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MapuHa Jloiak

IMymkuHckuu XXI. OTpaxkeHue
KJIACCUKU B COBPEMEeHHOCTU

OpfHa 13 BarHEWLLMX MUCCHI My3€eA KaK YHUKANIbHOrO MHCTUTYTa
COXPaHEHWA 1 NOMyNAPU3aLIMM KyNbTYPHOIO HacNeamuA — HWUTb B COBPE-
MEHHOM MMpPE 1 YYTKO pearnpoBaTb Ha BbI30BbI COBPEMEHHOCTH, B TOM
yncne BblpabaTbiBaTbh CBOE OTHOLUEHWE K OMpPeeneHno CUCTEMbI BU3Y-
asnbHbIX KOOPAMHAT COBPEMEHHOMO KyNETYPHOrO NPOCTPAHCTBA, HOBOrO
A3blKa B UCKYCCTBE. Y My3eMHbIX KONNEKLMIM OrPOMHbIM NOTEHUMan, Bedb
OHW XpaHAT NamMATb YenoBeyecTBa. Bonpoc B TOM, Kak MMeHHO paboTtaTb
C 3TMMK cobpaHuAMM, 4TOOLI NpuBneyb ayauTopuio XXI Beka.

Bo Bcex HoBbIx NpoeKkTax [NyLWKUHCKKUI My3el CTPEMHUTCA BROYaTb
NpOn3BeAEHNA KNACCUYECKOr0 MCKYCCTBA B AMaior C COBPEMEHHOCTBIO,
a TaKwe npeanaraeT HOBblE YITibl 3PEHUA AJ1A BOCNPUATUA TPAAMLMOH=-
Horo uckycctsa. [MocneaHue nate net B MWW peanusyetca KoHuenuus
pa3BUTUA, OPUEHTMPOBAHHAA Ha NPUBIEYEHUE HOBOIO 3pUTESNA 3a CYET
BK/IIOYEHWA COBPEMEHHOIO MCKYCCTBA B KOHTEKCT TPaAMULIMOHHOIO My3es.
Ha pasnuyHbix nnowaaKkax My3esa NpPOXOAAT BbICTAaBOYHbIE NMPOEKThI, KOH-
depeHLMM 1 NEeKLMH, NOCBALLEHHbIE COBPEMEHHOMY UCKYCCTBY.

HaunHaa ¢ 2015 ropa B [MaBHOM 34aHWMM My3ed 6bin NnpeacTas-
NeH pAL NPOEKTOB, B KOTOPbIX NPOMU3BEAEHUA COBPEMEHHbIX XYA0MHUKOB
BCTYMNatoT B AMANION C KONNEKUMEN My3ea 1 ero npoctpaHcTeom. Pabo-
TaA C COBPEMEHHBIMU XyAOKHUKAMU, Mbl CTPEMUMCA HAWTKU TEX, KTO MOXeET
MOMOYb MPUOTKPBITL 3aBECY BPEMEHHW, MPeAOCTaBNAA 3PUTENIO BOSMOMK-
HOCTb OTKPBITOrO NPOYTEHWUA CBA3EM NPOLLSIOro M HaCTOALLErO.

Bnaropaps HoBeHwKM paboTaM COBpPEMEHHbIM My3ek nomoraeT
peabunMTrpoBaTtb YyBCTBEHHOCTb YENOBEKA, AaTb EMy BO3MOKHOCTb
MHTYWMTUBHOIO UCCNeA0BaHNA MUPa, ONMMPaACk Ha BU3yaslbHOe, Cry-
XOBOE€, TaKTU/IbHOE BOCNPUATHE. DTO HE OTXOL, OT KTACCUYECKOM KOH-
Lenuun mysen, a npubAnKEHHe K HelM B COOTBETCTBMKM C MOHUMaHWEM
ee opuruHanbHoro cnocoba AOKyMEHTUPOBaHWA. EAMHCTBEHHBIM NyTh
ANA My3eA — nyTb NOCTOAHHOrO 06HoBNeHWA. bepHap Jenow B KHure
«Mudonorum myses. Ot uchronie K yTonuu» BUOWUT poOsib COBPEMEHHOIO
My3eA B TOM, 4TOObl 3a4aBaTb BOMPOCH], @ He AaBaTb OTBETbI. |akuM
o6pa3om, My3en OKa3blBaeTCA CBOEro pofa HabntogaTesnibHbIM MyHKTOM,
MHTEPaKTUBHBLIM U HEJTMHEWHbBIM.

BCTYMNEHUE | INTRODUCTION

Marina Loshak

Pushkin Museum XXI.
A Reflection of the Classics
in Contemporaneity

One of the most important missions of a mu-
seum as a unique institution for the preservation
and promotion of cultural heritage is to sensitively
respond to the challenges of the contemporary
world. This means developing our position within the
system of visual coordinates of contemporary culture
and defining our attitude to the new languages in art.
Museum collections have enormous potential, be-
cause they preserve the memory of humanity. Now,
the question is how to work with these collections to
attract 21st century audiences.

Within all its new projects, the Pushkin Museum
seeks to include works of classical art in a dialogue
with contemporaneity and to offer new perspectives
for the perception of traditional art. For the past five
years, the Museum has been realizing a program of
development which is focused on attracting new
audiences, by incorporating contemporary art in
the context of a traditional museum. The Museum
actively hosts exhibition projects, conferences and
lectures on contemporary art.

Starting from 2015, a number of projects have
been presented in the main building of the Museum,
where the works of contemporary artists enter into

a dialogue with the museum collection and its space.

In our work with contemporary artists, we strive to
find those who can help lift the curtain of time — to
give the viewer an opportunity to easily find the links
between the past and present.

Thanks to the incorporation of these new works,
the contemporary museum aids in the rehabilitation of
a viewer's sensuality. It enables them to explore the
world by intuition, relying on visual, audial and tactile
perception. This is not a departure from the classical
concept of a museum, but a reapproximation of it in
accordance with its original way of documenting. In
fact the only path for a museum to take is one of con-
stant renewal. In his book Mythologie du musée, de

l'uchronie a l'utopie, Bernard Deloche sees the role of
contemporary museum as one of posing questions —
and not giving answers. Hence, a museum is a kind of
vantage point, interactive and non-linear.

In May 2016, we opened the exhibition House
of Impressions: Classic and Contemporary Media Art
at Golitsyn Manor." Despite the French origin of the
word “impression,’ referring to the experience of the
Impressionist artists, a direct dialogue with them was
not the main goal of this project. Rather, their experi-
ence was important as a starting point for a journey
towards understanding the new experience of human
perception of the world, where visual images, tactile
sensations and audial impressions are inextricably
linked with knowledge of the world. Today's art seeks
to go beyond the limits of a picture frame, and further
beyond screen space. Of all the themes that House
of Impressions brought up, this is one of the most
important. The 21st century has brought a new expe-
rience of existence in spaces, where the boundaries
between reality and the virtual image, between the
observer and the object of observation are blurred.
The artists Tatiana Akhmetgalieva, Irina Nakhova, Yury
Kalendarev, Ksenia Peretrukhina and Dmitry Vlasik
created their installations specially for the exhibition,
taking into account the “genius of the place! The
space determined not only the logic of the installa-
tions, but also the whole exhibition. Also, despite the
fact that there were classic video art works from the
1950s — 1970s shown — such as films by Jonas
Mekas and Bruce Nauman — the exhibition was not
chronologically based. Rather, it offered routes that
viewers could choose themselves.

Following House of Impressions, we produced
a new exhibition — House of Impressions: A Walk
with a Troubadour. Medieval troubadours — the
metaphorical image for this project — are cred-
ited for the actualization and development of new
language and the shift from zealous religious piety
to an interest in everyday life, in which a person not
only prays and fights, but also can gently love and
admire the beauty of nature and human creations.
One can agree with the curator Carolyn Christov-
Bakargiev's opinion that we have entered the era
of the new middle ages, where instead of ancient
rationality, sensuality has become basis of new
language. This new sensual language, which comes
into its own in art, is based on sound, which — in
the form of a song, melody, and even a whole
sounding space — everyone understands. The
video works and sound installations by Gary Hill,
Jonas Mekas, Camille Norment, Vito Acconci, Julian
Rosefeldt, Semyon Alexandrovsky, Pyotr Aidu and
others formed a resonating space and expanded the
frames of sound, cinema and performance. A sym-
phony of voices created a unique universe of poetry,
sound and rhythm, open to the viewer in search of
new meanings and emotional experiences.

One of the Museum'’s first off-site projects in
the context of contemporary art was the exhibition
Man as Bird: Images of Journeys, held within the
Parallel Program of the 2017 Venice Biennale. The
exhibition featured works from the collection of the

1 Editor’s note: The Golitsyn Manor building, which previously housed
the Institute of Philosophy, is now part of the Pushkin Museum.

MAPUHA NOWAK | MARINA LOSHAK

B mae 2016 roga B ycaabbe KHA3eW [0nMUbIHBIX OTKPbINACh
BbicTaBKa «[Jom BnevatneHnin. Knaccvka n coBpemMeHHOCTb Meamanc-
KyccTBa». HecMoTpA Ha TO, YTO CNOBO «BrevatiieHne», ABMAACH B CYLUHO-
CTH KallbKOW C PpPaHLLy3CKOro impression, OTCLINAET K OMbITY XYAOMHW-
KOB-MMMPECCUOHNCTOB, MPAMOM OMANOr C HUMK He ABMNANCA OCHOBHOM
uenbto atoro npoekta. CKopee, Mx onbIT ObiN BaxkeH Kak oTnpaBHas
TOYKa MyTeLeCTBUA K MOHMMaHWIO HOBOIO OMbiTa BOCMPUATUA YEIOBEKOM
MWpPa, B KOTOPOM BW3yasbHble 06pasdbl, TAKTUIIbHBIE OLLYLLEHWUA MU CNyXO-
Bble NMepeKMBaHNA HEPA3PbIBHO CBA3aHbI C No3HaHWeM mupa. CerogHsLwu-
Hee MCKYCCTBO CTPEMMUTCA BbIMTW 3a Npeaesbl He TONIbKO pambl KapTHHbI,
HO M 3KpaHHOro npocTpaHcTea. M cpeaum croxeTos «[loma BnevaTneHumn»
3TOT — OAMH U3 BawHenLwnx. XX| BeK NpMHeC HOBbIM OMbIT CyLLECTBOBA-
HWA B MPOCTPaHCTBaX, FAe MNaBMTCA rpaHMLa Mexay peasbHOCTHBIO W BUP-
TyanbHbIM 06pa3om, Mexay HabntogaTenem U 06bEKTOM ero HabnaeHUA.
MHcTannaummn xynoxHnkoB TateAHbl AxmeTrannesor, Hcenun MNepeTpyxu-
Hoi ¢ OmuTpurem Bracukom, MpuHel Haxosow, FOpus Kanenpapesa 6binm
CO3[aHbl CneunanbHO AJ1A BbICTaBKM C y4eTOM «reHna mectar. [NpocTtpan-
CTBO AMKTOBAJIO CBOO JIOTMKY HE TOSbKO ANA MHCTANNALMA, HO W ONA BCEW
aKcnoauumu. [Npu Tom, 4To cpeam NPomsBeaeHUI BbiNK Knaccuyeckue
paboTel B 0bnacti Bugeoapta 1950—1970-x rogos, KaK, Hanpuwvep,
dunbmbl Monaca Mekaca 1 Bproca Haymara, BeicTaBKa He CTpounack
no xpoHonornyeckomy npuHuuny. Ckopee, 310 6binv MapLIPYTbl, KOTOPbIE
3puTeny Mormu BelbpaTb Camu.

Mo cnepam «[Joma BneyatneHnn» Gbi 3anyLLEH HOBbLIM MPOEKT —
BbicTaBKa «[lom BnevaTtneHui. MNMporynka c Tpy6agypom». CpenHe-
BEKOBbLIM TPybaaypam, CpaBHEHWE C KOTOPbIMU ABMNAETCA KIHOYEBbIM
ANA 9TOro NPOEeKTa, NPUHAANERUT 3acnyra aKTyanmsauumn 1 pasBuTUA
HOBOrO A3blKa M CMELLLEHWE aKLEeHTOB C MCTOBOIO PenMrMosHoro 6na-
ro4ecTMA Ha MHTEPECHl CBETCKOM HM3HU K MUPY U YENOBEKY, KOTOPbIM
MOMET He TONbKO MOJIMTBCA WM BOEBATb, HO M HEXHO NIOOUTL, BOCXM-
LWaTbCA KPacoTOM NPMPOAbl U YenoBevyeCcKuUx TBopeHui. MoxHo corna-
cutbeA ¢ Kypatopom RaponuH Xpuctos-bBakapaxues, yTBepHaatoLLen,
4TO Mbl BCTYyNuIK B 9py HoBoro CpeaHEBEKOBbA, IAe Ha CMEHY aHTUY-
HOW pauMOHanbHOCTH MpULLa YyBCTBEHHOCTb Kak OCHOBA HOBOIO A3blIKA.
OTOT HOBbIM A3bIK YYBCTBOBAHWA, KOTOPLIA BCTYyNaeT B CBOMW Npasa
B MCKYCCTBE, OCHOBaH Ha 3By4YaHWH, KOTopoe B $opme NecHU, Menoamnm
W Jaxe LEeNoro 3syyalllero NnpocTpaHCTBa, OKa3bliBaeTCA MOHATHLIM BCEM.
Bupeopabotbl M cayHA-nHcTannAumu apu Xvnna, MoHaca Mekaca,
Kamunnbl HopmeHT, Buto Akkonum, Oiynunana Posedenbaa, Cemena
Anekcangposckoro, NeTtpa Alay n apyrux cospanu pe3oHupytollee
NPOCTPaHCTBO, PacLUMPUIK 3BYKOBbIE, KMHEMaTorpaduryeckue, nep-
¢dopmaTtmBHble paMku. CUMPOHUA ronocoB, 3ByyaLllas B 9TOM NPOEKTe,
cpefcTBaMM MO33UK, 3ByKa M pUTMa CO3ana yHUKabHYO BCENEHHYO,
OTKPbITYIO 3pUTENIO AJ1A CTPAHCTBMIM B MOMCKaX HOBbIX CMbICITIOB U 9MO-
LMOHasbHBIX MepeXRnBaHUM.

OOHUM 13 NepBbIX MPOEKTOB My3ef Ha BHELWHEN MIOLWAAKEe B KOH-
TEKCTe aKTya/lbHOrO0 MCKYCCTBa CTana BbiCTaBKa «HenoBeK Kak nTuua.
O6pasbl nyTewecTBUiA» B pamKkax napanienbHon nporpammbl BeHeuman-
CKov 6ueHHane B 2017 rogy. Ha BbicTaBKe 6bIn NpeacTaBneHsl paboTsl
n3 cobpanuna MUK mum. A. C. TTyLwKKHa, YaCTHBIX KOMNEKLMH, a TaKKe
Nnpou3BeAeHWA, CO3AaHHbIe creumanbHO Anda npocTpaHcTea Manauuo
CopaHuo BaH Akcenb. Bce oHM 6binv nocBsALLeHbl TpaHCpopMaLmMn BOC-
NPUATUA MUPa Yepe3 NPU3MY MCKyCCTBa.

Cpeam BawHbIX pesynsTatoB paboTsl My3es C COBPEMEHHbIM UCKYC-
CTBOM He TOJIbKO €ro BbICTaBOYHAA MOSIUTUKA, HO U GOPMUPOBaHHUE KOS-
NEeKLMM COBPEMEHHOI0 MCKYCCTBa, MPM3BaHHOM CTaTb OCHOBOW TOrO,
yto B nporpamme passutua MUK um. A. C. lMywkunHa HaseiBaeTcA «[lyw-
KWHCKKIM XXI». B ocHOBY 3TOro akTyasbHOro HarnpasieHWUA MOOKEHO
coefMHeHWe 06pa3oBaTenbHOM, UCCNea0BaTENIbCKOM U BbICTAaBOYHOM



AeATENbHOCTH, KOTOPOE MO3BOUT PACKPbITh SBOMIOLIMIO XYAOKECTBEH-
Horo obpasa — OT TPaAMLMOHHbLIX METOAO0B A0 COBPEMEHHbIX TEXHOMOT MM,
MpoekTsl «MywknHcKkoro XXI» 6yayT npeacTaBneHbl Ha pasnnyHbIX NIo-
WaaKkax Myses 1 byaywero My3emHoOro Ksaprana — PeKOHCTPYMPOBaH-
Hble M HOBble 34aHWA KBapTana 6yayT MUCMOb30BaHbl ANA BPEMEHHbIX 9KC-
nosunumi. B ganbHenwem «[ywkmHckunin XXI» ctaHeT camocToATeNbHbIM
noppasgenieHnemM My3en 1 Mony4nT cobCTBEHHOE 34aHue.

CeroaHa KonneKkLunM HOBENLLIErO MCKYCCTBA CO3AAt0T Beaylume
My3eun mupa — naptHepbl TMWUW um. A.C. MNywknHa — myset MET Breuer
(CLUA), Teit MoaepH (Bennkobputanus), AnbbeptuHa (AscTtpua), LieHtp
Hopma Momnuay (Pparuma), KIASMA, (Punnanauna), ZKM (Fepma-

HuAa), Mori (Anonua) u ap. Y Kamgoro My3ef, CBOA CTpaTerna Ha cerogHsa.
Tak, k npumepy TenT dopmMUpyeT KONNEKLMIO NepPOpPMaTUBHOIO UCKYC-
ctBa, a LACMA ¢doKycHpyeTca UCKIIOUUTENBHO Ha XyAomHMLUaX, V&A —
Ha HOBbIX popMax NONynAPHOM KynbTypbl. To4Ka oTcyeTa oTbopa pabot

B HoByto Konnekuuto MUK um. A. C. MywknHa — Havano XX ctoneTtus,
KOrAa XyOOMHWKM Havyann CBOM SKCMEPUMEHTbI C HOBbIM MeAMa — KUHO-
KaMepoW, pacLUMpPAA BO3MOKHOCTH M300pa3nTenbHOro MCKyccTea 6naro-
AapA ABUHKYLLEMYCA M3006paKeHMIo.

B konnekuuio, bopmmpyemyto My3eem B pamKax HanpasieHHA
«MywrnHckmni XXI», BonayT paboTbl KNaCCHUKOB U XyAOMHWKOB NOCNes,-
Hero noKoneHuA B obnacti MegnaapTa v nepdopMaTUBHONO MCKYCCTBaA.
Cpenau nepsbix paboT KoNfeKUMH — npoeKTsl MoHaca Mexaca (CLLIA),
Fapu Xunna (CLUA), MapuanHel Xecke (Hopserus) v Tpunorua poccui-
ckom apT-rpynnel «Mposmeiza» (FanuHa MeiaHukosa u Cepreit MNposopos)
«OTyaanue» (2008), «Boogywesnenune» (2010) n «<BeunocTs» (2011).

Pa6oTtel apT-rpynnsl «[MpoBmbi3a» u3 konnekumn MUKW 6binm npea-
CTaB/ieHbl Ha BbICTABKE, OTKPLIBLUEMCA B AHW paboTbl KOHbEpPEHLIMM
«Bunneposckue yteHusa». OHa oTKpbIiack NpeMbepoi neppopmaHca
xynoxHukoB «Post-mortem chronography», Kotopbiv 6611 cO3aaH cneuu-
anbHO ANA npocTpaHcTeBa My3es. [lepdopmaHc oTchInaeT K Knaccuye-
CKMM TemaM 60nM U CoCTpadaHuA Yepes NpesioMyIeHHbIE COBPEMEHHOM
MeOMMHOM KynbTypor obLueyenoBeyeckue amounn. O6begnHeHne anox
W BbICTPanBaHWe HENPOCTLIX CBA3EM 3aKN04aeTcA B TOM, 4TOObI BBECTH
NnoceTUTEeNA B TEMY MCKYCCTBA Yepe3 CBEPXIMOLMIO.

Ha paHHbIM MOMeHT pa3pabaTeiBaeTcA NnaH GpoOpPMUPOBAHUA KOI-
NeKuuK, KoTopas B nepcrnexkTuee ByaeT NOCTOAHHO NOMOMHATLCA
Kak BHOBb CO34aBaeMblMK NPOU3BEAEHMAMU COBPEMEHHOIO MCKYCCTBA
(6naropaps BLICTABOYHBIM NPOrpPaMMaM HanpasneHus), Tak U paHee
CO3AaHHbIMK, NpHobpeTaemMbiMK Y BnagenbLes, NPy NOAAEPHKKE NapTHe-
pos «[lywKnHcKoro XXl».

HonneKunn HOBOro MCKyCcCTBa OTKPLIBAKOT AJ1A HAC HOBbIE NMEPCMeK-
TWBbI M OMbIThl BNAAEHWA, NO3BOMNAOLLME NEepeceKaTb «rpaHuLLbl» CTpaH
M COeAUHATb KynbTypbl. UIMEHHO No3TOMy CerogHA Mbl peannayem nep-
CMeKTMBHOE HanpasnieHne coBMecTHO ¢ Myzeem LACMA no cospaHuio
obuwen Konnekunn. Mel coBmecTHO NpopapabbiBaeM CLieHapuW 1 napsbl
XYAOMHWUKOB, MPON3BEAEHNA KOTOPbIX, C PYCCKOM M aMEPUKAHCKOW CTO-
POHbI, ByAyT BXOOMTb B KOMMEKLMM HaLLKMX My3€eB.

[ToMMMO NNaHOB NO PaCLUMPEHMIO KOMNEKLMK U BRITFOYEHUIO COBpE-
MEHHOr0 MCKycCTBa B BbiCTaBouHble NpoekTel MWW, Mbl nbiTaemca
MO-HOBOMY OCMbIC/IUTb U BHYTPEHHWMA KOHTEKCT My3€A, NOABEPIHYTb XyA0-
WECTBEHHOW MHTepnpeTauumn camy My3erHyto NOBCEAHEBHOCTb.

My3seW — nnop, HEKMUX MHTEpPNpPEeTaLMi, KOTOPbIE PacCKasbiBatoT
XYAOMHWUKM MPOLLIOro WU HACTOALLLEro, AMPEKTOPa My3€eA U MHOMECTBO
nrofen, Kotopble cosgatoT aypy atoro mecta. CaMbiM caKkpasibHbIM NPo-
CTPaHCTBOM B My3ee MO¥HO, No¥anyH, Ha3BaTb KabMHET AMpeKTopa.

M Mbl penaem 310 MPOCTPAHCTBO OTKPbITLIM, NMPUrnallan Tyaa XyA0HHUKOB
ANA CO3aaHWA MHCTaNNALMA, DTo cBoeobpasHas 1rpa, B KOTOPYHO BKIHO-
YeHbl BCE JII0AM, CBA3AHHBIE C MM3HbIO My3es.
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Pushkin Museum and private collections, as well

as works created specially for the space of the
Palazzo Soranzo Van Axel. All of them were devoted
to the transformation of the perception of the world
through the prism of art.

Among the important results of the Museum'’s
work with contemporary art, besides its exhibition
policy, is the creation of a collection of contempo-
rary art. This will form the basis of Pushkin Museum
XXI, where the combination of education, research
and exhibition practice will allow the evolution of
the artistic image to be revealed — from traditional
methods to contemporary technologies. The projects
of Pushkin Museum XXI will be presented at various
sites of the Museum and the future Museum Quarter:
the renovated and the newly constructed buildings
will host temporary exhibitions. In the future, Pushkin
Museum XXI will become an independent museum
department and will be allocated its own building.

Today the world’s leading museums create
collections of contemporary art, among them —
partners of the Pushkin State Museum of Fine Arts:
the Met Breuer (USA), Tate Modern (Britain), the
Albertina (Austria), the Centre Georges Pompidou
(France), Kiasma (Finland), ZKM (Germany), Mori
(Japan), and others. Each museum has its own
strategy for this process. For example, the Tate is
creating a collection of performance art, LACMA
is focusing exclusively on female artists, while the
V&A is looking at new forms of popular culture. The
starting point for the selection of works for the new
collection of the Pushkin State Museum of Fine Arts
is the beginning of 20th century, when artists started
to experiment with new media — the camera — ex-
panding the possibilities of the visual arts through
the moving image.

The collection, formed as part of the Pushkin Mu-
seum XXI, will include works in the field of media and
performative art — by the pioneers of these move-
ments and by artists of recent generations. Among
the first acquisitions are works by Jonas Mekas (USA),
Gary Hill (USA), Marianne Heske (Norway), and the
trilogy by the Russian art group Provmyza (Sergey
Provorov and Galina Myznikova): Despair (2008),
Inspiration (2010), and Eternity (2011).

The works by the art group Provmyza from the
collection of the Pushkin Museum were presented
at the exhibition during the Vipper Readings Confer-
ence. The exhibition opened with the premiere of
the artists' performance Post-Mortem Chronogra-
phy — created specifically for the museum space.
The performance refers to the classic themes of
pain, compassion, and death, rethought through
contemporary media culture. This joining of epochs
and building of uneasy links aims at introducing the
visitor to the topic of art through super-emotion.

We are currently developing a plan of ac-
quisitions for the collection. In the future it will be
constantly replenished with both newly created
works of contemporary art (thanks to the exhibition
practice) and previously created and purchased
from the owners with the support of the Pushkin
Museum XXI partners.

Collections of new art open new perspec-
tives and experiences of ownership, allowing us to

cross the borders of countries and to unite cultures.
That is why today, in conjunction with the LACMA
museum, we are implementing a promising pro-
ject to create a shared collection. We are jointly
developing scenarios and selecting pairs of artists,
whose works — from Russia and America — will be
included in the collections of our museums.

In addition to the plans to expand the col-
lection and incorporate contemporary art into the
exhibition projects of the Pushkin State Museum of
Fine Arts, we are trying to rethink the inner context
of the Museum, and to make the museum'’s everyday
life subject to artistic interpretation.

A museum is a result of certain interpretations
by artists of the past and the present, by museum
directors and by many other people who contribute
to the creation of the aura of this place. The most
sacred space in the museum is, perhaps, the direc-
tor's office. We have also opened this space up by
inviting artists to create installations there. This is
a kind of game, which engages all the people con-
nected with the life of the museum.

The museum director is always associated with
the museum itself. The founder and first director of
the Pushkin Museum was Ivan Tsvetaev — a pro-
gressive passionate scholar who embodied his
artistic dream. From 1961 to 2013, Irina Antonova —
a legendary director and an outstanding cultural
figure — headed the Pushkin State Museum of Fine
Arts. When one spoke of the Pushkin Museum, they
always meant . A. Antonova, and the mention of her
name meant the Pushkin Museum. We decided to
demonstrate that a person'’s identity is separate from
the mission of the museum'’s director. That is why
in the first intervention, architect Alexander Brodsky
decided to divide the office into two parts. The lower
one is a certain condensed image of the museum
with its attributes: twilight, a labyrinth of cabinets,
shelves and art objects. This is an opportunity to find
oneself behind the scenes of museum life. Under
the ceiling there is an empty, brightly lit room with
a desk, a chair and some personal belongings —

a space separate from the “museum tale”

The next intervention in this space was the
project On Bird Rights by Tadashi Kawamata, who
created installations resembling nests, from materi-
als found during the demolition of the old build-
ings of the museum quarter. Any movement in the
Museum — be it the director’s current work or the
renovation activities at the museum town — be-
comes free from secrecy and open to interpretation.

Thus, the museum is a place where not only
the classical and contemporary intertwine, but also
the boundaries between art and everyday life shift,
turning the viewer from a detached observer into
a full-fledged participant in the life of the museum.

MAPUHA NOWAK | MARINA LOSHAK

HupeKTop My3ena Bcerga accounmpyetca ¢ camum myseem. Cospa-
Tenem 1 nepBbIM AUpeKTopoM My3eA 6bin MeaH Bnagumuposuy Lise-
TaeB — MPOrpPeCCHBHbIM CTPACTHbIA YYEHbIW, BOMIOTUBLLWK CBOO XyA0-
wecTBeHHyto meuty. C 1961 no 2013 roa TMWN um. A. C. MywkuHa
Bo3rnasnsana MpuHa AnexkcangposHa AHTOHOBA, NereHaapHbIM AUPEK-
TOp, BblAAOLWMHCA AeATenb KyneTypbl. Roroa rosopmniu MNywKUHCKMA —
Bcerga nogpasymesany M. A. AHTOHOBY, a ynOMWHaHWE ee MMEHW O3Ha-
yano — lNywK1HCKKIM My3ei. 3apaya NpoeKTa NPOAEMOHCTPUPOBATh,
4TO JINYHOCTb YenoBeKa OTAENMMa OT MUCCUM AUpPeERTopa My3eA. MIMeHHo
NnoaToMy B NEPBOM MHTEPBEHLIMK apxuTekTop AnexkcaHap Bpoackui 3aay-
Man pasfenuTb KabuHeT Ha ABe YacTu. HWKHAR — 3TO HEKWIM CKOHLEH-
TPUPOBaHHbLIM 06pa3 My3ea C ero aTpubyTaMu: NoOyMpaK, NabUpUHT LKa-
¢oB, cTennaken U NPeaMETOB UCKYCCTBA. DTO BO3MOKHOCTb OLLYTUTb
cebA 3a KynMcammn My3emrHOW %m13HuW. o NoTonKoMm — nycTad, APKO ocBe-
LleHHaA KOMHaTa C NMMCbMEHHBIM CTOMIOM, CTY/IOM M Napor MOMX NTMYHBIX
Beller — MPOCTPaHCTBO, OTAENBHOE OT «My3€MHOM CKa3Ku».

Cnegnyrowen MHTepBEHLMEN B 3TO NPOCTPAHCTBO CTan NMPOEKT
«Ha nTnubnx npaBax» Tagacu KaBamara, KOTOpbIM co34an MHCTaNNALNM,
HanomwuHarowwmMe rHesga, U3 matepuanos, obHapy*eHHbIX Npu pasbope
cTapbIx 34aHWK My3enHoro keaptana. Jlloboe ABu#eHWe B My3ee —
6yab TO TeKywan paboTta AUpPeKTopa UMK OEATENBHOCTb MO PEKOHCTPYK-
LMK My3eMHOro ropofKa — CTaHOBMTCA CBOOOAHBLIM OT TaWHbl U OTKpPbI-
TbIM AJ18 UHTepnpeTauum.

Taknm 06pas3om, B My3ee nepensieTaeTcA He TONbKO KNacCHYecKoe
M COBPEMEHHOE, HO M CMEeLLAloTCA rPaHuLbl MeXay UCKYCCTBOM W NOBCEe-
AHEBHOCTLIO, a 3pUTeSlb M3 OTCTPaHEHHOro Habnopatena npespallaeTcs
B MOMTHOMNPABHOMO Y4aCTHMKA My3eMHOW HU3HU.



Onpra uiixko, KOnuga 'paynikoBa

CocrTaBHbBIE YaCcTU
HOBOI'O 3HAHUSI U OIIbITA.
I[Toucku HOBBIX ()OPMATOB

CoBpeMeHHOe 3HaHWe MO3anyHO W MexaucuunnnHapHo. OHo o6pa-
waeTca K GMnocodpmm, aHTPONONOrMMu, COLMONOrnn, CTOPHUU U MHOTUM
apyrum gucumnnmHam. CoBpeMeHHas Teopus HacneayeT U akTUBHO pas-
pabaTtbiBaeT TPAaHCUMCTOPUYECKOE MbILNEHME, XapaKTepHOe ANA TEOPHUH
ncKyccTBa Havana XX Beka. Knaccuueckue mysen n My3en coBpemMeH-
HOro UCKycCTBa 06palLatoTCA K UCTOPUM BHYTPU COBPEMEHHOCTH. Tpa-
AMLMOHHBIE My3€en NepeoCMbICNAIOT 3Ha4YeHME CBOMX KOSMEKLMUMA B 3TOM
KOHTEKCTe, BbICTpamMBas HOBOE NOBECTBOBaHWE, MHULIMMPYA OUanor Knac-
CHKW 1 COBPEMEHHOCTMU.

OpaHa 13 BaKHENLWMX MUCCHUIA My3€ef KaK YHUKaNbHOro MHCTUTYTa
NamMATH, HAYKU M 06pPa30BaHUA — MWTb B COBPEMEHHOM MUPE W YYyTKO
pearnpoBaTb Ha M3MEHEHWA, KOTOpPble NPONCXOAAT BOKpYr. Bnaropapsa
CBOEM BbICTaBOYHOM cTpaTeruu, locynapcTBeHHbIM My3en n306pasu-
TenbHbIX UCKyccTB MMeHW A. C. TyluKnHa cTan NpoBOAHWKOM Komnapa-
TUBHOIO M3Y4eHUA PYCCKOM KyNbTYpbl U PYCCKOrO MCKYyCCTBa B 0bLLe-
MWPOBOM Xy[LOKECTBEHHOM KOHTeKcTe. Cneays MUPOBLIM TEHAEHUMAM,
MyWKUHCKNI My3el NepBbIM M3 POCCUMCKUX My3€€eB CTasn COMOCTaBNATb
B CBOMX NPOEKTax KNaccu4yecKoe U COBPEeMEHHOE MCKYCCTBO, AEMOH-
CTPUPYA aKTyaslbHble ABMIEHUA KYNLTYPHOW M OOLLECTBEHHOW HU3HM,
npeanaraeT B3rNAHYTb NOA APYrMM YINOM 3PEHUA Ha LUMPOKO M3BECT-
Hble Xy[,0MEeCTBEHHbIE NPOU3BEAEHUA.

Mocnennue nate net 8 FTMWUN nm A. C. lMywknHa peannayeTca KOH-
Lenuma pasBrTHA, OPUEHTMPOBaHHAA Ha NPUBNEYEHNe HOBOIro 3puTensa
3a CYeT BKMIOYEHUA COBPEMEHHOMO UCKYCCTBA B KOHTEKCT TPagMULIMOH-
Horo my3eA. B 2017 rogy Myse# o6bABKMN 0 coO3aaHKKM HOBOMO Hanpas-
nenna — «[ywkuHckui XXI». OTa nporpamMma npuasaHa gatb 3pUTENam
npencTtaeneHne 06 aKTyarlbHOM UCKYCCTBE M ero camblX APKKUX NpeacTa-
BUTENAX, NPOAEMOHCTPUPOBATL MCKYCCTBO HOBbIX KNACCHUKOB, MCMOSb3YHo-
LUMX He TONMbKO A3bIK HWBOMUCH, rpadurKn 1 dotorpadmm, HO M A3bIK HOBbIX
¢dopwm mckyccTea. [Mporpamma «[ywknHckuin XXI» nokasana, 4to BUAEO,
3BYK, NeppOpMaHC MOryT rapMOHWYHO BMUCATbCA B KOHTEKCT TPaAu-
LMOHHOro My3eA. HoBele Meama, KOTopble 3a4acTyto BPEMEHHbI 1 ade-
MEPHbI, JAT OPUrMHANIBHOE MPOYTEHME KNAaCCUYECKMM MPOU3BEAEHHUAM,
3acTaBfAfA WX AbllaTh, ABUraTbCA M BCTYNaTb B AMANION CO 3pUTENEM.

B ocHoBy aToro akTyansHoro HanpasfieHWA NonoxeHa naeAa CoOeaUHNUTb
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Olga Shishko, Julia Grachikova

Components

of New Knowledge

and Experience. The Search
for New Formats

Contemporary knowledge is fragmented and
interdisciplinary. It refers to philosophy, anthropology,
sociology, history and many other disciplines. Contem-
porary theory inherits and actively develops the type
of transhistorical thinking that is characteristic of early
20th-century art theory. Today's classical museums
along with museums of contemporary art address
history inside contemporaneity. Traditional museums
have begun to rethink their collections in the context of
the present time, thus constructing a new narrative and
a dialogue between the classic and the contemporary.

One of the most important missions of the mu-
seum as a unique institution of memory, science and
education is to be present in current life and to be
sensitive to the changes happening around it. Thanks
to its exhibition strategy, the Pushkin State Museum
of Fine Arts has become a conduit for a compara-
tive study of Russian culture and art in the global
artistic context. Following global trends, the Pushkin
Museum was the first of the Russian museums to
combine classical and contemporary art in its projects,
demonstrating current phenomena of cultural and
social life. Following this strategy, the museum seeks
to build a dialogue between works of classical and
contemporary art and offer a different perspective on
the well-known artworks in its collection.

For the last five years, the Pushkin State Museum
of Fine Arts has been implementing a development con-
cept aimed at attracting new audiences, by incorporat-
ing contemporary art in the traditional museum context.
In 2017, the Museum announced the launch of a new
area of focus: Pushkin Museum XXI. This program is
designed to give viewers an idea of contemporary art
and its most prominent representatives, to demon-
strate the art of “new classics,” who speak not only
the language of painting, graphic art and photography,
but also the language of new forms. Video, sound and
performance art are able to blend both strikingly and
harmoniously with the context of a traditional museum.
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These new media — which are often temporary and
ephemeral — can provide new insights into classic
artworks by making them breathe, move and engage

in a dialogue with the viewer. The basis of this new
museum practice is a combination of educational,
research-based and exhibition activities, which allows
the revelation of the evolution of an artistic image —
from traditional methods to contemporary technologies.

Since 2015, a number of exhibition projects
have been held on-site at the museum. Moreover,
one of the first major off-site projects in the context
of contemporary art was the exhibition Man as Bird:
Images of Journeys, held as part of the Parallel
Program of the Venice Biennale 2017.

For fifty years, the annual Vipper Readings con-
ference at the Pushkin Museum has been presenting
new knowledge in the field of art history and cultural
studies. The launch of the new direction at the Mu-
seum, the practice of transhistorical exhibition strat-
egy, the development of the museum collection and
international museum experience all became the basis
for the new edition of the Vipper Conference in 2018.
The Vipper Readings international conference, held at
the Pushkin Museum on February 26—28, 2018, was
devoted to the development of the theoretical and
practical foundation of the new direction reflected in
Pushkin Museum XXI. Leading experts from around
the world — museum directors, curators, artists, aca-
demics from Russia, Belgium, Great Britain, Germany,
Denmark, ltaly, the Netherlands, Norway, the USA and
Switzerland — took part in the conference in order to
discuss current concepts for the development of art
museums around the world, how to build links be-
tween the past and the present within exhibition and
educational projects, and to identify ways to search
for common ideas in classic and contemporary art.

The conference Vipper Readings: Classics and
Contemporaneity included theoretical and practical
sections devoted to the existence of contemporaneity
in the classics, and to the tools for the transhistorical
design of exhibition projects in classical museums. In
addition to presentations and panel discussions as
part of the conference, the Pushkin Museum present-
ed its collection of new media art and the perfor-
mance Post-Mortem Chronography. A separate part
of the conference was devoted to the development of
knowledge and the theories of the visual, as well as to
optical experiments and the subjectivization of vision,
which unites classical and contemporary art.

For the first time, the conference took place
in several different spaces in the Museum. The first
day brought together theoreticians and practitioners,
among them Peter Osborne — a leading philosopher
who works with the concepts of contemporaneity and
modernity, the artist Dmitry Gutov, the philosopher
Keti Chukhrov, the art historian Krasimira Lukicheva,
the art historian llya Doronchenkov, Brooke Holmes —
Professor in the Humanities and Professor of Classics
at Princeton University, Natalia Sipovskaya — Director
of the State Institute for Art Studies, Alexandra Da-
nilova — curator at the Pushkin Museum and Arturo
Galansino — the Director of Palazzo Strozzi.

The central event of the conference was the
presentation of Russia’s first collection of media art,
created with the support of the Mail.Ru Group. This
new, unique collection of contemporary art, formed

obpasoBatenbHyt0, UCCNEAOBaTENIbCKYIO U BbICTABOYHYIO AEATENbHOCTD,
4TO MO3BOJUT PACKPbITb SBOMIOLMIO XYAOKECTBEHHbIX MPUEMOB — OT Tpa-
AVLMOHHBIX METOL0B 40 COBPEMEHHBIX TEXHOMOM M.

C 2015 ropa 6bin NpoBeaeH pPAA, BLICTABOYHbIX NMPOEKTOB Ha Tep-
pUTOPHK My3€eA K 3a ero npegenavu. B KoHTeKcTe pa3BUTHA aKTyaslb-
HOr0 MCKYCCTBa OAHWM M3 NEPBbIX KPYMHBIX MPOEKTOB My3€eA Ha BHELLUHEN
nnowaaKe ctana BoicTaBka «Henosek kak ntvua. O6pasbl MyTelecTBUM»

B pamMKax napasnenbHon nporpammel BeHeunaHckon 6ueHHane 2017 roga.

MexpyHapoaHaa Hay4yHaA KoHdepeHuma «BunnepoBckue YTeHUA»
TMWU mm. A. C. TNywkuHa Ha npoTaxkeHun 50 neT 6bina dopmon obcy-
MOEHWUA HayYHbIX naen B 06nacTv MCTOPUM UCKYCCTBA U KYTbTYPHbIX
nccrnenosaHuit. 3anyck HanpasneHua «[ywkuHckuin XXI», HoBas, TpaHc-
MCTOpMYECKan, NMPaKTUKa BbICTaBOYHOM AEATENbHOCTU My3eA, pa3BuTHe
KOMNEKLMN U MEMAYHAPOAHBIM My3€MHbIM OMbIT CTalvM TeMaMK KOHde-
peHuun npowepLwer ¢ 26 no 28 despans 2018 u nonyumnsluen Ha3Ba-
Hue «Knaccuka u coBpemeHHocTb. OTpameHus». B koHbepeHumn npu-
HANW y4acTue Beaylume CneumanncTbl Co BCEro Mmpa — AMpeKTopa
My3eeB, KypaTopbl, XyAOKHWKKW, Npodeccopa n3 Poccun, Benbrum, Benu-
KobpuTaHuu, Nepmanuun, Oanuu, Utanum, Hupepnangos, Hopseruu, CLUA,
Leenuapun. OHu obcywaany akTyanbHble KOHLENUUAU PasBUTHA Xya0-
ECTBEHHbIX My3e€eB B MUpPe, BbICTPavBaHWe CBA3EW Mewady NpPOLLbIM
M HaCTOALLMM B BbICTABOYHbIX M 06pa3oBaTesibHbIX MPOEKTax, Crnocobsl
06peTeHnA OBLLHOCTU MAEN KNAaCCUYEeCKOro M COBPEMEHHOIO MCKYCCTBaA.

B poknapax y4acTHUKOB OblNM paCCMOTPEHbLI TEOPETUHECKHWE M MpaK-
THUYECKKWE acneKTbl NPobnemMbl CyLLLeCTBOBaHWA COBPEMEHHOCTH B KNac-
CHKe, a TaKiKe MHCTPYMEHTbl MOCTPOEHUA TPaHCUCTOPUYECKUX BbICTABOY-
HbIX MPOEKTOB BHYTPW Knaccuyeckux My3seeB. B pamkax KoHpepeHLmH
NOMMMO [O0KN3A0B, CECCHUM M AUCKYCCHM Bblna npeacTaBieHa Kom-
NeKUMA UCKyCCTBa HOBbIX Meaua, a Takke nepdopmarc «Post-mortem
chronography». OTaenbHoM TeMOM 06CyRAEHWA CTana TEOPUA Pa3BUTUA
3HaHWA O BU3YasIbHOCTH, OMTUYECKMX IKCMEPUMEHTAX U CYObEKTUBUIALIMK
BUAEHWA, 0O beAMHAIOWAA MCKYCCTBO KIIACCUKW U COBPEMEHHOCTU.

BnepBble KoHpepeHLMA cocToANnack B HECKOMBbKKUX MPOCTPaHCTBAX
my3esn: B [naBHoM 3aaHnM m LieHTpe acTeTnyeckoro BocnutaHmna «MycenoH».

B nepBbitt feHb KOHPepeHLMK, 06beANHUBLLEN TEOPETMHOB U NpPaK-
TUKOB, 6bINK NpefcTaBneHsl Aoknaasl [Mutepa OcbopHa, BeayLiero ¢puno-
coda, paboTaroLero ¢ NOHATUEM COBPEMEHHOCTH, MOLEPHOCTH, XyAOHKHWKA
Omutpua Nytoea, dunocoda Ketn Hyxpos, MckyccteoBena Rpacrmumpsl
JlyknueésoM, nckyccteoBeaa 1 TeopeTura Mnbn JopoHueHKoBa, Npo-
deccopa B 06nacT rymaHUTapHbIX HayK, Npodeccopa oTAeNeHWA Knac-
cukm lNMpuHcToHCKoro yHMBepcuTeTa Bpyk Xonmc, aMpeKtopa oupexTop
®IrBHNY «[ocynapcTBeHHbIN MHCTUTYT UCKyccTBO3HaHKUA» MK P® Hara-
num CunoscKow, a Takke Kypatopa MUK um. A. C. MywkunHa Anekcanapel
Hanunnosoi u aupekTtopa Manauuo Crpouun Aptypo anaHcuHo.

LleHTpankHeIM cOBbITMEM CTana npeseHTaumaA nepeon B Poccun Kon-
NEeKUMM MEAMANCKYCCTBa, co3aaHHoM npu noaaepxke Mail.Ru Group.
HoBas yHWKanbHas Konnekuua CoOBPEMEHHOIo MCKYCCTBa, popMUpyemMasn
B pamKax HanpasneHus «[TywkuHckui XXI», — nepsas B cBoem poge. OHa
06beANHUT paboTbl KNACCHUKOB COBPEMEHHOIO MCKYCCTBA M XYAOHHUKOB
nocnegHero NoKoneHWA B obnactn MmeamaapTa M nephopmMaTMBHONO UCKYC-
ctea. Cpeau nepBbix paboT KonneKuuu: npoekTbl MoHaca Mekaca (CLLA),
lapu Xunna (CLUA), MapuarHbl Xecke (Hopserus). B pamkax npeseHTa-
LM COCTOANOCH OTKPbITHE BbICTaBKKM PaboT POCCUMCKOM apT-rpynnbl «[1po-
BMbIza» (FanuHa MeisHukosa u Ceprert Mposopos) «OTtuasHue» (2008),
«Boogywesnenue» (2010) v «<BeuHocTe» (2011), BOWEALIMX B KONNEKLMIO
MMWW. Take B pamKrax KOHbEPEHLMM NPOLLM TPKU CMELMaTIbHBIX CODbITUA:
npeseHTauma «Cosnasan ananoru B UCKyccTae. [lecaTb NET KypaTopCKUX
npoektos Manauuo PoptyHu» Oanmans Peppettu (Kypatop, AMPeRTop
Manauuo DoptyHu, Utanua) n Akcens Bepeopara (kypatop, Konnexuumo-
Hep, ocHoBaTtens npoexTa Kanaal, Benbrus); nepdopmanc apt-rpynnsi
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«[1poBmbi3a» «Post-mortem chronography»; nekuna-nepdopmarc «JlereHasl,
Mubbl M Tpaamumm B My3ee. [eppopmaTiBHBIM ONbIT MOrPYHEHUA B UCTO-
PUIO» Xy[OMHWLBI U Nesuusl Typu Bporec (Hopserus).

BTopol neHb KoOHpepeHLUMH, NOCBALLEHHBLIM HOBOMY A3bIKY, TeNnec-
HOMY OMbITY NMPOMMBAHMA UCKYCCTBA, & TaKKe KypaToOpPCKOM NpaKkTHKe
CO3[aHWA TPAHCUMCTOPUYECKMX MPOEKTOB OblN pasfeneH Ha ABe cec-
cun. Ha ceccun, npowepawen B LleHTpe acTeTMyecKoro BoCnUTaHMA
«MyceroH», AokNagel caenanu uccneposatens MpuHa AHTponosa, Kypa-
Top MMWUW um. A. C. MNMywkuHa Januna Bynatos, kypaTtop my3sesa TaHru
(Weenuapmsa) Cesepuna Ppomena, uccneposatens Anexkcavapa Mep-
weesa. BawHbIM an1eMeHTOM ceccum CcTano BbICTYMIEHWE ABYX XYA0KHN-
koB KupcTtnH Poanctopd, npeacrasnaswen naBunboH JaHuun Ha 57-1
BeHeumnaHcKkoM 6reHHane, n Knaccuka meamvancrkycctea MapuaHHsl
XecHe, 4bM paboThl yue sownm B Konnexumtio FMWUWN. XynomecTsen-

HOe NepeoCcMbICNIEHNE MOHATUI «BPEMA», «KITACCHKa», «<My3eM» ABMA-
€TCA BaXHbIM KpUTEPUEM NPK OTOOPE MNPOEKTOB B paMKax AeATeNbHOCTH
Hanpasnenua MNywkuHckuin XXI. 3HaHWe 06 nckyccTBe ceronHA dop-
MWPYETCA He TONbKO XyAOMECTBEHHON KPUTUKOM U TEOPUEN, HO U HEMO-
CpeAcTBEHHO MaHWdecTaMu XYA0KHUKOB, KOTOopble paboTalT C TeMaMm
KNaCCHKKU M COBPEMEHHOCTH.

Ha BTopow ceccumn, coctonslienca B MTanbAHCKOM ABOPUKE rnas-
Horo 3aanua TMUM um. A. C. TywKKHa, 6blM NpoYMTaHbl AOKNaAbI
OnH OeitmecTep, anpextopa Myses ®paHca Xanca (Hugepnangs),
Mateto Mefina, pykosoguTens BeicTasouHoro otaena Tate (Benuko-
6puTanus), Baptronomeo MbeTpomapku, avpextopa HauuoHansHoro
mysen uckyccts XXI seka/MAXXI (Mtanua), Kacnepa Kenwra, kypatopa
«MaHudecTbl 12» 1 pectnans ckynbnTyp B MioHcTepe, Hana-HO6epa
MaprteHa, KypaTopa npoekTa «Hapambonax» 1 6yayliero BelICTaBoY-
Horo npoekTa B MWW um. A. C. MywknHa, Omutprna Oseprosa, rmas-
Horo KypaTopa HanpasneHusa Dpmutam XX/ XXI, u AvHbl lop, AnpekTopa
«ApceHana» — lNpueonckoro ¢dunuana NUCH.

TpeTtut peHb KoHbepeHLMM Bbl NOCBALWLEH MHOrO06pa3uto nuccne-
AOBaHWI Pa3BUTUA BUAEHUA B UCTOPUM MCKYCCTBA: OT OMbITOB CYyObeK-
TUBU3aLMW BUOEHWUA 0 NEPCMNEKTUBHOrO CMOTPEHMA B KOCMUYECKOE
npoctpaHcTeo. BuaeHune n ero nameHeHue ¢ passuTMem TEXHOOMMK
ABNAETCA OOHOM M3 BamHeWLnX Tem ana nckycctea XX n XXI| sexos.
«[orpy*eHne B MMBOMUCH», «pacLUMPEHHOE CMOTPEHWE», Pa3nnyHbIe CNn-
PUTYaNIMCTUYECKME MPAKTUKKW, KOTOPbIE MCMOMb30BaIv MacTepa NPOoLLIOro
BEKa, No-NpexHeMy BOSHYIOT XyAOKHUKOB COBPEMEHHOCTH.

[aHHoe n3paHve npeacTaBnAeT UTOrM KOHpEepPeHLMK, peaynsTaTt
obcy*aeHnA pasHoobpa3HbIX TEOPUM M TOYEK 3PEHUA, KOTOPbIE CTaHyT
OCHOBOW HOBOTO OMbiTa U HOBbIX MPOEKTOB, PeaiM3yeMbiX Ha CTbIKE Knac-
CHKM M COBPEMEHHOCTMU.

BCTYMNEHUE | INTRODUCTION

in accordance with Pushkin Museum XXl's pro-
posed sphere of activity, will be the first of its kind. It
will include works in the field of media and perfor-
mance art by the pioneers of this genre and the
artists of the new generation. Also, the conference
held three special events: the presentation Creating
Dialogues in Art: Ten Years of Curatorial Projects

at Palazzo Fortuny by Daniela Ferretti (Italy), cura-
tor, Director of Palazzo Fortuny, and Axel Vervoordt
(Belgium), curator, collector, founder of Kanaal pro-
ject; the performance Post-Mortem Chronography
by Provmyza; and the performative lecture Legends,
Myths and Traditions in a Museum: Performative
Experience of Immersion into History by the artist
and singer Tori Wranes (Norway).

The second day of the conference was dedi-
cated to new language, the bodily experience of
living through art and curatorial practice in creating
transhistorical projects, and was divided in two parts.
The first part, which took place in the Museon Center
of Aesthetic Education, consisted of presentations
by the researcher Irina Antropova, the curator of
the Pushkin Museum, Danila Bulatov, the curator of
Museum Tinguely (Switzerland) Severine Fromaigeat
and the researcher Alexandra Persheeva. An impor-
tant element of the first part of the second day were
performances by two artists: Kirstin Roepstorf, who
represented Denmark at the 57th Venice Biennale,
and the media artist Marianne Heske, whose works
are included in the new collection of the Museum.
The artistic perception of time, the classics, and the
museum is also an important aspect in the develop-
ment of projects within the framework of Pushkin
Museum XXI. Today, knowledge is still shaped not
only through art criticism and theory, but also directly
through the manifestos of artists who work with the
theme of the classics and contemporaneity.

The theoretical and practical part of the confer-
ence, which took place in the ltalian courtyard of the
main building of the Pushkin Museum, presented
the experiences of museums such as the Frans
Hals Museum (Netherlands) and its director Ann
Demeester, the Tate Modern (England) and its Head
of Exhibitions Matthew Gale, MAXXI (ltaly) and
its director Bartolomeo Pietromarchi, the curator
of Manifesta 12 and Skulptur Projekte Muinster —
Kasper Konig, the curator of CARAMBOLAGE and
of a future exhibition at the Pushkin Museum, Jean
Hubert Martin, the chief curator of the Hermitage
20/21 — Dimitri Ozerkov, and the Director of the
Volga branch of the NCCA Arsenal, Anna Gor.

The third day of the conference focused on a va-
riety of studies related to the development of vision in
the history of art — from experiences of subjectivizing
vision to the perspective of looking into outer space.
Vision and its transformation under the influence
of technological development is one of the most
important topics for 20th-21st-century art. Immersion
in painting, expanded vision, and the various spiritual
practices that were available to artists in the last cen-
tury still continue to excite the artists of our time.

Following on from the conference, this pub-
lication presents new knowledge and theory that
has become a basis for new experiences and new
projects realized at the intersection of the classics
and contemporaneity.

1—2. BeicTaBka apT-rpynnei
Mpoembiza «Postmortem
monography».

Postmortem Monography exhi-
bition by Provmyza art-group.

|

I 3—b. [leppopmaHc apT-

rpynnsl Mposwmbiza «Postmor-
tem chronography».
Postmortem Chronography
performance by Provmyza
art-group.

l:jlst-murt m
onography

6—9. HabuHeT anpektopa
MU nm. A.C. MNywkmHa
N0 NPOEKTY apXMTEKTOpa
1 XyAOmHMKa AnexcaHapa
Bpoackoro.
Office of the Director of the
Pushkin State Museum
of Fine Arts by the artist and
architect Alexander Brodsky.
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XpOHMKa KoHpepeHLn
«KnaccuKa 1 cCoBpeMeHHOCTb.
OTtpaskeHuan.

Photo documentation of the
Conference Classics

and Contemporaneity.
Reflections.
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YHacTh |

OcoBpeMeHUBas KJIaCCUKY /
KJIaCCUIIU3UPYS COBPEeMEeHHOCTh.
BHeucTopnyeckoe MbIIIJIeHU e

Part I

Contemporizing the Classical /
Classicizing the Contemporary.
Transhistorical Thinking



[Tutep Ocb6opH
OcoBpeMeHUuBas
KJIACCUKY / KJIaCCULIU3UPYA
COBPEeMEeHHOCThb

A 6b1 XOTEN HaYaTb C UMTaThl U3 3HaMeHMToro acce «Hopma n popma:
CTUSIMCTUHECKUE KaTeropmMi B UCTOPUN UCKYCCTB, a TaKKe X MCTOKM
B ngeanax Peneccanca», HanMcaHHOro aBCTPO-BEHrEPCKUM MCTOPK-
KoM mckyccTe DpHcToM Fombprxom (1909-2001); oHo Brepssle GbiNo
onybnunkosaHo B 1963 roay, a HECKONbKMMK FrOAaMK MO3Me NepensfaHo
KaK 3arnaBHoe acce cbopHuKa «<Mccnepgosanma nckycctea Bospomae-
HuA». LlnTata rnacut:

«3JTa yepepa cTUIen U NepUOAOB, U3BECTHasA KaaomMy HOBUYKY: KlaCCH-
LK3M, POMAaHCKHWHA CTHUNb, FOTUKA, peHeccaHc, MaHbepU3M, Gapom(o, POKOKO,
HEOKNaCCUYECKHUH U POMAaHTUYECKUW CTUINNU, — CYTb JIULLb HaGop MacoK
ANA ABYX KaTeropum: KNacCUKHU m He-KNacCHUKH»'.

[om6pux NogvepKMBaET, YTO BCE HEKNACCUYECKUE TEPMMHBI JaHHOIO
CMUCKa NMOABUINCE KaK YHUYMMKUTESbHbIE, HEraTUBHBIE MITN e «TEPMMHBI
MCKNFOYEHUSA»; 3TO LUIMPOKO U3BECTHbIM GaKT — M AaHHBIM TEPMHUHAM JWLLb
CMyCTA HEKOTOPOE BPEMA YAANIOCh CTaTb MO3UTUBHO MK MOPGOOrMYECKH
3HAYUMbIMKW B aHTU-KTACCHULIUCTCKOM KOHTEKCTe. Takum obpa3om, Ux Mop-
donormvyeckoe 3HaYeHUe He ABNAETCA «0ObEKTUBHO ONMUCaTESIbHLIM»; OHO
BCerga onpeaenAeTcA Yepesd COOTHECEHWE C HbIHELLHWUM CTaTyCOM Kiac-
CHMYECKOM HOpMbI — HOPMbI, chopMynnpoBaHHon PeHeccaHcom, BoccTa-
HosnexHon B XVII—XVIII sekax 8 EBpone (a MeHHO B repMaHCKOM aminiu-
HU3Me BuHKkensMaHa) M BHOBb HernacHo o6HoBNeHHoOM B Tpyae Bénbdnuna
«®yHpameHTanbHble KoHuenTsl [Grundbegriffe] nctopum nckycete» (1915),
Ha3BaHWEe KOTOPOro MPUBLIYHO, HO HE OYEHb BEPHO NepeBoaaT Kak «[TpuH-
LMMbl UICTOPHU UCKYCCTB»? (aHrn. Principles of Art History), 4TO 06bIYHO BBO-
OuT B 3abnywaeHne. Taknum obpasom, lombpwx BolaenaeT

«cywecTtBeHHoe pa3nnyne mexay HeKnacCU4eCKMMHU CTUNAMU: Te, KOTO-
pble ABNAKTCA HEKNacCU4YeCKUMHU B CUNy NpUHUHUNA UCKNIOYEeHHUA U BCe

1 Gombrich E. H. Norm and Form: The Stylistic Categories of Art History and their Origins in Renaissance
Ideals // Norm and Form: Studies in the Art of the Renaissance. London and New York: Phaidon, 1966.
P.81-98; 83.

2 B oteyecTBeHHOM Tpagmumn — «OCHOBHbIE MOHATHA MCTOPUM NMCRYCCTB».

Peter Osborne

Contemporizing
the Classical / Classicizing
the Contemporary

I would like to begin with a quotation from
a well-known essay by the Austro-British art historian,
E.H. Gombrich (1909-2001), “Norm and Form: The
Stylistic Categories of Art History and their Origins
in Renaissance Ideals;’ first published in 1963 and
reprinted a few years later as the title essay of the
first volume of his collected Studlies in the Art of the
Renaissance. It reads as follows:

“That procession of styles and periods known to every
beginner — Classic, Romanesque, Gothic, Renais-
sance, Mannerist, Baroque, Rococo, Neo-Classical and
Romantic — represents only a series of masks for two
categories, the classical and the non-classical.”

Furthermore, Gombrich pointed out, as is well
known, all the non-classical terms in this list arose as
derogatory terms, negative terms, or “terms of exclusion,
which only later acquired “positive” or aspiringly mor-
phological significance in anti-classicist contexts. Their
morphological meaning is thus not “objectively descrip-
tive;" but always relative to the current significance of the
classical norm — a norm formulated in the Renaissance,
reactivated in 17th- and 18th-century Europe, in Winck-
elmann’s Germanic Hellenism in particular, and surrepti-
tiously renewed once again in Wofflin's Fundamental
Concepts [Grundbegriffe] of Art History (1915), stand-
ardly but somewhat misleadingly rendered into English as
Principles of Art History. There is thus, Gombrich argued:

“[a] vital distinction among unclassical styles: those that
are unclassical from a principle of exclusion and those
which are not; or, to put it more clearly, the distinction
between the anti-classical, as it is exemplified in its
extreme in twentieth century art, and the unclassical for

1 Gombrich E. H. Norm and Form: The Stylistic Categories of Art
History and their Origins in Renaissance Ideals // Norm and Form:
Studies in the Art of the Renaissance. London and New York: Phaidon,
1966. P. 81-98; 83.

which... artists never rejected principles of which they
could have no cognizance.?

Gombrich's example of the unclassical is Chinese
art. The question thus arises (from this conventional
art-historical standpoint at least) as to whether what,
in the twenty-first century, we call “contemporary art”
(broadly, the institutionally validated art produced since
the mid-1960s) is: () constitutively anti-classical, like
its early 20th-century precursors; or, (Il) sufficiently
historically distanced from the authority of the classical
to have become indifferent to the classical and hence
merely unclassical; or (Ill) a second-order neo-clas-
sicizing reaction to the modern (as certain versions of
the postmodern suggest, especially in architecture); or,
(IV) something rather different and more fundamental,
whereby in the course of the 20th-century Western art
destroyed this Renaissance-based classically orientated
stylistic system of art-historical classification, replacing it
with a quite different system of critical norms — associ-
ated with quite different modes of exhibitionary practice.

It is in many ways strange even to be asking
this question, in this way, at this point in history. After
all, the form of historical consciousness displayed by
Gombrich's essay is closer to that of the beginning of
the 20th century — over one hundred years ago now —
than the decade of its publication — the 1960s. And
even then it did not risk positing a stylistic or periodizing
concept after Romanticism. Yet the question is posed —
directly — here, by the provocative project of Pushkin
Museum XXl to “bring together the classical museum
and the contemporary museum from the standpoint of
human perception! In fact, it would seem that “contem-
porary” is being posited here, at the Pushkin, not simply
in its historical difference from the classical — a differ-
ence that is to be overcome within the present by their
being “brought together” — but as the means for the
reactivation of the classical itself: a classicist revival (the
third of my alternatives above) within “the contemporary”
itself, within what one might have thought, in the slip-
stream of the modern, was still an intensely anti-classical
term (alternative no. 1). This is a paradoxical contempori-
zation of the classical, not oppositionally, as an enliven-

2 Ibid. P. 90.

MATEP OCBOPH | PETER OSBORNE

1. MepdopmaHc AHHbI
Mmxod «PaycT» .
Hemeugruit nasunboH 57-1
BeHeumaHcKol 6reHHane,
26 oktAbpa 2017.
Performance of Anne Imhof's
Faust, German Pavilion,
B7th Venice Biennale,
26 October 2017.

OCTalibHbl€; UJTU e, BbipakaAaCb ACHee, pa3yiuyue mexagy aHTUKnaccu-
YeCKHUM, OCTUIrUUM CBOero nuKka B UCKycCcTBe XX BeKa, U HeKnaccuye-
CKHUM, B Cjiy4ae KOTOpOro... XyaosHHUKHU HUKOorga He oTpuuanu npuHuunbl,
O KOTOPbIX HE MO 3HaTb».

McrycctBo Kutana B npeactasneHmn [lombpuxa — ApKUKA Npuy-
Mep Heknaccuyeckoro. Bctas Ha TOUKy 3peHuA TpaarLMOHHOM UCTO-
PWW UCKYCCTB, Mbl CTJIKMBAEMCA C BOMPOCOM: ABMAETCA NU TO, YTO Mbl
B XX| BeKe onpefensem Kak «COBPEMEHHOE MCKYCCTBO» (B LUMPOKOM
CMbICIE, UHCTUTYLIMOHAIILHO NOATBEPHAEHHOE MCKYCCTBO, MOABMBLLEECA
¢ cepeamHbl 60-x ronos XX Bexa): 1) aHTU-K/IaCCUYECKMM B CBOEW OCHOBE,
KaK W ero NpeaLecTBeHHWKM Havana XX Beka; unu, 2) oCTaTouHo oTaa-
NEHHbIM C UCTOPUYECKOM TOYKM 3PEHNA OT aBTOPUTETA KINACCHKM U CTaHO-
BALLMMCA PaBHOAYLLIHBIM K KNACCHUYECKOMY, MO3TOMY NPOCTO HEKNacCH-
YECKUM; MK 3) peaKLmMen HeOKNacCMLM3Ma BTOPOro NMOPALKa Ha MOLEPH
(kaK npeanararoT HEKOTOPLIE, OCOBEHHO APXMTEKTYPHLIE BEPCHUM NOCTMO-
LepHa); unu e (4) yem-To pasuTensHo oTndarowmmen 1 6onee dyHaa-
MeHTaIbHbIM, — MOATBEPHAAOLLMM, YTO 3anagHoe MCKyccTBo XX BeKa
paspyLunIo CTUIMCTUYECKYIO CUCTEMY XYA0MECTBEHHO-MCTOPHUHECKOM
KnaccudmKaLMn, OCHOBaHHYIO Ha HopMax BoapomaeHusa n opreHTHpo-
BaHHYIO Ha KIIACCHKY, 3aMEHMB ee COBCEM APYror CUCTEMOM KPUTUHECKHUX
HOPM, CBA3aHHbIX C PaAMKasibHO MHBIMU MOAENAMM BbICTAaBOYHOM NMPaKTHKM.

Ha paHHOM 3Tane UCTopun BO MHOrOM CTPaHHO Jaxe 3a4aBaTbCA
3TMM BOMpPOCOM, GOPMYNMUPYA ero Taknum obpasom. Kpome Toro, dopma
MCTOPHYECKOro CO3HaHWA, oTpameHHaA B acce [ombpuxa, bonee xapak-
TepHa AnA Havana XX BeKa, Hexenu ana nepuoga nybnuraumn — 1960-x
rofoB. DTOM TOUKE 3PEHUA ye 6onee COTHM JIET, U OHA AaKe He npesa-
naraeTt CTHUJIMCTUHECKOrO UM NEPUOANYECKOrO KOHLLENTA, YNOPAL0UN-
BaloLLLEro MCKYCCTBO MOCNe poMaHTM3Ma. TeM He MeHee, NMPOoBOKaLn-
OHHbIM NpoeKT «[ylwKuHCKMIM XXI» cTaBUT 3TOT BONPOC 34eCh U cenyac,
CTPEMACh «06beAMHUTL B HENOBEYECKOM BOCTPUATUIN KNAaCCHUYECKUM
M coBpeMeHHbIM My3en». MoxeT nokasateca, 4To lNMyLIKMHCKWI My3en
npepiaraeT paccMmaTpuBaTh «COBPEMEHHOCTb», HE OT/IMYaA ee OT Knac-
cukM (Tem 6onee, YTO 3TO OT/IMYME CHUMAETCA 3a CHET 06beaAMHEeHUs
06eux KaTeropui B HACTOALLEM), & NPEACTABIAA €€ KaK METOf, peaK-
TMBaLMM CaMOM KNACCHKU: 3TO TPETbA U3 BbllLEYKa3aHHbIX ankTep-
HaTKB, BO3POKAEHNE KNACCULM3Ma B paMKax CaMOM «COBPEMEHHO-
CTW», — Y4TO AJ1A KyNbTypbl, NOCNEA0BaBLLEN 32 MOLEPHOM, CTAHOBKUTCA
CaMbIM HACTOALUMM aHTH-KNaCCUYeCKUM TepMuHoM (BapuaHT N2 1).

3 Ibid. P. 90.



Mpennaraembiii BapuaHT napagoKcanbHbLIM 06pa3oM 0COBPEMEHUBAET
KNACCHKY, HE BBOAA HOBbIX ONMO3ULIMIM U Pa3fIMYEHWI, — OH NpeasiaraeT
KNacCcULM3aLMI0 CaMOl COBPEMEHHOCTH.

Y10 B onpeneneHunax «Knaccukmu» 1 «COBPEMEHHOCTH», MOHUMAEMBbIX
KaK TePMUHbI UCTOPUM UCKYCCTB, CIyHUT GyHAAMEHTOM AS1A CONUKEHUA
MOCPEACTBOM «He/IOBEYECKOIO BOCNPUATUA»? HacKonbKo OHW 060CHO-
BaHbl? W Kak, C KOHLEeNTyanbHOM TOYKK 3peHus, paboTaeT aTa KnaccupmKa-
LMA coBpeMeHHOCTHU? TakoBbl NOCTaBNEHHbIE MHOM BOMPOCHI. TEKCT CKa-
[AbIBAETCA U3 TPEX KOPOTKMX YacTew:

—_

CokpebiTve MoaepHa.
2. CoBpeMeHHOE 1 «KoHTeMnopecKo» (UT. contemporesco,
no aHanorum ¢ Romanesco — «poOMaHecKo»).
3.  MHCTUTYUMOHANbHOCTb, MM COBPEMEHHOCTb KaK COLMabHO-
9KOHOMMYecKas dopma

1. CoKpbiTHE MOaepHa

OTa nopasuTenbHas YepTa AMHAMUYECKON HEMOCPEACTBEHHOCTH
OTHOLLEHWIM KNAaCCHUKKU M COBPEMEHHOCTH, 0603HaYEHHbIX MPoeKToM «[lyL-
KuHCKUIM XXI», 3aKpbiBaeT UK CKpbLIBAET «MogepH», 1) kak dopmy ncTo-
PUYECKOM TEMMOPaNILHOCTU — HOBOE; 2) Kak Nepuog, B TeYeHUe KOTo-
poro AaHHaA TeMNopanbHOCTb AOMUHUPYET — MopepHocTb, Neuzeit,
HOBOE BpeMs, ONpeaeaeMoe HOBOM TEMNOPANbHOCTLIO; U 3) KaK 06beKT
KONNEKTUBHOM XyAOKECTBEHHOM adpdprpmaummn: mogepHuam. CrnosHO bl
Mbl NEPECKOYMIN OT CTUIIMCTUHECKOTO cyxaeHnA [ombpuxa, KoTopoe
M TaK 6bI0 3ano3asbiM, K HACTOALLEMY BPEMEHHW, MMHOBAaB BeCb XX BeK
n 0o6pyto YacTb BTOpor nonosuHbl XIX Beka. To ecTb «COBPEMEHHOCTb»,
no-BUAMMOMY, GYHKLIMOHMPYET 34eChb B KayecTBe 3abBeHHUA MOAEPHOCTH
M MOAEPHOCTEN — KanuTanuama, coumanuamva m ap. «CoBpeMeHHOCTb»
6yATo 6bl CTAaHOBUTCA NPAKTUYECKK NYCTbIM BPEMEHEM, 3aK/TIO4YEHHbBIM
B HaCTOALLEM: M 3TO BPEMA CMOCOOHO NPUHATE HOPMY KNaCCUKM, BBOAU-
MYIO M3BHE, M aKTUBMPOBATbL €€ 3aHOBO. TeM He MeHee, Takoe 3abbiBaHne
MOAEPHOCTM — B TO ¥e BpeMA 3abbiBaHWe TOro, YeM ABMAIOTCA «Kac-
CHKa» N «COBPEMEHHOCTL>» Kak MCTOpMYECKME KaTeropum. [10CKONbRY Kam-
[,0€ 13 HWX ONpeaenvMo NWLb Yepe3 COOTHECEHWE C MOLEPHOM.

«HnaccuKa», MbICTMManA KaKk peHeccaHCHaA Kateropma Gopmbl K Kyrb-
TYPHOM LIEHHOCTH, NPOTUBOMNOCTaBNAET aHTUYHOE MCKYCCTBO BapBapCKOMY,
NPUBHECEHHOMY MHTEPBEHTaMM (HanpuMep, roTuKe B apxuTekType). MpoTu-
BOMOCTaBNEHWUE aKTyalIM3MPYEeTCA Yeped 3aABEHNE «KNACCUKN» KaK yHUBep-
Ca/IbHOro, BHEBPEMEHHHOMO M BEYHOIO CTUIA, KOTOPbIM BO3MOKHO BO3BPA-
WaTb B HACTOALLLEe, BO3POHAATb B IOOOM MOMEHT BPEMEHW Yepes3 OTIINYME
OT KOHKPETHbIX aKTyaslbHbIX POpM MCKyccTBa. M BCe-Takm xoTA cuMTaeTcH,
4TO KNAaCCHKa — 3TO HEYTO YHMBEPCA/IbHOE BO BCE BPEMEHa, Ha Aene Knac-
CHKa ABNAETCA HOBOM M CNocobHa NepepoMHaaTbCA JMLLb NOTOMY YTO OHa,
MOHATAA KaK KynbTypHO-UCTOpHYecKan ¢opma, noasunace B nepuog, Bospo-
MAEHWUA 1 aKTyanM3MpoBasiacb B NMPOTUBOMOSTIOMHOCTH HEKNACCHUYECKUM CTH-
nam ['ombpuxa. MHbIMKW cnoBamK, Knaccuka obpeTaeT cTaTyC yHUBEpPCallbHOM
NULLb 3a CYET NpeABOoCXULLAtoLLIEN «MogepHOCTU» Bo3pomaeHus; He nven
NpHYMHHOM cBA3K ¢ PeHeccaHcom, oHa 6kl 4OBOLCTBOBAACE MOMOHE-
HWEM «@HTUYHOM» K, B CHITy STOrO, NPEXOAALLIEN KaTeropuu. To ecTb, Knac-
CHKa CyTb BHyTpeHHMH «[lpyros» nporo-moaepHa,; oHa (Kax LOCTynHas Kynb-
TYpHaA BOBMOMHOCTL) COCTABIAET TaKyH e BAMHYH YaCTb TEMMOPATILHOM
OVaNEKTUKM MOAEPHA, KaK U TO, YeMy NPEACTOMT CTaTb MOAEPHOM, PbAHO
OTPULAIOLLMM KNacCHKy, — O MoCnedHeM CBUAETENbCTBYET M3BECTHBIM U,
CyaA no BCceMmy, Bce eLue npoponxatowmica «Crop o APeBHUX U HOBbIX».
HKnaccuka MoxeT NpenocTaBnATe MOAEb, KOTOPYHO OT/IMYaeT UCTopUYe-
CKUW TpaHCLeHAEeHTHasA yHNBEPCa/IbHOCTb LIEHHOCTHU CTWUNA, HO, KaK HWX napa-
LoKcansHO (M Kak nokasbisaeT aHanma fombpuxa), OHa e ABnseTcA
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ing via its opposite, but rather through a classicization of
the contemporary itself.

On the basis of what presuppositions about “the
classical” and “the contemporary” as art-historical
terms is this thought of their unification through a fo-
cus on “human perception” possible? How sustain-
able are they? And how — conceptually — does this
classicization of the contemporary work? These are
my questions. What follows has three short parts:

—_

The occlusion of the modern.

2. The contemporary and the “contempo-
resque” (contemporesco, in ltalian, by
analogy with Romanesco)

3. Institutionality, or, contemporaneity as

socio-economic form

1. The occlusion of the modern

It is a striking feature of the dynamic immediacy
of the relationship posited by Pushkin Museum XXI
between the classical and the contemporary that it oc-
cludes or hides “the modern; (I) as a form of historical
temporality — the new; (Il) as a period within which this
temporality is dominant — modernity, Neuzeit, a new
time defined by a new temporality; and (lII) as the
object of collective artistic affirmation: modernism. It is
as if we had jumped straight from Gombrich’s already
belated stylistic art-historical overdetermination by the
classical norm, into the present, leaping over the whole
of the 20th century and a good part of the second half
of the 19th century too. That is to say, “contemporary”
seems to function here as a forgetting of modernity and
modernities — capitalist, socialist or other. “Contem-
porary” seems to function here as an essentially blank
time of the present into which the classical norm can
be received, from outside, and reactivated anew. Yet
this forgetting of modernity is at the same time a for-
getting of what both the classical and the contempo-
rary are themselves as historical categories. For neither
is intelligible outside of its relations to the modern.

As a Renaissance category of both form and
cultural value, “the classical” values the art of the ancients
against the intervening “barbarous” other (architectur-
ally, the Gothic), by positing it as a universal style that is
temporally eternal, and which can therefore be brought
into the present — revived — as an act of rebirth, at any
time, in opposition to the more particular art of the day.
Yet while the classical is in itself judged to be universal
across time, it is only as new — rebirth — in opposition to
Gombrich's non-classical styles that it emerges within the
Renaissance as a living cultural-historical form. That is to
say, it is only through and within the proto- or anticipatory
modernity of the Renaissance that the classical gains
its meaning as universal, as opposed to being merely
historical (ancient) and hence of only passing signifi-
cance. The classical, in other words, is the internal other
of the proto-modern; it is as much a part of the temporal
dialectic of the modern — as a perceived cultural pos-
sibility — as what will become the fervently anti-classical
modern itself, as the famous and, it seems, still ongoing
Quarrel of the Ancients and the Moderns reveals. The
classical may be the model for the historically transcend-
ent universality of the value of a style, yet paradoxically it
is also the normative basis of a historical classification, as
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Gombrich’s analysis shows: it is historically constituted
in the Renaissance as a form of the new.

A similar but more intensely dialectical point applies
to the contemporary as a periodizing category, as the
very fact of the forgetting of the modern, with which it is
associated here, attests. For this kind of active historical
forgetting is internal to the dynamic of the modern as the
new, as an effect of that very process of the antiquation
of the “no longer new” through which the new estab-
lishes itself as new (as Friedrich Nietzsche and Walter
Benjamin successively demonstrated).® Paradoxically, it
is thus in forgetting its own modernity that the contem-
porary shows itself to be quintessentially modern. Not
merely in the sense in which the classical is constituted
as a part of the modern, via its successive roles as both
a version of the new and a negation or disavowal of
the temporal difference out of which that newness is
made. But rather as a purer consequence of the internal
temporal logic of the new by which, on aging, the modern
must posit a “new new;’ beyond itself, whilst avoiding (or
at least, conceptually negotiating) the simple paradox of
a contradictory self-referentiality, to which the unhappy
concept of the postmodern so rapidly fell victim. In the
recent history of critical discourse, since the late 1990s,
“the contemporary” has filled the vacuum created by the
auto-destruction of “the postmodern™

The contemporary, then, needs to be “new” relative
to the modern. But as it is thus (like the postmodern)
performatively part of the modern, it needs to be new in
a new way. It needs to find its own specific difference,
within the history of the modern, sufficient to establish it
as a separate or distinctive sub-category of the modern.
That is the challenge laid down by the temporal logic of
the modern to the contemporary. However, before we
see how only a very particular concept of the contempo-
rary can meet that challenge — and then ask ourselves
how it relates to the classicized contemporary of the
Pushkin project — it is necessary to emphasise the abso-
lutizing character of the temporality of the modern as the
new, in relation to which the temporal self-conscious of
the eternity of the classical cannot but appear as illusory,
in contrast to the transitional Baudelairean classicism
of the modern itself, as the eternalization of transcience
or transitoriness as such. For in the generalized form of
its collective affirmation — modernism — the modern is
a compulsively self-absolutizing, normative temporality: in
the words of the French poet, Rimbaud, in the “Fare-
well” sequence of his poem A Season in Hell (1873),

“it is necessary to be absolutely modern!”, that is, to be
absolutely new. In the early 1960s, in the year before
Gombrich first published Norm and Form, in fact, Adorno
called this “a categorical imperative of philosophy” itself.®

It is in the context of this temporality of the new,
dialectically extended into the contemporary by the aging
and thereby the emptying-out of the new, as such, that the
Pushkin posits its dual move of a “contemporization of the
classical” through a “classicization of the contemporary:’

3 For the general conceptual logic of this dynamic, see Osborne P
Modernism and Philosophy // Brooker P. et al, eds. Oxford Handbook
of Modernisms. Oxford: Oxford University Press, 2010. P. 388-4009.

4 Cf. Osborne R The Postconceptual Condition: Or, the Cultural Logic
of High Capitalism Today // The Postconceptual Condition: Critical
Essays. London and New York: Verso, 2018. P. 3-23; 18.

5 Adorno T. W. Why Still Philosophy (1962) // Critical Models:
Interventions and Catchwords, trans. Henry W. Pickford. New York:
Columbia University Press, 1998. P. 17.
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HOPMAaTUBHOM OCHOBOM /19 UCTOPHYECKOW KNnaccHdUKaLMK, MOCKOMbKY
MCTOPUYECKH, B anoxy BoapomaeHna, KOHCTUTYMPYEeTCA Kak dopmMa HOBOIO.

AHanorunyHas, Ho 6onee AManeKkTUYecKas ToUKa 3peHUA NPUMeHUMa
K COBPEMEHHOCTU KaK KaTeropuu neproamsaLmm, 0 YeM CBUAETENLCTBYET
cam ¢daKT 3abBEHNA MOAEPHA, C KOTOPLIM OHa acCOoLMMPYeTCA. Takoe aKTUB-
HOe UcTopuyecKoe 3abBeHWE NPUCYLLLE AMHAMUKE MOAEPHa Kak HOBOrO,
KaK CnefCTBMA CaMoro NpoLecca ycTapeBaHHA «yme He HOBOro», bnarogaps
KOTOPOMY HOBOE ydpemaaeT ceba Kak HoBoe (4To NocnefoBaTensHO Npoae-
MOHCTpUpoBanu cHadana ®puapux Huuwe, a satem Banstep BeHbamun)*,
MapapokcanbHO, HO MMEHHO Yepes 3abbiBaHWE COBCTBEHHOW MOAEPHO-
CTW COBPEMEHHOCTb apTUKYNMPYET CBOKO CYLLHOCTHYO MOAepPHOCTb. BawHo
00603Hau1Tb, YTO ITO NMPOMUCXOAMUT HE TaK, KaK MPOUCXOAMT Y KIACCHUKN —
KOTOpaA MNO3ULMOHWUPYETCA KaK COCTaB/IALLaa MOAEPHA, NOCe0BaTeNbHO
npeacTasnaoLLan ceba U KaKk «HOBOE», M KaK TO, YTO CHUMAET TeMropasib-
Hble OrPaHUYEeHMA, OTKa3bIBAACh OT CaMblX OCHOBaHWM HoBM3HbI. CKopee,
COBPEMEHHOCTb aKKypaTHO AEeNCTBYET B COOTBETCTBUM C BHYTPEHHEMN TeM-
NopasibHOM NTOMMKOM HOBOMO, COMMAacHO KOTOPOW MOAEPH BblHyHAEH BCceraa
0603HavaTh «HOBOE HOBOE», ByAy4Mn YNMYEHHBIM B CTAPEHWM, — MOCKOSbHY
TOSIBLKO TaK OH crnocobeH n3beratb WK, No KparHeN Mepe, KOHLENTyaNlbHO
paspeLuaTtb NPOCTOM NapafoKC NPOTUBOPEUMBOM caMOpedepPEHTHOCTH,
CTOMb CTPEMUTESNBHO HUSMOMMBLLEN HECHACTHYIO KOHLLEMNLIMIO MOCTMOAEPHA.
B HenaBHeW MCTOPUKM KPUTHHYECKOrO AMCKYPCa, HauaBLLIencA ¢ KoHua 90-x
ronos XX BeKa, «COBPEMEHHOCTb» 3aroHKIIa BakyyM, MOPOKOEHHbBIM Camo-
paspyLUEHUEM «MOCTMOAEPHA».

CrepoBaTensHO, COBPEMEHHOCTb LOMMKHA BbiTb «HOBOW» MO OTHOLLE-
HUIO K MofepHY. Ho nockonbKy oHa, nogo6bHo nocTMoaepHy, nepdpopma-
TUBHO ABNAETCA 4aCThbiO MOAEPHA, eV MPUXOAUTCA ObiTb HOBOW NMO-HOBOMY.
E HeobxoomMmo HalTH cBOEe 0coboe OTNnYMe B UCTOPUKM MOAEPHA, A0CTa-
TOYHOE AJ1A YTBEPHAEHUA CebA KaK OTAENBHOM UK OTIMHUTENBHOM NOA-
KaTeropmMu MoaepHa. STO BbI30B, Nepes, KOTOPbIM TEMMNOopasibHasA NTOrMKa
MofepHa nocTaBuna coBpemMeHHocTb. OHaKo Npexae Yem Mbl OObACHWUM,
4TO 3TOT BLI3OB CMOCOBHA NPUHATBL NULLL CTPOro ONpeaenieHHas KoHLen-
LiMA COBPEMEHHOCTH, U MPEXIe YeM Mbl CIIPOCUM cebs, Kak 3Ta KOHLEeMNUMA
COOTHOCHTCA C KNnaccuumM3aLmen COBPEMEHHOCTH, NpeaiaraeMom B Npo-
ekTe [NywK1HCKoro My3es, HaM Heob6XoaMMO NMOAYEPKHYTb abCOMOTU3MPYHO=
LMK XapaKTep TEMMNOPaSIbHOCTM MOAEPHA KaK «HOBOM0», B OTHOLLEHUW KOTO-
poro TeMnopasibHoe CaMOCO3HaHWE KIACCUKKM Kak BEYHOM M HenpexoasaLLen
OKa3blBaETCA WMO30PHBIM — W NMPOTUBOMNOCTABNEHHBIM TOMY, KaK MOAEPH
nepemmBaeT COOCTBEHHYIO NEPEXOOHYHO KNAaCCUYHOCTb 6OAIEPOBCKOrO
TOJKA, KNAaCCHYHOCTb, MO3BOSAOLLYIO BNMCATb B MOAEPH MAOEW BEYHbIX Nepe-
xofa 1 npecnepoBaHuA. [1ocKonbKy MoaepH, yBUAEHHBIM B CBOEH 0600LLLeH-
HOM pOpME KOMNEKTUBHOIO CaMOyTBEPHOEHWA, KOTOPOM W ABNAETCA MOAEP-
HM3M, OKa3bIBaeTCA HaBA34YMBO CaMO-abCONMOTU3MPYOLLEHN, HOPMATHUBHOM
TEeMMNOPasIbHOCTBLIO: Kak roBopuT ApTiop Pem6o B noame «OgHo neTo B agy»
(1873), B yacTu «[poLaHbe»: «Haao BbiTb aBCOMOTHO BO BCEM COBPEMEH-
HbIM!», TO ecTb — abcontoTHO HoBbIM. B Havane 60-x rogoe XX BeKa, 3a rog,
A0 nepBon nybnmKaummM romoprxosckor «<Hopmel 1 dopmel», ADOPHO darTu-
YECKM Ha3Bas 3TOT MPOLLECC «“KATEMOPUHECKUM MMMEPaTUBOM brnocopmm»°.

MMeHHO B KOHTEKCTE 3TOW TeMNOopPasibHOCTU HOBOIO, MEPEKMBLUENO
OManeKTUYyecKoe pacliMpeHre 40 COBPEMEHHOCTHU 3a CYET COCTapUB-
LIerocA 1 OnyCTOLLEHHOro «HOBOr0O» KaKk TakoBoro, [NylWwK1HCK1IM npeana-
raeT CBOI 3ajayy M3 ABYX XOO0B: «OCOBPEMEHWBAHWE KNACCUKKU» Yepes
«K1aCCULLM3aLLMI0 COBPEMEHHOCTU.

4 To nooay o6bLLei KOHLENTyasbHOM NOr1KKM 3ToM AnHaMuki cm.: Osborne R Modernism and Philosophy //
Brooker P. et al, eds. Oxford Handbook of Modernisms. Oxford: Oxford University Press, 2010. P. 388-409.

5 Cp.: Osborne R The Postconceptual Condition: Or, the Cultural Logic of High Capitalism Today //
The Postconceptual Condition: Critical Essays. London and New York: Verso, 2018. P. 3-23; 18.

6 Adorno T. W. Why Still Philosophy (1962) // Critical Models: Interventions and Catchwords, trans. Henry
W. Pickford. New York: Columbia University Press, 1998. P. 17.
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2. CoBpeMEHHOCTb U «<KOHTemnopecKo» (contemporesco)

B cuny Toro, 4to cCOBpeMEHHOCTb BbIHYXAEHa TEPMHUHOIOTMYECKH
NnopaBnATb COOBCTBEHHYIO KOHCTUTYTUBHYIO MOAEPHOCTbL, OHa Npes-
cTaeT nepes HaMM Kak MMHUMYM B ABYX 06nunumaAx. Bo-nepsbix, cyuie-
cTByeT «0bbl4YHOE» COBPEMEHHOE, JIULLIEHHOE TeopeTUYEeCKOM pedrek-
CHU, MbICTIMMOE KaK «camas NoCcnefHAs» TO4YKa B HACTOALLEM; OHO
NOCTOAHHO OBHOBNAET HOBOE, MePEBOAMT OUCKYPC B HacToALee
Bpewms, 4Tobbl OH ObiN BCcerga Ha nepenoBoi. HazoBem 31O «KOHTEM-
nopecko» (no o6pasuy PomaHecKo) 1 Tak 0603HAYMM KOHLLENTYaNbHO
“UCKaMKEHHYH0» COBPEMEHHOCTb, KOTOPan AEeMCTBYET UCKIOYUTENBHO
Ha ypOBHEe NMOBEpPXHOCTHbIX NpoABneHu. Bo-BTOpbIX, €CTb 1 ApYyroMn,
6onee pedrneKcUBHbIM ee 06MKK, Npeanonarawwmi crneyupuyecroe
OT/IMYME TEKYLLEro HaCTOALLEro BPEMEHHW OT KaKoro-nMbo Apyroro —
HeJdaBHEero, HO yXe He HOBOrO NMOJIOMEHWUA Aen — Ha YPOBHE UCTOPH-
4eCKOM TemMmnopanbHOCTM caMom Nno cebe: aTa COBPEMEHHOCTb NPUHAA-
NEXUT MOAEPHY CaMUM aKToM AuddepeHLMaLnn OT HEro, MOCKOSIbKY
crnenyeT NIOrMKe ycTapeBaHua B ero TemnopanbHocTh’. MMeHHo HacTon-
YMBOE YTBEPHAEHME NEPBOro U3 3TUX ABYX OOMYMI U NErMTUMU3UPYET
TPIOK ABOMHOIO «0COBPEMEHUBAHUA KNACCUKKU/KNaccuumsaumm coBpe-
MeHHOCTH». Beab npAMyo CBA3bL COBPEMEHHOCTHU C KIIACCUKOWM MOMHO
YCTaHOBWTb, UCMOMNb3YA NULWb €CTECTBEHHO-HayYHyI0 TePMUHOIOMMHO,
a BOBCE He KyNnbTYpPONOrMYeCKYH UM MCKYCCTBOBEAYECKYIO; 9TU Tep-
MWHBI YCTaHaBIMBAKOT CBA3b, CKPENIEHHYI0 B3aMMHOM yHMBEpPCaslb-
HOCTbIO 3aKOHOB HayKH, K KOTOPOW CreayeT CBECTU YHUBEPCanbHOCTb
KNaCcCHUYeCKOro xyaomecTBeHHoro ctuna. [lse ¢opmbl yHMBEPCabHO-
CTH, BblABUraeMble B Ka4eCTBE HEMCTOPHUYECKMX, CXOAATCA B npeanona-
raemMov YHMBEepCanbHOCTM YENOBEYECKOro BOCNPUATUA, KOTOPOEe TpakK-
TyeTcA KaK obLiee ANA BCEX U KAXA0ro; 9TO pelleHue, No CyTH, B CTUne
lombpuxa. YHMBEpCanbHOCTb Hay4YHbIX 3aKOHOB YE/TOBEYECKOr0 BOC-
NPUATUA CTAHOBWUTCA OOCTATOYHBIM OCHOBaHWEM AA TOro, 4Tobbl acTe-
THUYECKM OLLeHMBaTb NpeanonaraeMble yHMBepcanmm Knaccu4yecKoro
CTWUNA: Aa, HaM AOBOAWIIOCH BbICTYNaTk C 3TOW MO3MLIMK, HO paHbLUe Mbl
He OblNK OCHALLEHbl MOCNEAHUMM XYA0KECTBEHHBIMU LOCTUKEHUAMM,
NMPUBHECEHHBLIMW B COBPEMEHHYIO HayKy 0 BocnpuaTMK. CoBpeMeH-
HOCTb NMUTalOT TEXHONOIrMYECKME pelleHnA, CO3aHHbIe ANA 3TOM HayKu
B cdepe «HOBbIX MeAua»: OYKU BUPTYallbHOW peanbHOCTH, U T.M. — 3TH
annapatbl CTAHOBATCA HEOTbeMIEMbIMK aTPMByTaMK «COBPEMEHHOCTH
ANA My3eA COBPEMEHHOr0 UCKYCCTBa.

MMeHHO To4Ka 3peHKA «4erloBe4YEeCKOro BOCMPUATUA» yaBanBaeT
KNaCCHKY B pamMKax COBPEMEHHOCTH, MOCKOMbKY YHUdUKALIMA MCTOPUM
C TOYKM 3PEHUA UCKITIOUYUTENBHO «4EN0BEYECKOr0» BOCNPUATUA B TOY-
HOCTH NOBTOPAET 3MUCTEMONOIMYECKYIO TOUKY 3peHUA, 0603HAYEHHYIO
B knaccuumame XVIII Beka: 310 aHTUMCTOPHYHBIN, HO BCE e PeLUMTENbHO-
MCTOPUYECKN-CNELMPUYECKUIA EBPONENCKMUM MYMaHU3M.

Ho pevictBuTEnbHO N cneundrUyecKoe OTMYMeE «COBPEMEHHO-
CTW» B COBPEMEHHOM UCKYCCTBE aA€KBATHO OTCNEMMBAETCA UMEHHO
MOCPEeLCTBOM TEXHOMOMMU M HayKWU O BOCIPUATUK? BoamoxHo, pasnu-
YyeHue crnepyeT NPoOBOAMTL Ha bonee PpyHOaMeHTaNnLHOM ypoBHe, obpa-
LLAACh K CTPYKTYpe TEMMNOPASIbHOIrO OMbiTa, HOBOW KOH-TEMMOpPasIbHO-
CTH, cobMpaHueM 11 pasgenuTenbHbIM CO30M COLMaIbHO Pa3HbIX
BpeMeH? MHCTUTYLMOHaNbHBIE CTPYKTYPbl COBPEMEHHOMO UCKYCCTBA,
KOTOpOe OXBaTbIBaET BECb [M0OATM3MPOBAHHBIN XyAOKECTBEHHbIN MUP,
yTBEPHAAIOT — TaK W cneayeT nocTynuTe. [lonarato, 4TO UMEHHO B 3TOM
MHCTUTYLIMOHA/IbHOM U3MEPEHUN U HAXOOMTCA UCTUHHAA KOHTEMMNopanb-
HOCTb npoekTa «[TylwKnHcKuiA XXI». 310 HOBaA, CROXKHAA MHCTUTYLIMO-
HaNIbHOCTb BbICTAaBOYHOIO KOMIMJIEKCA, KOTOPbLIM YUCTO MOUTUYECKHU CMO-
CobeH U3MEHATLCA COBEPLUEHHO NO-Pa3HOMY.

7 Cwm.: Osborne R Global Modernity and the Contemporary: Two Categories of Historical Time //
The Postconceptual Condition. P. 24-41,
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2. The contemporary and the “contem-
poresque” (contemporesco)

As a result of its necessary terminological repres-
sion of its own constitutive modernity, the contempo-
rary always comes to us in at least two guises. First,
there is its “ordinary,’ theoretically unselfconscious
sense of it being the “most recent” present thing; an
updating of the new to the present time of discourse
itself, as the up-to-date. Let us call this the “con-
temporesque” (on the model of the Romanesque) to
indicate a conceptually “corrupted” contemporaneity,
which lives on the level of surface appearances alone.
Second, there is its other, more reflective guise of
a positing of the current present'’s specific difference
from some other, recently-but-no-longer-new state of
affairs, at the level of historical temporality itself: a con-
temporary that is modern in the logic of its antiquation
of the temporality of the modern itself, in the very act of
its differentiation from it, whilst differentiating itself from
it nonetheless.® It is here, in its insistence upon the first
of these two senses, that the trick of the Pushkin's dual
“contemporizing of the classical/classicization of the
contemporary” begins to emerge. For it is only by de-
fining the present in naturalistically scientific — rather
than cultural-historical or artistic — terms that a direct
connection of the contemporary to the classical can be
established, via a mutual universality of scientific law,
to which the universality of classical artistic style must
be reduced. These two forms of universality, posited
as non-historical, come together (in a Gombrichian
manner, in fact) in the alleged universality of human
perception, which is projected as common in each. The
universality of the scientific laws of human perception
as the embodied basis for the aesthetic appreciation
of the alleged universalities of classical style: we have
been here before, but not with this specific artistic
investment in the contemporaneity of the sciences of
perception. This is a contemporaneity that feeds off the
technological applications of these sciences in “new
media,’ virtual reality headsets and the like — all part of
the paraphernalia of the experience of the contempora-
neity of the contemporary art museum.

It is the standpoint of “human perception” that
doubles the classical within the contemporary, since
a unification of history from the standpoint of a singu-
larly “human” perception is — precisely — the episte-
mological standpoint of the 18th-century classicism:
an anti-historical, yet decidedly-historically-specific
European humanism.

But is it really through the techno-sciences of
perception that the specific difference of the “con-
temporary” in contemporary art is most adequately
registered? Is it not, rather, something more fundamen-
tally to do with the structure of temporal experience, of
a new con-temporality, a bringing together or a dis-
junctive conjunction of socially different times? The
institutional structures of contemporary art as the art of
a now-globalized art world certainly suggest that is so.
It is in this institutional dimension, | want to suggest,
that the true contemporaneity of Pushkin Museum XXI
lies. It is a newly complex institutionality of the exhibi-
tionary complex, which can be inflected, politically, in
various different ways.

6 see Osborne P. Global Modernity and the Contemporary: Two
Categories of Historical Time // The Postconceptual Condition. P. 24-41.
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3. Institutionality, or the contemporary

as socio-economic form

If, as | have suggested, the contemporary is
fundamentally a new temporal form, bringing together
in disjunctive conjunction a multiplicity of temporali-
ties that are forced into relations with one another
as a result of the increased social dependencies of
a globalizing capital, then it will be in the museum’s
specific forms of mediation of these temporal-eco-
nomic relations that its contemporary character will
lie. Here, new relations between the museum, the
market and the state become the main mediating fac-
tors in the openness of the museum to the explora-
tion, through art, of the social relations of global dis-
junction. And far from being “classicizing,’ at the level
of the sciences of human perception, these social
relations impose a greater — not a lesser — sense of
their irreducibly historical character, however natural-
istically their mediating communications technologies
may be described. Branding and data may be the
homogenizing forms through which the market unifies
the relations of growing interdependence, but it is
their cultural contents, in their specific differences,
that make these relations, and their artistic stagings,
“con-temporary!” In this respect, the contemporization
of the classical would not be the techno-scientific
updating of the illusion of the eternally universal —
however fashionably mediated” — but a fostering
of the sense of its specific historical relativities and
anachronisms, its abiding, irredeemable otherness.
As one can see, for example, in Anne Imhof's perfor-
mance work, Faust, from the German Pavilion at the
2017 Venice Biennale. (See image, p. 19).

What was distinctive there, | think, was the man-
ner of its staging of the gestural shells of classicism
as so many compulsively invested but fundamentally
alienated fragmentary forms; its sense of the classical
as lost, yet nonetheless compulsively revived as lost,
at the gestural level of its appearances, as classi-
cism itself, lost in ever more, new forms: the repeated
marker of a broken history. More radically, one might
say, the classical appears there as the marker of
history as temporal brokenness itself, a brokenness
of which we have become but bemused spectators,
collected together in our seriality by the ever more
ironic institution of a national pavilion in a globalized
art space. “All national history is grotesquely broken,’
this work seems to say to us, “it makes us sick, and
all we are doing is taking what pleasure is to be had
from the spectacle of this sickness.” Classicism as
nihilism is the spectre here, a contemporization of
the classical of a perhaps unexpected kind. This lays
down the challenge for the classical museum today:
how to do more than enact this nihilism, in a contem-
porized parody of classicism’'s own myth of the eternal
recurrence of the same?

7 Fashion is the key mediator whereby technological and artistic
forms come together in the universality of the design schema,
invested with a cyclical renewal of novelty, in a naturalization of the
avant-garde aesthetic of “rupture; “disruption;” “collision," etc. Art

is articulated to science here via the chain of signifiers, science-

technology-design-fashion-art.
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3. MHCTMTyLIMOHaHbHOCTb, U1 COBPEMEHHOCTDb

KaK coLMranbHO-3KOHOMUYEecKaa dpopma

Ecnun, Kak A ye npeanonomun, CoBpeMeHHOCTb ABNAETCA NPUHLM-
nMasnbHO HOBOM TEMMOPasIbHOM pOPMOM, 06 LEAMHAIOLEN B AUSBIOHKTUB-
HbIM COKO3 MHOMECTBO TEMMOPa/IbHOCTEM, KOTOPbIE BbIHY#AEHbI BCTYNaTh
B OTHOLLEHMWA ApYr C APYroM B pe3yrkTaTe pocTa CoLMaibHbIX 3aBUCHUMO-
cTer rmobanmnsmpyoLLLEeroca Kanutana, Toraa MEeHHO B creLgruyecKmx
dopmax nocpesHUYECTBa ITUX TEMMNOPATIbHO-39KOHOMWYECKMX OTHOLLEHWM
My3eA 1 ByaeT 3aKnoyaTbCA ero COBPeMeHHOCTb. M My3ei cTaHoBUTCA
NMOLLAAKON UCCNeAoBaHUA COLMabHBIX OTHOLLEHWH, BEAYLUMX K rnobanb-
HOMY pa300LLEeHMI0, — 3a CYET LIeSTIOro pAAa onocpenoBaHHbIX $paKTo-
POB, K KOTOPbIM MOMHO OTHECTH HOBblE MHCTUTYLIMOHASIbHBIE OTHOLLEHWA
Mexay My3eeM, pblIHKOM M rocyaapcTeom. He rosops o «knaccuumaaumm»
Ha YPOBHE HayKK O YENOBEYECKOM BOCTPUATHM, 3TH COLIMATIbHbIE OTHOLLE-
HMA co3patoT bonbluee, a He MeHbLUee, OLLyLLeHWe HEU3MEHHO MCTopHYE-
CKOIo xapaKTepa, MyCTb AAMe WX ONoCpefoBaHHblE KOMMYHUKALIMOHHBIE
TEXHOSIOMMU MOMHO OMUCHIBATL C MaKCUMasIbHO ECTECTBEHHOM MNO3ULIMK.
BpeHanHr 1 gaHHble MOryT 6bITb FOMOreHU3UPYIOLWMMK GopMamMK, Nocpes-
CTBOM KOTOPbIX PbIHOK YHUPULMPYET OTHOLLEHWA PacTyLLen B3aMMO3aBHCH-
MOCTH, HO UMEHHO WX KyNbTYPHOE COAEPHaHWe, B UX CNeLMPUIECKHUX pasnn-
YMAX, Je/1aeT 3TU OTHOLLEHMA, a TaKKe U MX XY[0MECTBEHHbIE BOMIOWEHHA,
«CO-BpPEMEHHbIMW». B 3TOM OTHOLLEHWW OCOBPEMEHUBAHUE KNACCHKWM Npea-
cTaBnAno 6bl CO60M He TEXHONOMMYECKM Hay4HOe OOHOBIEHWE WNTHO3UK
3TepHaIbHOr0 YHMBEPCANbHOrO — U B TO e BpeMA MOAHO OrnocpenoBaH-
Horo® — a cnoco6cTBOBaNO Gbl OCO3HAHUIO €r0 CrELMPUUECKON UCTOpUYE-
CKOWM OTHOCMUTENBHOCTHU U aHaXPOHW3MOB, €ro HEM3MEHHOM, HEOMPOBEPKM-
MOM MHaKoBocTH. [Mprmepom moxeT nocnyxunTe nepdopmarHc AHHe Mmxod
«@aycT» M3 HemeLKoro naBmboHa BeHeunaHckon 6ueHHane 2017 roga
(cm. poro Ha c. 19).

A cuuTato, 4TO B 3TOM NPOU3BEAEHMM NpHUMeYaTenbHa paboTa
C ¥eCTaMM KNaCCUKK; OHU NpeBpaLLeHbl B 060I0YKM, MHOMKECTBA KOM-
MYNIbCUBHO BIIOMEHHbIX, HO MPUHLMMMUANBLHO OTHYHAaeMblx GparmMeHTap-
HbIX popM; paboTa BO3POKAAET OLLYLLEHNE KNTACCHKKM KaK Yero-To yTe-
PAHHOrO, HO Ha YPOBHE HECTOB U NPOABIEHUA — HACUIBHO
BO3POKAEHHOIO; KNacCHKa BUOMTCA KaK NOBTOPAIOLLMIACA 3HAK pas-
6uTOM ncTopun. Belparkanack 6onee pagmKanbHO, MOXKHO CKa3aTb,
4TO KNnaccuKa NpoABnAeTCcA B paboTe KaK 3HaK UCTOPKUK, 3aABNAA paspy-
LleHMe BPEMEHHBIX CBA3EW, paspyLueHne, KoTopoe obpallaeT Hac B 03a-
AayeHHbIX 3puTenen, 06LLHOCTb KOTOPLIX YAEPHMBAETCA, YTO MPOHMYHO,
B rpaHMLax HaLMOHaNbHOIO NaBUIIbOHA, BEICTPOEHHOIO B paguKarbHO
rno6anMcTMYHOM Xy[0KEeCTBEHHOM NpocTpaHcTee. «BcA HaunoHanb-
HaA UCTOPMWA FPOTECKHO pa3pyLleHa» — Kak 6yaTo Obl 3aABNAET HaM 3Ta
paboTa, «<Ham OT 3TOro AypHO, HO BCe, YTO Mbl AenaeM, Tak 3TO MbiTa-
eMCA MNoNy4YnTb CBOEro poaa YAOBONLCTBUE OT 3penvLla 3TOM AyPHOTbI».
Knaccuumam Kak HUrMnu3m 3gechb ABNAeTCA NPU3pPaKoM, 3TO 0COBpe-
MEHUBaHWE KNaCCHKK, BO3MOKHO, HeoxmaaHHoro poga. CerogHa Bei3oB
OpoLLeH KNacCUYeCKOMY My3€eto: KaKk caenatb 6osblue, 4em MPoCTo Npw-
HATb 3TOT HUMMMM3M B COBPEMEHHOW MapOoAMU Krnaccuumama Ha cob-
CTBEHHbIM M1 O BEYHOM NMOBTOPEHUWU OLHOMO U TOTO He'?

8 Mopa ABnAeTCA KloYeBbIM MeAnaTopom, 6ﬂar0/:|,apﬂ KOTOPOMY TEXHONOrM4ECKME N XYAOHECTBEHHbIE ¢0p-
Mbl 06beanHATCA B YHMBEPCAIbHOCTb CXEMbI AnzanHa, BNIOMEHHYIO B LIMKIIMYECKOE 06HOBNEHWE HOBM3HDI,
B HaTypanusaunto aBaHI’apD.VICTCHOPI SCTETURM «pa3pbiBar, «pa3pyLeHMA», «CTONKHOBEHUA, N T.4. MCHyCCTBO
CCI)OpMyJ'IMpOBaHO ANA HayKW 30eCb 4epes Leno4ry 0603HaYEeHNH, HayHy—TeXHOJ‘IOFI/I}0-,D.M3al;1H-MO/J.y-MCHyCCTBO.
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KoHcTauTvH bBoxopos

CyoOobeKTuBalvi 3peHus]

lMoaHMMaemana Tema cnpoBoLMpoBaHa NPo61emMon, BCTatoLeN
nepepn, cB0O60AHBIM KypaTtopoMm, paboTatoLmit ¢ My3erMHbIMKU apTedaKr-
TaMu. HakMmun coobpameHrAaMM 1 NpUHLMNaMK cregyeT pyKOBOACTBO-
BaTbCA B 06paLleHUn C HUMK M C CaAMMUM KOHTEKCTOM My3eA MCXOAA
13 TpeboBaHWM COBPEMEHHOM KynbTypbl, YTOObI, HAXOAACH Ha TEPPUTO-
puu cBOOOAHOrO TBOPYECKOIO NMOMUCKA, HE NOTEPATL PENEBAHTHOCTb.

CoBpemMeHHan KynbTypa Kak HEKMIM MOAyC CyLLEeCTBOBaHMUSA XyOome-
CTBEHHOI0 NPOTUBOCTOMUT 40 CUX MOP OCHOBAHUAM, Ha KOTOPbLIX }KUBET
XyLOMEeCTBEHHbIM My3en. [0BOpA Te3MCHO, OHa CTaBWT NOA BOMPOC:

1) apTedaKT KaK XyLOMECTBEHHYIO LLEHHOCTb; 2) 3pUTEN KaK Naccue-
HOro cy6beKTa BOCnpuATUA; 3) 3peHne, GUKCUPYeMOoe KybTypPHbLIMM
ycnosHocTAMK. Ee akcronorma otnnyaeTca oT TpaAUUMOHANTMCTCKON —
W B ee YTBEPHAEHUM OHa peann3yeT CBOE NMOHATUE COBPEMEHHOCTH.

My3el B 9TOM KOHTEKCTE — XpaHWTENlb KOHCepBaTM3Ma, Noanep-
HMBAIOLLIMI aKCHOMOTM1I0 BPEMEH aypaTHyYeCKoro NpousBeaeHus. 3aech
A UMEeIo B BUAY CYLLECTBYIOLLME COBPEMEHHbIE MHCTUTYLIMK, YCNELLHO
paboTatowme B 06LwecTBEHHOM NpocTpaHcTee. Bonpoc cBoanTtcs
K TOMY, NOYeMy My3el coxpaHaeTcA B Takol ¢opme? Cnenyet nv ero
Boo6LLe MoAepHU3MPOoBaTL? A eCcnu CcneayeT, TO UCXOAA N3 KaKOW KOH-
uenuun? M Bce aTW BONPOCH! HaNpPAMYHO Ha MPaKTUYECKOM YPOBHE OTHO-
CATCA K TOM Npobneme, KOTopyto A 0603Ha4MN B Havane.

KoHe4YHo, HEBO3MOMKHO OTBETHUTL Ha HUX OQHO3HAYHO. DTO CO06-
LeHe npobnemaTUanpyeT My3enHbIM KOHCepPBaTU3M Nepes, Bbi30-
BaMW MOLEPHUCTCKON PEBOSIOLMK, MPUYEM B OOHOM ero cneunduye-
CKOM acrneKTe, a UMEHHO — OMTUYECKOro OMbiTa, KOTOPbLIM C HUM CBA3aH,
B aCneKTe aHTUTETUYHOCTHU 3PEHUA U BUOEHMA B UCKYCCTBE.

MTak, My3en BNOMHe yCMNeLwHO COXPaHAETCA KaK MHCTUTYLIMA Kyfb-
Typbl B COBPEMEHHOCTH, YTO FOBOPUT O TOM, 4YTO UCTOPHA NOKa Ha ero
cTopoHe. [leno B TOM, 4TO TPaAMLMOHHOE MCKYCCTBO CamMO KOHCepBa-
TUBHO, KaK MallMHa, BO3HUKLLAA Anf KoHcepBauuu Barmaga. OHo nnbo
nomMeLLaeT B3rMAL BHyTPb NPOU3BEAEHMA, KaK Ha NEPCNEKTUBHOM Kap-
TWHE, TM60 BHYTPb CKyNbNTYpbl. TpaauLMOHHOE Npon3BeneHe npea-
naraet OTblCKaTb W 06pecTu B3rnaa B camom aptedaxte nnMb6o o6onTH
CKyNbNTYpY, U y6eanTbCA, 4TO OHa caMa Kak Obl duKcHpyeTcA, cobupa-
eTcA BOKPYr B3rNAAa, a He passanuBaeTcA Ha Kycku. OgHa U3 dyHKLMA

Constantin Bokhorov

The Subjectivity of Vision

The topic raised is provoked by the problem
a freelance curator faces when working with mu-
seum artifacts. Which considerations and principles
should be applied when dealing with them as well
as within the context of the museum, based on the
requirements of contemporary culture in order not to
lose relevance within the free creative search?

Contemporary culture as a certain mode of art
existence is still opposed to the grounds on which
the art museum is based. In summary, it prob-
lematizes: 1) the artifact as an artistic value; 2) the
viewer as a passive subject of perception; 3) the vi-
sion fixed by cultural conventions. Its axiology differs
from the traditional one and in its statement it real-
izes its concept of contemporaneity. In this context,
the museum is a guardian of conservatism, support-
ing the axiology of the times of auratic works.

Here the discussion concerns the existing con-
temporary institutions successfully working in public
space. The question comes down to this: why is
the museum preserved in this form? Should it be
modernized at all? And if so, then based on which
concept? All these questions directly relate to the
problem that | outlined in the beginning.

Of course, it is impossible to answer these
questions unambiguously. This text problematizes
museum conservatism against the backdrop of all
challenges of the modernist revolution in one of its
specific aspects, namely, the optical experience
that is associated with it in terms of the antithesis of
view and vision in art.

Thus, the museum is quite successfully
preserved as a cultural institution in contemporary
times, which means that history is on its side. Tradi-
tional art itself is conservative — it is like a machine
for the preservation of the view. It either places the
view inside works of art, as in a perspective paint-
ing, or inside a sculpture. The traditional artwork
suggests searching and discovering the view in
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the artifact itself and either finding some point from
which it is fixed there or moving around the sculp-
ture and making sure that the sculpture itself is
somehow fixed, gathers the view around it and does
not fall apart. One of the functions of an artwork is
to preserve this historically arisen view and one of
the functions of the museum is to preserve a certain
plurality of views. Since cultural institutions usually
act according to the logic of the art they represent,
the museum also creates some kind of optical
structure from them and places them in a certain
temporal, historical perspective in order to create
a living “nourishing” environment for the existence of
a historical view. This means that the museum is the
guardian of perspective optics, which it preserves,
and a socially acceptable historical concept, and in
both senses, it is conservative. | emphasize that this
is the only way it can exist — only in this taxonomy.
The 19th century brought Modernism into
world, which is known to promote completely
different optics. Let us take the Impressionists —
what did they do? They removed the view from
the artwork. They showed that the view does not
work as something completely inherent. The trick of
Impressionism is that the viewer sees the view fixed
in the picture from a distance, but when one comes
closer one sees that nothing is fixed there, that the
picture simply plays with the viewer's eye that itself
creates it, and that the picture itself is just a canvas
splashed with colors. This is a different paradigm of
vision, including the historical one. In this sense, it
comes into conflict with traditional “museification”
Should the museum be modernized based
on the content of this optical system? It should, in
order to be consistent. Contemporary art captures
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1. YcTaHoBKa cnenka MeTonsl
MapdeHoHa. Myseit
M3ALLHBIX UCKYCCTB UMEHN
umnepatopa AnexcaHapa llI
npy MocKoBCKOM
yhuepcutete (HbiHe TMNA
um. A.C. MyLukrHa)
Construction of the metopes
of the Parthenon copy.
Museum of Fine Arts
of the Emperor Alexander |lI
at the Moscow University
(today — the Pushkin State
Museum of Fine Arts).
© 'MW nm. A.C. TyLikunHa,
2019.

npoun3BefeHUA — 3aKOHCEPBUPOBATb 3TOT UCTOPUYECKU BOSHUK-
WKW B3MNAL, a 0gHa M3 GYHKLKUM My3eA — 3aKOHCEePBMPOBaTb HEKYHO
MHOMECTBEHHOCTb B3rNAL0B. Ho MOCKONbKY KynbTypHbIe yupexae-

HMA 0ObIYHO AEMCTBYIOT B JIOFMKE MCKYCCTBA, KOTOpoe NPeACcTaBnALoT,
TO My3€eM elle U CO3AaeT U3 HUX HEKYHO OMTHUYECKYIO CTPYKTYPY M nome-
WaeT UX B HEKYIO TEMMOPasbHYH0, UCTOPULIMCTCKYIO NEPCNEeKTUBY, YTOOKI
€c034aThb AS1A CYLEeCTBOBaHMA UCTOPMYECKOro B3rNAAA HUBYIO NUTa-
TenbHyto cpedy. T.e. My3en — XpaHWTeNb NePCNeKTUBUCTCKOM OMNTHKH,
KOTOPYIO OH KOHCEPBUPYET, 1 06LLECTBEHHO NpUeMIEMON UCTopUYe-
CKOM KOHLLenuuu, 1 B 060MX CMbICNax OH KoHcepBaTuBeH. [logyepkHy,
YTO TOMBKO TaK OH W MOMET CYLLEeCTBOBaTb, TONbKO B 3TOM TAKCOHOMMM.

Ho B XIX Beke nosBnaeTcsa MogepHW3M, KOTOPbIM, KaK U3BECTHO,
NpoABWUraeT COBCEM APYryto onTuKy. YTo, Hanpumep, AenarT UMnpec-
cuoHucTbl? OHKM gocTatoT B3rMag n3 npousBeneHus. [Nokasbisator,
4TO OH paboTaeT He Kak 4To-To, 6e3pasnenpHo emy npucyee. Pokryc
MMMNPECCHMOHU3Ma 3aKNo4aeTCs B TOM, YTO U3[aNn 3pUTeNnb BUAUT
B3rNA4 3adUKCUPOBAHHBLIM B KapTUHE, HO BO/IM3K OH BUAMT, HTO HUYErO
Tam He 3adMKCMPOBAHO, YTO KapTMHA NPOCTO UrpaeT C ero B3rnAAoM,
KOTOpPLIM €e U CO34aeT, a YTO caMa KapTMHA — 3TO XOJICT, UCMaYKaH-
HbI KpackaMu. DTo UHaA napagurma BUAEHWUSA, B TOM YMCIie U UCTOPU-
yeckoro. M B aTOM cMbICie OHa BCTyNaeT B KOHGIMKT C TPaAMLMOHHOM
My3eedpHKaLMen.

CrepyeT 1 MOAEpPHU3UPOBaTbL My3€W UCXOAA U3 COAEpPHKaHUA 3TOM
onThkKn? Ecnu 6biTb nocnepoBaTtenbHbIM, To Aa. CoBpeMeHHOe UCKyC-
CTBO PUKCUpPYET OTAENBbHOCTb B3rMAAa M apTedaKrTta, a My3ei AOMKeH
npu3HaTb 3T0, TM60 He NpU3HaBaTb MOAEPHMCTCKOE UCKycCcTBO. MHave
BO3HUWKaeET WK30dppeHNYECKan CUTYaLMA, Koraa My3en pacnonaraet
€ro XpOHONOrMYeCcKH, MoOMeLLan B MICTOPUYECKYHO NEPCNEKTMBY, NULLAA
TEeM CaMbIM BCHO CBOK KOHCEPBATUBHOCTb TOYKW CXOAA.

HoHeuHo, MOXHO paccmaTpuBaTh Takyto NPaKTUKY B NEPCMNEKTUBE
aroHa. AroHanbHOCTb — 6€3yCrioBHanA LLleHHOCTb COBPEMEHHOMO XyAOMHe-
CTBEHHOr0 AMCKypCca, AEMOKPaTU3MPYIOLLEro ero, AatoLLasa Npaso rosoca
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Hpyromy. Torpa my3ern He Hago MOAEPHU3NPOBATb, U Ha GOHE YMHOKEHNA
MHCTUTYLIMOHASbHBIX POPM PaboTbl C MCTOPUYECKMMK apTedaKkTaMu cre-
[yeT ero oCTaBUTb OMNNOTOM KoHcepBaThama. Cnop — malinHa nopoxae-
HWMA NOCTMOAEPHUCTCKUX UCTHH. Ho, Bo-repBbix, MCTopmyecKas pabora
C apTearTamm MPUHOCHUT B KEPTBY BbIACHEHUA BOMpoca 06 UCKycCTBe
KaK TaKoBOM, &, BO-BTOPbIX, 3TO BCe paBHO ApYyras aKCHUONIOrUA — [JOKChI,
aroHa, a He XyAoMXeCTBEeHHOH PeBOTOLMH.

B peanbHOCTH MBI Kak pa3 ¢ aroHOM W UMeeM AeNno, HO, B pamMKax
MOEW ONTUYECKOW pPeayKLMM, 3TO OYepHeHHEe 3peHHA. AKCHonorva aroHa
oTBepraeT 3apMKCMpOBaHHOE MECTO HabntoJaTena U BUOUMOCTb BOODOLLE,
NMPUHOCA BCE 3T LIEHHOCTK B epTBy 06MeHa MHeHWUAMM, cnopy. HanomHto
B CBA3W C Hew KapTuHy Bpetrena «[putya o cnenbix», rae AoKca, MeTadpo-
PUYECKM BbIpamanCh, «NOABOAMT MOA MOHACTLIpb». [ToaTomy Tema Hepo-
BOMbCTBA KyNbTYpOM — M Hawa npobnema cerogHs.

3a pedopmy My3en cyllecTByeT CBOA apryMeHTauusa u, 6onblue Toro,
OHa aKTMBHO MPOBOAMTCA, YTO NMPEKPACHO NOKa3anM y4acTHUKKW YTe-
HWIM. A, KOHEYHO, TOXE NPUAEPHMUBAIOCE TOFO MHEHHA, YTO HECMOTPA
Ha Te yO0BONbCTBUA, KOTOPbIE HAM AAPUT KOHCEPBATHUBHbBIM My3€eW, ero
crnepyeT Nno KpanHen Mepe BpeMA OT BPEMEHW CTaBWUTb MOA, COMHEHME,
XoTA Obl B pycne BCe TOM ¥e ONTUYeCKOM MeTadopbl, KOTOPYHO A NPeano-
wun B Havane. [Npaeaa, Mo METOA0NOMMYECKMI Noaxo4 npeanonaraet
ropasfo 6onbLuyo pagnKanbHOCTb.

A cHavyana B 06LWMX YepTax apTUKYIMPYIO MOAENb B 3TOM nepe-
OCMBICIIEHUK, KOTOPYIO, MO MOEMY MHEHUIO, CreayeT cYuTaTe Moaep-
HucTckon. OcBoboxaeHHe B3rnaaa NPOMCXOAMT KaK Yyepeda peso-
JIIOUMH, Kax[aa U3 KOTOPbIX CrPOBOLMPOBaHa He40CTaTOYHOM
PannKanbHOCTLIO MPeabIayLHX.

Kak 6b1n0 cka3aHo Bbile, UMMPECCHMOHUCTBI M3bIMAOT 3pEHUE
M3 KapTWHBI M BO3BpPAaLLAOT 3pUTENO, HO KapTWHa MoKa eLle coxpa-
HANa UNNIO3MI0 NEPCNEKTUBHOIO BUAEHMUA. [1epCneKkTMBHYIO CTPYKTYpY
BM3yanbHOro obpasa NpeoaosieBaeT TONbKO aBaHrapa, PasnoxKue Kap-
THUHY MMpPa Ha MHOXECTBO CYyLL,eCTBYHOLLMX OAHOBPEMEHHO U MO3an4HO
dparmMeHTOB, KOTOpble OH MpeAiaraeT 3PEHUI0 KONaKMpoBaTbh U MOH-
THMPOBATb B T€ W/IU UHblE KOHGUIypaLMKU pealbHOCTH U, TakMM 06pas3om,
Yyepes 3TO CaMOMy yTBepkAaTb CBOM B3rMAL.

Ve aBaHrapamMCTCHas OnTUKa 3asBuna o: 1) cBoew Bone K camo-
MyseeduKaumm, 2) He0BXOAMMOCTH HOBLIX GOPM TOM My3eeduKaLK,
Hanpumep, B 9KCNo3uuuax Inb JIMCULKOIO MK MKOHONOMMYECKNUX
nccnepnosaHuax Abu Bapbypra, unu B pagukanbHbix ¢opmax B COOpYHe-
HuAx Rypta LUsutTepca.

Ho paHHW aBaHrapa HeJoCTaTO4YHO paguKabHO paspyLluaeT Tpa-
OMLMOHHOE NPOM3BEAEHWE 1 B3rNAM, XOTA M pacnafaeTcA Ha MHOXECTBO
aCneKToB, OCTaeTCA CBA3aH C apTedaKTom, ByaAb TO cynpemMaTtuyecKoe
MOCTPOEHWE UK pean-Mena,. DTa 0GbEKTHOCTb aBaHrapAUCTCKUX NPo-
n3BefeHn npobnemMaTnanpyeTca B MOAEPHUCTCKOM CKYNbMType BTOPOM
yeTBepTU XX BeEKa, KoTopadA NMbo ApPobUT 0OBLEKT Ha elle bonee men-
KWe Y4acTu B paMKax Lenoro, 1Mo npoaenbiBaeT B HEM OTBEPCTHA, YTOObI
NponycTUTb Yepes Hero B3rNAA, Kak y lenpn Mypa, nnb6o makcrmansHo
pasfenaeT B3rNAg v NpeaMeT UCKYCCTBa, Aenan ero /Mllb TOHKOM ONTH-
4EeCKOM OCblo BOCNPUATHA, Kak y [lakomeTTn. B Hel noka ewe He npo-
MCXOOMT pafuKarnbHbIM OTPLIB B3rNAAa OT apTedaKkTa, HO CKynbnTypa
B 9TOM MCKYCCTBE YHe NpoLaeTca CO CBOMMU MCTOPUHECKUMU aBTOPU-
TapHbIMKM aMbULMAMM Ha obnajaHue BCen LieIOCTHOCTLIO B3rnaaa.

McKyccTBO OuYMLLLEHHOM NepLenuun cos3gaeT MUHUManM3Mm, 3aaemn-
cTByA 6a30Bble peHOMeHonormyeckne NnoHATUA. Hanpumep, K 3pm-
TeNbHOMY BOCMpPUATUIO 06beKTa obpattaeTcA pabota Pobepta Mop-
puca «Bes HassaHua (Tpu L-dbopmbl)» 1965 roga. OT0 TpM OAMHAKOBBIX
dopmel, pacnonoxeHHble B 6enoM Kybe B onpeaeneHHoOM nopagKe
1 opueHTaumn. OHK OTKpbIBatOTCA B3rNA4Y No-pasHoMy. TosbKo
npv 06xoae BCEro pacronoXKeHUA MOXHO OOHaPYHUTb, YTO OHW BCE
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the separateness of view and artifact, and the mu-
seum must either accept this or reject modernist art.
Otherwise, a schizophrenic situation arises, when
the museum places it chronologically, putting it into
a historical perspective, thus depriving us of the
entire conservatism of the vanishing point.

Of course, this practice could be considered from
the perspective of agon. Agonality is the unconditional
value of contemporary artistic discourse, which democ-
ratizes it, giving the right to vote to the Other. There-
fore, the museum does not need to be modernized
and it should be left as a stronghold of conservatism
against the background of the multiplication of insti-
tutional forms of dealing with historical artifacts. This
dispute is a machine generating postmodern truths.
Nevertheless, firstly, historical work with artifacts sac-
rifices clarification of the question of art as such, and,
secondly, it is still another kind of axiology — the one
of dox and agon but not an artistic revolution.

In reality, it is the agon we are dealing with, but
within the framework of my optical reduction it is
a black-out of vision. The agon axiology rejects the
fixed place of the observer and visibility in general,
sacrificing all these values to exchange of ideas and
dispute. In this connection | recall Bruegel's Blind
Leading the Blind, where the doxa puts everything
in a predicament. Therefore, the topic of discontent
with culture is our problem nowadays too.

The argument in favor of museum reform exists
and it is actively carried out, which was perfectly
demonstrated by the participants of the conference.
Of course, it is also my conviction that despite the
pleasures the conservative museum gives us, it
should be questioned from time to time, at least in
line with the optical metaphor that | have proposed
at the beginning. However, my methodological ap-
proach assumes a much greater radicality.

First, | would like to outline the model for this
rethinking in general, which, in my opinion, should
be considered a modernist one. The liberation of
the view arises as a series of revolutions, each of
which bursts forth due to the lack of radicalism of
the previous ones.

As mentioned above, the Impressionists re-
moved vision from the picture and returned it to the
viewer, but the picture retains the illusion of perspec-
tive vision. The avant-garde was the first to overcome
the perspective structure of visual image, splitting
the picture of the world into a multitude of fragments
existing simultaneously and mosaically. It invites vision
to be collaged and assembled in various configura-
tions of reality and thereby affirms its own view.

Avant-garde optics stated as to: 1) its will to
self-identify, 2) the need for new forms of museifica-
tion, for example in El Lissitzky's exhibitions, Aby
Warburg's iconographic studies, or in the radical
forms of Kurt Schwitters’ constructions.

However, the early avant-garde did not drasti-
cally destroy the traditional artwork and view. Al-
though it breaks down into many aspects, it remains
connected to the artifact, whether it is a suprematist
construction or a readymade. This objectivity of
avant-garde works is problematized in the modern-
ist sculpture of the second quarter of 20th century,
which posed the problem of the object. Modernist
sculpture either crushes the object into even smaller
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parts within the whole, or makes holes in it to look
through — like in Henry Moore's works, or as much
as possible, it divides the view and art object, turn-
ing it into a thin optical axis of perception, like in Gi-
acometti's oeuvre. Here the view is not yet radically
separated from the artifact, but the sculpture in this
art is already parting with its historical, authoritarian
ambitions to possess the entire integrity of the view.

The art of purified perception creates minimal-
ism, using basic phenomenological concepts. For
example, 1965 Robert Morris’ Untitled (3 Ls) refers
to the visual perception of an object. There are three
identical shapes placed in a certain order and orien-
tation in a white cube. They open differently in front
of the viewer's eyes. Only when walking around
the entire location one can find that they are all
the same. Morris certifies that visual perception is
deceptive, that it depends on the point of view and
can be manipulated. It is an act of artistic detach-
ment, liberating the view. There is nothing more in
this work. It claims that the phenomenological act of
view is artistic, just to see. Artifacts perform purely
official functions and can be repeated in accord-
ance with the instructions of the artist.

Postmodernism represented by the “Generation
of Pictures” criticizes the viewer’s belief in one'’s own
view as the basis of identity, showing that it is a visual
construct itself, especially in the era of mass reproduc-
tion. The objectivity of the view is questioned. The crea-
tion of art including “visualization” becomes assimilated
to subversive activities in the world of pictures.

In critical postmodernism, all these strategies
start to quickly and efficiently coexist, which, of
course, indicates an increase in the uncertainty of
the method. Against the backdrop of this immanent
crisis, a certain trend becomes influential. It requires
the revision of the postmodern concept of reality (in
fact, a semiotic one), a return to materialistic theol-
ogy and to a non-personalized natural view.

Optically, it is best illustrated in the oeuvre
of Estonian artist Katya Novichkova, who started
producing her Approximations in 2011. They are
images of post-internet reality, large-scale figures
of rare endangered animals printed on anodized
aluminum at extremely high resolution. Novichkova
materializes the result of her optical cybersensitivity.
The images are incredibly distinct — a feature that
is no longer available for imitation using traditional
artistic methods. This can be only seen by the cy-
bernetwork, which overcomes the resolution of the
human eye. At the same time, owing to the fact that
these creatures are rare, they seem to become the
last joke of reality about their visibility before moving
over to the world of its ideas. At the same time, the
artist's project emphasizes this fact, and that is the
reason why these creatures tempt our eye.

As part of Novichkova's neo-realistic concept,
the view is already emancipated from both culture and
anthropomorphism. Her images are no longer about
what we see, but what looks at us, even, though it
may sound a bit hackneyed here. This is the natural
ending for the desire to free the view up and return
it to reality, the desire for the reality of realism (all the
speculation happens around it) — the modern ver-
sion of Courbet's concept of realism, whose reality
in Burial At Ornans is reduced to a yawning grave

KOHCTAHTMH BOXOPOB | CONSTANTIN BOKHOROV

oAunHarosble. Moppuc yaocToBepAeT, 4TO BU3yasnibHaA NepLenumn
06MaHu4MBa, YTO OHA 3aBUCUT OT TOYKM 3PEHMA, YTO €10 MOKHO MaHMMy-
NMPOBaTb. DTO aKT XyAOKECTBEHHOIO OCTPaAHEHUS, OCBOGOKAAOLLMI
B3rnaa. Bonblwe B 910N pabote HMuero HeT. OHa yTBEPHKAAET B Ka4yecTBe
XyAOMECTBEHHOr0 PEHOMEHOIOMMYECKUI aKT 3PEHUA, BCEMO JIWLLUb BO3-
MOMXHOCTb BMAETb. ApTedaKTbl BbINOSHAIOT YUCTO CRymebHble GyHKLMK

M MOryT ObITb NOBTOPEHbI MO MHCTPYKLMK XyAOKHMKA.

MocTmoaepHuam B nuue npeactasutener «[lokoneHna KapTrHok»
KPUTUKYET BEpy 3pUTENA B CBOM B3rNAL Kak OCHOBY MOEHTUYHOCTH, MOKa-
3bIBaf, YTO OHa, 0COBEHHO B 3MOXy MacCOBOro PenpoAyLMpOoBaHMA, cama
ABNAETCA BU3yasibHbIM KOHCTPYKTOM. OGBbEKTUBHOCTL B3rnAAa BoobLue
CTaBUTCA Mof, Bonpoc. A co3paHne UCKYCCTBa M B TOM YAUCIE «3pUTeSlb-
CTBO» YyNop06nA0TCA NOAPLIBHOM AEATENBHOCTU B MUPE KapTUHOK.

B KpuTHyeckom noctMoaepHU3Me BCe 3T CTpaTermm HauMHaroT
onepaTuMBHO COCYLLECTBOBATb, YTO, KOHEYHO, CBUAETENLCTBYET O Hapa-
CTaHWM HeonpeaeneHHocTM MeTopa. Ha doHe 3Toro MMMaHeHTHOro Kpu-
31ca BNMATENIbHOM CTaHOBUTCA TeHAeHLMA, Tpebytowan nepecmoTpa
NOCTMOAEPHUCTKOM KOHLLENLMK peansHocTH (Mo CyTH, CEMUOTUYECKOM),
BO3Bparta K MatepuanMcTU4ECKON TEONOIMMK, K HEMEPCOHaNM3UPOBaH-
HOMY NMPWPOAHOMY B3rnAgy.

C «ONTHYECKOM» TOUYKM 3PEHUA €€ Hauy4YLIMM 06pPa3oM U=
CTPUPYET UCKYCCTBO SCTOHCKOM XyAoxHMLUbl Hatv HoBrukoBow,
ewe B 2011 ropy HavaBsLleN NPON3BOAUTL CBOM «ANMPOKCUMALLMKN»,
06pasbl NOCT-MHTEPHET peaslbHOCTU — POCTOBbIE PUIYPbI PEAKMX
McYe3arLLmMX KUBOTHbBIX, HaneyaTaHHble Ha aHOAWMPOBaHHOM antoMuU-
HWW C NpefenbHO BbICOKMM paspelueHnemM. HoBuuKkoBa matepuanu-
3yeT pe3ynLTaT CBOeM ONTUYECKOM KMBepUyBCTBUTENBHOCTHU. DTH
06pa3bl HeBEPOATHOW OTYETNIMBOCTH, KOTOPAA yHe HEAOCTYNHa UMUTa-
LMK C MCMONb30BaHUEM TPAAMLMOHHbBIX XYAO0KECTBEHHbIX METOA0B. Tak
BMAMT ye TONbKO KMbepceTb, NpeoaoneBLlan paspeLlleHne Yenoseye-
cKoro rnasa. B Toxe Bpemsa B cuny peaKoCTH 3TWX CYLLECTB OHU Npes-
CTaBMAKTCA KaKk 6bl NOCNeAHeN WYTKOW peanbHOCTK MO MOBOAY WX BUAW-
MOCTH, Npexae 4em nepemty B Mup ee naen. B Toxe Bpemsa — 1 npoeKT
XyAOMHULBl MOAYEPKMBAET 3TO — MMEHHO NO3TOMY OHW Tak CO6nasHu-
TenbHbI 4NA HaWero B3rnsaaa.

B pamkax HeopeanMcTUYeCKOM KOHLEMNLWK, NpeacTaBnsaeMomn
HoBunyKkoBOM, B3rNAL yKe aMaHCUNUPYETCA HE NPOCTO OT KyNbTyphl,

HO W oT aHTponomMopédHocTH. Ee obpasbl ye He 0 TOM, YTO Mbl BUOMM,
a, Nonb3yAcb cTaHoBALWEeNCcA 36MToM MeTadhopor, O TOM, YTO CMOTPUT
Ha Hac. OTO 3aKOHOMEPHLIM dUHAN CTPEMIEHUA 0CBOBOANUTL B3rNAa,
W BEpPHYTb €ro peanbHOCTH, CTPEMIIEHUA K peanbHOCTU peann3mMa
(BOKPYr 4ero v NPOMUCXOLAT BCE CMEKYNALWMK) — COBPEMEHHAA BEPCHA
KoHuenunn peannama Kypbe, y Kotoporo peansHocTb B «[ToxopoHax

B OpHaHe» pedyuMpoBaHa K 3UAHWIO MOTUIIbl, B KOTOPOK 06pa3 yerno-
BEKa MCYE3AET, KaK «JINL0, HAYepPTaHHOE Ha NPUOPEKHOM NecKe».

XoTd Yyepena MOAEPHUCTCKUX ONTUYECKMX PEBOMIOLMIM NPeaCcTaB-
neHa MHOW B TEMMNOpPasIbHOM NEPCMNEKTUBE, A XOUY MNOAYEPKHYTb, YTO 3TO
MOXOPOHBI MCKYCCTBA, Cnyvatownecs cnopaamnyecku. bopuc pokc
NPeKpacHo napagoKcanManposan Korga-To' aty Metadopy, NoKkasbl-

BaA, YTO COBPEMEHHOE UCKYCCTBO NMOCTOAHHO PaCMUHAET U XOPOHUT
cBoero 60ra 1 B 3TOM OHO W HaxoguT cebs, npuyemM aToT 6or ecTb OHO
camo. Ho npobnewma, Kak A ee B Havyane 0603HauuMI, 3aK04aeTCs B TOM,
4TO 3Ta LMKIIMYHOCTb, 3Ta HULWLEaHCKasA KOHLemNLMA BEYHOro BO3Bpa-
LEHWA BPEMEHH, MPOTUBOPEYHUT EPCNERKTUBHOM, KOTOPYHO OOMKEH
BOMMOWATb TPAAULIMOHHBIM My3€W, TaK e KaK el NPOTUBOPEYUT U TEH-
AEeHUMA aMaHCcKNaLmMKn B3rnaaa, KoTopbl SMaHCHMNMPyeTCcA He AnA TOro
4TO6bI ObITH MOTOM anNPONPUUPOBAHHBLIM, & OTMYCKAETCA Ha BOJIO, Aake

1 Iporic b. Yo Takoe coBpemeHHoe ncKyccTBo. Jlekuma. Cr16., y6osckuit HCTUTYT, 1996.
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LLleHOM ero BO3MOXHOM rnbenu. Noatomy panee A 6bl XOTEN NPeaSIOKUTL
MOZeNb, HA OCHOBE KOTOPOM BO3MOMHO ObI/10 6bl TBOPYECKU OCMBICIUTL
MX NPOTUBOPEUUSA.

UTak, KapTrHa, KOTOPYIO KPUTHMKYET COBPEMEHHOE UCKYCCTBO,
noABMNack B pe3ynkrate KPUTUKKU el NPeaLIeCTBYOLWUX ONTUYECKUX
napaguvrm 1 B peaynerate paspbiBa C Hel, a MOAEPHU3M — 3TO KPUTHUKA
NepPCneKTUBM3MA, M KaK TaKOBOM LieHEH AJ1A COBPEMEHHOCTH, MOCKOSbKY
aBnaeTca GaKTOpoOM aMaHcunaumnm Barnaaa (xora, 0cob6o NogYepKHy
3TOT MOMEHT, B NEPCMNEKTUBHON KapTUHe ObiM cAenaHbl BblaaroLmecs
XyLOMECTBEHHbIE LOCTUIHEHMA). HO MMeHHO nosToMmy ByaeT HebeabiH-
TEPECHO MeTOA0NOrMYECKN BEPHYTLCA K NPEALLIECTBYOWNM ONTUYe-
CKMM napajgmMrmMam U pacCcMOTPeTb UX B KOHTEKCTE ONTUKK Npon3Be-
OEHWA M aMaHcunauuun B3rMaaa, paaukanbHo NpobnemMaTusamnpoBaHHbIX
B COBPEMEHHOM MCKYCCTBE.

B KauecTtBe Mogenu ons aHanusa npegnarato 06paTuTbCA K ApeB-
HerpevyecKomy xpamy, a KOHKpeTHee K [lapdeHoHy, 3TOMy UCKNoYUTENb-
HoMy fABneHuto V BeKa A0 Haller apbl, TO eCTb anoxu pacueeTa AduH-
CKoM oemoKpaThn. Mbl MMeem Bce OCHOBaHUA 414 BbiGopa TakoM MOAENH,
MOCKOJBKY, KaKk OblI0 OTMEYEHO Bbille, COBPEMEHHOE MCKYCCTBO MOMHO
paccMaTpuBaTb KaKk XyO0MEeCTBEHHYIO MPaKTUKY C PUTYyaslbHbIM XapaK-
TEPOM, U MOAESIb MPEYECKOro Xpama roMosiorMyecky e 6nmska. Hpome
TOro, MOYBY AJ1A 3TOrO AAET ero NOXHAaA ONTUYECKaA KOHCTPYKLMA,
BOB/IEKatoLwan B3rNA4 B CBOKO Urpy. B aToMm e cMmbicne MOXHO roso-
pUTb 1 06 onNpeaeneHHOM SKCNO3ULIMOHHOM ONTUKE, CO3aBaeMOMN UM,
MOCKOMNbKY OH CO3A4aeT NPOCTPAHCTBO AJ1A Leforo paga aptedaxTos.

BcTpeuascs ¢ [NapdeHoHoM, B3rnaa BOCNPUHUMAET ero Kak nae-
anbHO NPAMOSIMHENHOE, TEKTOHUYECKHW YPaBHOBELLEHHOE COOpPYHEHHWE,
npeoponesatoLLee TAKEOBECHYIO MaTepHanbHOCTb NaHTENIMMCKOro
MpaMopa U Kak Gbl Bo3HeCceHHoe Haz 3emnei. OgHaKko aTo Bneyvatne-
HWe — pe3ynbTaT MCKYCHOW NNacTMY4eCKoM opraHn3aumm ¢popmel U MaTe-
pnana. Ecnv nocmoTpeTb Ha BCe coopymeHWe OTCTpaHEHHO, TO OKa-
METCA, 4TO OHO ABNAETCA CNOMHOM KOHCTPYKLIMEN M3 KPUBBIX KAMHEN,
[0BOJILHO NPUYYASIMBO PaCcMONOKEHHbIX B NpocTpaHcTBe. Kaxaana ero
AeTanb — 3TO CKYNbMTYPHO U3BaAHHaA MpamMopHasa ¢opma CO CBOEM
WMHAMBWAOYaANbHOCTBIO M CO CBOMM M3rnbowm. «B MNapdeHoHe npu Bcewn
€ro KamyLLLeMCA NPAMOYro/IbHOCTU HET HW OOHOM AEeMCTBUTENBHO NpA-
MOW NuHKMK»?, — nucan Bopuc Bunnep. Tem He MeHee, BCcTpeyanch
CO B3rNAAOM, €ro KpMBM3HA OKa3biBaeTCA Copa3MepHa Ye10BEYECKOM
OMNTUKE M COBMpaeTCA B aeanbHy0 NPAMOUHENHYO dopmy. DTOT
adbdeKT Benepn 3a rpevyeckumun dunocodamm MOKHO Ha3BaTb IMAOCOM.

Ewe onHa onTHyeckaa 3aKOHOMEPHOCTb, Bornowaemas [lap-
beHoHOM, cBA3aHa C ero pacnosioxkeHMemM Ha MecTe ApPEeBHEero CBs-
TUNMLLA W KaK Bbl MaTepuanM3oBaBLUas ero cCakpasbHbli XxapaKTep.
Becb aHcam6nb AKpononA COPUEHTUPOBaAH MO COJHLY, U B MOMEHT
Bbixoaa u3 lNponunen NaHabuHeNCKoM NpoLeccrMm OHO NOAHWUMANOCh
n3-3a [lapdpeHoHa, 1 MaBHble CBATUNMLLA aHCaMbnAa 6narogapsa cBeTo-
BOMY apdeKTy 06beaMHANNCh B eQnHOe Lenoe, rae 3gaHue lNapderona
rocnoacTBoBano. Takoe Oblo BO3MOXHO TONMbKO MPY TOYHEWLLEN OpH-
eHTauun 06beKTa N0 aCTPOHOMUYECKMM KoopauHatam. B ontuyeckom
CTPYKTYype Xxpama B3rnAf4, YenoBeKa BCTpeyanca Co B3rNA40M KOCMocCa,
YTO BbI3bIBAJIO OLLYyLLEHWE NEPUOSUHECKU NPOUCXOAALLErO Yyaa.

Cyuwee v Buanmoe B NappeHoHe, NNacTUYeCKn UCKPHUBIIEHHOMO
M HEepPaBHOMEPHOIrO 3a CYET CBOMX KypBaTyp U KOHTPaKTyp MHTEPBaOB,
6L 3aKOHOMEPHO pa3BefeHbl. B 3Tom cMbicne oH ABnAeTcA onTU-
YECKOM MUNNIO3MEN, TaK e KaK M300paeHne Ha NePCrEKTUBHOM Kap-
ThHe. Ho o6pas lNapdeHoHa oTKpbiBanca B3rnAaay He B NepCneKTUBHOW,
a B aCMNEeKTUBHOM OMNTUKE, COCTOALLEN M3 aCMEKTOB BELLEW, a HE U3 KOH-
uenunn BUAMMOCTU NpocCTpaHcTBa. Belm B Helt npeacTaBnanm camumx

2 Bunnep b. P Uckycetso dpesreit Mpeunn. M.: Hayka, 1972. C. 202.
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where the image of a person disappears, similar to
“a face inscribed on the coastal sand’

Although | have discussed the series of mod-
ernist optical revolutions from a temporal perspec-
tive, | would like to emphasize that this is the funeral
of art — something which happens sporadically.
Boris Groys wonderfully revealed the paradox' of
this metaphor, showing that modern art is constantly
crucifying and burying its god, and finding itself in
this process and even more: this god is art itself.
But the problem, as | pointed out at the beginning,
is that this cyclicity and Nietzschean concept of the
eternal return of time contradicts the perspective-
based one which the traditional museum should
embody. The same thing happens to the tendency
of the view of emancipation which is not being
emancipated in order to be later appropriated but is
released to freedom, even at the cost of its possible
death. Therefore, | would like to propose a model
on the basis of which it would be possible to think
creatively of their contradictions.

Thus we have the fact that the picture criti-
cized by contemporary art has arisen as a result of
both criticism of previous optical paradigms and the
break with it. Modernism is a criticism of perspec-
tive and is valuable for contemporaneity the way it is,
because it is a factor in the emancipation of the view
(although, I would like to emphasize that outstand-
ing art achievements were made in the perspective
picture). But for this very reason, it will be interest-
ing to methodologically return to previous optical
paradigms and consider them in the context of the
optics of the work and the emancipation of the view,
radically problematized in contemporary art.

As a model for analysis, | would like to take the
ancient Greek temple of Parthenon — an excep-
tional phenomenon of the 5th century BCE and the
golden age of the Athenian democracy. We have
every reason to choose such a model, because, as
noted above, contemporary art can be regarded as
an artistic practice with a ritual character, and the
model of the Greek temple is homologous with it. In
addition, its false optical design affords ground for
the involvement of the view in its game. Similarly we
can talk about a certain representational or exposi-
tional optics created with it, as it creates space for
a whole series of artifacts.

When encountering the Parthenon, the eye
perceives it as an ideally rectilinear, tectonically bal-
anced structure that overcomes the heavy materiality
of Pantelian marble and seems to ascend above the
ground. However, this impression is the result of the
skillful plastic organization of form and material. If we
regard the entire structure with detachment, it will turn
out to be a complex construction of curved surface
stones, fancifully located in space. Each of its details
is a sculpturally carved marble form with its own per-
sonality and with its own bends or curves. “With all its
seeming rectangularity, the Parthenon has no straight
lines,"? Boris Vipper wrote. Nevertheless, when meet-
ing the eye, its curvature proves to be commensurate

1 Groys B. Chto takoe sovremennoe iskusstvo? [What is contemporary
art?]. Lecture. Saint Petersburg, Zubovsky Institute, 1996.

2 Vipper B. R. Iskusstvo Drevnei Gretsii [The History of Ancient
Greece]. Moscow: Nauka, 1972. P. 202.

28

with human optics and is thus assembled in ideal
rectilinear form. The Greek philosophers used the
term eidos to describe this effect.

Another optical pattern embodied by Parthe-
non is associated with its location on the site of
an ancient sanctuary and it materializes its sacral
character. The whole ensemble of the Acropolis is
oriented by the sun and the moment a Panathenaic
procession walked through Propylaea, the sun
would emerge from the Parthenon side, and the
main sanctuaries of the ensemble would become
a single whole, because of the light's effect upon
the dominating building of the Parthenon. This effect
was a result of the accurate orientation of the object
according to astronomical coordinates. In the opti-
cal structure of the temple, a person’s view met with
the view of the cosmos, which caused a sensation
like that of a periodically occurring miracle.

Things existent and visible were naturally sepa-
rated in the Parthenon, which is plastically curved
and uneven at the expense of its interval curvatures
and contractures. In this sense, it is an optical il-
lusion, the same way an image on a perspective
picture is. However the Parthenon image opens
up to a view — not in perspective, but in aspective
optics. It consists of aspects of things, is made up
of aspects of things, but not from the conception
of the appearance of space. Things here represent
themselves, as in the optics of Modernism, and in
this sense, the aspectivism of the Parthenon does
not pretend to master the eye, but allows it to
interact physically, to enter its optics, to physically
penetrate into the view. This optical openness, at
the same time establishing a symbolic limit, marked
by the Gorgon's view depicted on the shield and the
Aegis Parfenos, is a factor in the emancipation of
the view both in the sense of freedom of choice and
in the sense of its natural limit.
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2. C6opka crenka yrna
MapdeHoHa B [peveckom
nBopuke. Myseit
M3ALLHBIX UCKYCCTB MMEHM
nmnepatopa Anekcanapa 11
npv MocKoBCKOM
yHusepcuteTe (HbiHe
MU 1w, A.C. TTywknHa).
MapdeHoH. 1907.
Construction of the corner
of the Parthenon copy
at the Greek Courtyard.
Museum of Fine Arts
of the Emperor Alexander l|
at the Moscow University
(today — the Pushkin State
Museum of Fine Arts).
© MW nm. A.C. Mywknha,
2019.

cebs, KaK U B ONTUKE MOAEPHMU3MA, U B 3TOM CMbIC/IE aCMEKTUBU3M
MapdeHoHa He NpeTeHAyeT Ha oBnajeHue B3rNAA0M, a NO3BOMAET emy
$M3MYeCKHn B3aMMoaencTBoBaTb C COOOM, BXOAWTL B CBOO OMTHKY, NPO-
HUKHYTb BO B3MA4 GUIMYECKHU. DTa ONTUYECKAA OTKPLITOCTb, BMECTE

C TeM yCTaHaB/MBaBLUAA HEKUW CMMBOJIMYECKWIM Npeaes, MapK1po-
BaHHbIW B3rNAaoM [oproHbl, n3o6parkeHHOM Ha wuTe u aruae MNapde-
Hoc, 6bina GaKkTopoM amMaHCcHNaLMK B3rnaga U B CMbicie cBoboabl ero
BbI6OPA, U B CMbIC/IE €r0 ECTECTBEHHOIO Npeaena.

[MepcneKTHBHaAA HMBOMUCH M NEPCMNEKTUBHAA KynbTypa BoobLLe
NMOMWMO KOHCepBaLMK B3rNAAa elle CTaBAT ero obnagatensa oauH
Ha oaMH ¢ 6e3MepHbIM. B aTOM 3akntoyaeTca ncuxonormvyeckui apdert
WX BO3OENCTBUA, KOTOPLIM NO Mepe Pa3BUTUA NEPCTNIEKTUBHOM KynbTypbl
TonbKoO Bo3pacTtaeT. CoBpeMEHHOE UCKYCCTBO CBOEM KPUTHKOM nep-
CMNEeKTUBM3Ma CO34aJ10 YCNOBWA, YTOObI B3rMAHYTb Ha peasibHOCTb CBO-
604HO, HE3aBMCMMO OT OMNTUKKW camoro npeameTa. OHO, 0OgHaKO, HATKHY-
NOCb Ha HECOM3MEPUMOCTb PEANIbHOCTH W YENTOBEYECKOr0 B3rnsaaa.
MapdeHoH, ocBob6oaMB B3rMAA B aMA0Ce, Hallen NPUHLMN Copa3MepHO-
CTH YesloBEYECKOM M KOCMMYECKOM onTUKKU. AcnekTuBHasa onTtuka lMap-
deHoHa — 3TO TO NPOCTPAHCTBO, FAe YenoBeK BoobuLe 6bin cnocobeH
OCYLLECTBNATb aKT BUAEHMA,

Bce BblwenpuBeaeHHbIe pacCy®aEeHUA HyXHbl BblNK MHe, YTOObI
NepemnTH K SKCNO3ULIMOHHOM KOHCTpYKUMK NapdeHoHa. MNommumo Toro,
4TO OH ABNAETCA Kak Obl pamon anAa ctatym AduHel MapdeHoc, B Hero
WMHTErpUpPOBaH eLle Lesnbiv pAag Bulaaowmnxca aptedaKkToB. Xpam — 3T0
He My3eW, TeM He MeHee, OH CO34aeT YCOBUA ANA B3aMMOAENCTBUA
yenoBeKa ¢ apTedakTamu, U B 3TOM CMbIC/IE C MOSTHbIM OCHOBaHWEM
MOMHO M3y4aTb €ro 9KCMO3ULMOHHBIA NPUHLIMI.

B MNap¢eHoHe oH Toe acnektrBeH. CrynbnTypa npencraBns-
eTCA UM He B CBOEW TPEXMEPHOM 06BEMHOCTHU Kak KOHTENHep B3rnaaa,

a B CBOMX NPOCTPAHCTBEHHbIX acMeKTax, TO BNMcaHHas B CUMBOSIMYECKOE
yTBEPHAEHUE NPUHLMMOB KOCMUYECKOrO B 3€MHOM — IPynbl TUMMNAHOB,
TO OCHOB 06LLECTBEHHOrO YCTPONCTBa — penbedbl MeTon. B xpame oHa
06yCTpOEHa 1 HMBOMUCHO, HO HE B CMbICTIE MEPCMNEKTUBHbLIX COKPALLLEHWH,
a «}paKTypHO», B CMbICIIE y4aCTUA B MaTepHasibHbIX acrexTax CUMBOJTMKM
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xpama. OHa paboTaeT KaKk nepecafoyHas CTaHLMA MERIY HUBOMUCHIO

W apxuTeKTypor. Hegapom ®Puaunit npocnaBuica Kak MacTep ontuye-
CKWX COKpalLLleHW B CKynbnType, nobeams AnkmeHa, Bnncas cBoto AduHy
B NMPOCTPaHCTBO, 3a4aHHOE NMOCTaMEHTOM W 9KCMO3ULMOHHBIMU YCI0-
BMAMK copeBHoBaHWA®. B ckynbnType MapdeHoHa Takke nogyepkuBaeTcs
ee posb B GOPMMPOBaHMKM 06LLECTBEHHOrO NpocTpaHcTea. Ppus Lensl,
n3obpamaroni BCaaHUKOB, pa3BopayMBaeT MHOKECTBO B NMPOCTPaHCTBO,
nepeBoAA KBAHTUTATMBHBIM NPUHLMM €ro OpraHn3auunn B KBalIMGUKaTUB-
HbIM. [IpoCTpaHCTBO — 3TO Mbl, Kak Obl NPOBO3rNaLLan oH.

MopuepkHy, 4To apTedaKTbl Xxpama OblNn pasMeLLeHbl Tak, YTO OHM
He obpallanncb HENOCPeACTBEHHO K 3pMTESN0 CBOEW BU3YallbHOCThIO,
He NOBMWNM ero B3rNAA, He PEeKNaM1MpoBasM CBOKO TOYKY 3PEHUA, Co3a4a-
BaA TOTa/IbHYHO BUTPUHY, 3aKPbIBaIOLLYO MECTO, B KOTOPOM OHM Haxo-
aatca. OHK BbiIM MaKCHManbHO pa3BefeHbl C ONTUKOM CamMoro 3puTens,
BMUCaHbl B ONTHUYECKY KOHCTPYKLIMIO CAMOr0 apXMTEKTYPHOro coopy-
MEHWA, are YKPbIBAIMCb B HEW. 3pUTenb He MO NogonTH K «MoHu-
yeckomy ¢pusy MNapdeHoHa», Kak OH MOXKeT aTo caenatb B Bputan-
ckom My3ee. OH ponweH 6bl 3a4paTthb rofioBy, BOWTH Ha cTepeobar,
NPOWTK NOA, KONIOHHaMK, TO €CTb NEPEHUTb Pa3HOO0OPasHbIE aCMeKThl
CKYNbNTYPHOCTU €ro apXMTEKTYpPbI. TaK e TOYHO B CKPLITOM BUAE eMy
OTKpbIBa/IMCb W rpynnel MeTon U T. 4. [pn aTom MKoHorpadua Bcex aTux
apTedaKToB BbiCTpavBana BrofHE KOHKPETHbIE CMbIC/IbI, B TOM YMCie
M uctopuyeckune. Ho KoHLenuna McTopum, KoTopyto TpaHcnnposan lNap-
beHoH, He NpuHy¥Aana 3puTena K NepcrnexkTMBM3MY, He 3aTArnBana ero
B TPyOy BpemMeHH, a NpuHy*aana K npasy Ha BbIGOp, MpuyemM B ONTUKE
BMOJIHE peasibHOM, COOTHOCALLEN YenoBevyecKoe 1 BoKeCTBEeHHOE, 3eM-
HOe M KOCMUYECKOE U3MEepPEHHA.

