 3arpeba. B XopeaTtum, B cuny pasHbIX NPUYKMH, AeMCTBO-
Ban KPYr €4MHOMBILLIIEHHUKOB MO KPUTUHECKOMY OCMBICTIEHUIO MY3€05OrMM.
MmeHHo Tam BaH MeHw BcTpeTtnn MBo MapkroBuya, cBoero OyayLuero Hayy-
Horo pykosoguTens. 3awmtunca Ban MeHw B 1993 rogy, cdhopmynmpoBas Teo-
peTUYECKMe OCHOBAHMSI My3€0MOrMM KaK HayKu BTOPOM MonoBuHbI XX BEKa,
onpenenye ee HayYHbIM NPEAMET, LeNu 1 334a4M, @ TaKXKe CTPYKTYPY M B3au-
MOCBSI3U C APYrMMM aucumnnuHamu. Ero kHura-guccepraums «K metogonorum
My3eornormu» Obina nepesefeHa Ha pycckuit ewe B 2014 rogy v nybnmkoBa-
nacb B «Bonpocax myseonoruu» (BaH MeHw 2014), a oTaenbHbIM U3ZaHUEM
Bblwna B 2018 rogy (BaH MeHw 2018).
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B 2012 ropy Metep BaH MeHLWw U ero xeHa JleoHTMHa Meliep-BaH
MeHLu, KoTopas HauMHana MyselHyto kapbepy B bepnuHe, ocHoBanm koHcan-
TUHroBoe areHTcTBO Mensch Museology, Ho, Kak WwyTuT cam [etep B npe-
LMCNOBMM K PAacCMaTPUMBAEMOMY B 3TOM PELEH3UM U3LAHMIO, OBHOMY M3 HMX
BCe-TaKM MPMLLNIOCh BEPHYTbCS Ha HopmanbHyto paboty. CerogHs JleoHTuHa
Meiiep-BaH MeHwWw — paupekTop [OCYAaPCTBEHHbLIX STHOMPACOMHECKMX KOM-
nekumit Cakcorun (mysees [Opesgpena, Iednuura n XeppHxyTa). PaHee oHa
6bia nporpammHbIM AvpekTopom Eepeiickoro myses B bepnuHe, 3amectute-
nem avpekxTopa 6epnmnHckoro Myses eBponencKux KymsTyp M MpenogaBaTenem
TeopuM Hacneamsl U NPodPeccMoHanbHoM aTnkn B Akagemmu PeliHBapaTa. SToT
npodreccMoHanbHbIM anHammudeckuin gyt Metepa BaH MeHwa (HacTosero
MY3EMHOro TeopeTuka u metogosnora) u lleoHTuHbl Meitep-BaH MeHL (aKkTuB-
HOTO MPAaKTUKa) , 06beAUHEHHbIM OBLLMMM LIEHHOCTSIMM, OTHOLLEHUEM K My3ei-
HOM 3TUKe U paboTol B MexxayHapogHom komuTeTe myseonorun MKOM, anei-
CTBYET YAMBUTENIbBHO TOYHO M 3CPPEKTUBHO yKe 6Gonee ABagLaTH NeET.

Mepeoe usgaHue «HoBbIx TPEeHAOB B My3eonoruy Beiwnio B 2011 rogy
(Van Mensch and Meijer-Van Mensch 2011) u 6bino otpedbeprposaHo
Hatanuei Yykogsoit (2017) B xypHane «Bonpockl myseonorum». B pedoe-
pate Yyrkoesa (2017) nogpoBHO pa3bupaeT KaxAaylo FMaBy KHUMM M aBTop-
CKylo TepmmHonoruio. Bropoe nzganue (Van Mensch and Meijer-Van Mensch
2015) BbILLFIO CMYCTS YeTbipe roga nocre nepeoro. MMeHHO oHO nepeseaeHo
Butanvem AHaHbeBbIM (KOTOpbIN Takke nepesoamn «K meTogonorum myseo-
norum») Ha pycckuit si3bik 1 B 2021 rogy nspaHo FTAYK «Mocroptyp» npu nog-
depskke MoconbcTBa Koponeectea HuaepnaHgos B Mockse.

