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HogBas cepbe3nocts / UnTepecHast Bemib: BBenenne
Necnep Hoppanb

Ecnu HeKTo «sBIsIeTCs» KEHIUHON, 3TO, 0€3yCIIOBHO, HE €IMHCTBEHHAS XapaKTEPUCTUKA; CIIOBO HE-

MOJTHOLIEHHO, U HE TIOTOMY, YTO IPEAreHIepHas «JINYHOCTb)» BBIXOAMT 32 YACTHOCTHU CBOETO I10J1a,

HO MOTOMY, 4TO B Pa3HbIX UCTOPHUUECKUX KOHTEKCTAX IOJI HE BCET/IA MPOSIBISIETCS C OAUHAKOBOM

YETKOCTBIO WJIM MTOCIIEI0BATEIbHOCTBIO U [IEPECEKAETCS C PACOBBIMU, KIIACCOBBIMU, STHUUECKUMH,

CEKCyaJIbHBIMH U JIOKAJIbHBIMU MOJAIBHOCTAMU JUCKYPCUBHO CKOHCTPYMPOBAHHBIX HIEHTUYHOCTEH.

B KOHEYHOM UTOTre HEBO3MOYKHO OTIEIUTH IO OT MOJIUTUYECKUX U KYJIbTYPHBIX [IEPECEUEHUN, Ha

KOTOPBIX OH HEU3MEHHO MPOU3BOIUTCS U MOAIEPKUBACTCS. [Ixynur Batiep®
PagukanbHoe pemMuHucrckoe MbiuieHue ¢ 1989-1990 rogos caesiaio cBoeii 0OCHOBHOM 3a1a4ei 110-
HUMaHHe TOr0, KAK reHJep COOTHOCUTCH C APYTHMH KJIKYEeBbIMU H3MePEeHUSIMU HIeHTHYHOCTH. Ko-
HEYHO, B PeaJIbHOCTH TaKas 32/1a4a, CIIPOBOLMPOBAHHASI YTPO30il Hepa3/JIM4eHHs JI0KHOH TOMOTIeH-
HOCTH KE€HCKOI0 (M MY:KCKOI'0) ONbITA, YKe CTOs1JIa nepex (peMUHU3MOM BTOPOii BoJiHbI. CiioBa Jlxky-
aut bariep, Hanucannbie B 1990 roxy, orpaxalor nosiBjaeHue HOBOro, 000011a10Eero MUPOBOIO 110-
PsiiKa, BOSHUKIIIETr0 ¢ KOHIIOM X0JI0/I1HOi BOMHBI. [losiBH/1ach cpoYHasi HEOOXOAMMOCTH OCMBICJIUTD
comnpeebHble ¢ TeHaepoM 00acTu. CTaji0 04eBUAHBIM, YTO BOSHUKAIOIIUI MUPOBO NMOPAIOK 3a-
CTABUT NPUHATH HOBBIE CTPAaTernd, HOBbIE MO3MIIHH, C KOTOPBIX CJIeAyeT 0 HeM rOBOPUTH H 1€l CTBO-
BaTh eMy Hamepekop. JIBaauars JieT cycTsi Mbl BCe ellie ClpalnBaeM: KaKie HAppaTUBbI CO31AI0T
COBpPEeMEHHbIE XY10)KHUKH, YTOObI MPOSIBUTH HEU30BIBHYIO CJI0KHOCTh COMAJIbHBIX OTHOLLICHUI —
OTHOLICHMH, B KOTOPBIX I'eH/ep BCera UrpaeT Onpeaesomylo, HO BCera KOHTEKCTYaIbHYI0 POJIb?
T'oBopst TO4Hee, 3a1a4eil KypaTOpPOB OBLJIO CO3IaHHE BHICTABKH, I7ie pa3Hble THUIILI HAPPATHBOB ObLIH
ObI NIPOTHBONOCTABJICHbI U B3aMMO/1eiCTBOBAJIM APYT € APYIOM, BbIBO/JSI HA NIEPBbIH IJIAH IPOTHBO-
pedusi, IPOIYCKH, TEMHbIEC MeCTa, COBIIaJeHUS M CXOACTBA.
Ha BrbicTaBKe npencTaBieHbl BH1€0 U NepGopMaHCchl PyCCKHX U IIBEACKHX XY/I0KHUKOB, B KOTOPbIX
M0-PA3HOMY TPAKTYHTCS I'eHIepPHbIe HOPMbI H 0011eCTBEeHHbIE Hepapxun. Bce onmHHaaIaThL MpoU3-
BeJICHUH CJIYKAT pacIliMpPeHHI0 IUAJI0Ta 0 BO3MOKHOCTH COIMAJIbHOM KPUTHKH NOCPEICTBOM HCKYC-
CTBA — /1aKe KOI7la NPou3Be/leHre He MO3MIHOHNPYeT ce0sl KaK «MoJuTH4YecKoe». B atom ciry-
yae 0co0bIi AKLEHT C/IeJIaH He HA 3asiBJEHHOM MPUHAJIEKHOCTH PadoThl K cepe MPorpeccuBHOM
NOJIUTHKH, 2 HA 0COOCHHOCTAX NMPAKTHKHU, HA CIIOCOOHOCTH NPEACTABUTH CBOI0 TOUYKY 3PEeHHS TAK,
4yT00bI OHA 3aXBaTHJIA 3puTens. Kyparopsl mocuntaau 310 60J1ee BaKHBIM, YeM N0Ka3 NIPOU3Be-
AeHHi, IN00 MPONATAHAUPYIOIIHMX YeTKYI0 NOJIUTHYECKYI0 O3UIHI0, TU00 OCHOBAHHBIX HA Hell.
Jlpyroii 3axa4eii cTaj oTdop padoT, KakUM-1100 00pa30M KOMMEHTHPYIOIIMX APYT Apyra dJjaroxaps
Pa3HBIM TEXHUKAM, TOYKAM CX0/1a M IpHoOpUTeTaM. J[pyruMu ¢JI0BaMH, Mbl CTAPAJIUCH NPEIJI0KUTH
He pa3HooOpa3ne TOYEK 3PeHHs, a NOAYePKHYTh 0COOEHHOCTH OHOH padoThI Yyepe3 Apyrue. ITo
CJIY’KMT CTAPTOBOM IJIOIIAKONH M CTUMYJIOM /IS BCTPEeYH MCKYcCTBA U 3puTets. O0ue1ocTynHbIi
CeMHHap ¥ nporpaMMa GuIbMOB, SBJISIIOIIHECH YaCThI0 IPOEKTA, CJIYKAT MeIUALMHU JHAJIOTA HUC-
KYCCTBa H 3puTes — 0oJiee TOro, BCTpeye ABYX KyJIbTyp, Pycckoi u mBeackoi. IlycTs 3TH KyabTypbl
HEBEPHO PaccMaTPUBaTh KAK MOHOJIMTHbIE U LeJIOCTHbIE, He CTOUT NPU0eraTb M K H1e0J0rH4ecKu
COMHHTE/JIbHOH (p)OpMe aMHe3HMH € TeM, YTO0Obl HTHOPHPOBATH PA3HUILY B TPACKTOPHHM UX HCTOPUYe-
CKOro craHoBJieHUsl. [IpoeKT B 11e;10M OCHOBAH HA CPABHUTEJIBLHOM, MEKHAIIMOHAJBLHOM IO/IX0/Ie K
reHjiepy, CeKCyaJbHOCTH M MX COIMONOTUTHYECKHUM U IKOHOMUYECKUM KOHTekcTaM. Tak, moxdopka
¢punbmoB, coznannbix B Poccun u llIBennu ¢ konna 1960-x roaos mo Hamm JHU, MO3HAKOMMT 3pUTe-
JIsl ¢ BAJKHBIMH MCTOPHUYEeCKUMH 0coO0eHHOCcTAMH cTpaH. Hanpumep, ¢puibm «51 o06onbiTeH — xe-
ThIi1», CHATBIN IBeACKUM pexuccepom Busbrorom lllemanom B 1967 roay, KpUTHKYeT KANUTAJIM-
CTHYECKOe M TeHIePHOe HEPABEHCTBO, AIBJIASACH OAHOBPEMEHHO JOKYMEHTOM CEKCYaJIbHON PeBOJIIO-
LIMH U JIEBBIX TeYeHHUI B HIBeCKOM o0mecTBe KOHIAa XX Beka. lleqb10 BEICTABKH, TAKHM 00pa3oM,
CTAHOBHUTCS OCMbIC/IEHHE MEKKY/JIbTYPHOI'0 HACTOSIIIIET0, HO He LIEHOi 0TKa3a 0T NMPOLLIOro.
BoicTaBka npuHUMaeT BbI30B, IPEeAbABICHHbBIN NPONU3BEICHUIO KAK AKTY 001eCTBEHHOM AesiTe/Ib-
HocTH. [Ipon3Benenue, B CBOIO 0Uepeab, Ae/1aeT XyI0)KHUKA COyYaCTHUKOM H300peTeHHs KyJib-
TYPHBIX GOpPM, KOTOpPBbIE ONPeaeAI0T BO3MOKHOCTh AJIbTEPHATHBLI WIH 110 KpaiiHell Mepe BO3-
MOKHOCTb BBISIBUTH NPUPOAY NPo0aeMbl. 51 He HMeEI0 B BUAY, YTO P00dJieMa CBOAUTCS K OTHOMY
o0bsicHenu10. HanpoTus, Teopusi MHHTEPCEKIMOHAJIBHOCTH NPeAINoJiaraet, 4To Bce foJiee BasKHbIM
CTAHOBHUTCS IOHUMAHME TOr0, KAK MOT'YT ObITh CBA3aHbI Ha NEPBbIH B3I/ HECXOAHbIe MPo0.ie-
MBI € OJABJICHUEM H CONPOTUBJICHHEM. TPyAHO NOHATH, YTO MPOUCXOAUT B MUPe, U3 Yero COCTOMM
«MBbI», TPaKIaHE ONPe/ieJIEHHOI0 Kjlacca 1 MoJ1a, U KAaK HaMH yIpaBJisieT HeMPo3pauHblil mocpea-
HHMK — IJI00AJIbHBIH KANUTAJ. Y4YeHblii-peMunucT u akTuBucTka Yanapa Taabnage MoxanTu npu-



INTHT DR ISHE I AN ©0 ¢ 4 AV MR

o
il
L]
5

wo 00LX00L ‘2002 ‘030yd “pajiLiun ‘udoyuLi em3  QOLXOOL ‘2002 ‘BUdedioLod ‘BUHeEERH €99 "HAOXHUY BEE



%

AOPASCE LS 3HO LA N e R O 1At ek b

3bIBaJIa K zlemmbpomce AI3bIKA Kopnopauuif[, KOTOprﬁ BBIHYKJIA€T HAC CJe10BaTb MHOTIOYHUCJ/ICH-

™ HbIM (popMaM ylIepOHOI rpaxkIaHCKOH AKTHBHOCTH, NPeAJaraeMbIM KAIMTAJIOM:

3Ha‘-II/IT, BbI HC IT'OBOPUTE O JIKOAAX, TCPAIOIIUX IIpaBa. Bl TOBOPUTC O JIXOAAX, KOTOPBIM IIPCAOCTABIISA-

I0TCs1 Bce Oosiee yio0HbIe yciyru. Bbl He roBopuTe 0 Mpo3payHOCTH, Bbl HE TOBOPUTE O TOM, UTO B MPH-

BAaTU3UPOBAHHBIX MMTPOCTPAHCTBAX TOJIBKO oorarnie JIFOAX UMCHOT IIpaBo To0JI0CA. A TC, Y KOI'O HET ACHCT,

HE UMEIOT TaKoro Ipasa — BooOI1e. Bar craryc rpaxkjaHiuHa onpezesnsercs 00rarcTBOM U KJIIaCCOBBIMU