OnTuyeckas KOHCTpyKLUMsA MMapdpeHoHa, amaHcHnupoBaBLLan
B3rNA4, TO eCTb NPeAbABNABLIAA B3NALY KaKyLLeeCcA HeBO3MOMKHbIM,
npeBpallan 370 B BEPOATHOE, NPEACTaBNAETCA MHTEPECHENLLEN Moae-
NbO MEePEO0CMbICIIEHNA UCTOPULIUCTCKOIO NEPCNEKTUBUCTCKOrO My3es,
OCHOBHOM YMNpPeK K KOTOPOMY MOMET ObITb CBEAEH K TOMY, 4TO O6MaHbI-
BaA B3rNAM CBOEW OTKPLITOCTLIO, OH 3aKkpenowaeT ero obelaHvem bec-
KOHEYHOro Pa3BUTHA BpeMeHu B npocTpaHcTee. Cneaya aTomy obelua-
HWIO, My3€eto cnefyeT COBEPLUMTb HEBEPOATHOE: OTKPbLITb KAPTUHY TaK,
4TOObl B HEE MOMHO ObII0 NPOHWKHYTE PeanbHO Kak B rPEYECKUM Xpam,
[ame ecnu TOT CBALLLEHHbINM 0OBEKT, BOKPYr KOTOPOro OH NOCTPOEH, rpo-
3WUT OCNenuTb AEeP3KOro 3puTens, NPeBpaTUB B KAMEHb.

B TakoM akcnosuumnmn cama KapTuHa AomkHa ObiTb BCTaBneHa
B TaKyt0 OMTMKY MCKYCCTBA, YTOObl B CBOMX acneKTax NpoABNATLCA
He Kak apTedakKT, a KaKk peanbHOCTb. TaK, YTOBbl MOXHO 6bio bU3nye-
CKW BXOAMTb U BbIXOAWTb M3 3TOM 9KCMO3MLIMOHHO ONPOCTPaHCTBIEHHOW,
«KyOGU3MpOoBaHHOM» KapTHHbLI. CnpaBeannBbIM MO0 Gbl 6bITb CpaBHe-
HWe Nofo6HOM 9KCMNO3MLMOHHOM CTPYKTYPbI C MHCTaNNALMEN, YEM CEN-
4yac M 3aHMMatOTCA My3eH, «yBeNIMYUBALOLLME TyN CBALLEHHOAENCTBUAY.
Ho, Bo-nepBbIX, MHCTANNALMA — 3TO NPOCTPAHCTBO MHOIO B KOHTEKCTE
onpeaeneHHON KynbTypbl, TO €CTb MOCTMOAEPHUCTKHE Urpbl B BOOGpa-
Waemble MUpPbI, &, BO-BTOPbIX, MPOM3BEAEHUE MCKYCCTBA B MHCTaNNA-
LMK NpeBpaLlaeTcA B yCNOBHbIM apTedakT, YTo CrpaBeanvBo 3ameTun
ewe Mnba Kabaxkos, roBopA 0 KapTUHaxX B MHCTA/IALMKW Kak NOHA-

TMAX KapTWH®. [na nHctannaummn HeT uckycctea. OHa cama MCKYCCTBO.
M ecnu Bbl NoMelaeTe B Hek pAanom PembpaHaTa n XoKycan, TO OHM
TEPAIOT B HEM CTATYC MCKYCCTBA M MPeBpPaLLatoTCA B 3HAKK, YTO OYEHb
xopowo ob6bAcHeHo B KHure Harnaca Kpumna «Ha pyvnHax mysen»

1 B npoekTe dpotorpada Jlyuasl Jlonep, npounnnoctpruposasLlei ero®.

3 Tame. C. 194,

4 Cwm.: TynmubiH B. «[pyroe» nckycctsa. Becens! ¢ xynomHUKaMm Kputrkami, punocopamm: 1980-1995 rr.
M.: Ad Marginem, 1997. C. 126.

5 Cwm.: Houmn []. Ha pymHax myses. C doTorpadmamu Iynssl Ilonep. M.: V-A-C press, 2015.
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Perspective painting and perspective culture
in general, apart from preservation of the view, also
leaves its owner one on one with the immeasur-
able. This is the psychological effect of their impact,
which only increases together with the development
of perspective culture. With its criticism of perspec-
tivism, contemporary art has created the conditions
to freely look at reality, regardless of the optics of
the subject. However it has also stumbled upon the
incommensurability of reality and the human eye.
The Parthenon, freeing the view in eidos, found the
principle of proportionality of human and cosmic
optics. The Parthenon’s aspective optics is a space
where a human is able to carry out the act of seeing.

| needed all the abovementioned arguments to
transition to the Parthenon’s exhibitional design. In
addition to being a sort of a frame for the statue of
Athena Parthenos, it also has a number of outstand-
ing artifacts integrated. The temple is not a museum,
nevertheless, it creates the conditions for the interac-
tion of people and artifacts, and in this sense it is
legitimately possible to study its exhibitional principle.

It is aspective in the Parthenon as well. The
sculpture is not presented in its three-dimensional
volume as a container of the view, but in its spatial
aspects: either inscribed in the symbolic statement
of cosmic principles on earth — groups of tym-
panums, or the foundations of social order — the
reliefs of the metopes. It is picturesquely furnished
in the temple, but not in the sense of perspective
reductions, but “textured,’ in terms of its participa-
tion in the material aspects of the symbolism of the
temple. It works as a transfer station between paint-
ing and architecture. No wonder Phidias became
notorious as a master of optical reductions in sculp-
ture, defeating Alkmen, inserting his Athena into
the space set by the pedestal and the expositional
conditions of the competition.® In the Parthenon
sculpture, its role is also emphasized in the forma-
tion of public space. The frieze is intact, depicting
riders, unfolding a multitude into space, translating
the quantitative principle of its organization into
a qualitative one. Space is us, as he proclaimed.

| would like to emphasize that the artifacts of
the temple were placed in such a way that they did
not directly appeal to the viewer with their visuality,
did not catch his or her eye, did not advertise their
point of view, creating a total showcase that would
close the place of their location. They were maximally
separated from the viewer's optics, inscribed in the
optical design of the architectural structure, even
hiding in it. The viewer could not approach the lonian
Parthenon Frieze, as is possible in the British Museum
today. They had to lift their head, enter the stereobate,
go under the columns and experience various aspects
of the sculpture of this architecture. The viewer could
discover the hidden groups of metopes, etc. in the
same way. In this case, the iconography of all these
artifacts built quite specific meanings — including
historical ones. However, the concept of the story
translated by the Parthenon did not compel the viewer
to perspectivism, and did not drag the viewers into
a time tube, but forced them to choose, and the op-

3 Ibid. P. 194,
30

tics were quite real, correlating the human and divine,
terrestrial and cosmic dimensions.

The optical construction of the Parthenon,
which emancipated the view and demonstrated
everything that seemed impossible, turns out to be
an interesting model for the reinterpretation of the
historicist perspective museum. It might only be
reproached for the fact that by deceiving the eye
with its openness, it enslaves it with the promise of
an endless development of time in space. Following
this promise, the museum should do an incredible
thing: open the picture up so that it can be really
penetrated like the Greek temple, even if that sacred
object around which it is built threatens to dazzle the
audacious spectator by turning them into stone.

In this type of exhibition, the picture itself
should be inserted into the optics of art, so that it
could act as reality but not an artifact in its aspects.
It should be physically possible to enter and exit this
expositionally spatial “cubed” picture. It would be
fair to compare such an expositional structure to the
installation that museums deal with today, “increas-
ing the hum of solemn ceremony.” But, firstly, the
installation is a space in the context of a particular
culture, that is, a postmodern game of imaginary
worlds, and, secondly, the work of art in the installa-
tion is converted into a conditional artifact — a fact
observed by llya Kabakov, speaking of pictures in
installations as a concept of picture.* There is no
art for an installation. It is the art itself. And if put it
next to Rembrandt and Hokusai, then they lose the
status of art and turn into signs — this process was
very well explained in the On the Museum’s Ruins®
project by Douglas Crimp and the photographer
Louise Lawler, who illustrated it. The emergence
of the installation genre problematized the conflict
between modernism and the museum.

In this sense, the Parthenon was an anti-
installation. It is clear that for modernity, with its
overshooting level of conventions, it is rather
a complete impossibility. However, it provides the
opportunity of thinking of such an open picture in
which the opposition of the view and culture, and
the view and the nature is removed. This optics is
simultaneously commensurate with the human and
the cosmic, and sets up a place for their meeting,
relieves the view from media hallucination in the
reality of superhuman, and at the same time has suf-
ficient resolution to appear perceptually. The main
thing is that as part of this hypothetical model, the
museum is not just seen as a machine intended for
the storage and representation of artifacts in one
way or another, including a rather distorted way, but
as an instance intended to fulfill the qualification
task in culture — to differentiate between what art
is and what it is not. This is what contemporary art
requires of it. Without any support and understand-
ing between it and the museum, it has to affirm the
artistic principles accomplishing its optical revolu-
tions in isolation.

4 See Tupitsin V. “Drugoe” Iskusstva. Besedy s khudozhnikami,
kritikami, filosofami [“The Other” of Art. Conversations with artists,
critics, philosophers]: 1980--1995. Moscow: Ad Marginem, 1997.
P. 126.

5 Crimp D. On the Museum'’s Ruins. With photographs by Louise
Lawler. Cambridge, Mass.: MIT Press, 1995.
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[MosBneHuWe *KaHpa MHCTANNALWK KaK pasd U NPo6nemMaTU3MpoBasnio KOH-
bNMKT ModepHM3Ma U My3es.

MapdeHoH B 3TOM cMbicne 6bi1 aHTUMHCTanNAUMer. [MoHATHO,
4TO ANA COBPEMEHHOCTHU C ee 3allKalnBatoLWUM YPOBHEM YCNOBHOCTEN
OH CKOpee npeacTaBnAeTCA NOMHOM HEBO3MOXKHOCTLI. Ho oH faet
BO3MO¥HOCTb MOMBIC/INTb TaKYyH0 OTKPLITYIO KAPTUHY, B KOTOPOM CHU-
MaeTCA NPOTMBOMNOCTABMIEHWE B3rNALA U KyNbTypbl, B3rNAAa U NpMpoa-
HOro apyroro. 3Ta ONTUKa OQHOBPEMEHHO COpasMepHa YelIoBe4ECKOMY
M KOCMUYECKOMY, U 0BycTpanBaeT MECTO WX BCTpeyn, ocBoboxaaeT
B3rNA4 OT MEOUMHOM rasfitoLuMHaLMK B peanbHOCTU CBepxyenoBeye-
CKOro, U BMecTe C TeM MMeeT A0CTaTOYHOE pa3peLleHne, YToObl ABUTLCA
emy nepuenTusHO. [NaBHOe, YTO B paMKax 3TOM rMNOTETUHECKOM MOLENH
My3er BUOWUTCA He NPOCTO MAaLIMHOW, NpeAHa3HavYeHHOM A1A XpaHeHWA
W penpeseHTaunn aptedakToB TEM WU UHBIM 06Pa3oM, B TOM YUche
M 0OCTaTO4YHO M3BPALLEHHbIM, @ UHCTaHUMEN, NpeaHa3HaYeHHOM UCNoN-
HATb KBaNMMKALIMOHHYIO CBepx3adayy B KynbType — yTBep*aaTb,
4TO €CTb UCKYCCTBO, a 4TO UM He ABnAeTcA. MMeHHo aToro TpebyeT
OT HEro COBPEMEHHOEe MCKYCCTBO, KOTOPOMY B OTCYTCTBUW MOAAEPHKM
M MOHUMAaHWA C My3eeM NPUXOAUTCA YyTBEPHAATb NPUHLMIbI XyA0He-
CTBEHHOI0 B OAMHOYECTBE, COBEpPLUAA CBOU ONTUYECKUE PEBOSIOLUM.
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Hartanug CurnoBckag

Criop ApeBHUX U HOBBIX.
Poccuiickui U3Bop,

O6LWHMpPHOCTbL TeMbl U MacLLTabHbIA MCTOPUOrpadUIECKui Wnemnd'
He MO3BOMAIT BMECTUTb AaKe Masyto TONMKY NpobnemMaTukn B npegHa-
YyepTaHHblE PerfiameHTOM PaMKy U B 0BLLYHO KapTWHY HACTOALLMX YTEHWH,
MOCBSALLEHHbIX }MBOW KypaTOPCKOM NPaKTUKe BOKPYr MHTPUIYIOLWEN Npo-
6/1eMbl MHTErPaLMKW KNaCCUYECKOr0o HacNeansa B COBPEMEHHbIN XyooHe-
CTBEHHbIM MPOLLECC, M HAOBOPOT, — ONbITaM aKkTyanu3almu cpeacTeaMu
COBPEMEHHOIO UCKYCCTBA XYA0KECTBEHHbIX OTKPbITHUI MPOLLIOro.
OpnHako xoTenocb 6bl BCMOMHWTE COGLITUSA, MPeacTatoWwmne U3 HbIHELLHEN
MepCneKTUBLI HEe TONbKO aHanoroM GypHbIX AUCKYCCHM, COBCEM HEAABHO
OyLueBaBLUMX MEXAY CTOPOHHWKaMKU COBPEMEHHBLIX POPM MCKYCCTBa
W anorioreTaMu UCKYCCTBa yKe COCTOABLLErOCH, HO W BbICTynaroLime
HOMEPOM MepBbLIM B YEPEAE TAKOBbIX.

Peub naet o 3HameHuToM «Crnope OpEeBHMX U HOBbIX», & €CNKU TOY-
Hee — ccope 0 ApesHel 1 HoBow Noaauu (bp. «Querelle des Anciens et
des Modernes»; 6ykB. «ccopa»), pa3ropeBLUIENCA B NOCNEAHWE AeCATU-
netuna XVIl Beka B cteHax PpaHuy3sckon akagemun. CMmbicn 3ToM Auc-
KyCCHWH, 3aHABLLEN AOCTOMHOE MECTO B IMTEPaTypPOBEAYECKUX TPY-

[ax, MOCBALLEHHbIX FTEHE3WCY HOBbIX }aHPOB €BPONENCKOM NUTEPATYpPHI,
a TaKKe OBUKEHWIo acTeThdecKomn meicnu B TedeHure Bcero XVIII Beka,
[arieKo BbIXOOWT 3a paMKK GpUNONOrMyecKor NpobneMaTnku. ITO APKUK
W, 4TO rNaBHOE, BMOJIHE OCMbICIIEHHBIV YKE COBPEMEHHWKaMK NpeLeneHT
MPOrpamMMHOro NPOTUBOMOCTAB/IEHWA HOBOIO MCKYCCTBA U YCTOABLUENCA
W aBTOPUTETHOM TPagMLMK, UMK, OPYrMMU CrIOBaMM, NEPBLIA NPUMEpP
caMOaKTyann3alun COBPEMEHHOIO MCKYCCTBA.

MyHKTHPHaA KaHBa cobbITMIM TKanack Tak. [pobnema ctana BbI3pe-
BaTb ¢ 1650-x ronoB, Korga co3partenu «<XPUCTUAHCKKUX anonen», Hanpu-
mep, HaH LLlanneH c ero reponyeckoi noamon «deBCTBEHHMLA,
nnun OcBobomxaeHHana PpaHumMsa», 4ann NOBOA CpaBHUBATL X ¢ [omepom
1 Beprunuem, npuyem He B Nonb3y NocnenHux. M xota TakoBble CywaeHWA

1 TMpvseay Nulb n3bpaHHbIe TPyAbl, COAEPHaLLME NOMUMO NPOYEro o6LMpHele BrubnMorpaduyeckme
CCBIMIKK MO AAHHOM Teme. K13 GppaHLy3CKUX M3AaHWi Bolaenm kiury Mapka Promaponv (Fumaroli M. La
Querelle des Anciens et des Modernes + extraits. Paris: Gallimard-Folio, 2001). M3 pycckux — noapo6-
Hyto cTatbio B.A. BaxMmyTCKOro, OTKPLIBIOLLYIO @aHTONOMMI0 NYBNMKALIMIA YHaCTHUKOB Cropa B Nepesoze
Ha PYCCHII A3bIK, BEILIEALLYIO B CEprM «</ICTOpKA SCTETUKM B NaMATHUKAX W AOKyMeHTax» (baxmyTcruii B.
Ha py6ee Beros // Cnop 0 ApeBHHX 1 HOBbIX. M.: <McrycctBo», 1985, C. 7-40).

Natalia Sipovskaya

The Quarrel of the Ancients
and the Moderns:
the Russian Variation

The framework of this conference, which
focuses on the living curatorial practice of integrat-
ing classic heritage into the contemporary artistic
process, would not let me present even a few
ruminations on the stated problem, for the topic
is broad, and its historiographical plume' is enor-
mous. However it is perhaps interesting to recall the
events discussed below not only as an analogue of
the stormy debates between those who champion
contemporary forms of art and those who defend
more established forms, but as the first in a series
of such discussions.

Here | am referring to the so-called Quarrel of
the Ancients and the Moderns, which was a heated
debate that ignited in the French Academy in the last
decades of the 17th century. Literary scholars and
researchers who focus on the genesis of new genres
of European literature and the overall development
of aesthetic thought throughout 18th century, have
thoroughly reviewed this discussion, the subject
matter of which extends the limits of the philological
research field. This is a remarkable and, importantly,
a conscious precedent of the programmed opposi-
tion of new art to the established and authoritative
tradition; to put it differently, this is the first ever
example of contemporary art's self-actualization.

Let me outline the chain of events. We can
trace the origins of the problem to the 1650s, when
those who created “Christian epic” poetry — among

1 lwill only reference the selected works, which include expansive
bibliographic references. | pick this work from the list of French
researchers (Fumaroli M. La Querelle des Anciens et des Modernes
+ extraits. Paris: Gallimard-Folio, 2001). If we are to work with
Russian-speaking researchers, | thus address to a thorough article
of Vladimir Y. Bakhmutskij, which opened the anthology of debate
participants, published in History of Aesthetics in Monuments and
Documents (Bakhmutskij V. Na rubezhe vekov [At the Turn of the
Century] // Spor Drevnikh i Novykh [Quarrel of the Ancients and the
Moderns]. Moscow: Iskusstvo, 1985. P. 7-40).

whom we list Jean Chaplain, with his heroic epic
La Pucelle ou la France delivree — gave others
the reason to compare their texts to the works of
Homer and Virgil. This comparison was a bitter one
for the French poets. Even though Nicolas Boileau
lashed those criticisms, the “word was out,” and it
was spread not only by the writers, but by the close
peers of active politicians. Here, | would note that
the French Academy established by Richelieu’s
decree in 1635 did manage to elevate the private
literary circle to the level of receiving royal patron-
age, and it was supported as part of a bid to uplift
the national culture and language which, according
to the decree, were to “become not only elegant
but able to interpret all the arts and sciences.”
From 1663, this national and political role became
a bigger burden for Academy fellows, when Jean-
Baptiste Colbert managed to turn this enterprise
into the Royal Academy of Inscriptions and Medals.
The decision to compose monumental laudatory
inscriptions in the name of the King in French and
not Latin was one of the characteristic tasks for the
re-established Academy. Within those very walls
Charles Perrault, whom Colbert appointed as the
Academy secretary, devised the ideologeme for the
Great Age of Louis XIV. He was also responsible
for the court politics in the sphere of the arts (for
example, he was the general manager of the Royal
Housing Commissary).

On January 27, 1687, Charles Perrault ad-
dressed his fellows and presented his scheduled
speech — the poem Le Siécle de Louis le Grand.
In doing so, he marked the transition to an overdue
phase of sharp and serious polemics.

At this time, the King was already displeased
with Perrault, therefore his speech was the epitome
of selfless devotion to his aesthetic and humane
values. Despite the laudatory name of the speech,
Perrault omitted the required wassail to the King,
immediately moving onto contemporary deeds
instead, and preferring to focus on the present
rather than on the past. Given all the conventionali-
ties of the poetic presentation, this text still remains
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1. JloBuc KopuHT.
«Boit Oamccen ¢ HALLMMY,
1908. HauwnoHanbHan
ranepes B [pare.
Lovis Corinth. Odysseus
im Kampf mit dem Bettler,
1903. The National Gallery
in Prague.

6binn xnecTo BeicMeaHbl Hukona Byano, «cnoso 6e1n1o ckazaHo» 1 Noa-
AepHaHo, NprYeM He CTOMbKO B IMTEPATYPHbIX, CKOMIbKO B OKOMO-NOJIN-
TUYECKMX Kpyrax. 34eCb CTOMT HaNOMHUTb, YTO SlerMTUMHU3aLMA PpaH-
Lly3CKOW aKkaaemMuu, HavaBsliaaca B 1635 roay aekpetom Puwense,
6narogaps Yemy YacTHbIM MTEPaTYPHBIM KPYHOK MONy4Mn KOPOosieBCKoe
NMOKPOBUTENLCTBO, NPOXOAMNA MO, 3rMA0M BO3BbILEHWA HALMOHAIbHOM
KyNbTYpPbl M A3bIKA, KOTOPbIM, MO TEKCTY rPamMoThbl, HaA/1exano caenarb
«He TOSIbKO 3NeraHTHbIM, HO U CMIOCOBHLIM TPAKTOBaTbL BCE MCKYCCTBA

1 Hayku». C 1663 roga HaLMOHaNbHO-MONUTUYECKMI acneKT elle 6onee
ycununca B cBAsuM ¢ npeanpuHateiMn M.-B. Honb6epom mepamu, koroa
naTpoHupyemas Koponem Axagemusa npeBpaTUiach B KOPONEBCKYO Aka-
AeMuto Haanucen u nutepatypbl. OaHOM M3 NoKa3aTenbHbIX MHULIMA-
TUB BHOBb yupemaeHHoM Akagemum 6bi1o npuHaTtoe B 1677 roay petue-
HWe COCTaBNATb MOHYMEHTa/lbHble HaANMCH, MPOCNaBNAoLLMe AeAHNA
KOPOMA He Ha NaTblHK, a Ha dpaHLy3CKOM A3blKe. B Tex e cTeHax «koBa-
nacb» ngeonorema Benukoro Beka Jliogosuka XIV, ogHUM 13 cambix
aKTUBHbIX TBOPLIOB KoTopo 6bin LLapnk MNeppo, HazHaveHHbIM Honbbe-
POM Ha [OMKHOCTb cekpeTapa Axaaemun. Bnnote Ao cmepTH cBoero
nokposuTtena B 1683 roay lNeppo Bo MHOrom onpeaenan NOAUTURY ABOpPa
B 06712CTH UCKYCCTB (B YAaCTHOCTM OH Bbifl reHepasibHbIM KOHTPOIEPOM
CHOP-MHTEHAAHTCTBA KOPOEBCKUX CTPOEHUH).

Co cBoel nporpaMmHoin peybto — noamoi «Bek JTrogosrka Benu-
Koro», 0603HauMBLLEN BCTYMeHWe JABHO 3petoLLert ccopbl B ¢asy ocTpow
1 cepbesHoit nonemuku, LLapnes Meppo BoicTynnn B Akagemun 27 aHsapsa
1687 roga, y#e HaxogAChb B onane U AeMOHCTPUPYA NPUMEP, MOKHO CKa-
3aTb, CaMOOTBEPHEHHON NPEAaHHOCTH CBONM 3CTETUYECKUM M YesloBe-
4eckuM npuoputetam. Hecmotpa Ha naHernpuyeckoe HaseaHwue [eppo
ob6owencsa 6e3 o6azartensHoM (Byab 9TO KNaccuyeckas oaa) 3apasuLbl
B 4eCTb MOHapXxa, Cpasdy neperaa K NepeyncrIeHMIo COBPEMEHHbIX JOCTH-
HEHWUH, NO3BONAIOLLMX NPEANOYECTb BEK HbIHELLHUIA MUHYBLUEMY. DTOT
TEKCT, NPW BCEW YCTIOBHOCTU NO3TUHECKOM NOAAYM, O4eHb MPAM W NPOCT.
A npeTeH3uu K cTapbiM aBTOpam 3By4aT NOPOW Ha AMBO COBPEMEHHO.
Bort, Hanpumep, cnosa Kk [omepy, KoTopeli, o MHeHuto [Meppo, 3By4an 6bl
MHOFO Jlyyllie, ecnin 6bl yMen, Kak COBpeMeHHble aBTopbl, 6onee opUeHTH-
poBaTbCA Ha BOCMPUATHE YMTATENA:

«TaK, TBOM repoM, 6oeL, cpasuTb Bpara roToBbIH,
B3maxHyB me4yom B nbiny 6aTanumM cypoBoH,
He 3acTbiBan 6bl BOpYr ¢ NOABLATOK PYHOH,
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Y106 Bpema aaTb Tebe CKasaTb, KTO OH TaKOM;
Korpa B3BONHOBaHHbLIN YATaTeNb HAET Ucxoaa, —
He po Toro emy, Kakoro 'ekTop poga»2

Bonee nonHo v aprymenTuposaHHo Wapnb MNeppo nanoxun ceoto
TOUYKY 3pEHUSA B YeTbipex Auanorax, Ha3BaHHbIX UM «[lapannenu mexay
LPEBHUMU W HOBLIMU» (B OTHOLIEHWM HayK U UCKYCCTB, B OTHOLIEHWUH
NO33MK, B OTHOLLEHUW apPXUTEKTYPLI, CKYLNTYPhI W KuBONUCK). B camor
obLwen popme No3nLMA aBTopa CBOAMUTCA K NATU BAKHENLWMM MyHKTaM:

" WCKYCCTBO He MOMET OCTaBaTLCA MTyXMM K «BbI3OBAM BPEMEHM»,
HE MOMET UrHOPUPOBATL HOBLIE peaniu (MONMUTUYECKUE, SKOHO-
MUYECKME U Mp.);

*  COBPEMEHHOCTb AOCTOMHA 6ONbLIEro BHUMAaHWS, YeM Les-

HUA NPEKOB, TaK KaK cama no cebe LOCTOMHA BOCXULLEHUS,
MOCKOJbKY AEMOHCTPUPYET NPUPALLEHNE 3HAHUI, TEXHUK, yMe-
HWKM 1 np.;

*  NPOrpeccy B HayKax COMyTCTBYET NPOrpecec B MCKYCCTBaX — OHM
060ralaoTCa HOBLIMU TEXHUKaMM, BOSMOMHOCTAMM, HE rOBOPA
yMe O NOCTOAHHOM COBEpPLUEHCTBOBaHUU MaCTEPCTBa,;

*  COBPEMEHHOCTb Hemb3f OMUCaTh, OrPaHUYMBaACh APEBHUMM
CHOMETaMM U XyLO0MECTBEHHLIMW dopMamu (COBPEMEHHOCTL npe-
BOCXOAMT APEBHOCTL MO KOMMYECTBY TEM U CHOMETOB M MO Pas-
HOOBPA3MIO YHE CO3AaHHLIX XYLOMECTBEHHBIX HaHPOB U GopM
¥ NOAPa3yMeBaEeT CO3AAHUE HOBbIX)®;

*  MOYTEHWE K APEBHWMM aBTOPaM MeLLaeT XyLOKHUKY FOBOPHTh
Ha COBPEMEHHOM A3bIKE, & 3HAYMT, BbITb MOHATLIM.

Ecnu roBopute NnpeameTHo, To Hanbonee ybeamtensHo lNeppo 3By-
4T, KOrga paccymaaet 06 YCNOBHOCTH MO3TUYECKOro A3bIKA, NPEeANnoYm-
TaA Npo3y; Korga 3aTparMBaeT COBPEMEHHbIE CIOMETbI U UX AMHAMUYHbIE
TpaxToBkM (Hamboree yaaduHo Ha npumepe Monkepa); NPoTUBONOCTAB-
nAeT OrpaHNYEHHOCTHU KNACCHUYECKNUX HaHPOB BO3MOKHOCTHN U «€MKOCTb»
MaHpPOB HOBbLIX — OMepPbl, HANPUMEP, UK He POMaHa, KOTOPbIM OH BUAUT
NpPeeMHUKOM aHTHYHOro anoca. Henb3a He 3ameTUTb, 4TO M onepa
W POMaH B30OMAYT Ha NMPaMUAy HaHPOBbIX MEPAPXMK ULLL C NOMOBUHBI
XIX Beka — B nepvog, nepBoro pacLBeeTa MOAEPHUCTCKOM KynbTypbl paH-
Hero «nporpeccucTcKoro obpasua». Bo spemena [leppo pomaH noHu-
MaJiCA B pycre No3gHen cpefHEBEKOBOM TPaaMLMK Kak 6onbLuoe nute-
paTypHoe Npou3BeaeHne, HannMcaHHoe He Ha NaTblHK, a Ha «ByNbrapHoOM»
(pomaHcKOM) A3bIKe, HO, B OT/IMYME OT MPOYMUX OMYCOB MMEBLLEE, MaHPO-
BbIF aHanor B NaTMHCKOM Mogenu (uctopuorpadms, 6acHs, BuaéHue). Tax,
4TO B NPO30PIMBOCTH aBTOPY He OTKamellb. MoxHO cKkasaTb 6onblie —
NO3uLIMK, ONpeaeNieHHble B 9TOM Crope, BKNOYaA HaMBHbIM — M3 Hallero
BPEMEHW — MPOrpeccu3m, OCTaBa/IMCb aKTyanbHbIMK BNOTb A0 [Nepson
MWPOBOKW BOMHbI, & HEKOTOPbIE 3BYy4ann COBPEMEHHO BMNIoTb A0 1980-x.

Jlto60onbITHO, KaKk TOYHO 3TOT «APEBHWUIA» Tenepb AJ1A Hac Crop
OTMETUN penepHble TOYKU N BEKTOPbLI AaNbHENLLNX JUCKYCCHN: «UCKYC-
CTBO W BaCTb», “UCKYCCTBO M COLMasibHaA OTBETCTBEHHOCTb?, «UCHYC-
CTBO M TEXHUYECKMIM NpOrpecc», HauMoHanbHaa npobnematuka. lNpasaa,
nocnepgHee Lapnk [Neppo He cToNbKO NOCTYNMPOBA, CKOMbKO BOMO-
TWN B CBOEM COBCTBEHHOM TBOpYeCTBe, Npeobpasns GONbKNOPHbLIN HaHp
BOMLWEBHOM CKa3KK B waHp nuTepaTypHoro TBopyectea. Ero «Ckaskam

2 Uutupyetca ctpoda 13 nepeso/a, aHOHUMHO pas3MeLLieHHOro B HTepHeTe: https://e-reading.mobi/
chapterphp/ 1023368/ 1142/ Evropeyskaya_poeziya_XVII_veka.html (qara o6paienms: 27.12.2018). [pyran
Bepcua cm: Cnop o ApesHMx 1 HoBbIx. M.: «MckyccTsor, 1985. C. 44,

3 Tak, B 4acTHocTH, [Neppo NoABepr KPUTHUKE OMH M3 OCHOBHBIX MPUHLMMOB «@HTUYHOM» M306pasnTeb-
HOCTW MUMECHC: MOCKOSIbKY MCKYCCTBO HE [OMMHO MOBTOPATL NpUpoay (He BENUK Tpya 06MaHyTb riynyto
NTULY), @ «CXBATUTE» MAEI0 MPEKPACHOTO, TO ECTb MPEACTABUTL HEYTO 3a/lyMaHHOE MPHUPOLOM, HO HHKOrAa
B Hel He ocyuiectenenHoe. Cm.: baxmytckuii B. Ykas. cou. C. 20.
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a straightforward and laconic one. His claims
against the Ancient authors sound surprisingly mod-
ern. For example, Perrault stated that if only Homer
had considered the reader's expectations, he would
have sounded much better:

Tes superbes guerriers, prodiges de vaillance,
Préts de s’entrepercer du long fer de leur lance,
N’auraient pas si longtemps tenu le bras levé;
Et, lorsque le combat devrait étre achevé,
Ennuyé les lecteurs, d’une longue préface,

Sur les faits éclatants des héros de leur race

Perrault thoroughly explained his views in the
four dialogues named “Parallels between the Ancient
and the New," in which he compares the arts and
sciences, poetry, architecture, sculpture, and the fine
arts. His position can be summed up in five points:

= art cannot stay deaf to the “challenges of
time," it cannot ignore the new realms, be
those political, economical, and so on;

= contemporaneity deserves more attention
than the heroic deeds of the ancestors,
for it is more fascinating; it represents the
increment of knowledge, techniques, skills,
and so on;

= scientific progress is paralleled by pro-
gress in arts, which explores new possi-
bilities and techniques; artists also master
their craft daily and yearly;

= contemporaneity cannot be grasped
through the retelling of old stories or
through old mediums; because contem-
poraneity surpasses the ancient times, it
has more topics, stories, and tools, and it
invites one to create even more;®

= offering homage to the ancients will not
get the artist any closer to now, and thus
will not assist him to be be understood.

Perrault is at his most convincing when writing
on the conventionality of poetic language, when
emphasizing the importance of using prose for the
depiction of contemporary stories and its dynamic
renderings (Moliére is, perhaps, the best example),
when juxtaposing the limitations of classical genres
and the capacity of the new, among which he lists
opera, or, say, the novel which stems from the
antique epic. It is impossible not to notice that both
these genres singled out by Perrault only settled
atop the genre hierarchy by the third quarter of the
19™ century, at the moment when modernist culture
started taking its early “progressive” shape. In the
17t century, the novel was was understood in the
course of the late medieval tradition as a great liter-
ary work, written not in Latin, but in the “vulgar” (Ro-
manesque) language; therefore, it was opposed to
classic Latin, yet bearing morphologic similarities to

2 Perrault C. Oeuvres choisies, ed. Collin de Plancy. Paris, 1826.
P. 294,

3 Perrault criticized one of the main principles of the “ancient”
pictorial culture, which is mimesis: art is not to imitate nature (what
labor is it to stupefy a silly bird!), art is supposed to “grasp” the notion
of “sublime,’ and therefore to represent something, of what Nature
thought, but what it did not manage to bring about. See Bakhmutskij V.
Op. cit. P. 20.
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the Latin genre model (historiography, fable, vision).
One cannot but salute Perrault's sagacity. One can
even say, that the “progressive” views of his kin re-
mained current until the First World War, and some
managed to survive until the 1980s.

The way, in which this “ancient” quarrel set the
framework for further discussions, is truly remark-
able; it forecast the debates on “art and power”,
“art and social responsibility,’ “art and technological
progress,” and nationalist problematics. Though,
the latter was not explicated by Perrault; rather, he
envisioned it in his own writing, transforming the
folkloristic genre of the fairy tale into actual literary
creative work. His Tales of Mother Goose, unlike the
work of his predecessor Giambattista Basile, Pen-
tameron, or the Tale of Tales, has enjoyed everlast-
ing popularity.* Perrault thus pioneered the world of
fairytale literature, not only in the development of the
folklore tradition (Grimm, L. Tieck, A. Afanasyev), but
also in inspiring an auteur fairy-tale genre (Anders-
en, Ershov, Pushkin and the likes). We should also
note that both genres were extensively developed
within 19th century Romanticism.

Another discussion sparked by the Quarrel of
Ancients and the Moderns was closely linked to the
problems of creative freedom and artistic individual-
ity. And it was “the Ancients” who claimed to have
the right to the latter.

The Ancient party possessed quite a leader —
Nicolas Boileau, an experienced polemicist, and
the author of the lengthy poem-treatise named “The
Art of Poetry” He was a witty satirical poet, whose
sardonic statements proved to be no obstacle for
Louis XVI, who invited Boileau to be his historiog-
rapher. History hit Boileau hard, wrapping him, layer
by layer, into the official laudations, thus turning him
into a petrified stone-cold monument to himself. Yet,
he was an incredibly interesting person, whose wit,
charm, impeccable taste and erudition moved many.
Paradoxically enough, it was Boileau who was close
with Moliére in his times of obscurity, and not Per-
rault who celebrated the playwright in his writings;
it was Boileau, who defended Racine who was at-
tacked for the lack of classicism in “Phaedra”; it was
Boileau, who stood up for the best writers of his ep-
och, fighting for them against the more celebrated
writers of the era (say, Jean Chapelain), who were
righteously forgotten in the days to come.

Boileau was disturbed by Perrault's program-
matic statement. He tried to interrupt the speaker,
though his attempts were to no avail, for Bishop
Huet calmed him down. As soon as Perrault finished
his presentation, Boileau flew into a rage: “What
you are saying is a disgrace to the Academy. It now
needs a new symbol, which would be a band of apes
marveling at their own reflection; the accompanying
sign would say ‘beautiful to only themselves'’ The
next day La Fontaine, who was also present at the
meeting and shared Boileau's disturbed reaction,

4 Perrault held the 4th position on the list of the most printed and
sold foreign authors in the USSR — his rivals were H.C. Andersen,
Jack London and the Brothers Grimm; the total amount of copies for
his 300 editions, published from 1917 to 1987, was roughly 61 million.

5 Alembert J. Oeuvres philosophiques, historiques et littéraires. Vol. 9.
Paris, 1805. P. 196. Quoted as in: Bakhmutskij V. Op. cit. P. 9.
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MaTYLIKK FYCbIHW» BbiNa yroToBaHa «HaBe4YHasA» NonynApPHOCTb, B OT/IU-
ume ot «[leHTamepoHa mnm CKasKKW CKa30K», HaNMMCaHHOM ero eauH-
CTBEHHbIM MNPeALIEeCTBEHHUMKOM — HeanonuTaHuem xaHb6aTTucTom
Basune v nspaHHon Ha 60 neT paHee®. MNeppo 6bin 0AHWM M3 Nep-

BbIX, KTO MOMNOMXMN HaYaso MMPOBOM CKa304YHOM NMTepaType, He TOMNbKO

B PasB1TUM GONLKNOPHON Tpaguumumn (bpatba Moumm, J1. Tuk, A.H. Ada-
HACbEB), HO U B CO3L4aHWM waHpa aBTopcKom cKaskm (X.-K. AngepceH,
M.M. Epwos, A.C. MywkuH 1 np.). OTMETUM ONATL e, YTO U TO, U Apyroe
MOJSy4nno pasBUTHE BHYTPU POMaHTHYeCKoro asukeHna XIX Beka.

Ewe onHa auckyccus, Bnepsble nogHATana «Cnopom ApeBHMX
W HOBbIX», BblNa CBA3aHa G BONPOCcamMn CBOOGOALI TBOPYECTBA W NPaBOM
Ha TBOPYECKYI MHAMBUAYyanbHOCTb, OgHaKo NpaBo Ha NoOCcieaHee B TOM
cnope ObINo apryMeHTOM «ApPEBHMUX».

mason naptuun gpesHux BeicTynun Hukona Byano, aBTop TpakTa-
Ta-noamel B YeTblpex necHAx «[1oaTnyeckoe MCKyCCTBO», OMbITHEMLLWK
MoNeMM1CT, aBTop aNUrpaMM U CaTup, CMENOCTb KOTOPLIX He NomMeluana
Iroposury XIV cpoenats Byano csomm uctopuorpadpom. Mctopumue-
CKan cropryna obnekna aty ¢purypy TONCTblM CNOEM KaMeHHOM oLene-
HENOCTH, Yepes KOTOPYIO Tenepb KparnHe TPYAHO pasrnAfneTb UHTepec-
HOro YenoBeKa, rMaBHbIMK Ka4yeCTBaMM KOTOPOro, MOMUMO Bbi3biBatOLLEN
BOCXMLLEHWE 3PYAULIMM, ObINK UCKNOYMTENbHAA MU CMenas NopPAAoY-
HOCTb, MOABUKHOCTb YMa M 6e3ynpeyHbli BKyC. HaKk HX napanok-
CanbHO, HO UMEHHO OH, a He [leppo, anennMpoBaBLIMI K aBTOPUTETY
Monbepa, 6bin 61IM3KKMM Apyrom ApamMaTtypra, NoALEePHMBaBLIMM ero
1 B nopy HenasecTHOCTU. MMeHHO OH obopoHAn PacuHa, okasaBsLierocsa
He cambIM KIlaCCHYHbIM B CBOeM BenuKon «Penpe», oTcTaMBas Nnpuopu-
TeT TBOPYECTBA Nlyylumx (KaK NOTOM M OKa3anoChk) aBTOPOB CBOEH 3MOXH
nepep, 6onee U3BECTHLIMM, HO CNPaBeAIMBO 3abbITbIMW NO3He NUTEpPa-
Topamu (. LLanneHom, B 4acTHOCTH).

Hwkona Byano BocnpuHAn ¢ BO3MyLLEHWMEM MPOrpPaMMHOE BbICTYM-
nenue lMeppo. MNMebiTanca npepsaTe ero, HO 6611 OCTAHOBNEH CUAEBLLIMM
pAgom ¢ H1M enmckonom [, [. KOa. Korpa MNeppo 3akoHunn, Byano
paspasuncA rHeBHOM Tpagow: «3To nos3op Ana Axkagemun. EN HyxHa
HoBaA ambnema — 370 cTaAo 06e3bAH, KOTOPOE CMOTPUT Ha CBOE OTpa-
weHue ¢ Hagnucbto “Kpacwuebl ons camux ceba”»°. MpucytcTeoBaB-
wnn TaM #e JlapoHTeH, eamHomMbIneHHUK Byano, Ha cneayowmnin AeHb
otnpasun envckony KO3 ToMuk KBUMHTHIMAHA CO CTMXOTBOPHLIM Nocrna-
HWeM, Ha4YMHaBLUMMCA TaK:

«Hpacuable CnoBa, Ho NuWb cnoBa. MoHbIHe
Hm oTBevatowmx TBOPEHWH HET B nomMuHe»%,

Ho 3710 6b11 NKWb 0AMH M3 apryMeHToB «apeBHMX». OCHOBHbIE e
CBOAMIIUCH K TOMY, YTO HOBAaTOPCTBO OTHIOAb HE rapaHTMpyeT KayecTBo,
4TO Y MCKYCCTB €CTb CBOW COBCTBEHHbIE 3aKOHBbI, Aallekue OT MOMUTH-
4YECKOM U KaKoM Obl TO HY BbINIO KOHBIOHKTYPbI; HTO MaCTEPCTBO HE KOM=-
NeHCUpyeT OTCYTCTBUA BAOXHOBEHMWA, a MO93UA APEBHUX AaeT NyTb ero
06pecTH, 4YTO CyLLECTBYIOLME KaHOHbI HE A0rMa, @ 0606LWEeHHbIM OMbIT,
KOTOpPbIM, BO-MEPBbLIX, MOXKET MOMOMHATLCA U UBMEHATLCA, a BO-BTOPbIX,
[aeT CBOero poga MeToamKy, 4Tobbl 04epTUTb none ceBobogHOro TBOP-
YyecKoro BblpameHus. R cnoBy ckasaTtb, agenTsbl HOBbIX, He cam [leppo,
Ho ero 6par [Nbep, a TaKk*e U POACTBEHHUKK «NOABHHYTOr0» PacHOM
BenmKoro Tparuka Mbepa KopHena (ero mnaawmit 6pat Toma KopHenb

4 Tax, MNMeppo 66N 4eTBEPTLIM N0 U3AaBaEMOCTH 3apybekHbiM asTopom B CCCP — nocne AHpepcena,
[ IloHpoHa 1 6patbes [prmm, a 06wmin Tupa — 300 napannit, — BeinyleHHblx B 1917—1987 ropax,
cocTasun noyth 61 MUNIMOH 3K3EMMNAPOB.

5 Alembert J. Oeuvres philosophiques, historiques et littéraires. Vol. 9. Paris, 1805. P. 196. Liut no: BaxmyT-
cKui B. Ykas. cou. C. 9.

6 JlagoHTeH M. ge. Mocnanue k K03, ennckony CyacoHckomy // Cnop o ApeBHMX 1 HOBbIX. M.: «McKyc-
ctBo», 1985, C. 325.
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v nnemaHHWK BepHap DoHTeHenb) NnpeocTaBunm Ana aToro 6oraThbii
maTepuan. MmeHHo B nx Tpyaax 6blna passuta MbIC/lb O TOM, YTO B Xy40-
MEeCTBEHHOM TBOPYECTBE Pa3yM MHOMO BaHee TanaHTa, KOTopbIM

Mo CyTW BeLlb CTUXMMHA M AMKaA, B TO BPEMA Kak pacCyAoK W HaBblKK
MOryT COBEPLUEHCTBOBATLCA, @ 3HAYUT NporpeccuposaTtb. B otnnumne
OT HOBbIX, ApeBHUE OblNn HeMHorocnoBHbI. [MoHavany Byano orpaHum-
4yMncA anuMrpammamMu, Ho NOTOM 0B6CTOATENBHO CHOPMYNTMPOBaN NO3ULMK
B «PaccyxaeHnn 06 Oge», «<KpUTUYECKUX pacCyKOEHUAX O HEKOTOPbIX
MecTax M3 CounHeHnn putopa JloHrnHa» u «[ucemax Kk WWapnto Meppo».
YT1eHne 3TOM NONEMUKM A0 CUX MOP MHTEPECHO KaK ynpawHeHue

ANA NbITIMBOrO yMa 1 NpUMep HENPUMUPUMOM TBOPYECKOW AUCKYCCUM.

Ho kak 66l Tam HM 6610, 30 aBrycta 1694 roga B Akagemmm cocTton-
nocb NybnnyHoe NPUMMUPEHWe BOXAEN BpamayroLmx napTii. «[o ouxkam»
M B OCHOBHOM Bnarogapa LWMPOKOM 06LLEeCTBEHHOM NoAAepHKe nobeny
ofepwann HoBble. Ho nonemuKa nocne atoro He npekpartunack, a Hao60-
poOT, Nonyyvna Becbma mMacluTabHoe, XOTA U He COBCEM MNpeAcKasyemoe
pasBuTHE.

Mo oTHoWeHUo K PpaHLMK TPAAMLMOHHO cunTaeTcs, YyTto «Cnop...»,
MMeA B BUAY NMO3ULMIO «HOBBIX», MOMOMKMI Ha4yano acteTure lNpoceelue-
HMA. Ho 3To cnpaBeaiMBO NULLb OTHACTH M MPOABUIOCH B FOCNOACTBYHO-
LLEer Ha NPOTAXEHWU YyTb NI HEe BCEro NoceayoLLero BexKa acteTmye-
CKOM AOMWHaHTE L,enecoobpas3HOCTH U MHBEHLMK, APKO NPOABUBLLENCA
B 9CTETMKe POKOKO. HTo e [0 caMux npoceeTuTenew, To u Bonktep,
un Pycco (c pasHbix No3vumiA: oamH 3a AypHOBKYCHE, APYrov 3a paccy-
[LO4YHOCTL) HECTKO KpUTHKoBanu Meppo 1 ero agenTos. A no cyTv e,
PEBOMOLIMOHHBIM MPOPLIB, 3aIOKEHHbIM B CAMOW BO3MOXHOCTH «pa3pbiBa
BPEMeH», MOCTYNIMPYEMOr0 «HOBbIMW», CNY4YUICA B FreHE3NCE HEOKNAC-
CcHLM3Ma, NepBOro B PAAY NOCNEAYOLMX HEO-CTUNEN, PUKCHPYIOLLLErO
B TOM YWCIIe HapyLueHWe eCTECTBEHHOM NOCTynaTeslbHOM NPeeMCTBEHHO-
CTW W NpeanararoLero peaHMMaLmio ClIaBHOro NPOLLIOro Yepesa LmTary.
B TaKoM KnaccuUMCTUYECKOM MCXOAEe NPOCTEHMBAETCA HEKOTOPAA 3aKO-
HOMEPHOCTb: TPYAHO OTKasaTb cebe B yA0BONbCTBUW BCMOMHUTL BOCTOY-
Hyto konoHHaay Jlyepa, cnpoekTrpoBaHHyto 6paTtom Lapna v ero eamHo-
MbilwneHHKoM Knopom lNeppo, a Takike TOT NPOCTOM GaKT, YTo AJ1A CBOMX
«[apannenei...» lapne MNeppo n3bpan n3secTHyto ewe ¢ AHTUYHOCTH
bOpMy MHTENNEKTYanbHOro auanora.

B AHrnuun nepBov peakumMen Ha elle He 3aTUXLLUMIK Crop cTan
ony6nunKkoBaHHbIN B ye 1704 rogy nampnet OxoHaTaHa Ceudta
«BbuTBa KHUr», KOTOPLIM BO MHOMOM NepekrnnKanca ¢ noamon byano
«Hanow», })eCTOKO KpPUTMKOBaBLLEN 3aUCKUBaHWA nepea nybnMKom
y counHuTenen komeaui. Ho B 6onbluert cteneHn nosmuma CeudTa
6blna onpeaeneHa otBeToM PoHTEHENO, ONYBIMKOBAHHOM €ro MOKPO-
BUTeNeM 1 gpyrom Yunoamom Temnnom. B atom Tekcte «O gpes-

HeM 1 coBpeMeHHOM 0by4yeHuKn» Npo3Byyanu Ase MmeTadopbl, CTas-
Wwre obwrmM MEeCTOM B MONEMUKE C «HOBbIMWU»: OAHa U3 HUX — cTapas,
n3 BepHapa LLlapTpckoro, — npo To, 4TO COBPEMEHHbIN YenoBeK
BUAWT Janblle, KaKk Kap/uK, CTOALLMIA Ha Nfevyax rMraHToB; M Apy-

raA — HOBaA CEHTEHLMA — O TOM YTO APEBHHWE yYeHble U NUcaTenu
MMenu YeTKOoe NpencTaBneHne 0 NPUPOLE, a COBPEMEHHbBIN YenoBeK
TONbKO OTpaMaeT MK yTOYHAET 3TO NpeAacTaBneHune. [poTBHUKaMHK
Temnna BeicTynunun Puuapg BeHtnv n Yuneam YortoH. OgHako no-Ha-
cToAWweMy UHTepecHon anckyccua ctana B 1713—1714 ropax, Korga
Bo PpaHunKM Bo306HOBHUIACL NOIEMUKa BOKpPYr nepeBofos [omepa
(TouHoro y AHH [acbe 1 npubnnauntensHoro, Ho ceoboaHoro y Yaapa
fe na Motta). B pesynsrate B aHTUYHON 9CTETUKE CHOPMUPOBATUCH
OCHOBaHWA AnA 6yAyLero pOMaHTUYECKOro KynsTa HoBM3Hb! (MyHK-
THMpHO: uncommon y dxo3eda Agaucona’, novelty y DomyHpoa Bépra®

7 The Spectator. N2 412,

8 Burke E. A Philosophical Enquiry into the Origin of our Ideas of the Sublime and Beautiful. London, 1757.

YACTb | | PARTI

sent a folio of Quintilian to Bishop Huet; he added
the following versed introduction:

Ces discours sont fort beaux, mais fort souvent
Je ne vois point I'effet répondre a ces paroles.®

That was just one of the arguments, used by
the “Ancients” There were plenty, and they could be
reduced to saying that innovation never guarantees
quality, that the arts develop according to their own
laws, which have nothing to do with the political or
what-not climate, that the mastery of crafts cannot
stand in for a lack of inspiration, that ancient poetry
is the key to the latter, that the existing canon is not
to be perceived dogmatically, that it is a generalized
experience which, firstly, can and should be ex-
panded, and, secondly, can and should provide one
with a method which helps in outlining one’s crea-
tive field. It is to be noted that the “Moderns,” among
which we list Pierre, the younger brother of Charles
Perrault, and the relatives of Pierre Corneille (his
younger brother Thomas and nephew Bernard
Fontainelle), were happy to provide material for
criticism. In their writings, they insisted that the arts
depended more on the power of reason than talent
only, for it is reason which can evolve and through
this progress, and that talent is limited to being
an elemental and wild feature, which cannot be
controlled. The Ancients were more laconic than the
Moderns. Boileau started with epigrams, and only
then decided to accentuate his position through the
following texts: “A Discourse on the Ode," “Critical
Reflections on Some Passages of the Rhetorician
Longinus,” “Letters to Charles Perrault” One should
read these texts in order to exercise one's curious
mind and become acquainted with some exemplary
heated creative discussion.

Be that as it was, the parties agreed on
a peace treaty in the Academy on August 30, 1694.
Tremendous public support proved that the Mod-
erns had won. However, the debates did not fade
away; moreover, the discussion evolved into a large-
scale and somewhat unexpected phenomenon.

Traditionally, one thinks that the Quarrel set out
a framework for Enlightenment aesthetics. This is
partially true, and this paradigm shift was only realized
through the dominating aesthetics of purposefulness
and invention, which guided rococo aesthetics. If we
address the Enlightenment thinkers, then both Voltaire
and Rousseau fiercely criticized Perrault and his ilk
(both for their lack of taste and over-the-top reasona-
bleness). And the very genesis of neo-classicism, the
first among many upcoming neo-styles, which reani-
mated the good old days via quotations, was a very
revolutionary break, of which the Moderns dreamt when
they wrote about the “rupture of times.” This classicist
turn submits to a certain logic: it is hard not to recall
the Eastern colonnade at the Louvre, executed accord-
ing to a project by Claude Perrault, the younger brother
of Charles and his closest peer; to that one might add,
that “Parallels..."” took form of an intellectual dialogue,
which had been in use ever since Ancient Greece.

6 [This discourse is very beautiful, but | do not see any effect

that could respond to these words] La Fontaine J de. Epitre & Huet
(1697). URL: https://www.lafontaine.net/lesPoemes/affichePoeme.
php?id=104 (accessed on 27.12.2018).
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With his pamphlet “The Battle of Books”
(1704), Jonathan Swift was the first of the English-
men to comment on the French debate; his writing
mirrored Boileau's “Le Lutrin which also criticized
the reader-friendly attitude developed by the comic
playwrights. Nevertheless, Swift's stance was preset
by the answer to Fontenelle written by his peer and
patron William Temple. This text, entitled “Of Ancient
and Modern Learning,’ relied on two metaphors which
now are the commonplace referral to the “new”: the
old one taken from Bernard de Chartres states that
contemporary man saw further, like “dwarfs standing
on the shoulders of giants”; and the new one, which
stated that ancient writers and scientists had a con-
cise vision of nature, while contemporary men only
clarified or mirrored their vision. Richard Bentley and
William Watton confronted Temple. Yet an interesting
turn was way ahead; and it came with the renewal
of these discussions in 1713—1714, when new
French translations of Homer appeared. Anne Dacier
offered a precise translation, and Houdar de la Motte
presented an approximate, yet stylistically free one.
The debates on translations laid out the basis for the
upcoming romantic cult of newness. Let us briefly re-
cap it: Joseph Addison” had his uncommon, Edmund
Burke® and Henry Home?® offered novelty. This was
accompanied by the originality celebrated by Joseph
Warton," Hogarth,"" and, finally, Edward Young. His
“Conjectures on Original Composition” (1759)'> man-
aged to balance the idea of contemporaneity, seen in
a Fontenellesque fashion, and the genie of creative
reason, which juxtaposes pure reason.'®

That was the very time when The Querelle
des Bouffons was unraveling in France, both in the
spheres of music and philosophy, attacking the pros
and contras of French and ltalian opera, thus marking
the genesis of new genre — French comic musical
theatre. The situation was, perhaps, more interesting in
Germany, which experienced the incipience of Sturm
und Drang aesthetics precipitated by a whole set of
texts: from The History of Ancient Art (1765) by Johann
Joachim Winckelmann to Laocoon (1766) by Got-
thold Ephraim Lessing and to Fragments on Recent
German Literature and Critical Forests (1766, 1769)
by Johann Gottfried Herder. This aesthetic movement
was not bound to the idea of newness and the primal
genie; it embraced the rehabilitation of Greek antiquity,
the all-natural and humane, the transportability of the
aesthetic ideal, its dependence on the surroundings

7  The Spectator. N2 412,

8 Burke E. A Philosophical Enquiry into the Origin of our Ideas of the
Sublime and Beautiful. London, 1757

9 Home H. Elements of Criticism, ed. Peter Jones. Indianapolis:
Liberty Fund, 2005.

10 Warton J. An Essay on the Genius and Writings of Pope. Vol. 1.
London, 1772.

11 Hogart W. The Analysis of Beauty Written with a View of Fixing
the Fluctuating Ideas of Taste. London, 17563.

12 Young E. Conjectures on Original Composition. In a Letter to the
Author of Sir Charles Grandison // The Complete Works, Poetry and
Prose, of the Rev. Edward Young, LL. D., Formerly Rector of Welwyn,
Hertfordshire, & C. London, 1854.

13 See: Vershinin I. V. Estetika | poetika anglijskogo predromantizma
[Aesthetics and Poetics of English Pre-Romanticism] // lzvestia RGPU
im. Gertzena. 2003. Vol. 5. No. 3. P. 169-180.
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n leHpu Xoyma® v opurnHansHocT — [dxo3ed YopToH™, Yunbam
Xorapt'! u, HakoHew, Dayapa HOHr). B HanucanHom HOHrom «Mpea-
MNOMOMEHUN 06 OPUrUHANIBHOM CounHeHuu» (1759)'2 aBTopy Bnep-
Bble y4anoCb NPUMepPUTb NapoC COBPEMEHHOCTU POHTEHENEBCKOIO
o6pasua, a TaKkke nNpexae HeJooLeHEeHHble HoBaTOpamMKu reHnn —

a MMEeHHO TBOPYECKHWM YM, MPOTUBOCTOALLMI 34paBOMYy paccyaKy's.
Bo dpaHumm B aT0 Bpema yxe rpemena «soiHa 6yddoHos» (T.e.
WyTOB) — GUNOCOPCKOE M MY3bIKAIEHOE MPOTUBOCTOAHWUE, KACAIOLLEECH

AOCTOMHCTB U HEAO0CTATKOB PpPaHLY3CKOM M UTaNlbAHKOW OMnepbl, Ype-
BaToe NOAB/IEHWEM HOBOMO HaHpa ppaHLy3CKOro KOMHUYECKOro My3bl-
KanbHoro Teatpa. B lepmaHnu cuTyaumna pasevBanach elle MHTepecHee:
¢ 1764 ropa — ¢ MOMeHTa Bbixoga B CBeT «MICTOpUK aHTMYHOIO UCKYC-
ctBa» MoranHa Moaxnma BuHkenbmanra, yepes «JlaokooHn» [oTxonbaa
Odpamnma Ieccurra (1766) k «PparmeHTam no HEMELKOM NuTepaTtype»
v «Kputnueckum powam» MoranHa Fotppuaa Mepaepa (1766, 1769) —
dbopmHpyeTcA 3CTETUKA, ONPeaeNnvBLIan pacLBET HEMELKOM nuTepa-
Typbl Nepvoga «6ypu U HaTUCKa». 3aMellaHHas Ha peabunuTaumn rpe-
4EeCKOM AHTUYHOCTH (MPUPOLHON M YENOBEYHOM, B OT/IMUYME OT PUMCKOM
v Goree No3AHUX NEPUOLOB €€ BO3POMAEHUA), Ha YBEHAEHUN B NOABUMK-
HOCTM 3CTETUYECKOro naeana, ero 3aBUCMMOCTH OT MecTa — B TOM YUCTe
W BHYTPW 0BLLEMO MCTOPUYECKOTO ABUKEHWA, — M COOTHOCALLAA NPO-
rpecc OTAeNbHOM HaLMK C ee ycrnexamu B CO34aH1MK COBCTBEHHOM XyA0-
MECTBEHHOW LUKOSbl M A3blKa — TaKaA acTeTUKa bbina coBcem cBob6oaHa
oT nadoca HOBWU3HbI M NepBOOLITHOM reHWanbHOCTH. Bo BcAKoM cnyyae,
nocnegHue Tpyabl [epaepa 66111 NOCBALLLEHBI KPUTUKE POMAHTHUHECKKUX
npousseneHun ['€te n Lunnepa.

B Poccuun, Tem BpemeHeM, co3peBan eLle OAWH NOBOPOT CHOKETA,
0COBEHHOCTU KOTOPOIro B CaMOM OCHOBaHWK BbiNW NpefonpeaeneHsl
TeM, YTO NPM BCEN YYTKOCTHU K ABUKEHUIO €BPOMENCKON MbICIW HaLLK
TEOPETUKM AEMOHCTPMPOBAIN UCKIIOYMTENBHOE PaBHOAYLWIME K KaTero-
PUKN «HOBW3HBI». BbITb MOXET, NPUYMHOM TOMY ObINIO TO NPOCTOE UCTO-
puyeckoe 06CTOATENBLCTBO, YTO 3Ta Npobnema Gbina Tak UK MHave
nepexuTa B [leTpoBCKOe BpeMs, BO BCex 06CTOATENbCTBAaX PE3KOro
W BNacTHOro nosopoTa oT ApeBHen Pycu Kk HoBow Poccuu, npuwea-
LIMXCA Ha aToT nepuoa. N neno BoBce He TONbLKO B TOM, 4TO NPepo-
raTMBa «HOBW3HbI» OcTanack 3a Bnactbto (Kak cobcTBEHHO M nobena
«HOBbIX» BO PpaHLMKM BO MHOrOM 6Gbila MHCIMPUPOBaHa NouTUYe-
CKMMK ambuumnamm JliogosrKa Bennkoro), a B TOM, 4TO BONPOC O npe-
3yMMuMK HOBOro 6bin CHAT anpuopu. HoBaA acTteTuKa, punocodus,
A3bIK YyTBEPHAANUCh B NONHOBNACTUM CBOEM M3Ha4YanbHOW NpaBoThl.
Mel He Byaem NOBTOPATL PACXOMMX MHEHWUI O MOBEPXHOCTHOCTH MPO-
Lecca eBponensaunm U npounx. PaxTel cBUAETENbCTBYIOT 06 06pat-
HOM: [,OCTaTO4YHO BCMOMHUTb PEKOHCTPYKLIMKU NETPOBCKUX BHbIMo-
TeK, copeprallmx counHenua P. ekapTa, @. BakoHa, X. Bonboda,

Ox. JTokka, H. Makuasennu, C. ¢doH MNydpeHpopda v apyrux, nunu xe
Tpyasl ennckona Peodara MNMpokronosuya n B. H. Tatuwesa, AeMoH-
CTPUPYHOLLME HE TONTbKO 06pa30BaHHOCTL (€€ MOMHO OTHECTH K CTapon
TPaAMLMU KHUKHOCTH), HO U MHDOPMUPOBAHHOCTL, TPYAHO NpeacTa-
BMMYIO Jame Tenepb, B anoxy MHTepHeTa. Kpome Toro, «obpasoBaHHas
NPOCNOMKa», NPU BCEN CBOEN HUYTONHOCTH, Oblla HUYYTb He TOHbLUE

9 Xoym I'. OcHosaHua kputukm. M, 1977. C. 183.
10 Warton J. An Essay on the Genius and Writings of Pope. Vol. 1. London, 1772.
11 Hogart W. The Analysis of Beauty Written with a View of Fixing the Fluctuating Ideas of Taste. London, 1753.

12 Young E. Conjectures on Original Composition. In a Letter to the Author of Sir Charles Grandison //
The Complete Works, Poetry and Prose, of the Rev. Edward Young, LL. D., Formerly Rector of Welwyn,
Hertfordshire, & C. London, 1854.

13 M3 nocneanwnx ny6nukaumii no Teme cm.: BepiumHmH M. B. OcTeTrKa 1 NoaTiKa aHrMMCKOro npeapo-
maHTh3ama // Masectua PITTY um. AN, Fepuena. 2003. Bein. 5. T. 3. C. 169-180.
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CJI0€B, BOBJIEYEHHbIX B BEICOKYIO MHTENNEKTYaNbHY HU3Hb B OPYruX
cTpaHax. HoBoe noowpsanocb 6e30roBopoyHo. Jlvwb aTum, ga vape-
BOM BOJIEM MOKHO OOBACHWUTL UCXOA NpoLecca Hazd Bpadyom mutpuem
TBEPUTUHOBLIM, 3aKOHYMBLUMIACA NPU NOALEPHKKe apxuenuckona Peo-
pocua nobeaor CTOPOHHWMKA HOBLIX METOLO0B NeveHus (na ewe 1 «3no-
A3LIYHOr0 BOMILHOAYMLA») B CEHATCKOM cyae'.

JwncnyT, Co3BYYHBIM Cnopam «ApeBHUX» U «HOBbIX», BO3HWK B Poc-
cuun Ha ncxoge XVl Beka'®. B nutepaTtypoBegyeCcKuX UCCeOoBaHUAX OH
MHOrOa YNMOMMHAETCSA KaK CMop «LMLIKOBUCTOB» C «Kapam3uHUCTamm»'6,
4TO HEe COBCEM BEPHO, MOCKO/bKY TakMM 06pa3oM AMUCMNYT COOTHOCHUTCA
HE C MMaBHbIMKU YYACTHUKAMM CMopa, a C Ux anuroHamu (B criydae kapam-
3MHMCTOB BOOOLLLE HE MMEBLUMX HUYEro obLero ¢ BO33PEHUAMKU U TBOP-
yecTBoM Hukonasa Muxaitnosuua). Jlyyiuee onpeaeneHve aToMy Auc-
nyTy aan Bnagummp Habokos: B kommeHTapusax K «<EBreHnto OHernny»
OH rosopmn o nonemure «beceabl» 1 «Apsamaca», Ha3Bas ee POCCUM-
ckom Bepcuen «Cnopa ApeBHWX U HoBbIX»'?. OcHOBaHMEM A/1A TaKoro
cornocTasfieHna Bbin NMTepaTypHbIM XapakTep 3TOM NONEMUKH, XOTb
M He NNLWEHHOM HEKOTOPOIro MOMIMTUYECKOro 3anana, O4HaKo Nnocnes-
Hee He 6bINo rmaBHoOM ee Temou. [naBHbIM aeonorom obpas3oBaBLLErOCA
B [NeTtepbypre B 1811 roay nutepatypHoro Kpyxka «becena» 6bin Anex-
canap CeménoBuy LLMWKOB, BOEHHBIVM M rOCYLapCTBEHHbIN AeATeNb,
nutepatop v ¢unonor, repok BorHel 1812 ropa, ¢ 1813 roga — npesu-
AEHT nuTepatypHon Poccurickon akagemuu, ¢ 1824 — MUHWCTP npo-
ceelleHna 1 agmupan. lNpeactaBnaembii COBETCKOM MCTOpUOrpaduren
KaK ApbIM peakunoHep'®, Ha aene oH 6bin CKopee NPUBEPHKEHLLEM KOH-
uenumu MNMeppo, 3aABNAA 0 HEOOXOANMMOCTH Pa3BUTUA HaLLMOHANBHOIO
A3blKa M €ro pacnpoCcTpaHeHUA BO BCEX CIOAX 0bLWecTBa, a He TONbKO
OCTaBJIEHWA €ro Ha BOJIO HU3LIMX COCIIOBHH.

«Hakoe 3HaHWe MO¥eM Mbl UMeTb B MPUPOAHOM A3bIKE CBOEM, Koraa
AeTH 3HaTHeWNLMX 60Ap M ABOPAH HaLUMX OT CaMbIX IOHbIX HOFTEH CBOUX
HaxoAATCA Ha pyKax y ¢paHLy30B, <...> nony4aloT Becb 06pa3s mbicnen
MX U NOHATHK, FOBOPAT A3LIKOM UX CBOGOJHEE, HEXENN CBOUM, U fame
[0 TOro 3apamaloTca, YTO He TOKMO B A3blKEe CBOEM HUKOrAa He ynpam-
HAIOTCA, HE TOKMO He CTbIAATCA He 3HaTb OHOro, (HO U HE3HaHWeM 3THUM)
KaK HEKOTOPbIM YKpaLLaloLWM UX AOCTOMHCTBOM XBacTaloT. Byayun Takum
06pa3om BOCMUTLIBAEMbI, €/1Ba CUJI0M HEO6XOAUMOM HaCMbIWKKU Hay4aloTcA
OHU OGBLACHATLCA TeM BCEHapPOAHbIM A3bIKOM, KOTOPbIV B O6LUUX pa3ro-
BOpax ynoTpe6uTeneH; HO KaKkMM 06pa3omM MOryT OHW NOYEPNHYTb UCKYC-
CTBO Y CBeA€HHE B KHUHHOM MIIM YHEHOM A3bIKE, CTOJb AaNieKo OTCTOALLEM
OT cero NpocToro mMbicnen cBomx coobweHna? [na no3HaHuA 6oraTcTea,
06MNKA, CHNbl U KPACOTbl A3bIKa CBOErO HYHHO YATaTb M3AaHHbIE HA OHOM
KHUIY, @ HaMnaye NPeBOCXOAHBLIMU NUCaTENAMU COHYMHEHHbIE» ',
CobcTtBeHHO, cama naes 6ecen pogunachk y LUnwkosa B Havane
1800-x ropoB 13 wenaHua y4peaunTb aBTOPUTETHOE CobpaHune, npuse-
yatoliee MOJSIOAbIX aBTOPOB, MULLYLLMX Ha POAHOM A3blKe. B aToM Henb3sA
He yBWAETb OTFOI0CKM 3a40PHOI0 NOCkI1a O Pa3BUTUM HALMOHANLHOIO

14 Cwm.: Cunosckuii B. B. Otanel pyccroit mbicnu. I1r, 1924, C. 35, 36.

15 Cwm.: HoBble 3ameyaHna Ha cTapblit Cnop o ipeBHUX U HoBbIX nucatenax // CesepHblit BecTHuk. Cr16,,
1804. 4. lll. C. 140; Peun lennepa o npuumHax npenmyliecTsa ApeBHMx nucarenei Haz, HoseiMu // Coun-
HeHUA 1 nepesoabl, napasaemble Poccuiickoit Akagemueit. CM6, 1808. Y. III. C. 127-128.

16 Cwm.: McTopua dpaHuyscroit nutepatypsl. M.~J1, 1946.T. 1. C. 680.

17 Habokos B. KommeHTapwii K pomaHy «EBremnit OHermn». Cl6.: MckyccTo-CI6 / Haborosckmin poHa, 1998,

18 CnpaBeanvBocTH paau, Haao OTMETUTb, YTO — He 6e3 OCHOBaHUIA — MMaBHOM NPUYMHOKM penyTaLun
LLInwKoBa Kak APOro peakLMoHepa CTaso ero ybem/aeHue, 4To B KayecTse 06pasLioBOro A3bIKa, COXpaHMB-
Lero caMobbITHOCTb POCCHUIMCKOrO Cora, Hafo 6biNo B3ATL LIEPKOBHOCIABAHCKMIA A3BIK, Ye Mano K ToMy
BpemeHu B Poccii KoMy NOHATHbIN.

19 Uhuuros A. C. PaccysaeHune o ctapom 1 Hoeom cnore // CobpaHue CouMHEHUM 1 NepesoaoB aamm-
pana Lnwkrosa Poccuiickoit Mimnepatopcroit Akaaemmn [MNpesnaenTa n pasHbix yueHblx 06LIECTB YieHa.
Cne., 1824.4.11. C. 119-139.
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and historical time. This movement also compared the
progress of a given nation with its successes within the
sphere of arts and language. Thus, Herder was writing
critical reviews of Goethe's and Schiller's works largely
inspired by Herder himself.

Meanwhile, Russia initiated another twist of the
discussion, for our theoreticians were indifferent to
this “newness,’ though interested in the development
of European thought. Perhaps, this indifference can
be explained by the fact that Russian Empire had lived
through this “newness” debate in the times of Peter
the Great, who made his fierce turn from the old Rus’
to the new Russia. This change had apriori deprived
the question of “newness” the presumption of any
status; one can explain disinterest in this concept by
the political claim to provide “the new,” which was
clearly seen in decisions taken by Louis the Great,
but that would not prove to be a fruitful solution. New
aesthetics, philosophy, and language just started
enlivening their own righteousness. We would not
repeat, time and again, the popular opinions on the
futility of Europeanization. The facts stated quite
the opposite: one could look at the libraries organ-
ized in the times of Peter the Great, filled with works
by Descartes, Bacon, Wolfe, Locke, Machiavell,
Pufendorf and others; or — see works by Theophan
Prokopovich and Tatishcheyv; their texts reminded one
of how intelligent and well-informed the authors were,
which is hard to imagine even now in the epoch of the
internet. At the same time, the the Russian intellectual
elite, as outnumbered as it was, was not at all of less
significance than other social groups and exhibited
activity on par with the high intellectual life in other
countries. The new was encouraged uncondition-
ally. Only this, apart from the Tsar’s will, can explain
the success of the doctor Dmitry Tveritinov, the
“evil-tongued free thinker,” who opposed archbishop
Theodosius in the Senate court.™

The Russian variation upon the Quarrel started
in late 18th century.'® Literary scholars sometimes
refer to it as the debates of the “shishkovites” with the
“karamzinites;'® which is not quite true, for the dispute
had nothing to do with the founding fathers of Rus-
sian contemporary literature; rather, it touched upon
the works of their imitators. Perhaps, Nabokov gave
the best explanation: in his commentary on “Eugene
Onegin," he presented the debates of Beseda and Ar-
zamas as the Russian version of the Quarrel of the An-
cients and the Moderns'”. This comparison stems from
the literary origins of the discussion, which reflected
some political fervor but not a great deal. Alexander Se-

14 See: Sipovskij V. V. Etapy Russkoj Mysli [Stages of Russian
Throught]. Petrograd, 1924. P. 35, 36.

156 See: Novye zamechaniya na staryj spor o drevnikh i novykh
pisatelyah [New Notes on the Old Debate about Ancient and Modern
Writers] // Severnyj Vestnik. Saint Petersburg, 1804. Vol. IlI. P. 140;
Rechi Gellera o prichinah preimushchestva drevnikh pisatelej nad
novymi [Geller's speeches on the reasons for the advantages of
ancient writers over the new] // Writings and Translations, issued by
the Russian Academy of Sciences. Saint Petersburg, 1808. Vol. Ill.

P. 127-128.

16 See: Istoriya francuzskoj literatury [The History of French
Literature]. Moscow, Leningrad, 1946. Vol. 1. P. 580.

17  Eugene Onegin. A Novel in Verse by Aleksander Pushkin, trans.,
comm. V. Nabokov, in 4 vol. New York, 1964,
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monovich Shishkov was the main ideologist of the Saint
Petersburg-based literary circle Beseda, which was
organized in 1811. Shishkov was a literary scholar and
philologist, war combatant and state servant, a hero of
the 1812 War; in 1813, he received an honorary posi-
tion, becoming President of Russian Literary Academy,
and in 1824 he became both an admiral and the Minis-
ter of Education. Soviet historiographers depicted him
as ultra-reactionary,'® while actually he was quite a Per-
rault type, claiming that it was important to develop and
nurture the national language, and dispense it through
all social strata, from the impoverished to the elites.

“What kind of knowledge can we have in our natural
language, when those next of kin to our boyars and
nobles are raised by the French; thus, children are ac-
customed to their concepts and thoughts, speak French
better than their own mother tongue, and the disease
runs that deep that some of them are pronounced in
their unwillingness to learn or practice Russian, and
some even celebrate their ignorance. Being raised that
way, they barely catch glimpses of necessary hearsay to
be explained by that common Russian language which
is employed in general conversations; which is all fine
for simple chatter; but where can they experience the
art or concepts of literary or scientific language, which
drastically differ from the spoken word? One has to read
books in Russian, and all the more those created by the
writers of greatest excellence; it is only through this that
one can fully indulge oneself with richness, vastness,
power, and beauty of this language”*®

In the early 1800s, Shishkov decided to organize
a respectable society which would welcome young
writers who worked in Russian. One cannot help but
recognize here the same ardor with which Perrault
planned to develop national language and literature.
Shishkov had supporters, among which were Gavrila
Derzhavin and Nikolay Gnedich (both went by the “old
archaists” tag-name), and Ivan Krylov. Even the witty
Alexander Griboedov, who had just finished his most
consequential comedy in Russian, partook in Beseda.
The poets of the Decembrist circle: Raevsky, Ryleyev,
Kitichelbecker and others, took part, too. They fol-
lowed in the footsteps of Perrault, claiming that poetry
had to respond to the challenges of now and be as
civically responsible for what was happening around
as any other person or form of media was.

Karamzin's followers: Vasily Zhukovsky, Konstan-
tin Batyushkov and Alexander Pushkin, — formed an
opposing unit. They launched a parodical Arzamas
Society of Unknown People, more known as simply
Arzamas, the goal of which was to oppose all the
imposed rules and canons. It is interesting to note
that this society was co-founded by Sergey Uvaroy,

a Russian scholar of Antiquity, and President of the

Imperial Academy of Sciences (since 1818), who later
became famous for the ideological tagline of Nicholas
| epoch: “Orthodoxy, Autocracy, and Nationality,” which

18 It would be fair to state that there were reasons for the construction
of such a “persona” Shishkov was seen as a reactionary becuase of his
belief in Church Slavonic, which in his view, was an exemplary language
for the development of Russian culture. Needless to say, the Slavonic
language was barely understood by Shishkov's contemporaries.

19 Shishkov A. S. Rassuzhdenie o starom i novom sloge [Discourse
on the old and new style] // Collected Works and Translations of
Admiral Shishkov, President of the Russian Imperial Academy and
Member of Various Scholarly Societies. Saint Petersburg, 1824. Vol. II.
P. 119-139.
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A3blKa M CIOBECHOCTH, KOTOPLIM pyroBoacTeosanca [Neppo. Barnags
LLvwkosa pasaensanu He Tonbko [ P. JepxasuH 1 H. U. MHeauny,
K KOTOPbIM MPOYHO MPWIIMMNIIO NPO3BULLLE «CTapLUMX apXaucToB»,
Ho 1 K. A. Kpbinos. K «becene» npumbikan n AnekcaHgp Cepreesuy
prboenoB, COMMHMBLLMI CaMyro aKTyaslbHYO Ha TO BPEMA PYCCKO-
A3bIYHYHO NbECY, a TaK*Ke U No3Thl AeKabpMCTCKOro Kpyra — PaeBckui,
Peinees, Hioxenbbekep 1 apyrve — CroBOM BCe Te, KTO, Kak 1 bonee cTta
net Hazag, [Neppo, 6b1nm ybexaeHbl, 4TO NO33MA AOMHKHA OTBeYaTb BbI30-
BaM COBPEMEHHOCTHU M pasfenATb CO CBOMMW COBPEMEHHMKAMK rpa-
WOAHCKYIO OTBETCTBEHHOCTb 3a MPOoMCXoaALLee.

Mm npotusocToanu nocneposateny H. M. Hapamauna —
B. A. Hyrosckuit, K. H. Batiowros, A. C. MNywKuH, cospaswme
B 1815 roay B nuky «<becenam» napoagmiHoe «Ap3amaccroe 06LecTBO
6€e3BeCTHbIX NoAen» UM NpocTo «Ap3amac», CTaBALLENO CBOEN LeNbio
COMPOTHBIIEHWE BCEM HaBA3bIBAEMbIM MpaBuiam W kKaHoHam. Jliobo-
MbITHO, YTO MHULKMATOPOM co3aaHua obuecTtea 6611 Ceprent CeméHo-
BUY YBaApOB, PYCCKUit aHTUKOBeA, npesuaeHT (¢ 1818) UmnepaTop-
CKOW aKagemuu Hayk, ¢ 1833 roga — MUHUCTP NPOCBELLEHMA WU aBTOP
3HaMEHWTON HMKONAeBCKOW AOKTPHHBI «NpaBoCciaBrue — camoaep-
waBue — HapogHocTb». OfHaKo Ha Ty NMOpy ero MHULMATUBHOE yya-
CTWe B 06LLeCTBE OOBACHANOCH CBOMMM NPUYMHAMM: «rpynna CMyTbA-
HoB», paToBaBLlUan 3a cBO6OAHOE pa3BnUTHE A3blKa 6e3 ycTaHOBNEHWH
W NPUHATBIX HOPM, M YTO MMaBHOE — APKO YyTBEPXOaBLUAA 3TO CBOUM
TBOPYECTBOM, OMMpanacb Ha NpPUMep rpedvyeckon Knaccuku: «fomep
6ecnpvMepeH M Henoapamkaem AJ1A TOro, 4TO MMCan U Nnen B CUX
o6cToaTenscTeax (MMes BBMAY — AETCTBO ero Hauumn)?°». Bce npuay-
MaHHble No3*e NpaBuna AenatT MCKYCCTBO yKpalleHWeM. TakoBbIiM
OHO OCTaeTCA M B HoBeMlee BpeMA. He cnyyarHo ogHa 13 nocnepHux
CXBaTOK IMTepaTopOoB ABYX rPynn COCTOANAaCk NO NOBOAY U3AAHHOIO
B 1830 roay nepesoga omepa, ncnonHeHHoro H. U. THeanyem. Ceu-
AeTeNbCTBOM OTKPOBEHHOCTM 3TOM NOJIEMUKM HaM OcTanacb M3BECTHaA
NYLWKUHCKaA anMrpamma:

«KpuB 6bin MTHegny NoaT, NnpenoxuTens cnenoro lomepa,
Bokom ogHUM c 06pa3LL,OM CXOX U ero nepesosy.

OcTtanocb TonbKo 3aMeTUTb, YTO noAsneHue «beceabl» 1 «Apaa-
Maca» CTano KylbMUHaLWEN U GUHATIOM YHe A0Nroro K ToMy BpEMeHH
cnopa. Havano emy 66110 nonoxeHo Hapam3auHbiM, HanevaTaBwmUM
B 1791 rogy B <MocKoBCKOM BeCTHUKe» cTaTbto «O cpaBHEHWW ApeB-
Her, 0COBIMBO rPeYeCKOM NO33UK C HEMELLKOIO U HOBEMLLEN NUTe-
patypoi»?!. 910 o4eHb 06CTOATENbHBIN TEKCT (MO MaHpy 3To peLeH-
3UA Ha TOMBKO YTO Bhilweawyto KHury . Fpoaneka), 0GHapyHUBaIOLLMHI
cnepnbl Bctped ¢ WU.T. Nepaepom 1 OTIMYHOrO 3HaHUA NUTepaTypHOM
noneMMKM MUHyBLLEero Bexka. Ml cMbicn aToro TeKkcTa afa aBTopa, 3ape-
KOMeHA0BaBLIero ceba NpuBepKeHLa YTBEPHAESHNA HOBENLLIMX NUTepa-
TYpHbIX $OpPM, MPOrpeccucTa 1 3anagHuKka 3By4YuT He 6aHanbHO. MmeHHo
3[eCb OH roBOpUT 06 yKpaluaTen-CTBe COBPEMEHHOIO MCKYCCTBa, NoTe-
pABLWero npoctoty AHTUYHOCTH, FOBOPUT O TOM, H4TO Y COBPEMEHHbIX
aBTOPOB MOMET YUYUTbCA NULLb TOT, KTO «6e3 TBOPYECKOro Ayxa xo4eT
6bITb NO3TOM MK CKOPO 06paboTaTb fapoBaHuA cBou». Ho K obpaso-
BaHWIO BENMKOro AyXa W BKyCa rPeKku ropasfo «yaobHee», MOCKOMbKY
«pacCTOAHWE MEX HaMK CTOJSb BEJIMKO, YTO YHKe Yepes ero nocTUHeHne
MOMHO MHOFOMY BaHOMY BblyunTbcA». Cervac nogobHble ¢ppasbl yxe
HE KaMKyTCA HaMBHbLIMUW: BeAb OYEBWUAHO, YTO MHTEPMPETaLMA UCKyCCTBa
6blIbIX 3N0X, 0OMaHYMBO MPMBLIYHLIX B3MMALY, TPebyeT yCHUnna 3a4acTyto

20 HapamauH H. M. N36paHHble counHenna. M~J1, 1964.T. 2. C. 91.
21 Tam xe. C. 92—93.
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He cpaBHMMOro ¢ 6aHanbHOM Nogyac NpPeAcKa3yeMoCTbl0 COBPEMEH-
HOro AMCKypca.

Ho ceryac He o ToM pasroBop, a elle pa3 0 CeEpPbe3HOCTH U HaKare
AMCKYCCHIWA, BOSHUKaBLLKWX B MPOLLIIOM BOKPYr Npob/em XyAoKeCTBEH-
Horo aAsbika. [lpuBeaem NuLb KpaTKyto cnpasKy. Tak, B POCCUMCKOM
AncKyccuu, Havaton RapamanHeiM, ¢ 1800 no 1825 rog yyactesosanm
6onee 50 aBTOpPOB, ONYONMKOBABLUMX OKOJSIO ABYX COTEH CTaTen U Npo-
4ymx matepuanos. beinn 3apercTBoBaHbl BCe BbIXOAALLME B Ty NOPY
nepuogmueckme naganua («CesepHblit BECTHUK», «BecTHUK EBponbi»,
«Mocrosckui Meprypuit», «Coii OTeuecTsa», «Aspopa»), 06a asTopu-
TETHbIX NPOAOTKAIOLLMXCA 3AaHuA: «T pyabl obliecTBa ntobutenen poc-
CHIMCKoOM crnoBecHocTH Npu MocKoBCKOM yHUBepcHuTeTe» U «CounHeHHA
u nepeBoabl, u3paeaemble Poccuiickoto Akagemuein» B CaHkt-lNeTep-
6ypre, B KOTOpPbIX, K cnosy, B 1805 roay Bhilles KOMMEHTUPOBAHHBbIN
nepesog, «Cnosa o nonky Mropese» A. C. LLUnwkosa. Beixogunu u cne-
unanbHble Tpyabl: «O BEICOKOM M BEIMYECTBEHHOM. TBOpeHue JuoHncun
TNonruna» (nepesop H. Byarno, 1803), «Croso o ayxe, OTNUYUTENBHLIX
CBOMCTBax N033uu NepeobbiTHON» A, ®. Mepanakosa (1808), «<Hauep-
TaHWe TeEOPUM W UCTOPKU M3ALLHBIX MCKyccTB» K. MelHepca 18083,
«Hayka ctuxotBopcTBa» A. A. PixeBcroro n «<BeegeHue B HayKy CTUXO-
TBOpCcTBa» H. N. Aseuukoro (06e 1811), «<Kypc poccuiickom cnoeecHo-
ctv ana gesuu» M. M. Nlesuukoro (1812), tpaktat «O pasnuunm nos-
3uM ApeBHel ¢ Hoerweto» (1818), onyc «O poMaHTUYeCKOM N0a3HUK»
O.M. Comosa (1823) u gpyrue??.

Ony6rMKoBaHHbIE B HUX TEKCTbI KparHe Nto6OoMbITHBI,

M He B NOC/IeAHIO oYepenb TEM, YTO MOXHO NPOCNEeAUTb, KaK yno-
TpebnAA OOHU U Te e NOHATUSA, aBTOPbI BKIAALIBAKOT B HUX MHOM
CMBICTI, KaK NapafoKCcallbHO CTPOUTCA apryMeHTauMA, KaK Npuyya-
NYBO pacnpefenatoTcs B HOBOM MCTOPUYECKOM M HaLLMOHANTbHOM KOH-
TEKCTe AaBHO Y#e cTaBliMe 06LWMM MECTOM M Nepe-UHTEpPNpeTUpPO-
BaHHbIE MOHATUA, BNepBble NogHATe «CNOpPOM APEBHUX U HOBbIX>.
OpHaKko B UCTOpPUM NUTEpPATYpbl BCA 3TO NOSIEMMUKa ocTanachb He Gornee,
4yeM N6ONLITHBIM MPUMEPOM, JaNlEKO YCTynalLwWwnm B cune n ybean-
TENbHOCTHU pe3ynbTaTaM CamMoro XyA0MeCTBEHHOro npouecca.

Co6cTBEHHO roBOPA, MMEHHO MOTOMY M XOTENOCH 6bl NPUBIEYb
BHMMaHWE K 3TOMY, HE CaAaMOMY B HbIHELUHEM KOHTEKCTE aKkTyallbHOMY
ctoxeTy. Ml He TONbKO KaKk MCTOPMYECKOMY NMPUMeEpPY AUCKYCCUU MEXAY
NpUBEPHKEHLAMM KNACCUKMU M HOBaTOpaMu, B KOTOPOW nocnegHue nobe-
AN, BnepBble apryMeHTUpyA HEOOXOAMMOCTbIO MEHATL XYO,0KECTBEH-
HbIM A3bIK AN 6onee afgeKBaTHOM NoAAYM U MOHUMAHWUA peannin cero-
AxAwHero gHA. C U3BeCcTHOM Jonew JonyLeHus, OCHoBoMoaratLwmne
TEKCTbIl «<HOBbIX» MOXHO CYECTb NepBbIMM MaHUbecTaMu eaBa 3aHU-
MatoLLeroca MoAepHU3mMa, 0COBEHHO eCNn Y4eCTb X NPOrPECCUCTCKUM
W NONIUTUYECKMI 3anan, a rMaBHOEe — arpecCuBHbIM Napoc HOBU3BHbI.
OpHaKko ropasfno BaxHee caM npeueneHT paspbiBa ¢ TpaauLmen
M OCO3HaHHOIro NPOTUBOMNOCTABMEHUA el coBpeMeHHocTU. C ogHoM
CTOPOHBI, 3TO CO3Aa0 Nose ANA TPEXBEKOBbIX FOPAYUX AUCKYCCHH,

C Apyron — npeaonpeaennno BO3MOXKHOCTbL ananora. Ho camoe rnae-
HOe — BCe 3TO CYTb HaroMWHaHWEe O TOM, YTO KamyLMMCA U3 Cero-
OHA BEYHbIM CHOMET CaMOaKTyann3aunn COBPEMEHHOCTH UMEN Cryyan
Koraa-To noAsmTbCcA. OH BO3HMK B anoree anoxu, HassaHHoW Muwwe-
nem ®PyKo «BpeMeHeM KNaCCUYECKOM EBPOMENCKOM KynbTypbi»?3 ¢ ee
[0NroM UCTOPUEN COCYLLLECTBOBAHMA KNAaCCUYECKUX U HEKNnaccuye-
CKMX OBUMKEHWUN, 0603HAaYMB HOBYIO BO3MOXHOCTb MX B3aUMOOTHOLLIE-
Huit. Ecnu panbwe (ycnosHo, HaumHas ¢ anoxu Bospomwpaerus, a moxeT

22 Tloppo6Hee cM.: HMoHuH [ H. Crnop «apeBHUX» 1 «HOBBIX» U NpoBnema UCTOpHU3Ma B PYCCKOM KPUTUKe
1800-1810 rogos // XVIlII sex. C60pHmK 13: Mpobnemsl McTopuama B pyccroi nuteparype. KoHewu XVIII -
Havano XIX B. J1.: Hayka, 1981. C. 192-204.

23 Cwm.: @yro M. Cnosa u Belumn. Apxeonorua rymaHmtapHeix Hayk. M., Cr6., 1994. C. 35.
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he penned while he was the Minister of Education
(since 1833). But his involvement with Arzamas at the
dawn of the century had its reasoning: “the pack of
troublemakers,” who voted for the free development
of language and represented it in their writing, were
acting in accordance with Ancient Greek examples:
“Homer stands forever inimitable, because he wrote
and sang his poems at the dawn of nation?® All the
rules which are imposed retrospectively render real art
a mere decoration and do so in the “now” of the 19th
century. Therefore it is no accident that a new transla-
tion of Homer by Gnedich, issued in 1830, caused
such a fervorous fight. Pushkin’s epigram proves that
the debates were quite outspoken:

Poet Gnedich, renderer of Homer the Blind,
Was himself one-eyed,

Likewise, his translation

Is only half like the original.?'

We should, perhaps, add that Beseda and Arza-
mas marked the pinnacle and the finale of a very long
debate, which was started by Karamzin himself in 1791,
when he published an article entitled: “On the Compari-
son of Ancient, Especially Greek Poetry with German
and Modern Literature? in Moskovskij Vestnik. This
was a very comprehensive text, a review of Groddek'’s
book, which revealed the author's awareness of Herder's
writings and the literary debates of the century. There
is sense in Karamzin's writing, and it is far from being
banal. Here he writes about the fascination of contem-
porary authors with decoration, which marks their de-
parture from ancient simplicity; he writes that one should
only learn from one's contemporaries if one is “willing to
become a poet, who bears no creative spirit and wants
to polish one’s talents!” He proceeds by saying that one
can easily develop a great spirit and taste with the “com-
fortable” help of Greek authors, for “we are so distanced
from one another, that from this very distance one can
learn a lot! It does not sound naive today; it seems to be
obvious that interpreting the art of the past requires hard
toil, which might not even be compatible with the all-too
banal contemporary discourse.

However, let us step back again and discuss the
seriousness and nerve-strain of the literary language
debate. Let us give a short synopsis. The debates initi-
ated by Karamzin included more than 50 authors who
published around 200 articles over the period from
1800 to 1825. It involved all the regular magazines of
the time (Aurora, Moskovskij Merkurij, Syn Otechestva,
Vestnik Evropy, Severnyj Vestnik) plus two respect-
able ongoing publications “The Free Society of Lovers
of Russian Literature at Moscow University” and Saint
Petersburg-based “Writings and Translations, issued by
the Russian Academy of Sciences; who were respon-
sible for the publication of The Tale of Igor's Campaign
in Shishkov's translation with commentaries (1805).
There were special publications, among which one can
list: “On High Art and the Sublime. The Creations of
Dionysius Longinus” (a translation of Boileau's “Critical

20 Karamzin N. M. Selected Works. Moscow, Leningrad, 1964.
Vol. II. P. 91.

21 Translator's note: The translation of epigram is given via the New
Yorker [David Remnick, “The Translation Wars; November 7, 2005].

22  lbid.
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Reflections...; 1803), “A Discourse on Spirit, and the
Characteristic Traits of Primal Poetry” by Merzlyakov
(1808), “Conjectures on Theory and History of Fine
Arts” by Meyners (1803), “The Art of Versification” by
Rzhevsky and “An Introduction to the Science of Ver-
sification” by Yazvitsky (both 1811), “Russian literature
for maidens” by Levitsky (1812), a treatise “On the Dif-
ferences of Old and New Poetry” (1818), an opus “On
Romantic Poetry” by Somov (1823), and many others.?®

The published texts are of great interest — not
least because of the fact that the authors pack the
same concepts with different meanings, because
the chain of arguments follows paradoxical logic,
because the old, commonplace concepts become
re-hashed and are put to use, thus being reassem-
bled in a new national and historical context which
was pioneered in the Quarrel. However, even the
history of literature renders this debate as nothing
but a curious example, the powers of which are far
more limited than the creative process itself.

Perhaps, this is the greater reason which inspired
me to draw your attention to this not-very-actual nar-
rative, which is to be analyzed not just as a historical
reference for the debates of classicists and innovators,
in which the latter won through finding the arguments
for the renewal of artistic language in accordance with
the needs of the present day. One can assume that the
first “new” texts could be read as the early manifestos
of a late-blooming modernism; this rough assumption
becomes less approximate if we consider the pro-
gressivist and political fervor of those texts, which are
vibrant with the aggressive spirit of the “new”” However,
the very rupture of tradition, the conscient juxtaposition
of tradition and contemporaneity, remains the most im-
portant part. On one hand, it supplemented the heated
debates which had lasted for almost three centuries,
on the other, it preset the very possibility of a dialogue.
And lastly, it is important, because it shows us that
the notion of self-actualizing contemporaneity had to
have originated somewhere. And here it was, stem-
ming from the pinnacle of the epoch dubbed by Michel
Foucault as the "time of classic European culture"?*,
which restructured the entanglement of classical and
non-classical movements, offering new means for their
co-existence and communication.

As soon as the “new” became victors, this juxta-
position became the most common position to defend
and occupy; ever since this victory, it was virtually
impossible to hide beneath the respectability of the
classics, even for the most unprecedented artistic con-
structions. Yet, if we are to follow the Goethe aphorism,
everything that is born has a right to die. This state-
ment entails a simple fact: the battle of the classics and
contemporaneity is a historical one, and thus transient.
Since the mid-1980s, it has been stripped of its dichot-
omy, and in that way, it is free to offer us new means of
creating miracles, awakening and multiplying meanings,
introducing new mechanisms and forms of artistic crea-
tion, joined with the means of its presentation.

23 See more: lonin G. N. Spor “drevnikh” i “novykh” i problema
istorizma v russkoj kritike 1800-1810 godov [The Quarrel of the
“‘Ancient” and the “Modern” and the Problem of Historicism in the
Russian Criticism of the 1800s-1810s] // XVIII Century. Collection 13:
The Problems of Historicism in Russian Literature. Late 18th — Early
19th Century. Leningrad: Nauka, 1981. P. 192-204.

24 Foucault M. The Order of Things. Vintage, 1994. P. 23.
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ObiTb, M NPEXAE) Aame camble 6eCMNPeLefeHTHLIE XYL0MECTBEHHbIE
KOHCTPYKLMK MMeNU 06bIKHOBEHWE anennMpoBaTb K aBTOPUTETY Knac-
CMKM, NpAYachk 3a ee LWKUTOM, TO nocne nobeabl «HOBLIX» BCe bonee

n 6oree aKTyanuMsMpoBanacb NpakThKa npotnueocToaHuA. Cneays Kpbi-
natov ¢pasze E€Te 0 TOM, 4TO BCE POKAEHHOE HA CBET AOCTOMHO YECTH
ymepeTb, i UMEIO B BUAY TOT NPOCTOM $akKT, YTO CIOKET NPOTUBOCTOA-
HWA KTACCUKW U COBPEMEHHOCTH UCTOPUYEH, a CiefoBaTesibHO, Npe-
xogAw. Ha Hawwux rnasax (a TouHee, ¢ cepeauHbl 1980-x) OH NuwaeTca
NPUBbLIYHON AUXOTOMMMK, CO34aBaA MHTPUrytOLLLEe None ANA reHepaLunu
yygec: AnA NpobywaeHMA U YMHOXKEHUA CMbICIIOB, MEXaHU3MOB 1 GOopM
XyAOMECTBEHHbIX MPOU3BEAEHMI N MPOEKTOB MUX NPe3eHTaLM K.
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Wnbg JIopOHYEHKOB
HoBag ¢ppaHuy3sckasa
JKUBOIIMCh, COBpEeMEeHHOoe
PYCccKoe UCKYCCTBO
U rIpo6ieMa Mmys3es:
1900—1910-e roapl

[na nepBbix AecaTuneTnt XX BeKa NOHATUA «COBPEMEHHOE UCKYC-
CTBO» U «HOBaA $paHLy3CKasA HMBOMUCb» B OOMbLLOW CTEMEHU CUHOHM=-
MWYHbl. IMEHHO NO OTHOLLEHWIO K UMMPECCHMOHM3MY U MOCTUMMPECCHO-
HW3My onpeaenany CBOK MAEHTUYHOCTb PasnuyHble OTPALLI MOAEPHU3MA
1 aBaHrapga B Eepone 1 Amepuke. Cneumdpuyeckyto ocTpoTy npo-
61ema HOBOro M306pas3nTenbHO A3biKa NpMobpeTana, Koraa BcTasas
BOMPOC O BKJIOYEHWUM NPOU3BEAEHNIN COBPEMEHHbIX PPaHLY3CKUX MacTe-
pOB B 06LLECTBEHHbIE XyA0OKECTBEHHbIE cOOpaHuA. B aTton ctatbe byayT
pPacCMOTPEHbI HECKOMBKO CUTYyaLMIM TaKoro poaa, CBA3aHHbIX C HOBLIMM
My3eMHbIMK KOHLENUUAMKU U NpakTukamu B Poccnn 1900—1910-x ropos,
W caenaHa nomnelTka OTBETUTbL Ha BOMPOC, KaK M nodemMy HoBasa ¢paH-
Lly3CKan KMBOMUCb OKa3blBanacb KNHOYEBOW Npu GoOpMUPOBaHUM HOBBIX
My3€eWHbIX CTpaTerui B nepsble roabl nocne OKTAGPLCKOWM PEBOSIOLMH.
Mpu oTBeTe Ha Hero cnepyeT pa3nenAThb ABa MOHATUA: «PYCCKUIM Moaep-
HW3M» M «pyCCKUM aBaHrapa». B nepeBom cnyyae peyb MOET O MUPUCKYC-
HWYEeCKOM TeHaeHUmMK, cTaswen B 1910-e rogbl MEMHCTPUMOM PYCCKOrO
ncryccTaa. Bo BTOpOM — 0 paguKanbHbIX XyA0MECTBEHHbIX FPYyMnn-
pOBKax, KOTOpblE CTPEMUITMCb NPEO0A0NETL CBOE NepuUdepUmHOe Nono-
MeHWe U yTBepAMTb cebA KaK MCTUHHBIX MpoAomkaTenen HoBow ¢paH-
Lly3CKOM HMBOMWUCH, OMbIT KOTOPOW NO3BOSIUT MM CO3[aTb MCKYCCTBO
6yayLwiero («HaLMOHaNbHOE» B anckypce 1910-x rogos mnu «MHTEpHaLMO-
HanbHoe» — Ha py6emxe 1910—1920-x). KoHGNMKT Memay aTMMK AByMA
CvnaMn — OCHOBHaA KONNMU3KA, «apanBep» pa3BUTHUA PYCCKOIO MCKYC-
CTBa NpenpeBONOLMOHHbBIX NET.

[MonbITKM BHEAPEHUA «<HOBOW MMBOMUCH» B €BPOMNENCKME Xy40-
MeCTBEHHble CObpaHUA Ha pyberke CTONETUH, KaKk NPaBMO, BIEKIN
3a CO60M KOHMNMUKTBI C Pa3fIMyHOM CTEMEHBLIO 0OLLECTBEHHOMO Pe30-
HaHca. B XIX cTonetnn my3en 3aHAN MeCTO LiepKBU — OH NMoMorarn
BbICTPOWUTb MEPAPXMI0 CUMBOJSIMYECKUX LLEHHOCTEN W, HE B MOCIEAHIO0
ovepeb, BU3yannanpoBaTb NpeacTaBieHne Haumm o cebe 1 cBoer
MCTOPWU: «...MCKYCCTBO KaXA0ro nepropa aTo 0OA4HOBPEMEHHO CaMoe
MOSIHOE W camMoe HaZeXHOoe BblpameHNe MCKOMOIo HaLMOHabHOro Ayxa,
3TO HeyTo NoAobHOe MepOornundy,... B KOTOPOM CKPbITaA CYLLHOCTb HaLMK
ABnAeT cebs,... M NOTOMYy ANALLAACA UCTOPUA UCKYCCTB NpeacTaBnAeT

Ilya Doronchenkov

New French Painting, Modern
Russian Art and the Problem
of the Museum: 1900s — 1910s

For the early decades of the 20th century, the
notions of “modern art” and “new French painting”
were largely synonymous. Various modernist and
avant-garde movements in Europe and America
defined their own identity by their relation to Impres-
sionism and Post-Impressionism. The problem of
a new visual language became especially acute in
relation to emerging debates on including modern
French painting in public collections of art. This arti-
cle will consider several situations of this kind relat-
ed to new museum concepts and practices in Russia
in the 1900s — 1910s, and will tackle the question
of how and why this new French painting defined
the development of new museum strategies in the
first years following the October revolution. When
answering this question, we have to differentiate two
notions: Russian modernism and the Russian avant-
garde. The first is in regards to the Mir Iskusstva
(World of Art) tradition, which in the 1910s, became
the mainstream of Russian modern art. The second
case relates to radical artistic groups that sought to
overcome their peripheral positions and establish
themselves as true followers of new French painting,
whose experience would enable them to create the
art of the future (called “national” in the 1910s dis-
course, or “international” at the turn of the 1910s —
1920s). The conflict between these two forces is the
main collision that drove the development of Russian
pre-revolutionary art.

At the turn of the centuries, attempts to intro-
duce “new painting” in European art collections,
as a rule, entailed conflicts with varying degrees
of public outcry. In the 19th century, the museum
occupied the place of the church in aiding to build
a hierarchy of symbolic values and visualize a na-
tion's perception of itself and its history: “...the art
of every period is at the same time the fullest and
most reliable expression of the national spirit, it is
something similar to a hieroglyph, in which the hid-

den essence of a nation reveals itself, therefore the
lasting history of art is a spectacle of the progres-
sive development of the human spirit"" This type

of understanding of art — as a force that not only
reflects, but also shapes the mentality of a nation or
a class — engendered a painful reaction in the art
establishment and the public to attempts to revamp
the museum image of artistic tradition by including
artworks by modern French painters in the national
collections.

In the late 19th century, Russia was a country
with a conservative visual tradition. The gradual de-
velopment of new visual language was occurring via
the process of interaction between plein-air Real-
ism, Symbolism and Art Nouveau, as well as revived
national Romanticism. For a long time, the tradition
of French Impressionism did not directly participate
in this process. Tellingly, at that time representa-
tives of various political and aesthetic views — from
the liberal nationalist Vladimir Stasov and peasant
socialist Nikolay Mikhailovsky to the black-hundred
monarchist Vladimir Gringmut — were somewhat
unanimous in their view of current artistic experi-
ments, tagging them as “impressionist” or “deca-
dent”. The publicists viewed these phenomena as
“imported”, slavishly borrowed from Paris and not
having a substantial national or social ground in
Russia. This fact made the process of assimilation
or adoption of new visual styles particularly dramatic
in our country.

Within Russian public collections, works of
new French painting were quite sparsely repre-
sented. The collection of Count Nikolai Kushelev-
Bezborodko, which after the owner’s death was
transferred to the Academy of Fine Arts (today the
collection belongs to the Hermitage), along with
pieces of salon painting, included works by the Bar-
bizon artists and Delacroix. From 18983, the Tretya-
kov Gallery showcased the collection of Sergey
Tretyakov, which presented French painting ranging
from the mainstream salon masters to the naturalists
of the later 19th century — Jules Bastien-Lepage
and Pascal Dagnan-Bouveret.? In 1910, the widow
of Mikhail Morozov (1870-1903) donated the col-
lection of the deceased to the same museum, which
contained, in particular, the works by Manet, Renoir,
Degas, Gauguin, Van Gogh, and so on. The first ap-
pearance of impressionist artists in Russian public
space is said to have taken place in the early 1900s
at the new building of Pyotr Shchukin'’s private mu-
seum (in 1912 these paintings were bought by his
brother Sergey).?

The collections of Sergey Shchukin and Ivan
Morozov played a decisive role in acquainting

1 Schnaase K. Geschichte der bildenden Kiinste. Bd. 1 (1843).
Quoted as in: Gombrich E. H. In Search of Cultural History // Ideals
and Idols, Essays on Values in History and Art. Oxford, 1979. P. 3.

2 Yudenkova T. V. Bratija Pavel Mikhailovich i Sergey Mikhailovich
Tretyakovy: mirovozzrencheskie aspekty kollekcionirovaniya vo vtoroj
polovine XIX veka [Tretyakov Brothers: The Philosophical Aspects of
Collecting in the Second Half of the 19th Century]. Moscow, 2015.
P.307-381.

3 See the photograph of the Shchukin's museum display: Kratkoe
opisanie novogo vladeniya Rossijskogo istoricheskogo muzeya

v gorode Moskve, sostavlennoe P. I. Shchukinym [Short Description
of the New Premises of the Russian Historical Museum in the City of
Moscow, composed by P. I. Shchukin]. Moscow, 1906.

MNbA JOPOHYEHKOB | ILYA DORONCHENKOV

co60M 3penuLLe NPOrpeCCMBHOMO Pa3BUTUA YENIOBEHECKOMO ayxa...»".

C TaKoro poga NoHMMaHWEM UCKYCCTBA — KaK CWIbl, KOTOPas He TONbKO
oTpaxaeT, HO U GOPMUPYET MEHTANBHOCTb HaLMK UMK Kacca — CBA-
3aHa 60n1e3HeHHan peaKLMA XyAOKEeCTBEHHOIO NCTeEBNULIMEHTa U Ny6-
JIMKK Ha NOMbITKKM MOAEPHU3NPOBATbL «My3eMHbIN» 06pa3 Xyo0oHeCTBEH-
HOW TpaaMLMK, BKIOYMB B HaLMOHaNbHble COBpaHnA Npom3BeaeHUA
HOBBIX pPaHLLy3CKNX HHUBOMUCLIEB.

Poccua koHua XIX ctoneTns — cTpaHa ¢ KOHCEpPBATUBHOM N30~
6pasuTenbHON Tpaamumnein. PopMUpoBaHWE HOBOIO BU3yanbHOMO
A3blKa 34eCb NPOUCXOAMNO MNOCTENEHHO, B NPOLECCe B3aUMOAEN-
CTBMA NIIEH3PHbIX TEHAEHLWN PeaTMCTUYECKON HMMUBOMMUCH, MOUCKOB
B AiyXe CUMBOSIM3Ma U MOAEPHA, a TaK*Ke BO3POHKAEHHOr0 HaLMOHaNb-
Horo pomaHTM3ama. [1pAamoro yyactna B aTom npouecce $ppaHLys-

CKafA UMMNPECCUOHUCTHYECKAA TPaaULIMA JONTOe BPeEMA He NPUHU-
Mana. XapaKkTepHo, 4TO B 3Ty NOpY CPeAu NpeacTaBUTENEN PasnnyHbIX
06LL,EeCTBEHHO-MOIUTUYECKMX U SCTETUHECKNX B3rMALOB — OT NMbe-
panbHoro HaunoHanwcta Bnagumupa Cracosa 1 HapogHuKa Hukonas
MuxannoBcKoro fo 4epHOCOTEHHOrO MoHapxucTa Bnagmmupa Mpunr-
MyTa — cpopmMMpoBancA cBOeobpasHbIi KOHCEHCYC: XYA0HECTBEH-
Hble MOMCKK, K KOTOPBLIM MpUNaranMcb ManocomepsarebHble APbIKK
«MMMNPECCUOHMU3Ma» U «AeKaeHTCTBa», pacCMaTpMBalINCb OTe4EeCTBEH-
HbIMW NyONUMLMCTaMKM KaK ABEHWUA «MMMOPTHbIE», pabCKM 3anUMCTBO-
BaHHble 13 [Napuka 1 He metowmne B Poccnn npoyHoM HaunoHanbHoM
WK COLMANbHOM MOYBLl. DTO Aenano NpoLecc YCBOEHUA HOBOM M3o6pa-
3UTENbHOM MO3TMKK B Hallen cTpaHe 0COBEHHO ApaMaTHyHbIM.

B pycckux obuiectBeHHbIX cobpaHmnAx HoBaA GppaHLy3CKaa MUBO-
nucb 6blna NpeacTaBneHa KpawHe ¢parmeHTapHo. Konnekuuna rpada
Hukonaa Kywenesa-Besbopopnko, nepeluepliaa nocne cmeptm
X03AuHa B AKafeMuio XyaowecTs (ceryac npuHaanexuT dpmurtany),
Hapagy ¢ obpa3suamMu CalloHHOM HWBOMUCH, BKtOYana npovsseae-
HWA 6apbusoHues u Oenakpya. C 1893 roga B 3anax TpeTbAKOB-
CKOM ranepeu aKcrnoHupoBanack Konnekuma Cepres TpeTbAkoBa,
npeacTaBnABLIan ppaHLy3CKYH HMBOMUCH B AMana3oHe OT MacTe-
POB Ca/lOHHOIrO MEWHCTPUMA A0 HaTypanMCTOB NOCNeAHeN TpeTH
ctonetna — Miona bacTteen-Jlenaxa u MNackana Janban-bys-
pe?. B 1910 rogy atoTt mysei nonyymn ot Baosbl Muxanna Mopo-
3oBa (1870—1903) cobpaHue NOKOMHOrO, COAEpPHaBLIEE, B YaCTHO-
cTH, nponssenerHnsa MaHe, Penyapa, [era, lorena, Bax lora v ap.
Ho Bnepsble B Poccrn MMNpeccroHUCTE NOABUANUCE B My6NMYHOM
nNpoCTpaHCcTBe, 0O4eBUAHO, B caMOM Hadane 1900-x rogos B HOBOM
Kopnyce yacTHoro myses Metpa LykuHa (8 1912 roay atv nonotHa
6binn BeIKYMeHbl ero 6patom Cepreem)?.

PelatoLuyto ponb B 3HaKOMCTBE PYCCKOro 3pMUTENIA C HOBOM HWBO-
nucbto PpaHumm ceirpany konnekumn Cepres LLykvHa n MBaHa Mopo-
3o0Ba. HeopHoKpaTHO OoTMeyYanock, 4To 3T cobpaHuA, AAPOM KOTO-
pbIXx 6blIM NPON3BEAEHMA OOHUX U TEX Ke XYA0KHWKOB, dopMMpoBanu
pasnuuHble 06pa3bl ppPaHLy3CKOro MCKYCCTBA: KNAaCCUYECKU-rapmMo-
HMYHBIM Yy Mopo3soBa 1 pesontoumoHHbIM Yy LLlyknHa. Ho ecnn mopo3sos-
cKoe cobpaHue 6bIIo AOCTYNHO BECbMA Yy3KOMY KPYyry roctei meue-
HaTa, To LLlyK1H, BCeraa npvBeyaBLUMI XyA0KECTBEHHYIO MONOAEKb,
¢ 1908 roga oTKpbIN ABEPM CBOErO JOMA ANA WMPOKOM Ny6anKK, dbak-
THMYeCKM npeBpaTuB ero B my3en. [paBaa, eMy HepocTaBano TOro Kave-
CTBa, KOTOPLIM Obnagdanv TpaauLMOHHbIE My3en, NpeacTaBnAloLWLne

1 Schnaase K. Geschichte der bildenden Kiinste, Bd. 1 (1843). Liut. no: Gombrich E. H. In Search of
Cultural History // Ideas and Idols, Essays on Values in History and Art. Oxford, 1979. P. 3.

2 KOpenrosa T. B. Bpatba MNaBen Muxaiinosud 1 Cepreit Mixaiinosuy TpeTbAKOBLI: MMPOBO33PEHYECKNE
aCNeKTbl KONNEKLMOHUPOBaHWA BO BTopoi nonosuHe XIX sexa. M, 2015, C. 307-381.

3 Cm. poTorpadmio SKCMO3NLIMM LLYKUHCKOro My3ea: KpaTKoe onucaHre HoBoro BnaaeHua Poccuiickoro
ncTopuueckoro mysen B ropoge Mockse, coctasnerHoe [, W, WykuHbim. M., 1906.
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XPOHOIOrMYECKYIO «9BOSTIOLMIO» UCKYCCTBA — HOBAA MMBOMUCH B HEM
He 6blna cBA3aHa C NPeALecTBYOWUM pa3BUTHEM, YTO caMo no cebe
CnocobCcTBOBaIO TOMY PEBOIOLMOHU3UPYIOLLLEMY BIIMAHWUIO, KOTOPOE
LLYKMHCKaA ranepen oKkasbiBasa Ha PYCCKUX XyOOMHMKOB.

B 1910-e roasl 0CHOBHbLIM KOHGIMKTOM PYCCKOrO UCKYyCCTBa
cTtana 6opbba MOAEPHMCTOB M aBaHrapAMcToB, Kpyra «Mupa nckyc-
ctBa» n ¢pyTyprcToB. Oba OBUKEHUA UMENTM OTYETIIMBYIO 3anagHyto
reHeanoruio, Mx NoaThKa 6eina chopmrpoBaHa B Auanore ¢ nocne-
MMMNPECCUOHUCTHYECKMM UCKYyccTBOM EBponel, a noTomy Bonpoc
06 OTHOLWEHWN K COBPEMEHHOM ppaHLy3CKOM HMBOMUCH NpHobpe-
Tan ocoboe 3HavyeHMe: TOT, KTO cMor 6bl caenatb CBOM «0b6pas3» HOBOM
bpaHLy3CKOM HUMBOMUCH AOMUHUPYIOWMM, CTan 6bl CyLLLECTBEHHBIM
obpa3om onpenenATb XyAOXKeCTBEHHbIM ANCKYpC. [Tobeannu B aTom
NPOTUBOCTOAHWKU MoAepPHUCTLI. B Havane Bexka oHW NpeBpaTUIMCh
n3 ByHTapen B MEMHCTPUM, NPHobpenn couunanbHyo pecnexktabenb-
HOCTb W AEeKnap1MpoBasv CBOKO OTBETCTBEHHOCTb 3a CyAbby HauWo-
HanbHOW Xy[0KECTBEHHOM WKOMbl. MMEHHO OHM HalLKW, O4eBUAHO,
€AMHCTBEHHO BO3MOXHbIM A/1A PYCCKOM Ny6nunKKM cnocob caenatb
HEMpPMBBIYHBIA XyOA0KECTBEHHbIM A3bIK NPUEMIEMbIM ANA OTHOCUTENBHO
LWIMPOKMX 06pasoBaHHbIX cnoes. Bonpoc o «my3ee» He cnyvyalHo cTan
NP1 9TOM OAHWUM M3 LleHTPasbHbIX.

MepBbI 60MbLWOM PYCCKKUI TEKCT 06 MMNPECCHOHU3MeE, HanuGaH-
Heit Anexkcangpom Benya B Mapuke B okTAGpe 1898 roga n yepes
HECKONbKO MecALeB onybnMKoBaHHbIM ¥ypHanom «Mup UCKyccTBa»,
HarnAQHO AEMOHCTPUPOBaN pacTepPAHHOCTbL Nepes, ABNEeHUEM, NOAJIUH=-
HOe 3HaYeHWe KOTOPOro OT aBTopa MoKa ycKonb3ano*. MHeHne mono-
[0ro KPpUMTHUKa KapAnHaibHO M3MEHWNOCh Nocne 3HakomcTea ¢ «La
Centenalle» — peTpocneKkTMBOM ¢ppaHLy3CKOro MCKyccTBa 3a MUHYB-
Lee cToneTue, yCTPOEHHOM B paMKax napuckon BceMupHow BeicTaBKM
1900 roga. MmeHHO oHa BnepBble pa3BepHyna nepes WUpoKon nybnu-
KOW naHopamy MMMPECCHUOHUCTUHECKOM HNBOMUCH, A0 TOW MOPbI 3HAKO-
MOW OTHOCMTENIbHO Y3KOMY KPYry XyAOMHWKOB M cobupaTenen, a TaK*e
npeacTaBMna MMNPECCUOHU3M KaK LieHTpanbHoe ABNeHMe BO ¢ppaHLy3-
CKOM MCKYCCTBe, MNNoA0TBOPHOE BO3AENCTBUE KOTOPOIrO COXPaHANOCH
Ha NpoTAXeHUU aecaTuneTui. Tenepb beHya cmor 3aaBUTb:

«...0f4Ha 604YKa Ha KaKOW-HUBYAb y4eHHUUe 6aneTHOro Knacca, oguH ee
KPYMNHbIX, TYNOW HOCOK, OAWH YePHO-KPAaCHbIM TOH NiiaTbA Ha NOMHHUIIOH
nawme B “Famille Mante” — copepuT B cebe 60nblUe UCKYCCTBA, HeXenu
COTHM M TbICAYU KapTUH odHLManbHbIX pearucToB, pasBeLlaHHble Ha no4yeT-
HbIX MecCTax B pa3HbIX rocyaapcTBeHHbIX My3eax. BoT, ecnu 6bl, BMe-

cto Bn. u K. MakoBcKux, MoneHoBbIX U KOTap6HUHCKUX, B HALLKUX XpaHUNU-
Lax COBpEMEeHHOro UCKYcCTBa BUCENH BCEro TpU KapTHHbI: “O6ea B necy”
K. MoH3, “La famille Mante” Degas’a v “Jloxa” PeHyapa, Toraa MOXHO

6bIn0 6bl 3T CKNaAbl NONOTHA Ha3BaTb — My3eAMM»S,

BeHya TO4YHO owyTHN ABOMCTBEHHOCTL NPO6EeMbl: G OGHOM CTO-
POHbI, UMAPECCUOHU3M, OCMbICIIEHHBIM B MICTOPUYECKOW NEepPCrnexKTuBe,
BbIAB/IAN CBOK NPEEMCTBEHHOCTb MO OTHOLIEHMWIO K KAHOHU3MPOBaH-
HOMY MYy3€AMMU «KNaCCUYECKOMY» MCKYCCTBY, C APYrol, UMEHHO 3Ta
YKOPEHEHHOCTb B TPaAgMLMK U coobluana emy cneumdrUyYecKyto aKkTy-
anbHOCTb, B 0COOEHHOCTH, ANA PYCCKOr0 MCKYCCTBA, NPOXOAALLEro
Yyepes Nosiocy paauKanbHbix MyTaunn. MMeHHO nomelleHue cospe-
MEHHOM GpPaHLYy3CKOM MUBOMUCH B My3€MHbINM KOHTEKCT W peLuano
npobnemy ee nerMTMMM3aunK AnA oteyecTBeHHon nybnuku. Ctpate-
rMA, KOTOPYIO UCMONb30BaNn PYCCKME MOAEPHUCTLI, — NpesBpalLeHue

4 Cwm.: beHya A. Becepbl xynomHuka. |. 06 umnpeccronmname // Mup nckyccrsa. 1899. N2 6.

5 bBeHya A. Ticbma co BcemupHoit BoicTaskm. IV, «La Centenalle» // Mup mckycetsa. 1900. N2 21-22.
C.205. 2-a nar.
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Russian audiences with new French painting. It

has been repeatedly noted that these collections,
centered on works by very same artists, gener-
ated different images of French art: classical and
harmonious in Morozov's collection, and revolution-
ary in Shchukin’s. But while Morozov's collection
was only available to a narrow circle of his guests,
Shchukin — who always welcomed young crea-
tives — opened the doors of his house to a wide
audience from 1908, actually turning it into a mu-
seum. Though, it lacked the quality of traditional mu-
seums, which presented a chronological “evolution”
of the arts — this new painting as demonstrated in
the collection did not correspond with the previous
development of the arts, which in itself contributed
to the revolutionary influence the Shchukin gallery
had on Russian artists.

In the 1910s, the main dispute in the Russian
arts was between the modernists and the avant-
gardists, namely, the World of Art circle and the
Futurists. Both movements had a distinct Western
genealogy; their figurative language was formed in
a dialogue with European after-Impressionist art,
therefore the question of their attitude to modern
French painting took on special significance. The
ones, who could make their own image of modern
French painting dominant, would essentially deter-
mine the artistic discourse. The modernists won.
At the beginning of the century, they turned from
being rebels to being part of the mainstream, ac-
quired social respect and declared their respon-
sibility for the fate of the national artistic school.
They had apparently found the only possible way
to make their unusual artistic language acceptable
for relatively broad, well-educated Russian public.
In addition, it was by no accident that the ques-
tion of the role of the museum became one of the
main ones posed.

The first major Russian text about Impression-
ism, written by Alexandre Benois in Paris in October
1898 and published in the World of Art magazine
a few months later, clearly demonstrated the confu-
sion surrounding the phenomenon, the true meaning
of which still eluded the author.* The young critic's
opinion drastically changed after his acquaintance
with La Centenalle — the centennial retrospective
of French art, held as part of the Paris World Fair
of 1900. This exhibition unfolded a panorama of
impressionist painting before the general public,
which until then, had been known to a relatively nar-
row circle of artists and collectors, and presented
Impressionism as a central phenomenon in French
art, the fruitful impact of which would persist for
decades. Now Benois was able to state:

“...a single skirt on a student of the ballet class, her
large blunt toe, or the black and red tone of an old lady’s
dress in La Famille Mante — contain more art in them
than hundreds and thousands of paintings by the official
realists that are hung in honorary places in various state
museums. If instead of V. and K. Makovskys, Pole-

novs and Kotarbinskys, our collections of modern art
included just three paintings — 'Le déjeuner sur I’herbe'
by C. Monet, 'La Famille Mante' by Degas, and 'La Loge'

4 See Benois A. Besedy Khudozhnika. . Ob Impressionisme [Artist's
Conversations. |. On Impressionism] // Mir Iskusstva. 1899. No. 6.
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by Renoir — then these warehouses of canvases could
then be called museums.

Benois accurately felt the duality of the
problem: on the one hand, when understood in
historical perspective, Impressionism revealed its
continuity in relation to the “classical” art canonized
by museums, yet on the other hand, this integrity
with tradition imparted it with specific relevance —
especially for Russian art passing through radical
mutations. Incorporating modern French painting
in the museum context solved the problem of its
legitimization for the Russian public. The strategy
used by the Russian modernists — to transform art
that had a dubious reputation into the “art of the
museum” — had its precedents abroad. When Gus-
tave Geffroy reviewed Cézanne's exhibition of 1895,
he compared him with the “old Venetians. Julius
Meier-Graefe consistently positioned the image of
French art as an image of “revolutionary evolution”,
where all changes are based on continuity and every
radical transformation is determined by previous de-
velopment. The Russian modernists effectively used
this very model in the 1900s — 1910s.

A striking demonstration of such understanding
of the new tradition as part of historical process was
the exhibition One Hundred Years of French Paint-
ing, arranged in the Russian capital by the Apollon
magazine and the French Institute in 1912. It was
designed according to the model of La Centenalle
and demonstrated the successive development and
consistent pattern of revolutionary upheavals that
had occurred in French art during the second half of
the 19th century. It is no mere chance that, Be-
nois’ article about it was declaratively entitled “The
Exhibition-Museum.'®

The metaphor of a “museum” appealing to the
value system of an educated audience remained
an important element in the rhetoric of the modern-
ists in their interpretation of the Post-Impressionist
development in France. For instance, the first review
of the Shchukin gallery, written by Pavel Muratov in
1908, had the subtitle: “An Essay from the History
of the Newest Painting,” which directly linked cur-
rent and traditional art. This article deals with the
“artistic evolution” that the collection represented,
that is, the regularity that the museum was intended
to demonstrate.” The review of lvan Morozov's col-
lection published in 1912, which was inaccessible
to mass audiences, was of fundamental importance
for the policies of the Apollon magazine, because
it allowed opposition to the “revolutionism” of the
Shchukin collection, influential among the creative
youth, and the “evolutionism” of Morozov's image
of French painting. The author persistently empha-
sized the museum qualities of the collection: “Here

is a museum of painting...,” “a museum of personal

5 Benois A. Pis'ma so vsemimoi vystavki. IV. La Centenalle. [Letters
from the World Exhibition] // Mir Iskusstva. 1900. No. 21-22. P. 205.

6 Benois A. Vystavka-musej [Exhibition-Museum] // Rech. 1912.
January 20 (February 2). No. 19. P. 2; Exposition centenalle de l'art
francais & St. Pétersbourg. Saint Petersburg, [1912]. P. 47-52.

7 Muratov P Shchukinskaya galereya. Ocherk iz istorii noveishei
zhivopisi [The Shchukin Gallery. An Essay from the History of the
Newest Painting] // Russkaya mysl. 1908. No. 8. P. 116-138.
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MCKYCCTBa, MMEIOLLLEero COMHUTENbHYIO PEenyTaLuio, B «<UCKyCCTBO
My3ef», UMena npeueaeHTsl 3a rpaHuuen. Ewe MNoctas HMeddpya,

B 0630pe BbicTaBkn CesaHHa 1895 roga, cpaBHMBAN €ro Co «CTapbiMu
BeHeuunaHuamu». FOnnyc Melep-Tpede nocneposatensHo BuicTpansan
06pa3 $ppaHLy3CKOro MCKYCCTBa Kak 06pas «peBOosIIOLLMOHHON 3BOJHO-
L1K», rAe BCe NepemMeHbl ONMMparoTCA Ha NPEeeMCTBEHHOCTb, W KamablM
paduKanbHbIM Nepenom AeTePMUHMPOBaH NPeALIeCTBYOWUM PasBu-
Tvem. MmeHHOo aTa moaenb 6bina a¢pdeKTUBHO MCNONb30BaHa PYCCKUMM
mogepHuctamm 1900—1910-x rogos.

HarnagHoM neMoHcTpaunen Takoro NoHMMaHUA UCTOPUYECKOTO
MecTa HOBOW Tpaauuuu ctana BeictaBKka «CTo neT ¢ppaHLy3CKOM KUBO-
MUCK», YCTPOEHHAA B PYCCKOM CTOMNMLE HKypHaNoMm «AnonnoH» n ®paH-
LYy3CKMUM MHCTUTYTOM B 1912 rogy. OHa 6bina BeICTPOEHa MO MOAENH
«BbICTaBKKM CcTONETMA» U AEMOHCTPUPOBaa NPeeMCTBEHHOE Pa3Bm-

THE M 3aKOHOMEPHOCTb PEBOJTFOLMOHHBIX MEPEBOPOTOB, NPOMU3O0LLEALLNX
B McKyccTBe PpaHumm Bo BTopok nonosuHe XIX Beka. He cnyyaiHo, cta-
TbA BeHya o Hell 6bina AeknapaTrBHO o3arnasneHa «BoicTaBka-my3en»°.

MmeHHO MeTadopa «My3ena», anennmpyrolLan K CUCTEME LLeHHO-
cTen o6pa3oBaHHOM ayAUTOPMMK, OCTaBanaChb BawHbIM 3/1IEMEHTOM
PUTOPWKM MOAEPHUCTOB B UX MCTOSIKOBAHWKW NMOCIEUMMNPECCHUOHHN-
CTUYeCKOro passutua PpaHunu. Tak, yxe nepsbliit 0630p LLYKUHCKOM
ranepew, HanncaHHeli [NaBnom Mypatoseim B 1908 roay, vmen nopa-
3aronoBoK: «O4YepK U3 UCTOPUN HOBEWLLEMN HMBOMUCH», MPAMO conps-
raroLlnin akTyanbHoOe U TpaaMLMOHHOE UCKyccTBO. B TekcTe cTtaTbm
peyb UAET O «XyAOMEeCTBEHHOW 3BOMOLMUM», KOTOPYIO NpeacTaB-
nAaet cobpaHue, TO eCTb — O TOM 3aKOHOMEPHOCTH, KOTOPYIO W NpU-
3BaH npeacTasnaTe My3en’. O630p HELOCTYNHOrO MaccoBOM Ny6-
nuke cobpaHuna MeaHa Mopososa, onybnnkosaHHbIM B 1912 roay,
6blN1 NPUHLMNWANIBHO BaXeH ANA NOMUTUKK KypHana «AnonnoH»: oH
No3BONAM NPOTMBOMNOCTaBUTb «PEBONMOLMOHHOCTHU» BIMATENbHOM
Cpeau TBOPYECKOW MONoAexu Konnekumm LLyknHa «aBONOLIMOHHOCTL>
MOPO30BCKOro ob6pasa ¢paHuy3ckon kusonmck. MysenHble ceoncTBa
cobpaHnA HaCTOMYMBO MOAYEPKMBANMCE aBTOpOM: «BoT My3en ®nBo-
MUCH...», «My3eH IMYHOro BKyca» W T. 4.5 Brnpoyem, n B cobpaHum
LLyknHa Axos TyreHaxonbn HAaCTOMYMBO MOAYEPKMBAET TE He Kaye-
cTBa. Ero ctatba oTkpeiBanace cnosamu PeHyapa: «MckyccTtBy yyatca
B My3ee», a 0bpas «My3es, YyKA0ro My3emHoro gyxa» cran n1evTMoTH-
BOM MPOCTPaHHOr0 O4YepKa, KOTOPbIK M3 ONMCaHMA YacTHOro cobpa-
HWA C NPUXOTIIMBOM pPa3BECKOMW NpeBpaLLaeTcA B UCTOPUYECKMI 0630p
¢$paHLy3CKOM KMBOMUCH NOCTeAHero nonaycronetuna®.

Y aBaHrappa B Poccum He 66110 no-HacToALEeMy COCTOATENb-

HbIX MOKPOBUTENEN, COOCTBEHHBIX OPraHOB neyaTu, NOALEPHKM Aune-
POB U ranepew, akTMBHO MPOABUraBLLIMX HOBOE UCKYCCTBO B [lapuxe
nnu Bepnunne. O my3ee [OPEBONIOLMOHHLIE GYTYPUCTHI FOBOPUIIU HEYa-
CTO, HO, Hanpumep, neTepbyprckui «Cor3 MOOAEKH» Pa3MBbILLIAN

0 HeM Kak 0 ¢opme KOMMyHMKaLMK C ny6amkon. 5 Hoabpa 1910 roga
rpynna obcyxaana Ha cBoeM COBpaHun «pas3BUTHE... ICTETUYE-

CKMX BKYCOB NyTeM YCTPOWCTBA My3eA XyO0KEeCTBEHHbIX NPOon3Beae-
HUK...»"°. Ewe B 1912 rogy a1a uaen 6bina X1Ba, U NyTeLeCTBOBAaBLLWA

6 beHya A. Beictaska-mysei // Peub. 1912. 20 ansaps (2 pespans). N2 19. C. 2; Beictaska «Cto net
$paHLy3cKoit uBonmcn. 1812-1912». Exposition centenalle de l'art francais a St. Pétersbourg. CM6., [1912].
C. 47-62.

7 Myparos I1. LLlyxnHcraa ranepen. O4epK 13 MCTopum HoselLe smnsonuck // Pycckaa Meicnk. 1908.
Ne 8. C. 116-138.

8  Maroscruii C. PpaHLy3CKie XyNomHWKK U3 cobpaHna M. A. Mopososa // AnonnoH. 1912. N2 34,
C.5-16.

9 TyreHaxonsa A. Ppanuysckoe cobpanune C. W. LykuHa // Anonnox. 1914. N2 1-2. C. 5-37.

10 Lu no: Voldemars Matvejs. Raksti. Darbu katalogs. Sarakste. Bonaemap Matsert (Bnaaumnp Mapros)
(1877-1914). Crarbu. Katanor nponsseaeHmit. Micema. XpoHuKa aeatensHoctn «Cotosa Monogewmr. Riga:
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no Eepone Bnagumup Mapkos (Matseic) ctpemuncs genatb npu-
06peTeHnAa ANnA TaKoro My3es M BeNn NeperoBopbl C €BPONENCKUMM
napTHepamu o ByayLiMx BbiCTaBKax. XapaKTepHO Npu 3TOM, 4TO nep-
coHa xo3auHa ranepeu «Der Sturm», cnnotusluen 6€PIMHCKUI aBaH-
rapg, Bbi3Bana y MaprkoBa 3aMeTHYO aHTUMNATUIO — eMy ABHO NpeTun
OTKPLITO KOMMepYeckui noaxop, XepsapTa BanbgeHa''. MHbIM cnosamu,
He CTONbKO COBPEMEHHaA MOAeESb ranepeu, CKOMbKO «apXxanyeCcKum»
My3er Kak CMMBON cTatyca NpeAcTaBnACA, Mo KparHen Mepe, HEKOTO-
pbIM AeATeNAM paHHero aBaHrapaa noaxoaAalMM MHCTPYMEHTOM 3KC-
NaHCKUKU HOBOIO MCKyccTBa. MOXKHO Npeanono®mTb, 4TO, SKCMTyaTUpPYA
npeto My3es, aBaHrapp, CTPEMUNCA B ornpeaeneHHON Mepe KOMMeHCH-
poBaTb CBOO MapruHanbHOCTb:

«Tenepb BpeMsa OTMETUTb HawM AHU. <...> TpebyiTe cebe mecTa

B Mysesx!!! Beab HoOBoe pyccKoe UCKyccTBO — Beab HoBoe 3anagHoe oTpa-
3WUNU KyNbTYpy Hawero aHA. Beab akagemusm ymep. CesaHnH, loreH u Ban
For — KNaccuku — co cnabbiMK PYYOHKAMM 3alUTaTHbIX XYOOHMHUKOB»'2,

Bo3MoxHOCTb Nony4nTb MECTO B My3ee NpeacTaBuiach aBaHrapay
yepes NATb NeT, Koraa ¢yTypUCTLl OKa3anmCh, B CYLLHOCTH, €AUHCTBEH-
HOW CMOYEHHOM XyO0MECTBEHHOM CMNOK, NOLWeLen Ha COTpyaHUYe-
CTBO C PEBOMOLMOHHBIM pexrMoM. Cpen MHOrOUYMUCIIEHHbIX MHULUATUB
Ornena nsobpasnTtenbHbix UCKyccTB HapogHoro komuccapwarta npo-
CBelleH1A Haubornee TeOpeTUYECKU 0OOCHOBAHHBIM U NEPCMNEKTUBHBLIM
NpeAcTaBNAETCA MMEHHO HOBATOPCKWUI NPOEKT My3eA COBPEMEHHOIO
MCKyccTBa, obnagasLiero YyeptamMmm TBopyeckon nabopatopun. Mysen-
Hble NPOEKThl aBaHrapAa, KaKk 1 ero MemayHaponHaa NofMTUKa NepBbIX
NoCnepeBONOLIUOHHBIX NET, OblIM CBA3aHbI C KOHLEMNMUMUEN «MUBOMUC-
HOM KynbTypbl», cpopmynmpoBaHHoi B 1919 roay B sokymeHTax Otoena
N30 Hapromnpoca. Ee aBTopbl nonaranu, 4To «MoHATUE HUBOMUC-

HOWM KyNnbTypbl CBA3AHO G MCKaHWUAMMW MOMOAbIX XYAOKECTBEHHbIX LLIKON

M MOXET BbITb PACKPLITO TOSIbKO UMK» '3, KpuTeprem obLLHOCTH cry-
MUNa He MPUHAANERHOCTb K HaLMOHaNbHOW TpaauLMK, YKOPEeHABLIaA
XyOO¥HWKa B onpeAeneHHbIM 06pa3omM BbICTPOEHHOM 3BOJIIOLMM, a NPU-
4aCTHOCTb K HOBbIM Xy[0MEeCTBEHHbIM TeveHuAM. Hak nucan B aTy nopy
M. DpeHbypr: «Monogoe NCKycCTBO MEPTBO, ECIIM OHO 3aKaH4YMBaeTCA
Ha rpaHuLe rocyaapcTea»',

KoHuenuus «HMBOMUCHOMN (XyO40MECTBEHHOM) KyNbTYpbI» MNOCTY-
nvpoBana o6Luyto A1A HOBATOPOB Pa3HbIX CTPaH CUCTEMY LLlEHHOCTEN
W BM3yaslbHO-MNAaCTUYECKOro A3blka. My3eln MBOMUCHOW KynbTypbl,
KaKk roBOPUTCA B OMy6nMnKoBaHHbIX XRypHanom «M3obpasutensb-

Hoe UCKyccTBO» Te3ncax Anekcesn [pULLLEHKO, «He JOMKEH COCTOATb
M3 WeaeBPOB OAHOM 3MOXM, HauuKW 1 HanpaeneHus»'. OnpeaenexHo,
6yayLwni My3er MOr BbINOIHUTE CBOK MUCCHIO TOJIbKO B TOM Cly4ae,
ecnun 6bl B €ro Konnekuun bbinn npeactasneHbl NPON3BEAEHNA XYLOM-
HWKOB ApPYrux CTpaH, Npemae BCero, Tex MacTepoB, C UMEHEM KOTOPbIX
6blna cBA3aHa cama uaea «<HOBOW MMBOMUCH» — dpaHLLy3CKMUX NOCT-
nmnpeccuoHucToB, Martucca, lNukacco u kKybucTos. B ycnosuax rpa-
WOAHCKOW BOMHBI M 6/10Kaabl NpMobpeTeHna 3a pybexom ocTaBanmch
HEBO3MOMHbLIMW, HO K 9TOMY MOMEHTY yHe Obli HaLMOHANM3MPOBaHbI

Neputns, 2002. C. 137. Cp.: LLKonbHuK M. My3seit coBpeMeHHOI pyccKoi musonuck // OBLIECTBO Xy[oMH!-
roB «Cotos Monogemm». N2 1. Anpens 1912. C. 18-20.

11 Cm.: Voldemars Matvejs... C. 138.

12 Bypmok [. Tanasime «GeHya» 1 HOBOE PyCCKOe HaLMoHanbHoe uckyccTso. (Pasrosop r. Bypnioka,
r. Berya u . Penuna 06 uckycctae). Cr6,, 1913. C. 18.

13 MonoweHne OTaena n306pasmnTenbHbIX MCKYCCTB M XyAOKECTBEHHOM NPOMBILLNEHHOCTH MO BOMPOCY
0 Xy[OWECTBEHHOM KynbType // WN3o6pasntensHoe nckyccteo. 1919. N21. C. 73.

14 OpeH6ypr M. A Bce-Takn oHa BepTuTCA... MockBa-Bepnun, 1922. C. 43.
156 M3obpasntensHoe nckycctso. 1919.N2 1, C. 87,
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taste,” etc.® However, Yakov Tugendkhold strongly
accentuates the same qualities in Shchukin'’s col-
lection. His article started with Renoir's words that
one learns art at a museum, and its leitmotif was the
image of a “museum free of museum spirit”. In this
lengthy essay, a description of a private collection
with a specific way of hanging turns into a historical
overview of French painting of the last fifty years.®
The avant-garde in Russia did not have truly
wealthy patrons, its own press, or the support of the
galleries and dealers that actively promoted new art
in Paris and Berlin. The pre-revolutionary Futurists
did not frequently address the topic of the museum,
but, for example, the Petersburg Union of Youth saw
it as a form of communication with the public. On
November 5, 1910, the group discussed at its meet-
ing “the development... of aesthetic tastes through
the establishment of a museum of artworks..."" In
1912, this idea was still alive, and Vladimir Markov
(Matvejs) traveled around Europe trying to make
acquisitions for the museum and negotiating with
European partners about future exhibitions. How-
ever Markov demonstrated noticeable antipathy to
Herwarth Walden, the owner of Der Sturm gallery,
who rallied the Berlin avant-garde, due to his openly
commercial approach.' In other words, at least
some leaders of early avant-garde saw a suitable
tool for the expansion of new art in the “archaic”
museum as a symbol of status, rather than in
a modern gallery. We may assume that by exploiting
the idea of a museum, the avant-garde sought to
compensate to some extent for its marginality:

“Now it is the time to celebrate the present day...
Demand your place in the museums!!! After all, new
Russian art and modern Western art reflect the culture
of our day. Academism, after all, is dead. Cézanne, Gau-
guin and Van Gogh are classics — with the weak hands
of mediocre artists?

The avant-garde gained the opportunity to
receive a place in museums in five years, when the
Futurists turned out to be the only united artistic
force to cooperate with the revolutionary regime.
Among the numerous initiatives of the Depart-
ment of Fine Arts of the People’s Commissariat
for Education (Narkompros), the most theoretically
grounded and promising was indeed the innovative
project of the museum of modern art, which had the
features of a creative laboratory. The avant-garde
museum projects, as well as its international politics
of the first post-revolutionary years, were related

8 Makovsky S. Frantsuzskie khudozhniki iz sobraniya I. A. Morozova
[French Artists from the Collection of I. A. Morozov] // Apollon. 1912.
No. 3-4. P. 5-16.

9 Tugendkhold I, Frantsuzskoye sobranie S. |. Shshukina [The French
Collection of S. 1. Shchukin] // Apolion. 1914. No. 1-2. P. 5-37.

10 Quoted in: Voldemars Matvejs. Raksti. Darbu katalogs. Sarakste.
Riga: Neputns, 2002. P. 137. Cf. Shkolnik I. Musej sovremennoj russkoj
zhivopisi [The Museum of Russian Modern Art] // Obshchestvo
khudozhnikov “Soyuz Molodezhi” [Society of Artists “Union of Youth”].
No. 1. April 1912. P. 18-20.

11 See: Voldemars Matvejs... P. 138.

12 Burliuk D. The Noisy Benois and the New Russian National Art
(A Discussion on Art among Mssrs. Burliuk, Benois, and Repin). Saint
Petersburg, 1913. P. 18.
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to the concept of “painterly culture”, formulated in
1919 in the documents of the IZO Narkompros.

Its authors believed that “the concept of painterly
culture was associated with the explorations carried
out by young art schools and could be revealed by
them only."'® The criterion of commonality was not
the affiliation with national tradition, which placed an
artist within a certain picture of its development, but
an artist’s involvement with new artistic movements.
As llia Ehrenburg wrote at this time, “young art is
dead, if it ends on the border of the state"'

The concept of “painterly (artistic) culture”
defined the system of values and visual language
common for innovators from different countries. The
Museum of Painterly Culture, as stated in theses by
Alexey Grishchenko, “should not consist of mas-
terpieces of a single era, nation or movement."'®
Obviously, this future museum could fulfill its
mission only if its collection contained works by
artists from other countries, first of all, those artists
whose names were associated with the very idea of
“new painting” — the French Post-Impressionists,
Matisse, Picasso, and the Cubists. Under the
conditions of the civil war and blockade, acquisi-
tions abroad remained impossible, but by that time
the collections of Shchukin and Morozov had been
nationalized and were intended to be the source of
the missing exhibits. At an institutional level, the way
to implement the project was discovered in summer
1919, when Narkompros adopted the provision of
a single national museum fund, which allowed the
initiators to believe that “the reservoir for the new
museum is the collections of all Russian museums,
both private and public"'®

At the beginning of 1919, the collegium of
1ZO Narkompros approved the regulations on the
Museum of Painterly Culture; the team responsi-
ble for building its collection included Robert Falk,
Pavel Kuznetsov, Natan Altman, Alexander Drevin,
Vasily Kandinsky, and Alexander Rodchenko.'” We
might say that the idea of getting the Shchukin
and Morozov paintings was born simultaneously
with the concept of the new museum. In July 1919,
the Petrograd-based newspaper Zhizn' Iskusstva
[Life of Art] reported about the visit by a group of
artists led by Altman to the Shchukin gallery, which
had a number of artworks “suitable” for the trans-
fer to the Museum of Painterly Culture, including
works by Vlaminck, Gauguin, Van Gogh, Derain,
Matisse, Monet, Picasso, Renoir, Cézanne, and so
on."® These events were reflected in the diaries of

13 The Position of the Department of Fine Arts and Artistic Industry
on the Subject of Artistic Culture // Izobrazitelnoe Iskusstvo. 1919,
No. 1.R. 73.

14 Ehrenburg I. And Yet It Moves! Berlin, 1922. P. 43.
15 Izobrazitelnoe Iskusstvo. 1919. No. 1. P. 87.

16 Ibid. Cf. “All Collections Become Deprived of Integrity” Theses
of Osip Brik's speech “Museums and Proletarian Culture” //
Izobrazitelnoe Iskusstvo. 1919. No. 1. P. 86.

17 Protocol no. 1 of the Commission for the Organization of the
Museum of Painting Culture in the Department of Fine Arts, 9

May 1919. Attendees: R. Falk, P. Kuznetsov, N. Altman, A. Drevin, V,
Kandinsky, A. Rodchenko // The Russian State Archive of Literature
and Art (RGALI). Fund 665. Inventory list 1. ltem 6. Page 1.

18 New Museums // Zhizn' Iskusstva. 1919. July 17.P. 1.
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cobpanua LLlyknHa n Mopo3soBa, 13 KoTopbIX W Npeanonaranock nony-
YMTb HeJoCTaloLWMe IKCMNOoHATL. Ha MHCTUTYLMOHANBHOM YpOBHE
Aopora NpoeKTy oKa3anacb OTKpbITOW, kKoraa netom 1919 ropga Hap-
KOMMPOC MPUHAS MOSIOKEHWE O €OMHOM HaLMOHANIbHOM My3€eH-

HoM ¢OHZEe, MO3BONABLIEE MHULMATOPAM CUMUTATb, YTO «pe3ep-

Byap AN HOBOIO My3ef eCTb GOHL, BCEX PYCCKMUX MY3€€EB YaCTHbIX

W FroCyAapCTBEHHbIX» e,

B Hauane 1919 ropa konnerua Otoena M30 Hapkomnpoca yteep-
Avna nonoxeHne o Mysee HMBONUCHOM KyNbTypbl, GOPMHUPOBATL KOTO-
pbIv fomkHbl 661k P. Panbk, M. KysHeuos, H. Anstman, A. JpesuH,

B. KaHauHckui n A. PogueHko'”. MoxHO ckasatb, 4To naen nony-
YEHMWA LLYKUHCKKUX M MOPO3OBCKKUX KAPTUH POLAMIaCh OOHOBPEMEHHO
C KOHUuenuuen Hosoro myses. [leTporpaackan raseta «M13Hb UCKYyC-
ctBa» B none 1919 roga coobuiana o NOCELLEHUM TPYNMON XYA0MHK-
KOB BO rnaBe ¢ ANbTMaHOM LLYKMHCKOIO COBGpaHusA, rae MmeeTcs pAas
npoussefeHui, «noaxoaawmx» ans nepegauv 8 MK, B Tom uucne,
npousseneHua Bnamunka, lNorena, BaH lNora, Jepena, MaTtucca, MoHe,
Mukacco, Penyapa, CesaHHa 1 Ap.'8. DT0T ann3oa Halen oTpakeHue
B AHeBHWKax Bopuca TepHoBUa, KOTOPLIM BO3rnaenAn B Ty nopy Bro-
poe (Mopososckoe) otaeneHune Myses HOBOro 3anafiHoro MCKyccTBa.
13 utoHa 1919 ropa oH 3anucan:

«BonHeHUA MHe pocTaBunu noceweHua Otaena M3obpa3uTenbHbIX
UcKyccTB: KaHguHckun, ®anbk, KysHeuos, AnbTmaH 1 gpyrve. Ux uenb —
oTo6paTtb pAg KapThH ana Mysea HuBonucHon KynbTypbl U noBecUTb
CBOW COMHMUTENbHbIE UCKaHWUA PAAOM C WweaeBpamu ¢paHLy30B. KoHe4yHo,
OHMU METAT NOJTy4YUTb BCE Camoe XxapaKTepHoe. YO0oBNeTBOpeHUe UX nnaHa
COBEPLUEHHO pa3pyLUno 6bl CTPOMHOCTDb ranepen»’s,

Ha KoHuenTyaneHOM ypOBHe BKIIOYEHWE HOBbIX ppaHLy3-
CKMX HMBOMWUCLLEB B COCTaB MPOEKTUPYEMOro My3ea 6610 060CHO-
BaHO KaHOMHCKMM B ero AexknapaTuMBHOM cTatbe, ony61MKoBaHHOM
BO BTOPOM HOoMepe opraHa Hapkomnpoca «XynoxecTBeHHaA HU3Hb»
3a AHBapb-¢peBpanb 1920 roaa:

«O6blYHbIM, YCTAHOBMBLUMMCA NOBCEMECTHO <...> NoAXxon K opraHM3auuu
XyOOHECTBEHHbIX My3eeB eCTb NOoAX0A UCTOPHUYECKUN. <...> O6wum <...>
HeAOoCTaTKOM TaKUX My3eeB ABNAETCA, O4eBUAHO, OTCYTCTBUE PyKoBOAA-
Lwero NpUHLMUNA U CUCTEMbBI»?C,

AJ'IbTepHaTMBOl;l OOMKHO 6bINO CTaTb BbIBIIEHWE C NMOMOLLLIO My3€ﬁ'
HOro co6paHm=| 3BONHOUNH (I)OpMaJ'IbeIX Ha4an, oTSin4arlwmnx HoBble TeYEe-
HMA OT MCKYyCCTBa NpoLuioro.

«3Ta eauHas U obLan Luenb ecTb CTPEM/IEHHE NOKa3aTb pa3BUTHE

MCKyccTBa <...>:

1. Co CTOpPOHbI HOBbIX BKNAagoB B YUCTO XyAOHECTBEHHON obnacTy, T.e.,
TaK CKa3aTb, CO CTOPOHbl U306pEeTEeHNA HOBbIX XYAOHECTBEHHbIX
NpPUEMOB, U

16 Tam xe. Cp.: «Bce cobpaHmsa nuwaloTca HenprKocHoBeHHoCTH». Teanckl no aoknagy O. Bpuka «Mysen
1 nponeTapcKan Kynstypa» // N3obpasntensHoe nckycctso. 1919. N2 1. C. 86.

17 Tpotokon N2 1 Komucenn no opraqmusaumm Mysea Husonmcroit Rynitypel npu Otaene Maobpasnt.
Mcrycets 9-ro maa 1919 r. MpucytcteoBanu: P. danbk, . Kyareuos, H. Anstman, A. pesuH, B. KaHanH-
ckui, A. PoaueHko // PoccritcKmii rocyaapCTBEHHBIM apXmB IMTepaTypbl M MCKYCCTBa (PFAITN). &. 665.
On. 1.Ea. xp. 6. /1. 1.

18 Hosble mysen // HuaHb nckycctea. 1919. 17 uiona. C. 1.
19 TepHosey b. H. Mucbma. OHesHuku. Ctaton. M, 1977. C. 123.

20 KanaumHckmit [B.]. Mysei suBonmucHoOM kyneTypsl // XyaomecTBeHHasn kuaHb. 1920. N22. C. 18.
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2. Co CTOpPOHbI pa3BUTHUA YUCTO XyOOHECTBEHHbIX GOpM, HE3aBU-
CHUMO OT UX COAEPHaHMUA, T.€e., Tak CKa3aTb, CO CTOPOHbI pemecna
B UCKyccTBe»?',

[na peweHna aton 3agayu, nucan KaHauMHCKUM,

«npuobpeTalTcAa NPOM3BEeAEHMUA BCEX HanpaBNeHUH B UCKYCCTBE Ha4yu-
HaA oT peanucTtoB |l nonoBuHbl XIX BeKa <...> pganee Mgyt UMnpeccHo-
HU3M, HEOUMMNPECCHUOHU3M, IKCNPECCUOHMU3M, OT KOTOPOIro U Ha4YMUHa-
€TCA COBpeMeHHan HMUBOMUCb UK TaK Ha3blBaemMoe HOBOE UCKYCCTBO
(McTOpHUUECKH UcXoaHasA Touka — TBopuecTBo Ce3aHHa): NPUMHUTUBH3M,
Ky6MU3Mm, cCUMynbTaHKU3M, opdU3M, cynpemaTusm, 6ecnpeameTHoe TBOp-
4eCcTBO U Nepexon OT HUBOMUCHU K HOBOMY NNTacCTUY4ECKOMY UCKYCCTBY —
penbed U KOHTppenbed»22

M3 3TOM NOrMKKM eCTECTBEHHO BblTEKAN <<I./IHTepHaLI,MOHaJ'II::HI::HZ»
4 <<CMHXpOHHbIl;1>> noaxon, KOTOprl‘/'I HAaCTOATEJIbHO Tpe60|3an NPUCYTCTBHNA
BblAarOWMNXCA I'IpOVISBeJJ,eHMPI I'IOCTMMI'IpeCCMOHMCTVI“IeCKOﬂ HKWBOMUCHOM
Tpaguunmn, NoNy4nTb KOTOPbIE MOXHO 6bino TONbKO, N3BAB UX N3 LLYKHUH-
CHOro 1 MOpPO30BCKOIo My3€€B:

«<...> oTAen NpeanpuHAN LWark K nony4yeHuo U3 MOCKOBCKUX cobpaHuit
3anagHOEBPONeMCKOro UCKYCCTBa Te NPOoU3BeaeHHUA, KOTopble ABNAITCA
Heob6xoaumbimu ana Myses H[usonucHoi] KlynsTypbl] 1 B TO e Bpemsa moryT
6bITb B3ATbl U3 YNOMAHYTbIX COBpaHnit 6e3 yepba ux NonNHoOTe U cune.

LOna atou uenu v 6bina cospaHa otaenamu U[sobpasuTtensHbix] U[ckyccTs]
n MyseliHbim HoHTakTHaa Komuccua. MyseinHbin OTaen, cornacuslUMCh

C npuHUMUNOM U HeobxogumocTbio Mysea H[uBonucHon] KlyneTypsl], Bbipa-
3UNn cBOe NpUHUUNUanbHoe cornacue Ha BblaeneHWe paaa NpoussegeHun
¢dpaHLUy3CKUX XyOOKHUKOB U3 COBpaHUi 3anagHOEBPONENCKOro UCKyc-
ctBa (6. ranepes LLlykuHa n Mopo3osa). HameueHbl 66111 Ana 3ToM Lenm
KapTuHbl Bpaka, BaH lNora, loreHa, epeHa, Jle PokoHbe, MaTucca, MaHe,
MoHe, MNuKkacco, NMuccappo, Pycco, PeHyapa, Ce3aHHa, CuHbAKa, PnamuHra
[Bnamuuka — WU. .] 1 ®puesa»?.

KaHAMHCKWMI ABHO Mrpan Ha onepexeHne: BONpoc eLlle He Obin
peleH B MHCTaHuMAX Haprkomnpoca, MyaenHbii otaen KoToporo ABHO
He couyBcTBoBan ctpemnerHmio Otoena M30 cospatb HOBYO UHCTH-
TYLMIO LLEeHOM $paKTUHECKOro paspyLUeHUaA yxe CIOMMBLIMXCA cobpa-
HW. HecomHeHHo, B aTOM 60pbbe, He BCe AeTann KOTOpOW cenyac BOC-
CTaHOB/EHbI, Urpann poslb MHOFOYUCIEHHbIE GaKTOPbl — JIMYHOCTHbIE
M acTeTnyecKre. Ho B JaHHOM KOHTEKCTe BakHO NOAYEPKHYTb, Y4TO ABeE
KOHLLeNUWK — KoHcepBaTUBHaA, Npeanonarasan CoxpaHeHue cylue-
CTBYIOLLKNX COOPaHWUM, U paduKabHaA, OPUEHTUPOBAHHAA Ha WX nepe-
Aen, — 6bl1M CBA3aHbl, BO-NepPBbIX, C «<MHAMBUAYATIUCTUYECKUM» NPea,-
cTaBfIEHWEM O LIeHHOCTH Bbibopa co3aaTena KONMeKLUn 1, BO-BTOPBIX,

C KONNEKTUBUCTCKMM NpeacTaBneHMemM 06 «06beKTMBHOM» XapaKTepe
XyL0MECTBEHHOro nNpoLecca, KOTopblM JOMKEH ObiTb OTPaXKeH M Hanpas-
NeH KonneKumen HoBOro Myses.

Mo3uuma NnpoTMBHUKOB pasaena cobpaHui 6bina Hanboree oTyeT-
nueo BbipaxeHa b. TepHoBLOM Ha 3aceaHWM KOMUCCUM NO CO3Aa-
HWIO My3ef, IAe OH BbICTYNUA C JOKNAA0M W 3aTeMm, Korga cobpas-
lwKrecA nporonocosanu 3a nepegady LLyknHckoro u Mopososckoro
cobpanuii B BegeHre Otoena MU30 v BbiLeNeHWM YACTU UX IKCNOHATOB

22 Tam we. C. 20.
23 Tam e. C. 19.
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Boris Ternovets, who at that time, was heading the
Second (Morozov) Branch of the Museum of New
Western Art. On June 13, 1919, he wrote:

“I was concerned by the visits to the Department of Fine
Arts by Kandinsky, Falk, Kuznetsov, Altman, and others.
Their goal is to select a number of paintings for the
Museum of Painterly Culture and to hang their dubious
experiments next to the masterpieces of the French. Of
course, they want to get all the most distinctive ones.
Satisfying their plan would completely destroy the integ-
rity of the gallery”®

Kandinsky substantiated the inclusion of new
French painters in the collection of the future muse-
um at the conceptual level in his declarative article,
published in the second issue of the Narkompros
periodical Khudozhestvennaya Zhizn' [Artistic Life]
in January-February 1920:

“A common approach to the organization of art muse-
ums, established everywhere is the historical approach...
A common... disadvantage of such museums is appar-
ently the absence of a guiding principle and a system*

He saw the alternative to this in the identifi-
cation through the museum's collection of formal
principles that would differentiate the new tenden-
cies from the art of the past:

“This single and common goal is the desire to show the

development of art <...>:

1. From the point of view of new contributions in the
purely artistic field, that is to say, from the point of
view of the invention of new artistic techniques, and

2. From the point of view of the development of purely
artistic forms, regardless of their content, that is to
say, from the point of view of craftsmanship in art?'