Tpu cTonna myseHoro npodreccMoHanusma, no eepcum BaH MeHwwa
1 Meiep-BaH MeHL, — Teopwusi, MPaKTUKA, 3STUKA — MPEACTaBNEHbl BO BTO-
[POM M3[aHUM B TOM Ke MOCEe[OBATENbHOCTH U TaK e METOAUYHO, YTO U Mnpe-
xae. bes nameHeHus ocTancsa pasges, MOCBSLLEHHbIM OCOObIM OTHOLLEHUSAM
MoCeTUTENsI C My3€em, TPEHAY WHAMBUAYANU3aLMM MOCETUTENBCKOMO OMbITa
(paboTa c ayauTOpUaMM oCmbichanack BaH MeHLuem ¢ camoro Hadana Kapbe-
pbl: OH GbiN GOMbLLIMM MOKTOHHUKOM MAEM NapTULMMaLMU 1 SJOBEPUS K Moce-
Tutenio ewe ¢ 1990-x rogos). B HoBom mM3gaHUM oTaenbHOe BHUMAHKWE yaene-
Ho koHuenuum «Hacnegue 3.0» (Heritage 3.0), o603Ha4eHa HOBast ponb My3es
He TOJbKO KaK «COoLManbHO OTBETCTBEHHOMY, HO M KaK «COLManbHO HaueneH-
HOM» MHCTUTYLIMM, TOHYHEE U CUIbHEE O3BYYEHa NPOBema CyGLEKTHOCTH My3es.
Kpome Toro, o6HoBrneH GMbnuorpadoMyecKuii CNMCoK.

ABTOPBI «HOBBIX TPEHAOBY SKCMITULMUTHBI B TE3UCAX M BECbMA MPAKTU-
Kocoo6pa3zHbl. OHM He «M30BPETaIoT BENIOCHMNERy, HE MULLYT Y4eBHUK, a Npo-
CTO BBOAAT B KypC Aena, NMoKasbiBasi TEHAEHLMM Pa3BUTUS My3€OnorMm U mx
B3aMMOCBSI3b Mexay coboi. Bce nogkpennsertcs ccbinkamu, KOTOPbIE MOXKHO
MOCMOTPETb B CBOBOAHYIO MMHYTY (He mponycTuTe, noxanyicTa, bpyHo JaTypa
u Kapna LLnerens). MyzeitHas doyHKUMOHanbHas mogens BaH MeHwwei — 31o
B3aMMOCBSI3aHHbIE MOACUCTEMbI COXPaHeHMs, 0Bpa3oBaHms/MccrnefoBaHmMs
M KOMMYHMKaLMK (BMECTO MPUBBIMHOM HaM TPMaAbl «COXPaHEHWe, MPoCBeLLe-
Hue, penpeseHTaums»). Ha Hee «noaeelumBaloTca» Boree Mesikue NoacUCTEMBI
M OCHOBHbIE BOMPOCH! My3€MHOM MPAKTUKU: YPABIEHWE KOMNEKLMSAMM, HOBbIM
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MONb30BATENbCKMIA OMbIT, MAPTULMMALMS YU SMOLIMOHANbHOM MHTENNEKT; UHTErPa-
LMs HAaCNeams Kak NMPOoLeCC «OPraHM3aLmMm KyNsTYPHOM NamMsaTH» MEXAY HAayKamM,
MHCTUTYTaMM U NIOObMM; OLIEHKA Ka4eCTBa KaK OLeHKa CTeneHW OTBETCTBEHHO-
CTU 1 BIUSIHKS, @ He y4eT pecypcos. Llenb nofgo6Ho mogeny — onpeaenuTs,
YTO HEOOXOAMMO MY3ESM M KaK OHM OTBEYAIOT Ha OBLLECTBEHHBIN 3aMpoc.

M ecnm poCCUMCKUIA My3EMLLMK UCTILITAET PajOCTb Y3HaBaHMS B pas-
ferne npo obpaszoBaHue W NapTMUMnaumio (OTPajHO, YTO MHOTOE yxe caena-
HO B 3TOM cdpepe u B Poccum), To rmasa npo ynpasreHUe KOMNEKUMSIMH, rae
NMPOM3HOCSTCS TAKME CIOBA, KaK U3BATUED, KOUMLLIEHUES U JaxKe «MPOJaXxay,
CKOpee BCero, Bbi30BET cmyLleHue. Ho s Bbl xoTena nonpocuTb Bac He crie-
LWKMTb C BbIBOAAMM WU MPOYUTATb MPO FOMMAHACKUIA NMOAXOA K YNPaBNeHMIO
KONMEKLUMSIMU — OH BECbMa MPUMEHATENbHBIM. 3aMbIKAET KHUMY Kpaeyrorb-
Hasl rmaBa 06 3TUKe, KOTOPYIO S MOCOBETOBANA Obl MPOYMTaTb HECKOIBKO Pas:
TEKCT «OTXaT» A0 KPaMHeEMN CTeneHu. DTUHECKME OMacHOCTU U YasiHUS Npef-
CTaBIIEHbI CMIMCKOM U3 CEMM KY3KMX MECT», MOACTEPErAOLLMX CErOfHS MOBOoro
My3€eMHOro npodpeccroHana. JTa rnaBa CO34aET CUCTEMY KOOPAMHAT My3ei-
HOM PaboThbl, yKa3blBasi Ha KOHPNUKTHbIE 30HbI B COBPEMEHHOM MY3EMHOM
NPAKTHKE 1 OOBACHSS, KaK Takue opraHm3aumnu, kak MKOM paboTaloT ¢ HUmMn
B HACTOsILLEE BPEMA. ABTOpr BBOAAT HECKOJIbKO BaXXHbIX MOHATUM: TPaHCNa-
[PEHTHOCTb, COLManbHas OTBETCTBEHHOCTb M KOHLIEMT MOPAasibHOM areHTHO-
CTM COBPEMEHHOIO My3esi.