IMPUBUJICTUSAMMU. MO)KCT, BbI )KMBCTC B CTPaHE, C‘IPITElIOHICfICfI ((HCMOKpaTquCKOﬁ)>, HO XU3Hb B I€EMOKpa-

TUYECKOU CTpaHC€ HC UMCCT HUYCTO 0611_[61"0 C Pa3BHOBUHOCTBIO AICMOKPATUYICCKUX IIpaB, KOTOPBIC IIPC-

JIOCTaBJIEHbl BaM B HEOIMOEpaJIbHBIX, IPUBATU3UPOBAHHBIX, OPUEHTUPOBAHHBIX HA JIOXOJ] KYJIbTypaxee.
Cornnacno MoxaHTH, COBpeMeHHbI (peMUHHU3M HAXOAUTCH BHYTPH JUCKYPCA, He U30JIMPYIOILETro
reH/iep OT 001eCTBEHHOI0 MPOCTPAHCTBA, He CO31AI0LIero VISl Hero JiabopaTopHbIx ycaosuii. Hao-
60pOT, COBpeMeHHbIﬁ (l)eMI/IHI/IElM YKa3bIBaA€T HAM HA MOJTUTUIECCKUEC PUCKHU, CBA3AHHBIC C OCMBICJIE-
HHEM BaKHEHIINX coMaJbHbIX HpOﬁJIeM CeroaAHANIIHEero 1H — 6eI[HOCTI/I, NnpuBaTu3aluu, €raryca
rpakIaHMHA, JeMOKPATHH — BHe KOHTEKCTA IreH/IepHbIX OTHOIIeHni. BoT mouemy 6MTBa, K KOTOpPOM
MNPUCOCAUHUIINCH U XY10KHUKH, T0JIKHA OLITh HE TOJbLKO Memnyﬂaponﬂoii, HO U Me)l(ceKHHOHHOﬁ.
MoxaHTH BBICTYNIACT B 3AIIIUTY CpaBHHTeJIbHOﬁ METOAO0JIOTMH IMMO3HAHUSA, MOCKOJbKY KallUTAJIU3M
HajleJasieT cy0beKT IreH1epoM KOHTEKCTYaJbHO, B TO K¢ BpeMsl ONepupysl MOHSATUSIMH, CTOSIIIAMH
Ha/l YPOBHEM IoCyIapCTB Kak Hal[l/li/i“'. «E)]I/IHCTBO», HaBA3aAHHOC U IBE€AAM, H POCCUSIHAM 1J100aJ1b-
HBIM KANMTAJTU3MOM, MACKYJIMHHOM KYJIbTYPOH U HeOJTHOEPATIBLHOM COIVIAMIATEILCKOH H1e0/10T e,
MOJKeT OBITh Pa3HbBIM B Pa3HbIX KYJbTypaXx, HO B KOHCYHOM UTOI¢ sIBJAACTCH HpOHSBOZ[HOﬁ 061[Ieﬁ
MaTpuubl. MHuorue nmoJuTHYECKHE IIATH B MaclITadax IUIAHETBI, HAIIPABJICHHbIC HA PECTPYKTYpPHU-
3aI[M10, 1eJIAI0TCS MO/l 3HAMEHEM IEMOKPATHH, XOTS UX MOCJIeACTBHS OTHIOAb He 1eMOKPATHYHbI,
B TO BpeMs KaK OTKPOB€HHO ONMMO3UIIUOHHBIE JUCKYPCHI YaCTO OTTECHAIOT BOIIPOCHI reHAepa U CEKCy-
aJIbHOCTH Ha BTOpPO# mi1aH. Mbl Hageemces, uTo «HoBas cepbe3HocTs / UHTEpecHas Belb) JUKBUAU-
PYeT 3TOT «BBIHOC 32 CKOOKM» M YIEPKHUT IreH/Aep M CeKCYaJabHOCTh B I0JI¢ HAIIEr0 3peHusl.

« Judith Butler, Gender Trouble: Feminism and the Subversion of Identity,

Routledge, New York and London, 1990, p. 6.

eYaHapa Tanbnage MoxaHTV UMTUPYETCS B QUIbMeE

«AHTUMKanuUTanucTuyeckaa bopbba GEMMHNEMA U TPAHCHAUMNOHAaNbHAsA CONNAAaPHOCTbY

(Mecnep Hopaanb, Bugeo, 69 MuUH., 2007).

e CM. Chandra Talpade Mohanty, Feminism without Borders, Duke University Press,

Durham and London, 2003, p. 238.

New Gravity / Interesting Thing: An Introduction
Jesper Nordahl
If one “is” a woman, that is surely not all one is; the term fails to be exhaustive, not because a preg-
endered “person” transcends the specific paraphernalia of its gender, but because gender is not always
constituted coherently or consistently in different historical contexts, and because gender intersects
with racial, class, ethnic, sexual, and regional modalities of discursively constituted identities. As a
result, it becomes impossible to separate out “gender” from the political and cultural intersections in
which it is invariably produced and maintained. Judith Butler®
Understanding how gender cuts across other key dimensions of identity has been a declared ob-
jective of radical feminist thinking since 1989-90. In reality of course, such an objective — posited
against the threat of misrecognizing a false homogeneity of women’s (and men’s) experiences — was
already embedded in second-wave feminism. What Judith Butler’s words from 1990 reveal is that at
the end of the Cold War and as a new, totalizing world order was emerging, the need to reflect on the
co-articulation of gender became pressing. It was becoming obvious that the emerging world order
would require new strategies, new positions from which to speak and act against it. Twenty years on,
we may as well ask: what narratives do contemporary artists imagine in order to address the undi-
minished complexity of social relations — relations where gender is invariably found to play a consti-
tutive, and yet always contextualized, role? More specifically, the curatorial aim underpinning New
Gravity / Interesting Thing has been to mount a show where such narratives could be juxtaposed and
invited to interact, bringing forth contradictions, gaps, unclarities, overlaps, affinities.
The exhibition includes video and performance work by Russian and Swedish artists that addresses



gender norms and social hierarchies in diverse ways. All eleven pieces in the show contribute to ex-
panding the dialogue around the possibility of social critique through art, even in cases where a work is
not self-styled as “political”. On this occasion, emphasis was placed not on a work’s declared commit-
ment to progressive politics but on its ability to practice differently, to put forward an engaging view.
This was deemed more important than each work providing, and operating from, a fully formed politi-
cal position. There was also the intention to bring together works that somehow commented on each
other through their different outlooks, focal points and priorities. In other words, we sought to offer
not a plurality of viewpoints but to mobilize each work through another work, as a starting point and a
stimulus in the encounter between art and the public. The open access seminar and the screening pro-
gram organized as part of this project serve to also mediate the encounter between art and the public
as well as the encounter between the two cultures — Russian and Swedish. As misleading as it would be
to see these cultures as monolithic and unified, it would also require an ideologically dubious form of
amnesia to disregard their historically diverse trajectories. The broader project relies on a compara-
tive, transnational approach to gender, sexuality and their socio-political and economic contexts, and
so a selection of films produced in Russia and Sweden from the late 1960s to date can help animate this
crucial historical background. For example, the 1967 film “I Am Curious — Yellow”, made by Swedish
director Vilgot Sjoman, criticizes capitalist and gender oppression as much as it constitutes a document
of the sexual revolution and the Left in Swedish society in the late twentieth century. New Gravity / In-
teresting Thing thus aims to think about an inter-cultural present but not through the facile dismissal of
the past.
The exhibition responds also to the challenge of positing the artwork as a site of social practice. In its
turn, the artwork reveals the artist to be a contributor to the invention of cultural forms that set the
possibility of alternatives or at least the possibility of illuminating the nature of the problem. I do not
mean by this that the problem can be reduced to “one”. Rather, as intersectionality theory suggests,
understanding how what are seemingly unrelated issues can prove to be connected instances of op-
pression and resistance becomes increasingly important. It is already hard enough to figure out what
is going on in the world today, how “we” are today constituted as (gendered and classed) citizens
through the non-transparent rule of our common mediator — that is, global capital. Feminist scholar
and activist Chandra Talpade Mohanty has argued about the need to unmask a corporatist language
which delivers us to the many expressions of diminished citizenship that capital has on offer:

So, you do not talk about people losing rights, you talk about people getting more efficient services. You do

not talk about accountability, you do not talk about the fact that in privatized spaces it is people who have

wealth and money who have a say. And people who do not have wealth and money have no say - none

whatsoever. Your citizenship is determined by your wealth and your class privilege. You may happen to

live in a country that calls itself a “‘democracy,” but living in a democracy has nothing to do with the kind of

democratic rights that you are afforded in neoliberal, profit-oriented, privatized cultures.ee
Contemporary feminism, according to Mohanty, is a discourse that does not isolate gender, examin-
ing it in socially non-existent, lab conditions. Instead, contemporary feminism makes us conscious
of the political risks faced when thinking about the major social issues of today — poverty, precariza-
tion, privatization, citizenship, democracy — without seeking to grasp them also in terms of gender
relations. This is why the battle, joined also by artists, must be intersectional as well as transnational.
Mohanty has herself advocated a comparative methodology of getting-to-know, as capitalism en-
genders subjects contextually while simultaneously operating beyond the nation-state level.ee* The
“holistic” treatment imposed on us - whether in Russia or Sweden — by global capitalism, masculin-
ist culture and a consensus-based neoliberal ideology may find culturally specific expressions but is
ultimately a shared matrix. Many of the restructuring policies around the globe are implemented in
the name of democracy when their consequences undermine democracy — while, as has become ap-
parent in 2010, gender and sexuality continue to be marginalized in many discourses that claim an
oppositional stance. New Gravity / Interesting Thing hopes to be an instance of negating this condition
of marginalization, keeping gender and sexuality in orbit and in sight.

e Judith Butler, Gender Trouble: Feminism and the Subversion of Identity,

Routledge, New York and London, 1990, p. 6.

e Chandra Talpade Mohanty quoted in Anticapitalist Feminist Struggle, and Transnational Solidarity

(Jesper Nordahl, video, 69 minutes, 2007).

ese See Chandra Talpade Mohanty, Feminism without Borders, Duke University Press,

Durham and London 2003, p. 238.
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The Knife
Pass This On (Mepegaii gpyromy),

BUOEO, 4.12 MUH.

Mysbika: The Knife (KapuH dpenep
Anpepcod v Onad Apeniep) /
Bunoeo: MoxaH PeHk, 2003

The Knife
Pass This On, video, 4.12 minutes.

Music: The Knife (Karin Dreijer

Andersson and Olof Dreijer) /
Music video: Johan Renck, 2003

lnoxoe KNHO, BUAEeO, 3.10 MUH., 2009

Bad Film, video, 3.10 minutes, 2009

Bnagumup CenesHen

Vladimir Seleznev

Tobunac bepHcTpyn
Xopsadee aro (Teno 5), 3aKoNnbLoOBaHHOE
Buoeo, 6e3 3Byka, 2010

Tobias Bernstrup
Walking Ego (Body 5), video, silent,
loop, 2010




AHHVKa JlapcoH
HoBagd rpaBuTauunsa, sBuaeo, 30 MUH.,
2003

Annika Larsson
New Gravity, video, 30 minutes, 2003

MaBen KoctomapoB, AHTyaH KaTTuH
TpaHchopmaTop, BUAEO,
16 MUH., 2003

Pavel Kostomarov, Antoine Cattin

Transformer, video,
16 minutes, 2003

Mapkyc lnHoeH
Coxanetwowmne, dunbm, 60 MUH., 2010

Marcus Lindeen
Regretters, film, 60 minutes, 2010

Courtesy Anna Bjarnesson

JBa AllHXopH, Tepe3a MEpPHBUK
Warszaw.street.02, Bugeo, 10 MUH.,

2003

Ewa Einhorn, Terese Mornvik

Warszaw.street.02, video, 10 minutes,

2003
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Kanca danbbepr
20 MUHYT (XeHCKUN Kynak),

3aKonblLOBaHHOE BLUAEO, 20 MUH., 2006

Kajsa Dahlberg
20 Minutes (Female Fist), video,

20 minutes, loop, 2006

Enena KnumoBa

YyBCTBO MecTa, BULEO, 5.24 MWH., 2009

Elena Klimova

Sense of Place, video, 5.24 minutes, 2009




Knapa llnaoeH EneHa KoBbiHa
NMapanusoBaHHasn, BoiMupatowme nebenu,
BUOE0, 3.06 MUH., 2003 Bngeo, 8.36 MUH., 2008
Klara Liden Elena Kovylina
Paralyzed, video, Dying Swans, video,
3.06 minutes, 2003 8.36 minutes, 2008
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Bo3mokHOCTH reHaepa

KapuHa KapaeBa

CywecTByeT JiM reH/iep B COBpEeMEHHOM 0Te4yeCTBeHHOM nckyccTBe? Korma poccuiickuii Xy10/KHIK
HCIBITHIBAET HA cede BIMsAHME 3apPy0e:KHbIX IPAKTUK, OH CTPEMHUTCH HE TOIbKO MEPEHATH CJI0KUB-
LIYIOCS TPAANLMIO, HO B 00/1bIIEH CTENEHN BCKPBITH ONPeIeJeHHbII KOHTEKCT B CBOEM JIMYHOM
npocrpancree. BoicraBounsblii npoekt «HoBasi cepbe3HocTh / UHTEpecHas Belllb» He NMpeTeHAyeT Ha
PaIMKAJIbHYI0 APTHKYJISILHI0O KOHKPETHOM NMP00JIeMaTHKH, CBA3AHHOM ¢ FeHIePHBIMU MYTALHMAMH,
HO BBISIBJISICT BO3MOKHBIN «MHOID> CMBICJI, KOTOPBIH 10 CHX NOP CYIIEeCTBOBAJI B IPOCTPAHCTBE