To solve this problem, Kandinsky wrote,

“lwe should] purchase artworks representing all art
movements, starting from the Realism of the second half
of the 19th century... followed by Impressionism, Neo-
Impressionism, and Expressionism, from which modern
painting and the so-called new art begins (historically, the
starting point is the art of Cézanne): Primitivism, Cubism,
Simultanism, Orphism, Suprematism, Non-Objective Art,
and the transition from painting to the new plastic art of
relief and counter-relief’”>

This logic naturally triggered the “international”
or “synchronous” approach, earnestly demanding
the presence of outstanding examples of Post-Im-
pressionist painting, which could only be obtained
by removing them from the Shchukin and Morozov
museums: “...the Department has taken steps to
obtain from the Moscow collections of Western Eu-
ropean art those artworks that are essential for the
Museum of Painterly Culture and at the same time
can be taken from the mentioned collections without
prejudice to their integrity and strength.

19 Ternovets B. N. Letters. Diaries. Articles. Moscow, 1977. P. 123.

20 Vassily Kandinsky, “Muzej zhivopisnoj kul'tury” [The Museum of
Painterly Culture] in Khudozhestvennaya zhizn', no. 2 (1920): 18.

21 Ibid.
22 Ibid. P. 20.
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For this purpose, the Department of Fine Arts
and the Museum Department created the Contact
Commission. The Museum Department, agreeing
with the principle and the necessity of the Museum
of Painterly Culture, expressed its full consent to
the singling out of a number of works by French
painters from collections of Western European
art (formerly the Shchukin and Morozov galleries).
Intended for this purpose are pictures by Braque,
Van Gogh, Gauguin, Derain, Le Fauconnier, Matisse,
Manet, Monet, Picasso, Pissarro, Renoir, Cézanne,
Signac, Vlaminck and Friesz"?®

Kandinsky was clearly acting ahead of the
curve: the question had not yet been resolved in
Narkompros, the Museum Department of which
apparently did not sympathize with the desire of the
Department of Fine Arts to create a new institution
at the cost of actually destroying the already existing
collections. Undoubtedly, many factors — personal
and aesthetic — played a role in this struggle, not
all the details of which can be now recreated or
grasped. But in this context, it is important to em-
phasize that the two concepts — the conservative
impulse that supposed the preservation of exist-
ing collections, and the radical one aimed at their
redivision — were associated, in the first case, with
an “individualistic” view of the value of choice of the
collection’s creator, and, in the second, with a col-
lectivist view of the “objective” nature of the artistic
process, which had to be reflected and directed by
the collection of the new museum.

The position of the opponents to the split-
up of the collections was most clearly expressed
by B. Ternovets at the meeting of the commission
for the creation of the museum, where he gave
a speech and then, when the participants voted to
transfer the Shchukin and Morozov collections to
the management of the Department of Fine Arts
and the allocation of part of these exhibits to the
Museum of Painterly Culture, he expressed his dis-
senting opinion in detail.?* He said:

“...to disperse the former Shchukin’s and Morozov’s
French collections, to single out of them a number of
works first for the Moscow and Petrograd Museums of
Painterly Culture and then for the provincial museums,
seems to me a harmful act which is not at all redeemed
by its benefit. The connection between the new Rus-
sian school and French painting is clear to everyone; of
course, new trends in Russian art are not conceivable
without the influence of the French, but the same rela-
tionship has developed in any European country...
Moscow, Russia, has the right to be proud of the beauti-
ful collections of new French painting; generations of
Russian artists learned from them; here lie the roots

of the powerful flourishing of the Moscow School:
Muscovites learned from the French an understanding
of color, a love for and interest in technique and texture.
But the most valuable thing that the collections have
given us is a magnificent and integral picture of new
French painting: the succession of artistic investigations
and the connectedness of individual phenomena were

23 lbid. P. 19.

24 Protocol no. 45 from March 31, 1920. Attendees: V. Kandinsky,

R. Falk, A. Lentulov, A. Rodchenko, P. Kuznetsov, B. Koroley, B. Ternovets,
Zlatovratsky, D. Shterenberg, N. Altman. Lentulov abstained from voting
on the withdrawal of artworks from the collections of Shchukin and
Morozov // RGALI. Fund 665. Inventory list 1. ltem 6. P. 95.

MNbA JOPOHYEHKOB | ILYA DORONCHENKOV

Ana My3ses MBOMUCHOM KynbTypbl, pa3BepHYTO Bblipasun cBoe ocoboe
MHeHne?*. OH roBopwun:

«<...> pa3pasHuBaTb ppaHuUy3cKue cobpaHua 6. LLlyknHa u Mopo3oBa,
BblAENATb U3 HAX PAA NpousBeaeHUH cnepBa ana Mockoeckoro u MeTpo-
rpaacKoro My3eeB HMBOMUCHOM KyNbTYpbl, @ NOTOM U AJA NPOBUHLHANbHbIX,
npepcTaBnAeTCA MHE aKTOM, BpeAHOCTb KOTOPOro OTHIOAb He MCKynaeTcA
ero nonb3on. Kaxpomy AcCHa CBA3b HOBOW PYCCKOM LWKONbI C dppaHLy3CKoM
HUBOMUCHIO, KOHEYHO, HOBblE TEYEHUA PYCCKOM HUBOMUCH HE MbIC/TUMBbI
6e3 BNuAHUA GpaHLy30B, HO BeAb Te Ke OTHOLUEeHUA CIIOXUNUCH B Ntobon
€BpPONEeNCKon cTpaHe. <...>

MockBa, Poccua — BnpaBe ropauTbca NpeKpacHbiMU cobpaHuamu Hoson
®paHuy3cKkoi HKMBONUCH, HA HUX YYUITUCH MOKOJNIEHUA PYCCKUX XYOOMHU-
KOB, 34€Cb KOPHHU MoOLUHOro pacuseTta MocKkoBcKow LLKonbl: MOCKBUYH
Hay4Yunucb y ¢paHLy30B NOHMMaHHUIO LBETAa, NIO6BU U UHTEPECY K TEXHHKE,
daKType. Ho camoe LeHHOe, YTO faBanu cobpaHUA — 3TO BENTUKOMENHYO

M LenocTHylo KapTuHy HoBon ®paHuy3cKkon HHuBonucu: 3gecb nocTUranachb
NpeeMCTBEHHOCTb UCKaHUI, CBA3AHHOCTb OTAENbHbIX ABMEHUH, poKaa-
Nnocb cCO3HaHWe 3aKOHOMEPHOCTU 3TOr0 pa3BUTHA, YYBCTBO TECHEHLLEN
CBA3MH, CIMTHOCTH, NPEKPacHOro eAUHCTBa, KOTOPOE Mbl 30BeM ¢ppaHLy3-
CKUM UCKyccTBOM. U Heyxenu Tenepb y MOCKOBCKHUX XyA,0HHUKOB, KOTOPble
06A3aHbl BCEM 3TOMY UCKYCCTBY — NOAHUMETCA pYyKa, YTo6bl pa3buTb 3TO
AparoueHHoe uenoe, 6ecCKoHe4YHo 6onee 3HaYMMoe, Yem apudmMeTHYECKan
CyMMa 3Ha4YMMOCTH OTAENbHbIX KAPTHH. <...>

BmecTo 6ecnnogHoi TpaTbl 3HepruM Ha 6opbby ¢ Hanbonee 6NU3KUM

no 3apgayam Otaenom Hapkomnpoca, Ha gomoraTenbCTBa, rAe COYyBCTBUE
MHOIMX BIIUATENbHbIX XyAOMeCTBEHHbIX rpynn MocKBbl 6yaeT He Ha CTo-
poHe OTaena Usobp<asutenbHoro> UcKyccTBa, He Ny4lle N CKoopau-
HUPOBaTb YCHUITUA B TBOPYECKOM NMOpPbIBE 060raleH1A XyaoHeCTBEHHOM
H13HU MockBbl. He nopa nu 3aroBopuTb 06 OTNpaBKe 3a rpaHuMLy 3aKkynou-
HOM My3eHHOHW KomHuccuHn oT HapKomnpoca. He Haw nu gonr BOcCTaHOBUTb
HWUTH, CBA3bIBAIOLLUE XYAOHKECTBEHHYIO HU3Hb MOCKBbI ¢ 6YpHO GbloMUmMCA
nynbcom Mapua. He BHeceT nu npuobpeteHne 2—3 feCATKOB HOBbIX Kap-
TUH 60nbLuero oxuBneHnsa B MOCKOBCKYIO HHU3Hb, HE AACT JIM OHO 60MbLUMX
TBOPYECKUX TONMYKOB U CTUMYJIOB, YEM NEpEeTacKUBaHWE Belueil U3 OgHOro
MocKoBCKoro myses B gpyrom»2>,

Hak aBcTByeT M3 gHeBHWKa TepHoBua ot 10 anpena 1920 ropa,
nocne atoro 3aceparus dneHsl OTaena M30 He ocTaBUM NOMbLITOK
MONyYnTb Henaemoe:

«PaboTtan B MysernHon Komuccuu OTtpena n3obpasuTenbHbIX MCKYCCTB.
AnbTtmaH, MyHWH 1 LLTepeH6epr NnpousBenu BHE3AMHYIO U CUNbHYIO aTaKy
Ha LLlyKMHCKMIH 1 Mopo3oBcKHUi My3eun. Yeunuamu Bcepabuca u MysernHoro
otaena (rnasHbiM o6pasom, LLléKkoToBa), HanaaeHue 6bino oT6MTO. Onac-
HOCTb eLle He MMHoBana»2,

B nexkabpe 1920 ropa KaHOMHCKWI NOKWHYN NOCT AMPEKTOpa My3en
n BCKope Bo3BpaTuicsa B [epmanuio. Ero cmennn PogyeHKo, KoTopebin
W Npexae KaTeropruyecKn Bo3paman NpoTMB COBMECTHOM AEMOHCTpaLmm
OTeYeCTBEHHbIX 1 GpPaHLy3CKMX MaCcTepPOB:

24 Tpotokon N2 45 ot 31 mapta 1920. Ha 3acenaqun npucytcteosanu: B. KananHckuin, P. danbk,

A. Nentynos, A. Poauenko, M. KysHeuos, B. Kopones, b. TepHoseu, 3natospaukuii, [. LLitepeH6epr,

H. AnbTman. JleHTynoB BO3aepHKanca npu rofocoBaHnm 06 M3bATUM NPOM3BEAEHNM 13 Konnekuui LLykmHa
1 Mopososa // PFANTA. @. 665. On. 1. Ea. xp. 6. J1. 95.

25 PrA/IN. &.665. On. 1. Ea. xp. 6.J1. 101-102.

26 C. 125. Huronait Muxainosuu LLiérkoTos (1884—-1945) — uckyccTeoses, B Ty nopy uneH Beepoceuit-
CKOM KOMNeruu no Aenam Mysees v oxpaHe NaMATHUKOB UCKYCCTBA W CTapUHBbI M COTPYAHWK pAAA ApyriX
YUYPEHAEHNI, CBA3AHHBIX C COXPAHEHWEM NaMATHWUKOB Ky/bTypbl.
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«CoeaNHUTb KapTHHbI PYCCKUX HMHUBOMNUCLEB ¢ my3eamu LLlyknHa u Mopo-
30Ba — 3TO 3HAYMUT NOANMUCATbLCA NOoJ CO6CTBEHHOW HECOCTOATENbHOCTLIO,
3aKpbITb CBOE NPOLUIIOE, KOTOPOE Y Hac TaK e 6oraTo, KaKk y ¢dpaHLy-
308B. [pemae Bcero Hago pasrpaHUYMTb, YTO PYCCKaa MUBOMUCH HE UMeeT
npeeMcTBEHHOCTH OT 3anapja, U ecfiv B Hell oTparaeTca 3anag, To 3To
OJ1A UCKYCCTBA PYCCKOMW HMUBOMMUCHU TOJNIbKO MHUHYC»?,

Bnpouewm, nocnenosasiuee B Hepanekom 6yayLiem otcTpaHeHue dyTy-
PUCTOB OT KOHTPONA HaA, XyA0HECTBEHHOM NOMMTUKOM CAenano Bonpoc
0 nepepave ¢paHLy3CKMxX NonoTeH B Mysew XyOomeCcTBEHHOW KynbTypbl
HeaKTyanbHbIM — BHE 3aBMCMMOCTH OT B3MAL0B €ro PyKOBOOMTENA.

CeoW BapuaHT peLieHna Npobnemsl «COBPeMeHHOE PppaHLy3CKoe
MCKyccTBO B My3ee» npeanoxun . Mypatos. [1o pesontouum oH npu-
0b6pen N3BECTHOCTb KaK XyA0MEeCTBEHHbIM KPUTUK U 9CCEUCT, HEKOTO-
poe Bpemsa peaaxtuposan xypHan «Codus» (1914) 1 cnymun nomoLHH-
KOM XpaHWUTeNA xynomecTseHHoro otaena PymaHuesckoro myses. Mocne
OkTa6pna oH pabotan B OTaene no fenam My3eeB M oxpaHbl MaMATHU-
KOB MCKycCTBa W cTapuHbl Haprkomnpoca. Ero 3acnyrun B coxpaHeHuu
npou3BeaeH1 UCKyccTBa B rofbl [pamaaHCKOM BOMHbBI cerofHA obLe-
NPU3HaHbI, HO NOIMTUYECKUI KOHTEKCT ero AeATeIbHOCTH y4MTbiBaeTCA
He Bcerga. O ero NnosvuUmK OTYETIMBO FOBOPUT COTPYAHUYECTBO B raseTe
«[oHepenbHUK», OAHOM M3 NOCNEeOHNX HE3AaBUCUMbIX OPraHOB nevyaTu
nopesontouuoHHon Poccun?,

OT4yeTnvBan oNnoO3WLMOHHOCTL PYKOBOAMTENEN ra3eThl coyeTanach
C 0CO3HaHWEM HEOBXOAMMOCTH YHaCTUA MHTENNIUIEHLMN B AeATENbHO-
CTW HOBOM BRacTW TaM, rae 310 MOrfo 6bl NOMOYb COXPaHEHUIO UCTOpUYe-
CKOIro HacneamsA, BOCCTAHOBMIEHUIO KyNbTYpbl U, MO BO3MOKHOCTH, NPO-
AOIKEHUIO ee CO3UAAaHMA Ha TPAOMLMOHHBIX OCHOBAHMAX: «...KyNbTypbl
He MUUYECKON, HE BUCALLEN HA MHTEPHALMOHASbHBIX BO3AYCAX, & Ha3eM-
HOW, HaLlMOHaNIbHOM, Hallel cobcTBeHHOM»?®. M3paTenu raseTsl NpAMoO
NPU3bIBASIM MHTENNIMIEHLMIO «“BEPHYTLCA K OpraHu4yeckomn pabore <...>
06HOBNEHWA cTpaHb»®® TaMm, rae 9To He TpebyeT HeNnpUeMNEMbIX KOMMPO-
mMuccoB. Ho «HaumoHansHoe ctpouTtenscTBo» Poccun ana HUX OOMKHO
661710 ObITE OCHOBAHO HE Ha CNaBAHOPUIBCKOM HaLMOHaNM3Me, a Ha eau-
HEHWK C «KyNbTYPHBIMKU HaumAMK» EBponbl, Nnpexae Bcero, ¢ PpaHument
n Utanumeit (To ecTb, C BbIBLUIMMM COHOZHUKaMM MO eLLe He 3aBEepLLIMB-
wencAa Ha 3anage MUPOBOK BOMHE):

«B KynbTYypHOM coobLiecTBe C ApYyHECTBEHHbIMKU Ham NO AyXy NaTUHCKUMH
cTpaHamu 3anaga Mbl BUAUM 3anor o6HoBneHua Poccuun. Mbl noMHUM,
4YTO CBOMMM CUNlaMHU Ham He 06OMTUCH, B HaLlMOHaNIbHOM CTPOUTENbCTBE
Ham HyeH cBeTod 3anaga»®'.

B ycnoeuax ycyrybnatowencsa BHELWHENOMTUYECKON Biokaabl
«KpacHoM» Poccun nogobHoro poaa 3asBneHWs HEU3BEKHO HOCKIU
xapaKkTep maHMpecToB. TeM He MeHee, HECKONBbKO CBOMX BbIMYCKOB
raseTa npepnonarana NOCBATUTb Ky/bType COO3HbIX B HELANIEKOM MpPo-
LUJIOM CTpaH, KOTOPbIM, MO MHEHUIO ee aBTOPOB, Oblna B BbICLLEN CTe-
NeHM CBOWCTBEHHA MCTOPUYECKAA NPEEMCTBEHHOCTb Pa3BUTHUA, OTCYT-
cTBWE KoTopou 0bpywmno Poccuio B pesontoumto. Ewe B 1907 roay

27  LwT. no: CrenaHosa B. Yenosek He MOXeET xuTb 6e3 dyna. M, 1994. C. 84.

28 [lo nAToro Homepa raseTa HasbiBanach «[loHeaenbHUK ‘Bnactu Hapoaa™. B Helt coTpyaHWyanm

B. Xonaceswy, B. Mpuduos, M. Spen6bypr, H. TapabykiH 1 ap. OHa 6bina ocHoBaHa B pespane 1918 ropa
BblAaroLlenca AeATensH1Len A0PeBONOLIMOHHOIO AEMOKPaTUYEeCKOro ABmHeHna ExkateprnHon Kyckosown

1 wypHanuctom Muxamnom OcopruHbim. [a3eTa Gbina 3anpelleHa BMecTe ¢ ApyriMi HeMoAKOHTPOSbHBIMM
6ornblLUIEeBMKaM opraHamu nevatu B Havane uiona 1918 — B AHKM BoCCTaHNA NeBbIX ICEPOB.

29 OcopriH M. YTo wm3Hb yraseiaeT // MNoHeaensHuk. 1918, 2 anpens.
30 Tam e.

31 TMoHeaenbHuk. 1918, 20 mas.
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comprehended; the understanding of the consistency
of this development and the feeling of close connection
and unity that we call French art was born. And is it true
that now Moscow artists who owe everything to this art
have a desire to break up this precious whole, which is
infinitely more significant than the arithmetic sum of the
significance of the individual paintings? <...>

Instead of wasting energy on tackling the nearest tasks
of the Narkompros Department, on soliciting works,
where the sympathy of many influential Moscow art
groups will not be on the side of the Department of
Fine Arts, would it not be better to coordinate efforts

in a creative impulse to enrich Moscow's art life? Is it
not time to start talking about sending the Narkompros
Museum Commission to purchase artworks abroad? Is
not it our duty to restore the links connecting the artistic
life of Moscow with the rapidly beating pulse of Paris?
Will not the acquisition of 2—3 dozens of new paintings
bring more excitement to Moscow life, will it not give
more creative impulses and incentives than dragging
pieces from one Moscow museum to another?”%

As it appears from Ternovets's diary dated
April 10, 1920, after this meeting, the members of
the Department of Fine Arts did not abandon their
attempts to obtain the desired works:

“I worked in the Museum Commission of the Depart-
ment of Fine Arts. Altman, Punin and Shterenberg
launched a sudden and forceful attack on the Shchukin
and Morozov museums. Through the efforts of Vserabis
[Trade Union of Art Workers] and the Museum Depart-
ment (mainly, Shchyokotov), the attack was repelled.
The danger has not passed yet)?®

In December 1920, Kandinsky resigned the
directorship of the museum and soon returned to
Germany. He was replaced by Rodchenko, who cat-
egorically objected to the joint exhibition of Russian
and French masters:

“To combine paintings by Russian artists with the
museums of Shchukin and Morozov means to declare
our own deficiency, to close our past, which is as rich
as that of the French. In the first place, it is necessary to
recognize that Russian painting has no continuity with
the West, and if the West is reflected in it, then it is only
disadvantageous for Russian art’?

However the soon-to-follow removal of the
Futurists from the control of artistic policy made the
question of the transfer of French paintings to the
Museum of Painterly Culture irrelevant, regardless
of the views of its leader.

An original solution to the problem of “mod-
ern French painting in a museum” belonged to
Pavel Muratov. Before the revolution, he became
well-known as an art critic and essayist, for some
time served as editor of Sofia magazine (1914)
and an assistant curator of the Art Department
at the Rumyantsev Museum in Moscow. After the

25 RGALI. Fund 665. Inventory list 1. ltem 6. P. 101-102.

26 Ibid. P. 125. Nikolay Mikhailovich Shchyokotov (1884-1945) —
art historian, at that time — a member of the All-Russian Collegium
of Museum Affairs and Preservation of Art and Ancient Monuments
and staff member of a number of other institutions related to the
preservation of monuments of culture.

27 Quoted in: Stepanova V. Chelovek ne mozhet zhit' bez chuda
[A Man Cannot Live Without a Miracle]. Moscow, 1994. P. 84,

50

October Revolution, he worked at the Department
of Museum Affairs and Preservation of Art and
Ancient Monuments of Narkompros. His contribu-
tion to the preservation of artworks during the Civil
War is widely recognized today, but the political
context of his practice is not always taken into ac-
count. His position was clearly manifested by his
cooperation with the newspaper Ponedelnik [Mon-
day] — one of the last independent periodicals of
post-revolutionary Russia.?®

The position of the newspaper’s leadership,
clearly opposed to the regime, was combined
with an awareness of the intelligentsia’s essential
participation in the activities of the new government
in the cases, when it could help preserve historical
heritage, restore culture, and, if possible, continue
its creation on traditional grounds: “...culture,
[which is] not mythological, not hanging in the
international air, but grounded in our own nation.?°
The newspaper publishers explicitly called on the
intelligentsia to “return to the coherent work... of
renewing the country”s® where unacceptable con-
cessions were not required. But the nation-building
in Russia, in their view, should had been based not
on Slavophil nationalism, but on unity with Europe-
an “cultural nations” — first of all, France and ltaly
(that is, with former allies in the Great War that had
not yet finished in the West):

“In the cultural community with the Latin countries of
the West, who are friendly to us in spirit, we see the
guarantee of Russia’s renewal. We remember that we
cannot do it on our own — in our nation-building, we
need the guiding light of the West3!

In the conditions of an aggravating foreign
blockade of red Russia, such statements inevitably
sounded like manifestos. Nevertheless, the news-
paper proposed devoting several of its issues to
the culture of the countries it had been allied with
in the recent past, which, according to the authors,
were highly characteristic of the historical continu-
ity of development, the absence of which brought
Russia to the revolution. As early as 1907, Muratov
wrote: “Our painting already belongs to the general
all-European course of painting. This is, perhaps,
the only one of our arts that can be fully perceived
by other cultures.”®? For him, in 1918, the French
painting of the 19th century became the most
important guarantee of the unity of Russian artistic
culture with Europe and a kind of ideal model for the
desired cultural continuity that united the “modern”
and the “national”

28  Until the fifth issue, the newspaper was called Ponedelnik ‘Viasti
Naroda' [Monday of ‘Power to the People’]. Among its contributors
were: V. Khodasevich, B. Griftsov, I. Ehrenburg, N. Tarabukin and
others. It was established in February 1918 by Ekaterina Kuskova, an
outstanding figure of the pre-revolutionary democratic movement, and
the journalist Mikhail Osorgin. The newspaper was banned, together
with other periodicals not controlled by the Bolsheviks, in early July
1918 — the days of the uprising of the Left Socialist-Revolutionaries.

29  Osorgin M. Chto zhizn' ukazyvaet [What Life Indicates] //
Ponedelnik. 1918, April 2.

30 Ibid.
31 Ponedelnik. 1918, May 20.
32 Muratov P O zhivopisi [On painting] // Pereval. 1907. No. 5. P. 40.
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MypaToB nucan: «<Hawwa R1BONKUCH yHe NPUHAANEKUT 0OLLEeMy NOTOKY
MMBOMWCH BCEEBPOMNENCKON. DTO, NOKaNyn, eAUHCTBEHHOE U3 HaLLMWX
MCKYCCTB, KOTOPO€E MOXET OblTb NOTHO BOCMPUHATO UHBbIMU Kyfb-
Typamun»*2. B 1918 ropy dpaHuysckan *xusonuck XIX Beka ctana
ana MypartoBa BayHeMLWWM 3a/10roM e4MHCTBa PYCCKOM XYAOMECTBEH-
HOW KynbTypbl ¢ EBpOnok n cBoero poga vaeanbHOM MOAENBIO Henae-
MOW KyNbTYPHOM NPeeMCTBEHHOCTH, 06beAMHAOLWEN «COBPEMEHHOE»
M «HaLlMOHaNbHOEe>.

10 uioHa 1918 ropa B Homepe «[loHegenbHMKa», NOCBALLEHHOM
¢dpaHLy3cKon KyneType, Mypatos nucan:

«HeT HUKaKOM APYron HMUBOMUCH B AAHHYIO MHUHYTY, KOOME XKHUBOMUCH
¢paHLy3cKon. [oBOpSA O HUBOMUCHU PYCCKON, HEMELLKOH, aHIMUHCKOM, Mbl
YCNOBHO NoAapasyMeBaeMm Jfillb OTTEHKHU, KOTOPbIMU pa3fiMyHble Hauuo-
HanbHble CO3HAHUA U KYNbTYypbl 60nee UK MeHee BapbUPYIOT OA4HO UCKYC-
CTBO, pOAHHA KOTOPOro BOT yke 6onee cta net — ®paHuma. <...> B npe-
KpacHoOH 3emyie ee U3bpan HblHE CBOE OTEYEeCTBO apTUCTUYECKHUHN FeHUH,
KaK u36bpan oH YeTbipecTa U NATLCOT NIeT TOMY Ha3ag CBOEHW CTpaHoM
UTtanuio. <...> B gHU BenuyanLUX UCNbITAHUH, KOTOPble Korga-nM6o
BbiNapanu Ha A0 YenoBevyecTBa, Haao, YTobbl ocTanach 3Ta nyywas
M3 YenoBe4YeCKMX BO3MOKHOCTEHN, 3Ta cHacTNIMBEHNLUaA MUHYTa nogbema
BCEeX HalUMWX AyLIEeBHbIX CUN U 060CTpeHUA Bcex cnocobHocTen. OTcTau-
Baa cBoe 6biTHe, PpaHUMA HalWKUX AHEN OTCTauBaeT KaKon-To nocnep-
HUI cap }U3HU, KaKylo-TO NOCNEAHIO KeNblo Myapeua U mactep-

CKYIO XyOOMHUKa. 3aBoeBaTeNIM U 3aBOeBaHHble — He 6yaeM N1 paBHO

M 6e3bICXOAHO HecHYacTHbI Mbl, KOraa NMWHUMCA gNnAa Bcex 6narocnoBeH-
Ho# terra artistical»®.

OueBKHAHO, YTO B YCNOBUAX MMPOBOM BOWHbI, @ 3aTEM PEBOJHO-
LK, coBepLUaBLUENCA NOA JIO3YHraM1 UHTepHaLuMoHana, o6pas ¢paH-
Lly3CKOro MCKycCTBa NOCNeAHEero CToNeTMa Kak CBoero poaa peso-
NOLMOHHOW 3BOJIOLMM, YTBEPAMBLLUMIACA B MOAEPHUCTCKOM CO3HaHMWU
3a[,0Nr0 J0 3TUX COBLITUM, B CTONKOBaHKK MypartoBsa npunobpen
B A0CTaTO4YHOM Mepe 3N10604HEBHbIN XapakTep. B aTom oTHOLWweEHMMK,

Yy MypaTOBCKOIo NpOeKTa HOBOrO MOCKOBCKOIO My3ef NoABAATCA
OOMNONHUTESNbHbIE NONUTUYECKME 0O6EPTOHA, XOTA HE OHW onpeaenstoT
coaepHaHue ero naeu.

BecHon 1920 ropa Ha cTpaHuuax «XyooHReCTBEHHOM HMU3HW», rae
TONBKO 4TO ObIN onybnrKkoBaH NpoeKT My3esn KnBonMCHOM KynbTypbl KaH-
AnHcKoro, MypaTtoB npeanoxun ceoe BUAEHWE HOBOMO HaLlMOHAIbHOrO
My3ef, B KOTOPOM COBpaHWA HOBOM PpPaHLLy3CKOM HHUBOMUCH OOHHbI
ObINTM 3aHATb KOHLENTYalbHO peLuatolliee MecTo:

«MocKBa <...> KenaeT UMeTb He “cypporat dpmuTaxa”, Ho CBou cob-
CTBEHHbIA UBOW U CUJIbHbIA OPraHM3Mm, He MeHee MOLLHbIA B CBOEM
poae, yem 3pmuTax. U oHa UMeeT BO3MOKHOCTb CKOHCTPYUPOBaTb

MU HeycTaHHO pa3BuBaTb cBor Mysen 3anagHoro uckycctBa. bnarogapsa
Hanunuuio B MockBe <...> cobpaHui C.U. LLlyknHa u U.A. Mopo3oBa
MockBa BnageeTt TaKum noa6o0pomM HOBEHLLUX 3anagHOeBpPONenCKUX
MacTepoB, KaKUM He obnagaeT HU ofHa U3 eBPONENCKHUX CTOMUL, Kpome
Mapuka. U 3pecb Heob6xoaMMO caenaThb CyLLEeCTBEHHYI0 OroBopky. Huka-
KOW rpaHULbl MEXAY «CTapbiM» U «HOBbIM» 3anagHOEBPONEACKUM UCKYC-
CTBOM Mbl HE BUAUM U He ycTaHaBnuBaem. MaHe v Ce3aHH ABnAlOTCA

B HalUMWX rnasax NpAMbIMKU NPOAOHKATENAMU AeNna BeJIMKUX BeHeLHaHLEeB
U BeNMKUX ucnaHues. Ux mecto B JlyBpe U B Ydoduunax pagom c Bena-
cKkecowm, peko, Cyp6apaHom, BepoHe3zom u TUHTOpeTTO.

32  Myparos 1. O wnsonwucu // Mepesan. 1907. N2 5. C. 40.

33 Myparos [1. Terra artistica // MNoHeaensHmk. 1918, 10 uions. C. 3.
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Mo Hawemy rny6oKomy y6exaeHH!Io, posib 3CTeTUHECKU-BOCNUTATENbHYIO
My3eH, cocToAwMun U3 6apbusoHues, enakpya, Kypbe, MaHe, umnpec-
CcHoHUCTOB, Ce3aHHa U TaK Ha3biBaeMbiX “NOCTUMNPECCUOHUCTOB”, MOXKeT
BbINOSIHUTb B TAKON He Mepe, KaK U My3eH, COCTaBNeHHbIH U3 BEHeLU-
aHueB, UcnaHueB U ronnaHgues. U ToT, U Apyro oAMHaKOBO OTKPOIOT
rnasa 3puTena U OQUHAKOBO NpHOGLLAT ero K BeJIMKOW XyAOHEeCTBEHHOH
ctuxuu Esponbl. <...> [cnepyeT]...koHcTpyMpoBaTh MocKoBckui Mysen
3anagHoro UcKkyccTBa Ha OCHOBE HOBEHMLLKUX 3anagHOeBPONernCKUX
macTepos. <...> Coobpa3HO 3TOMy OCHOBHOMY AAPY AOMHKHO BECTHUCb

W panbHeHlee pa3BUTHE U NononHeHUe my3ed. Bce ocTanbHoe, Bce
BO3MOMHbI€ MOMNOSIHEHUA My3€A B UHbIX HanpaBleHUAX UrpalT OTHOCH-
TeNlbHO BTOPOCTENEHHYIO POJib.

BcAayecKuit maTepuan, cnoco6CTBYIOLLUIA BbIMOMHEHHUIO 3TOM OCHOBHOM
3apaun, MocKkBa He UMeeT npaBa U3bATb U3 Kpyra CBOUX NepBENLLUX
Hy®A. OHa He MOMEeT HU C KEM U HU NMPHU KaKUX YCNIOBUAX AENUTLCA TEM,
yTOo obecneynBaeT el €AUHCTBEHHYIO BO3MOXHOCTb co3aaTb cBor Mysen
3anapHoro UcKyccTBa, paBHOCHUIIbHbIM DPMUTaKy NO CBOEMY 3CTeTHYe-
CKHM BOCMUTBIBAKOLLEMY U KYNLTYPHO pa3BUBaoLLEMYy BO3AEUCTBHIO. <...>
KaK TonbKo ABUTCA K TOMy dpaKTUYeCcKaa BO3MOKHOCTb, MockBa npu-
CTYMUT K CUCTEMATUYECKOMY CO6MPaHUIO HOBbIX U HOBEHMLUMWX 3anagHbiX
MacTepoB, NPeACTaBlIeHHbIX C HEAOCTAaTOYHOMW AJA rocyAapCTBEHHOrO
My3ed nonHOTOM U NOKa3aTeNbHOCTbIO B ObIBLUMX YaCTHbIX CO6paHUAX.
<...> BbITb MOMeT, ToNbKO Toraa 6yaeT NOHATO U NPU3HAHO, YTO dpaHLy3-
CKOe UCKyccTBO nATuaecATuneTra ot 1870 po 1920 ropga B cBOeH TBOp-
YECKOM HanpAMEeHHOCTH NpUbnuKaeTca K ny4ywum anoxam PeHeccaHca

U B CBOMX HUBOMUCHbIX AOCTUKEHUAX PABHAETCA OOCTHUHEHUIO FONaHA-
CKOWM WKonbl B ee uenom. Mockoeckui Mysen 3anagHoro UckyccTea cTa-
BUT ce6e Takum o6pa3om Lenb rMy6oKo HU3HEHHYIO, MPOYHLIMU KOPHAMH
CBA3aHHYIO C KYNbTYPHbIM OpraHM3MOM BCeM HalweHn anoxu. Ecnu 3apava,
nocTaBneHHanA UM, 6yaeT BbINOJIHEHA, AENO ero He ocTaHeTcA 6e3 npA-
MO0 U TBOPYECKOI0 BO3AENCTBUA Ha CNIOEeHUe BCe COBPEMEHHON XyAo-
HHEeCTBEHHOM KyNbTypbl U HAa BCE aKTUBHbIE ee NpofABneHua. [lymaeTcs,
yTO 6onee HenaHHOM LLEeNIM HE MOMKET NOCTaBUTb cebe HUKaKoW My3en»®,

Takum obpaszom, Mypatos npeanoxun naero «aCUMMeTpUYHOro»
My3ef, B KOTOPOM Ka4yeCTBO Y#e MMEeILLMXCA cobpaHmi yecrneLwwHo
KOMMeHcHpyeT HepocTuxumyto nonHoTy Jlyepa. Mpu dopmMmrpoBaHmum
AOCTOMHOIO HOBOW CTOMMLIBI My3€A OH CYUTaNn HEOOXOAMMBIM OTHa-
3aTbCA OT UAEN YHMBEPCanbHOro cobpaHnaA, paBHOMEPHO NpeacTaBAto-
LLero pasnuyHsie Hapoasl v anoxv (ana yero Ha pybeme 1910—1920-x
rof0B NPULLTIOCH Gbl NPEKAE BCEro NepeaenvTb KONNMeKUU DpMu-
Tawa). MypaToBcKas Mogens NPOTUBOCTOANA «OXPaHUTENLHON» NO3ULMK
TeX MCKYCCTBOBEAOB, KTO /060 LLEHOM CTPEMMIICA COXPaHUTb CyLle-
cTBytoWwMne cobpaHua. BmecTte ¢ TeM, APKO BbipaxeHHanA MOEA KynbTyp-
HOM TpaAuLMK, BONSIOWEHHAA B UCKYCCTBE COBPeMeHHOM PpaHLuu,
onnoHWpoBana npeacTaBleHnAM BObLLEBUKOB W NMPONETHYILTOBLIEB
06 MHTEepHaLMOHANIbHOM KNacCOBOW KynbType U O pa3pbiBe NpeeMCcTBEeH=-
HOCTH KaK CoAepHaHnn COLMaANbHOM U KyNbTYPHOW PEBOIOLMN.

PeanbHOCTb peBOMOLMOHHBIX NET He NO3BOMMNIA OCYLLECTBUTLCA
HW OOHOMY WX 3TUX NPOeKTOB. My3el HMBOMUCHOW KynbTypbl CBEPHYN
CBOI [,eATENIbHOCTb, TaK U He MONYy4YMB KapTUH M3 COBpPaHUM MOCKOB-
CKMX MeLeHaToB. Konnekuuna 3anagHoM MUBOMUCH NIMKBUAMPYEMOTO
PymAHLEeBCKOro My3es, B KOTOPbIM NPKW €ro OCHOBaHWK ObiNv nepe-
AaHbl KAPTUHBLI U3 DpMUTaKa, Bnunack B [ocyaapCcTBEHHbIN My3en
naawHbIx Mckyccts (Bnocneactenn — FMUU um. A. C. MNywwknHa).
Honnekunu LLyknHa n Mopososa 6binn B 1928 rogy o6beanHeHb!

B [ocynapcTBEHHbIM My3er HOBOrro 3anafHoro MCKYCCTBa, a Yepes
AsBapuaTte net pasaeneHsl mexay Mockson u JleHuHrpapgom. Mypatos

34 Myparos [1. Myseit 3anagHoro nckycctsa B Mockse // XynomectseHHas su3stb, 1920. N2 3. C. 7-8.
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On June 10, 1918, in the issue of Ponedelnik
devoted to French culture, Muratov wrote:

“There is no other painting at this moment other than
French painting. Speaking of Russian, German, or English
painting, we conditionally mean only shades of art —
varied by different national cultures — whose homeland
has been France for already more than one hundred
years... The artistic genius chose this beautiful land

as its home — as it did with Italy four and five hundred
years ago... In the days of the greatest trials that have
ever fallen to the lot of humanity, there is a need for this
best of human abilities to remain, a need in the happiest
moment for the rise of all our mental strengths and the
sharpening of all our abilities. Defending its existence, to-
day’s France defends some last garden of life, some last
monastic cell of a sage and studio of an artist. Conquer-
ors and conquered, will we not be equally and hopelessly
miserable if we lose this blessed terra artistica?!*

It is evident that in the conditions of the World
War, and then the revolution, which occurred under
the slogans of “The Internationale”, the image of
French art of the last century as a sort of revolution-
ary evolution — entrenched in the modernist thought
long before these events — in Muratov's interpreta-
tion, acquired immediate relevance. In this regard,
the Muratov project of the new Moscow Museum
gained additional political overtones, although it was
not them that defined the content of his ideas.

In the spring of 1920, on the pages of Khudoz-
hestvennaya Zhizn’ — where Kandinsky's project
for the Museum of Painterly Culture had just been
published — Muratov offered his vision of the new na-
tional museum, where the collections of new French
painting were to take a conceptually decisive place:

“I[What] Moscow... wants to have [is] not a ‘substitute for
the Hermitage’, but its own living and strong organism,
no less powerful in its own way than the Hermitage. And
it has the ability to tirelessly design and develop its own
Museum of Western Art. Due to having the collections of
S.1. Shchukin and I.A. Morozov, Moscow owns a selec-
tion of the newest Western European masters, which
none of the European capitals — except for Paris — has.
And here it is necessary to make a substantial remark.
We set no boundaries between the ‘old’ and the ‘new’
Western European art. We see Manet and Cézanne as
the direct successors of the great Venetians and the
great Spanish artists. Their place is in the Louvre and

in the Uffizi alongside Velazquez, El Greco, Zurbaran,
Veronese, and Tintoretto.

We are deeply convinced that the museum can perform
the aesthetically educating role when it consists of
Barbisonians, Delacroix, Courbet, Manet, Impressionists,
Cézanne, and the so-called Post-Impressionists — to
the same extent as a museum comprised of Venetian,
Spanish and Dutch masters. Both will equally open the
eyes of the viewer and equally make them familiar with
the artistic sphere of Europe... [it is necessary to] de-
sign the Moscow Museum of Western Art on the basis of
the newest Western European masters... In accordance
with this basic core, further development and replenish-
ment of the museum should be performed. Everything
else — all possible replenishments of the museum in
other directions — play a relatively subordinate role.
Moscow has no right to exclude from the circle of its pri-
mary needs any kind of material that contributes to the
implementation of this main task. It cannot share with

33 Muratov R Terra artistica // Ponedelnik. 1918, June 10. P. 3.
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anyone and under any circumstances what provides her
the only opportunity to create its own Museum of West-
ern Art, which is tantamount to the Hermitage in its aes-
thetically educating and culturally developing impact...
As soon as the actual opportunity comes, Moscow will
start systematically collecting the new and newest West-
ern masters, which in the former private collections, are
presented not fully and representatively enough as they
should be in the state Museum... Perhaps, only then it
will be understood and recognized that the French art of
the 1870s — 1920s in its creative potential, approaches
the best times of the Renaissance and in its painting
achievements, equals to the Dutch school as a whole.
Thus, the Moscow Museum of Western Art sets itself

a vital goal, which is deeply rooted in the cultural organ-
ism of our entire era. If this goal is completed, its work
will have a direct and creative influence on the develop-
ment of the entire contemporary artistic culture and all
its active manifestations. It seems that no museum can
set itself a more desirable goal’**

Thus, Muratov proposed the idea of an “asym-
metric” museum, where the quality of existing
collections successfully compensated for the unat-
tainable completeness of the Louvre. When forming
a museum worthy of the new capital, he considered
it necessary to abandon the idea of a universal col-
lection that evenly represented various nations and
epochs (such a purpose, at the turn of the 1910s —
1920s, would require the redistribution of the
Hermitage collection in the first place). The Muratov
model resisted the “protective” position of those
art historians who sought to preserve the existing
collections at any price. At the same time, its clearly
expressed idea of the cultural tradition embodied in
the art of modern France opposed the ideas of the
Bolsheviks and the Proletkult about international
class culture and the break of continuity as the
content of social and cultural revolution.

The reality of the revolutionary years did not
allow any of these projects to take place. The
Museum of Painterly Culture curtailed its activities,
without having received paintings from the collec-
tions of Moscow patrons of art. The Rumyantsev
Museum, which eventually became part of the Push-
kin State Museum of Fine Arts, upon its foundation
replenished its collections largely at the expense of
the Hermitage. In 1928, the Shchukin and Morozov
collections were merged into the State Museum
of New Western Art, and twenty years later they
were divided up between Moscow and Leningrad.
Muratov emigrated in 1922, having survived arrest
as a member of the Committee for the Relief of the
Starving a year before, and did not directly partici-
pate in the artistic life of Russia from that point. But
today, we can say that the contemporary Pushkin
Museum is the closest to his intended model.

34 Muratov R Muzej zapadnogo iskusstva v Moskve [The Museum
of Western Art in Moscow] // Khudozhestvennaya zhizn'. 1920. No. 3.
P.7-8.
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amurpuposan B 1922 roay, 3a rog A0 TOro Nepexms apecT B COCTaBe
HomuTteta nomolum ronogaroLmm, 1 6onee B XyAOHMECTBEHHON HU3HK
Poccun HenocpeacTteeHHo He yqacTBoBas. Ho cenyac MoXHO cka-
3aTb, YTO MMEHHO K ero Moaenu bnuue BCEro CTOMT COBPEMEHHbIM
[MyWwKUHCKUI My3en.
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Kpacumupa JIykuuéna
NHTepnipeTaniys
KJIaCCUYeCKOro Hacjienus
B TeOPUU U IIPAKTHUKE
MCKYCCTBA BTOPOM IMOJIOBUHEI
XX — Hauvasia XXI BeKoB

O6palieHre UCKyccTBa K COBCTBEHHOMY HacleAuio — 3TO NpPo-
LLeCC, CONPOBOXAAIOLLMM XyAOMECTBEHHYHO NPAKTUKY CaMblX PasHbIX
3MN0X Y NOPOAMBLUMIK Pa3HOOBpPA3HLIE «KNACCULIU3MbI» W «PEHECCAHChI»,
HauyMHanA c «afpUaHOBCKOroO KnaccuuMama» u 3akaHumBan XIX Bekom
(ecnu ocTaBaTbCA B pamMKax TONBKO €BPONENCKOM KynsTypsl). Ona Hexo-
TOPbIX 3MOX 3TO 0bpaLLeHne UMENO HE MNPOCTO NPOrpPaMMHbIM XapaK-
Tep, HO Urpasio pofib OCHOBHOIO PerynATopa TBOPYECKOro npowecca
W CMbICNIONpPOAyLMpYtoLLLEero ¢pakTopa, CBOE0OPa3HOro aCTEeTUHECKOro
umnepatuea. (Takum 06pasom, HanpuMep, GyHKLMOHUPOBANO UCKYC-
ctBo B CpeaHue Beka). AHannMa MOTUBOB BbiBopa «06pasLIOBbIX 3MOX»,
KOTOPbIM ClieayeT nogpamkaTk, Xapakrepa U MHTEHCUMBHOCTH KOHTaKTOB,
[AaBHO CTan NpPeaMeToOM M3YyYeHMA U NMPEeANOKUI MHTEPECHbIE PaKypChl
NMOHMMaHUA, Kak UMMaHEHTHbIX, TaK U BO3AENCTBYOLLMX U3BHE MEXaHU3-
MOB Pa3BWUTMA MCKYCCTBaA.

OpfHaKo B XyL0KeCTBEHHOM K13HM XX CTONeTUA Ananor ¢ Hacne-
AneM CKnajbliBaeTcA No-mHoMy, NnpuobpeTan pagmKanbHO HOBblE
dopmbl. OTKa3 OT NpU3HAHKUA SCTETUUECKOM MOMHOLEHHOCTU NMPUHLK-
nos ¢opMOTBOpPYECTBA ONPEAENIEHHOM 3MOXM YACTO UMEN MECTO B pas-
BUTHW €BPOMNENCKOM XYA,0MECTBEHHON KynbTypbl. Ho, Kak npasuno, oH
coBepLuanca paaM «<BO3BeAEHUA Ha NbeAecTan» APYyron anoxu, KoTopas
obnapana LEHHOCTHOW CMCTEMOW, aHTarOHUCTUYHOW NMpPeALLIecTBYO-
wen'. B cucteme uckycctea aBaHrapga Havana XX Beka ¢popmupytotca
ApYyrve NPUHLMMNbLI OTHOLEHWA K Hacneauto. Paa aBaHrapamncTckmx
HanpaBsfieHWI BblABWHYN NporpaMmMHoe TpeboBaHWe OTKasa OT BCeM
npeablayWwen XyaoKeCTBEHHON Tpaamumnn B Lenom?, BoaHukna cneuu-
duryeckan cuTyauma, NOpoxaaroLLan HOBYO MOAENb Pa3BUTUA XyA0me-
cTBeHHoro npouecca. OHa nocTynMpoBana ero aBTOHOMHOCTb M Hesa-
BMCHMOCTb, 6oflee TOro — npeTeHAoBasa Ha KOHCTPYMpOBaHME HOBOM
napagurmbl €BpONerMCKOro MCKyCcCTBa, KOHLLeNTyallbHO OCMbICIMBLUEN

1 Knaccuueckum NPUMEPOM ABMAETCA, KaK U3BECTHO, MPOrpaMMHO AEKNap1poBaHHOE pasnnyHoOe OTHO-
WweHwe PeHeccaHca K CpeaHEeBEKOBOMY NUCRYCCTBY U K aHTUYHOMY Hacneamto. Ho cnenyet UMeTb B BUAY,
4YTO 3CTETUHECKanA HOHq)pOHTaLLI/IFI BCeraa ABnAeTcA cneacTtBnemM nepeocMblCneHna q)yH,CLaMeHTa}'IbeIX
OCHOBaHWM RynbTypbl Kak TAKOBOM.

2 06 3tom CBMAOETENBbCTBYIOT, HAaNPUMeEp, BbiCKa3blBaHWUA XyﬂOHHMHOB-¢OBMCTOB.

Krasimira Lukicheva

Interpreting Classical
Heritage in the Art Theory
and Practice of the Second
Half of the 20th Century —
Beginning of the 21st Century

Art has addressed its own heritage over the
course of different eras. This process generated
various “classicisms” and “renaissances,’ starting
with “Hadrian’s classicism” up to the 19th century.
For some major eras this process was not just
a theoretical program — it guided creative pro-
cesses and produced meanings, acting as a sort of
aesthetic imperative (art functioned this way in the
Middle Ages, for example). The analysis of the rea-
sons for choosing “exemplar eras” to be emulated,
and of the character and intensity of contacts has
long been a subject of study and offers up interest-
ing ways of understanding both the intrinsic and
external mechanisms of the development of art.

However, in the artistic practice of the 20th
century, the dialogue with artistic heritage devel-
oped in a different way and acquired radical new
forms. Throughout its development, European
culture has often refused to recognize the aesthetic
value of morphological principles of a certain era.
But in most cases this was for the sake of promot-
ing another era, which possessed a value system
antagonistic to the previous one." In the artistic sys-
tem of the early 20th-century avant-garde, different
attitudes to this type of heritage formed. A number
of avant-garde movements called for the abandon-
ment of the entire previous artistic tradition.? This
led to a specific situation — the generation of a new
model for the development of the art process. It
declared that the art process must be autonomous
and independent; moreover, it claimed to construct
a new paradigm of European art that conceptu-
ally understood its break with classical heritage

1 Aclassic example is the declared attitude of the Renaissance to
medieval art, on the one hand, and to ancient heritage, on the other.
But it should be borne in mind that aesthetic confrontation is always

a consequence of rethinking of the fundamental basis of culture as such.

2 See, for example the Fauvist artists’ statements.

and sought to eliminate any signs of continuity. Of
course, the positions of Futurism, and later — of
Dadaism, were especially radical in this respect,
with the Dadaists in particular creating the first form
of a more specific “niche” counterculture.

Nonetheless, now it is obvious that the op-
position to classical art declared by the avant-garde
is far from absolute — rather, it developed within
the framework of their common cultural paradigm.
And although the “blast waves” of the avant-garde
weakened its foundations, cardinal paradigm shifts
did not occur, despite them being positioned as its
goals. Moreover, we are currently able to identify
features that actually indicate the orientation of
formal searches of some avant-garde movement
towards the art of the past.

Cardinal changes occurred in the second half
of the 20th century. And at this point they were not
related to the revision of genre, typological, and
thematic borders within the art structure, or to the
deep transformation of form and media — all these
actions had already been carried out by the avant-
garde, without destroying the elements of continuity.
At this new stage, the very meaning of the exist-
ence of all these forms of art — that were at least
somewhat similar in type to classical ones — was
problematized and questioned. (This fact, however,
did not fully eliminate the quest ion of continuity,
rather it urged it to be approached from another
angle —this will be discussed further).

Doubt as to the expediency of preserving the
classical existence of art turned into a prophecy of
its death. The thesis of the “end of art” summed up
a number of fundamental philosophical and cultural
concepts that emerged in the postmodern era.® One
of the most respected researchers who substanti-
ated this view was Arthur Danto. In his two works —
The End of Art* and Three Decades After The End
Of Art® — Danto analyzed the nature of the model
of creative process and the new art system, whose
genesis began in pop-art, and whose ontological
and epistemological features became distinct in
Minimalism and Conceptualism. In the process of
its development, the fundamental parameters of the
classical model were destroyed, among them — the
traditional mechanisms of succession that communi-
cate its established typological features from era to
era. Of course, Danto was not the only theoretician
to substantiate the thesis of the end of art. But his
system of arguments, built on parallels with Hegel's
theory, was the most philosophically impeccable.

In addition, and also thanks to the Hegelian logic
applied, Danto convincingly demonstrated that the
development of art within the classical paradigm

3 The feeling of the threshold nature of the development of culture at
this time is present in many philosophical concepts put forward by post-
structuralism. It suggested and theoretically substantiated the whole
chain of “deaths” — starting with the “death of the author” by Roland
Barthes — that metaphorically substantiated the idea that European
culture was experiencing the final stage of the process, which formed
those of its parameters that have become its essential characteristics.

4 Danto A.C. The End of Art // Death of Art, Art and Philosophy,
ed. Lang B.Vol. 2. New York: Haven, 1984. P. 5—35.

5 Danto A.C. Three decades after the End of Art // After the End
of Art: Contemporary Art and the Pale of History. Princeton University
Press, 1997. P. 21—40.
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CBOM pa3pbiB C €ro KNacCUYECKUM OMbITOM, CTPEMALLENCA SMUMUHUPO-
BaTb Ntobble NpuaHaku npeemcteeHHocTU. Ocobo paduKanbHOW B 3TOM
nnaHe, Kak M3BeCTHO, Obina no3uuna ¢yTyprama, a 3aTeM U Aafan3ma,
KOTOPbIM, NpaBaa, BeICTPOUN AnA ceba 6onee cneunpryecKyo «HULy»
nepBoOr GOPMbl KOHTPKYNLTYPbI.

Tem He MeHee, Tenepb 04EBUOHO, YTO 3aABNEHHAA aBaHrapAoM
OMMO3MLMA B OTHOLIEHWKW KNAacCHUYEeCKOro UCKYCCTBa, UMeeT AaneKo
He abcontoTHbIM xapakTep. OHa pa3BMBaeTCA BCE Ke B paMKax O4HOM
obLern napaamrMbl XyA0HReCTBEHHON KynbTypbl. M x0TA «B3pbIBHBIE
BOJIHbI» aBaHrapaa, Ux LenenonaraHue, pacluatanu ee yCTou, HO Kap-
AWHaNbHBIX NapagurManbHelx CABMIoB He npousolwno. Bonee Toro,
cenyac elle ABCTBEHHee NPOCTYNarT YepThl, CBUAETENLCTBYOWME
06 opveHTauumn popMasbHbIX MOMCKOB HEKOTOPLIX €ro HanpaBieHWH
Ha MCKYCCTBO MPOLUIOro.

RapavHanbHble M3MeHeHWA CTanu peanbHOCTLIO BO BTOPOM MOMNo-
BMHe XX BeKka. Ml Tenepb OHM yxe BbiNM CBA3aHbI HE C NEPECMOTPOM
HaHPOBbIX, BUAOBbIX, TEMaTUYECKN-CIOMKETHbIX FPaHuUL, BHYTPU CTPYK-
Typbl UCKyCCTBa, He ¢ rnybokon TpaHchopmaunen ero bopmManbHbIX
M TEXHUKO-TEXHOMOMMYECKMX aCMeKTOB — BCE 3TO aBaHrapj yxe pea-
NM30Ba, He Pa3pyLUMB OKOHYaTENIbHO 3N1EMEHTLI MPEeeMCTBEHHOCTH.
Ha HoBoM cTapgmu 6611 NnpobnemaTnanpoBaH 1 NOCTaBNEH NOA, COMHe-
HWe caM CMbIC/ CyLLeCTBOBaHUA BCEX TeX POPM U BUAOB UCKYC-

CTBa, KOTOPbIE COXPaHANW Aame OTAaNIeHHOe TUMONOrMYecKoe CXoa-
CTBO C Knaccuyeckumu. (D10, 0AHAKO, HE CHUMANIO OKOHYATENbHO

C NMOBECTKM AHA, a NEPEBOAUIIO B APYryO MNOCKOCTb BONPOC O Npeem-
CTBEHHOCTH, O YeM pedb NMOMAET HUKE).

ComHeHWe B LenecoobpasHOCTU COXPaHEHWUA KIIACCMYECKOTO
6bITUA UCKYCCTBA NPEeBPaTUIOCh B NPeAcKasaHWe ero cmepTtu. Tesnc
O CMepPTH UCKYCCTBa pPe3toMUpoBas B chepe XyA0MEeCTBEHHON KyNbTypbl
pAL OCHOBOMONArarLmMx GUI0COPCKUX U KYNbTYPOSIOrMHECKUX KOHLEMN-
LM, NOABMBLUKMXCA B arnoxy noctmoaepHa®. OaHUM M3 camblx aBTOpU-
TETHbIX UCCNeaoBaTenen, 060CHOBABLUKMX 3TY TOUYKY 3peHus 6bin ApTyp
HanTo. B aByx cBomx pabotax, «KoHeu nckycctBa»* v «Tpu gecatunetua
CMyCTA KOHLA UCKYCCTBa»®, MeXAy KOTOPbIMKW NPOJIEernio YyTe 6onblue
10 neT, [aHTO NnpoaHannanpoBan NpUpPOAYy HOBOM MOAENM TBOPHYECKOIO
npoLecca 1 ToW XyAOMeCTBEHHON CUCTEMBI, FEHE3UC KOTOPOM HavasncA
B Non-apTe, @ OHTONOrMYECKNE N FTHOCEOSIOMMYECKUE XapaKTEPUCTHUKHM
npvobpenn oT4eTNINBbIE O4EePTaHMUA B MUHUMANIM3ME W KOHLLENTyaln3me.
MmeHHO B pamKkax ee popmMMpoBaHMA NPOMU30LWNO paspyeHue dyHaa-
MeHTa/lbHbIX NapaMeTpoB KNaCCUYECKOM MOAENH, B TOM YMCTe TPaaum-
LMOHHbIX MEXaHM3MOB MPEEeMCTBEHHOCTH, TPAHCUPYIOLLMX ee YCTOAB-
LIMeCA TUNONOrMYeCcKMe YepThbl OT SMOXM K 3roxe.

HoHeuHo, [JaHTO 6bIN fanexko He eAMHCTBEHHBIM TEOPETUKOM,
060CHOBaBLUMM TE3MC O CMEPTH UCKyccTBa. Ho ero cuctema pokasa-
TeNbCTB, MOCTPOEHHAaA Ha napasnfenax c rerefeBcKoM, obnagana Hav-
6onee ¢punocodckn 6e3yKopu3HeHHbIM xapakTepom. bnarogapsa npu-
MEHEHHOM WM rereneBcKoM noruke, aHTo Hanbonee ybeantensbHo
NPOAEMOHCTPHUPOBASI, YTO Pa3BUTHUIO MCKYCCTBA B paMKax Klaccu-
4YeCKOM napagmrmel HACTYMNWI KOHeL, TOrAa, KOrAa OHO NMOCTaBWIIO
B dMNOCOPCKOM MnyiaHe BONPOC O CBOEM CYLWHOCTU U CBOEW NPUPOLE,
1 cTano GUNOCOPCKUMHU e CpeacTBaMM 3TOT BONPOC UCCnenoBaTb.

3 OulylieHne NOPOroBOro xapaKkTepa pasBUTUA KyNbTypbl B 3TO BPEMA HaNoNHAET MHOMMe ¢punocopcrme
KOHLLeNUMK, BbIABHHYTbIE MOCTCTPYKTYpaninamoM. OH BbICTPOUI 1 TEOPETUYECKM 060CHOBAN LiENyio LieMnb
«CMepTen», Ha4mMHaa co «cMepTn aBTopa» PonaHa Bapta, meTtadopuyecki o6pasHo 3apUKCHPOBaBLIMX NPEa-
CTaBfleHVe O TOM, 4TO eBPOMNENCHan Ky/bTypa NEepeKnBaeT 3aBepLIatoLLYyto, KOHEYHYIO CTaaMIo NPOLLECCOB,
CHOPMMPOBABLLMX MMEHHO Te ee NapamMeTpbl, KOTOPbIE CTaNM €€ CYLLIHOCTHOW CNELMPUKONM.

4 Danto A.C. The End of Art // Death of Art, Art and Philosophy, ed. Lang B.Vol. 2. New York: Haven,
1984. P. 5—35.

5 Danto A.C. Three decades after the End of Art // After the End of Art: Contemporary Art and the Pale
of History. Princeton University Press, 1997. P. 21—40.
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OTmeuy, uyTo npuopuTeT [JaHTo paccMaTpuBaeTca 34eCb HE C TOUKM
3peHnA 6eCCnopHOM MCTUHHOCTH ero Cy®AeHU — JanbHenwwee pas-
BUTHE COOLITUI CKOPPEKTUPOBaANIO 6ECKOMNPOMUCCHOCTb €ro No3u-
umnn. [la v cam y4yeHbIn NO3xe B U3BECTHOM CTENeHU ee NepecMoTper.
B KoHTeKcTe paccmaTpuBaemMon NpobneMaTukn BaKHbl MOEN, BbICKa-
3aHHble MMeHHOo B TekcTe 1984 roaa, oTpararoleM yMoOHacTpPOeHNA
nccnegosaTtenem 1 LEHHOCTHYHO CUCTEMY TEOPHUKU, OPUEHTUPOBAHHOM
Ha padnKanbHO HoBaTOPCKKE GOPMbl TBOPYECKOro MPoLecca U UCKYC-
cTBa B LUenomM. TekcT [laHTo noABMICA B MOMEHT, KOraa, nocne AByx
DEeCATUNETUN «MOTYaHUA», OOUH M3 CaMbIX MMaBHbIX AJ1A KNaCCUYECKOM
MOAENN KyNbTypbl BUAOB MCKYCCTBA — MMBOMNWUCb — BHOBb BbILLES

Ha Xy4OMECTBEHHYIO apeHy.

CnepnyeT nogYyepKHyTb, 4TO, MO CYTH, TE3UC O CMEPTHU UCKYCCTBA
BrnepBble B TEOPUM U 3CTETUKE 0603Ha4YMN NpobiemMy TOTanbHOro pas-
pbiBa TpaguLmMM B €ro passmMTiuK, NOMECTUB BOMPOC O NPEEeMCTBEHHO-
CTW B paspAg yTpaTusLumx cBoi cMbici. CBoe Haubonee ocTpoe 3BYy-
YaHWe OH 0bpen NPUMEHUTENIbHO K MUBOMWCU — €€ Bblpa3uTesbHbIe
cpeacTBa, TEXHUYECKUE BO3MOKHOCTH, CNOCOBHOCTL MOAENMPOoBaTh
CYWHOCTHO-6bITUMHbBIE M AK3UCTEHLMaNbHbIE acMeKTbl Kasanucb 6e3Ha-
LEHHO apxanyeckumu (nawe B ux 06HOBNEHHOM aBaHrapAoM COCTOA-
HUW), a ee afanTauma K HOBLIM YCIIOBUAM — MPUHLMMNUANBHO HEBOS-
MOMHOW. B crnagbiBatoweMcA HOBOW Napagurme MCKYCCTBa HUBOMUCH
OTBOAMIIOCH CYry60 MapruHanbHOe MecTo, B CTOPOHE OT MarncTpasib-
HbIX, 3HAYUMbIX NyTEN €ro pas3B1TUA. IHTepec K TeM UM MHBIM 3Moxam
M popmMam MCKycCTBa NMPOLUIOro CTan JIMYHbIM, YACTHLIM AENO0M KaM-
[0ro XyAOXHWKA, HE UMEIOLLMM HUKAKOrO 3HA4Y€HUA U HUKAKOoro BnAuMA-
HWA Ha Ty NepcneKTUBY GbITOBAHMA W GYHKLMOHUPOBAHWA UCKYCCTBA,
KOTOpble BOCMPUHUMANIMCb KaK “UCTUHHbIE» B OHTONOMMYECKOM, FHO-
CeosIorM4eCKoM, aKCHMONOrMyecKoM nnaHe. KoHeuHo, 3aecb BeCcbMa
BaKHbIM 0OCTOATENBLCTBOM ABMAETCA TO, YTO 3Ta paAMKanbHas Teope-
THU4YecKan nnatdopma Kacanacb TOMbKO HMBOMUCH, TOrAA Kak BONPOC
o bopmax AManora HOBbIX BULOB UCKYCCTBA, (OCHOBAHHLIX Ha HOBbIX
Meamra v HoBbIX GopMax TBOPYECKOro NPOLECCa) C XyA0MECTBEHHOM
KyNbTYPOKW NPOLUOro, U B TOM YUCNE — C MMBOMUCHLIO, COXPaHAN CBOKO
aKTyanbHoCTb. Ho, ¢ Apyron CTOpOHbI, MMEHHO B Cdepe HUBOMUCH
CKNaAblBaIMCb OCHOBHbIE TUMONOrMYeCcKMe 0COBEHHOCTHU HOBOEBPO-
MencKoro UcKkyccTea, 6osiee TOro — BeCbMa CyLLECTBEHHbIE MPU3HAKK
€BPOMNeNCKOM KynbTypbl B LenoM. BeiTecHeHMe #u1BOMMCH 3a npeaensbl
dyHOAaMeHTaNbHbIX MPOLLECCOB, GOPMUPYIOLWLMX HOBYIO XYA0MECTBEH-
HYIO, W, LUMpPE, HOBYIO KyNbTYPHYIO Nnapagurmy, o3Hadvano OeCTPyK-
LIMIO 3TUX NMPU3HAKOB, ABUKEHWE B CTOPOHY rnobanusaunn. O6 aTom
HaHTo nuwweT B acce, onybnukosaHHom B 1998 roay®. Hapany ¢ apry-
MeHTaLMeN HEM3BEKHOCTH yTpaThbl UBOMUCHIO €€ 3BPUCTUHECKOrO
noteHumMana, ee CnocobHOCTH OTKPbIBaTb HOBblE TOPUIOHTLI U BIN-
ATb Ha Apyrve BUAbl MCKYCCTBa, aBTOp NpoBoAnT AndbdepeHunaLmto
MeMay ABYMA TEOPETUYECKUMM KOHLENLUMUAMM — O CMEPTU UCKYC-
CTBa M O CMePTH KMBOMUCH’. YUeHbIN yTBEPHKAAET, YTO CMEPTb UCKYC-
CcTBa — 3TO NMepexoj, B HOBYO, «MOCTUCTOPUYECKYHO» CTaaMUI0 ero
CYyLLECTBOBaHMA, LEHTPUPOBAHHYIO Ha MCCNea0oBaHUN U AEMOHCTpa-
U1K ero noasHHoM drnocodcKom npupodsl. YTo KacaeTcA *H1BO-
nMcK, TO OHa nepexuna ase rnobanbHele MeTaMopdo3bl B CBOEN NCTO-
puu. lNMepBan B anoxy PeHeccaHca 1 Hosoro BpemeHun 6bina cBA3aHa
C OBnajeHWeM U COBEPLUEHCTBOBAHMEM MUMETUYECKUX M306pa3m-
TenbHbIX cpeacTs (NepcnexTUBLl, CBETOTEHU U T. 4.). BTopaa metamop-
¢$o3a npounsoluna B paMmKax MOAEPHM3Ma — HUBOMUCb aKTUBHO 3KC-
nepvMeHTHMpoBana ¢ MMMaHEHTHBIMWU BO3MOXHOCTAMU COOCTBEHHbIX

6 Danto A.C. The End of Art: A Philosophical Defense // History and Theory. 1998. Vol. 37. N2 4.
P. 127—143.

7 Ibid. P. 137-140.
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came to an end when art itself raised the question
of its essence and started investigating this ques-
tion philosophically. It has to be noted that Danto'’s
precedence is not considered here from the point
of view of the indisputable truth of his judgments —
the further development of events corrected the
uncompromising nature of his position. Moreover,
Danto himself revised it later to a certain extent.
But in the context of the problem considered here,
the most important ideas are those he expressed
in his 1984 text, which reflected the outlook and
value system of the theory oriented towards radi-
cally innovative forms of creative process and art in
general. At the same time, Danto’s text appears at
the moment when, after two decades of “silence;’
one of the main art forms within the classical model
of culture — painting — had entered the art scene
anew. It is necessary to emphasize that in fact,

the appearance of this thesis of the end of art in
theory and aesthetics posed the problem of a total
break of tradition in art's development by making
the question of continuity irrelevant. The strongest
implications of this were in relation to painting: its
expressive means, technical capabilities and ability
to shape existential aspects seemed hopelessly
outdated (even in their updated avant-garde ver-
sion), and its adaptation to new conditions seemed
fundamentally impossible.

Within the new emerging paradigm, a purely
marginal place was assigned to painting, which
operated aside from the main, significant path of art
development. An interest in various eras and forms
of art of the past became only the private concern
of an artist and had no significance or influence
on the existence and functioning of art, which was
perceived as “true” from ontological, epistemologi-
cal and axiological perspectives. Of course, it is very
important to note here that this radical theoretical
platform again concerned only painting, while the
question about the forms of dialogue of new types
of art, based on new media and new forms of crea-
tive process, with the artistic culture of the past
retained its relevance

But on the other hand, it was in the sphere of
painting that the main typological features of new
European art developed, becoming the synonym
for European art as such, and a quite significant
characteristic of European culture in general. The
exclusion of painting from the fundamental process-
es that formed a new artistic and, more broadly, new
cultural paradigm meant the destruction of these
features and orientation towards globalization. This
is what Danto writes about in his essay published in
1998.% Along with the argument about the inevitable
loss of the heuristic potential of painting and of its
ability to open new horizons for other types of art,
the author differentiates between two theoretical
concepts — the end of art and the end of paint-
ing.” He claims that the end of art is the transition
to a new, “post-historical” stage of its existence,
centered on the study and demonstration of its true
philosophical nature.

6 Danto A.C. The End of Art: A Philosophical Defense // History and
Theory. 1998. Vol. 37. N2 4. P. 127—143.

7 Ibid. P. 137—140.
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As for painting, it experienced two global
metamorphoses along its path: the first one that
occurred during the Renaissance, was associated
with the mastery and perfection of mimetic pictorial
means (perspective, chiaroscuro, etc.). The second
metamorphosis took place within the framework of
Modernism: painting actively experimented with the
intrinsic possibilities of its own technical means,
eliminating the functions not inherent in them — even
down to the conveying of meaning. But upon enter-
ing the post-historical stage, painting exhausted its
potential for a new change of course in its being.

As was noted above, the time of the publica-
tion of Danto's article (1984) paradoxically coin-
cided with the “return” of painting to the artistic
scene of Europe and America. Danto reveals the
most significant form of this revival — Neo-Expres-
sionism — in his slightly later work of 1987.8 And
he sees it in an extremely negative way, claiming
that Neo-Expressionism has a conformist nature
and focuses primarily on meeting market needs. For
this reason, Danto considers Neo-Expressionism as
a phenomenon that lies outside any historical pro-
cess, does not have a “true” essence, and accord-
ing to its ontological features remains a simulacrum
in a Baudrillardian sense. However, this simulacrum
succeeds in commercially demonstrating its (quasi)
authenticity. Danto contrasts it with cinema and
video, which endow art with incredible freedom.

By the time this article was written, Neo-Ex-
pressionism had already left the German-speaking
cultural field, where it originated, and gained wide
recognition in Europe and America. One of the
landmarks of this process was, firstly, the famous
exhibition, organized by Norman Rosenthal at the
Royal Academy of Arts in London in 1981, titled
A New Spirit in Painting. It showed paintings by
virtually all the leading German neo-expressionists,
along with works by Picasso, Matisse and other
modernist masters, which at that time had gained
the status of true classics. Secondly, the Whitney
Museum's Biennial of American Art in the same
year of 1981 displayed paintings by American
masters involved in this movement and, first and
foremost, works by Julian Schnabel. From that mo-
ment until now, Neo-expressionism has not lost its
relevance and attractiveness in the eyes of artists,
helping to strengthen the positions of visual arts
of “classical” parameters within the framework of
contemporary art process — to a greater extent
than any other of “revived” painting movement. In
this regard, we can point out the significance of
the exhibition activity of its two leading masters —
Anselm Kiefer and Georg Baselitz.

In the late 1970s — early 80s, Neo-Expres-
sionism, with its revival of many qualities typical for
visual arts of the past, was by no means a unique
phenomenon. Along with it, many other movements
emerged that appropriated elements of the most
diverse styles in painting belonging to periods of art
history spanning a broad stretch of time. And since
their formation was undoubtedly facilitated by this
dialogue with and appropriations from art of the

8 Danto A. C. Approaching the End of Art // The State of the Art.
Prentice Hall Press, 1987. P. 202—220.
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TEXHWUYECKUX CPEACTB, OYMLLAA MX OT PYHKLMM UM HE CBOMCTBEHHbIX —
BNJOTb A0 TPAHCNALMK CMbICNIOB. HO K «mOCTUCTOpPUYECKOM» CTaann
MMBOMWUCHb MPULLNA, UCHEpPraB CBOW NOTEHLMaNbHbIE BO3MOXKHOCTH
AJ1A HOBOrO NMOBOPOTa B CBOEM CYLLECTBOBAHMWMU.

Bhilwe yxe 66110 0oTMEYeHO, 4TO BpeMa nybnuvkaumm ctatem [JaHTo
(1984) napagoKcasnbHO COBMNano ¢ «BO3BpaLleHUeM» HUBOMUCH
B XyOOXECTBEHHYO #M3Hb EBponbl 1 AMepuku. [laHTo BeiIABNAET Hau-
6onee 3HaunTeNbHYtO GOpPMY 3TOro revival — HEOSIKCNPECCHUOHU3M —
B 4yTb 6onee nosgHen cBoen pabote 1987 ropad. M naet emy pesko
OTpULLATENbHYIO OLLEHKY, YTBEPHKAAA, YTO Y HEOIKCNPECCHUOHU3Ma
KOHPOPMMCTCKaA NPUPOAA M HaNpPaBIEHHOCTb, B NEPBY 04Yepelb,
Ha ynoBneTBopeHWe TpeboBaHWM peiHKa. B cuny atoro, Heoakcnpec-
CMOHW3M BUOMTCA YHEHOMY KaK ABMeHWe, HaxoAAWEeecA BHe BCAKOIO
MCTOPUYECKOro npoLiecca, He obnaparollee «MNoAMHHOM» CYLLHOCTbIO,
ocTaroLLeecs N0 CBOMM OHTONOMMYECKUM XapaKTepUCTUKaM CUMYNA-
KpPOM B 604pHHAPOBCKOM cMbicrie. OaHaKO 3TO CUMYNAKP, KOTOPOMY
yAaeTcA ycnewHo n ybeantenbHo, Npexae BCEro B KOMMEPYECKOM
nnaHe, AEMOHCTPUPOBaTh (KBasu) NOANMHHOCTL CBOEro CyLeCTBOBa-
Hua. Emy laHTo npoTnBOnocTaBnAeT KMHematorpad v BuOeo-apT, Aako-
WwMe «<HeMMOBEpPHYO CBOOOAY MCKYCCTBY».

Ko BpemeHM HanMcaHuA 9TOM cTaTbl HEO3KCMPECCUOHU3M
AEWCTBUTENBbHO BbILeN 3a Npeaesbl HEMELKOA3bIYHOIrO KynbTyp-
HOro apeana, B KOTOPOM OH BO3HMK, W MOSYy4YMN LULMPOKOE NPU3HaHWe
B EBpone 1 Amepuke. Ha aTom nyTM MOXHO OTMETUTb HECKOJIbKO BEX.
Bo-nepBbix — 3HameHUTYO BbICTaBKY, ycTpoeHHyto Hopmanom PoseH-
Tanem B JloHooHckon Hoponesckon akagemmun xyaoxects B 1981 roay
nop HaseaHMem «HoBbIM Ayx B wMBONMCK». Ha HeW akcnoHMpoBanuch
MONOTHA NPaKTUYECKU BCEX BEAYLUMX HEMELIKMX HEOIKCNPECCHUOHU-
CTOB, HapAgy ¢ KapTuHamu lNMrnkacco, MaTucca n gpyrux mactepos
aBaHrappa/monepHU3ma, NonyvymBLUMX K TOMY BPEMEHM CTaTyC KNaccu-
KoB. Bo-BTOpbIX, Ha GueHHane Toro e 1981 ropa B Mysee amepukaH-
CKOro MCKyccTBa YUTHM Obinv NpeacTaBneHbl KapTUHbI aMePHUKaHCKNUX
MacTepOoB, BOB/IEYEHHbIX B 9TO HanpaeneHWe, B NepByto o4epesb, Npo-
nssenenHua xynuana LLiHa6ena. C aToro MomeHTa 1 A0 HacToALLEro
BPEMEHW HEO3KCMNPECCUOHMU3M He TePAET CBOEM akTyallbHOCTH U Mpu-
BNEKaTeNbHOCTHU B rna3ax XyA0KHUKOB, CMOCOBOCTBYA YyKPENIeHUIo
NO3M1LMIM M306pa3MTENBHOIO MCKYCCTBA «KTIACCUYECKMUX» NapaMeTpoB
B paMKax aKTyaslbHOro XyA0MeCTBEHHOro npouecca B 60nbLen cTe-
neHu, yem Ntoboe Apyroe HanpaBieHHe «BOCKPECLLIEN» HUBOMNUCH. YKa-
MeM B STOM CBA3M Ha 3HaYeHWEe aKTUBHOWM BbICTABOYHOM OEATENbHOCTH
ABYX BeAyLMX MITPOB HeOdKcnpeccuoHmnama — AHcenbma Rudepa
n leopra Basenutua.

B nosaHue 1970-e 1 B 1980-e roabl HEO3KCNPECCUOHU3M OTHIOAb
He 6blN YHUKanbHbIM peHOMEHOM, B popMax KOTOPOro BO3POAHIIUCH
MHOIrMe TUMUYHbIE YepTbl M306pPa3nUTeNbHOr0 MCKYCCTBA NPOLLMIOro.
HapAany ¢ HUM obpenn Hn3Hb MHOTrMe ApYyrue HanpasieHWA, NPUCBOWB-
wue cebe anemMeHTbl CaMblX Pa3HbIX MMBOMMUCHBLIX MaHepP CaMoro LMpo-
KOro BPEMEHHOro auvanasoHa MCTOPUKM UCKyccTBa. M NOCKONbRY 1x cTa-
HOBMIeHWt0, 6€3 COMHEHMA, CNOCOBCTBOBANIM MMEHHO 3TOT Anasnor
M 3aMMCTBOBaHMWA U3 XYAOKECTBEHHbIX KyNbTyp NpoLuioro, npobnema
Hacnepua U cnocoboB ero MHTerpaumm B TEXHUKO-TEXHOMOMMYECKYHO
TKaHb COBPEMEHHOIro NMPOoM3BEeAEHUA UCKYCCTBa BHOBb Nprobpena aKTy-
anbHOCTb U oCcTpoTy. Hapo cpasy oTMeTHTb, 4TO eanMHO0Bpa3unA B aTUX
npoLieccax, TaKkike, Kak U onpeaeneHHbX 3aKOHOMEPHOCTEN, KOTOPbLIM Obl
OHW MOJYMHANMCDH, BbIABMTL He yaaeTcA U cenvac. Bnpoyewm, otcyTcTBHE
eOnHoo6pasnA M ecTb Ta HOBaA 3aKOHOMEPHOCTb, KOTOpPOK Ha 6onee
pPaHHWX CTadMAX Pa3BUTUA MCKYCCTBA, BCEraa OPUEHTUPOBAHHbIX HA KOH-
KpeTHble 06pasLbl, BOBCE He ObIno.

8 Danto A.C. Approaching the End of Art // The State of the Art. Prentice Hall Press, 1987. P. 202—220.
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CnoxuBLIAACA CUTyaLMA MMeeT MO3auyHbIM XapaKTep W MomnbITKa
ee aHaMTUYECKOM cUcTeMaTU3aL MK J0CTaToO4HO BbICTPO NpeBpaLla-
eTCA B NPOCTOE NepeyncneHmne anox 1 UMeH XyAOKHMKOB, K KOTOPbIM
obpallaloTcaA CoBpeMeHHble MacTepa, U K OMMCaHUIo NPUEMOB, KOTO-
pble OHW NpK 3TOM NprMeHsatT. OYeBUAHO, YTO W LiefienonaraHne y Hux
ToXe pasHoe. Tak, onpeaeneHHoe BpeMA AOMUHMPYIOLLAA pofb OCTa-
Banacbk 3a NOCTMOAEPHUCTCKUM «LIUTAaTHUHECTBOM», «MacTULLEM», pea-
NU3YIOLWMKU UTPOBOW MPUHLMMN NOCTMOAEPHM3MA B O4Y€EHb LUIMPOKOM
MCTOPUYECKOM M CTUIIMCTUHECKOM AnanasoHe 3aMMCTBOBaHWN. Bbias-
NeHWe 3TOro MPUHLMNA KaK MexaHW3ma, OpraHu3yoLWwero TBOPYECKUH
NnpoLecc, Aano, Kak U3BECTHO, OCHOBaHWE UTaIbAHCKOMY Xy[0KeCTBEH-
HOMY KpuTUKRY Akunne Bonuto OnuBa NPUMEHUTL TEPMUH «TpaHCcaBaH-
rapg» K rpynne xy4oXHWUKOB, KOTOPbIX HA TUMONOrMYECKOM YPOBHE 06b-
€0MHANO NPUMEHEHME 3TOr0 MexaHW3ma, NP OTCYTCTBWUM, OAHaKO, TOrO,
4TO MOXHO 6bIN0 Obl ONPeAennTb Kak «CTUIIMCTUYECKOEe» CXOACTBO.
Bnpouewm, 3a4acTyto «CTUNMCTUHECKOE» EAMHCTBO MOXET OTCYTCTBOBaTb
[ame B paMKax TBOpYeCTBa OAHOI0O XyAOKHMKA.

MHTepec K NpoLunoMy TBOPYECKOMY OMbITY Y pAda HanpasieHWUH
W rpynn, NOABMBLUKMXCA B NocneaHue aecatunetna XX BeKa, npeacTaBu-
TeNM KOTopbIX paboTatoT 1 B HacToALLee BpeMs, Obin HanpasfeH To K reo-
MeTpHUYeCKoM abCTpaKkLmMK, TO K pasHbiM GopmaM abCTPaKTHOro aKCnpec-
CMOHW3Ma, TO K OTKPBLITMAM TOIO MM MHOMO KPYMHOro MacTepa anoxu
aBaHrapga. [lomxany#, B kayecTBe camblx 06X OO LEAUHAIOLWMX YepT
MOMHO ObIno 6bl yKadaTb, BO-NEpPBbIX, Ha TArOTEHWE K GUIrypaTUBHOCTH,
coepuHAoLWEeN abCTPaKTHOE HUBOMUCHOE MbILUNEHWE C M306pameHnem
HaTypHbIX $OpPM pa3HOW CTEMEHM YCIIOBHOCTH, CTUM3aLIMK U aedop-
mMauum. lNMpakTuKa, KOHEeYHO, He HoBaA, NPUMEHEHHanA eLle MmacTepamm
rpynnel HobpA B nanekne 1940-e roabl, HO OKa3aBLIAACA BMNONHe a¢deK-
TWUBHOM AJ1A apaanTaumm TOro, YTO MOXHO YCIOBHO Ha3BaTb KIIAaCCHYECKOM
MMBOMWCHOM TEXHUKOM K aKkTyallbHOMY MCKYCCTBY.

Bo-BTOpbIX, 4OCTAaTO4YHO O4EBUAHO NPOABAAETCA elle ofHa obuian
TEHAEHUMA — Yalle BCero MMmeeT MecTo obpallieHne K popmanbHOMY
onbITy U 06pasHomy 6oratcTBy aBaHrapaa/paHHero MogepH1M3Ma, OKOH-
YyaTenbHO 06peTLINX OpPeon KNaccuku M obpasua. Ho, KoHeyHo, cam
npouecc crnefoBaHWA 06pasuy Pe3Ko M3MEHWT CBOW XxapaKTep, cTaB
6oraye B nnaHe BbICTPaMBaHWA HOBbIX, HECTAHAAPTHbLIX CMbICIIOBbIX
CEMaHTUYECKMX CBA3EM, U HAMHOIO C/TIOMHEE C TOYKKW 3PEHWUA NpUMe-
HAeMbIx dopManbHbIX NpreMoB. Bnarogapa 0CBOEHMIO W MPENOMIIEHHIO
B Xy[LOMECTBEHHOM NPaKTHUKE ONbITa HOBbLIX MeAMa U MPUHLMNUANBHO
MHBIX pOPM TBOPUYECKOro npouecca, noasuslimxcAa B 60-e — 70-e ropbl,
y aBTOPOB NnofABuNnack rnybokana BHyTPEHHAA PACKOBaHHOCTb.

BosBpalueHue x1BonucK n3 Toro HebbITUA, Kyaa NnomecTuna ee
NOCTMOAEPHUCTCKAA TeOpUA, BbICTPOMBLUAA COBCTBEHHYHO MOAENb
MCKYCCTBa, NOAENUB XyAOKECTBEHHbIE NMPAKTUKK Ha aKTyanbHble
M «apXxanyecKue» U MeCTKO MPOTUBOMOCTaBUB WX APYyr ApPYry, cTano
baKToOpOM, UrpatoLLMM 3aMETHYIO POJib B XyAOMECTBEHHOM HU3HU YKe
¢ 1980-x ropos. U B aTnx pamKax guanor ¢ Hacneguem npuobpen,

KaK rOBOPMIIOCH Bhille, 0COH60 MHTEHCUBHBIM XapakTep. DTo nocny-
MMNO OCHOBaHWEM [J1A1 OCTOPOMKHOIO ONTMMM3MAa, NPOABMBLLErocA

3a nocnegHee BpeMsA, N0 NOBOAY NOAJIMHHOCTH «BOCKPELLEHWA» HUBO-
nucu. MacwrabHoM aeMoHCTpaunen HaMeTUBLLMXCA COBMIOB cTana
OYeHb MHTepecHas BbiCTaBKa «HMBOMWCL NOCIE NOCTMOAEPHU3MA:
Benbrua — CLUA», npowepawasn B 2016 rogy B bptoccene. AsTo-

pPOM MpoeKTa 1 KypaTopoMm BeicTynuna bapbapa Poys, nonaraswas,

4TO TE3UC O CMEPTH KMBOMUCH NpemxaespemeHeH. EX yoanock n Bu3y-
anbHO, M B TEOPETMYECKOM MNiiaHe 060CHOBaTb HOBbIE MNO3MLMK HUBO-
MMUCK. DTOT ONbIT TeM 6onee 3HaUYMTENIEH U UHTEPECEH, YTO B pe3ynbTaTte
He TonbKo ObiN NpoaHanM3npoBaH caMm GeHOMEH, HO U chOopMynmMpo-
BaHa npobnema BbIABMEHWA Pa3NniMi Mexay aMepUKaHCKUMU U eBpO-
NENCKUMU XYO0KHUKAMU B OCBOEHMM HUBOMUCHOIO Hacneaua, yToYHeHa
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past, the problem of continuity and ways of weav-
ing heritage into the technical and technological
fabric of contemporary artwork once again became
relevant and pressing. It is necessary to note that
there is no uniformity in these processes, as well as
no rules which they might obey, yet nevertheless,
this lack of uniformity is the new rule, which did not
exist at earlier stages, that were always focused on
specific examples.

The situation that occurred is a sort of mosaic,
and an attempt at analytical systematization quickly
transforms into a simple enumeration of eras and
names of artists whom contemporary masters ad-
dress, and a description of techniques they apply.
Obviously, their goal setting is also different. For
example, for a certain time, the dominant role was
played by postmodernist pastiche, that realized
the game principle of postmodernism in a very
wide historical and stylistic range of imitations. The
identification of this principle as a mechanism that
organizes the creative process allowed the ltal-
ian art critic Achille Bonito Oliva to apply the term
“transavantgarde” to a group of artists, who at the
typological level were united by the application of
this principle, although this was in the absence
of what could be defined as “stylistic” similarity.
However, “stylistic” unity may be absent even within
work of a single artist.

A number of groups and movements that
emerged in the last decades of the 20th century
and whose representatives are still active today had
an interest in the past creative experience — from
geometrical abstraction to various forms of abstract
expressionism, and to the discoveries of certain great
avant-garde artists. Perhaps, among the common
features we could indicate, firstly, a leaning toward
figurativism, linking abstraction with the depiction of
natural forms of varying degrees of conventionality,
stylization and deformation. This practice is certainly
not new — the artists of the CoBrA group employed
it in the distant 40s — but it turned out to be quite
efficient for adapting what can be conditionally called
“the classical painting technique” to contemporary art.

Secondly, one more common trend is quite
evident — an appeal to the forms and images of
avant-garde/early Modernism work, that finally
acquired the halo of a classical example — an ap-
proach that happens more frequently. But of course
the very process of entering into a dialogue with an
example dramatically changed its character, which
became richer, in terms of building new uncon-
ventional semantic links, and became much more
complex in terms of the formal methods used. In this
regard, a deep inner looseness is evident, which
came thanks to the use of new media and funda-
mentally different forms of creativity that appeared
in the 1960s — 70s.

Postmodern theory developed its own model
of art, dividing art practices into actual and “archaic”
and opposing them to each other. The return of
painting from the non-existence, prescribed to it by
postmodern theory, became a factor that has played
a significant role in the artistic life from the 80s to
the present. Within this framework, a dialogue with
painting’s heritage acquired a particularly intense
character, as mentioned above. This served the
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basis for cautious optimism about the authentic-

ity of the “revival” of painting that has manifested
itself recently. A large-scale demonstration of these
emerging shifts was the exhibition Painting After
Postmodernism: Belgium — USA, which took place
in 2016 in Brussels. Its curator was Barbara Rose,
who believed that the thesis of the end of painting is
premature. She managed to justify the new posi-
tions of painting both visually and theoretically. This
experience is all the more significant and interesting
in that it not only analyzed the phenomenon itself,
but also posed the problem of identifying possible
differences between American and European artists
in mastering the painting of the past. Thus, it clarified
problems related to cultural self-identification on the
one hand, and cross-cultural dialogue on the other.

In the introductory article for the catalogue,®
Rose looks intently at the development of the tradi-
tion of painting in Europe and America, at the priori-
ties set in both cases, including those regarding
heritage, and at the role of two art critics consid-
ered to be the most reputable in their countries —
Clement Greenberg and Jan Hoet, who influenced
the art scene and its metamorphosis. In discussing
the role of continuity, the author emphasizes that
Belgian artists, who preserved interest in this type
of fine arts, are heirs of one of the greatest Euro-
pean painting traditions.

Against this background, it is necessary to
return to Neo-Expressionism, since from the point
of view of its development from the turn of the
70s — 80s to the present day, and also in terms
of dialogue with the classical art, it finds itself in
a special situation. It turned out to be the only
group on the art scene of the last decades of the
20th — early 21st century which managed to de-
velop a sufficiently solid and stable artistic platform
capable of internal development. This is not about
unity in terms of manifestos and other theoretical
statements, but about the similarity of impulses that
feed the pictorial language, with which artists speak
about themes relevant to them. These impulses are
largely retrospective and set up the vectors of dia-
logue primarily with the classical avant-garde move-
ment German Expressionism.'® The artists working
in this area do not constitute a unified circle; they
never aspired to achieve common artistic strate-
gies and to sacrifice their individuality for their sake.
This refusal is symptomatic of its time, in contrast
to the “era of manifestos” of the avant-garde, which
required collective values and collective actions in
their defense. Nevertheless, when it comes to Neo-
Expressionism, the unity that is covertly perceived
at intentional level is born precisely of the basis of
the artistic system of expressionism, sought after by
the artists in one way or another. In the context of
the topic discussed, it is important to emphasize the
“dialogical” nature of artistic search, which address-

9 Rose B. Painting After Postmodernism: Belgium — USA. Lannoo
Publishers, 2016.

10 In this regard, it should be noted that another established name
for this movement — Neue Wilde, referring to Fauvism — sounds
inaccurate in some cases. It happens every time an artist addresses
the themes of tragedy and existentialism that break the boundaries
of play with form, of pure experiment with suggestive possibilities of
pictorial elements.
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npobnemaTtuKa, CBA3aHHAA, C OAHOM CTOPOHBI, C BOMPOCaMW KynbTyp-
HOW camouAeHTUPHKaALIMK, C APYrOM — KPOCC-KyNbTYpPHOro Auanora.

B BBOAHOM KaTanoxHom ctatee® B. Poys paccmaTpuBaeT pas-
BMTHE MMBOMUCHOM Tpaauumm B EBpone 1 AMepuKe, pacctaBneHHble
Tam 1 34eCb NMPUOPUTETLI, B TOM YACIE B OTHOLIEHWW HACNeausA, posb
ABYX, KaK OHa onpepenaeT, CaMblX aBTOPUTETHbLIX B CBOMX CTpaHax Xyao-
MeCTBEHHbIX KpUTUKOB — HnumeHTta MpuHbepra n AHa XyTa, okasasLimx
B/IMAHWE Ha peanbHYI0 MM3Hb XyO0HECTBEHHOW KyNbTyphl M ee MeTa-
Mopdo3bl. Paccy#aan o ponn NnpeemMcTBEHHOCTH, aBTOPY BaXHO MOA,-
YepPKHYTb, 4TO 6eNbrMUCKME XYO0KHUKKU, COXPaHMUBLLME MHTEPEC K ITOMY
BMAY M306pa3nTeNbHOro UCKYCCTBA, ABMNAIOTCA HaCNeAHUKaMM OOHOM
M3 BeNIMYaNLLMX €BPOMENCKUX MUBOMUCHBIX TPAAULIUN.

C y4eToM BbILIECKA3aHHOMO, BEPHEMCSA K HEOIKCMPECCUOHU3MY,
MOCKOJbKY C TOYKW 3pPEHMA CBOEro pas3BUTUA OT pybexa 1970-x —
1980-x oo HawKx AHEMN, a TaKKe B NnaHe guanora ¢ KnacCHUYeCKUM
MCKYCCTBOM, OH HaxoauTcA B ocobon cuTyaumnn. OH okasancsa eguH-
CTBEHHOW rpynnMPOBKOM B UCKYCCTBE NOCNEAHUX AeCATUNeT XX —
Hauana XXI| BekoB, KOTOPOM yAanoCk BbICTPOUTbL A0CTATOYHO LiefbHYHO
M YCTOMYMBYIO XYO,0KECTBEHHYO NnaTtpopmy, CMOCOOHY K BHYTPEH-
HeMy pa3BuTHio. Peyb naet He o eanHCcTBE Ha ypoBHE MaHWdeCTOB
WM MHOTO POAA TEOPETUYECKHUX U3BABEHUN, & O CXOACTBE UMMYNb-
COB, MUTAOLWMX TOT HUBOMUCHbBIN A3bIK, HA KOTOPOM XYAOMHWKM NOBECT-
BYIOT O 3HAYMMBbIX OJ1A HUX TEMaxX. DT UMMYNbChl B 3HAYMTENIbHOM CTe-
MEHW UMEIOT PETPOCNEKTUBHBIN XapaKTep W BbICTPanBatOT BEKTOPHI
Ananora, Npexae BCero, C TakMM KNacCUYECKMM HanpasieHUeM aBaH-
rapfa Kak HeMeLKUI aKCnpeccHUoHn3m'. Xyoo®KHMKK 3TOro Hanpas-
NEeHWA He COCTaBNAT MOHOMMTHOIO Kpyra afenToB, OHW HUKOrAa
He CTPEMUNUCh K €AMHCTBY XyAOKECTBEHHbIX CTpaTerum, pagu Koto-
pOro CTOMIIO ¥epTBOBaTb CBOeM MHAMBUAYyanbHocThlo. OTKas oT Bcero
9TOro ABNAETCA CUMNTOMATUYHOM OCOBEHHOCTBLIO MX BPEMEHH, B OT/IN-
4yMe OT «3anoxu MaHudecToB» aBaHrapaa, Tpebytowen popmrpoBaHmaA
KOMINEKTMUBHBIX LLEHHOCTEMN M KONNTEKTUBHBIX AENCTBUIM B UX OTCTamBa-
HWK. Tem He MeHee, KOoraa peyb MAET O HEOIKCNPECCUOHMU3ME, NOA-
CMNyAHO OlUyLlaeMoe Ha MHTEHLIMOHANIbHOM YPOBHE €4MHCTBO pPOoXAa-
€TCA MMEHHO Ha OCHOBE Xy[,0XEeCTBEHHOM CMCTEMbl SKCMPECCUOHM3MA,
B TOW UMK MHOW CTENEHW, TaK UK MHave, BOCTPeOOBaHHOM XyAOMHMU-
Kamu. B KOHTeKCTe paccmaTprBaeMon TeMbl BaHO NOAYEPKHYTb «aAua-
NOTMYHBIM», 0BpaLLeHHbIM K HAaceAM o, XapaKkTep NOUCKOB, AEMOH-
CTPUpPYIOLWMIM ero noteHuMan. B cBA3KM ¢ 9TMM KNtoYeBbIM CTaHOBUTCA
BOMPOC O Tex crneumMdrUYecKnX KayecTBax, KoTopble NpesonpeaenaoT
BOCTPeBOBaHHOCTb 3KCNPECCUOHUCTUHECKON HMMBOMUCHO-BbIPa3M-
TenbHoM cuctembl. OueBMOHO, peyb MAET O CMOCOBGHOCTH HUBOMMUC-
HbIX 9N1EMEHTOB K CYrreCTMBHOMY BO3AENCTBUIO Ha MCUX03MOLMOHab-
Hyto chepy 3pUTENbCKOro BOCMPUATHA, O KoTopown rosopun ewe lNMonb
loreH, paspabaTbiBas B KOHTEKCTE CUMBOJIM3Ma pOpManbHble MPUEMBI
ee aKkTuBM3aumun. BocnpuHas KoHuenuuto loreHa, aKCNpecCUOHUCThI
nownu panswe. Ecnn ¢ppaHLy3ckui macTep Aenan akueHT Ha Bblpa-
3UTENBHYH CUITY YACTBIX, APKWUX LIBETOBbIX NATEH, KOHTPACTHO COeAM-
HEHHBIX MeXAay cobom, TO ero Mnaglne HemMeLlK1e Komnneru «oTKpbIn»
HMBOMWUCHYIO MOBEPXHOCTb HaBCTPEYY 3pUTENIO, NPUAANTU UHTEHCHB-
HOCTb ee «penbedy», NPeBpPaTUIM NPUHLMM KOHTPACTHOIO COEAMHEHUA
LLBETOB B AIMCCOHMPYIOLLME, aHTarOHUCTUHECKME COYETaHMA, a KOPMYCHO
HaNOXeHHblE, 4YaCTO MOYTHU XaOTUYHbIE MAa3KKM — B CHUJIbHEMLLWIM paKkTop
BO34ENCTBMA Ha 3pUTens.

9 Rose B. Painting After Postmodernism: Belgium — USA. Lannoo Publishers, 2016.

10 B 2TOM CBA3M CTOUT 3aMETUTb, YTO €LLe OAHO ycTonABLIeeca HasBaHWe 3TOro HanpasieHnA, — «HOBbIE
ANKKe», oTCblnaruiee K ¢OBVI3M\/, B pAae cny4aeB 3BY4YUT HETOYHO — 3TO NMPOUCXOAUT Kamabln pas, korga
XYOOHHUK o6pau_taeT(:ﬂ K TéMam Tparn4ecKoro, 3K3NCTeHUMaNIbHOrO 3By4aH1A, B3laMblBatoLLEero npeaesnb
¢IOPMaﬂbHOI;I Mrpbl, Y1CTOTO IKCNEPUMEHTA C CYrreCTUBHBIMWU BOSMOKHOCTAMMU HMBOMUCHbBIX 3N1EMEHTOB.
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HeoskcnpeccroHncTbl ry6oKo yCBOWAKM 3TH ypoKKu. Ho He TonbKo.
OHu pownu fo npegena B pasBUTUKM 3TUX PETPOCMEKTUBHBIX 3/1e-
MEHTOB B CTPYKTYpe XyAOXECTBEHHOro A3blKa, COEAMHUB MUX C NpUe-
MaMM, POAMBLLUMMUCA B Bonee NO3AHUX XyAOHKECTBEHHbIX CUCTEMAX —
abCTPaKTHOrO 9KCMNPECCUOHU3MA, “UBOMUCHU AENCTBUA», MHCTANIALUM,
peav-menga. TeXHUKO-TEXHONOMMYECKaA CTOPOHA HMBOMKUCH Bbina
padvKanbHO NepeocMbICieHa B HanpaB/ieHNKW yCcuneHma obLero
6pyTanbHO-arpecCMBHOIO BO3AENCTBUA Ha BM3yaribHOE BOCMNPUA-

TMe; MaTepuanbHble, GU3UYECKUE KAYECTBA HUBOMMUCHOM NOBEPXHO-
CTW 06penn cnocobHOCTb MaKCUMabHO aKTUBU3UPOBATb TaKTUITbHbIE
oLyLLleHWA 3puTena. TexHUKa MacnAHOM HMBOMUCHK MO XONCTYy co4yeTa-
nacb C camblMM pasHbIMKW MaTepuanamu, Kotopsle ewe [xexcoH lMon-
NOK MHTErPUPOBa B HUBOMUCHYO cucTemy. O4eBMAHO, YTO B MOMCKaXx
nyTew «arpeccMBHOIo yaapa» no 3p1TeNibCKOMY BOCMNPHUATHUIO, CBOEO6-
pa3HOro «MHTErpupoBaHUsA» 3pUTENA B NPOCTPAHCTBO NPOM3BEeAEHUA,
XYAOMHMKM 3HAYMTENbHO pacLUMpUIn Kpyr BocTpeboBaHHbIX 0bpas-
uoB. Ho BeKTOp NOMCKOB OKasancA HanpasfieHHbIM He Bry6b ncTopmm
MCKYCCTBa, a HanpoTUB — B COBPEMEHHOCTb. DTO 6bII0 06YCNOBNEHO
TEM, YTO MMEHHO COBPEMEHHbIE XyAOKECTBEHHbIE NMPAKTUKU Kapau-
HanbHO TPaHCPOPMHMPOBaNIM MOAENb BOCNPUATUA NPOU3BEAEHHUA: CyOb-
€KTHO-0OBLEKTHbIE OTHOLLEHWA MEXAY KapTUHOM 1 ee 3pUTeneM, TUNo-
NOrnyecku onpepenatolime obLeHne C KNacCUYeCKUM MCKYCCTBOM,
OKasanuch paspyLlleHHbIMK, a 3pUTeNb — BOBJIEYEHHBIM HE TOMbKO

B MPOCTPaHCTBO NPOU3BEAEHMA, HO U B CaM XyL,0HECTBEHHbIW NPOLLECC,
OTKPbIBaOLLMIM CBOIO MaTepuanbHyto, puanydeckyto npupoay. B ceaam
C 9TUM xoTenock 6bl yKasaTb Ha 0COHBEHHOCTM TBOPYECKOro npouecca
XYAOMHMKA, aKTMBHO y4aCTBYIOLLEro B BO3POXAEHUMU U OBHOBNEHWUH
HMBOMMUCHBbIX NpakTMK B 1980-e — 2000-e roabl, — aMepMUKaHCKOro
mactepa CtuseHa NappuHo. OH peanunayeT B KpalHeln cTeneHu ByK-
Ba/IbHO MOHATYIO AECTPYKLMIO HUBOMMCHOIO NPOM3BEAEHMA, BO3MOM-
HYIO B pamMKax COXpaHeHWA MAEHTUYHOCTH KapTUHbI Kak TakoBoK. Ecnu
Ha 9TOM NyTW cAenaTb CNeAyroLMI War, KapTuHa byaeT TaK e 6yK-
Ba/lbHO YHUYTOMKEHA.

EcTb elwe ogHa TeHAEHLMA B TBOPYECTBE HEOIKCMPECCUOHUCTOB,
KOTOpan CBMAETENbCTBYET O CIOMHOM W NMPOTUBOPEYMUBOM XapaKTepe
npoLeccoB BO3POKAEHUA KuBONMUCH. Peub naeT o pasmepe xoncra
(unu ppyrom, NpUMeEHAEMON XyOOKHUKaMKU, GU3UYECKOM OCHOBLI NMPOUS-
BEAEHUA), KaK O CPeACTBE MacLUTabMPOBaHWA BLICTPOEHHON B NPOM3-
BEAEHWW «KapTUHbI MMpa», e COOTHECEHHOCTHU CO 3puTenem; 06 aKkTu-
BaLMW 3PUTENBLCKOM CNOCOBHOCTU OPraHUYHO U NTIEerKo anponpuMpoBaTtb
TO WNM MHOE BUPTYyaslbHOE NPOCTPaHCTBO, BoOOpamkaemMo pasmMeLLan
cebs B Hem. B atom cmbicne TMnuueH onbiT AHcenbma Kudepa, KoTo-
pbitt YacTo paboTaeT Haj, NPOM3BeAEHUAMU BOMbLIOrO, faKe OrPOM-
Horo paamepa. TakMM 06pa3oM XyOO0KHUKK NMONEMU3UPYIOT C KNaccu-
4YECKWM 3KCMPECCUOHM3MOM, TArOTEIOWMM K CTaHKOBM3MY. HamxeTca,
4YTO €CTb OCHOBaHWA FOBOPUTb O TEHAEHLMHU K STUMUHUPOBAHUIO CTaH-
KOBOM KapTWHbI B NMONb3Y MOHYMEHTaSIbHbIX WBOMWUCHBLIX popM. OgHako
9TH NPOLECChl BOBCE HE MAEHTUYHbI TEM, KOTOPbIE Pa3pyLMUIM MOHOMO-
NMI0 CTAHKOBOM MMBOMUCHK Ha pybeme XIX—XX BeKos, 4Tobbl 3aMeHNTb
ee 06BbEKTOM, MHCTaNNALMEN, acCaMONAKeM U T. 4. 34eChb peyb cKopee
MOeT 0 NoNeMuKe, «4epe3 rosioBy» MOAEPHU3MA, C HOBOEBPOMENCKUM
MCKYCCTBOM, AJ1A KOTOPOro CTaHKOBaA KapTWHA, Kak MOAesNb U cnocob
«yABaMBaHWA» peaslbHOCTH Pa3HOro OHTONOMMYECKOro CBOMCTBA, CKOH-
CTpyMpoOBana OCHOBHOM paKkypC BU3yanbHOIr0 BOCMPUATUA W XyAOKHUKA,
n 3puTena. Ml aTo Hekoe cBoeobpasHoe ABUKEHME K MOHYMEHTANN3MY
CpenHeBeKOBbA, HO C OAHOWM NPUHLMNWANIBHON PasHULEN — 32 MOHY-
MeHTasbHbIMKM dopMaMK cpeaHeBEKOBLIX penbedoB 1 bpecoK Bceraa
CTOANa CTeHa Kak apXMTEKTYpPHbIM anemeHT. B cutyaunn ¢ npoasne-
HUAMW MOHYMEHTanM3mMa B COBPEMEHHOM HMBOMUCH HOBBIM ABMA-
eTcA aBTOHOMHOE COCTOSIHUE NMPOU3BEAEHMA, BHELUHE 0bnaaaroLLero
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es artistic heritage and demonstrates its potential.
In this regard, the key is the question of those
specific qualities that predetermine the demand for
the expressionist pictorial system. Obviously, we
are talking about the ability of pictorial elements to
suggestively influence the psycho-emotional sphere
of the viewer's perception — it was spoken about as
early as the time of Paul Gauguin, who developed
formal methods for its activation in the context of
symbolism. Having accepted Gauguin's concept,
the expressionists went even further. The French
master emphasized the expressive power of pure
bright splashes of color contrasted with each other,
while his younger German colleagues “opened” the
painting surface towards the viewer, gave intensity
to its “relief,” and turned the principle of contrasting
colors into dissonant, antagonistic combinations,
making the thick, almost chaotic brush strokes the
strongest tool to influence the viewer.

The Neo-Expressionists learned these lessons
thoroughly. But it was not just that. They reached
a limit in the development of these retrospec-
tive elements in the structure of artistic language,
combining them with the techniques emerging in
subsequent artistic systems — abstract expression-
ism, action painting, installation and ready-made.
The technical aspect of painting was drastically re-
thought by moving towards the amplification of the
overall aggressive impact of the visual and tactile
in the viewer's perception — the tangible, physi-
cal qualities of the surface of the canvas worked
towards maximizing tactile sensations. In order to
achieve this, the technique of oil painting on canvas
was combined with a variety of materials — for
example those that Jackson Pollock integrated into
painting. Obviously, in the search for ways to “at-
tack” the viewer's perception and integrate them
into the space of an artwork, the artists significantly
expanded the range of examples to draw upon. But
their search was directed not into the deep of art
history, but on the contrary — towards contempo-
raneity. This was due to the fact that contemporary
artistic practice radically transformed the manner
of perception: the subject-object relations between
a painting and its viewer that used to determine
the communication with the classical art had been
destroyed, and the viewer became incorporated not
only into the space of an artwork, but also into the
artistic process as such, whose tangible, physical
nature was revealed to them. In this regard, | would
like to point to the work of the American master
Steven Parrino, who participated in the revival and
renovation of painting practice in the 1980s —
2000s. This example demonstrates the extreme limit
of a literally understood destruction of a pictorial
work, possible within the framework of preserving
its identity as a picture. If we take another step on
this path, a picture would also be literally destroyed.

There is one more tendency in the work of the
Neo-Expressionists which testifies to the complex
and contradictory nature of the processes of the re-
vival of painting. This refers to the size of the canvas
(or another physical artwork base used by artists) as
a means of scaling the “picture of the world” within
the artwork, its correlation with the height of the
viewer, and to the activation of the viewer's ability
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to easily appropriate a particular virtual space by
correlating with it or imaginatively placing oneself in
it. In this regard, a typical example is the experience
of Anselm Kiefer, who often creates large, or even
enormous scale works. This represents the polemics
with classical expressionism that leans toward easel
painting. It seems that there is a reason to talk about
the tendency to eliminate easel painting in favor of
monumental forms. However, this process is not at
all identical to the dismissal of easel painting at the
turn of the 19th — 20th centuries and its replace-
ment with installation, assemblage, and so on. The
polemics here is not concerned with Modernism, but
with new European art, for which easel painting —
as a way of “duplicating” reality of different onto-
logical nature — has constructed the main angle of
perception by both the artist and the viewer. This is
a kind of movement towards the medieval monumen-
talism, but with one fundamental difference — the
monumental forms of medieval reliefs and frescoes
were always adjacent to the wall as part of the
architectural space. In regards to the situation with
the manifestations of monumentalism in contem-
porary painting, the new aspect is the autonomous
state of an artwork that has external features of
easel painting, such as a frame or composition.

At the same time, as a rule, there is no problem of
sustainable synthesis with a particular architectural
form, or a dependency on it, and the painting itself
has a complex synthetic nature. There is a reason

to believe that these new qualities associated with
the new processes that form morphological and
semantic features in painting are able to reveal the
essential aspects of its new status and function.
However, these important, interesting trends should
be the subject of separate consideration.

KPACUMMPA NNYKUYEBA | KRASIMIRA LUKICHEVA

MPU3HAKaMK TOM e CTaHKOBOW KapTWHbI — TaKMMK Kak pama Uiv KoM-
MO3WULMOHHOE NOCTPOEHHE, «CPEKMCCUPOBAHHOE» KaK B CTAHKOBOM
KapTuHe. [1pn 3TOM YCTOMUYMBLIM CUHTE3 C KOHKPETHOW apXMTEKTYpP-
HOM $pOPMOM, 3aBUCUMOCTb OT HEE, KaK MPaBKIIo, OTCYTCTBYET, a CaMo
HMBOMWCHOE Npou3BeaeHWe 06/1a8aeT COKHBIM CUHTETUYECKUM
xapaktepoM. EcTb ocHOBaHWA nonaratb, 4TO 3TW Ka4ecTBa, CBA3AHHbIE
C HOBbLIMM MpOLLeCCamMK, PErynnpyowmMmMu ¢opmMoobpasoBaHie U CMbIC-
noobpasoBaH1e B KUBOMUCH, CMOCOBHbI PACKPbITh CYLLECTBEHHbIE
acneKTbl ee HOBOMO COCTOAHMA W GYHKUMOHMpPOBaHUA. Bnpoyem, aTu
Ba)Hble U MHTEPECHbIE TEHAEHUMW AOMKHbI CTaTb NPeaMeTOM OTAENb-
HOro PacCMOTPEHMUSA.
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Ketu YyxpoB
Mexay noCTOTHCTBOM
COBpPEMEHHOro' 1 BeYHOCTbIO
KJIaCCU4YeCKOoro

[MpaKTHKK coBpPEMEHHbIX MCKYCCTBA M KyNbTypbl He BCerpa obinm
AOCTYNHbI MaccaM. OTO yTBEPHKOEHUE YACTO NPOBOLMPYET NOABIEHUE
caMblX pasHbIx NpeaybexaeH1n NPOTUB COBPEMEHHOMO MCKYCCTBA; 0CO-
6EHHO CerofHA, Koraa KynbTypHaa NOMMUTUKA CAAeTCA KOHCepPBaTUBHBLIM
TeHOeHuunAM. TeM He MeHee, JaHHOe 3CCe NpeanaraeT K PaCCMOTPEHUIO
ClepyoL M Te3nc: B AeMCTBUTENBHOCTH, 6opbba naeT He 3a oTCcTam-
BaHWe TPaAMLMOHHBIX LLEHHOCTEN MIIM KNAacCHYECKOro UCKYCCTBa,

HO 3a NpaBo NpeponpeaenATe COBPeMeHHOCTb. B To e Bpems, otnu-
YMTeNbHblE YePThl “KNACCMYECKOro» B PaBHOM CTEMEHM Yy abl U areH-
TaM COBPEMEHHOW KyNnbTypsbl, U aAenTamMm KOHCepBaTUBHbIX LlEHHOCTEN.
TpannuUMOHHO NOHATHE «KNAaCCUYECKOro» acCOLMUPYETCA C NOPALKOM,
NPeAnUCaHHbLIMY KaHOHaMWU KOMMO3ULMKU U pernaMeHTMPOBaHHOCThLIO
dopmbl. [laHHoe acce cTpeMuTca 0603HaUMTh, 4To Merens (a Takme
Mapkc, Jlyxay, Jludwuy nocne Hero) nokasan: «Knaccuyeckoe» onpe-
AenAeTcA He KAHOHOM, a ANANEKTUYECKUM CONUKEHNEM MAeanbHOro
W MaTepuanbHoro, pasyma u YyscteeHHocTU. OHo ocyllecTBnAeTcA
Yepes pesunHbALMIO (OTKA3 OT CaMOCTH) U COLMANbHOE PBEHHUE.

|l. BuTBa 3a COBPEMEHHOCTb

Mocne 1989 ropa vnnto3ua Toro, 6yATO XyALlee yxe No3aau, 3axsa-
TUNa KanuTanuMcTUYeckui 3anag BKyne ¢ NOCTCOLMANIUCTUHECKUM
BocTtokom. CnoBHo 6bl BCe aBTOpUTapHble GOPMbI KOHTPONA: LLEH3Y-
pUpoOBaHWe SKCNEPUMEHTASTLHOIO XYA0MECTBEHHOrO NPOM3BOACTBA,
npecnefoBaHMe NOAMOMbHbLIX aBaHrapAHbIX NPaKTHUK, 3anpeT Moaep-
HUCTCKOM U COBPEMEHHOM 3CTETUK, KAHOHU3aLUKUA NPOU3BEAEHUN ObU-
LiManbHOM KynbTypbl, — COLUMKW Ha HET, COBHO Obl Jame OTCYyTCTBUE
MHCTUTYLMK ye He MOINo NPenATCTBOBAaTb BKOYEHMIO B rnobasbHbIM

1 B ceoem goknaae npopeccop Hyxpos MCronb3yeT ABa onpeaeneH1a <CoBPEMEHHOro», MMetoLLe
paaHble KOHHOTALMH, CKPaLLIBAIOLLMECA B PYCCKOM CroBOynoTpebneruu. 3to contemporainety (cospe-
MEHHOCTb, KOHCTPYMPYIOLLAA «Mbl» A/IA MHOKECTBA CyObEKTOB, NPOMMBAIOLLIMX €1HbI MOMEHT BpeMeH! 1
MOryLLMX BbiTb O6BEAMHEHHBIMW OBLLMMMW MaeonoreMamu) 1 contemporary (COBpEMEHHOCTb, KOHCTPYMpYe-
Maf B NPaKTUKax UCKyCCTBA W ONPEAENAEMan «COBPEMEHHOM» B OMMO3ULMK K <MOZEPHOM»); Mbl COXPaHAEM
©[MHCTBO CI0BOYNOTPEBNEHNA 1 NepeBoAmMM 06a NOHATUA KaKk «COBPEMEHHOE», PacCUMTLIBAA Ha TO, 4TO
yuTaTeNb NOYYBCTBYET pasHuLy 61arofapa KOHTEKCTY BeiCKasbiBaHKA. Bonee TouHoe pasnuyeHue «cospe-
meHHocTer» nposoauT Miutep OcBopH, Hel AoKNaa Takke Ny6nuKyeTcA B CBOpHIKeE, M. ¢. 18. — [pum. nep.

Keti Chukhrov

Between the Permanence
of the Contemporary

and the Eternity

of the Classical

The practices of contemporary culture and art
have not always been accessible for the masses.
This claim often fosters various austerities against
contemporary art in the midst of present conserva-
tive tendencies in cultural politics. Yet the paper
argues that the true struggle is not for the values
of tradition or classical art, but for the charge over
contemporaneity. Meanwhile, the features of the
classical remain remote both for the agents of
contemporary culture and the adepts of conserva-
tive values. Traditionally the notion of the classical
is associated with order, prescribed canons of
composition and rigidity of form. In the context of
contemporaneity it is considered to be rather the
cultural heritage than the actual means of artistic
production. The present paper endeavors to show
that what Hegel, and after him Marx, Lukacs, Lifshitz
revealed in the regime of the classical is meanwhile
not the canon, but rather the dialectical conver-
gence of the Ideal and the material, of mind and
sensuousness; and this convergence evolves as the
procedure of self-resignation and social zeal.

I. Struggle for Contemporaneity

After 1989 in the capitalist West, as well as
the post-socialist East there was an illusion that the
worst was behind; censorship of experimental artis-
tic production, persecution of underground avant-
garde practices, banning of modernist and contem-
porary aesthetics, canonization of official provisions
for culture, — all these authoritarian forms of control
seemed to be sublated, and even the absence of in-
stitutions could not be an obstacle to get integrated
into the global institutional context of contemporary
art. It seemed that only the Cold War and the totali-
tarian governments of socialism hampered former
socialist culture to access the genuine processes of

contemporaneity. However, almost thirty years later
we see how many traps and pitfalls were contained
in such naive optimism.

The first failure was in that the globality did not
occur to be universal or truly common. On the other
hand, national sovereignty was not a guarantee
in the competition for global markets of economy,
culture and technology either.

The Cold War and the confrontation of foes
in the bipolar world was over, but the competition
between geopolitical alignments and rivalry for the
economic, cultural and techno-scientific domain
became even harsher.

In this situation contemporaneity as the merit of
both economic and cultural global visibility became
a sort of a two-headed monster: on the one hand,
it represented a duty for emancipation even for the
most remote and polit-economically retarded re-
gions. On the other hand, having acquired the form
of global contemporaneity, art hijacked the heritage
of political and artistic emancipation and avant-
gardes and converted history of thought, political
struggle and art into a certain kind of global Espe-
ranto, standing for enlightenment and emancipation
in its formal narrative, but de facto functioning as
supra-currency, as the cultural surplus of capital.

Meanwhile, what happened in post-socialist
cultural politics represents the vicissitudes of primi-
tive accumulation and adventures of cultural super-
structure: museifying of conceptualist undergrounds,
actionist non-institutional activities of post-socialism,
first private investments to establish new contempo-
rary art institutions, — all these gestures socially and
politically were following the counter-socialist, liberal
democratic and left liberal dissident aspirations, and
were gradually occupying the marginal, but still con-
vertible wing of eastern-European art in the context
of global art production. In this multilayered process
between the 1980s and late 2000s the strug-
gle for the so called democratic, European values
and liberated rights seemed to be won by cultural
intelligentsia; at least on the territories of contempo-
rary art production, where art stood for all forms of
emancipatory liberalization of the former totalitarian,
conservative or traditionalist constraints.

This process coincided with the gradual inte-
gration of post-authoritarian former socialisms into
global post-socialist contemporaneity, where the
subject of judgment, knowledge and political eman-
cipation spoke from the West. Such integration was
at the same time conditioned by general neoliberal
normalization, i.e. it evolves de facto as the cooption
of art institutes and their practices with the pro-
gressive neoliberal cultural production packaged in
anti-neoliberal critical terminology.

This very paradigm of contemporary art, or of
art as the institute of global contemporaneity started
to degrade with the first financial crisis in 2008,
then the Occupy movements and their failures in
2011—2112; to be followed by crisis of secular
autocracies in the middle East in 2013—2015, and
supersession of the neoliberal democracies with
the anti-globalist nationalist cultural politics. It is im-
portant to remark that the latter — the neo-national
cultural politics — started censuring the contempo-
rary art practices that had been already evolving for

KETW YYXPOB | KETI CHUKHROV

MHCTUTYLMOHANIM3UPOBAHHbIM KOHTEKCT COBPEMEHHOIO UCKYyCCTBa.
HKaszanoce, 4T0 KynkTypy CTpaH 6bIBLLUErO COLLONOKA YAePHUBaANK OT NOA-
KIOYEHMA K UCTUHHBIM NpOoLLeCCaM COBPEMEHHOCTH ToNbKO XonopHan
BOMHa W TOTanuTapHble NPaBUTENbCTBA. TeM He MeHee, MO NPOLLECTBUIO
NoYTH TpMALATH NeT Mbl BUAMUM, YTO TAKOW HaWBHbIKM ONTUMU3M CKpPbIBas
MHOMECTBO OLUMOOK U JIOBYLLEK.

Bo-nepsebix, 66110 owWKMBOYHO NPeacTaBnATb rMobanbHOCTb YHUBEP-
CanbHOM WM UCTUHHO 06Lel. Bo-BTOpbIX, HaLMOHaNbHbBIM CyBEpeHUTET
BOBCE He ABMANCA rapaHTOM KOHKYPEHTOCNOCOOHOCTH Ha rnobanbHbIX
9KOHOMMYECKOM, KYNIbTYPHOM U TEXHONIOTMYECKOM PbIHKaX.

Mpowna XonogHaA BOMHA, UCHE3NO HanpAXKeHWe ABYNONAPHOro
MWpa, HO 3TO He nNpuBesNo K nocnabneHnam. Haoboport, 6opbba 3a reo-
MONIMTUYECKYIO FrereMOHHIO M MPETEH3MK Ha SKOHOMMYECKOE, KyNbTypHOE
M Hay4YHOe-TeXHMYeCKOoe NPEBOCXOACTBO TOMbKO JIMLLb YHECTOYUIIUCH.

B aTo# cuTyaummn coBpeMeHHOCTb — Kak Mepa 9KOHOMWYECKOM
W KyNbTYPHOW FrereMOoHWK B YCNOBUAX rnobanMsauun — crana CBoero
poaa ABYXrofI0BbIM MOHCTPOM: C OAHOM CTOPOHbI, OHa Npeanonarana
06A3aTeNbHY0 9IMaHCHUMAaLMIO Aame B CaMblX OTCTasbIX B MOMTIKOHOMM-
YECKOM CMbICE, OTAANEHHbIX pernoHax. C Apyrom, UCKyccTBO — Npwu-
HABLee popMy «rnobanbHOM COBPEMEHHOCTU» — NPUCBOWIIO Hacneaue
aBaHrapga v COnpPAMEHHbIX C HUM MONIMTUYECKOW M XY[,0HECTBEHHOM
amMaHcunaunm, n obpaTMno NCTOPUIO MONUTHUHECKOM 6OPbOLI U A3LIKOB
MCKyCCTBa B CBOEro poga rnobanbHoe «acnepaHTo», KOTOPOe Ha ypoBHE
dopmanbHOro HappaTtMBa NPOBO3rnallaeT LEHHOCTH NPOCBELLEeHNA
W aMaHcUNaumK, HO Ae-PpaKTo AEeNCTBYeT Kak CBEPX-BastoTa, KaK CBOEro
poaa npubaBoyHaa CTOMMOCTb KynbTypbl.

Tem BpemeHeM, NOCTCOLMANMCTUYECKAA KyNbTYPHaA NOMUTUKA CKNa-
AblBanacb U3 3M10KMHOYEHMH, CBA3AHHbIX C NMEPBUYHBIM HAKOMIEHUEM Karu-
Tana, M 3axBaTbiBalOLLMX TPaHCHOPMaLMI KyNbTYPHOM HaACTPOMKK: KOH-
LLeNTyannCcTCKUIM aHaerpayHa, myseeduLmpoBanca, BO3HUKIO MHOXECTBO
BHEMHCTUTYLIMOHANbHBIX MHULIMATKB, NapasneslbHO KOTOPbIM CO34aBalCh
HOBbIE MHCTUTYLIMKM COBPEMEHHOIO MCKYCCTBA, yYpexaaBlUMeca 3a cHeT
NePBHYHbIX YaCTHbIX MHBECTULMI. CoLmarnbHO U MOIMTUYECKK 3TH AMC-
CHOEHTCKME, aHTUCOLMATUCTUHECKHUE HECThI Penpe3eHTUPoBasIv NocT-
KOMMYHWUCTHUYECKME OEeMOKpaTUYECKMe U NneBonmbepasnbHble ycTpemne-
HWA; OHM e MOCTynaTenbHO 3axBaThlBa/IM KPbITO BOCTOYHOEBPOMNENCKOro
MCKYCCTBa, BCE elle 3aHWUMaBLLee MaprvHasbHYH, HO MEPCNEKTUBHYHO
MO3MLMIO B KOHTEKCTE rNMobanbHOro XyA0KECTBEHHOIO NPOM3BOACTRA.
Kasanocs, KyneTypHas nHTennureHunsa nobeauna B 6opbbe 3a Tak Hasbl-
BaeMble AeMOKpaTHUYeCKHe, EBPOMNENCKMUe LLEHHOCTH; Bopbbe, Npoxoams-
e Ha MHormx ypoBHAxX ¢ 80-x rogos XX BeKa BNIOTb A0 KOHLLA HYNeBbIX
XXI Beka. o KpariHen mepe, aTa Nnobena 3acHnTbIBaNack Ha TEPPUTOPUN
Npo13BOACTBa COBPEMEHHOIO MCKYCCTBA, — FAE MCKYCCTBO Bblparaso
BCe $OpPMbl OCBOOOHAEHMA OT ObINbIX TOTANUTAPHBIX, KOHCEPBATHUBHbIX
WK TPaAULIMOHANTMCTCKUX OrPaHUYEHHH.

OTOT Npouecc coBnan ¢ NOCTynaTenbHOM MHTErpaLmen nocT-
aBTopuTapHoro CoubnoKka B rnobanbHy0 NOCTCOLUATUCTUHECKYHO
COBPEMEHHOCTb, B KOTOPOW CYBBLEKT CYHAEHUA, 3HAHUA U MONUTU-
YyecKomn amaHcunaumu rosopun ¢ 3anaga. NogobHas MHTerpauna
Tak*e npegonpegenanace oblen HeonMbepanbHON HOpManM3aunen;
Ae-paKTo oHa pasBuBanachb Yepes ONMOPTYHUCTCKOE CIUAHNE MHCTU-
TYTOB M MPaKTUK UCKYCCTBA C «MPOrpPeCCHUBHbIM» HeonnbepanbHbIM
KyNbTYPHBIM NPOW3BOACTBOM, YNaKOBaHHLIM MPW 3TOM B TEPMHHbI pe3-
KOM KPUTKKKM Heonnbepanuama.

Takasa napagurmMa COBPEMEHHOr0 MCKYCCTBa, MIIN UCKYC-

CTBa, PYHKLUMOHMPYIOLWErOo Kak MHCTUTYT rnobanbHOM COBPEMEHHO-
CTW, MOCTENEHHO Havana AerpagvpoBaTtbk: BHavyane — nocne dpuHaH-
coBoro Kpuauca 2008 roga, 3atem — nocne nposana ABUKEHUA
Occupy B 2011—2012 ropax. Bcnepg 3a atm B 2013—2015 ropax
CNYYUNICA KPUBKUC CeRyNApPHbIX aBTOKpaTui BnunkHero BocToka,
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M HaLMOHaNUCTUYECKaA, aHTUINOBaNNCTCKanA KynbTypHasA NoNUTMKa
BbiITeCHWNa HeonnbepanbHble aemMokpaThm 3anaaa. BakHo oTmMeTHTb,
4YTO NOocnefHMe — HEOHALMUOHANIMCTUYECKME KYNbTYPHbIE MONUTUKKU —
B3A/IMCb LLeH3YypUpOoBaTbh NPaKTUKKM COBPEMEHHOIr0 MCKYCCTBA, pas-
BMBaBLIKeca nocnegHue 20 net, OTHIOAb HE M3-3a B3M1eTa HEOKOH-
CepBaTUBHOM MAE0MOTMKU NN YCUNEHWUA PENTMIUO3HBIX MHCTUTYLMH,
Kak 06blYHO NpuHATO AymaTb. CpameHne ¢ COBPEMEHHbLIM UCKYCCTBOM,
HabntogaeMoe B KOHTEKCTE HOBbIX KIEPUKaNM3MOB, NapafoKcanb-
HbIM 06pa3oM He BeAeTCA BO UMA PESIMIMO3HbIX MU AYXOBHbIX LeH-
HOCTEW, UMK e BO CNaBy KNACCUYECKOro MCKYCCTBA M €ro Hacneaums.
Bopbba naet 3a npaBo NpoM3BOAUTL «COBpeMeHHoe». B vem ke npwm-
YMHa TaKOro nNapagoKca: a MMEHHO, NoYeMy TPaAULMUOHHBIE MHCTUTYThI
NbITAIOTCA 3aHATb MECTO «COBPEMEHHOr0» W NepeonpeaennTb cebn
Kak coBpeMeHHble? Kak HM CTpaHHO, OTBET MPOLLE YEeM KameTCs.

YacTHeIM KanuTan npeogonen ¢asy NepBUYHOr0 HAKOMNEHUA,
cTan MHBECTUPOBaTb B MOCTCOLMANTUCTUYECKUE NMPAKTUKN COBPEMEH-
HOIO MCKYCCTBa M anponpu1poBan BnacTb NOCPEACTBOM CBEMECO-
3[aHHbIX MHCTUTYLIMIM Kyda O6bICTpen, YemM rocyaapCTBEHHbIE KOMMNaHWK
M MHCTUTYUMK. B To BpemA KaK rocynapcTBEHHbIM Kanutan 6bli 3aHAT
NONMTUYECKUMU TEXHONOMMAMM, KyNBTYPHBIM HacneaneM 1 nomn-Kynb-
TYPOW, 4aCTHbIM Kanutan ¢ cepeaunHel 1990-x BKNaabiBanca B coBpe-
MeHHOe UCKyccTBO. Moyemy e Tak nonay4nnocb? Heywenu nckyc-
cTBO 6bIN10 HeBMAMMO ana rocyaapctea? Bosce HeT. C Havana 1990-x
Meana [,0CTaTO4HO 06BEMHO NpeacTaBnAnM COBPEeMEHHOE UCKYCCTBO.
Ho 4To e BbI3BANO CTOML CNELIHOE PeLIeHNEe KOHTPONMPOBaTL U NOAYU-
HATb COBPEMEHHbIE NPAaKTUKKU, MPUHATOE roCyAapCTBEHHbLIM KanMTanom
W OXpaHuTeNbHbIMK cry*bamu coBCceM HeaBHO?

MprymHa KpoeTcA B TOM YTO «HaLMOHANIbHOE» COBPEMEHHOE UCKYC-
CTBO MOJIy4YMNO ONpeAeneHHyo rmobanbHyt0 KOHBEPTUPYEMOCTb, OHO
cTano MexayHapomHo KanutanuampyembiM. OHO cTano npeacTaBnATb
HauMOHasbHBIM KyNbTYPHBIM NPOAYKT, NOAAaHHbLIM KakK rnobanbHaA CUM-
BOJIMYECKanA KanuTanusMpyemas LieHHocTb. BKpatue, oHo ctano obme-
HWBaemMowW rnobanbHOM LEHHOCTBIO, KOTOPaA OKasasnacb BHE ynpaBs-
NEeHWA HauMOHaNbHbIMWU rOCYAaPCTBEHHBIMW MOHOMNONNAMU. UMeHHO
NO3TOMY HaLMOHasbHbIE MOHOMOMIMKU HE MOI/IM OCTaBUTb COBPEMEH-
HOE MCKYCCTBO U ApYrMe COBPEMEHHbIE NPAKTUKKN KaK eCTb, He MbITaACh
WX HaLMOHaNM3MpOoBaTh.

M Bce He, Kak roBOpUNOCH paHee, CpameHne 3a HaLMoHaIM3aLmio
«COBPEMEHHOr0» He NPOCTO MPU3BAHO 3aMEHWUTbL NMAEPOB ITOrO MONA;
OHO BeeTCA He paau 3axsarta UX MO3ULIMK U MPOAOITIKEHUA NPAKTUK, BO3-
0BHOBNAOLLMXCA NOCNe NPOBEAEHHBIX NOCTPaLMiA. 3axBaT COBPeMeH-
HbIX NPaKTUK, M3rOHAIOLLMIA NPOLLMbLIX UTPOKOB, TpebyeT TpaHchopmaLmnm
BCEW Napagmrmbl U aNUCTEMbI TOFO, H4TO €CTb “COBPEMEHHOE»; MOCKOMNbKY
«COBPEMEHHOCTb» — 3TO dopMa 3HaHMA, ITO BCeobLLee rHoCeosnorm-
YyecKoe Hacrneaue TEOPUN M NPaKTHK, BO3HMKLLWX B KOHTEKCTE CObbI-

M1 1968 roga. 3710 Hacneane o6pPeTeHO LEHOM AECATUIETUIA CNOKHOM
CoLManbHOM, KOTHUTUBHOM, MHCTUTYLIMOHAIBHOM WU KOHTP-MHCTUTYLIMO-
HanbHoM paboTbl. OHO BbIIO CKOHCTPYMPOBAHO AONFOCPOYHLIM OByye-
HMEM 1 B TO e BpeMA — NPOLLAHUEM C KNaCCHUYECKUM U JO0-MOOEPHUCT-
CKMM XyA,0MECTBEHHBIM OMbITaMK. DTOT NPOLLECC Pa3BepThIBaACH, HauYMHanA
C aBaHrapioBs, MOAEPHU3Ma, MOCTMOAEPHOCTH, NOCTCTPYKTYPann3ma,

W HaKOHeL, fiolen o JTana TaKk Ha3blBaeMoM «CoBpPeMeHHOCTH». B cuny
3TOro, KOHLENTYyasnbHbIM U MOCTKOHLLENTYabHbIA JIEKCMKOHBI MCKYCCTBa —
3TO 3MNUCTEMbI, 0BPETEHHBIE YEepe3 AONTOCPOYHYIO COLMAITbHYIO MHCTUTY=
LIMOHANBHYH M KOHTP-MHCTUTYLIMOHANBHYO NPaKTUKK.

Tak uT0, paxe 6yoyyM KanUTanM3nMpPoBaHHOM W OBpaLLeHHOM
B TOBap, Napagurma «CoOBpEMEHHOr0» He MOXET MCMONb30BaTbCA
6€e3 COOTBETCTBYIOLLLErO CneLmanbHOro 0by4yeHma U pas3bACHEHUA.

Ernnetckun kypaTtop Bbacam anb BapoHu, mon gpyr 1 kon-
nera, 3a rofbl KypaTopckon paboTtsl B AnexkcaHapuun cobpan uenyto
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twenty years not simply because of the rise of neo-
conservative ideology or empowerment of clerical
institutions, as it is usually thought. The fight against
contemporary art that we observe in the context of
new clericalisms is paradoxically not for traditional
or religious and spiritual values, in favor of classical
art and its heritage, but it evolves precisely as the
struggle to take the charge in the producing “the
contemporary.” What is the reason for such para-
dox — namely that precisely traditional institutions
try to occupy the place of “the contemporary” and
claim to be contemporary? The answer is actually
simpler than it would seem.

Private capital surpassed primitive accumula-
tion, started to invest into post-socialist contempo-
rary art practices and appropriated power by means
of newly established institutions much earlier than
the state companies and institutions. State capital
was engaged in dealing with political technologies,
cultural legacies and pop culture, while private
capital since the mid 1990s invested into contem-
porary art. Why did it happen? Was the state blind
to art? Not at all. What was happening since the
1990s in art context was quite visible in media.
Then what became the reason of sudden decision
of security services and state capital to control and
rule the contemporary practices only recently? The
reason is that “national” contemporary art gained
certain global convertibility, it became internation-
ally capitalized. It started to represent the national
cultural product packaged as global symbolic capi-
talized value. In short, it became a circulated global
commodity without being controlled by national
state monopolies, and hence national monopo-
lies could not leave contemporary art and other
contemporary practices in culture and technology
without nationalizing them.

Yet, as it was already mentioned, the fight for
nationalizing “the contemporary” was not simply
about dumping the previous figurants in this field, in
order to simply occupy their positions and continue
this practice after lustration. Mere supersession of
the figurants of contemporary production while re-
taining their practices would be impossible. To get
the grip of contemporary practices ousting the pre-
vious players from this domain, the whole paradigm
and episteme of what contemporary means had to
be changed; because “the contemporary” is a form
of knowledge, it is a global gnoseological heritage
of theory and practice after 1968. This heritage
was acquired through decades of hard social,
cognitive and institutional and counter-institutional
work. It was constructed by long-term edifica-
tion and at the same time farewell to classical and
premodernist artistic experiences — the process
that unraveled itself starting with modernism, avant-
gardes, post-modernity, post-structuralism, and
ended up with the condition of the contemporary.
Thus, conceptual and post-conceptual lexicons of
art are epistemes acquired in this long-term social
institutional and counter-institutional work. So that,
even when being capitalized and commodified, the
paradigm of the contemporary cannot be applied
without special edification.

My friend and colleague, an Egyptian curator
Bassam el Baroni, collected a bunch of cases dur-
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ing his curatorial activity in Alexandria demonstrat-
ing misunderstanding of contemporary art practices
by local population; one of such case being the
rage of the local audience during Martin Kippen-
berger’'s show, when people could not comprehend
what made the furniture an artwork or the more so
the total installation.

Now let's imagine what could be the outcome
to the situation when one gets the authority to
produce the meaning of contemporaneity with-
out proper edification in it. This act would ignore
and defy the already existing viable paradigm of
the contemporary, in order to concoct the local
national variant of how contemporaneity is to func-
tion. Nowadays, we observe the global process of
sweeping the contemporary art practices by na-
tional governments; they de facto speak on behalf
of traditional values, but try to rebrand these values
and design them as “the contemporary.” So what
happens in the absence of knowing the episteme
of the contemporary when its true figurants are
lustrated and their places occupied by its new trad-
ers? In that case whatever symbolic commodity is
there at hand — be it orthodox religion, folk music,
19th century realist painting, fine art, high tech
media, ethnic or rock music or even classical art, —
is packaged as the contemporary by some sort of
a Schmidtian sovereign.

This mutation can be traced elsewhere in
post-socialist autocracies in their pretention to be
counter-neoliberal. The fight then is not for any
return of genuine knowledge of traditions, or reli-
gious spirituality, but it is for getting the hegemony
in trading “the contemporaneity” at least in local
national scale. To repeat again, as soon as in auto-
cratic regimes oligarchic capital gets nationalized
and governmentalized, it endeavors to insidiously to
get rid of all superstructures built by private capital
previously; especially if that very private capital
refuses to coopt with the governmental programs
of monopolization and nationalist rebranding. The
reason for such disposition is that the private capital
in post-socialist countries surpassed primitive accu-
mulation and started building superstructures much
earlier than the governmental one.

Consequently, for example in Russia, contem-
porary art and the narrative of the already globalized
contemporaneity — as the superstructure created
by non-governmental private funding — had to be
demolished by governmental institutions simply
because the state capital was lagging behind that
superstructure cognitively and would not be able
to take over its rule. Another reason for so many
raidering acts to rebrand contemporaneity was due
to escalated counter-globalist rhetoric (e.g. after
annexation of Crimea): after Crimean annexation it
would be impossible to simply remain as before in
the neo-colonial context of global contemporary art
as if nothing happened in the legislation of global
geopolitics. All persecutions and trials since the
2010s in cultural and education economy had to
deal with this rechanneling and rebranding of the
institutes and edifices of art and culture of contem-
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KOMNEKLMIO KEMCOB, AEMOHCTPUPYIOLWMX HEMOHUMaHWE NPaKTUK CoBpe-
MEHHOr0 UCKYCCTBa MECTHbIM HaceneHWeM; HanpuMmep, NoCeTUTeNu
BbicTaBkM MapTuHa RunneHbeprepa 6611 oxBaveHbl NOCE OTKPbI-

TMA HAaCTOALLMM HErofoBaHWEM, — OHW He MOTJIM MOHATb, KaK 06blYHanA
mebenb MoxeT ObiTb HaJeneHa CTaTyCoM «MPOU3BEAEHUA» UMK «TOoTaslb-
HOM MHCTanNAUUK»,

A Tenepb faBavTe NpeAcTaBUM, YTO MOMYYUTCA, €CNK Npa-

BOM MPOM3BOAMUTL 3HAYEHUA «COBPEMEHHOCTM» OKa3blBaeTCA y TOro,
4TO He MMeEeT AJ1A TOro AOMKHOM NOArOTOBKU. DTO AencTBME ByaeT
MFHOPUPOBATb U OTMEHATL YHe CYLLECTBYIOLLYIO WU IErMTUMHYIO napa-
AWrMY COBPEMEHHOr0, MCKYCCTBEHHO M306peTan NoKasbHbIM, HaLWOo-
HaNbHbIM BApMaHT TOrO, KaK AOMHHa MOHMMATLCA «COBPEMEHHOCTb.

B Haww gHu mbl Habntopaem rnobaneHbIM NPOLECC 3axBaTa MPaKTUK
COBPEMEHHOI0 MCKYCCTBa HaLMOHaNbHBIMKW NMpaBMTeNbCTBaMK; Ae-paKTo
OHW rOBOPAT OT 1L TPAAULMOHHBIX LLEHHOCTEN, HO Ha Aene nbiTa-
OTCA NPOBECTH PeOPEHAMHI 3TUX LLlEHHOCTEN M NoAaTh UX Kak «CoBpe-
MeHHble». TaK 4TO e MPOMCXOAMT B Clyyae, Koraa 3HaHWe anucTeMbl
«COBPEMEHHOro» yXOA4uT, Koraa AenCTBUTENbHbIE CO3aaTeNnn coBpe-
MEHHOCTM JIIOCTPUPOBAHBI U MX MECTO 3aHAMNW HOBbIE «TOProBLbI»?

B aTtom cnyyae ntobble «NoAIMHHBIE» CUMBOSIMYECKHUE LLEeHHOCTU — Byab
TO penuruA, HapoaHaa My3blka, peanucTuyeckan xunsonuck XIX Beka,
M3ALLHbIE UCKYCCTBA, BbICOKOTEXHONOMMYHbIE MeANa, STHUYECKan

WK POK-MY3blKa, MW Jame KNacCUYeCKoe MCKYCCTBO, — nojaroTca

KaK «COBPEMEHHOE UCKYCCTBO», a YNaKOBKOM TaKOro «COBPEMEHHOro
MCHyCCTBa» 3aHMMAaETCA LUMUTTOBCKUI CyBEPEH.

Mopo6HY0 MyTaLMIO MOXHO MPOCEeAUTbL B MOCTCOLMANIMCTHUYE-
CKMX aBTOKpaTMAX, MPEeTEHAYIOWMX Ha TO, YTO OHM, AKOOLI, NPOTUBO-
cTOAT rnobansHoMy Heonnbepanmamy. Taknm obpasom, 61UTBa BeaeTcA
He BO MMA BO3BpPALLEHWA HEKOEro 3HaHMA TPaAULNK MU PENUTMO3HON
OYXOBHOCTH, HO AJ1A TOTO, 4TO6bI 3aMoNy4YUTb FrereMoHuIo B NpaBe Top-
roBaTb «COBPEMEHHOCTLIO», MO KPpanHen Mepe, Ha TOKanbHOM HaLMo-
HanbHOM ypoBHe. MHaye roBops, Kak TONbKO ONIMrapXMyYecKMi KanuTan
HaLlMOHaNM3NPYETCA U OroCcyaapCTBAAETCA, OH CTPEMUTCA HE3aMETHO
n36aBUTLCA OT BCEX HAACTPOEK, paHee CO34aHHbIX YHaCTHbIM KanuTa-
nom; ocobeHHO, ecnn 3TOT CaMbli YaCTHbIM KanuTan OTKa3bliBaeTcA B3au-
MOAENCTBOBAaTb C rOCYAapPCTBEHHbLIMM NPOrpaMMaMmM MOHONOAM3aLLMK
W HaLMoHanMcTU4Yeckoro pebpeHamnHra. [prynHa Takmx OTHOLWEHUH
KpPOEeTCA B TOM, 4TO YaCTHbIM Kanutan noCTCOLMaNIMCTUYECKMX O6LLLEeCTB
3Ha4YMTENbHO paHbLle roCyAapCTBEHHOMO NpoLIen cTaguio NepBnUYHOro
HaKOMNEeHWA U NPUHANCA CO34aBaTb KYNbTYPHbIe HAACTPOMKM.

CooTBETCTBEHHO, HanNpUMep, COBpeMeHHoe UCKyccTBo B Poccuun
W CONyTCTBYIOWWK €My HappaTKB rMobann3nmpoBaHHON «COBPEMEHHO-
CTW» — KaK HaACTPOMKM, CO30aHHOM HEroCyaapCTBEHHbIM YaCTHbLIM
dMHaHCHpPOBaHWMEM — AO0MKHbI 6blIM BbITh YHUUTOKEHBI FOCYAAPCTBEH-
HbIMW UHCTUTYLMAMU UCKITIOYUTENIbHO NOTOMY, YTO FOCYAapPCTBEHHbIN
KanuTan nnenca 3a 3ToM HaACTPOMKOM M He Bbin JOCTAaTOYHO Pas3BuT,
4TO6bl B3ATECA €M ynpasnaTb. [pyro npMymMHOM, Bbi3BaBLUEN MHOMXE-
CTBO HEeAaBHUX PenaepPCHMX MOMbITOK NepeonncaTtb «COBPEMEHHOCTbL»,
MOMHO CUMTaTb Pa3BUBAIOLLYIOCA aHTUIMOBANUCTCKY pUTopUKy (BO3-
HUKLUYIO, HanpUMep, PUTOPUKY nocne aHHekcun Kpeima). Mocne otbema
KpbimMa 661110 Obl CIIOXHO OCTaBaTbCA B HEOKONOHWAIbHOM KOHTEKCTE
rnobanbHOro COBPeMEeHHOro MCKYCCTBa, Aenas BUA, YTO ynpaBrneHue
rnobanbHOM reononMTUKOM OCTanoch NpexHWM. Bece npecneposanma
n cynebHble pasbupartensctea ¢ 2012 ropa Beka B KynbTypHOW 1 0bpa-
30BaTeNIbHOW 3KOHOMMKAX, OblNY BbIHYHAEHbLI CYMTATLCA C TEM, KaK pas-
BMBAlOTCA M 3aHOBO MO3ULIMOHUPYIOTCA MHCTUTYTLI MU 06pasoBaresb-
Hble NnaTpopMbl COBPEMEHHBIX MCKYCCTBA WU KyNbTypbl B CBETE HOBOM
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HaLMOHaNbHOM KyNbTYPHOW NOMUTUKK, OHWM FOTOBWIIM NEPEXOA, K HOBOM
CeMaHTUKe «CoBpeMeHHOoro». A oHa cynvna anponpualmio npaea pacno-
pAMaTbLCA «COBPEMEHHBIM» M MOHOMONKU3aLIMIO NpaBa Ha NPOM3BOACTBO
HaACTPOMKMU UCKYCCTBA, NpaBa Ha CUMBOJIMYECKYIO KanuTannaaumio faH-
HOW HaACTPOMKM.

MoeT nokasaTbCA, 4TO NOA0GHbIE 3TOKNOYEHUA, CBA3AHHbIE
C MUMUKPHEN M NOALENKON «COBPEMEHHOCTH», — CyAbba NuLlb Tex
CTpaH 1 0buecTs, 4To nocne 1989 ropa B3ANUCHL HaroHATb rnobanb-
HYIO COBPEMEHHYIO KyNbTYpY; YTO COBPEMEHHOCTb, YBUAEHHAA C ApY-
rOM TOYKM 3PEHKA, — CyTb BOMJIOLLLEHWE NPOrpecca, cnacarliasa oT BCex
dopm Hacunua, pyHOameHTann3ma, aBTOKpPaTUU U peakLMOHHOM Nonu-
THKE; M YTO, COOTBETCTBEHHO, COBPEMEHHOE MCKYCCTBO, YBUAEHHOE
KaK COLMOKYNbTypHas napagurMa COBPEMEHHOCTH, MOXKET CTaTb YHU-
BepcalibHbIM MHBapWaHTOM NPOrpPecCHMBHOM rnobanusauum.

Ho He 6ynem 3abkiBaTh, 4TO, HA CamMOM Aene, UMEHHO B COBPEMEH-
HOM MCKyCCTBE NMpOoM30LLNa NerMTMMaLma NoCTMOAEPHUCTCKOrO Kyib-
TYPHOro penATMBM3MaA W MOBEPXHOCTHOCTH, U NepenmcbiBaHUE ATUX
napaguvrm B TepMUHax aMaHcunaumu. Takum obpa3om, MOCTMOAEPHUCT-
CKWM penATUBM3M M ero NoavyMHeHue pUHAHCOBOMY KanuTany 1 ero cre-
KyNATMBHOM CEMMWONOrMK, MyTMPOBas1, COEAMHUBLLMCE C Hacneanem
aBaHrapza v obLeCTBEHHbIM aKTUBU3MOM, BO3HUKLUMMK B KOHTEKCTE
man 1968 ropa. Cuna uckyccTsa, crnocobHoro genatb itoboe npo-
CTPaHCTBO MM pernoH TpeTbero MyMpa npueneKatenbHbIM 1A UHBe-
CTULMK, NblTaeTCA yaepHuBaTb BMECTE ABE HECOBMECTUMbIE MO3ULIUK:
9TO 0CBOOOMAEHNE KOHKPETHOM JIOKALMK OT OTCTaNoCTH, ee UHTerpa-
LKA B r0o6anbHyt0 NPOrpecCUBHYIO KyNbTypy M NPOrpamMMbl 3MaHCH-
nauuu; HO B TO Xe BpemMA — BMMCbIBaHWE 3TOro MecTa B rnobanbHbIv
KanuTan NocToMNbKY, MOCKONbKY AaHHOEe NPOCTPaHCTBO HEN3OEeXHO Noa-
BEPrHeTCA AXeHTpUdUKaLMUKM U 06peTeT LLeHHOCTb AJ1A XYO0KEeCTBEH-
HbIX PBIHKOB W HeonubepanbHbix rMobanbHbIX KyNbTYPHBIX HAACTPOEK. Tak
BOT, MMEHHO TaKaf MyTaHTHaA KOHCTPYKLIMA «COBPEMEHHOro» nepecrana
paboTtaTtb, CTOMIO CNY4YUTbCA KOHCEPBATUBHOMY NOBOPOTY M BbI6O-
pam Tpamna. M BblleonMcaHHble MyTauuKn 1 NOAAENKN «COBPEMEH-
HOCTW» B YCITOBUAX aBTOKPATUYECKOro KanuTanmMama, CUMNTOMaTHUYHbI
AN1A BbILLEYNOMAHYTOro Konnanca.

Tem He meHee, cnegyeT OTMETUTb, YTO CaMU 3TU MaHUMNYNALMK
W NONBbITKM NoaAenaTb Napagmurmy «<CoOBPeMeHHOCTH», CTallu BO3MOMHbI
6naropaps yxe ynomvHaslMMCA abeppalmAM C CaMOro Havana Brnu-
CaHHbIM B MOHATHE «COBPEMEHHOro». MMeHHO OHW NO3BONAIOT NOHA-
THIO «COBPEMEHHOr0» CTOJb JIErKO B3aUMOAENCTBOBAaTbL M COEAMHATLCA
C KOFHUTMBHBIM KanuTanoMm, B TO Xe BpeMA NPernofHOCA CBOW NPaKTUKK
NoA, BUAOM 3MaHCHNATOPHOM AEeATEeNIbHOCTH.

Il. UcTuHHOCTHaA npoueaypa? u Knaccuyeckoe

Tenepb nonpobyem oTCTYNUTL Ha War Ha3az U 3a4aTbCA BOMPO-
COM: MOYEeMY UrHOPUPOBAHHUE «KNACCHUYECKOro» UK «peanucTuye-
CKOro», 3apoauBLLeecA B MOAEPHU3ME U NPOAMUBLLEECA B COBPEMEH-
HOM MCKyCCTBE, [0 CUX NOP CYUTaeTCA 6eCCNOPHO NPOrPEeCCHBHBIM,
aBaHrapAWCTCKUM W PEBOJOLIUOHHBIM HKeCToM? DT0 UrHopUpoBaHWe
HaCTONbKO BCECHIIbHO, YTO Aaxe KOraa Mbl CTaNIKMBAEMCA C KPMTUKOM
MOHATUA «COBPEMEHHOr0», ocylecTanaemoro ®peaepukom dxenmco-
HoM, Mutepom Oc6opHom, Cyxamnnom Manukom nnun ApmeHom ABaHec-
CAHOM, TO BUOMM, YTO UX KPUTHUKA NPETEHAYET Ha OTKPbLITUE HOBbIX PYTY-
PONOrui, TO €CTb, 3Ta KPMTMKA ULLET TEX Ke CaMblX MeTa-aBaHrapAHbIX

2 «cTrHHOCTHaA NpoLieaypar — TePMUH, BBOAUMBIA AneHom Baablo AnA 06bACHEHNA YCNoBuiA cylLe-
cTBoBaHWA dunocopcroro npoekta. CornacHo Basiblo, AOCTUKEHWE UCTUHBI HE ABNAETCA NEPBOCTENEHHON
3aaauent G1Nocodum; AOCTUHEHNEM 3aHNUMAIOTCA HayKa, MOIMTUKA 1 UCKYCCTBO, C NPEeAMETaMM KOTOPbIX

1 B3aMmoaencTayeT dunocopua. MoapobHee 0 TOM, KaK OCYLLEECTBNAIOTCA “UCTUHHOCTHbIE MPOLEAYPbI», CM.:
Baabto A. Manndect dpunocopum / Coct. u nep. ¢ parL,. B.E. Nanuukoro. CM6.: Machina, 2003. — pum. riep.
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poraneity into new semantics of what the contem-
porary had to be. This meant appropriating the
charge over the contemporary and monopolizing the
right of producing the art superstructures and their
symbolic capitalization.

It might seem that these vicissitudes with
contriving the false contemporaneity are confined
to countries and societies that had to catch up with
the global contemporary culture after 1989; that
otherwise contemporaneity is the realm of progress
that saves from all forms of fundamentalist, reaction-
ary and coercive autocratic policies; that conse-
quently, contemporary art as the socio-cultural para-
digm of contemporaneity can function as certain
universal invariant of progressive globalization.

Let’s not forget, that in fact it was art that en-
acted acquittal of the post-modern cultural super-
ficiality to reframe it in emancipatory terms; so that
postmodern relativity and compliance with financial
capital and its speculative semiology got mutated
with avant-garde legacies and the post-1968 social
activisms. The power of art to make any location
or region in the Third world convertible or affluent,
mingles two incompatible conditions — libera-
tion of that concrete location from outdatedness,
integrating it into the global progressive culture and
emancipatory programs; but as well inscribing this
place into global capital in so far as this location
gets inevitably gentrified and acquires visibility for
art markets and neoliberal global cultural super-
structures. It is exactly this mutated construction of
“the contemporary” that collapsed with the conserv-
ative turn and Trump's elections. The concoctions
and forgeries of the contemporaneity in autocratic
capitalisms are thus the syndromes of the above-
mentioned collapse.

However, it should as well be noted, that what
facilitated such manipulations and forgeries with the
paradigm of “the contemporary” and its subsequent
ambiguity is probably the already mentioned aberra-
tions, relativities, and self-deceptions within the do-
main of “the contemporary” itself, which enable it to
so flexibly coopt with the semio-capital, and at the
same time sell those activities deeply coopted with
cognitive capital in the packaging of emancipation.

Il. Truth Procedure and the Classical

Now, let's leap back and ask; how did it hap-
pen that the dismissal of “the classical” or “the
realist” in modernism, and further in contemporary
art was considered to be undoubtedly progressive,
avant-gardist and revolutionary? So that even when
we hear today critique of contemporary art and of
the notion of contemporaneity by Frederic Jameson,
Peter Osborne, Suhail Malik, Armen Avanessian, the
claim in this critique is about opening up new fu-
turologies and re-animation of meta-modernist and
meta-avant-garde narratives as the ones that could
counteract in their futurist tension with the total
present tense of global contemporaneity. Mean-
while the question about what had been coercively
evicted in modernism never arises. Modernism and
avant-garde are always impeccable.

Yet in such recklessness we forget what was
the relationship of modernism and avant-garde
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with the so-called “classical aesthetics.” If we look
at Adorno’s, Anton von Webern's or Schoenber's
writings, modernism’s rejection of the previous
modes of art was never smooth; it always preserved
the irrecoverable wound of the loss of the classical
and this trauma was evident in many radical pieces
of modernism. On the contrary, the easiness with
which avant-garde was bidding farewell to premod-
ern art and culture was conditioned by revolution-
ary transformation of economy and sociality, but
most crucial in this dismissal was eviction of class
hierarchy and of private property. Avant-garde could
easily dispense with the classical as long as it was
ready to completely dispense with art as such.
Andrey Platonov often wrote that art was needed for
bourgeois society to deal with its traumas of aliena-
tion, whereas communist society would not need art
at all since what art was for, — procedures of truth
and its commons — i.e. de-alienation, would already
be exerted by communist sociality. Thus both mod-
ernism and avant-garde and maybe even contem-
porary art in its early conceptual stage as against
post-conceptual contemporary art — contained in
themselves and preserved at least the empty space
for the lost truth procedure, for the intentional dis-
missal of Hegelian sensuousness.

But contemporary art in its post-avant-garde,
post-conceptual phase ousted this trauma of negativ-
ity, it forgot that it sublated itself; it forgot about its
own “suicide;” “murder” of sensuousness and of “truth
procedure” (Hegel, Badiou), which was the vicious
drama of art and its end since Hegel's aesthetics.