ABTOpPbI Ha3bIBAIOT CBOIO KHUTY «MOPTANIOM», TEM CaMbIM MOAYEPKU-
Bas ee HaBWrauMoHHYto npupody. B paboTe ucyepnbiBaloLle npeacTaBneHbl
camble pasHble MPEeACcTaBNeHUs O PONY My3€eB B COBPEMEHHOM OOLLECTBe.
Mocne npo4TeHMs, MO 3ambiCiy co3daTenei, YuTaTenm JOMKHbI MOHSTb, KaKoe
OTrPOMHOE KOMUYECTBO PECYPCOB, OTPAXKAIOLLMX MPOPECCMOHaNbHBIN AUCKYPC,
CyLLeCcTBYeT cerogHs.. B aTom cmbicne NMpUHLMAMANEHO BaXHO, YTO B 3TOM
HeBOoNbLLIOM U3[aHUW, BCErO B CTO C HEOOSbLUMM CTPAHML, COPOK 3aHMMAET
Gubnuorpadoms, KOTopasi MOXKET CTaTb MCTOYHUKOM AarNbHEMLLMX UCCNENOBaHMMI
COBPEMEHHOM My3eMHOM MpPaKTUKKU. M3gaHue ByLeT None3HO Camomy LUMPO-
KOMY KPYTy My3elMHbIX NPOCPeCcCMOHAaroB, B TOM YMCIIe TEOPETUKAM, KypaTo-
Pam, XPaHUTENSM, MEHEKepaMm, NPEnofaBaTeENsIM U CTYLEHTaM.

1. CeropHs 310 o6HOBREeHHbIM my3ei Naturalis Biodiversity Centre, nonyums-
wwui B 2021 rogy npus «Esponerickui mysen roga» (European Museum of the
Year Award/EMYA).
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OG6 aBTOpE

Hatanbs KonensHckas — my3eornor, KypaTop, My3eMHbIM MPOEKTUPOBLLMK,
uneH MKOM Poccuu, coocHoBaTesbHMLa TBOPYECKOM rpynnbl «My3eriHble
PELLEHMS», KOOPAUHATOP MEKAYHAPOAHbIX MPOEKTOB [0CYAapPCTBEHHOMO MEMO-
PUaNbHOMO MCTOPUKO-XYAOKECTBEHHOMO M MPUPOAHOIO My3es-3anoBefHU-
ka B. [. MNoneHoBa. OkoHuuna Poccnitckmit rocynapCcTBEHHbIN F'yMaHUTapHbIN
yHusepcuTeT (PITY) no cneumanbHOCTH «My3eonorusi», 3aLwmTuna marmcrep-
CKylo auMccepTaumio B MOCKOBCKOM BbICLLEMN LUKOME COUManbHbIX U SKOHO-
Muyeckmx Hayk (MBLLICDH). PaBoTaeT Kak My3eMHbIM KOHCYMLTAHT, Kypa-
TOP M IKCNEPT MEKAYHAPOLHbIX U POCCUMMCKUX MPOEKTOB B Ccdpepe KynbTypbl
M UCKYCCTBa nocrefHue natHaauatb net. Cpeam HefaBHMUX MPOEKTOB — KOH-
Lenuus NOCTOSIHHOM 3KCNo3uumm [epMCKOM rocyaapCTBEHHOM XyLOXKECTBEH-
HOWM ranepeu, pamo4Hasl KoHuenuus dounumana locyaapcTBeHHOM TPeTbsKOBCKOM
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Hatanba KonensiHckas

ranepeu () 8 Camape, npoekTbl Mo pazeuTHiO MemopUuanbHOM KBapTu-
pbl A. M. BacHeuosa (') 1 Ooma-myses IN. O. KopunHa (I'Tl). YutaeT nex-
LMK MO UCTOPUM My3EHOrO AeNa M OCHOBaM My3EMHOro MPOEKTUPOBAHMS.
Hueet u paboTaeT B Mockee 1 Mepycanmume. ABTop Tenerpam-kaHana Museum
Wanderer (t.me/musep).

Email: nkopelyanskaya@gmail.com.
ORCID: 0000-0003-0496-7270.

ISSN-2633-4534
thegaragejournal.org

The Garage Journal: uccnefoBaHus B 061acT MCKYCCTBA, My3€€B U KynbTypbl 31 é



The Garage Journal: Studies in Arf, Museums & Culture

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
of genres, celebrating innovative ways of presentation. Fully peer-reviewed, The
Garage Journal provides a source book of ideas for an international audience.
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