Y3KO IMCHUILNINHAPHOIO0 BhICKAa3bIBaHUsl. be3yc/i0BHO, reH/1IepHbIil BONIPOC BCTaeT Beerjaa, Koraa
pedb HIeT 0 KOHKPETHO MY KCKOM HJIH KEHCKOM XYyI0:KeCTBEHHOM BBICKA3bIBAHUH, OJHAKO B C/Iy4ae
C IIBEJCKHM COBPEMEHHBIM HCKYCCTBOM, B KOTOPOM (DeMHHM3M BBITCCHsICT JIIO0YIO IPYIyI0 IPaK-
THKY M BJIMsIeT HA pa3BUTHE «TPAJAMIHOHHOI0» HCKYCCTBA, POCCHMCKUH Xy10KHMK(11a) HCTIBITHIBAaeT
NMOTPEeOHOCTD, HEe BCer1a 00beKTHBHYIO H 04€BH/IHO BbIPAKEHHYI0, BO BHYTPEHHEM OTCTPAHEHHH

1 0eCCO3HATEJBHOM /IeJIerHPOBAHUHM Ce0s1 KaK Mepe;KMBaloIIero reHiepHyo npodiaemaruxky. @opma
COO0ILIeHUS MEKAY XyI0KHHUKOM M TeHePOM JIeKUT B NPOCTPAHCTBE J0CTATOYHO KOHKPETHOIO

U BHATHOI'O OTHOLLECHUSI K COOCTBEHHOM NepPCOHe M MPUHALJIEKHOCTH K TOH MJIM MHOH HAIlHOHAJIb-
HOM, I10JIOBOH, COLIMATbHOM, NOJMTHYECKOMH I'pyIie JM00 CO3HATEJIbLHOMY 0TKA3y OT 3TOH NPUHA/-
JeskHocTH. [lo3unmonucrekas pyHKIUSA Xy10)KHUKA NlepecTaeT yYUThIBATHCH TaM, Ille MOAAJIbHOCTD
€ro BbIpaKeHUsl npefeabHO 00beKTHBHA. OHAKO HICHTH(UKALMA ITOT0 BBIPAKEHUS BCEIIa CBs-
3aHA C ONpeIeJIeHHOT0 poia (hopMaJIbHBIMHM NPU3HAKAMH, 3 HMEHHO — BO3MOKHOCTBIO MOAKJII0YEHHUS
HCTOPUYECKOro (MaccOBOI0) UM JIMYHOro oTHOIIeHHsA. CaMO0OTBepPKeHHOCTh Xy10KHHKA He Bcerja
OTHOCHTCSI HCKJIIOYUTEIBHO K CAMOMY IOCTYIIKY, HO TAKsKe — M IIPeK/ie BCEero — K MonbITKe caM0aHa-
JI3a. JTOT CAMOAHAJIN3 yKe BBIXOIMT 32 KeCTKHe IPAHUIIbI TeHIePHOI0 Pa3inveHus U NpeBpaa-
€TCsl B CAMOKPUTHYECKYI0 BO3MOKHOCTh NMPOJAEeMOHCTPpUpoBaTh oTHOLIeHue. Enena Kiimmosa, Baanu-
mup Cenesnes, Esena Kopplimna, ITasesa Koctomapos 1 Autyan KarTtus Tak nin uHade 1y0JupyroT
onpeaeJIeHHYI0 CHTyaluIo, 00J1aalolly0 B TOM 4K cje TeHIepHoi NpuHauIe:kHocThI0. Hanpumep,
Enena KnumoBa uccienyer tonorpaguio mecra, locus solus, onpenenenne KOTOporo B ee BbICKa3bl-
BaHUH NPHOOpeTaeT XapaKTePHCTHKY, MO3BOJISIIONLYI0 PACIIPOCTPAHUTD €€ B YyBCTBEHHOE NPOCTPaH-
cTBO. /Ipamaryprus neiictBusi — koraa KiimmoBa OyKkBajibHO KPUYHMT U 3BYK PACNPOCTPAHSIETCS YKe
3a mpeaesbl MeCTa «3/1eCh H ceivac» — BbITECHsIeTCH 3HaYeHueM cJjioBa. To, 4o 310 CJI0BO, TOUYHEE,
CJI0BOCOYETAHME, IPOU3HOCUTCS KEHIMHOM, 100aBseT HHYI0 (JOPMAILHOCTH B ONpee/IeHIe ero
BO3MoskHOcTel. [Ipon3HeceHne n/uin BHIKPUKHBAHUE 3TOIO0 CJIOBA 00/1aaeT OAUHAKOBOMH CTeleHbI0
oTyasiHUs 0€3HAesKHOCTH, UMEIONIero Mo OTHOIIEHNIO K MeCTy PaBHbIH rpaxyc uHAu(pepeHTHO-
ctu. Kaxkercs, uro 3ta muandpepenTHocTs npucyma nepconaxam puabma Ilasna Kocromaposa

u Anryana Karruna «Tpancdopmarop». 3T repou y:xe He 00,1a1a10T HM OHOH MPUHA/JIE:KHOCTHIO —
peKuccepbl HecaeayIoT GeHOMEH AHTHAHTPOIOJIOTHYeCKOr0 BU3YalbHOI0 IOBEeCTBOBAHMA. ZKU3Hb,
TOJIbKO B CBOCH OTCTPaHEHHOH NMPOCTOTe, HHTEepecyeT Xyno:xHuKa Baagumupa Celie3HeBa, KOTOPBIi
B cBoeii padore «Ilii0x0e KMHO» 3aTparnBaeT, B CyIIHOCTH, 0aHAJIbHYI0 IPO0IEMATHKY CYILeCTBOBa-
HUSl, TOYHEee MP00JeMATHKY OTHOIEHUI MKy MYKUYMHOMN U KEHIIUHOM. XYyI0KHUK CO3HATEJIbHO
O0TKAa3bIBAETCS OT 3BYKa, OT /1100010 Bepdajim3Ma B 110J1b3y IMOLMOHAJIBHOIO0 B3aUMOACCTBHSA ABYX
NepcoHasKell, HO IPU ITOM IOBOPHT 00 yTpare BO3MOKHOH KOMMYHHKAIUM. 31eCh KaK Obl HET MYk
CKOI'0 M KEHCKOI'0 — JINIIb OTCYTCTBHE, KAKAA-TO 0COOCHHAsi POCTOTA, KOTOPasl y»Ke CO3AaeT NpH-
cyrcTBHe. B 310l IpocToTe ecTh BCe YTO YIOHO, KpOMe KOHKPETHOI0 ONpee/IeHUsI: XyA0KHUK
CO3HATe/IbHO NpuderaeT K yCJOBHOMY SI3bIKY KHHeMaTorpadga, KoTopblii npeejibHO NPo3payeH

B CBOEM H300pa’KeHNH, O/THAKO CKBO3b IIPU3MY KOHKPETHOIO Xy/10/KeCTBEHHOI'0 BHICKA3bIBAHUSA
BBIIVISIAUT KAK JIONIOJTHUTE/IbHAS CTeHA, He MO03BOJIAI0IIAs IPOHUKHYTh B XapaKTep B3aMMOOTHOLIIe-
HMii mepconaxei. Enena KoBbliimHa Takke OTCTpaHsieT BO3MOKHOCTh KOMMYHHMKALIMH, OIHAKO B ee
padote « BoiMuparomue Jiedeaqm» 1eiCTBHE MADKHPOBAHO KOHKPETHBIM NOJTUTHYECKHM COObITHEM.
JTOT acneKT, 6e3ycJ10BHO, sIBJsIeTCsl TOH (JOpPMaJILHOCTBIO, 32 KOTOPO# OTHOLIEHUSI MEXK1Y BJIACTBIO
U TPAa’KIAHUHOM CTAHOBATCH AKTYaAbHbIMH. XY105KHHLA, H3BECTHAsA CBOUMHU (peMHHUCTCKUMHU Tep-
(popMaHcamMH, IEPEXOAUT B KAXKylleecsi HHbIM MPOCTPAHCTBO XYA05KeCTBEHHOI'0 BbICKA3bIBAHMS.
Pediexcupysi Ha TeMy OTHOIIEHHII BHYTPH FOCY1apcTBa, OHA, OAHAKO, POA0JIKAET Pa3BUBATh TeMY
HEBO3MOKHOCTH AuaJjiora. /luis Hee cyliecTByeT MOHOJIOTHYeCKasi (popMa KOHKPETHOI0 He010ruye-
CKOr0 JHKTaTa. 3anpeT Ha n300pakeHUe U CJI0BO MMeeT OTHOLICHHEe K KOHKPETHOM npod/emMaTnke
BO3MOKHOCTH BbICKA3bIBAHMSA — XY10K€CTBEHHOI'0 MJIU TeH/IEPHOI0, HJIN Xy10:KeCTBEHHOI0 BHYTPH
TeH/IePHOI0, HJIM HA000POT — BOT MIC0JIOTHS «KHOBOM CEPbE3HOCTH.



The Possibility of Gender

Karina Karaeva

Does gender exist in modern Russian art? When a Russian artist feels the influence of foreign prac-
tices, he attempts not only to take over an established tradition, but (and to a greater extent) to

open up a specific context in his own personal space. The exhibition project New Gravity / Interest-
ing Thing does not pretend to any radical articulation of the concrete problematic associated with
gender mutations, but reveals a possible “other” meaning, which previously existed in the space of

a narrowly disciplinary utterance. Certainly, the gender issue always arises when a specifically male
or female artistic utterance is in question, but in the case of Swedish contemporary art, where femi-
nism squeezes out any other artistic practice and influences the development of “traditional” art, the
Russian artist (male or female) feels a need — not always objective or clearly expressed — for internal
removal and unconscious delegation of himself as experiencing the gender problematic. The form

of communication between the artist and gender lies in the space of a concrete and comprehensible
relationship to one’s own person and attachment to some or other national, sexual, social or politi-
cal group, or of a conscious rejection of such attachment. The positional function of the artist ceases
to be taken into account when the modality of his expression is as objective as it can be. However,
identification of this expression is always associated with a certain kind of formal features, namely
with the possibility of tying in a historical (mass) or personal attitude. The artist’s selflessness is not
always related exclusively to the act itself, but also — and primarily — to an attempt at self-analysis.
This self-analysis already goes beyond the strict limits of gender difference and turns into the self-
critical possibility of demonstrating the attitude. Elena Klimova, Vladimir Seleznev, Elena Kovylina,
Pavel Kostomarov and Antoine Cattin find ways of replicating a specific situation, which includes a
gender attachment. For example, Elena Klimova studies the topography of a place, locus solus, the
definition of which in her utterance acquires a character that enables it to be extended into an emo-
tional space. The drama of the action — when Klimova literally shouts and the sound reaches beyond
the bounds of the “here and now” place — is squeezed out by the meaning of the word. The fact that
the word, or rather phrase, is pronounced by a woman adds a different formality to the definition of
its possibilities. The pronouncement and/or shouting of this word has the same level of hopeless de-
spair, which has an equal degree of indifference in relation to the place. This indifference seems to be
essential to the characters in Transformer, a film by Pavel Kostomarov and Antoine Cattin. These he-
roes do not have any attachment — the directors study the phenomenon of anti-anthropological visual
narrative. Life, but life in its removed simplicity, is what interests the artist Vladimir Seleznev, who
in his work Bad Film touches, in essence, on the banal issue of existence, or more precisely the issue
of the relations between man and woman. The artist consciously renounces sound or any verbal-

ism in favour of the emotional interaction of two persons, but at the same time he speaks of the loss
of possible communication. There is, as it were, no male and female here — only an absence, a spe-
cific kind of simplicity, which creates presence. This simplicity has everything except for a concrete
definition: the artist consciously resorts to the conventional language of the film-maker, which is as
transparent as can be in its representation, but a further wall is seen through the prism of the con-
crete artistic utterance, which prevents any penetration into the nature of the relations between the
characters. Elena Kovylina also takes away the possibility of communication, but the action in her
work Dying Swans is marked by a concrete political event. Certainly, this aspect is the formality, be-
hind which the relations between government and the citizen are actualized. The artist, who is well-
known for her feminist performances, crosses into the apparently other space of artistic utterance.
Reflecting on the theme of relationships within the state, she continues at the same time to develop
the theme of the impossibility of dialogue. She believes in the existence of a monological form of the
concrete ideological diktat. The prohibition on representation and the word relates to a concrete
problematic of the possibility of utterance — artistic or gender utterance, or artistic within artistic, or
the opposite, — such is the ideology of the “new gravity”.
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Necnep Hopoanb, MockBa-peka, Buaeo, 9.40 MUH., 2010  Jesper Nordahl, Moskva-reka, video, 9.40 minutes, 2010
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PeknaMHBiii nnakaT K Tenecepunany «MeHTbl-4». Pabounin maTepuan Kk paboTte Bnagummupa CenesHeBa «ln1oxoe KUHOY
Billboar ial ''Cops-4'".Working material for Vladimir Seleznev's "Bad Film"
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The Knife

Pass This On (Mepepaht opyromy), BUAEO, 4.12 MUH.