It is impossible to imagine modernism without
its poignant awareness of the loss of truth procedure
in art; likewise it is impossible to imagine Soviet
avant-garde without delegating such truth procedure
to social engineering and revolutionary life-construc-
tion that had to supersede aesthetic phenomena.

So, the question at stake is the following: why
was it inevitable to dispense with sensuousness
(Sinnlichkeit) and the truth procedure in modern-
ism? Because modernism could not any more cope
with the syndrome and ethics of de-alienation so
essential for the classical composition, in which
de-alienation takes place within and despite social
alienation. Modernism had to choose alienation.
Alienation in that case manifested itself as the split
of the idea and the objective reality, of the cognitive
and the sensuous that takes place in favor of the
abstracted cognition. Meanwhile what epitomizes
the classical aesthetic form according to Hegel is
its capacity to conflate idea and matter, to reveal
idea via sensuous means, — the capacity to perse-
vere in unalienatedness amid most harsh alienation.
Despite the fact that the modernist art became more
conceptual, more theoretical, more cognitive, gno-
seologically intense, it could not exert truth proce-
dure by artistic means as long as it dispensed with
sensuousness in art. As Lifshitz excellently reveals in
his essays on Hegel, the demand for the true in art
is not merely a cognitive and theoretical quest.' The
classical, according to Hegel, subsists in the fact
that gnoseology — quest for the truthful — is not in

1 Lifshitz M. Estetika Gegelja | Sovremennost [Hegel's Aesthetics
and Modernity] // O Gegele. Moscow: Grundrisse, 2012. P. 153—
185; 172.
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HappaTMBOB, KOTOPblE CBOMM GYTYPUCTCKUM HanpAxReHHeM MOrnu Obl
NPOTUBOCTOATL TOTa/IbHOMY HaCTOALLEeMY r06anbsHOM COBPEMEHHO-
cTu. [Mpn BceM aTOM B AaHHBIX GYTYPONOrMYECKUX NMPOEKLIUAX HUKO-

roa He NOAHUMAETCA BOMPOC O TOM, YTO, HA CaMOM Aene, nbiTancA
KOrpa-To MICKOPEeHWTb MoaepH3M. Bece notomy yTo, aBaHrapa v mopep-
HW3M BCerga HenorpeLmnmbl.

Takasa 6e3ornAagHan anonorua GyTyponormm BelHy#AaeT HaG BblITEC-
HWUTb M3 NaMATH T€ HUTKU, KOTOPbIE KOrAa-TO COEAMHANN MOAEPHU3M
W aBaHrapf, C Tak Ha3blBaeMOW «KNacCHUYecKomn acTteTrkomn». OpgHaKo, ecrm
Mbl NPUCMOTPUMCA K TekcTam ApopHo, AHToHa doH BebepHa nnu LLIER-
6epra, TO yBUAUM, 4TO MOAEPHM3MY Beeraa 6bino Henerko nopeieatb
C NPOLUILIMK PEXUMamMK BbITOBAHWA MCKYCCTBA; OH BCEraa CoxXpaHaAn
HEeW3Ne4YnMyto paHy, OCTaB/IEHHYIO YTPaTOM KIaCCUYECKOro, 1 aTa TpaBma
O4YeBMUAHA BO MHOMMX PafMKanbHbIX MOOEPHUCTCKMX NMPOU3BEAEHMUSAX.

Y710 KacaeTcA NerkocT, C KOTOPOKM aBaHraps, NPoLLanCcA C UCKyC-
CTBOM W KyNbTYpPOM A0 MOA€EpHa, — TO oHa Obina obycnoeneHa peso-
NOLMOHHBIMK TPaHCHOPMaLMAMK SKOHOMUKM W COLIMANBLHOCTH.

Tem He MeHee, camMbIM BadHbIM AJ1A 9TOr0 pa3pbiBa aBaHrapga G «Knac-
CHKOM» BbIIO YHUUTOXKEHME KNACCOBOW Mepapxmu U 4YaCcTHOW COOCTBEH-
HOCTW. ABaHrapg nerko paccraBasiCA C KNaCCUYECKUM MWL Koraa 6bin
rOTOB HA4YMCTO NOPBATb C MCKYCCTBOM Kak TakoBbiM. AHApew NnaToHos
nMcan, YTo MCKyccTBO BypiyasHoro obuiectsa NpM3BaHoO JeynUTb TpaBmy
OTYYHAEHMA, U NOTOMY KOMMYHUCTUHECKOMY OBLLECTBY MCKYCCTBO

He TpebyeTcA — MOCKOJIbKY OHO caMo no cebe BonnowaeT 1o, paau
4yero CyLLeCTByeT MCKYCCTBO: OHO COAEPHMT B cebe oCHoBaHMUA CO6-
CTBEHHOM BCEOOLHOCTU M rapaHTUPyeT UX MCTUHHOCTb. Taknum obpasom,
W MOAEPHW3M, M aBaHrappa, 1 BO3MOMXHO faKe COBPEMEHHOE UCKYC-
CTBO (B CBOMX PAHHMX KOHLENTYANMCTCKUX CTAAMAX, U HE PachbiBLIeecs
elLe B Momn-30HY MOCT-KOHLENTYaNbHOCTH), — COLEPHanuU U COXPaHANU
B cebe nycToe MecTo, OCTaBLUeeCA Nocse yTpaTbl «“UCTUHHOCTHOM NpPo-
uenypsl» (Ferenb), MapKUPYOLLEN HAMEPEHHLIM OTKa3 OT rereneBcKoM
yyscTBeHHOCTH (Sinnlichkeit).

Ho coBpemMeHHOE MCKYCCTBO B MOCT-aBaHrapAHOM, MOCT-KOHLen-
TyanbHOM pase UIHKKI0 3Ty TPaBMy HeraTMBHOCTH, TPaBMy yTpaThl; OHO
3abb1/10, O TOM, 4TO OTMEHKIIO cebA Korpa-To; OHO 3abbINo O «CaMoybum-
cTBE”», 06 «y6MINCTBE» YYBCTBEHHOCTHU U “UCTUHHOCTHOM NpoLeaypbl»
(Ferenb, Baabto); Ha 9TOM NOCT-KOHLENTYanbHOM CTafiuM, OHO BrEpBbIe
CO BPEeMEH rereneBCKOM 3CTETUKM YTPaTUIO NaMATb O TOM, 4TO ABMA-
Nnocb 3M10BeLeN ApaMoM MCKYcCcTBa M ero KoHua. MHave rosops, UCKyC-
CTBO yTpaTWIO CBOO yTparTy.

HeBo3MoxHO NpeacTaBUTL cebe MOAEPHWU3M, NMULIMBLUMIACA My4M-
TeNbHOro 3HaHWA 06 YyTEPAHHOW “UCTMHHOCTHOM NpoLeaype» B UCKYC-
CTBe; TOYHO TaK*Ke HEBO3MOXHO NPEeACTaBUTbL COBETCKMIM aBaHraps,
6e3 JenerMpoBaHuA Npasa Ha «“UCTUHHOCTHYIO NPOLLEAYPY» COLMaNbHOM
MH¥EHEPHUU 1 PEBOTIOLIMUOHHOMY HMBHECTPOEHUIO, KOTOPbIE AOMKHbI ObINK
NPeB30MTH N3MEPEHME ICTETUHECKOIO.

Utak, BONpoc B crnepytoLem: noyeMy MOAEPHN3M OblT HENM3OEKHO
BbIHY¥/EH NOpPBaTb C YYBCTBEHHOCTbLIO (Sinnlichkeit) v «“UCTUHHOCT-

HOM npoueaypon»? MNoTomy 4TO OH Gonee He MOI CNPaBUTLCA C CHH-
APOMOM U 3TUKOM pas-oTuyXOeHWA, KoTopaa TpebyeTca oA Knaccuye-
CKOM KOMMO3WLMK, U KOTOpaA peannadyeTca B NPON3BEAEHNN UCKYCCTBA,
HeB3MWpanA Ha couuManbHoe oTyyxaeHre. MoaepHM3Mm Beibpan oTuywae-
Hue. OHO NPOABNANOCH B pa3pbiBe CBA3W MeXIY Maeen U 06 bEKTUBHOM
peanbHOCTbIO, MEHAY KOTHUTUBHBIM U YYBCTBEHHbLIM; — 3TOT pPas3pbiB
BEJ1 OT Xy[AOMECTBEHHOM YYBCTBEHHOCTM K aBCTPaKTHOM KOHLLeNnTyanm-
3aumnn. Mex Tem, ana lerena, knaccuyecKkas acTeTUKa npegnonaraeT
cnuAHWe naen n matepun B popme NPoU3BEAEHNA, NPOABIIEHNE ULEU
MMEHHO Yepes3 YYBCTBEHHbIM OMbIT, — BO3MOMHOCTb Pa3-0THyHAEHHO-
CTH, B YCNOBMAX Haubonee oT4yywaeHHbIX. HecmoTpsa Ha To, 4TO Mogep-
HWCTCKOE MCKYCCTBO CTanio 6onee KOHLeNTyanbHbIM, TEOPETUYHBIM,
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FHOCEO0SIOrMYECKM HanpAKEHHbIM, OHO HE MO0 NPEeTeHA0BaTh Ha OCY-
L ecTBNeHUE «“MCTUHHOCTHOM NpoLedypbl» NOCPEACTBOM XYA0HECTBEH-
HbIX CPEACTB, POBHO MOTOMY, 4TO OHO MOPBAasIo C YyBCTBEHHOCThLIO.

B acce, noceAweHHbIx [erento, Muxamn Jlndmu, npexkpacHo nokasbi-
BaeT, 4To TpeboBaHWe OT UCKYCCTBA UCTUHHOCTH — He MPOCTOM Teo-
peTHYECKH MK paccyfouHbin Beizos®. CornacHo erento, knaccuye-
CKOE OTNIMYaeT TO, YTO THOCEONOrMA — NMOUCK UCTUHHOIO — MPOMCXOANT
He B CO3HaHWM W pasymMe, HO pacKpbiBaeT cebs Kak veritas rei, Kak 06b-
eKTVMBHaA peanbHOCTb, NpobnemaTnanpytowan ceba Kak cBoero poga
camoco3HaHWe 06beKTMBHOM peanbHocTi. CornacHo Jlngwuuy, knac-
CHYecKoe NOAYMHAETCA AyXY YU MAee npasun ObITUA, HO B TO e BpeMmsA
He NONTHOCTbIO 0CO3HAETCA BblTUEM, OHO 3aK/IOYAETCA B NO3HA-

HWU, a TaKKe 0CO3HaHWM NPaBAUBOro/UCTUHHOIO B ObITUK; «BbITUA

B 6bITMM» —COOLITUMHOIO B ObITUM; NPOLLEAYPbI, KOTOPaA MOMKET ObiTh
TOMbKO NULWb YyBCTBEHHOW. BBeaeHune B «OcTeTury» [erens, HanucaH-
Hoe Jlndwmruem, noaTeepkaaeT: <UCTUHHOCTHAA NpoLenypa» B CBOEN
€CTEeCTBEHHOM W YyBCTBEHHOM CBA3U C OOLEKTUBHOM peanlbHOCTbIO
CcOo3KnaaeT He NPOCTO HOCEOMNOruto, HO OHTO-rHOGeonorut. Yenosex

He NPOCTO y3HaeT YTO-TO, HO Y3HAaeT UCTUHHOE B MO3HAHHOM.

TaK, ecnv MogepHU3M U KOHLENTyanbHOE COBPEMEHHOE MCKYCCTBO
coxanetoT 06 yTpadeHHOM peanbHOCTH, a aBaHrapy, CTpOUT 3Ty peasb-
HOCTb ex nihilo, COBpeMeHHOCTb NO3AHEr0 KanuTanMama nonpocTy CBO-
AWT FHOCEOorMyecKkne nNpoLeaypbl Ha ypoBeHb abCTPaKTHbIX ONMUGAHWH,
TEeM CaMbiM HWU3BOAA MTHOCEONOMMI0 A0 KOHTUHIEHTHM CTaTUCTUKU U LMpP-
KyNnAUMK JaHHbIX.

Kak rosopuT Jlngwmu, 4yBCTBEHHOCTb — CYTb HUCXOMOEHWE OyXa
W naeu B peanbHOCTb, U 3TO HUCXOMAEHWE B pealbHOCTb 06pasyeT npo-
TMBOpPEYMHE C AYXOM; HO 3TO HUCXOMOEHWE KOHLLENTYallbHOro B YyBCTBEH-
HYt0 06BEKTHOCTb — YacTb HEM3OEHKHOro MU3HEHHOIO LiMKNa UAEMN.
CneposatenbHo, Aabbl NOy41Tb BOMNIOWEHWE, MOEA AOMKHA KaK Bbl
OTKa3aTbCA OT camom cebA. HM3Hb M CYLLHOCTb Maen coaepkaTca B ee
nepexone K CoO6CTBEHHOM NMPOTUBOMOSIOKHOCTH, C KOTOPOM OHa cpa-

L MBaeTCA, CTaHOBACh €AMHbIM LienbiM. Beicovaniuee HenabexHo pon-
MHO CHW30MTW A0 CamMOro HU3KOro, PaBHO Kak M CamMoe HW3Koe A401-
HHO ObITb CNOCOBHO Pa3BUTLCA BO YTO-TO BbICOKOE, MPUBMMKEHHOe

K naeany. CBA3b He HOCHUT OAHOCTOPOHHUI XapaKTep: Oyxy HyKeH 06b-
€KT, HO M 06EKTY HEOBX0OMMbI MAeaUMA, KOHLENT 1 ayx*.

CoenmrHeHWe KOHLLeNTyanbHOro M MaTepUanbHOro, TeM He MeHee,
Henb3A onucaTk NPOCTO Kak 6anaHCc SKCTPEeMyMOB, Ha3BaTb 6€30nacHOM
npeaycTaHOBNEHHOM rapMoHuen. 'erenb NpuBoAUT XpUCTa Kak npumep
TenecHoro sonnouieHna [lyxa, npumep cpateHna abCTPaKTHOrO U KOH-
KpeTHoro: XpncToc HUCXOAMT Ha 3emito Kak BeeBbIlWwHMI, a pacnvHatoT
€ro KaK HUMKaMNLLEro U3 NpecTyrnHUMKoB®. DTOT NpUMep BOBCE HE O penu-
run. OH 06bACHAET paTannCTUHECKOE HUCXOKAEHWE HaeH, ee obpalle-
HWe K caMOoMy 6ONEe3HEHHOMY, HUKaNLLEMY UK KYTKOMY. AHanormyHoe
COCTOfIHWE OTpaweHo 1 B Mudpe 06 Opdee, B KOTOPOM repor cTaHo-
BMTCA XyOOMHUKOM W MO3TOM NULLbL Nocne HUCcxowaeHus B Mapec. JaHTe
TOMEe NPUXOAUTCA CONTH B afd. [lonobHoe HUCXOMAEHWE BO3BbILLEHHOTO,
naeanbHOro M BBICOKOIO K HU3KOMY 3aKstoyaeT B cebe camonomepTBo-
BaHWe WU My4YeHH4YecTBO. TeM He MeHee, MoCTynaTeNbHOe HUCLIECTBUE
K 4yBCTBEHHOMY — HE€ €AMHCTBEHHbIN LIar B )M3HEHHOM LIUKIE UAEW.
«HuameHHOe», B CBOIO O4epeb, HECMOTPA Ha OYEBUAHbLIE KOHEYHOCTb
M NOCTeneHHoe caMopasapyLleHne, CnocobHO pa3BMBaTLCA U yTBEP-
waaTb ceba Kak naeaumoHHoe. lNoatomy, Kak nokaseisaeT lerens,
caMble HeCHYacCTIMBblE MU3HEHHbIe CUTYyaLMK, Byayyn pasmeLLeHHbIMM

3 Jlngpumi M. Sctetvka lerena u coBpemenHocTs // O erene. Mocksa: Grundrisse, 2012. C. 163-185; 172,
4 Tam we.

5 Hegel G. W. F. Aesthetics. Lectures on Fine Art, trans. Knox T. M. Vol. 1. Oxford University Press, 1988.
P.73—77.

YACTb | | PARTI

the head and mind, but it can only reveal itself as
veritas rei, as objective reality reaching its notion as
some sort of self-awareness of the objective reality.
According to Lifshitz, the classical is in subordina-
tion of spirit and the idea to the rule of being, yet

it is not merely in the cognition of being, but in
cognition of the true in being; “of the being within
being” — of something evental in being, the proce-
dure that can only be sensuous. As Lifsthitz argues
in his introduction to Hegel's Aesthetics, it means
that truth procedure in its umbilical and sensuous
bond with the objective reality is what makes art
not merely gnoseology, but Onto-gnoseology. Not
merely learning something, but learning what was
true in the cognized.

So if modernism and conceptual contemporary
art deplore the lost reality, and avant-garde builds it
ex-nihilo, the late capitalist contemporaneity simply
totalizes and abstracts gnoseological procedures,
reducing gnoseology to contingency of statistics
and circulation of data.

As Lifshitz argues, sensuousness is definitely
a descent of spirit and of idea into reality and a con-
tradiction to them; but this descent of the concep-
tual into the sensuous objecthood is an inevitable
cycle of an idea. Thus, in order to get the embodi-
ment, idea has to reject itself. Idea’s life and essence
subsist in its transition to its opposite, with which
it becomes identical. The highest has to inevitably
descend to the /owest, as well as the /lowest is able
to evolve into the highest, to the ideal. So that it is
not only spirit that needs the object, but an object as
well needs ideation, the concept and spirit.?

Convergence of the conceptual and the mate-
rial, nevertheless, is not simply a balance between
the extremes, a secure pre-established harmony.
As the example of spirit's concrete incarnation, as
the example of convergence of the abstract and the
concrete Hegel mentions Christ as the example of
God's descent on earth and his crucifixion as the
lowest culprit.® Yet this example is not at all about
divinity. It is about the fatal descent of the idea to
the most painful, to the lowest, the most miserable
or the uncanny. Similar condition is played out in
the myth of Orpheus, in which becoming the artist
and poet is preceded by the descent to Hades.
Dante descends the inferno, too. Such descent of
the sublime, the ideal and the higher to the lower
has the function of sacrificial quest or martyrdom.
However, the downshift into the sensuous is not
the sole move in the cycle of the idea. The “lower”
is, in its own turn, able to evolve and confirm itself
as the ideated, despite and within its finiteness and
degradation. This is exactly why, in a work of art, as
Hegel shows, the most wretched situations of life
are able to manifest themselves as ideal, and do so
despite their factual misery and simultaneously with
it. Then “the classical” is rather about the zeal and
martyrdom destined to embody idea and not at all
about canon, rules or prescriptions. Classical art
contains emancipatory de-alienating power, func-
tioning within and despite alienation and oppres-

3 Hegel G. W. F. Aesthetics. Lectures on Fine Art, trans. Knox T. M.
Vol. 1. Oxford University Press, 1988. P. 73—71.
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sion. This is why Lifshitz so ardently insisted that
the dialectics of the classical has always been the
communist potentiality in the absence of commu-
nism. It was in the fantastic possibility of the infinity,
of the ideal, within and despite the finite, the sensu-
ous. Then no surprise that for socialist aesthetics
the classical had to epitomise socialist economy,
culture and life much more than modernism and
contemporary art — those aesthetic paradigms

that dispensed with Hegelian Sinnlichkeit and
became the modes of abstraction and abstaining
from reality. Communism does not need moder-
nity or contemporaneity, because it is already an
attained eternity of common good. Hence it is only
natural that today in the midst of the totality of late
capitalism the struggle is for the monopoly over the
contemporary — the social and cultural paradigm
that sublated the negativity of modernism, but does
not need any quest for the true in reality.
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B NPOW3BEAEHNU UCKYCCTBa, MOIYT MaHMpeCcTUpoBaTb cebA Kak nae-
anbHble, U 3aABNAOT cebA Tak HeCMOTPA Ha GaKTUYECKYI Tpareauio

W B TO e BpemA 6naropgaps en. Takum o6pas3om, roBopA O «Kiaccuye-
CKOM>», Mbl AOM*HbI FOBOPUTb O CTPACTAX M My4eHuyecTBe, 6e3 KOTo-
PbIX HEBO3MOMXHO BOMIOLWEHWE MOEN, @ BOBCE HE O KaHOHE, NpaBunax

W npeanucanuax. Knaccuyeckoe MCKyCCTBO COAepHMT B cebe amMaHCH-
MUPYIOLLYIO Pa3-OTHYHAAIOLLYIO CHY, AEMCTBYIOLLYIO B paMKax oT4ymae-
HMA 1 Bonpekn emy. M notomy Jlndwinuy, Tak TBEpAO HacTanBan Ha TOM,
4TO AMaNeKTUKa KNaCCUYECKOro BCeraa CoOoepHUT KOMMYHUCTUYECKUI
noTeHLuMan, NnycTb U B OTCYTCTBUE KOMMYyHHW3Ma. OH copgepkuTca B daH-
TaCTUYECKOM BO3MOXKHOCTH BECKOHEYHOCTH, naeana, BHyTPM U HECMO-
TPA Ha KOHEeYHoe, Ha YyBCTBEHHOE. TaK 4YTO HMYero yauBUTENLHOIO

B TOM, Y4TO AJ1A COLMANIMCTUHECKOM SCTETUKM BaHEN Knaccuyeckoe, nbo
OHO BblpamaeT COLMATMCTUYECKNE IKOHOMMKY, KYNbTYPY W MU3Hb Kyada
TOYHEN YeM MOAEPHU3M W COBPEMEHHOE MCKYCCTBO, — T.€. Te camble
39CTETMYECKWE NapagurMbl, KOTOPbIE NOPBasK C FrerenbAHCKON YyBCTBEH-
HOCTbIO M cTanun cnocobamu abcTparMpoBaHUaA, OTCTPaHEHUA OT pearb-
HOCTHU. KOMMYHWU3MY He Hy}Ha MOAEPHOCTb MM COBPEMEHHOCTb POBHO
MOTOMY, 4TO OH caM Mo cebe ecTb 06peTeHHana BEYHOCTb BCeobLLMx 6nar.
B cuny atoro ectecTBeHHO, YTO CerogHs, B pa3rap CTaHOBNEHMA TOTallb-
HOCTW MNO3AHEro KanuvTanuama, 6MTBa MAOET 3a rereMoHUIo B ynpaene-
HWWU COBPEMEHHOCTBIO — COLMaNbHYHO M KYNETYPHYHO napagurmMy, KoTo-
pas XO0Tb U CHUMAaeT HEraTMBHOCTb MOAEPHM3Ma, HO HE MPU3BaHa UCKaTb
M obHapy®mMBaTb UCTUHY B peaslbHOCTH.

Pesyneratel, npeacTasaeHHble B 3TOH My6IUKaLUmu, MosydeHsl
B xoAe mccrenoBaHus, nogaepxarHHoro rpaHtom Mapumn CrionoBcKowH-
Kropu (cornawermne N2752417) B pamrax nporpammsl UCCIEL0BaHU
n nHHosaumi European Union’s Horizon 2020.
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ExkaTepuHa MIHO3eM1ieBa

HecCKOJIBKO 3aMeYaHUuM
0 rOJIOBOKPY>KEeHUH,
WUJIM 3aBeplleHUe II0XU
«MeJua Kak rporesa»

(Ha MaTepuasie pousBeneHul XapyHa
®apoky, Kpuctuana Mapkiag, Mapka JIvky,
Xo 3y Hee, OpBaHTa [I)XaHUKAHA, AHXeJIbl
Puuuu JIYkKKku u 1p.)

PaambilneHne Ha 03HaYeHHY0 TeMy Ha4yanochb G pparMeHTa KHUrM
Jleonnpa Jlnnasckoro «UccneposaHme ywaca» (hay. 1930-x):

«[ONOBOKpPYHEHUE U COCTOUT B ocnabneHuu, kone6aHuu puKkcaumm, cmasbi-
BaHWKU OYepTaHWH, KOTOPOE U CO3[aeT OLUyLeHUE ABUKEHHUA, XOTA CaMOro
XapaKTepHOro U Heo6xXxoANUMOro AA OLYLLEeHUA ABUKEHUA Hanuuo HeT, —
“HenoaBUKHOE ABUHeEHUE”. NoUTH TO He oLyLEeHUEe MOKHO MONYy4YUThb,
rNApA Ha oTpaXeHue B TEKYYEH BOAe: TYT TOXe CMa3blBaHWE oYepTaHUM
6e3 nepeMeLLeHUA 1X.

Ho 3puTenbHaa ¢puKcauua ecTb B nocnegHeM cyeTe MyCKynbHas, puKkcauua
Boo6paxaemMbiM oLLyNbIBAHUEM, AepHaHUeM B pyKax. HapyweHue 3puTtens-
HOM PHUKCaAUUU eCTb CleiCTBUE HapYLUeHHUA BCel MYCKYNIbHOM PpUKCcaLUH.
MoaTomMy ronoBOKpyHeHHe YyBCTBYETCA U NPHU 3aKpbITbIX rNa3ax. Hawe
NPOJIOHrMPOBaHHOE BO BCE CTOPOHbI TENO, HallKM Boobparaemble, npoe-
LUMPOBaHHbIE PYKH HAa4YUHAIOT KaK 6bl ApoMaTh, ClabeloT U yie He MoryT
KpenKo gepmaTb NpeaMeTbl; MUP BbiCKalb3biBaeT U3 HUX.

Mup 6bin 3aaT B Kynak, HO nanblbl o6eccunenu, U1 Mup, npexae

CHaTbli B TBepAbli KOMOK, MOMNON3, NOTEK, CTaln pacTeKaTbCA U TePATb
onpeaeneHHoCTb»'.

Ha camom pene JlvunaBckui ¢ NpopoYeCKOM TOYHOCTLIO Npea-
CKa3blBaeT X04, UCTOPUM Meana U oneperaeT padMbllLNeHUs, Hanpu-
mep, HaHa Bogpuiapa, KoTopbii — no ToyHomy Habnoaenuto M. Cre-
naHoBa — pa3BWBaET MaKNHEHOBCKUIM MPOEKT pacLUMpPEHns YenoBeKa
B MPOCTPAHCTBE 3a CHET TEXHOMOMMYECKHMX «MPOTE30B» U NOKa3biBaeT
npenen Teopun npote3os: «Bce, 4To ecTb B YeNoBEYECKOM CylecTBe —
ero buonoruyeckan, MycKynbHada, MO3roasa cybcTaHLmMA, — BUTaeT

1 Jlunasckuii /1. Uccnenosanue ywxaca. M.: Ad Marginem, 2005. C. 40.

Ekaterina Inozemtseva

A Few Remarks on Vertigo,
or the End of the Era
of “Media as Prosthesis”

(based upon the works of Harun
Farocki, Christian Marclay, Mark
Leckey, Ho Tzu Nyen, Yervant
Gianikian, Angela Ricci Lucchi,
and others)

The reflections on the topic begin from a frag-
ment of Leonid Lipavsky's book The Investigation of
Horror (early 1930s):

“Dizziness consists in weakening, the oscillation of
fixation, from shifting contours that create a sense of
movement, although the thing that is the most charac-
teristic and necessary for the sensation of movement
is not present, — this is ‘static movement. Aimost the
same sensation can be achieved by looking at a reflec-
tion in the flowing water: here too, contours are blurred
without moving.

But visual fixation is ultimately muscular — a fixa-

tion by means of imaginary touching, of holding in the
hands. The disturbance of visual fixation is the conse-
quence of the disturbance of the muscular fixation.
Therefore, dizziness is also felt when our eyes are
closed. Our body is extended or ‘prolonged’ in all
directions, our imaginary, projected hands start sort of
trembling, weakening, and can no longer hold objects
tightly; the world slips out of them.

The world was clenched by a fist, but the fingers got
tired, and the world, previously compressed into a hard
lump, crept out, seeped out, began spilling out and
loosing definiteness.

In fact, Lipavsky prophetically predicts the
course of media history and anticipates the reflec-
tions of, for example, Jean Baudrillard, who, accord-
ing to M. Stepanov's precise observation, develops
McLuhan's project of human expansion in space by

1 Lipavsky L. Issledovanie uzhasa [The Investigation of Horror].
Moscow: Ad Marginem, 2005. P. 40.

means of technological “prostheses,” and shows the
limit of this theory: “Everything that a human being
has — his biological, muscular, and cerebral sub-
stance, — hovers around him in the form of mechani-
cal or informational prostheses!”> Sometimes one can
come across the term “satellites” in scholarly litera-
ture — this term denotes the functional extensions of
a human that no longer concentrically rotate around
the body and are turned into eccentric satellites.
Lipavsky's weakening, projected arms are those
symbolic informational (digital) prostheses that no
longer hold the world or make one raise other ques-
tions. These “prostheses” can be understood literal-
ly: the arm has a continuation in the form of a brush,
the eye's continuation is a camera, etc. For a long
time there has been no doubt that artistic vision as
such is not instrumental, the gaze refers to “bodily
thinking” — corporeality in the broadest sense. And
in this regard, it is extremely interesting to look at
so-called collage videos — videos made up of differ-
ent film sequences or documentary footage — from
a slightly different perspective. That is, to forget for
a moment about quoting, pastiche, the ready-made,
mediation and appropriation, and to understand this
fairly common phenomenon from the perspective of
vision itself, related to the field of the corporeal.
When we watch these videos, it seems that
what we deal with is not the corporeality of a partic-
ular artist's gaze, or optics inherent only to him/her
(everything is assembled from already existing
fragments), just like a camera cannot be a pros-
thesis because in this case, these are the editing
techniques. Then where is the “corporeality” of
the gaze? Is it even physical (maximally reduced?)
if this is about a collage of ready-mades; does it
have at least minimal autonomy? Or is corporeal-
ity transferred to the very history of cinema (feature

2 Baudrillard J. The Transparency of Evil: Essays on Extreme
Phenomena. Verso, 1993. Quoted as in: Stepanov M. Opyt myshleniya
tela [Experience of Body Thinking] // Vestnik of Pushkin State
Leningrad University. Series: Philosophy. 2010. No. 1. Vol. 2. P. 108-117.
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1. Kpuctnan Mapknaii.
«[NepexpecTHblit oroHb». 2007,
Christian Marclay. Crossfire,
2007.

BOKPYr Hero B $popmMe MeXaHUYECKUX UM MHGOPMALMOHHBIX MPOTE30B»2,
MHoraoa MOXHO BCTPETUTL B HAYYHOW NIUTEPATYPE TEPMUH «CaTTENUTLI»,
ob6o3HavatoLme Kak pas GpyHKLUOHANbHBIE MPOAOTKEHNA YEIOBEKA,
KOTOpble NepecTany KOHLEHTPUYECKM BpalLaTbCA BOKPYr Tena v npe-
BPATU/IUCb B 3KCLLEEHTPUYECKHE CMYTHUKM.

CrabetoLime npoeumpoBaHHble pyky JlMnaBcKoro 1 ecTb CUMBO-
nMyeckue, nHbopMaumoHHsle (LMdpPoBLIE) NPOTeskl, KoTopsle Gonee
HEe yOEepHMBaOT MUP, YTO 3acCTaBNAET 3a4aBaTbCA APYrMMU BOMPOCAMM.
Mo «npoTe3amu» 3aeck NOHUMAETCA BYKBaNIbHO CreaytoLlee: pyKka npo-
[OJIHAeTCA KUCTbIO, 1a3 NPOLOKaeTcA kamepon 1 T. 4. Ho yxe aaBHO
He Bbl3blBaET COMHEHMWH, YTO XYAOKECTBEHHOE BUAEHWE KaK TaKOBOE
He MHCTPYMEHTAPHO, B3rNAL OTHOCUTCA K «MbILLNIEHUIO TeNa», TeNECHOCTH
B LUMPOKOM MOHUMaHWK. M B 3TOM CBA3M KpalHe MHTEPECHO B3rNAHYTb
Ha Tak HasbiBaemble collage videos, BUAEO, COCTaBNEHHbIE U3 Pa3NWYy-
HbIX KWHOPPArMeHTOB W/ AOKYMEHTasIbHbIX CbEMOK, B HECKOMBbKO MHOM
nepcrekTuee. To eCTb Ha MrHOBEHWE 3a6bITb NPO LMTUPOBAHKWE, NACTHLL,
peaun-Mena, onocpenoBaHUe M anpornpuaLmio M pa3obpaTbCs B 3TOM
[A0BOJIbHO PacnpPOCTPaHEHHOM ABMIEHWU C MO3ULIMM COBCTBEHHO BUAEHMA,
B3rnA4a, OTHOCALLErocs K 061acTv TENeCHOro.

Horoa mMbl CMOTPUM 3TH BUAEO, KAKETCA, YTO Mbl UMEEM AENO
He C TENIECHOCTbIO KOHKPETHOIO B3rNAAa XyAOKHMKA, MPUCYLLEN TOMBKO
eMy «onTuKe» (Bce COBPaHO U3 yHe CyLLeCTBYHLLMX GparMeHTOB), TOUYHO
TaK e KaKk KaMepa He MOXET ABNATbCA NPOTE30M, MOTOMY YTO B AaH-
HOM cny4ae NpoTe3 B3rnA4a — 3TO CPEACTBAa MOHTaxa. Torga rae e
NEMUT «TeNecHOCTb» B3raga? TeneceH nv oH Booble (MakcMMansHo
KYMUPOBAaH?), €CIM PeYb MOET O KOMMAME U3 Pa3IIMYHLIX TENECHOCTEH,
obnagaet M xoTA 66l MUHWMaNbHOM aBToHOMWeN? Mnn TenecHocTb
KaKWMM-TO 06Pa3oM NEPEHOCUTCA Ha CaMy UCTOPUIO KMHO (XyO0MeCTBEeH-
HOrO, LOKYMEHTANILHOMO, KOMMBLIOTEPHBIX MIP)? Mbl MOMKEM FOBOPUTL
0 «Tefle BU3yaslbHOM KyNbTYpbl», ONUMOHANBHO HYXAAIOLWEMCA B «Npo-
Te3e», Beb OHO TOYHO TaK He KOrAa-TO «CHaToe B TBEPAbIM KOMOK,
MOMoN3/0, NOTEKO, CTaNI0 PacTeKATLCA U TEPATb ONPEAENEHHOCTb.
MoseT nv 370 Tenlo BU3yanbHOM KynbTypbl paccnabuTbed, pacteybcs,
roe 9ToT npefen, Nocsie KOTOPOro HauYMHaeTCA pacnag, Tena, Kakue

2 Boapuriap M. TpospayrocTs 3na/nep. ¢ ¢p. J1. Jliobapckoit, E. Maproscroit. M.: [Jo6pocset, 2000.
C. 46—47. Llut. no: Ctenaros M. OnbIT MbllwneHuna Tena // BecTHWK JleHnHrpaackoro rocyAapcTBEHHOO
yHusepcuteta umenn A.C. Mywrunna. Cepua: Punocodua. 2010. N2 1. T. 2. C. 108—117.
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mozenu nogobHoro pacnaga cywectsytot? CylecTsyeT M B HEM CBOA
cneunduyeckas duamonorna? K otBetam Ha 3TV BONPOCH! Mbl NOMbITa-
emcA NpnbnnanTbcaA, obpallaacb K O4HOMY M3 CaMbIX PacnpPOCTPaHEeH-
HbIX 1 BMECTE C TEM HEOOQHO3HAYHbIX HAaHPOB BUAE0APTa, KOTOPbLIM Ha3bl-
BaeTcAa uHoraa collage videos, Buaeo ¢ ucnonb3oBaHuem found footage
(HaMaeHHbIX CbEMOK).

B panHem Buaeo KpucTuana Mapknas (M3BeCTHOMY pOCCUHCKOMY
1 3apybexHOMy 3puTento rMasHbIM 06pa3om no pabote «YHacol» gnu-
TenbHOCTbIO 24 yaca) 2002 roga «Video Quartet», KoTopoe Ha camom
[ene ABNAETCA YeTblpexKaHalbHOM MHCTaNNALMEN, XyAOKHUK Ha YeTbl-
pex aKpaHax NokasbiBaeT COTHW pparMeHToB 13 dunbmoB ctaporo [on-
nuByAa, 06beAnHEHHbIE OAHWM CHOXETOM — BCE 9TO OTPbIBKM 3ByYaluue,
Ha 3KpaHax — BbICTYMN/IEHUA OPKECTPOB, 63HA0B W OTAESbHbIX My3blKaH-
TOB. OTU OTPLIBKM HE KOHYaoTCA, KaweTcs, 4To Mapknai Hawen 6ecKo-
HEYHbIN MCTOYHUK TakMx ctomeToB (BoobLLe, 3Ta HapacTaroLWan CUHe-
dUNbCKana pagocTb YacTo COMyTCTBYET NPOCMOTPY pabot Mapknan)

W oLLyLLEeHWE 3TOW BU3YyanibHOW HEPA3/TIMYMMOM MaCChl CUHXPOHU3UPY-
€TCA CO CNbILUMMON KaKOpOHMEN.

Mpunyem, KakopOoHWA HACTUraeT He Cpasy, HaLl CIyX, NPUBbIK-

UMM CTPYKTYPHUPOBATL 3BYKOBYIO MHGOPMALLMIO, BbIYSIEHAA COOBLLEHME,
HEBaMHO O KaKOW CTEMNEeHU «MOHATHOCTM», CYUTLIBAEMOCTU MAET PEeYb,
€CNn B3ATb, HanpuMep, AeKaKOPOHUYECKOE NPOU3BEAEHWE, TYT JOBOMBHO
CKOpO HauuHaeT bykcosaTb. Bce o6opaumBaeTca rpaHaAMO3HbIM LLYMOBbLIM
¢$OHOM, 3BYKOBOM aHapXvMen — 3TO TO CaMOoe «KyNbTYPHOE Tesl0», CIOMEH-
HOE U3 COTEH M COTEeH YacTL, (AaTOMU3UMPOBAHHOE, ECNIU YrOAHO), BLIXOAMUT
M3 MO, KOHTPOJA, HE 3HAET HUKaKUX 3aKOHOB. KcTaT, UMEHHO B MOMEHT
MaKCMManbHOro pacnaja 3To TeNO Ha4YMHAET KUTb M OMo3HaBaTbCA

KaK e4MHan CyLHOCTb.

Ewe opgHa paboTa, cocTaBneHHasa U3 KYCKOB FONMIMBYACKUX GUNb-
moB, — «[leperpecTHbIl oroHb». [1paBaa, B HeM HET o4apoBaHKA «CTa-
poro lonnuBypa», a eCTb MHOrOKPATHO YCHUEHHas, yTPUMPOBaHHas
[0 TAKOW CTEMNEHU, YTO KAKETCHA KOMMbIOTEPHOM MIPOM MITM KOMUKCOM,
HECTOKOCTb aMEPUKaHCKNX 6HOEBMKOB. 3pUTesSlb OKa3biBaETCA MeXay
[ABYX 3KPaHOB, U CTAHOBUTCA MULLEHBLIO AJ1A FepPOEB FOMIMBYACKUX GUITb-
MOB, CTPENAOLMX U3 pasHbIX BUOOB opyxua. Ha camom aene Mapknai,
6yayyv No NPerMMyLLecTBy CayHA-XyAOXKHUKOM M paboTas, 0cobeHHO
B Hayasle, CO 3ByKOM Kak MeAMyMOM, B 04epeaHoW pa3 ycTpansaeT 3pu-
TENto cepbe3HOe 3BYKOBOE NepemMBaHUe: BbICTPENbl U3 NMUCTONETOB,
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films, documentaries, computer games)? We can
talk about the “body of visual culture” optionally
requiring a “prosthesis,’ because it was also once
“compressed into a hard lump, then crept out,
seeped out, began spilling out and loosing definite-
ness.!” Can this body of visual culture be weakened
and seep out; where is the limit where the disinte-
gration of the body begins; which models of such
disintegration exist? Does it have its own specific
physiology? We will try to answer these questions
by addressing one of the most widespread, and

at the same time ambiguous genres of video art,
sometimes called collage videos, which are created
using found footage.

In an early video work by Christian Marclay
(known to Russian and international viewers mostly
due to his 24-hour work The Clock) titled Video
Quartet (2002) — which is in fact a 4-channel instal-
lation — the artist shows hundreds of fragments from
old Hollywood movies united by a single subject —
all these fragments have sound, all the four screens
show orchestras, bands, and individual musical per-
formances. These excerpts do not end, and it seems
that Marclay has found an endless source of such
subjects (generally, a kind of growing cinephilic joy
often accompanies the watching of Marclay's work),
and the sensation of this visual, indistinguishable
mass is synchronized with the audio cacophony.

However, this cacophony does not get hold
of the viewer at once: our hearing, accustomed to
particularize audio information, thereby isolating the
message no matter what degree of clarity and read-
ability is involved (if we take for example a dode-
caphonic product), starts to become jammed quite
soon. Everything turns into a grandiose noise back-
ground, a sound anarchy — this very “cultural body”
made up of hundreds and hundreds of particles
(atomized, if you like) gets out of control, and does
not obey any laws. Incidentally, it is at this moment
of maximum disintegration that the body begins to
live and recognize itself as a single entity.
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Another work made up of Hollywood movies
fragments is Crossfire — though it does not hold
the charm of “old Hollywood,’ instead, there is the
repeatedly reinforced brutality of American action
films, exaggerated to such an extent that it reminds
one of computer games or comics. The viewer finds
him/herself between two screens, and becomes
a target for Hollywood movie characters who are
shooting from different types of firearms. In fact,
Marclay, who is mainly a sound artist and who has
consistently worked with sound as medium, espe-
cially in his early works, once again gives the viewer
a serious sound experience: the shots from pistols,
rifles, grenade launchers, machine guns, etc. actually
form a symphonic work. The “cultural body” acquires
sound characteristics as an object; it resonates with
the surrounding space, thus defining itself in it.

The duo of Yervant Gianikian and Angela Ricci
Lucchi often follow a similar path, by choosing frag-
ments of the same subject. As participants in all the
major contemporary art festivals and exhibitions,
including Documenta, the Venice Biennale, and so
on, and having had their retrospective at the MoMA
in 2009, they were among the first to use found
footage in their video work. Their relatively early
video Animali Criminali, 1994, demonstrates the
most important methods of their practice.

Fragments of popular science films about
nature have undergone various technical manipula-
tions — manual tinting, the changing of the speed of
video playback, scratching of the film, and so on. The
joint life of these fragments is guaranteed by seem-
ingly cosmetic means: just like makeup evens out the
skin tone and hides imperfections, these manipula-
tions smooth out a rather unpleasant picture of the
struggle of individual species for survival. But this
observation is unlikely to be true, especially when it
comes to an artistic product. These means become
the main protagonists, so to speak, and the primary
point of the artwork. The specific material nature of
these films, their surface, which is subject to retinal
vision, determines the “corporeality” of the work of
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2. OpBaHT [IaHWKAH
1 Anpmena Puyan JTykkm,
«Animali Criminali». 1994.
Kaap v3 ¢punbma.
Yervant Gianikian and Angela
Ricci Lucchi. Animali Crimi-
nali, 1994. Film still.

3. OpsaHT [kaHnKAH
1 Anpmena Puyan JTykkm,
«Animali Criminali». 1994.
HKaap v3 ¢unbma.
Yervant Gianikian and Angela
Ricci Lucchi. Animali Crimi-
nali, 1994, Film still.

4. Bbixoa pabounx ¢ pabprKm
TMiombep. Kaap 3 paboTsl
XapyHa Papoku. 1995.
Workers Leaving the Lumiere
Factory. Still from Harun
Farocki's work,1995.

aBTOMaToB, rpaHaTOMETOB, BUHTOBOK, NyJIEMETOB M MNp. ClMBatoTCA
B CUMQOHUIO. Y «KynbTypHOro Tena» NoABMAIOTCA 3BYKOBblE XapaKTe-
PUCTHKM, KaK y NpeamMeTa, OHO PE30HUPYET C OKPYHatoWMM NPOCTPaH-
CTBOM, onpeaendan ceba B HEM.

Mo cxomemy nyT Beibopa GpparMeHTOB C OAHUM U TEM He CHOHe-
TOM YacTo cneayeT AyaT ApsaHTa OaHuKkAHa u AHaxensl Puyun Jlykku.
YyacTHUKM BCeX KpynHenwmx pecTnsanei u CMOTPOB COBPEMEHHOIO
MCKycCTBa, BKNoYaa [JorymeHTy, BeHeunaHckune 6ueHHane v np., 3a nne-
yamm KoTopblix — peTpocnekTuea B MoMA B 2009 rogy 1 He TONbKO, OHM
OLHWMM M3 NEPBbLIX HaYan ucnonb3oBaTb found footage B cBOMX BUAEO-
pabotax. OTHocuTenbHo paHHee Buaeo 1994 roga «Animali Criminali»
AEMOHCTPUPYET BaHENLLWE NPUEMbI UX MPAKTUKK.

DparmMeHTbl U3 Hay4YHO-MONYNAPHbLIX GUIBMOB O NpUpoae U dayHe
noABepratoTcA pPasMyHbIM TEXHUHECKUM MaHUMYAALMAM — PYYHOMY
NoAKpaLlMBaHUIO, USBMEHEHWUIO CKOPOCTM NPOMUIpbIBaHMA BUAEO, Lapa-
naHuio NeHKK K T.M. COBMECTHaA HKMU3Hb 3TUX GparMeHToB rapaHTupy-
€TCA, Ha NepBbIv B3MMAL, MPaKTUYECKN KOCMETUYECKUMU CPEeACTBaMM:
TaK ¥e, Kak rpvM BbipaBHMBAET LIBET KOMM M CKPbIBAET HEAO0CTATKM, 3TH
MaHWMYNALMK CINaKUBAKOT A0BOSIbHO HEMPUATHOE 3penuile — 6opbby
oTAEnNbHbIX BUAOB 3a Bbl#KWBaHWe. Ho BpAA nu a1o HabntogeHne noxome
Ha npaBAy, 0COGEHHO ECNU peyb MAET O XYOOKECTBEHHOM NpoayKTe. DTH
CcpencTBa CTaHOBATCA IMaBHbIMW AENCTBYIOLLMMM NePCOHaMaM1 1 rnas-
HbIM CMbICIOM Npou3senerus. Cneunduryeckas matepuanbHaa npUpoaa
3TKX GUIBMOB, MOBEPXHOCTb, KOTOPAA KaK pa3 U CXBaTbIBAETCA PETU-
HaslbHbIM 3peHWeM, onpeaenaeT «TeleCHOCTb» Npou3seaeHui xanu-
KAHa 1 Pryum Jlykkn. Onpepenstolen xapakTeprucTMKONM CTaHOBUTCA
MMEHHO TeNIeCHOCTb, NPUCYLLAA MPON3BEAEHMIO KaK HEKOW LIeTOCTHOCTH,
a He «npoTe3bl» — B3IMMAL HE NPOANEBAETCA MIECEHbIO U LlaparnvHaMu.

HemeLKni xynokHUK 1 pexunccep XapyH ®Papokn caenan found
footage rmaBHbIM NPUEMOM W MOMYTHO MOBAMAN HA TOT TUM BU3yalb-
HOCTH, C KOTOPbIM Mbl UMeeM Aeno cerogHA. B ogHOM U3 MHTepBbO
2009 roga oH chopMynMpoBan CNeayroLLyo MakCcHUMy: «3Drnoxa BOCNpo-
M3BOACTBA 3aKOHYMNIACh, HaYanacb 3Moxa KOHCTPYMPOBaHWA». PapoKm
MOMHO CYMTaTb OAHUM M3 CaMblX M306peTaTeNbHbIX MHKEHEePOB, KOH-
CTPYKTOPOB-UCMbITaTeNIEN HOBbIX BU3YyallbHbIX CTPYKTYP, OH Obin1 CNoco-
6eH 3ax0O0MTb W YyBCTBOBAaTb HOBbIE TEPPUTOPUM, MOTEHLMANBHO «MPU-
ropHble» ANA UCKYcCTBa.
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Tak, oH ocBavBaeT NPUBLIYHBLIE XOObl — COBMeLLEeHWe dparmeH-
TOB AOKYMEHTaSIbHbIX, MPOMNaraHOUCTCKUX GUTBMOB U KUHOXPOHMK,
HO He MbITaeTCA 3TU CHOHKETHl 06bEAUHWUTL B OAMH NOCNEL0BATENbHbIN
HappaTvB. BHyTpK HET pUTMHUYECKOM CTPYKTYpPbl, OCHOBAHHOM, Hanpuvep,
Ha 3BYKOBOM NepexunBaHum, Kak y Mapknas, HaobopoT — oH aBuraetcA
OT MaCCOBbIX CLIeH K YaCTHOCTAM.

B cBowx xyaoKeCTBEHHBIX MCCNea0BaHMAX U OCBOEHWU HOBbIX TEP-
puTopKii PapoKK 0OHUM M3 NepBbIX 0OpaLLAETCs, HaNpUMep, K BU3y-
aIbHOCTHU KOMMBbIOTEPHBIX UIP U MHOTOYUCIIEHHbBIX CUCTEM CIIEHEHMA
W HabnoaeHUA, NOBCEMECTHO NPUMEHAIOLLMXCA B apMUU U pa3BeaKe.

M B nocnenHem cnyyae naea MHCTPYMEHTaNlbHOCTH 3PEHUA TePMNUT OKOH-
yaTeNbHbIA Kpax, NOTOMY 4TO PapOKK AOBOAMT 3Ty CaMyto MHCTPYMeHTa-
nM3aumio Jo byKeanbHOro-abcypaHoro, To eCTh rna3 byKBasbHO «MPOAOS-
HaeTcA» CaMbiMU COBEPLUEHHBIMW ONTUYECKUMU CUCTEMAMM, OAHAKO 3TO
TOMbKO 3aTPyAHAET MOHMUMaHWE M aHaln3 TOro, YTO NPOMCXOAMT Ha CaMOM
nene, 4To conpaTbl BUOAT B PeasibHOCTU He LIMGPOBOWM, a 3pUTENBLHOM,
¢du3nueckon. PapoKM HeBYCMbICTIEHHO pa3aenaeT LMPppoBble AaHHbIE

n o6pas. Obpas HMKOrAa He ABNAETCA A8 Hero Habopom LKMdPOBLIX AaH-
HbIX, 6onee Toro, faHHbIe MOryT 6bITb KpalHe HeCOBEPLUEHHbI, OAHAKO
06pa3s oT 3TOro He MeHAETCA, IEPEBO OCTAETCA AEPEBOM.

dapoku [0BOMBHO NocneaoBaTenbHO M3beraeT BUAeOHappa-

LMK MHOTAA ero rofoc CLennfaeT U pacCKasbiBaeT CTPaHHbIE UCTO-

pWK, HO B NPaKTUKe 6oriee MONoabIX XyOAOKHUKOB, MCNONb3ytowux found
footage 3TOT NpyeM BCTpeyvaeTcA AOBOMBHO YacTo. TAra K pacckasy, pop-
MWPOBaHUIO LLeNbHOM MCTOPUM BUAHa B pabote Mapka J1nku ¢ TpyaHo
nepesoaMMbiM HasBaHWeM «Fiorucci made me hardcore», KoTopas, KcTaTty,
6bl1a 3aKynneHa KpyrnHenWnMK oTAeNamMn MegnancKyccTBa, B T.4. My3eeMm
coBpemeHHoro nckycctsa MoMA.

Peub naet 06 UCTOpUM TaHLLEBANBHOIO ABUKEHMA U NOABEHUU
HOBOW «9KCTaTUYECKOM» CYOKYNbLTYPLI PEMBOB M TEXHO-MY3bIKK. 3a cyeT
XPOHOMOrMK 1 NpoABIeHHOro spemeHn — ot 1970-x go 1990-x, —
CkNadblBaeTcA nocneposartensHoe nosectsoBaHue. OcTpoe 4yBCTBO
BPEMEHU, MOMEHTA — KJIHOY4EBOM NpUHLMN opraHu3aumu «Fiorucci made
me hardcore». Y aToro HoBOro «KynsTypHOro Tena» HM4ero He ocTaeTcA,
KpOMe BpPEMEHHM, NPOTAKEHHOCTH, B3MNAL, XyAOKHUKA NPUHLMNUANBHO
He MOXeT HMYeM «npoTesupoBaTbcA». [1pn aTOM faHHaA CTpyKTypa
nonyyaeTcA KpalHe NOPMUCTON: B Hee BO3MOXHO AenaTb BCTaBKK, OHA
npuvemneT yTpaTtbl, OHa HENPOYHaA, He CLienneHa HUYeM, Kpome nocne-
[,0BaTeNbHOCTH TaHLEBasIbHbLIX CLEH M3 padHblx AeKkan XX BeKa.

CoBeplueHHO APYroi TUN HappaTHBa, MOLLHbIM, Kak 6eTOH-

HbIM PyHAAMEHT, NpeAcTaBnAeT OAWH N3 CaMblX 3aMETHbIX U 3aMe-
YyaeMbIX 60MbLMMU MHCTUTYLMAMKU MeANaxXyAOKHUK CUHIanypCKoro
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Gianikian and Ricci Lucchi. The defining characteris-
tic here is the corporeality inherent to the artwork as
some kind of integrity, not the “prostheses” — sur-
face mold and scratches do not extend the gaze.

German artist and filmmaker Harun Farocki has
made found footage his main method and simulta-
neously influenced the type of visuality that we are
dealing with today. In a 2009 interview he formulat-
ed the following conclusion: the era of reproduction
is over, the new one of construction is here. Farocki
might be called one of the most ingenious engineers
and test designers of new visual structures; he has
been able to come in and feel out the new suitable
or adaptable territories for art.

He masters the usual techniques — combin-
ing fragments of documentaries, propaganda films
and newsreels, but he does not try to amalgamate
them into a single consecutive narrative. There is
no rhythmic structure based, for example, on sound
experience like in Marclay's case, on the contrary —
he moves from mass scenes to details.

In his artistic exploration of new territories, Fa-
rocki was one of the first to address the visuality of
computer games and numerous surveillance systems
widely used in the military field. In the latter case, the
idea of the instrumentalization of vision suffers a final
collapse, because Farocki makes it absurd — that
is, the eye is literally extended by the most perfect
optical systems, but this only obstructs understand-
ing and the analysis of what is actually happening, of
what the soldiers see in physical, not virtual, reality.
Farocki unambiguously divides digital data and im-
age. The image for him is never a set of digital data,
moreover, the data can be extremely imperfect, but
this does not alter the image — a tree remains a tree.

Farocki quite consistently avoids video nar-
ration — only sometimes his voice links fragments
by telling strange stories. But in the practice of
a younger generation of artists using found footage,
this tactic occurs quite often.

The pursuit of creating an integral story is
evident in the work of Mark Leckey titled Fiorucci
Made Me Hardcore, which incidentally was com-
missioned by major departments of media art,
including MoMA. |t is about the history of the dance
movement and the emergence of the new “ecstatic”
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subculture of raves and techno music. Due to its
chronology and the manifested time — from the
1970s to the 1990s — the video develops a con-
sistent narrative. The key principle of Fiorucci Made
Me Hardcore is a keen sense of time, of moment.
This new “cultural body” has nothing left but time
and length; the artist's gaze cannot be “prosthe-
tized” in principle. At the same time, this structure
turns out to be extremely permeable: insertions
and losses are possible, it is fragile, not linked by
anything, except for the sequence of dance scenes
of different decades of the 20th century.

A completely different type of narrative, solid
as a concrete foundation, is presented by Ho Tzu
Nyen — one of the most notable and recognized
media artists of Singaporean origin — in his work
The Nameless. Ho Tzu Nyen has a diverse oeuvre,
and found footage is not the only genre he works
with. The Nameless keeps the viewer in a state of
tension for almost half an hour while telling the story
of a demonic character, a trickster, a triple agent and
allegedly the founder of the Vietnamese Communist
Party, who has a variety of guises. The artist hides
the assembly seams so thoroughly (making one
pay more attention to the label mentioning all the
sources), that only micro-failures make one watch
certain episodes more attentively. This classic spy
story is so diverse and enthralls one so much, that
it becomes the essence of what is happening. In
other words, the script as such — the text written
beforehand with all the vicissitudes of a protagonist
more audacious than in a picaresque novel — is the
skeleton of this “body” It is highly reminiscent of that
same lord of la Mancha — Don Quixote — who, after
reading a chivalric romance, embarks on a danger-

ous journey in the name of protecting the oppressed.

These examples of media art created with the use
of found footage allow us to completely debunk McLu-
han's myth about the prosthetics of the gaze, to talk
about a new corporeality, the physics of some “cultural
body," and therefore its certainty and manifestation.

EKATEPUHA MHO3EMLIEBA | EKATERINA INOZEMTSEVA

5. Mapk JTuku. «Fiorucci
made me hardcore». 1999.
Hagp v3 ¢unbma.
Mark Leckey. Fiorucci Made
Me Hardcore, 1999. Film still.

6. Mapk JTuku. «Fiorucci
made me hardcore». 1999.
Hagp v3 ¢unbma.
Mark Leckey. Fiorucci Made
Me Hardcore, 1999. Film still.

7. XapyH ®Paporu. «[1apannens
II». 2014. Kanp 13 dunema.
Harun Farocki. Parallel Il
2014. Film still.

npoucxoxperHua Xo 3y Hee B cBoem ¢punbme «bes nmenn». Hago cka-
3aTb, yto y X0 3y Hbe macca pasHbix paboT, u found footage — pnaneko
He eOMHCTBEHHOE, C YeM OH paboTaeT. Punbm «bes umeHn» gepKuT
3pUTENA NOYTH B NOMYTOPAYACOBOM HaMpPAXKEHWN NMOKa pacCKasbl-
BaeTCA UCTOPMA LEMOHMYECKOro NepcoHamka, TPUKCTepa, TPOMHOro
areHTa 1 AKo6bl OCHOBaTENA KOMMYHUCTUYECKOM NapTun BoeTHama
CO MHOMECTBOM 06/IMYMI. XYAOKHMK TaK TLLAaTeNIbHO 3amMa3biBaeT MOH-
TamHble WBbl (0T Yero CTAHOBUTCA CUMbHEE 3PDEKT STUKETKM, Ha KOTO-
POM yKasaHbl BCE KMHOMCTOYHWUKM), YTO TONIBKO MUKPOCBOM 3acTaBnAoT
BHMMaTeslbHee BrMAAbIBATLCA B OTAENbHbIE ann3oabl. Knaccuue-
CKWM LIMMOHCKKWKM CIOXET Tak pa3dHoobpaseH M yBleKaeT HaCTONbKO
CHITbHO, YTO CTAHOBUTCA CYTbO NPOUCXOAALLErO. TO eCTb CLeHapui
KaK TAKOBOW, HaNMCaHHbIM 3apaHee TEKCT CO BCEMW NepUneTUAMHU
noxnetie, 4eM B NJIYyTOBCKOM pPOMaHe, CTaHOBUTCA CKENEeTOM, OCHO-
BOM aToro «tena». HanomuHaet fo 6onun nctoputo 06 0OAHOM MAANBLIO
13 JlamaHuu, KOTOpPbIM, HAYUTABLUMCh PLILAPCKUX POMAHOB, OTNPaBA-
eTCA B OnacHoe MyTelecTBUE BO UMSA 3aWUTbl YTHETEHHBIX.
PaccmMoTpeHHble nprmepbl — 06pasLbl MEANMANCKYCCTBA, B KOTO-
pbIX UCMOMIb30BaH TaKk HasbiBaeMbiv found footage — NO3BONAOT OKOH-
yaTesflbHO Pa3BeHYaTb MaKIIOEHOBCKUIM MU O MPOTE3UPOBAHUK B3rNAAA,
rOBOPWTbL O HOBOM TENTECHOCTH, PUSMUKE HEKOIO «KYNETYPHOMO Tena»,
a 3HaYUT ero onpeaeneHHoOCTHU U ABNEHHOCTH.
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XKau-lI06ep MapTteH
JX0 310X. YYyBCTBEHHBIN
OIBLIT U BHEHCTOpUYeCcKoe
MBIIIJIEHH e

«Hapambonsw» — BbicTaBKa, npoweawan B [pan-lane B MNMapuxe
BecHo 2016 roga, BrkntoumBan B ceba 180 HeoxunaaHHbIX Nponase-
AEHWH pasHbIX KyNbTYp OT aHTMYHOCTM 4,0 COBPEMEHHOCTH, BblBGpaHHbIX
Ha OCHOBE WX NePEeKRIMYEK C HACTOALLMM.

HKorpa BcTaet Bonpoc 06 yHMBEpPCanbHOM UCKYCCTBE, Ha ropu-
30HTe Hen3bewHO BO3HUKaeT «Boobpakaembli My3en» AHape Manbpo.
[Ba dbaKTopa NpMHUMNMANBEHO OTIMYAIOT ero OT paccMaTpMBaemMoro
npeanpuAtua. «<Boobparaembii My3en» — 3TO KHUra, B TO BpPeMA
KaK BbICTaBKa MNO3BOIAET IKCNOHaTaM COCEeACTBOBaTbL B 6ECKOHEYHOM
NONMCEeMUH, B OTIIMHME OT MaHWUMyNALMIA Yepes yrosl CbeMKHU U OCBelLLe-
HWUEe CKyNbNTYp Ha YepHOo-6esbix CHUMKax. PU3MYECKME B3aMMOOTHOLLE-
HWMA C paboTon, YyBCTBEHHbIE M 3IMOLMOHAsbHbIE, AaNeKn OT ee BOC-
npuATUA Yepes doTorpadmio.

Mposa Manbpo Ype3amepHO NMpUYECKan 1 BelpasuTenbHas, U Hanpas-
neHa Ha co3faHue TPaHCLIeHAEHTHOrO 06LWEeHNA C KPacoToM, obLuew
AnA Bcex OOKECTB, NpuaymaHHbix noasmu. OHK Bcerga 4Tmnm 6oros
CaMbIM MPEKPACHBIM, YTO Y HUX Bbino. TakMm 06pa3oM pogunuce camble
pa3Hoobpa3Hble acTeTHYeCKMe KaHoHsbl. [peactaenaeTca 6onee nocne-
AoBate/bHbIM NOMbITaTLCA NOHATL MX HEBEPOATHOE pa3Hoobpasue,
4yeM KnaTb B 0OLLMIM KOTeN, rae BCe COCeACTBYET CO BCEM BO MMA YHUBEP-
canbHo KpacoTbl. O6Lme cBEAEHHUA O YeNOBEYeCTBE OKasblBatoTCA 6onee
3HAYUMBbIMKU U CTUMYIIUPYIOLLIMMM, KOTAa OJ19 OOHOM W TOM He GYHKLMKU OHU
npeanaratoT pasHoobpasmre popM, a He 1x CXoACTBO. Hn BnameHHbIN yHA-
BEpCanm3m, H1 abCOMIOTHLIM PENATUBU3M He CryHKaT Aeny ryMaHu3mMa.

B ocHoBy pa6otbl Hag «<Kapambonaxem» nernm HECKONbKO paKTopoB:

1.

MprBA3aHHOCTB K BeLLaMm.

AHTpononorua onpeaenaet 06bEKTL YepPes UX B3aMMOOTHOLLEHUS
C NtofbMW. MHTEHCUMBHOCTb 3TUX B3aMMOOTHOLLIEHWI MOXET NPUBECTH
K TOMY, 4TO BELLY MOTyT pacCMaTpMBaTLCA KaK JIMYHOCTU C COOCTBEHHbBIMU
6uorpaduramMKn U pasnnyHbiMK cyabbamn. Hu no cyluectsy, H1 B KavecTse
MeTadpopbl, @ C TOYKK 3PEHUA PYHKLMH.

Jean-Hubert Martin

The Echo of the Epochs.
Sensual Experience
and Beyond-Historical
Thinking

Carambolages was an exhibition held at
the Grand Palais Paris in the spring of 2016 that
included 180 unexpected and surprising works
from antiquity to contemporary art and from many
different cultures, chosen for their correspondence
with the present.

When universal art is the issue, André Mal-
raux’s punchily titled Musée imaginaire looms
ineluctably on the horizon.

Two factors distinguish it fundamentally from
the present enterprise.

Because the exhibition allows works to
neighbor each other in an infinite polysemy, the
Musée imaginaire becomes a book, far removed
from manipulation through the angle and lighting
of sculptures photographed in black and white.
The physical relation with a work, both sensory
and emotional, is completely unlike its perception
through a photograph.

Malraux's prose is excessively lyrical and
emphatic, trying constantly to establish a transcen-
dental communion with a beauty common to all
divinities ever invented by humankind. They have
always honored the gods with the most beautiful
objects they had. This resulted in the completely
different aesthetic canons. It seems more consist-
ent to try and understand them in their incredible
diversity, than to throw them in a common pot
where everything blends with everything in the
name of the universal beauty. Generalities about
humankind are more relevant and stimulating when
they show a diversity of forms serving the same
function, instead of focusing on resemblance. Nei-
ther beatific universalism nor absolute relativism
serve the cause of humanism.

Several factors served to elaborate Caram-
bolages:
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1.

Attachment to things.

Recent anthropology has defined objects in
their intense relation to and their interaction with
humans, up to a point where these objects may be
considered as personalities with their own biogra-
phies and various destinies: neither in substance
nor as metaphors, but in terms of their function.

The Carambolages exhibition attempted to
revive this pragmatic form of thinking — a practi-
cal philosophy taking material form in objects. As
a counterpoint to the abstraction of language, it is
attempting an interpretation of the world as an expe-
riential whole founded on sensorial perception. The
Museum is the place where values are looked for.

2.

To assemble and compare works of all origins
belonging to universal art, avoiding technical and
chronological categories, and also to replace
chronological linearity with an analogical sequence.

Contextualization has long remained an
untouchable paradigm of museum organization: all
museum works “should” be shown surrounded by
others of the same period and origin.

The fact is that a museum is a receptacle for
objects extracted from their context; the only excep-
tions to this rule are the arts that are contemporane-
ous with the museum movement of the nineteenth
and twentieth century. The museum, therefore,
created its own context: its own architecture, decor
and furniture. Re-contextualization is delusive.

Rather than attempting to revive the past, we
might consider all museum objects as contemporary
to the extent that they are encompassed by our own
gaze. This is the meaning of Duchamp’s famous re-
mark, probably borrowed from Odilon Redon: “The
spectator makes the picture”

HAH-IOBEP MAPTEH | JEAN-HUBERT MARTIN

1. ®namaHacKuit caTMprUyeckuit
amnntux XVI Beka. SxcnoHat
BbICTaBKK «Kapambonsm»,
Mapu, 2016.

Flemish satirical dyptich.
16th century. Exhibit of the
Carambolages exhibition.
Paris, 2016.

© Jean-Hubert Martin, 2019.

2. CrynbnTypa OMmaHoana
- Ppembe «Credo», wnara

A 1 KyKna AwaHTi. SKCnoHaThl

f BbICTaBKK «Kapambonam»,
‘ Mapus, 2016.
— Credo by Emmanuel
Fremiet, epee, and Ashanti
puppet. Exhibits of the
| Carambolages exhibition.

Paris, 2016.

© Jean-Hubert Martin, 2019.

BrictaBra «Hapamb6onsm» ctana nonbITKOM BO3POAMTL 3Ty nparmMartu-
YECKy0 GOPMY MbILLNIEHWUA — NPAKTUYECKYHO GUNocodmto, KoTopaa maTe-
pranunayetca B o6bekTax. BeicTynana KOHTpanyHKTOM K abCTpakumm A3bIKa,
OHa ABNIAETCA MOMbITKOWM MHTEPMpPEeTaLMM MUPa KaK 3MMUPUYECKOrO
LLesIoro, OCHOBaHHOI0 Ha YyBCTBEHHOM BocnpuATUM. My3el oka3sbiBaeTcA
MECTOM, e ULLYT LLEHHOCTH.

2,

C6op 1 cpaBHeHWE NPOU3BEAEHWI PA3HOIO MPOUCXOKAEHHA, NMPU-
Haanemalmx coepe YyHUBEPCaNbHOMO UCKYCCTBa U M36aBneHne OT TeXHU-
YECKOM M XPOHONIOMMYECKOM KaTeEropu3aLmm, a TakKe 3aMeHa XpOHOoru-
YECKOM JIMHEMHOCTH aHaIorMYECKOM NOCNe0BaTENbHOCTHHO.

HoHteKcTyannsauma ponroe BpemMs ocTaBasiaCb HEMNPUKOCHOBEHHOM
06pa3LoM My3erMHOM OpraH13aLmun: Bce NPOM3BEAEHWA B My3ee «A0M-
¥HbI» ObITb MPEACTABNEHbLI B OKPYKEHUU MPOYUX IKCMOHATOB TOrO e
nepvoga v NPOUCXOKOEHUS.

Ho ¢akThyecku My3ei ABnAeTCA XpaHUMLLEM O6BEKTOB, U3Bre-
YEHHBIX M3 KOHTEKCTA; EAMHCTBEHHBLIM MCKITIOYEHWEM U3 3TOrO NpaBuna
ABNAETCA UCKYCCTBO, COBPEMEHHOE My3EMHOMY ABUKEHUIO eBATHaALA-
TOro v ABajLaToro BeKoB. TakMm obpa3om My3er co3pan CBoW COOCTBEH-
HbIM KOHTEKCT: apXMTEKTYPY, AeKop U Mebenb. PekoHTeKcTyanusauumsn
obmaHumBa.

BmecTo TOro, 4To6b! NbITATECA PEAHUMMUPOBATL MPOLLIIOE, Mbl MOKEM
paccMaTpuBaTbh BCEe My3€kiHbIe 0GBLEKTHI KaK COBPEMEHHbIE HACTOSbKO,
HaCKOJIbKO OHM OXBaY€Hbl HaWWM COBCTBEHHBIM B3rNAA0M. B aTom cmbich
3HaMEHWTOM AroLWaHOBCKOM $pasbl, BO3MOKHO 3aMmcTBoBaHHOM y Ogu-
noHa PepoHa: «3putenb co3paeT KapTuHy».

PaBeHCTBO, BbIABNEHHOE B3MMAA0M 3pUTENA, BO3POKAEHUE IKCMOHA-
TOB MNOA, Er0 CBETOM MNpeasfiaraeT BO3MOKHOCTH COMOCTABIIEHUS, KOTOpbIE
A0 cux nop 6binu nog, 3anpetom. MoryT 6biITb MOCTPOEHbI HOBbIE BUABI
accoumaumi. Mctopusa UcKyccTBa yTBepaAmna TofibKO COMNOCTaBIIeHWs Npo-
M3BeAEHUH, NPUHAAJIeKALLMX OOHOMY KOHTEKCTY, WK, B KpanHeM cryJae,
TeX, [Ae MOMHO YKa3aTb KOHTAKT MEXAY OTAENbHbIMU JIMLAMU MK KyNbTy-
pamu. PopmaribHOe CpaBHEHUE, KOTOPOE BCE NMOCTOAHHO AENAOT, Koraa
opHa paboTa HanomMWHaeT 0 APYrow, Hbino Takum o6pa3oM 06bLABNEHO
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CYOBEKTUBHBLIM M BecrnonesaHbiM. PaluoHanbHble apryMeHTsl U UCTOpPU-
yecKas NorvKa AOMUHUPYHOT B UCTOPHM UCKYCCTBA B yLLep6 MblLusie-
HMIO N0 aHanorum, KoTopoe Npeobnagano B anoxy PeHeccaHca npexae
4eM YCTynuTb MecTo pauunoHanuamy. C yHUBEpPCaNbHOM TOUKM 3pEHHS,
KIACCUYECKMM NepHoL, 3anafHOM MUMETUYECKOM penpeseHTaLMm ABnaA-
€TCA UCKIIOYEHUEM M, CIELOBATENBHO, YHUKANbHBIM ABNEHUEM.

Accouualimm No aHanorMm 4acTo HanpaeAOT XyLOKHUKOB B UX TBOP-
4ECKOM npoLiecce. DCTETUYECKOE CYHAEHWNE MOKET ObiTh BolpaboTaHo
TOMBKO Yepe3 CpaBHEHWE — U ropasfo bonee MHTEPECHO CpaBHUBATh
reTeporeHHble, Helenn ofHopoaHble NpeameTsl. ConocTaBneHue AByx
reTeporeHHbIX 06 EKTOB MOMET MPOSIUTb CBET HA UX CMbICT WK GYHKLMIO
MCKIOYMTENBHO BM3YyarbHbIMKU cpeacTBaMu. OHO TaKiKe MOKET Npea-
NOMMTL HOBYIO MAEHD, KOTOpas He Bbina NPUCYLLAa HU TOMY HU LpYroMmy.
Mowck cxoncTBa B pasnnymMmn U Ha060POT AOMNONHUTENILHO CTUMYIMPYET
TaKkoe CpaBHeHHe.

3.

Bbl60p HpOMSBeﬂeHMVI nexoaAa n3 mMx BU3yaribHOro BO3EMNCTBUA U COOT-
HOLWEeHNA C MCKyCCTBOM MOAEPHU3Ma M COBPEMEHHOCTH, na3bemaHue npu-
BbIYHbIX Mepapxmﬁ MeHAay rmaBHbIM M BTOPOCTEMNEHHbIM, BbICOKMM N HU3KUM.

XyﬂO)KHMKI/I, KaK U KOJ/IJIEKUHMOHEPbl, HE A,0NYCKaOT HUKaKUX orpa-
HUYEHUHN B TeEX CBA3AX, KOTOPblI€ OHN yCTaHaBINBAOT C NPOLLUbIM. Ecnu
XYAOKHUKN HE KOJJTIEKUMOHMPYHOT, OHX AOBONBLCTBYIOTCA TEM, Y4TO NpU-
KpennAakT K CTeHaM CBOMX MaCTEPCHUX penpoayKLnn npowssep,eHMFl,
ROTOpPbIE B UX MMa3ax MMeroT pe¢epeHumaanoe 3HayeHue. OT1 paﬁOTbI
BbICTyNnakOT CBOEro poga HanoMMHaHMEM U 3a4aCTyro HE MMELOT ¢opmanb—
HOro OTHOLWEHMA K TBOPYECTBY XYAOHKHWKAE, a npeajiaraloT peweHna 4acT-
HbIX BOMPOCOB, KOTOPblIE 3aHNMMaKOT XyAOKHWKa U €ro COBPEMEHHUHKOB.

4,

OnbIT NpeablayLwmx Nogo6HbIX TPaHCUCTOPHUYECKKX BbICTABOK.

McTopua ncKyccTBa MMeeT TeHOEHLMIO OrpaHUYMBaTBCA TEKCTO-
BbIMW CCbINIKaMK, B TO BPEMA Kak MHOTWE KPYrMHble KypaTopbl Mpeanoyu-
TaloT AOBEPATL CBOEMY BU3YyallbHOMY OMbITY. X BOCMOMWHAHKWA OTMe-
YeHbl BbICTaBKaMM, KOTOPbIE OHW MNOCETUIIU, MPOU3BEAEHUAMM, KOTOPbIE
NPOM3BENM Ha HWUX CUNbHOE BreyaTneHue («Bo NnoTu», a He Ha penpo-
LYKUMAX) U COMOCTABNEHUAMMU, KOTOPbIE M3MeHWUKU ux Barnag. O6 aTo
¢dopMe nepepaym TPyoHO rOBOPMTB, MOCKOSLKY OHa Mano naydeHa. OHa
OnMpaeTcA Ha yCTHblE CBMAETENbCTBA U poTorpadrmn SKCNO3ULMOHHOM
pa3BeCKW — Takue ¢poTorpadun HauMHAIOT U3y4aTb Kak CaMOCTOATENbHbIE
0OBEKTHI.

BpemeHHble 1 NOCTOAHHBIE AKCMO3MLMKM My3eeB apeMepPHbI U NMOYTH
He ocTaBnAlT crnefoB. KypaTop BbipamaeT CBOIH MHTeprnpeTaumio UCKYC-
CTBa Yepes cnocob pa3BeCcKu KOMNeKLMK ceoero My3en. HoHeuHo, nerye
06paTUTLCA K CYLLECTBYIOLMM TEKCTaM MO TeMe B TeX Cryyanx, Korga OHU
AOCTYNMHbI, YeM NOMbITaTbCA MOHATb, KaK BU3yaslbHaA MbIC/b pa3BMBa-
nacb v nepepasanacb. PUNoONoOrMA CAMLLKOM YacTo 3aMEHAET BU3yarbHOe
BHUMaHMe.

CHyKa OT XpOHONIOrMYECKOM CTPYKTYPbI, B COOTBETCTBMW C KOTOPOH
BO MHOIMX My3eAx paboThl BbICTPanBaOTCA B NPeACKa3yeMomn nocnenosa-
TeNbHOCTH, NOByauna MeHa NonbITaTbCA NPOBECTU HECKOMBKO AKCNepU-
MEHTOB TPaHCHCTOPUYECKMUX BbICTABOK, KOTOPblE Ha $ppaHLYy3CKOM Ha3bl-
BatoTcA décloisonnement’.

B 2001 roagy s nonpocun Ayx XyooxHWkoB, Toma KO6epa n Boro-
Mupa DKepa, nopaboTatb CO MHOM Haj, HOBOM 3KCMO3WULIUEN KOMNEKLUM
Mysen KyHctnanact B ioccenbpopde. HazsaHHaa «Mysen xynomHMKa»

1 Décloisonnement ($paHL.) — nepeH. ycTpaHeH1e neperoponok. — [Mpum. nep.
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The equality bestowed by the spectator’s gaze,
that revives exhibits as it lights upon them, sug-
gests possibilities of juxtaposition that have hitherto
been proscribed. New kinds of association can be
established. Art history validated only comparisons
between works belonging to the same context or, at
the least, those where a contact between individu-
als or cultures could be established. The kind of
formal comparison constantly made by many, when
one work reminds us of another, was therefore out-
lawed as subjective and futile. Rational arguments
and historical logic have dominated art history to
the detriment of the kind of analogical thinking that
prevailed during the Renaissance, before it gave
way to rationalism. From a universal perspective, the
classic period of Western mimetic representation is
an exception — therefore, it is unique.

Analogical associations often guide artists in
their creative processes. Aesthetic judgment can
only be elaborated through comparisons — and it
is much more exciting to compare heterogeneous
than homogenous objects. The juxtaposition of two
heterogeneous objects can illuminate their meaning
or function by visual means alone. It can also sug-
gest a third idea that is not inherent in either. The
stimulating aspect of comparison is the quest for
similarity in difference, and vice-versa.

3.

To select works according to their visual im-
pact and their correspondence with the modern and
contemporary art avoids the usual major and minor,
high and low hierarchies.

Artists, like collectors, admit no constraints in
the connections that they make with the past. When
artists do not collect, they content themselves with
cramming the wall of their studios with reproductions
of pieces that, in their eyes, possess a referential
value. These works act as a kind of a reminder and
often have no formal relation with the artist's oeuvre —
rather, they offer solutions to the certain questions
occupying both the artist and their contemporaries.

4.

The experience of similar previous transhistori-
cal exhibitions.

Art history tends to confine itself to textual
references, whereas many notable curators prefer
to trust their visual experience.Their memories are
marked by exhibitions they have seen, works that
have strongly impressed them (“in the flesh” rather
than in reproduction), and juxtapositions that trans-
formed their perspectives. This form of transmission
is difficult to talk about, because it has not been
sufficiently studied. It rests on oral testimonies and
photographs of the ways in which an exhibition was
arranged — such photographs are beginning to be
studied in their own right.

Exhibitions and the museum displays are
ephemeral and barely leave a trace. Curators ex-
press their interpretations of art in the way in which
their museum collections are hung. It is, of course,
all too easy to defer to the surviving systems where
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they are available rather than attempting to under-
stand, how visual thought is developed and trans-
mitted. Philology too often replaces visual attention.

Motivated by boredom aroused by the chrono-
logical structure and the lining up of works in
predictable succession in so many museums, |
have attempted several experiments in transhistori-
cal exhibitions that are called décloisonnement in
French — i.e., de-compartmentalization.

In 2001, | asked two artists, Thomas Huber
and Bogomir Ecker, to work with me on a new dis-
play of the Museum Kunstpalast collection in Dis-
seldorf. Called Kiinstlermuseum, it was an attempt
to answer current social questions with artworks.

In 2007, at the Museo Fortuny, the exhibition
Artempo, organized by Tijs Visser, Axel Vervoordt,
Daniella Ferretti and myself, created a considerable stir.
The aim was to show the dimension of time in art by
confronting contemporary works with the ancient ones.

The Theatre of the World went from the Muse-
um of Old and New Art in Hobart to Maison Rouge
Paris in 2013, bringing together works of any origin
aligned according to the creative aspirations that
they shared. Anthropology was as much important
for this project than art history.

5.

Knowledge and senses. La pensée visuelle
(visual thinking) and Interpretation from Sight.

The numerous references found in studios, be
they copies or reproductions, indicate an existence
of a visual thinking, which has been the preserve
of artists and a few curators through whom it
is transmitted. Such transmission can be highly
efficient, since it does not require a prolonged
discourse. It has long been affirmed that in order to
identify a form one must be able to name it, but this
is not true. Signs can be anonymously transmitted
from one artist to another, and from one culture to
another. Indeed, they often acquire a new meaning
in the process. Thus, there exists a form of a sign-
based representation shared within a particular
culture, which can enable communication by image.
These semiotic vocabularies are not universal, but
are sometimes not too difficult to decipher. Occa-
sional misunderstandings are all part of the game.

Repertoires of forms and images retained in
the visual memory produce all kinds of comparisons
that transcend the categories of art history and
deserve greater attention and consideration.

There is a need to educate the senses and
confirm for visitors the validity of their own judg-
ments. Works of art are dreams vehicles; they
stimulate imagination and inspire emotions. The
pleasures of a museum should be similar to those
of a concert hall or a theatre; visitors should not
be subjected to long speeches reducing them to
the status of pupils. One goes to a concert or play
not to learn, but to enjoy. It is the task of curators
to present works so as to create meaningful and
thought-provoking associations.

Carambolages was, above all, visual: it ap-
pealed to the visitors' sensibility and emotions.
Scholarship and pedagogic language took a second
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(Kiinstlermuseum), 310 Gbina NoMLITKA OTBETUTL Ha COBPEMEHHbIE COL-
asbHble BONPOCHI C NMOMOLLbIO NPOU3BEAEHUI UCKYCCTBA.

B 2007 rogy BbicTaBka «Artempo» B Mysee ®PopTyHM, opraHM3oBaH-
Haa Tuicom Buccepowm, Akcenem BepeopaTom, dannanon PeppetTy
W MHOW, Bbi3Bana 6onbluon nepenonox. Liens 3akntovanacke B ToM, 4TOObI
noKasaTb BPEMEHHOE M3MepPEeHHEe B UCKYCCTBE, CTONIKHYB COBPEMEHHbIE
Npou3BeaeHnA C APEBHUMMU.

BeictaBka «Teatp mupa» npowna B Mysee ctaporo 1 HOBOro MCKyc-
ctBa B Xo6apte (AscTpanua) u B MesoH Py B Mapue B 2013 roay
W BKIItOYMNa B ce6A NPOoM3BeAEHUA U3 pasHbIX CTPaH W BPEMEH,
Ha OCHOBE WX TBOPYECKMX ycTpemneHni. OHa Mmena Aeno ¢ aHTponosno-
rMen TOYHO TaK e, Kak U C UICTOPMEN UCKYCCTBA.

5.

3HaHue 1 YyBCcTBa. BudyanbHoe MbiliieHne U MHTepnpeTaLms
Ha OCHOBE 3PUTENbHbIX BNeYaTIeHNM.

MHorouncneHHele pedepeHchl, 6yab TO KOMUKU UK PENPOAYKLIMH,
KOTOPbIE MOXHO HalTH B MaCTEPCKMX XYAOMHWKOB, YKa3biBatoT Ha To,
4TO €CTb BU3yas/lbHOE MbILLNIEHME, KOTOPOE ObINo NPEPOraTMBOM XyLOHHN-
KOB M HEKOTOPbIX KypPaTOPOB, KOTOPbIE Er0 TPAHCIMPOBaNK. Takaa TpaHc-
NALMA MOXET OblITb 04eHb 3PEKTUBHA, NOCKOMLKY He TpebyeT Anu-
TeNbHOro 06CyHAeHUA. YiKe AaBHO yTBEPHAAETCA, YTO AJIA TOro, YTOObI
naeHTMounumMposatb Gpopmy, HEO6XOAMMO Ha3BaTb €€, HO 3TO He Tak.
3HaK1 MOryT aHOHUMHO TPaHCIMPOBATLCA OT OAHOMO XYAOKHMKA APYroMy
W OT OOHOM KynbTypbl Apyron. Bonee Toro, oHW YacTo NnprobpeTaroT HoBOE
3Ha4yeHue B npouecce nepepayun. Takum obpasom, cylecTsyeT dopma
penpeseHTaLMn, OCHOBaHHAA Ha 3HaKax, KOTOPble UCMOSb3YOTCA B TOM
WK MHOM KynkType 1 MOryT obecneynTe KOMMYHUKaLMIO Yepe3 06pasbl.
OTH CEMMOTUYECKHME CTOBAPK HE YHUBEPCASIbHbI, HO YacTO WX HE TaK
CINO¥HO paclndposaTtb. BosHuKatowmne HepopasymeHusa ABNAOTCA
4aCTbHO Urpbl.

Peneptyap ¢opm 1 06pa3oB, CoOxpaHeHHbIX B BU3yaslbHOM NamMATH,
CITY}WT BCEM BMAAM CPaBHEHWM, KOTOPbIE MPEBOCXOAAT KaTeropun UCTO-
PWYK MCKYCCTBA M 3aCNyHM1BaOT 60/bLIEr0 BHUMAHUA.

CyliectByeT He06X0OMMOCTb BOCHUTLIBATL YyBCTBA U NMOATBEPHAATD
NoceTUTENAM JOCTOBEPHOCTb MX COBCTBEHHbIX CywaeHuI. [Iponssenenma
MCKYCCTBa — ABWMKYLLAA CMN1a CHOBUAEHWM; OHWU CTUMYMPYIOT BOODOpa-
WeHWe 1 BOOXHOBMAOT Ha SMOLMK. YA0BONBCTBME OT NOCEeLeHMA My3en
OOIMKHO ObITb TAKMM e KaK B KOHLEPTHOM 3ase UMK TeaTpe; NoCeTUTENEN
He HY}HO 3aCTaBMATb CMyLaTh OJIMHHBIE PeYM, CBOAA UX K CTaTyCy y4e-
HWKOB. Mbl XOAMM Ha KOHLLEPTbl M CMEKTaKIM He AJ1A TOro, 4ToObl Y4MTLCA,
a AnA Toro, 4To6bl HacnakaaTbcA. 3agada KypaTopoB — NpPeacTaBUTb
npou3BeaeHUa TaknMM 06pas3om, YTobbl Co3aaTh accoLMaLmm, 3acTaBnsALo-
Wwue 3agymaTbCeA.

BeictaBka «Kapambonam» 6bina, npexae Bcero, BU3yanbHOM, OHa
anennupoBana K YyBCTBEHHOCTM W aMoLmuK nocetutena. Hayka n obyye-
HMEe MMetoT 3[,eCb BTOPOCTENEHHOE 3HaveHWe. MIx 3ameHAeT BU3yanbHanA
NO33MA W BOCMNWUTaHWE YyBCTB.

YyuTbiBaA onmMcaHHble GaKTopsbl, HY}HO BbIIO HAMTK CNOCOO, KakUM
06pa3omM coeanHUTL BbibpaHHbIe aKcnoHaTbl. MOXHO NpeacTaBUTb BCe-
BO3MOMHble MeTOAbI: andaBUTHLIM NOPALOK Ha3BaHWM, KnaccuduKaLmaA
no pa3mepy, NOBECTBOBaHWE, rae Kawaana paboTta NnpeacTaBnAeT CrloBso,
TeMaTH4YecKne rpynmnel v T. A,

PaHbLue MHe Nprxoamnnock B OCHOBHOM paboTaTtk C CyLLeCTBYOLLEN
KonneKuunen. Takum ob6pa3om BelIGOP yMEHbLIANICA W OrpaHWyMBan BO3-
MOKHOCTH. [MpoeKkT «Hapambons:x» 6bin ropasno 6onee aMOULUO3HBIM
W BKItOYan paboTel, NnepefaHHble OTOBCHOAY, XOTA 0OblYHbIE MPaKTUYECKHe
1 pUHaAHCOBbLIE OrpaHUYEHUs UMENU MECTO.
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A cospan 6a3y paHHbIX 06pa30B, BeIOpaHHbIX B COOTBETCTBUM
C KpuTepueM BuayanbHoro apderta. O6passl GbiNM CrpynnMpOBaH
Mo Temam, KOTopble MO3BOSIUIN MHE BblOpaTh M3 HECKOSIbKUX BO3MOM-
HOCTeW ANA TOro, YTobbl BEICTPOUTE NOCNeAoBaTelbHOCTH. B otnmumne
OT 00bIYHbIX BbICTABOK, KOTOPbIE 3a4yMbIBAOTCA C UCTOPUYECKOW, ¢purno-
COdCKOM MMM aHTPOMNONOrMYECKON TOYKM 3PEHMA, T. €. OT MAEM, KOTO-
paA NocTynupyeT MHTepnpeTaumio paboT, 3TOT METOA, BEAET K aHann3y
Kawa0M paboTel B ee CBA3W C COCEAHUMU U K CO3AaHUI0 HACTOALLLEM
nocnenoBaTeslbHOCTH.

3T0T accouMaTHBHbIM NMPOLECC AEWCTBOBAS OT Havasla M A0 KoHua
BbICTaBKW. RamabIv anemMeHT NoAcKasbiBaeTCA NPeablAyWUM U 06bABNAET
CrneayroLmm.

ApxvTeKTypa BbICTaBKM NpeAcTaBnana cobom AMHHYI0 Yepeay CTeH
nepneHanKyNAPHBIX ranepeam, KOTopble 3aCTaBNANM NOCETUTENA Cleao-
BaTb CEPMNaHTMHY CreBa Hamnpaso W Cripasa Haneso.

3Ty BU3yasbHYO LENOYKY MOKHO CPaBHWUTb C M3BECTHOM dpaHLy3-
CKOM aeTcKol neceHkom «Trois p'tits chats, chapeau de paille, paillasson»?,
KoTOpas nepefaBanack OT MOKONEHMA K NMOKOMEHMIO Ha LUKOSbHbIX JBOPAX.
Ee Takke MO¥HO CpaBHUTL C OMbITOM U3 Cdepbl KMHemaTorpada, Koraa
O[HO M TO e HenTpanbHOe WK MHANPPEPEHTHOE BbIpaKeHWe Nuua
aKTepa UHTeprnpeTUpyeTcA No-pasHOMy B 3aBUCHMMOCTH OT NPeaLlecTBYHO-
LWKX 06pas3oB, PaAoCTHbIX UK apamatiyHbix. CnegoBaTenbHo, 3Ta IMHeN-
HOCTb HOBOIO THMa MOMET CTaTb M3BUIIMCTOM M UMETb OTKIIOHeHMA. Horoa
accoumatrBHaA CBA3b ABYX MPeaMeTOB NOpowaaeT MHTepPeCHoe CpaBHe-
HWe, OHa TEM HEe MeHee OCTaeTCA B paMKax AUANIEKTUKK «Tyaa-obpaTHO»,
TOrAa KaK Tp1o, KyAa BHECEH AOMONHUTENbHbIM SNTEMEHT, 3acTaBnaeT
MOen 1 1x CO3BE3AMA LIUPKYNMPOBATb B HECKOSIbKMX HanpaBneHuax. 9To
BeAET OT MUHIr-NoHra K bunbApay, U3 KOTOPOro M NO3aMMCTBOBaH TEPMUH
«KapamMbonam»,

CouneHeHua 3gecb cneaytoT NPocTbiM GOpMasbHBIM MK CEMAHTH-
4YEeCKMM acCOoLMaLMAM, KOTOpble He TPebYHOT Hay4HOro 3HaHWA, HanpuMep
FPEKO-PUMCKOM UK XPUCTUAHCKOM MUdONorn. PakTUUECKH, TeMaTHYe-
CKWe rpynmnbl CO3aaHbl 3aHOBO, HO BCErAa CBA3aHbl APYr C APYroM.

MrpuBbIi xapakTep cuUTyauuu, npegnonararoLlen yraabisa-

HWe, a TaK¥Ke HEKOTopble Nepexoabl TPebyT NPUCTaNIbHOrO BHUMaHWA

K paboTe, YTOOLI yNOBKUTL Ty AeTalnb, KOTOpaA NPUBEAET K CreaytoLemy
npousseneHuto. B aTom meToae ecTb ABOMHOE NPEMMYLLECTBO: OH M36e-
raeT MOHOTOHHOIO W NoBTopAtoLLeroca adpdeKTa, CBOMCTBEHHOIO TeMa-
THUYECKWM BbICTaBKaM, U AenaeT YyHUBepCallbHOe UCKYCCTBO AOCTYMHbIM
nrobomy. 3aeck HET HEOBXOAMMOCTH 3HATL UCTOPUIO UCKYCCTBA. YO0BOSb-
CTBME A0CTaBnAeT NOHMMaHWe accoLMaLIMi, KOTopoe BeAeT K nyTelle-
CTBWIO BO BPeMeHM 1 npocTpaHcTBe. [oatnyeckne adderTbl M cpaBHEHMA
BeayT K NonHoM cBoboae BOOOparKeHs, BOCNPELLEHHON NO3UTUBUCTCKOM
MCTOPHEN MCKYCCTBA, NPU3HaBaBLUEN TONbKO NPAMbIE 1 GaKTUHECKHe
KOHTaKTbl MEXAY NPOM3BEAEHUAMU U aBTOPaMK. DTH CPaBHEHWA NPO-
M3BOOATCA KawAblM MCXOAA M3 OMNbITa M NAMATH, YTO MOXKET MOKa3aTbCA
abcypaHbIM C TOYKM 3PEHUA paLMOHaNbHOMO MblluneHuA. BeicTaBka
«Hapambons», BMeCTo Toro, YTobbl NOAABNATE UX, CTPEMUTCA UX CTUMY-
NMpOBaTb W HaZdeNUTb JOBEPUEM.

Bot uemy yumnu 1 4To NpepcKasbiBanu CloppeasiMcTCKUe CrioBapHm
W XPOHHWKHM pesto «[orkymerTa» (1929—-1930). B KauecTBe HOBOrO 06pa-
30BaHMA OHKW PacnpPOCTPaHANM LEHHOCTU HOHCEHCa, abcypaa U nppaumo-
HanbHOCTK. A He BKNIOYMN 9TK PabOoTkl B BEICTABKY, MOTOMY HTO OHM yHe
M3BECTHbI W LUMPOKO NMybnunKytoTcA. A cKopee crnefosan Ux Ayxy v npo-
LLeccy A/1A CO34aHMA HOBbIX KOMOMHaLMI M accambnaen.

2 «Tpu ManeHbK1X KOTa, CONOMEHHaA LWNANa, KOBPHK». B opuriHane KoHeL, Kam/Joro cnosa ABNAETCA
Havanom cneaytowiero. — [lpum. pes.
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place here. They were replaced by the visual poetry
and a cultivation of the senses.

Taking all this into account, there was still
a question of establishing connections between the
selected items. All sorts of methods presented them-
selves to our imaginations: alphabetically ordered
titles, classification by size, a narrative with each piece
representing a word, or thematic groups etc.

In my previous experiences, | mostly had to
work based on existing collections. The choice
was therefore reduced, which limited the possibili-
ties. The Carambolages project was much more
ambitious, involving loans from the most diverse
places — though the usual practical and financial
restrictions applied.

| created a database of images selected ac-
cording to the criteria of visual effect. The images
were grouped by themes, which allowed me to
choose among several possibilities to build up the
sequences. In contrast with more typical exhibitions
conceived from a historical, philosophical or an-
thropological point of view — i.e., based on an idea
that postulates the interpretation of the works — the
method used here encourages the questioning
of each work in connection with the neighboring
pieces and, therefore, produces a real sequence.

This associative process operated from the
beginning to the end of the exhibition. Each item
was predicted by the previous one and announced
the next one.

The scenography presented a long series of
walls perpendicular to the galleries, thus forcing
a visitor to follow a serpentine way through them,
from left to right and right to left.

This visual chain can be compared to a well-
known French nursery rhyme Trois p'tits chats,
chapeau de paille, paillasson transmitted from one
generation to another in schoolyards. It is also com-
parable to the famous cinematic experience, where
the same indifferent and neutral face of an actor
is interpreted differently depending on whether
the previous images are happy or tragic. Hence,
this new type of linearity can become meandering,
producing occasional detours. When an associa-
tion between the two items generates an interesting
comparison, it remains nevertheless within a back
and forth dialectic, akin to a trio, which, through
the introduction of an additional element, produces
a circulation of ideas and their inventive constella-
tions in multiple directions. This leads us from the
ping-pong to billiards, from which the word Caram-
bolages is derived.

Here, the links follow simple formal or semantic
associations that do not require a scholarly knowl-
edge of Greco-Roman or Christian mythology. In
fact, the thematic groups are reconstituted, but they
are always related to each other.

The playful character of this guessing game, as
well as some transitions, requires thorough atten-
tion paid to the works in order to grasp a significant
detail that leads to the next work. This method
provides a double advantage: it avoids the monoto-
nous and repetitive effect common to many thematic
exhibitions, and it makes universal art accessible to
anyone. Here there is no need to know the history
of art. The pleasure lies in the associations between
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powerful works, and leads to a journey through time
and space. The imagination is appealed to using
poetic effects and comparisons in total freedom,
which was banned by positivist art history, because
it acknowledged only direct and factual contacts
between works and authors. These comparisons are
made by everyone according to their knowledge and
memory, as absurd as they may appear to a rational
mind. Instead of repressing them, the Caram-
bolages exhibition seeks to stimulate them and lend
them credibility.

This is exactly what was taught and predicted
in the surrealist dictionaries and the chronicles of
the revue Documents (1929-1930). As a new edu-
cation, they have diffused the values of nonsense,
the absurd and irrationality. | did not include those
works in this exhibition, because they are already
well known and widely published. Rather, | followed
their spirit and their process to create new combi-
nations and assemblages.

While a newcomer/neophyte discovers
a crowd of images offered up to their sensibility,

a connoisseur can spot gems previously ignored in
completely unfamiliar fields.

André Breton wrote about “L'attraction du
jamais vu,’ the emotion of “the never seen before”
Surprise provides a fundamental incitement of es-
thetical pleasure, one that is much more emotionally
intense than the pleasure of seeing again already
familiar works. It is, nevertheless, this need that
drives crowds towards the blockbuster exhibitions
in a ritual that, according to Bourdieu’s analyses,
goes back to the annual Catholic Easter mass.

My bet is that the visitors totally alien to the art
and museum world may come to see this exhibition
as a cartoon. They may fall in love with some works
by discovering unexpected and significant represen-
tations, without being aware of the sacralization that
the museum imposes on its usual public.

Modern and contemporary art provided the
basis for the criteria that were used to choose the
works. A dozen of living artists represented here are
among those who inspired me the most, with whom |
had regular discussions and from whom | learned the
most. The purpose of the exhibition is not to deliver
a pedagogy of quasi-mechanical formal connections
between the ancient and the modern works.

Some works refer to their modern doubles, but
without both being presented next to each other.
Otherwise, the engendered reaction would be too
flat. Some figures — like the Giacometti — have
become such archetypes that they have changed
how we look on ancient pieces. The reversal of
the proposition leads to Pierre Bayard's Plagiat
par anticipation (plagiarism by anticipation), which
abolishes the sense of time and the chronological
causation in order to stimulate thinking. It is impos-
sible for any art-educated person to look at the
Etruscan Aphrodite of the Louvre without thinking
of Giacometti, who had most probably seen it. For
a neophyte, what matters is that he or she discov-
ers several tall and slender representations of the
human body; relating them to Giacometti is not
particularly important. If, after leaving the exhibition,
our neophyte feels curious enough to try to learn
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Mpv TakoM Noaxone HOBUHOK MOMET OOHAPYHUTb MHOKECTBO M30-
OpameH1K, anenMpyoWwnx K ero YyBCTBEHHOCTH, @ 3HAaTOK MOXeT 0OHa-
PYHMTb HMEMUYHMHbI B HE3HAKOMbIX eMy 06nacTaAx.

Anppe BpeToH ynomuHan «HeeuaaHHoe nputswerue» («Lattraction
du jamais vu»), aMOLMIO, HEBMAAHHYIO HUKOrAA paHblue. YaueneHue —
byHAaMeHTanbHbIM CTUMYNT 9CTETUYECKOro YA0BONbCTBUA, KOTOPbIA Hax0-
ANTCA Ha SMOLIMOHANILHOM YPOBHE ropasfo Bbille, YeM YyBCTBO, Bbl3bl-
BaeMoe BHOBb YBMAEHHbIMU M3BECTHLIMK paboTamu. Tem He MeHee, aTa
noTpebHOCTb Noby*AaeT TONMbI NoceLwaTk BbiICTaBKU-b610K6acTepbl —
COBEPLUMTb pUTYyasl, KoTopbll Bypabe cpaBHWBaeT ¢ exerogHom nacxab-
HOM MECCOM KaTONMKOB.

MHe KaxeTcA, 4TO MoCeTUTENN, COBEPLUEHHO YyHaAble MUPY UCKYC-
CTBa W My3e€eB, MO Bbl CMOTPETb BbICTaBKY «HapaMbonAm» Kak MynsT-
¢urnsm. UM mornm 66l NOHpaBUTLECA onpeaeneHHble paboTel M cam
npouecc 06HapyHeHNA HEOKMUAAHHBIX U 3HAYUMBIX penpe3eHTaLmMm, 1 yaa-
nocb bbl 3bewaTb cakpanmMsaumm, KOTOpyto Co30aeT My3er OJ1A CBOen
06bI4HOM My6nKM.

McryccTBO MogepHU3Ma M COBPEMEHHOE MCKYCCTBO CO34aKT OCHOBY
W 3a[al0T KpUTepun AnA Bolbopa Npon3seneHUn. [roKnHa MUBYLLMX HblHE
XYOOXHUKOB NPEeACTaBNeHbl CPeau Tex, KTO BAOXHOBWIT MeHA 6onblue
BCEro, C HUMM A perynapHo 6ecefoBan M MHOMOMY Y HUX Hay4MCA.
Llenbto BbICTaBKM He 6bII0 NPEAIoKMTL NeAarormky KBaauMexaHMYeCKUxX
dopmanbHbIX CBA3EN MeXAy aHTUYHBIMW M COBPEMEHHBIMM paboTamu.

HekoTtopble paboTbl COOTHOCATCA C COBPEMEHHBIMW Napamu,

He 6yay4n npeacTasneHsbl BMecTe. Bo3HUKLWMIM addpeKT Obin Obl crmiu-
KOM nnockuM. Hexkotopble purypsl, Takve Kak pabotbl [xakomeTTH,
CTann HaCTOJbKO apXETUMUYHBIMK, YTO M3MEHWIK HaLL B3MMAL Ha APeB-
Hue paboTbl. MHBepcHA npeanoxeHnsa npueoguT K Tomy, yto Nbep Banap
Ha3blBaET «ONeperaroLLMi nnarvaT», OTMEHAOLWNIA YyBCTBO BPEMEHH

M XPOHOIOIMYECKOE CyHAEHWE O MPUYUHE U cneacTBMn. HeBo3MOoXHO,
4TO6bI NHOOOM XYA0KECTBEHHO 0OpPa30BaHHbIM YeNnoBeK, MAAA Ha aTPYC-
cryto Appoaunty us Jlyspa, He ayman o [akomMeTTH, KOTOPbIM, CKO-

pee Bcero, Buaen ee. [lna HeoduTa BaHO TO, YTO OH OBHapy*MBaeT
HECKObKO BbICOKMX M TOHKMX penpe3eHTaLMi YenoBe4YecKoro Tena, 1 Het
0Cc0o60ro 3Ha4YeHWA B TOM, 4TO OH He NPOBOAMT aHanoruto ¢ [xakomeTTu.
Ecnu nokmpan BeiCTaBKy OH M3 IOBOMBLITCTBA NOMNbLITAETCA Y3HaTh HonbLue,
OH HEMpeMeHHO HanaeT n3obpameHue CKynbnTyp [akomeTTu.

MHorue 13 BeiCTaBneHHbIX paboT CYUTANIMCh MK A0 CUX MOP CYUTa-
toTcA BTOpocTeneHHbIMW. OueHb CKOPO NpeacTaBieHUE O HUX UBMEHUTCH,
MOCKOMNbKY CErofHA OHW 3HayaT AJ1A Hac ropasfo 6onbLue, Yem CBALLEH-
Hble LWeAeBpPbl C UX IMTaHWEN NPEBOCXOAHLIX NOXBa.

Apurmbonbao, A0Nroe BpeMA CHMTABLUMIMCA BTOPOCTEMNEHHBIM XyOO0H=-
HWKOM, CErogHaA NPeACTaBAETCA BEMKMM MacTePOM. DTrog, pyKu [na-
unHTa Puro, BeposaTHO, cerogHsa U3BecTeH bonblue, YeM Nobon 13 ero
3aKoHYeHHbIX nopTpeToB. CTpena B ronose oneHsa [diopepa Asnsa-
eTcA 6onee 60ne3HEHHOM 1A CerogHALWHEN YyBCTBEHHOCTH, YEM MHO-
rMe MyYyeHu4ecTBa CBATbIX. B yHMBEpCcanbHOM MCKyCCTBE €CTb BCEBO3-
MOMHbIE HWLLM, BRIKOYAIOLLME OOBLEKTLI, KOTOPbIE TPOratoT HAC CeroaHA
n3-3a apPEKTUBHBIX MPOEKLMI, KOTOPbIE Mbl K HUM MPUMEHAEM. DTH
WHTepnpeTaLmm1, BO3MOXHO JaNlEKMe OT MCXOAHOIr0 KOHTEKCTa co3aa-

HMA paboT, AeNCTBUTENBHBI, MOCKONBbKY O6BEKTbLI NepemMeLLaoTca BO Bpe-
MeHU 1 npocTpaHcTBe. OHW B3aMMOLENCTBYIOT C NMHOALMU HEOKWOAHHLIM
M NOCTOAHHO 0B6HOBNAOLWMMCA 06Pa3oM, M TEM CaMbIM MOFYT paccKasaTtb
HaM CTOJIbKO ¥e O Hac, CKoMbKo 0 cebe. Mymun 1 yenoseveckue penu-
KBMKW J0NIr0€e BPEMA CUATABLUMECHA HYTKUMW U XPaHUBLUMECA B TEMHbIX
yrnax, nocTerneHHo Bbl3blBasiv BCE 6onbLumni MHTepec. CerogHaA mMx noka-
3biBatOT ¢ 6onbluMM yBakeHWeM. OHM MMELOT Ha Hac Bonbluee Bo3aen-
CTBWE, HEXENW 3HaKK Tpaypa, CTepThle B HalMX 06LLeCTBax.

OBorouMA BKyca TakoBa, YTO MHOMME paboThbl, 3anpOLLIEHHbIE
1A 3TOW BbICTABKKU U paHee XpaHMBLLUMECA BO BTOPOCTENEHHbIX ranepesx
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nnu B doHaax, CTanm cerogHa MectHom ropaocTbio. OHW nepelusnu

M3 cTatyca aTUMUYECKOM MIIU HE3HAYMTENIbHOM PaboThl B CTATyC BarKHOM.
Moem nn Mbl yTBEp#AATL, YTO YaCTb 3TMX paboT 3aBTpa ByayT cyMTaThCA
wenespamu?

Bonpoc KaxeTcA BeICOKOMEPHBIM, MOCKOSLKY BbIGOP MOMHOCTLIO
3aBMCHT OT KypaTtopa M No3ToMy Cpady He CYMTAeTCA CYOBbEKTMBHbIM.
Takum 06pa3oM, OH OMMPAETCH Ha BKyChl BpeMeHn — Zeitgeist (Jyx
3MOXM) — U UBMEHEHUA B NapagurMe anox, CreayroLLmx nocne oTkasa
OT KIAaCCHYECKOro KaHoHa.

Bonee Toro, ero nopgaepxmBatoT Hanbonee U3bICKaHHbIE LIeHUTeN
4yBCTBEHHOCTH CBOEr0 BPEMEHU — CaMM XyAOKHWKU, UMEIOLLME MHTYM-
LMo M3bupaTenbHoro cxoactea. He 1o, 4To6bl OHM BbINK NPOPOKaMK,
KOTOpPbIX CPEACTBa MacCOBOM MHpOPMaLMK NPOCAT NpeAcKkasaTb byay-
Lee, CKopee NPOCTO TEMM, KTO Honee MHTEHCMBHO YyBCTBYET pa3mblTble
ABMEHWUA HACTOALLEro 1 TPaHCIIUPYET WX B CBOWX paboTax. [lyx BpemeHy,
KOTOpPbIM KTO-TO yMeeT obnekatb B dopMy bnaropapsa cCO6GCTBEHHOM HyB-
CTBEHHOCTH, YpaBHOBELLMBAET POMAHTUYECKYIO MAEI0 O MEHWUM, KOTOPbIN
npeogoneBaeT BCAYECKUE rpaHuLbl. Kpome Toro, npeanoxeHune «onepe-
MaroLero nnarmata» No3BonAeT NoABEPrHYTe COMHEHHIO BOMPOC aypbl
W Ype3MepHble NONHOMOYKA, NpUNUCLIBaeMble aBTopam. [poekT «Hapam-
6onAx» 06bedMHAET ONpefeneHHOe KOTIMYECTBO UAEH, BUTAIOLLMX B BO3-
ayxe, v aenaeT AOBOJbHO pajuKasbHble BbiBOAbl. B aToM cmbicne oH npu-
HaOJ1IeHUT BKYCY CBOEr0 BPEMEHM.

Ha BbicTaBKe pa3BopayvBaeTcA NOCNenoBaTenbHOCTb aHanorum
W accoumaumm, a He peanbHOe NOBECTBOBAaHWE, MOCKOSbKY Kam bl MOKET
BbICTPOMTL €ro Ucxoaa U3 cobCTBEHHOMO 3anaca 3HaHui. Oxa cne-

AyeT NpuHUMNY BenvkonenHoro ¢unbma ®uwnm n Barca «Xop, BeLuein»,
roe ABWMEHWE Kamaoro o6beKTa NPoBOLMPYET OBUKEHWE Crieayto-

LLero B LLeMHOM peakLmm, KoTopaA CTaAHOBUTCA anfieropuen MU3HEHHOro
notoka. MNocKonbKy XyOOHRHUKK M36eratoT 1Llb HEMHOTMX TEM W CHOMETOB,
HeCMOTpA Ha AOrMbl CBOEro BpeMeHH, paboTbl, KOTOPbIE B MPOLLIOM Obink
MapruHanbHbIMK MK 3anpeLLeHHbIMA, CTaHOBATCA BHOBb MHTEPECHbLIMM.
Hpyrum paetca cBobopHaA MHTepNpeTaLmna B COOTBETCTBUM C HaLLMMM
oxuaanuamu. [Nepea NMLOM 3THUX accoLMaLMi KOHTAKT C MPOU3BEAEHUEM
1 cBO6OAOM BUAEHWA ABNAETCA NPUBUNEMMPOBaHHBLIM. Y 9KCMOHATOB HET
9TUKETOK: NMMCbMEHHaA MHpopMaLMA O paboTe NpuUBeLeHa Ha aKpaHax,
HaxXOOALLMXCA B HECKOMbKKX LWarax oT paboT. Ecnu ntoboneITcTBO 3pH-
TesNA 3aTPOHYTO, HETPYAHO y3HaTb Honblue B Katanore, LMdpoBOM n3aa-
HWK 1K B MHTepHeTe. [NocpeanHe BbICTaBKM HaxoaMTCA BonbLuan cTeHa
C M306pameHMAMM BCEX IKCMOHATOB, TaK Y4TO MOCETUTENb MOMET NOonpo-
60BaTh CO34aTb CBOK MOCNEA0BaTE/IbHOCTb OOLEKTOB M NPEAJIOKUTL
TOYKY 3PEHMA anbTEPHATUBHYIO KypPaTOPCKOM.

OTBeTbl Ha pa3fMyHblE PE30HAHCHbIE OBLLLECTBEHHBIE NPOGIEMbI,
9CTeTHYEeCKoe yA0BOLCTBME, OCBOOOXAEHHOE OT McTopuorpadmn, obHa-
Py*eHWe Manon3BECTHbIX NPOM3BEAEHWI, UTPOBOM OMbIT MOCNEN0Ba-
TeNbHOCTM AOMMHO, NPUrnalleH1e nonrpaTe ¢ CO6CTBEHHLIM BOOOpa-
MEeHWEeM — XapaKTepPUCTMKKM NpoekTa «Hapambonsax». Ero uenbto 6bino
npueneys 6onee LWMPOKYO ayaUTOPHIO, YeM Ta, 4TO 0BbIYHO nocellaeT
Ipan-Mane B MNapuxe. OTkpbITUE My3es cTaporo 1 HOBOro MCKyccTBa
B Xob6apte, Tacmanua, B 2011 rogy okazanock ycnelwHsiM. Ero nimumna-
Top Hasua Yonw 3apayman ero, pyKOBOACTBYACh TEMU #e MAOEeAMM, AaB
€My NPOBOKaLMOHHOe nMA «[AnuCcHennena ana B3poCsbix».

Kak 1 cpepcTtBa TeXHMHECKOrO BOCNPOM3BEAEHNA B CBOE BPEMA,
KOMMblOTEep He ybbeT My3eK, NoKa TOoT byaeT afanTMpoBaTbCA K HOBbIM
dopmam yooBONLCTBUA U He ByaeT CBOAWUTBCA K akadeMUYeCKOMY U [OK-
TPUHaNBHOMY 3HaHuWto. Llenb — He HocTanbrmyeckoe norpyxeHve B UCTO-
pHIo, @ MOHUMaHWe KenaHWM, CTPaxoB W HaJewa, YenoBe4YecTsa, BN1caH-
HbIX B MaTepUanbHYO KynbTypy.

Ppasa «apeBHUE YKpasiv BCe HallKW BENIMKUE Maeun» U3 aBTobuorpa-
¢u1n Mapka TeeHa Tak XOpOLIO NOAX0AMT NOA0OHOMY TUMY IKCMO3ULMK,
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more, he or she will surely find a Giacometti image,
given its market prices.

Many of the exhibited works were, or still are,
considered secondary or minor. They will very soon
be upgraded, because they mean much more to us
today than the consecrated masterpieces with their
litany of superlative praises.

Arcimboldo, after having long been consid-
ered a minor artist, is today included in the list of
great masters. The hand study by Hyacinthe Rigaud
is probably better known today than any of his
completed portraits. Direr’s arrow in the head of
a dear is more painful for today’s sensitivity than
many saints' martyrdoms. There are all sorts of
niches in universal art, including objects that touch
us today because of the affective projections that
we apply to them. These interpretations, as far as
they might be from the original context of creation,
are valid, because objects travel in time and space.
They interact with human beings in ever-renewed
and unexpected ways, and thus they tell us as much
about us as about themselves. Mummies and human
relics, long considered as macabre and relegated to
dark corners, induce an increased fascination. Now
they are shown with the utmost respect. They move
us all the more now that the mourning signs have
been erased in our societies.

The evolution in taste is such that many of the
works requested for this exhibition, which previously
had been relegated to the minor galleries or storages,
today occupy a pride of place. They have gone from
a status of atypical or minor works to the status of
major pieces. Could we postulate that a part of these
works may become the masterpieces of tomorrow?

The question seems arrogant, because a se-
lection depends completely on its curator and is
therefore immediately judged as subjective. Thus, it
relies on the taste of its time — Zeitgeist — and the
paradigmatic change that occurred since we gave
up on the classical canon.

Moreover, it is supported by the most refined
connoisseurs of the sensitivity of their time: the
artists themselves, who possess the intuition for
elective affinities. Not that they are the prophets
asked by the media to predict the future, — they are
simply the ones who feel more intensely the diffuse
phenomena of the present and translate them in
their works. The spirit of the time, available to some
people who know how to mold it into shape with
their own sensibility, balances the romantic idea
of genius that would escape its time altogether.
Furthermore, with the proposal of the Plagiat par
anticipation, we should be able to question the aura
and the excessive powers attributed to the authors.
Carambolages weds together a certain amount of
ideas in the air and draws quite radical conclusions.
In this sense, it belongs to the taste of its time.

The exhibition unwinds a sequence of analogies
and associations, but not a real narrative, because
everyone is free to construct the narrative accord-
ing to their stock of knowledge. It follows the Lauf
der Dinge, as in the marvelous film of Fischli and
Weiss, where the movement of each object provokes
another one in a chain reaction, which becomes an
allegory of the flux of life. As only few things escape
the artists (despite the dogmas of their time), works
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that were in the past marginal and repressed find

a renewed interest. Others are interpreted freely
according to our expectations. In these associations,
the contact with the work and the freedom of view
are privileged. There are no labels next to the works:
written information about the work is provided on
screens a few steps further. If a visitor's curios-

ity is provoked, they can easily learn more in the
catalogue, in the digital book, or on the Internet. In
the middle of the visit, a visitor was confronted with
a big wall with all the pictures of the exhibits so that
he or she could try to construct their own sequence
of objects, alternative to the curator’s one.

Carambolages put into focus preoccupations
common to all humankind, with a variety of answers,
resonances of social problems, esthetical pleasure
freed from historiography, discovery of little known
works, playful experience of a domino sequence,
and an invitation to give a free reign to imagination.
The exhibition had an ambition to address a wider
public than the one that usually visits the Grand
Palais in Paris. The success of the Museum of Old
and New Art in Hobart Tasmania, which opened in
2011, has not been in vain. Its initiator David Walsh
conceived it along the same line, naming it in a pro-
vocative manner “A Disneyland for adults.”

Similarly to the reproduction era of the past,
computers will not mean the destruction of the
museum, as long as it learns to adapt to renewed
forms of pleasure and avoid limiting itself to the
academic and doctrinal knowledge. The objective is
not a nostalgic immersion in history, but an insight
into humanity’s desires, fears and hopes of as they
are transcribed in material culture.

The quote “The ancients stole all our great
ideas” from Mark Twain's autobiography fits this
type of exhibition so well that we chose it for my
next show at the Pushkin Museum in 2021. For this
forthcoming exhibition, the display will consist of
about 30 sections or chapters. Some of them will
reflect the history of the Museum. The others will be
conceived according to an interpretation, a vision or
an approach to art in its universal scope.

Each chapter will be introduced by a work
from the Museum's collection. Priority is given to the
works from the Pushkin Museum, with each sec-
tion elaborated based on them. Every chapter will
include at least one contemporary work, providing
feedback on or interaction with ancient or exotic art.
The rough proportion should be: 60% of exhibits
from the Pushkin collection, 30% from Russian
museums and 10% from other countries.

Recent research in art history has completely
changed our understanding of certain fields of art be-
longing to the past eras. This will provide the basis for
some chapters of the exhibition. To avoid the repeti-
tion and monotony of thematic displays, each section
will introduce a sort of narrative, bringing the visitor
from one point to another. The analogical method will
always lead from one work to another in the way that
is both the same and different. It is these differences
that will create an effect of change and evolution,
avoiding the monotony of the same theme.
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4TO Mbl BbIBpaM ee A/1A MOen CreayoLLen BbICTaBKM, KoTopaa nponaeT
B MNywknHckom my3ee B 2021 roay. Ona 6yaeT cocToATb U3 no4tk 30
pasgenos unu rmae. HekoTopble M3 HMX ByayT oTpamaTrb NCTOPUIO My3es.
Hpyrve 6yayT 3agymaHbl UCXOAA M3 UHTEPNPeTaLun, BUAEHUA WK NOA-
XOAa K MCKYCCTBY B €ro yHMBEpPCabHOM MacLuTabe.

Raxpaa rnaea 6ynet OTKpbIBATLCA NPOM3BEAEHUEM M3 KOSIIEKLNM
my3en. [proputeT otaaH paboram 13 [NyWKMHCKOroO, Ha OCHOBE KOTOPbIX
paspabatbiBaeTcA Kamablv pasgen. Hawaaa rnasa BRIOYAET N0 KpanHen
Mepe OfHy COBPEeMEeHHYIo paboTy, koTopad 06 bACHAET OTChISIKM K aHTHUY-
HOMY W/ 3K30TUYECKOMY MCKycCTBY. [TnaHnpyeTca npumepHo 60%

13 rkonnexumn MNywrkrHcroro myses, 30% n3 poccuickmx mysees 1 10%
13 Opyrux cTpaH.

HenasHne McKyccTBOBEAYECKME MCCNe0BaHMA NOHOCTLIO U3Me-
HUNKM Halle NoHWMaHWe paga obnacTer uckycctsa npolunoro. OHu nAryT
B OCHOBY HEKOTOPbIX Pa3fenos BbiCTaBkK. Y1066 M3bemartb NnosTOpa
M MOHOTOHHOCTM TEMaTUYECKMX DKCMO3NLMI, B KadoM pasgene byaet
npeacTaBNeHo Kakoe-To NOBECTBOBaHWe, Beayllee NoCeTUTENA OT OOHOM
TOuYKM K Apyror. MeTop aHanorui Bcerga npuBOAMT OT O4HOM paboThl
K APYrov TakMM 06pa3oM, YTO OHM OKa3bIBAIOTCA MOXOMMMM, HO Pa3HbIMM.
M pasnuumna nponssopAT adpdeKT M3MEHEHUA 1 IBONOLIMK, M3beraa MOHO-
TOHHOCTM OOHOM W1 TOM e Tembl.
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JHH [lerimecTep

O6pa3 My3est Kak MecTa
BcTpeud. IlonudpoHuyeckue
U1 IIOCMEePTHbIE Pa3roBOPhI
MeXay XyadoKHUKaMU

«HUKTO He «napaeT ¢ NYHbI», KK TOBOPUTCA. Bce BbixoaAaT
N3 KaKOM-TO Tpaauumn».

Moxannec Knaanepc'

HoBble nnu Heobbl4HbIE NOAXOAE! 3a4aCTyHO Ha4YMHatoTCA ¢ 6ecno-
MOLLIHOCTH, HE FOBOPA Yy#e O CTpaxe W 3amellatensctee. Mnu ¢ yyscTea
6ecnpenenbHOCTH, UCXOOALLLEN U3 BOCTNIPOM3BEAEHUA YHKE CYLLECTBYHO-
WMX Belwer. Takon cnyyar Obln onncaH aHrMMCKOM nNucaTenbHULEN
A.C. BaretT B ee 3anyTaHHOM ouepke «[NasnuH v BuHo» (2016), rae
OHa HenpeB30MAEHHO CBA3bIBAET APYr C APYroM TBOPYECTBO Pa3HOCTO-
POHHMX XyAOKHMKOB Yunbama Moppuca n MapuaHo ®optyHu. Barett
YTBEPHKAAET, YTO YHUKaNbHAA CUMa MHOrOrpaHHOro TanaHta PopTyHH,
KaK HW NapajoKcanbHO, yKOPEeHeHa B ero 3aMMCTBOBAHMAX CYLLLECTBYHO-
LLMX MOTMBOB M3 Pa3dHbIX UICTOYHUKOB U UX coeamHeHun. OH nepepabaTbl-
BaeT 31eMEHTbI Pa3NMYHbIX KYNbTYP Y NEPUOAOB U «BAObIXAET B HUX HOBYHO
MU3Hb». Yepes coueTaHus aTx BocnpouaseaeHui, PopTyHu nocTo-
AHHO BOCKpEeLUaeT MCKYCCTBO NPOLUIOro, U BCE e OHO BOCNPUHUMAETCA
CoBepLUeHHO HOoBbIM. B cBoMx pasmbiwunerusax BaleTT cpaBHuBaeT Pop-
TYHW C NaBIMHOM — CMMBOJIOM NMOCTOAHHOIO LKA CMEPTH U BOCKPe-
weHunA B UckyccTee. KaweTca, uto BareTtT yTBep#aaeT Heob6xoaMMOCTb
NOCTOAHHOIrO BOCNPOW3BEAEHMSA, NePENUCHIBAHUA, NEPEOCMbICIEHMUA
1 nepedopMynMpPOBaHUA CYLLECTBYIOLLMX TEKCTOB U NPOU3BEAEHMM NCKYC-
CTBa, W YTO 3TO HE MMEET HMYEero obLLEro C OPUrMHANIBHOCTBIO M NMOANMH-
HocTblo. Bennkasa pabota MoxeT BbiaepkaTb BocnpousseaeHue. bonee
TOro, peMemku, NnepepaboTin 1 NepedopPMyTIMPOBKU MOYT €M Ha NoNb3y.
3anagHan UCTOPUA MCKYCCTBA, Kak Mbl 3HAEM, ABNAETCA STOMY HMBbIM
AokasatenbcTBoM. C aHTHYHbBIX BPEMEH CO3[aHWE KOMUM CyLLEeCTBYHO-
LMX paboT U WeaeBPOB, TOYHBLIX U HE OYEHb, HE TOMBKO BbINI0 CNOCO6OM
ONA XYAOMHWUKOB BO34aTh AOMKHOE XOPOLIMM NPOU3BEeAEHMAM, JOCTON-
HbIM MoApaxaHusa, HO U NparmMaTMyHbLIM METOAOM OTTaYMBaHUA COOCTBEH-
HbIX HaBbIKOB, TPEHUPOBKM fa3a U COBEPLLUEHCTBOBAHWUA TEXHUKKU. TOT
¢daKT, YTO KOoNMpPOBaHWe 3HaKOBLIX LWeAeBPOB GonblUe HE BXOOUT B y4eb-
HYHO Nporpammy 60MbLUMHCTBA €BPOMENCKUX XyO0MECTBEHHbIX LUKOS

1 O6pucr X. Y. Kpatkana nctopus Kypatopctaa. M.: Ad Marginem, 2012. C. 72.

Ann Demeester

Portrait of the Museum

as a Rendezvous.

Polyphonic and Posthumous
Conversations Between Artists

“Nobody comes from the moon as they say. Everybody
comes out of a tradition”
Johannes Cladders'

New or different types of developments often
begin with powerlessness and impotence. Not to
mention fear and confusion. A feeling of “boundless-
ness” that can be channeled by reproducing what
exists already. That is undeniably the case in the
English writer A.S. Byatt's meandering essay Pea-
cock and Vine (2016), in which she links the work of
all-round artists William Morris and Mariano Fortuny
in a positively inimitable fashion. Byatt declares
that — paradoxically enough — the unique strength
of the multi-talented Fortuny is the way he borrows
and mixes existing motifs from different sources. He
recycles elements from various parts of the world
and different periods and “restores them to new life.”
Combining these reproductions, Fortuny continually
resurrects the art of the past, yet it feels brand new.
In Byatt's musings Fortuny becomes synonymous
with the peacock, a symbol of the constant cycle of
death and resurrection in art. Byatt seems to sug-
gest that it is essential, fundamental to keep repro-
ducing, portraying and rewriting, rethinking and re-
formulating existing texts and artworks, and that this
has nothing to do with originality and authenticity.

A great work can withstand reproduction. Moreover,
it benefits from re-makes and re-enactments, con-
stant rewording and reworking. Western art history,
as we know it, is living proof of that. Since antiquity,
making copies of existing works or masterpieces —
whether they are faithful or not — has not only been
a way for artists to pay tribute to what is good and
worth imitation, but is also a pragmatic method for
honing their own knowhow and skills, training the

1 Obrist H. U. A Brief History of Curating. JRP | Ringier & Les
Presses Du Reel, 2011, P. 74.

eye and improving their own technique. The fact
that copying iconic masterpieces normally no longer
features on the curriculum of most European art
schools and that you seldom see (aspiring) artists
sketching in galleries in Belgium or the Netherlands
(in contrast to, for example, the Kunsthistorisches
Museum in Vienna or the Musée d'Orsay in Paris) is
in that sense irrelevant. The “peacock” is still there
and parading, in all its glory, around the arts scene.

Eclecticism

Artists are not lone wolves, nor have they been
brought up in total isolation, as Kaspar Hauser
claimed to have been. Quite apart from training
or personal interests, every creator is affected or
stamped by his or her own time, as well as by the
(cultural) history preceding his or her practice. Even
CoBrA artists realized that it was impossible to
return to a purely instinctive creative point zero. In
that respect it does not matter whether artists do or
do not use conscious allusions to the art of bygone
eras in their work. Since the postmodern age, linear
(Western) art history is only one of the many paths to
the truth. Artists do not slavishly copy, they reference
and collage, developing their own signature by mixing,
freely and sometimes wildly, visual references and
indirect allusions to artworks from various periods of
the history of art and style. Even now, in 2017, eclecti-
cism is still de rigueur. For contemporary creators, art
history sometimes seems to be not only one gigantic
archive, but also a grab bag from which elements are
greedily fished and plucked. The peacock dies and is
resurrected extraordinarily fast.

This interest in historic styles and artworks
sometimes degenerates into aimless and uncontrolled
referencing. At times sentimental, sterile and just
plain impotent. In the recently published retrospec-
tive architectural manifesto Solid Objectives: Order,
Edge, Aura, Dutch architect Florian Idenburg from the
American-Dutch-Chinese-Greek firm SO-IL wonders:

“Does our inability to find a coherent attitude for tack-
ling the past relate to our blank attitude regarding the
future?...Tabula rasa is for cowards, but there are no
coherent rules for playing the game on a board filled
with pieces. With this in mind we propose a dignified
pragmatism: challenge what there is, reactivate it,
make it part of the current but allow it to cause friction,
to resist. The moment we let go of sentimental values
but holistically assess the given and have it fight for its
place in the here and now, we might reendow the old
with new architectural agency”

Assuming that architecture and the visual arts
are still two sides of the same coin, this reads like
a plea for transhistorical thinking in art that stands
not for rational sums but for the sort of free addi-
tion and subtraction, division and multiplication that
leads to an incalculable result. The list of artists in
the Euro-American spectrum that is capable of this
seems well-nigh endless. From Jeff Koons, Marlene
Dumas and Kelley Walker through Cindy Sherman,
Bill Viola, Peter Greenaway, John Baldessari and
Werner Herzog to Anton Henning, Kati Heck, Desiree
Dolron, Falke Pisano and Saskia Noor van Imhoff. The
nature and manner of the additions and subtractions
to which the work of the Great Male Masters of the
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M PEAKO MOMHO yBUAETh (HauMHAIOLWMX) XYAOKHUKOB 3a MONbGepTamu

B ranepesx Benbrum unu Hupgepnanpos (8 otnnume or, Hanpumep, Xyno-
HECTBEHHO-UCTOpUYEcKoro Myses B Bene unu Mysea Opca B Mapue)
B O@HHOM Crly4ae He UMeeT 3HadeHus. «[1aBnuH» BCe eLle 34ech

W LIECTBYET BO BCEM Kpace MO XYLOMECTBEHHOM CLiEHE.

OKNneKTHKa

XyLOHHUKM — HE OOMHOKME BOJKW U HE BOCMMUTBLIBAIMCh B MOSTHOM
nsonaumm, Kak yteepwxaan Kacnap Xaysep. [llommmo obyyveHna u nny-
HbIX MPUCTPACTUH, Kaabl TBOPEL, UCMbITbIBAET BIMAHWE CBOErO Bpe-
MeHH, a Takme (KynbTypHOM) UCTOPHM, NPEALIEeCTBOBABLLEN ero Co6CTBEH-
Hom peaTenbHoCTH. [lawe XynoxHWKK ABuKeHna «KobpA» nonnmanuy,
4TO HEBO3MOMHO BEPHYTECA K YNCTO MHCTUHKTUBHOMW HYNIEBOM OTMETKe
TBOpYecTBa. B 3TOM OTHOLIEHWKW HEBAXHO, UCMONB3YIOT SN XYAOMHUKM
B CBOEM TBOPYECTBE CO3HATESNIbHbIE a/lNII03UKU K MCKYCCTBY MPOLUSIbIX SMOX.
B Bek nocTMonepHa nuHeiHan (3anagHas) CTOPUA UCKYCCTBA ABNA-
€TCA NWLLb OOHUM U3 MHOTMX MyTeN K UCTUHE. XYAOKHUKN HE KONUPYHOT
pabCKM — OHU LEeNnaroT OTChINIKK M COCTaBMAIOT KOMNMakKu, BolpabaTbiBas
CBOW COBCTBEHHbIM CTWUSb, CBOOOAHO, a Noavac HeOKMAAHHO, CMeLUU-
BaA BU3yasibHble OTChI/IKK U KOCBEHHbIE HAMEKM Ha MPOU3BEOEHUA pas-
HbIX NEPUOAOB UCTOPUK MCKyccTBa M cTunew. [awe cerogHs, B 2017 roay,
9KIIEKTMKa BCe €eLle AMKTYeTCA MOAoN. KameTca, 4To ANA COBPeMEHHbIX
TBOPLOB MCTOPUA MCKYCCTBA ABNAETCA HE TONIbKO MIraHTCKUM apX1BOM,
HO M MELLKOM, M3 KOTOPOrO OHW HaOHO BblyKMBAKOT Pa3HbIE 3NEMEHTHI.
«[laBnnH» ymnpaeT 1 BocKpecaeT Heobbl4arnHO BbICTPO.

MHTepec K NCTOPUYECKUM CTUNAM W CTAPOMY MCKYCCTBY MHOTAA
BblpOXAaeTcA B 6ecLieNlbHOE U HEKOHTPOIMPYEMOE LMTUpPOBaHHe —
rnogyac CeHTMMeHTanbHoe, becnnogHoe Unn NPocTo 6eCNOMOLLHOE.

B HepaBHO ony6nMKoBaHHOM PETPOCMNEKTUBHOM apXMTEKTYPHOM MaHUpe-
cte «OcHoBononararoLwue Lenu: opaep, Kpaw, aypa» ronnaHacKUm apxm-
TekTop PrnopuaH MaeHBypr U3 ameprKaHo-ronIaHOCKO-KUTanCKo-rpeye-
ckoro 6topo SO-IL 3apaeTca Bonpocom:

«Heymenu Hawa Hecnoco6HOCTb HaMTH NocnefoBaTeNbHYIO NO3ULIUIO

MO OTHOLUEHUIO K NPOLUNIOMY CBA3aHa C HallMM paBHOAYLIMEM NO OTHO-
WeHUo K byaywemy? <...> Tabula rasa — anAa TPycoB, HO HET HUKAKHUX
AICHbIX NPaBUA ANA UrPbl HA AOCKe, 3anoSIHEHHON OTAEeNbHbIMU dparmeH-
Tamu. Umea aTo B BUAY, Mbl Npeanaraem A0CTOMHbIM NnparmaTuam — 6po-
CHUTb BbI3OB TOMY, YTO €CTb, pe€aKTUBMPOBaTb U cAenaTb YacTblo HacToA-
wero, HoO OCTaBUTb MECTO COpamM U CONPOTUBIIEHUIO. B TOT MOMEHT,
Koraa Mbl OTOABUHEM CEHTUMEHTalbHbie LEHHOCTHU U OLLeHUM AaHHOCTb
B €€ LLeJIOCTHOCTH, 3acTaBMM ee 60pOoTbCA 3a CBOE MECTO 3AeChb U cen-
yac, Halle HOBO€ apXMTEKTYPHOe 6IopO CMOKET NpUaaTh Hacneguo
HOBbI€ CMbICJIbI».

Honyckan, 4To apxMTeKTypa 1 M306pasnTenbHOE MCKYCCTBO
No-NpeXHEMy ABNAIOTCA ABYMA CTOPOHaMW OOHOW Mefasiv, MOXKHO YyCMO-
TpeTb B 3TOM NPM3bIB K TPAHCUCTOPUHECKOMY MBILLIIEHUIO B UCKYCCTBE,
KOTOpOe npeanaraeT He paLMoHanbHOe pelleHre, a cBo6ogHOE Crome-
HWe W BblYMTaHWe, AeNeHNe U YMHOXKEHWE, BeayLLMe K HenpeacKasye-
Momy pe3ynbtaTy. CnMCOK eBPOMNENCKUX U aMEPUKAHCKMX XYAOKHUKOB,
CMOCOBHbIX K 3TOMY, KamkeTcA noyTh 6eckoHeyHbiM. OT dxkedpda KyHca,
Mapnen Oioma n Kennu Yonkepa, yepes Cunau Lepman, Bunna Buony,
Mutepa MpuHyan, OxoHa Banpeccapu 1 BepHepa Xepuora, k AHTOHY
XeHnuHry, Katn Xek, Oeanpe OonpoH, Panke MNusarHo n Cackum Hoop
BaH Mimxod. XapakTep 1 cnocob AONONHEHWUI W BbMUTaHWUI, KOTOPbLIM NOA-
BEpPraeTCA UCKYCCTBO BETMKMX MACTEPOB-MYH4YMH aHTUHHOCTH U MOAEPHA,
Heucumcnumel. [py6o rosops, CylecTByeT TpM pasHbix metoaa. Bo-nep-
BbIX, paboTa B Ayxe — (CNMLWKOM) BYKBaNbHO MM HAOBOPOT — CTUNA
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unu copepmanua (Kak, Hanpumep, y MenHHa BpayHa unu Keange Yainm).
Bo-BTOpSbIX, Yepes TwaTenbHbIM aHanmM3 MexaHM3MOoB, CTOALLMX 3a CyLle-
CTBYyHOLLLEN paboTOM, KOTOPLIM MPUBOAMT K YeMy-To Bonee abCTpaKT-

Homy (Hanpumep, B pabotax MbeTpo Pokkacanssa u Mattca Nei-
AepcTama, Ma6no BpoHwTeiHa unn Bunnema ae Poin). U, HakoHel,

HO He B MOCNELHIO oYepeapb, 3aMeTHaA TPeTbA KaTeropmna COBPEeMEHHbIX
XYAOXHUKOB, KOTOPble 0O6PaLLalOTCA K TeM CBOMM NpeaLlecTBEHHUKaM,
KOTOpbIMM NpeHebperany B Npoweawue sexa (Put BeliHeH ¢ ero uHTepe-
coM K durype Mapnoy Mocca 1 An Aunpuccen, o6paTuslumiica K MoxaH-
Hecy ToppeHTHycy).

PasroBop Kak cnop

HKakow 6bl TO4KOM 3pEHMA MM METOAOM He PyKOBOACTBOBA/IUCH
COBpPEMEHHbIE XyAOMHUKA 1 UX NMPeaLeCTBEHHUKU, UX B3aMMOOEeNCTBUE
4aCTO HaNMoMMHaET YMHBIM Pa3roBop, 6ypPHbIM K NOMHBIM HAMEKOB, BbIXOAA-
LMK 3a npeaenbl HebbITUA. Pa3roBop, KOTOPLIM MOMKET OKa3aTbCA ropasao
6onee H1BbIM, HEKENK TOT, YTO BEAYT MEwAY COOOM XYAOMHUKM OQHOro
MoKorneHua unu neproaa. B ogHOM M3 cBOMX MHOMOUYMCIEHHBIX 3CCE NUca-
TenbHuua Bupoxmnna Bynd 3apaetca Bonpocom, KaKyto ponb urpan pas-
rosop And nucatener (3neck umTain — xynowHuxos) B XV sexe.

«HeBO3MOXHO NpeAcTaBUTb, YTOObI NUcaTeNnu yeAUHUIIUCb B CBOMUX Kabu-
HeTax U paboTanu no Yacam. KaxeTtca, oHM oby4yanucb B 06LLEHUH; MOITOMY
WX opyxb6a 6blna BalKHON U OTKPOBEHHOW. Pa3sroesop 6bin cnopoMm, B KOTO-
POM PEBHOCTb U NPOTUBOPEUUA, BUAHbIE HA NOBEPXHOCTH, NpUAaBanu emy
CTpacTHOe BOJIHEHUE»Z

Byno, kameTcs, yameneHa, 4To pa3roBopbl, KOTOPLIMKM OHa cama
Hacnampanach B Ka4ecTBe MpUrialeHHOro rocTa B Kpyrax JJOHAOHCKOMo
obLecTBa, He MeLlany XyA0meCcTBeHHOMY TBopYecTBy. B otnmume ot Toro,
4yTo onuckiBaeT Bynd, 6€3mMoNBHLINM AHanor Mexay COBPEMEHHbIMU XYO0MK-
HWMKaMK KM MacTepamMm NPOLUIbIX BEKOB 4YaCTO BbIMAOUT OAHOCTOPOHHUM.
BonToBHA nepBbIx ocTaeTcA 6€3 0TBETa, 4TO MO3BOMAET WX TBOPYECTBY
MCNbITaTb BAMAHWE «MOMYANTMBOrO APYroro» — W KaeTcA, 4To bonbLue
roBopuTb He 0 YeM. OlHaKO COBPEMEHHOE BUAEHWE CTapbiX MACTEPOB
6€eCrnoBOpPOTHO M3MEHAET UX TBOPYECTBO — He B ByKBanbHOM, a B 06pas-
HOM cMbicrie. ToflKoBaHMe CTapbiX MacTepPOB NOCTOAHHO W KapAWHaNIbHO
M3MeHAeTCA TBopLaMu HacToAwero. [pumep 13 npownoro — 6am3-

Kui MHe — ®PpaHc Xanc. B XVII Beke 3T0ro ®mMBONUCLA BEICOKO LLEHWM.
OpHakro KputkK 1 3HaTokKM XVIII cToneTMa cmMoTpenu Ha Hero CBLICOKA.
Ero rpy6biit MMNYNbCUBHBIM CTUIb MPOTUBOPEYMN Npeobnapatollemy axka-
AEeMU3My TOro BpeMeHW. TeM He MeHee, BOCXMLLEHWE U famke obowaHne
xyoomHukoB XIX Beka, cpeam kotopbix Kypbe, Cunrep CapaskeHT, Mapu
HacceTT 1 BaH lNor, 3acTaBunM NPUYMUCIMTL UCKYCCTBO Xasnca K «CoBpe-
MeHHOMYy». BHesanHo «6ecnopagoyHaa masHa» Xanca ctana npease-
CTMEM MMMpPEeCCHOoHN3Ma 1 HaTypanuama. Barnagel ero nocneposartenei
B XIX BeKe NOBNMANM Ha ero TBOPHECTBO — WIIM MO KparHen Mepe, Ha ero
BOCMPUATUE — WK Jare paguKanbHO U3MEHUNK ero. Xanc 6bin MCTOYHU-
KOM BAOXHOBEHMWA, HO M €ro TBOPYECTBO UCNbITANIO BNUAHWE B3rNAA0B TEX
XYAOMHUKOB, KTO ¥M1J1 NOCIe Hero.

CTtpax BnuaHHUA

3auacTyto onacHo (Ho TeM He MeHee MoMe3Ho) NPUMEHATL TEOPUM
OAHOIo HanpaBJIEHUA NMCKYCCTBa K ﬂ,pyFOﬁ obnactm RynbTypbl. O}J,HaHO
Al C paJoCTbiO PUCKHY M 06palllyCb K KNaccHU4ecKoMy Tpyay ObiBLiero

2 Miller S. Conversation. A History of a Declining Art. New Haven and London: Yale University Press, 2006.

P. 183—184.

YACTb Il | PARTII

antique or modern periods is subjected are myriad.
Roughly speaking there are three different methods.
Firstly, working in the spirit of — (too) literally or other-
wise — in terms of style or content (see, for example,
Glenn Brown and Kehinde Wiley). Secondly, carrying
out a thorough analysis of the underlying mechanisms
of the existing work, which results in something more
abstract (see Pietro Roccasalva and Matts Leider-
stam, Pablo Bronstein and Willem de Rooij). And last-
ly but certainly not least, a conspicuous third category
consisting of contemporary artists, like Riet Wijnen
(Marlow Moss) and Jan Andriessen (Torrentius), who
draw attention to precursors who were marginalised
or neglected in centuries past.

Conversation as a kind of strife
Whatever the angle or method used, the
interaction between contemporary artists and those
who preceded them often resembles an intelligent,
“bubbling and allusive” conversation, but one which
goes beyond the limits of the grave. A conversation

that may be far livelier than the conversation that
actually goes on between artists of one and the same
generation or period. In one of her many essays the
writer Virginia Woolf wonders how and what role
conversation played for writers (read artists here) in
the eighteenth century.

“One cannot imagine that writers then retired to their
studios or worked by the clock. They seem to have
learnt by talk; their friendships thus were important
and outspoken. Conversation was a kind of strife, and
the jealousies and contradictions which attended the
display gave it at least an eager excitement.”?

Woolf seems amazed that the “talking” — which
she herself so enjoyed as a welcome guest in Lon-
don society circles — did not get in the way of ar-
tistic production. Contrary to what Woolf describes,
the silent dialogue between living and dead artists
often looks like one-way traffic. Contemporary artists
chatter away without any response, allowing their
own work to be influenced by the work of the “silent
other” and that seems to be it. But appearances are
deceptive, the contemporary view of the masters
of the past changes their work irrevocably, not in
the literal sense it is true, but in the figurative. The
interpretation of the old masters is altered constantly
and fundamentally by the creators of the present. An
example from the past — one that is close to home
for me — is Frans Hals. In the seventeenth century
he was highly appreciated as a painter. Yet in the
eighteenth century critics and connoisseurs looked
down on him. His rough and casual, semi-spontane-
ous style conflicted with the prevailing academicism.
However, the admiration, not to mention adoration, of
nineteenth-century artists such as Courbet, Singer
Sargent, Mary Cassatt and Van Gogh ensured that
Hals's work was seen and appreciated as “modern.”
Suddenly, Hals was no longer just a messy dauber,
but a forerunner of impressionism and naturalism.
The view of his nineteenth-century successors

2 Miller S. Conversation. A History of a Declining Art. New Haven and
London: Yale University Press, 2006. P. 183—184.
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influenced and even radically changed the work —
or at least the reception of it. Hals was a source

of inspiration, but his work was also posthumously
influenced by the view of artists who lived after him.

The Anxiety of Influence

It is often dangerous — but nonetheless produc-
tive — to apply theories from one branch of the arts
to another area of culture. However, | will happily take
that risk for the unorthodox former Yale-professor
Harold Bloom and his classic The Anxiety of Influ-
ence. A Theory of Poetry (1973). Bloom believes in
the “necessity” of the peacock, just as Byatt does. His
often acclaimed and dissected book is an interesting
mix of theorizing about the function of creativity (with
a psychological slant) and an erudite study of the dy-
namics of the history of poetry. Bloom describes how
every (great, white, male) poet is influenced by those
who came before him and is occasionally overcome
by a paralyzing anxiety (the anxiety of influence) that
he is not original and just reproduces the past. He
describes artistic development as a process in three
phases. Firstly, the admiration and imitation of a great
predecessor, then rejection of the same inspirational
figure and, finally, the crucial phase “misprision” (mis-
reading), where the writer transforms and “misforms”
his idol's work to create something new.® Edward
Said wrote of Bloom's vision that

“Such a vision immediately plays havoc with the stabil-
ity of texts and authors, indeed with the whole order of
culture. The past becomes an active intervention in the
present; the future is preposterously made just a figure
of the past in the present. No text can be complete
because on the one hand it is an attempt to struggle
free of earlier texts impinging on it and, on the other,

it is preparing itself to savage texts not yet written by
authors not yet born™*

In Bloom's eyes all literature is intertextual and
there is constant productive strife in the work of
the present, which is struggling with the past and
engaged in work for the as-yet-uncompleted future. It
seems natural, bearing in mind the peacock, to apply
this loosely to art history and (visual) artworks too.
Artists carry the past within them and change that
past with every new work that is made. Regardless of
whether artists actively reference their predecessors
or are even aware of their existence.

The transhistorical museum

What role does the museum play in the poly-
phonic and posthumous conversations between art-
ists? In fact, these silent dialogues take place mainly
in creators’ thoughts and feelings, in their studios

3 “Poetic Influence — when it involves two strong, authentic poets —
always proceeds by a misreading of the prior poet, an act of creative
correction that is actually and necessarily a misinterpretation. The
history of fruitful poetic influence, which is to say the main traditions of
Western poetry since the Renaissance, is a history of anxiety and self-
saving caricature of distortion, of perverse, willful revisionism without
which modern poetry as such could not exist”

4 Said E. The Poet as Oedipus // The New York Times, 13 April
1976.
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npodeccopa MenbcKoro yHuBepcuTeTa Xaponga bnyma «Ctpax Bnus-
HuAa. Teopua noaaun» (1973). Bnym BepuT B HEO6XOAMMOCTb «NaB-

nuHa», Kak 1 BaneTT. Ero n3sectHasa 1 4acTo aHanM3upyeman KHUra
npepcTtaenAaeT cobon MHTepecHoe coveTaHne TeopUM O GyHKLIMK TBOP-
yecTsa (C NCUXONOrMYECKUM YKIIOHOM) W 3PYAMPOBaHHOIO UCCHeLo-
BaHWA AMHAMUKKU UCTOPUM N033uK. Briym onuckiBaeT, Kak Kawabiv (Benu-
KM, Beblii, MyMCKOMO POAa) NOST NONagaeT Mo BAUAHUE TeX, KTO Bbisl
[L0 HErO, U M3peaKa UCTLITLIBAET Napanuaytowmii ctpax (CTpax BiuaHUA),
YTO ero TBOPYECTBO HE OPUIMHAJIbHO, a MPOCTO BOCMPOM3BOAMUT NPO-
wnoe. OH onucbIBaeT XyA0KECTBEHHOE PAa3BUTHE KaK NPOLECC, COCTOA-
WKMK M3 Tpex aTanoB. [epBbli — BOCXULLEHME W NOAPaKaHWE BENTMKOMY
NpeaLeCcTBEHHUKY, 3aTEM — OTBEPHEHWE TOM He, Koraa-To BAOXHOBMAB-
wer, GUrypel, U HaKOHEL, — KJILOYEBOM 3Tan «HenpPaBWIbHOrO NPOYTEHUAY,
Korga nucatenb TpaHchopMUpyeT paboTy CBOEro Kymupa, YTobbl co3aatb
uTo-TO HoBOE®. DaBapa Caung n1can no NoBoay TOYKKW 3peHuns brnyma:

«TaKoe BUAEHHUE cpaasy e HapywaeT CTabUNbLHOCTb TEKCTOB U aBTOPOB, TOY-
Hee — BCero nopaaxka KynbTypbl. I'Ipoumoe npeacTtaeT akTUMBHbIM BMeLua-
TeNbCTBOM B HacToALlee; 6yp,yu.|,ee a6cypp,Ho npepctaeT BCero nuilb ¢Mry-
POK NPOLLIIOro B HAaCTOALLEM. HuKaKon TEeKCT Henb3A cuuTaTb 3aBepLUeHHbIM,
MOCKOJIbKY C OAHOW CTOPOHbI 3TO NOMbITKA ocBo6oauTbCA OT npeabiaywmx
TEKCTOB, BIIUAIOLLMX Ha HEro, a C APYron CTOPOHbI OH FOTOBUTCA CparaTbCA

C ele He HanMCaHHbIMHU TEeKCTaMH eLle He POXAOEeHHbIX aBTOpOB»4.

C Touku 3penua bnyma, Bcsa nuTepatypa MHTEpPTEKCTYabHa
W B COBPEMEHHOM TBOPYECTBE NMPOUCXOAMT NOCTOAHHAA NMPOAYKTMB-
Han 6opbba c NpownbiM K paboTa Haf elle He 3aBepLUEHHBIM ByayLnM.
MpencraBnAeTcA €CTECTBEHHbIM, MPUHUMAA BO BHUMaHWE «MaBfinHa»,
NPUMEHUTL STOT BIIMNAL K UCTOPUM MCKYCCTBA U NpouadseseHHam (3o-
6pasnTeNnsHOr0) UCKYCCTBa. XYLOMHUKU HECYT B cebe NpoLunoe v MeHsoT
3TO NPOLUIOE KamaoW HOBOM paboToi HE3aBUCUMO OT TOTO, LUTUPYIOT 1K
OHMW aKTMBHO CBOMX MPEeALWECTBEHHMKOB UMK aKe He NOoJ03peBaOT
06 VX CyLL,eCTBOBaHMM.

TpaHCUCTOPHUYECKUHN MYy3eH

Hakyto ponb urpaet my3ew B NonnM$OHHUYECKUX MOCMEPTHBIX Pa3ro-
BOpax MeXay XyAoKHUKamn? Ha camom perne, 3TM 6€3MONBHbIE AMAN0OrU
NPOUCXOOAT B OCHOBHOM B MbIC/IAX M YyBCTBax TBOPL,OB, B MX MacTep-
CKMX U B Ux ronosax. MHorga npoasneHve atux «6ecen» MOXHO OyK-
Ba/IbHO YBMAETb W MOYYBCTBOBaTb B NPOU3BeAeHMU. Hallle cnop mexay
XYAOMHUKOM M NpeaLecTBEeHHUKaMW CKpbIT W 3alwmdpoBaH B paborTe,

a noToMy ero Henb3A cpasy xe pasragate. B camom obwem cmeicne,
yacTb paboTel My3eeB — caenaTb NPOU3BeAeHUA NCKYCCTBa JOCTYN-
HbIMU TEM, KTO HE MOMeET NobbiBaTb B MAaCTEPCKOM XyAOMHUKa. Ham-
[oe npoussegeHrMe — 370, B CYLLHOCTH, HAKOMIEHWE CEMUOTUYECKOrO
ocapka. Mysew, sKCNoHUpytoLWKne NPon3BEeAEHUA NO Neprodam, Hecno-
CObHBI UCCneaoBaTh U MNOKasaTk 3PUTENAM LUMPOTY CMEeKTpa Hacnaveae-
MbIX 3HAYEHWH.

My3eu, MbicnALLMEe B TPAHCUCTOPUYECKOM KITtOYe, CMOCOBCTBYHO-
LLiMe BCTpeUye CTaporo n HOBOrO, XyYAOKHMUKOB NPOLLIOrO C XyAOKHUKaAMM
HaCTOALLero, CTapatoTCA NopeaTth C 9TOM U30NALMEN. Takon TN My3en
HanpaBfeH Ha coegMHeHue Hacneaua u Tpaamunn C COBPEMEHHOCTBIO

3 «[loaTyecKoMy BIMAHMIO, KOrZla B HEM Y4YaCTBYIOT AB& CUNbHBIX MOANMHHBIX NO3Ta, BCEraa npe/LecTsy-
€T HenpaBKbHOE NPoYTEeHKe Gonee paHHEero NoaTa — aKT TBOPYECKOro UCMPaBNEHNA, KOTOPOe Ha CaMoM
flene Bcersa ABNAETCA HEBEPHBIM TONKOBaHUEM. MICTOpUA NI0A0TBOPHOMO NO3TUHECKOrO BIMAHUA, TO €CTb
rNaBHOM TPaAMLIMK 3aNaHOM No33uK ¢ anoxu BospomaeHns, — 310 UCTOPKA CTpaxa 1 CaMOYHUUYMKUTENb-
HOM KapuKaTypbl MCKaXEHHOTO, U3BPaLLEHHOr0, HAMEPEHHOrO PEBM3MOHM3Ma, 6e3 KOTOPOro CoBpPEMEHHaA
NO33WA KaK TaKoBaA He MOMET CyLLIECTBOBATH?,

4 Said E. The Poet as Oedipus // The New York Times, 13 April 1975.
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¥ couManbHbIMM BOoNpocaMu (KaK HacTosALwero, Tak W npolwnoro). Takue
My3eu NoABepraroT COMHEHWUIO TPaAULMOHHBIE KATErOPUKU UCTOPHHM
MCKYCCTBa W TaKMM 06pa30oM OTKPLIBAIOT HOBbIE BO3MOMXHOCTH MHTEpP-
npeTauun Npov3BeAEHUHN.

Bce npovsBeaeHnA MCKycCTBa MO CYyTU MMEIOT BPEMEHHBIVM XapaK-
Tep. OHK co3patoTcA B ONPEAESIEHHYHO 3MOXY B KOHKPETHOM KOHTEKCTE.
OHM nepexmBatoT 3TOT KOHTEKCT U EMOHCTPUPYIOTCA Yepes rogsl M Beka
B APYryto 3MOXy, B APYrOM OKPYHEHWU, APYrOM KyNbTYPHOM KOHTEKCTE.

B aTom cmbIcnie BCce npon3BeaeHMA MCKYCCTBa NyTELEeCTBYIOT BO Bpe-
MeHU. «OHU HKMBYT B HACTOALLLEM, HO B KOMMaHWKM NMPOLLSIOro», — KaKk CKa-
3an [xoH Beprep. B pesynsrate, oHM BCerna CTaHOBATCA KepTBamMu
anszereauca (MHTeprpeTaLum Ha OCHOBE MPUBHOCUMLIX 3HAYEHMIA).

Moaxon my3eeB, MbICAALLMX TPAHCUCTOPUYECKHW, OCHOBAH Ha KOH-
KpeTHbIX 0COBEHHOCTAX NPOM3BEAEHMI MCKyCCTBa. TpaHCUCTOpUYye-
CKan opraHu3auua matepuana MoxeT 03HayaTb, YTO CTAPOE UCKYC-
CTBO COCEACTBYEeT C MCKYCCTBOM MOAEPHM3MA M COBPEMEHHOCTH,

a TaK¥e 4To cTapble NPoM3BeneHUA MOryT BbiTb MHTEPNPETUPOBaHbI

B ayxe XX| BeKa, 4TO NPOTMBOPEYUT NOAXOAY TOro NepPUoaa, K KOTOPOMYy
OHW NpuHagnexart. TpaHCUCTOpPUYECKMIM Noaxod He 06A3aTenbHO 3Ha-
4MT, YTO BbICTaBMATbL PaboThl MO Nnepuofdam Henb3A. CKopee 31O 3Ha-
YMT, 4TO NpeparalTCcA anbTepHATUBHbIE UK AOMNONTHUTENbHbIE UCTO-
PUK Y BOBMOKHbIE MHTEPNPETALMW MPEOMETOB MCKYCCTBA. DTO NEPExos,
OT NIMHENHOM 3anafHoM GpopMel (XyLOKECTBEHHOM) UCTOpHUOrpadum

K MHOMECTBEHHOCTH MCTOPKM, KOTOpble He 06A3aTeNIbHO BbICTPOEHBI
XPOHOMNOIrMYECKHM, HO aCCOLIMMPOBaHbI MO BM3YyasibHbIM UK popManb-
HbIM MPU3HaKaM, UK TEMATUYECKH, U He 06A3aTeNIbHO OrpaHUYeHbl
npenenaMu eBpo-aMepuKaHckon coepeol. B m1pe, KoTopeii cTaHOBMTCA
BCe 6onee MOHOKYNLTYPHBIM U B KOTOPOM MHTEPECHl MHAWBUAA CTaHO-
BATCA KaK HMKOr4a BawHbl, 3TO KOHTpMaHeBp. «[pyrue» 1 «rge-To ewe»
TaK e BamHbl KaK «Mbl» W «30eCb>.