My3bika: The Knife (KapuH dpenep AHgepcoH 1 Onad Apenep) /
Bupeo: loxaH PeHk, 2003

B knune «Mepegalt opyroMy» 3acHATO BbICTYMIEHUE MYXYUHbI-
TPaHCBECTNTa B MOMELWEHWN, HAMOMUHAWEM WBEACKUIA MPOBUHLMANb-
Hbl KNYO ona obuTaTenen HeboraToro npuropoga. YyBCTBO yYXacHOM
NATHUYHOWM CKYKW, He-OTablxa, TpaHchOpMUPYETCH 1N3-3a O4EBUAHOMN
HeoOblYHOCTU MeponpuaTua. «llepenat 4PYroMy» OTXOLUT OT YEeTKUX
NHTepnpeTauuin MaTepmnana U CTaBUT MHOXECTBO MHTEPECHbLIX BOMPO-
COB O MOMN-KYNbType KakK KPUTUYECKOW NpakTuUKe, o Hacneguu ¢emu-
HN3Ma, MYXEeCTBEHHOCTWN U 3THOCE, O BbICTYMNIEHUAX TDAHCBECTUTOB 1
penpe3eHTaLnmn.

MapannenbHo ¢ 3aHATUAMN My3bikol The Knife ocywecTBnaT nonutun-
yeckue akuuy 1 nepdopMaHchl 3a npeaenamu cueHsbl. NMonyyns Grammy
Kak ny4ywasa non-rpynna 2003 rofa, OHW nocnanu Ha LepeMoHMI0 BMECTO
cebs OBYX NpeacTaBuUTenel B KoCcTioMax repunbepo (3Ty ponb UCnon-
HUAN XygoxXHuku dna-CtuHa CaHgnyHa u Mukene Masy4d4dum). Ha ogexnae
ObI10 HanMcaHo YKMcno «50» — B 3HaK NpoTecTa NPOTUB AOMUHMPOBAHNS
MYX4YMH B MMpe woy-busHeca. pyrvMm npuMepom nonuTnyeckom akTue-
HocTu The Knife cTtan nepeBog 60MblION CyMMbl f€HET B MONb3Yy Npea-
BbIOOPHOM KaMnaHUn «DeMUHUCTCKON MHNLMATUBbLIY (GEMUHNCTCKON
napTun WBeynn) B 3HaK TOro, 4ToO B WBELCKON U EBPOMENCKON MOMN-
TUKE CYlWEeCcTBYeT cepbe3Has HeOHXOANUMOCTb NOAAEPXKU bEMUHM3MA.

TekcT: Mecnep Hopaanb

The Knife
Pass This On, video, 4.12 minutes. Music: The Knife (Karin Dreijer
Andersson and Olof Dreijer) / Video: Johan Renck, 2003

The music video Pass This Onrecords a male drag performance con-
fronting a painfully bored mixed-ethnic, working-class, predomi-
nantly male audience in what looks like the community center of a
small Swedish town or a less affluent suburb. The Friday night feel-
ing of stupefying boredom rather than leisure is transformed by the
apparently extraordinary event of the performance. Defying any
clear-cut reading of the scene it records, Pass This Onintroduces
many interesting questions about pop culture as a critical practice,
the legacy of feminism, masculinity and ethnicity, drag performance
and representation.
Parallel to their musical performances The Knife also realize politi-
cal actions/performances offstage. When they won a Grammy award
as best pop band in 2003, instead of attending the awards ceremony
in person they sent two representatives dressed as Guerrillas (the
artists Fia-Stina Sandlund and Michele Masucci) with the number 50
written on their costumes to protest against male dominance in the
music industry. There was anotherinstance of their engagement with
politics during the last election in Sweden, when they made a large
financial contribution to the campaign by Feminist Initiative (FI),
the feminist party of Sweden, to emphasise the need for a serious
feminist agenda in Swedish and European politics.

Text: Jesper Nordahl
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Bnagumup CenesHen
[lnoxoe KnHo, Bnaeo, 3.10 MUH., 2009

B ocHOBE 3TOro BUAEO NIEXAT, MO CYTU, YKPadeHHbIE MHOW 06passl.
HekoTopoe BpeMa Hasam oad nogpaboTku 94 B Ka4ecTBe onepatopa
cornacuncy 3afgoKkyMeHTUPOBaThL MPOMOAKLMIO, MPOXOLVBLYIO B O4HOM
M3 aBTOCANOHOB.

Akunsa HasbiBanacb «KMHOMaHUEA» UK 4TO-TO B 3TOM POLE U 3aK/ioya-
nacb B CNEAYUWEM: CMEeLManbHO HaHATLIE aKTEPbI U MPOMOYTEDPLI U30-
Gpaxanu 13 ceba CbeMOUYHYI0 TPYNMNY U Npurnawany obblYHbIX N0AeN,
npuweaWnx B aBTocanoH BubrpaTts cebe MawnHy, noy4acTBoBaTbh

B CbeMKax HEKOEero ¢ounbma.

BMeCTo cueHapusa NceBoopexuccep npeaiaran Kakyl-To npocTeHb-
Kyl CUTYyaLWio, a B KAYECTBE PEKBU3NTA — MAWWHbI, NPELCTABAEHHbIE
B canoHe, 6yTadopckuii MUCToNeT, Napukn N HaknagHse 6opoabl.
HekoTopbie MOCETUTENN HE MPOYb BbIN MNOpasBAeYbLCA TaknuM 06pasoMm.
13 3aCcHATOro YyeThipexyacoBoro matepuana (KOTopblin, KCTaTu, 3akas-
YUKY Tak U HEe MOHaZoOUNCH, XOTA OEHLIM MHE 3annaTunm) g Beibpan
HECKONbKO ManeHbKNX CIOXETOB, B KOTOPbIX, KAK MHE MOKa3anoch,
«aKTepbl» BMOAHE YOEeAUTENbHbLI, MOTOMY YTO HE MbITAKTCA UFPaTh:
OHW NPOCTO Takne, KakMe ecTb Ha CaMOM Jefe.

BMecTo HasBaHWeA OTAENbHbBIX YAaCTEN A B35 TETN, KOTOPbLIMU MPO-
KaTYUKU NN PELLEH3EHTLI METAT TOT UMN NHOW GUIbM: «MenogpaMa,
«KOMEAURAY, «KKPUMUHAENY N T.[4.

Euwe 3a HeHaQoBHOCTLIO 9 PewWnn coBceM ybpaTb 3BYKOBOW pAf, Tak Kak
ropasfno MHTEPEeCHEee, Ha MO B3rNam, GU3NYECKUE U IMOLIMOHANbHbIE
YenoBeYeckme NPOABAEHNA. Tak YTO 3TO BUAEO HE O KMSIOXOM KNHOY,
ha v BOOOWE HE O KMHO, @ O PEeanbHOCTW U O JI0AAX.

TekcT: Bnagumup CenesHes

Vladimir Seleznev
Bad Film, video, 3.10 minutes, 2009

This video is based on images that, essentially, I stole. A while ago,
to earn some extra money, I agreed to be the cameraman recording
a promotional event at a car showroom.

The event was called Cinemania or something similar: hired actors
and promoters pretended to be a film crew and asked ordinary peo-
ple - who were visiting the showroom to choose a car — for help in
making a film.

Instead of a script, the pretend-director proposed a simple situa-
tion. The props were the cars in the showroom, a mock pistol, wigs
and artificial beards.

Some visitors went along with this for fun. I shot four hours of mate-
rial, which the customer didn't actually use in the end, though he
paid me forit. I chose a few small pieces from this, where I found
the actors perfectly convincing, because they didn't try to act: they
were just themselves.

Instead of titles for the separate parts I used tags that you find in
video hire and reviews: "melodrama", "comedy', "crime", etc.

I decided to completely take out the sound because it was unnec-
essary: the human physical and emotional display were much more
interesting to me. Soitisn't a video about "bad cinema', or about
any cinema, but about reality and people.

Text: Vladimir Seleznev
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Tobunac bepHcTpyn
Xopgauee aro (Teno 5), 3akonbLoBaHHOEe BUaOeo, 6e3 3Byka, 2010

B paboTe «Xons4vee aro (Teno 5)» Mbl BUAUM LdpoBON aBaTap bepH-
cTpyna B KOcTioMe poboTa ¢ 0OHaXeHHOW XeHCKOW rpyabto, 6e3ocTaHo-
BOYHO MOYWEro Mo HanpaBAeHUo K 3puTento. AHMMaunsa npencraBnseT
cobon mogndurkaLmo nsasectHon sugeourpsl Half-Life 2 n ncnoneayet
€e NHCTPYMEHTbI /15t CO34aHNsA HOBbIX MEPCOHAXEN — B laHHOM Criyyae
aBaTapa C IMLOM XYAOXHMKa, OAeTOro B KOCTIOM, MCMOMb30BaHHbLIM B
nepdopmaHcax.

YXe MHOro neT My3blkanbHble mepdopMaHchl U aHnMauna bepHcTpyna,
3a0eNCcTBYSA NPUEMbl TPABECTU U MENAHXONUYECKYD CUHTE3aTOPHYI0
MYy3blKYy, 3aTparmBatoT BOMPOCH reHaepa, CekcyanbHOCTW, peanbHO-
CTU, daHTasnu, NPOU3BOACTBA XENAaHUS N CEKCYanbHON GeTumnsaunm
nnnsui. «Xonsdee aro (Teno 5)» ABNAETCA NPOAOTXKEHNEM PAHHUX
paboT xyfoXHuKa. Teno Ha akpaHe eue 60Able OTAaNNI0Ch OT YeT-
KNX reHOepHbIX KaTeropuin 1 ctano 6onee «ronybbiMmy. NMNepdopMaHcCshl
BepHcTpyna gocturnu 6onee abcTpakTHOM, CUMBONMYECKOM CTanumn

N nepewny oT BONPOCOB TPAHCTEHAEPHOCTU N «PEANbHONY XU3HU

K bonee paHTas3UMHbLIM, TMOPULHBLIM CMbIC/IAM.

lTapannenbHO C MOKa30OM BUOEO Ha OTKPbITUM BbicTaBku B [LUCN 6yneT
npencTaBneH HOBbLIM NepdopmMaHc Tobunaca bepHcTpyna. Bo Bpems
nepdopmMaHca Ha XygoxXHuke OygeT TOT Xe KOCTIOM, 4TO U B BUAEO: OH
npencTaHeT Nnepef 3puTenamMm Ha Kabnykax, ero Teno 6yneT 3akpbiTo
ofedAHVEM N3 NaTekca TeIeCHOro LiBeTa C BCTaBKaMu LLBeTa MeTannmk —
3arafgo4YHblii MONYroAbl OPraHu3M, BO3HUKAWWNNA B pe3ynbTaTe CUMYIA-
uum bnecTauwero kopnyca poboTa.

TekcT: lecnep Hopaanb

Tobias Bernstrup
Walking Ego (Body 5), video, silent, loop, 2010

In Walking Ego (Body 5), we see Bernstrup's digital alter ego,
dressed in a robotic costume, with exposed breasts, walking end-
lessly towards the viewer. The animation is made by modifying the
well-known video game, Half-Life2, and using its tools for character
animation in order to create an avatar textured with the artist's face
and performance outfit.
Over many years Bernstrup's musical performances and animations
have addressed issues of gender, sexuality, reality, fiction, the
production of desire and the sexual fetishisation of dreams through
drag and melancholic synth pop. Walking Ego (Body 5) extends the
artist's previous work, as the body that appears has further trans-
formed away from clear gender categories and become more queer.
Bernstrup's performances have also reached a more abstracted,
symbolic stage, and drifted away from addressing trans-gender and
"real' life to more fictive, hybrid references.
Parallel to the video Walking Ego (Body 5), the exhibition opening
of New Gravity / Interesting Thing at NCCA in Moscow will feature a
new performance by Tobias Bernstrup. In this new piece he wears the
same costume as in Walking Ego (Body 5). He appears in high heels,
his body fully covered by a partly metallic, partly skin-coloured,
skintight latex dress. Emulating a shiny robotic body, the costume
becomes an unfamiliar half-naked body.

Text: Jesper Nordahl
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IlIBeackmil ONBIT PABEHCTBA MOJIOB
AHHa Mapunsa bepHuy

ME‘HE,EL)KED MPOEKTOB HanpaBeHn4A ((V]CK)’CCTBO n ,ELVI3aP'IH>>
llBeaCKNA UHCTUTYT

B xoHTeKCTE MeKITYHAPOAHBIX 00CYy:KIeHU paBeHcTBA MoJ0B LIIBenuio
YacTo NPUBOAAT B KaUeCTBe MOJIOKUTEJIbHOro npumepa. Kaxawblii rog
MupoBoi JxoHOMUYeCKHiT GopyM MyOJIHKYeT JOKJIA] O CTENEeHH PABEH-
CTBA M0JI0B Ha Mu1aHeTe. [lIBenus ObLi1a HA mepBOoM MecTe B 2007 roay, HO
HbIHE 3AHMMAeT MOYeTHOE YeTBepToe MecTo nocie Ouniasuanu, Hopsernn
u Ucaanauu. B moas3y LIBeuuu roBoput 10T PaKT, 4YTO B NIPABUTEIbCTBE
U B MIapJIaMeHTe JOCTUTHYT reHaepHblil 0ananc. Ho paBeHCTBO M0J10B He
XapPaKTEePHO ISl MIBEJCKOro 001ecTsa B 1eJIOM, HECMOTPS HA TO YTO MbI
NEeHCTBUTEJbHO JO0MIHUCH 00JIbIIEro, YeM IPyrue CTPaHbl.

PaBeHCTBO MOJI0B SIBJISIETCH 0COOBIM MOTUTHYECKHAM BonpocoMm B IlIBenun

¢ cepeannbl 1960-x ronos. B 1970-e 0b1/10 MpoBeIeHO HECKOJIBKO pedopM,
HANPABJICHHBIX HA YBeJHYEHHE KOJIMYEeCTBA padoTaromux ;keHiuH. Cpe-
A HUX — MHAMBHIYAJIbHbIE HAJIOTOBbIC CTABKH, Pa3BUTHE HEHTPOB 3200ThI
0 IeTHAX U CTAPUKAX, CTPAXOBAHHE PoAUTeIeil. 3AaKOHOAATEJIbCTBO O Pa-
BEHCTBE MOJIOB B 00J1acTH Tpyaa 06110 npuHATO B 1980 roxy, cnenuaiab-
HbII «MecsIl Manbl» B PAMKaX OTIIYCKA 0 YXO0AY 32 peOeHKOM yTBep:KIeH
B 1994-M, a B 1999-m npuHAT 3aK0H 0 3anpeliecHNH MOKYNKH CEKCYAJIbHbIX
yeayr. O0mas nesb BEACKON MOJTUTHKH PABEHCTBA M0JIOB 3aKJIK0Y2eTCs B
TOM, YTOOBI 1aTh BCEM I'PAKIAAHAM NPABO BJIMATH HA 001ECTBO U COOCTBEH-
HYIO KU3Hb BHE 3aBHCHUMOCTH OT I10JIa U CEKCYaJbHOI OPHEHTALMH.
IIpyHOMI OTCYTCTBUA TUCKPUMHHAIIUY 110 MOJOBOMY NIPU3HAKY 32JI05KeH
BO Bcex KoHBeHIMAX OOH, kacaomuxcsa npas yejioBeka. HepaBuue uc-
CJICIOBAHMS MOKA3BIBAKOT Y€TKYIO CBAI3b MKy PABEHCTBOM I10JIOB, 0,1ar0-
COCTOSIHHEM CTPAHbI M YPOBHEM 3KOHOMHYECKOH KOHKYPEHTOCIIOCOOHOCTH.
HepageHcTBO J1I1I00010 poaa caepxuBaeT poCT HHAUBU/I0B, Pa3BUTHE CTPaH
1 3BOJIIOIHMIO 001IECTB, OITOMY MOIYJISPU3ALMS UIeld PABEHCTBA M0JI0OB
JTOJI)KHA CTATh PUOPUTETOM /IJISI BCeX CTPAaH MHPA.

IlIBeaCcKUl MHCTUTYT MPOABJIACT YPE3BLIYAUHYI0 AKTUBHOCTD B c(pepe KyJib-
Typbl. OH TakKe aKTUBHO padoTaeT ¢ nmpodjaeMamMu paBeHCcTBa MoJ0B. Ilo-
ITOMY Hac 0COOCHHO paxyeT npoBeneHue BoicTaBKU «HoBast cepbe3HOCTD /
NuTepecHas Beuib», B KOTOpPoil Xyno:;kHuKH U3 llIBenuu u Poccun 3arparu-
BAaIOT MHOT'HE MHTEPEeCHbIE MPO00JIeMbl, He MPEAJIAras NPOCThIX pPelleHuil.
Hx pa0doThl npeyiaraloT Ham 3ayMaThCsl 0 CUTYalli, B KOTOPOil MbI OKa3a-
JHCh. B moncke camopeau3anu Mbl € JIETKOCTHIO HTPaeM MpeInuCcaHHbIe
POJIM B O0LIECTBEHHOM CIIEKTaKJIe, I7le JOMMHHUPYIOT BJIACTH U TeHAEP.
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Swedish Experience of Gender Equality
Anna Maria Bernitz

Project Manager,

Art & DesignThe Swedish Institute

Sweden is often singled out in international gender equality contexts as an
example to others. Every year, the World Economic Forum reports on the
level of gender equality worldwide. Sweden topped the list in 2007, but now
occupies a solid fourth place behind Finland, Norway and Iceland. One of
the factors in Sweden’s favor is that a gender balance has been achieved

in government and parliament. However, equality of the sexes does not
run through Swedish society as a whole, although we may have travelled
further than many other countries.

Gender equality has been a policy area in its own right in Sweden since the
mid-1960s. In the 1970s, a series of reforms were introduced to boost gainful
employment among women, including individual taxation, the development
of child and elderly care services, and parental insurance. Legislation on
gender equality in working life was enacted in 1980, a special “dad’s month’
of parental leave was decreed in 1994, and in 1999 the Act Prohibiting the
Purchase of Sexual Services was passed. The overall aim of Swedish gender
equality policy is to ensure that all citizens have the same power to shape
society and their own lives, regardless of gender or sexual orientation.

The principle of non-discrimination — on such grounds as gender — is
enshrined in all UN conventions on human rights. Also, recent studies show
a strong correlation between gender equality and a country’s prosperity
and economic competitiveness. Inequality of whatever kind hold back
growth of individuals, development of countries, and evolution of societies,
which is why efforts to promote gender equality should be accorded top
priority in all countries of the world.

The Swedish Institute is highly active in the cultural sphere. It also works
actively with gender equality issues. We are therefore particularly pleased
to see the exhibition New Gravity / Interesting Thing, in which artists from
Sweden and Russia raise some interesting issues without presenting any
simple solutions. Instead, the various works invite us to reflect on the actual
situation we find ourselves in, where in our quest for self-fulfillment we
easily slip into pre-defined roles in a social drama where the leading roles
are played by power and gender.
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AHHUMKa JlapcoH
HoBada rpaBmTaund, Buaeo, 30 M1uH., 2003

«HoBad rpaBUTaLMAY COBMELILAET TAXENbIN TEXHO-MUHUMANU3M U 3CTE-
TUKyY 6OTAaHUKOB, «TMKOBY. BE3BOMbHbLIE U HE YMelwme 0bWwaTbea
NOOPOCTKN MYXCKOTO nona asuratTca nom 6acoByto KonbibenbHyio,
CbirPaHHY Ha CMHTe3aTopax, B cBeTe BnyxXaatlmnx, nog4ac nynbcu-
pytlouwmx orHer (Myssika Tomaca bepHcTpyna 1 Moravagine). C nomo-
Wbl KPYMHbIX M1AaHOB U OCBELLEHWA JTAPCOH HAaCTONYMBO aKLLEHTUPYET
WMPOKO OTKPbLITbIE Fa3a W Banble pThl. CTUMAb «TrvkKa» — Mo obliemMy MHe-
HUIO, HEMPUBEKATENbHbIA — CTAHOBUTCA 34eCb peTuweM. B cepenunHe
BUOEO B Kagpe noasBndeTcd aHMMmpoBaHHoe 3D-n3obpaxeHune Yeno-
BeKka. ITOT MPOAYKT NpOorpaMM1MpoBaHns B3anMMonencTBYEeT C OQHUM

N3 NapHel BHe rpaHnL, U Nornky rpaBuTaumn. B nogrekcte — 06pbIBKY
daHTasun 1 olyleHe ornacHOCTN, BEAYIME MO TY CTOPOHY peanbHoro;
3TV MAHUMYNAUUM OTKPbIBAKT MUP, B KOTOPOM pacnagalTcs Hay4yHo
YCTaHOBEHHbIE MapaMeTpPbl MATEPUU N IHEPTUU U NMPUOTKPLIBAIOTCH
anbTepHaTUBHbIE U3MePEeHMA 1 onbliT. PaHTa3M NerkocTu, Noka4YnBasach
N 3aBuUCada B BO3AyXe, CMeWNBAETCS C KeNaHNeM.

TekcT: ranepesi Andrea Rosen, 2004

Annika Larsson
New Gravity, video, 30 minutes, 2003

New Gravity brings together hard minimal music and the aesthetic
of the geek. Susceptible and socially stunted adolescent boys are
guided by a thumping lullaby of synth music and roaming, some-
times pulsing, lights (music by Tobias Bernstrup and Moravagine).
Wide eyes and slack mouths are accentuated by Larsson's persistent
close-up camera shots and lighting. The geek look, generally con-
sidered unlikable, is here heavily fetishised. Part way through the
piece, a 3D animated man enters the mix. A software creation, this
characterinteracts with one of the boys without the limitations and
logic of gravity. Implications of sporadic fantasy and danger funnel
toward the unreal; these manipulations reveal a world where the sci-
ence of matter and energy disintegrate, disclosing alternate dimen-
sions and experience. Tilting, then floating and hanging, the phan-
tasm of weightlessness itself intermingles with desire.

Text: Andrea Rosen Gallery, 2004
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MNaBen KoctomapoB, AHTYyaH KaTTuH
TpaHchopmaTop, BUAEO, 16 MUH., 2003

Bonpoc o counanbHOM MAEHTUYHOCTY N GOPME BbipaXeHus cobCcTBeH-
HOro 3HaHUS 06 3TOM KacaeTcs XyAOXHWKOB B TOW CTEMEHWN, B KOTO-
pol oH cnocobeH ObITb 3anevyaTneH Ha akpaHe. lNaBen Koctomapon

n AHTyaH KaTTuH pasgBuraloT rpaHnubl TPaaULMOHHOM OOKYMEeHTanb-
HOW CbEMKW N BBOOAT B Hee cBoeoOpa3Hoe BepbanbHOe OTCTPaHeHue.
/Ix nepcoHaxu kak 6yaT0 06BHEKTUBHO OTHOCATCHA K ONpeaeneHHon
HauuoHanbHOM 1 paboyen rpynne, HO, C APYrol CTOPOHbI, MOCTOAHHO
BbiNagatoT U3 Hee BCNEeACTBME MNOYTYM HEBO3MOXHOIO MHPOPMaLMOH-
HOTO Konanca. 43blk BblpaXeHnsa onpeneneHHon Mbicnn, 6e3ycnoBHO,
MaKCKManbHO afekKBaTHO BbipaXeH Xy4oXHUKaMU-OO0KYMEHTanncTamu,
ofHako rmaBHaa GyHKLNA CNOBa — NOACHAWAA — OCTaeTcd 3a rpa-
HULEeN Nobol coumnmanbHON MHTEPNPEeTaLumn: OHa OKasbiBaeTcsa YeM-TO
OonbWUM, 4eM NPOCTO OOBbACHEHME, 1N BHIXOOAUT 3@ UCKITIOYUTENBHO GOpP-
ManbHOE MOBEeCTBOBAaHWE, KOrfa aBapusa CTAHOBUTCS CMELEHNEM, HE
CTONbKO GU3UNYECKUM, CKONbKO NUHTBUCTUYECKUM. UIMEHHO NMUHTBUCTU-
yeckas 4acTb GubMa BbiHYXOEHHO OTBEYAET 3a CoLManbHOeE, KOTOPOE,
COBCTBEHHO, ABNAETCHA TAakMM Xe HEOOBEKTUBHbLIM, Kak noboe Mmexanc-
LUMNNMHApHOE BbiCKa3blBaHUE.