TpaHucTopryeckune My3eun no onpeaeneHuto rmobanbHbl. OHW 3anH-
TepecoBaHbl B NEPEnUChIBaHWU TEKYLLEN PaCCTaHOBKWU CWI, B CO3AaHUN
HOBbIX KOHpUrypaLmi cmbeicna. Kak cneacteuve, Takne My3eun Bcerpa pac-
CMaTpMBatOT MCKYCCTBO BHYTPU MaTPHMLLbl MEHAIOLLIMXCA NMONMTUYECKNUX
OTHOLLEHWIM — BKIHO4aA MCKYCCTBO CTapblXx MacTEPOB.

Jo HepaBHero BpemeHH, HE3aBMCHMMO OT TUMa KOSNEKLMKI, My3eu
6bl/IM BaXHBIM HEABYCMbICIIEHHBIM MHCTPYMEHTOM GOPMUPOBaHNA KaHOHA.
OHu 3aKpennanu ToT $aKT, 4to 6onee M MeHee GUKCMpPOBaHHaA rpynna
XYAOMHUKOB, CYMTaBLUMXCA HOPMATHMBHBIMW, AOMUHUPOBAaNa U NPOAOSI-
HaeT JOMUMHUMPOBATb. JTa KAHOHW3aLMA HEOTbEMIEMA OT HAaLLEro Hena-
HMA KnaccudULMpPOBaTh, OLLEHWBATb U peLlaTh, YTO 3ac/yHMBaET BHUMA-
HMA HaLKMx NOTOMKOB. [lonroe Bpema My3eu Urpanau ponb NPOBOAHWKOB
W NMOEpPOB 3TOrO ABUKEHWA U AOMNYCKaNM TONbKO OOMH BeAyLWMIM Happa-
TB. CerogHsALWHWE My3en BbIMIPLIBAIOT OT NOMMGOHUK Nogyac NpoTum-
BOPEUMBBIX UM KOHPNMKTYIOLWMX MCTOpUI. My3en Bbinm GeicTpon f0po-
ron K npaege. Ho BpemeHa MEHAIOTCA, U CErogHA My3eu npeanararot
He TONbKO CKOPOCTHbIE LLOCCE, HO W U3BWUIMCTbIE MPOCESNOYHbIE JO0POrM
M TPOMMHKHM, MO KOTOPbLIM MOMHO OTK/TIOHWUTBCA, MCCIeayA anbTepHaTUBHbIE
MMBOMWCHbIE MapLUPYThl BAOMb OCHOBHBIX MyTEM.

H(am.u.yu.l,ee, HeHacCbITHOEe MbiLuf1eHne

Mouemy 370 wenaemo? B kHure «Conpukacanck ¢ o6pasamu.
HoHeL, onpeneneHHOM NCTOPMU UCKYCCTBa» PpPaHLy3CKUA MbICTIUTENb
Mopx Anan-KO6epmaH yTBepHKOaeT, 4TO BU3yanbHaa penpeseHTa-
LMA MMeeT Hef0CTaTOK, COCTOALLMM B TOM, YTO ABHO MOHATHbIE GOPMbI
TEPAIOT CBOK ACHOCTbL M 60sblle HEe MOrYT ObiTb MOHATHI MHTENNEKTY-
anbHo. bonee Toro, oH cYMTaET, HTO MCTOPHUKKN UCKYCCTBA HE CMOIIHU
CMNpaBUTbCA C 3TUM HepocTaTkoM. Mx aucumnnmHa orpaHuyeHa paumo-
HaslbHbIM aKaJeMMYEeCKUM NpMobpeTeHUeM 3HaAHWA M OCHOBaHa

YACTb Il | PARTII

and in their heads. Sometimes the expression of that
exchange can literally be seen and felt in the work.
More frequently the debate between the artist and
what preceded him or her is hidden and encrypted in
the work and therefore not immediately decipherable.
In a very basic sense, part of the function of our mu-
seums is to make artworks accessible to those who
do not have the privilege of being able to step into an
artist’s studio or workplace. Each artwork is essen-
tially an accumulation of semiotic sediment. Museums
that isolate artworks in their own period fail to explore
and to expose for their visitors a whole spectrum of
layers of meaning.

Museums that think transhistorically, that fa-
cilitate a rendezvous between the old and the new,
the artists of the past and those of the present, try
to break through that isolation. This type of museum
aims to link heritage and tradition to contemporary art
and social questions (both contemporary and past),
they question the traditional (art historical) categories
and thereby develop new insights into the meaning
and interpretation of objects (of art).

All artworks are essentially transitory. They are
“born” or created at a particular time and in a specific
context. They survive that context and are shown and
read years or even centuries later in a different era,

a different setting, a different cultural context. In that
sense all works of art are time travellers. “They live in
the present but in the company of the past,’ as John
Berger put it. As a result, they always fall prey to
Hineininterpretierung (eisegesis).

Museums that think transhistorically base their
approach on the specific characteristics of the art-
works. A transhistorical arrangement may mean that
old art is combined with contemporary and modern
art, but also that old works of art are subjected to
a twenty-first-century interpretation that does not tally
with the approach in their own period. Transhistori-
cal does not necessarily mean that arranging works
by period is censured or rejected. It means rather
that alternative and additional narratives and possible
interpretations of objects of art and art history are of-
fered. It is a transition from one linear Western form of
(art) historiography to a multiplicity of histories, which
are not necessarily chronological but are associative
visually or formally, or in terms of theme or narrative,
and they do not necessarily respect the limits of the
Euro-American sphere. In a world that is becoming
increasingly monocultural and in which the interests of
the individual are becoming ever more dominant, this
is a countermovement. Other and elsewhere are as
relevant as us and here.

Transhistorical museums are, by definition,
global. They are interested in reshuffling and rewrit-
ing current power relationships, in developing new
configurations of meaning. Consequently, such mu-
seums always think about art — within the matrix of
changing power relationships — politically. Including
the Old Masters.

Until very recently, regardless of the type of
collection (s) they housed, museums were unambigu-
ous and important instruments in the canon-forming
process. They perpetuated the fact that a more or
less fixed group of artists, who were considered to
be normative, dominated — and still dominate. This
canonization is intrinsic to our need to classify, qualify
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and decide what merits the eyes and attention of our
progeny. For a long time, museums claimed the role
of guides and leaders in this, and allowed only one
leading narrative. The museums of today benefit from
being polyphonic, from allowing a multiplicity of some-
times conflicting or contradictory narratives. Museums
used to be expressways that led straight to the truth.
But times are changing, nowadays museums offer not
only expressways but also meandering country roads
and paths down which you can stray, exploring alter-
native scenic routes alongside the main arteries.

Eager, voracious thinking

Why is that desirable? In Confronting Images.
The End of a Certain History of Art, the French
thinker Georges Didi-Huberman maintains that visual
representation has a downside, where apparently
comprehensible forms lose their clarity and can no
longer be understood intellectually. Furthermore, he
claims, art historians have failed to engage with this
downside. Their discipline is limited to the rational
academic acquisition of knowledge and is based on
the assumption that visual representation consists of
interpretable signs, whereas images are actually full of
contradictions and limitations.

Museums that think transhistorically — perhaps
more than being transhistorical — try as a reaction
to this not only to reason as art historians but also to
think like artists. They complement their own museum
methodology with an (artistic) way of thinking that
cuts right through the constraints of time, space,
culture and geography. In that sense, such museums
do not simply respect the museum classification
system but also complement their own methodology
and frameworks (arrangement by medium, style and
period) by embracing a way of thinking that goes
beyond the limits of classification and is associative.
A way of thinking that is not necessarily restricted by
strict timeframes or national borders, but one that is
eager and voracious, that scours a variety of differ-
ent periods and geographical and cultural zones in
search of inspiration. A way of thinking that is not
tied to particular media or disciplines but is pluralistic
and multifaceted, using forms that are appropriate
for particular ideas at a specific moment. This kind of
thinking encourages visitors to look at artworks — or
read novels — and thereby to understand the world
in a way that is not based on causal links but is more
than anything else exploratory and associative.

Orhan Pamuk expresses this strikingly:

“Reading a novel (artwork) means understanding the
world via a non-Cartesian logic — By this | mean the
constant and steadfast ability to believe simultaneously
in contradictory ideas...Novels (artworks) are unique
structures that allow us to keep contradictory thoughts
in our mind without uneasiness, and to understand dif-
fering points of view simultaneously”

Originally published in: The Low Countries.
2018. No. 26. P. 106—115.

3HH OEMMECTEP | ANN DEMEESTER

Ha A0MyLLeHMH, YTO BM3yasibHaA penpeseHTauna COCTOMT U3 uHTepnpe-
TUPYEMbIX 3HaKOB, B TO BPEMA KaK B [LeMCTBUTENBHOCTM 06paskl NOJHbI
NPOTUBOPEYMH U OFPaHUYEHUMN.

My3sew, mbicriALMe TPAHCUTOPUYECKM — a He MPOCTO 3aABNAD-
WwmMe cebs TaKOBbIMM — B OTBET Ha 3TO MbITAOTCA HE TOSbKO Pa3MbILLNATh
KaK MCKYCCTBOBEAbI, HO M AymMaTb, KaK XyO4oKHWKK. OHKW J0NONHAIT Co6-
CTBEHHYH MY3€MHY0 METOLOMOrMI0 (Xy40MECTBEHHEIM) CMOCOBOM MblLL-
NEHNA, KOTOPbIM CHUMAET OrpaHUYEHUA BPEMEHH, NPOCTPAHCTBA, Kyrb-
Typbl 1 reorpaduun. B aTom cMmbIcne, TakKMe My3en He MPOCTO yBaMaroT
My3eMHYIO CUCTEMY KNacCUdUKaLIMK, HO U JOMOMNHAIT ee COOCTBEHHOM
METOA0/0rUel U CTPYKTYpor (OpraHM3aLma UCXOAA U3 TEXHUKK, CTUNA
WK Neproaa), NpMUBeKan cnocob MbILLIEHWS, KOTOPbIM BbIXOAMT 3a Npe-
Aenbl KnaccudbuKaumuii U HOCUT accoumaTUBHbBIM xapakTep. Cnoco6 mbiw-
NEeHWA, KOTOPbIM HeOBA3ATENBHO OFPaHUYEH CTPOrMMKU BPEMEHHBIMKU pPam-
KaMK MW HALUMOHASTbHLIMK FPaHULLAMK, anyyLLIMA U HEHACBITHbIM, KOTOPbIN
NPOXOAMT CKBO3b PasHble 3MoXM, reorpadrUiecKme U KynbTypHbIE 30HbI
B NMoucKax BAoxHoBeHWA. Cnocob MbilunieHus, KOTOpbIM He NpUBA3aH
K ONpeAeneHHOM TEXHUKE UK OUCLMUNIIWHE, a ABNAETCA MIOPAIMCTCKUM
M MHOrOrpaHHbLIM M MCMNOoNb3yeT GOPMbI, NOAXOAALLME ANA KOHKPETHbIX
naen B TOT UIIM MHOM MOMEHT BPEMEHW. DTOT CNOCO6 MbllneHWA noby-
WOAeT NOCeTUTENEN CMOTPETL Ha NPOU3BEAEHWA UCKyccTBa (MK YMTaTh
NUTEpaTypHLIE NPOU3BEAEHWA) U NOHUMATL MUP OCHOBLIBAACH HE Ha MpK-
YUHHO-CNEOCTBEHHbIX CBA3AX, @ HA OTKPbLITUAX U aCCOLMALUAX.

OpxaH lMamyk nopasuTesibHO Bbipasus 3To:

«YuTtaTb pomMaH (nponsae.quMe HCKVCCTBa) O3Ha4aeT NnoHumMaTb MHUpP Yepe3
HeKapTe3uaHCKYIO NNOrnKy. Mop atum A nogpasyveBalo NOCTOAHHYIKO U HEeno-
Kone6nmy|o Ccnoco6HoCTb OAHOBpPEeMeHHO BepUTb B NPOTUBOMNOJIOHKHbIE
naeu... PomaHbl (Xyﬂ,O)’KeCTBeHHbIe nponsaep,eHMH) — 3TO YHHUKalbHbIE
CTPYKTYpbI, no3BonAaowmne 6e3 HeyﬂOGCTBa AepxaTtb B yme nporuBopeyaiiuve
MbICJ/TU U O AHOBPEMEeHHO NOHUMAaTb pa3Hble TOYKHU 3PpeHUA».

OpururansHan nybnukaumsa: The Low Countries. 2018. No. 26.
P. 106—115.
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AnexcaHppa [laHnioBa
O My3enHOM pernpe3eHTaLUMU.
CTrpaTervuu 3KCIIOHUPOBaHUSA
COBpPEeMEeHHOTr0 ICKYCCTBa
B MUPOBOH IIPaKTUKe
nocjenHux 20 j1eT: CpaBHeHUH,
WHTEepPBEeHILIY, KapaMOOJISKU

[Mpobnema B3aMMOOTHOLLIEHWI «KNAaCCUYECKOro» My3ef U CoBpe-
MEHHOr0 UCKYCCTBa B MOc/iefHee BpeMA CTAHOBUTCA OAHOM U3 CaMbIX
0oCTpoO obcy*paemMbix Tem. [JomKkeH N My3en KNacCUYECKOro UCKYC-
CTBa MyCKaTb Ha CBOI «CaKpanbHy0 TEPPUTOPHIO» NPOU3BEAEHUA,

He npolueaLline NPOBEPKY MO KparHen Mepe NoyBEKOBOM BblAEPH-
KoMn? Unn Bce e aKTyanbHOE UCKYCCTBO AOMKHO ObiTb 3aKHOYEHO

B «pe3epBaumn» LEHTPOB W ranepen, B KpanHeM cryyae — cneuma-
NM3UPOBAHHbLIX My3€€B COBPEMEHHOIO MCKycCcTBa? DTOT BONPOC,
Aanexko He NpasaHblM A8 MHOTMX MUPOBLIX MHCTUTYLMI, ana TMWUKU
nm. A. C. lMywkrHa nprobpen ocobyto aKkTyarlbHOCTb B KOHTEKCTE
HECKOJSIbKMX BbICTABOK COBPEMEHHOIO MCKYCCTBAa, NPOLUEALWNX B My3ee
W BbI3BABLUWX OMWBNEHHYHO AUCKYCCHIO.

lMpobnema, 3aaBneHHan B 3arnaBuMu AaHHOM CTaTbM, CONpPAXKEHa
C AByMA 60MbWWMKU TEMaMK: C OAHOM CTOPOHBI, C TOM POnblo, KOTOPOE
o6LLecTBEHHOE CO3HaHWe NpeanUChIBaeT UrpaTb «60sbLIOMY» My3€to
B NPOCTPAHCTBE KyNbTYpbl; U MOHMMaHWMEM COBPEMEHHOIO MCKyCCTBa
KaK LLenocTHoro ¢peHomeHa, ¢ apyron. NpumeyaTtensHo, 4to oba aTtu
MOHATWUA U OTHOLLEHME K HAM B NnocreaHee AeCATUIIETUE NOABepratTca
peLwnTensHOMY NepecMoTpy.

B nocnepHve rogbl coBpeMeHHOE MCKYCCTBO CTasio He TONMbKO
LUIMPOKO BOCTpPebOBaHO, ero NpUATHE ABNAETCA YEM-TO YMe NOYTH HopMa-
TrBHbIM. COBpEeMeHHOe MCKYCCTBO BOCMPUHUMAETCA TEMEPb KaK HEOTb-
eMnemMasn 4acTb «MOSI0A0M KynbTypbl». [IpryeM 4acTo «aKTyanbHoe»
NMOHUMAETCA He KaK NPOTECTHOE, a, HanNpPOTMB, KaK MOAHOE, rMamypHoe.
B nocnegHve pecatb neT B 06WECTBE, B TOM YUCITIE U B POCCHUMCKOM,
0pOPMMIICA OTHETIMBLIM 3aNPOC HA COBPEMEHHOE MCKYCCTBO, €ro 9KC-
nosuuum 6utoT peropabl nocewaemocTy. Bnepsble Mockea ctonkHynace
C aTuM peHomeHom B 2009 roay, Korga YMCNo NoceTUTeNnen OCHOBHOMO

Alexandra Danilova

On Museum Representation.
Strategies for Exhibiting
Contemporary Art Around
the World over the Past
Twenty Years: Juxtapositions,
Interventions, Carambolages

The problem of the relationship between the
“classical” museum and contemporary art has
recently become one of the most keenly discussed
topics. Should a museum of classical art allow
those artworks that have not been tested by at least
half a century on its “sacred territory”? Or, should
contemporary art instead be enclosed in “reserva-
tions” of centers and galleries, at the very least — in
specialized museums of contemporary art? This
question is a pertinent one for many world institu-
tions, and for the Pushkin Museum it has become
particularly relevant in the context of several exhibi-
tions of contemporary art that have taken place in
the museum and sparked lively discussions.

The problem stated in the title of this article is
associated with two significant themes: on the one
hand, with the role that public opinion ascribes the
“big" museum to play in the cultural space, and with
the understanding of contemporary art as an integral
phenomenon, on the other. It is noteworthy that in
the last decade, both these concepts and the at-
titude to them have been subject to drastic revision.

In the recent years, contemporary art has not only
become widely in-demand — to accept it is something
almost normative. Contemporary art is now perceived
as an integral part of “young culture” And it is frequently
perceived as fashionable and glamorous, rather than
as a mark of protest. Over the past ten years, there has
been a clear demand for contemporary art in society,
including in Russia; its exhibitions are breaking attend-
ance records. Moscow encountered this phenomenon
for the first time in 2009, when the number of visitors to

the main project of the 3rd Moscow Biennale, curated
by Jean-Hubert Martin, reached half a million people.’

At the same time, the demand for contem-
porary art often pushes institutions to develop
extensively. Over the past few years, the number of
exhibition venues for contemporary art has sharply
increased (here we are talking about the emergence
of new museums, centers, and galleries, as well
as about the redevelopment of the existing ones).?
More evidence of this process is the emergence of
many “nomadic” forms of exhibiting. The number
of biennials and festivals held in various locations
around the globe is steadily growing. Striving to
attract even larger audiences, museums are willingly
opening branches in the most remote areas.

A consequence of this trend, which represents
the museum, including and above all, the museum of
contemporary art, as an object of increased visitor
interest — and therefore, attractive for tourists — is
the emergence of the concept of a “museum from
nothing!” The most famous example of such a “con-
tainer museum,’ according to the famous architectural
theorist Charles Jencks, is the Guggenheim Museum
in Bilbao, where the architecture is the primary, and
a bigger attraction than the exhibits presented inside.®

The emergence of “container museums” seems
to be just a particular case of a more complex and

1 In 2009, this was an absolute record for attendance at an art
exhibition. To compare, the sensational exhibition by Valentin Serov
(2016) at the Tretyakov Gallery had 460,000 visitors, and the exhibition
of Ivan Aivazovsky (2017) — 600,000 visitors. On average, exhibitions
of both contemporary and classical art attract about 200,000 visitors.

2 Within this trend, we can consider the change in the exhibition
policy of the Pushkin State Museum of Fine Arts, as well as the launch
of a new large-scale project Pushkin Museum XXI.

3 See: Jencks C. The Iconic Building: The Power of Enigma. London,
2005.
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1. «Mummrpuar». Bum Jenssya
B [MywKunHckom mysee. 2014,
Mimicry. Wim Delvoye
at the Pushkin State Museum
of Fine Arts. 2014,
© MWK um. A.C. Mywknma,
2019.

npoekxTta TpeTben MOCKOBCKOM BueHHane, KypatopoM KoTopor 6bin HHaH-
FO6ep MapTeH, LOCTUIMO OTMETKM B NONMMIIMOHA YENOBEK'.

B 10 ®e Bpema BocTpeboBaHHOCTL COBPEMEHHOI0 MCKYCCTBa
HepeaKo NOATANIKMBAET MHCTUTYLIMK Ha «QKCTEHCHUBHBIV NYTb Pa3BUTUA».
3a nocnegHWe HECKOMBKO NET PE3KO YBENMYMUIIOCH KOJTMYECTBO IKCMNO3MU-
LIMOHHBIX NIOLLAA0K, OPUEHTUPOBAHHBIX HA NMOKa3 MMEHHO COBPEMEHHOI0
UcKyccTBa (pedb MOET KaK O BOBHUKHOBEHWM HOBLIX My3€€B, LIEHTPOB,
ranepem, Tak 1 o «nepenpodUNMpPoBaHUM» ye CyLLecTsyrowmx)2. dpyrim
CBMAETENBCTBOM, NOATBEPHAAIOLLMM ITO ABMNEHUE, CTAHOBUTCA BO3HUK-
HOBEHWE MHOMEeCTBa «HOMaAHbIX GOpM» SKCNOHMPOBaHUA. HeyKnoHHO
pacTteT ymcno bueHHane, dectraanem, NPOBOAMUMBIX B CaMbIX Pa3HbIX TOY-
Kax 3emMHoro wapa. CtpemAck npueneyb Bce 60MbLUYIO ayaUTOPHIO, My3eu
OXOTHO OTKPbIBaIOT CBOW duManbl B CaMblX OTAANIEHHbIX paroHax MUpa.

CnepcTtBreM 3ToM TEHAEHUMM, NPEACTaBNAOLLEN My3eH, B TOM Yicre
(1 npexpae Bcero) Mysei COBPEMEHHOIO UCKYCCTBA, Kak 0BLEKT NoBbl-
LLIEHHOrO 3PUTENIbCKOro MHTEpeca U, CriefoBaTeNbHO, TYPUCTUYECKH
aTTPaKTUBHbIM, CTAHOBUTCA NOABEHWE KOHLEMLMKU «My3€A N3 HUYEro».
CaMbIM U3BECTHBIM NPUMEPOM NMOLOBHOrO «My3ea-MyCToThl» (MK «My3es-
0601104KH») UBBECTHLIN TEOPETHK apXMTEKTYphl Hapnbs [xeHKe Hasbi-
BaeT My3ew [yrreHxanma B Brunb6ao — My3eiHbIM KOMMIEKC, B KOTOPOM
apXUTEKTYpa NepBUYHa W ABNAETCA OoNbLUEeN 40CTONPUMEYATENBHOCTBIO,
YyeM NpeacTaBNeHHbIE BHYTPKW SKCMOHATHI.

MpencraBnaeTca, 4TO NoABNEHWE «My3eeB-0005104eK» — NULLb
4aCTHbIM crnyyan 6onee CNOXHOIO U rMyGMHHOro NpoLecca, BeAb pac-
LWMPAIOLWAACA My3erMHaA SKCMaHCHUA MOPOKAAET KOHKYPEHLMIO MEHOY
MHCTUTYLMAMKM B 6opbbe 3a 3pMTena — U, COOTBETCTBEHHO, TpebyeT aKC-
MO3MLMOHHOIO M BbICTABOYHOIO MPoAyKTa Honee BbICOKOrO KavyecTsa,

1 B 2009 rogy 370 6bin aBCOMIOTHLIA PEKOPA MOCELLAEMOCTH XYA0KECTBEHHON BbICTaBKW. [1nA cpaBHeHNA
CrieflyeT cKasaTb, YTO HallymeBLuyio BbicTasry Banextuha Ceposa (2016) B Tl nocetrno 460 000 yeno-
BeK, a BbiCTaBKy MsaHa Aiasoscroro (2017) — 600 000 yenosek. B cpesHem Kak BbICTaBKM COBPEMEHHO-
O UCKYCCTBA, TaK M 9KCMO3MLIMK Knaccudeckoro nocetaet okono 200 000 yenosek.

2 B pamKax 3To# TEHASHLMM MOKHO PaCCMaTPUBATL W M3MEHEHUE BbICTABOYHOM NoNnTMKK M
M. A.C. lNyLIK1Ha, a TaKke Havano HoBOro MacluTabHoro npoexTa «IlywKuHCKrin XXI».,

3 TMoppo6ree cm.: Jencks C. The Iconic Building: The Power of Enigma. London, 2005.
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MHTEPECHbIX U HOBATOPCKMX obpasoBaTesibHbIX Nporpamm. B 1o ke
BpPEMSA B aApec My3€eB W APYrunX KYNbTYPHbIX MHCTUTYLIMIM BCE Yalle 3BY-
4aT YNpPeKH B UBMULLHEN «CNEKTAKYNAPHOCTM», NMOCKOMbKY OHW 3aurpbl-
BalOT C MAaCCOBbIM 3pUTENIEM, CTapatoTCA CAeNaTb BbICTABOYHbIE NPO-
€KTbl XUTaMW Y HEPEAKO FOHATCA 32 FPOMKUMU MMeHaMK. Mbl 0T4eTIMBO
oLlyLlaeM, KaK MOCTENeHHO NPOUCXOLWT NEPEHaCHILLLEHWE NPOCTPaHCTBA
KyNbTYPbl U MHOMME «KITHO4EBbLIE» COOLITUA M 3HAKOBbIE MECTA YTPaYnBatoT
CBOM abCOMIOTHBIM CTaTyC, PACTBOPAACH U HUBENTMPYACH B 6ECKOHEYHOM
notoke «6nok6actepos». [na MoCKBbI TaKUM NEPUOLOM «MEPEOLLEHKN»
LeHHoCTen 6e3 coMHeHuWs cTaHyT 2020-e roapl, KOraa OTKPOKTCA NOCe
peHosaumu nowanki FMUKU um. A. C. TlyluKMHa, 3aKOHYMTCA PEKOH-
CcTpyKuua TpeTbAKOBCKOM ranepeu, 3aBepLuaTcA PEMOHTHbIE M pecTaBpa-
LMOHHble paboTbl Ha BOHX. BeposaTHee Bcero, ata cuTyaums notpebyet
KOPEHHOro NepecMoTpa BbICTABOYHOM MOIMTUKKM BCeX Niiowanok Mockssl
W B LENOM NPUBEAET K MOUCKY NPUHLMNUATIBHO HOBbIX PELLEHWH.

HasaBlieecA HeEMMOBEPHOM AEP30CTHIO U BLIBOBOM B MOMEHT €€
HanucaHuAa 3arnaBue ctaTby Yapnbsa [eHKca «3penuiLHbii My3en.
Mysel mexay xpaMOM 1 TOProBbIM LEHTPOM, Nepes, MLOM NPOoTMBOpe-
4ni»* cerogHA BUOMTCA NOYTH NpopoyecTBOM. MHOrne nsBecTHble My3en
[0CTaTOYHO aKTMBHO COTPYAHWYAIOT C Pa3fIMyHbIMU TOProBbIMK LiEH-
Tpamu, NPUYEM 3TO MOKET BbITb COTPYAHMYECTBO CaMoro pasHoro ¢op-
MarTa: OTKpPbITUE BLICTABOK M JaXe NMOCTOAHHO AENCTBYIOLMX GUNManoB
Ha NIoLaAKax TOProBbIX LLEHTPOB, 3anyCK JIMHEEK COBMECTHBIX NMPOLYK-
TOB, BbINYCK W peann3aumsa CyBeHUPHOM NPOAYKLIMM.

B appec coBpeMeHHbIX My3eeB BCe Halle CRbILUTCA YIpeK,
4TO COBPEMEHHbBIE My3€ekHble CTpaTernM — B 6OJbLUEN CTEMEHU «Map-
KeToNorusA, a He UCKyccTBoBeaeHWe». [ocnegHee Bpema B o6LecTBe
YKpENnAeTcA MHEHWE, Y4TO CreumdprKa OeATeNnbHOCTH My3ed Bce GorbLue
cMeLaeTcs oT GYHKLMU MHCTUTYLIMKM KyNbTypbl K chepe passrieyeHus.
OTyacTi MMeHHO 3Ty TeMy M 3aTparveaeT B cBoen cTatbe MpuHa 3axap-
YEHKO: BblAENAA OCHOBHbIE PYHKLIMM My3€es B MPOCTPAHCTBE COBPEMEH-
HOM KynbTypbl, OHa FOBOPMT O HEYKIIOHHOM POCTE 06pa30BaTENBHOM

4 Jencks C. The Spectacular Museum. The Museum between Cathedral and Shopping Center, Facing the
Contradictions. URL: http://www.archivesdelacritiquedart.org/wp-content/uploads/2017/07/AICAO0-Com-
Charles-Jencks.pdf (aata obpateHms: 27.12.2018).
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profound process, since the growing museum expan-
sion engenders competition for audiences between
institutions, and, therefore, requires higher quality
exhibitions, as well as interesting and innovative edu-
cational programs. At the same time, museums and
other cultural institutions increasingly face criticism for
excessive “spectacularity,’ since they flirt with attract-
ing mass audiences, try to create hit exhibitions and
often chase big names. We clearly feel the gradual
saturation of the cultural space — many key events
and significant places have lost their absolute status,
dissolving in the endless stream of blockbuster exhibi-
tions. For Moscow, such a period of reassessment will
undoubtedly occur in the 2020s, when the Pushkin
Museum, Tretyakov Gallery and VDNKh venues open
after renovation. Most likely, this situation will require
radical revision of the exhibition policy of all Moscow
art institutions, and will generally lead to a search for
fundamentally new solutions.

Having seemed incredibly bold and challenging
at the moment of its writing, the title of the article
by Charles Jencks “The Spectacular Museum. The
Museum between Cathedral and Shopping Center,
Facing the Contradictions™ appears almost pro-
phetic today. Many well-known museums actively
cooperate with various shopping centers, be it
exhibition openings and even permanent museum
branches at shopping centers venues, or launching
joint lines of products, or the production and sale of
gifts and souvenirs.

There is a growing accusation that the strategies
of contemporary museums are “more marketing than
art studies”” Lately, there has been a strengthening of
public opinion that the specificity of museum practice

4 Jencks C. The Spectacular Museum. The Museum between
Cathedral and Shopping Center, Facing the Contradictions.

URL: http://www.archivesdelacritiquedart.org/wp-content/
uploads/2017/07/AICA00-Com-Charles-Jencks.pdf (accessed on
27.12.2018).
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is increasingly shifting from the function of the cultural
institution to the sphere of entertainment. In her
article, Irina Zakharchenko partly touches upon this
topic: pointing out the main functions of the museum
in the space of contemporary culture, she speaks of
the steady growth of educational and leisure compo-
nents.® This process, which began, according to the
author, back in the 1960s, is becoming especially
evident today against the background of the grow-
ing interest of the audience in various educational
programs, concerts, or lectures.

On the other hand, the very title of the article by
Charles Jencks touches upon another important topic
that has a direct bearing on the museums of classical
art, and partly explains the difficulties they face when
working with contemporary, relevant art material — the
understanding of the museum as cathedral, with all
the ensuing consequences. “One could argue that
a slight aura of religion remains around the modern
museum, a weak but palpable halo. People now flock
to both the old avant-garde — Cezanne — and new —
Damien Hirst — as if they expected to find spiritual
nourishment® Thus, Jencks associates the sacred
function of the museum with the fact that the classical
museum has become a place for the verification of art.

In these conditions, the museum acquires a spe-
cial value status, turning into an institution that provides
“markers for orientation” (C. Jencks) in the boundless
field of visual and other cultural artifacts: “People still
go to the museum to find originals, not reproduc-
tions that are markers for orientation. These icons of
culture are enhanced, not diminished, by reproduction,
because they remain relatively permanent fixtures in

5 Zakharchenko I. N. Khudozhestvennyj muzej kak khram
sovremennoj kul'tury [Art Museum As Cathedral of Contemporary
Culture]. 2006. URL: http://www.zaharov.znautvse.com/articles/
museum.htm#u0 (accessed on 27.12.2018).

6 Jencks C. The Spectacular Museum. The Museum between
Cathedral and Shopping Center, Facing the Contradictions. P. 6.
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2. «Mummrpuar. Bum denssya
B [MywKunHckom mysee. 2014,
Mimicry. Wim Delvoye
at the Pushkin State Museum
of Fine Arts. 2014.
© MWK nm. A.C. TywknHa,
2019.

3. «Mumurpusar. Bum Jenbsya
B [MywKu1Hckom mysee. 2014,
Mimicry. Wim Delvoye
at the Pushkin State Museum
of Fine Arts. 2014.
© MWK num. A.C. Tywknha,
2019.

4. «Mumnkpus». Bum Jenbsya
B [MywKu1Hckom myasee. 2014,
Mimicry. Wim Delvoye
at the Pushkin State Museum
of Fine Arts. 2014.
© MWK nm. A.C. Tywkuha,
2019.

M [0CYroBOM KOMMOHEHTLI®. DTOT NpoLEecc, HaYaBLWUMCA, MO MHEHUIO
aBToOpa, ele B 1960-e rofbl, B HALLKW AHW CTAHOBUTCA OCOBEHHO OYeBU-
AeH Ha PpOoHe pocTa MHTepeca NOCETUTENEN K PasfIMuHOro poaa npocse-
TUTENBCKUM NMPOrpaMmMam, KoHLEepPTaM, TBOPHYECKUM BCTPEYaM.

C ppyroi cTopoHsbl, caMo 3arnaeue ctatby Yapnbsa [KeHKca 3aTpa-
rMBaeT eLle OAHY HEMASTOBAXHYHO TEMY, MMEIOLLYO CamMoe Henocpea:-
CTBEHHOE OTHOLUEHMWE K MYy3€eAM KIacCHUYECKOrO MCKYCCTBa M OTYaCTH
O06BACHAIOLLYIO T€ CTOKHOCTH, C KOTOPLIMW NMPUXOAUTCA UM CTaNIKMBATLCA
npu pabote ¢ COBPEMEHHbBIM, aKTyalbHbIM XYLOMECTBEHHbIM MaTepHa-
NOM: peyb MAET O MOHUMaHWUK My3es Kak XpaMOBOIro NpOCTPaHCcTBa —

CO BCEMM BbITEKAIOLWMMKM OTCoAa nocneacTemamu. «Bokpyr coBpemeH-
HOro My3ef BCe eLle COXPaHAETCA JIErKUi OPEON PESUIMK, cnabbii,

HO BCE e elle pasnninmblii HUMG. CoBpemeHHble toau yeTpemns-
toTcA M K cTapomy aBaHrapay — CesaHHy, n HoBoMy — [JamueHy Xépcry,
C/TIOBHO B OXMAAHWM HAWTW OyXOBHYHO nuLy»®. Takum o6pas3om, carpasb-
Hyto PYHKLMIO My3eA [IKEHKC CBA3LIBAET C TEM, YTO KITACCHMYECKUI My3€en
CTaHOBWUTCA MeCTOM BepUdUKaLMKU MCKyCCTBa.

B atux ycnosusax my3en nprobpetaeT 0cobbli LLEHHOCTHBIN CTa-
TyC, NPeBpaLLasCb B MHCTUTYT, AAOLWLMI B 6€36pEKHOM MOpE BU3yarb-
HbIX M APYIUX KyNIbTYPHbIX apTedaKkTos, No BeipakeHuto Y. [lxkeHKca,
«BEXW OpHeEHTaLMK»: «JTrogn NPOJONKaOT MPUXOOMTL B My3er B MOMUCKaX
opuruHanos... B pesynsrate npouecca MexaHWM4YeCcKoro Bocrnpouase-
AEHWA 3HAYEHWE CMMBOJIOB KYNbTYPbl KAK OTHOCUTENBHO TBEPAbLIX OpPU-
€HTUPOB cpeln BceobLluer N3MEHYUBOCTHU He TONbKO HE YMEHbLUMMNOCH,
a, Hao6opoT, Bo3pocno»’. CooTBETCTBEHHO, BO3pACTaeT U Posib My3es,
MOCKOMbKY C €ro MOMOLLbIO 3PUTESb MbITAETCA 06PECTH «CTABUIILHOCTD
B CUTYyaLMK OOLLEHN [e30pUEHTALUM»S,

3aBepuwan cBot cTaTbto, [HKeHKC roBopuT 06 0co60M MUC-

CHW, KOTOPYIO AOSIKEH BbINOMHUTD «3PENULLHLIA My3er» — AO0CTUYb

5 3axapyeHro M. H. XynomecTBeHHbIN Mysei Kak xpam coBpemeHHoit Kynetypel. 2006, URL: http://www.
zaharov.znautvse.com/articles/museumhtm#u0 (nara o6pawienusa: 27.12.2018).

6 Jencks C. The Spectacular Museum. The Museum between Cathedral and Shopping Center, Facing
the Contradictions. P. 6.

7 lbid. P. 5.
8 Ibid.
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«“KOCMWYECKOro BUAEHUA», YTOObI HE AaTb 3PUTENAM YTOHYTb B MOTOKe
3penui. JencTBUTeNbHO, Mbl BUOAMM, Kak 3a4adya COXpaHeHWA NamATH
M NaMATHMKOB, CYMTaBLIAACA 6a30BOM B My3eMHOM MpPaKTUKe, BCe
6onblue 1 60blue BHITECHAETCA HAa BTOPOW MnaH, 0CTaBaACh BaM-
HOM NuWb ANA npodeccroHaneHoro coobuecTsa. B KoHTeKcTe «Kynb-
Typbl pasBiiedeHrn» My3en O0/IKEH BbIXUTb B KOHKYPEHTHOM 60pbbe
M He cTaTb MNPV 3TOM MaB30JSieeM.

B nocnepHee BpemA Bce 60nbLUy0 NONYNAPHOCTL NOMyYaeT
ele ogHa meTadopa My3eMHOM AeATENIbHOCTU — «KYNbTYPHbIA apXmB»,
MeCTO aKTUBHOM TpaHCcdOpMaLMK XyAOKECTBEHHBIX LieHHOCTeN. [onbay-
Ackb cnosamu Hukona Byppro, Mbl MOXeM ckazaTtb, 4TO B COBPEMEHHOM
CHUTyaLMK My3er CTaHOBUTCA MPOCTPAHCTBOM, MAe «penpe3eHTMpyeTcA
He Bellpb, HO XapakTep cBA3ei». Hayano atoro npouecca yamBuUTeNbHbLIM
0bpa3om coBnagaeT C Ha4yasoM HOBOMO CTONIETUA U, BUAMMO, CBA3AHO
C NOTPEBOHOCTLIO BbICTPAMBAHMA «<HOBOW OMTUKK».

OpHuUM 13 nepB.bix (XOTA eLue [OBONLHO POBKO) MO 3TOMY NyTH
B KoHUe 1990-x rogos nowen Heto-HOPKCKU My3sel coBpeMeHHoro
MCKYCCTBa, OTKa3aBLUMCh OT BbICTPaUBaHWA JIMHEMHOM MCTOPHUKN UCKYC-
CTBa B CBOMWX 3anax. IMeHHO B 3TOT Nepuop, OH Havan akTMBHO BHeOPATb
NPaKTUKY COMoCTaBneHW, KoTopanA npeanonarana Hoeoe, 6onee cBo-
604HOe accoumnaTUBHOE NPOYTEHWE Pa3fiMyHbIX NPOU3BEAEHNIA UCKYC-
ctBa. My3eilHaA akcno3uuma yTpaumBaeT CBOIO CTabUNbHOCTb M CTa-
HOBMWTCA NPOCTPAHCTBOM MOCTOAHHOIO SKCMEPUMEHTA, B KOTOPOM
XyLOMECTBEHHbIEe 06bEKTHI, MOMELLEeHHbIe PAAOM, CO34aK0T LLEMOYKHM
HOBBIX CMbICIIOB M 3HA4YEHWW.

Crenytowmii BamHbIM Wwar 6bin caenaH NoHAoHCKon Tent MogepH,
BolaenuBLuenica B 2000 rogy B otaeneHoe 3aaHue 1 nosyYuBLLEN COB-
CTBEHHOE 3KCMO3ULMOHHOE NpocTpaHCcTBO. [logyepkrBan CBOKO camo-
CTOATENIbHOCTb AaMe Ha YPOBHE SKCMOIULIMOHHBIX pelleHni, Tent
MopepH pelmnack 0TKa3aTbCA OT MOCTOAHHOW SKCMO3ULIMK, CMEHUB
ee Ha yeTblpe CyOBbEKTMBHbBIE MCTOPUM, YEThIPE KYPaTOPCKKUX B3rNAAa
Ha KOMMEKLMIO U Ha ApaMaTypruio pasBUTUA MCKyccTBa B XX cTone-
Thu. lNepBoOHaYanbHO 3T UCTOPHUK CTPOMIIMC BO MHOMOM MO HaHPOBOMY
NPUHLMNY — Nen3am, HaTFoOPMOPT, EHCKOE TeNI0 U UCTOPUHECKOE NPOU3-
BeJeHWe, TeM He MeHee B My3eMHOW NPaKTUKe 3TO 6biN NPUHLMIMANBHO
MHOM cnocob nogayn matepuana; Kpome Toro, 6u110 cpady 06bABNEHO,
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a culture of change!"” The role of the museum increases
accordingly, since it helps the viewer to find firmness in
a situation of general disorientation.®

Concluding his article, Jencks talks about
a special mission that the Spectacular Museum has
to fulfill — to achieve a “cosmic vision” in order not
to let viewers drown in the stream of spectacles.
Indeed, we see how the task of preserving memory
and monuments, that used to be considered the ba-
sis of museum practice, is increasingly being pushed
to the background, remaining important only for the
professional community. In the context of entertain-
ment culture, the museum should survive in a com-
petitive struggle so as not to become a mausoleum.

Recently, one more metaphor of museum
practice has been gaining popularity: the “cultural
archive” — the place of active transformation of ar-
tistic values. Using the words of Nicolas Bourriaud,
we can say that today the museum is becoming
a space that represents not an object, but rela-
tional characteristics. The beginning of this process
surprisingly coincides with the beginning of a new
century and is apparently connected with the need
to develop new ways of seeing.

One of the first to follow this path in the late
1990s (though still rather timidly) was the Museum of
Modern Art (New York), by refusing to create a linear
history of art in its rooms. It was during this period that
it began to actively introduce the practice of using
juxtaposition, which suggested a new, freer associa-
tive interpretation of various works of art. The museum
display loses its permanence and becomes a space
for constant experimentation, where art objects placed
side by side create strings of new meanings.

The next important step was made by the Tate
Modern (London), which received a separate build-

7 lbid.R.5.
8 Ibid.
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ing and its own exhibition space in 2000. Emphasiz-
ing its independence even at the level of exhibition
design, Tate Modern decided to abandon perma-
nent display, replacing it with four subjective stories,
four curatorial views on the collection and on the
scenario of the development of art in the 20th
century. Initially these stories were designed mainly
according to the principle of genre (landscape, still
life, nude, and historical painting); nonetheless it
was a fundamentally different way of presenting
material. Besides, it was immediately announced
that Tate Modern would again completely rethink the
display of its rooms in five years. In 20086, the public
was presented with completely different sections,
which were built around the key phenomena of

20th century art: State of Flow, Poetry and Dream,
Material Gestures, Energy and Process. Today the
main emphasis is placed on the problem of artistic
interaction and the theme of the artist and society
(Media Networks, In the Studio, Artist and Society,
Materials and Objects). Thus, for already eighteen
years, the museum concept has been based on the
principle of a long-term exhibition.

We can state that this trend turned out to be
quite attractive and demanded in museum practice.
Cleverly disguising the gaps existing in the collec-
tion of Tate, which did not actively acquire art in the
1920s, it allowed the museum to remain attractive
for the viewer due to the constant updating of the
displays, enabling specialists and wider audiences
to reconsider the history of the 20th century by
making unexpected discoveries.

Currently, such practice is widely used by
many museums of both modern and classical art.
Among the examples are the Center Georges Pom-
pidou, MoMA New York, opened after reconstruc-
tion (where the permanent display covers the period
until 1945 only, while the rest of the collection is
presented in the format of temporary exhibitions of
different scale and duration), and the Whitney Mu-
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5. Recycle Group. <Homo
Virtualis», 2017.
Recycle Group. Homo
Virtualis. 2017.
© T'MKUM nm. A.C. MywwkunHa,
2019,

6. Recycle Group. <Homo
Virtualis». 2017.
Recycle Group. Homo
Virtualis. 2017.
© 'MW num. A.C. Tywknha,
2019.

7. «PembpaHar. Qpyro
parypc». 2015.
Rembrandt. A different
perspective. 2015,
© T'MHUM nm. A.C. MNywwkuHa,
2019,

yto TenT MoaepH BHOBb NOHOCTLIO CMEHWUT OPraHU3aLuMio CBOUX 3a/10B
yepes nNATb netT. B 2006 rogy ny6nvke 6binn npeacTaBnieHbl COBEPLUEHHO
WHblE paspensl, KOTOPble CTPOUICh BOKPYT KIOYEBbIX ABMIEHWUI B MCKYC-
ctBe XX Beka: «CocTosiH1e noToKa», «[10aaus u con», <MaTtepuanbHbie
HEeCTbl», «QHEPrUs U NPOLECC»; B HACTOALLEE BPEMA OCHOBHOM aKLEHT
coenaH Ha npobneme XyA0MeCTBEHHOrO B3aMMOLEMCTBUA U TEME XyL0MH-
HUKa 1 obwecTsa («<Meamna-cet», «<B MacTepcKoi», «XyOOMHKUK 1 0bLwe-
cTBO», «MaTepuansl 1 npeamMeTbl»). TakuM 06pasom, Ha NPOTAKEHWUH BOT
y#e BoCeMHaaLaTh IeT B OCHOBY KOHLLEMNLMK My3€eA NONOMEH NPUHLMM
[O0NrOCPOYHOM BbICTABKM.

MoHO KoHCTaTMpOBaTh, YTO 3Ta TEHAEHLMA OKa3anacb A0BOJSIbLHO
npyBneKaTensHon U BOCTPeOOBaHHONM B My3eMHOM NpaKTUKe. Ymeno
MaCKMpPYA NaKyHbl, CYLLECTBYIOLLME B KONNIEKLMU TENT, HE CITULLKOM
aKTMBHO NpuobpeTasLuer nponadseneHna nckyccTea B 1920-e roael, oHa
no3BoMMna My3eto OCTaBaTbCA NPUBNEKATENbHBIM ANA 3pMTENA 3a cyeT
NMOCTOAHHOIrO OBHOBIEHUA 3KCMO3WLMK 3aJ10B, Aaia BO3MOKHOCTb Cre-
LManmMcTaM 1 LUMPOKOMY 3PUTENIO «NMePecMoTPeTb» UCTOpULo XX cTone-
TvA, caenas ansa ceba HeoKMaaHHbIE OTKPLITUA.

B HacToAwee Bpema nogobHaa NpaKTMKa AOCTATOYHO LUMPOKO
NPUMEHAETCA MHOTMMMW My3€AMKW KaKk COBPEMEHHOIO, TaK M Knaccuye-
CKOro UcKyccTBa. B kayecTBe npumMepa moxHo HassaTb LleHTp MNomnnay,
OTKPbIBLUMMCA NOCNEe PEKOHCTPYKLUMM My3el coBpeMeHHOro McKyccTea
B Hito-Mopke (rae noctoAaHHaA SKCMO3WULIMA OXBATLIBAET NEPHUOL, TONbKO
0o 1945 ropa, a ocTtanbHasA KonneKkLuMa nokassiBaetca B dopmMe BpeMeH-
HbIX BLICTABOK PasHOro Maclutaba v npofomxuTensHocTH), Myseh amepu-
KaHCKOrO MCKYcCTBA YUTHU (B KOTOPOM MoChe nepeesaa B HOBOE 3aaHue
BLICTABOYHLIE MIOLLAAN CHUITBHO MPEBOCXOAAT MOCTOAHHYH SKCTIO3ULMIO).

Ewe ogHa TeHaeHUMA, 0THACTH CBA3AHHAA C TOM e npobnemom Tpe-
60BaHWA «HOBOW OMTHKW» — POCT MHTEpeca K COBPEMEHHOMY MCKYCCTBY
CO CTOPOHbI My3eeB «CTapblx MmacTepos»: Jlysp, Bepcanb, MeTtpononu-
TeH, Bunna boprese, Benbenep, XynoxecTBEHHO-MCTOPUHECKHUI My3€EH
B Bere, MNpapo, Spmutax, TMUN. D10T cnvcoKk A0BOMNBHO BHYLIWUTE-

NEH W pacTeT B reoMeTpuyeckor nporpeccun. C yem cBA3aH NOAOGHbIN
nHTepec? Kakne BO3MOKHOCTH M MEPCMNEKTUBLI AaeT My3eto nogobHoe
COTPYAHWYecTBO? Kak COOTHOCHTCA OHO C KOHLLEMUMAMM «AUHAMUYHO
pa3BMBAIOLLErOCA My3€ef» U «3PESULLHOIO My3en»?
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JomMurHMpoBaBLLan elle NonBeKa Hasad KOHLEMNUMA KNacCUYECKOoro
My3efl KaK «rpaHf-nokasa», Uin pacckasa 06 MCTOpUM LLeaEeBpPOB, CEro-
[HA, KaK FOBOPUIIOCH BbILLE, KaKeTcA 6e3HaAeRHO yCTapeBLUen U NocTe-
NEHHO HaYMHAET NOAMEHATLCA NMPUHLMIOM <AOKYMEHTANLHOCTU» (TEPMUH
H. Byppwo) unu naeonoruei ayTeHTMYHOCTH MOMeHTa. B aTom KoHTekcTe
KNacCHYeCK1e My3en HauMHatOT UCMbITbIBaTb MOTPEOHOCTL peaKTyannaa-
LMK MaTepurana, KOTOpbli TeNepb OHW CTPEMATCA NPENOAHECTH 3PUTENIO
HE CTONBKO KaK «caKkparnbHoe npoLunoe» (KoHUenuusa My3es Kak xpama),
HO, Npemae BCero, Kak He4YTO HUBOE W HE yTpaTMBLLEE CBOEN aKTyanb-
HOCTH, KaK «BeYHble LLeHHOCTW», MO3BONAOLLWE My3eHMHOM SKCMO3U-

LMK JOOUTBCA “KOCMUYECKOr0o BUAEHMA», 0 KOTopoM nuncan Y. [xeHKc.

B T0 e BpemA noABneHne COBPEMEHHOIO MCKYCCTBA B «K/TAaCCUYECKOM
aHTypaMe» OKa3blBaeTCA BaMHbIM HE TOSIbKO AJ1A CaMOoro My3es, nog4ep-
KMBAIOLLLEro TeEM CaMbiM CBOHO COBPEMEHHOCTb, HO U ANA 3puTena, No3Bo-
NAA eMy «CMEHWTb ONTUKY» — NPO4YyBCTBOBATb U OLIEHUTb U3MEHEHMUA,
npousollealimMe B CaMOM CUCTEME BUAEHUA U BOCTNIPUATUA MCKYCCTBA.

MMeHHO B NPOCTPaHCTBE «KNacCCMYECKOro My3ef» BCe PacCMOTPEH-
Hbleé HaMM BbIlLE aCNEKThbl BbICTABOYHOW MPaKTUKK HA4YMHAIOT B3aMMOAEn-
CTBOBaTb Mexay CoboH, Tpebya AeNCTBUTENbHO TOTAIbHOIO NepecMoTpa
BbICTABOYHbIX CTpaTerMi n METOA0B SKCNoHMpoBaHWA. Moea «conocTas-
NEeHNN» N KenaHne pesmTanmnaaLmm MCTOPUYECKOro MaTepmuana co3gatoT
CUTYyaLMIo, B KOTOPOM Ha CMEHY TPaaMLIMOHHBLIM BbiCTaBKaM B CrieLnasnbHO
OTBEAEHHbIX MPOCTPAHCTBAX, NPUXOAAT «BHEAPEHUA-UHTEPBEHLIMW», Npea-
nonararoline 4OCTaToO4HO aKTUBHOE BTOPHEHUE COBPEMEHHOMO UCKYC-
CTBa, 4aCTO pas3pyLUaloLLEro UCTOPHUYECKUIA HappaTHB.

3aTtpyaoHUTENBHO CKasaTb, Fae Ha4yano 3TOM NPaKTUKKU, HACTONBKO
LUIMPOKO pacnpoCTpaHeHa oHa Ha CEeroaHAWHUIA AeHb. OOHUM M3 NepBbIX
cpeau «6onblUMX My3eeB» Havan paboTaTb C COBPEMEHHbLIM MCKYCCTBOM
napvwckuni Jlyep. Ewe B 2003 rogy oH npurnacun K COTpyaHU4ecTBy
OAMHHAALATE COBPEMEHHBIX XYAOMHUKOB, KOTOPbLIM OblfIO NPEANOKEHO
co34aTb NPOM3BEAEHNA ANA 3aI0B NOCTOAHHOM aKcno3uuun. OnbiT aaH-
HOro coTpyaHWyecTBa Obln HACTOMBKO yAa4YHbIM, YTO CTan OCHOBOM NPO-
rpammbl «Counterpoint», B pamkax kotopor ¢ 2004 no 2011 rog 66110
OCYLLECTBJIEHO elle YeTblpe BbICTaBKM in situ. UcTopua aTux NpoeKToB,
WX BOCNPUATHE MyONMKOM M 3HAYEHWe ANA SKCMNO3ULMOHHO-BbICTAaBOYHOM
fAesATtenbHocTu JlyBpa 6b110 AeTansHO paccmoTpeHo Pabpucom JlapceHo,
AHH Kpebc 1 Pnopaxc Kapo®.

BeicTaBKKM coBpeMeHHOro MCKycCTBa ObliM NOABEPIrHYThI B UX UCCIe-
[0BaHWK AeTanbHOMY aHanmM3y C TOYKKW 3PEeHUA BOCNPUATMA NOCETH-
Tenew. B xooe HECKOMNBbKUX COLIMONOrMYECKUX ONPOCOB, NPOBEAEHHbIX
aBTOpamu, BbINIO BLIACHEHO, YTO MOABNEHWE HOBLIX NPOU3BEaeHHW (Npu-
YeM, CO3LAaHHBLIX COBPEMEHHBLIMU XyAOMHUKAMM), XOTA W Bbi3bIBANO HEOA-
HO3HAYHYI0 pPeaKLMIo y MOCETUTENEN, HO NPUBMEKano AONOMHUTENbHOE
BHMMaHWe K OCHOBHbIM KonneKumMAM. [lawe NoCToAHHbIE MOCEeTUTENM
OTMEeYasnu, 4TO Hall/M B 3ae MHTEPECHbLIE SKCMOHAThLI, HA KOTOPLIE OHM
paHblue He obpallany BHUMaHWA. Ycrnex aToW Nporpammel NOATONKHYIN
JlyBp K 6onee aKTMBHOMY B3aMMOLENCTBUIO C COBPEMEHHBIMU XYA0HHN-
kamu. B 2013 roay mysern HaumHaeT nporpaMmy «pe3vaeHunin», B pam-
Kax KOTOPOM KpyMHEeWLMM PpUrypaM MMPOBOM apT-CLeHbl Npeanaranock
He TONIbKO CO34aTb NPOEKT B UCTOPUYECKKX 3anax JlyBpa, HO M NPUHATL
y4yacTue B obpasoBaTtenibHOM NporpamMmMe: NpOBECTH NIEKLMK, TBOPYE-
CHKMe BCTPEeYM M MacTep-Knacchl ANA COTPYAHMKOB My3eA 1 LLUIMPOKOH
ayaMTopuK. HecTb OTKPLITE 3Ty AONFOCPOYHYIO Nporpammy bbina npe-
AocTaBneHa ogHoMy u3 nuaepos apTe nosepa Mukenanaxeno Nucto-
netTo («[op nepsein, Pait Ha semne», 2013). MapannensHo Jlysp Bo3-
BpaLLAEeTCA K ellle OQHOM M3 CBOMX CTapbix TPaAMLMK — 3aKa3y HOBbIX

9 Larceneux F, Caro F, Krebs A. The reaction of visitors to contemporary art in a classical art institution:
a Louvre museum case study // International journal of arts management. Montréal: Ecole. 2016. Vol. 18.
No. 2. P. 4—13.
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seum of American Art (in its new building, the area
for exhibition spaces greatly exceeds the area of the
permanent display).

One more trend, partly related to the same
problem of the demand for new ways of seeing, is
the growing interest in contemporary art from the
museums of “old masters”: the Louvre, the Palace of
Versailles, the Metropolitan, the Villa Borghese, the
Belvedere, the Kunsthistorisches Museum Vienna,
the Prado, the Hermitage and the Pushkin Museum.
This list is quite impressive and is growing expo-
nentially. What is the reason for this interest? What
opportunities and prospects does such cooperation
give a museum? How does it relate to the concepts
of a “dynamically developing museum” and the
“spectacular museum”?

The concept of a classical museum as a “grand
show” or a narrative of the history of masterpieces
that was predominant half a century ago, today seems
hopelessly outdated and gradually begins to be re-
placed by the principle of “documentation” (N. Bour-
riaud’s term) or by the ideology of the authenticity of
the moment. In this context, classical museums begin
to experience the need for reactualization of the mate-
rial, which they now seek to present to the viewer
not as the “sacred past” (the concept of the museum
as a cathedral), but, above all, as something alive
and relevant, of “eternal value," allowing the museum
exhibition to achieve the “cosmic vision” that Charles
Jencks wrote about. At the same time, the emergence
of contemporary art in the classical surroundings is
important not only for the museum itself, thus empha-
sizing it being up to date, but also for the audience,
allowing them to change their way of seeing — to feel
and evaluate the changes that have occurred in the
system of perception of art.

It is in the space of the classical museum that
all the aspects of exhibition practice discussed
above begin to interact with each other, requiring
a truly total revision of exhibition strategies and
methods. The idea of juxtapositions and the desire
to revitalize the historical material create a situation,
where traditional exhibitions in specially designated
spaces are replaced by interventions that suppose
a fairly active intrusion of contemporary art, often
destroying the historical narrative.

It is difficult to trace the beginning of this prac-
tice, since it is so widespread today. Among the major
museums, one of the first that began to work with
contemporary art was the Louvre. In 2003, it invited
eleven contemporary artists to create works for its
permanent display rooms. The experience of this col-
laboration was so successful, that it became the basis
of the Counterpoint program, within which from 2004
to 2011 four more exhibitions in situ were produced.
The history of these projects, their perception by the
public and their significance for the Louvre's exhibi-
tion practice have been examined in detail by Fabrice
Larceneux, Anne Krebs and Florence Caro.®

In their research, exhibitions of contemporary art
were subject to detailed analysis in terms of the audi-
ence's perception. During several sociological surveys

9 Larceneux F, Caro F, Krebs A. The reaction of visitors to
contemporary art in a classical art institution: a Louvre museum case
study // International journal of arts management. Montréal: Ecole.
2016. Vol. 18. No. 2. P. 4—13.
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conducted by the authors, they found that although
new works by contemporary artists caused ambigu-
ous reactions, they attracted additional attention to
the main display. Even regular visitors noted that they
found interesting exhibits that had not previously drawn
their attention. The success of this program pushed the
Louvre towards more active interaction with contempo-
rary artists. In 2013, the museum started the program
of residencies, in which the major figures of the world
art scene were invited not only to create a project in the
historical rooms of the Louvre, but also to take part in
the educational program: to hold lectures and work-
shops for the museum staff and a wide audience. This
long-term program was opened by one of the leaders
of arte povera — Michelangelo Pistoletto (Year One —
Paradise on Earth, 2013). At the same time, the Louvre
returned to one of its old traditions — to commission
new artworks for its rooms. In 2007, the museum
asked Anselm Kiefer to create an artwork for one of the
staircases. This was the first commission after almost
a fifty-year break.’ Then, in 2010, Frangois Morellet
created a window installation at the Lefuel staircase,
and in 2011, Cy Twombly made a ceiling painting for
the Bronze Room. By organizing exhibitions of contem-
porary art in its rooms, the Louvre reminds its audience
of traditions and historical precedents — the salons that
were held in its walls and the commissions that artists
received in the 12th—19th centuries. Thus, in the case
of the Louvre, we see a skillfully designed strategy of
engagement with contemporary art, which — relying on
the museum traditions — encourages a new perception
of the displays, and helps the museum to remain a living
organism, open to the transformations of today.

The Louvre’s main competitor in attracting
contemporary artists to the museum space, Versailles,
has demonstrated a slightly different strategy. A series

10 In 1958, the Louvre commissioned Georges Braque to design of
one of its rooms. Since then, contemporary artists did not participate in
creating works for the Louvre's interiors.
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npounsseaeHui Ana ceomx 3anos. B 2007 roay mysen npennioxmn
AHcenbmy Rudepy cospate nponsseneHve 41A OAHOM U3 NECTHULL.

370 6bina nepsan «KOMUCCHA» NOCHE NOYTU NATUAECATUNIETHErO Nepe-
pbiBa'®. 3atem B 2010 rogy PparHcya Mopenne co3pacTt MHCTaNNALKIO
ANA okHa Ha necTHuue Jledroana, a B 2011-m amepuraHer, Car Teombnu
BbINOSIHWUT NnadoH B «3ane 6poH3bl». [1pryem opraHM30BbLIBasA BbICTABKM
COBPEMEHHOI0 UCKYCCTBa B CBOMX CTeHax, JlyBp NMOCTOAHHO HanomuHaeT
CBOWM 3pUTENAM O TPAOMLMAX U UCTOPHUYECKKX NpeueneHTax: o Cano-
Hax, KOTOpble MPOXOAMIIU B €r0 CTEHAX MU O “KOMUCCHUAX» KOTOPbIE Aena-
nu1ck coBpemeHHbiM xyaoxHukam B XII—XIX sekax. Taknum o6pasom, Bo3-
BpawanAck K onbiTy JlyBpa, Mbl BUAMM YMENO BbICTPOEHHYHO CTpaTeruto
paboTbl C COBPEMEHHBIM MCKYCCTBOM, KOTOPOE, ONUPAaACh Ha CYLLLECTBO-
BaBLUWE B My3ee TPaauLMK, NO3BONAET AaTb HOBbIM B3MNAL Ha 9KCMO-
31LMK, NOMOraeT My3€et0 OCTaBaTbCA «HMBbLIM» OPraHU3MOM, OTKPbITbIM

K TpaHCchOpMaLMAM CErofHALLHEro aHA.

HecKonbKo MHyto cTpaTeruio yBUAMM Mbl Y MaBHOIO KOHKypeHTa
JlyBpa no npuBneyveHnto coBpeMeHHbIX XyOOKHMKOB B My3eMHOe Npo-
cTpaHcTBO — Bepcans, KoTopbiv TakKe 04eHb aKTMBHO NPOBOAMN
BbICTaBKM aKTyaslbHbIX XyO0KHWUKOB. Cepuio «<MHTEPBEHLMI» B UCTOPHUYE-
CKue 3anbl oTKpbina B 2008 ropy «rpomkan» BeicTaBka xedda RyHca,
BbI3BaBLUAA MHOMOYMUCIIEHHbIE NPOTECThI, B TOM YMCHe U B cpeae ¢ppaH-
Lly3CKWX MHTeNneKkTyanos. HauuoHanbHbIM COBET nNMcaTenen obpaTtmnca
C OTKPbITEIM MMCbMOM, B KOTOPOM TpeboBan 3allMTUTL NaMATbL KOponA
Jroposurka XIV. Benep, 3a BbicTaBKOM CKaHAaNbHOrO aMepUKaHLa nocne-
[0BaNy «BKOYEHUA» B UCTOPUYECKHe 3anbl paboT Takacn Mypakamu
(2010), Hoansl BawkoHcenyw (2013), Ilu Ydara (2014), Anmwa Kanypa
(2015) 1 Onadypa dnmaccona (2016). Mpeacrasnas napk 1 sans Bep-
CaJlf Kak MeCcTo KpeaTMBHOW CBOOOAbI, €r0 KOMaH4a BMecTe C Tem denana
CTaBKy Ha ApPKoe, AeP3KOe UCKYCCTBO, IPOMKME NPU3HaHHbIE MMEHa.
BeicTaBKka-6nokbactep CTaHOBUTCA He TONbKO CPeACTBOM OOHOBUTL
B3INAA HA My3eMHble MHTEePbepPbl W NaHAWwadTbl NapKa, HO 1 AONONHUTESb-
HbIM MCTOYHWUKOM TYPUCTHUHECKOW NPUBIIEKATENIbHOCTH.

10 B 1953 roay Jlysp 3aKka3an opopmneHre ofHOro M3 ceomx 3anos Hopuy Bpaky. C Tex nop cospeme-
Hbl€ XYAOMHWKN HE NPUHUMaNK y4acTie B CO3AaHUM NPOV3BeaeHNI ANA nHTepbepos Jlyspa.
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OueHb CXxOMyto CTpaTernio AEMOHCTPUPYHOT U BbICTABKM COBPEMEH-
HOro MCKYCCTBa, KOTOpble NPOBOAW HAa CBOEW TEPPUTOPHU My3er «benb-
Beaep». [epBoHavanbHO A0BONBLHO POBKO Nomellan paboTbl aKTyanbHbIX
XyAoXHMKOB B BecTubone BepxHero BenbBenepa, 3atem myseh pelumnncs
Ha 6onee paauKasibHbIe «BKIIHOYEHWA» B CBOM MHTEPbEPHbIE 3asibl, KOTO-
pble He3ameAMTeNbHO BbI3BaIM OCTPYHO AMCKYCCUIO. Bbixonom 13 pax-
HOWM CUTyaLWK CTano pelleHne BblAeNnTb paboTy C COBPEMEHHBIM UCKYC-
CTBOM Ha OTAESIbHYIO MIOLWAAKY W NOABNEHWE HOBOMO NoApasaeneHus
my3ses «BenbBenep 21». MoxHO paccmaTprBaTh 3TOT War C TOYKKU 3peHUA
[ABYX NEPCMNEKTUB: NMOCKOMbKY, C OAHOM CTOPOHBI, OH CTAHOBWUTCA 3HAKOM
OTKPLITOCTU My3€A COBPEMEHHOCTH, CBMAETENBCTBOM TOrO, 4TO «benbBe-
Aep» MbICNUT Ce6A KaKk OpraHn3M AMHAMWYHO Pa3BUBAOLLMNCA U YyCTPEM-
NeHHbIW B Byayliee, HO B TO ¥e BPeMA B OTHOLUEHWW MOCTOAHHOM SKCMO-
31LMK B My3ee BOCTOPHKECTBOBaS 6onee KOHCepPBaTUBHBIM MCTOPUYECKUI
NoaxoA.

[MpaKTuKa «BHEAPEHUN-UHTEPBEHLWIM» B MOCTOAHHbIE SKCMO3WLMHK
nonyyaet Bce 6onbLlee pacnpoCcTpaHeHe BO BCEM MUPE, NMPUYEM 4aCTO
3TO He MPOCTO HeflaHWe BBECTU HOBbIE MPOM3BEAEHUA B NOSIE BHUMAHUA
3puUTENEen U NpUBNEYb K My3et0 BHUMaHWe HOBOM ayAMTOpUM, a Npewae
BCEr0 CTPEMJIEHWE K «MPOM3BOACTBY HOBbIX CMbICNIOB». MIMEHHO Taknm
06pa3omM B3aMMOOENCTBYIOT CreLManbHO CO34aHHble COBPEMEHHbBIMM
XyOOMHUKaMM 0ObEeKThI ANA BbICTABOK Ha Bunne boprese (Pum). Onanor
CTaporo 1M HOBOrO MCKYCCTBa BbICTpanBaeTCcA B 605iee CNOKHOM Kntove
W noppasymMeBaeT AOCTAaTOYHO aKTUBHOE B3aMMOAENCTBUE aKTyaslbHbIX
NPaKTUK U UCTOPUYECKMX MHTEPBLEPOB U KONNEKLMH. TaK, Hanpumep,
«YHepHble 3epkana» Mata Honnuwoy, 3aknto4eHHbIE B MbllLHbIE NCEBAO-
6apoyHble pambl, NEPEBOAAT XpaHALLMECA B KOMNEKLMM BUNnbl Boprese
nonotHa KapaBaaio B COBPEMEHHYIO AUTUTaNbHYIO GOpMY.

CxofHble MPUHLMMbBI YBUAWM Mbl M B «BblCTaBKax-BHITOUEHHUAX» Xyao0-
HECTBEHHO-UCTOpUYecKoro My3en B BeHe. OgHow 13 nepBbix Nogo6-

HbIX BLICTABOK CTasna «MHTEPBEHLMA» HALLUMX COOTeYeCTBEHHUKOB Urops
Makrapesuya u EneHel EnarnHon. Peyb B AaHHOM cnyyae Takxe noet

He 0 MOBEPXHOCTHbIX accoLnaumsx, a 06 opraHM4eCKOM BrIETEHWUU

B My3eMHbIM KOHTEKCT. PaboTatoLupe Co CNOXHOM CUCTEMOM MO CYTH
YHUBEPCANbHbIX XyAOKECTBEHHbIX KOO0B, 3TU XyAOMHWKM NIErKO pacLum-
PAKT NPOCTPaHCTBO CBOEr0 3KCMNEepPUMEHTa Ha ApYrie UCTOPUYECKHE
3M0XM1, yMeNo BCTynan B AUasior co ctapbiMmv Mactepamu. MoTuBbl U TEMBI,
CO3[aHHble B pamMKax ApYryx NPOEKTOB, yBEPEHHO MNOAYUHAIOT MPOCTPaH-
CTBO 9KCMO3WLIMOHHbIX 3a510B, HEPEAKO NpeBpaLlan My3erHble SKCNoHaThI
B 4aCTb TOTasIbHbIX MHCTANNAUMI. [lapagokcansHble 06beKTbl «3aKpbl-
TOW PbIOHOM BLICTABKM» OPraHUYHO BMIETAlOT B CBOK aNXMMMIO HoraTtcTBo
«PbI6GHBIX NaBok» PpaHca CHerpepca. A NnokazaHHas PAAOM C NMOMOTHAMM
Mutepa Bpewrens Crapluero, B 4acTHOCTU C ero 3HameHuToM «Bagu-
NOHCKOW BaluHew», rpubHan H6aluHA TaTnMHa CTaHOBUTCA NPOAOMKEHNEM
61bnencron yTonuu, 0bHapys1Bas OO4HOBPEMEHHO A,EP3HOBEHHOCTb

W TLWLETHOCTb MeYTaHMM aBaHrapaa v COBPEMEHHOro MCKYCCTBa O CamMoM
BO3MOXHOCTH NepeycTponcTBa Mupa.

C 2014—2015 rogax ata nNpaKkTWKa BbICTaBOK-MHTEPBEHLMIM cTana
[0BOMBHO aKTMBHO OCBaMBaTbLCA M POCCUUCKUMMU My3eAmMM. B yncne nep-
BbIX CTOMT Ha3BaTb «“Mummrpuio» Buma Jenvsya 8 FTMUN nm. A. C. Myw-
kmHa (Mocksa) 1 akcnosvumio «<ManudecTa» B sanax MocynapcTeeH-

Horo OpmuTtama (kypatop Kacnep Kenur) B Cankr-TNetep6ypre. C atoro
MOMEHTa BHEAPEHWA COBPEMEHHOIO MCKYCCTBA B MOCTOAHHYIO KOMNEK-
LMK 3TMX My3€€eB CTa/lM CUCTEMATUYECKUMM.

B 2015 rooy 'MWW npennaraet cBouM 3puTENAM pasMbiLuie-

H1Aa Omutpua Nytosa o rpadumke PembpaHaTa v npoeKT AnexkcaHgpa
lMoHomapéga «BeTpyBuaHCKMI YenoBek». 3ateM nocnenosany AManoru
MpuHbl HaxoBoM ¢ WweaeBpamun KONNeKUMHU My3es U OCTPOYMHbIe napa-
¢dpasbl Knaccuyeckoro nckycctea B npoekte «Homo Virtualis» mono-
Abix xynoxHukoBs «Recycle Group» (2017). 311 BbICTaBKM, BbI3BABLLME
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of interventions in historical rooms was opened in
2008, with a Jeff Koons exhibition which caused
numerous protests, including among French intel-
lectuals. The French National Committee of Writers
issued an open letter demanding the protection of
the memory of King Louis XIV. The exhibition of the
controversial American was followed by “inclusions”
in the historical rooms of works by Takashi Murakami
(2010), Joana Vasconcelos (2013), Lee Ufan (2014),
Anish Kapoor (2015) and Olafur Eliasson (20186).

By representing the park and the halls of Versailles
as a place of creative freedom, its team bet on
bright daring art and well-known recognized names.
A blockbuster exhibition is not only a means to update
the views of the museum interiors and the park land-
scapes, but also an additional way to attract tourists.

A very similar strategy is demonstrated by the
contemporary art exhibitions held at the Belvedere
Museum. Initially rather timid in placing contempo-
rary artworks in the vestibule of the Upper Belve-
dere, the Museum later decided on more radical
inclusions in its rooms, which immediately provoked
a heated debate. The solution to this was the
emergence of a new museum division Belvedere
21, with a separate venue. We can consider this
step from two perspectives: on the one hand, it is
evidence that the museum is open to contempo-
raneity and sees itself as a dynamically developing
structure facing the future. However, when it comes
to permanent display, a more conservative historical
approach became predominant.

The practice of interventions into permanent
displays is becoming more and more widespread all
over the world, and often this is not just the desire
to introduce new artworks and attract new audi-
ences, but, first of all, an aspiration to produce new
meanings. This is exactly the way artworks — creat-
ed by contemporary artists specially for the muse-
um — at the Villa Borghese interact. The dialogue of
old and new art is designed in a more complex man-
ner and implies a fairly active interaction of relevant
practices and historical interiors and collections.
For example, Mat Collishaw'’s Black Mirrors, set in
elaborate pseudo-baroque frames, convert paint-
ings by Caravaggio from the Villa Borgese's existing
collection into contemporary, digital form.

We can see similar principles in the exhibitions
of the Kunsthistorisches Museum in Vienna. One of
the first exhibitions of this kind was the intervention
of the Russian artists Igor Makarevich and Elena Ela-
gina. This involved not some superficial associations,
but an organic interlacing with the museum context.
Working with a complex system of universal artistic
codes, these artists easily expand the space of their
experiment to other historical eras and skillfully enter
into a dialogue with the old masters. Motives and
themes, created within other projects, capture the
space of the exhibition halls and often turn museum
exhibits into a part of total installations. The paradox-
ical objects in the Closed Fish Exhibition organically
weave the wealth of Frans Snyders’ “Fish Shops”
into their alchemy. Presented alongside paintings
by Pieter Bruegel the Elder (his Tower of Babel in
particular), their Mushroom Tower readapts the Bibli-
cal utopia and reveals the ambitions and vanity of the
avant-garde dreams to reorganize the world.
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Since 2014—2015, Russian museums have
been actively exercising this practice of exhibition-
interventions. Among the first were Mimicry by Wim
Delvoye at the Pushkin Museum (Moscow) and
Manifesta 10 (curated by Kasper Kénig) at the State
Hermitage (St. Petersburg). Since then, the inclu-
sions of contemporary art in permanent collections
of these museums have become systematic.

In 2015, the Pushkin Museum offered its audi-
ence the reflections by Dmitry Gutov on Rembrandt’s
drawings and the project Windltruvian Man by
Alexander Ponomarev. Then followed Irina Nakhova's
dialogues with the masterpieces of the museum'’s
collection and the witty paraphrases of classical art in
the project Homo Virtualis by Recycle Group (2017).
These exhibitions aimed to touch upon acute questions
regarding the relationships between past, present and
future art, and caused quite ambivalent reactions. To
some extent, their perception by the public shapes the
image of the “museum of the future,” since this particu-
lar form of exhibition allows the viewer to “consistently
create or debate their own history without any pre-
established categorization.” This plurality of personal
judgments takes over the “linear” history of art. Enter-
ing the space of a classical museum, contemporary
art creates a momentous situation, subtly described
by Boris Groys: “Instead of viewing and admiring the
images created by the artists, contemporary viewer
is offered to look through the eyes of the artist at the
images that have long been familiar. The museum today
performs the function that hitherto only God was en-
dowed with — to look at us. So, we go to the museum
not to see something there. We go there in order to
make sure that the art is still looking at us!""

11 Groys B. O muzee sovremennogo iskusstva [On the Museum

of Contemporary Art] // Khudozhestvennyj zhurnal [Moscow Art
Magazine]. No. 23. URL: http://www.guelman.ru/xz/362/xx23/x2307.
htm (accessed on 27.12.2018).
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AaneKko He OOHO3HAYHYH peaKkLumto, 6blv NPU3BaHbl 3aTPOHYTb OCT-
pble BOMPOChI B3aMMOOTHOLLEHWUIM «MPOLLIIOro», «HACTOALLLEro» 1 «oyay-
wero» MCKyccTaa. B Kakoi-To mepe mx BocnpuAThe nybavkon dopmu-
pyeT 065MK «My3eA ByayLiero», MOCKONbKY MMEHHO 3Ta ¢popmMa BbICTABKM
NO3BONIAET 3PUTENIO B NMPOCTPAHCTBE My3ed «MocefoBaTeslbHO co3aa-
BaTb WM 06CymaaTb CBOKO COOCTBEHHYIO UCTOPUIO, 63 Kakux-n1nbo
3apaHee npeaycTaHOBNEHHbIX KaTeropui». Ha cmeHy «nnHeMHoM» ncTo-
PHKU UCKYCCTBA NPUXOAUT MHOMECTBEHHOCTb JIMYHBIX Cy#AeHWN. BTop-
rafcb B MPOCTPaAHCTBO KNAaCCUYECKOro My3es, COBPEMEHHOE MCKYCCTBO
cOo34aeT Ty YOMBUTENbHYIO CUTyaLuio, KOTOPYH TOHKO noameTvn Bopuc
lporic: «BmecTo TOro, 4tobbl paccmaTpuBaTh M Nt06OBaTLCA CO3aaH-
HbIMW XYA,0MHWKaMK obpasamu, COBPEMEHHOMY 3pUTENIO NpeasnaratoT
CMOTPETL [Ma3aMu XyO0KHWKA Ha YyHe AaBHO 3HaKOMble M306pame-

HMA. My3eW BbINONHAET cerogHA GpyHKLMIO, paHee, B CyLWHOCTH, AOCTYnN-
Hyto nuwbe Bory — cmoTpeTb Ha Hac. MTaK, Mbl Maem B My3ek OTHIOAb
He AnA Toro, 4Tobbl TamM 4TO-TO yBUAETb. <...> B My3ei Mbl noem pabel
YyOOCTOBEPUTLCH, YTO UCKYCCTBO BCE eLle CMOTPUT Ha Hac»''.

11 Iporic b. O mysee coBpemMeHHOr0 UCKyccTBa // XynomecTBeHHbIn mypHaut. N2 23,
URL: http://www.guelman.ru/xz/362/xx23/x2307htm (nara o6pauierms: 27.12.2018).
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IIoCTOSSHCTBO U U3BMEHEeHU:
Pa3MbILLIAA O IOCTOAHHOU
3Kcrno3uuuu Teut MooepH

A ncnonb3oBan cnoBo «M3MeHeHWe» B TeMe A,0KN1aAa, MOCKOSIbKY OHO
3anoxeHo B geAatensHocTn Tent MopepH. Hak 1 60nbLUMHCTBO KONNMeKLUMM
nepvopa MoaepH13ma 1 COBPEMEHHOIO MCKYCCTBa, Konnekuma TenTt npo-
nomkaeT pacwmpATteeA. W, kak ckasan Matucc no noeoay AobasneHua
LBeTa B }MBOMWUCh, NPUBHECEHWE HOBOIO 3/1IeMeHTa MEHAET Liesnoe.

B ranepesx, rae npeactasneHa konnekuua TenT MoaepH, Mbl exe-
roaHo meHAeM okono 30 3KCNo31LMI, M 3TO COCTaB/IAET OKOMO NONo-
BMHbI NIOLWAA0K, AOCTYNHbIX A51A NOKa3a Konnekumu. B 1o e Bpems,

KaK M Nto6oM Apyrom My3en, Mbl CTPEMUMCA Kak MOXHO TLaTesNb-

Hee COoXpaHATb BBEPEHHbIE HAaM NPOU3BeAEeHNA. DTU AeNCTBUA HanpA-
MYlO B3aMMOCBA3aHbl, TaK KaKk paboTbl CHUMAKOTCA C IKCMO3ULIMK U Xpa-
HATCA onAa Oyaywmx nokoneHun. B peaynksrate, cTpemMneHne ocTaHOBUTL
WK 3aMeannTb U3MEHEHWA NOAHUMAET BOMPOChHI, C KOTOPbIMU Mbl CTATKWU-
BaeMCA KaKk CO3HaTesbHO, TaK M MO HaUTUIO.

Hpyrimm cnosamu, #un3Hb My3ea — aTo banaHc popmanmama u rub-
KOCTH, NMepeMEH W NOCTOAHCTBA. DTOT NOAXOL B PA3HOM CTerneHW NponB-
NAETCA B pasnnyHbIX My3enXx, M, ecnn 06obLwaTk, cBOAMTCA K bonee ycTo-
ABLUENCA, «3HLIMKNONEANYECKOW» MOAENN KOMNEKLIMK KNACCUYECKOro
My3ef 1 K 6onee HecTabunbHOM MoAeNn B My3eAX COBPEMEHHOIO UCKYGC-
CTBa; APYrMMK crnosamu, pedb o bonee cbanaHcMpoBaHHOM W Bonee
AnvHamuuHoM nogxope. OaHa U3 MHTepecHeNLW KX 3adad Ana My3eeB
060MX TUMOB 3aKNO4AETCA B TOM, YTO Kamabl CTPEMUTCA NPUBHECTH
B CBOO AEATENbHOCTb YTO-TO OT APYrOW MOAENN: 3TO NOUCK AUHAMMKU
B NMOCTOAHCTBE M 6anaHca B U3MEHEHMAX.

OrkpoiBaa B 2000 rogy Tent MoaepH, Mbl AO6GUUCH dyHOAMEH-
TaslbHbIX CABMIOB B NMOAXOAE K 9KCMOHMPOBAHMIO KOMEKLMK. Ynop
Ha TeMaTH4YeCKMe BbICTABKM HACTONbKO CKPbI/T XPOHOIOMMI0, YTO MHO-
rve nosepwnu, 6yaTo 66l Mbl COBCEM NepecTann NpUHUMaThb ee BO BHU-
MaHWe. BaXHO NOMHWTBL, Y4TO BbICTaBKM BblNM M NPOAOMHKAOT POPMHU-
poBaTbCA Ha OCHOBE KoNneKuun, cpopmmposaHHon nocne 1900 roaa,

B 9TOM CMbICJI€, XPOHOMOMMA BbICTYNaeT B KAYECTBE KaTanmMsaTopa BOC-
NpUATUA. DTOT NOAXOA, NO3BONMI HAM MOKa3aTb AMUANOr XyAOKHUKOB
CKBO3b BPEMSA, WX OTBEThI MPeALIeCTBEHHNKaM COOCTBEHHbIMK pabo-
TaMM, UX MECTO B MMPE W OTHOLUEHWE K UCTOPHUYECKOMY KOHTEKCTY KOTO-
PbIM MOCAYHMI UM BOOXHOBEHWEM WITU BbI3OBOM.

Matthew Gale

Permanence and Change:
Some Thoughts

on Displaying the Collection
at Tate Modern

| have chosen “change” as my theme, because
it is structured into our activities at Tate Modern.
Like most collections of modern and contemporary
art, the Tate collection continues to expand. And, as
Matisse said of adding color to a painting, the intro-
duction of any new element changes the whole.

Within the galleries where the collection is
shown at Tate Modern, we change around 30 dis-
plays each year, which constitutes around half of the
spaces available to the collection. At the same time,
just as is the case with any museum, we seek to
delay change in the works in our care. Indeed these
actions are interconnected, as we take works off
display in order to extend their life for future genera-
tions. As a result, the desires to make — and to ar-
rest or delay — change raise questions that we face
on a regular basis both knowingly and unknowingly.

So one might begin by saying that in the life
of the museum there is a tension between formality
and flexibility, between permanence and change.
This is evident to different degrees in different
places and, broadly, it might be seen as most sta-
ble in collections perceived as “encyclopedic,” and
most unstable in museums of contemporary art;
or, alternatively, one might say, most balanced and
most dynamic. One of the interesting concerns for
both “types” of museum is that each seeks some-
thing of the other: dynamism in permanence, and
balance in enacting change.

When Tate Modern opened in 2000, we made
a fundamental shift in the way in which the Tate
collection was displayed. The new emphasis on the-
matic displays so disguised chronology that many
believed that we had eradicated it from our thinking.
It needs to be recalled that the displays were — and
continue to be — drawn from the collection of art
made after 1900, so that chronology could, in some
senses, be telescoped together for intensity. The
scheme allowed us to show how artists often en-

gage in conversations across time, as they respond
to earlier generations through the creation of the
artwork itself, and this may reflect their place in the
world and their relation to a whole range of material
that has inspired or challenged them.

Nevertheless, the perception in 2000 was
that chronology had been “abandoned.” In fact, it
was more the case that we were thinking differ-
ently about its use in telling the stories of recent art
through the works that were then in the collection.
To rethink the presence of chronology allowed us
to go beyond the assumptions of sequences and of
“influence,’” a concept that still needs to be treated
with extreme circumspection.

One example may serve as a cautionary tale in
this respect. When Shimamoto Shozo decided to
give two paintings to the Tate, he wrote to us about
his discovery in the 1950s of the power of punctur-
ing the surface of his works. Significantly, he added
that he then decided to abandon the practice, when
he discovered the contemporaneous work of Lucio
Fontana, as he expected that he, Shimamoto, would
be taken to be an imitator of the Italian.

Many things are tied up in this story, including
interesting reflections on the zeitgeist of the 1950s.
Most immediately, it shows an awareness of the
power of chronology, precedence and influence in
the canonical discourse. Underlying all, of course, is
the question of Western dominance in telling recent
histories — a factor ruefully acknowledged by Shi-
mamoto but, perhaps, now able to be recalibrated.

Tate Modern's thematic displays of the collec-
tion have been conceived deliberately to allow us to
tell multiple stories. The displays in 2000 took the
classical genres of painting as a point of departure
in order to trace contemporary echoes.

A subsequent renewal of the way that the collec-
tion was shown in 2006 looked at how contemporary
artists responded to or against paradigmatic shifts in
modernity — in some senses this directly addressed
and “unpacked” the questions of chronology.

The sorts of stories that we can tell have been
significantly broadened as we have expanded the hold-
ings of the collection in the lifetime of Tate Modern.

A crude, but simple, measure of this develop-
ment can be found in looking at the nationalities of
the 100 artists included in the A-Z section of the
Tate Modern Handbook when it was published in
2000. Understandably for a major cultural event in
Britain, there was a strong showing of British artists:
28 out of the 100. Perhaps equally to be expected
is that American and Western European artists were
well represented. Two things are striking looking
back now: first, that there is only one artist from be-
yond Europe and America (William Kentridge); and,
second, that of the 100 only 18 are women.

It should be noted that this was not a direct
reflection of how the collection was displayed, but it
is, nevertheless, a public statement of our position
in, and on, the world in 2000.

When we came to re-issue the Handbook
in 2012, the position was evidently different. An
increased number of A-Z texts — to 170 — al-
lowed for a wider reach. While the British, Western
European and American artists still dominated, the
increased number of entries included 49 artists
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Hecmotpsa Ha 310, B 2000 rogy cyvTanock, 4To Mbl OTKa3anmch
OT xpoHonoruu. Ha camom gene, Mbl No-Apyromy NoAoOLLIM K €e UCMNOoJb-
30BaHUIO, Npeanaran paccMaTpmeaTb MCTOPUIO COBPEMEHHOMO MCKYCCTBA
Yyepes NPOoU3BEAEHUA, UMetoLLMecA B Konnekumu. [epeocmeicneHne xpo-
HONOMMK NO3BOSIUNO HaM BbLIMTK 3a PaMKW YCTOABLLErocA NOAX0Aa, OCHO-
BAHHOIO Ha NPEEMCTBEHHOCTHU U «BAUAHUM» — KOHLLEMLMK, K KOTOPOMH
No-npexHeMy criefyeT OTHOCUTBECA C BOMNbLLIOWM OCTOPOKHOCTLIO.

B aTOM OTHOLWEHMN NpeaoCTepeErREHUEM MOKET CNYHMTb OOUH NPU-
mep. Korona Cumamoto Cénso 3agyman nepepaTb TeWT ABe CBOW paboThl,
OH Hanucasn Ham O CBOEM OTKPbITUK addeKTa NpoKanbiBaHWA NOBEPX-
HOCTHK paboT, KoTopoe oH cosepumn B 1950-e roasl. OpHako oH foba-
BMWJ1, YTO PELLMIT OTKa3aTbCA OT STOM NPaKTMKKW, 0bHapy#mMB paboty Jlyyvo
doHTaHa TOro ®e Nepruoaa, MOCKONbKY OXWAan, 4TO ero BOCHPUMYT
KaK nogpamaTena UTalbAHCKOMY XYAOMHUKY.

B aTo# nctopmmn MHOro B3anmMocBA3ew, BKIKOYAA MHTEPECHbIE pas-
MbILneHnA o ayxe BpemeHn 1950-x ronos. B nepsyto oyepeab, oHa
NMOKa3blBaeT OCO3HaHWE CUMbl XPOHOMOI MK, NpeLieaeHTa U BAUAHUA
B KaHOHMYeCKOM AWcKypce. B ocHoBe, padymeeTcA, — BOMpOG O roc-
nogcTtee 3anaga B MHTEPrpeTaLun HefaBHEN UCTOPUK — paKTop, KOTO-
pbIvi ¢ coaneHvem oTmMeTun CMMaMoTo, HO KOTOPbIM CerofHs, BO3-
MOMHO, CTOUT NepecmMoTpeTb.

Tematnyeckre akcnosunummn konnexkuum Tent MoaepH 3agymbisa-
NMCb CneLuanbHo, YTOOb! Mbl MO PacCKadbiBaTb HECKOIbKO MCTOPUH.

B akcnoanumax 2000 roga Mbl B3ANM KNACCHUYECKUE HaHPbl MCKYCCTBa
3a OTNpaBHYHO TOYKY A5A UCCNEeL0BaHMUA MX COBPEMEHHbIX OTIOTOCKOB.

Mocnepnytowee obHoBNEHWEe Noaxopa K akcnosvuun B 2006 roay
CPOKYCHPOBANOCh Ha pPeaKkLiMM COBPEMEHHbBIX XYAO0KHUKOB Ha Napagmr-
MaTU4YeCKMe CABUIM MOAEPHOCTU — B HEKOTOPOM POAE 3TO HENOCPea-
CTBEHHO 3aTparmBasio BONPOChl XPOHONOI UK.

Kpyr Tex nctopui, 4To Mbl paccKasbiBaeM Cenyac, MOXeT ObiTb Cylue-
CTBEHHO pacCLUMPEeH, NOCKOMNbKY HaM yAanoCb MONOMHUTL 3anachl KOMNEK-
LMK 3a BpeMA cyliecTBoBaHWA Tent MopaepH.

lpybas, HO NpocTana Mepa 3TOro pas3BUTHUA MOXET ObiTb HaMaeHa
npu B3rMAAE Ha HALMOHANIbHOCTU COTHU XYAOMHUKOB, BK/TIOYEHHbIX
B andasBuTHbIN pasgen «CnpasoynHuka Tent MopepH», onybnukoBaH-
Horo B 2000 rogy. [MoHATHO, 4TO KaKk KPyMHaA KyNbTypHaA MHCTUTY-
una B BennkobputaHuu, Mbl caenanv ynop Ha 6pUTaHCKUX XYAO0MHN-
KoB: Mx 28 3 100. B paBHoOM cTeneHn oxnaaemo, 4To XopoLo 6biim
npeacTasneHbl aMepUKaHCKWe W 3anagHOEeBPONENCKUE XYAOKHUKN.

C nosuumm cerogHsALHero AHA Age BelwwW 6pocatoTcA B rasa: Bo-nep-
BblX, B CMIPAaBOYHUKE €CTb TONIbKO OAMH XyAOMHWK M3-3a Npeaenos
Esponsl 1 AMepuku (toxHoadpurkaHel, Yunbam KeHTpuas), Bo-BTOpbIX,
YTO M3 COTHM TONbLKO 18 COCTaBAAIOT MEHLLMUHBI.

CrenyeT 0TMETUTb, YTO 3TO HE GbIIO NPAMBLIM OTPaKEHUEM TOrO,

KaK 9KCMOHMpPOBanack KOMJEKLUMA, HO, TEM HE MeHee, 3T nNybnuyHoe
3aABfieHne 0 Hawer no3uumm B mmpe B 2000 rogy 1 no nosoay nopaaxa
BeLLEeK B 3TO BPEMSA.

Horpa mbl nepenspany «CnpasoyHuk» B 2012 rogy, Hawa nosvumsa
cTana o4eBUAHO OpYron. YBenuyeHue ymcna andaBuTHbIX ctater o 170
MO3BOMMNO OXBaTUTL Borbluee YUCNo nepcoHaxen. K no-npexHemy
AOMUHMpPYIOLLEMY YMCNy BPUTAHCKKX, 3anafHOEBPONENCKUX U amepH-
KaHCKMX XyO0HHMKOB A,006aBMNOCE yBENMYEHWE cTaTer 0 49 xynomHMKax
13 paHee He NpeacTaBrieHHbIX CTpaH, 25 13 KoTopsbix 6binu BHe EBponsbl
nnn CesepHor Amepukn. B aton nog6opke 45 weHWwmH, 310 6binm
HebonblUKWe, HO 3HAYUTENBHbIE LIaru.

Camas HepaBHAA CMeHa 9KCMO31LMK BCero My3es 6bina npeanpu-
HAaTa B 2015—2016 rogax B paMKax NOArOTOBKM K OTKPbLITUIO HOBOIO
3paHus Tent MogepH B noHe 2016. HoBas cxema oxBatbiBaeT 6onee
LUIMPOKKE TEMbI B3aMMOAENCTBMA MCKyCcCTBa W noBceaHeBHocTHU. Ocoboe
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BHUMaHWe yoenAeTCA M3BMEHEHUAM, KOTOPbIe MPOU3OLLKN B pe3yrbtaTe
obpaleHna K nepdopmaHcy B 1960-e rogbl.

XOTA 3T TeMbl ONPEAENATCA XyAOKECTBEHHOM NPaKTUKON, SKC-
NO3MLMHK, B KOTOPbIX MCCIIEAYIOTCA CIIOMHbIE MaTepHasbl, HOBblE Meaua,
nep¢$opMaHc M T.A., OTKPbITE 414 APYrMX UAen U Nnpobnem, KoTopble
C TakMM e yCrnexoM BOCMPUHUMALOTCA Hallen Ny6rnKomM. 3TO BaHO
AN1A NAOLWAAKW C OFPOMHBIM KOJTMYECTBOM MOCETUTENEMN, MOCKOSbKY Mbl
CTPEMMMCA B3aMMOLENCTBOBATb C Pa3/IMYHbIMK rpynnamMm 3puTenew,
noMoras 1M NMOHATb TO UCKYCCTBO, KOTOPOE Mbl COBMPAEM M MOKa3bIBAEM.

Xotsa lNanepen Tent 6bina otkpbiTa B 1897 roay, oHa 3aHAnack Kom-
NEKLMOHUPOBaHWEM MUPOBOIO MCKYCCTBa MOAEPHM3Ma AOBOSILHO NMO3A4HO
(v BoBONBLHO HEOXOTHO) — OKOMO CTa NeT Hadad. B paHHue roasl cywe-
CTBOBASIM OrPaAHUYEHHMA Ha TO, HTO MOXHO NoKasbiBaTh. B (M Bcerna
0CTaloTCA) OrpaHuyeH1a B BlommweTe. MIMeno MecTo 1 To, 4To B peTpo-
CMEKTUBE NPEACTaBNAETCA KaK OrpaHUYeHre «BUOEHUSA» — OrpaHuye-
HWA B OCO3HaHWM Pa3BUTUA COBPEMEHHOM XyAOMECTBEHHOM NMPAKTUKK.
[MocKonbKy KONNeKUMA NOMNONHANACk AOBOSILHO XaOTHUYHO, ee 3axBaThiv
NPaKTUKK, NOAPbLIBAOLLME €€ OCHOBBI.

3T Npob6nembl CBUAETENLCTBYIOT O TOM, YTO My3€ei HaxoOUTCA
B chepe «obLiero BoobpameHns» Tex, YoM paboTbl XpaHATCA 34ECh, TEX,
KTO Aenaet BblIbop, U Tex, KTO ero noceaet. KonneKuumsa nocToaHHO nepe-
cMaTpuMBaeTCA M NosyyaeT HOBOE 3HavyeHue bnarogapA aTMM yYacTHUKaM.

B TenT Mbl BCe yale cTpeMMMCA OTBEPHYTLCA OT CUHIYNAPHOW KaHo-
HWYECKOW MCTOPUM B CTOPOHY Yero-To 6onee NonmBaneHTHoro. 310 6bio
OCHOBHbIM nocnaHnem Hosor Tent MogepH B 2016 rogy. Ysennums aKc-
NO3WLMOHHbIE nnowaam Ha 60%, Mbl cTpemMumMcA BbiTb 6o5iee OTKPLITLIMU
ANA Halew ayanMTopun M SEMOHCTPUpOBaTh el bonee pa3HoobpasHbie
XYA,0MECTBEHHbIE MPAKTUKM.

OTOro HeNb3A AOCTUYb BLICTPO, U Mbl BCE €Le Haxoaumca B AJu-
TeNbHOM npoLecce pa3suTusa. Hpome Toro, TpaHCHaUWOHaNbHbLIM COBUI
O4YEBWUIHO ABMAETCA YaCTbio 6onee LWMPOKOM TEHAEHLIMM Cpean My3ees
MOAEPHUCTCKOro M COBpPEeMEHHOro MckyccTea. KoHeuyHo, Mbl ropanmca
TEMM LWaramu, YTo BblIM NPEeANPUHATEI HAMK 40 CHX NOP, HO Mbl HE YCMo-
KavBaeM cebA TeM, YTO Mbl — €[AMHCTBEHHbIE, KTO MX COBEPLLAET, UMK TEM,
4TO STOT NyThb 3aBEpPLUEH.

OpnHaKo, B paMKax Hallero NpoCcTpaHCcTBa 3T0 03HaYaeT, YTo TenT
MopepH obecneuynna BOSMOKHOCTb BbIIBUTb HA OCHOBE CBOEM KOMNEKLMH
60ree LWMPOKYI KapTUHY MUPOBOW XYOOKECTBEHHOMW HU3HW. DTO OTpa-
HaeT TaKwKe U MyNbTURYNBTYpHYto cpeay JTonaoHa, n MHoroobpaswe ny6-
JIMKK, KOTOpanA BXOOMT B HALLKW OBEPMU.

Onsatb we, nocnegHee napnarHue «CnpasoyHuka Tert MogepH» MoxeT
CIYXWTb MEPOM 3TUX U3MEHEHWIM cnocoba AeMOHCTPaLMKU KONNMEKLMM
ny6nuke. KonnyecTso crartem o xyaoxHuKax Belpocno ao 300. BputaH-
CKWe, 3anaiHOEeBPOMNENCKME U aMEePUKAHCKME XYA0KHUKK NO-NPEeHHEMY
cocTaBnatoT 6onbluyto YacTe — 6onee nonosuHbl cnvcka. OgHako, MUpo-
BOWM BKNaj, NpencTaBneH XyAOmHUKaMKU U3 Takux cTpaH Kak beHuH, Konym-
6ua, Mugna, Anonusa, Jlnean 1 CynaH. M3 300 xynomHmKkoB 110 KeHLLMH.
Ewe mHoroe npeacTouT caenatb, HO HanpaBrieHUe ABUMKEHWUA OYEBWUIHO.

OTOT NepecMoTp ABMAETCA HYAaCTbiO NMOHUMAaHKWA TOro, YTO YCTOABLUMECH
CTPYKTYpPbl CKPbIBAOT yKOpPEHUBLUMECA NpeacTasneHuns. Kak sameTtvn
CuMaMOoTO, HaLK TOYKKM 3PEHWA OrpaHnYeHbl MPUBLIYKOW, NpeapaccyaKamm
W AncKpummHaumen. [Npouecc vx BbiABNEHWA 6NaroTBOPHLIM U MHTEPECHLIM.
3T0 TOT COBMI, KOTOPLIM TPEGOBANOCH COBEPLUMTL CO3HATENLHO W Pa3yMHO.
Bnaropapsa emy nsmeHunnacbh KypatopcKana NpaxkTuKa, W, OrMAABIBaACH
Hasazl, Mbl MO¥KEM 3aMETUTb, HACKOJIbKO 3TOT NEPEOCMbICIEHHbIM MNOAXOL,
BbITECHWN TO, YTO CHYUTANIOCH OBOLLMM BUAEHUEM KaHOHa.

Hak A yxe ckasan, Mbl npyM3HaeM, 4To HaxogumcA B Havane nyt. Crout
TONbKO MPUCMOTPETLCA, U MPUBbLIYHBIE MPEAPACCYAKM MO OTHOLIEHWIO
K 3HaKOMbIM BeLLLaM CTaHOBATCA O4eBUAHBIMW. HO cTOMT npuaHaTte, 4To ny6-
NWKa A0BEPAET 3HAKOMbIM NMPOU3BEAEHUAM: CYLLHOCTb XyAOKECTBEHHOrO
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from places previously unrepresented, of which
25 were from outside Europe and North America.
In this selection there are 45 women. These were
small steps, but significant ones.

The most recent re-hang of the whole museum
was undertaken in 2015—2016 in preparation for
the opening of the New Tate Modern in June 2016.
The scheme engages with broader themes where
art and everyday life meet. There is a particular
emphasis on the change that resulted from the shift
to performative works in the 1960s.

While these themes are determined by artistic
practice, the displays that explore challenging mate-
rials, new media, performance and so on, are open
to ideas and concerns that are easily conveyed to
and, perhaps equally, addressed by, our audiences.
This is important for a venue with an enormous num-
ber of visitors, as we seek to engage with diverse
audiences in sharing and understanding the art that
we collect and show.

Although the Tate Gallery was established in
1897, it only took on the role of collecting modern
international art rather belatedly (and rather reluc-
tantly) around a hundred years ago. In the early
days there were limitations to what could be seen
or shown. There were, and always are, limitations of
funds. And there were, what appears in hindsight
as, limitations in “vision” — limitations in the aware-
ness of the developments in contemporary practice.
As the collection grew somewhat haphazardly, it
was also being overtaken by practices that under-
mined its foundations.

These challenges suggest that the museum
may be seen to lie in the shared imagination of those
whose work is held there, those who make the choic-
es and those who visit. It is always being rethought
and given new meaning by these participants.

At Tate, we increasingly want to turn outwards
from the singular canonical history towards something
more multivalent. This was the major message of the
New Tate Modern in 2016. With 60% more space for
art, we sought to be more open to our audiences while
also bringing to them a more diverse art practice.

None of this has been achieved overnight, and
we are still in a long process of development. Fur-
thermore, this transnational shift is obviously part of
a much wider trend among museums of modern and
contemporary art. Of course, we pride ourselves on
the steps that we have taken so far, but we do not
fool ourselves that we are alone in taking them or
that the journey is complete.

What this meant in the galleries, however, was
that the New Tate Modern has provided the opportu-
nity to reveal, through the collection, a broader picture
of the creativity of the world. This reflects something
of the multi-cultural structure of London as well as the
audiences that come through our doors.

Again, the most recent edition of the Tate
Modern Handbook is a measure of this change in
the ways in which the collection is announced to the
public. The number of single artist entries has now
expanded to 300. The British, Western European and
American artists continued to dominate, forming more
than half the list. However, the impact of the world is
exemplified by artists from countries including Benin,
Columbia, India, Japan, Lebanon, and Sudan. Of the
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300 artists, 110 are women. More still needs to be
done, but the direction of travel is evident.

This revision is part of an appreciation that the
established structures have concealed ingrained
assumptions. As Shimamoto discerned, our horizons
have been limited by habit, bias and discrimination.
This process of research and realization has been
salutary and exciting. It was a shift that had to be
undertaken consciously and sensitively. We, as cura-
tors, have changed with it and, looking back, it is no-
table how much this revised thinking has displaced
what had been held as a common view of the canon.

As | have said, we recognize that we are still
just starting out. With consideration, the habitual
bias towards the familiar becomes fairly obvious.
But we must recognize that the familiar is also reas-
suring for the public: the nature of an art museum
means that well-known and long-admired works in
the permanent collection will, for some, tend to out-
shine the less familiar. Exposure will breed familiar-
ity, but this may be a slow process.

The research that we are undertaking in various
areas underpins these changes.

What is most telling, at a very simple level,
is that the more one looks, the more one sees.

A re-examination of historic exhibitions or publica-
tions exposes the presence of artists who came to
be written out of the wider history. With a new set
of eyes, the re-display of artworks allows for the
reconsideration and rewriting of history.

If the institution is determined to change the
scope of the collection and the range of its displays,
there are other areas of change that are perhaps
more difficult to encompass but equally pressing.
These include the challenge of material changes
affecting individual objects, as well as the associ-
ated question of how to collect immaterial works.
Just as we have built into our display system an
engagement with the artwork that avoids the “fixed”
narrative of orthodox museums, so we have tried to
face up to the fact that the artworks themselves are
constantly undergoing change.

The museum — peopled by inventive brains —
inevitably rises to the challenge, finding ways to
understand and respond to these changes. Tate has,
for instance, just launched a major research project,
supported by the Andrew W. Mellon Foundation, called
“Reshaping the Collectible: When Artworks Live in the
Museum! This will explore the challenges arising from
time-based media, performative, live and digital art
whose visible life is primarily located around enactment.

While music and theatre have conventions of
re-enactment, these are areas in which the artists
engaged with performative practices and the art
museums are still finding ways of working.

As the museum is a shared public space, the
audience arrives in the knowledge that the institution
is validating the work in one way or another. Forty-five
years ago the Tate Gallery, as it was then, held its first
exhibition to include “performative” works: the Robert
Morris exhibition of 1971. In a way that is now difficult
to understand, beyond a (misplaced) belief that “if it
was in a museum it must be safe,’ people who had no
circus experience set about walking on tight-ropes
and balancing on wooden sculptures that moved.
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My3eA COCTOMT B TOM, Y4TO M3BECTHbIE M J0/ITOe BpeMa tlobrnMblie Npon3se-
AEHWA B NOCTOAHHOM KOJSIIEKLIMK, KaK NMpaBmKsIo, 3aTMeBatoT MEHee 3HaKOo-
mble. PasobnadeHne yctoaslwmMxcA NpeacTasneHnin byaet cnocobcTsoBaTtb
60sbLLeMy y3HaBaHMIO, HO 3TO MOKET 3aHATb AO/IrOe BPEMA.

UccneposaHua, KOTOpble Mbl MPOBOAWM B pa3Hbix 06nacTax, nemar
B OCHOBE 3TWX M3MEHEHWN.

CamblM NnoKasaTenbHbIM ABNAETCA MPUHLMIM «4eM 6onblue CMOTPETh,
Tem Gonblue yBUaMLWb». [lepecMoTp NCTOPUYECKNX BBICTABOK MK Ny6-
NMKaLMM NO3BOMNAET BbIABUTL TEX XYAOMHMKOB, KOrO HET B TPaAMLMOH-
HOM crnucKke. HoBaa onTuKa 1 HoBaA pa3BecKa NPou3BeaeHWn No3BoNAeT
NepecMOoTPeTb M Nepenncarb UCTOPUIO.

Ecnn mHcTUTYyumna HamepeHa M3mMeHMTb MacLuTab KONMeKUMn 1 gna-
Nas3oH 3KCNO3MLMI, eCTb M ApyrMe 061acT U3MEHEHNI, KOTOPbIE, BO3-
MOMHO, CJIOMHee OXBaTUTb, HO 3TO Takke Heobxoammo. Croga oTHoCcHTCA
npobnema M3mMeHeHMI maTepHrasios, 3aTparMBaroLLmnxX oTaesbHble 06b-
©KTbl, @ TaKKe CBA3AHHbIM G HeW BOMPOC, Kak cobupaTb HemaTepHrasibHble
nponssefeHna. BcTpours B Hally CMCTEMY SKCMO3ULIMK B3aMMOAENCTBME
C npou3BefeHneM, KoTopoe maberaeT «GUKCMPOBAHHOrO» MOBECTBOBaHMA
OPTOAOKCAILHOrO My3€ef, Mbl TaKke MblITaeMcA pa3obpaTbCa C TeM daK-
TOM, 4TO CaMW NPOM3BEAEHMA UCTbITbIBAIOT MOCTOAHHbBIE M3MEHEHMA.

Myse#, HaceneHHbIM n3obpeTaTesibHbIMU yMaMn, HEM3BEHHO CTaSTKK-
BAETCA C Bbl30BaMM1 M ULLET CNOCobbl OTpearMpoBarh Ha 9T U3MEHEHHA.
Hanpumep, B TelT Tonbko yTo 6bin 3anyLieH MaclTabHbIM MccnegoBaTesb-
CKuUW NpoeKT npu nogaepxke PoHoa DHapto Y. MennoHa nog HassaHWeM
«MI3MeHAA aKCMoHAaT: Koraa NPousBeaeHUA H1ByT B My3ee». OH HanpasrneH
Ha UccrnenoBaHue Npobnem npouaseaeHri neppopMaTMBHOMO M LiMbpPO-
BOrO MCKYCCTBA, CYLLECTBOBaHNE KOTOPbIX COCPEAOTOYEHO BOKPYT Npo-
Llecca MCMOSTHEHMA U BOCTIPOM3BEAEHHA.

B T0 Bpema kak B cpepe My3bikM 1 TeaTpa CyLLECTBYIOT npasuna
MOBTOPHOIO UCMOJSIHEHWA NPOM3BEAEHNA, XyAOKHNKaM, paboTatoLWwmnm
B 0o61acTn neppopmMaHca, 1 XyAOoHeCTBEHHbIM My3eAM TONIbKO npen-
CTOWUT MX YCTAHOBMTD.

Mocronbky My3ew AaBnAeTcA 0BLLECTBEHHBIM MPOCTPAHCTBOM, Ny6-
NMKa NPUXOOMT B HEro, OMMAAA, YTO MHCTUTYLIMA Tak MK MHaYe BanManpyet
npousseneHue Uckycctea. Copok nATb neT Hasag, B Manepee TeWT npoluna
nepsan BbICTaBKa, BKNtOYaBLLadA «nepdopmaThBHbie» paboTbl — 310 Hbina
BbicTaBka Pob6epta Moppuca B 1971 rogy. Ceiyac 910 TpyAHO yKnaabiBa-
eTCA B rof10Be, HO M3 yBemaeHHOCTH, YTO «eC/M 3TO NPOUCXOOUT B My3ee,
3TO [0MKHO bbITb 6€30MacHO», MOCETUTENM, HE MMEBLUME OMbITa LIMPKOBOM
MOArOTOBKM, Ha4a/IM XOAMTb MO KaHaTaM M 6anaHCMpOBaTh Ha OBUHYLLIMXCA
AepeBAHHbIX CKyNbnTypax. bbino nonyyeHo MHOro Tpasm, 1 Yepes YeTbipe
[HA BbICTaBKY MPULLIOCH 3aKPbITb HA NEPEIKCMNO3MLIMIO.

Tent MopepH BHOBbL NpeacTasuna BeicTaBry PobepTta Moppuca
B 2009 roay, yka3biBasa Ha M3MeHeHMA 06CTOATENLCTB M HE06X0AMMOCTb
NMOHMMaHMA TpaHCGHOPMALIMM, KOTOPbIE COMPOBOMAAIOT NEePEHOC MPOU3-
BEAEHWA M3 MaCTEPCKOM XyAOMHWKa B 06L,EeCTBEHHOe NPOCTPaHCTBO.
Mocne KOHCYNBTALMK C XYAOKHWUKOM (M C PAAOM CMEeLManvicToB no BOnpo-
cam 6e30MacHOCTH 1 34PABOOXPAHEHMA), AEPEBAHHLIE CTPYKTYpPbl Bbinu
BbICTPOEHbI BHOBb, M B TE4YE€HME OAHOro AONIOro yukeHaa nybnvka morna
no3HaKoMMUTbCA G NpoekToM «Bodyspacemotionthings» B Typ6rHHOM
3ane. Baanmopenctere — Tenepb 6onee TwatenbHO NpogyMaHHoe —
aKTMBHO MOOLLPANOCEH.

HeT Hnyero yaneutensHoro B Tom, 4To npurnawexHne Moppuca K yya-
cTrio NybnmKKn nogopsasio atmochepy cnokoncteuna B Mysee. Ho ecTb apy-
rme cdepbl, rae Bbli30Bbl MaTepUana MoryT ObiTb MeHee NpeacKasyeMbl.

Pabotas c konnerammn Hajg, 9KCMO3ULIMAMM KOMNEKLMK B TenT
MogepH, A 3anHTepecoBancA NPaKTUYECKUMMN U ITUHECKUMKM Npobiie-
MaMM, BbI3BaHHLIMW pa3pyLLeHMeM NPON3BEAEHNIA MCKYCCTBa.

Bce Mbl npuBbIKAK, YTO HEO6XOANMO KOHTPONMPOBAaTb YpPO-

BEHb OCBELLLEHWA, YTOObI 3aMeNnTb NOTYCKHeHWe rpadurn. OpHako,
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XYOOMHWKW MOFYT MCNOMb30BaTh ANA CO34aHWUA NPOU3BEAEHUM UCKYC-
CTBa Martepwuarsnbl, He NpeAHa3Ha4YeHHble ANA ANUTENbHOro xpaHe-

HuA. Beibop MOMeT 3aBUCETL MPOCTO OT TOrO, YTO Y XyAOKHMKaA ObINo
NOA, PYKOM ANA AOCTUMEHUA enaeMmoro apdekTa. [MprumeHeHre naanb-
HOM namnbl AenaeT HeoObIYHOM NOBEPXHOCTbL MNACTUKOBOW MIEHKM.
YnaxkoBo4yHana neHTa u GOTOKOMNUK NepeaaroT OLLyLLEHWE MPEeXoaALLEro
momeHTa. Co3paHre sHBAMPOHMEHTA M3 YENIOBEYECKMX BOIOC TPaHC/IU-
pyeT napafoKcalbHOe HYyBCTBO XPYMNKOCTHU U CuIbl. A elle eCTb MOAesb
ropoaa, NoCTPOEHHaA U3 Kyc-Kyca.

Bce atn pabotel — XeHka [Neetepca, Tomaca XupxopHa, Lnne
lNoyna n Kapepa AtTna — cospatloT otaenbHble NpobnemMsl AnA 3KCno-
HUpoBaHuA. OHW BapbMpPylOTCA OT YPE3BLIYAMHOM XPYNKOCTH, BLICTPOrO
yCcTapeBaHWA matepuana U HeobxoAMMOCTH ero crneLuanbsHoM obpa-
6OTKM B NepBbIX ABYX CNyyaAx A0 NOTPeOHOCTU B CePUM NPaKTUYECKHUX
MHCTPYKLMK, KOTOpble MO3BONAIOT CO3aaBaTb NpounsseneHne Attva
KawablM pa3 3aHOBO.

OTn npumepbl 6onee MM MeHee NpeacKasyemMbl U TPebyroT Nu1LLb
Hallero NoCTOAHHOrO BHUMaHWA, HO €CTb W1 Cllyvyau, Koraa U3MeHeHuA
6bINIM COBEPLUEHHO HEOKWMAAHHBI AJ1A CaMOro XyAOXKHUKA. DTW BOMPOCH
6blIM NpeaMeToOM PacCMOTPEHMA Ha CeMUHape nop, HaseaHreM «Bpo-
MOEHHBIM MOPOK: KOMWA 1 ee UMMNTMKaLMK B COBPEMEHHOM CKyNbNType»,
KOTOpbIK Mbl Nposenu B 2007 roay.

ApKUM NprMepom M3 Konnekuun TenT 6bin cnyvan Hayma Ma6o. OH
9KCNEPUMEHTUPOBAST C MIACTUKOM, Ka3aBLUMMCA TaKUM e [,0/IrOBEYHbIM
KaK CTEKJ0, HO KOTOPbIM XYA0XHWMK MOI pe3aTb M cribaTb B MacTepCKOM.
Ho oH He Mor NpeanonoXunTb, YTO HUTPaTBI LIENNH0I03bl U aueTathl Len-
Ntono3bl, KoTopble oH Mcnonb3osan B 1930-e rogel, GyayT paspywarbea.

Ha npotameHuu fecaTuneTuit 8T NnacTuku octasanuce (Mnu Kasa-
JIUCB) MPOYHBIMU, HO B MOMEHT, KOTOPLIN TPYAHO NPEACKasaTh,
MOCKOJSIbKY 3TO 3aBUCHT OT XMMMUYECKOrO COCTaBa Kamaon napTuu nna-
CTHKa, OHW JOCTUratoT COCTOAHMA, 3a KOTOPLIM BbICTPO cneayeT pacnaa,.
A BnepBble CTONKHYNCA C 9TOM NPO6NEMOK, KorAa BHe3anHo crnomanca
¢parmeHT «CnunpanbHon TeMbl» [a6o 1941 roga Bo BpeMs BbICTaBKM
B TenT MogepH. Okasanochb, 4To pa3Hble NNacTMKOBbIE AeTanu ABUra-
NIMCb OY€Hb, O4€Hb MEASIEHHO M TAHYNW OAMH OPYroM, NOKa CoeAnHEeHWe
MeMay HUMKW He CIOManoch.

HKoHeuHo, aTOT BOonpoc TpebyeT AanbHeMnwero o6CyRaAeHUA U n3yye-
HuA. MNocne Hawero cemnHapa NPOBOAMIINCL CECCHM MO CXOXeEN Tema-
TuKe B MHcTuTyTe KoHcepsaumu leTtu B Jloc-Anawenece («Objects
in Transition», 2008), B Mam6yprckom Kynctxanne («Fail Better», 2013)
n B Teit MogepH («<Media in Transition», 2015). STu ANCKyCCUM
MOMOI/IN MOBBLICHMTb YPOBEHb 3TUX UCCNEAO0BaHUIM OT OTAENbHbIX TPEBOT
pecTaBpaTopoB A0 06LLero o6Cy®aAeHUA, K KOTOPOMY MPUCOEANHUIIUCH
KypaTopbl, XYAOXKHUKU U yHEHbIE.

XoTA HabnoaeHUA U IKCNEPUMEHTLI He NPeKpaLLatTCcA, paspyLue-
HWe Toxe npopomwaeTtca. byayyn NoCTOAHHBEIM HANOMUHaHKWEM O nocTe-
NMEHHOM 3HTPOMUMHOM U3MEHEHMM OKPYHaloLLero MMpa, ata npobnema
yKasblBaeT Ha HEKOTOpPbIE KJItOYEBbIE aCMEKThl, Nlealline B OCHOBE
My3€eA KaK MHCTUTYLIMK.

Ecnun mysel 3aHMMaeTcA coxpaHeHWeM 06BEKTOB M AEMOHCTpaLMen
WX B YCIIOBWAX, Hanbonee NpUBIUHKEHHbIX K OpUrMHanbHOMYy ¢opmarty, aTm
O4YeBUAHBIE UBMEHEHWA CTaBAT BOMPOC O LieNM TaKOM MPaKTUKM.

OpmH nocneaHuin (M HeaBHMWI) NPUMEP MOMET CIyMWUTL 0606LUe-
Hvem aTux Bonpocos. «PeanHosbi BenpyT» Mapsana Pexvaymn — ato
orpomHas penbedHan Kapta ropoga benpyt. [leneHne ropopa Ha pawn-
OHbl, 06YCNOBNIEHHOE PENUIMO3HBIMU MITM STHUYECKMMK haKTopamK,

Ha pe3rMHOBOWM KapTe 0603Ha4YeHO AeNeHNAMU, KOTopble NO3BONAOT
3pUTENIO OLLYTUTb CTPYKTYPbI U TPELLMHBI, KOTOPbIE HE CPa3y 3aMeTHbI
B TKaHW ropoga. [loceTuTtenam Tak*e npeanaraeTca XoaMTb No paboTe,
1 B 9TOM TpebOoBaHWM 3aKNIOYEH BbI3OB.

YACTb Il | PARTII

Legs were broken and the exhibition was closed after
four days to be reconfigured.

In a way that tells us much about the shift in
circumstances, and an awareness of the transfor-
mations accompanying the passage from the studio
to the public realm, Tate Modern revisited the
Robert Morris's show in 2009. In consultation with
the artist (and with a range of health and safety
advisers), structures were built again and, over one
long weekend, the public were able to encoun-
ter Bodyspacemotionthings in the Turbine Hall.
Interaction — now more carefully marshaled — was
actively encouraged.

If it is hardly surprising that Morris's invitation
of audience participation subverted the sedate mu-
seum, there are other instances where the material
challenges have been less predictable.

As a result of working with colleagues on the
displays of the collection at Tate Modern, | have found
myself taking a particular interest in the practical and
ethical issues raised by the degradation of artworks.

We are all used to the idea of monitoring the
lux levels for works on paper, so as to decelerate
the speed at which they fade. However, what an art-
ist might use to make an artwork is often detached
from ideas of posterity. It may simply depend on
what is to hand in order to achieve the desired ef-
fect. A blowtorch on plastic film leaves an extraordi-
nary surface. Packing tape and photocopies capture
a sense of the instant. Constructing an environment
out of human hair gives a paradoxical sense of fra-
gility and strength. And then there is the model city
built out of couscous.

All of these works — by Henk Peeters, Thomas
Hirshhorn, Sheela Gowda and Kader Attia — pre-
sent their particular problems for display. They
range from the extreme fragility which ages notice-
ably, in the first two cases, through specialist treat-
ment for the raw material of hair, to the practical
series of instructions that allow us to make Attia’s
piece afresh each time.

While these instances that were more or less
predictable continue to exercise us, so have the
instances when changes were entirely unexpected
by the artist. This gave rise to the consideration of
these issues in the workshop titled “Inherent Vice:
the Replica and its Implications in Modern Sculp-
ture” which we held in 2007.

A prime example in Tate's collection was the
case of Naum Gabo. He experimented with plastic
which appeared to be as permanent as glass, but
which he could cut and bend in the studio. What he
did not reckon with was that the cellulose nitrates
and cellulose acetates that he was using in the
1930s would disintegrate.

For decades, these plastics remain (or appear to
remain) stable; but, at a point that is difficult to predict
because it depends on the chemical make-up of each
batch of plastic, they reach a tipping point from which
disintegration follows rapidly. | first became aware of
this problem when a fragment spontaneously broke
off Gabo's Spiral Theme (1941) while it was on
display at Tate Modern. It turned out that the different
plastics had been moving very, very slowly and pull-
ing against one another until the joint between them
reached breaking point.
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There is, of course, much to be said and
investigated about this subject. Since our workshop
there have been related sessions held at the Getty
Conservation Institute in Los Angeles (Objects in
Transition, 2008), at the Hamburg Kunsthalle (Fail
Better, 2013) and at Tate Modern (Media in Transi-
tion, 2015). These discussions have helped to raise
the profile of these studies from a limited and anx-
ious concern of conservators, to one in which they
are joined by curators, artists and academics.

While the observation, experiments and mitiga-
tions continue, so does the degradation. As well as
being a constant reminder of the gradual entropic
change of the world around us, the challenge points
to some of those key issues that lie at the heart of
the museum as an institution.

If the museum is about the preservation of
objects and showing them in circumstances as
close to the original format as possible, then these
evident changes raise a question about those pur-
poses and practices.

One final, and recent, example may serve
to summarize some of these questions. Marwan
Rechmaoui's Rubber Beirut is a huge relief map of
the city of Beirut. The religiously — or ethnically-
determined — districts of the city are designated
by the sections of the rubber map, which allows the
visitor a sense of the structures and fissures not
immediately apparent in the urban fabric. The visi-
tors are also invited to walk on the work, and in this
requirement lies the challenge.

With the exception of Carl Andre's metal floor
works, there are relatively few works of art that
can withstand the attrition that results from being
walked over. When we placed this work on display
in June 2016 in the New Tate Modern, a million visi-
tors passed through the building in the first month.
Even if not everyone walked on this work, the figures
are beyond the calculations that the artist made
when first showing it in Amman in 2008.

The transformation brought about by the trans-
lation from studio, through the gallery space, into
the museum, establishes, therefore, a radical shift
in status and expectation. This happens with every
work, but is most readily appreciable with the cases,
such as these, that lie at the extremes.

As we continue to extend the reach of our
collection, and continue to bring these works to the
public through our displays, so these extremes are
encountered regularly and we continue to balance
the desire to change and the need to resist change.

M3TbIO FEMN | MATTHEW GALE

3a UCKNtoYeHNeM MeTanIMuyeckmx HanonbHbix NMT Kapna AHape,
CyLL,eCcTBYeT OTHOCUTENBHO HEMHOIO MPOU3BEAEHUN, KOTOPbIE MOMYT NPO-
TMBOCTOATb M3HALLUMBAHMIO, BOSHWUKAIOLLEMY B pe3y/ibTate XoAbbbl Mo HUM.
Horaa mbl pasmectinn aty paboty B 9kcnoanumn B mioHe 2016 B HOBOM
3paHnm Tent MogepH, B nepBbIi MecAL, Yepe3 34aHne NpoLues MUTMOH
nocetutenen. [lame ecnm He Kamabli MX HAX XO4MM NO 3TOM paboTe, aTK
LUMPbI HAMHOMO NPEBbLILIAIOT PACHETbI, KOTOPbIE CAEeNaN XyAOKHMWK, BNep-
Bble NpeacTasnaa paboty B Ammare B 2008 roay.

TpaHcdopmaLma, nponcxodALlana Kak pesynsTar nepeHoca pabotsl
13 MaCTEPCKOW B ranepeto, a 3aTem B My3ei Co3aaeT, Takum obpasom,
pafuKanbHbIi CABWM B CTaTyce W OXMOAHUAX. DTO NPOUCXOOMT C NoBOK
paboTom, HO Hanbonee 3aMeTHO B MOAOOHbBIX KPaMHKUX Crly4YasnX.

Mo mepe Toro, Kaxk Mbl IPOAOMKAEM PACLLUMPATL Hally KOMMEKLMIO
M AeMOHCTpUpoBaTh paboThbl My6/IMKe Ha HaLLMX BbICTaBKaX, 3TM KPamHO-
CTW BCTPEYatoTCA PErynapHO 1 Mbl Npogokaem banaHcHpoBaTe MeXay
CTPEMSIEHUEM K M3MEHEHUAM M HEO06XOAMMOCTLIO UM NMPOTUBOCTOATD.
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Bpyk XonmMmc
Texkyuyasgs aHTUYHOCTD

Moyemy KnaccuyecKan aHTUYHOCTb TaKk BawHa Ansa Hac? MoeT 6biTb,
MOTOMy, YTO OHa BCeraa umena 6onbwoe 3HaveHne? Unu notomy, 4to oHa
LieHHa 1o cBOe# CyTH U NO3TOMY AOMKHA MMEeTb 3HadeHue? HeT, aHTny-
HOCTb MMEET 3HaYeHWe MNOTOMY, 4TO OHa «nepeTekaeT» B HacToAwee. OHa
ABNAETCA HEUCYepPnaemMbliM MICTOYHUKOM CMbICNA, HO YTO MMEHHO OHa
3HauMT, HUKOrAa He onpeaeneHo Ao KoHua. Mbl Bcerga oomkHbl 3apa-
BaTbCA BOMPOCOM, KAKOW CMBIC/ KNacCHUYeCKan aHTUYHOCTb NpuobpeTaeT
B YCNOBMAX, KOrAa Mbl-COOBLLECTBO ANMHAMWYHO, FETEPOreHHO U MEHA-
€TCA B 3aBUCUMOCTM KaK OT JIOKasIbHbIX, TaK W rmobankbHbix ycnosun. 6o,
TOJNIbKO aKTMBHO MEePEO0CMBICTAA KNACCUYECKYO aHTUYHOCTb, Mbl CMOMEM
HecTu ee B byayLlee He Kak MepTBbIM MPy3, HO KaK AMHAMUYHBIM MCTOY-
HWK HOBOIO TBOpeHUA. Bes aToM paboThbl KNacCUYeCKoe B COBPEMEHHOM
PUCKyeT CTaTb HE MPOCTO MHEPTHBIM, HO U TOKCHUYHBIM.

«TeKyyana aHTMYHOCTb» — 3TO NPOAOIIHAOLLMMNCA MPOEKT, KOTO-
pbI¥ Mbl cO3aanu B coTpyaHuyecTse ¢ [MonvHon Kocmanaku ns mysen
BeHaku B AdpuHax u Ploprocom TumnpTrnarm, xynomeCcTBEHHbIM AMPEK-
Topom PoHaa coBpemeHHoro uckycctea DESTE, KoTopbii 1 BbICTynKA
ero 3aKkasuukom. [1poeKT npeacTasnaeT cobow nnatpopmy AnA pasdmbliLi-
NEeHWM 06 OTHOLLUEHUM MEHAY KNACCUYECKUM M COBPEMEHHBLIM Ha Tep-
pPUTOPUM HenpeacKasyeMoro B3aMMOB/IMAHWUA M B3aUMOLAENCTBUA MUPa
MCKYCCTBa W Hay4HbIX KPYroB. OTO MPOEKT, B paMKax KOTOPOIro rpaHuLLb
Meway 0bnacTAMK MCKYCCTBa W HayKW paguKanbHO AeCTabunmnanpoBaHbl,
HO He cTepThl. «TeKy4aa aHTUYHOCTb» OTHKPbIACh KaK BbiCTaBKa 6€3 06b-
€KTOB: 3KCMO3ULMA aHTUYHOCTH, JIULLIEHHasA aHTUYHbIX NpeaMeToB. Hawa
naes cocTonAna B TOM, YTO HEOBXOAMMO NOpPBaTh C NPAKTUKOM 3KCMNOHM-
pOBaHMA NaMATHUKOB aHTUYHOIO MUPa, Nexallel B OCHOBE COBPEMEH-
HbIX My3ees (Hanpumep, B Pume wnu Bepnune). BmecTo aToro Ml xotenu
BOOOPa3nTb KHMIY KaK BbICTaBOYHOE NPOCTPaHCTBO. RHMra-BbICTaBKa,
TakMM 06pa3oM, CTAHOBUTCA NepBOHaYasibHbIM MECTOM BCTPEYM W B3au-
MOAENCTBUA C aHTUYHOCTBIO, IMYBOKO CBA3AaHHOM C 6oraTton M 3anyTaHHOM
MCTOPHEN KNacCULM3Ma U HalleaLwen NpenoMieHe B MHOMOYUCIEHHbIX
MHTepnpeTaumMaAx COBPEMEHHbIX XYA0HKHUKOB W MblciMTenew. MeperpymeH-
HaA NOTOKOM 06Pa30B, CMIOB W FONTOCOB, 3Ta KHWUra, TeM He MeHee, OTMe-
TWUNa NPOCTPAHCTBO AJ1A BCTPEYM HE TOMBKO C KNACCUYECKOW aHTUYHO-
CTbtO, HO U C beHOMeHaMU ee 3arpoBHOM HU3HW OJIMHOM B ABE ThICAYM

Brooke Holmes

On Liquid Antiquity

Why does classical antiquity matter to us? Is
it because it has always mattered? Is it because
it is intrinsically valuable, and so it should always
matter? No, antiquity matters because it flows into
the present. It is an irrepressible source of meaning,
but what it means is never fixed in stone. We must
always ask ourselves what classical antiquity means
under conditions where the very community marked
by “we” is dynamic, heterogeneous, and responsive
to conditions at once local and global. For it is only
through actively rethinking “classical” antiquity that
we can carry it forward not as a dead weight, but
as a fluid resource for creating anew. Without this
work, the classical in the contemporary always risks
being not simply inert, but toxic.

“Liquid Antiquity” is an ongoing project that |
developed and have been curating in collaboration
with Polina Kosmadaki of the Benaki Museum in
Athens and Yorgos Tzirtilakis, creative director of the
DESTE Foundation for Contemporary Art, which first
commissioned the project. It is a platform for reflect-
ing on the relationship between the classical and the
contemporary in a zone of unpredictable cross-
fertilization between the art world and the academy.
It is a project where the boundaries between those
domains — art and the academy — has been radi-
cally destabilized but not erased. “Liquid Antiquity”
began life as an exhibition without objects, a show
about antiquity lacking in antiquities. The idea was
to break with the practice of displaying antiquities
that is a founding gesture of the modern museum
(in Rome, for example, or in Berlin). Instead, we
wanted to imagine the book as an exhibition space.
The book as exhibition thereby becomes the primary
site for engaging with an antiquity embedded in the
rich and messy history of classicism and refracted
through the perspectives of a manifold of contem-
porary artists and thinkers. Traversed by flows of
images, words, and voices, the book thus staked out

a space of encounter not only with classical antiquity
but also with its afterlives in two millennia of visual
art, politics, philosophy, film, and literature. The book
ranges from Homer to Charlemagne, to Friedrich
Haolderlin, to Hannah Arendt and back to Plato, the
Acropolis, and Apuleius. The images move in non-
linear fashion from a fifth-century BCE grave stele
to Cindy Sherman back to Titian. In a nutshell, we
wanted to make a handbook of sorts — collaborative
in spirit, idiosyncratic, and formally adventurous —
for the creative, trans-disciplinary work of reimagin-
ing the present and the future of classicism.

From the book, the project then moved back to
the museum as a video installation, designed by the
New York-based architecture and creative firm Diller
Scofidio + Renfro. “Liquid Antiquity: Conversations”
was first exhibited in the antiquities galleries of the
Benaki Museum in Athens (April to September, 2017),
before traveling to London where it was shown in as
part of “The Classical Now” (March to April, 2018),
curated by Michael Squire at Kings College London
and the Courtauld Institute, in the newly renovated
neoclassical arcade of Bush House. The video instal-
lation is built from conversations that | conducted
with six contemporary artists — Matthew Barney, Paul
Chan, Urs Fischer, Jeff Koons, Asad Raza, and Kaari
Upson —about their engagements with antiquity in
their work and, more broadly, the place of a classical
art history in their own praxis. These interviews appear
with different edits in the book, where four additional
artists join the conversations: Haris Epaminonda,
Christodoulos Panayiotou, Charles Ray, and Adrian
Villar Rojas. The conversations in the video installa-
tion were filmed with the artists in their studios and
apartments. The original settings of the interviews
were then superimposed on the real space of the
gallery in such a way as to create an opening to the
visitor to become part of the conversation, with the
aim of exposing and shaping the shifting contours of

BPYK XO/IMC | BROOKE HOLMES

1. UHtepsbio ¢ Oxeddom
HyHcom B akcnoaunumm
«TeKy4an aHTU4HOCTb!
Becenbi». Myseit BeHarm,
AduHbl, 2017. o 3arasy
PoHaa coBpeMeHHOro
nckycctea DESTE.
Installation view, Liquid
Antiquity: Conversations
(featuring an interview with
Jeff Koons), Benaki Museum,
Athens, 2017. Commissioned
by the DESTE Foundation for
Contemporary Art.

neT UCTOPUK BU3YaslbHOO UCKYCCTBA, NMOMUTUKK, PUNOCOPHU, KUHEMATO-
rpada un nutepatypbl. KHWUra oxsatbiBaeT LWWMPOKKI Kpyr MeH oT [omepa
o Kapna Benukoro, @puapuxa lenbaepnuHa u XaHHbl ApeHAT, BO3-
BpalLanck 3aTteMm K lNMnatoHy, akpononto n Anyneto. O6pasbl ABUratoTcs
HenuHerHo oT norpebansHoi cTensl V BeKka Ao H.9. kK CuHan Lepman
n obpatHo K TuumaHy. Kopoye rosops, Mbl xoTenn co3aaTb CBOEro poaa
CMNpaBOYHMK ANA TBOPHYECKOW, MEKONCLMMIMHAPHON paboTkl No nepe-
OCMBIC/IEHUIO HACTOALLErO M ByayLero Knaccuunama — CrpaBOYHUK,
CO3[aHHbIM B Ayxe COBMECTHOIO COTPYAHUYECTBA, UAMOCHUHKPATUYHBIN,
NOJSHBIM GOpMasbHbIX PUCKOB M SKCMEPUMEHTOB.

3artem NpoeKT BEPHYNCA OT KHUIMM 06paTHO B My3eK, B popmaTe
BUAEOMHCTaNNALNKU, CO3AAHHON HblO-MOPKCKOM apXUTEKTYPHOM ¢rp-
mom «Diller Scofidio + Renfro». UHcTannauna «Tekyyas aHTUYHOCTb!
Eecenni» 6bina BnepBble NpeacTaBieHa B aHTUYHbIX 3aax My3es
Benaku B AduHax (c anpens no ceHtabps 2017 r.), a 3aTemM nepeme-
ctunack B JIoHAOH, rae oHa AeMOHCTPMpOBanach B TOJIbKO YTO OTpe-
MOHTMPOBaHHOM HEOKNaCcCHLMCTUYECKOM ranepee bylw-xayc B pamkax
BbicTaBkM «Knaccuka cerogHa» (Mapt — anpens 2018 r., kypatop —
Mawkn Cksariep, Koponesckui konneax JloHpoHa u MHCTUTYT UCKyC-
cta KypTo). BugeouHcrannauma cocrasnera us 6ecef, Kotopble
A NpoBena C WeCTbio COBPEMEHHbIMKU XyAoxHUKamn: MaTtsio BapHhu,
Monom YaHom, Ypcom ®Puwepom, Oxeddom KyHcom, Acagom Pasza
n Kaapu AncoH. B atux 6ecenax xyAOXHWKK paccKasbiBanu O TOM,
KaK OHW COMpPMKacatoTCA C aHTUYHOCTBIO B CBOEM paboTe 1 KaKoe
MeCTO KflaCCHYeCcKana MCTOPMA MCKYCCTB B LLeSIOM 3aHMMaeT B X CO6-
CTBEHHOM MpPaKTUKe. DTW MHTEPBbLIO, B HOBOWM pefaKL MK, BOLWIM
B KHWIY, B KOTOPOW eLle YeTbipe XyAOoKHWKa NogKNoYMnuce K becepe:
Xapuc DnamuHopa, Xpuctogynoc Nananoty, Yapnba Pan u Agpuax
Bunnap Poxac. Beceapl, durypupytowine B BuaeonHCTannALMK, 6binm
3anuncaHbl B MaCTEPCKUX M KBapTUpax XyaomHuKoB. McxoaHaa obcTa-
HOBKa MHTepPBblO Obina No34Hee HaloXeHa Ha peaslbHoe MPOCTPaHCTBO
ranepeuv Tak, 4Tobbl gaTe NOCETUTENAM My3eA BO3MOMKHOCTb MPMUCO-
€AMHWTBCA K pas3roBopy, TeM camblM 06HakaA 1 PopMUPYA MEHAD-
WMECA rpaHuLLbl TOrO «Mbl», KOTOPOE CTa/IKMBAETCA C KNACCUYECKUM
npownsiM. OOHOBPEMEHHO MHCTaNNALMA Gbina paspaboTaHa Tak,
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4TOGbl OHA MOFJIa CIY}KWTb MOCPELHUKOM MEKIY NOCETUTENAMU U 00b-
€KTaMW aHTUYHbIX 3a510B My3esd BeHakwu, BbITECHAA KAHOHWYECKUE 06b-
€KTbl AMaioroM U OOHOBPEMEHHO MpUrnallan noceTuTenen BepHyTbCA
K 9TMM 06bEKTaM M YBUAETb UX B APYrOM paKypce.

lMepexops OT NpegMeTa aHTUYHOCTH KaK TAKOBOIO K BOMPOCY O TOM,
rnoyemy aHTMYHOCTL uMeeT 3HayeHue (M 06paTHO), «TeKyyas aHTUY-
HOCTb» 06PALLAETCA K OTHOLIEHMIO MEKOY KNACCUYECKUM MPOLLIIbIM
M COBPEMEHHbIM HACTOALLMM, KOTOPOE CaMo ABMAETCA OObEKTOM KypH-
poBaHuA. 34ecb CTOMT 06paTUTLCA K 3TUMOSONMK CIIOBa «KypUpOBa-
HMEe», KOTOPOE NMPOUCXOAMT OT NaTUHCKOro CroBa cura, «3aboTUTbCA.
M60o MHe xoTenock Gbl PacLUMPKUTL MOHATUE KYPUPOBaHWA U BbIMTH
3a npegensl ero TPaguLMOHHOMO, NPO$ECCUOHANBHOIr0 3Ha4YeHUs, YTOObI
paccMoTpeTb paboTy No 3a6oTe Kak Tpyd, KOTOPLIM pacnpenenseTca
MeXAY TPAAULMOHHBIMU PONAMM XyLOKHUKA, KypaTopa, y4eHoro 1 ny6-
NWKKW. YTO 3HAYMT, B JAHHOM KOHTEKCTE, NEPEOPUEHTUPOBATL BHU-
MaHMWe Kypatopa C KOHCepBaLMK O6GbEKTOB B My3eMHOM MK Hay4YHOWM
Cpeae Ha Ky/IbTMBaLMIO OTHOLIEHHUA MEXAOY «KNacCUYECKUM» NMPOLLSbIM
M «COBPEMEHHbIM» HacToAWNWM? BeicTynas B ponv o6beKTa BHUMA-
HWUA B COBPEMEHHOM MCKYCCTBE, OTHOLLEHWE OKa3biBAeTCA OOHOBpE-
MEHHO 6aHasnbHbIM W HEMPEXOAALLMM; OAHAKO OHO BCcerga onpenens-
€TCA B MEKIIMYHOCTHBIX TepMHUHax. MoxeM N Mbl BCTYNaTb B OTHOLLEHHWE
C NpownbiM? Y10 3HAYMT KyNLTUBMPOBATL Takoe OTHoLeEHWe? Kakum
06pa3oM Halle OTHOLIEHWE C KNAaCCUYECKMM MPOLUITbIM OKa3biBaeT BAWA-
HWe Ha coobLiecTBa, KOTOpbIE Mbl GOPMUPYEM B HACTOALLEM, KaK BHYTPH
My3es, TaK M 3a ero npegenamu’?

[MosBonkTe MHE yaenuTb BHUMaHWe BOMPOCY, YeM OT/IMYAETCH
naes 3a60Tbl 06 OTHOLIEHWM C @aHTMHHOCTBLIO OT MAEW NPOCTO 3a60TbI
O VN /1106BM K aHTUYHOCTH. «TeKyvan aHTUYHOCTb» MNbITAETCA CAeNnaTb
Mpo3payHbIMM KaK TaKoBble NMPOLLECCHI, B PaMKax KOTOPbIX pa3Hbie CO06-
WeCcTBa U MHAMBKUAbI MPOABAAIT 3a60Ty O KNACCHUYECKOM MPOLLIOM MK,
Hao6opOoT, NepecTatoT 3a60TUTLCA O KNACCUYECKOM MPOLLIOM. Takum
o06pa3om, Lesb NPOeKTa COCTOMT B TOM, YTOGbI caenaTb 3TW NPOLECCHI
60ree OTKPLITEIMK ANA Pa3MbILLIEHUA W 06CyHaeHUA. KOHeYHO, Mbl UCXO-
AWM K3 yberaeHus, YTo caMa aHTUYHOCTb W MCTOpKA 3a60Tbl 06 aHTHUY-
HOCTH AOCTOMHbI Hallero BHMMaHua. M kak MoxeT 6biTh MHave? Ho,
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2. MHTepBbio ¢ Ypcom
®uiepom B 3KCNO3ULMK
«TeKy4an aHTUYHOCTb:
Becenbi». Myseit Benaku,
Adunbl, 2017, Mo 3arasy
®oHpa coBpeMeHHOro
nckycctea DESTE.
Installation view, Liquid
Antiquity: Conversations
(featuring an interview by
Brooke Holmes with Urs
Fischer), Benaki Museum,
Athens, 2017. Commissioned
by the DESTE Foundation
for Contemporary Art.

the “we” who encounters the classical past. At the
same time, the installation was designed to mediate
the relationship between visitors and the objects in
the antiquities galleries of the Benaki, displacing the
iconic objects with dialogue while also inviting visitors
to return to those objects at an oblique angle.

By moving away from the matter of antiquity
to the question of why antiquity matters (and back),
“Liquid Antiquity” addresses the relation between
the classical past and the contemporary present as
itself an object of curation. It is worth attending here
to the etymology of the word curation, based on the
Latin word for care, cura. For | would like to broaden
the notion of curation beyond its conventional,
professionalized meaning to consider the labor of
care as labor distributed across the traditional roles
of artist, curator, scholar, and public. In this context,
what does it mean to shift curatorial attention from
the preservation of objects, in the museum or the
academic setting, to the cultivation of the relation
between the “classical” past and the “contemporary”
present? As an object of attention in contemporary
art, the relation is both banal and persistent, but in
any event, it is defined in interpersonal terms. Can
we have a relation with the past? What does it mean
to cultivate this relation? How does our relationship
with the classical past affect the communities we
form in the present inside and outside the museum?

Let me take a moment to distinguish this idea
of caring for the relation with antiquity from the idea
of just caring for or caring about antiquity. “Liquid
Antiquity” tries to make the processes by which
different communities and individuals come to care
for the classical past — or come to care less for the
classical past — more transparent as processes. In
this way it aims to make these processes more open
to consideration and contestation. Now of course we
begin from the premise that antiquity and the history
of caring about antiquity are worth caring about. How
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could we not? But even as it makes that starting
assumption, “Liquid Antiquity” is structured to hold
front and center the question of why we should care
about classical antiquity and the legacies of classi-
cism now. |t tries to hold that question out even as dif-
ferent modalities of care are recounted, enacted, and
refused over the course of the book, within the space
of the installation, and in the continuing elaboration of
the project through ongoing workshops with artists,
critics, historians, and theorists. In this way, the pro-
ject does not answer the question of why we should
care about the classical. Instead, it makes the relation
with the classical an object of perception necessarily
implicated in the work of valuing and assigning value.
The practice of caring for our relation with
antiquity can also be distinguished from caring for
antiquities, that is, the material remains of the past.
The point is not that objects do not deserve care —
far from it. Rather, “Liquid Antiquity” sets aside the
work of preserving in order to ask what we think we
are preserving under the aegis of classical antiquity
and why. The objects of classicism — sculpture,
above all, but also the monument, the column, the
fragment — continue to exercise a powerful attrac-
tion on many communities in the present, inside and
outside the museum or the archaeological site. It
may of course seem surprising that these objects
still have so much power in the present. The study
of “the classics,” after all, has become such a rare
and marginal practice in relation to its once central
place in continental Europe, the UK, and the US.
But as the art historian Salvatore Settis has argued,
as the relation with antiquity is reduced to recogni-
tion of its most iconic objects as signs of the value
of the classical, its power grows both stronger and
more dangerous.! We might characterize “the clas-

1 Settis S. The Future of the “Classical”. Cambridge: Polity Press,
2006. P. 13.
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OTTa/IKMBAACh OT JAHHOMO Te3uca, «TeKy4as aHTUYHOCTL» BbICTPOEHa
LieS/IMKOM M MOMHOCTBLIO BOKPYT BOMPOCA, 104eMy Mbl AOMHHbLI CErofHA
NOBUTb KNACCHUYECKYIO aHTMYHOCTb U Hacneane Knaccuumnama. SToT
BOMPOC OCTaeTCA B LLeHTPe BHUMaHWA B npoLecce noapobHbix nepeymc-
NEHWH, NPOUIPLIBAHUIA U OTTOPMHEHUI pasdHbIX MOAASILHOCTEN 3a60Thl:

B KHUIe, B MPOCTPaHCTBE MHCTANALMU W HA NPOTAXEHUW AaNbHeNLLero
pasBUTUA NPOEKTa, NMPOUCXOAALLErO B paMKax MacTep-KIacCoB C yya-
CTUEM XyAOMHUKOB, KPUTUKOB, MCTOPMKOB W TEOPETUKOB. Takum obpa-
30M, NPOEKT He AaeT oTBeTa Ha BOMPOC, MOYeMy Mbl AOMKHbI 3a60TUTLCA
0 Knaccuke. BmecTto aToro oH npespatlaeT OTHOLLIEHWE C Knaccuye-
CKMM B O6BEKT BOCNPUATHA, C HEOBXOAUMOCTbIO BOBMEYEHHbIN B paboTy
M0 OLEHWBAHMIO U MPUOAHWUIO LLEHHOCTH.

Mbl TaKKe MOXKeM NPOBECTH pasnmyme Mexay 3a60TOM O HalleM OTHO-
LIEHNM C aHTUYHOCTBIO M 3a60TOM O NpeaMeTax aHTUYHOro MUPa, ABIAKO-
LUMXCA MaTepuasibHbIMKU NaMATHUKaMK npoLunoro. [leno He B TOM, YTO 3TH
06BbEKTHI Ha 3acCnyHMBatoT 3a60Tbl — BOBCe HeT. BepHee ckasatb, npo-
eKT «TeKyyaa aHTMYHOCTb» OTKNAAbLIBAET B CTOPOHY paboTy No KOHCepBa-
LMK, 4TOBbI Y3HATb, YTO C HaLLle TOUKWU 3PEHWUA Mbl COXPaHAEM MOA, Araon
KNaCCHUYECKOM aHTUYHOCTH U moyemy. OBbeKTbl KNACCUKK — Mpexae BCEero
CKY/NbNTYpbl, HO TaKKe W NAaMATHUKM, KONOHHbLI — $ParMeHTbl apPXUTEK-
Typbl — [0 CWX MOP CUIbHENLLMM 06Pa30M MPUTArMBAIOT MHOTME HbIHELL-
HWe coobLLEeCTBa, KaK BHyTPU My3ef UM MECT apXeoriorMYeCKMX PACKOMOK,
TaK W 3a Mx npegenamu. MoxeT, KOHe4YHO, NoKa3aTbCA CTPaHHbIM, YTO 3TH
06beKTbI A0 C1X Nop 061aaatoT Takoi BnacTeto. Beap camo n3yyeHue
«KIIACCUKW» MPEBPATUIIOCh B NMPaKTUKY PEOKYI0 U MaprMHasibHYo No cpas-
HEHWIO C TeM LLeHTPaslbHbIM MECTOM, KOTOPOE OHa paHee 3aHWMana B KOH-
ThHeHTanbHoW Epone, Benmkobputanum n CLLUA. OgHako, no MHEHMo
nctopura mucrycctea Canbeatopa CeTTuca, MO Mepe TOro, Kak OTHOLUe-
HWe C aHTMYHOCTBLIO CBOAMTCA K y3HaBaHWIO ee Hanbonee KaHOHUYECKMX
06BEKTOB KaK 3HAKOB LIEHHOCTM KIIACCUYECKOro, ee BNacTb CTaHOBUTCH
He TOMbKO CuIbHee, Ho 1 onacHee'. Mbl MOXeM CPaBHWUTL «KnaccHMyecKoe»
C TapaKaHOM, KOTOPbIM BbIMWIT HECMOTPA HX Ha YTO, MEPEKMB 3aKaT KNac-
cuyecKoro o6pas3oBaHWA, MOAEPHU3M, MOCTMOAEPHM3M U aHTUryMaHU3M,

1 Settis, S. The Future of the “Classical”. Cambridge: Polity Press, 2006. P. 13.
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W YNOPHO NPOAOMIKAET CyLLEeCTBOBATbL YHe Tenepb, B 3Moxy NOCTryMaH13ma.
OTKazaBLlmMcb oT 06bEKTa paau TOro, 4ToBbl COCPEAOTOUUTECA Ha OTHOLLE-
HMM KaK TaKoBOM, «TeKy4yana aHTUYHOCTb» CO3HATENbHO BHIIOYAETCA B «TEKy-
yee» popmupoBaHue 1 nepedopMynMpoBaHUE «APEBHUX» U «COBPEMEHHbIX»
KaKk B GECKOHEYHbIM NPOLLECC, CYMTAA YTO OH M CErOAHA OCTaeTCA KItove-
BbIM A1 KOHCTUTYMPOBaHWA COOBLLECTB W NYBIMYHBLIX MPOCTPAHCTB BOKPYT
[ABOMCTBEHHbIX MOEAN0B KPacoTbl, UCTUHBI, Pa3yMa 1 «4eSI0BEHECKOro»,

a TaKke BOKPYr OTKa3a OT 3TUX MAeanioB, MPOMCXOAALLErO NoA, arnaomn
aHTMKnaccuumama. CrnenosatenbHO, 3TOT MPOEKT OQHOBPEMEHHO UCCrie-
[YyeT KaK OTKa3 KNacCHUKKU COMTU C UCTOPUHECKOM apeHbl, Tak U BOSMOXHO-
CTH, KOTOPbIE OHA MOMET 3aKntoyaTb B cebe no cew AeHb.

MHe 6bl XOTENOCb OCTAHOBUTLCA NOAPOOHEe Ha aTon Mbicny. Hale
OTHOLLEHME C KNACCHMYECKUM MPOLUIbIM BMETEHO B HalUK OTHOLLE-

HWA OpYr C APYroM — OTHOLUEHWE C aHTMYHOCTBLIO NPOAOMKAET y4acT-
BOBaTb B KOHCTPYMPOBaHMK «Mbl». Mioeannsauma rpe4ecKon aHTUYHO-
CTH 6bina U OCTaeTCA OCHOBOMONararLLen B UCTOPHUM EBPOMNENCKOrO
rymMaHn3ma v caMo-KOHCTUTyMpoBaHuA poceelleHnA 1 coBpeMeHHOM
3MOXW, B MEYTE O HaLMOHabHLIX rocyaapcTaax (paBHO KaK M B Tex KOoLL-
Mapax, K KOTOPLIM OHa NPUBENa), U B CaMoM uaee 3anafHoM LMBUIW-
3aunmM — 0CcobeHHO B NepHOA, Koraa oHa, B rnadax MHOMMX, HaxoamuTcA
nog yrposom. 31a naeanusauma Takke BCTPOEHa B COBPEMeHHOe npes-
cTaBfieHWe 06 UCKYCCTBE M, B YaCTHOCTH, O LLEeHHOCTU MCKyccTBa, JTO —
KynbTypHOE Hacnepue, obnaparoliee HeBEPOATHOM MOLLBIO W, 6ECCMOPHO,
o4eHb NpobnemaTnyHoe, nepenneTeHHoe G Pacnon3LMMUCA No BCEMY
CBETY WAEO0NOMMYECKMMIN OTIONIOCKaMKW KOMOHMaNM3Ma, HauuoHanmama

1 damsma, NpoaoIKarLWMMmM GOPMMPOBaThL HalLe HACTOALLEe M NpU-
YMHAIOLWMMKU HEpaBHOMEPHO pacnpeneneHHbi Bpea. Hnaccrka — aTto
Hacnegue, KOTOpoe BCErAa NOABEPKEHO PUCKY MyMUPHUKaLMK M Npe-
BpaLLEHHIO B HEYTO 3acThIBLLEE, OHO BCEraa NoABEPHEHO PUCKY yCcune-
HWA BHEBPEMEHHOCTM 3a CHeT ocnabneHnA MCTOPHUYHOCTH, CIly4anHOCTH
W anbTepHaTUBHbIX Bepcki byayuero. [Noatomy, no mHeHuto lNMona Yawa,
KONMOHHbI M OOHaMKEHHbIE Tena, CTaBLUMe CUMBOIAMU KNacCHLM3Ma, CTOUT
NPUPaBHATbL K XPECTOMaTHUMHBLIM MPMMEpPaM TaK Ha3blBAEMOro «XPOHO-
NOrMYECKOro MCKYCCTBa» — UCKYCCTBa Ha CTOPOHE XpOHOCa: UCTOPU-
4EeCKOro BpeMeHH, N3MEPEHHOIO BPEMEHH, HO TaKke BPEMEHHU, KOTOpoe
npeBpaLaeTca B BEYHOCTb?. XPOHONOrMYECKOMY MCKycCTBY HYaH npoTnBo-
NOCTaBnAET UCKYCCTBO KaKpoc: BpeMA 61aronpuATHOro MOMeHTa, BpeMA
CMEepPTHOCTH, BpeMA HeoxmMaaHHoro. A 66l cKasana, 4To 3T0 BpeMA Knac-
CHMYECKMX FPEYECKUX MEOULIMHCKMX aBTOPOB U UX padMKalbHbIX KOHLLEeMN-
LM dr3nYecKoro Tena, AMHaAMUYECKU BCTPOEHHOIO B CUCTEMY MaTepH-
asbHbIX OTHOLIEHMH. B oTnMumne ot xpoHonornyeckoro Uckycctea, Han
OMUCbIBAET KaMpPOIOrMYEeCKOE MCKYCCTBO KaK BOMOLaoWee «<MMMaHEeHT-
HOCTb 6€3bICXOOHOCTH, KaK 6yATO Mbl AOMHHbI 4OBONBCTBOBATLCA TEM,
4TO HaMm AaHOo, XOTA HaM 3TOro U HeJO0CTaTo4HO». [lofo6HOe «MCKYCCTBO
NpobyxaaeT YyBCTBO FONOBOKPYHEHWA OT 3penvLLa POKAEHMA Yero-To,
4TO CO3MaETCA U TYT e paspywaetca»®. [JMHaMHMYHOCTb Karponornye-
CKOIO CYLLHOCTHO NMPUCYTCTBYET B OTHOLLEHWU.

OnHowM M3 cambix YCTOMUMBBIX paHTa3WM KIACCHMLM3Ma MOKHO
Ha3BaTb MAEI0 LLeI0ro, BOCCTAHOBIEHHOMO 13 ¢parMeHToB, MAeanM3npo-
BaHHbIX 0O BEKTOB, BOCTIPUHUMAIOLLMXCA KaK 3aKOHHOe Hacneauve 3aKpbl-
TOro coobLecTBa, MPUHAAIEKHOCTL K KOTOPOMY ONpenenAeTcA B TOMN ke
Mepe Mo TOMY, KTO MCKIIOYEH M3 HEro, KaK MU Mo TOMY, KTO B HEro BKJIO-
yeH. lMarybHbiM xapakTep AaHHOW KOHKPETHOM daHTasum cTas, K Coxa-
NEHUIO, O4EBUAEH B X04e COOLITUM NOCNeOHWX NeT, Koraa BpawxaebHble
€BPOMNenCKMe HaLMOHaTM3Mbl, BO3POXAAIOLLAACA UAEA NPEBOCXOACTBA
6enow pachl, HeoHaLM3M K Bce bonee 3ameTHbIE albTePHATUBHbIE NpaBble

2 Chan R A Time Apart // Paul Chan: Selected Writings 2000—2014. Basel: Laurenz Foundation,
Schaulager, 2014. P. 104—107.

3 Ibid. P. 107.

YACTb Il | PARTII

sical” as the cockroach that has survived, against
the odds, the demise of the classical education,
modernist and post-modernist anti-humanism, and
now persists into the regime of post-humanism. By
turning away from the object to focus on the relation
itself, then, “Liquid Antiquity” deliberately engages
the fluid making and remaking of “the ancients” and
“the moderns” as an interminable process, taking
this process as crucial to how communities and
common spaces are still being constituted in the
present around the double-edged ideals of beauty,
truth, reason, and “the human,’ as well as around
the repudiation of these ideals under the aegis of
anti-classicism. It is therefore a project addressed
both to the refusal of the classical to die a clean
death but also to the possibilities that may still lie
latent in its folds.

It is worth emphasizing this last point. Our
relation with the classical past is implicated in our
relations with one another; the relation with antig-
uity continues to participate in the construction of
“we! The idealization of Greek antiquity has been
and continues to be fundamental to the history of
European humanism and the self-constitution of the
Enlightenment and modernity, to the dream of the
nation-state as well as to the nightmares to which it
has given rise, and to the very idea of Western civi-
lization, above all when it is perceived to be under
threat. It is embedded in the modern concept of art
and, in particular, the value of art. It is an enormous-
ly powerful cultural legacy, and undeniably a prob-
lematic one, bound up in the sprawling, viscous
histories of colonialism, nationalism, and fascism,
histories that continue to structure the present,
causing unevenly distributed harm. The classical is
a legacy always at risk of calcifying into something
fixed; it is always at risk of fortifying timelessness
against historicity, contingency, and other futures.
In this respect, the columns and nudes of iconic
classicism are paradigmatic of what Paul Chan
has called “chronological art” — art on the side of
chronos: the time of history, measured time, but also
time that congeals into timelessness.? What Chan
opposes to chronological art is the art of kairos: the
time of the opportune moment, the time of mortal-
ity, the time of the unexpected. It is, | would say,
the time of the classical Greek medical writers in
their radical conceptualization of the biological body
as dynamically embedded in a network of mate-
rial relations. In contrast to chronological art, Chan
describes kairological art as embodying “a des-
perate immanence, as if what is given is not good
enough but will have to do”; such art “evoke [s] the
vertiginous feeling of seeing something emerge by
being made and unmade at the same instant.”® The
dynamism of the kairological inheres in the relation.

One of classicism’s most resilient fantasies is of
wholes reconstructed from fragments, idealized ob-
jects seen as the rightful inheritance of a closed com-
munity who is defined as much by who it does not
include as by who is included. The malignant force
of this particular fantasy has been made painfully

2 Chan P A Time Apart // Paul Chan: Selected Writings 2000—
2014. Basel: Laurenz Foundation, Schaulager, 2014. P. 104—107.

3 Ibid. P. 107.
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clear in the last couple years by the appropriations
of classical antiquity by virulent European national-
isms, resurgent white supremacism, neo-Nazism,
and the increasingly visible alt-right, movements that
use antiquity as the exclusive heritage of a white,
European “we” for whom the right to the domination,
exploitation, and exclusion of others in the present is
justified by the value of the classical past. These ap-
propriations are extreme but not isolated examples of
the petrification of antiquity as classical and antiquity’s
own powers of petrifaction. In the face of these pow-
ers, we tried to create “Liquid Antiquity” as a space
where experimenting with different kinds of relations
with and to the past creates the conditions for the
formation of different kinds of communities out of the
encounter with classical antiquity: dynamic, embod-
ied, contingent — in a word, liquid.

The figure of liquidity in the project is at once
a formal principle and a conceptual framework. In
the mode of a conceptual framework, “Liquid Antig-
uity” reworks cardinal sites of iconic classicism un-
der the sign of fluidity. There are three of these sites
in the project: body, time, and institution. First, the
classical body, sculpted in marble, becomes malle-
able, hybrid, slippery. A number of artists involved
in the project talk about recasting that body in new
materials, wax or cloth. The pages of the lexicon
are populated by the Minotaur and the centaur but
also classical bodies coursed by breath and desire,
awash in the humors and covered in shit. Second,
the linear and genealogical time of classicism as
tradition and heritage is folded and twisted, along
the lines of what Michel Serres has called “liquid
history,” and troubled at its birth (genesis) and
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Installation view, Liquid
Antiquity: Conversations
(featuring an interview by
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Upson), Benaki Museum,
Athens, 2017. Commissioned
by the DESTE Foundation for
Contemporary Art.

npuceBounu cebe KNacCUYECKY0 aHTUYHOCTb, UCMOSb3YA €€ KaK IKC-
KIO3MBHOE Hacnepue 6enbix, eBPONENLIEB, «Mbl», AJ1A KOTOPbIX NPaBO
AOMWHWPOBATh, SKCMITyaTUPOBaTb M UCKIOYaTb APYrvX B HACTOALLEM
060CHOBaAHO LIEHHOCTBIO KNMacCHYeCKOoro npoLuioro. Takve ¢opmel annpo-
npuaumu ABNAIOTCA KPaUHWUMK, HO HE €AMHWYHBIMW NPUMEPaMi OKaMeHe-
BaHWA aHTUYHOCTH B POJSIU KNACCHKKN U KaMEHeoLen BNacTu aHTUYHOCTH.
Mepen n1LLOM BCEX 3TMX CHUN Mbl NOMBITANIMCL CO34aTb MPOEKT «TeKyyan
AHTMYHOCTb» KaK MPOCTPAHCTBO, IAE 3KCNEPUMEHTbI C Pa3HbIMKU TUMaMK
OTHOLLUEHWIM C NPOLUIbIM M K NMPOLLIOMY CO34atoT YCnoBuA And ¢opmMmnpo-
BaHWA pPa3HbIX TUMOB COOOLLECTB, POMAEHHBIX M3 BCTPEUM C KNaccuye-
CKOW aHTWYHOCTBIO: AUHAMUYHBIX, OPOPMMBLLMXCH, 3aBUCALLMUX OT 06CTOA-
TENbCTB, — APYrMMK CIIOBaMH, «TEKYUMX».

B pamKkax Halero npoekxrta ¢urypa TeKy4ecTu ABNAETCA OAHOBpPE-
MeHHO dopManbHbIM MPUHLIMMNOM M KOHLENTyanbHOM ocHoBOKW. PaboTan
B PEXMME KOHLLEeNTYanbHOro aHannaa, «I eky4aa aHTMYHOCTL» npopaba-
TbiBAET 3aHOBO BakHEWLLME 3HAKOBbIE MECTa KnaccuLmM3ma Yyepes NoHA-
THe «TeKky4yecTu». B paHHOM npoeKTe Mbl BblOENMAKM TPK NOAO0OHBIX MecTa:
Teno, BpeMA U MHCTUTYUMA. Bo-nepBbix, Knaccuyeckoe Teno, M3obpa-
WeHHOe B Mpamope, npeBpallaeTca B NnacTMyHoe, rmbpuaHoe, yCKosb-
3atowee. Hexkotopble XyQ0MHUKM-YHACTHUKK MPOEKTa FOBOPAT O TOM,
4TO CKyNbNTYpbl HEOOXOAWMO 3aHOBO OT/IUTb, UCMOSMb3YA HOBbIE MaTe-
pvanbl, TakMe KaKk BOCK M TKaHb. CTpaHuLbl cnoBaps HacenAlT MuHo-
TaBp WM KEHTaBpbl HApaBHE C KNaCCUYECKUMU Tenamu, npecnenyembiMmn
[YHOBEHWEM W HeNaHWeM, «OMbITbie» OMOPOM W MOKPbITbIE FPA3bLHO.
Bo-BTOpbIX, TMHENHOE M reHeanorMyeckoe BpemMa Knaccuum3ma Kak Tpa-
AWLMK W Hacneana OKa3blBaeTCA CNOKEHHBIM M CKPYYEeHHbIM BAOSMb
N1HWA, HasBaHbix Muwenem Ceppa «TeKkyyen uctopuei», npobnemaTtuy-
HBIM G MOMEHTa CBOEr0 POMAEHUA (reHes3nca) 1 Npu Kamaom nepepo-
waeHvn. Bpema knaccuyeckoro npoLwnoro nogpeiBaeTcA NOrMKOM OKa-
MEHEeNocTH 1nn nepBobeITHOro MaHa, a 3aTeM XMTPOYMHO BOCCO34aeTCA
Kak BeYHOE BO3BpaLLEHWE UKW IK3UCTEHLManbHbIM Aonr. M, HakoHeL,
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Mbl XOTEM NOABEPrHYTb COMHEHWUIO MHCTUTYT COBPEMEHHOIO My3es
Kak MecTa, OCHOBaHHOIO Ha MOKa3e KNacCHUYEeCKMUX MaMATHUKOB aHTUYHO-
ctu. Becneacteure atoro, BeicTaBKa 6bina 3agymaHa HaMKW Kak NPOCTpaH-
CTBO OJ1A LMPKYNALMK CnoB, 06pa3oB, Maein 1 06beKTOB. DTO NPOCTPaH-
CTBO, CO34aHHOe, 4TOObl OTKPLIBATLCA NPOLLECCaM peopraHn3aLmnn Toro,
4TO Mbl AyMaeM, Y4TO Mbl 3HAeM, NpUYyaam MMbOTBOPYECTBA W CHOPNPH-
3am. Mbl XOTMM 3a4aTbCA BOMPOCOM: KakWe CBA3W M pa3roBOpPbI, KaKk Apyr
C APYroMm, TaKk 1 C NPOLLbIM, MOFYT ObITb B3paLLeHbl KHUIOM, LUPKY-
nupytoLen B coobLLeCTBax, KOTOPblE HEBO3MOMKHO ONpeaenunTb 3apa-
Hee? Kak aTh 6ecelbl MOryT UBMEHUTL TO, YTO MPOUCXOAUT B ranepee?
Hakvm 06pa3om, NOCTaBMB LIMPKYNALMIO BO [MaBy MNPOLECCA Pas3mumKe-
HMA «KNacCMYECKOro», Mbl 3aHOBO MOAYNMPYEM Camy UAEH0 NepenBUHHOM
BbICTABKM?

Bonpoc o Tom, 4To 3HaYMT LMPKYNALKMA ANAa 06bEKTa, CTaHOBKUTCA
ele 6onee aKkTyanbHbIM 6narogapa HegaBHeEMyY nepeeszly BblCTaBKU
13 AduH B JloHooH. Bonblioe 3HaveHne 3aecb UMeET TOT $aKT, YTo «TeKry-
4yan aHTMYHOCTL» He ABNAETCA COBpaHMeM NPeaMEeTOB aHTUHYHOM Kyrb-
Typbl, Ybe NepemeLleHne n3 peunn B BennkobputaHuio He morno
He BbI3BaTb aCCOLMaLMIM C MOBTOPAOLLLENCA TPaeKTOpUEN DNTMHCKHUX
MpamopoB. CnopHbIM XapaKTep 3TOM TPAEKTOPHU 3aKIIOHAETCA HE TONBbKO
B BbITECHEHWUM W UCKOPEHEHWW HACNeOMA; OHa BbICBEYMBAET Camy JTOMMKY,
B COOTBETCTBWUM C KOTOPOW 0bnafaHWe 3TUMK NpeaMeTamn aHTUHHOCTH
y#e npegnonaraeT BnageHne 4eM-To 60MbLLIMM — KPacOTOM UMK KynbTy-
POV MK TOM caMoM «Knaccukoi». OHa BbIABNAET NOBTOPAOLMIACA TPON
[0Mra KNnaccU4yeCKoMy MPOLLTOMY, KOTOPbIM C CaMOro Havana chopmu-
poBan OTHOLIEHWA COBPEMEHHOW MPEYECKOM HaLMK C ee eBPOMNeNCKUMM
M 0COBEHHO BPUTAHCKMMK KPeAMTOPaMM, Kak 3TO HaM NPOAEMOHCTPH-
poBanu Axnc Xamunakuc v OxoaHHa XaHWHK®. B naeto knaccuueckoro
[05ra BIIOKEHO KaK npencTaBnieHne o Tom, 4to 3anagHas EBpona 06a-
3aHa 4eM-TOo, a MOMeT ObITb 1 BCeM, APEBHUM rpeKaM, TaKk 1 ybemaeHue,
4To (COBPEMEHHbIE) MPEKM HUKOrAa He CMOryT 40pacTv A0 cnassl [pes-
Her [peunn. B KoHLEe KOHLOB, OAHO M3 rNaBHbIX 060CHOBaHUKM Bennko-
6pHTaHNK B NOAAEPHKKY CBOMX MHOTOSIETHUX NMPUTA3AHUMA Ha DNrMHCKKeE
Mpamopbl anennmpyeT K HECNOCOBHOCTU MPEeKOB M03abOTHTLCA AO/THHbBIM
06pa3om 0 Hux. DTO, KOHEYHO, OTHACTH ABNAETCA MOTUBaLMEN ON1A co3aa-
HWMA HOBOIrO MOHyMeHTanbHoro Myaea Akponons B ApuHax, B KOTOPOM
MecTa OTCYTCTBYHOLLMX MPaMOpPOB NYCTYHOT B OXMAAHWW BO3BPALLEHUA
6nyoHbIx aeten. M B To e BpemaA, cama coCpefoTOHEHHOCTbL COBPEMEH-
HOro rpeYecKoro rocyaapcTea BOKPYr MAEW KNACCUYECKOro Hacneaun
enBa N1 6e3obraHa. Y3noBas CBA3b KNACCHMYECKOro MPOLUIOro U HaCTOA-
wero XXI| Beka nogaepx1BaeT OLLyLLeHWe, YTO LLEHHOCTb COBPEMEHHOM
lpeumn HyHO NoATBEPHAATL, AOKa3bIBAA YTO OHA AOCTOMHA COBCTBEH-
HOro KNacCHYeCKOro Hacneama — naed, Kotopaa UCTOPUYECKKU CNOCob-
CTBOBaJsla CaMOOPUEHTANTM3ALMN U HALMOHANIMCTUYECKOM KCeHohobmu.
Ha nuKke rpeyeckoro 4onroBoro KpMsMca KaHOHMYECKMEe 06pasbl KNaccu-
LM3ma MpUCYTCTBOBA/IM NOBCEMECTHO W, MO MHEHWUIO XaMunakuca, ABnA-
NMCb pa3pyLUMTeSIbHbIMW 3HaKaMM.

Ho HecmoTpA Ha To, 4To «Tery4yan aHTUYHOCTb» He ABMAETCA KOMIEK-
LMer aHTHYHBIX NaMATHUKOB, ee LIMPKYNALMA He cBO6OAHA OT BOMPOCa,
KOMYy NPUHAANEHNT KNAaCCHMYECKOE NPOLLNOE — MMEHHO MOTOMY,
4TO BOMPOC 3ab0Thl OKa3bIBAETCA MOMHOCTHIO BCTPOEHHLIM B BONPOC
COBGCTBEHHOCTH U B JIOMMKY NPoMCXoXaeHUA. Purypa Tekydectu 6bina
BBeAEeHa HaMK, YTOBbl pa3pyLMTe OKaMeHeHWe aHTUYHOCTH KaK 00b-
ekTa. B pamKkax aToro npoeKkTta mbl NbITAIMCb NOMHOCTLIO NEPEOCMbIC-
NUTb NOJ, 3HAKOM TEeKy4YeCTH caMu pOPMbl KNACCHYECKOM aHTUYHO-

CTH, B KOTOPbIX OHa NyTELLeCTBYET BHYTPU COOOLLECTB U CKBO3b pa3Hble

4 Hamilakis Y. Some Debts Can Never Be Repaid: The Archaeopolitics of the Crisis // Journal of Modern
Greek Studies. 2016. Vol. 34. No. 2. P. 227—264; Hanink J. The Classical Debt: Greek Antiquity in an Era of
Austerity. Cambridge, Mass.: Harvard University Press, 2017.

YACTb Il | PARTII

at every re-birth. The time of the classical past is
undermined by the logic of the fossil or a primeval
Pan and then cunningly restaged as eternal return
and existential debt. Finally, we wanted to query the
institution of the modern museum as a site founded
on the display of classical antiquities. The exhibition
is therefore reimagined as a place for the circula-
tion of words, images, ideas, and objects. This is

a place designed to be open to the processes of
re-constellating what we think we know, to the
vagaries of mythmaking, to surprise. We wanted to
ask: What kinds of connections and conversations,
both with one another and with the past, can be
fostered through a book circulating in communities
that cannot be determined in advance? How might
those conversations change what happens in a gal-
lery? How does making circulation a major site for
liquefying “the classical” re-inflect the very idea of
the traveling exhibition?

In the exhibition’s recent movement from Athens
to London, the question of what it means for an
object to circulate becomes all the more pressing.
Here it matters quite a bit that “Liquid Antiquity”
is not a collection of antiquities, whose movement
from Greece to Britain could not help but restage
the trajectory of the Elgin Marbles. The vexed figure
of that trajectory is not just about the displacement
and deracination of heritage but implicates the very
logic by which the possession of these antiquities is
made to suggest ownership of something greater —
beauty, or culture, or, yes, “the classical’ It is about
the persistent trope of debt to the classical past that
has formed, from the very beginning, the relation-
ship of the modern Greek nation to its European and
especially British creditors, as Yannis Hamilakis and
Johanna Hanink have shown.* Nested in the idea
of the classical debt is both the idea that Western
Europe owes something, and maybe everything,
to the ancient Greeks but also the idea that the
(modern) Greeks will never live up to the glory that
was Greece. After all, one of the major rationales for
Britain's continued claim to the Elgin Marbles lies in
the argument that the Greeks are not capable of car-
ing for them. This of course stands behind, in part,
the monumental new Acropolis Museum in Athens,
where the place of the missing marbles stands emp-
ty, awaiting the return of the prodigal children. And
at the same time the very orientation of the modern
Greek state around the idea of the classical heritage
is hardly benign. The nexus of the classical past and
the twenty-first century present sustains the sense
that the value of modern Greece must be secured
through proving itself worthy of the classical legacy,
a proposition that has historically encouraged both
self-Orientalization and nationalist xenophobia. The
icons of iconic classicism were omnipresent and, as
Hamilakis has argued, pernicious signs that circu-
lated at the height of the Greek debt crisis.

At the same time, the fact that “Liquid Antig-
uity” is not a collection of antiquities does not mean
its circulation is not haunted by the question of to

4 Hamilakis Y. Some Debts Can Never Be Repaid: The
Archaeopolitics of the Crisis // Journal of Modern Greek Studies.
2016. Vol. 34. No. 2. P. 227—264; Hanink J. The Classical Debt: Greek
Antiquity in an Era of Austerity. Cambridge, Mass.: Harvard University
Press, 2017.
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whom the classical past belongs precisely because
the question of care is so implicated in the question
of ownership, and in the logic of descent. The figure
of liquidity is designed to disrupt the petrifaction

of antiquity as an object. With this project we tried
to rethink the very forms in which classical antig-
uity travels within and across communities under
the sign of liquidity. The book, Liquid Antiquity,

is structured around different forms and flows of
conversation that weave in and out of one another:
ten interviews conducted with artists; a visual essay
that puts contemporary art and art from antiquity
and the long history of classicism in dialogue; and
the twenty-seven “lexemes” that together create an
open-ended critical lexicon of concepts (debt, im-
mortality, the archaic, dialogue, métis, transmission,
the nude, and so on) for reimagining our relation
with antiquity. The volume's title essay offers one
way of mobilizing this lexicon in its reflections on
“liquid antiquity.” But the lexemes themselves are
available to create other accounts; they represent
an interminable series. Some of these conversations
spill over into the space of the gallery through the
video installation which opens them up to visitors
whose attention is caught between the object and
the screen and drawn in by voices, eddying together
and flowing on and looping back.

In experimenting with the forms of what has been
called “classical reception,” we were trying in part to
disturb the stable boundaries between the work of
scholars and the work of artists, freeing up roles and
positions. For the artists, conversations about their
practice and their relation to the past became the
“objects” in the exhibition; some of these objects shift
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5. UHtepsbio ¢ [Monom Haxom
B 9KCMO3MLMK «Terydan
aHTU4HoCTL: Beceapin.
Myzeit Benaku, ApuHbl,
2017 Mo 3akasy PoHaa
COBPEMEHHOr0 UCKycCTBa
DESTE.

Installation view, Liquid
Antiquity: Conversations
(featuring an interview by
Brooke Holmes with Paul
Chan), Benaki Museum,
Athens, 2017. Commissioned
by the DESTE Foundation for
Contemporary Art.

coobuecTtBa. KHura «Tekyyaa aHTUYHOCTb» BICTPOEHA BOKPYI pasHbIX
$OpM M NOTOKOB pPeyr, KOTOpble NepenneTarnTCA APYr C APYroM: AeCATb
MHTEPBLIO C XyAOMHWKaMK; BU3yanbHOE 3CCe, KOTOpoe powaaeT Ana-
NOr MeMAy COBPEMEHHBIM M @HTUYHBIM MCKYCCTBOM U AJIMHHOW MCTO-
pyYen KnaccuumMama; a Takke 27 «nekcem», KOTopble CO3Aat0T OTKPbITLIN
LN1A farbHENLER KPUTUYECKOM MHTEPNPEeTaLMM CNoBapb NoHATHI (gonr,
6eccmepTue, apxauyHbli, Auanor, métis, TpaHcnALMA, OOHaKEHHOCTb
M T.4.) M NOMOratoT 3aHOBO NPEACTABUTE Halle OTHOLWEHWE C aHTUYHO-
cTblo. 3arnaBHoe acce c60pHUKa NpeanaraeT oauH U3 cnocobos MoGH-
NM3aLMK 3TOMO NNEKCHMKOHA AJ1A OCMBIC/IEHUA «TEeKy4Yer aHTUYHOCTH»,
Ho a1 nekcembl camu no cebe cnocobHbl co3paBaTb ApYyrue UCTOPHH;
OHW ABNAIOTCA penpeseHTaumnen 6eckoHe4yHon cepun. Hekotopble 6eceppl
nepeTeKatoT B NPOCTPAHCTBO rafepen Yepes BUAEOUHCTAIALMM, OTKPbI-
BaloLLMe 1x AS1A noceTuTenen, Yse BHUMaHWe OKa3biBaeTCA NOMMaHO 0bb-
€KTOM M 9KPaHOM M NPUBNEYEHO 3BYyYalLlMMHU COBMECTHO rofiocaMm —
TO TEKYLLMMM Briepes, TO BO3BpaLLatoWUMMCA 0bpaTHo.
JOKcnepuMeHTUpYs ¢ GopMaMM TOro, YTO Ha3bIBAETCA “BOCTIPUATUEM
KNIACCUYECKOro Hacneama», Mbl NbITAIMCh YaCTUYHO NOTPEBOMMTL YCTO-
ABLUMECA rpaHuLbl Mexay paboTon yyeHbIx-uccnegosatenen n pabotom
XYOOHHUKOB, OCBOGOAMB MX POSIM W MO3ULMK. [nA XyA0MHUKOB pasro-
BOPbI 06 MX UCKYCCTBE M OTHOLLEHWWU G MPOLLILIM CTaNIU «NpeaMeTaMu»
BbICTABKW; HEKOTOPbIE M3 3TMX NPEAMETOB BbITECHAKT MeAna, Camu CTa-
HOBACb CMbIC/IOBbLIM LIEHTPOM BUAEOUHCTANNALMK. YyeHble e BMECTO
TOro, 4ToObl MOCBATUTL KaTanoXHbIE CTaTbM ye CyLLeCTBYOLWUM 06b-
eKTaMm, NpuayMasnm NoHATUA, «JIEKCEMbI», KOTOpblE camu Nno cebe cTanu
CTPOMTENBHBIMK SNEMEHTaMK AN1A CO3OaHUA «TeKyder aHTMYHOCTH». Buay-
anbHOe 3cce, MPOHM3bIBaOLLEE KHUTY, BRIOYaeT B cebna obpasbl, co3aaH-
Hble XyOOMHUKaMU-Y4aCTHUKaMW JaHHOMO MPOEKTa, HapaBHE C UCTOPH-
4YecKMMK obpasamu, BeibpaHHBIMKM aBTOpPaMK cTaTen o «ekcemax». Moen
COCTOANa He TONbKO B TOM, YTOObl CMellaTb CyLWeCTBYOLME TPAAULMH,
HO W B TOM, 4TOObI HalllynaTb HOBblE CTpaTernm, HeobXoaMMbIE MCTOPUKaM,
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TeopeTUKaM U XyOOoKHMKaM B paboTe C UCTOUHMKAMKM ANA CO3AaHMA
W Pa3BUTHA NPOCTPAHCTBA, B KOTOPOM ByaeT BO3MOXHa 3ab0Ta 0 Hallem
OTHOLLEHWM G aHTUYHOCTbIO.

«TeKy4an aHTUYHOCTb» — He 3aKOHYEHHAA KHUIa, HO MPOEKT, OPUEH-
TUPOBAHHbIM Ha NPOLLECC, MPOAOITKAIOLMIM pasBrBaTbcA Nofo6HbIN Mpo-
Teto. [Nocne ee ny6nukauunm B mapte 2017 r. M npoBeAeHUA BbICTABKM
«Teryyan aHTMYHOCTL: 6Geceapl» B My3ee BeHaku, naea npoekta npogon-
HaeT pasBMBaTbCA B PaMKax pasfiMiHblX COBMECTHbIX MHMLMATMB. Hanpu-
Mep, B ceHTABpe 2017 r. mbl ¢ [MNonuHon Kocmapaku, npu yyactim Jumu-
Tpua lNoHAKMKaca, nposeny B AdrHax nepBblii B CEpUM MacTep-Knace,
cobpaBLLKit BMECTE XyLOKHUKOB, CTOPUKOB 1 TEOPETUKOB C Liefbo
3aKonbLieBaTb «TeKy4yto aHTUYHOCTb» Ha caMy cebA, Tem camblM Nopo-
1B HOBbIE NeKceMbl M 6ecepbl. Bropoit macTep-knacc npotuen B utone
2018 r. B anpene 2018 r. A coTpyaHuyana ¢ xynoxHuuein Nsabennoi
Jlbtounc, KoTopan peannsosana 0OAHO U3 CBOMX 3HAKOBbIX MEPOMPUATHM
B npocTpaHcTBe ranepen Byli-xayc, roe 6eina CMOHTUpPOBaHa BbICTaBKa
«TeKyyan aHTMYHOCTb: 6eceapl». B pamkax MeponpuATHA, B KOTOPOM
TaKiKe y4actsoBasn dunocod actetrkn Keapa Hanennerto, ctopuk
1 TEOPETUK apxMTEKTYpbl DcTep Hol, a Takke KypaTop «Knaccuku cero-
AHA» Maitkn Ckeariep, 6bi1 NOSTy4YeH OTKIMK Ha NePeHOC MHCTaNALMK
B HEOKJTACCHYECKOEe NPOCTPAHCTBO, JIMLLEHHOE, TeM He MeHee, NamAT-
HMKOB aHTUYHOCTH. Llenb aaHHoro cobelThA cocTosAna He B BO3BpaLLe-
HUK 06paTHO K OOBEKTY, HO B NMepeHOCe ANANOrMyecKoro xapakrepa
6ecef, B NPOCTPAHCTBO My3eMHOro 3ana, TeM cambiM Yriy6rAa pasmbill-
NeHUA 0 Cy6beKTe YCNOBHOIO «Mbl». DTO COBbITUE 3a4eMCTBYET OTHOLLIE-
HWe, NPOXMBAEMOE B PEXUME PeanlbHOro BPEMeHM Mexay Tenamu, KoTo-
pble BCTPOEHbI B LUK 06paTHOM CBA3M, OXBATLIBAIOLLMIA HE TOMBKO 3TH
Tena, HO TaKXe M boraTyto HenpeacKasyeMbIMK CTUMYSAMK OKPYHatOLLYO
cpefly — 3anaxu, My3blKy, Cly4aiHbix nocetutenen. JlaHHoe cobbiTve
6b1510 OPraHN30BaHO BOKPYT MAEU CUMMATMK, 3aMMCTBOBAHHOM U3 NOCT-
KITaCCUYECKOM rpeyeckomn Gpunocodunm n MHTEPNPETUPOBAHHOM KaK ceTb
B3aMMOOTHOLLEHMWI, paBHO OXBaTbIBAOLLMX KaK YeNoBEeYeCKUe Tena, Tak
W HeopylleBneHHble NpeamMeTsl. Micnonb3ys cTapoMoaHoe NMOHATUE CUM-
NaTMK Kak CBA3M, BbIXOAALLEH 3a Npeaensl YUCTO HerIoBEYECKOro U YKO-
PEHEHHOM B MOHATUM NPUPOABI, 3TO COBLITUE IKCNEPUMEHTUPOBASIO

YACTb Il | PARTII

6. MHTepsbio ¢ Matbio
BapHu B akcnoaunumm
«TeKy4an aHTUYHOCTb!
Beceabi», BbINONHEHHOM
apxuTeKTypHbIM Btopo «Diller
Scofidio + Renfro». Myaeit
BeHaku, Adunnel, 2017. PoTo:
MaTbto [xoHcoH. Mo 3aKasy
®doHpa coBpeMeHHOro
nckycctea DESTE.
Installation view, Liquid
Antiquity: Conversations
by Diller Scofidio + Renfro
(featuring an interview by
Brooke Holmes with Matthew
Barney), Benaki Museum,
Athens, 2017. Commissioned
by the DESTE Foundation for
Contemporary Art.

media and become the core elements in the video
installation. The scholars, rather than contributing
catalogue essays to objects that already exist, instead
generated terms, “lexemes,’ that were themselves
building blocks for creating a “liquid antiquity.” The
visual essay threading through the book incorporates
images from the work of the artists involved in the
project alongside historical images contributed by the
individual lexeme writers. The idea, then, was not only
to scramble conventions but also to pioneer strate-
gies for working with the resources of historians and
theorists and artists to create and cultivate a space
for caring for the relation with antiquity.

“Liquid Antiquity” is not a closed book but an
ongoing, process-centric, protean project. Since
its publication in March 2017 and the exhibition of
“Liquid Antiquity: Conversations,” at the Benaki,
various collaborations have extended its work. For
example, in September 2017, Polina Kosmadaki and
I, together with Dimitri Gondicas, held the first of
what will be a series of workshops in Athens bring-
ing together artists and historians and theorists to
fold “Liquid Antiquity” back on itself while generating
new lexemes and conversations; a second workshop
will be held in July 2018. In April 2018, | collabo-
rated with the artist Isabel Lewis, who realized one
of her signature occasions in the space of the Bush
House arcade, where “Liquid Antiquity: Conversa-
tions” was being installed in London. The occasion,
which also involved the philosopher of aesthetics
Chiara Cappelletto, the architectural historian and
theorist Esther Choi, and the curator of “The Classi-
cal Now," Michael Squire, responded to the trans-
position of the installation into a neoclassical space
that is nevertheless lacking in antiquities. Rather
than folding back onto the object, it instead aimed
to extend the dialogic spirit of the conversations into
the gallery as means of thinking harder about the
subject of a provisional “we." The occasion engages
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7. VHTepsbio ¢ Matbio Baphu
B 9KCMO3WLIMK «Terydan
aHTUYHOCTL: Becenbi».
Myseit Beraxu, ApuHbi,
2017 Mo 3akasy PoHaa
COBPEMEHHOI0 UCKycCTBa
DESTE.
Installation view, Liquid
Antiquity: Conversations
(featuring an interview by
Brooke Holmes with Matthew
Barney), Benaki Museum,
Athens, 2017. Commissioned
by the DESTE Foundation for
Contemporary Art.

-

the relation as lived in real time between bodies that
are embedded in feedback loops encircling not just
these bodies but also a milieu rich in unpredictable
stimuli — scents, music, visitors en route to else-
where. The occasion was organized around the idea
of sympathy, understood in the rich sense developed
in post-classical Greek philosophy, as a network

of relations encompassing human and non-human
bodies alike. By drawing on an antiquated notion of
sympathy as more than human and bound up in the
concept of nature, the occasion experimented with
this question of what it means to have a relation to
antiquity in a context where the making of relations in
the present is also in play.

The idea of the experiment and the feedback
loop is thus central to the unfolding of “Liquid
Antiquity” as a project. These ongoing experi-
ments continue to map the transdisciplinary space
between the art world and the academy in the spirit
of resisting iconic classicism through the generation
of other models for working with and through both
the classical past and the long history of classicism
in art. It can be tempting to dismiss the classical as
dead and gone, obsolete. It can be equally tempt-
ing to try to resurrect the classical past, to save it
from irrelevance, by extolling its foundational status,
its persistent call to beauty and truth. In rejecting
both these options, “liquid antiquity” tries to make
a home with the classical not only as a cockroach
but also in the guise of other figures of resilience —
the worm, the amoeba, and the mushroom — and
partners in worldmaking.®

5 On worldmaking and cosmopoiesis, see also Holmes B.
Cosmopoiesis in the Field of “the Classical” // Deep Classics:
Rethinking Classical Reception, ed. Butler S. London: Bloomsbury,
2016. P. 269-289.
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C BOMPOCOM O TOM, Y4TO 3HAYMT UMETb OTHOLLEHWE C aHTUYHOCTBIO B KOH-
TEKCTE, BKIIOYAIOLLEM TaKHKe U GOPMUPOBaHME OTHOLLEHWI C HACTOALLMUM.
Mpen akcnepyMmeHTa U LMK 06paTHOM CBA3MW ABNAIOTCA MaBHbIMM
ANA pa3BUTUA «TeKydyer aHTUYHOCTU» KaK NpoeKTa. OTU OJALLMECA KCne-
PUMEHTBI MPOAOIIKAKT pasMeydaTb MEKAUCLMMIIMHAPHOE NPOCTPaHCTBO
MEKOY MUPOM UCKYCCTBA U HayKK MOL, 3HAKOM NMPOTUBOCTOAHWUA KaHOHM-
YECKOMY KNacCHULM3My NyTem NOPOMHKAEHUA MHBIX Mogenei npopabarsiBa-
HWA KM paboTbl KaK C KNACCHMYECKUM MPOLLbLIM, TaK U C AONFOM UCTOPHUEH
KINacCHKKM B UCKycCTBe. JTerko noaaatbCa UCKYLLUEHHIO M CMMUCaTb CO cye-
TOB KJTACCHYECKOE KaK YTO-TO yllellee, oTMepLuee, aTpodUpOBaBLLEECH.
He meHee 3aMaH4YMBOM MOMKET NMOKa3aTbCA MOMbITKA BOCKPECUTb Kaccu-
4ecKoe MpOoLLSIoe W CNacTu ero OT ycTapeBaHuWsA, NPOBO3rallas ero 0CHO-
BOMoOMaratmLwmi cTaTyc, ero BbICOKME Maeanbl MCTUHBI U KpacoTsl. OTpu-
uasa oba aTh BapuaHTa, «TeKyyad aHTUYHOCTb>» MblTAeTCA OAOMALLHUTL
KIacCCUYECKOEe He TOMbKO B POSM TapaKaHa, HO TaKkKe W Nog, MacKoM apy-
rMx meTadop CONPOTUBNEHWUA — YepBs, amebbl U rpuba — 1 NapTHEPOB
B NMpoLecce MUPOTBOPEHUA®.

5 O MMpOTBOPEHMM 1 KOCMOTO33KCe CM. Takke: Holmes B. Cosmopoiesis in the Field of “the Classical” //
Deep Classics: Rethinking Classical Reception, ed. Butler S. London: Bloomsbury, 2016. P. 269-289.

17



HpuHa AHTpOII0Ba

HNckakeHHas1 peaJiIbHOCTb:
pernpe3eHTal A KJIaCCUYeCKUX
00pa30B B COBPEMEHHOM
BUeoapre

CoBpeMeHHbIE XYO0KHUKK 06paLLaOTCA K MCKYCCTBY CTapbiX MacTe-
poB 60 HanpAMyto, TMB0 onocpenoBaHHO, AEKOHCTPYUPYA MUbbI,
BCTpavBas UX B CUCTEMY NepLEnTUBHBIX MIMO3WK, CBEPXHACHILLAA Knac-
cHyeckne obpasbl HOBbIMW aCCOLIMATUBHBIMM CBA3AMM M KOHHOTALMAMM.
Mpu aTOM coBpeMeHHble NPOM3BeAEHMA B COBPEMEHHOM MUPE, BbINOI-
HEHHble COBEPLUEHHO MHLIMKW XyA0KECTBEHHBIMW CpeacTBaMu, Npuobpe-
TatOT U HOBbIM CMbIC/, M HOBOE 3MOLIMOHANIbHOE HaMoTHEHHE.

Ha npumepax pa6ot Bunna Buonel u Oxynunana Posedenbarta npea-
NPUHATa NOMbITKa NPOoaHaIM3npPoBaTb NPOU3BEAEHNA BMAE0APTa, C ero
0Cc0o60M cUCTEMOW M30BparKeHUA-pacCcMaTpPUBaHUA-NPOHNUKHOBEHHMA,
rOBOPALLMX O MHOTOCITOMHOCTH MUPa, O Ayanname Hadvan, 06 aHamopdoae,
Aedbopmaumnm peanbHOCTU U NPUCYTCTBUM CBEPXPEATIBHOCTH.

Pa6oTbl, cospaHHblie Bronon 1 PosedenbaTom y3HaBaembl U cnewm-
dHYHBI. Y KawOa0ro CBOM COMMBLUMIACA CTWUITb, CBOM NPUEMbI M MeTOABI,
CBOA CeMaHTMKa auanora co 3putenem. B cywHocTi, nonpobHas Tpak-
TOBKa 00pa30B /17 BOCIPHUATHA He BakHa. TeM He MeHee, OHa O4YeHb
MHTEPECHa KaK 3N1eMEHT Urpbl, NpeanaraeMomn 3puTento, NOCKONbKY
BOBJ/IE4EHME MOXKET BblTb HE TONBKO 3MOLIMOHANBHBIM, HO Y UHTENEK-
TyallbHbIM — 3pUTesb BKOYAETCA B NPOLLECC, Y4aCTBYA B AeLUMPPOBKe
XyA0MEeCTBEHHbIX KOA0B. PagocTk y3HaBaHKA, pacno3HaBaHWA BCeraa
NMPUHOCKT YCMOKOEHWE B MATYLLYIOCA AyLly Ye/IOBEKa, MblTatoLLerocs
MOHATB, YTO *e TaKoe COBPEMEHHOe MCKYCcCTBO. Huwe aBTopoM npea-
CTaBneHbl MHAMBUAYaNbHbBIE KOAbI OMO3HAHWA, KOTOPbIE, KaK M3BECTHO,
BO MHOIOM 3aBWCAT «OT JIMYHOM 3HAKOBOW CUCTEMbI BU3YaslbHbIX AUCKYP-
COB, OT JIUYHOM "apXeonorun BU3yanbHOCTH >,

PaHHAA BUAEOMHCTANNALMA aMepUKaHCKOro BUAEOXyAoKHWKa bunna
Buonbl «OH peigaeT no tebe» 1976 roga co3naHa B pexmMMe MaKpo-
CbeMHKM. XyLOKHWK HaXOAMTCA B Havane NoucKa XyA0MeCTBEHHOMO A3bIKA,
C MOMOLLbIO KOTOPOro B JallbHEMLIWEM OH ByaeT perMcTprpoBaTb YenoBe-
YECKHWEe 3IMOLLMM, PaCLLUMPAA TaK HasbiBaeMoe «BpeMs adpdeKTar?, mactep-
CKM GUKCHPYA NAPOKCHM3Mbl MPOMEHKYTOUHBIX YYBCTBEHHbLIX COCTOAHUM.

1 Hyp6arosckuii A. A. HesanHeli Mpak: o4epKm no apxeonorun BusyansHocti. CM6.: APC, 2007. C. 25.

2 XaHceH M. b. H. Bpema adderTa, nm CBUAETENLCTBO #MU3HW // Meamna: memay Marvei 1 TexHonoru-
en/nog pea. CocHa H. n depoposoit K. M., EkatepuHbypr: KabureTHbii yuerbiit, 2014, C. 67—127.

Irina Antropova

Distorted Reality:
Representation of Classical
Images in Contemporary
Video Art

Contemporary artists turn to the art of the old
masters either directly or indirectly, by deconstruct-
ing myths, by embedding them into the system
of perceptual illusions, by oversaturating classic
images with new associative links and connota-
tions. At the same time, contemporary works in the
contemporary world, made with completely different
artistic means acquire both new meaning and new
emotional content.

This text analyzes the works by Bill Viola and
Julian Rosefeldt as examples of video art, with its
special system of image-vision-penetration, referring
to multiple layers of the world, dualism, anamorphosis,
distortion of reality, and the presence of super-reality.

The works created by Viola and Rosefeldt are
recognizable and specific. Each of them has its
own style, method, and semantics of dialogue with
the viewer. In fact, a detailed interpretation of the
images is not important for perception. Neverthe-
less, it is quite interesting as an element of a game
offered to the viewer, because engagement may be
not only emotional but also intellectual — the viewer
becomes involved in the process by participating in
decrypting the artistic codes. The joy of recognition
always brings peace to the restless soul of a per-
son trying to understand what contemporary art
is. Below, the author presents individual codes of
identification, which largely depend on the “personal
sign system of visual discourses,’ on the personal
“archeology of visuality."!

The early video installation by the American
video artist Bill Viola He Weeps For You (1976) is
created in macro mode. The artist is at the begin-
ning of a search for artistic language, by means of
which he will later register human emotion, expand-

1 Kurbanovsky A. A. Nezapnyi mrak. Ocherki po arkheologii
visualnosti [Sudden Darkness: Essays in Archeology of Visuality]. Saint
Petersburg: ARS, 2007. P. 25.

ing the so-called “time of affect,”? and masterfully
recording the paroxysms of intermediate sensory
states. However, already here we observe Viola's
keen interest in time: its slowing down, and its
instantaneous stopping.

The idea came to the artist at night when we
was walking home in the rain and noticed drops
of water on his glasses. In He Weeps For You
a drop comes out of a small brass valve, gradually
increases in size and falls down on a drum, emitting
a loud resonant sound. A new drop immediately
starts forming, and the cycle continues. The drop
is enlarged by a video camera and projected on
a large screen, and the viewer sees his/her own
distorted hyperbolized reflection, which slowly
grows together with the swelling drop, and then
loudly “explodes,” reproducing the macrocosmic
catastrophe on a microcosmic level.

In the last ten to fifteen years, Viola's video
projections have come close to paintings. However
already the example of the analyzed work shows
a certain synthesis of familiar images and icono-
graphic motifs. In this case, the very title of the work
refers to christianity. He weeps for you — he suf-
fered and died for you.

This may refer to some schemes of christian
art related to passions. Out of the 19 scenes, the
most approximate is the “Prayer for the Cup.” Be-
sides the Cup that has to be drunk being a symbol
of passions, the plot narrates the dual nature of
Christ — divine and human. Viola's drop, hanging
between heaven and earth and reflecting an image
of a person, emphasizes the duality and indissolu-
bility of the earthly and the heavenly, of the mun-
dane and the divine, of flesh and spirit in the same
way. As God has two wills, so man carries both the
human and the divine within. The latter is mani-
fested in particular by the fact that we are given
reason for trying to understand how the universe is

2 Hansen M. B. N. The Time of Affect, or Bearing Witness to Life //
Critical Inquiry. Spring 2004. Vol. 30. No. 3. P. 584—626.
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1. Bunn Buona.
«OH pblpaeT no Te6e». 1976.
Haap 13 Bugeo.
Bill Viola. He Weeps For You,
1976. Video still.
© Bill Viola, 2019.

OgnHaKo ywe 3aeck Mbl Habnogaem npuUcTanbHbIM MHTepec Buonbl
KO BPEMEHH, ero 3aMeSIeHUI0 U K OCTaHOBIIEHHOMY MIHOBEHHIO.

MaoeA npuwna K XyA0MHUKY OOHaMAbl HOYbHO, KOrAA OH Len A0MOWM
noa, OKAEM M 3aMETUN Ha CBOMX O4YKax Kannu Boabl. B «OH peigaeT
no Tebe» Kanns BbIXOAWUT M3 HEOONbLIOro NaTyHHOroO KnamnaHa, NoCTeneHHo
yBenuyMBaeTCA M nagaeTt BHM3 Ha bapabaH, M3naBaA rPOMKMIM pe3o-
HaHCHbIM 3BYK. HemepneHHo HaunHaeT popMHpoBaTLCA HOBaA Kanss,

W UMKN npogomkaetcA. Kanna ysenvueHa Buaeokamepom, npoeLmpyeTca
Ha 6OMbLUOM 3KPaH, U 3pUTESlb BUAMT CBOE UCKAKEHHOE rnnepbonmaun-
pOBaHHOE OTparKeHWe, KOTOpoe MeASIEHHO pacTeT BMecTe C HabyxaroLemn
Kannew, a 3aTeM C LyMOM «B3pPbIBa€TCA», BOCNPOM3BOAA MAaKPOKOCMMUYE-
CHyto KaTtacTpody Ha NprUMepe MUKPOKOCMa.

B nocnepHvne 10—15 net B1ONoOBCKWE BUAEOMNPOEKLIMM BNIOTHYIO
NPUBAN3UIIUCH K HUBONWCHBIM Npou3eeeHuaM. OOHaKo yxe Ha npumepe
OMNUCaHHOW BUAEOUHCTAIALMKW Mbl HABMHOAAEM HEKMIM CUHTE3 3HAKOMbIX
06pa30B 1 MKoHorpaduyeckmx MoTneoB. B gaHHOM cnyyae camo Ha3Ba-
HWe paboTbl OTChIIAeT Hac K xpucthaHcTey. OH pblgaeT no Tebe — oH
pblaaeT 3a Teba — OH cTpajan v ymep 3a Tebs.

Peub MOXeT MATH O HEKOTOPLIX CXEMax XPUCTUAHCKOIO MCKYCCTBa,
Kacatowmxca ctpacten. M3 Bcex 19 cueH Hanbonee 611M3KoM NpencTas-
nAaetca «Monenue o yawe». [ToM1MMo TOro, YTO Yalla, KOTOPYH HEM3BEKHO
NPUAETCA UCMUTb, ABNAETCA CUMBOIOM CTPaAaHWM, CIOXKET NOBECTBYET
O ABOWCTBEHHOM Npupoae Xpucta — BOKECTBEHHON U YeIOBEYECKOM.
HKanna Buonbl, 3aBrcluan memay Hebom 1 3emnen 1 Bobpasluan B cebA
4erioBeKa, TakMM xe 06pa3omM noavepKUBaeT ABONCTBEHHOCTb U HEpac-
TOPHMMOCTb 3EMHOMO U HEGECHOIro, TBAPHOIO M BLICOKOrO, MIIOTH U AyXa.
Kak 6or nmeeT e BONK, Tak M YENOBEK HeceT B cebe K YenoBeyecKoe,

n 6oxecTBeHHoe. [locnenHee npoaBnsaeTcA, B YaCTHOCTH, B TOM, YTO HaM
AaH pasyM, YTo6bl NONbLITAaTLCA MOHATL, KaK YCTPOEeHa BCeneHHasA. 3pu-
Tenb Buonel, Habntopaa ectecTBeHHOE NafeHWe Kanenb BoAkl CBEPXY
BHW3, C Heba Ha 3eMJI0, HAXOAMUTCA MEMAY HUMM, Ha CTbIKE ABYX MaHOB,
B CaMbli MU OTKPOBEHMWSA, B KAKOM-TO CTEMEHU ONULETBOPAA COOOM B3au-
MOCBA3b Meway Yenosevyectsom, BceneHHom m/mnm 6orom.

Y70 KacaeTca ABYXNNAaHOBOCTH, 34€Ch, Nonarat, yMeECTHO BCMO-
MHWTb BeHeuunaHcKue «Monenus o vawe» [IxosaHHW BennvHu u AHppea
MaHTeHbW M3 NOHOOHCKOM HaunoHanbHOM ranepen Kak npumep coeam-
HEHWA YPOBHEW peasibHOCTU U CBEPXPeanbHOCTH, Koraa ABa pasHbIX
NPOCTPaAHCTBEHHbIX Mf1aHa, OIULLETBOPAIOLWMX BOKECTBEHHOE BbICLLEE
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M 3eMHOE YenoBevecKoe, CBA3bIBANIMCL MOCTOM. Hpome Toro, xote-
nocb 6bl 06paTUTb BHUMAHWE Ha aHanornyHyto padoty Onb peko

n3 Myzses uckyccts Tonepo B Oraio (CLUA). B yactHocTH, Ha HeBepo-
ATHYIO NNAaCTUYHOCTb MPOCTPAHCTBA, KOTOPOE HMBET NO CBOMM 3aKO-
Hamu K, bonee Toro, Co3gaeT KOMMNO3nUMIO. MIcKamkeHHble popMmbl,

Kak Hawa pasbyxatowan Kannda, GopmMUpyoT BUAEHWE, NepeaaBan oLy-
LLeHWe HEKOM AYXOBHOM KyNbMUHALW.

«...M 6bin1 not Ero, KaKk Kaniu KpoBu, nagarolyme Ha 3eMiTo»>.
MoHO NpeanonoXuTh, YTO Kanns, COeAMHAA ABE pealbHOCTH, aCCOo-
LMUPYETCA U CO CNEe3ow, U C MPOIMTON KpoBbto. Heobxoanmo 3ameTuThb,
YTO KOrAa-TO COOTHOLLUEHUE Mexay 06pa3oM 1 OeNCTBUTENIbHOCTHIO ObINo
ApYyr1M: cpefHeBeKoBble 06pa3sbl 06nafanv peanbHOCTbIO MHOrO poaa —
OHa NoHWManack 6yKBasibHO, KaK ABNEHWE CaKpaslbHOro NunLa B 3pMMOM
¢dopme. HaumHana ¢ BospomaeHna n no ceronHAWHWMA AeHb 3TO HEKoe
WNNO30PHOE OKHO, rAe MOXHO BMAETb GaKTUHECKHU BCe, YTO YrOAHO.

Ha TuTyneHOM nucTte $paHLy3CKOM MNIIOMUHUPOBAHHOM PYKOMUCH «TpaK-
TaT ANA MOHaxWHb», patnpyemon okono 1300 ropa v xpaHaweica B bpu-
TaHCKOM BUBNMOTEKE, rae NoKasaHbl CTYNEHW AOCTUHEHUA COCTOAHKA
61aro4ecTMBOM OyLUW, MOHAaXMHA NafaeT HUL, Nnepes NapAWUM BUOEHUEM.
Ho yawa, B KOoTOpyto KanaeT KPoBb M3 paHbl XpUCTa, CTOMT Ha «pearlbHOM»
antape. NpucyTtctere Bora n cBA3b «06pa3 — peanbHOCTb» B AaHHOM
cllyvae ApamaTu3MpyeTCA KaKk HeKoe anTapHoe TaMHCTBO, Yepes HarnAa-
HOCTb U306pameH1A AEMOHCTPUPYA NPECTYNIEHUE 3aKOHOB MPUPOAb
NOCPeACcTBOM M3MEHEHUA cybCcTaHLMKn?,

Kpowme Toro, Kak Ham KameTca, paboty Buonel n croxeT Nepcrman-
CKoro caga o6beanHAET HEKOe HeM3DObIBHOE TparmiecKoe OaMHOYECTBO
(TpyZHO NPeACTaBWTL B STOM Kane OTPaKeHWe rpynnsl oaer).

OH pbigaet no Tebe — ana teba — 3a Te68 — BMecTo Te6A — OH
ymep 3a Teba. Ta uenb NnpuBoauT Hac K Thny Vir Dolorum — vkoHorpa-
drnyecron cxeme «Myw cropben» Kak BOMOLLEHUIO MAEN CKOpPOH, cTpa-
[aHWA M CMepTH 3a YenioBeyecTBo®. B yacTHOCTH, B MOCTOAHHOM 3KC-
nosvumn MWW npeacraBneHbl ABa NoA06HbLIX NAaMATHMKA — TaBona
BeHeuuaHua Hukono au MNeetpo® koHua XIV — Havana XV Beka v cne-
MOK YacTW rpobHULbI ennckona Pbesone berouuo Penepuru, BoINONHEH-
How Jlykon nenna Po66ua B 1454—1455 ropax. Ha nocneaHem npumepe
NoMeLLEeHHoe HaJ, MHAUBUAYaNIbHOM yCbiNanbHULLEN N306pameHe CUM-
BO/IM3UPYET HaZexay YenoseyecTna Ha cnaceHne. Ho akueHT nenaetca
Ha KOHKPETHOM YesloBeKe, TO eCTb Ha MOTUBE MHOMBUAOYaNIbHOIO Cna-
ceHuA. [Ny6oKMIA NINYHBIM CMbICT U KaMepHOCTb paboTbl Buonel anennu-
pyeT K ¢pecke Maso am Barko 1335 roga n3 kanennel Bapan an BepHuo
¢nopeHTHiickon Lepkan CaHTa-Kpoue, roe M3obpaeH NOOHABLLMIMCA
13 rpoba Yenosek Ha BOXbEM CyAe — PEeAKWUM CIOKET AJ1A TOro BPEMEHMU,
CBA3aHHbIM CO CNOpHOM AoKTpHHOM nanbl beHeankTa Xl «visio beatifica»
0 HernocpeaCcTBEHHOM BUAEHMM rocnofa Bo BpeMA cMepTH. Pedb Takke
MAET He O BCENTIEHCKOM XxapaKTepe cyaa, a 0 cyrybo M4HoOM NpeacToAHUH
B NMOrpaHnyHbI MOMEHT CMEpPTH.

3puTenb otpamaeTca B crede 6ora. [locToaHCTBO BEYHO BO306-
HoBnAwLwenca Kannv Bronel noaBoaMT 3pUTENa K anneropmm HeKo-
€ro NepMaHeHTHOro 6OKeCTBEHHOro NPUCYTCTBUA, K MOHATUIO LLIexmHbl.
B cBA3Kn ¢ aTMm BcnomunHaeTcAa ero pabora 1996 ropa — WeECTUMHHYT-
Hoe Buaeo «PacnAatne», raoe Boga 3anvBaeT, a 3aTeM U BOBCE CMblBaeT
durypy yenoseka, ocTaBnAa Ha nony ceov cnea. M atoT cnea, 1 Noytu

3 1k 22:44,
4 Bensrurr X. O6pas 1 kynet. Mctopra o6pasa 1o anoxw nckycetsa. M.: Mporpecc-Tpaanuma, 2002. C. 462.

5 [lpeBHerne nKoHorpaduyeckne namaTHukM — Kapaxucapckoe Esatrenve 1180-x rogos (PHE)
1 [ABYCTOPOHHAA MKOHa 13 KacTopun Xl Beka.

6 Bonpoc aTpnbyLmm 10 KOHLA HE peLLeH.
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organized. Viola's viewer, watching the natural fall
of water drops from the top down, from the sky to
the earth, lingers between them, at the junction of
the two planes, at the very moment of revelation, to
some extent embodying the relationship between
mankind, the universe, and/or God.

As for the two-dimensionality, it seems ap-
propriate to recall the Venetian “Prayers for the
Cup” (in the Western tradition — “The Agony in the
Garden”) by Giovanni Bellini and Andrea Mantegna
from the London National Gallery as an example
of combining the levels of reality and super-reality,
when two different spatial planes personifying the
higher divine and the earthly human, are connected
by a bridge. Besides this, it is worth mentioning
a similar work by El Greco from the Toledo Museum
in Ohio. In particular, it has an incredible plasticity
of space that lives by its own rules, and moreo-
ver — creates the composition. The distorted forms,
just like Viola's swelling drop, define the vision by
transmitting the sense of some spiritual climax.

“And his sweat was like great drops of blood
falling to the ground.™ We can assume that a drop,
connecting two realities, reminds us of both tears
and spilt blood. It should be noted that once the
relationship between the image and the reality
was different: the reality of the medieval images
was understood literally, as the appearance of the
sacred face in a visible form. Starting from the
Renaissance and to this day, it is some illusory
window, from which one can see virtually anything.
On the title page of the French illuminated manu-
script “Trez etaz de bones ames” (c. 1300) from
the British Library, which shows the required steps
to achieve the state of a pious soul, the nun falls
prostrates before the soaring vision. But the cup,
into which the blood from the wound drips, stands
on a “real” altar. The presence of God and the con-
nection “image-reality” in this case is dramatized
as an altar ordinance, by the visibility of the image
demonstrating the violation of the laws of nature
through the modification of the substance®.

In addition, it seems that Viola's work and the
plot of the Gethsemane garden are united by some
inescapable tragic loneliness (it is difficult to imag-
ine the reflection of a group of people in this drop).

He weeps for you — instead of you — He dies
for you. This chain leads us to the Vir Dolorum type
as an embodiment of the idea of grief, suffering
and death for humanity, used in the iconographic
scheme “Man of Sorrows.”® In particular, the perma-
nent display at the Pushkin Museum has two such
monuments: the Tavola by the Venetian Niccolo
di Pietro® (late 14th — early 15th centuries) and
the cast of the part of the tomb of Benozzo Fed-
erighi, the Bishop of Fiesole, by Luca della Robbia
(1454-1455). In the last example, the image placed
above the individual tomb symbolizes the hope

3 Luke 22:44,

4 Belting H. Image and Cult: A History of the Image before the Art Era.
Moscow, Progress-Traditsia, 2002. P. 462.

5 The most ancient iconographic examples of this type are the
Karakhissar Gospel (1180s) and the two-sided icon from Kastoria
(12th century).

6 The question of attribution is not completely resolved.
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of humanity for salvation. But the emphasis is on
a specific person, i.e. on the motif of individual sal-
vation. The deep personal meaning and intimacy of
Viola's work appeals to the fresco by Maso di Banco
from the Bardi di Vernio Chapel, Santa Croce, Flor-
ence (c. 1335), which depicts a man rising from
the grave before God's court — a rare plot for that
time, associated with the controversial doctrine of
Pope Benedict Xll “Visio beatifica” about the direct
vision of God at the time of death. It is not about the
universal character of the court, but about a purely
personal anticipation of the moment of death.

The viewer is reflected in the tear of God.
The constancy of the ever-renewing drop by Viola
brings the viewer to the allegory of some permanent
divine presence, to the concept of Shekhina. In this
regard, we may recall his later work — a six-minute
video Crossing (1996), where the water first pours
over, and then completely washes away the figure
of a person, leaving a trace on the floor. Both this
trace, and the almost physical smell of ozone give
a sense of reality to the disappeared image.

Recently, Viola's main means of influencing
the viewer has been the slow motion video, cre-
ated by changing the speed of recording. Slow
motion is generally one of the important strategies
of contemporary media artists. Not only because it
emphasizes corporeality, but also because it is able
to present phenomenological time as, following Hus-
serl, a specific trait of all experiences, a single form
of all experiences in one flow”. In He Weeps For You
we, one way or another, deal with stopped time. The
drop grows in the mode of the still real, but the artist
uses its physical property to swell slowly. In fact,
we already see here Viola's famous expansion of the
time threshold of “now!® This, in our opinion, cor-
relates with the medieval christian understanding of
time: everything that happened during the evangeli-
cal events takes place at any given moment. Chris-

7 Husserl E. |deas Pertaining to a Pure Phenomenology and to
a Phenomenological Philosophy (1913), Phenomenology of Internal
Time-Consciousness (1917).

8 Hansen M. B. N. Op. cit. P. 609.
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2. HOnuaH Posedensar.
«ULlymosuk». 2004.
Julian Rosefeldt.
The Soundmaker, 2004,
© Julian Rosefeldt, 2019.

$H13nYecKM oLyLaBLLMIMCA 3anax 030Ha co34aBasiv BrnevatieHme npu-
CyTCTBMA MCYe3HyBLIero obpasa.

B nocnenHee Bpema rnaBHbIM CpeacTBOM BO34EMCTBUA Ha 3puUTe-
new, «koHbKoM» Bronbl ABnAeTcA 3ameaneHHoe BUAEO, CO34aBaemMoe
NnocpeacTBOM U3MEHEHWA CKOPOCTHU CbeMKU. ameaneHne — BoobLe
0[Ha M3 BaMHENLMX CTpaTern CoOBPEMEHHbIX MeA1axyd0MHNKOB.

M He TonbKO MO BOB/IEYEHMWIO TETIECHOCTH, HO W MO NPeACTaBNEHUIO
¢dbeHomeHONorM4ecKoro BpeMeHu Kak, cneaya lyccepnto, cneumon-
4ECKOM YepTbl BCEX MEepPeHMBaHNA, eamnHoN GOPMbl BCEX MEepemnBa-
HMI B ogHoM noToke’. B «OH pbigaeT no tebe» Mbl Tak MK UHave
“MMeeM Aeno C OCTaHOB/eHHbIM BpeMeHeM. Kanna pacTeT B pexnme
elle peaslbHOM, HO UCMOJb3yeTcA ee PU3NYecKoe CBOMCTBO HabyxaTb
mMeasieHHo. B cyuwHocTH, nepes Hamu yie Hayano 3HaMEHUTOro BUOSIOB-
CKOro pacliMpeH1sa BpeMeHHOro nopora «tenepb»S. YTo Ha Haw B3rnag,
KOpPpPEeNMpyeT CO CpeAHEBEKOBbLIM XPUCTUAHCKUM NPeacTaBieHneM

0 BPeMeHM: BCe, 4TO NMPOMCXOAMIIO B €BaHI€/IMK1, MPOUCXOOUT U B KaM-
AYI0 KOHKPETHYIO MUHYTY. XPUCTUAHCKOE 9CXaToNorMyecKoe Bpems,

C OQHOW CTOPOHLI, NOApa3yMeBaeT ero KoHeLl, HO C ApYyrou, nonaraet
Ha4yaso HOBOMY COBEPLUEHHOMY MUPY, COBMELLaA NPOTUBOMOSIOMHbIE
MOAENN BOCNPUATHUA BPEMEHN — JIMHENHYIO M LMKInYeckyto. KoHuen-
LMA BOCNPUATMA MMPA KaKk BEYHO MOBTOPAIOLLMXCA COBBLITUIM — Kamaan
kannAa Buonbl KOHe4Ha, HO cam NPOLLECC LMKMYEH.

Hanna BbicTynaeT Kak oTpamarolan NoBepxXHOCTb, Kak MCKamaroLas
NWH3a, 3KpaH, nHTepdenc. M Henb3a He BCMOMHWTL 3HaMEHMUTbIE rof1-
naHackue otpamermna XVIl Beka, NoNbITKM XyA0HMHNKOB pacLLMpHTL BUaEe-
HWEe MUpPa, 3aneyaTsieTb HOBbIM B3MIAL Kak HeKn obpas ABOMHOMO 3pe-
HWA, HanNpaB/ieHHbI OAHOBPEMEHHO 1 Briybb, N Ha PACLLUMPEHME BHELLIHMX
ropu3oHToB. Kak, Hanpumep, Ha xoncte 1685 ropa «CyeTa cyeT» BaH oep
BuHHe 13 cobparmna TMWUKU um. A. C. TywKkmHa, roe B CTEKNAHHOM Lwiape
oTpamaeTCA HeBMOMMAA 3PUTENO YaCTb MAaCTEPCKOM G XyAOMHUKOM Moce-
peanHe. OTpaxeHne Buornbl nepenaet Ham BU3yanbHbI 06pa3 Kak onTu-
4eckyto unnoauto. OfHaKo, HECMOTPA Ha KamylLleeCA BHELLUHee CXOACTBO,
3TO He ronnaHackan Mogdens suaeHua. [ocneaHaa npeacrasnaeT cobom
napagurMmy KapTe3nmaHCKOro MMpPOBO33PEHMWA, HEKOEro paLMoHaIMCcTUYe-
cKoro cnocoba nosHaHusA, Toraa Kak y Buonbl aTo cKopee nonbiTka NocTu-
MEHWA MMPa Yepes AyXOBHblE CYLLHOCTH.

7 Tyccepnb 3. Vinen K YncToit beHoMEeHONOornn 1 GeHoMeHONordecKoi drunocopun. PeHomeHonorn-
yeckoe BpemA 1 cosHaHue Bpemenu. T. 1. M.: MK, 1999,

8 XarceH M. b. H. YKas. cou. C. 105.
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CTeknsHHble Wapsbl, Chepbl U MblfibHbIE MYy3bIpH LUMPOKO MCMOMb30Ba-
NUCb XyAOXKHUKamu B ctoweTe «CyeTta cyeT unu Vanitas, KOTopbIi HaxoouT
CBOE OTYET/IMBOE OTPaKEHWE B NPOU3BEAEHUAX HEMELKOIO XyAOMHUKA
FOnunaHa Posedenbara, 1, B HaCTHOCTH, B €r0 MaHOPaMHOM TpexKaHanb-
HoM 35-MMHyTHOM npoekuun 2004 ropa «LLlymoBuk» nnu «3ByKopemmc-
cep», Kotopasa B 2017 rogy 6bina npeacrasneHa Ha BeicTaBke «[lom Bre-
yaTtneHuid. Mporynka ¢ Tpy6agypom» 8 FMUN nm. A. C. MywkuHa.

BuaeounHctannaumm Posedenbarta pasHoobpasHble, CNOMHbIE,
KWMHemaTorpaguyHble, C BapUaTMBHOCTBIO CTUNEN OT JOKYMEHTalIbHOro
NMOBECTBOBaHWA A0 TeaTpasibHOM MOCTaHOBKHM.

lepo# «LLlymoBrKa» Bo3BpallaeTca AOMOM U coBepLiaeT
KakuMe-To onpeaesieHHble AeMCTBMA — KaK NpUBbIYHbIE ObITOBbLIE, TaK
M KarkyLumMeca HaMm HenoHATHeIMKU. Ho ¢ camoro Havana, elie Ao Toro,

Kak [epon 3awien B A0M, Ha GOKOBbIX 3KpaHax, GprIaHKUPYHOLLMX OCHOBHOM,
ero yxe nogxugaet LUymosuk. OH HabntogaeT 3a MaHunynaumsamu Fepos

M «03BYYMBAET”, T.€. MHTEPNPETUPYET 3BYKOM MPOUCXOAALLEE, Kak 0ObIHHO
o3syumnsatoT 95% ¢unbmos.

Mpy HenpepbIBHOM Y BHUMATENBHOM MPOCMOTPE 3pUTESNb BUAMT,
kak LLlymoBuWK nocteneHHo npespaluaeTcA B Ryknosoaa, B [nasHoro
reposn, B Mogepartopa npoucxogAallero, B [amensHcKoro AyaoyHuka. Lien-
KWM, Jame XWLLHbIM B3rNA80M OH «BegeT» [poTtaroHucTa, 3actaBnas ero
NPOW3BOAMTL T€ UK MHblE AENCTBUA, KOTOPbIE COOTBETCTBOBA/IM Obl €r0
wymam. M 3puTensb ywe He NoHMMaET, rae HacToALAA peaslbHOCTb, —

B gencteuax lepona nnu B ummtaumm LLlymosuka®.

Denicteua MNpotaronuncra u LymoBrKka-ummntatopa cnvearorca
B OOMH HepasaenMMbli MOTOK: NEPBbLIM HUBET, BTOPOW, OCTaBaACh
Ha MecTe, “UMUTUPYEeT» AEUCTBUA LLyMaMM, NpeBpaLlan }13Hb B UJILO-
3110, MOrpy*an Halle CO3HaHWE B HEKWMI KIPPOSTOBCKUM aHamopdo3-
nepesepThil: Anrca cama CHUTCA YePHOMY KOPOJHO, XpanAwemy B ry-
6u1He neca. He 6ynet cHa Kopona — He 6yneT u AeBoykun. Posedenbar
MMHUTUPYET NOBCEAHEBHYIO HW3Hb, NEPEBOAA OObIYHbIE BELLM WU AENCTBUA
B CTaTyC ansieropum, nepexoaa ot npegmeta K Metapope, TeM CambIM
npesocxoaA npegens peansHocti. OH AeMOHCTpUpYeT, Kak Boobpa-
Maemoe MOXeT NOPOAUTb AENCTBUTENBHOCTb M CaMo CTaTb peab-

HbIM B AJIALLENCA [EeNCTBUTENbHOCTU. TOYHO TaK Xe Koraa-To B UCKYC-
cTBe BapOKKO TOHKaA peanMCcTUYHaA NPaBoMBOCTL JIErKO COBMeLLanach
C BbIMbILLIEHHBIMW 3/IEMEHTaMM.

Posedenbar 3aroHAeT Hac B 3epKarnbHbIM NabUPHHT, roe nsobpakae-
Moe 1 n3obpameHHoe MeHATcA MecTamu. [ogobHaA pa3gBOEHHOCTb
OTHOCMUTCA He TOJIbKO K «3ByKOpEKUCCEPY», HO W KO BTOpOK paboTe Tpu-
nornn — «OLwenomMneHHbIN YeoBeEK». 34eCb TaKkKe NpeacTaBneHbl ABa
nepcoHaxa — [epoi 1 ero Anstep-aro. OfHako B 3TOM Cllyyae aBTop
naeT elle Aanblue, ypaBHWBaA NEPCOHaKeN B AEeNCTBMAX U NPEfOCTaB-
NAA «CaMOCTOATENIbHOCTb» KakAO0MY: OAMH paspyLuaeT, APYrol BoccTa-
HaBnMBaeT. 3aTeM repor MEHAIOTCA MECTAMM: Pa3pyLUMTENb CTAHOBUTCH

9 MoHO BCroMHUTL dunbm «Buaeoapom» [. KporerGepra (1983), rae rmasHbIi repoit npespallaetcs
B KM6OPra, BLINOSHAA MP1Ka3bl, 3aMMCaHHbIe Ha BUAEOKacCeTax, BCTaBNAEMbIX B OTBEPCTUE Y HEro Ha HM1BOTE.
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tian eschatological time, on the one hand, implies its
end, but on the other, it initiates a new perfect world,
combining the opposite models of time percep-

tion — linear and cyclical. This is the concept of the
perception of the world as a chain of ever-recurring
events: every one of Viola's drops is finite, but the
process itself is cyclical.

The drop acts as a reflecting surface, like
a distorting lens, a screen, an interface. And one
cannot help recalling the famous Dutch 17™ century
reflections — the attempts of the artists to expand
the vision of the world, to capture a new vision,
as a kind of double vision directed both towards
depth and the expansion of external horizons. As, for
example, in van der Vinne's Vanitas (1685) from the
Pushkin Museum, where the glass sphere reflects
a part of the studio and the artist in the middle, who
is not visible otherwise. Viola's reflection conveys
the visual image as an optical illusion. However,
despite the apparent similarity, this is not the Dutch
model of vision. The latter is a paradigm of the Car-
tesian worldview, a kind of rationalistic way of cog-
nition, whereas for Viola this is instead an attempt to
comprehend the world through spiritual essences.

Glass balls, spheres, and soap bubbles were
widely used by the artists in the Vanitas, which
find their clear reflection in the work of the Ger-
man artist Julian Rosefeldt, and, in particular, in his
panoramic three-channel projection The Sound-
maker (2004) presented at the exhibition House of
Impressions. Wandering with a Troubadour, in the
Pushkin Museum in 2017.

Rosefeldt's video installations are diverse, com-
plex and cinematic, with a variety of styles ranging
from documentary narrative to theatrical production.

The Soundmaker’s protagonist comes back
home and performs certain actions — both usual
domestic ones and those that seem unclear to us.
But from the very beginning, even before the Pro-
tagonist enters the house, the side screens flanking
the main one show the Soundmaker already waiting
for him. He watches the Protagonist’s manipulations
and produces sounds for them — the same way as
in the 95% of movie production.

With continuous and careful watching, the
viewer sees the Soundmaker gradually turning into
the Puppeteer, the Main Protagonist, the modera-
tor of what is happening, the Pied Piper. With his
clingy, even ravenous, gaze, he “leads” the Pro-
tagonist, forcing him to produce certain actions that
correspond to his noises. And the viewer no longer
understands where the actual reality is — whether it
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is in the actions of the Protagonist, or in the imita-
tions of the Soundmaker®.

The actions of the Protagonist and the Sound-
maker-imitator merge into one inseparable stream:
the first one lives, the second one, remaining in one
place, imitates the actions with noises, turning life into
an illusion, plunging our mind into a kind of Carrollian
anamorphosis-changeover: Alice herself comes to the
black king, who is snoring in the depth of the forest
in his dreams. If there is no king's dream, there is no
girl. Rosefeldt imitates everyday life by shifting the
status of ordinary objects and actions to allegories,
and moving from an object to a metaphor, thereby ex-
ceeding the limits of reality. He demonstrates how the
imaginary can generate reality and become real itself
in the ongoing reality. This subtle realistic truthfulness
easily combined with fictional elements was employed
similarly in baroque art.

Rosefeldt drives us into a mirror labyrinth,
where the depicted and what it depicts change
places. Such duality applies not only to The
Soundmaker, but also to the second work of the
trilogy — The Stunned Man. Here, again, there are
two characters — the Protagonist and his Alter Ego.
However, in this case the author goes even further,
equalizing the characters in their actions and giving
“independence” to each of them: one destroys,
the other restores. Then the characters change
places — the destroyer becomes the creator, and
vice-versa. Destructivity ends with re-creation, and
simultaneous but multidirectional actions are pre-
sented as the light and the dark side of the soul.

In contrast to Viola's minimalism, Rosefeldt's
works are full of objects' as an integral part of human
life, embedded into the concept of intrinsic whim
and external grotesque. This alludes to the genre
of Vanitas, which, at the peak of its popularity, was
clearly structured by a certain set of items, the sym-
bols of each of which were quite unambiguous. At the
stage of its formation, the Vanitas included the plot of
“Weeping Heraclitus and Laughing Democritus” as an
opposition of the two different views of life, two differ-
ent aspects of the human soul: the first mourns for the
people, the second laughs at their vain folly.

Let us turn to the famous anamorphosis by
Hans Holbein the Younger, Portrait of the French

9 Here we may recall the film Videodrome (1983) by David
Cronenberg, where the main character turns into a cyborg performing
orders recorded in videotapes inserted into the hole in his stomach.

10 Household objects in the hands of the Soundmaker turn into
musical instruments, just like indispensable attributes of the allegories
of the Vanitas.
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3. HOnuaH Posedenbar.
«LLlymosuk». 2004.
HKagp v3 dunbma.
Julian Rosefeldt. The Sound-
maker, 2004. Film still
© Julian Rosefeldt, 2019.

4. HOnuaH Posedenbar.
«OLIENOMEHHbIN YENOBEKY.
2004. Kaap v3 ¢punbma.
Julian Rosefeldt. The Stun-
ned Man, 2004, Film still
© Julian Rosefeldt, 2019.

cospaTenem n Haob6opoT. [leCTpyKTMBHOCTb 3aKaH4YMBaeTCA BOCCO3Aa-
HWEeM, N OQHOBPEMEHHbIE, HO pa3HOHarnpaBeHHble AeNCTBUA NPeacTaB-
NAOTCA KaK CBETNaA U TEMHAA CTOPOHbI AyLUU.

B npotvBononoxHocTe MrHMMmanuamy Buonel, pabotel Posedenbara
MOJHbI BELWEeN'®, KoTopble ABNAIOTCA HEOTBHEMIEMOM HaCTbO YenoBeye-
CHKOWM MM3HWM KOTOPble BCTPAMBAOTCA B KOHLEMLMIO BHYTPEHHEN Npu-
XOT/IMBOCTH M BHELLHEr0 rpPOTECKA. ODTO MNO3BOMAET 06PATUTLCA K HKaHpPy
Vanitas, Ha N1Ke CBOEW NOMYNAPHOCTU YETKO CTPYKTYPUPOBaHHOMY Oonpe-
AeneHHbIM HabopoM NpeaMEeTOB, CUMBOJSIMKA KarA0ro U3 HWX Bbina gocTa-
TOYHO ofdHO3HaYyHoM. B pabothl B aHpe «CyeTa cyeT» Ha 3Tane ero cra-
HOBNEHMA XyO0MHUKN NOPoM BCTpansanu croxeT «[Mnavywmin Mepaknut
1 cmetowmmnca [leMoKpHUT» Kak MPOTUBOMNOCTaBNEHWE ABYX PadHbIX B3rNA-
0B Ha MM3Hb, ABYX Pa3HbIX CTOPOH YENOBEYECKOM AyLUW: NEPBbIA OMNaKu-
Basn Ntofen, BTOPOW CMEANCA Haf, UX CYyEeTHOM MynocCTbHO.

O6paTtmca K 3HameHWUTOMY aHamopdo3sy MaHca MNonb6eriHa Mnaga-
wero «[lopTpeT ¢ppaHLy3cknx nocnos Hara Ae JaHTeBuna n Mopwka ae
Cenbsa» 1533 roga 13 noHgoHckon HauunoHansHow ranepev. Ha nepea-
HeM nnaHe M3o6pareH HeOObIYHbIM pacTAHyTHIM NpeameT. OgHako,
nog, onpefeneHHbIM YoM 3PEHUA CTaHOBUTCA NMOHATHO, YTO 3TO Yepen.
Pa6oTbl Po3zedenbara nonHel NOA06HbBIX UCKaKEHWUI — eCnn CMOTPETb
«NPAMO», NPOodaHHbIM B3rNALOM YETOBEKa, MOrPyEHHOr0 B GbITOBYHO
PYTHHY, MOXHO He yBHAETb HAYEr0 OCOOEHHOr0, KPOME USMULLIHUX CTPaH-
HOCTEN M HEKMX YMO3PUTENbHbIX MINO30PHbIX NATEH. HO nomMeHAB «yron
3peHnA», Mbl ABCTBEHHO BUAMM, Kak y [onbberiHa cmepTb NpeBpaLLaeTca
Mo CYTW B €AMHCTBEHHYIO peanbHOCTb, a y Posedenbarta aTon peanbHo-
CTbO CTAHOBMTCA «MOBOAOK», PAMKH, TUCKM CyAbObl MM COBCTBEHHbIX
MNPHBLIYEK (KTO BO YTO BEPUT), B KOTOPLIX Mbl BbIHYHAEHbI CYLLECTBOBAT.
Tem cambiM NPUBBLIYHAA HM3Hb UCKaKAETCA, TMLIAETCA CBOErO 3HAYEHMA,
npuobpeTan xapaKktep paHTOMa, Unnto3uu. LLlymoBuK-nmmTaTop ctaHo-
BMTCA 3€PKasIOM, OTPamatowmnM TLWETY pUTyana pyTHHbI U Hallen noBce-
AHeBHoCTW. Pa3Hoobpa3Hbie HbITOBEIE MpeaMeThl C MOMOLLBIO KOTO-

PbIX CO3Aat0TCA 3BYKOBble 3 deKTbl KOraa-To ObiNn «AeHCTBYHOWUMU»,

a Tenepb NPEBPATUINCH B XJ1aM, MPUIrOAHbIM NTMLb A7 UMUTaLLMUK HUSHH.
OHM MeHSAIOT CBOe NpefHa3HayYeHWe, a TOYHEE YTPAUMBAKOT Er0 COBCEM.
Mbl nonyyaem Hekyto napannensHyto BCENEHHYO, rAe Hallk AeNCTBMA

He umetoT cMbicna. beccmbicneHHOCTb NpeaMeToB Kak 6bl nepexoaunT

Ha npeaMmeTbl peaibHble, KOTOpbIMK Nonb3yeTcA lepon. M camun pgencTemA
[eposA cTaHOBATCA TaKUMK e abcypAHbIMK, Kak U BO3HA LLlymoBuKa.

BepHemca K cpaBHeHuto LLlymoBuKa ¢ [amensHCKMM Ayao4YHUKOM —
NepCOHaMeM NlereHs, K KOTOpoMy OXOTHO obpallanmMce HeMeLKMe nucarte-
nn-pomMaHThKK. HemeLkomy 6roprepckoMy poMaHTH3my BoobLue NpucyLL,
06pa3 ABOMHWKA — B BOMWEOHBIX CKa3Kax AeNCTBYHOLLMMK NULLAMW ABNA-
tOTCA apXMBapUyChbl, 4eSI0NPOU3BOAUTENN U Pa3HblE YUHOBHUKK. DTa Lune-
reneBCcKaA MPOHUA, Fae «BCe NPOCTOAYLWHO OTKPOBEHHOE U BCe MyboKo

10 BbiToBbIE npeaMeThl OKasblBatOTCA B PyKax UJyMOBMHa " CBOeOﬁpa3HbIMM My3blKaJIbHbIMW UHCTPYMEH-
Tamu, Kak HenpemeHHbIMK anM6yTaMM aﬂneropm «CyeTbI cyeT»,
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npuTBOpHOE»'", KOppPEenupyeT C PUPMEHHBIMK Npuemamn PosedenbaTa,
Koraa, BO-NnepBsbIX, ABYX NPOTUBOMOSOMHBLIX NEPCOHaKeEN UrpaeT OamH

M TOT e aKTep W, BO-BTOPbIX, UICTOPMA paboTbl CTAHOBMTCA HYaCTbio CaMow
paboTbl. Co CKpynyne3HOCTbIO U 3aMeydaTesibHOM GYAHUYHOCTBIO OH
AEMOHCTPUPYET HaMm NPOLLEeCC Co3AaHnA Gunbma, pedpnexkcupya Ha Temy
cpencTB KMHeMaTorpaga 1 Co3paBaeMbIx UMW HappPaTUBOB. DTOT aBTOP-
CKUM Npuem ele 6onee 6nmMcTaTelbHO NPOAEMOHCTPUPOBaAH B duUnbMe
«[ny6oroe 3onoto» 2013 roga, rae repoi Yepes CTEKNO CMOTPUT Ha CTeK-
NAHHBIN Wap 3a CTEHNAHHOM e BUTPUHOM, B KOTOPOM MCKYCCTBEHHbIN
3aMOK 3achiNaeT UCKYCCTBEHHbIM CHer. PeanbHOCTb MepLiaeT, KaK LKa-
TYNKa C CIOPMNpPM30M, OTKpbiBas HGeCKOHeYHble aHdunaael, Nopoxaan

M yHHYTOMan camy ceba. M B aTOM LIMKIMYHOCTH 3aKOMNbLOBaHbl TParnmam
W Hagdewaa oAHOBPEMEHHO.

Xota B BUAeOMHCTannAumMAx Po3edenbara HET NpMBbLIYHBLIX CTEPEO-
TUMHbIX METOA0B, BIIMAIOLLMX HA CO3HaHWe, YTOObI BbI3BaTh TPEBOTY —
MenbKaHWA CBETa, HaNPAKEHHOW MYy3bIKW, UMUTaLMK apPEeKTHBIX COCTOA-
HWM, — OH LUMPOKO MCMONb3yeT KMHemaTorpaduiyeckie TEXHOMOM MK,
cnocobbl Co34aHMA NEPLENTUBHBIX MIMO3UK, YTO NO3BONAET KOAUPO-
BaTb CaMble TOHKWE CMbIcrioBble Napagurmbl. O6pasHas CTpyKTypa ¢ YeT-
KWMM NOOXOAO0M OKa3blBaeT TOYHOE, pacCHMTaHHOe BO3LENCTBUE Ha 3pH-
Tena. BuoeopaboTbl 060raLleHbl pernccypo, cleHorpadmren, akTepCKom
paboTor. YCNOoMHEHHBIM BUAEOPAL, AOMONHAETCA MHOXKECTBOM NPOCTPaH-
CTBEHHbIX 9/IEMEHTOB: CbeMKa BEeeTCA C Pa3HbIX CTOPOH, M306pameHma
BpaLLaloTCA, Kamepa ABUKETCA MNaBHO BOOMb, B3a4, U BNepes.

Cpeam Hanbonee BakHbIX CTpaTerMi, KotTopble Ucnonbayet Pose-
denbaT ANA BOBNEYEHUA 3pUTENA B NPOLLECC, — AJIUTENbHBINA N0 BPEMEHHM
NoKas 0gHO06pPa3HbIX AENCTBUM, MOUTU 3aBOPAKMBAIOLLMIA U TMITHOTU3U-
pytowmit. 3puTens y6aroKaH HEKOTOPOM MOHOTOHHOCTbLIO, W BAPYT Che-
AyeT pe3Kni TONMYOK, HEOKMOAHHOE AENCTBUE, YTO HapAdYy C NOCTOAHHO
MEHAILLMMCA PaKypPCOM He AaeT 3PUTENO 3acKy4aTb.

M3BeCTHBIM NPOCTOP ANA MPOHUYHOM penpe3eHTaLMn NPONCXonA-
Lero NpefocTaBnaeT TPex- UK ABYXaKpaHHOCTb. C noMoLwbio $pnaHKku-
PYIOLLUMX CLEH AoCTUraeTcA 3dPERT MCKarKEHHOro BOCNPUATUA 0Opa3Horo
CTPOA 06bIYHbIX MOBCEAHEBHbIX A€ peanbHon Ku3HW. B «OwenomneH-
HOM YenoBeKe» K NONM3AKPaHHOCTH A06aBnAeTCA 3epKanbHOCTb. He non-
Haf, HO JOCTaTO4YHaA, HE KOHMPY3HTHOCTb, a cooTBeTcTBME. Hamepa
€30MT BAOMb KBapTUpbl, Tyaa-obpartHo. M nsobparenuns To pasbera-
tOTCA, KaK B KalieMO0CKOomMe, TO «CX/OMNbIBAOTCA» Ha JIMHUKU CUHTYNAPHOCTH,
AEMOHCTPUPYA 3ddEKTbI NOrOLLEHUA-PA3ABOEHUA.

B «LLlymoBuKe» Mbl Habnropaem novTM 6apoyHyto Urpy ceeTa —

OH NPOHMKaeT OTKyAa-To M3 rMybuHbl, KonebneTcA, cMAr4yaeTcA, 3aTem
CHOBa CryLILaeTCA B HArpOMOMAEHUM NPeaMETOB U, HAKOHELL, pasnnBa-
etcA. Tem cambiM CO34a€TCA AMMNUPUYECKOE MPOCTPAHCTBO C Pa3HbIMU
NNOCKOCTAMM U UX PUTMUYECKUM YepeoBaHWeM. B aTom npocTtpaHcTee
3BYK TaK¥e NnonyyaeT CaMOCTOATENbHYIO 3HAYMMOCTb, BMETAACh B CETh,
3aaHHYH0 BM3YyaslbHbIMK 06pa3amMmn — MCKYCCTBEHHbIE 3BYKW AenatoT
MCKYCCTBEHHOMW W CaMy *W3Hb.

BosBpaliaAack K UMUTaLMKM ONTUHECKKUX WITIO3UIM CPeaCcTBaMU KUHE-
maTorpada, 3ameTum, 4to Po3edenbaT AEMOHCTPUPYET, €CNK NCMNOoSb-
30BaTb TEPMUHONOIMIO0 HAPOKKO, CBOEOBPA3HbLIM TPOMMIEN C repOAMM.

B «LLlymoBuke» MUMutaTop MHOraa Bopyr oka3biBaeTCA Ha LEHTPasibHOM
9KpaHe, 1 3TUM NOAYEPKMBAETCA €ro BeAyLLan pofb, TaKHKe Kak Koraa
3puTenb He BUAMT lepos Boobue. B «OwenomneHHom yenoseke» ob6MeH
repoAMM NPOUCXOAUT HE3aMETHO, KaKk $OKyC, Tpebytowmni cocpenoTo-
yeHHoro npocmotpa. [oBecTBOBaHME AononHAeTcA abCypaHbIMKU «Meno-
4yammK», KOTOpble OCTAOTCA He3aMeYeHHbIMWU HEBHUMATENbHBIM 3pU-
TeneMm, Kak, K NpuMepy, pa3meLlnBaHWe Yana HOXOM ANA pa3pe3aHun
6ymaru. Mcnonb3ysa npuem yMHOMEHMA 04HOro obpasa, ero pasaBoeHus,

11 Bonbrep K. B. @. IpeuH. HeTeipe ananora o npekpacHom 1 o6 nckycctse. M.: Mcrycetso, 1978. C. 23.
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Ambassadors Jean de Dinteville and Georges de
Selve (1533) from the London National Gallery. In
the foreground, there is an unusual stretched object.
However, from a certain angle it becomes clear that
this is a skull. Rosefeldt's work are full of such dis-
tortions — if you look “straight ahead”, with the pro-
fane eye of a person immersed in a daily routine, you
will not see anything special, except for unnecessary
oddness and speculative illusory spots. However,
when changing our “point of view,” we clearly see
how Holbein’s death turns into a single reality, while
in Rosefeldt's case this reality is a “leash,” a frame,

a vise of fate and one's own habits (depending on
what one believes in), in which we are forced to ex-
ist. Thus, habitual life is distorted, becomes deprived
of its meaning, and acquires the character of a phan-
tom, an illusion. The Soundmaker-imitator becomes
a mirror, reflecting the futility of the ritual routine and
our everyday life. A variety of household items used
for creating sound effects were once “operating,’
and have now turned into rubbish, suitable only for
imitating life. They have changed their purpose, or
rather, lost it completely. The result is some parallel
universe, where our actions do not make sense. The
senselessness of the objects passes to real objects
used by the Protagonist. And his actions become as
absurd as the fuss of the Soundmaker.

Let us turn to the comparison of the Sound-
maker with the Pied Piper, a character of legends,
which German Romantic writers eagerly addressed.
The image of a doppelganger is generally inherent
in German burgher Romanticism — in fairy tales,
the protagonists are registrars, clerks, and various
officials. This Schlegelian irony, where “everything
is innocently frank and deeply feigned,"!" correlates
with Rosefeldt's methods when, firstly, the same
actor plays two opposite characters, and, secondly,
the story of the work becomes part of the work
itself. With scrupulous and remarkable mundane-
ness, he demonstrates the process of film creation,
reflecting on the theme of the means of cinema and
the narratives created by them. This author’'s method
was demonstrated even more brilliantly in the film
Deep Gold (2013), where the main character looks
through the glass at the glass sphere behind the
glass showcase, into which the artificial castle
pours artificial snow. Reality flickers like a casket
with a surprise, opening endless enfilades, generat-
ing and destroying itself. And in this cycle, tragedy
and hope are simultaneously looped.

Although Rosefeldt's video installations do not
have the usual stereotypical methods that affect
consciousness to cause anxiety (flickering light,
intense music, imitation of affective states), he makes
extensive use of cinematographic technologies, of
ways of creating perceptual illusions, which allows for
encoding the subtlest semantic paradigms. An image
structure with a clear approach has an accurately cal-
culated effect on the viewer. Video works are enriched
by directing, scenography and acting. A complicated
video sequence is supplemented by many spatial ele-
ments: scenes are shot from different points, images
rotate, the camera moves smoothly back and forth.

11 Solger K. W. F. Four Dialogues on the Beauty and Art. Moscow:
Iskusstvo, 1978. P. 23.
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Among the most important strategies that
Rosefeldt uses to involve the viewer in the process
is the long-running display of monotonous actions,
that are almost mesmerizing and hypnotic. The view-
er is lulled by the certain monotony, and suddenly
there is a sharp push, an unexpected action that,
along with the constantly changing foreshortening,
does not allow the viewer to become bored.

Having two or three screens provides a certain
space for ironic representation of what is hap-
pening. The flanking scenes provide the effect of
distorted perception of the imagery structure of
ordinary everyday routine. In The Stunned Man
a mirror effect is added. Not full, but sufficient, not
congruent, but corresponding. The camera moves
along the apartment, back and forth, and the images
either scatter, as if in a kaleidoscope, or collapse at
the line of singularity, demonstrating the effects of
absorption-bifurcation.

In The Soundmaker we see an almost baroque
play of light — it penetrates from somewhere in the
deep, oscillates, softens, and then again thickens
in a heap of objects, and finally emanates. This cre-
ates an empirical space with different planes and
their rhythmic alternation. In this space, the sound
is also given independent significance, woven into
a network defined by the visual imagery — artificial
sounds make life itself artificial.

Coming back to the imitation of optical illusions
by means of cinematography, it should be noted that
Rosefeldt demonstrates a kind of trompe-/'ceil, to
use the baroque terminology, with his characters. In
The Soundmaker, the Imitator sometimes suddenly
appears on the central screen, which emphasizes
his leading role, just as when the viewer does not
see the Protagonist at all. In The Stunned Man,
the exchange of characters happens imperceptibly,
requiring focused viewing. The narrative is sup-
plemented by the absurd trifles, not visible to the
inattentive eye, like, for example, stirring tea with
a knife for cutting paper. By using the method of
the multiplication of a single image, its bifurcation,
by launching a continuous relay race of appearing
and disappearing, crossing the boundaries between
spaces, Julian Rosefeldt vividly demonstrates how
a man, inventing rituals himself, falls into a trap of
a puppeteer-imitator, dooming himself to running in
a wheel, to wandering inside a Mobius strip.

At first glance, what Bill Viola and Julian
Rosefeldt — who are very different artists — have
in common is (to paraphrase Deleuze) the endless
process of creating the visible, producing the effect
of secrecy and provoking a passion for learning.
The act of addressing the viewer in Viola's case is
directed from the inside of the image, while in Rose-
feldt's case, the images are in contact with each
other, but speak of us. Viola's dialogue with the
viewer and Rosefeldt's dialogue about the viewer
happen simultaneously in real and symbolic inner
spaces. Bill Viola seeks and finds the meaning of
existence in an instant, slowing it down and giving
it the gift of infinity. Julian Rosefeldt elevates the
absurdity of very existence to the maximum. He mul-
tiplies moments. Not by enlarging, but by replicating
them, and eternity becomes stuck in a meaningless
moment, in which nothing at all happens.

MPUHA AHTPOMOBA | IRINA ANTROPOVA

3anycKas HemnpepbiBHYO acTadeTy UCHE3HOBEHUSA W NOABNEHUA, Nepe-
CeyeHunA rpaHuL, Mexay npocTtpaHcTeamu, FOnmaH Posedenbar 3pe-
NULLHO JEeMOHCTPUPYET KaK YenoBeK, NpuaymMbiBan cebe putyasbl, nona-
AaeT B NIOBYLLKY KyK1OBOAa-MMMTaTopa, obperan ceba Ha ber B Konece,
Ha 6nyxaaHue no neHte Mebuyca.

Takux pa3Hbix Ha NepBbIM B3MNAL XyOOKHWKOB, Kak bunn Buona
n FOnuan Posedenbar obbeanHaeTt, nepedpasmpys denésa, 6eckoHey-
HbIM NPOLLECC CO3MAAHWA BUAMMOTO, NMPOU3BOAALLETO 3PPEKT TarHbI
M NPOBOLIMPYHOLLLErO CTPACTb K No3HaH0. AKT obpallenna y Buonsl
HanpasJieH U3HyTpu obpasa K 3puTento, a y Pozedenbarta obpasbl KOH-
TaKTUPYIOT Meway Cob6oW, HO roBOPAT 0 Hac. [uanor co 3putenem Buonb
W amanor o 3puTene Posedernbara npoMcxoaaT O4HOBPEMEHHO B peab-
HOM M CUMBOJIMYECKOM BHYTPEHHEM NpocTpaHcTBax. bunn Buona vwet
W HaXOOMT CMbIC/ CyLLECTBOBaHWA B MIHOBEHWM, 3aMEANAA WU HAAENAs ero
Aapom 6eckoHeuyHocTH. FOnunaH PosedenbaT abeypaHOCTs caMoro cylue-
CTBOBaHWA BO3BOAMT B MPEBOCXOAHYHO CTeneHb. Pa3aMHoKaeT MrHoBeHUA
HEe YKPYMHAA, a TUPAKMPYA KX, U BEYHOCTb 3aMblKaeTcA B 6ECCMbICTIEHHOM
MFHOBEHWH, B KOTOPOM HUYErO HE MPOUCXOAMT.
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Anuna CtpenbloBa

HcTopu KaK JKU3HEeHHBIH OIIbIT
B COBpeMeHHOM HCKYCCTBe
1 MaCCOBOM KYJIbTYype

BHuMaHWe K MECTHOM MCTOPUKM U MECTHBIM COOBLLLECTBAM — Bamk-
HaA TeHOEHLMA COBPEMEHHOr0 MCKycCcTBa. HacTo Xy[oMHUK B AepeB-
HAX, HEBOSbLUKMX FOPOAAX WU OTAENbHBIX parMoHax MeranosiMcoB BMeCcTe
C HUTENAMK NPUOYMbIBAET NPOMU3BEAEHNE Ha TEMbl MECTHOMO MPOLUIOro,
BOCCTaHaB/IMBaET yTpayeHHble pemMecsna U CoLmalibHble MPaKkTUKKY, pabo-
TaeT C KONNEKTUBHBLIMU TPaBMaMu, CO34aeT AOMONHUTENbHbLIE CBA3U
MemAay YneHamu coobuiecTtsa. Ha KpynHbIx MexayHapoaHbIX BbICTaB-

Kax MOXHO OOHapYyHMTb MHOKECTBO Takux paboT. [ofo6HbIe NpoeKTh,
NPUHAANEHKAT JIM OHU XYOOKHUKY, KypaTopy WK apT-pe3naeHLmMm, Nerko
Haxo4AT NOALEPHKY, MOCKOMbKY 3a4aCTyt0 CTUMYIMPYIOT MECTHYHO SKO-
HOMMUKY, Pa3BMBatOT TYPU3M, a XYAOKHHUK B HUX BbICTYNaeT B POSIM COLM-
anbHoro paboTHWKa unu ncuxonora. B uenowm, ata ctparerva MoxeT pac-
CMaTpMBaTbCA KaK elle OfHa MNonbITKa caenaTe COBPeMEHHOE MCKYCCTBO
AOCTYMHLIM CaMblM Pa3HbIM JI0AAM, He CHUXasA ypoBeHb pabot. OgHako
MOCKOMNbKY NOA0OHbIE NPOEKTLI 06paLLeHbl K LUIMPOKOM ayanuTopUH,
YMECTHO 3a4aTbCA BONPOCOM O Pa3HOM BOCMPHUATUM UCTOPUKU B MACCO-
BOM KyNnbType 1 B U306pasnTeslbHOM UCKYCCTBE.

PasrpaHnuntb a1 ABe cdepbl MOKHO Ha OCHOBE MX 3ajay: pas-
BieKaTenbHble NPOEKTbl MaCCOBOM KyMNbTypbl CO34at0T NPOCTPaHCTBO
AnA nobera oT 60N1e3HEHHOM, HEKOMPOPTHOM PeaslbHOCTH, a XyA0M-
HWKKW, HAOBOPOT, BLIABMAIOT MCTOPUYECKHUE TPaBMbl U NpopabaTsiBatoT
nx co 3putenem. OgHaKko v Te, U Apyr1e NPON3BEAEHNUA CYLLECTBYIOT
B 06weM MHGOPMaLMOHHOM NPOCTPaHCTBE, MO3TOMY B NMOrPaHUYHbIX MPO-
€KTax Ha CTbIKe MacCOBOW BWU3YyanbHOW KynbTypbl U COBPEMEHHOMO MCKYC-
CTBa MOMHO OBHapYHMTb CNOKHYI0 B3aMMOCBA3b.

B aTtom TekcTe paccmatpuBaeTcs pag nprMepoB GU3MYECKOro,
TeNecHOro nepenpoMxunsaHna nctopun B Bennkobputanmm XIX—

XXI Beros. CoeaguHeHHoe HoponeBcTBO — oaHa 13 CTpaH, rae akTUBHO
paboTatoT Haf, OCMbICIEHWEM CBOEW MCTOPUEN, NPUYEM MHULIMATUBA

B NPOBEAEHNN TEMATUYECKUX MEPOMPUATUI NPUHALSIEKMUT, KaK NPaBuno,
He CTOMbKO rOCYyAapCTBY, CKOJIbKO CaMUM MUTENAM — aKTUBUCTaM, XyAOMH-
HWKaM, OBLLECTBEHHbLIM OpPraHn3aLMaAM — B apT-cpeae U 3a ee npeae-
namu. No cnosam MNona Puamena, 3amectutens aekaHa Koponesckoro
Konnepxa JloHpoHa, «6puTaHLbl NIOOAT AymaTb 0 cebe Kak O HaumK,

Alina Streltsova

History as a Living Experience
in Contemporary Art
and Mass Culture

Interest in regional history and local communi-
ties is an important tendency in contemporary art. At
large international exhibitions one can find many works
in which an artist — along with inhabitants of villages,
small towns or different parts of metropolitan areas —
creates projects related to a local past, restores lost
craft and social practices, works with collective trauma
and creates new connections between community
members. It does not matter whether such projects
belong to an artist, a curator or an art-residency; they
easily gain financial support, as these projects often
stimulate the local economy and develop tourism, addi-
tionally the artist acts as a social worker or a psycholo-
gist. As a whole, this strategy can be regarded as yet
another attempt to make contemporary art accessible
to people from diverse social groups without lower-
ing the quality of the work. However, as these projects
mainly address the general public, it is pertinent to ex-
plore various perceptions of history in mass culture and
fine art. The distinctions between these two spheres
can be made according to their goals: entertaining pro-
jects create a space of escape from distressing reality,
whereas artists detect historical traumas and address
them with an audience. Yet all these works lie in one
media landscape — a more complex situation can be
observed by turning to cross-disciplinary projects at the
interface of mass visual culture and contemporary art.

The United Kingdom is one of the countries ac-
tively working with its history, and in which an initiative
for carrying thematic events comes, as a rule, not from
the government but from citizens — activists, artists,
non-governmental organizations — in the art field and
beyond. According to Paul Readman, Vice-Dean for
Research at King's College London, the British like to
think of themselves as a nation living its history very
vividly." However, in the era of Brexit, a question of the

1 Personal interview with Paul Readman, professor in Modern British
History, King's College London.

balance between the international and national in its
culture is of utmost importance; as national, to a large
extent, is defined by its relation to the history. That is
exactly why turning to the British experience seems
more than relevant nowadays. For the same matter |
suppose it is important to go beyond the framework
of fine art into a broader cultural context.

1.

| would like to start with pageant fever. This term
refers to staged theatrical performances — reenac-
tions of historical events which had happened in British
towns — something that became widespread among
British society in the beginning of the 20th century. In
1905, Louis Napoleon Parker, a school music teacher,
wrote a script for a small community of inhabitants of
Sherborne, Dorset; actually, for his neighbors. They
were supposed to reenact (in the open-air) the events
from English history which had occurred in their town
since the Roman conquest. Hundreds of inhabitants
became enthusiastically involved in the performance
and thousands of British people became spectators of
this costumed piece. It enjoyed immense success. The
following year a similar event was held in Warwick, then
in York, and shortly afterwards, dozens of towns started
to invite Parker to direct something similar.?

In Russia a similar movement also exists, howev-
er British pageants differ a lot from Russian historical
reenactment clubs. Louis Napoleon's core idea was
that a play should be performed not by enthusiastic
professionals but by town residents, ordinary people
who might have happened to be direct descendants
of first-person participants of the event. It is also key
to remember the concept of local community, which
is traditional for British culture. Communities of resi-

2 The project The Redress of the Past: Historical Pageants in Britain,
1905—2016, the biggest archive of historical reenactments in Britain.
https://www.historicalpageants.ac.uk (accessed on 27.12.2018).

ANMMHA CTPENbLIOBA | ALINA STRELTSOVA

1. Y4acTHWKM UCTOPUYECKOM
nocTaHoBKKM B Kapnaiine ot-
[bIXaI0T NOCNE BLICTYMNEHWA,
1951. PoTorpadua caenaHa
BO BpEMA npasfHuka B Kap-
naine, rpagpctso Kambpua.
Participants of the historical
staging in Carlisle resting
after the performance. 1951.
Photo taken during
the holiday in Carlisle,
Cumbria county.
© The Redress of the Past,
2019. Courtesy of the Tullie
House Museum and Art Gal-
lery Trust. Published with the
permission of Paul Readman.

KoTopas 0COB6EeHHO OCTPO MeperUBaET CBOK UCTopUio»'. Elle BaxHee,
4TO B NepexoaHbiv nepuoa BpekaunTta nepen cTpaHoM OCTPO CTOMUT BONPOC
0 6anaHce Mex/ayHapoOHOro 1 HauMoHanbHOro B ee Kynetype. Hauno-
HasnbHOE, B 3HAYUTENBHOM CTENEHW, ONpPeaenseTCA UMEHHO OTHOLEHUEM
K nctopun. MmeHHo noatomy obpatleHne K 6pUTaHCKOMY OMbITY NPea-
CTaBnAETCA 0COBEHHO aKTyanbHbIM CeroaHa. [1o Ton e npuynHe MHe
KaXKeTCA BaXHbIM B UCCNeA0BaHWM BbIMTU 3a PaMKK M306pa3nTenbLHOrO
MCKYCCTBa M 06paTUTLCA K Bonee LWMPOKOMY KyNbTYPHOMY KOHTEKCTY.

1.

HauaTb MHe 6bl x0TENOCH C paccKkasa o pageant fever, 4To MOXHO
NepeBeCTH KaK «PEeKOHCTPYKTOPCKoe 6e3ymue» unu «<MacKapaiHas IMxo-
panka». Peub naet 06 oxsatusluen 6prMTaHCKOe 06LWEeCcTBO C Havana
XX BeKa BOSIHE KOCTHOMUMPOBaHHbIX MPa3aHECTB, rAe BOCNPOM3BOAU-
JIUCb UCTOPUYECKHE COBLITUSA, MPOUCXOOMBLLME HA TEPPUTOPUN HEDOSb-
wmx ropopos. B 1905 roay WKonbHLIM yunTenb My3sbikun Jlyn Hanoneox
MapKkep Hanucan cueHapui NpasgHUKa af1a HebosbLWOoro coobLlecTBa
wuTenen ropoga LLlep6opH B rpadctee JopceT, bakTMyeckun asa CBomx
coceneirt. OHW [oMKHbI BbiNK pasbirpaTe COOLITUA aHIMUMCKOM UCTO-
pWYK CO BPEMEH PUMCKOrO 3aBOEBaHMWA, KOTOPblE Pa3BOPAYMBATIUCE Y HUX
B ropoake. COTHU *KuTenen ¢ SHTY3Ma3MOM MPUHANM y4acThe B NocTa-
HOBKe, a ThICAYM BPUTaHLIEB CTalW 3PUTENAMKU 3TOrO KOCTIOMUPOBAHHOMO
cnekTaknA. Ero ycnex 6bin HeobeivarHeiM. B cnepytowem rogy nogobHoe
AeNcTBO GbiNo NoKasaHo B YopuKe, NoToMm B MopKe, 1 B CKOPOM BpeMeHH
AECATKM ropofos 3Bann K cebe lNMapkepa, 4ToObI OH U Y HUX CPEHUCCHUPO-
Bas1 HEYTO NOJ06HOE?.

B Poccuu Takke cywecTsyeT ABHKEHWE PEKOHCTPYKTOPOB,
ofHaKo B6pUTaHCKWE pageants OYEHb OTIMHAKOTCA OT MOCTAHOBOK, KOTO-
pble CO3aatoT oTevecTBeHHbIE KNy6bl. [NaBHasa npena Jlyn Hanoneona
cocToAna B TOM, YTO6bl 4ENCTBO Pa3birpbiBa/IOCh HE YBIIEYEHHbIMU Cre-
LuManncTamMu, a caMmmmM RUTENAMU ropoaa, 06bIYHBIMKU NHOALMU, BEPOATHO,

1 W3 nnyHoit 6ecenpl aBTopa cTathu ¢ MNonom PruamaHom, nctoprkom RoponescKoro KonneaMsa JloHaoHa.

2 o matepuanam npoekta The Redress of the Past: Historical Pageants in Britain, 1905—
2016, — camoro KpynHoro apxmsa MCTOPUYECKNUX PEKOHCTPYKUMI B Bennkobputanmm, URL:
www.historicalpageants.ac.uk (nara obpatlerusa: 27.12.2018).
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MPAMBIMU MOTOMKaMM Y4aCTHUKOB COBBITUIM. 34eCb OYEHb BakHa Tpa-
ouvuuoHHas ans Bputanumn npea «mectHoro coobuectsa». M obwHocTb
MUTENen CKNaabiBanach WM NoATBEPKAANACh KaK pa3 Ha peneTULLMOH-
Hbix nnowaakax. OoHoM M3 3ada4 PeKOHCTPYKLMM ObINO CMeLleHre BCex
06LLECTBEHHBIX KNACCOB: NMOKa MHUTENN 06CYHOANN CLEHAPUM, CMOPHIIM
0 JeTaNAX W waanv CBOero BbixoAa Ha «CLieHy», NpeAcTaBUTeNn pasHbIX
COCJI0BWIM MOIMK 06LLaTbCA Ha paBHbIX. [10aTOMy Ha HavyanbHOM 3Tane

B NOCTAaHOBKax He 6biK 3a4eMCTBOBaHbI NPObECCHOHAIbHLIE aKTEPbI.
Kpome Toro, HMUMaTUBA MX NPOBEAEHUA NPUHAANEKANA CAMUM KUTE-
NAM, OHW BblKpauBanu BpemMs AnA peneTuLmi 1 CaMOCTOATENLHO LMK
KOCTOMbI. [pUHLMNMANbHBIM 4518 TaKMX MepPONpPUATUIM Bbina 0Co3HaHHasnA
paboTa C NpoLWsbLIM U NaMATLIO MecTa.

B KoHeuyHOM uTOre ABMKEHME BLILNO 3a NPeenbl ManeHbKUX ropoa-
KOB, OXBaTWU/O CaMble LUIMPOKKUE CNOU HaceneHna. PeKoHCTpyKUMAMK
3aHMManncb paboune, CyPpparkMCTKH, YneHbl KoMMyHWCTUYECKOM napTum
Benunko6pwutanum 1 Cotos Jlurn Hauuin. CHauyana peKoHCTpyMpoBanvch
CcobbITUA ApPEBHEN U CPeLHEBEKOBOM UCTOPUN — OT PUMASH A0 pedop-
Maumu. BpemeHa peBontoLmu 1 rpamaaHCKOM BOMHBLI CTapaTtenbHO 06x0-
OMIK, HO NOTOM 06pPaTUMCL U K HUM.

B Tpaouumm TakmMx peKoHCTPYKLMIM paboTatoT 1 NpodeccroHanbHble
XYAOXHUKK, Hanpumep, Oxepemn Oennep v desna Becr, n, Hanpumep,
pexunccep OaHHu Bokn — nocTaHOBLMK LLepeMOHUM OTKPbITUA Onum-
nurckmx urp B 2012 roay. Bect B 2016 roay noctpown orpoMHyto aepe-
BAHHYIO KOHCTPYKLIMIO, NpeacTaBnaBLUyto cobor moaenb JIoHaoHa, Kaknum
ropog, 6b11 B 1666 roay, nyctun ee Brnnasb No Tem3e W NoaMKer, PeKOoH-
CTpyMpoBaB Taknm obpasom Benunkui noxap.

Cpeau pabot Oennepa ects «Butsa npu Oprpuse» (2001), rae xynom-
HWK BOCMPOM3BOAMT CTONTKHOBEHMA LWaxTepoBs ¢ nonvumen 1984 roga.
Torpa NpaBUTENBCTBO PELLMIO 3aKPbITb HEPEHTABENbHBIE LIAXThl M OCTaBUTb
6e3 paboTkl ABaALAaTE ThICAY YenoBeK. Paboune OTKIMKHYNMCE BCeobLuen
3a6acTOBKOM, NOCse Yero BblIK apecToBaHbl AECATHKU ThiCAY Yenosek. den-
nep peLmrn CHATb GpubM 06 3TUX COBBLITHAX U MPUBNEK K paboTte Haz, Npo-
€KTOM WX HEMOCPEOCTBEHHbIX y4aCTHUKOB. OHM AOMKHbI BblM 3aHOBO
pasblrpaTb TO, 4TO MNPOMU3OLLIIO B MX MOSIOAOCTH, U TEM CaMbIM MPUBHECTH
HacToALLME 3MOLMK B MOCTaHOBKY. Elle oanH BaxkHbIM NpoekT Hennepa —
nepdopmMaHc «Mbl 3aeChb, NOTOMY 4TO Mbl 3eck». 1 nona 2016 ropa Ha ynu-
Lax pasHbix ropogos BennkobputaHumn noABunMCh NtoauM, oaeTbie B Twa-
TenbHO BOCMpPOM3BeaeHHyto dopmy conpat Nepsoi mvpoBol BorHbl. OHK
MapLLMPOBaK, KypUK, OxMAATM aBTOOYCOB M Noe3n0B. [1poxomunm, noaxo-
OVBLUMM C BOMPOCaMM, YHaCTHUKK aKkLMK BpyYasii BUSHTKM C UMEHAMK COI-
Aar, normbmnx B a10T AeHb B 1916 roay. [lennep peannsosan aToT npo-
€KT B COTPYAHWYECTBE C HECKOMTbKMMM HaLMOHASIbHBIMKW TeaTpamu B NamATb
0 6vTBe Ha CoMME — OOHOM U3 BaHEMLLIMX M KPYMHEWLLMX cpareHui [Mep-
BOW MMPOBOM BOMHbI, FAe NOrnbsio OrpoOMHOE YUCHO BPUTAHCKKUX CONaaT.

B npoekTe He 6b1n0 NpodeccroHanbHbIX akTepoB. XyAO0KHUK NogYeprM1Ball,
4TO He xoTen, 4Tobbl 3T0 6bINo Mrpoii®. Bonee Toro, OH HaMepPEHHO co3aa-
BaJ1 HEYTO MPOTMBOMOMNOKHOE CaMOM Uaee «6aTallbHOM PEKOHCTPYKLMM» —
6UTBY, Fae HUKaKoM OUTBBI HA CaMOM Jene HeT, rae NOMHOCTLIO OTCYTCTBYET
nencteue. ApT-NPOEKT BbI3BaN OrPOMHbIM 0BLLECTBEHHbIM PE30HaHC, Hanpu-
mep, «[apoman» onybnvkosana Matepran O TOM, HACKOMbKO TaK1e «“HUBbIe
NaMATHUKK» OeNCTBEHHE., YeM BPOH30Bble MOHYMEHTLI, CUIbHEE TPO-

raroT U KaK rMyboKo OHW YKOpeHeHbI B BpuTaHCKUX Tpaamumax. Pepeperaym
o Bbixofe BennkobputaHnn nz EBponerickoro cotosa npotuen yksanbHO
3a Hegento Ao nepdopmMaHca, U HypHalIMCTaM NMoKa3anock BakHbLIM CBA3ATb
3T1 ABa cobbitA. OHM NocuUTaIM OTChINKY K 61TBe Npy CoMme HanomuHa-
HWEM O HEOBXOOMMOCTH EAMHEHUA Nepes, TMLOM 06LLMX yrpo3®.

3 To Marepuanam nepenmckn aBtTopa ctatbm C XyLOKHUKOM.

4 PeparumnoHHoe BcTynneHne Kk Homepy: The Guardian view on remembering war: the human is more
effective than the monumental // The Guardian. 3 Jul 2016.
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dents came together or their existence was actually
“substantiated” during performance rehearsals. One
of inner goals of these reconstructions was to mingle
all social classes: while people discussed a script,
waited their turn to enter the stage and argued
about details, representatives of different classes
could communicate on equal terms. That is why at
the early stage of the fever professional actors were
not involved in these plays. Moreover, the initiative
for the staging belonged to people themselves: they
sewed costumes and arranged time for rehearsals.
Conscious work with the past and memory space was
essential to such events.

As a result the movement expanded beyond
small towns and took off amonst the wider popula-
tion too. Reenactments were performed by the labor
movement, suffragists, the communist party and the
League of Nations. At first, only events of medieval
history (from the Romans to the Reformation) were
reenacted; revolution and civil war were studiously
avoided but later were also included.

The tradition of such reconstruction can be traced
in projects by Jeremy Deller, David Best, or in works
by Danny Boyle, the director who staged the Olympics
opening ceremony. For example, in 2016, Best built
a huge wooden construction — a model of London in
1666, let it float down the Thames River and set it on
fire, thus, recreating The Great Fire of London.

In Battle of Ogreave (2001) Deller recreates
a 1984 miners' riot when the government decided to
close down unprofitable mine, leaving twenty thou-
sand people without work. The workers responded
with a general strike after which dozens of thousands
people were arrested as a consequence. Deller made
a documentary about these events and invited first-
hand participants to reenact what had happened in
their youth and, therefore, brought real emotions into
the work. Another important project by Deller is the
performance We're Here, Because We're Here. On
July 1, 2016 on streets across British cities, men ap-
peared dressed in accurately reproduced first world
war army uniforms: they marched, smoked, and waited
for buses and trains. When approached, they handed
out cards bearing names of soldiers who had died on
this day in 1916. Deller devised this project in col-
laboration with several national theaters to commemo-
rate the Battle of the Somme, one of the most crucial
and major battles of World War | where a lot of British
soldiers perished. No professional actors participated
and the artist underlined that he did not intend this
performance to be entertainment.® The project caused
a massive public reaction. The Guardian published
a spread about living sculptures being more effective
than bronze monuments since they touched people
more strongly and were deeper rooted in British tradi-
tions. It is equally important to note that the referendum
on Britain's exit from the European Union had been
held just a week before the performance took place,
and journalists directly linked the two events. They
considered the reference to the Battle of the Somme
as a reminder of the necessity to team up in front of
the face of coming threats.*

3 Author's correspondence with the artist.

4 Editorial to The Guardian view on remembering war: the human is
more effective than the monumental // The Guardian. 3 Jul 2016.
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Experts on British reenactments argue that
historical celebrations are not a form of escaping
into a bright, costumed past: “Reenactments were
always greatly rooted in the present. It was never
put as: we hate the present, let's escape to the
past. Yet there was another goal: let's honor our
long history because it makes our urban community
meaningful today. It is not like ‘we want to go back
to the Middle Ages because it used to be better!
No, it used to be worse, but by referring to the Mid-
dle Ages, we accept our present selves.”® The most
prominent reenactments took place in industrial
centers during periods of economic depression; it
was a way to tell ones selves that what is happening
today is just a part of a larger history and that better
times would come.

The works most strongly rooted in the present
may be those by the director Peter Watkins. In par-
ticular, in his documentary Culloden filmed in 1964
for the BBC. Watkins made a historical drama about
the battle between Jacobite rebels and the British
Army in 1746. The director did not want to work
with professional actors; he fought for his audience
not to be a passive consumer of media content.
That is why he came up with the decision to engage
direct descendants of the Highlanders who had
constituted the Jacobite army of Prince Charles
Edward Stuart. For them, this battle was not only
a part of a family history but a national tragedy, as
the defeat led to the elimination of the Highlanders
clan system as well as to the massive deportation of
Scots. There also is yet another layer. The docu-
mentary imitated a TV war report by using numer-
ous interviews with participants, victim reports, and
principles of image construction typical for TV news.
All these elements were read by spectators as ref-

5 Personal conversation with Paul Readman, historian from King's
College London, expert in reenactments.
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2. [kepemn Oennep. «Mbi
37€Cb, NOTOMY YTO Mbl 3[ECHY.
2016. doTorpadua caenaHa
BO BpemA neppopmaHca
1 miona 2016 roga.

Jeremy Deller. We're Here,
Because We're Here. 2016.
Photo taken during the
performance on July 1, 2016.
From the archive of the
14—18 Now, WW1 Cente-
nary Art Commissions
Courtesy of the copyright
owners.

CneunanucTbl o 6pUTAHCKUM PEKOHCTPYKLMAM YTBEPKAAIOT,
4TO KOCTIOMMPOBAHHbLIE UCTOPUYECKME NPa3AHUKK He Bblnn dop-
MOM nobera aHrnnyaH B Kpacusoe npolunoe: «PeKoHCTpyKunn Bcerpa
6bINIK CUNbHENWNMM 06pa30M YKOpeHeHbl B HacToAweM. Bonpoc HuKo-
raa He CTaBWUNCA TaK: Mbl HEHaBUAWM CErOAHAWHWN AeHb, AaBanTe
c6exmm B npowsnoe. 3apgava 6bina Apyroi: gaBanTe 4eCcTBOBaTb
Hally JOSITYI0O MCTOPUIO, MOCKOSIbKY MMEHHO OHa AenaeT Halle ropof-
CKO€ COO6LLECTBO 3HAYUMBLIM U CErogHA. DTO He "Mbl XOTUM 06paTHO
B CpenHeBeKoBbe, MOTOMY 4TO TaM 6bino nydwe”. HeT, Tam 66110 Xye,
Ho, obpattadck kK CpeaHeBeKOBbIO, Mbl MPUHUMaeM cebA ceroaHALL-
HWXx»°. BamHeNwWwne peKoHCTPYKLUWHU MPOUCXOOUIU B MHOYCTPHATIb-
HbIX LLlEeHTpax B Nepuos 3KOHOMUYECKOM Aenpeccun 1 Bblin cnoco-
60M cKasaTb caMuM cebe, 4TO NpoUCXoAALLee CerogHa — 3TO TOMbKO
yacTb 60MbLION NCTOPMM, KOTOPAaA 3Hana pasHble BPEMEHa, M XopoLure
BpeMeHa elle HacTynAT.

CunbHeHLWwan yKOPEHEHHOCTb B HACTOALLLEM NPOCTEKMBAETCA
n B paboTtax pexuccepa [nutepa YoTKMHCA, B 4aCTHOCTH, B ero punbme
«KannopeH», cHatom B 1964 roay ana BBC. YoTkuHC cHAn nctopuye-
CHYIO Apamy O CPameHWU MEXAY MATEXHUKaMU-AKOOUTaMKU 1 NpaBu-
TeNbCTBEHHbIMW BOMCKaMu, npousoLwealiem B 1746 ropy. Pexnccep
He XOTen UCMnonb3oBaTk NPOPECCHOHalbHBLIX aKTEPOB B CBOEM NocTa-
HOBKe, CTPEMACH K TOMY, 4TOObI €ero ayauTopuaA He Gblia NacCHUBHBIM
notpebuteneM MeaMakoHTEHTa, MO3TOMY NMPMBIEK K y4acTUIo B GpuibMe
NPAMbIX NMOTOMKOB LLUOTNIAHACKWUX FOPLIEB, KOTOPblE COCTOANN B AKOOUT-
cKow apmum npuHua Kapna Sasapaa CrioapTa. [na Hux ata 6utea bbina
He TONMbKO YaCTbi0 CEMEMHOM UCTOPHU, HO HaLMOHalIbHOM Tpareauew,
MOCKObKY MOPaKeHUe MATEHHNUKOB MPUBENO K YHUHTOMEHUIO BCEMN Kna-
HOBOWM CHCTEMbI FOPLEB M MacCOBbLIM AenopTauuam woTnaHaues. OgHako
3TOT NNacT 6bIN He eAMHCTBEHHBIM B ¢pUbMe, MOCTPOEHHOM KaK MypHa-
NTMCTCKMKM penopTax C MecTa BOEHHbIX AEeNCTBUN: C MHOMOYUCIIEHHBIMM
MHTEPBbIO, CBOAKAMM, MPUHLMNAMW NOCTPOEHUA KafpoB, XapakTepHbLIMM
AnA TeneHosBocTel. Bce 370 cpasy e cunTbiBanoch Tene3putenamm

5 W3 nnyHoi 6ecenpl aBTopa cTathi ¢ MNonom PruamaHom, nctoprkom RoponescKoro KonneaMsa JToHaoHa,
CneunanmcTa no PeKOHCTPYKLMAM.
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W OTCbINaNo K Apyromy Teatpy BOEHHbIX AencTBuiM — Bo BbeTHawme, roe
aMepUKaHLbl TOXKEe «YyCMUPANU Haropbe»®.

MHe 6bl He XOTENOCh CTaBWUTb 3HaK PaBEHCTBA MEXAY PEKOHCTPYK-
unaMM Havana XX Beka, pabotamu Jennepa, becta unun ¢unsmamm Yot-
KMHCa Mo NPUHLMMNY CXOAHbIX popM 1 3apad. Ho ux o6beamHaeT 1o,

YTO BCE OHW BbINK peann3oBaHbl B 0OLLECTBE, KOTOPOE 3HAET U MOMHUT

O CyLLEeCTBOBaHWKW 3TOW TPAAMLMK, U C OMOPOM Ha Hee. [laxe LepemMoHuA
oTKpbITUA Onumnuiickmx urp B JloHpoHe 2012 ropa, roe BOCNpoW3Bo-
Annack CTOPUA CTPaHbl CO BPEMEH KenbToB, Obina no-pa3HomMy Npoym-
TaHa MHOCTPaHHLIMK 3PUTENAMKU M BPUTaHLLAMM, KOTOPbIE Cpa3y OMo3HaM
XYA0MECTBEHHYIO POpPMYy ITOro AENCTBA.

2.

Elie oamH npumep ¢r3anyecKoro norpyHeHna B UCTOPUIO CBA3AH
C CMCTEMOW BPUTAHCKUX MCTOPUHECKHUX AOMOB-My3€e€eB, KOTOPbIE TOXE
He BMOJSIHE CXOAHbI C TEM, YTO MPUHATO Ha3blBaTb 3TMM crioBoM B Poccuu,
Mo KparHen Mepe, C TOYKM 3PEeHUA UX MecTa B Ky/lbType CTPaHsbl.

B koHue XIX Beka Xapasuk PoHcnu, ceaweHHWK B O3epHOM Kpae,
YYEeHUK 3HaMEHMUTOro MCKYCCTBOBeAa M 06LwecTBeHHOro aeAtena [xoHa
PéckurHa, ocHoBan ABUKEHWE MO COXPaHEHUIO UCTOPUYECKMX NaMAT-
HukoB. CerogHa HauunoHansHomy GoHay npuHagnexaT AeCATKU NnomMe-
CTUH, FOPOACKMX OCOBHAKOB, OXOTHUYLMX W YaMHbIX JOMUKOB, KOTOPbIE
CTa/iM BaXKHeMLLen YaCTbio MECTHOM My3€UMHOM CUCTEMbI U NMOBCEAHEB-
HOW KynbTypbl #u1Tenen. [na HMX 3To He NPOCTO BUTPUHBI C My3€MHBIMU
PeaKoCTAMM, HO CNocob GU3MYECKK MONPUCYTCTBOBATL B MPOCTPAHCTBE,
YCTPOEHHOM MO 3aKOHaM ApYroro BpeMeHu, — otnpasaHosate Poxae-
CTBO, OTbICKaTb AMLa Ha [Nacxy nnun nokonatbea B cagy’. OpHako B paay
TLATeNbHO COXPaHEHHbIX MHTEPLEPOB MHOM pa3 OKa3blBaOTCA aBTOPCKUE
npou3BefeHWA, Ha CaMOM Jerfe He NpuHaanexaline cucreme, 6yarto 6ol
BOCMPOM3BOASALLME UCTOPUIO, a8 HA CaMOM Agefle UrpatoLLmMe C NoceTuTe-
NAMK B Urpy NO CBOMM COBCTBEHHBLIM MpaBuIam.

OpfMH 13 HUX — NIOHAOHCKKUIM OCOBHAK apXUTEeKTopa-KnaccuumcTa
capa OmoHa Coana (1753—18837). MNpu nomoLumM 3epKan 1 cneumarb-
HOM CMCTEMbI OCBELLEHWA OH NPEeBPaTUI HKUI0Ee NPOCTPAHCTBO CBO-
€ro Aoma BMeCTe C KOMeKLMeN JpeBHOCTEN B MUCTUYECKUIM NabUPHHT,
roe HeT HUKaKOM «My3eMHOM AMCTaHLMK» Meway FOCTAMM, XO3AEeBaMM,
AHTUYHBIMK CKYNIbMTYPaMK M ErMNEeTCKUM CapKodarom, pacrnosiomeHHbIM
B camoM LeHTpe. [1o MHeHMI0 aBTOpa, 0bLLeHWe YeNnoBeKa C PasHbIMU
CMbICTIOBBIMW WM KYNbTYPHBIMK NAacTaMu He AOMKHO OblTb pernameHTH-
POBaHO Hay4YHbIMKW MPUHLMNAMK SKCMOHUPOBAHKUA, MOCKOSbKY B peasib-
HOM MUpPE 3TUX MPUHLUMNOB HETS.

Bonee nosgHuii npumep — gom OenHuca Cusepca, amepurKaHLa,
CTPacTHO BOONEHHOrO B aHIMMHUCKY0 KynbTypy. MNepeexas B JToHAOH,

OH KaTaJl TYpUCTOB B KOHHOM NoBO3Ke BOKpyr [ana-napka. Cueepc npu-
o06pen cebe ocobHak B Cnntandunace, KOTOpbIA OH PEKOHCTPYUPOBAI,
HO He MO NPMHLMMY «KaK BCE ObIN0», a N0 MPUHLIMMNY «KaK JOMKHO ObIo Obl
6bITb»°. AKOBLI CEMbA AMUIPaAHTOB-TYrEHOTOB Ha MPOTAXEHWUW HECKOSb-
KMX MOKONEHUM Huna B aToM gome ¢ 1724 no 1914 rop, 6onee Toro, oHU
6yATo 6bl MPOAOTKAIOT HK1Tb B 9TOM AOMeE BMecTe G HUM. Bce nomeluenma
ybpaHbl Tak, Kak 6yATO X03AeBa TOMbKO YTO BhILLIW B COCEAHIO KOMHATY.
B nome LapuT nonympak — OH OCBeLLaeTcA ToNbKO cBevamu. Ayamosa-

6 ABTOpCKMIn KoMMeHTapHi K dunbmy «Kannoper». URL: pwatkins.mnsinet/culloden.htm (aata o6patue-
HuA: 27.12.2018).

7 Mo matepuanam caitta www.nationaltrust.org.uk (nara o6pauwierusa: 27.12.2018).

8 CornacHo nHpopMaLmoHHbIM Matepranam Myses Capa wona Coana, URL: www.soane.org (nata
obpalenus: 27.12.2018).

9 Cwm.: Stamp G. Dennis Severs, Creator of a three-dimensional historical novel, written in brick and
candlelight in Spitalfields // The Guardian. 10 Jan 2000.
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erences to another theatre of war — Vietnam, where
Americans “quieted the highlands."®

| would not like to equate these reenactments
of the beginning of the 20th century — these works
by Deller and Best, and Watkins with movies on
the basis of compatible forms and goals. Neverthe-
less, they were carried out based in a society that
knows and remembers this tradition. Even the 2012
London Olympics opening ceremony replaying the
country’s Celtic history was interpreted differently
by foreign viewers and by the British who quickly
recognized the performance’s artistic matrix.

2.

Another example of a physical immersion into
history is connected with the British system of his-
torical stately homes which also differ from the ones
in Russia; at least from the point of their place in the
country’s culture.

At the end of the 19th century, Hardwicke
Rawnsley — a priest from the Lake District and fol-
lower of the renowned art critic and social thinker
John Ruskin — founded a historic architecture con-
servation movement. Today, the National Trust owns
dozens of estates, town houses, hunting lodges and
teahouses, which have become a significant part of
the national museum system and everyday culture.
These museums serve not only as places to display
rarities, but equally, offer a space constructed ac-
cording to the laws of another time that one can be
physically present in — to celebrate Christmas, look
for eggs at Easter or potter around the garden.”
However, sometimes in carefully preserved interiors
works appear that do not actually belong to the era,
they seem to recreate history but instead play with
visitors in a game with its own rules.

One of them is a London mansion that be-
longed to a neo-classical architect Sir John Soane
(1753-1837). Inspired by his collection of antiqui-
ties, using mirrors and a specific lightning system,
he transformed his living space into a mystical
labyrinth eliminating the museum distance between
guests, owners, antique sculptures and an Egyptian
sarcophagus placed in the center. According to the
architect, people’s communication with various con-
ceptual and cultural layers should not be regulated
by scientific approaches of displaying art, as in the
real world such principles do not exist.?

A more recent example is House of Dennis
Severs, an American who was extremely passionate
about English culture. When he moved to London,
he drove tourists around Hyde Park in a horse car-
riage. Around the same time he bought a house in
Spitalfields which he reconstructed according to
the principle of “how it could have looked” instead
of “how it used to be like”® Severs thought up

6 Filmmaker's comment to his Culloden movie, https://pwatkins.
mnsi.net/culloden.htm (accessed on 27.12.2018).

7 https://www.nationaltrust.org.uk (accessed on 27.12.2018).

8 Sir John Soane’s museum, https://www.soane.org (accessed
on 27.12.2018).

9 See: Stamp G. Dennis Severs, Creator of a three-dimensional
historical novel, written in brick and candlelight in Spitalfields //
The Guardian. 10 Jan 2000.

a fictional emigrant family — the Huguenots — he
imagined that several generations of this family
had lived in the house from 1724 to 1914 and then
continued to live in the house alongside him. All
the rooms were arranged as if the occupants had
only just gone to the other room. A semi-darkened
house was lit only by candlelight. Severs made
records of voices that were heard from behind the
walls and created fragrance compositions to imitate
the mistress's perfume or flavors from the kitchen.
As he wrote, what was essential was not what one
saw but what one seemed to miss, what happened
behind one's back: “imagine that no one inhabits
this room, it is just furnished with antique furniture
and decorated with old stuff, like in a museum — it
just gives chills, doesn't it?"'° All the decor in the
house is intentionally not of museum quality — it is
shabby and dilapitated. It might be said that this
house is as much suited for living as llya Kabakov's
installation The Man Who Flew Into Space From
His Apartment, however Severs actually lived in the
Spitalfields house until his death in 1999.

Severs' house is possibly just an example
of his eccentricity. But even being an American,
he caught and exaggerated to a great extent the
principle presented in all real historical spaces open
for visiting — people’s physical presence in another
time. This concept is implemented in a range of
completely different spaces — from The Nutcracker
at Covent Garden with an elaborately reproduced
Victorian interior and Christmas celebration trap-
pings to the Harry Potter film studios and the
house-installation of Gilbert & George, which is
located next to Severs' house. These artists, who

10 Dennis Severs’ House — 18 Folgate Street.
https://www.dennissevershouse.co.uk (accessed on 27.12.2018).
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3. HypwTenbHaa KomHaTa
8 [lome [ennnca Cusepca.
Smoking Room at the Dennis
Severs' House.
Image: © Roelof Bakker,
2019. Courtesy of the Mu-
seum PR Department.

MUCHU UMUTUPYIOT Npu3padHble ronoca. C noMoLbio creumansHo nojo-
6paHHbIX NapproMepPHbBIX KOMMO3WLIMI MOXHO MOYYBCTBOBATL 3anax AyXoB
XO3AMKK AoMa WK 3anaxy KyxHW. CrBepc nucar, YTo BaXHO He TO, YTO Thl
BMOMLUb, @ TO, YTO, KaK Tebe KameTCA, Tbl YNyCTHI, — TO, YTO NPOUCXOAUT
3a TBOEW CMUHOWM: «NpeACcTaBkTe, YTO B 3TOM KOMHATE HUKTO HE HHWBET, OHa
npocTo ob6cTaBneHa CTapuHHOM MeBenbIo W yKpalleHa CTapbiMy Npea,-
MeTaMM, KaK y My3ee — NpOCTO 6pocaeT B APOHb OT ykaca, npasaa? °.
Bce npeamMeTsl 06CTaHOBKM B AOME HAPOYMTO HE MY3EMHOMO KavecTBa —
OHW BETXME, U3MATbIE, OCOOHAK NPUIrOAEH AS1A HMU3HW NPUMEPHO B TOM He
cTeneHu, Kak nHectannauma Nnen Habakosa «Henosek, KoTopbln yneten

B KOCMOC M3 CBOEW KOMHaTbl», ogHako Cr1BepC Tam *un BMOTb A0 CBOEK
cmepti B 1999 ropy.

Howm Cueepca — 3710, BepoATHee BCEro, UcTopusa 6e3yMns, OaHaKO,
Aare 6yay4n aMepuKaHLEeM, OH YNOBMIT M MaKCUMaSIbHO YTPUPOBAIT MPUHLIMM,
KOTOpPbIM NMPUCYTCTBYET BO BCEX pPeasibHbIX BPUTAHCKMX MCTOPUYECKMX MPO-
CTPaHCTBax, OTKPbIThIX CeNYac ANA NoceLleHWA, — NPUHLMN GU3MHECKOro
NPUCYTCTBMA YeNOBEKA B APYrOM BPEMEHW. Te e NPUHLIMMbI peannaytoTcA
ceMyac B cambix pasHbix MecTax — oT KoBeHT-lapaeHa ¢ TwartensHo BOCMpo-
M3BeAEHHbIM BUKTOPHUAHCKMM MHTEPLEPOM M «perfiamMeHTOM» Npa3aHOBaHWA
PoxaecTsa B noctaHoBKe «LLienkyHunka», 10 CbeMOYHOM CTyAuU GpUIbMOB
o Mappw lMNotTtepe 1 poma-uHcTannAumm Nnbepra v [xopaoxa no cocencTay
¢ pomoMm Cuepca. XyoomHuku 'nbept v [JRopask BOCAPUHANK U NpeacTa-
BWIM caMKx ceba MUpy B KadyecTse 0COBOro poada CKyNbMTyp, TaK e OTHEC-
NTMCb U K CBOEMY HunuLLy. MIHTepbep cBOero foma oHW CoBpasiv NOMHOCTLIO
M3 Pa3HOPOAHbIX MCTOPHUYECKUX NPEOMETOB KaK Nasas, He YryCcKas HW edMHOM
AeTanu, BoTb 40 OPUrMHANIBHOMO COCTaBa KPacku A1 CTEH CO CBMHLLOBbLIM
MUrMEHTOM, KOTOPbIM OMNaceH ANA HUNbLOB. XyAOKHUKM HW pady He roTOBMITK
B CBOEM JOME MULLY, MaKCUMYM KUMNATUIW BOAY OJ18 pacTBOPUMOro Koge'’,
MOTOMY YTO 3TO My3€M, MPOCTO OHW TaM HHBYT.

10 Mo nHbopmaLmoHHbIM MaTepranam Dennis Severs' House — 18 Folgate Street,
www.dennissevershouse.co.uk (gata o6paiuenus: 27.12.2018).

11 M3 uHTepsbio ¢ xynomHnKkamu: Paginton E. At home with Gilbert & George: “It has to be immaculate in
order for us to make all these unpleasant pictures” // The Guardian. 19 May 2015.
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3.

MHTepecHbIM npumep paboTel C UCTOpMEN CBA3aH C MMeHeM [IKoHa
Péeckuna. LLnpoko n3eecTHO, YTO BO BTOPOM NONOBUHE HU3HU Y4eHbIN
PEe3KO MOMEHAN CBOW B3rMAAbI HA KyNbTypy W obpaTunca npevmyLie-
CTBEHHO K MCKYCCTBY, KOTOpO€e NPUHOCKT CoLuanbHyto nonb3y. B ero
npenofaBaTeNbCKOM AEATENbHOCTU eCTb NOBONbLITHLIM anun3osa: Péc-
KWH Toraa yuTan nekuun B OKcpopae v HeHaBWAEN ero BCeW AyLOK
3a HernpaBMJIIbHYHO, MO €ro MHEHUIO, cUCcTeMy npenogasaHua. OgHamabl
OH cobpan CTYAEeHTOB M BMECTO 3aHATMM OTNPaBWI UX CTPOUTL AOPOTY
Memway ABYMA AepeBHAMM, y6eOuB YYeHWKOB, YTO KonaTb rpA3b M HOCKUTb
KaMHMW ropasgo BaxHee, YeM npuobpeTaTtb abCcTpaKTHbIE M BecrnonesHble
3HaHWA. DneraHTHO oaeTble MonoAble NtoaM, cpeam KoTopblx 6bin Ockap
Yannbg vt ApHonbg ToMHOM, a Takke TOT camblt Xapasuk PoHenu, KoTo-
peIM BNnocneacTsMM ocHoBan HaunoHanbHbIM $OHA, HE UMenn HaBbl-
KOB CTPOUTENBLCTBA U B MMU3HU HE 3aHUMASIMCb HUYEM CIIOXHEE KpUKeTa.
OpnHako ypokn PECKMHA OHM YCBOMIIU: MHOTUE M3 3TUX CTPOUTENEN
M3MeHWUNM KM3Hb AHrnKnK. Cam ke yunTenb Nocne aToM akumu ocTa-

Bun Okcdopa, yexan B BeHeuuto, a BepHyBLUKCb, Bo3rnasun Pa6o-

YMM MHCTUTYT B HOHMCTOHE M HaKOHEeL, MONy4YMn BO3MOXKHOCTb caenatb
Bce no-ceoemy. Tam, B O3epHOM Kpae oH obyyan KuTesiei NoCesiKoB
pemecnam, KOTOpbIX HUKOTAA B 9TOM pPermoHe He Bbino: NMTbio M3 MecT-
HOM MefM, NneTeHuIo Kpy#eB, pe3bbe no KocTu. MNpeanonaranocs,

4TO CO BpeMeHeM 3TW pemMecsia CTaHyT TPaAULMOHHBIMKU MPaKTUKaMM,
MCTOYHWKOM [0X04a W 3CTETUYECKMX BrevaTneHnn'

CerogHa O3epHbIi Kpan — ofHa U3 CaMblX MPUBIEKATENbHbBIX
ANA NyTelwecTBeHHUKOB YacTer AHrMKn. H1BONKUCHbIE NaHAawadThbl Crny-
Wat npeKkpacHsIM ¢oHOM AN1A cBafeb, HO TypUCTUYECKaA MHGPACTPYK-
Typa paspyLumna noyYTH BeCb UCTOPUYECKUIM 061MK perkoHa. OgHako
B61M3KM Toro ®e HoHucToHa, B nocneaHWe rodbl AeMCTBYET Lienioe coob-
LLECTBO XyAOHHWUKOB, KOTOPbIE BOCTNPUHANM €ro COoLMalbHbIe CTpaTeruu,
W nocnefoBatenbHO BonsowarT 3Th uaeun. OpraHusauma, ux obbeam-
HAOLLLanA, Ha3biBaeTcA apT-pesunaeHumsa Grizedale Arts, oHa HaxoguTca
Ha NpOTMBOMOMNOKHOM OT Aoma PeckunHa 6epery o3epa, v BO3rnasnaeT
ee Apam Caszepnang. Cpeam uneHoB coobLecTBa B TO MW MHOE BPEMS
MMBLLWX B pe3naeHUMK K noceluaslwnx ee — xepemn Oennep, Mapk
Yonnurrep (06a naypeats npemuu TépHepa), llop Mpyeo, Tansa Bpy-
repa v pyrue XyLOMHUKK MeRayHapoOHOro ypoBHA'S. MNMpuyem, xyaoKHHUK
He MOMeT NPOCTO NoJaTh 3aABKY Ha NPOXMBAHME: CHavana OH AOMKEH
Kakoe-To BpeMA nopaboTatb BonoHTepoM. M pnaxe notom, nonyyve npaso
NPUCYTCTBOBATbL TaM B Ka4ECTBE XYA0MHMKA, aBTOP HE MOXET peann3o-
BbIBaTb NIMYHbIA MPOEKT, TONbKO 06WwMi. OOMH U3 KIOYEBbLIX NPOEKTOB —
baKTHUYEeCKN HOBaA IKOHOMMUYECKAnA MOAeENb ANA TOM ke aepeBHn RoHu-
CTOH, cyabbomr KoTopoH 3aHnmanca PeckuH.

Apam CasepneHp yTBepHaaeT, 4To camas 6onblian npobnema aTmx
MECT B TOM, YTO MX HMUTENN O4eHb 060COBNEHbI M HE MHTEpPECYIOTCA Apyr
ApYyroMm — A0 npyvespa XyAOoXKHUKOB TaM He BblfI0 HUKaKoro MeCTHOro
coobLectsa. YneHbl coobuectsa «Grizedale Arts» 3anyctunm 61sHec
no opraH13aLMn MeponpuATUA, Hanpumep, 6aHKkeToB K ceaaeb, npu-
4eM B HUX BCe xuMTenrM KoHMcToHa AomkHbl Obinn y4acTBOBaTb coobLua.
HamablM BEINOMHAET CBOO YacTb: KTO-TO JTOBMT PbiBY, KTO-TO BbipaLlm-
BaeT NTHLLY, OBOLLM, KTO-TO pacLUMBaET NbHAHbIE candeTKM TpaaULIMOH-
HbIM Yy30POM, FOTOBMT CTOMb ¥e TPaAMLMOHHbIE NeveHble n3aenua. Huka-
KWX TPaAWLIMM BbILUMBKA U BbINEYKM 3A4eChb He Bbino co BpemeH PeckuHa,
BCe npuaymanu roctu pesugeHumn. OfHaKo TypUCTbI NOMaratoT, 4TO OHa
n3gpesne TyT CyWeCTBOBaNa, M JaKe CaMu XKUTENW AepeBHU Tenepb

12 To matepuanam Pa6ouyero MHCTUTYTa KOHUCTOHA, Fae ceryac HaxoaMTCA IKCNO3NULMA, NOCBALLLEHHARA
nentenbHocTh [koHa Péckmna, URL: https://conistoninstitute.uk (narta o6patienms: 27.12.2018).

13 Mo matepuanam xyfoxecTBeHHoro Lentpa Grizedale Arts, URL: www.grizedale.org (nara obpaterms:
27.12.2018).
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introduced themselves to the world as a peculiar
kind of sculpture, treated their house the same
way. They restored the interior using only authentic
historical objects, paying attention to every detail —
up to the lead-based wall paint, which is dangerous
for an occupant’s health; they never cooked there,
only boiled water for instant coffee,!" because it is
a museum and they just happened to live there.

3.

Another curious example of working with his-
tory is connected with the figure of John Ruskin. It
is widely known that during his later period of life he
radically changed his views on culture and turned to
the perception of art as a social tool. A funny epi-
sode occurred during the time when he was giving
lectures at the University of Oxford — an institution
whose approach to education he took issue with.
Once he gathered his students and instead of giv-
ing them classes, sent them to build a road between
two villages, convincing them that digging dirt and
carrying stones were much more useful than receiv-
ing abstract and futile knowledge. Elegantly dressed
young people, among them Oscar Wilde, Arnold
Toynbee and even Hardwicke Rawnsley who later
founded The National Trust, had no experience'?
in construction — cricket was the most laborious
activity they engaged in. But they learnt Ruskin’s
lessons: these construction workers turned into
people who later changed life in England. After this
episode Ruskin left the University and moved to
Venice, and then became head of the Mechanics’
Institute in Coniston where he finally got the chance
to do everything the way he pleased. In the Lake
District he founded crafts, which had never existed
before in that area: local copper cast, lace making,
bone carving. He taught these crafts to locals, for
whom they were supposed to become traditional
practices and a source of income and aesthetic
experience. Today the Lake District is one of the
most alluring parts of England for tourists: its beau-
tiful landscapes serve as a perfect background for
weddings, but the tourist infrastructure destroyed
the cultural history of the region. However near the
same Coniston, on the other shore of the lake from
Ruskin's house, are his followers who adopted his
social strategies as artistic tools, and continue to
work, consistently putting his ideas into practice.
The art-residence Grizedale Arts under its direc-
tor Adam Sutherland is the organization that unites
them. Among its members are Jeremy Deller, Mark
Wallinger (both are laureates of the Turner Prize),
Laure Prouvost, Tania Bruguera and other artists of
an international level.'®* However, an artist cannot
just apply for an accommodation there: they have
to volunteer in the residence for a while. And even
after, when they get permission to stay as an artist,

11 From the interview with the artists: Paginton E. At home with
Gilbert & George: ‘It has to be immaculate in order for us to make all
these unpleasant pictures” // The Guardian. May 19, 2015.

12 Mechanics' Institute in Coniston with an exhibition on John
Ruskin, https://conistoninstitute.uk (accessed on 27.12.2018).

13 Grizedale Arts, https://www.grizedale.org (accessed on
27.12.2018).
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they cannot work on a personal project but only on
a collective one. One of these projects is a new
economic model for Coniston on which Ruskin also
worked back in time.

Adam Sutherland affirms that the biggest
problem for this area is that its residents are very
detached and are not interested in each other —
before the artists’ arrival there was no sense of local
community. Members of Grizedale Arts launched an
event management business for organizing formal
parties or weddings where all Coniston inhabitants
are welcome to participate. Everyone plays their own
part: one fishes, breeds birds, grows vegetables,
another embroiders linen napkins with traditional
figures and cooks traditional baked goods. Since
Ruskin's times none of the traditions of embroidery
or bakery really existed, they were all created by the
residency guests. But tourists think that these tradi-
tions existed before, and even villagers assume that
their grandmothers and grandfathers cooked and
sewed this way. More recently, Grizedale Arts has
begun constructing a road between two parts of the
village, of course using the artists as labor.™

All the cases outlined demonstrate the creation
of a new living experience (including physical) and
of immersion into a reality built according to different
rules. A person, to a great extent, helps to re-build
the reality him/herself. A person becomes not a pas-
sive consumer but an active subject. The case of the
Great Britain shows that culture has succeeded in
generating its own approaches, using which people
are able to interact with their past and, therefore,
define their place in the present. By rediscovering
these approaches and re-thinking them as artistic
strategies, contemporary art can re-introduce them
to society as tools that can be used by anyone.

14 Personal conversation with Adam Sutherland and the residency
inhabitants.

ANMMHA CTPENbLIOBA | ALINA STRELTSOVA

4. PaboTbl N0 BOCCTAHOBMEHMIO
TNoycon-TMapra. [Mpoekt
pesuaeHToB Grizedale
Arts, koTopble ¢ 2009 r.
BO3BPALLIAIOT K HKU3HM
MCTOPUYECKYIO pepMmy.
Reconstruction works at
Lawson Park. Since 2009,
residents of the Grizedale
Arts have been reviving
the historical farm.
© Grizedale Arts, 2019.
Courtesy of the copyright
owners.

MOYTH yBEPEHbI, 4TO MX 6abYLLKM W AEAYLIKK FOTOBUIIU 1 LMK TaK Xe.
Ceityac Grizedale Arts Havanu CTPOUTENLCTBO AOPOrK MEXAY ABYMA
4aCTAMM AePEeBHH, pasyMeeTCA, CUnamMmn XyA0KHUKOB',

Bo Bcex npvBeaeHHbIX NpMMepax peyb MOET O CO34aHWM HOBOMO
HM3HEHHOro onbiTa (B TOM YKCre TEeNECHOMO) NOrPYHEHWUs B PealbHOCTb,
KOTOpas NOCTpoeHa No APYrMM 3aKoHaM W KOTOPYHO B 3HAYUTENbHOM Mepe
C03[aeT CaM YeJIOBEK, BbICTYMaOLWMIA HE KaKk NaCCUBHbBIM NoTpebuTens,

a KaK aKkTMBHbIM cyobeKT. MoxHO yBMAaeTb, 4To B BennkobpuTaHum Beipa-
60TaHbl 0cobble CNOCObbl B3aMMOAENCTBUA C MPOLLILIM W ONpeaeneHua
cobCTBEHHOro MecTa B HacToAweM. MHe npeacTaBnAeTcA, YTO COBPEMEH-
HO€ MCKYCCTBO, 3aHOBO OTKPbIBaA 3TW CNOCOOLI, MEPEOCMbICTAA KaK XyA0-
WEeCTBEHHble CTpaTeruu, Tenepb Bo3BpalLaeT Ux 06LEeCTBy B KayecTse
MHCTPYMEHTOB, KOTOPLIMW MOMET NMOMb30BaTLCA KakblM YEOBEK.

14 W3 nuuroit 6ecenpl ¢ Anamom CasepnaHaom 1 KUTENAMK PE3MAECHLMM.
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HaHwumna bynaTos
BeHCKad akKIIMOHMCTCKAs rpyrrma
U TPaOUILIUS aBCTPUMCKOro
3KCIIpeCcCMOHU3Ma

O6pasoBaBwasncs K cepeaunHe 1960-x ronos rpynna aBCTPUHACKKX
XYA,O0MHUKOB, LLOKMPOBABLUMX CBOMMMU paduKaibHbIMKU akLMAMU J06pO-
nopA#oYHY0 My6nuKy, cTana BTOpbIM N0 3HAYMMOCTH U M3BECTHOCTH
ABMIEHWEM B XyLOOMECTBEHHOM *Kn3HM ABCTpuK XX BeKa nocne aBCTpUn-
CKOro aKcnpeccuoHnama. M, HecmoTps Ha To, 4TO AeATenbHOCTe BeHcKom
AKLMOHUCTCKOM MpynMbl NpoTEKana B COBEPLIEHHO Apyrux peanmax (dop-
ManbHO Jame B APYrov CTpaHe), B UX TBOPYECTBE MOMHO HalTU HEMaro
napannenen ¢ 3KCNPecCUOHM3MOM Hayana Beka — W Ha YPOBHE CMbICIO-
BbIX, U Ha YPOBHE 3CTETUYECKU-POPMasbHbIX aCMEKTOB.

Boobuue B Havyane B 1960-x ronos B $opMMpPOBaHMK BEHCKOIO
aKLMOHU3Ma KaK Xy0MEeCTBEHHOIO TEHEHNA BAXHEMNLLYIO POSb Cbir-
pan cneunpryecKknit CTOPUHECKUI U XYA0MECTBEHHbIN KOHTEKCT. TBOpP-
4eCTBO BEHCKMX XyLOKHWKOB HE B MOCNEAHIOK OYepenb CTano peax-
LMern Ha aTMocdepy, CIIOMUBLLYIOCA B MOCTHALMCTCKOM ABCTpUM,
KOTOpPY!O, C OAHOW CTOPOHLI, onpeaenan 6ypHbIM SKOHOMUYECKWUI POCT,

a Cc Apyron — 3amManynBaHWE COYYBCTBUA MOIMTUYECKOMY PEHUMY
1938—1945 ropos. B yactHocTH, TabyMpoBaHHbLIMM TEMaMK B Nocse-
BOEHHOM aBCTPUMCKOM 06LecTBe Oblnn $pakTbl aKTUBHOMO M A06POBONb-
HOro COTpyAHWYeCTBa C HaLMCTaMM1, PaBHO KaK M MaccoBas andopua

no nosogdy npespateHna Asctpum B OcTmapk'.

KonnexkTMBHOM aMHE3UKW aBCTPUMCKOIro obLLeCTBa MOSIOAbLIE BEH-
CKME XyOOMHUKM NPOTUBOMOCTaBMNM ABe Hanbonee OeNCTBEHHbIE B 3THX
YCNOBUAX CTPaTErnK, CBA3AHHbIE C Pa3HbIMU XyAOKECTBEHHBIMM Tpaan-
LMAMK: BO-NEPBBIX, C TONIbKO GOPMHUPYHOLLIMMUCA HA OCHOBE «KMBOMUCH
AencterA» nepdopmMaTUBHBIMK MPaKTUKaMK, & BO-BTOPbIX — C TBOpYe-
CTBOM aBCTPUMCKMX IKCMPECCHOHUCTOB Havana BeKa. B pesynsrate Bo3-
HWMKNO UCKYCCTBO, B KOTOPOM BCMeES 3a aKTyanu3almen camoro npotecca
HamnMcaHWA KapTHHBLI NPOM30LLEN NEePEHOC TBOPYECKOrO aKTa B HeMno-
CPEeACTBEHHO NepexMBaeMoe NPOCTPaHCTBEHHOE W GpU3MYECKOE U3Me-
peHne — paau NpeoponeHUA onocpeaoBaHHOCTH TPAAULMOHHOMO OnbITa

1 B Asctpuu Bnnotb go 1980-x rofos cobbiTiA, cBA3aHHbIE C aHLWocoM TpeTbm Peiixom 1 yyacTrem
CTpaHbl B MUPOBOM BOMHE, Ha OPULIMANBHOM YPOBHE TPAKTOBANUCH KaK CNEeACTBME HEMELIKOM arpeccum.
Cwm.: Uhl H. From Victim Myth to Co-Responsibility Thesis: Nazi-Rule, World War II, and the Holocaust in
Austrian Memory // The Politics of Memory in Postwar Europe, ed. Lebow R. N. et al. London: Durham,
2006. P. 40-72.

Danila Bulatov

Viennese Actionism
and the Tradition of Austrian
Expressionism

The group of Austrian artists that emerged
by the mid-1960s, shocking the bourgeois public
with their radical events or so-called aktions, have
become the second most prominent and significant
phenomenon in the art life of 20th-century Austria,
after Austrian expressionism. Despite the fact that
the Viennese Actionists worked in a completely
different environment (formally speaking even in an-
other country), we can draw many parallels between
their artistic oeuvre and that of early 20th century
Expressionism — both conceptually, and on the
level of aesthetically formalized aspects.

Overall, the specific historical and artistic
context of the early 1960s had a great impact on
the development of Viennese visual expression.

The art of Viennese artists emerged, in no small
measure, as a protest against the post-World War 1|
atmosphere in Austria, which, on the one hand, was
defined through a great economic boom and on the
other, was marked by the desire to suppress its his-
torical ties to the political regime of 1938—1945. In
particular, the facts of Austria’s active and voluntary
cooperation with the Nazis, as well as mass eupho-
ria regarding Austria’s transformation into Ostmark
were strictly taboo in the Austrian post-war society.'

Young Viennese artists opposed the collective
amnesia of Austrian society with two strategies that
were the most efficient in such circumstances, and
that harkened back to different artistic traditions. The
first one was linked with performative practices which
were just then at the very early stage of their devel-
opment, springing from action painting. The second

1 In Austria up to the 1980s, the events of “Anschluss” by the
Third Reich and the country’s participation in the World War Il were
officially interpreted as a result of German aggression. See Uh/ H.
From Victim Myth to Co-Responsibility Thesis: Nazi-Rule, World War
II, and the Holocaust in Austrian Memory // The Politics of Memory
in Postwar Europe, ed. Lebow R. N. et al. London: Durham, 2006.

P. 40-72.

tradition looked back at the work of the Austrian
expressionists from the beginning of 20th century.
Their efforts resulted in art in which, subsequent to
the actualization of the painting process itself was in
turn followed by directly shifting the act of art-making
into a spatially and physically experienced dimen-
sion, in hopes of overcoming the mediated, traditional
experience of artwork contemplation. The effect of
the spectator’s participation in the aktion's eventful
and emotional space (even when an encounter with it
happened through photo and video documentation)
was reinforced by the use of either the human body or
animal carcasses as artistic materials; by manipulat-
ing them, the actionists inevitably provoked reflexive
painful reactions and re-activated the audience's
deafened sensitivity and ability to show empathy.