TekcT: KapuHa KapaeBa

Pavel Kostomarov, Antoine Cattin
Transformer, video, 16 minutes, 2003

The question of social identification and the form of expression of
one's own knowledge of it concerns the artist in so far as it can be
captured on screen. Pavel Kostomarov and Antoine Cattin shift the
borders of traditional documentary making and introduce into it a
special kind of verbal removal. Objectively, their characters belong
to a particular national and work group, but they constantly fall out
of their group due to an almost impossible informational collapse.
Certainly, the language of expression of a particular thought is
expressed as well as it can be by these documentary artists, but the
main function of the word - to clarify — remains outside the bounds
of any social interpretation: it turns out to be something bigger
than a mere explanation, and goes beyond exclusively formal nar-
rative, so that an accident becomes a displacement, which is not so
much physical as linguistic. Specifically the linguistic part of the
film has to answer for what is social, which is just as non-objective
as any inter-disciplinary utterance.

Text: Karina Karaeva
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Mapkyc JinHaoeH
Coxanetwouwyne, dunbm, 60 MUH., 2010

Mukaanb 1 OpnaHgo poauInch MyX4nmHammn, Ho UaMeHuUnu non. Cenvac,
Korga UM CUNbHO 3a WeCTbAEeCAT, 3TN ABOE BMNEPBbIE BCTPETUNNCH,
4TOObl MOrOBOPUTHL O XM3HN 1 O TOM EAUHCTBEHHOM MOCTYMNKE, O KOTO-
poM oba coxanewT, — O CMEHEe nona.

Mukaanb coenan onepauuntio B cepenuHe 1990-x. EMy Obino NATbAECAT.
OpnaHpo 661 ogHUM U3 NepBbIX Ntogein B liBeunn, CMEHUBWWM MO,

N NpPou3oLWno 3To B 1967 roay. Tenepb MUKasanb HOCUT MYXCKYI0 OfeXay
N OTYHaAHHO NbiTaeTcd ybeanTb JOKTOPOB MOMEHATL €My Mo o6paTHO.
OH HOCUT Beww 6onbWoOro pasMmepa, 4Tobbl CKPbLITL FrPpyAb. Mrkaanb oka-
3ancd NNeHHUKOM Tena, KOTOPOEe OH He olylaeT CBOUM. Mrkaanb roBo-
puT OprnaHao, 4YTo YYBCTBYET cebsa «3aBUCWIKM) MEX OBYX MOMOB.
OpnaHpo — AeHan-aHaopoOruH, HOCUT KOCTIOM M3 kKpacHoro 6bapxaTa

N OGPUNNNaHTOBYIO CEPEXKY B OAHOM yXxe. Mukaanto Hapag OpnaHgo
KaxeTcs cTpaHHbIM. Ecnu OpnaHao coxaneeT O CMeHe nofa, mnoYyemy
X€& OH BbIFMAAUT Tak XeHcTBeHHO? OpnaHAo HpaBUTCS Nepeknto-
4aTbCA: MOOLITb MYXYMHOW, MOTOM — XEHWMUHOM. Ho BbiNo BpeMs,
Korga oH He onpepensan cebs kak ABynonoro yenoseka. OpnaHgo pac-
cKa3blBaeT UCTOPUIO CBOETO 11-NeTHero 6paka ¢ MyX4YnHOWN, KOTOPbIN
npuHMMan ero 3a GUONOrNYECKYI0 XEHWMHY A0 TEX MOP, MOKa oAHaXabl
cekpeT He Obl/1 packpbIT.

TekcT: Atmo

Marcus Lindeen
Regretters, film, 60 minutes, 2010

Born men, Mikael and Orlando both changed their sex to become
women. Now well into their sixties, the two meet for the first time to
talk about their lives and the one defining regret they both share:
their sexual reassignment.
Mikael underwent surgery in the mid-90s as a 50 year old, while
Orlando was one of the very first sex-change patients in Sweden in
1967. Mikael now dresses as a man again and desperately attempts
to convince his doctors to change him back. He wears over-sized
clothing to hide his breasts. Now he finds himself trapped inside a
strange body that isn't his. He feels lost between genders, he tells
Orlando.
Orlando is an androgynous dandy, dressed in a red velvet suit, don-
ning a single diamond earring. Mikael finds Orlando's outfit peculiar.
If Orlando regrets his sex change, why does he continue to dress in
such a feminine way? He enjoys living as both: sometimes as a man,
sometimes as a woman. But there was a time when he did not live Llife
through a split-gender identity. Orlando tells the story of his 11-year
marriage to a man who believed him to be a biological woman, until
one afternoon Orlando's secret was revealed.

Text: Atmo
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JdBa AlHXOpH, Tepe3a MEpPHBUK
Warszaw.street.02, Bugeo, 10 MUH., 2003

B paboTe Warszaw.street.02 Mbl MCMONb30BaNV NCEBAOXYPHANNCTCKNN
CTWUNb, 4TOObI MOHATL, YTO Takoe deMNUHU3M. 3afadel npoekTa ObINO
NpocneanTb NCMONb30BaHWE TEPMUHA U YCblllaTb BO3PAaXeEHUs, KOTO-
pble OH Bbi3biBaeT (ecnn TakoBble UMeTCA). KpoMe TOro, HaMm nHTe-
PECHO BbINO UccnenoBaTh GYHKUNN TEPMUHAE B KOHTEKCTE FrEeHOEPHOM
noeHTudukaymm. Kakoro poga 3aBMCUMOCTb MOXHO 0OHAPYXUTb Mexay
TOW POnblo, KOTOPY GeMUHN3M UrpaeT B [onblie, n gectabunusauynen
«HOPManbHbIX» NpeAcTaBNeHnUlr o reHaepe? MyX4nHbl peaKo HasbiBanu
cebsa demMuHncTamn B Monblie MPOLWbIX NeT.

TEePMUH TPagNLUMOHHO OTHOCUICA UMEHHO K XEHWNHAaM, 1 3Ta reHgep-
Haa NprBA3Ka onpenensana non Toro, KOro MOXHO ObiNo UM 0603Ha-
YUTb. MONbLCKUM A3bIK TEM HE MEHEE NO3BONAET — 1 Jaxe HacTauBaeT —
Ha onpeneneHHOCTU XEeHCKUX U MyXCKUX CToBOGOPM. 3Ta rpaMmMmaTumye-
ckas ocobeHHOCTb 6blla MCNoNb3oBaHa B paboTe Ans co3gaHus cuTya-
LI, B KOTOPbIX MOMbCKME MPOXOXME MYXKCKOTO Mona 3agyMbiBanuchb,
NYyCTb Ha CEKYHAY, O TOM, ABMAATCA NN OHN GEMUHUCTAMN UNU GeMU-
HUCTKaAMU. [IBYCMbICTEHHOCTb TEPMUHA CNYXWia ONs nccnenosBaHusa
bonee BaxHoOW Nnpobnembl: Kak (U Kakue) TEPMUHbBI UCNONb3YITCA ONs
NOCTUXEeHUs onpeaeneHHbix (Kakux) uenen.

TekcT: 3Ba AliHXOpH / Tepe3a MEpPHBUMK

Ewa Einhorn, Terese Mornvik
Warszaw.street.02, video, 10 minutes, 2003

In Warszaw.street. 02 we set out in a quasi-journalistic style to ask
what feminism means. The motivation in this project was to trace

the deployments of the term and to hear which, if any, objections

it produced. Furthermore, we were interested in exploring how the
term functions against the background of gender identification.
What kind of dependency could we expect between the roles that the
notion of feminism play in Poland and the destabilisation of existing
gender normativity? In Poland (at the time) it was uncommon to hear
men self-identify as feminists. The term was linked to women and as a
gendered term, it gendered its bearer. The Polish language however
permits, or even imposes, a bending into masculine or feminine form.
This grammatical rule was used in the piece and generated situa-
tions where Polish male passers-by considered, if just for a moment,
whether they were male or female feminists. The ambiguity of the
term served to explore a broaderissue: how (and which) terms are
mobilised to serve certain (and which) purposes?

Text: Ewa Einhorn, Terese Mornvik
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AOPASCE PO 3HD LA AP R CrPati B

Me:kay MOJMTUKON M MOJIU-THKAMU
UnHumaHa PaBuHn

B oxnom u3 3nuzonos «Ceanmoii nedarn» (1957) Uurmapa bepr-
MAaHa Pa304apOBaHHbIN CPeIHEBEKOBBIIl pbIllapb M00eKIaeT
cMepTh B IaXMaTHOM MaTue. UM 1BHAKeT Haexk1a HAWTH
CMBICJI B 0eCcCMBICIEHHOCTH Bellleid, U, 01ep:KuBasi 3Ty noodeny, oH
nodexkaaeT He TOJbKO CMePTh, HO H TAK HAa3bIBaeMoOe OTCYTCTBHE
Bora. lllaxmaTHas napTusi npeBpamaercs B 3K3MCTEHUNATbHBII
MOEIHHOK MeXKIYy Ha/le:K10i 1 6e3HANeKHOCTBIO.

51 Hekora npeacTapiisiia cede apT-MUP KAK OTPOMHYIO IIAX-
MATHYIO I0CKY, HA KOTOPOJi CPakaloTCcs NPOTHBOMNOJI0KHbIE
CHJIBI: «APT-PBIHOK» C «TOCHOAEPKKOI», «Pa3BIeKATeJTbHOCTh
€ «IPOM3BOJACTBOM 3HAHMS», KXMEHHCTPHM» C «aJbTEPHATUBOI».
ITH Xyl10’KeCTBEeHHbIE c000111ecTBa BOIOIOT APYT € APYroM B Oec-
KOHEYHOM IOUCKe CHMBOJIMYECKOro npusHanus. OaHako, Kak
HAaM H3BEeCTHO, BeIlH He BCera AeJIsiTCsl Ha YepHoe U 0eJloe,

a MoJ00HbIE CXBATKH PHCKYIOT 00ePHYThCSI CTATHKOMN U NpeacKa-
3yeMocThI0. I TeM He MeHee IaxMaThl — IpeKkpacHast Mmetagopa
00pLOBI HAeil.

CrenoBare1bHO, HAM He CTOUT OTKA3BIBATHLCS OT ITOM aJIJIero-
PHHU — HY’KHO N1ePe0CMBICTUTD ee KaK HHTeJNIEKTYaIbHYIO0 11710~
AAKY AJISl HCCIe0BAHMSI BO3MOXKHOCTEH HCKYCCTBA NMPOBOIIH-
poBaTh peajibHble lepeMeHbI B 001ecTBe. ColHaIbHBIE Mepe-
MeHbI, B MOeM MOHMMAHHUH, — Pe3yJIbTaT KaK 3CTeTHYeCKHX, TAK
U NOJIUTHYECKHX PeBOJIIOLHIA, TOCKOJIbKY HCKYCCTBO SIBJISIETCS
4YacThI0 0011IeCTBEHHOI0 TPOCTPAHCTBA, 2 OHO, B CBOIO 04epe/b,
OPraHu30BaHO 0oJiee HJIM MeHee 3CTeTHYeCKH.

Bceerna Jierko KpUTHKOBATh 10J102KeHUE Bellleil — 0CO0eHHO ecuIn
KPHUTHKA Pa3BOpa4ynBaeTcsl B reorpa@uuecKux rpaHULAX Heo-
JM0epaibHOil peIHOYHOM d3KoHOMUKH. HaMHoOrO0 ci105KkHee 3aHH-
MAaThCsl KPUTHKOM TaM, IJie OHA MEHbIIIe BCero 0:KNIAeTCs U NpH-
BercTBYeTcs. C ApYyroii cTOpoHbI, s BCEra M0/1arajia, 4ro Jes-
TeJIM HCKYCCTBA — OyAb TO XyJ0:KHUKHU, KyPaTOPbl I KPUTUKH, —
YKa3bIBaIoOIIMe HA NMPo0/IeMbl HAILIer0 MUPA, HO He MpPeJIaran-
e pelleHnii, HACTOILKO ke HeITUYHBI B CBOUX JeiiCTBUAX, KaK
BpaY, NOCTABUBIIMIA TUATHO3, HO He NMPeLI0KUBIIUIA JTedeHHus.
Ipeskne yem IBHHYThCSI JaJIbIe, 0TMeYY, 4TO 3TOT TEKCT 3aTpa-
THBaeT JIMIIb HEMHOTHe aCeKThI Halllero apT-Mupa. Yorpe-

015151 CJIOBOCOYETAHME «HAWL APT-MUP», 5 X0UY NOTYePKHYTh, YTO
a0CTPaKTHOIO apT-MHPa He cylecTByeT. MbI Bee siB/IsieMcsl YaCThbI0
9MO20 APT-MHUPA, HPABUTCS 3TO HAM WJIU HEeT, M Mbl I0JIZKHBI ¢ HUM
B3aHMO/1eliCTBOBATh, JOJKHbBI €10 IPHHUMATh, 00HAKATH 3AKOHBI
€ro CyLIeCTBOBAHUS U — 1a-]1a! — 1aKe yJIyqIlIaTh UX.