The actions of Giinter Brus (born 1938) took
probably the most extreme turn, and were based
on the artist's repressive work with his own body,
which he originally mock-violated by metaphorically
applying paint to his body. Starting from 1968, his
violence against himself became quite real, and
culminated in a public performance Stress Test that,
according to Brus, was meant to help him better un-
derstand himself? and took place in 1970 in Munich.
He achieved the maximum harm that could be done
to his body during this performance, when he cut
himself with a razor, drank his own urine and con-

2 See: Brus, Muehl, Nitsch, Schwarzkogler: writings of the Vienna
Actionists, ed. Green M. London: Atlas Press, 1999. P. 27.
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1. TioHTep Bpyc. «Tect
Ha npoyHocTe». 19.06.1970.
Gunter Brus. Stress Test,
19.06.1970.
© Gunther Brus, 2019.

«CO3epLaHuA» 3pMTeNeM NPOn3BEAEHUA NCKYCCTBA. YCUNEHUIO 9TOro
addeKTa BKIOYEHHOCTH 3pUTENA B COOLITUMHOE W 3MOLIMOHANbHOE MPOo-
CTPaHCTBO aKuuK (Lame ecriv 3HaKOMCTBO G HEM MPOUCXOAMIO0 Yepes
$OTO- UMK BUAEOAOKYMEHTALMIO) CNOCOBCTBOBANO TO, YTO B KAYECTBE
XyLOMECTBEHHbIX MaTEPUaNoB akLIMOHMCTLI MCMOMNb30BaIN YenoBeye-
CKOE TesI0 UMK TYLUKW HMUBOTHbIX, MAHUMNYNALMKU C KOTOPLIMU HEM3OEHHO —
Ha Y1CTO pedrIeKTOPHOM YPOBHE — BbI3biBaSIM OONE3HEHHYIO peaKLmio,
NPUBOOMIIN K aKTUBHU3aLMK Y NYOTMKK NPUTYNUBLUENCA YYBCTBUTENBHOCTH
M CNOCOBHOCTH K aMMaTum.

Haunbonee skcTpemManbHbIM xapakTep NPUHUMaNU, Nomxanym,
akumu MonHTtepa Bpyca (p. 1938), nocTpoeHHble Ha PenNpPeCcCUBHOM
paboTe XyAoMHWKa C COOCTBEHHbLIM TENOM, HACKIIMe HaZ, KOTOPbIM,
BHavasie NuLb NOCTaHOBOYHOE M OCYLLLECTBNABLLUEECA MeTapopHye-
CKM MpY NOMOLLM HaHECEHMA Ha HEero Kpacku, HadnHaa ¢ 1968 roga
CTano BrosiHe peanbHbiM. KynbMuHaumen aTux gencteni (ceasaHHbIX,
no cnosam Bpyca, ¢ camonosHaHuem?) ctan nposeaeHHbIR B MioH-
xeHe B 1970 rogy ny6auuHbIM NneppopmMaHc «TeCT Ha NPOYHOCTb». DTOM
paboToi, B xoae KoTopor bpyc pesan ceba 6pUTBOM, MM COBCTBEHHYHO
MOYy U BMNCA Ha NoNy B KOHBYNbCHUAX, OH JOCTUI ONpeaeneHHoro npe-
Aena HacunuA Haj, CBOMM TeSIoM, NOCIe Yero eaMHCTBEHHAA BO3MOM-
HOCTb [AJ1A HErO 3aKntoyanach B 3aBepLUEHUN aKLIMOHUCTCKOM dasbl CBO-
ero TBopyecTBa. B cagpomazoxnctckom xapaktepe TBopyecTBa bpyca
04€eBUAHO NPOCNERMBAETCA CBA3b C TUMWYHBIM ANA 3KCNPECCUOHM3MA
NPOTUBOCTOAHWEM BNACTHLIM CTPYKTYpam M HOPMaTUBHOM 3CTETUKE
CBOEro BPEMEHW: UCKaneyeHHoe, AepOPMUPOBAHHOE TENO, KAKUM OHO

2 Cwm.: Brus, Muehl, Nitsch, Schwarzkogler: Writings of the Vienna Actionists, ed. Green M. London: Atlas
Press, 1999. P. 27.
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npeacTaeT B akuuMAx bpyca, He BNKCbIBanock B NOMMTIKOHOMUYECKYHO
MoAenb nocneBoeHHoM ABCTpUM C ee NadOCOM NMOCIEBOEHHOM PEKOH-
CTPYKLMM U «IKOHOMMUYECKOrO YyAa», TOYHO TaKHKe KaK B KAHOHbI aKa-
[EMUYECKOro MCKYCCTBa MMMNepPCKoM BeHbl He yknapeiBanmce HeEBpPO-
TUYeCcKU-6onesHeHHble 06pa3bl ¢ kapTnH Ockapa Kokolwku nnu SroHa
LWwune.

Taknm 06pa3om, acTeTHKa, B KOTOPOM paboTanu XyAomHUKW BeHcKom
aKLMOHUCTCKOM rpynnbl, Oblna HanpAMYHO CBA3aHAa C JIOKaNIbHOW XyAome-
CTBEHHOM TpaguuMen aBCTPUMCKOro aKkcrnpeccuonmama. CyTb acTeThye-
CKOWM YCTaHOBKH, KOTOpPan POAHWUT NPeACTaBUTENEN 3TUX ABYX MOKONEHWH
ABCTPUMCKMX XYOOMHUKOB, MOXKET BblTb pacKpbiTa Yepe3 peHoMeH naTo-
NOrM4ecKoro Tena — obpatleHne K KOTopoMy Obino B paBHOM CTEMEHM
XapaKTepHo 1 AnAa akuMoHncTos 1960-x rogos, 1 ANA XyAOKHMKOB Havana
XX BeKa. Tem, KTO BrniepBble COEANHUI NOHATUE «COBPEMEHHOMO CTUA»

C AEKOHCTPYKLMeN 06pa3a rapMOHUYHO CIIOMEHHOMO YesloBeKa, MoCTyn-
KaMKW KOTOPOro ynpaenAeT UCKITIYMTENBHO padyM, obpasa, ABNABLLErocA
nopoxgeHnem anoxu lNpoceeLleHna n paumoHanMama, bbln UCKyCCTBOBES,
FOnunyc Menep-Tpede. B cBoel KHure «Mctopma pa3BuTUA COBPEMEHHOMO
MCKyccTBa», BelwepLwer B 1904 roay, T.e. 3a HECKOMbKO NeT A0 MNoAB-
nexuva B BeHe no-HacToALLEMYy 3KCNPeCCHOHUCTUYECKKX paboT, Meriep-
Ipede Tak xapakTeprsoBan xyaoKeCTBEHHYIO atMocdepy ropoaa: «31a
monopan BeHa aBunack Kak Yepecuyp 6bICTPO NOB3POCIEBLLMIM YENOBEK,
CTPAaLLIHO BbICOKWM, HO ¥YTKO XyA0W, XMNOrO TENOCIIOMEHWA M He NO rogam
MOLBEPHKEHHBIN MOPOKY»2,

Mo Bcer BUAMMOCTH, HE B MOCNEOHIOK ovepelb UMEHHO Bnaro-
napa Mevepy-lpede B ABCTpMM Havana Beka BO3HWKNA MOAa Ha OnucaH-
HbIM UM THMAX: Kak nokasana lemma Bnakwoy, cosganuio SroHom LLnne
cBOen 3HameHuToM cepuun asTonoptpetoB 1910 roga Bo MHOroM cro-
cobCTBOBas TOT yCnex, KOTOPbIM NOMb30BaNIMCh 6onesHeHHble U Aedop-
MUpOBaHHble 06pasbl y KonnekumoHepos®. OgHako cam Mewep-Tpede,
[aBas NPUBEAEHHYIO BbILLE XapaKTEPUCTHRY, OTTANIKMBAICA OT UCKYCCTBa
BeHcKoro ceueccuoHa, Takxe obnagaBLlero cnocoOHOCTLIO LOKUPO-
BaTb W OKa3aBLLeroca Ha pybeme BEKOB B LieHTpe Ae6aToB 0 rpaHMuax
A0MyCTUMOro B UCKyccTee. M oelcTBMTENbHO, BaKHBIM LLAroM B CTOPOHY
O0OHOBNEHWA W pPaaUKann3aLnK XyA0KECTBEHHOMO A3bIKa, MpUBeaLWeM
B KOHEYHOM MTOre K TOPHECTBY «3CTETMKM 6e306pa3Horo» B aKcnpec-
cuoHuame Kokowku u LLvne, ctano TBopYeCTBO OOHOMO M3 OCHOBaTe-
nen CeueccuroHa, NyctaBa KnumTa. B yacTHOCTH, B CO3OaHHbIX UM Tpex
«(aKynbTETCKUX KapTHHaxX», NpeAHa3HavYaBLUMXCA OJ1A MNOTOMKa aKTo-

BOro 3ana B 3gaHumn BeHcKoro yHnBepcuTteTa, Hnnmt Bnepeblie obpa-
TUIICA K TEME CTPafatoLLEero 4eI0BEYECKOro TeNna, KOTOPOE NEepPEKU-

BAeT He TOMbKO $pU3UYECKHI pacLBET, HO U HensbekHoe yBagaHue. IToT
MOTMB CTasl LeHTpasibHbIM B ABYX NepBbix paboTax U3 cepuu, NpeabAs-
neHHbix Ny6auke B 1900 1 1901 rogax cootBeTCTBEHHO, — «@PUnocodusn»
n «MepuumHa», — Npu CO30aHUMU KOTOPbIX RNMUMT OTOLEN OT BCEX CyLue-
CTBOBABLLMWX KAHOHOB aNfIErOPUYECKUX KOMMO3WLLMIA, M306pa3MB Ha Kam-
[OM U3 KapTUH NPOHM3bIBAOLWLMIM 6e36perHOEe NPOCTPaAHCTBO NOTOK YENo-
BEYECKHUX PUryp, roe oKkasanuch nepensieTeHbl Tena 0BHaKEHHbIX MEeHLLMH
M MY4WH, OeTel, BBPOCTbIX U CTapUKOB.

OcobeHHO HenpremnemMon 41 LWWMPOKOW NYGIMKK U YHUBEPCUTET-
CKoM npodeccypbl oKasanack kaptuHa «MeguumHar, nebatbl No nosoay
KOTOPOW Aame AOCTUITIM aBCTPUMCKOro napnameHTa. Ha xoncte, 3a cnu-
Hom 6ornHu Mrueun, cnoBHO BocnapALEen M3 HEBEAOMbIX MY6UH U OnK-
ueTBopAroLLen cobor uenebHyo cuny MeauumHbl, XyA0KHUK n306pa-
3U1 MHOXECTBO GUIyp B O4EHb CITOMHbBIX MO3aX, HANPAKEHHOCTb KOTOPbIX

3 Meier-Graefe J. Entwickelungsgeschichte der modernen Kunst: Vergleichende Betrachtung der
bildenden Kiinste, als Beitrag zu einer neuen Aesthetik. Stuttgart: Jul. Hofmann, 1904. S. 695.

4 Cwm.: Blackshaw G. The Pathological Body: Modernist Strategising in Egon Schiele's Self-Portraiture //
Oxford Art Journal. 2007. Vol. 30. No. 3. P. 379—401.
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vulsed on the floor, so the only possible option that
was left open to him afterwards was to conclude
his actionist phase. The sadomasochistic character
of Brus's work matches the typically expressionistic
opposition to the power structures and normative
aesthetics of its time: the mutilated, deformed body
as seen in Brus's actions did not fit the political and
economic model of post-war Austria with its zeal of
post-war reconstruction and its economic miracle,
just as the neurotic and morbid images from the
paintings of Oskar Kokoschka and Egon Schiele did
not fit the canons of academic art in Imperial Vienna.

Therefore, the aesthetics adopted by the Vien-
nese actionists were directly linked with the local ar-
tistic tradition represented by Austrian Expression-
ism. The essence of the aesthetic mindset that tied
together these Viennese artists from both genera-
tions can be interpreted through the phenomenon
of the pathological body, addressed both by the
actionists in the 1960s, as well as by the early 20th
century artists. The art historian Julius Meier-Graefe
was the first one to connect the notion of modern
style with the deconstruction of the image of the
harmonious individual, whose actions are governed
exclusively by reason, and who was a product of the
Age of Enlightenment and rationalism. In his book
Modern Art: Being a Contribution to a New System
Of Aesthetics published in 1904, only a few years
before the emergence of the truly expressionistic
artworks in Vienna, Meier-Graefe describes the
artistic atmosphere of the city: “This young Vienna
was like a lad who has grown too quickly, tremen-
dously tall but shockingly thin, weak of bone and
precociously diseased."

It seems that Meier-Graefe had a major influence
on the emergence of the fashion for this prototype
in early 20th century Austria: as Gemma Blackshaw
demonstrated, the success of sickly and deformed
images among collectors was largely instrumental
to the creation of Egon Schiele’s famous series of
self-portraits in 1910.* However Meier-Graefe himself,
when describing these characteristics, was actually
drawing on the art of the Vienna Secession, which
was equally shocking and which became the center
of a debate about the boundaries of the permissible
in art. Indeed, the works of Gustav Klimt, one of the
Vienna Secession's founding artists, became the first
step towards the renewal and radicalization of artistic
language, which eventually led to the triumph of the
“aesthetics of ugliness” in the Expressionism of Oskar
Kokoschka and Egon Schiele.

In particular, in his three paintings commissioned
to decorate the ceiling of the Great Hall in the Uni-
versity of Vienna, Klimt, for the first time, addressed
the theme of the suffering human body that exists not
only in its physical prime but also in inevitable decay.
This motif dominated the first two works in the series,
Philosophy and Medicine, which were presented to
the public in 1900 and 1901 respectively, and whose
portrayal went far beyond any pre-existing canons

3 Meier-Graefe J. Entwickelungsgeschichte der modernen Kunst:
Vergleichende Betrachtung der bildenden Kiinste, als Beitrag zu einer
neuen Aesthetik. Stuttgart: Jul. Hofmann, 1904. S. 695.

4 See Blackshaw G. The Pathological Body: Modernist Strategising
in Egon Schiele's Self-Portraiture // Oxford Art Journal. 2007. Vol. 30.
No. 3. P. 379—401.
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of allegoric compositions, with each painting show-
ing a flow of human figures, bodies of naked women
and men, children, adults and old people intertwined,
permeating the boundless space.

Medlcine was the painting subjected to the
most stringent criticism by both the general public
and by university professors — to the point that it
was debated in the Austrian parliament. Behind the
back of the goddess Hygieia — representing the
curing force of medicine, who seems to be floating
out of the unfathomable depths — the artist depicted
a multitude of figures in extremely complex positions,
their tension in sharp contrast with the daydreaming
and self-reflecting state of almost all the characters of
this work (except Hygieia herself). The artist’s marked
attention to physiology caused critics to joke that the
proper place for these figures' should be the Anatomy
Museum.® Moreover, Klimt included the bodies of
a pregnant woman and a bony old woman, which did
not correspond with the normative aesthetics of its
time, alongside the idealized luscious human bodies,
characteristic of the decorative, refined, bordering
on mawkish, academic style, which dominated the
Vienna art scene in the end of the 19th century (its
most prominent artist was Hans Makart — this is why
it came to be known as Makartstil).

The reason behind Klimt's transformation of
style lies in his aspiration to revive dead, allegorical
language by introducing natural science themes —
the human body in all its manifestations — including
sickly and pathological ones. This was inspired by
Klimt's personal fascination with biology, as well
as by the general zeitgeist of turn-of-the-century
Vienna — the city that had become one of the most

5 See: Bahr H. Gegen Klimt: Historisches, Philosophie, Medizin,
Goldfische, Fries. Wien: Eisenstein, 1903. S. 46.
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2. TyctaB KnumT. «MeamumHan.
1899—1907. XoncrT, macro.
Paameps! Hen3BeCTHbI
(yTpadera B 1945 roay).
Gustav Klimt. Medicine.
1899—1907. Oil on canvas.
Sizes unknown (destroyed
in 1945),

3. 3row Wune. «AsTonoptpet
B OGHaKEHHOM Bz,
rpumacar. 1910. MpaduTHbIi
KapaHAaLLl, yronb, ryatlb
1 6ennna Ha 06epToyHOM
6ymare. 55,8 x 36,7 cm.
Myseit AnbbepTuHa.

Egon Schiele. Nude Self-

Portrait, Grimacing, 1910.

Pencil, charcoal, gouache

on paper. 556.8 x 36.7 cm.
Albertina.

PEe3KO KOHTPaCTUPYeT C TeM COCTOAHWEM Ipe3bl, MOrPyHEHHOCTH B CEOA,
B KOTOPOM MPeb6LIBAIOT BCE NEPCOoHamM (3a MCKNoueHueM camoi Mruen).
MopyepkHyTOE BHMMaHWe KnumTa K $M3MOoNorumn fano noBoA, KpUTUKaM
A3BUTB, Y4TO PUrypam C 3ToM paboThl XyAOHKHMKA MECTO CKOpee B aHaTo-
MUueckom mysee®. Kpome Toro, pagomM ¢ MaeannavpoBaHHbIMM, «POC-
KOLUHbIMW» YENOBEYECKUMU TENaMK, CTOMb XapaKTePHLIMU ANA LOMUHK-
posasLuero B BeHe B KoHue XIX BeKka AeKOpaTUBHOIMO U M3bICKAHHOMO
[0 CralaBoCcTh akagem1ama (ero BonnoweHuem 6bina MaHepa XyLom-
HuKka XaHca MakapTa — T.H. Makartstil), Ha kapTuHe KnumTa nossunmcs
He BNWCbIBaBLUMECA B HOPMATUBHYHO 9CTETUKY CBOEro BpeMeHH Tena
6epeMeHHOM HeHLLMHbI M KOCTIIABOM CTapyXxw.

MprunHom TpaHcpopmaumm ctrna Knumra ctano, no-BMANUMOMY, ero
CTPEeMIEHVE OMUBUTL MEPTBLIM anneropuyecKkmi A3biK 3a cHeT obpalle-
HWUA HEMOCPEACTBEHHO K eCTECTBEHHOHAYYHOMY MaTepuany — yenoseve-
CKOMY Tesly BO BCEX ero BMAAax U COCTOAHMAX, B TOM YMCne 60Ne3HEeHHbIX
M NaTONOrMYHbIX. DTOMY CNOCOBCTBOBASIO KaK JIMYHOE yBreyeHne Knnmta
6uonorunen, Tak n BoobLe atMocdepa BeHbl pybena BekoB — ropoaa,
CTaBLUEro B TOT MOMEHT OAHUM W3 BaKHEMLLUX LLEHTPOB Pa3BUTUA Meau-
umHbl B EBpone, roe K Tomy we ocobeHHoe BHUMaHWe yAenAanock Takum
AWCLMMNAMHAM, KaKk HEBPONOruaA U ncuxmMaTpma®. OTa CBA3b He YKpbl-
nacb W OT COBPEMEHHMKOB: Tak, nicaTens Hapn Kpayc capkactuyecku
nucan o «MeauumnHe», 4To KNUMT, NO-BUOUMOMY, XOTeN «Hepesd xaoThye-
CKOe crneTeHne 60ne3HeHHbIX TeN CUMBOJTMYECKW NPeaCcTaBUTb YCIIOBUA
B BeHcKon o6buwer 6onbHULEe».

HenocpencrteseHHoe 3HakoMcTBO KnnmTa ¢ nocneaHMmmn [OCTH-
MEHWAMM NaTONOrMYeCKOM aHaTOMUK U BUONornM NpomsoLwno 6naro-
Aaps ero apy#be ¢ Omunem LlykepkaHanem, npopeccopom aHaToMmm
BeHckoro yHuBepcuteTa. B yacTHOCTH, LlykepKaHane opraHnsosan

5 Cwm.: Bahr H. Gegen Klimt: Historisches, Philosophie, Medizin, Goldfische, Fries. Wien: Eisenstein, 1903.
S. 46.

6 Toppo6Hee o ponu BeHbl B pasButun MeamumHbl cM.: HaHgens O. Bek camonosHanua. [Nouncku 6ecco-
3HATESNBHOTO B UCKYCCTBE W HayKe C Hadana XX Beka o Hawmx aHeit. M.: Corpus (ACT), 2012. C. 20—25.

7 Die Fackel. Nr. 73. April 1901. S. 13.
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no npockbe Knumrta ceputo nekuunin Ha AHaToOMUYECKOM daKrynbTeTe
ONIA TPynnbl XYAOKHUKOB, NUCaTeNen U My3blIKaHTOB, KOTOPbIX OH BBES
B OCHOBbI TMCTONOMMK, NPOAEMOHCTPUPOBAB UM Cranapel ¢ n3obpa-
HEHUAMU YBENTUYEHHbIX NOA MUKPOCKOMOM TKaHer 1 KneTok®. B ceAswm
C 3a/l0KyMeHTHpPOBaHHbLIM MHTepecoM KnumTa K Teopum HapsuHa
«MeaunLMHY» MOXHO MHTEPNPETHUPOBaTb Kak MeTadopy BECKOHEeYHOro
KpPYroBOpoOTa MMU3HWU U CMEPTH, KOrAa Kamdan HOBaA MW3Hb BbITEC-
HAET NpeALllecTBytoWwMe ek GopMbl, HO OAHOBPEMEHHO cama obpe-
YyeHa Ha rnbenb. He cny4yalHo Ha KapTMHE MeXAy rpyAHbIM MNnafeH-
Luem 1 6epeMeHHOM HEeHLMHOW NOABNAETCA CKeNeT — aneropms
CmepTH, — a BOKPYr HEro B CBOK Oo4Yepenb pa3BuBaeTcA neneHa ¢ 6uo-
NOrMYEeCKUMHU CUMBOSIAMU HOBOM HU3HKU — M300pameHNAMM pPaHHMX
CcTaaumn pasBuTMA aMBpHOHa®.

Ponb «dparynsteTcKUX KapTUH» KnvmTa B popMHpOoBaHUM HOBOM 3CTe-
THUYECKOW NapagurMbl aBCTPUACKOIO MCKYCCTBA CIIOMHO NEPEOLLEHNUTL
B TOM YWCIIE W MOTOMY, YTO B HWUX BrepBble CO BCEN OTYETIIMBOCTLIO NPO-
ABUNOCH CTPeMJIeHWE K Nepeaaye Yepes nosbl U KecTbl pUryp Tex cambix
6ecco3HaTeNbHbIX NCUXMYECKMX NMPOLLECCOB, MU3YYEeHWe KOTOPbIX CTano
npeaMeToM ncuxoaHanusa 3urmyHaa Ppenga. He cnyyaiiHo coBpemeH-
HWKM OTMeYann HECOOTBETCTBUE KITMMTOBCKMX a/lieropui TpaamLmMOoH-
HOMY MOHWMaHUIO HayKW, KOTopaA UMeET Aeflo TONbKO C paLroHanbHO
nocTuxnMbiM. OfHaKo MMeHHO «6echopmeHHas Hepasbepuxa, MUp rpes,
KOTOpblE €CTb NOHAA NPOTUBOMONOKHOCTE BCAKOM NOASTMHHOM $GMI0CO-
¢um»'°, ctano Tem, K Yemy obpatunca ®Ppena B cBoem nepeom GyHAaMEH-
TaNlbHOM TpyaAe — «TONKOBaHWW CHOBWUAEHWUI» (1900).

McuxoaHanna Pperpa — BOT YTO B 3HAYUTENBHOM CTeneHn obycnas-
NMBaeT NPEeeMCTBEHHOCTb aKLMoHn3ma 1960-x rogos OT aKcnpeccuo-
HUCTUYECKOM TpaauLMK. [NaBHbIM OTKPLITUEM aBCTPUMUCKOIO Y4EHOro,
HaYMHaBLUEro Kak Bpa4y-HeBPONaTosnor, ctana 30Ha MHCTUHKTUBHOIO
M 6ecco3HaTenbLHOro, KOTopasa OKa3blBaeT HEMOCPEACTBEHHOE BIUAHUE
Ha MOCTYMKM YeloBEKa M ero NCUXMYeCKyto Xm3Hb. B aTol cucteme Koop-
AMHAT TENo TPaKTYeTCA KaK cpefoToyre NMOUA0 M arpecCHUBHbIX HUBOT-
HbIX MUMMYNbCOB, MPOABNEHUIO KOTOPbLIX CMNOCOBCTBYIOT pa3HoObpa3Hbie
9KCTpeMarnbHble COCTOAHWA BPOAE HEBPO30B M UCTEPUYECKNUX Npunag-
KoB. Hak gokasana lemma BnaKLoy, Ha cnoxeHWe aKCNPeCcCHOHUCTHYE-
CKOW MKOHOrpaduM NaToNnorMyeckoro Tena 6onbLoe BIMAHWE OKasana
crneunanmM3npoBaHHaa MedULMHCKanA nuTepaTypa Toro BpeMeHH, B KOTO-
pow ny6nunKkosanuce GpoTorpadum NaLMeHToB HEBPOTOrMYECKUX KITMHUK
n, bonee Toro, NoaYEpPKMBaacb aCTETUHECKaA LIEHHOCTb TakmMx U306pa-
weHun''. B cooTHOLWEHWK ¢ NpeacTaBneHHOM B 3TUX M3OaHWAX TUNOMOo-
rMen NONOMEHWN Ten, pasbuTbIx NapasMyom UK 3aneyvatneHHbIX B MOMEHT
npvnaaKa, No-BUAMMOMY, CriedyeT paccMaTpuBaTh U PAL, GUryp ¢ NaHHO
«MeamumHa»'2. Ho ecnn Knumt B cBOoEM AanbHeMLWweM HUBOMUCHOM TBOP-
YyecTBe OTOLleN OT penpe3eHTaumu Tena B ero rpybov ¢pruanonormyHo-
CTH, HayaB paboTaTb B AEKOPATUBHOM, NIIOCKOCTHOM MaHepe, TO Takue

8 Cwm.: Braun E. Ornament as Evolution: Gustav Klimt and Berta Zuckerkand! // Gustav Klimt: The
Ronald S. Lauder and Serge Sabarsky Collections, ed. Price R. New York: Neue Galerie, Prestel Publishing,
2007. P. 162.

9 AHaNOrMyYHbIE CUMBONbI BNIOCNEACTBUM By/lyT NOABMATLCA B LENOM PAAE KapTuH KnumTa, cumsonu-
31pyA PENPOLYKTUBHBIN MOTEHLMA KEHLLMHbI MM HEMOCPEACTBEHHO CaM aKT 3a4aTha — Kak B «[aHae»
(1907-1908). Cp.: Hargens 3. Yras. cou. C. 30-31.

10 Bahr H. Op. cit. S. 17.

11 Peub naet npewae BCEro o wypHanax, CBA3aHHbLIX AeATeNbHOCThI0 aHa-MapTena Lapro Ha nocty
3aBe/lyloLLEero HeBpONornieckm otaeneHnem 6onbHuLel Canbnetprep B MNapue: «doTorpaduyeckan MKo-
Horpadua Canbnetpuep» u «Hosaa nkoHorpadua Canbnetpuep». Cm.: Blackshaw G. Op. cit. P. 382-389.

12 Tak, no3a MeHLLMHbI, NapALLei CGOKy OT OCHOBHOMO MOTOKA NIIOAEH, BbIFHYTOM CMIMHOM M OTKUHYTOM CNOB-
HO B MBHEMOMEHUM NIEBOV PYKOM HANOMWHAET OfIHY M3 PA3HOBMAHOCTEM 3HAMEHMTOM <UCTEPUYECKON ayri»
(cp- Richer P Etudes cliniques sur la grande hystérie ou hystéro-épilepsie. Paris: Delahaye et Lecrosnier, 1885.
P 71). B cBOt0 04epesb, NONMOKEHME MyKCKON GHrypbl, OBPALLEHHON K 3PUTENHO CMIMHOM, C BbIBPOLLIEHHOM

B CTOPOHY 3TOW MEHLLMHbI PyKOM, MO0 BbiTb 3aMMCTBOBAHO C $OTOrpadmu, UNIIOCTPUPOBABLLEH napaniy
CMMHHBIX MbILLIL, B ypHasie «Hosan ukoHorpadua Canbnetpuep» (cm.: Blackshaw G. Op. cit. Fig. 8).
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important European centers of medical progress,
where, moreover, disciplines such as neurology and
psychiatry were very popular among scholars.® This
connection was not mystery for their contemporar-
ies — thus, the writer Karl Kraus wrote sarcasti-
cally about Medicine that Klimt must have wanted
to “symbolically recreate the conditions in Vienna
General Hospital through the painting of the chaotic
intertwined bodies."”

Klimt's first-hand knowledge of the latest
developments in pathological anatomy and biol-
ogy was possible thanks to his friendship with Emil
Zuckerkand|, an anatomy professor at the University
of Vienna. In particular, at Klimt's request, Zuck-
erkandl arranged a series of lectures for a group
of artists, writers and musicians in the anatomy
department, where he presented an introduction
to the foundations of histology, displaying slides
that showed enlarged images of cells and tissues.®
In light of Klimt's documented interest in Darwin’s
theory of evolution, we can interpret Medicine as
a metaphor of the endless cycle of life and death,
where every new life pushes out forms that existed
before its arrival, yet it, in turn, is also doomed to
die. It is no coincidence that we find a skeleton
of Death right next to a newborn and a pregnant
woman, while a veil decorated with the biological
symbols of new life — images of embryos at the
early developmental stages, flows around it.°

The role that these “faculty paintings,” com-
missioned by the University of Vienna, played in
shaping the new aesthetical paradigm of Austrian
art is vital also for another reason: they became the
first clear manifestation of the desire to capture,
unconscious psychological states, which were
destined to become the subject of Sigmund Freud's
psychoanalysis. It was not for nothing that his con-
temporaries noticed a discrepancy between Klimt's
allegories and the traditional scientific perspective,
dealing only with what could be comprehended ra-
tionally. But it was this “misshapen mess, the world
of dreams, which is a complete opposite of any
true philosophy”'® that had attracted the attention
of Sigmund Freud in his first fundamental work The
Interpretation of Dreams (1900).

Freud's psychoanalysis largely provides con-
tinuity from the expressionistic tradition to 1960s
Actionism. The major discovery made by the Austrian
scholar, who had started his career as a neuropathol-
ogist, was the immediate effect that the zone of the

6 For more information about the role of Vienna in the
development of medicine see: Kandel E. Vek samopoznaniya. Poiski
bessoznatel'nogo v iskusstve | nauke s nachala XX veka do nashikh
dney [The Age of Insight: The Quest to Understand the Unconscious
in Art, Mind, and Brain, from Vienna 1900 to the Present]. Moscow:
Corpus (AST), 2012. P. 20-25.

7 Die Fackel. Nr. 73. April 1901. S. 13.

8 See Braun E. Ornament as Evolution: Gustav Klimt and Berta
Zuckerkand| // Gustav Klimt: The Ronald S. Lauder and Serge
Sabarsky Collections, ed. Price R. New York: Neue Galerie, Prestel
Publishing, 2007. P. 162.

9  Similar symbols would later appear in a whole range of Klimt's
paintings representing the reproductive resource of a woman or the
conception act in itself as in Danae (1907-1908). See also: Kandel E.
Op. cit. P. 30-31.

10 Bahr H. Op.cit. S. 17.
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instinctive and unconscious has on a person’s actions
and his/her psychical life. This system of coordinates
interprets the body as a hub of libido and aggres-
sive animal instincts, which become manifested in
various extreme conditions such as neurosis and fits
of hysteria. As Gemma Blackshaw demonstrated,

the establishment of the expressionist iconography
of the pathological body was mainly influenced by
the specialized medical literature of the time, which
included photos of patients of neurological clinics,
thus promoting the aesthetic value of such images."
It seems that some of the figures from the Medicine
panel should be interpreted in light of the typology of
body positions found in this medical literature, which
features bodies stricken with paralysis or captured

at the moment of seizure.'?> While Klimt subsequently
stopped representing the body in its mere physiologi-
cal form and embraced a decorative and flat style of
painting, artists such as Kokoschka and Schiele fully
developed the potential of the “unhealthy art” present
in Klimt's “faculty paintings!

Just like in psychoanalysis, which was regarded
by Freud as a kind of pathologicol-anatomical process
aimed at revealing the profound layers of the psyche,
the Austrian expressionists strove to convey the es-

11 We refer to journals describing Jean-Martin Charcot's work as
the Head of Neurological Department at Salpétriere hospital in Paris:
Photographic Iconography of La Salpétriere and New Iconography of
La Salpétriere. See Blackshaw G. Op. cit. P. 382-389.

12 Thus, the pose of a woman floating to the side of the main stream
of people with an arched back and left arm dropped as if in exhaustion
looks like one of the variations of the well-known “arch of hysteria”
(compare: Richer P Etudes cliniques sur la grande hystérie ou hystéro-
épilepsie. Paris: Delahaye et Lecrosnier, 1885. P. 71). In turn, the pose
of a male figure depicted with his back to the audience, whose hand

is thrown out towards that woman could have been adopted from a
photograph capturing paralysis of spine muscles in New Iconography
of La Salpétriére journal (see: Blackshaw G. Op. cit. Fig. 8).
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4. Tepmar Huty. «1-a akuman,
19.12.1962.
Hermann Nitsch. 7st Action,
19.12.1962.
© Atelier Hermann Nitsch,
2019.

XyOOMHUKM, Kak Hokowka v LLinne, B nonHom mepe pasBuin 3a0KeHHbIN
B «(aKyNbTETCKMUX KapTHHaX» NoTeHLMan «He300POBOIr0 UCKYCCTBax.

Mo aHanornu c ncuxoaHanM3om, paccmartpueasLLMMca Pperaom
KaK CBOEro poga naronoroaHaToMMyecKan npoLeaypa, CMbIC1 KOTOPOM
3aK/I0YaSICA B OTKPLITMM MYOUHHBIX CIIOEB NCUXWKKW, aBCTPUMCKUE SKC-
NPECCHOHUCTBI CTPEMMITUCH K BbIPaXKEHWIO NOAMHHOM CYTH YenoBeKa,
AN1A Yero COOTBETCTBEHHO Obina HeobxoArMa COBEPLUEHHO HOBaA XyAome-
cTBeHHas onTuKka. MmeHHo no aton npuunHe Ockap KoKoluKa, BOOXHOB-
NEHHBIV OTKPBLITUEM PEHTIEHOBCKMX JIy4en, MPU HanMcaHW1 Lenoro paaa
nopTpeToB 6YATO CTPEMMUIICA K CO34aHMIO MUBOMUCHBIX aHaNOroB PeHT-
FEHOBCKMX CHWMKOB'S. DroH LLune, B cBoto oyepeab, M3obpaxan — npu-
YeM 4acTo GppParMEeHTUPOBAHHO — Xy4OCOYHbIE, M3NoMaHHble Tena (MHoraa
OCTaB/AOLLME BNIEYATIEHUE CKENETOB, OBTAHYThIX KOMEN), GOKyCHpYACH
He Ha BblPaMeHMWAX NWLL, HO Ha KMCTAX W NanbLax pyK, Ha AMHAMWUYECKOM
B3aMMOAENCTBMKU GUryp C MPOCTPAHCTBOM.

lMpencraBneHne o ToM, 4TO TENO €CTb NPOBOAHUK B 06N1acTb Uppa-
LiMOHanbHOro M 6ecco3HaTenbHOro, — BOT YTO BbICTYNaeT CBA3YHOLLMM
3BEHOM MeHy 9KCNPECCUOHN3MOM Havana XX BeKa W AeATeNbHOCTbIO
BeHcrow akumnoHncTcrom rpynnel. MHTepec K TenecHomy, ¢puanonormye-
CKOMY Hayany KaK MHCTPYMEHTY apTUKYNALMM CKPbIBAIOLLMXCA B YENOBEKE
MCUXOMOrMYECKMX KOHGNMKTOB (B TOM YMCre NOAABNEHHbIX TpaBMaTHye-
CHKUX MEPEMMBAHUI, CBA3AHHLIX C BOMHOM W e NOCNeACTBUAMK) 06beam-
HAET BCEX MMaBHbIX MPOTaroHMCTOB BEHCKOr0 akuMoHn3mMa. Tak, lepmaH
Hutu (p. 1938) cran cospatenem «Teatpa oprui M MUCTEPHI», B paMKax
KOTOPOro OH CTPEMMUICA K BOCCO34aHWI0 TOM MHTEHCUBHOCTU KatapTuye-
CKOroO OnbITa, KOTOPLIW NpeanaranM AUMOHUCUACKUE 0PIk U MUCTEPHH,
aHTWYHbIE TParegmu, a TaKkke camble pa3HoobpasHble APeBHUE KyNbTOBbIE
$bopMbIl, CnyxuMBLLIME CyONMMaLMK arpeCCHBHBIX HENOBEYECKUX MHCTHUHK-
ToB. [10 cKx Nop CyLLeCTBYOLWMI aKLMOHUCTCKMIM TeaTp Hutya npea-
nonaraeT BosfieyeHue nybaukKu B IMTyprudeckoe (OHO e — MUcTepu-
anbHOE M OPrUacTUYeCcKoe) AENCTBHE, B XOAE KOTOPOro pa3 3a pasom
BOCMPOW3BOAATCA PUTYaslbl, CBA3AHHLIE C MOTMBAMM HEPTBOMPUHOLLEHWA

13 Cp.: HaHgens 3. YKaa. cou. C. 93—94, 106—106.
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M UCKYMNEHWA, — B TOM YMCIIE U NOTOMY, YTO B Ka4eCTBE IMaBHbIX MaTe-
pyanoB 34eCb BbICTYMaOT KPOBb, TyLIWU U BHYTPEHHOCTH HHUBOTHBIX. [1ep-
BaA aKkuUMA, npoBedeHHaA Hutuem B pamkax «Teatpa opri U MUCTEPUN»,
cocTtoAnacb 19 nexabpa 1962 n, He npeanonaran yqactue nybnmku,
HOCHna CKopee CMMBOTMYECKUI U NPOrPaMMHbIM XapakTep: oAeTbI

B 6enble ogexabl HUTY cToAan y cTeHbl, cnosHo pacnaTsii (ero pyxy 6biu
CBA3aHbI M B3EpHYThl BBEPX Bepeskamu), a O1To Mionb nonuvean ero
Kpackok. CosHaTenbHo ynonobnsas cebsa Xpucty, HUT4 cnoBHo oexknapu-
poBas, 4TO ero 3agada Kak XyAOMHWKa — yKa3aTb Y4en0oBe4eCcTBy Cnacu-
TeNbHbIM NyTb, BbIXOA, U3 AYXOBHOIO M MCHUXONOrMYECKOrO TYMMKa, KOTOPbIM
He B NocriefH00 o4yepedb Obin 06ycnoBneH NogasneHHbLIMW TpaBMaT1ye-
CKWMU NepexmBaHMAMK. B BbinyweHHOM B TOM e rogy maHudecte «Kpo-
BaBbIi opraH» Huty nucan: «B ceoem mckyccTae (KoTopoe ecTb dpopma
6naroroseHus Nepes MU3HbLH) A NPUHUMALD Ha cebAa Bee, Kamylueecs
HeraTMBHbIM, HeanneTUTHLIM, M3BPaLLEHHbIM M OBCLLEHHBLIM, BCIO NOXOTb
BMECTE C MCXOAALLEMN OT Hee HepTBEHHON UCTepUEH, 4TOObI M36aBUTb
BAC ot poxogawumx oo npefena cpama u ctbigar's.

N3baBneHue, ounLLEHWE, «CUXMHECKAA TMIMeHa» — BOT NENT-
MOTHMBbI TBOPYECTBA XyA0KHUKOB BEHCKOM akLMOHMCTCKOM rpynnbl,
KOTOpblE aKTUBHO MOJIb30BANIMCh NCUMX0aHATUTUHECKON TEPMUHOMNO-
ruei. Mx uaniobnexHble TepMUHbI: «abpeakuus» (BoITeCHeHWE Tpasma-
TUYECKOrO OMbITa Yepes ero NPopPaboTKy, MOBTOPEHHE) U «KaTAPCUC»
(BbICBOBOMAEHME 3ArHAHHON BHYTPb NCUMXMYECKON SHEPIUH, NepBUY-
HbIX MHCTUHKTOB). C TOYKM 3PEHMUA BEHCKUX aKLMOHUCTOB, UMEHHO
nopasneHne 6a30BbIX MHCTUHKTOB B XOA4E Pa3BUTUA LIMBUIU3ALMK
W KyNbTYpbl NPUBOAMUT K HEKOHTPOIMPYEMBIM MCUXMYECKUM Bbibpocam
M TakMM BCMbILLKaM Hacunua, kak Btopaa muposas BorHa. Paspyuie-
HWEe 1 YHUKEHWe Tena, TaknuMm 06pas3om, paccMaTpuBanoch Kak cnocob
ero ocBoOOKAEHUA, C OAHOM CTOPOHbI, OT HEBPOTUYECKOM 3aLMKNEH-
HOCTH, OT HaBA3YMBbIX TPABMaTUYECKUX NEPEKMBaHWUIA, a C APYroM CTo-
POHbI — OT TeX CaMblX BMACTHbIX MU MEPAPXUUYECKUX CTPYKTYP, KOTOpbIe
nx nopoxaatoT. M B aTOM CMbICNe TBOPYECTBO BEHCKUX aKLLMOHUCTOB
HacnegoBasno paguKanbHOM AUANEKTUKE SKCNPECCUOHUCTUYECKUX Kap-
TWH, OAHWM M3 MOJIIOCOB KOTOPOM, Kak nuweT BeHpxammH Byxno, «6bin
rMnepTpPodUPOBaHHbLIM KyNbT CEKCYaNlbHOro Tena, UMMy/bCUMBHbIE, HABA3-
YMBbI€ MOPbIBbI KOTOPOrO0 PACCMaTPMBAIIMCh Kak NoApbIB BypHyasHbIX
peXMMOB CcybnMMaunm U penpeccum», a Apyron — «oTBpalleHue K Teny
M CEeKCyallbHOCTH KaK K CTPYKTypaMm, B KOTOPbIX COLMasbHbIM NOPAAOK
M penpeccuun yKopeHeHbl 0COHBEHHO ry6OKO W BbipaKaroTCA B HaBA3YM=-
BOM MOBEAEHUWU U HEBPOTUUECKOM 60nn»'2,

AKUWMKM BEHCKUX aKLMOHWUCTOB C XapaKTePHbIM ANA HUX MOTUBOM
pPUTYanbHOro paspyLeHra U YHUHKEHWA NIOTH, TakMM 06pasoM, BOMNIO-
wann cobor BbI30B 06LWECTBEHHLIM Taby, COBPEMEHHbLIM NOUTUYECKUM
M 9KOHOMMWYECKUM nopsaakam. Hanbonee ApKo aTo NPOABUIOCE B TBOP-
uectee OT1T0 Mionsa (p. 1925), B Tak HasbiBAEMbIX MaTEPUAsbHBIX aKLLMAX
KOTOPOro NPOUCX0AMNA apTURYNALMA MEXaHN3MOB PENPECCHUBHOIO
nopasneHnA Tena, CBA3aHHaA He TOJSIbKO C onbiTom BTopor muposon
BOMHbI (a cam Mionk npoluern ee congaTtoM BEPMaxTa), HO U ¢ dpeTulLmaa-
LMer 4enoBEeYECKOro Tena, ero NoAYMHEHUIO YTUIMTaPHbLIM NPUHLIMNAM
NpPoOW3BOACTBa TOBAPOB B COBPEMEHHOM 06LecTBe NoTpebnerus. lNep-
BOM TaKoM aKuuen ctan nepdopmaHc 1963 roga c HasBaHWem «3abo-
nayvBaHue XKeHcKoro Tena — 3abonaynsaHve BeHepbl», B xode KoTo-
poro Mionb NOKpbIN 0B6HaKEHHOE TENO HEHLLMHBI OLUMETKaMM KPacKH,
3aTeM CKPYTWUN ero BepeBKaMu 1, HaKOHeL,, BblBaJIU Ha HErO Mycop
13 6onbworo nomonHoro Begpa. Cnoso «BeHepa» B Ha3BaHWK aKLUWK
OY4€BMAHO JO/MKHO ObIIO HAMOMHUTE O TOM, YTO MEHCKOE TENO MCMOKOH

14 Uw no: Vienna Actionism. Art and Upheaval in 1960s’ Vienna, ed. Badura-Triska, E., Klocker, H. Kdln:
Walter Kénig, 2012. P. 46.

15 Mcerycetso ¢ 1900 roga: MoaepHU3M, aHTUMOAEPHU3M, nocTmogdepHnam. M.: Ad Marginem, 2015. C. 503,
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sence of human existence; to do this, they required
radically different artistic optics. That is the main reason
why, inspired by the discovery of the x-rays, Oskar
Kokoschka seemed to have tried to imitate x-rays pho-
tographs in a whole series of portraits.'® Egon Schiele,
in turn, depicted anemic, broken bodies, which some-
times looked like skeletons covered with skin, often in
fragments, and did not focus on their facial expressions
but on their wrists and fingers, on the dynamic interac-
tion between the bodies and the space.

What connects early 20th century Expression-
ism with the works of Viennese Actionism is the idea
of the body as a guide to the world of the irrational
and unconscious. This interest in the bodily, physi-
ological aspect as a tool to articulate psychological
conflicts hidden within a person, including suppressed
traumatic experiences related to war and its conse-
quences, brings together the main protagonists of
Viennese Actionism. Thus, Hermann Nitsch (born
1938) created the Theatre of Orgies and Myster-
ies, where he attempted to recreate the intensity of
cathartic experience offered by Dionysian orgies and
mysteries, ancient tragedies, as well as diverse ancient
cultic phenomena that were used to sublimate aggres-
sive human instincts. The actionist theater of Hermann
Nitsch is still in existence, offering to involve the audi-
ence in liturgical (also mysterial and orgiastic) actions,
that time after time replicate sacrificial and redemptive
rituals — which include: blood, carcasses and the
entrails of dead animals as their main materials. The
first action of Nitsch's Theatre of Orgies and Mysteries
took place on December 19, 1962 and, not being in-
tended for the public involvement, was more of a sym-
bolic and programmatic character: Nitsch, dressed in
a white gown, stood against the wall as if crucified (his
arms were tied with ropes and pulled up), while Otto
Muehl poured paint over him. By consciously compar-
ing himself with Christ, Nitsch seemed to declare that
his goal as an artist was to show humanity a way to
salvation, a way out of the spiritual and psychological
deadlock created, in no small measure, by suppressed
traumatic feelings. In his manifesto “The Blood Organ”
published the same year, Nitsch wrote: “In my art,
which is a form of veneration of life, | accept everything
that seems negative, non-appetizing, perverted and
obscene, all lust and sacrificial hysteria emanating
from it to rid YOU of your disgrace and shame that
reach the ultimate level”'*

Abolition/elimination, purification and “psychic
hygiene” — these are the keynotes we find in the
artworks of the Viennese actionists, who fluently
applied psychoanalytic terminology in their art. Their
favorite terms were “abreaction” (displacing trau-
matic experience through therapy and repetition) and
“catharsis” (freeing the psychic energy and primal
instincts that had been suppressed). The Action-
ists believed that the suppression of primal instincts
through the development of civilization and culture
was what led to uncontrollable psychic outbursts
and outbreaks of violence, such as World War Il. The
destruction and humiliation of the body, therefore,
was regarded as a way to liberate it from neurotic

13 See also: Kandel E. Op. cit. P. 93—94, 105—106.

14 Quoted as in: Vienna Actionism. Art and Upheaval in 1960s’
Vienna, ed. Badura-Triska, E., Klocker, H. Koln: Walter Kénig, 2012. P. 46.
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obsessions and haunting traumatic feelings on the
one hand, and from those structures of power and
hierarchy which produce them, on the other. In this
respect, the art of the Viennese actionists inherited
the radical dialectics of expressionistic paintings,
one of its poles being, according to Benjamin Bu-
chloh: “a hypertrophic cult of the sexual body, tout-
ing its compulsions as subversive of the bourgeois
regimes of sublimation and repression.” The other
pole was the “loathing of the body and of sexuality
as the very structures where social order and repres-
sion were most deeply anchored and acted out in
compulsive behavior and neurotic suffering”'®
Therefore, the works of the Viennese action-
ists featuring a typical motif of ritual destruction and
flesh humiliation represented a challenge to social
taboos, as well as to political and economic order.
This is particularly strongly epitomized by the art of
Otto Muehl (born 1925), with its so-called material
actions, that articulated the mechanisms of repres-
sive suppression of the body, relating not only to
the experience of World War Il (Muehl had fought in
the war as a Wehrmacht foot soldier) but also to the
fetishization of the human body, and its submission
to the pragmatic principles of commodity production
in the modern consumer society. The first action of
this kind was a 1963 performance called Enmiring
of a Female Body — Enmiring of a Venus. During
this performance, Muehl covered a woman'’s naked
body with paint scraps, then tied it up with ropes and,
finally, dumped trash from a large garbage can on top
of it. The word “Venus” was supposed to allude to the
fact that female body has been sexually objectified for
centuries, while mythological stories have been used
as an excuse to create erotic imagery. The final act of
burying a woman under the heap of waste allows one
to interpret Muehl’s actions as an acrid comment on
consumer society with its pre-established new forms
of objectivation and exploitation of the female body.

15 Art Since 1900: Modernism, Antimodernism, Postmodernism.
London: Thames & Hudson, 2004. P. 465
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5. OtTo Mionb.
«1-a MaTepuanbHanA akuma.
3abonaynBaHue KEHCKOro
— Tena — 3abonayvsaHue
Benepbi». Centabpb 1963.
Otto Muehl. Material Action
no. 1, Enmiring of a Female
Body — Enmiring of a Venus.
September 1963. © Archives
Muehl, Portugal, 2019.

6. OtTo Mionb.
«7-A mMaTepuanbHan akuma.
[MynosuHa — n3obpameHrne
poxaeHusar. 16.05.1964.
Otto Muehl. Material
Action no. 7, Umbilical
Cord — Portrayal of a Birth.
16.05.1964.
© Archives Muehl, Portugal,
2019.

BEKOB NOABEPranoch CEKCyanbHOM 06beKTMBaLMK, a MUPONOruiecKme
CHOMEThI CITY¥KWIM NOBOAOM OJ1A CO34aHUA 3POTUHECKHUX M30OPaKeHUH.
@PurHanbHbIN Ke akT OEeNCTBUA, NOrpebeHne MeHLLMHbI MO rPyAOH OTXO-
[00B, NO3BONAET TPaKTOBaTb AencTBUA Mionsa Kak A3BUTENbHbLIA KOMMEH-
Tapui Ha KOHCbIOMEPUCTCKOE 06LWEeCTBO C NPEAYCMOTPEHHBIMU B HEM
HOBbIMWM dOpMamMm 06BEKTUBALIMM M SKCMNyaTaLMKU MEHCKOro Tena.

MHTepec akLMOHMUCTOB K HenaeanM3npoBaHHOMY HEHCKOMY Teny
B ero rpy6or, ecTeCTBEeHHOM GU3MONOrMYHOCTM — elle OOMH acreKT, CBA-
3bIBaOLLMI MX TBOPHECTBO C IKCMPECCHMOHUCTUHECKON Tpaaumumen. Tak,
CKaHAaNbHYO M3BECTHOCTb HNMMTY NPUHECH OTKPOBEHHbIE M306pae-
HWA BepPEMEHHbIX HKEHLLMH: 3TOT MOTMB, NOABUBLLUMKMCA BnepBblie B «Meau-
LIMHE», Halllen CBOe pasBuUTHeE B Takoi paboTte Kak «Hapewaa I» (1903) —
KapTWHe, LWOKMPOBaBLUEN COBPEMEHHWKOB CBOEW HaTypPalIMCTUHHOCThIO.
Cnasga e JroHa LLnune Kak neBua 6e306pa3HOro BeAeT CBOM OTYeT
¢ elle bonee paanKanbHbIX NOPTPETOB BepPeMEHHbIX HEHLLMH U UX HOBO-
poMaeHHbIX aeTen, Kotopble oH Aenan B 1910 roay B EHCKOW KNMHMKE
AoKTopa OpsuHa poH Mpadda. HecmoTps Ha To, uto 1960-€e cumTa-
toTCA AECATUNETUEM CEeKCYyanbHOM PeBONOLMK, B ABCTPUK 3TOrO Bpe-
MEHM, KaK M B Havane XX BeKa, 0CTaBa/iMCb TabyMpoBaHHLIMK TaKUe TEMBI,
KaK NonoBble OTHOLLUEHWA UK BOOBLLE BOMPOCHI CeKcyanbHoCcTH. Mpo-
TUB XaH¥eCKOM 06LLecTBeHHON Mopanu Gbina HanpasneHa akuua Mions
«MynoeuHa — uzobpameHue pomaeHus» (1964), B xooe KOTOPOM XyA0H-
HMKOM Ha HMBOM MOAENM NPU NOMOLLM BO3LYLLIHOMO WapHWKa 1 CafoBoro
wnaHra 661 NPOAEMOHCTPUPOBAH NPOLLECC TPaHCPOPMaLIMK HEHCKOrO
Tena Bo BpemsA 6epemMeHHOCTH',

[MpeeMcTBEHHOCTb C 3KCMPECCHOHMCTaMK Havana BeKka Halluna Bblpa-
WeHWe U B CaMOUAEHTUPUKALMM BEHCKUX aKLIMOHWCTOB, KOTOPbIE BOCMPU=-
HMMann ceba ogHOBPEMEHHO M ByHTapAMKM MPOTUB BypPHyasHbIX YyCTOEB,

W MapruHaabHbIMKU 9NEeMeHTaMM, OTLLeNeHLaMM B TaKOW CTpaHe BbICO-
KOW KynbTypebl, kKak ABCTpuA. TaK, B TEKCTE C MPOHWUYHBIM Ha3BaHWEM
«M-annapat» (1962) Otto Mions nucan: «LLlapnataHcTeo, 06CLEHHOCT
M 3CTeTUKa BbIrPeOHOM AMBI — MOpasibHble CPEeACTBa NPOTUB KOHPOP-
MM3Ma, MaTepuanmMamMa M rmynocTu. <...> Hak TONbKO BO MHe LLeBeNUTCA
aBcTpHMeL, A BKoYato M-annapar, 4Tobbl He 3apaboTaTtb A3BY wenyaKa.

16 XyAoHHMK NOCTENEHHO HazlyBan BO3AYLIHbIM LAPWK, NPUBA3aHHbIA GUHTOM K TENy MOAENH, KOTOpoe
O[HOBPEMEHHO OMyThIBANOCK WaHroM-nynosuHo. [NoapobHee 06 akumm cm.: Wien: Bildkompendium
Wiener Aktionismus. Hg. v. Peter Weibel u. Valie Export. Frankfurt: Kohlkunstverlag, 1970. S. 248.
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M — 3TO KOHTPONMPYEMbIM CUHTE3 OBYX aCOLMasbHbIX TUMOB: CBATOrO

M MaHbAKa-u3BpaLeHua. AMMHb»'?. BonnolweHnem aTux ke «acoumanb-
HbIX TUNOB» B cBOe BpeMs npeacTan Ockap HoKowka Ha ero 3HameHu-
TOM aBTonopTpeTe AnA aduwm xypHana «LLtypm», roe oH n3obpasun
cebA HanbiCo 06PUTLIM K C NanbLLeM, YKa3biBaOLWKMM Ha paHy nog npasbiM
pebpom, — TaK 4ToO B 3TOM 06pas3e BOEAMHO CIMIUCE XyAOKHUK-OYHTaphb,
NPeCcTYNHUK 1 XpUCTOC.

B ator pabote KOKOLWKM Hallen BbipameHWe 1 CTaBLWMI BNOCEA-
CTBWM KIIOYEBbIM OJ17 BCEX aKLLMOHUCTOB MOTMB PaHbl, CBA3AHHBIN C Ky/lb-
TUBMPOBABLUMMCA UMW COCTOAHUEM IK3UCTEHLMANLHOM OBHAKEHHOCTH
M NPOPBLIBOM K 30HE AOMIMYHOCTHOIO U NMMOUAMHANBHOIO, KOTOPbLIA HEW3-
6GeXHO BEAET K pas3pyLLUEeHUIO LEeNOCTHOCTM cobCTBEHHOMO «A». MMeHHOo
TaK, B BUe Hap1COBaHHOIO BEPTUKASILHOMO LWBA, KOTOPbLIW AeNvn HaaBoe
1ML, @ 3aTeEM W BCE TENO XyAOHHMKA, paHa cTana HeOTbeMIEMOM HacCTbio
obpasa [toHTepa Bbpyca B ero akumun 1965 roga «HHmeonnce — camopac-
KpalumBaHWe — camopacunieHeHue». [peBpallanck B xo4e 3Toro nep-
dopmaHca B «kMBYHO KapTWHy», Bpyc ByKBansHO BOCNPOM3BOAMI CTpaTe-
FMIO XYOOMHWUKOB-3KCNPECCHOHUCTOB, B TBOPYECTBE KOTOPLIX BbiABIEHWE
CKPBbITBIX MCUXONOMMYECKUX KOHMIIMKTOB NPOU3BOAMIIOCE C MOMOLLLIO
A3blKa Tena — B HaNpPAMEHHbIX U KOHBY/IbCUBHBIX MO3ax MoAeNen, B Tenax,
HaXOAALLMXCA Ha rpaHn ¢pU3MYEeCKOro pacnasa.

Taknm 06pa3oM, aBCTPUNCKUE SKCMPECCHUOHUCTBI CIYHUIN Bak-
HbIM OPUEHTMPOM [J1A BEHCKUX aKLIMUOHUCTOB W M3-3a CBOEro AEMOH-
CTpaTMBHOro npeHebpereHMA K obLLEeCTBEHHOM MOpann 1 obpatleHun
K TabyMpOBaHHLIM TEMaM, M NOTOMY YTO B WX paboTax BnepBble HaLLIo
BblpakeHWe TO AONMMYHOCTHOE M NMMBUAMHANBHOE B YENTOBEKE, YTO napan-
nenbHO B HEM OTKpbIBana CoBpeMeHHana ncuxmvatpua. Kak B MCKyccTBe
Hayana XX Beka, TaKk 1 B akunoHnamMe 1960-x rogoB cpeacTBOM Bbipa-
MEHWA 3TUX rMYOMHHBIX CIOEB YeNIOBEYECKOM NMCUXMKK CTano YyenoBeye-
CKOE Teno — KOHBY/NbCHMBHOE M HEBPOTHYECKOE, BONe3HeHHoe 1 Xpyn-
Koe, ¥1BOE W cTpajatollee.

17 Uw. no: Vienna Actionism. Op. cit. P. 47.
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7. Ockap KokoLuka. Apuia
wypHana Der Sturm. 1911,
Iutorpadusa. 66,6 x 44,6cwm.
Myseit coBpemeHHOro
MCKyccTBa, 3anbLbypr.
Oskar Kokoschka. Poster for
Der Sturm periodical, 1911.
Lithograph, 66.6 x 44.6 cm.
Museum of Modern
Art Salzburg.

8. TioHTep Bpyc. Kunsonuce —
camopackpalumBaHie —
camopacufieHeHume».
06.07.1965.

Gunter Brus. Painting —
Self-Painting —
Self-Mutilation, 06.07.1965.
© Gunther Brus, 2019.

Another aspect that bridges the Actionists’ art
with the expressionist tradition is the interest they
took in the non-idealized female body — in its crude
physiological incarnation. The undisguised images of
pregnant women that made Klimt notorious came to be
in a similar way: this motif that first surfaced in Medi-
cine was later developed in Hope / (1903) — a paint-
ing that completely shocked his contemporaries, due
to its naturalistic character. Egon Schiele'’s notoriety as
a bard of the “ugly” dates back to his even more radical
portraits of pregnant women and their newborns which
he created in 1910 in the women's clinic of the doctor
Erwin von Graff. Even much later, despite the fact that
the 1960s are generally considered a decade of sexual
revolution, the topic of sexual relationships, or anything
sex-related at all, was still a strict taboo in Austria, just
like it had been at the beginning of the century. Muehl's
action Umbilical Cord — Portrayal of a Birth (1964),
when the artist used a balloon and a garden hoe on
a model to demonstrate the process of the female
body's transformation during pregnancy, was aimed
against the hypocrisy of public morals.'®

The continuity with the Expressionism was also
confirmed in the self-identification of the Viennese
actionists, who viewed themselves in equal measure as
rebels against bourgeois society, marginal elements,
and outcasts in their native Austria, the country of
high culture. In a text titled ironically The M-Apparatus
(1962) Otto Muehl wrote: “The quackery, the obscene-
ness, and the cesspool aesthetic are all moral tools
against conformism, materialism and stupidity ... As

16 The artist slowly inflated the balloon that was tied with a bandage
to the model's body which was also entangled in hoe/umbilical cord.
For more information about this action see: Wien: Bildkompendium
Wiener Aktionismus. Hg. v. Peter Weibel u. Valie Export. Frankfurt:
Kohlkunstverlag, 1970. S. 248.

soon as | feel an Austrian stir inside me, | turn on the
M-apparatus to prevent stomach ulcer. M is a con-
trolled synthesis of two asocial types, the saint and the
maniac-pervert. Amen!'” Oskar Kokoschka became
the embodiment of these “antisocial types” in his time,
having completed his famous self-portrait for the Der
Sturm magazine poster, depicting himself with his head
shaved and with a finger pointing to a wound under his
rib — so that the image merged the imagery of a rebel-
ling artist, a criminal and a Christ figure.

The motive of a wound emerged in this artwork
by Oskar Kokoschka, which later became the key mo-
tif for all Actionists, since it was connected with the
state of existential nakedness cultivated by all of them
and the breakthrough to the pre-personal and libidinal
that eventually leads to the destruction of the integrity
of self. This is exactly how — as a vertical painted
seam dividing first the face, and later all of the artist's
body in two parts — the wound became an essential
part of Giinter Brus's appearance in his 1965 action
Painting— Self-Painting— Self-Mutilation. By turning
into a live picture in the course of this performance,
Brus literally reproduced the strategy of the Expres-
sionists, whose art was focused on revealing hidden
psychological conflicts through body language, result-
ing in the tensed, convulsed poses of models, and in
bodies being on the verge of physical decay.

In this way, Austrian Expressionists served as
an important beacon for the Viennese Actionists,
both in their open disdain for public morals and their
exploration of taboos, but also because their works
became the first manifestation of the pre-personal
and libidinal, which were also discovered by modern
psychiatry. In early 20th century art, just like in the
actionism of 1960s, the human body — convulsive
and neurotic, sickly and fragile, alive and suffer-
ing — was chosen as the medium for expressing the
profound layers of the human psyche.

It is this strong bond with the local artistic and,
looking broader, cultural tradition of the turn of the
20th century that makes the process of the expansion
of performative arts in Austria so special. As a result,
Viennese Actionism can be placed within the inter-
national neo-avant-garde context, even though it also
reflected a general critical approach typical for the
Western art of the 1960s — aimed against capitalis-
tic bourgeois culture and those art practices which,
having been appropriated by the former, had lost their
subversive potential (as happened, for example, with
abstract painting). Moreover, it was this appeal to the
domestic context that allowed the Viennese Actionist
group to successfully resist the mechanism of global
cultural production leading to the commodification
of art and levelling of meaning in order to fit into
the system of the art industry.'® Perhaps this is the
reason why the art of Viennese Actionists still has the
potential to shock and provoke the kind of emotional
response so vital for our self-awareness.

17 Quoted as in: Vienna Actionism. Op. cit. P. 47.

18  According to Benjamin Buchloh, the development of culture
industry machine after World War I eventually led to the homogeniza-
tion of contemporary art and de facto implied “the disappearance of
autonomous spaces of cultural representation — spaces of subversion,
resistance, critique and utopian aspiration” See: Art Since 1900. P. 673.
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MMeHHO rny6oKan CBA3sb G NIOKAbHOM XyAoMecTBeHHOM (M Wrpe —
KyanypHoﬁ) Tpaauumen pybera XIX—XX Bekos, — T0, 4To Aenaet
CTONMb 0COBEHHBIM NPOLLECC pacnpocTpaHeHMA nepdopmMaTUBHbIX
npaxkTuk B ABCTpuK. BnarogapA aToMy BEHCKMIM aKLMOHW3M BblOMBa-
€TCA U3 MeXOyHapoaHOro HeoaBaHrapAHOro TpeHaa, HECMOTpPA Ha To,
4TO B HEM OTpasunack 06Lwan A4 pa3BMTMA MCKYCCTBA B 3anafHbIX CTpa-
Hax B 1960-e rogbl HanpaBNeHHOCTb NPOTUB KanUTalIMGTUYECKOM Byp-
Hya3HOW KyNbTypbl M ONMOCPEAOBaHHbIX €0 XyA0KECTBEHHBIX NPAKTHK,
JIMLIMBLUMXCA CBOErO NOAPLIBHOIO NnoTeHuuana (Kak aTo NpomsoLuno,
HanpUMep, ¢ aBCTPaKTHOM MUBOMNMCHIO). Bonee Toro, Kak pas o6patue-
HME K HaLMOHaIbHOMY KOHTEKCTY M No3Bonunno BeHcKoM akUMOHUCTCKOM
rpynne ycrnewHo NpoTMBOCTOATbL MEXaHN3MY rN06anbHOro KynsTypHOro
Npon3BOACTBa, BeAyLLEMY K KOMMOAWPHUKALMK UCKYCCTBA U HUBENUPOBA-
HUIO CMBIC/TIOB padn KOMMNPOMWCCHOM BCTPOEHHOCTU B CUCTEMY apT-MHAY-
cTpun'®. Bo3MOKHO, UMEHHO MO 3TOM NPUYMHE UCKYCCTBO BEHCKMX aKLMO-
HWUCTOB [0 CHX Nop obnagaeT CNOCOOHOCTLIO LLOKMPOBATb M BbI3biBaThb
BOJIHEHWE — CTOMb HeO6X0AMMOe AJ1A YeNIOBEYECKOro CaMOCO3HaHMA.

18  Tak, no MHeHuio BeHpxammHa Byxno, passuTre nocne BTopoi MMPOBOI BOMHEI annapata KynsTypHo
MHAYCTPMM B KOHEYHOM CYeTe NPMBENO K FOMOreHn3aLi COBpEMEHHOMO MCKYCCTBa U Aie-paKTo 03Havano
«MCYE3HOBEHWE aBTOHOMHBIX NPOCTPAHCTB KyNLTYPHOM penpeseHTaLmmn — NpocTpaHCTs NoapbiBa, Conpo-
TUBMEHWSA, KDUTUKM, YTOMMYECKMX HauMHaHWi» (cm.: Mickycetso ¢ 1900 roga. C. 773).
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Anexcanpgpa Crapycesa-IlepiteeBa

BupTyanbHas peajlbHOCTb
KakKk Mucrepusa

M3anarana nctoputo aHTU4HOM CRynbnTypsl, Boprc Pobeptosuy Bun-
nep yaenan ocoboe BHUMaHWe Nepexoay OT CTaTUKKW K AMHAMUWKe, CTpeM-
NEHUWIO NepeaaTh XMBOE YeIOBEYECKOE TeNo Yepes NPOABNEHHYHO
WK OPEMITIOLLYIO SHEPruto ABUHEHWA. RntoueBbiMM COBLITUAMM AaHHOM
aBonoLnK bbino cospaHue «KaHoHa» [NonukneTa U OTKPbLITUE PONU KOH-
TpanocTa, 6narogapa KOTOPOMY OKa3as0Ck BO3MOKHO C MaKCHUMaslbHOM
MOSTHOTOM PacCKpPbITb «MnacTuieckue GyHKUuK»' ctatyu. MNo3awe, rosopsa
0 CKynbnType B uenom, Bunnep paccywxpaet 06 aTnx GyHKUMAX C TOUKM
3peHuA BO3OENCTBUA Ha 3pUTeNs, B CBA3K C NMOHATUEM MOTOPHOro HanpsA-
MEHWA, KOTOPOE HAaXOAMT BblpameHWe B cTaTye, a 3aTeM — GpU3UYECKUH
OTKJIMK B Tene 3puTensd, bnarogapa «ocA3aTenbHOM cuie yoeraeHna»?
nepsok. Habnopaa 3a nocetntenamu lNylKMHCKOro My3eA, MOXHO yBK-
AeTb, YTO, MOAXOAA K cTaTye, K npumepy, [opudopa 1 octaHaBnNMBaACh
nepes Hew, 3pUTENN HEBOMBHO NMPUHMMAKOT NMO3Y, CXOXYH C KOHTpano-
CTOM, TENECHO NepeHnBan CIOXKET CKyNbNTypbl. M nerko npocneauTs ponb
NofoBGHOM «MOTOPHOM aMMNaTUK» B aHTUYHOMW M 3aTEM CPeHEBEKOBOM
9CTeTHKe, rAe NepBOCTENEHHYIO POSb UIrpasiv XpaMel, NpeanonarasLive
PUTYaTM3UPOBaHHBIM AWanor Yepes ABUKeHWe, 34aHUA U CKYNIbNTypbI,
KaK NtobUT roBOPHTL BUAEOXYAOHHUK BrkTop Anvmnues, paspenatoT
C HaMu Npobnemy NoABEPHKEHHOCTU 3EMHOMY MPUTAKEHUIO, BbipararoT
NMOCTOAHHOE COMPOTMBIEHUE rPaBMTaLIMM, KOTOPOE HENOBEK OLLyLLAET,
efBa NogHMMasChb Ha HOrM.

B nocnepoBasLlyto 3a 3TMM 3MOXy LIEHTP TAMECTM HaLLero BOCNpuA-
TWA CMECTWCA OT FanTUYECKOro K OMTHUYECKOMY®: OT M306PETEHUA KHU-
ronevyaTaHva 4O pa3BUTUA CPEACTB MacCOBOM MHbOPMALMKU U COBPEMEH-
HbIX ABYXMEPHbIX MHTEP(ENCOB, CONPOBOKAAIOLLUX MOYTU BCE MMIHEHHBIE
npoueccel Yenoseka. [loMMH1poBaHWe BYKBEHHOr0 TEKCTa COBMano
C pa3BMTMEM CTaHKOBOM KapTWHbI, B HoBOE BpemsA OTTeCHMBLUEN CKYMbM-
TYPY Y apXMTEKTYPY Ha 3aHWK nnaH. 34eCb NPOCTPAHCTBO CTaso MISIO-
3MeN, BbICTPaMBAEMOM C MOMOLLBLIO MPAMOM NEePCMNEKTUBLI, KOTOpas 3aTem

1 Bunnep b. R Ucrycetso dpesreit Mpeunn. M.: Hayka, 1972. C. 181.
2 Bunnep b5. P Beenerve B uctopuyeckoe usydeHne uckycctasa. M, 2015, C. 98.

3 MarmoaH M. Tanaktuka lyTen6epra. Kues: Huka-Lientp, 2003,

Alexandra Staruseva-Persheeva

Virtual Reality as Mystery

In outlining the history of antique sculpture,
Boris Vipper paid special attention to the transition
from statics to dynamics, and to the pursuit of con-
veying the vivacity of the human body through mani-
fested or dormant energy of motion. The key events
of this evolution were Polykleitos writing his Kanon,
and discovery of the role of the contrapposto, which
made it possible to uncover the “plastic functions™
of the statue. Later, speaking of sculpture in gen-
eral, Vipper discusses these functions — from the
perspective of their impact on the viewer in connec-
tion with the concept of motor tension, which finds
its expression in sculpture and later — a physical
response in the viewer's body thanks to the “tactile
force of persuasion”® found in the former. When
observing the visitors of the Pushkin Museum, one
can see that, when approaching, for example, the
statue of Doryphoros, and stopping in front of it,
the viewers involuntarily take a pose similar to the
contrapposto, meaning that they have a bodily
experience of the subject of the sculpture. It is easy
to trace the role of such “motor empathy” in antique,
and later medieval aesthetics, where the primary
role was played by temples that implied a ritualized
dialogue through movement. As the video artist
Victor Alimpiev likes to say, buildings and sculptures
share with us the problem of susceptibility to grav-
ity, and express a constant resistance to gravity that
a person feels as they barely get back on their feet.

In the following era, the center of gravity of our
perception shifted from the haptic to the optical®:
from the invention of book printing to the develop-

1 Vipper B. R. Iskusstvo Drevnei Gretsii [The Art of Ancient Greece].
Moscow: Nauka, 1972. P. 181.

2 Vipper B. R. Vvedenie v istoricheskoe izuchenie iskusstva
[Introduction to the Historical Study of Art]. Moscow, 2015. P. 98.

3 McLuhan M. The Gutenberg Galaxy. Toronto, 1962.

ment of mass media and modern two-dimensional
interfaces that accompany almost every human life
process. The domination of the written text coin-
cided with the development of easel painting, that
pushed sculpture and architecture to the back-
ground in modern history. Here, space became an
illusion built by means of a one-point perspective,
which was then improved in the images obtained
using a camera obscura, followed by the photo and
a movie camera. The realism of a two-dimensional
picture had reached its maximum, while the viewer
became caught in the illusion, and experienced
complete immersion into the imaginary space,* be-
ing completely frozen, giving up their motor reac-
tions. Therefore, a fundamentally important compo-
nent of a film screening is the audience's specific
prior training: the viewer should sit still and quiet,
completely focusing on the screen. Brian O'Doherty
described a similar discipline exhibited by an art
“recipient” in relation to the museum visitor: the
viewer must completely withdraw from his/her body
and turn into the Eye.® Futuristic films that depict

a future where a significant part of human life is
transferred into a virtual space (VR), while the body
turns out to be useless and abandoned (The Lawn-
mower Man, 1992; Existenz, 1999; Surrogates,
2009, etc.) depict a similar concept.

However, today, when the devices and pro-
grams for experiencing virtual reality have appeared
on the mass market and are ready to be a part of
everyday life, we can see that in fact, VR supposes
not a new step towards forgetting the bodily experi-
ence, but the opposite. On the one hand, we are
facing the apotheosis of optically-oriented culture,
on the other, contact with virtual reality supposes
a bodily experience and a motor reaction: objects in
VR are seen as 3D, having boundaries and weight;
each of them separately is similar to sculpture (it is
no accident that one of the first commercially suc-
cessful VR programs was Tilt Brush — a painting
application where one may draw using 3D brush
strokes). And if in regards to its visual component,
VR mimics cinematography and computer games,
its inherent tactile nature connects it, rather, with
minimalist sculpture and installation, where the
guarantee of the aesthetic impact is the viewer's
experience of the materiality of an art object and in
connection with it — his/her own physical pres-
ence. Installation, as opposed to painting, offers not
a distal but a proximal stimulus, not a representa-
tion, but a presentation: “if the viewer of the picture
reminds one of a Cartesian subject who observes
a clear picture of the world, then the installation —
with its fixation on here-being and atmospherity — is
directed towards a mobile, similar to the here-being,
viewer® In VR, the movement (at least the move-
ment of the head) is necessary for orientation in the
artificial environment, while its programmatically-ori-

4 Grau O. Virtual Art: From lllusion To Immersion. London, 2003.
P. 2-269.

5  O'Doherty B. Inside the White Cube. Artforum, 1976.

6 Shuripa S. Deistvie i smys| v iskusstve vtoroy poloviny XX veka
[Action and meaning in the art of the 20th century]. Trudy Instituta
Problem Sovremennogo Iskusstva [Proceedings of the Institute of the
Problems of Contemporary Art]. Vol. 3. Moscow, 2017. P. 239.

6blna ycoBepLUEHCTBOBaHa B M300pakeHnH, Nony4aemMoM C MNOMOLLLbIO
CHavana Kamepbl-06CKypebl, a nocne — dortoannapara 1 KUHOKaMepb!.
Hatyponopobve nByxmMepHOM KapTUHKKM AOCTUIIO MaKCUMYMa, a 3pUTeNb
OKas3asICA 3axBavyeH MIINO3NEN, UCMbITan NOHOE NorpyxeHue B Boobpa-
}aemoe NPOoCTPaHCTBO*, NMPY 3TOM COBEPLUEHHO 3aMepeB, OTKa3aBLWMWCh
OT MOTOPHbIX peakumMi. Tak, MPUHLMNUANEHO BaXHOW COCTaBNAIOLWEN
KMHOMPOCMOTpPa ABNAETCA 0C0baA AUCLIUNIIMHA 3PUTENA: CMOTPALLMMI
OOMKEH CMAETb HEMOABUKHO M MONYa, MOTHOCTBHO COCPEAOTOHUB BHU-
MaHuWe Ha aKkpaHe. Bpaiian O'JorepTi onuckiBan NOXOKYH AUCLIUMANHY
peLMnMeHTa MCKYCCTBa NPUMEHUTENbHO K MOCETUTENO My3€eA: 3pUTeNb
AOMKEH MNOTHOCTLI0 abCTparMpoBaTbCA OT CBOEro Tena U NpeBpaTUTbLCA
B MMa3®. M Takmum e 06pa3om B ¢pyTYPUCTUHECKUX KMHOKAPTUHAX PUCYIOT
6ynyLuiee, B KOTOPOM 3HaYUTENbHAA YaCTb MM3HKW YesloBEKa NepeHeceHa
B BUpTyanbHoe npocTpaHcTeo (VR), a Teno oxassisaeTcA 6€CnonesHsIM
v 3abpolueHHbIM («[a3oHOKOCUMbLLMK», 1992; «DK3UCTeHUMA», 1999;
«Cypporatsi», 2009 u gp.).

OgpHaKo ceiyac, Korga annaparsl M NporpaMmbl AJ1A NepexmBa-
HWA ONbITa BUPTYanbHOW peaslbHOCTH MOABUIMCH HA MaCCOBOM PbIHKE
M FOTOBATCA CTaTb YaCTbiO MOBCEAHEBHOCTH, MOXHO 3aMeTUTb, 4To VR
Ha camMoM fgene npeanonaraeT He HOBbIW Lar Ha MyTU 3abBEHWA TenecHo-
CTH, a KaK pa3 npotusononoxHoe. C ogHOM CTOPOHBI, Nepes Hamu ano-
$he03 ONTMKO-OPUEHTUPOBAHHOM KyNLTYpPbI, & C APYroW CTOPOHbI, Npebbi-
BaHWe B BUPTyasIbHOM peanbHOCTW NpeanonaraeT TeNecHoe nepexmBaHme
M MOTOPHOE pearvpoBaHue: 06bekThl B VR BMAATCA HaMK KaK o6bemHble,
obnagarolpe rpaHMLaMM M BECOM, Kaabli U3 HUX MO OTAEIbHOCTH NOA0-
6eH CKynbnType (Hecny4alnHO OAHOM U3 NEePBLIX KOMMEPYECKM yCreL-
Hblx nporpamm ana VR ctana «Tilt Brush» — rpaduyeckui pepaktop, roe
HY}HO pUCOBaTL TPEXMEPHLIMM Nonocamu). U ecnu B cBOeM BU3yanbHOM
cocTtasnatowen VR aBnaetca npoponkeHnem knHematorpada 1 Kom-
MbIOTEPHBIX UIP, TO 3aNI0KEHHOE B HEW MIaCTUYECKOE Havano POSHUT ee,
CKopee, C MUHUMANTMCTCKOM CKYNbNTYPOM U MHCTaNNALMEN, IAe 3a/10roM
39CTETUYECKOro BO34EMCTBMA ObINIO OLLYLIEHWE 3pUTeneM MaTepuanbHO-
CTH apT-06beKTa M B CBA3M C HUM — COOCTBEHHOIO PpU3UYECKOrO NPUCYT-
cTBMA. IHCTannAumA, B OT/IMYME OT HUBOMUCH, NpeasiaraeT BOCNPUATUIO
He AMCTanbHbIM, @ NPOKCUMAaIbHBIM CTUMYN, HE penpe3eHTauumto, a npe-
3EHTaLMIO: «eCIU 3pUTENb KapTUHbI HAaNOMWHAET KapTe3WaHCKUIA CyOb-
€KT, KOTOpPbIM HabMto[AeT YETKYIO M ACHYIO KapTUHY MMUpPa, TO MHCTaNIALMA
C ee CTaBKOM Ha “BOT-HOCTb" M aTMOCPEepPHOCTb 0bpallleHa K MOOBUKHOMY,
noxoxeMy Ha BoT-6biTue 3putento»®. B VR asuwerue (xota Gbl ABUKE-
HWE roNoBbl) HEOBXOAMMO 18 OPUEHTALLMM B UCKYCCTBEHHOM Cpeae, a ee
NPOrpamMMHO reHepuvpyemMble 0OBEKTbI PacCUUTaHbl Ha Te UK UHble GKU3n-
YyecKkue JencTBuA none3osatens. BupTyansHaa peanbHOCTb MOXeET pac-
CMaTpMBaTbCA Kak NpeaenbHoe BblpameHHe TOTaTbHOM MHCTANNALMK, rae
elle cuiibHee, YeM npexae, 060CTPAETCA OLLyLIEHWE TeNeCHO-MeHTallb-
HOM pa3fBOEHHOCTH BOCNPUHMMatOLLEro, KoTopas B crydae VR nposasna-
€TCA He TONMbKO B TOM, YTO 3pUTENb YMTAET «TEKCT» MPOU3BEAEHUA, ONMpa-
ACb Ha He-TEKCTOBbIE YyBCTBEHHbIE AaHHbIE, HO U B TOM, YTO BUPTyasibHanA
peanibHOCTb NapafoKcabHbIM 06pa3oM paboTaeT C TENIOM: Mbl OLLyLLLAeM
NoCcpeacTBOM B3rnAaa.

HoHuenuua Kak BUPTyanbHOW, TaK U JOMNOMHEHHOW peanbHOCTH
C Heo6X0AMMOCTbIO NpeanonaraeT HaMyMe He TONbKO CPEACTB BbiBOAA
(HayLHWMKKM U 0YKM), HO M CPEACTB BBOAA (IMOMCTUKM, NEpPYaTHH, CEH-
COPHbIE KOCTIOMbI U T. A1), Ce0BATENbHO, 3pUTENb-MO0MNbL30BaTe b BUP-
TyanbHOro M1pa ¢ Heo6XO0AMMOCTbIO PeNpPEe3eHTUPOBaH B UCKYCCTBEHHO
CO3[aHHOM cpefe. DTO NOABOAMT HAC K MHTEPECHOW TEME TEeNECHOM

4 Grau O. Virtual art: from illusion to immersion. London, 2003. P. 2—269.
5  O/Joreptn b. BHyTpu 6enoro Ky6a. M: AoMaprutem Mpecc, 2015. C. 50—54.

6 Llypuna C. [eicTaue 1 cmbicn B UCKycCTBE BTOPO#H NonosuHbl XX Beka. Tpyasl MMCK. T. 3. M.: MHctn-
TyT npo6nem coBpemeHHoro nckyccea, 2017, C. 239.
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caMoMaeHTUdMKALMK B BUPTYarbHOM MUPe, OAHAKO, B GpOKyce Hallero
BHUMaHUWA B AaHHOM UCCNEO0BaHWM HAXOAUTCA He 9Ta npobriema,
a MOMEHT MHTEPAKTUBHOCTH: YyBCTBEHHOM, FranTUYECKON U MOTOPHOM
BH/IOYEHHOCTH 3pUTENA B NPOM3BELEeHUe UCKYCCTBa, cosaaHHoe B VR.
MpucyTcTBUE B BUPTYanbHOM cpefe NpeanonaraeT akTMBHOCTb BOCTPH-
HUMAIOLLLETO, €ro ABUIKEHUE B MCKYCCTBEHHOM MPOCTPAaHCTBE, UCChe-
[0BaHWe MWUPa, CO30AHHOMO XyOOMHUKOM, U AeHCTBUA B HeM. B aTom
Crlydae UcYesaeT «My3erHas» OUCTAHLMA MEXIY 3pUTENEM U NPOU3-
BEAEeHUEM UCKYCCTBA, OHU COEAMHAIOTCA HA PaBHLIX Npasax B 06Lue
AN HUX BUPTYarbHOM cpeae, U Npov3BeSeHUe CTaHOBUTCA HE 06LEKTOM
HE3aWHTEPECOBAHHOMO CO3epLAHHS, KaK KMBOMUCHOE nonotHo Hosoro
BPEMEHMW MITM KUHODMIIBM, & TAKUM OGBEKTOM, MO OTHOLIEHUIO K KOTO-
POMY NPEANPUHUMAIOTCA AENCTBUA, C KOTOPLIM aKTUBHO BEAETCA Aua-
nor (kaK B ApeBHUe BpeMeHa, Koraa rpexy obnadanu cratyio AduHbl
B 6oratsle OAeHAbl, 8 PUMIAHE MO OTXIECTaTb CTATYO HEPAAMBOIo
6oxecTBa posramm).

B AaHHbIN MOMEHT TEXHOMNOMMU BUPTYaIbHOM PeaibHOGTH
ele He JOCTUIMIM NPEAeNa CBOero passuTHA, NOCKONLKY 3bdEKTUBHO
paboTaloT N LLL ayAUaNbHBIA U BUSyarbHbIA KaHasbl, & paspaboTku
B 06/1aCTW BO3AENMCTBMA HA KOXY NOML30BATENA UKW €ro BECTUBYNAPHBIN
annapar fnoka eLLe He BHeAPeHb! Ha PbIHKE, HO OT3bIBbI TeX, KTO Npo6o-
Ban norpysnTeca B VR NOKasbiBatoT, 4To TeNo 3puUTens BCE Me OTHIMKa-
eTCA Ha Te COBLITUA UM YCIOBUA, KOTOPLIE MOLENUPYIOTCA B UIIIO30PHOM
cpene. Apkum npumMepom aenaoTca VR-aTTpaKkLMOoHs C aMepyKaH-
CKUMM rOpKaMu, Ha KOTOPbIX 3PUTENM TEPAIOT PABHOBECHE U NAAAIOT, XOTA
H& WX OMOPHO-ABUraTeNbHbIN annapaT He OKa3LIBAETCA HWU MasenLwero
NPAMOro BO3AENCTBUA.

BupTyanbHaa peansHOCTb CErofHA MHOMMMK BOCTIPUHUMAETCA
CHKEMTUYECKM, KaK MycTan TeXHOMOrMYEeCKan HOBUHKA, KaK aTTpaK-
LMOH 6e3 3CTeTUUECKOro noTeHumana. [JencTauTensHo, 3a npolueslume
HECKOJbKO NeT faHHaA TEXHOOMMA UCMONb30Banach B OCHOBHOM B cdepe
pa3BEYeHUM U He OKasdana CKOMbKO-HUBYAL 3HAYUTENBEHOrO BO3AEH-
CTBMA Ha paboTy PEMUCCEPOB, CLLEHAPUCTOB, relM-AM3anHEepPOB U APYrvX
CMEeLManUCTOB M0 OMEePUPOBaHUIO ABUMYLLMMCA 3obpakeHem. OaHaxo
MOMHO BCMOMHWTb, YTO B MOMEHT CBOEIr0 BO3HUKHOBEHUA KaK KUHEMa-
Torpad, TaK 1 pasnuuHblie GUrypbl 3Haka KMHO (MOHTa, 3BYK, LBET U Ap.)
BMOENMUCH NYCTbIM aTTPAKLUOHOM.

MHe nNpescTaBnAeTCH, YTO BUPTYaribHAA PealbHOCTb MMEET Cepbes-
HBIM MOTEHLMA KaK MEAMyM, CNIOCOBHLIM COEAMHWUTL BU3yanbHOe W Mnna-
CTMUYECKOE UCKYCCTBA B TAKOM TUM CUHTETUYECKOrO KOMIIEKCA, KOTOPhIM
6bln 4aBHO 3a6bIT 3aNafHOMN KYMLTYPOM U KOTOPLIM MOKET CTaTb Hanbo-
nee axTyansHoM GOpPMOI COBPEMEHHOIO UCKYCCTBA. MIHTEPaKTUBHOCTS,
MHKIOBMBHOCTb, «OCA3ATENbHAA CUMA YOEMAEHUA», OTKPLITOCTb 3HAKOBOWM
CUCTEMbI U MyNETUMEAMIHOCTb, B NMPEHHUE SMOXM CYLLECTBOBABLUME B paM-
Kax CaxpasibHbIX PUTYarioB, Ceiyac MOryT peanusoBaTbCsa B COBPEMEH-
HOM WUCKYCCTBe, 3aaBas none ceoboabl. Byayun norpyeHHLIM B «MoHazy»
BUPTYarbHOro MUPa, 3PUTENb-NOMNL30BAaTENb MMEET BO3MOKHOCTL 6e3-
onacHo Ana cebs KCNEePUMEHTUPOBATL C PasHbIMM BEPCHUAMKM CaMOCO3Ha-
HUA W NMOBEAEHUS, U XYOOMECTBEHHLIM 06pas B JaHHOM Cly4ae CTaHOBWTCA
HE OTB/IEYEHHBIM OGBLEKTOM, & CPELOM, FAe KOHCTPYUPYIOTCA, OTLICKWUBA-
HOTCA W NPOMMBAIOTCA CMbICTLI. M Korpa sToT npouecc obpeTaeT TenecHoe
UBMEPEHUE, MOKET BOZHUKHYTb MOTHASA, KaK 3TO BLINIO BOSMOMHO, K NpH-
Mepy, B MUCTEPUSAX, CMbIYKa pasyma v Tena, CO3HaHWA U 6eCCO3HATENBHOrO,
YTO CTAHET YCNOBMEM BOZHUKHOBEHMWA TAKOrO 9CTETUYECKOrO NEpemBa-
HUS, KOTOPOE CMOCOBHO HE MPOCTO PEKOHTEKCTYANM3UPOBATL OTAENbHLIE
3HAKK, & PECTPYKTYPUPOBATL MbILLIEHWE W BOCTIpUATHE 3puTens. B Kave-
CTBE NpUMEpa MOKHO BCMOMHWUTL AOKYMEHTasbHble VR-NPoeKThl «UuMmep-
CMBHOM HypHanUcTUku» HoHnu e na Mexba, KoTopsle npeanonararoT
MOLENMPOBAHUE KPUBUCHLIX CUTYaLMM A8 TOrO, YTOBkI 3pUTESb, UCTIbI-
TaB MorpymeH1e B Nogo6HYI0 cpeay W OLyTUB Ce6a GUBUUECKM YASBUMBIM,
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ented objects are designed for the specific physical
actions of the user. Virtual reality can be considered
the ultimate expression of a total installation, where
the sensation of the bodily and mental duality of
the perceiver is aggravated even more than before,
this duality, in the case of VR being manifested not
only in the viewer reading the “text” of the artwork
relying on non-textual sensory data, but also in the
virtual reality paradoxically working with the body:
we sense though vision.

The concept of both virtual and augmented
reality necessitates not only the means of output
(headphones and glasses), but also the means of
input (joysticks, gloves, sensory suits, etc.), there-
fore the viewer-user of the virtual world is inevitably
represented in the artificially created environ-
ment. This brings us to an interesting topic of the
self-identification of the body in the virtual world,
however, within the present research, our attention
is focused not on this issue but on a moment of
interactivity: the sensual, haptic and motor involve-
ment of the viewer in the artwork created in VR.

A presence in the virtual environment supposes the
active status of the perceiver, his/her movement

in the artificial space, their exploration of the world
created by the artist, and action/s within it. Here,
the “museum” distance between the viewer and the
artwork disappears, they unite on an equal footing
in a common virtual environment, and the artwork
becomes not an object of disinterested contempla-
tion, like a modern painting or film, but an object

in relation to which an action is taken, with which

a dialogue is conducted (like in the ancient times,
when the Greeks would wrap a statue of Athena in
rich clothes, and the Romans would whip the statue
of a neglectful deity with rods).

At the present time, virtual reality technologies
have not yet reached the limit of their development,
because it is only audial and visual channels that
work efficiently, while the developments dealing
with a user’s skin or vestibular system have not yet
been introduced to the market. But the reviews of
those who have tried to immerse themselves in VR
show that the viewer’s body nevertheless responds
to those events or conditions that are designed in
an illusory environment. A relevant example are the
VR-attractions with roller coasters that cause users
to lose balance and fall, despite the fact that their
musculoskeletal system does not experience the
slightest direct impact.

Today, virtual reality is widely perceived in
a skeptical way, as an empty technological novelty,
an attraction devoid of aesthetic potential. Indeed,
over the past few years, this technology has been
used mainly in the entertainment sphere and has not
had a significant impact on the work of filmmakers,
scriptwriters, game designers and other profession-
als who operate with the moving image. However,
we may recall that at the time of its emergence,
cinema was also seen as an empty attraction.

Virtual reality seems to have serious poten-
tial as a medium capable of combining visual and
plastic arts into the type of synthetic complex that
has long been forgotten by Western culture and that
may become the most actual form of contemporary
art. Interactivity, inclusiveness, the “tactile force of

146

persuasion,’ the openness of the sign systems, and
its multimediality, which in former times existed in
the framework of sacred rituals, today may be real-
ized in contemporary art, creating a field of freedom.
Being immersed in the “monad” of the virtual world,
the viewer-user has the opportunity to safely experi-
ment with different versions of self-awareness and
behavior, and in this case the artistic image is not an
abstract object but an environment where meanings
are designed, discovered, and lived out. And when
this process acquires a bodily dimension, it allows
for a union between body and mind and the con-
scious and unconscious, which is the condition for
the emergence of this type of aesthetic experience,
that is able not just to recontextualize individual
signs, but to restructure the thinking and percep-
tion of the viewer. As an example, we can recall the
documentary VR-projects of “immersive journal-
ism” by Nonny de la Pefia, which involve simulating
crisis situations so that the viewer, having immersed
themselves into such an environment and felt physi-
cally vulnerable, better understands the feelings

of a crime victim, a subject of social pressure, and
victims of other traumatic scenarios caused by
imperfections of contemporary society.

Another strategy for using VR can be seen in
the virtual installations by D. Haines and J. Hinter-
ding who create synthetic environments where
one can, for example, hear the rhythmic sound of
the earth or find oneself in a location with altered
gravity. Many contemporary artworks, for example
David O'Reilly’s game Everything that won the Prix
Ars Electronica-2017, where the player has an op-
portunity to become any object or creature, from
a stone or a beast to planets and galaxies, are easy
to imagine in VR. This particular project was aimed
at communicating to the viewer-player a special ex-
perience of unity with all beings, and the dissolution
of the ego in the harmonious integrity of the world,
with the use of VR supposedly making the experi-
ence even more vivid.

Those hopes that Gene Youngblood attributed
to the “expanded cinema” in the 1970s may be real-
ized in virtual reality today. In discussing the screen
arts of the future, Youngblood proposed three key
strategies for their development: a) towards blurring
the boundaries between the forms of art result-
ing in cinema and performance being fused into
a whole thing; b) towards the study of electronic
technologies and cyberspace; c) in the direction of
increasing interactivity, inviting the viewer to actively
participate and bodily experiencing the affect.”

The visionary Youngblood actually spoke about the
return to art as a syncretic complex, and if in the
1970s, this task was reserved for “expanded cine-
ma,’ it now seems that these goals can be achieved
by means of VR, which maximizes the visual field
while activating the recipient’s body.

7 Youngblood G. Expanded Cinema. Boston: E.P. Dutton, 1970.

CMOT NyyLle NOHATb Te YyBCTBA, KOTOPbIE UCTILITASIN HePTBbl HACKUIWUA, COLLM-
anbHOro AaBreHWA W APYrMx TPaBMUPYHOLLMX CLIEH, BbI3BaHHbLIX HECOBEP-
LUEHCTBOM COBPEMEHHOrO 06LLecTBa.

Opyryto ctpaterunto ncnonb3osaHna VR MOXHO yBUOETb B BUPTY-
anbHbIx MHcTannauMax [. XanHc v Ox. XuHTepauHr, KoTopble co3aatoT
CHHTETUYECKME cpeabl, FAe MOXHO, HanpuMep, yCrbllwaTb pUTMHUYECKOe
3ByYaHWe 3eMJSIM MIIM OKa3aTbCA Ha y4YacTKe C U3MEHEHHOM rpaBuTaLMen.
MHorve coBpeMeHHble NPOU3BEAEHNA, HANPUMEP, NOMYYMBLLYIO MPU3
Ars Electronica-2017 urpy Oesuaa O'Painu «Bcé» («Everything»), rae
MIPOK Nosly4yaeT BO3MOMHOCTb BCENMUTLCA B NIOOOM 06BEKT MK CyLLECTBO,
CTaTb YeM YroAHO, OT KaMHA MUIK 3BEPbKa A0 NNaHEeT U ranakTuK, JIerko
npeactaeutb B VR. Llenbto gaHHoro npoekta 66110 cooblieHue 3puTe-
NHO-UIrPOKY 0COBOro onbiTa EAMHEHWA CO BCEM CYLLUMM W PacTBOPEHUA
3roLEeHTPUYECKOrO «A» B FAPMOHWYHOM LLeNIOCTHOCTHM MUPa, a NPy UCMOoSb-
3oBaHuK VR, BEpOATHO, 3TO NeperunBaHue cTano 6ol elle 6onee APKUM.

Te Hapexabl, koTopble OxumH Anrénag B 1970-e Bo3naran Ha «pac-
LUMPEHHOE KMHO» MOTYT peanM3oBaTbCA B BUPTyaslbHOM peanlbHOCTH Cero-
AHA. AHrénap, paccyxaan ob aKpaHHbIX MCKyccTBax byayLiero, npes-
rnonaran TP KYEeBLIX CTPATErMK WX PA3BUTUA: a) B CTOPOHY CTUPaHUA
rpaHuu, Mexay GopmaMu MCKYCCTBa, B pe3ynbTaTe Yero KMHO M nepdop-
MaHC OKaMyTCA CraBneHHLIMK B obLuee uenoe; 6) B CTOPOHY UCCneso-
BaHWA 3MEKTPOHHLIX TEXHOMOMMI U KUBEPNPOCTPAHCTBA; B) B CTOPOHY
HapacTarLLen MHTEPaKTUBHOCTH, NMPUINaLlatoLLEen 3pUTENA K akTUBHOMY
COYy4acTHIO M TENECHOMY MpoxuMBaHuio adpderTa’. BuanoHep AHrénag
FOBOPMT MO CYTH O BO3BPALLEHWUM K MCKYCCTBY KaK CUHKPETUYECKOMY KOM-
nnekxcy, n ecnu B 1970-e ata 3agadva nonaranacb A8 «pacLUMPEHHOro
KWMHO», TO HAa CErOOHALIHUIM AeHb NPEeACTaBAETCA, YTO STUX LieNlel MOKHO
6ynet foctuyb ¢ nomolubio VR, npeaensHo paclumpatowen Bu3yansHoe
nosie 1 BMECTe C TEM aKTUBU3UPYIOLLLEN TENO peLunmeHTa.

7 Youngblood G. Expanded Cinema. Boston: E.P. Dutton, 1970.
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BnameHue MIJIIO30PHOCTLIO.
BbI30BbI KYypaTOopaM BhICTaBOK
nepgopMaTUBHOIO UCKYCCTBA

B nocnenHve rogbl neppopmaTrBHOE UCKYCCTBO BCe 6obLUE NPUTA-
rMBaeT MHTEPEC KaK NOBGUTENEN UCKYCCTBA, TaK U XyOOKHUKOB. PecTuBav,
MEepOMPUATUA U BbICTABKM, CBA3AHHBIE C NepdOPMATUBHBLIM MCKYCCTBOM,
MPOXOL4AT MO BCEMY MUPY. 3a HEGOSLLLOW NEPUOL, BCEMO B HECKOMBKO NIET
cTatyc neppopmaHca nameHuncs. OH yKe He pacCMaTpUBAETCA Kak HEYTO
BCMOMOraresibHoe, CTaHOBACH LIEHTPasIbHbIM COOLITUEM W, CNEA0BATESLHO,
OKa3bIBaEeT BIMAHWE Ha OEATENbHOCTb CaAMUX My3€€B.

3penuLLHbIA U caepKaHHbIM, MPOBOKALMOHHBIA U TAMHCTBEHHbIN,
nep$opmMaHC 0TKa3bIBAETCA COOTBETCTBOBATb €AMHCTBEHHOMY 334aH-
HOMY OnpeneneHuo: AManasoH TOro, YT0 MOXHO Ha3BaTb «neppopMaH-
COM», OFrPOMEH. DT pa3MbITble MPaHULLbl U OTKPLITOCTb APYrvm obra-
CTAM MUCCNeoBaHWA OeNatoT AaHHyo chepy oUYeHb NPUBIEKATENbHOM
ANA XyAOKHWKOB Halmx AHen. O6nagas noteHUManom AfiAa peBooLMOH-
HbIX M HENPEPBIBHbIX MHHOBALLMKM, NepdOPMaHC NO3BOMAET XYAOKHUKAM
OTKPbIBaTb W OMpPenenaTb HOBYHO XyAOMECTBEHHYIO TEPPUTOPHIO, pacLum-
PAf rpaHMLbl KaK X COBCTBEHHOM MPAaKTUKK, TaK U UCKYCCTBA B LIESTIOM.

CrioXHO TOYHO OMnpenenvTb, Koraa MMEHHO XYOOKHWKK CTann pac-
cMaTpmBaTth NeppopMaHC Kak MNOMHOLEHHYIO XYOOKECTBEHHYO hopMy.

B KakoW MOMEHT gaHHas coepa Havarna pas3BuMBaTbCA aBTOHOMHO? Heko-
TOpble YyTBEPKAAIOT, YTO KOPHM HYKHO UCKaTb B Havane XX BeKa, Hanpu-
Mep, B cpede ¢yTypucTOoB', TOrAa Kak Apyrve roBopAT, 4TO Ha CaMOM
nene nepdopmaHc noasmnca B 60—70-x rogax XX Beka. B myzee TaH-
MM Mbl O4Y€Hb XOPOLLIO 3HAKOMbI C 3TOM UCTOpUEN Bnarogapa HoBaTop-
cKoi pabote nvoHepa B obnacTu nepdopmaHca HaHa TaHrnu. B KoHue
50-x rogos XX BeKa OH MpU3HaUT, 4TO AaHHaA NPaKTUKa, KOTOPYHO B Te
BPEMEHA MOTJIY Ha3bIBaTb «XEMMEHWUHM», «aKLUMA», «0EMOHCTPALUA» UIU Ke
«CMEKTaKNb-AeNCTBME», HECNA B ce6e MMEHHO Ty NOAPLIBHYIO U 3afB-
naoLwyo o cebe MoLLb, KOTOPYHO OH UCKan. Ero oecTpyKTHBHbIE KOH-
CTPYKLMK, MOCPEACTBOM KOTOPbIX OH BblparKaeT CBO NMO3ULMIO NPOTHB
MCTEBNULLMEHTa, CTalM OAHUMK U3 CaMblX 3pes1LLHbIX paboT 60-x rogos
XX BeKa, NOCTaBMB M0, COMHEHWE 3CTETUHECKWE KOAbI TOrO BPEMEHHW.

C Tex nop KONMMYeCTBO XYOOMHWKOB, 3aMHTEPECOBaHHLIX B NepdopmaHce,

1 3HaMeHuTbIN aprymMeHT, BblABKHYThIM Poyanu lonabepr B ee cnipaBoyHWKE, NePeN3aaHHOM HECKOMBKO
paa: Performance Art: From the Futurism to the Present, 3rd ed. New York: Thames & Hudson, 2011 (1979).

Séverine Fromaigeat

Capturing Ephemerality:
On the Challenges of Curating
Performance Art Exhibitions

In recent years, performance art has attracted
growing interest from art-goers and artists alike. Fes-
tivals, events and exhibitions related to performance
art have popped up all around the world. Over a pe-
riod of only a few years, the status of performance
has shifted. No longer ancillary, it has become the
central event, and has consequently gained influence
over the very operation of museums.

Now spectacular and now discreet, now
provocative and now mysterious, performance
refuses to conform to a single, preset definition:
the range of what goes by the name performance
is vast. These fluid contours and this openness to
other fields of exploration make the medium very
appealing to today's artists. With its potential for
rule-breaking and perpetual innovation, performance
enables artists to open and establish new artistic
territory, pushing the boundaries of their own prac-
tice as well as those of art.

It is not very easy to determine exactly when
visual artists started to regard performance as
a fully-fledged art form. At what point did this me-
dium start developing autonomously? Some claims
that its roots are to be found in the early twentieth
century, among the futurists for instance’, whereas
others say it actually appeared in the 1960s and
1970s. At the Museum Tinguely, this history is very
familiar to us through the groundbreaking work
of performance pioneer Jean Tinguely. In the late
1950s, he recognized that this practice — which
was then variously called a happening, action,
demonstration, or action-spectacle — offered the
subversion and statement-making power he sought.
His destruction actions were some of the most

1 Such is the famous argument advanced by Roselee Goldberg
reference work, reprinted several time: Performance Art: From the
Futurism to the Present, 3rd ed. New York: Thames & Hudson, 2011
(1979).

spectacular antiestablishment works of the 1960s,
and they helped challenge the esthetic codes of
the time. Ever since then, the number of artists
interested in performance has continued to grow,
particularly in Switzerland, home of the exhibition
Performance Process. From the Dadaists’ anarchic
events in Zurich to Jean Tinguely's aforementioned
actions, from Roman Singer's explosions to Chris-
tian Marclay’s sound experiments, from Alexandra
Bachzetsis's choreographed works to Florence
Jung'’s nearly invisible pieces, Switzerland has long
been a stronghold of performance.

The Performance Process venture was the
fruit of an exceptional collaboration between three
major institutions in Basel: Museum Tinguely, Ka-
serne Basel, and Kunsthalle Basel?. Together these
institutions sought to shine a light on performative
practices in Switzerland. Spanning five months?,
Performance Process was a sort of takeover of the
city, by three fundamentally different cultural institu-
tions: a museum housing a collection, a Kunsthalle
for temporary exhibitions, and a performing arts
venue, a theatre. This meant three very different his-
tories, three very different institutional backgrounds,
formats, audiences, and perspectives. On that par-
ticular occasion, our three institutions tried to map,
document and present Switzerland's historical and
contemporary performance art landscape, from the
early 1960s to today. It was in this context that the

2 With the invaluable assistance of the Swiss Cultural Center in
Paris, which created an exhibition on Swiss performance in 2015 and
co-curated the exhibition at the Museum Tinguely.

3 From September 20, 2017 to February 18, 2018.
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1. Han TaHru. «3Tio4 K KOHLY
cseta N22», 1962. Kagp
13 dpunbma «[IHeBHKK
Hasnaa BpuHknmy,
NBC, 1962.
Jean Tinguely. Study for an
End of the World, N° 2. 1962.
Film still of David Brinkley's
Journal. NBC, 1962.
© LIFE Magazine, 2019.

npoponkano pactu,  ocobeHHo B LLBeiLapum, raoe npoxoauT BeiCTaBKa
«Performance Process». HaunHas ¢ aHapxuyeckux AercTBMiA aaancToB

B Litopuxe no BbilweynoMaAHyTbix akumi HaHa TaHrmu, ot B3pbiBoB PomaHa
3urHepa A0 3BYKOBbIX aKcreprmeHToB Hprcthana Mapkres, ot xopeo-
rpadpuyeckmx pabot AnekcaHapbl BaxiueTanc Ao NpakTUY4eCKU HEBUAUMBIX
npousseaeHnit Pnopexc FOHr, LUseluapua ycnelwHo 3apekomeHgosana
ceba Kak umMTagens neppopmaHca.

Mpoekt «Performance Process» — 3To pesynbraT 3ameyartesibHOro
COTPYAHMYECTBA TPEX KPYMHbIX UHCTUTYLMIM Basena: mysea TaHru, Kynb-
TypHoro ueHTpa Kaserne Basel 1 6a3enbCkoi xyaomeCTBEHHOM ranepeu
Kunsthalle2. Nx uenb — nponuts cBET Ha NEPPOPMATUBHOE UCKYCCTBO
LLseriuapuu. B Tedenne natn mecaues® «Performance Process» B Gyk-
Ba/lbHOM CMbIC/1e 3aXBaTl/1 FOPOA, C MOMOLLbIO TPEX KapAMHaNbHO pasHbIX
KyJIbTYPHbIX yYPEROAEHUI: My3ed, B KOTOPOM pacnonaraeTCa KoMneKLuus,
Kunsthalle ons BpeMeHHbIX 9KCMO3WLMIM M NNoLWaaky ana neppopma-
TUBHOIO UCKYCCTBa — TeaTpa. STO TPWU COBEPLUEHHO Pa3Hble UCTOPUM,
TPU O4€Hb Pa3HbIX MHCTUTYLIMOHAMBHBIX KOHTEKCTA U popmMaTa, pasnmy-
HaA ayAUTOPUA U NepcrneKTMBbl. B 3ToM KOHKpeTHOM cryyae Tpu Halum
MHCTUTYLMM NbITANUCh 0TO6PasnTh, 3340KYMEHTMPOBATL M NPeACTaBUTb
MCTOPUYECKUIA 1 COBPEMEeHHbIN nepdopmaTmBHbIi naHawadT LLseruapum
¢ Havana 60-x rogos XX BeKa No CerofHAWHWM AeHb. MIMeHHO B AaHHOM
KOHTEKCTe BbICTaBKa, NOCBALLeHHaA 60-1eT1io NnepdopMaTUBHOrO UCKYC-
ctBa B LLBefuapum 6bina npeacrasneHa B Mysee TaHrn.

3apyMKa U npeseHTaLusA BbICTaBKM, MOCBALLEHHOM nepdopmaHcy
B KOHTEKCTe My3es, npeAronaraeT NepecMoTp BO3MOXHOCTEN NOKasa,
KOTOPbIE MOMET NPEANOoKUTb AaHHAA MHCTUTYLUMA. My3eun urpatot ponb
6e3MONBHbIX XpaHUTeNen Hallei namATh. STo MecTo, rae ynop AenaeTcs

2 Tpu copercTaum LLBeiLapcKkoro KynsTypHoro LeHTpa B [apue, cosaasluero BeiCTaBKy neppopmaHca
LWsenuapun B 2015 roay v coopraHusatopa BeicTaBku B Mysee TaHMM.

3 C 20 ceHtabpa 2017 no 18 pespansa 2018.
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Ha COXpaHeHWe XPYMKKX, AparoLeHHbIX 06BbEKTOB, KOMMOHEHTbI U FPaHULLbI
KOTOpPbIX AOMKHbI ObITb 3adUKCUPOBaHbI U COXPAHATLCA B HEM3MEHHOM
BWAE ANA NOTOMKOB. My3en — KBUHTICCEHLIMA CTabUIbHOCTH U MOCTO-
AHcTBa. HaknMm e 06pa3oM AaHHY MHCTUTYLMIO, NPeaHa3HauYeHHYo

ANA TULLKWHBI U pedEKCHUKU, MOKHO MCMONb30BaTb KaK HECTABbWUIbHYLO Tep-
pUTOPUIO AN1A NpoBeAeHNA NepdOPMaTUBHBIX SKCTIEPUMEHTOB?

Hak nnnto3opHocTb, ABUKEHKE, TaHLYOWKWE W NOtoLLMe Tena,

a TaKke MHOXECTBEeHHble TEMNOopanbHOCTH NepdpopmMaHca MOKHO BBE-
CTW B 3TOT MAEaNbHO yNnopAAOYEHHbIN, CO3HATENbHO KOHTPONMPYEMbINA
KoHTeKcT? Co CBOMCTBEHHOM EMy HEMATEPUaNbHOCTbLIO, Er0 OC/e-
NUTENbHOM NPUPOAOI, Ero HEYyCTOMYMBOCTBLIO, €r0 OTKA30M YroAuTh,

€ro MMMONETHbIMU NMPOU3BEAEHUAMU UCKYCCTBA, NepPpOpPMaHC CTaBUT
nof COMHeHWe Llenn U MUCCHK My3es, bpocas UM Bbi3oB. Ecnn rosoputb
0 NPUOBPETEHUN UK XPAHEHUKU €r0 SNEMEHTOB, TO AaHHaA NPaKTUKa
ABNAETCA OAHOM M3 Hanbonee CNOMHbIX®.

IOna Myses TaHmK fep3kue NpoeKTbl He pedKocTb. Hak yxe roso-
pPWUNOCH BbILLiE, HaLLl My3el NMOCBALLEH OAHOMY W3 MMOHEPOB HaHpa,
Many Tanrnn. B 1960 rogy Bo aBope Mysena coBpeMeHHOro UCKyC-
ctea B Hbto-Mopke TaHrnu npeacTaeun «Ommax Hoto-Mopky», rpomas-
Hyto 16-MeTpoOBYIO caMopa3pyLUAOLLYOCA CKYNbNTYPYy U3 6ecuncneH-
HbIX BENOCUMEHbIX KOJIEC, CTapblX MOTOPOB, MMAaHWMHO, METANIIIMYECKHX
6apabaHoB, BAaHHOM W ApPYrix Nofo6paHHbIX NPeAMETOB, KoTopasa paspy-
WMnack NpAMO nepes 3puTenamMu Ha nyxarke. BHesanHo TaHrnu ctan
n3BecTeH Ha Becb Mup. CnycTA HeKoTopoe BpeMA B nycTbiHe HeBaabl OH
opraHusosan «3Tioapl K KoHuy ceeTa N2 2» (1962) — ewe oaHy B3pbIB-
HYIO aKLLMIO, MPU3BaHHYIO OTPa3nTb OMACHOCTb XONOAHOM BOWHbI, KOTO-
pas Haxogunach TOraa Ha nuke. AT paboThbl, KOTOPbLIE UCMAPANNUCH
B o6naKe AbIMa, MOKa3anu *KesnaHue XyLoKHUKa OUCTaHLMPOBaTLCA

4 Kax nuwet KatpuH Bya: «rmBocTs npeacTasnaeT coboit npoTueopeyne Ana GopMrpoBaHma “6enoro
Ky6a" BHEBPEMEHHOM BEYHOCTN 1 KOHPOHTALIMIO ANA 3PUTENA, KOTOPLIA B JaHHON Cxeme npeAcTaBnAeTca
KaK Ayx0BHbIN “GecTenecHslit maa’, a He ¢puanyecKan cywHocTb» B ctatbe Game Changing: Performance
in the Permanent Collection // Is the Living Body the Last Thing Left Alive? The New Performance Turn,
Its Histories and Its Institutions, ed. Costinas C,, Janevski A. Berlin: Sternberg Press, Hong Kong: Para Site,
2017. P. 54,
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2. Xaitomn Bywep. «O60n04km
Ten, nnsx Benuer.
1972. Kapp 3 dunbma,
16 mm, uBeT. PaboTa
co3faHa COBMECTHO
¢ Rapnowm Bywepom
ANA UX 06LLEN BbICTABKM
B XyAOMECTBEHHOM My3ee
INoc-Anpkeneca LACMA.
Heidi Bucher. Bodyshells,
Venice Beach. 1972. Film
still, color 16mm. Realized
with Carl Bucher for their
double exhibition at LACMA,
Los Angeles County
Museum of Art.
© Estate of Heidi Bucher,
2017.

exhibition 60 Years of Performance Art in Switzer-
land was presented at the Museum Tinguely.

Conceiving and presenting an exhibition on
performance in a museum context implies rethink-
ing the display possibilities offered by the institu-
tion. Museums have been assigned the role of
being the silent guardians of our memory. They
are places where the emphasis is on conserving
fragile, precious objects whose components and
boundaries must be fixed and identically main-
tained for posterity. Museums are quintessential
places of stability and permanence. How can this
kind of institution, which is intended for quiet and
reflection, be brought into the unstable territory of
performative experimentation?

How can ephemerality, movement, dancing and
singing bodies, and the multiple temporalities of per-
formance be introduced into that perfectly ordered,
deliberately controlled context? With its immaterial-
ity, its dazzling nature, its slipperiness, its refusal to
settle, its fleeting artworks, performance questions
and challenges the goals and missions of a museum.
It is one of the most complex practices when it
comes to acquiring it or archiving its elements*.

At the Museum Tinguely, we are used to auda-
cious projects. As already mentioned, our museum
is dedicated to one of the genre's pioneers, Jean
Tinguely. In 1960, he created Homage to New York in
the sculpture garden at MoMA, an enormous 16-me-
ter-long self-destroying work consisting of countless

4 As Catherine Wood put it: “Liveness represents a contradiction for
the ‘white cube’ setup of timeless eternality, and a confrontation for
the spectator who is, in this scheme of things, imagined as a spiritual,
‘disembodied eye' rather than a physical presence! in Game Changing:
Performance in the Permanent Collection // Is the Living Body the

Last Thing Left Alive? The New Performance Turn, Its Histories and Its
Institutions, ed. Costinas C,, Janevski A. Berlin: Sternberg Press, Hong
Kong: Para Site, 2017. P. 54.
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bicycle wheels, old motors, a piano, metal drums,
a bathtub and other scrap objects, which went up
in smoke before an audience on the lawn. From one

day to the next, Tinguely rose to international fame.

A short time later in the Nevada desert, he staged
Study for an End of the World no. 2 (1962), another
explosive action intended to reflect the dangers of the
cold war, which was then at its peak. These works,
which disappeared in smoke, showed the artist's de-
sire to distance himself from the concepts of precios-
ity, easy collectability and durability surrounding works
of art. The fact that an ephemeral action could shake
up artistic conventions was extremely appealing to
Tinguely. He was attracted to rebellious gestures; he
spent his whole life trying to get beyond art's overly
authoritarian definitions.

For Performance Process, the challenge was to
create an exhibition that paid tribute to that seditious,
subversive spirit, one that generated chaos and excess
right inside the museum, for the duration of an evening
but also throughout the project'’s four-month period.
When creating an exhibition on performance art, there
naturally arises the question of what to show. Are there
any artefacts that convey the ephemerality of live art?

If these artefacts do exist, can they be shown without
compromising the nature of the work, or the intention of
the artist? Then how should performance archives be
presented, whether they consist of photographs, films
or material things? How can the exhibition's documen-
tary dimension be incorporated®?

Every piece of archive material comes with its
own rules. We therefore quite naturally adapted our

5 Performance documentation has an inherent “second-hand

nature” Nevertheless, it allows other aspects of the performance to be
accessed after the fact, from a distance, but just as intensely. On this
subject, see: Jones A. Presence in Absentia: Experiencing Performance
as Documentation // Art Journal. 1997. Vol. 56. No. 4. P. 11-18.
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3. Can Kennep. «[locne ncryc-
ctear, 2017. MNepdopmarc
B My3see TaHrm.
San Keller. Nach der Kunst.
2017. Performance
at Museum Tinguely.
© San Keller, 2017.

_J; )

OT KOHLLeMNLMM YTOHYEHHOCTH, BOBMOKHOCTH NIErKOro BOCNPOU3BeAeHHA
W [ONrOBEYHOCTM OKpPYHKatoLLMX Npon3BeaeHuit uckycctea. Maen toro,
4TO adeMepHOEe AEeNCTBUE MOKET B36YA0PaAKMUTbL XYAOKECTBEHHbIE KOH-
BeHLMK, 6bina ana TaHMmM YpessbluaiHo cobnasHutensHom. Ero npu-
BIeKaii MATEKHbIE HECTbl; OH MOCBATUN CBOIO HM3Hb MOMbITKAM BbIATH
3a paMKKW Ype3MepHO aBTOPUTAPHbIX OMNpenesieHUi UCKYCCTBa.

3apava «Performance Process» 3akntovanack B ToM, 4To6bl co34aThb
BbICTABKY M BO34aTb AOMKHOE STOMY 6yHTapCKOMY, NOAPLIBHOMY [yXY,
KOTOPbIM NOPOAMA Xa0C W U3BLITOYHOCTb HEMOCPEACTBEHHO BHYTPU My3en
B TEYEHWE Beyepa, a TaKke B Te4eHMe BCex YeTbipex MecALEeB AeNCTBUA
npoekta. [pn cosaaHMK BeICTaBKM NEPPOPMATUBHOIO MCKYCCTBA BO3HM-
KaeT eCTECTBEHHbIM BOMPOC O TOM, YTO NoKasbiBaTh. ECTb N apTedakTh,
KOTOpble NepeatoT UIMIO30PHOCTL HUBOIO UCKyccTBa? Ecnu atn apte-
baKTbl AENCTBUTENBHO CYLLLECTBYIOT, MOMHO JIM KX NOKasaTb 6e3 notepu
XapaKTepa paboTbl UM HaMepeHUi xynokHWka? Hakum obpasom Toraa
HY}HO NpeacTaBnATb apx1Bbl NepdopmaHca, byab To doTorpadum,
bunbMbl MK MaTepUanbHble 06bEKTHI? Kak MOXHO NMOAKMOYMTE K 9KCMO-
3ULIMK AOKYMEHTaNIbHOE U3MePEHME BbICTABKN?®

[na kawaoro Tvna apXMBHOMO MaTepuana CyLLeCTBYOT CBOW CO6-
CTBEeHHble npasuna. [oaToMy Mbl BNoOnHe nerko agantiposasi Haw pa6o-
YMIA MPOTOKON K NPAKTUKE KaM/A0ro KOHKPETHOIO XyAOMHMKA U COTPYAHM-
YasiM No-pasHOMy G TaKUMW XyAOMHUKaMK, Kak Ypc JTioTn, Dpurk XaTTaH,
MaHoH 1 OQutep Meitep. Ypc JlioTv BepHynca K CBOMM paHHWM paboTam
1 nonHocTbio nepepabotan potorpadmun ceomx dyHAAMEHTaNbHbBIX Nep-
¢dopmaHcoB 70-x rogoB XX BeKa AJfia co3daHWA HOBbIX oTnevaTkos. B npo-
Liecce OH cobpan pag M306paKeHnit, KoTopble CTanM CBUMAETENIbCTBOM
TOr0 UCTOPUYECKOrO NEePUOAA U B TO e BpeMa HOBOM paboTon. [utep
Meriep npegoctaBun Ham U306paKeHUA U3 CBOErO JIMHHOMO apXuBa,
MoO3BOJIMB KypaTopy caenatb Bblbop, HanevaTaTb U NPeACTaB1Tb WX.
McTopua, KoTopas nepenncbiBaeTCA AJ1A Kam A0 BbICTABKM, CTAHOBMTCH

5 [lokymeHTaLma neppopMaHca HOCUT «xapaKTep CEeKOH/-xeHaar. TeM He MeHee, OHa NO3BONAET APYriM
acnexTam neppopmanca 6biTb 4OCTYMHBIMM MOCTHAKTYM, Ha PACCTOAHMM, HO C TOM HE MHTEHCUBHOCTLIO.
Bonee noapo6Ho cm.: Jones A. Presence in Absentia: Experiencing Performance as Documentation // Art
Journal. 1997. Vol. 66. No. 4. P. 11-18.
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AOMONMHUTENBbHBIM NMOBECTBOBaHWEM B MUGOSTONMK XyAOKHWKA, KOTOpas
y#e 3anosiHeHa MHOXECTBOM MAEHTUYHOCTEN M MHOMECTBOM MHTeprpeTa-
unn. BmecTo Toro, 4tobbl NpeanaraTe 3TOT BU3yallbHbIM MaTepuan B yrno-
PALOYEHHOM BWAe, A caenana Belbop B Nonb3y NaHopambl U3 nepeme-
LUaHHbIX M306parKeHnH. XpOHONOrMYecKne 1 reorpapryecKre OpUeHTUpSI
6blIM OTOABMHYTEI HA BTOPOM MNaH pajuy akueHTa Ha camMu AeNCTBUA.

OpuK XaTTaH TaKkKe B3ANCA 3a CO34aHUE MHCTANNALMK U3 ocTaT-
KoB Npeaplgywero neppopmarHca. Ero paboynm matepranom ana HOBOro
NPOeKTa NOCNyxuna oaexaa, obiBlIaA Ha XyAOKHUKE B NPOLUNbIM pas.
HabpolueHHana noBepx NanoK, NPUCIOHEHHBIX K CTEHE, OHa C/TOBHO CBUAE-
TeNbCTBYET O ero NpucyTcTBuU. MonyunBluaacA MHCTaNNALMA cTana camo-
cToaTenbHoM paboton. B 1976 roay B Llioprxe MaHoH B pamkax cBoew
pabotsl «Manon Presents Man» (¢ aHrn. «MaHoH NpeacTaBnseT MymUmHy»)
nonpocuna Monoaelx 0AEN NO3UPOBaTh B BUTPUHE C KPaCHbLIM OCBELLLe-
HUEM. DTOM HMBOWM KapTMHOM OHa NpeacTaBWia My}K4MH B KayecTBe 06b-
€KTOB enaHuA, Urpan c reHAepHbIMM Kogamu ToBapuaauum Tena. YTobsl
CTOMNKHYTb NYGIMKY JIMLOM K NULLY C 9TOW HEOBBIYHOM CUTyaLMeEN B BUTPU-
Hax, U306paeHue 6bl0 YyBENMYEHO C LiENbHo 3anonHWTe NPOCTPaHCTBO
W OaTb 3PUTENO0 BO3MOXKHOCTbL MOMYyYUTh HOBBIM OMbIT B BOCNPHUATHUA.
Takvm o6pas3om, n3obpakeHne NpeBpaLlaeTcA B OrPOMHbIM PEeKNaMHbIM
LLMT, B pe3ynsTate 4ero B My3ee Co34aeTcA aTMocdepa ropoaCcKON HOUM.

Bnaropaps Buoeo Mbl NonyyYmMnu JOCTYN K M30OPaKEHNIO ABUKY-
Lerocsa Tena u 3ByKy nepdopmaHca, KoTopble ABMNAOTCA €ro OCHOB-
HblIMK cocTaBnAawmnmn. Jla Prubo ana ceoen nHctannaumm «Despliegue»
2001 ropa Bena HenpepbIBHLIM CbeMO4HbIM NPOLLECC Ha ABe Kamepbl.
OgHa 6bina cTauroHapHOW, CbeMKa NPoM3BOAMIACk C BbICOThl MTUYb-
ero noneta v pUKcHpoBana AeNCTBUA XyooxKHULUbI. BTopasa kamepa 6bina
y Hee B pyKe W NoKasbiBana OKpymatoLLyto 06CTaHOBKY B 3aBUCMMO-
CTH OT TOro, KyAa Hanpasnanca o6bEKTMB: OHa NepeaBuranacb cpeau
pas3nnyHbIX 06 bEKTOB, BbINOHAA pa3Hble AENCTBMA OT TPMBUASIbHBIX
[0 AOCTaTOYHO CTpaHHbIX. HYTo6bl NOrpy3nTb 3puTenen B BUAEO U AaTtb
MM MPOYYBCTBOBATb, YTO OHM TaKHKe y4acTBYIOT B AEMCTBUAX XYO0MH-
HWKa, BMAE0 NPOoeLnpoBanock Ha Nnon, No3BonAa UM 6poaMTeL No camomn
pabote. OKpyHKeHHbIE 3BYKaMKU U ABUKYLLMMUCA M306PAKEHUAMM, 3pU-
TeNKW HaTblKaNnCb Ha n30b6pareHMA Tena, 4acTo obHameHHoro, 61M30CTb
KOTOpOro mMorna Bbl3BaTb AuckoMmopT. OnpeneneHHas fonsa aKCrmbu-
LMOHM3Ma ABNAETCA OCHOBHOM COCTaBnAtoLen neppopmMaHca, TOHHO
TaK e Kak U Byahepuam ayautopuu. 34echb U Ha NPOTAKEHWU BCEN
cBoew npakTukm Jla Pubo aennkatHo urpaeT ¢ aTMMK ABYMA KpamHO-
CTAMM, @ B 9TOM MHCTaNIALUM el yaanochb A06MTbCA TaKOro e YPOBHA
HanpPAKEHWA, KaK M BO BPEMA HMBbIX BbICTYMNEHWH.

ATmocdepa Bcer BbICTaBKM CPOPMMpPOBaHa 3ByKaMu M3 BUAOEO.
M3 3ana B 3an Mbl NepefaBanv 3BYK-KPELLEHO0, KOTOPbIM JOCTUI ano-
res B pabote «Gestures» («wecTbl» aHrn.) (1999) KpuctranHa Mapk-
nes. B koHue 70-x ropos XX Beka Mapkner BBen My3blKy U 3BYK B BU3Y-
aNbHOE MCKYCCTBO, CTaB MMOHEPOM W 3aKoHoAaTteneMm *xaHpa. [locne
nepeeana 8 Huto-Mopk B 1977 rofly, OH NO3HaKOMMUIICA C 3KCNepUMeH-
TaSlbHOM My3bIKOW U NepdopMaHCcOM, ABYMA chepamMu, KOTOpbIE OH C YA0-
BO/IbCTBUEM coBMelaeT. B 1979 rogy oH BBOAMT B paboTy NpourpeiBa-
Teslb, KOTOPbIM B AasIbHENLLEM CTAHET ero My3blKallbHbIM MHCTPYMEHTOM.
Mon BnuAHMEM Bbipa3uTesibHOM CBOGOALI ABUKEHUA PryKCyC M aHep-
rMK NaHKk-poka, Mapknen cTaHOBMTCA NMMOHEPOM B MHCTPYMEHTasb-
HOM MCMONb30BaHMK BUHMIIOBbIX BEPTYLLEK; OH HAa4YMHAET UCMOb30BaThb
CKPETYMHT elle A0 TOro, KaKk 3T0 Havanu aenatb Au-Axen B Havyane 80-x
ropoB XX Beka. Pa6ota «Gestures» npeacraBneHa YeTblpbMsA CUHXPOHU-
3MpOoBaHHbIMK BUAEOpOnMKamu. Ha YeTbipex aKpaHax nokasblBatoTCA PyKH
W nanbLpl XyA0MKHWKA, COBEPLUAIOLLEr0 Pa3nyHble MaHUMYNALMK C BUHW-
NTOM Ha BepTYLUKaX, NOKa3blBAETCA CKPETUMHT, pasnnyHbeiMM cnocobamu
HaHocuTCA ylepb nnactHKkam. Mirna cnetaert, 3ByK npepbiBaeTCA, U BCe
9TO 06pasyeT HOBbIM My3blKaslbHbIM MaTepuai, Aanexkui oT OpuUrnHana,
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work protocol to the practices of each artist, and we
collaborated in very different ways with artists like
Urs Luthi, Eric Hattan, Manon and Dieter Meier. Urs
Luthi went back and completely reworked the pho-
tographs of his seminal performances of the 1970s
to create new prints. In the process, he put together
a series of images that was both a testament to

that historical time and a new work. Dieter Meier
provided us with images from his personal archive,
leaving it up to the curator to select, print and pre-
sent them. The history that is rewritten for each exhi-
bition becomes an additional narrative in the artist’s
mythology, which is already full of multiple identities
and multiple stories. Instead of offering this visual
material in a highly ordered way, | opted to create

a landscape of jumbled images. Chronological and
geographic reference points were played down in
favor of an emphasis on the actions themselves.

Eric Hattan also took it upon himself to design
an installation based on leftovers from a past
performance. The clothing worn on that occasion
provided his work material. Stuck on the ends of
pikes propped against the wall, they made it pos-
sible to suggest the artist's physical presence in his
absence. The resulting installation became an au-
tonomous work. In 1976 in Zurich, Manon got young
men to pose in a shop window under red lighting
for a work entitled Manon Presents Man. With this
tableau vivant, she presented these men as objects
of desire, playing with the gender codes of body
commodification. In order to confront the public with
this unusual “window-shopping” situation, the im-
age was enlarged so that it would fill the space and
provide a life-size experience. The image therefore
turns into a huge advertising billboard, causing an
urban-night atmosphere to loom up in the museum.

By means of video, we gained access to the
sight of the moving body and the sound of the per-
formance, two of its basic elements. For Despliegue
in 2001, La Ribot was continuously filmed by two
cameras. The first was stationary, filming from
a bird's-eye view and showing the artist's actions.
The second was held in her hand, capturing her sur-
roundings wherever her gestures happened to point
it: she moved about the space amid various objects,
performing actions that ranged from the trivial to the
strange. In order to immerse viewers in the video
and give them the sense that they were participat-
ing in the artist’s actions, it was projected on the
ground, allowing them to roam the work. Surround-
ed by sounds and moving images, viewers found
themselves confronted with images of a body that
was often unclothed, suddenly making its proximity
unsettling. A certain exhibitionism is the mainstay of
performance, as is the audience’s voyeurism. Here
and throughout her practice, La Ribot delicately
plays with these two extremes, and in this installa-
tion, she succeeded in producing the same tension
as during her live performances.

The atmosphere of the whole exhibition was mod-
ulated by the sounds coming from the videos. From
room to room, we composed a sound-crescendo that
peaked with the work Gestures (1999) by Christian
Marclay. In the late 1970s, Marclay introduced music
and sound into the visual arts, becoming a pioneer
and trendsetter of the genre. When he moved to New
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York in 1977, he discovered experimental music and
performance, two mediums he enjoyed intermixing. In
1979, he adopted what was to become his musical-
action instrument: the record player. Influenced by the
expressive freedom of the Fluxus movement and the
energy of punk rock, Marclay became a pioneer in the
instrumental use of vinyl turntables; he was scratching
records before DJs started doing it in the early 1980s.
In the exhibition, Gestures presented four synchronized
videos. The artist's hands and fingers rove the four
screens, manipulating vinyl on turntables, scratching
it, damaging the records in accordance with various
processes. The needle skips, the sound is interrupted,
and all of this composes a new piece of music, far
removed from the original one etched on the record.
This deliberately very loud work spread its syncopated
music through the whole exhibition, inspiring visitors
with feelings approaching discomfort. Thus, through-
out the show, these elements of life, experimentation,
movement, sound and chaos were present, giving
viewers a sensory and spatial experience.

In other places, at other moments, visitors
were surprised by apparitions, like those of Hein-
rich Luber. At irregular intervals, and without the
public being informed in advance, the artist acti-
vated a performative sculpture on which he burst
into some sorts of abstract vocal exercises. Unan-
nounced, unplanned by the museum and without
any control by the institution, the performance acted
as a kind of secretive artwork.

Interactivity and contact with the public were es-
sential for many of the artists. San Keller came to the
museum several times for performances, but unlike
Heinrich Liber, his work was based on the principle
of an appointment. Keller sees the museum as a host,
a place of conversation, and all of his performative
works operate as tools for connecting with the public,
establishing a territory for encounters and exchanges.
For the entire duration of Performance Process, he
installed a hair salon on one of the floors dedicated
to the permanent collection. In the hair salon situ-
ation, two people spend enough time together for
conversations to emerge, in an intimacy similar to that
of a confessional. By transposing this situation into
the museum alongside a piece in our collection, Keller
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4. [xoH M. Apmnepep
1 Kprctnan Maprnei.
«OpHOBpPEMEHHbIE BOVHbIE
sepcumr, 2018, Mepdpopmarc
B Mysee TaHrnn.
John M. Armleder & Christian
Marclay. Simultaneous Duo
Versions, 2018. Performance
at Museum Tinguely.
© ProlLitteris, ZUrich, 2018.

M3HaYasIbHO HAHECEHHOMO Ha NNACTUHKY. JTa HAMEPEHHO OYEHb MPOMKasn
paboTa TpaHCIMpyeT CBOK CUMHKOMMPOBAHHYO My3bIKy MO BCEW BbICTaBKeE,
BCENAA B NoceTMTeNen 4yBcTBa 61mM3Kkune K auckomeopty. Takum obpa-
30M, Ha NPOTAXEHUW BCEMO NOKa3a NPUCYTCTBYIOT 3TU SNEMEHTbI HMU3HH,
IKCMEepUMEHTa, ABUKEHWA, 3BYKa W Xaoca, AaBanA 3pUTeNIAM CEHCOPHbIM

M NPOCTPaHCTBEHHBIM OMbIT.

B npyroe Bpemsa B pasHbix IoKaUMAX, NOCETUTENEN MOMTIM YAUBUTb

pasnuyHble BHe3anHble NOABNEHWA, HANpPUMepP, Te, KOTopble yCTpau-

Ban XanHpux JTiobep. Bea onpeneneHHbIX BpeMeHHbIX MPOMEKYTKOB

6e3 npeaynpemxaeHa NyennKK XyOOKHUK 3anycKkan neppopmMaTms-

HYHO CKYNbMTYPY W paspamanca KakMMW-TO abCTPaKTHbIMKU BOKaNIbHbIMU
BOCKNMLaHWAMU. HeaHOHCHpPOBaHHbIM, He3annaHUPOBaHHbIM My3eem

1 6e3 KaKoro-Mbo KOHTPOA CO CTOPOHbI YYpewAeHNA, AaHHbIM nepdop-
MaHC BbICTYyMNas B Ka4eCTBE CKPbLITOro NPOU3BEAEHUA UCKYCCTBA.

MHTepaKT1B 1 KOHTaKT C NyONMKOW KparHe BarKHbl AJ1A MHOMMX
xynoxHukoB. CaH Kennep HecKonbKo pas npueskan B My3ew Afia npose-
AeHWA neppopmaHca, Ho, B 0TIMumMe oT XalHpuxa Jltobepa, ero pabora
OCHOBbIBanach Ha NpUHLUMNE 3annaHMpoBaHHOCTU. Kennep paccma-
TpUBaeT My3eHr B Ka4ecTBe NPUHUMatOLWEN CTOPOHBI, MecTa AnA A1a-
nora, n Bce ero neppopmMaHChl PYHKLMOHUPYIOT Kak MHCTPYMEHT 0bLLe-
HMA ¢ NyGNIMKON, co3adaBan TEPPUTOPUIO AN1A BCTpey M obmeHa. Ha Becb
nepuop, nposeaerua «Performance Process» oH o6opyaosan napmk-
MaxepCKyto Ha OJHOM M3 3TaXKeM, NOCBALLEHHbIX MOCTOAHHOM SKCMO3ULIMK.
B aTtor napukmaxepcroi ABa YenoBeKa NPOBOAAT AOCTATOYHO BPEMEHHM
BMeCTe AJ1A 3apoxaeHna beceabl, B AOBOMIbHO KamMepHOM 06CTaHOBKeE,
HamoMuHaroLen ncnosedb. [lepemecTrB faHHYyO CUTYyaLMIO B My3eH
W CAenaB ee YacTblo Hallen Konnekuun, Kennep cospan BO3MOXHOCTb
BCTPEYM NOCETUTENA, XyAOKHUKA, KOTOPLIM Urpan pofb NapukMaxepa
W NpounsBeaeHna NcKyccTBa. [1pn aToM OH AeMUCTUGULMPYET MHCTUTY-
LM, NPOM3BELEHME UCKYCCTBA M XyAowHWKa. OH no3sonseT nybnvke
BCTYMWUTb B TECHbIM KOHTaKT C 3TUMW TPEMA OCHOBHBIMW KOMMOHEHTaM1
HU3HW My3en.

DnopeHc FOHr npeaioxkuna 6onee 3arafouHyto paboTy Ha BbICTABKY.
Bonee TpeboBaTtenbHyto Kak K MHCTUTYLIMK, TaK U K 3pUTENIO, CO3AaBasA
MCTOPHIO, Pa3BOPaYMBAOLLYIOCA 3a Npeadenamu myses. B cBoer KoHuenTy-
anbHoM paboTe aBTOp MnonaraeTcA Ha onpeneneHHble 0COBGEHHOCTH Xya0-
HECTBEHHOro MMpa, HanpUMep, XyOOHECTBEHHbIE KOHKYPChI, Yachl paboThbl
W BbICTaBOYHbIE NPOCTPAHCTBA, YTOOLI MCKA3WUTb UMK PACKPbITh KX, FOHM
He MblITaeTCA NOCPeACTBOM CBOEMN HeynpaenaemMorn paboTbl NpeabABNATbL
06BEKTBI, CO3[aHHbIE €€ XyOOKECTBEHHbIMK cTpaTernamn. Cnyxu, BbIMbl-
cen, pacpopmrpoBaHue, AenerMpoBaHne, y3ypnauua: 310 Npu3padHble
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MPOTOKOJbI XyAOKHWKA, KOTOPbIM NAbIBET NPOTUB TedeHus. FOHr pabotaeT
Haf, yCTHbIMK, HEMaTepHUasibHbIMU WU KOHPUAEHLMANbHBIMA U3MEPEHMAMM
nepdopmaHca. Hacto 3aeck nogpasymeBaeTcA CyLLeCTBOBaHWe nepdop-
MaHca 6e3 HenocpeACcTBEHHOMO onbiTa nepdopmanHca. [na «Performance
Process» oHa npepnoxuna KypaTtopy NpUHATL y4acTie B CBOeK paboTe.
MHe 66110 NOpyHeHO HOCKHTL NopAenbHbIM Ponekc Ha 3anAcTbe B Teye-
HWe BCero BpeMeHW OeMCTBUA BbICTaBKKW HE TONbKO B paboyne Yach,
HO 1 B Moe cBoboaHoe BpemA. [oaTomy A Hecna OTBETCTBEHHOCTb
3a CoXpaHeHWe camMoro CyL,eCTBOBaHWA 3Ton paboTel. Bes moero corna-
CWA U HamepeHWA JaHHaA paboTa He noasunack 6bl Ha ceeT. A 6bina
XpaHWUTeNbHULIEN ee ABNEHUA, U Korga paborta bbina akTMBUpPOBaHa, aTo
MO3BOJIUIIO BbICTABKE PaCLLUMPHUTL CBOM BPEMEHHbIE W reorpaduryeckue
paMKW Janeko 3a npegensl Mysea. PaboTa Haxogunace CoO MHOW Bcerga
1 GyHKLMOHMPOBaa B COOTBETCTBUM C MOMM COBCTBEHHBIM rpaduKoMm,
He nonarasack 6onblue Ha Yyackl paboTbl M Kogbl My3esa. DTa NopTaTUBHasnA
pabota, nogaensHoii Rolex noa HassaHveM «jung34», Takie nopoauna
obcywaenve. Cpean MoWX Apy3ei U YIEHOB CEMbW GbINO HEMASTO TeX, KOro
YOAMBWIIO, YTO A HOLLY 3TW BreYaT/AoLLME Yackl, TaKOW Bbl4YPHO AOPOroM
npeomeT. Kaxpan becena nasana MHe BO3MOXHOCTL paccKasaTb 0 paboTe
XyOOMHHUKa W ONrcaThb BbICTaBKY, MPUOTKPbLIBaA ABEPb AJ1A BCAYECKMX
OTKIIOHEHMI OT TeMbl. OCHOBBIBasACH Ha NPOCTOM 06beKTe, NepdopMaHC
®nopeHc KOHr pasBepHyncs BO BpeMeHW U MPOCTPaHCTBE Ha OCHOBaHWU
MOMX BCTPEY U AUCKYCCHI, CTaB pPenALMOHHON paboTom.

HekoTtopele neppopmaHckl NPOBOAAT rpaHb MeMay TaHLeM, Tea-
TPOM M BM3yaslbHbIM MCKYCCTBOM. B CBOMX pUTMMYECKMX MU3aHCLeHax
n paboTor ¢ ronocom u a3sikom MapTtrHa-Codu Bunbabeprep 6pocaet
BbI30B APYrMM MPUBbIYHEIM NPOTOKONaM MHCTUTYLMK. BmecTe co cBonmm
nepdopmepamMu oHa HapyLllaeT BCe Npasmia My3en: BO BpeMA NepeaBu-
HEHWA MO BbICTABOYHLIM 3a/1aM OHM MotoT, 6eratoT v Kpuyart. C npucy-
LM YYBCTBOM MIpbl U MAFKOM NMpoBOKaLMen ee nepbopmMaHChbl CO3aatoT
atMmocdepy cBoboabl M 6€33a6OTHOCTM B My3ee, HanoMUHaA 3HaMeH -
Tyt0 cueHy ua dunema «MoctopoHHue» («<Bande a part» ¢p.), Hana-Nioka
lopapa (1964), korga Tpy FMaBHbIX NEPCOHAKA Ha MOSHOM CKOPOCTH MPo-
XoOAT yepes Bechb JlyBp Bcero 3a 9 MUHYT 1 43 ceryHApL.

lMoapbIBHOM, 030PHOM M HEMHOMO OTYYHAEHHbIN [xoH ApMmneaep
06beanHUNCA C TakmM e no ayxy RpuctnaHom Mapkneem ons cosaa-
HUA OyaTta B Ayxe PryKcyca: UX NPOEeKTbl yMOPUTENbHbI, MHOTAA ONacHbI
(oamH pas oHW efiBa He NOJOMITIM My3ei), a MHOrAA AOCaAHbI U pasoya-
pOBbLIBaOT. DT ABa XYO0KHUKA MaHUMYNUPYHOT YyBCTBaMK ayaUTOPHH,
HarHeTas oxunpaHue, 4Tobbl ele HGonblue pa3oyapoBaTh UK Xe pas-
Bneyb ux. BeicTaBKa 3aBeplumnack yHMKanbHbIM KoHLepToM Kpuctrana
Maprnes. Mcnonbsya nponsseaeHna HaHa TaHIMKW M3 HalLen KonneK-
LMK, OH COYUHMIT U UCMOSTHWUN OTPLIBOK MMNPOBU3MPOBAHHOM MYy3blKH,
OCHOBaHHbIM Ha 3By4aHWW BblGpaHHbIX 06beKTOB. OH OTBNEK BHUMaHWE
oT aTunx cKynbnTyp 60—80-x ronos XX BeKa, MCMONb30BaB WX B Kaye-
CTBE My3blKaslbHbIX MHCTPYMEHTOB. [ToCKonbKy AeTanu Bbinn oYeHb Xpyn-
KUMKW, OH MOl 3a4eNCTBOBATb Kam Ayt BCEro NMb HECKOSIbKO CEeKYHA,
MM MaKCHMMYyM napy MUHYT. HoHLepT, nocBALWeHHbIM TaHrK, o pabo-
Tax Kotoporo Mapknen y3Han B 04eHb paHHEM BO3pacTe W KOTOPOro
OH CYMTaeT HaCTaBHMKOM B CBOEM COBCTBEHHOM paboTe, CTan yHUKalb-
HOM BO3MOMXHOCTbLIO YBUOETb BCE 3TU NPOU3BEAEHUA, 3a4eNCTBOBaHHbIE
OOHOBPEMEHHO B OOHOM MecTe. DTa nocMepTHas Konnabopauna HaBep-
HAKa NoHpaBunach Obl TOHMIW, KOTOPLIM A0Nr0e BPeMA UCKan XyOoMxe-
CTBEHHOr0 COTPYAHMYECTBa CO CBOMMM COBpPeMeHHUKaMK. MHorue ero
paboTbl ABNATCA NPOAYKTOM OOMeHa C APYrMMU XyAoHKHWKaMKn. Hpome
Toro, TaHrM BCerga paccMarpusan CBOM paboThl Kak KMBble 0OBEKTHI,
a He KaK OCTaTKW AeATENbHOCTH.

Tem He meHee, ObINO HENPOCTO y6eaMTbL PYKOBOACTBO My3eA 0f00pUTh
AaHHbIM NepdpopmaHc. Halwm pectaBpatopbl 0COGEHHO CKEMTUYECKN OTHEC-
JMCb K OCYLLLECTBUMOCTH AAHHOIo MeponpuATHA. Halen 06a3aHHOCTBLIO
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raised the possibility of an encounter between the
visitor, the artist — who played the role of hairdress-
er — and a work of art. In so doing, he demystified the
institution, the work of art and the artist. He allowed
the public to come into close contact with these three
essential components of the museum'’s life.

Florence Jung offered the exhibition a more
enigmatic work. It was more demanding of both the
institution and the viewer, fitting as it did into a story
that unfolded outside the museum. Operating concep-
tually, the artist bases her work on certain features of
the art world — like art competitions, opening hours
and display spaces — in order to distort or reveal
them. With her evanescent work, Jung does not wish
to assert the objects that her artistic strategies bring
into being. Rumors, fiction, dissolution, delegation,
usurpation: these are the apparition protocols of an art-
ist who swims against the tide. Jung works on the oral,
immaterial and confidential dimensions of performance.
It is often a matter of implying the existence of a perfor-
mance, rather giving a direct experience of it. For Per-
formance Process, she proposed to include the curator
in her piece. | was tasked with wearing a fake Rolex
on my wrist for the whole duration of the exhibition, not
only during work hours, but also during my free time. |
therefore had the responsibility of sustaining this work’s
very existence. Without my consent and commitment,
the work could not have happened. | was the guard-
ian of its apparition, and when it was activated, this
enabled the exhibition's domain to extend into temporal
and geographic recesses that went far beyond the
boundaries of the museum. The work travelled with me
and operated according to my own schedule, no longer
according to the opening hours and codes of the mu-
seum. This portable work, the fake Rolex piece entitled
Jjung34, also served to spark conversations. There was
no shortage of these among my friends and family:
many of them were surprised to see me wearing such
an impressive watch, such an ostentatiously expensive
object. Every chat gave me a chance to speak about
the artist's work and describe the exhibition, while leav-
ing the door open to all kinds of digressions. Based on
a simple object, Florence Jung's performance unfolded
in time and space according to my encounters and
discussions, becoming a relational work.

Some performances treaded the line between
dance, theater and the visual arts. With her rhyth-
mic mises en scéne and her work on voice and
language, Martina-Sofie Wildberger creates pieces
that challenge other established protocols of the
institution. She and her performers broke all of the
museum'’s rules as they went through the exhibi-
tion rooms singing, running and shouting. With her
sense of play and gentle provocation, her perfor-
mances created an atmosphere of freedom and in-
souciance within the museum, recalling the famous
scene in Jean-Luc Godard's Bande a part (1964),
when the three main characters visit the Louvre at
full speed in 9 minutes and 43 seconds.

John M. Armleder’s subversive, mischievous and
subtly detached spirit teamed up with that of Christian
Marclay for a duet involving actions infused with the
Fluxus spirit: hilarious, sometimes dangerous (when
they almost set fire to the museum), and sometimes dis-
appointing and frustrating. The two artists manipulated
the audience's expectations, sustaining their feeling of
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suspense in order to disappoint or amuse them all the
more. The exhibition closed with a unique concert by
Christian Marclay. Using works by Jean Tinguely se-
lected from our collection, he composed and performed
a piece of improvised music based on the sound of
the manipulated objects. He diverted these sculptures
dating from the 1960s to the 1980s, treating them as
instruments. Since each piece was extremely fragile,
he could only activate it for a few seconds, or a few
minutes at the very most. Conceived as a tribute to
Tinguely — whose pieces Marclay came to know at

a very young age, and whom he viewed as a mentor in
his own work — the concert was a unique opportunity
to see all of these pieces activated at the same time in
the same space. This postmortem collaboration would
certainly have delighted Tinguely, who sought artistic
collaboration with his contemporaries his whole life
long. Many of his works are the fruit of exchanges with
other artists. Furthermore, Tinguely always viewed his
works as living objects, not as leftovers of an activity.

Nevertheless, convincing the museum's various
authorities to approve this performance was not
easy. Our restorers were particularly skeptical about
the feasibility of the undertaking. As a museum, our
duty is to preserve those sculptures so they can be
handed down to posterity under the best possible
conditions. Potentially jeopardizing their conserva-
tion forced the museum to rethink its missions. In
the process of carrying out our essential conserva-
tion mission, we would like to offer an active history
of art that is not frozen in the past, one that can be
read and experienced in the present.

As we do this, “liveness” as a medium could
potentially have an impact on the museum'’s institu-
tional habits, authorities and behavior. By countering
its system and apparatus, the programming of live
work functions as a disruptor.

| am convinced that a museum is something
of an organic entity, capable of reacting to the new
and the now, to the live and the unexpected. In this
sense, performance brings something into muse-
ums that they sorely need: an element of friction,
confrontation and freedom.

CEBEPWH ®POMEMA | SEVERINE FROMAIGEAT

5. ®nopeHc FOH. «jung34». 2014.
Florence Jung. jung34. 2014.

6. AnekcaHapa BaxseTcuc
1 Dxkynna BopH. «3Toi
cTopoHoit Beepx». 2007.
Hapap n3 Bugeo
Alexandra Bachzetsis
& Julia Born. This Side Up.
2007. Video still.
© Julia Born, 2017.

KaK My3es ABNAETCA COXpaHEHWE STUX CKYMbMNTYP C LESbo nepeaatb
WX HaLWWM NOTOMKaM B MaKCUMaJIbHO XOPOLLIEM COCTOAHKM. [MoTeHumanbHan
yrpo3a Mx COXpaHHOCTM 3acTaBuiia My3er NepeoCMbICIUTL CBOK MUCCHIO.
BbinonHas cBOO OCHOBHYIO 3a4a4y MO COXPaHEHWIO, Mbl XOTENM Obl TaKKe
NPEASIOKNUTb aKTUBHYIO MCTOPUIO MCKYCCTBA, HE 3aMOPOKEHHYIO B MPO-
LUAOM, @ TY, 4TO MOXHO NPOYMUTATL U UCMbITATb B HACTOALLEM.

Tem BpemeHeM, «<MBOE» KaK cdepa NoTeHLMaNIbHO MOKET NMOBW-
ATb HA MHCTUTYLIMOHANbHbIE MPUBbLIYKK, YNIPaBNeHWe 1 noBegeHne My3es.
MpoTrBOAENCTBYA CUCTEME U MOPAAKY, NPOrPaMMUPOBaHUE HUBOK
paboTbl GpYHKLMOHUPYET B KA4ECTBE NOAPLIBHOrO MHCTPYMEHTA.

A ybexaeHa, YTo My3ei — 3TO HEYTO OpraHMYecKoe, cnocobHoe
pearnpoBaTb Ha HOBOE M HACTOALLEE, HA MMBOE W HeoXRMaaHHoe. B aTom
cMbicne neppopmMaHc NPUBHOCHT B My3eW MMEHHO TO, Yero MM TaK He XBa-
TaeT: aNEeMEHT Cnopa, KOHGPOHTaLMKN U CBOGOARI.
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HOmutpuii O3epKoB
«Ipmurax 20/21» necars j1et
crnycrda: I'ocyaapcTBeHHbIN
JpMUTAXK U COBpeMeHHOoe
UCKYCCTBO

B 2007 roay B locynapctBeHHOM SpmuTarke Gbin cO30aH NPOEKT
«OpmuTak 20/21» ana paboTbl C COBPEMEHHBIM UCKycCTBOM. BOT HekoTopbie
3aMeTKM 06 UTorax U NepcrnexTMBax Toro, YTo ObINo caenaHo 3a AecATb JeT.

Horaa SpmuTaky 6bina nepefaHa BOCTOYHaA YacTb 3aaHuA [nas-
Horo wTaba, 3aeck 6bI10 peLleHo NoKa3bliBaTb HOBOE M COBPEMEHHOE
ncryccTBo. beinn otpbIThl ranepes Cepres LLykuHa 1 6paTbeB MBaHa
n Muxamna Mopo3soBbix, npocTpaHCcTBO AN1A UcKycctea XIX Beka, B TOM
yucne v AN1A KUBOMMUCHBIX MONOTEH 6onblIOro pa3mepa. PekoHCTpyKLmMA
30aHuA cTana 6ecnpeueneHTHeIM ana Poccun npumepom. MNAaTte BHY-
TPEHHWX ABOPOB OblNM 06beAMHEHBI B FPaHAMO3HYO aHbunagy atpuy-
MOB, NpeaHasHa4YeHHbIX TaKkKe AJ1A NoKasa Npon3BedeHN COBPEMEHHOMO
MCKyccTBa. 34aHue naydan coBeTHUK dpmuTtaka Pem Konxac v gpyrve
APXMTEKTOPbI, MOSTOMY UTOrOBbIM MPOEKT PEKOHCTPYKLIMMU, BbIMNOHEH=
Hbll «CTyamen 44», ctan pesynsLTaToM ANUTENbHbIX U TWaTeNbHbIX 06Cy-
waeHnn. OHK Kacanuchb, Npexae BCEro, HaBUralum U NOHUMaHUA Toro,
Kak 6yoyT nepeaBuraTbCA NOCETUTENM B 3TOM HEMPOCTOM NPOCTPAHCTBE.
HuHnm aTa — 310 06w eropoacKon dopym, BTOPOM aTaw — Gonbluas
aHdunaga, a Ha TPETbEM U YETBEPTOM Tamax — 3asbl C ICTOPUHECKOM
OTAE/NKOW, a TaKke KOMHaTbl AJ1A NOCTOAHHOIO U BPEMEHHOr0 NoKasa
KNaCCHUYECKOro, HOBOrO M COBPEMEHHOMO UCKycCTBa. 34aHue 6blno nosn-
HocTbto rotoeo B 2014 roay, 4To 6bINI0 NPUYPOYEHO K MacLUTabHOMY
decTmBanto cospemeHHoro nckycctea «Manudecta 10»,

YactryHo 3paHMe Havano GpyHKLMOHUPOBATD ellle A0 PEKOHCTPYKLIMK:
MMeHHO 3aeck B 2004 rogy OpmuTameM Bbina opraHn3oBaHa BbiCTaBKa
Mnbm Kabakosa «Cnyyar B My3ee v pyrie UHCTaNNALMKW», NepBas
BbICTaBKa XyAomHWKa B Poccun nocre ero nepeesga Ha 3anag. MMeHHo
3Ta BbICTaBKa BO MHOIrOM npeponpeaenuna cyaeby HOBOro 34aHuA 1 ero
fAanbHerlwee HasHadeHre. PaboTa Kabakosa «KpacHbii BaroH» (2008)
yCTaHOBIEHA B NOCTOAHHOM 3KCNo3uumu [nasHoro wraba. 3ToT peBonto-
LIMOHHBIM, YTOMMYECKUI NpoeKT HabakoBa, COCTOUT U3 Tpex YacTen: necT-
HMLA, NOAHMMAIOLWAACA B HE0O, — 3TO KOHCTPYKTUBUCTCKUM NPOEKT-yTO-
nuA; BaroH 6e3 Konec — crarHauusA, 06e3aBUH1BaHME X042 UCTOPUH,
NPUMHUTUBHBIM arnT-6apak; HakoHeL, — 6aHKM M3-NOA, KPaCKM, OCTaTKK
CTPOUTENIbHOrO Mycopa, ClIOBHO paboyre BbILLM MOKYPUTb U HUKOTAA yike
He BepHynMcb 0bpaTHo. TpK 3Tana CoBETCKOro NpoeKTa: Meyta 06 yTonuu,

Dimitri Ozerkov

Hermitage 20/21

Ten Years Later:

The State Hermitage Museum
and Contemporary Art

The Hermitage 20/21 project was created in
order to work with contemporary art at the Hermitage
museum in 2007. Here are some notes on the results
and prospects of what has been achieved in ten years.