B nociiennee BpeMsi MeHsl Bce 00JIbLIe HHTEPECYIOT XY10:KHUKH,
KOTOpBIe pafd0oTalT B peskuMe KOHPPOHTALIMH H IOJIUTHYECKOI0
PAIUKAIU3MA U H30€ralT «I0JIH-THKOB), CTABIINX CHMBOJOM
yTpadeHHOH Bepbl B MOJIUTHYECKOE ieiicTBHE (3TO C10BEYKO
JAABHO ryJisieT 10 HHTEPHETY; aBTOP ero J0CTOBEPHO He H3Be-
CTeH, HO HEKOTOPbIe CYUTAIOT TAKOBLIM AMEPHKAHCKOI0 KOMHKA
Poduna Yuassimca). I'peueckoe ciioBo polis 0603Hauasio ropoaa-
rocylapcTBa U, TAKHM 00pa3oM, HMeJI0 HeKOTOpoe OTHOIIeHHe

K KOHIEeNMUUU «MHOTUX» (mo-rpeyeckH oi polloi). B HekoTopom
cMBbIcJIe 3ITUMOJIOTHSI CJIOBA YKa3bIBaeT HA YMHOKEHHE «THKOBY,
CBSI3AHHBIX ¢ MOINTUKOIL. [To3TOMY BaskHO JesaTh pasinyue
MEKAY «IMOJH-THKAMU» H «IOJTUTHKON» U 321aThCs BOIIPOCOM:
KaK NPOU3BOASTCS PealbHOCTH, KOTOPbIE CTAHOBATCS IOJIHTH-
yeckHd BaxHbIMH? U, HakoHeL, 4TO TaKoe MOJUTHYEeCKoe?
«IlonuTHYECKOE HCKYCCTBO» — 3TO HCKYCCTBO HEOKHIAHHOTO.
BricTaBka, 3asiBHBLIasi 0 CBOCH IOJTUTHYHOCTH 3apaHee, — 3TO
NMPOBAJI, MOCKOJIbKY JHCKYPC NOJUTHYECKOTO Y:Ke 0KA3hIBAETCS
HHCTPYMEHTAJIM3HPOBAH, 4 MPOYTEHHUs MPOU3BeIeHHUIT npea3a-
AaHbl. MHOTHEe XyI0:KHHKH IYMAIOT, YTO UX HCKYCCTBO SIBJIf-
eTcs MOTHTHYECKUM B CHIIY TOTO, YTO OHU €ro TAKUM 3ayMbI-
BaJjiu. Ho MoskHO /i 3apaHee ObITh YBepeHHBIM, UT0O padoTa
OyaeT uMeTh noauTHYeckuii 3¢ppext? OTBET Ha ITOT BONPOC,
110 MeHbIlIeil Mepe, CIIOPHBII.

YTo0bI OLEHNTH NOJUTHYECKHIT 3 (PeKT Npon3BeACHUSs HIIH
BBICTABKH, HY’KHO 3apaHee UMeTh IIpeJCTaBJeHUE 0 KOHTEeKcTe,

00 aynuTopuu u o ee peakuuu. Kaun-JIrok I'onap rosopui: «IIpo-
0/1eMa He B TOM, YTO0BI CHUMATh NMOJUTHYECKHE QUIIBLMBI,

a B TOM, YTOObI CHUMATh KHHO MOTHTHYECKH». ITO BLICKA3bIBA-
HHEe MO’KHO PAacIIPOCTPAHUTD U Ha cepy KypaTopcTBa, H BooOIIe
u300pa3uTebHOro uckycerpa: «Ilpodiema He B TOM, 4TOOBI c/le-
JIaTh MOJIMTHYECKYI0 BBICTABKY, HO B TOM, YTOObI BHICTABKH
AeJIATNCh MOJIUTHYECKH.

JTo npeanoJaraer nepexoa oT ONMCAHUS K JIelicTBUIO, OT penpe-
3eHTalMM — K npou3BoacTBy. B 2010 rony Ha «kpyriom croJie»

B Iaspis (Ctokroism) Mecep Hopaamk ckasan: «SI He ommchI-
BAal0 PEeAJIbHOCTD, §1 €€ C031a10». JTO BhICKA3bIBAHUE H1CAJIHCTA —
HO, 4epT no0epu, ecJIu Mbl He H/1eATUCThI, TO KT0? PeancTbl
00bIYHO IPHHUMAIOT CJIOKMBIIEecs MoJl0KkeHHe Beweii. Unea-
JIMCTBI — HeT. OHHU I0BOJSAT BCe 10 Npee/ia i yCTAHABIHBAKT
HOBbIE B3aUMOCB3HU Bewlei. UYTo0bl 100UTHCs 3TOTO0 3 pexra,
XyA0KHHK J0JI2KeH CKPBITh CBOe HAMepeHHe H JaKe «MecCeIio»
cBoero npousseneHus. Muave nojayyaercs 1o, 4to Mol B LlIBenun
Ha3biBaeMm plakatkonst (m1akaTHoe uckyccTBo).

Kak n30ekarh «1101M-THKOB» H NIPOM3BOAUTH HCTHHHO MOJIUTH-
yeckoe HeKyceTBo? CunTaercs, YTO0 HCKYCCTBO J0JIZKHO IPOHTH
TPH OCHOBHbBIE CTaIMH, YTOObI CTATH NOJUTUYECKUM, — HH(PUIb-
TpauuIo, 1ecTA0UIH3aALHI0 U epeKkoMIIoHOBKY. Ho npoiitu 3T
CTAIUH MOKET TOJbKO XyI0KHUK, KOTOPbIii BEPUT B OJUTHYE-
CKYIO CHJIy CBOCTO IIPOU3BEICHHUS.

IHo3TOoMy MHOIa 1 0CMEJIMBAIOCH 321ABATH XY10:KHHKAM
«Bonpoc I'perxen» (pasymeercsi, nepedpasupys ero, noromy

410 Bonpoc «Bepumb jiu T B bora?» npuHaaie:kuT coBep-
IEHHO APYTroMy KOHTeKcTY). 1 cnpamuBalo: « Bepuuib Jin Thl,
YTO HCKYCCTBO /IeHCTBUTEILHO MOKET UBMEHHTH 0011ecTBO?» Hu
pa3sy s He CJBIIIAJNA B OTBET «HeT». JlJIsl MeHsl peain3anus IMO.JIH-
THYeCKOI0 B MCKYCCTBe 3aBHCHT OT TOr0, KaK Mbl OTBe4aeM Ha
3TOoT Bomnpoc. Ec/in Thl He BepHIlIb B TO, YTO CONHATbHbIC H3Me-
HEHHUsl BO3MOKHBI, 3a4eM JeJIaTh HCKYCCTBO HJIM MHCATh 0 HeM?
Panu paspiedennsi? CTONT OTMETHTBD, YTO COUMAIbLHbIC H3MEHe-
HMS He SIBJSIIOTCS HEKHM CHelHaJIbHBIM 3¢ deKToM, K KOTOpOMY
MOKHO CTPEMHTbCS1, KOTOPbIii MOKHO H3MEPUTH UJIH OLICHHUTb.
Te, KTO NBITAIOTCA ITO A€JIATh, 3AHHMAIOTCSI HHCTPYMEHTAIN3A-
nMeii AUCKypca U ABUAKYTCS B CTOPOHY «OPy3JIOBCKOr0» 0011e-
CTBA, I/ie Bce MOAIeKHT KOHTPOII0. MeKay TeM conHalbHbIe
nepeMeHbI TPeOyIOT BpeMEeHH.

Hrak, kak ke HAM rOBOPUTH 0 COIHAJIbHO-0TBETCTBEHHOM
HCKYCCTBE, He COCKA/Ib3bIBasl B CIEKY/ISIIMH 0 MTHOBEHHOM

3¢ dexTe, MPON3BOAUMOM MCKYCCTBOM B 00IECTBEHHOM IIPO-
crpancTBe? OCO0eHHO ecid Mbl IPU3HAEM NPOU3BeAeHHE €ro
yacTblo? I1e HaxoauTCs Ta 0030pHAsi TOUKA, B KOTOPOii BO3-
Mo:kHA KpuTHKa? Ecin Bce MBI — YacTh MHPa, KOTOPBIii Xy10K-
HHK H30HpaeT 00beKTOM KPHUTHKH, MOKeM 1M Mbl KDUTHKOBAaTh
Npou3BeJeHNe, He KPUTHKYH cesa?

I'oBops 0 poccuiickoii apT-cuieHe, J1erko NPeanoJ0KUTh, YTO
Xyno:KHUKH rpynnsl «4Yrto geaars?» u JlaBun Tep-Oranbsin GoJiee
cepbe3HbI U, C/1e10BaTeJ]bHO, §0Jiee OJIMTHYHBI, PAAUKAIbHbI

H MeHee CIeKyJIaTHBHBI, yeM Outer Kyauk nim «CuHHe HOCBD).
Ho napaiiTe He OyneM ynpoinarb ¥ A0IyCTHM, YTO HA CAMOM Jej1e
BC€ XyI0KHHKH CTPEeMATCH NIPOHUKHYTh B 0011ECTBO CHEKTAKJISA
U «pacmaTtaTtb» ero. [IpoTHBOMO/I0:KHAS CTPaTerHsl — «IJ1ac BOMH-
I01IIeT0 B MyCThIHe». PazymeeTcsi, MHOTHe XY10:KHHKH COXPAHSIIOT
MpeJIaHHOCTh POMAHTHYECKOI MeyTe 0 fercTBe OT 001IecTBA.

IT0 — He TOJbKO KPHK B MyCThbIHE, HO M OTPHIIAHHE HeH «OTKPbI-
Toli JeMoKkpaTum». MeuTa o modere — He YTO HHOE, KAK BpeMeHHOe
pellieHne, cnocod pacuuCTHTh MYTh /151 OYIyINHUX JeiicTBHii.
CamMmpblii pacnipocTpaHeHHBI GopMaT «IOIUTHYECKHX) JIel-
CTBUI — 3TO OTKPBITAasi KOHPPOHTanMs. PeieHuem cyaa no geay
0 BbICTaBKe «3anpeTHoe HCKyccTBO» KypaTopbl FOpuii Camo-
aypos u Auapeii Epodees 0b1i1u npurosopens! k mrpadgy B 200
u 150 TeICsIY py0iieii cooTBeTcTBeHHO. OHHU €03/1a/11 Byaiie-
PHCTCKYIO BLICTABKY, IPEANO0JIATABIIYI0 BBIOOP: KAK/AbIH MOT
pelmuTsb 14 cedsi, CMOTpPeTh eMy Ha padory, rae Mucyc uzodpa-
2KeH ¢ roj1oBoii Mukku-Mayca, niu Het. [IpeacraBurenu uepkBu



TOBOPHJIU, YTO BHICTABKA OCKOPOUJIA He 1IePKOBb, a jiofeid. Ho
MpaB/Ja 3aKJII04aeTcsi B TOM, YTO BBICTABKA IOJIYYHJIa HEBEPOSIT-
HYIO O/UIEP?KKY €O CTOPOHBI MyOIMKH, BO3MYIIIeHHO MHOTOYHC-
JIEHHBIMH MPOSIBJI€HHSIMH KYJIbTYPHOIi HeH3ypbl. OueHb JIerKo
CYeCTh BCIO ITY HCTOPHIO KIOCTAHOBOYHOW», pacCMAaTPHBAThH ee
KAaK 4aCTh MOMYJUCTCKOI MMOJIMTHKH, IyMaTh, YTO 00€ CTOPOHBI
BCEro JIMIIb X0TeJH MOTYyYUTh U moay4uuan sBuumanne CMU. To
€CTh CYUTATH BCE ITO «MOJU-THKaMm». Ha 3T0 M0:KHO BO3pa3uTh,
YTO HCKYCCTBO — €CJIH OHO X04eT MPOTHBOCTOSATH KOHCePBATHB-
HBIM COLHAJbHBIM CHJIAM — I0JIKHO BKJIIOYATHCS B CNIEKTAKIIb.
HMuaye xak HaM GopoThbesi 3a cBodoay cioBa? Kak o0cyxknars,
YTO NpHeMJIeMO, 2 YTO HeT BO MMsI 3T0i 00pbObI?