When the Hermitage was allocated the Gen-
eral Staff Building, the decision to exhibit new and
contemporary art there was taken. New exhibition
spaces were opened: the Sergey Shchukin and Mo-
rozov brothers gallery and a space for 19* century
art, including large-scale paintings. The reconstruc-
tion of the building became an unprecedented
example for Russia. Five of the courtyards of the
building were joined to create a giant enfilade for
displaying works of contemporary art. The advisor
to the Hermitage, Rem Koolhaas, along with other
architects, extensively studied the building. Lengthy,
thorough discussions were held with the aim of un-
derstanding how people might navigate through this
difficult space, and the result was the final recon-
struction project performed by Studio 44. The lower
tier is a forum, the second tier has large enfilade,
and third and fourth floors have halls with historic
décor and rooms for the permanent and temporary
display of classical, modern and contemporary art.
The building was opened in completely in 2014,
which was timed to coincide with Manifesta 10.

However, the building began to partially func-
tion even before its reconstruction and here, the first
exhibition of works by llya Kabakov after his emigra-
tion to the West — An Incident in the Museum and
Other Installations, was held in 2004. This largely
predetermined the fate of this building and its fur-
ther role. Kabakov's installation The Red Wagon is
now a part of the permanent display in the building.
This revolutionary utopian project by Kabakov con-
sists of three parts. The stairs rising into the air are
a constructivist utopian project. The wagon with-
out wheels symbolizes stagnation, standstill, and
a primitive campaign barrack. Finally, the paint cans,

1. «Axcenbm Kupep —
Benumupy XnebHurosy».
O6Lwmit BUA BbICTaBKM
8 Huxonaesckom 3ane. 2017.
Anselm Kiefer, for Velimir
Khlebnikov. Exhibition view
at the Nikolaevsky Hall, 2017.

and building site leftovers give us the impression
that some construction workers went out to smoke
and never returned. These are three stages of the
soviet project: the dream of utopia, stagnation, and
collapse. For us, The Red Wagon is now a symbol
of those years when the Hermitage was cut off
from constant contact with the West — the contact
that was there before the First World War that was
restored only in the 1990s.

The history of art that developed at the Her-
mitage in the Soviet era was very different from
the history of art that developed in the West. The
Hermitage assembled a large collection of works
by artists from communist countries and artists
of a socialist orientation. This collection, that now
seems somewhat shameful or inappropriate, will
surely later be appreciated as something significant
and of note. Today, we often speak about a com-
plex and multifocal picture of the artistic process,
which, along with mainstream participants, includes
unconventional marginal voices, that do not neces-
sarily merge into a single, progressive art history in
its “Atlantic” version. Revaluation of the history of
visual arts will undoubtedly follow the revaluation of
20™"-century literature.

When the Hermitage decided to engage with
contemporary art at the turn of the 1990s and
2000s, some solo exhibitions of work by artists
such as Andy Warhol, Jackson Pollock, Mark Rothko
and Robert Mapplethorpe were organized. Soon
it became clear that these experiments needed to
be continued and a certain program was required
to unite them. At that time, departments that would
have liked to engage with contemporary art (for ex-
ample, in research and education) did not have the
opportunity to legally accept works of contemporary
art for materially responsible storage. Only a curator
could accept a work of art for storage and the cura-
tors of the Department of Western European Art,
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cTarHauma v Kpax. [na Hac «KpacHeIi BaroH» — CMMBON Tex NeT, Koraa
OpmuTam 1 uckyccteo Poccum 6binn 0TopBaHbl OT MOCTOAHHOIO 06LLEHUA
¢ 3anagom — c lNepBoi M1poBoOM BOMHBI 0 KoHLa 1980-x rogos.

B atv rogbl, cnefys npuvHUMNaM 1 naeanam COBETCKOM MCTOPUM UCKYC-
CTBa, KOTOpas OT/IMYaIach OT MAEaNoB UCKycCTBa 3anada, DpMUTaK cobpan
GOSbLLYO KOSNEKLMIO PaboT XyAOMHUKOB COLMANMCTUYECKNUX CTPaH U XyO0H-
HWUKOB — YIEHOB KOMMYHWUCTMYECKMX MapTHii CO BCEro MUpa. 3Ta KOMneKuua
celyac KameTCA Malo3HaYMMOM MITM BOBCE HEYMECTHOM, HO CO BpeMeHeM,
BO3MOMHO, MOJTy4YUT MHYHO MCTOPUYECKYHO OLIEHKY KaK HEYTO KOHLLenTy-
anbHo BaxkHoe. CerogHa TyT M TaM 3aBOAMTCA Pa3roBOP O MHOMOCOKHOM
M MyNbTUPOKaTBHOM KapTUHE XYAOKECTBEHHOIrO MPOLIECCca, KoTopaa Hapaady
C MEMHCTPMMOM BKItoYana bbl B ceba HeopauHapHble, MapruHanbHble
ronoca, He 06A3aTeNbHO CIMBAOLLIMECA B €4MHYIO NMPOrPECCHUBHYHO MCTOPHIO
MCKYCCTBa B «aT/laHTU4eCKOM» Bepcuu. [NepeoLieHKa MCTOpHK BM3yarlbHbIX
MCKYCCTB, HECOMHEHHO, NMOCNeayeT 3a NepeoLieHKoM nuTepatypbl XX BeKa.

Horna Ha pybexe 1990-x n 2000-x ropos SpMUTak peLnsn 3aHUMaTbLCA
COBPEMEHHBIM MCKYCCTBOM, OblNiv OpraH30BaHbl OTAESbHbIE BbICTaBKM:
OHau Yopxona, dxkekcona MNMonnoka, Mapka Potko, Po6epta MannnTopna.
JloBONbHO CKOPO CTano NOHATHO, YTO 3TW SKCMEPUMEHTLI CieayeT NPOAoN-
¥aTb M YTO AJ1A 3TOMO HyMHa YeTKas nporpavma. Toraa oTaersl pMUTaKa,
KOTOpPbIE XOTENM Bbl 3aHUMATLCA COBPEMEHHBLIM UCKYCCTBOM (HanpumMep,
HaY4YHO-MPOCBETUTENECKUIM), HE UMENW IOPULNYECKUX OCHOBaHWUM MPUHATL
Npou3BeaeHNA COBPEMEHHOMO MCKYCCTBA Ha MaTepUasibHO-OTBETCTBEHHOE
XpaHeHWe. DTO MOMKET AenaTb TONbKO OTBETCTBEHHbIN XPaHUTETb, a XpaHH-
Tenu otaena 3anagHoeBPONENCKOro MCKYCCTBA COBPEMEHHBIM MCKYCCTBOM
(B coBpEMEHHOM 3anafHOM MOHMMAaHWM 3TOrO COBA) B LENIOM He MHTe-
pecoBa/IMCb. XapaKTepHbIM MPUMEPOM ABMAETCA BbICTYMIEHWE Ha MeXay-
HapogHoM cumnosunyme «Mysel 1 apT-pbiHOK» B DpmuTarke B 2006 roay
A.T. HocteHeBwnua, xpaHuTena kaptiH lNnkacco n Matucca: oH rosopwmn
0 «3aBeJOMOM YCPEOHEHHOCTH» U «TPOMCTBEHHOM BTOPUYHOCTH» BCETO,
4TO 6BIIO CO3AAHO NOCIE 3TUX ABYX NMPOCNABNEHHbIX XYOOKHUKOB'.

1 Hocreresny A.[. XynomHwK, apT-peiHOK, Mysei. McTopudieckue napannenu // Mysei n apT-pbiHOK.
MaTepuansl MexayHapoaHoro cumnosmnyma, 14—16 ceHtabpa 2006. MocynapCTBeHHbI SpMuTas.
Cne., 2007. C. 88—98.
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Takum 06pa3oM, BO3HKWKIA HacyLHaA NOTPebHOCTbL B CO3AaHMM
NpoeKTa AnA nokasa B QpMUTaKe COBPEMEHHOIr0 MCKYCCTBa Ha NocTo-
AHHOM OCHOBE W C NocnepoBaTteslbHOM NporpamMmmon. B HasBaHum
«OpmuTaK 20/21» 0603HaueHbl Te [Ba BEKa UCKYCCTBA, KOTOPbIE MPO-
eKT cTpemunca oxsaTuTb. B 2009 roay Ha ero ocHoBse 6bi1 co3aaH
NOCTOAHHbLIM OTAEN COBPEMEHHOIo UcKyccTea. HoBoe nogpaspene-

HWe My3eA MONy4YUNIO XPaHUTENbCKME W BbICTABOYHbIE NOMHOMOYUA. MHe
6bI710 NPEensIoeHo ero BO3rnaBuTb M pa3paboTatb NPUHLMMILI paboTsl
HoBoOro nogpasaeneHunsa. Hasosy Te, 4To B nocnegHWe AecATb NeT onpe-
AenAT AeATeNbHOCTb Hallero otaena.

C camoro Hayana 6bl10 MOHATHO, YTO B DPMUTaKE HE HYKHO CTPO-
MTb HEKMIM NpaBuNbHbIM Genbiv Ky6 AnA nokasa paboT CoBpeMeHHbIX
XyA0*HMKOB. [NoKka3anocb 6bl CTPaHHbLIM, MMEA B COOpaHUM DpMUTama
TPW MUIINIMOHA 9KCMOHATOB, HE UCMONBb30BaTb UX B Pa3roBope O CoBpe-
MeHHOM ncKyccTee. B Poccumn coBpemeHHoe MCKYCCTBO TpaguLMOHHO
He o4YeHb NOAT, K HeMy OTHOCATCA HACTOPOMEHHO, C NMOAO3PEHHUEM.
CoBpeMeHHbIN XyA0KHUK BOCMPUHUMAETCA KaK HEKUIA TPUKCTEP, KOTO-
PbIM CTPEMUTCA OOXMTPUTE 3pUTENen U COUTL KX C TonKy. [MoaTomy Ham
NnoKasanock BABOMHE NPaBWIIbHbIM 3HAKOMUTb NYBNIMKY C COBPEMEH-
HbIM MCKYCCTBOM 4Yepes Auanor co ctapbiM. PAa npoekToB 6bin 3agymaH
W peanrM3oBaH Ha 9TOM OCHoBaHuK. Havano npuHumMny ananora 6bino
nonoxeHo ele B 2001 roay, Koroa SpmuTak BrepBble NOKasan UCKyC-
CTBO BuAeo-apTa — pabotel bBunna Buonsl n LWupuH Hewar. Mpuay-
man npoeKkT Apkaann Mnnonutos. [na BeiCTaBKM Gbl BEICTPOEH AManor
Ha ypoBHe pasrosopa o meana. bunn Buona BopoxHoenanca paboramu
[MoHTOpMO, a TOT B CBOO OYepeadb, BooxHoBnAncA diopepom. N BoT aTy
JIMHWUIO Mbl MOCTapPasnChb BICTPOMUTh, MOKa3aB, YTO TUpawHaA paboTa
Hiopepa un TupaxHas pabota Buonbl, KoTopana ecTb, No cyTH, Meaua-
dann, megmanbHO 6IM3KK, HE TOBOPA YHe O TOM, YTO PacKpPbIBaOT OAMH
ctomeT — «BcTpeya Mapwun 1 Envsasetnbi»?,

2 Bunn Buona v LnpuH Hewart B MNocyaapctseHHom SpmuTae. Katanor seicTasKu. [ocynapcTBeHHbIi
Spmuta. Cl16., 2003.
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B HukonaeBckom 3ane. 2017.
Anselm Kiefer, for Velimir
Khlebnikov. Exhibition view
at the Nikolaevsky Hall, 2017.
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who were able to do this were not concerned with
contemporary art (in the Western sense). A typi-
cal example would be the presentation by A. Kos-
tenevich, the curator of Picasso and Matisse, at the
international symposium “Museum and Art Market”
(The State Hermitage, 2006): in which he spoke
of a “notable averaging” and the “triple second-
ary status” of everything that came after these two
famous artists.’

So, gradually, a need emerged to create a pro-
ject with a coherent program to display new contem-
porary art on a permanent basis. Hermitage 20/21
was given its name in accordance with two centuries
it is aimed to embrace. In 2009, it turned into the
Department of Contemporary Art. This new institution
within the museum received curatorial rights. | was
asked to head it and to develop the principles which
the new department had to follow. Of these principles
| will name those, which for the last ten years, have
determined the practice of the Department.

It was clear from the very beginning that one
should not to build a kind of “white cube” at the
Hermitage in which to display contemporary art-
ists. When there are three million museum exhibits,
it seems foolish not to use them in a conversa-
tion about contemporary art. Contemporary art in
Russia is traditionally not well liked — it is treated
with suspicion. A contemporary artist is perceived
as a trickster, who seeks to deceive and confuse
the audience. Therefore, we realized it would be
appropriate to introduce contemporary art through
a dialogue with older art. Many projects were con-

1 Kostenevich A. G. Khudozhnik, Art-Rynok, Muzej. Istoricheskie
paralleli [Artist, Art Market, Museum. Historical Parallels] // Muzej

i Art-Rynok [Museum and Art Market]: Papers of the International
Symposium. September 14—16, 2006. The State Hermitage Museum.
Saint Petersburg, 2007. P. 88—98.
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ceived and created on this basis. The foundation

of this principle of dialogue was laid back in 2001,
when the Hermitage first exhibited video art: the
works of Bill Viola and Shirin Neshat. The curator
Arkady Ippolitov came up with this project. For this
exhibition, a dialogue was built around a conversa-
tion about media. Bill Viola was inspired by the work
of Pontormo; Pontormo, in turn, was inspired by
Direr. We tried to demonstrate this line of inspira-
tion, showing that Diirer’s print edition and Pontor-
mo's print edition, which is in fact a media file, are in
many respects similar in nature, not to mention the
fact that they unfold the same story of the “Meeting
of Mary and Elizabeth."?

The exhibition set forth a new vector of de-
velopment, in line with what many museums of the
world — Versailles and Louvre, in the first place —
were doing in the early 2000s. The possible dialogue
is direct or indirect. The work The Cane of Titan by
Lee Ufan, which we presented several years ago,
refers to Poussin's Landscape with Polyphemus from
the permanent collection. Antony Gormley's exhibi-
tion Still Standing was an inclusion of contemporary
works in the rooms of antique art of the Hermitage,
where a new floor was made to hold Gormley’s rusted
sculptures cast from his own body and pixelated. In
the next room there were antique sculptures, which
Gormley removed from their pedestals and arranged
so that they seemed to enter into a conversation.
Bacchus was looking at his cup, Venus was look-
ing accusingly at Bacchus, and behind them stood
a philosopher with a broken head. Visitors could move
between the two rooms and they constituted a certain
third “substance” in this world of Gods and iron
people. All of this together was a reference to Pliny's
famous phrase from Natural History that it is possible
to make sculptures of metal and marble, but if you are
making sculptures of people then it is better to make
them out of metal, because people are something
fluid and volatile, and metal is most suited to this. Plus
marble is more suitable for depicting gods because
they exist primordially and eternally in nature. God is
already present in the marble block; the sculptor must
simply cut away what is unnecessary. The exhibi-
tion became an illustration of this phrase — the main
characters in it were the visitors who walked between
the sculptures, realizing that marble has thousands
of years of history and metal has decades of years of
history, that both these materials gradually degrade
and despite the fact that at the current moment, peo-
ple are the most lively characters in these rooms, they
will disappear first.

In 2012, we organized and held an exhibition
of work by Jake and Dinos Chapman The End of
Fun, which we put in the context of the conversa-
tion about Goya with his Horrors of War and the
conversation about the Middle Ages in general,
represented by “scold’s bridles” from the Hermit-
age's collection. Finally, our exhibition of Jan Fabre’s
works® was about how old Flemish art speaks to

2 Bill Viola and Shirin Neshat at the State Hermitage Museum.
Exhibition catalogue. The State Hermitage Museum. Saint
Petersburg, 2003.

3 Jan Fabre. Knight of Despair / Warrior of Beauty. Exhibition
Catalogue. The State Hermitage Museum. Paris, Skira, 2016.
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BeicTaBka 3aaana HOBbIV BEKTOP Pa3BWUTHA, KOTOPLIA CTan COOTBET-
CTBOBaTb TOMY, 4TO B cepeamHe 2000-x ronos aenany HeKOTopble Apy-
rve mMyseu Mupa, npexae scero Bepcank v Jlysp. duanor BeicTpam-
BaeTCA NPAMO Mnn KocBeHHo. Hanpumep, pabota Jln Ydara «Tpoctb
TutaHa», KoTopyto Mbl NokassiBaan B 2016 rogy B Bonbwom asope 3um-
Hero gBopua, oTcbinana K nonotHy «lensaw c MNonndemowm» MNyccena,
HaxoAALeMycA B 3a5e NoCTOAHHOM 3KCMO3WLMK. BeicTaBka OHTOHM
lNopmnu «<Bo Becb pocTt» npeacrtasnana cobom BKAOYEHUE COBPEMEH-
HbIX PabOT B @aHTUYHbIE 3abl DPMUTaKA: TaM CMOHTUPOBAW HOBbIM MO,
Ha KOTOPOM ObInn 3aKpenieHbl NPOpPHaBieHHbIe CKyNbMNTYPbI, CAeNaHHbIe
CO CIIeMNKOB Tena XyAoMHWKa W NoABeprHyTele NUKcunu3auumu. B cnepyto-
WeM 3ane CTOANN aHTUYHbIE CKYNbNTYpbl, KOTOpble [opMnK CHAN ¢ Nbepe-
CTanoB W paccTaBui TakMM 06pa3oM, HTO OHW CIIOBHO BCTyNanu B pas-
roBop Mexay cobom, coctaBnAA MM3aHcLeHbl: Bakx cMoTpen Ha cBoto
yawy, BeHepa ocywpatolie cmotpena Ha Bakxa, a nosagu ctoan ¢uno-
cod ¢ oTbuTOM ronosom. lMoceTntenn Mornm NnepemeLLaTbCA MEXAY ABYMA
3alaMu M BMECTE C ene3HbIMK NIoAbMU M MpaMOopHbIMKM 6oramu npea-
cTaBnAnM cobow TpeTbio cybcTaHUMIO BbiIcTaBkM. Bce BMecTe aT1o oTChI-
nano K 3HaMeHWUTOMy BbiCKa3biBaHWto [1nmMHKWA n3 «<EctecTBeHHOM ncTo-
pUK» O TOM, 4TO MOMHO M3rOTOBMATL CKYNBNTYPLl U3 MeTanna U MpaMmopa,
HO ecnv Bbl AienaeTe CKyNbNTypbl NIIOAEN, TO Nydlle AenaTb UX U3 MeTanna,
MOTOMY YTO JIIOAM — 3TO HEYTO TEKyYee W NpexoaAllee, a Mpamop 6onblue
NoaxoauT ONA n3obpameHra 60ros, MOTOMY HTO 6OrM MCKOHHO M BEYHO
CYLLECTBYHOT B MPUPOAE, M CKYbNTOP NPOCTO AOKEH OTbICKaTb NpaBuib-
Hyto rnblby Mpamopa 1 oTcedb BCe NuLiHee. PasBepHyTon coBpeMeHHOM
WNNCTPaLMen K BeicKasbiBaHWIo [1nMHKWA 1 cTana aTa BbICTaBKa, rnas-
HbIMW AENCTBYIOLLMMK NIULLAMMU KOTOPOW OKa3anMnCb 3pUTeNv, XOAMBLLWE
MeWAY CKynbnTypamu, 6yKBanbHO OLLyLLABLIWE FeONOrMYECKYO CHyMbM-
TYPY Y KYNbETYPHYHO MCTOPUIO Mpamopa U AeCATKM IeT MCTOPUM MeTasna.
rHeneso pxaBeno Ha ux rnasax, 1 Co34aBasiock BnevatnieH1e, 4To Bce
B MMpE NOCTENEHHO pa3pyLuaeTcd, U, HECMOTPA Ha TO, YTO B AaHHbIM
MOMEHT JIl0AM — CaMmble NOABUHHbIE AENCTBYIOLLME NKLLA 3TOW Apambl,
OHW UCYE3HYT U3 3TOr0 M1pa NepBbIMM.

B 2012 rogy mbl opraHn3oBanv 1 NpoBenu BulCTaBry [xenka
n OuHoca YenwveHos «RoHeL, BecenbA», KOTOPYIO BKOYMUIN B KOHTEKCT
pasroeopoB o loie ¢ ero «Yxacamu BoMHbI» U 0 no3aHeM CpeaHeBeKo-
Bbe, NPEACTaBNEHHOM MbITOYHLIMK «MacKamu No30pa» M3 Hallero cobpa-
HuA. HakoHeu, BbicTaBka AHa Pabpa® Gbina pa3aroBOPoOM O TOM, Kak cTa-
poe dnamaHOCKOEe MCKYCCTBO BCTYMNaeT B AMANOr C COBPEMEHHbIM
dnamaHacKkuM MckyccTeoM. AH Pabp aenan nogobHyto BeicTaBky B JlyBpe
OKOJ10 OECATH NET Ha3aA, U Mbl MPEAJSIOKUIN EMy CO3[aTb COBEPLUEHHO
HOBBbIM NPOEKT cneLunanbHo Ana DpmuTama. B utore 6onee nonoBuHbI
9KCMOHATOB Ha BbICTaBKe OblNM HOBLIMW, M3rOTOBNEHHBIMU CMELMabHO.

OpaHa 13 Halumx 3apad — He 6paTb «MyTeleCTBYOLWME» BbICTABKM.
Mkl Bcerga npocum, YTOBbI XYAOKHUK WM rpynna XyAO0KHWKOB cae-
nanu YTo-To crneumanbHO AnA DpmMuTama. JKCKI3UB — He COBCEM
TOYHOE C/I0BO, CKOpee 3TO AOCTOMHAA AaHb XyAOMHWUKOB BETMKOMY
My3eto. Pabp npuayman NPOeKT, KOTOPLIA CTPOWNCA BOKPYr ¢pnamaHa-
CKOIMO MCKyCCTBa B DpMUTaKe U pas3BopaynBanca Mexay ABYMA 3aiamu
«npo pbiLapei» — MeoprueBckum u Poiapckum. B akcnosuunm Spmu-
Tama Memay 9TMMKW 3anaMu HaxopaATCA paboTel ManbIx rofnaHAaLeBs, ¢pna-
manaues, Py6eHca, san [eitka, Mopnarca v Chelinepca. An ®abp
NPOKOMMEHTUpPOBaN CBOMMU paboTaMu Kamabli M3 3anos. Hanpumep,
crynbnTypa ®abpa «[Mynoctb onupaertca Ha cmepTHocTb» (2016), noga-
peHHas nocne BbICTaBKU DPMUTaKy, Nepermkanach ¢ «[1TMubMM KOH-
ueptom» CHenpepca. A 6UTbIM 3aal, — C 3avuem Ha «<HaTtiopmopTe
¢ 6uton anybto 1 omapom» MapTtuHa ae Boca.

3 Jan Fabre. Knight of Despair / Warrior of Beauty. Exhibition Catalogue. The State Hermitage Museum.
Paris, Skira, 2016.
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3O1n aBe BbIcTaBkM — YenmeHos 1 Pabpa — BbI3BasM 60MbLLON
pe30HaHC B CBA3M C LapALLMM Cernvac B pOCCUMMCKOM 06LecTBe 060CT-
PEHHBIM BHUMaHWEM K UCMOSIb30BaHWUIO PEIMIMO3HOM M CeKCyanbHOM
CUMBOSUKU. [oNnokUTENBHBIM CNEACTBUEM axMoTaKa cTano 6onblioe
KONMYECTBO MeauaynoMuHaHuin DpmuTaxka. M, pasymeetca, nosbiwe-

Hue nocellaemocTu: ecnun B 2007 roay o6bl4HYIO BbICTaBKY COBPEMEH=-
HOro McKyccTea nocewanu okono 15—20 TeicAy yenosek, To K 2017 roay
37O YMcno Bbipocno 6onee Yem B 20 pas. DpmMuTar TpagmuLLMOHHO

[enaeT CTaBKy Ha akTMBHOCTb MeAnanona, oaHaKko byayyum yypexaeHuem
C OrPOMHOM UCTOPUEN, MPeAnonaraeT, YTO B 3TOT My3eM BCe U TaK Npu-
YT, Y NIUWHAA peKrnama He HyxHa. Mbl ®e B oTAene CoOBPEMEHHOMO UCKYC-
CTBa MOHWMAarM, 4TO HallW BbICTaBKW M3HAYaNbHO He ByayT Nonb3oBaThCA
BbICOKMM CMPOCOM B CBA3W C HOBM3HOM HamnpaBieHWs U HEKOTOPbIM Heao-
Bepuem 3putens. [loaTomy, HauMHaA C NepBOM BbICTaBKK, Mbl BCEPbe3
3aHAnMCb peknamon. M nonyymnocs Tak, 4TO HEKOTOPbIe NPOTECThI Ny6-
JIMKK C TPebOBaHMEM «3aKpPbITb/OTMEHUTL» BbISIM HAMU UCMOMb30BaHbI

KaK JOMOMHWUTENbHbIE PEKNTaMHbIE pblyari.

K Kaxaown BbICTaBKE Mbl FOTOBUM AOMOSIHUTENbHbIE MEPOMNPUATHA,
obpazoBarenbHyo NporpamMmy. XyAoKHWKaM NpeaocTaBnaeM BO3MOMK-
HOCTb NPOBECTU MacTeP-KNacc, U3BECTHLIM NIOAAM — AMAN0r C XYO0MK-
HWKOM. HYuTaroTcA nexkummn o6 MCKYCCTBe, Ha BbiCTaBKax MPOBOAATCA
Me[MaLmMK, YTO TOXE BamHO, MOCKOJIbKY COBPEMEHHOE MCKYCCTBO HEOAHO-
3HaYHO, a TEKCThI, KOTOPblE NOMELLEHbI B 3anax, He BCEraa YMTatoT U NMOHU-
MatoT. HTo KacaeTcA TEKCTOB, Mbl CPa3dy HAMePEeHO OTKa3a/IMChb OT CIIOM-
HbIX C/IOB, y3KOCMNeLnanibHON TEPMUHONOMMKU U GUNOCOPCKUX MOHATUM.
Ecnu 06bl4HbIM NOoceTUTENb HATBIKAETCA B TEKCTE AKCMIMKaLMK Ha ABa
CIIOXHbIX CMNeLManbHbIX TEPMUHA, KOTOPbIE OH 3HaTb HEe 06A3aH, CMbICH
NPOMCXOAALLEro OT HEro Ha4YMHaeT ycKonb3aTbk. [loaTomy Mbl BCeraa
HamMepeHHO MULIEM TEKCTbl MPOCTLIM M JOCTYMHbLIM A3bIKOM, & CIIOMHOCTH
ocTaBnfeM Ana NnpodecCcUoHanbHOro Karanora.

HtaK, BOT 0COBEHHOCTH Haller paboTbl:

Auanor cTaporo 1 HOBOrO,
aKTMBHOCTb Meauanons,

obpasoBatenbHble NPorpammbl,

LUIMPOKMIA OManasoH CTpaH U pasHoobpasue npeacTaBieH-

HbIX BUA,0B MCKYCCTBA; AA Kam40M NOCNeaytoLen BbICTaBKM

Mbl BEIBUpPaeM ApYryto CTPaHy W BUA, UCKycCTBa (UBO-

nUCb, rpaduKa, BULEOUCKYCCTBO): BbICTABKU LOMKHbI ObiTh
pa3HoobpasHbIMK,

5. MapadoH No coBpeMeHHOMY UCKYCCTBY: Mbl 3HaeM, yTo B [eTep-
6ypre BO Bpems Berbix HOYeM 04eHb NPUATHO CHAETL B aTprymMe
lasHoro wraba v BecTH pasroBop 06 nckycctee. MapadoH, cBo-
ero poga ¢ecTtvBasb-beceaa, Obin 3adymaH M BriepBble NPoBeAeH

B 2016 rogy B pemnme HoH-cTon ¢ 18:00 go 6:00. Y Kamaoro mapa-
¢doHa ecTb 3arnasHan Tema. JIeKTopbl M ANCKYTaHTbl CMEHSAIOT Apyr
Apyra, He HapyLluaa pernameHnTa. Ha obcymwaeHve Kamaom noa, Tembl,
ANA KOTOPOM NpUIrnallaeTca MoaepaTop, oTeoaMTcA no 1 yacy.

rpPOdO =

Ewie onHa cdepa AeATenbHOCTH OTAENa COBPEMEHHOIO UCKYC-
CTBa — 3TO MOKa3 POCCUMCKMX XyAOKHUKOB 3a rpaHunuen. B 2011 rogy
Mbl NoKkasanu BeicTasry dmuTtpua lNpurosa B BeHeunn B pamkax Bere-
umMaHcKom 6ueHHane. Y Hac 6bin porosop ¢ PorHpom lMpurosa, B cooT-
BETCTBWMU C KOTOpbIM PoHA Nepefan B DpMUTaK pAa, BaHeEHLWMX pabor,
a Mbl OTKpPbIIM NOCTOAHHLIM 3an [Npurosa 1 caenany nog, cBOMM MMe-
HeMm BbICTaBKy B BeHeLnaHckoM Ha Pockapu?. B 2015 rogy mbl nokasanu

4 Omutpuit Mpuros: Dmitri Prigov. Katanor seictasku. Manauuo ®ockapu, BeHeuma: 1 nioHa —
15 oktA6pA 2011. Lliopux: Barbarian Art Gallery, 2011,
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contemporary art. Jan Fabre had held a similar
exhibition in the Louvre about ten years ago, and
we asked him to make a completely new exhibition
especially for the Hermitage. As a result, more than
half of exhibits were newly produced.

One of our tasks is not to present traveling
exhibitions. We always ask that the artist or a group of
artists produce something specially for the Hermitage.
“Exclusivity” is not the word here, it is rather a tribute
to the great museum. Jan Fabre came up with a pro-
ject that was dedicated to Flemish art at the Hermit-
age and was located between St. George Hall and
Knights' Hall, the two halls “about the knights." At the
Hermitage, between these rooms are paintings by mi-
nor Dutch masters and Flemish masters, Rubens, Van
Dyck, Jordaens, and Snijders. Jan Fabre commented
on each of the rooms with his works. For example,
Fabre's work Stupidity Stands on Mortality (2016)
echoes the Bird's Concert by Snijders. A dead hare
by Fabre echoes the dead hare in Still Life with Dead
Game and Lobster by Vos.

These two exhibitions — the Chapmans and
Fabre — were met with a very significant reaction
due to the current general nervousness prevailing in
Russian society, with its keen attention to the use of
religious and sexual symbols. However, the excite-
ment or furor around the exhibitions of contemporary
art at the Hermitage resulted in a great deal of media
coverage. Naturally, attendance increased: in 2007,
about 156—20,000 visitors attended a contemporary
art exhibition; by 2017, this number had increased by
more than 20 times. Traditionally, the Hermitage re-
lies on activity in the media sphere. However the fact
that the Hermitage is an old institution implies that
everyone will go there and see exhibitions regard-
less, so there is no need to advertise the exhibition.
However, at the Department of Contemporary Art
we realized that our exhibitions would not initially
be in high demand due to the average viewer's
bias against contemporary art. Therefore, since the
first exhibition, we have engaged in advertising. Of
course, it turned out that some public protests and
demands to “close/cancel” exhibitions served as our
additional advertising tools.

For each exhibition we create accompany-
ing events and educational programs. We give the
artists a chance to conduct workshops; we offer
well-known people the chance to conduct a public
dialogue with the artist/s. Lectures on art are given,
and mediated tours are held at exhibitions, which
is also important, since the meaning/s of contem-
porary art is not always obvious, and the texts that
are placed in the halls are not always read. As for
the texts, we immediately decided to do away with
complex words and philosophical concepts. If an
ordinary visitor comes across two difficult words
that they do not necessarily know, the meaning
of what is happening eludes them. Therefore, we
always intentionally write texts in simply expressed
language, and leave the complexities for profes-
sional catalogues.

So, these are the principles of our work:

1. adialogue between the old and the new,
2. the activity of the media sphere,
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3. educational programs,

4. afocus on presenting work from a wide
range of countries created using a range
of techniques. In each subsequent exhibi-
tion we change the country of origin, the
media (textiles, canvas/oil, video) and the
general meaning — the exhibitions must all
be different.

5. a marathon of contemporary art. It is very
pleasant to sit in the atrium of the Gen-
eral Staff Building and talk about art of
different kinds and forms during the white
nights in Saint Petersburg. The marathon
was conceived and held for the first time
in 2016, in non-stop mode from 18:00
to 6:00. It is a kind of conversational
festival. Every marathon has a title theme.
Lecturers and disputants follow one after
another; the discussion of each topic
takes 1 hour.

Another form that the Department of Con-
temporary Art's activity takes is the exhibiting
of our artists abroad. In 2011, we presented an
exhibition by Dmitry Prigov in Venice as part of the
Venice Biennale. We had an agreement with the
Prigov Foundation, according to which the Founda-
tion sent over a number of important works to the
Hermitage and we opened a permanent Prigov
Hall and organized the exhibition at the Palazzo Ca’
Foscari in Venice.* In 2015, we presented the pro-

4 Dmitry Prigov: Dmitri Prigov. Exhibition catalogue. Palazzo Foscari,
Venice: June 1 — October 15, 2011. Zirrich, Barbarian Art Gallery, 2011.
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3. «AH Pabp: Peiyapb otyan-
H1A / BouH Kkpacote». 2016.
Bua skcnosvumu B 3ane
Py6enca.

Jan Fabre: Knight of Despair /
Warrior of Beauty. 2016.
Exhibition view at the Hall

of Rubens.

© lNocynapCTBEHHBIM
SpmuTas, 2019,

B BeHeumMaHcKoMm [Nanauuo Pparkettn npoekt «Glasstress. Gotika», rae
COCTOASICA AMaNior CTapbIX M HOBbIX XyaomHWKoB. OT Poccun B Hem yyacT-
BOBaNn XynoxHWKM MeaH Mntoww, AcnaH lMavicymos u Mpynna «Recycle»®.

«Manudecta 10» (2014) crana ona Hac CyMMUMPOBaHUEM BCEX 3TUX
UCTOPUI U NoABeAEHUEM NPOMEKYTOUHbIX MTOroB. 34ech 6biin U Ana-
NOr CTaporo 1 HOBOTO, U LUIMPOKMM AManas3oH pasfiMyHbIX TEXHUK U Meaua,
M aKTMBHOCTb MeAnanons, M NOCTOAHHaA MeauaLma Ha BoicTaBke. Mol
BrepBble NPUIIaCcKM KPYNHOro 3anagHoro Kypatopa Hacnepa Kénura
PYKOBOAMTb COAEpHaTe/lbHOM YacTbio NpoeKTa. To, 4To 3TOT dpecTrBaslb
MCKyCCTBa npoLlen B OpMuUTaKe, CTano BakHbIM AJ1A PasBUTUA COBpe-
MEHHOro McKyccTea Poccrm Ha TOT MOMEHT, Korga HeKoTopble BHOBb
MPUHATbIE 3aKOHbI, Ka3aN0Ch, yrPoMann cBob0ae XyA0HECTBEHHOIO
BbICKa3blBaHMA.

OToen coBpeMEHHOro MCKyCcCTBa B DpMUTaKe opraHu3yeT nATb
TUMNOB BbICTABOK:

1. MoHorpaduyecKasn BbICTaBKa LUIMPOKO M3BECTHOMO XYOOMHWUKA
(Tonm Kparr, Ax dabp, AHcensm Kudep);

2. rpynnoBas BbiICTaBKa MOMOAbIX XYOAOKHUKOB OTAENbHO B3ATOM
ctpaHbl (CLUA, Benukobputanus, AnoHus);

3. apxutekTypHas BoicTaska (Cantearo Kanatpasa, 3axa Xagua,
30n0T0M BEK GUHCKOM apXMTEKTYPHI);

4. dorosbictaBka (KaHanpa Xédep, 6patba XeHKUHbI);
crynbnTypa B Bonbwom asope 3umHero asopua (Oxysenne
MexoHe, MeHpu Myp, Anuw Kanyp).

XopoLumi npumep MOHOTrPapUUYECKOM BbICTABKM — 3PMUTaMHbIA NPO-
ekT AHcenbma Rudepa. [NokasaHHble TpuaLaTe paboT ObinKn cneuunansHo

5 Glasstress Gotika. Collateral event of the 56th Venice Biennale. Exhibition Catalogue. Venice, 2015.
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HanucaHbl XyLOXHWKOM Ana Hukonaesckoro 3ana 3vmHero Asopua. JTo
6bln1a MMpOBaA NpemMbepa HOBOKM cepuun paboT. Bonee Toro, KapTuHbl GbisK
HanuWcaHbl Ha Temy, o3arnaeneHHyto Kudpepom Kak «noceslieHne pyc-
cKkomy noaty Benumupy Xne6HukoBy». XnebHUKOB — NPOPOK peBOto-
umun, Npeackasaswmi B 1912 rogy nageHue rocynapcrea Yepes NATh JeT,
1.e. B 1917 rogy, korga npolen MUGUYECKUi «WTypm» 3MMHero asopLa
W NageHue cTaporo pexmma. MMeHHo B 9TOM 34aHWK CNYCTA POBHO CTO
net, B 2017 roay, v 6bina opraHr3osaHa BeicTaBka. OaHa M3 HoBbix paboT
Hudepa «Aspopa», Boluna B cobpaHme SpmMuTama.

MpynnoBble BbICTaBKM Mbl Ha4asiM G 9KCNO3uULMKU paboT MonoabIx
xynoxHukoB 13 CLUA «Amepuka cerogHa» B 2007 rogy, B KOTOPOK 6bin
MOKa3aH O4eHb CUMbHbIA KOHTPACT MEHIY HOBbIM MCKYCCTBOM U CTa-

PbIM MOHWMaHWEM TOrO, KaKk My3ei JOMKEH C HUM B3aMMOAENCTBOBATb.
Tam 6binu cTpaHHble U HeObbIYHbIE NPeAMEThI, CAeNaHHbIe U3 HEOObIUHbIX
maTtepuanos. Ha apyroit BeictaBke, Monoaelx AnoHues «MoHo-Ho aBape»
(2013), xynomHuk Motoi AMaMoTo BeiknaasiBan 6ECKOHeYHbIN nabu-
PWHT U3 COMK, 3aMnoNHMBLLMIM Bee npocTpaHcTeo Benoro 3ana MasHoro
wraba. 3an 6bin NPaKTUYECKM MYCT, NPOU3BEAEHWA HA BbICTABKE HYHKHO
6bINO OTBICKMBATb — OHW MPATANIUCH B LWENAX U B ABEPHbIX Npoemax. Mol
NOMbITAIMCh TPAHCNMPOBATL 3PUTENAM 3TOT O0COBbIA ANMOHCKMIM NoA-

X0f, K coBpeMeHHOMY nckyccty. CrnbHO Npo3Byyana BbICTaBKa MOMO-
Ablx aHrnyaH «<Hosonas». Cnoso 6bi10 B3ATO U3 Npou3seaeHus [xopamxa
Opyanna «1984». 3aeck Mbl MOKa3blBaIM TAKKE BECbMa CNOKHbIE HOBEW-
LuMe npou3BeaeHua, npueeseHHble M3 JToHaoHa. BeicTaBka 6bina caenaHa
BmecTe ¢ [anepeen Caauu.

B mysee Bcerpa BO3HWKaeT AuNeMMa MEXAY XpaHEHWMEM W 3KC-
noHuposaHueM. Mbl 06A3aHbl COXPaHWTb Cam My3er M SKCMOoHaThI
AnA 6yAyLULIMX NMOKONIEHWUI, HO, C APYroi CTOPOHBI, AOMKHbLI YyMETb MOKa-
3atb ux nybnuke. OTclofa BUTPUHbI, KOMMAKW, OrpaguTesNbHble NeH-
TOYKM, cMoTpUTENn. [lnnemme «coxpaHeHue/nokas» Gbina NoceA-
eHa HefaBHAA GOTOBLICTABKA M3 BHOBb OGHApPYXKEHHOro apxvMBa
6paTtbeB EBrenuns n AkoBa XeHKWHbIX, FAe 3KCNOHATOB daKThye-

CKM He BblI0 — OHM TOSbKO «3apOMAANMCh» B MPOABOYHbIX BAHHOY-
Kax ¢oTonabopaTtopmm, KOTopasa U COCTaBNANA SKCMO3ULMIO. 3a 3Ty
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4. 3an NnoCTOAHHOM 3KCMO3WLMK
Maka Jlunwwmua 8 MasHom
LLIta6e. 2016.

Permanent Display

The Jacques Lipchitz
Room at the General Staff
Building. 2016.

© lNocyaapCTBEHHbIN
OpmuTa, 2019,

ject Glasstress. Gotika at the Palazzo Franchetti in
Venice, in which there was a dialogue between the
old and the new artists. It involved the young artists
Ivan Plyushch, Aslan Gaisumov, and the Recycle art
group from Russia.®

Manifesta 10 (2014) became the synthesis of
all these approaches for us. There was a dialogue
between the old and the new, a range of various me-
dia and techniques, media buzz, and endless guided
tours of the exhibition. For the first time, we invited
famous Western curator Kaspar Kénig to manage
the conceptual part of the project. The fact that this
“festival” of art took place in the Hermitage as the
main venue was an important moment for contempo-
rary art in Russia at a time when new laws seemed
to threaten the freedom of artistic expression.

The Department of Contemporary Art of The
Hermitage Museum has five types of exhibitions:

1. a monographic exhibition of a well-known
artist (Tony Cragg, Anselm Kiefer, Jan
Fabre);

2. agroup exhibition of young artists from
different countries (USA, Great Britain,
Japan);

3. architectural exhibitions (Santiago Ca-
latrava, Zaha Hadid, The Golden Age of
Finnish architecture);

4. photo exhibitions (Candida Hofer, Henkin
brothers);

5. sculptures located in the Great Courtyard
of the Winter Palace (Giuseppe Penone,
Henry Moore, Anish Kapoor).

A good example of a monographic exhibition

is the exhibition of Anselm Kiefer's work. The thirty

5 Glasstress Gotika. Collateral event of the 56th Venice Biennale.
Exhibition Catalogue. Venice, 2015.
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pieces presented were specially painted for the
Nicholaevsky Hall of the Hermitage. It was a world
premiere of a new series of works. Moreover, Kiefer
created the paintings as a dedication to Velimir
Khlebnikov. Khlebnikov was the prophet of the revo-
lution — in 1912 he predicted the fall of the state in
five years, i.e. the revolution, the beginning of which
was marked by the mythical assault of the Winter
Palace, where the exhibition was later organized.
One of Kiefer's works — Aurora — was included in
the Hermitage collection.

We started our group exhibitions in 2007 with
an exhibition of young American artists USA Today,
in which there was a very strong contrast between
this new art and the old understanding of how
a museum should treat them. There were strange
and unusual objects made with unusual media. We
also held an exhibition of young Japanese artists, in
which Motoi Yamamoto laid out an endless labyrinth
of salt that filled the entire space of the White Hall.
The hall was almost empty; one had to find artworks
that were hiding in crevices and in doorways. We
tried to relay the specific Japanese approach to
contemporary art to our audience. The exhibition
of young English artists — Newspeak — was quite
powerful. The word was taken from George Orwell's
novel. Here we showed the latest artworks — quite
complex ones — brought from London. The exhibi-
tion was produced jointly with Saatchi Gallery.

The museum always experiences a dilemma
between the act of storage and display. We must
keep the museum itself and the exhibits intact for fu-
ture generations, but on the other hand, we must be
able to show it all to the public. Therefore, we have
showcases, glass hoods, guardrails and guards. This
issue of “preservation/display” was addressed by
a recent photo exhibition from the Henkin brothers’
archive, in which there were virtually no exhibits; they
were in the process of being born in the developing
baths, which comprised most of the exhibition. For
this, too, of course, we were heavily criticized, this
time by the Saint Petersburg intelligentsia.

Photography occupies a special place in the
activities of the Hermitage 20/21 project. We
started with an exhibition by Boris Smelov, the pho-
tographer from Saint Petersburg, which was a great
success. In 2015, we announced the Year of Pho-
tography. The key exhibitions that year were Memory
by Candida Hofer and Unguarded Moment by Steve
McCurry. Photographs from these exhibitions were
donated to our collection of contemporary art, along
with 9 of Annie Leibovitz's best images. | firmly be-
lieve that the best contemporary art projects at the
State Hermitage are still to come.

OMUTPUIM O3EPKOB | DIMITRI OZERKOV

«He0NPOABNEHHOCTb» HAC, Pa3yMeeTCH, TOXe CUMbHO pyranu. Ha atoT
pa3 — netepbyprcKkan MHTENTUIreHLMA.

doTorpadua 3aHMMaeT 0coboe MECTO B AEATENILHOCTH MPOEKTA
«QpmuTtaxk 20/21». Mbl Hauyanu ¢ Nokasa UMeBLLEeH 6OMbLIOK ycnex
BbICTABKM NeTepbyprckoro ¢otorpada bopuca Cmenosa. B Spmutaxe
2015 ropg, 6bin 06bABNEH [oaoM coBpemeHHOM GpoTorpadmm; KNoYeBbIMM
BbicTaBKamu ctanu «[amate» Hanamael Xedep 1 <MomeHT 6e33alLmUTHO-
ctn» CtnBa MakKappu. @oTopaboThl C 3TUX BLICTABOK NepesaHsl B Aap
B Hally KOMNEKLMIO COBPEMEHHOrO UCKYCCTBA, KaK 1 AEBATb NyYLLInX
CHUMKOB AHHM Jlen6oBuu,. Y6emaeH, 4To co34aHue NyHLrX NPOEKTOB
OpmuTaxka B 061aCTM COBPEMEHHOIO UCKYCCTBA elle Bnepeau.
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AnHa I'op
HNcTopuda uckyccraa
KaK MeToauKa OBUKeHUd
K COBPeMEeHHOCTHU

Poccuickas npakTrka paboTbl ¢ COBPEMEHHBIM MCKYCCTBOM CdOp-
MMpoOBasia onpenesneHHbI CTeEPeoTHN ero penpeseHTaLMn, OCHOBaH-
HbIM Ha NPOBEeAEHMN AEMAPKALMOHHOM IMHUU MEKAY «TPagULMOHHBIM»

N «coBpeMeHHbIM». [TprymHa aToro — MCTopuyeckme 06CTOATENBCTBRA:
00 KoHua 1980-x rogos marMcTpasnbHaa MMHUA PasBUTUA MUPOBOIO
MCKycCTBa Oblna B Hallen CTpaHe «3aKpPbITOM 30HOM», NpeaCcTaBeHNA

0 Hew 6blniv OTPBLIBOYHBIMKW Aane Y CNeLnanmcToB, 0COOEHHO eCnn peyb
wna o My3elHom npaxTtuke. [loatomy, Korga B Havane 1990-x OTKPbIIMCH
MHPOPMaLIMOHHbIE LLIO3bI, M OCTPO BCTasa 3aJadya 06bACHEHHUA CrneLn-
¢duKM contemporary art, BapMaHT «OT MPOTUBHOMO» OKa3aCA CaMbIM MPK-
eM/1eMbIM, XOTA HeJOCTATOYHO TOYHbIM: «He PpUrypaTUBHOE», “HE HUBO-
MUCb», «<He My3eiHoe», «He Knaccuyeckoe»... OKasanocs, 4To «npexae
4yeM 06BbEeANHNUTLCA, HYXHO pa3MeneBaTbCA.

CraBs nepen, co60i KOHKPETHYIO 3a4a4y HOBOro My3eHHOro CTpom-
TenbCcTBa, HaynHaa ¢ 1992 ropa B HuHem Hoeropopae paboty ¢ cospe-
MEHHbIM MCKYCCTBOM, Mbl C CamMOro Havana AerncTBOBa/M UHaue,
onpeaenys As1a ceba ABa PaBHOBESIMKUX HaNpaB/ieHWA: MOKa3blBaTb
COBpPEeMEeHHOEe MCKYCCTBO KaKk HEOTbeM/IEMYIO HacTb 06LLero npouecca
MCTOPUKN UCKYCCTBA, U MPK STOM CBA3bIBATb €r0 MarucTpasibHble TPEeHb
C NOKasbHbIM, B HaLLEeM CJly4ae — C HUHEropoACKUM, KOHTEKCTOM. [pak-
TWKa NoKasasna, HaCKOJIbKO 3TO Oblnia BEPHO yrajaHHaa cTpaTterya.

B nocnegHee apaguatnnetne «eguH1LEN My3eMHOrO U3MEPEHUA»
nepecTaeT bbiTb NOCTOAHHAA IKCMO3MLMA, KOTOPaA Jame B CBOEM «MOCTO-
AHHOM>» Ka4yecTBe CTaHOBUTCA BCe 6onee 0OHOBNAEMOM, ,OCTPaMBaeMOM
BHJ/IIOYEHWAMM J1I060ro APYroro MCKycCcTBa, NPeAnonaratoler MHoKe-
CTBEHHble MHTepnpeTaLlun. BoicTaBka, Kak TMOKMIM MexaHW3M penpeseHTa-
LIMM MCHyCCTBa, 6onee COOTBETCTBYET PUTMaM MEAMMHON LIMBUIN3ALIMMN.
B myseliHoM npakTke 37O 3HaMeHyeT OTKa3 OT MO3UTUBUCTCKOM OOHO-
3HAYHOCTH B NOJb3Y MHOMECTBEHHOCTH KOHTEKCTOB. HOHTEKCT cTaHo-
BMTCA BakHee KoHTeHTal [TosTomMy BO BHOBL CO34aBaeMOM My3ee BOMPOC
O KOJINEeKLMM pellaeTca pagrKaibHO — ee MOMeT He ObiTb BOBCE. .. TaK,
Ha o6cymaermn B 2000 roay KOHLENUUM HOBOM MHCTUTYLIMK B HUME-
ropogckom ApceHane, XyOOMHUKM OPYHHO MONPOCKIIM HAC KOSNMEKLMIO
He cobupaTb, TO eCTb He HaKanIMBaTb NPOU3BEAEHMA B ONpeaeneH-

Ho Touke. OHM NpeanoXMM CBOGOAHO «nepemMellBaTL» NAPTHEPCKUE

Anna Gor

Art History as a Method
of Moving Towards
the Contemporary

The Russian practice of working with contem-
porary art has shaped a certain stereotype of its
representation based on drawing a demarcation
line between the “traditional” and the “contempo-
rary.” This is due to historical circumstances: until
the late 1980s, the trunk line of the development
of the world art in our country was a “restricted
zone"; even the specialists had sketchy knowledge
of it, especially in regards to the topic of museum
practice. That is why when the information gateways
opened in the early 1990s, and the task of explain-
ing the specifics of contemporary art to a wider
audience became acute, the option of “proof or
definition by contradiction” turned out to be the
most acceptable (though quite inaccurate) strategy:

"o

the use of terms such as “non-figurative,” “non-mu-
seum,” “non-painting,” “non-classical”..., meant that
seemingly, before uniting, we had to divide.

However, work with contemporary art started in
1992 in Nizhny Novgorod, and having set ourselves
a distant but clearly defined goal of new museum
programming, we acted differently from the very
beginning and set out upon two equally-important
missions: to show contemporary art as an integral
part of the overall process of art history, and to con-
nect its main trends with the local context — in our
case, that of Nizhny Novgorod. This strategy proved
to be appropriate.

Over the last twenty years, the permanent
display has ceased to be a stable museum unit —
despite its “permanent” quality it is becoming alll
the more renewable, with the addition of other art,
suggesting multiple interpretations. An exhibition as
a flexible mechanism of art representation is more
correspondent to the rhythms of our media-driven
civilization, which in the framework of museum prac-
tice, marks the rejection of positivist univocality in
favor of a multiplicity of contexts. Context truly be-
comes more important than content! Therefore, the

issue of a collection in a newly created museum can
be solved in a fresh way — the museum does not
necessarily need a collection, as such. For example,
when in 2000, there was discussion of the concept
of a new institution at Nizhny Novgorod Arsenal, the
artists asked us not to create a collection — that
is, not to accumulate artworks in a certain location,
but rather to freely diversify partner collections or
artworks belonging to their authors — to openly
mix them up to create new contexts. In this situa-
tion it was the EXHIBITION, not the COLLECTION
that became the unit of our new museum. But in
public opinion (especially in the regional context),
the essence if the museum is classic — it is old art
and a permanent collection. Therefore, we had to
move “contrariwise” — to make contemporary art
manifest the qualities of a classical artwork, to shift
the viewer's focus and to serve as a catalyst of the
actual perception of an artwork.

Art history, a revered academic discipline, is
a content base for a traditional fine arts museum,
a certain backbone structure bearing the weight
of not only the collection, but also the museum
practice as a whole. Such a museum possesses an
infinite set of tools, linking elements of classical and
contemporary art, like in a children’s kaleidoscope
that composes a new decorative pattern each time.

An institution of a different scale and pro-
file faces the need to choose a different strategy.
A center for contemporary arts is a museum of
contemporary art process, which, for the time be-
ing, does not have any classifying constants. What
could a tool for their investigative processes be?
We decided that it is — paradoxically — classi-
cal art history. The paradox in this case lies in the
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1. OcKu3 namATHKKa
M. MaTiowmHy (xyLoMHMK
Kupunn AnexcaHapos)
Ha BbicTaBKe «Myseit
BEJIMKNX HaZemap.
MpepocTasnero Bonro-
Batckum dunmanom MLUCH
B coctae POCK30.
Sketch of the monument to
M. Matyushin at the High
Hopes Museum exhibition
(artist Kirill Alexandrov).
Courtesy of Volga-Vyatka
branch of NCCA as part
of ROSIZO.

cobpaHuA 1 NPoM3BeAEHMA, OCTalOLLMECA BO BNageHUW aBTOpPOB, YTOObI
MaKCUMarnbHO BapbMpoBaTb KOHTEKCT. UmeHHo BbICTABKA, a He KOJ1-
JNNEKUWNA craHoBMnack B TakoM criyyae OCHOBHbIM MOZY/1eM HOBOIO
my3ses. Ho B o6lecTBeHHOM codHaHun (0COBEHHO B PErMOHANBHOM
rnorne) CyLHOGTb My3eA — 3TO KITACCHMKA, CTApOe UCKYCCTBO U MOCTOAH-
Haa Konnekuua. CnefoBatensbHO, HaM NPULLIOCH NOWTH OT 06paTHOro —
3aCTaBMTb COBPEMEHHOE MCKYCCTBO MPOABKUTL KaYecTBa MCKyCCTBa
KNIaCCUYECKOro, TeM CaMbliM U3MEHWTb GOKYC B3rMAda 3PUTENA W CTaTb
KaTanM3aTopoM aKTyaslbHOro BOCMPUATUA MPOU3BEAEHWN.

UcTopua ncKkyccTBa— yBamaeman akafeMnyecKan OUCLMMIMHA,
ABNAOWAACA ANA TPAOULMOHHOIO My3eA M306pasnTenbHOMO MCKYC-
CTBa copepmarensHon 6a3oi, CBOEro pofa Kapkacom, Ha KOTOpOM Aep-
MUTCA He TONMbKO MAOEA KOMEKLMH, HO W BCA My3erHanA OeATeNbHOCTb.
My3sel coenMHAET, Kak B IETCKOM KanenaocKone, SNeMeHTbl Knaccuye-
CKOrO M COBPEMEHHOIO MCKYCCTBA, Kam bl pa3 GUKCHUPYA HOBbIM «OpHa-
MEHT» — CMbICH.

MHcTuTyumna gpyroro maclwtaba v npoduna cTouT nepes, Heobxo-
AMMOCTbLIO BbIGpaTh WHYyto cTpaTeruto. LieHTp coBpemMeHHOro MckyccTaa
ABNAETCA My3eeM COBPEeMEHHOIo XyAOKeCTBEHHOro poLecca, NoKa
elle He MMEIOLLLEro KNacCHMPULIMPYIOLLMX KOHCTaHT. YTo MoXeT cTaTth
MHCTPYMEHTOM MX MomcKa? Mbl peLmnu, 4To 3To, NapafdoKcalibHbIM o6pa-
30M, — KJTaCCHUYEeCKOoe MCKYCCTBO3HaHue. [NapagoKe B JaHHOM crnyyae
3aK/lYaeTCA B TOM, YTO, 3aHMMAACh MCKYCCTBOM MPOLLSIOro, UCKYCCTBO-
3HaHWe M3yYaeT XyOOMEeCTBEHHbIM NPOLLECC «Ha0bOopPOT» — BEKTOP ero
obpalleH B npoTMBononoxHyto ctopoHy. Haxopgace B8 TOYKE COBPE-
MEHHOCTW, mMbl Mcnonb3yem HOBblE MHTEPMPETALMOHHbIE MEXaHU3MbI,
MEHAA HanpaeneHWe B3rnAha C NPoLeALero Ha HacToALlee.

«[JHeBHWK xypoxHMKa» Arono lNMoHTopmo, n3gaHue KoToporo, AOMNoN-
HeHHoe ®uM3HeonncaHneM MoHTopmo, cocTaBneHHbIM dxopaxo Basapw,
1 KommeHTapuamn Apkaaua Mnnonutosa 6b110 aHoOHCHpoBaHo Ha PecTh-
Barie TekcToB 06 uckycctee (<BA3APU-dpecTe») B 2016 roay, yxe
yepes rog, no uaee pexmccepos [. BonkocTtpenosa v 1. PeHaHckoro,
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npeBpaTUnCcA B TeaTpasibHoe AeNCTBO, nepdopmaHc. CTpaHHbIM TEKCT
[HEBHMKa 3a3ByYa KaK XuBad peudb, a TekcT Jxopaxo Basapu o MNok-
TOPMO BbICTYMNM ero cBoeobpasHbiM obpamneHmeM, aeropauunent. Takum
06pa30M, MECTO 1 POSib UCKYCCTBOBEAYECKOM MHTEPMpeTaLMK MO OTHO-
LIEHWIO K BbICKa3bIBAHWIO XyAOKHWKa (B AaHHOM cnyyae BepbanbHOMY,

a He BMU3yasibHOMY, HO Cryallemy cBoero poga metadopoi Teopye-
CTBa M TBOPYECKOWM HMU3HW B LIENIOM) NMproBpena xapaxktep o6pamnstoLen
PaMKH, CTPYKTYPUPYIOLLLEN U OPraHM3YIOLLEN.

[na npoBeaeHUA NOMMTUKM «CKPELLMBAHUA U NEPEKPECTHOrO Onblie-
HMA» COBPEMEHHOI0 1 KNaCCHYECKOro MCKYCCTBa Mbl MPUAYMasni HOBbIM
¢opmat — BA3APU-dpecT. Kpome ywe 0603Ha4eHHOM cBEPX3adayu, ero
LieSiblo ABNAETCA BblBEAEHWE MCTOPUM MCKYCCTBA M3 «aKafeMHUYeCHOM
pesepBaLumn» Yepes HoBble popMaThl perpeseHTaLmm: KpoMe TeaTpasb-
HbIX M My3blKaSlbHbIX NepPdOPMaHCOB 3TO KOHLLEPTbI-NEKLIMHU, LLIOY KpU-
TUKOB, MaNIOrK U NaHeNbHble AUCKyccum 1 np. Moa aesm3om: «Xouellb
MOHMMATb MCKYCCTBO — YMTai 0 HeM!» B pamKax decTrBana npeacTas-
NEHbl APMapKa KHWUI MO UCKYCCTBY M CMEMHbIM AUCLMMIMHAM, UHTEEK-
TyanbHas nnatdopma u AeTckaa nporpamma. [poseas yeTbipe pecTu-
Basif, Mbl MOHANK, YTO eMy O0CTpo Heobxoamnmo. Celvac Mbl TPOBOAWM
KOHKYPC MCKYCCTBOBEAYECKMX 3CCe Cpean CTyAeHToB, obyyatoLmxca
no cneuunanbHocTH «McTopua McKyccTBa». Tema KOHKypca COOTBETCTBYET
CKBO3HOM TeMe pecTmana 2018 roga — «McTopmsa cCoBpeMEHHOCTH».
PacKpbITb TEMY MOXKHO Ha nprUMepe Mto6Oro XyAoHKEeCTBEHHOIO ABNEHUA.

MNbiTaAch NPOTUBOCTOATL, C OAHOM CTOPOHbI, KAHOHU3ALMK KNac-
CHHKM, @ C Apyro — aBTOHOMHOCTH M KarncyMpOBaHHOCTU COBPEMEH-
HOrO MCKYCCTBA, BbIABMAA CBA3b Medy PasHbiMM XyA0HECTBEHHbIMW A3bl-
Kamu, Mbl UCMOMb3YeM UCTOPUIO UCKYCCTBA U ee BO3MOXHOCTH A1A 6oree
rny6OKOro M3y4eHUs COBPEMEHHOr0 Xy[0KeCTBeHHOro npolecca. Bos-
MOMHO, 3TO BbI30OBET YMNPEeK B TOM, 4TO MCTOPMA MCKYCCTBA AJ1A Hac
He CTONbKO CaMOLIeHHaA HayKa, CKONbKO MHCTPYMEHT, C MOMOLLbIO KOTO-
POro Mbl XOTWM yBJie4b COBPEMEHHbIMM MPaKTUKaMK1 TeX, KTO C TPYAOM
BOCMPUHMMAET HOBbIN A3bIK UCKYCCTBA.

YACTb Il | PARTII

2. OKCMO3WLMA BLICTABKM
«[lopTpeT / nemnsam: rpaHuLibl
aHpa» 13 Myses U3ALLHbIX
uckyccTs . Hanta (Ppanumn)
B ApceHane. [NpenoctaeneHo
Bonro-BaTckum punmanom
"LICWU B coctase POCH30
View of the exhibition
Portrait/Landscape: Genre
Boundaries from the Fine
Arts Museum of Nantes
(France) at the Arsenal.
Courtesy of Volga-Vyatka
branch of NCCA as part
of ROSIZO.

fact that, looking into the art of the past, art history
studies the artistic process “contrariwise” — its
vector is turned in the opposite direction. By swap-
ping and combining these two vectors, we find
ourselves at the very POINT OF CONTEMPORA-
NEITY, which allows us to use new mechanisms of
interpretation. The reissue of Jacopo Pontormo’s
Diary, with its text by Giorgio Vasari and comments
by Arkady Ippolitov, announced at the festival of
texts on art (VASARI-fest) in 2016, a year later —
and based on the idea of the directors D. Volkos-
trelov and D. Renansky — turned into a theatrical
performance. This strange text based on a unique
document acquired the sound of live speech, and
the text by Giorgio Vasari about Pontormo assumed
the role of a stage set acting as a sort of scenery.
Thus, the place and role of art history interpretation
in relation to the artist’s statement (in this case —
verbal, not visual, but serving as a kind of metaphor
for creativity) assumed the role of a frame that
structures and organizes it.

To implement the policy of the “cross pollina-
tion” of contemporary and classical art, we came
up with a new format — VASARI-fest. In addition
to the above-mentioned key-goal, it is intended to
pull art history out of its obscure, academic reserva-
tion through new formats of representation (apart
from theatrical and musical performances, these
are concerts-lectures, critics shows, dialogues,
panel discussions, and so on). A book fair with the
participation of publishing houses that work with
books on art and related disciplines, an intellectual
platform and children’s program are the three com-
ponents of this festival, that is represented with the
motto: “If you want to understand art — read about
it!" After holding four festivals, we realized what it
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was lacking. Therefore, we now hold a competition
of art critical essays for art history students. Their
topic corresponds to the pervasive theme of the
2018 festival — “The History of Contemporaneity,’
while the artistic phenomenon to be analyzed can
be anything of their choice.

In trying to resist the canonization of clas-
sical art on the one hand, and the autonomy and
encapsulation of contemporary art on the other, by
establishing subtle connections between different
artistic languages, we use art history and its various
possibilities for a more complete interpretation of
the contemporary art process. Perhaps this strategy
may be subject to reproach due to some aspects of
its instrumentality: for us, art history is not so much
a valuable discipline in and of itself, as a way to en-
tice those who find it difficult to switch to new “lan-
guages, to engage with contemporary art practices.

However, by giving a variety of interpretations
and showing how new descriptive tools may lead the
viewer to new forms art, we at the same time, try to
pull art history out of its academic isolation, to make it
a living, interesting, widely popular sphere of knowl-
edge that offers active interaction between both the
contemporary artist and the contemporary viewer.

AHHATOP | ANNA GOR

3. YacTb 3KCNO3MUMK BLICTABKM
«Pyccran xpectomatuan,
MpepocTasnero Bonro-
Batcknm ¢punmanom MUCH
8 coctase POCH130
View of the exhibition
The Russian Chrestomathy.
Courtesy of Volga-Vyatka
branch of NCCA as part
of ROSIZO.

MNpepnaraa pasHoo6pasHble BapraHTbl MHTEPNpPeTaL MK, MoKasbiBas,
KaK HOBble MHCTPYMEHTbI ONMCaHWA NOMOratoT 3PUTENIO NOHUMATb COBpPe-
MEHHO€ UCKYCCTBO, Mbl OAHOBPEMEHHO rMblTaeMCA CAenaTb CaMy UCKYC-
CTBOBEAYECKYIO MPAKTMKY HMUBbIM, MHTEPECHbBIM, NOMNYNAPHBIM FYMaHU-
TapHbIM 3HaHWEM, B3aUMOBIUAIOLLMM W HA COBPEMEHHOIO XyAOMHUKA,
1 Ha COBPEMEHHOMO 3pUTENA.
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Onecsa TypkuHa
«BHYTpeHHee 3peHue»
B KOCMUYEeCKOM IIPOCTPAHCTBe

Here | am floating round my tin

Far above the Moon

Planet Earth is blue

And there’s nothing | can do
David Bowie, Space Oddity, 1969

6 anBapA 1969 roaa mypHan «Tanmc» ony6amMKoBasT 3HAMEHUTYHO
¢dotorpaduto «<Bocxon Semnu», caenanHyto Ha Poxgaectso 1968 roga ame-
PYKaHCKMM acTpOHaBTOM Yunbamom AHgepcom Bo Bpema obneta JlyHbl
Ha KocMH4YecKoM Kopabne «AnonnoH-8». Yike yepes Hepento Hasua Boym
coapan ceov xut «Space Oddity» («CTpaHHbIf cryyait B Kocmoce»). Kom-
no3uLMsA, 3anncaHHan My3blikaHTom B deBpane 1969 roga, 6bina BeinyLeHa
20 utoHs, a yxe vepes mecAy, penopTax B CMU o Beicagke Ha JTyHy acT-
pOHaBTOB MMcCHK «AnonnoH-11» conpoBoraanca necHer Boyn'. BeiMbiLu-
NEHHbIN acTPOHaBT Marop ToMm, NapALLMIK B KOCMHUYECKOM NPOCTPaHCTBe
W UCNbITBIBAIOLMIA PYHAAMEHTASIbHOE OAMHOYECTBO, HE TONbKO OTOpPBasCA
oT 3emMsIM Y MOCMOTPES Ha HEE CO CTOPOHbI, HO U BOMJIOTMN OLLYLLEHWE
OTHYMAEHHWA YeNoBeKa, NPEeOA0NEBLLIErO YCIIOBUA 3EMHOI0O CyLLECTBOBaHUA.
«BHyTpeHHee 3peHne» B KOCMUYECKOM NPOCTPaHCTBE — 3TO CNOCOBHOCTb
npeacTaBuTb TO, YTO HENMb3A YBUAETb, TO B3MAL, HanpaBneHHbIM ogHOBpe-
MEHHO BOBHE M COCPEAOTOYEHHbIN Ha BHYTPEHHEM MUpE.

Kocmunyeckaa Tema HeM36erHO NPOBOLMPYET BOOOpaKeHHe.

Hak onuncaTb HeBuammoe? Kak npeactaBute cebe HEBEAOMbIE 3eMNA-
Ham npocTopbl BceneHHow, BeixoaAwMe 3a npenesbl 3eMHOro onbita?
MpensraeHWA nucatenem 1 XyA0KHUKOB PETPOAKTUBHbI, U3 ByayLLero

B npoLunoe otnpasnatoTca coobuieHna: Hionb BepH onvcan nonets

Ha JlyHy, BuAEOoCBA3b 1 BLICTPOXOAHYIO NOABOAHYO noaky; [epbept
Yannc — nasep, aTOMHOE OpyH*H1e MU NOCYAOMOEYHYIO MaLuMHY; AneKcanap
BenAes — TpaHcnNaHTONOrMO U OPOUTANBHYIO CTaHLIMIO. ..

B tpeTbeit vacTu «Mytewectsui MNynnusepa» (1726) xoHartaH
CBu1PT NpunuceIBaeT acTpOHOMaM NeTaroLlero octposa JlanyTsl OTKpbITHE
C MOMOLLbIO YCOBEPLLUEHCTBOBAHHBIX TENIECKOMOB ABYX CrnyTHMKOB Mapca:

1 TMoapo6Ho o cospaHnmn Jasnaom Boyun necHu «Space Oddity» cm. B katanore: David Bowie Is..., ed.
Broackes, V., Marsh, G. London: V&A Publishing, 2013. P. 42,

Olesya Turkina

Inner Vision in Quter Space

Here | am floating round my tin

Far above the Moon

Planet Earth is blue

And there’s nothing | can do
David Bowie, Space Oddity, 1969

On January 6, 1969, Time Magazine published
the famous Earthrise photo — taken on Christmas
1968 by the American astronaut William Anders
during the flight around the moon by the Apollo-8
spacecraft. Within a week, David Bowie composed
his hit “Space Oddity." It was recorded in Febru-
ary 1969, and released on June 20. A month later
the broadcasts about the landing of the astronauts
of the Apollo-11 mission on the moon in the mass
media were accompanied by Bowie's song'. The
fictional astronaut Major Tom, drifting over the Earth
and experiencing fundamental loneliness in outer
space, had not only broken away from Earth and
watched it from the outside, but also embodied the
sense of alienation of a man who had overcome the
conditions of earthly existence. “Inner vision in the
outer space” is the ability to imagine something that
cannot be seen, it is a vision directed simultane-
ously outside and concentrated on the inner world.

The theme of space inevitably provokes our im-
agination. How do we describe the invisible? How
do we imagine the vast expanses of the universe
unknown to humans that go beyond the limits of the
earthly experience? The predictions of writers and
artists are retroactive. A message is transmitted
from the future to the past: Jules Verne described
flights to the moon, video messaging and the
high-speed submarine, H. G. Wells: laser, nuclear
weapons, and the dishwasher, Alexander Belyaev:
transplantology and orbital stations...

1 For details, see David Bowie Is..., ed. Broackes, V., Marsh, G.
London: V&A Publishing, 2013. P. 42.
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In the third part of the Gulliver's Travels (1726)
Jonathan Swift ascribes the discovery of two satel-
lites of Mars with the help of advanced telescopes
to the astronomers of the flying Laputa island:

“They spend the greatest part of their lives in observ-
ing the celestial bodies, which they do by the assis-
tance of glasses, far excelling ours in goodness. For,
although their largest telescopes do not exceed three
feet, they magnify much more than those of a hundred
with us, and show the stars with greater clearness. This
advantage has enabled them to extend their discover-
ies much further than our astronomers in Europe; for
they have made a catalogue of ten thousand fixed stars,
whereas the largest of ours do not contain above one
third part of that number. They have likewise discovered
two lesser stars, or satellites, which revolve about Mars;
whereof the innermost is distant from the center of the
primary planet exactly three of his diameters, and the
outermost, five; the former revolves in the space of ten
hours, and the latter in twenty-one and a half; so that
the squares of their periodical times are very near in the
same proportion with the cubes of their distance from
the center of Mars; which evidently shows them to be
governed by the same law of gravitation that influences
the other heavenly bodies?

And although Swift made some mistakes in cal-
culating the orbits and the speed of satellite rotation,
it is believed that he predicted the existence of Pho-
bos and Deimos, which were discovered 150 years
later by Asaph Hall during the closest approach to
Mars thanks to the most powerful refracting telescope
at that time, belonging to the US Naval Observatory.
So, when the British artist Thomas Morten created
his illustrations for the Gulliver’s Travels in 1865, the
satellites of Mars remained invisible for his artistic im-

2 Swift J. Part lll. A Voyage to Laputa, Balnibarbi, Luggnagg,
Glubbdubdrib, and Japan // Gulliver's Travels (Travels into Several
Remote Nations of the World). P. 141-142. URL: http://www.
literaturepage.com/read/gulliverstravels-141.html (accessed on
27.12.2018).
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= — ayAnUTOPUM B LIEHTPANILHOM
* 3naHnn N2 1. «3an KoMMyHK-
Kaumu ¢ Kocmocom». b.a.

e llya and Emilia Kabakov.
; The Center of Cosmic
Energy. 2007. Perspective
sketch of the “auditorium” in
the center of building no.1.
Communication with the
Cosmos. Not dated.
© WnbAa 1 Smunua
Kab6akossl, 2019.

«9TH y4yeHble 60MbLUYI0 YacTb CBOEH HU3HU NPOBOAAT B HabnoaeHUAx

HaA ABUHEHUAMU HeBeCHbIX TeNn NpY NOMOLLU 3pUTENbHbIX TPY6, KOTOpbIe
CBOMM Ka4yeCTBOM 3HA4YMUTeNIbHO NPEBOCXOAAT HawMu. U xoTa camble 605b-
LUMe TaMOLUHWE TeNnecKonbl He ANIMHHee TpeX ¢yToB, 0 AHAKO OHU YBENU-
YMBaIOT 3HAYMUTENbHO CUJIbHEE, YEM HallW, UMEeIoLLHUE AJTUHY B CTO $yTOB,

M NoKasbiBaloT Heb6ecHble Tena ¢ 6onbluer ACHOCTbIO. OTO NPeUMyLLEeCTBO
NO3BOJIU/IO UM B CBOMX OTKPbITUAX OCTaBUTb AafieKo No3aAu Halux eBpo-
NEeNCKUX acTPOHOMOB. TaK, UMK coCcTaBNEeH KaTanor AecATH TbiCAY Hemno-
OBUHHBIX 3BE3[, MEHXAY TeM KaK camblil OGLLUMPHbIA U3 HaLLUMX KaTanoros
coaepHUT He 6onee ogHOM TPETHU 3Toro Yucna. Kpome Toro, oHM OTKpbINH
OBe ManieHbKUX 3Be3abl, UK CMYyTHUKA, obpaluaolmxca okono Mapca,

M3 KOTOPbIX 6nuKanwmn K Mapcy yaaneH oT LeHTpa 3TOW nnaHeTbl Ha pac-
CTOAHUWE, paBHOE TPeM ee guameTpam, a 6onee oTaaneHHbIM HaxoaUTCA

OT Hee Ha pacCTOAHUU NATU TaKKUX He auameTpoB. [epBbii coBepluaeT
cBoe obpalleHUe B Te4eHHe AeCATH 4acoB, a BTOPOH — B TeYeHHe ABa-
AuaTH OOHOro C NONIOBUHOM Yaca, TaK YTO KBagpaTbl BpEMEH UX o6palueHua
NMoYTH NPONOPLMOHaNbHbI Ky6am UX paccToAHUM OT ueHTpa Mapca, KakoBoe
06CTOATENBCTBO C O4EBUAHOCTLIO NOKA3bIBaEeT, YTO O3HAYEHHbIE CMYTHUKHU
yNpaBnATCA TEM He CaMbiM 3aKOHOM TAFOTEHHUA, KOTOPOMY NOAYUHEHDI
apyrue HebecHble Tena»>2,

U, xota, CBudT owmbca B pacyeTax opbUT U CKOPOCTU BpaLle-
HWA CNYTHWKOB, CYMTAETCA, YTO OH NPeAcKasan cywecTeoBaHue Poboca
n dermoca, otpbiThix ciycTa 150 net B 1877 rony Acadpom Xonnom
BO BpeMA npotuBocToAaHMA Mapca, 6narogapa camoMy MOLLHOMY Ha TOT
MOMEeHT Teneckony-pedpartopy Mopckor o6cepsaTtopmm CLUA. Tak yTo,
Koraa BpuTaHCKMM XynoxHWK Tomac MopTeH cospgasan CBOM MnnoCcTpa-
umm K «[ytewecTtemam MNynnmueepa» B 1865 roay, cnytHrkn Mapca octa-
Ba/IMCb NO-NpeXHEeMY HEBUAUMBIMU AJ1A €ro Xy40HKECTBEHHOro BOOO-
pameHuA, TEPAACH B CKOMIEHWUM 3BE3[, Ha KOTOPOE HanpaBWin CBOM
YCOBEPLUEHCTBOBaHHbIE «3pUTENbHbIE TPYObI» — TeNeCKOonbl nanyTAHCKUe
aCTPOHOMBI.

2 Csugr [ Craska 6oukn. MNytewecTsna Mynnmnsepa / nep. ¢ aHrn. ®paHrosckuit A, A. M.: Xynome-
cTBeHHanA nuTepatypa, 1976. C. 282.
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B 1875 ropy B Ty e Mopckyto o6cepBatopuio npurnacunm Habno-
faTb 3a 3Be3aMK Ha TOJSIbKO YTO OTKPLITOM pedpaKTope, Gnarogapa
KoTopoMy ByayT Yeped ABa roga o6Hapy*eHbl cnyTHUKKM Mapca, OTb-
eHa Jleononbaa TpyBenno — ¢paHLy3CKOro aHTOMOsIOra, acTPoHOMa
W Xy#oXHWKa. B pesynbrate acTpoHoMUueckux HabmtogeHuit Tpysenno
cospan okono 7000 pucyHkos: Mapc, konbua CaTypHa, ConHeuHble Npo-
Ty6epaHLibl M ByasibHble NATHA Ha COMHLLE, METEOPUTLI, CEBEPHOE CUA-
Hue... B 1881 rogy oH 3aKknto4mn KOHTPAKT Ha BOCNPOU3BEAEHUE NYULLIMX
13 Hux. Anbbom «ACTPOHOMMUYECKHE PUCYHKKU TpyBEnno», HaneyaTaHHbIM
B 1882 roay, coctout 13 15 nactenei. BocnpousseneHHble B TEXHWUKe
xpomonuTtorpaduu, st 06pasbl Morniv 6bl CTaTb He MEHee NoMynAPHLIMKU
B KoHLe XIX Beka, uem doTtorpaduun BeceneHHoi, nocbinaemele Ha 3emnto
¢ KoHUa XX BEKa KOCMUYECKMM Teneckonom Xa66s, ecnun 6bl He CToMU-
MOCTb anbboMa, KOTOpbIA MOrMK cebA NMO3BOMUTL KyNWUTb MWL MHCTH-
TyTbl UNK Goratble KONEKLMOHepbl. TeM He MeHee, BO MHOrom 6narogaps
pycyHkam TpyBenno npousoLuna BU3yanusalua acCTPOHOMWUM, NPUBIM3NB
K Ham To, 4TO MOr HabnofaTh Yepes OKyNAp Teneckona HaTpPeHUpPOoBaH-
HbIM FNa3 acTPOHOMa-XyAOKHUKaS,

XaHHa ApeHAaT B KHure «Vita activa, Unv o 4eATenbHON KU3HWU»*
BeaeT otcueT HoBoro BpemeHu ¢ n3obpetenus Manuneo Manuneem Tene-
CKOMa, KOTOPOe OHa CTaBWUT B OAMH pAL, C pedopMaLment 1 OTKPbITUEM
Amepukn. Teneckon no3sonun yBMAETb TO, YTO HEAOCTYMHO YyBCTBEH-
HOM OnMbITY, HafNpPaB1n NO3HaHWe BOBHE — B KOCMOC — W OQHOBPEMEHHO
CNpPOBOLMPOBAN COCPEAOTOHEHHOCTb HA BHYTPEHHEM MUpe. DKCNaH-
CcHA BOBHE He TonbKo Ha 3emne (Benukue reorpaduyeckue OTKpbITUS),

3 HacTosllee oTKpbiTe TpyBemno Kak XyAOMHWKa 1 HabniofaTens, B13yanMsnpoBaBLIEro acTpOHOMMUYe-
CKME OTKPLITWA, NPOMCXOANT TOMBKO ceroaHaA. Tak, Myseit TexHonorum topckoro neproaa B Jloc-AHamenece,
nponaraHAmnCT KOCMOCa, aCTPOHOMMM M 3HaHWA, CO34aN MOCTOAHHYI0 AKCMO3ULMIO ero NnTorpaduii, a Hito-
l;]OpHCHaH ny6nmyHaa 6nbnnoTexa oundposana v BelIoKMNa B 06LLIMIA JOCTYN NONHOE M3AaHWe «ACTPOHO-
MWYECKMX PUCYHKOB TpyBennon.

4 Apengr X. Vita activa, unn o aeATenbHOM HM3HK / Nep. ¢ Hem. 1 aHrn. Brbuxun B. B. CM6.: Aneten, 2000.

AsTop xoTena 6bl nobnaroaaputs bapa Konneak 3a opraHuaaumio cemmHapa XarHsl ApeHar (Hannah
Arendt Seminar (February 2—6, 2015) at Bard College in Annandale-on-Hudson, New York), nocsatieHHoro
3TOW KHUre, B KOTOPOM €/ MOCYACTIMBUNOCK NPUHATL y4acTue.
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agination, lost in the cluster of stars, observed by the
Laputian astronomers with their advanced telescopes.

In 1875, the US Naval Observatory invited
Etienne Léopold Trouvelot, the French entomologist,
astronomer and artist, to observe stars with the newly
discovered refractor, thanks to which the satellites of
Mars would be discovered in two years. Trouvelot cre-
ated about 7000 drawings based on his astronomical
observations: Mars, Saturn’s rings, solar prominences
and blinking spots on the Moon, meteorites, aurora
borealis... In 1881 he was contracted to reproduce
the best of them. The Trouvelot Astronomical Draw-
ings album, published in 1882, consists of fifteen
pastels. Reproduced by means of chromolithography,
these images could have become no less popular
in the late 19" century than the photographs of the
universe sent to Earth from the late 20" century
Hubble Space Telescope, if not for the cost of the
album, that only institutions or rich collectors could
afford to buy. Nevertheless, in many respects, it was
thanks to Trouvelot's drawings that the visualization of
astronomy took place, bringing us closer to what the
trained eye of the artist-astronomer could see through
the eyepiece of the telescope.®

In her book The Human Condition,* Hannah
Arendt regards Galileo Galilei's invention of the tel-

3 True discovery of Trouvelot as an artist and observer who visualized
astronomical discoveries happens only now. For example, the Museum
of Jurassic Technology, which promotes the space, astronomy and
knowledge, opened a permanent display of his lithographs, and the
New York Public Library digitized and published the full edition of

The Trouvelot Astronomical Drawings.

4 Arendt H. The Vita Activa and the Modern Age // The Human
Condition, 2nd ed. Chicago: University of Chicago Press, 1998.

P. 248-325. The author would like to thank Bard College for
organizing Hannah Arendt Seminar (February 2—6, 2015) devoted
to this book where | was lucky to participate.
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escope, along with the Reformation and the discovery
of America as the beginning of modern history. The
telescope made it possible to see things inaccessible
to sensory experience, and directed our knowledge
outside into space, yet simultaneously generating
a focus on the inner world. Expansion to the outside
realms, not only on Earth (great geographical discov-
eries), but also in the universe went simultaneously
with the aspiration to self-knowledge. The alienation
of the new European man from Earth and from the
world took place at the same time. Arendt calls the
invention of the telescope the Archimedean point ca-
pable of moving the world: “Only now have we estab-
lished ourselves as “universal” beings, as creatures
who are terrestrial not by nature and essence but only
by the condition of being alive, and who therefore by
virtue of reasoning can overcome this condition not in
mere speculation but in actual fact!™

The view directed simultaneously outside
to the universe and focused on the inner world,
described by Hannah Arendt, represents what we
have called “inner vision” in the outer world, that
is, the ability to break away from the Earth and to
see something that is not accessible to sensory
experience, and at the same time to project one’s
profoundly personal reflections on space, which
is a topic of fascination for artists and scientists
that we are discussing. In the very beginning of the
book, Arendt speaks of the second alienation of
a human from the Earth after the invention of the
telescope, which occurred since the launch of the
satellite she witnessed. The Human Condition® was

5 Ibid. P. 263.

6 Arendt H. The Human Condition. Chicago: University of Chicago
Press, 1958.
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Ho v Bo BceneHHoM wna ogHOBPEMEHHO CO CTPEMIIEHNEM K CamMOro3Ha-
Huto. OTuywAEHWE HOBOEBPOMENCKOro YenoBeKa oT 3eMn U OT MUpa
npovcxoaumno napanneneHo. M3obpeTteHne Teneckona ApeHAT Hasbl-
BaeT ApxMMe[0BOIM TOUKOM, CNOCOBHOM CABUHYTE MUpP: «M60 BnepBble
NWLLb B 3TOM BCENIEHHOM 6€3 CPeAMHHOM TOYKM Mbl CaMM CTallM Kak 6bl
HUTENAMU BCENEHHOM, 8 UMEHHO CYLLLECTBaMM, KOTOPbIE HE CYLLLHOCTHO,
a TONbKO Yepes YCNOBMUA, Ha KaKkMX UM JaHa H13Hb, NPUBA3aHbl K 3emne
1 NOTOMY CUIIOM CBOEro yma CrnocobHbl He TONbKO co3epLaTesbHo,
HO paKTUYECKM NPeoaoneTb ST YCNOBUA»®.,

Barnag, HanpaeneHHbIM ogHOBPeMeHHO BOBHe, Ha BceneHHyto,
M COCPEenOTOUEHHbIM HA CBOEM BHYTPEHHEM MUPE, ONUCaHHBIM XaHHOM
ApeHAaT, BOMowaeT To, YTO Mbl Ha3BaIM «BHYTPEHHUM 3PEHUEM» B KOC-
MWUYECKOM NPOCTPAHCTBE, T. €. CBOMCTBEHHYIO XYLOKHUKAM U yYEHbIM,
0 KOTOPbIX NOMAET peyb, CNIOCOBHOCTb OTOPBATLCA OT 3eMIU U YBU-
AeTb TO, YTO HEAOCTYMHO YYBCTBEHHOMY OMbITY, HO B TOXE BPEMSA OCYyLle-
CTBUTb NPOEKLMIO HA KOCMOC CBOMX FyBOKO SIMUHBIX NpeACcTaBneHUHM.
B camom Havane KHWru ApeHaT rosopuT o BTOPOM nocne nsobpete-
HUA TeNecKomna OTYyHAEHUN YenoBeKa OT 3eMiu, NPOU3OoLLEALLNM Moche
3anycka MCKyCCTBEHHOIO CMyTHMKA, CBMAETENeM KOTOPOro oHa cTana.
Khura «The Human Condition»® (MMeHHO Tak Ha3bIBaNOCh aMepPUKaH-
CKOe n3aaHwve) 6bina BrepBeble ony6aMKoBaHa Ha aHMMMCKOM A3bIKE
B 1958 ropy. Bo BBefeHMn ApeHAT noayepKMBaeT CTPaHHOE KenaHue
MOKWHYTb 3eMJII0 HECMOTPA Ha TO, YTO 3eMNA KaK HeMb3A Ny4lle CooTBeT-
CTBYyeT YCNOBMAM YenoBeyecKoro cylectsoBaHuA. OHa npuBogmT crnoea
M3 pernopTaxa o 3anycKe CryTHWKa Npo «nepBbli LWar K 6ercTy U3 3em-
HOM TIOPbMbI», U 3aTeM LUTUPYeT U3BECTHOE BbiCKa3biBaHWe HoHCTaHTMHA
LiMonkoBcKoro o Tom, YTO Halla nnaHeTa — Konblbenb YenoBe4vecTsa,
HO Henb3A HaBEYHO *MTb B Kosbibenn. Ecnn nsobpeteHne Teneckona
rMopoaMno COMHeHWe B AeMCTBUTENIbHOCTA BUAMMOIO MUPa, TO BbIXOA,
Ha OKOJI03eMHYI0 OPBUTY MPUHEC HOBbIM B3rNAA Ha cebA CO CTOPOHDI.

5 Tamxe. C.330
6 Arendt H. The Human Condition. Chicago: University of Chicago Press, 1958.
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MpuHUMNKManbHO NoMeHAnack TouKka 3peHua. MoAsunace, No cnosam
ApeHaT, BbiHeCeHHanA BOBHe, BHE3eMHasA, KOCMUYECKan No3numna Habnto-
natena. Bonee Toro, cornacHo napagokcanbHOMy 3amevaHuto Hakxa
JNakaHa, coenaHHomy MM nocne noneta FOpus MarapuHa, «<kocmMoc — 310
TOuKa 3peHua»’. HoHuenTyannsauma KOCMUYECKOro B3rnaaa Havanach
3a40MNro A0 TOro, Kak yaanock OTOPBaTbCA OT 3EMHOM MNOBEPXHOCTMU.

OpfHo 13 nepBbIX ONMUCaHWIM UCKYCCTBEHHOIO CNYTHWUKA 3eMnu npu-
HaONEeMUT aMepPUKaHCKOMY nncaTento Sasapay deepetty Xenny. Ero
pomaH «KupnuuHas JlyHa»® (1869-1970) noceALLEH CO30aHUIO OFPOMHOM
nonow céepsbl, KOTOPYIO repor NOBECTBOBaHMA 3aryCKatoT Ha HU3KYHO OKO-
NO3EMHY0 Op6UTY, 4TOOLI C MOMOLLBIO BU3YyallbHOro HabnoaeH1A 3a 06b-
€KTOM, YbA OpbUTa XOPOLLO M3BECTHA, AOOUTLCA TOYHOIrO ONpeaeneHua
[0NroThl, CTONb HEOBXOAUMOro AnA MopcKoM Haeuraumun®. CerogHs cnyT-
HWMKM yCNELLHO CNy*aT HaBUraL M1, HO MCMOSMb3YeTCA APYror NPUHLMM:
B3rnA4 Habmtogatens ¢ 3eMsiv Ha He60 CMEHWIICA Ha «BCEBUAALLEE OKO»
annapata, o6o3pesatoLLero u3 kocmoca 3emsto. CnyyariHo BHyTPH «Kunp-
nru4HoM J1yHbl» OKa3bIBAlOTCA NOAM, U OHA NPeBpaLLaeTCA B KOCMUYECKYHO
CTaHLMIO, BPALLAOLLYIOCHA BOKPYTr 3emnu.

CHavana pakeTa, a NOTOM U KOCMUYECKHE «3dUPHbIE» MOCENEHUA
NoABNAIOTCA B Hay4YHO-PaHTACTUHECKNX POMaHax «OTL.a COBETCKOM KOC-
MoHaBTMKK» HoHcTaHTMHa Sayapaosuya Limonkosckoro. B nosectu «Bre
3emnu», koTopyto Linonkosckui Havan nncaTb B 1896 rogy, oH onucel-
Baer, Kak B 2017 rogy rpynna yueHbix (Jlannac, HetotoH, Fensmronsu,
Manunei, @paHKuH M MBaHOB) CTPOUT KOCMUYECKYIO paKeTy, obne-

TaeT Ha Hel BOKpYr 3emsu, ocBavMBaeT AjiMTenbHoe NpebbiBaHWe B KOC-
MOCE U OCHOBbIBAET KOCMUYECKWE KOMOHMK AJ1A 3eMNAH, MNaHUpyA nyTe-
wecTeuna kK Mapcy, FOnutepy, CatypHy, Benepe 1 Mepkyputo. B atow

7 O BCTpeye M3BECTHOrO NcmxoaHanuTHKa Haka SlakaHa ¢ coBeTcKUM ncuxonorom Anekceem J1eoHTbe-
BbIM, Ha KOTOPOW COCTOANCA 3HaMeHaTeNbHbIN pasrosop, cM.: JlakaH 1 kocmoc / noa pea. B. Masuha
I, Poronsana. CM6.: Aneteits, 2006. C. 20-78. (Cepus «JlakaHoBCku1e TeTpaamy).

8 Bnepsele ony6numkosaHHbil B 1869—1870 B «The Atlantic Monthly», atoT poma 6bin napar 8 2014
BmecTe ¢ TekctoMm Anama Pobeptca: The The Brick Moon by Edward Everett Hale, Adam Roberts. London:
Jurassic London, 2014.

9 370 3aga4a 6bina HACTONBKO BaHa, 4To B 1714 rosy 6puTaHCKMi NnapnameHT yupeann MNpemuio
[Honrotel, KoTopyto B 1776 roay nony4unn JxoH FapprcoH, n3o6peTiumii Mmopckoit xpoHomeTp. K 300-net-
Hemy tobuneto B 2014 roay Benunrobputarna Bospoamna MNpemuio [JonroTsl, KoTopyto GyayT npucyxaaTh
3a BblAIOLIMECA OTHKPLITUA,
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published in 1958. In the prologue, Arendt empha-
sizes an unusual desire to leave Earth despite it be-
ing “the very quintessence of the human condition”.
She quotes a journalist describing the launch of the
satellite as “the first step toward escape from men’s
imprisonment to the earth,” and Konstantin Tsiolko-
vsky's words that “mankind will not remain bound to
the earth forever”. If the invention of the telescope
generated doubt as to the reality of the visible
world, then entering a low Earth orbit brought a new
perspective of ourselves viewed from the outside.
The viewpoint had fundamentally changed. Accord-
ing to Arendt, an extraterrestrial viewpoint appeared.
Moreover, according to the paradoxical remark by
Jacques Lacan, made after Yuri Gagarin’s flight, the
cosmos was “a point of view."” Conceptualization
of this cosmic viewpoint started long before it was
possible to detach oneself from the earth’s surface.
One of the first descriptions of an artificial Earth
satellite belongs to the American writer Edward Ev-
erett Hale. His novel The Brick Moon® (1869—1970)
describes the construction of a huge hollow sphere
launched into low Earth orbit in order to use the
visual observation of an object with a known orbit for
establishing an exact definition of longitude, which is
so necessary for maritime navigation.® Today, satel-
lites successfully serve navigation, but a different
principle is used; the observer's view from the earth

7 On the meeting of Jacques Lacan and the Soviet psychologist
Alexey Leontyev, see Mazin V. and Tourkina O. The Golem of
Consciousness: Mythogeny's Lift-Off // Cultural Studies. Theorizing
Politics, Politicizing Theory, ed. Grossberg L., Pollock D. April 1998.
Vol. 12.2. Routledge, 1998. P. 210—233.

8 First issued in 1869—1870 in The Atlantic Monthly, this novel was
then published in 2014 accompanied by the text by Adam Roberts:
The Brick Moon by Edward Everett Hale, Adam Roberts. London:
Jurassic London, 2014.

9 This task was so important that in 1714 the British Parliament
established the Longitude Prize, which in 1776 was awarded to
John Harrison, who invented the marine chronometer. By the 300th
anniversary in 2014, Great Britain revived the Longitude Prize for
awarding the outstanding discoveries.
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to the sky has changed to the apparatus’ observation
of Earth from space. Some people accidently get
into “The Brick Moon," and it turns, therefore, into
a space station orbiting the Earth.

First, the rocket, and then space “ethereal”
settlements appear in the science fiction novels
of the “father of Soviet cosmonautics” Konstantin
Tsiolkovsky. In his story “Outside the Earth,” which he
started writing in 1896, he describes how in 2017,
a group of scientists (Laplace, Newton, Helmholtz,
Galileo, Franklin and Ivanov) builds a space rocket,
flies around the Earth, experiences a long-term
stay in space, and establishes space colonies for
earthlings, planning trips to Mars, Jupiter, Saturn,
Venus, and Mercury. Published in full only in 1920,
the story describes the rocket invented by Ivanov on
the basis of ideas proposed by the Russian sci-
entist in 1903, the spacewalk of the travelers, and
greenhouses providing them with food and absorb-
ing carbon dioxide. In 1903 Tsiolkovsky published an
article entitled “The Exploration of Outer Space by
Means of Rockets Devices,” in which he formulated
the idea of interplanetary flights, which is considered
the beginning of practical cosmonautics. Tsiolkovsky
outlined his famous formula there and presented
a scheme of a rocket capable of sending a man
into outer space. He often illustrated his thoughts
with drawings, which he left on the margins of his
manuscripts for clarity. In 1933, the Mosfilm Studio
approached the scientist with a request to act as
a consultant of the science fiction movie Cosmic
Voyage directed by Vasily Zhuravlev. Tsiolkovsky
said that he would prefer it to be a popular science,
rather than fictional film. But, recognizing the impor-
tance of cinema for the promotion of interest in the
cosmos, he agreed. The scientist asked the creators
not to write the script without his advice, fearing

10 Konstantin Tsiolkovsky started writing the story “Outside the
Earth” in 1896, and continued in 1916 at the suggestion of the journal
Priroda | Liudi [Nature and People], which ceased to exist in 1918,
when only half of the manuscript was published in no. 2—14.
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NOBECTH, NOIHOCTbLIO Ony6rMkoBaHHOM N B 1920 roay', pacckasbl-
BaeTcA 06 yCTpOMCTBE paKeTsl, M306peTeHHOM MBaHOBbLIM Ha OCHOBa-
HWUKW MAEN, NPeaJIOKEHHbIX PYCCKMM yyeHbim B 1903 roay, Bbixog, KOc-
MOJIETYMKOB B OTKPbLITOE NPOCTPAHCTBO, OpaHXepeu, obecneynsatoLne
WX NPOAYKTaMM NMUTaHUA K NOIMOLWAWMMM yriekncbin rad. B 1903 rogy
Linonkosckui onybnunKosan ctatblo «MccnegosaHna MemnnaHeTHbIX MPo-
CTPaHCTB pPeaKTMBHbIMKW ABUraTeNAaMM», B KOTOPOM CHOpMyNMpoBas Maeto
MEMMIaHETHbIX NMOIeTOB, CYMTAIOLLYIOCA HAYa/IOM NMPaKTUYECKOM KOG~
MOHaBTMKW. LINONKOBCKMIM M3M10MMN B HEM CBOIO 3HAMEHUTYI0 GopMyny

W NpeACcTaBuI CXeMy pPaKeTbl, CTOCOBHOM OTNPaBUTb B KOCMUYECKOE NPo-
cTpaHcTBo Yenoseka. CBoun Mbicnu LIMONKOBCKMI 4acTo MANOCTPUPO-
BaJl PUCYHKaMM, OCTaB/IEHHbIMW Ha MOJIAX PYKONMUCEN ANA HarnAAHOCTM.

B 1933 rogy K yueHomy obpatunace ctyana «Mocounsm» ¢ npocbbon
BbICTYMWUTb KOHCYNETAHTOM Hay4HO-GaHTaCTUHECKOro GpuibMa pemmnc-
cepa Bacununa Hypasnésa «Rocmnyeckui penic». LinonkoBckui rosopun,
4yTo Npeanoyen 6bl, YTo6bl KapTHMHA Bblia Hay4YHO-MOMYNAPHON, a He XyA0-
wecTBeHHOW. Ho, Nnpr3HaBaA 3HaYeHWe KMHOMCKyCcCTBa A1A nponaraH/b
KOCMOCa, cornacunca. Y4eHblt Mpocui He COCTaBAATbL CLeHapuit 6e3 ero
KOHCYy/bTaLMK1, ONacaAcb HETOYHOCTEN, a Take npmee3Th emy 100 nucTos
anb6oMHoM Bymaru U Kykny Ana AeMOHCTpaUMK NoBeAeHUA YeloBeKa

B KocMoce. Tak nossuncs «Anb60M KOCMUYECKHMX NyTelwecTami»'" (1933),
KOTOpPbIM XpaHWUNCA y pexnccepa Mypasnesa, a B 1948 roay 6bin nepe-
AaH um B Apxns AH CCCP. Ha at1x KapaHaallHbIXx pMcyHKax npeacTas-
neHbl NoapobHOCTKM B3NeTa paKeTbl, HEBECOMOCTb, BbIXOA, PaKeTYMKa

B OTKPbITbIM KOCMOC 1 MHoroe apyroe. B 1948 roay ati pucyHKM 6binm
M34aHbl OrpaHyYeHHbIM TupaomM. Ho 6onee nnmn meHee M3BECTHBIMU OHM
cTanu nocne co3gaHna Mysea KocmoHaBTUKKM B Ranyre, roe cunbHo yBe-
NMYeHHble PenpPoayKLMM 3TUX PaboT cryKaT GOHOM AJ1A SKCMO3MLMK,
paccKasbiBaloLEeN 0 3apoXKAEHUM paKeTHOM TexHWKKU. KocmoHaBT Anek-
cen JleoHoB, yBUOEB PUCYHKM, CKadan, 4To LinonkoBCKu HeobblYalHO

10 K. 3. UnonkoBckuit Hauan nucate nosecTb «Bre 3emnu» B 1896 roay, a npogomxumn B 1916
no NpeAnokeHuio wypHana «[pupoaa 1 Nloans, NpexrpaTueLLero ceoe cyllectsoaHue B 1918 roay, Koraa
B N22—14 6bina HaneyataHa b NONOBUHA PYKOMUCH.

11 Turkina O. Los Viajes Espaciales de Konstantin Tsiolkovsky // EI Cosmos de la Vanguarda Rusa. Arte y
exploracion especial 1900-1930. Del 24 de Junio al 19 de Septiembre de 2010. Sala de exposiciones de la
Fundacion Botin / [Comisarios: John E. Bowlt, Nicoletta Misler y Maria Tsantsanoglou]. Santander: Fundacion
Botin, 2010. P. 63-73; TypkuHa O. M306peTan KOCMOC, MM O KOCMUYECKMX MyTELIECTBIAX, COBEPLUEHHBIX
HoHcTaHTHOM Snyapnosuiem Linonkosckim // KabuHet «H0». KapTikel mmpa Il CI16.: Crduma npunT, 2010,
C.293-310.
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TOYHO M306pasun 1 onvcan B cBoeM «AnbbomMe» MHOrMe HeBEAOMbIE
HWKOMY NOAPOBHOCTH, B HaCTHOCTH, BbIXOZ, B OTKPbITLIM KOCMOC. B pucyH-
kax LinonkoBcKoro BeigenatoTca abcTpaKkTHele GopMbl, MpeacTaBnatoLLmMe
MEHMNIaHeTHbIE KWUNKLLA, KOTOPble Mbl Ha3Ban Bbl CeroaHA MoayNAMM,
AN1A pacTeHWM 1 YenoBeKa AJ/1A UX COBMECTHOIO OBUTaHUA Ha OPYruxX nna-
HeTax. OTW abCTpaKTHblE PUCYHKK YOAUBUTENbHBIM 06PAa30M HaroOMWHAKOT
paboTbl ero COBPEMEHHUKOB — XYyAOMHWKOB PYCCKOro aBaHrapaa, KoTo-
pble ocTasunu 3emnto, no cnosam Hasummpa Manesuya, «<kak AOM, U3b-
efeHHbIM Wwawnamu»'2. KocmMoc He TonbKo Gl BOMOLWEH B CynpemMaTthye-
CKMX KoMno3uumax ManeBuya, B ero «nnaHuTax aemnaHuToB»'3 B pabotax
Mnbn YawHuka n Hukonas CyeTrHa KOCMOC CTan HOBbIM BUAEHWEM O6LL -
HocTu BecenenHon. LlMonkoBcKui coBnan ¢ npopeTnamMoM MCKYCCTBa pyc-
CKOro aBaHrapza', 4yto HalNo OTpaxeHWe He TONbKO B GOpMeE HMUULL,
MEMMNIaHeTHbIX MyTeLeCTBEHHMKOB, HO B €ro NpeAcTaBIeHUAX B LENOM.

OpnHaKko cerogHa pycyHKM LinonkoBcKoro MoxHO conocTaBuTb
He CTOMbKO C aBaHrapAHOM, CKOMTIbKO G KOHLLENTyallbHOM TpaauLMen.
He Hay4yHoe npeasuoeHue, CToNb LieHMMOe BO BpeMeHa MOAEPHU3aLMK,
a NepcoHamHoCTb (y4eHOro Bceraa uHTepecoBaro, YTo Gyaer aenatb
M KaKk cebd OLyLaTh YENOBEK B PAKETE WITW HA MEHMNIAHETHON CTaHLmK),
COCPELOTOYEHHOCTb Ha OMNpPeaeneHHON naee U MHOro3Ha4YHOCTb — BOT
TO, YTO AenaeT 3T PUCYHKKU U camy durypy Linonkoeckoro aktyansHom
AJ17 MOCKOBCKOIO KOHLLeNTyanMama.

OcobeHHO 61M3KMM pUCyHKamM LinonkoBcKoro KaweTca npoeKT Mnbu
1 Smunmn Kabakossix «LLeHTp KocMuyeckux sHeprui» (2003)'S. OH noces-
LLEH apXeosiorMn PyCCKOro KOCMM3Ma, aBaHrapaa v yTonuu B LENIoM.
YctpemneHHble B 6yayliee, OHU OCTaNMCh B MPOLLIOM, KaK W Te CTpaHHble
HaxofKH, KOTOpble AKOGLI GbiNv OGHapPYHeHbI B Havane XX Beka B DcceHe.
PucyHkrm «[Jom Hoocdepbl», «[JoM aHTeHH» C UX ABHO BblPaKEHHOM AMaro-
Hanblo conocTasnAlTcA B NpoekTe ¢ bawHen B. TatnunHa, npoexktom «Tpwn-
6yHa JleHnHa» Onb Jlncuukoro, cynpematyecknmMmn Komnosuuuamm Mane-
BWYa. DTOT HAKIIOH KaK MAEeasIbHbIN AR MONYYEHU KOCMUYECKOM 3Heprunu
HaseaH «UHTynumen 60 rpagycos». MIMEHHO MHTYMLMA Kak TakoBadA bbina
BaMHa M AJ1A PyCCKOro aBaHrapAa, U 414 Npo3peHni pyGCKMX KOCMUCTOB
ot ®Pénopoaa ao Linonkoeckoro u BepHaackoro. MoxHO ckasats, 4To npo-
EKTMBHbIM xapaKTep «LleHTpa KOCMUYECKOM aHEPrn» CPOOHU HE TONBbKO
aBaHrapgHOMy yTonuamy, HO U BM3noHepcTBy Linonkosckoro.

HKocMoc Kak 3aMKHYTBIM MAEONOrnYeCKMn NOPAJOK MU OO4HOBPEMEHHO
KaK BO3MOMHOCTb MpOopbIBa NpeacTaBneH B MHcTannaumMn Mnen Habakosa
«Yenosek, yneTeBLUNI B KOCMOGC U3 CBOEW KOMHATbI» (1985). 310 NnamATbL
00 yTOMMYECKMX NPOEKTax PYCCKOro aBaHrapAa, MHHeHepax U XyA0HHUKaXx,
MeuTaBLLUMX OTOPBaTbLCA OT 3eM/H, U OAHOBPEMEHHO OCO3HAHWE KNayCcTpo-
¢$0OBMYHOCTH BCAKOM YTOMKMKM, ee KpuThKa. BaneTHasa nnowanka — KoMHarta,
3aBelUeHHas HarnAgHoOM armTaumen 1 nponaraHaoM, C KapPTUHOM, Ha KOTO-
por Cnacckan 6awHsa Kpemna HanoMWHaeT, Mo crioBam XyAOKHHUKA, pakeTy
Ha B3neTe. HecMoTps Ha BNonHe 3eMHOM XapaKTep 9NEMEHTOB UHCTaNNA-
LMK — COBETCKME MNnaKatbl, YepTEHM, CaMOAEeNbHAA KaTanynsra, NpeamMeTbl

12 Manesny K. C. [ncema k MaTiowmny / M3a, E®. KoeTyH // Exeroannk PykonucHoro otaena MylknH-
cKoro fioma Ha 1974 rop. NeHunnHrpaa.: Hayka, 1976. C. 192.

13 PucyHok Kasnmupa Maneswnua «Byayiime nnanntsl (noma) semnaquntos (niogein)» (1923-1924)

13 Konnekumn Pyccrkoro mysesa. B otnnume ot pucyHkos Manesmya n HalwHuka, B <Anb60Me KOCMUYECKMX
nyTewecTBnit» LIMONKOBCKOrO MEKMNAHETHLIE HMMLLA UMEIOT LIEHTPUYECKYI0 GOPMY, yYMTEIBAKOLLYIO
HensbemrHoe BpalleHue.

14 XynowHuKM nHTepecosanvck naeammn Linonkosckoro. «OTel, pycckoro ¢yTypusmar Jasug Bypniok
BocxuLanca 6yaeTNAHCKMMM NPO3PEHNAMM YHEHOTO U ero BCENEHCKOM Gprnocodren, BCTynun C HAM

B NEPEenucKy, NepBbIM Hanmncas eMy, 0BMeHMBanNCA KH1ramu, a nocne amurpaumnn s CLUA npuceinan
MHOCTPaHHbIE Hay4HbIe #ypPHasbl 1 BRIPE3KM MO BO3AyxonnasaHuio. [MoaT Hukonait 3a6onoLxuit ouywan
cBoto 6n13ocTb dpunocodun Linonkosckoro. B apxnse PAH xpannTca nuceMo poaHoro 6pata Kasnmmpa
Manesnia Meuuncnasa, HanvncaHHoe y4eHomy.

15 HenocpeacTBeHHOe cpaBHEHWE 3THX [ABYX «MPOEKTOB» — «Anb6OMa KOCMUYECKMX NyTELIECTBHI»
HoHcTtaHTHa Linonkosckoro v «LleHTpa Kocmmyeckinx aHepruit» Mnbi n Smunnm Kabakosbix — 6bino Bnep-
Bble MPEANOKEHO HamK ANA BbicTaBKM «Russian Cosmos» (Kactenno an Pusonu, Utanua, 2011; KypaTtop
0O.J1. CB16n0Ba), Hay4HbIM KOHCYTIETAHTOM KOTOPOM aBTOPY MOCYACTIMBHIIOCH BLICTYMMUTb.
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inaccuracies, and to also bring him 100 sheets of
landscape paper and a puppet for demonstrating the
behavior of a person in space. Thus, his Album of
Cosmic Voyage (1933)'" appeared. Zhuravlev gave
it to the Archive of the USSR Academy of Sciences
in 1948. These pencil drawings show details of the
rocket’s take-off, weightlessness, a rocketeer making
a space walk, and much more. In 1948 these draw-
ings were published as a limited edition. But they
became more or less well-known after the Museum
of Cosmonautics was founded in Kaluga, where,
enlarged reproduction of them served as a back-
ground for a story about the emergence of rocket
technology. When astronaut Alexei Leonov saw the
drawings, he said that in his album Tsiolkovsky had
surprisingly accurately depicted and described many
details unknown to anyone at his time, in particular,
space walks. In Tsiolkovsky's drawings there are
abstract forms that represent interplanetary dwell-
ings, which we would call modules today, intended
for joint habitation of plants and humans on other
planets. These abstract drawings surprisingly remind
of works by his contemporaries — artists of the
Russian avant-garde who left the Earth, according
to Kazimir Malevich, like a house eaten by termites.'?
The cosmos was not only envisioned in Suprematist
compositions by Malevich and his “planits” (man-
made planets),’® in works by Chashnik and Suetin,
but also became the new vision of the community of
the universe. Tsiolkovsky matched the prophetism of
the Russian avant-garde art'* not only with the forms
of geometric dwellings of interplanetary travelers,
but also in his visions. However today, Tsiolkovsky's
drawings can be compared not so much with the
avant-garde as with the conceptual tradition. It is
not the scientific foresight, so valued at the times of
modernization, but the focus on the character (the
scientist always wondered what a person would do
and feel in a rocket or at a space station), and upon
on a certain idea, and on multiple meanings — that
makes these drawings and Tsiolkovsky himself rel-
evant for the Moscow conceptualism.

11 Turkina O. Los Viajes Espaciales de Konstantin Tsiolkovsky // El
Cosmos de la Vanguarda Rusa. Arte y exploracion especial 1900—1930:
del 24 de Junio al 19 de Spetiembre de 2010, Sala de exposiciones

de la Fundacion Botin/[comisarios: John E. Bowlt, Nicoletta Misler y
Maria Tsantsanoglou]. Santander: Fundacion Botin, 2010. P. 63—73;
Turkina O. Izobretaya kosmos. O kosmicheskikh puteshestviyakh,
sovershennykh Konstantinom Eduardovichem Tsiolkovskim [Inventing
the Cosmos. About space travels made by Konstantin Eduardovich
Tsiolkovsky] // Kabinet U. Kartiny Mira Ill. Saint Petersburg: Skifia-print,
2010. P.293—310.

12 Malevich K. S. Letters to Matyushin // Ezhegodnik Rukopisnogo
Otdela Pushkinskogo Doma na 1974 god [Yearbook of the Manuscript
Division of the Pushkin House on the 1974 year]. Leningrad: Nauka, 1976.
P 192,

13 Drawing by Kazimir Malevich “Future planits [houses] of
zemlyanits [earthlings]” (1923—24) from the collection of the Russian
Museum. Unlike in drawings by Malevich and Chashnik, in Tsiolkovsky's
Album of Space Travels, interplanetary dwellings have a centripetal
shape that takes into account the inevitable rotation.

14 The artists were interested in Tsiolkovsky's ideas. The father

of Russian futurism, David Burliuk, admired the futuristic insights of
the scientist and his universal philosophy. He was the first to write

to him, exchanged books, and after emigration to the USA sent him
foreign scientific journals and scraps on aeronautics. The poet Nikolay
Zabolotsky felt his closeness to Tsiolkovsky's philosophy. The Russian
Academy of Science archive contains the letter of Kazimir Malevich's
brother Mechislay, written to the scientist.
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llya and Emilia Kabakov's project titled The
Center of Cosmic Energy (2003)'® seems especially
close to Tsiolkovsky's drawings. It is devoted to the
archaeology of the Russian cosmism, of the avant-
garde and utopia in general. Directed to the future,
they remain in the past, just like those weird discover-
ies that were allegedly unearthed in the early 20th
century in Essen. The drawings of the “Building of the
Noosphere”, the “Building of the Antennae” with their
clearly expressed diagonals can be compared with
the Tatlin Tower, Lenin on the Stand by El Lissitsky,
and Malevich’'s Suprematist compositions. This incli-
nation, ideal for obtaining cosmic energy, is known as
the “Intuition of 60 Degrees”. It was intuition as such
that was important both for the Russian avant-garde
and for the insights of the Russian cosmists from
Fedorov to Tsiolkovsky and Vernadsky. The projective
nature of The Center of Cosmic Energy may be seen
as being akin not only to the avant-garde utopianism,
but also to Tsiolkovsky's visionary work.

The cosmos as a closed ideological order and
at the same time as an opportunity for a breakthrough
is presented in KabakovV's installation The Man Who
Flew into Space From His Apartment (1985). It is
a memory of the utopian projects of the Russian
avant-garde, of the engineers and artists who dreamt
of breaking away from the Earth, and at the same time
it is awareness of the claustrophobic nature of any
utopia — a criticism. The takeoff area is a room with
visual propaganda on the walls, among it, a picture
where the Kremlin's Spasskaya Tower reminds us, —
as seen by the artist — of a rocket taking off. Despite
the completely earthly nature of the installation ele-
ments: Soviet posters, drawings, a DIY catapult and
modest household items, there is a feeling of weight-
lessness or “suspense!” The fullness of the installation
creates a feeling of emptiness that sucks the viewer

15 A direct comparison of these two projects — The Album of Space
Travels by K. Tsiolkovsky and The Center of Cosmic Energy by llya

and Emilia Kabakovs — was first proposed for the exhibition Russian
Cosmos (Castello di Rivoly, Italy, 2011, curated by Olga Sviblova), where
| was lucky to be the research consultant.
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6. Enena Enaruna,
Mrope Makapesu.
«MMPO3OAHWME». 2014,
MHcTannAauma B coctase
BbICTaBKK «Bbixog 3a HOMb»
(ackua). Manepen Calvert 22,
JloHAOH.
Elena Elagina, Igor Maka-
revich. Universe. 2014.
Installation within the
exhibition Beyond Zero at
Calvert 22, London (sketch).
© Enena Enaruna, Mropb
Makapesuy, 2019.

7. Enexa Enaruna,
Mropb Makapesuy.
«MMPO3OAHWME». 2014,
MHcTannauus B coctase
BbICTaBKK «Bbixoz, 3a HOMb».
[anepes Calvert 22, JToHaoH.
Elena Elagina, Igor Makarev-
ich. Universe. 2014. Instal-
lation within the exhibition
Beyond Zero at Calvert 22,
London.
© Enewra Enaruna, Mropb
Makapesuy, 2019.

ybororo 6biTa, — NOABNAETCA HYyBCTBO HEBECOMOCTH UMK «MOABELLIEHHO-
CTh», HanonHeHHOCTb MHCTaNNALMKW NOPOXAAET OLLyLLEHWE NYCTOThI, KOTO-
pan 3acachiBaeT 3puUTena Yepes AbIpy, MPOOUTYIO B MOTOMKE YENIOBEKOM,
yneteBWMM B KocMoc. KocMuyeckan ytonua y Habakosa — 310 Aplpa, 3aTA-
rmBaroLian B 6€38034yLIHOE NPOCTPaAHCTBO naeonorny. Ha KoHpepeHumm
«KabakoB 3gecb 1 Tam», NpoxoamBeLLer B [ocyaapCTBEHHOM DpMUTamKe
B 2004 rofy 1 NpuypoYeHHON K BbicTaBke «Cnyyai B My3ee», XyLOHHUK
rOBOPUII O pa3pblBax MeXAy arnoxamu, BOCMPUHUMAEMbIX Kak KOCMUYeCKan
Ablpa, JatoLan OAHUM OLLyLLeHne rMbenu, a APYrvM, Kak XyOOKHUKaM pyc-
CKOro aBaHrapaa, Hembicnnmyto sHepruto. MHctannauma Kabakosa — ato
BHYTPEHHE NPOCTPaHCTBO, CTaBLUEE BHELLHMM; MPOCTPaHCTBO, BbIBEPHY-
TOE Hau3HaHKy. DTO MUP, YBUAEHHbIM BHYTPEHHUM 3PEHUEM YENOBEKa, OTO-
PBaBLLIErOCA OT NPUTAMEHUA MOEONOrM.

HoHuenTyaneHble xyaoxHukn Enena Enarmna n Mrope Makapesuy
He pa3 obpallanmMcb K PyCCKOMY KOCMW3MY M ero nepcoHamam. «Hens-
BECTHblEe pa3yMHble CUMbl» — MHCTaNNALMA, noceAweHHan Llnonkos-
CKOMY, KoTopas 6bina BnepBble NoKasaHa xygoxHukamu B 2010 rogy
B NoA3eMHbIX NpocTpaHcTeax JlyBpa Ha BbicTaBKe «PyccKui KOHTpa-
NyHKT». JTeCTHMLbI, yxoAALLMe BBEPX, K CUMBOIMYECKMM Hebecawm,
Ha ¢oHe cBeTALLeroca crnosa «ray», 6poLeHHaA BHU3Y UCTOMNTaHHaA
06yBb — 3N1€MEHTbl MHCTaNNALUU BAOXHOBNEHbI MMCTUYECKUM Chy-
yaewm, npousoweawem ¢ Llnonkosckmum B Ranyre. HassaHue nuctan-
NAUWMK B3ATO M3 OQHOMMEHHOM KHUIMM Y4EHOro, B KOTOPOW OH OMnu-
can BuMaeHue, passepHyslieeca neped Hum 31 maa 1928 roaga, Koraa,
BbIMAA Ha GankoH CBOero Aoma, OH YBWAEN B Npea3akaTHOM Hebe
cocTaBfieHHoe 13 obnakos cnoso «ray». [1pM3HaB, 4TO CNOBO A0BONBLHO
nownoe, Ho BelIbMpaTb He NPUXOAUTLCA, LIMONKOBCKMI NpoynTan ero
KaK cKart, 1 nyy (B NnepeBoae C aHrMMUICKOro), U pai B natuHuue, 06b-
ACHMB, YTO «MOMHO MOAYMaTh, XOTA W HATAHYTO, YTO 3aKar (CHar) Mu3HU
(cmepts) paet ceer (nyy) noaHaHua»'®. LIMonKoBCKuMit HasbiBan ceba
«MaHMCUXMCTOM», MPU3HAIOLLMM YYBCTBUTENBHOCTb BCcel BeceneH-
Hon'”. OH cuuTan, 4To BCE — W HKMBafA, U HEXKMBAA MaTePUA — COCTOUT
13 6eCCMepTHLIX BNyHAaoLWMX «aTOMOB-Ayx0B» (MoHM3M BcenenHoit),

16 Lnonkosckuii K. Bona BcenerHoi. HenasecTHele pasymHbie cunbl. Kanyra, 1928. C. 23.

17 O ¢unocodun Linonkosckoro cm.: HasiotuHekmid B. B. Kocmuueckan ¢unocodua K.3. Linonkosckoro
Ha py6eme XXI Bera // Linonkosckuin K. Ouepru o BeenerHoit: Man. BTopoe, AononHerHoe. Kanyra: 3ono-
Tasa annes, 2001. C. 342-373.
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8. Wnba 1 Omunua Kabarosbl.
«LleHTp KocMUuuecKnx
anepruin, 2007, Sckus
KOHLLEMLMKU MHCTaNNALMK
B Llaxte LlonbdepaitH. B.a.
llya and Emilia Kabakov.
The Center of Cosmic Energy.
2007. Concept drawing for
the planned installation
at Zollverein Coal Mine
Industrial Complex (Zeche
Zollverein). Not dated.
© WMnba 1 Amunua
Kabarosbl, 2019.

M3 KOTOPbIX CK1a[bIBAOTCA HOBbIE COO3bl, KOrAa pacrnafatoTCA NPe-
Hue. [oaToMy cMepTH HeT. DKCMNaHCUA B MEXMNIaHeTHbIE NPOCTPaHCTBA
6blna cBA3aHa AJ1A YYEHOro C OCO3HAHMEM TOrO0, YTO OKPYHatoLne Hac
MUPbI MPEBOCXOAAT 3€MHOM, U Mbl ABNAEMCA HEOTBEMNEMOW HYaCTbIo
BceneHHow. B KoHUe %13HM OH Hanucan 1 pasocnan cambiM 6M3KUM
CBOMM KoppecnoHaeHTam cTaTteto «<EcTb v Bor?»'8, B KoTopoi oToxAae-
cteun Bora ¢ KocMocom, Kak eaMHbIM Hayanom U NopoXaeHUeM BCero.
LinonkoBckui, no cob6CTBEHHOMY onpeaeneHuto, 6bin «MaTeprUancTom»
M 4eNIOBEKOM MPaKTUYeCKUM. MIMEHHO coveTaHue pelleHUA NpaKTUye-
CKMX 3a/au, TaKuX, KaKk NPeoaoNIeHNe CUMbl 3eMHOIO MPUTAKEHUA, pac-
4eT TOMMMBA paKeThbl UK obecneyeHnA BO3AYXOM U MULLEN PaKeT4M-
KOB, C BepoW yuyeHoro B «Bonto BceneHHol», npusnexany xya0HHUKOB,
3aHMMAaBLUUXCA KPUTUKOM TOTaSIbHOCTU UAEO0NOT UK.

Pesuana Benukon Ytonun — tema nHctannaumi EnarnHon
1 MakapeBuua, BAOXHOBMEHHbIX Hrkonaem @époposeiMm. B 2009 roay
OHM Hauvanu npoeKT «ObLiee Aeno», N0o3aMMCTBOBaB Ha3BaHWe
13 ony6MKOBaHHOM y¥e nocne cMepTu MblcnuTena «Punocodun
obuiero gena». MUCTULM3M U MaTepuanmam, codeTatomnecsa B Tpy-
nax dépoposa, npeanarasllero BOCKPECUTb NPaoTLEB U PACCENNTb
WX MO NnaHeTam, CAenaB HaCTOALMMKU KOCMOMONMTaMK, CBOGOLHO
nepemMeLLaoLLUMUCA B KOCMUYECKOM NPOCTPaHCTBE M CO3AaBLIMMU
AnfA 9Toro ocobbli opraHn3mM, NpeBpaT1B CBOM OpraHbl B aspo- U adu-
poHaBTHyeckue'?, CornacHo PEQOPOBY, BOCKPELLEHHOE MOKoe-
Hue ByneT NOKONEeHWEeM 11aHEeTOBOAOB, M/10BLO0B 3PUPHOIo nNpo-
cTpaHcTBa. Punocodpckuit A3bIK PEnoposa cTan NUTaTesIbHOM NOYBOM

18  Ljnonkosckmii K. «EcTb nn Bor? (2 BapuaHT) // Linonkosckuin K. Oueprn o Beenertoi. C. 299—302.

19  CornacHo ®&noposy, Mbl AOMMHHbI BEIPAGOTATL CE6E OPraHiaM, KOTOpbIN «eCTb EAMHCTBO 3aKOHa

1 [LeMCTBUA: MUTaHKe 3TOr0 OpraHNama eCcTb CO3HATENbHO-TBOPYECKMIt NPOLLECC 0BPALLEHNA YEN0BEKOM
3NEMEHTapHBIX, KOCMUYECKUX BELLECTB B MUHEPANbHBIE, NOTOM PACTUTESBHLIE W, HAKOHEL, HI1BbIE THAHM.
<...> OpraHamm ero cenaioTca 1 Te Crnocobbl aspo- 1 3GHUPOHABTHHECKHE, C MOMOLLBIO KOTOPbIX OH

6yneT nepemelLaTsea v o6biBaTh cebe B NPOCTPaHCTBE BCENEHHON MaTepuanbl AnA NOCTPOEHWA CBOEro
opraHuama. Yenosek 6yneT Toraa HOCUTb B ce6e BCIO MCTOPHIO OTKPLITHI, BECH XOA 3TOrO Nporpecca: B Hem
ByAeT 3aKNIouaTsCa U GUaKKa, 1 XMMUA, CIOBOM, BCA KOCMOJSIOFMA, TONBKO HE B BUAE MbICIEHHOr0 06pasa,

a B BIAE KOCMWYECKOrO annapara, AaloLWero eMy BOSMOKHOCTb BbiTb AEMCTBUTENHO KOCMOMONMTOM, T.€,
6bITb NOCNEA0BATENLHO BCIOAY: M YeNoBeK ByneT Toraa AeMCTBUTENBHO NPOCBELLEHHbIM CyLLECTBOMY.
(®éqopos H. @. Counrenna. M.: Meicnis, 1982. C. 405).
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into a hole pierced in the ceiling by the man who flew
into space. Kabakov’s cosmic utopia is a hole that
drags us into the airless space of ideology. At the
2004 State Hermitage conference “Kabakov Here
and There," timed to coincide with the An Incident

In the Museum exhibition, the artist spoke about the
gaps between the epochs, perceived as space holes
giving a sense of death to ones, and an unthinkable
energy to others, among them the Russian avant-
garde artists. Kabakov's installation is an inner space
that became outer, a space turned inside out. This is
a world seen by the inner vision of a person, who has
broken away from the attraction of ideology.

The conceptual artists Elena Elagina and Igor Ma-
karevich repeatedly turned to Russian cosmism and its
representatives. Unknown Rational Forces is an instal-
lation dedicated to Tsiolkovsky; it was first produced
by the artists in 2010 in the underground spaces of
the Louvre at the Contrepoint Russe exhibition. Stairs
going up to symbolic skies against the background of
a glowing “ray” word, and worn-out footwear dropped
at the bottom are the installation elements inspired
by a mystical accident that happened to Tsiolkovsky
in Kaluga. The installation name is taken from the
scientist’s book of the same name, where he described
an event that happened to him on May 31, 1928,
when stepping out to the balcony of his house he saw
the word “ray” composed of clouds in the evening
sky. Admitting that the word is rather vulgar, but there
was no choice, Tsiolkovsky read it as a roof slope, as
a ray (of light), and paradise (rai in Russian), explain-
ing: “We may think that the sunset (slope [Translator’s
note: Russian play of words]) of life (death) gives the
light (ray) of knowledge."® Tsiolkovsky called himself
a “pan-psychist,’ recognizing the sensitivity of the entire

16 Tsiolkovsky K. Volya vselennoi. Neizvestnye rasumnye sily [The Will
of the Universe. Unknown Rational Forces]. Kaluga, 1928, P. 23.
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universe.'” He believed that everything — both living
and non-living matter — consists of immortal wander-
ing “atom-spirits” (the monism of the universe), which
constitute new unions, while the former break up. That
is why there is no death. For him, expansion into inter-
planetary space was connected with understanding
that the surrounding worlds are superior to the Earth,
and we are integral part of the universe. At the end of
his life he wrote an article “Is there a God?"'® and sent
it to his most close correspondents; in it, he identi-
fied God with the cosmos as a single beginning and

a product of everything. Tsiolkovsky, by his own defini-
tion, was a “materialist” and a practical person. It is
the combination of solving practical problems, such as
overcoming gravity, calculating rocket fuel, or providing
air and food for the rocket travelers, along with the sci-
entist’s belief in the “will of the universe,' that attracted
artists who criticized the totality of ideology.

Revision of the Great Utopia is the theme of
installations by Elagina and Makarevich, inspired by
Nikolai Fyodorov. In 2009, they launched the project
Common Task, borrowing the name from his Philoso-
phy of the Common Task. Mysticism and materialism,
combined in the works of Fyodorov, who proposed
resurrecting the forefathers and settling them around
the planets, thereby making them true cosmopolitans,
moving freely in outer space and becoming a special
organism — their organs having been turned into
aeronautic and etheronautic ones.'® According to

17  On Tsiolkovsky's philosophy see Kazyutinsky V. V. Kosmicheskaya
filosofia K. Tsiolkovskogo na rubezhe XXI veka [Cosmic Philosophy by
K. Tsiolkovsky at the verge of XXI century] // Tsiolkovsky K. Ocherki o
vselennoi [Essays about the Universe]. Kaluga: Zolotaya Alleya, 2010.
P.342—373.

18  Tsiolkovsky K. Est'li Bog? [Is there God?] (March 1923) //
Ocherki o vselennoi. P. 299-302.

19 According to Fedorov, we must develop in ourselves an organism
that is “the unity of law and action: feeding of this organism is a con-
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9. Wnba v Omunua Kabarossbl.
«LleHTp KocMryeckwx
aHepruit». 2007,
Muctannaums B Laxte
Llonbdepaiin.
llya and Emilia Kabakov.
The Center of Cosmic
Energy, 2007. Installation
at Zeche Zollverein.
© WnbAa 1 Omunua
Kabakossl, 2019.

ANA NOCTYTONMYECKOM 06Pa3HOCTU XYLOMHUKOB, CO3aBLUWX TaKkue
OKCIOMOPOHBI, Kak «MenesHbllt rpub Capko», «ObneneHensin Open».
B tekcTe «<HebecHan JlectHuua n SpupHbi octpos», Uropb Makape-
BWY MPUYMCNAET MOCKOBCKUIA KOHLLENTYann3M K ABMEHUAM KOCMUYe-
CKoro nopaaka, scnomuHaa ®époposa, Linonkosckoro n Manesuya,
COeAMHMBLLMX MaTepUanmam ¢ MeTadpr3nKoM.

B 2012 roay Enarnna u MakapeBuy cosganu MHCTannALMIo
«®Punocodus obwero genar, noceaweHHyto Pénoposy. PacnnoxeH-
HasA B HUKHeM (PparTM4YeCKM nog nomom) nomelueHunun Mepmckom rocy-
AapCTBEHHOM XyA0XKEeCTBEHHOM rafnepeu, HaxoaAleicA B GbiBLLEM
cobope, MHCTANNALMA 3aHANA MECTO, OTBEEHHOE B A peBHeN TpaauLmm
ansa ocobo noymTaemsblx yconwmx. OcBelleHHble uMTatamu U3 déno-
poBa, HaCTONbHLIMW TaMMaMi U CBETOM KHUKHOIO NMPOCBELLEHUA,
OTCYTCTBYHOLLME NPAOTLbl Kak ByATO OMUAANM BOCKPELIEHUA U faNbHen-
Wwero nyTewecTsuA B 9pUpHOM npocTpaHcTee. «Punocodua obuiero
Adena» EnarnHoi u MakapeBuya coeaunHuna penur1osHble npeactaBne-
HWUA C KOCMUYECKUM Cepuranom.

«MuposgaHve» — MHCTaNNAUMA, CAENaHHAA XyOOKHUKaMM
B 2014 ropy ans suicTaBku “Beyond Zero” B “Calvert 22 Foundation”
B JloHaoHE?®, — 3TO OOHOBPEMEHHO YCTPEeMNEHHOCTb B He6o 1 norpy-
eHWe B CBOe YacTHoe npocTtpaHcTeo. B «MuposaaHum» EnarnHoin
1 MakapeBuya BceneHHana obycTpoeHa Kak [oM, a lOM CTaHOBMUTCA
MeTapopoi BCesieHHON, rae abamyp HaCTONbHOM Nammbl — 3TO TEM-
HafA maTepuA. MoXHO CKasaTb, YTO B HEW BOMIOTMNACH UAEWU PYCCKMX
KOCMMWCTOB, CO€AMHMUBLLKWX NPaAKTUYECKME 3a4a4M C BUSUOHEPCTBOM.
Mpryem, ogHO 3aKOHOMEPHO BbITEKANO U3 Apyroro, 6yab To 6opbba
CO CMepTbIo Kak camoi 6onblioi HecnpaeeannBocTeio y Pénoposa,
WK npusHaHue 6eccmepTrna GnywaatoLLIMX «aTOMOB-AYXOB», U3 KOTO-
pbiX, N0 MHeHUIO LlMonkoBCKOro, cocToAnNa ®MBasA 1M HeXWBaA MaTe-
pua. DT aTOMbI-AyXM OH HasbiBan «rpaxaaHamu BeenernHoi». Pagom
CO chepor, OTKyAA BbIXOAWUT MAaCCHUBHBINA PE3MHOBLIN LUNAHT, 6bina
pacnonoxeHa AepeBAHHAA NecTHULA. A OKONO NecTHULbI 6GpolueHa

20 Beyond Zero. Curated by Olesya Turkina. 08 October — 30 November 2014. Calvert 22 Foundation.
URL: http://calvert22.0rg/beyond-zero/(nata o6pawerms: 27.12.2018).
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10. Unba 1 Omunna Kabarosbl.

«LleHTp KocMUuecKnx
aHepruii», 2007. HarknoHHble
LMAMHAPL! 1 MHTEPbEP
3nanna N2 1. PucyHok. B.a.
llya and Emilia Kabakov.

The Center of Cosmic
Energy. 2007. The arrange-
ment of the slanted ‘cylinders’
and an interior view of build-
ing no. 1. Drawing. Not dated.
© Wnba 1 Omunua
Kab6akossl, 2019.

cTonTaHHaA obyBb. 3eMHOe U He6eCHOe MCKYCCTBO 06BbeAMHUITUCE.
OnucbiBan cBoe «MuposgaHue», XyAOKHWKKW Tak chOopMynMpoBanu 3To
coeauHeHue: «Kak 3TO HM CTPaHHO 3BYYMT, HO MPOCTPAHCTBO MUPO-
30aHWA, 6ECKOHEYHO yaanatLWmMecs rafakTUKK, B3PbIBbl U POKAEHUA
HOBbIX MMPOB, TEMHaA MaTepua W Apyrue Yyaeca, KOTOpbIMU COBpe-
MeHHanA HayKa TaK YyCepAHO MOTYyeT Hac, B CO3HaHWM cocencTByeT

C KOMMYHasbHbIM MPOCTPAHCTBOM, YEPE3 KOTOPOE Mbl MOCTUraem
MHP, Kak Teneckon Xa66na nocTuraeT HeAOCTUHKUMbIE YAANEHHOCTH
Kocmoca?'.

MeuTa 0 LENOCTHOCTH BCENIEHHOM, CHOPMYNTMPOBAHHAA PYCCKUM
KOCMM3MOM, KOTOPbIM 06yCTpanBan KOCMOC A/1A FPALYLLMX W AABHO YLIea-
LUMX MOKONEHWH, BLIPOCA U3 PENUIMO3HO-PUNOCOPCKOM MBICTU U cTana
HOBOW penuruer BpemeH Benvkoi ytonum u co3gaHusa HOBOMo Yero-
Beka. Hocmuyeckue nporpammbl U3Ha4ansHO Gbliv M A0 CHUX MOP Hale-
NEeHbl, NPEXAE BCEr0, HA NPOAOIKUTENbHOE NPebbiBaHUE B KOCMUYECKOM
MPOCTPaHCTBE, YTO NOAPa3yMEBAET AJIMTENBHYIO SKCMNAHCHIO U OCBOe-
HWE MEMMNNAHETHOrO NPOCTPaHCTBA Kak HOBOro Aoma. Kocmoc Kak yTo-
MUYECKWI «MOPAAOK» NOABEPICA KPUTUKE B KOHLENTYaNIbHOM UCKYCCTBE
(cnoBo «KkocMoc» (KGOUOG) NO-rPEeYECKH 03HaYaeT NOPAAOK, B OTIMYME
OT NnaTMHCKoro «space» (npocTpaHcTso)). B nckycctse Habarosa, Enaru-
Hol 1 MakapeBHWYa KOCMUYECKanA TOYKa 3PEHNA CTaHOBUTCA HOBOM TOYKOM
pacKona 4YenoBeKa M MMPO3[4aHusA, O KOTOPOM FOBOpUIIA NOCTe 3anycKa
nepBoOro cnyTHWKa XaHHa ApeHar:

«...yenoBe4yecKana cnocobHOCTb BCTaBaTb Ha KOCMHUYEeCKHU-yHUuBepcanb-

HYIO TOYKY 3peHHA 6e3 U3MeHeHWUA AeNCTBUTENbHOIrO NOMIOKEHUA Yeno-
BeKa KaK 6bl Agenaet o4eBUAHbIM npoucxoxaeHue 4yenoBeKa “He oT MUpa
cero” <...> npeasHameHoBaHue TOoro, 4YTo NpUaeT BpemMAa, Korga noau,

BCe ellue HHUBA B 3eMHbIX YCIIOBHUAX, BMeCTe C TeM OgHaKOo GWJ,VT CNoco6Hbl
B3rNMAHYTb HA HUX U3BHE U B CMbICII€ 3TOro U3BHE BO3AENCTBOBATb Ha HUX.
Ha mecTte APEBHEN AUXOTOMHUHU 3EMITU U Heba BbICTYNHUN HOBbIH packon
yenoBexKa U MMpo3gaHuvuAa, Unu nponacTb MeXxay TeM, 4YTO YeNnoBeK cnocobeH

21 Enaruna E., Marapesmy M. Muposparme: [MoAcHeHus K BeicTaBke «Beyond Zero», Pykonnce.
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Fyodorov, the resurrected generation will be a genera-
tion of planet-keepers, swimmers of ethereal space.
Fyodorov's philosophical language became a fertile
ground for the post-utopian imagery of the artists, who
created such oxymorons as /ron Mushroom (Sadko),
Iced Eagle... In the text The Celestial Staircase and
the Ethereal Island, Ilgor Makarevich classifies Mos-
cow conceptualism as a phenomenon of cosmic order,
recalling Fyodorov, Tsiolkovsky and Malevich, who
combined materialism with metaphysics.

In 2012, Elagina and Makarevich created
the Philosophy of the Common Task installation
dedicated to Fyodorov. Located in the lower (in fact,
underground) room of the Perm Gallery, located in
the former cathedral, the installation was located in
a place which in the ancient tradition, was reserved
for especially revered dead men. llluminated by quota-
tions from Fyodorov, table lamps and the book light,
the missing forefathers seemed to expect resurrection
and further travel through ethereal space. The Philos-
ophy of the Common Task by Elagina and Makarevich
combined religious ideas with the space series.

The Universe is the installation produced by the
artists in 2014 for the Beyond Zero exhibition at Calvert
22 in London.? It is both a skyward movement and an

scious creative process of human manipulation with elementary cosmic
substances turning them into mineral, then vegetable, and, finally, live
tissues. <...> His organs will be also aeronautical and aetheronauti-
cal means, with the help of which he will move and obtain in the space
of the universe materials for the construction of his organism. The
human being will then carry in himself the whole history of discoveries,
the whole course of this progress: he will contain physics, chemistry, in
short, the entire cosmology — not only in the form of a mental image,
but also in the form of a space apparatus that gives him the opportu-
nity to become truly cosmopolitan, that is, to be consistently present
everywhere — and the person will then be a truly enlightened being”
(Fedorov N.F. Oeuvre. Moscow: Mysl', 1982. P. 405).

20 Beyond Zero. Curated by Olesya Turkina.
08 October — 30 November 2014. Calvert 22 Foundation.
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immersion into one's private space. In The Universe by
Elagina and Makarevich, the universe is akin to a house,
and a house is a metaphor for a universe, where the
lampshade is a dark matter. We can say that in it, the
idea of the Russian cosmists, who combined practi-

cal tasks with visionary, was embodied. Moreover, one
naturally follows from the other, be it Fyodorov's fight
against death as the greatest injustice, or the recogni-
tion of the immortality of the wandering “atoms-spirits”
that constitute both living and non-living matter, ac-
cording to Tsiolkovsky. He called these “atoms-spirits”
the “citizens of the universe.’ Next to the sphere, from
where a massive rubber hose comes, there is a wooden
staircase. Near it, there are old shoes dropped. Earthly
and heavenly art united. In discussing The Universe, the
artists described this connection as follows: “Strange
as it sounds, the space of the universe, the ever-moving
galaxies, explosions and births of new worlds, dark
matter and other miracles that modern science so
diligently feeds us with, coincide with communal space
in the consciousness through which we comprehend
the world, just like Hubble telescope explores the incon-
ceivable remoteness of the cosmos!?!

The dream of Russian cosmism about the
integrity of the universe, its arranging of the space for
the future and long-past generations that grew out of
religious-philosophical thought, became the new re-
ligion of the times of the Great Utopia and of the crea-
tion of a new man. Space programs were originally
(and still are) aimed at a long stay in outer space in
the first place, which implies the long-term expansion
and development of interplanetary space as a new
home. Cosmos as a utopian order has been criticized
in conceptual art (the word “cosmos” — kéapog
means “order” in Greek, in contrast to Latin “space”).
In the art of Kabakov, Elagina and Makarevich, the
cosmic point of view is the new point of split between
man and universe, of which Hanna Arendt spoke after
the launch of the first satellite:

“<...> man’s ability to take this cosmic, universal
standpoint without changing his location is the clearest
possible indication of his universal origin, as it were.
<...> man is not, cannot possibly be, of this world <...>
a foreboding, that the time would come when men
would have to live under the earth’s conditions and

at the same time be able to look upon and act on her
from a point outside. <...> Instead of the old dichotomy
between earth and sky we have a new one between
man and the universe, or between the capacities of

the human mind for understanding and the universal
laws which man can discover and handle without true
comprehension”??

In 2016, two days before his death, David Bowie,
the astronaut of inner spaces, as Geoffrey Marsh called
him, released his latest album, Black Star. In the split
between man and the universe, the star transforms into
a black hole. What cannot be seen is outlined by the
horizon of events. The time comes for a new alienation
of man not only from himself and the planet Earth, but
also from the universality of the cosmos.

URL: http://www.calvert22.org/beyond-zero/ (accessed on 27.12.2018).

21 Elagina E., Makarevich |. Mirozdanie: Poyasneniya k vystavke
Beyond Zero [The Universe: Explanatory notes for the exhibition
Beyond Zero]. Manuscript.

22  Arendt H. The Human Condition. P. 270.
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ypa3ymeTb Ha OCHOBaHUU CBOEro pa3ymMma U NOHATb Ha OCHOBAHWH CBO-
ero paccyaka, U yHMBepcasnbHbIMH 3aKOHaMH, KOTOPbl€ OH MOET OTKPbITb
Y MPUMEHUTb, OAHAKO, HE MOHUMan HUX»22,

B 2016 ropy 3a aa aHA no cmeptu [asua Boyu, acTpoHaBT BHY-
TPEHHEero NPOCTPaHCTBa, KaKk Hadean ero xedpu Mapu, BbinycTvn
cBOM nocnedHui anbbomom «HepHana 3Bespa». B packone memay veno-
BEKOM M MMpPO3[aHMEM 3Be3aa TPaHCHOPMUPYETCA B YEPHYHO AbIpy. To,
YTO HeNb3A YBUAOETb, 04EPHYEHO FOPU30HTOM CObLITUI. NpuxoamT Bpemsa
HOBOIO OTYYHAEHMWSA YerloBeKa He TOMbKO OT cebd W nnaHeTbl 3emns,

HO M OT YHMBEPCaslbHOCTU KOCMOCaA.

22  ApeHar X. Vita activa, unu o festensHow xmamu. C. 337.
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2012 — coocHoBartenb W apT-aupeKTop ranepeu «lpoyH»; 8 2012—2013 —
apT-AMPEKTOP MOCKOBCKOIO My3€MHO-BbICTaBOYHOrO 06beanHeHnA «MaHem».

Kpacumupa Jlyknuesa (Poccun)

HaHaupaT MCKyccTBOBeAEHUA, AOLLEHT, 3aMeCTUTENb AUMPEKTOPa MO Hayy-
Hon pabote HWUW Teopum 1 nctopmm nsobpasmtenbHbix McKyccTs PAX.
B 1991—2016 — npenopaBatens PITY, 3aBeposana kapenpoi Beceobuen
NMCTOPUKU NUCKYCCTB.

Han-l06ep MapTteH (DpaHLma)

Hypatop. B pasHoe Bpema BO3rnaBnan Takne MHCTUTYLMK Kak KyHcTxanne
(Bep), LienTp Momnuay u myaen Oreannn n Appuru (Mapux), Mysen KyHct-
nanac (Jdioccenbaopd). Pa6otan kypatopom FocyaapcTBeHHOro Myses coBpe-
MeHHOro uckycctaa B [Napuie, onomH n3 ocHosatenew Llentpa Momnuay. Kypa-
TOp pAfda 6ueHHane 1 KpynHbIX BLICTABOK, B 4acTHOCTH, «[lapuk — Mocksa»
(1979), «Magiciens de la terre» (1989), «Partage d’exotismes» (2000), «Une
image peut en cacher une autre» (2009), «<Kapam6onsm» (2016).

Omutpuin Osepros (Poccun)

HypaTop, apT-KpuUTHK. 3aBelyolmnii OTAEN0M COBPEMEHHOIO UCKYC-
cTBa W xpaHuTenb ¢ppanuy3sckon rpastopsl XV—XVIII Bexos [ocynapcteeHHOro
OpmuTaxka. Kyprposan BeicTaBkM [0CynapCTBEHHOrO SpMUTaKa B 9pMUTaK-
HoM ueHTpe B JToHaoHe (2006) 1 Ha BeHeuunaHcKol 6BueHHane COBPEMEHHOMO
uckycctea: «dmutpuin Mpuros: OAmutpuit Mpuros» (2011) n «Glasstress 2015
Gotika» (2015).

Mutep Oc60pH (BennkobputaHua)

Mpodeccop n anperTop LleHTpa nccneposaHuini B o6nactv coBpeMeH-
Hom esponenckon punocodun (CRMEP) Ha 6asze KMHICTOHCKOrO yHUBEPCH-
teta (JlonpoH). Asnanca COKypaTopom HopBexcKoro naBunboHa Ha BeHeuu-
aHcKom 6uerHane (2011).

Hatanua Cunoseckana (Poccus)

[oKkTOop MCKyccTBOBeAeHHA, AnpeKTop [0CynapCTBEHHOrO MHCTUTYTa
nckyccTBo3HaHuA MunuctepcTea Kynbtypel P®, uneH coseTa anpextopos
MempayHapoaHo# accoumaumMn Hay4HO-MCCneaoBaTeIbCKUX MHCTUTYTOB UCTO-
pumn nckyccts (RIHA). Yupeautenb v masHbii peaaktop anbmaHaxa v uanaress-
cKoro goma «[uHakoteka». O6nagaTensHuua 3onotor megany PAX, noyeTHbIx
rpamoT MuHuctepcTBa KyneTypbl PP 1 Mansl Pumckoro MoaxHa Masna |l

AneKkcaHpapa Ctapycesa-lNepweesa (Poccusa)

MckyccTBoBea, BUAEOXYOOKHUK, NpenopasaTens B LLIkone ansanHa
HWY BLLUS. B pamkax maructepckoi kBannduKralnMoHHon pabotel B MY um.
M. B. JllomoHocoBa Havyana uccrnefoBatb 3CTETUHECKME OCOBEHHOCTHU BUOEO-
apTa, a1a pabota 6bina npogonxeHa B acnupaHtype BIM'MKa, pesynbratom
ee cTana guvcceprauma Ha Temy «BbipasuTenbHble BO3MOKHOCTM MOHTaka
B BUAEOapTe>.

AnuHa Ctpensuosa (Poccus)

3amMecTuTeNb rMaBHOro pefaxkTopa KypHana «McKyccTBO», apT-KPUTHK.
HaHaunpat HayK, YMTaeT nekummn Ha parynstete KypHanucTnkn MY nm. Jlomo-
HocoBa M B [TT.

Oneca TypkuHa (Poccua)

BenyLumin Hay4HbIM COTPYAHUK OTAEeNna HOBEWLWMX TeyeHn Pyccroro
my3es, goueHT CI6I'Y, aencTBuTENbHLIM YneH PegepaLum KOCMOHABTUKM
Poccuun. Rypatop 6onee 100 mexayHapoaHbix NpoeKTos, B ToM vyncne: MIR:
Made in the XX century, Poccuiickni naBunboH Ha 48-or BeHeumaHckom
6ueHHane, 1999; «<Ha6noaneHune», FTAO lNynkosckaa o6cepaaTtopua, 2007.

CesepyvH Dpomera (LLsenuapun)

MUckyccTBoBen, Kypatop, apT-KpUTHK, pegaktop. Kypatop Myszea Tan-
rnu, paHee Kypatop apT-Konnekuuu Mukte (FKeHesa), coTpyaHuuana ¢ myseem
coBpemeHHoro nckycctaa B eHeBe. CoocHoBaTe b BbICTABOYHOMO apT-Npo-
cTpaHcTBa «3abpucku MonHT» B HeHeBe.

exhibitions of Rirkrit Tiravanija (2015), Viktor Pivovarov
(2018), Taryn Simon (2016), Takashi Murakami (2018)
and Triennial of Russian Contemporary Art.

Marina Loshak (Russia)

Art historian, curator, Director of the Pushkin State Mu-
seum of Fine Arts. In 2007—2012 — co-founder and Artistic
Director of Proun Gallery; in 2012—2013 — Atrtistic Director
of Moscow Museum and Exhibition Association Manege.

Krasimira Lukicheva (Russia)

Associate Professor, Deputy Director for Research
at the Institute of Theory and History of Fine Arts of the
Russian Academy of Arts. Holds a Candidate Degree in
Art History. In 1991—20186, she was lecturer and Head
of the Department of Art History at the Russian State
University for the Humanities.

Jean-Hubert Martin (France)

Curator. He has been director of several museums
(Kunsthalle Bern, Musée d’art moderne Centre Pompidou,
Musée des arts d'Afrique et d'Océanie, Paris and Museum
Kunst Palast, Diisseldorf), curator of the Musée d'Art moderne
in Paris. He has been curator of numerous biennials and large
exhibitions like: Paris — Moscou (1979), Magiciens de la
terre (1989), Partage d’exotismes (2000), Une image peut en
cacher une autre (2009), Carambolages (2016).

Dimitri Ozerkov (Russia)

Curator, art critic, Head of the Contemporary Art
department and Curator of French engravings of 15th —
18th centuries at the State Hermitage Museum. Curated
the Hermitage exhibitions at the Hermitage Centre
London (2006) and at the Venice Biennale: Dmitry Prigov:
Dmitry Prigov (2011) and Glasstress 2015 Gotika (2015).

Peter Osborne (UK)

Professor and Director of the Centre for Research
in Modern European Philosophy (CRMEP), Kingston
University London. He was co-curator of the Norwegian
Representation at the Venice Biennale (2011).

Natalia Sipovskaya (Russia)

Director of the State Institute for Arts Studies in
Moscow, board member of The International Associa-
tion of Research Institutes in the History of Art (RIHA).
Holds a PhD in Art History. Initiator and editor-in-chief
of Pinakoteka almanac and publishing house. She is the
holder of the gold medal of the Russian Academy of Arts,
honorary diplomas of the Ministry of Culture of the Rus-
sian Federation and of Pope John Paul Il.

Alexandra Staruseva-Persheeva (Russia)

Art historian, video artist, lecturer in Art and Design
School of the Higher School of Economics (Moscow).
Working on her MA thesis at the Lomonosov Moscow
State University, she made a research in the field of video
art and that work proceeded in the candidate’s thesis at
Gerasimov Institute of Cinematography (VGIK) devoted to
the aesthetic problems of editing in video art.

Alina Streltsova (Russia)

Deputy Chief Editor of the Art Magazine "Iskusstvo".
Art critic, lecturer at the Department of Journalism of the
Lomonosov Moscow State University and at the State
Tretyakov Gallery.

Olesya Turkina (Russia)

Senior Research Fellow at the State Russian
Museum, Associate Professor at St. Petersburg State
University, member of the Federation of Cosmonautics
of Russia. Curated more than 100 international projects,
among them: MIR: Made in the XXth Century, Russian
Pavilion, 48th Venice Biennale, 1999; Observatory, Cen-
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tral Astronomical Observatory, Pulkovo Observatory of
Russian Academy of Sciences, 2007.

Séverine Fromaigeat (Switzerland)

Art historian, curator, art critic, and editor. She is
currently curator at Museum Tinguely. She was previously
curator for the Pictet Art Collection, Geneva, and collabo-

rated with MAMCO (Museum of Contemporary Art Geneva).

Co-founder of the art space Zabriskie Point in Geneva.

Brooke Holmes (USA)

Professor in the Humanities and Professor of Clas-
sics at Princeton University. Directs the Interdisciplinary
Doctoral Program in the Humanities (IHUM) and Post-
classicisms (Princeton), author of number of academic
studies and monographs.

Keti Chukhrov (Russia)

Art theorist and philosopher, Associate Professor
of the Department of Cultural Studies at the National Re-
search University "Higher School of Economics" in Mos-
cow. In 2012—2017 she headed Research and Theory

Department at the National Center for Contemporary Arts.

She is currently Marie Curie fellow at the Wolverhampton
University, UK.

Olga Shishko (Russia)

Art historian, curator. Head of Department of Cin-
ema and Media Art at the Pushkin State Museum of Fine
Arts. Co-founder of the Center for Culture and Arts Medi-
aArtLab. Artistic Director of Media Forum at the Moscow
International Film Festival.

Bpyk Xonmc (CLUA)

Mpodeccop MpuHcToHcKoro yHuBepcuteTta. PykoBoauTtens Mexaunc-
LMMAMHAPHON AOKTOPCKOM NPOrpamMMbl Mo rymaHuTapHsiM Haykam (IHUM)
u noctrknaccuumamam (MPUHCTOH), aBTOP MHOFOUYUCTIEHHBIX HAYYHbIX UCCNEA0-
BaHWI W MOHOrpadui.

Katn Yyxpos (Poccusa)

HokTop drnocodcKmx HayK, AOLEHT Kadpeapbl BCeobLEeN MCTOPUM
ncrycctea PITY. JouenT LWKonbl kyneTyponorun HAY BLUD. PykosoauTtens
HayuHo-TeopeTudeckoro otaena MLCH (2012-2017). HayuHbii coTpyaHmk
nporpammel Mapu Kiopu Ha kadeape Teopum nckycctea YHusepcuteta Byn-
BepxemntoHa (Benuko6putaHun).

Onbra Wuwko (Poccusn)

McrycctBoBea, Kypatop. 3aBefytowan OTAEN0M KMHO- U MEAUANUCKYC-
ctea TMUW mm. A. C. lMywknHa. CoyupeanTtenb LLeHTpa KynbTypbl U HCKyCCTBA
«MegnaApt/la6». ApT-gupektop Meana ®Popyma MocKOBCKOro MexayHapoa-
HOro KMHodecTMBansa.
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KJTACCHMKA M COBPEMEHHOCTb.
OTPAMEHWMA

Martepuarbl MexayHapoaHOM Hay4YHOM KOHdEPEHLIMK
«BUMMEPOBCKHWE YTEHWA 2018~
Beinyck XLIX

KJTACCHUKA M COBPEMEHHOCTb. OTPAEHWA: Matepuans
Hay4Hoi koHdepeHuumn «XLIX BUMNEPOBCKHUE YTEHMA». — Mocksa:
MWW um. A.C. MywknHa, 2019. — 184 c.: un.

ISBN 978-5-89189-015-2

ExerogHan koHdepeHuna TMUN um. A. C. MywkuHa «<BunnepoBckue yteHUA»

B 2018 rogy 6bina NOCBALLEHA Pa3BMTUIO TEOPETUHECKOM U NMPaKTUYECKoM H6asbl
HOBOrO HanpaBneHusa AeATenbLHOCTU My3ed — «[lywKuHckui XXI». Ctatby,
BolleALwre B COOPHMK, MOCBALLEHbI 3BOMOLMK 06pa3oB, MOUCKY OBLWHOCTH MaeH
K1IACCUYECKOro U COBPEMEHHOI0 MCKYCCTBA, Pa3nyHbIM KOHLEMNLMAM pasBUTUA
XY[OXECTBEHHbIX My3€€eB B MUpPE, BbICTPAUBAHWUIO CBA3EM MemIY NPOLLIbIM

1 HaCTOALLMM B BbICTaBOYHbIX U 06pa3oBaTesibHbIX MPOEKTax.

lenepanbHbii naptHep MUK um. A.C. MywkuHa
General partner of The Pushkin State Museum of Fine Arts
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The Pushkin State Museum of Fine Arts expresses a special gratitude to Marianna Sardarova
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Bymara odceTHas. MNevatb odpceTHan
Tupax 1000 aka.

OTtneyataHo B Tunorpadum «Mapeto-NpuHT»
r. Teepb, Boposneso 1, OO0 «UMMK MapeTo-MpuHT»
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Professional informational partner

wBenuapcKni CoBeT No KynsType

CLASSICS AND CONTEMPORANEITY.
REFLECTIONS

Papers of the international research
VIPPER CONFERENCE 2018
Volume XLIX

In 2018, the annual Vipper Conference at the
Pushkin State Museum of Fine Arts was devoted
to the development of the theoretical and practical
foundation of the Museum'’s new direction —
Pushkin Museum XXI. The texts that comprise

this edition deal with the evolution of images, the
search for a commonality of ideas in classical and
contemporary art, various concepts of international
museum development, and the building of links
between the past and present in exhibition and
educational projects.

MapTHep HanpaBnenua «IywkuHcKmiA XXI»
Partner of the "Pushkin Museum XX|"

MpodeccroHanbHbIM HOPMALIMOHHLIN NapTHEP

Kingdom of the Netherlands