Huorna uckyccrBo ocBodoxk1a0T AeHbru. B 2008 rony npemust
Kanannckoro, nokpoBuTeIbCTBYeMasi Tuiepamu Bpoe I'aro-
csiHa M TeopeTnkamu Bpojae bopuca I'poiica, Obli1a BpyueHna
Xyno:KHUKY Ajekcelo BensieBy-I' mHTOBTY, B 06pa3HoCTH KOTO-
pOro cMemmBaIOTCsi MOHYMEHTAIN3M, OTCHIJIAIOIHI K COBET-
CKOIi 3CTeTHKe, KOHCTPYKTHBH3M, PYCCKHUIi aBaHrapJ U aMepu-
KaHckuii nom-apt. K Tomy ke Xyno:KHHK NpUIep:KUBaeTCs] HAIHO-
HAJTHCTHYECKHUX, YJILTPANPABLIX H /1a:Ke — 10 MHEHHIO HEKOTO-
pbIX — pammcTckux uaei. «Uro aesars?» HamUCAIU MUCHMO
“KIOPH NMPeMHUH, B KOTOPOM OTMeTH.IH, 4T0 BeseBy-I'mHTOBTY
Oospuie mogouLIa ob1 «npemus Jenn Pudenmranny. Ha nepe-
MOHHH HarpaJaeHusi XyI10:KHHK 3aKOHYHJI CBOIO peub BOCKJIH-
nanusivu: «Poccusi, Bnepea! Mbl mocTpoUM HOBYIO cTpaHy!
Poauna 30Bet!» KakoBa ke Obl1a peakuus :xopu? Exarepuna
Bo6puHckast, rosiocopaBmasi 3a bensieBa-I'mntoBTa, oTpHnana
MOJUTHYECKYIO TOIOIUIEKY ITOro pemenusi: «MbI pyKoBOACTBO-
BAJINCH HCKJIIOYNTEILHO ICTeTHYeCKUMH KpuTepusimu. JKiopw,
B TOM YHcJIe 51, CINTAaeT, 4YTo beasieB-I'mHTOBT mpeacTaBmI Jeii-
CTBHTEJIbHO HOBBIH B3IJISI HA COBETCKHI CTHJIb». 32a0aBHO, UTO
XYAO0KHHMKA, IBHO Pa00TaIOLIero U ¢ 3CTETUKON, U ¢ MOJUTUKOM,
CYASIT HCKJIIOYUTETBHO M0 3CTeTHYECKHM KPUTEPHIM, KaK 0y1To
O/IHO K IPYIroMy He UMeeT HHKAKOT0 OTHOILeHH.

BoT 4TO0 mMpoMCXOaMT, KOI/Ia XYA0KHHKH 0Ka3bIBAIOTCS «3aXBa-
YeHbI» CUTYyalHeil MpeBaTMPOBAHUS IKOHOMUYECKUX HHTe-
pecoB: HCKYCCTBO CTAHOBHTCS JIMIIB JejioM BKyca. Kak eme
HHTEepPNpPeTHPOBATH CJI0BA rajepucra 'arocsina, ckazaHHbIe

0 poccuiickoii apT-cuene B uHTepBbI0 The Guardian (25 cents-
0ps 2008 rona): «3naere, Kapn Mapke cka3ajl, 4To 1eHbIH €CO3-
naT BKyc. Jlymaro, cBSI3b €CThb».

B LlIBennn 06110 MHOTO MEIHACKAHAATIOB BOKPYT XyT0KHHUKOB —
BcoMuHAaKOTCs Aej1a Annbl Onend u Jlapea Buakca. B 2009
rony Opnes1 Bocnipou3BeJia ONBITKY caMOyOuiicTBa, coBep-
LICHHYI0 paHee Ha MOcTy JInnbexouabme. 3agadeii Xy10/KHHIbI
OBLJI0 HCCIeI0OBAHNE MEXaHI3MOB NMCHXUATPUYIECKOTO JIeve-

HHUs, TPAKTHKYEMOTI0 32 3aKPBITHIMHU IBePSIMHU MIBEICKHX KJIH-
HHUK. Ucnonb30BaHue MEeTOI0B 3HAMEHUTOrO KypHaJjucTa ['ion-
Tepa Banbpada BbI3Baso HacTosiimii «apgext nomuno». Iep-
(hopMaHC Xy10:KHULBI TPOEMOHCTPHPOBAI, BO-NIePBBIX, TO,

YTO MHOTHe NMPOX0:KHe He HAILLIU B ce0e CMeJIOCTH NOMOYb Jpy-
romy (Onenn). Y Bo-BTOPBIX, TO, YTO Ka4eCTBO MICUXHATPHYE-
CKoii TIOMoIIH, 0Ka3bIBaeMoii B kaunnke Ci. Hopana, octapiasier
JKeJ1aTh Jiyumero: ¢ Omes1 o6pamaanuce mIoxo H B KauecTBe
NMANMEeHTKH, H B KaYecTBe Xy/I0KHHUIBI (HA CJIeTyIOIIHii IeHb
OHA MPU3HAJIACH, YTO NMONBITKA caMoyOuiicTBa ObLi1a nepdop-
MaHcoM). Jle10 KOHYMIIOCH CYI0M, KOTOPbIii npurosopu Qe
Kk mTpady B 242 eBpO 32 HENPHUCTOIHOE NoBeAeHHe. Pemenue
CyAa A0Ka3aJ10, YTO XyI0KHUK AeiiCTBUTEILHO SIBJSIETCS KO3JI0M
OTIYILECHHS, OTBETYHUKOM 32 00IIMIi rpex.

JIpyroe nHTepecHoe 1eJI0 CBSI3aHO ¢ HMEHeM IIBeJCKOr0 Xy10K-
Huka Jlapca Buikca. B 2007 roay oH HapHCOBaJI KapuKaTypy Ha
npopoka Moxamme/a, Npue/IaB ero rojloBy K cTaTye cO0aKkH —
O/IHO}i M3 TeX, KOTOPLIMH HA IIBEJICKUX JI0POrax NMPUHSITO yKpa-
IATh YYACTKH ¢ KPYTOBbIM IBHKeHHeM. Buiike nccenosas
OpHIHYeCKHe H CHMBOJIHYEeCKHEe I'PAHUIILI TAK HA3bIBAEMOI'0
COIMAJIbHO-0TBETCTBEHHOT0 HCKYyccTBa. Peakniuu Ha mpous-
Be/ieHHe OBLIN Pe3KHMH M CO CTOPOHBI IPecchl, H CO CTOPOHBI

o0mecTBa B nejaoM. Buiikey yrpoxaJu pacnpaBoii HeCKOJIbKO
Pa3, B 4aCTHOCTH, aMepHKaHcKas Jomoxo3siiika Koiun JlaPoy3:
noj ncepaonnmoM Jzkuxan-/[:keiin oHa nbITajJach «3aKa3aTh»
Buikca mycyisMaHckuM 0oeBukaM. Ha Xyno:KHUKA Hanaaaau
U I0Ma, ¥ BO BpeMs MyOJIMYHBIX BBICTYIJIEHHI{, U OH 10 CHX

Nop :KMBeT 1noj 3ammToii HannonanbHol ciry:k0b1 6e3onacHo-
ctu IlIBenun. Bo nmsi temoxpaTun Buike Takixke n3odpaskal
Hucyca neno¢uioM, Ho NpeacTABUTEIN XPUCTUAHCKON LePKBH
N04eMY-TO 0KA3aJUCh MeHee arpecCUBHBIMH.

B kakoM-T0 cMbIC/Ie BCe MbI sIBJIsieMCsl cOaBTOpaMu AHHBI Qe
u Jlapca Buikca: Hamm peaknuy Ha UX MPOU3BeJCHHUSA 1eJa0T
HAC UX YaCThI0, 2 MeIHA- H 001eCTBEHHOE IIPOCTPAHCTBO CJIYKAT
JJI1 9TUX XYIO0:KHHKOB X0/1cToM. Takum 06pa3om, kaxablii U3 Hac
MOKeT BHECTH CBOii BKJIa/l B CO3JaHUE COLMATBHOI KADTHHbI, B
KOTOPOIi arpeccusi ¥ KyJIbTypPHbIe CTOJIKHOBEHHS 3aliMyT He TaKoe
3HAYUTe/IbHOe MecTo. 51 He X04y cKa3aTh, YTO MBI BCe JOLKHBI
HCMOBEI0BATh OHY TOUKY 3peHus1. PasHoriacusi Beceraa cocTas-
JISLUTH SAPO ieMoKpaTHH. BoT moyemy y Hac ecTh IpPaBo He COIIa-
IAThCsl ¢ NPUHIMIIAMH OPraHU3AIMH IeMOKPATHIi U ¢ TeM, Ha YTO
B /IeliCTBUTEILHOCTH YXOAUT IroCyl1apCTBeHHAs! MOJ/IepKKa.

B 2007 rony mBeackoii xyno:xxauue ®@ua-Crune CaHuIyHa Kak
yuactHuue BoicTaBku Agorafolly (bprocceiib) npeaioxuiu co3-
JIaTh «eBpoleiickoe Npou3BeleHne JIsl OyAyLIHX HOKOJIeHHID).
Ona pemnia caeJaTb AHTUBOCHHBIN MOHYMEHT, IOCBSILIICHHBbI
OyaymuM karacrpodam, ¢ Haanucbio: «byrymum xxepream opy-
“Kusl, npousseaeHHoro B llIBenuu, nocesimaercs». llIBenus: npu-
Jep:KHBaeTC HeHTPAJIMTeTa, HO IIPU TOM Kopropanus Saab/
Bofors mpon3BoauT opy:kue, Hecyiee JIOASIM CMePThb, H IKCIOP-
TupyeT ero B CILIA u B Benecyaay. Cienyer momuuth o Bofors,
KOI/Ia IPOTHBOIOCTABIsIENIb «XOpoLIee H YHCTOe» «IoCyIapcTBeH-
Hoe (pMHAHCHPOBaHUe» «YACTHBIM JeHbram». llIBenckoe mocoib-
CTBO B KOHIIe KOHIIOB OIIATHJIO POM3BOICTBO MOHYMEHTA, HO
HEeCKOJIbKO MONBITOK XyI0:KHHUIbI MI0KA3aTh €ro Ha POIMHE He
yBeHYaIHch ycnexoM. McKycecTBO CTAHOBUTCSI HOITHTHYECKHM elle
U TOI1A, KOIIa JeMOHCTPUPYeT rPAaHULbI NOJUTHYECKOrO.

Ectb M gpyrue cnocodbl 3aHUMATHCSI NOJUTHKOMH. OHMH U3

HHX — COKPBITHE TOI'0, YTO U TAK He3puMo. B pe3yinbrare He3a-
MeTHOe, apaI0KCAIbHBIM 00pa30M, CTAHOBUTCS BUAUMBIM. B
KauyecTBe NIpUMepa NpuBeay padoTy Apyroii IBeICKOH Xy10kK-
Hunbl — Kaiicel Jlans6epr. Ee Bugeo «20 munyT (AxeHckuii
KyJak» (2006) npeacrabiisieT c000ii HHTEPBbIO, B3ITOE XY10XK-
HUIell y JecOussHku. JIuna gecOUsTHKH He BUIHO: 00bEKTHB
KaMepbl 3aKPbIT KPbIlKoil. « HeBHIMMAas1» reponHs paccKasbl-
BaeT 0 TOM, KaK OHA M HeCKOJILKO IPYTrHX aKTHUBHCTOB PN
CHSITh HOHNPOGUTHBIH NopHOGUILM. MOTHBOM UX JAeliCTBUA
ObL10 TO, YTO U300pasKkeHUe J1eCOUSTHOK U JiecOuiicKkoii cexcy-
aJIbHOCTH, KAK MPaBHJIO0, 1aeTCsl CKBO3b NIPU3MY HOPMATHBHO-
reTepoceKkcyaabHOro B3risaa. X npoexT 0bL1 NONBITKOM
000¥TH «KYJIbTYpPHOE IPOrPaMMHPOBaHHE» H CO31aTh aJbTep-
HaTHBHOe npocTpaHcTBo. [IpogaBars GpuibM 3anpemanocs —
€ro MO:KHO ObLJIO TOJIBKO JAPUTh APYIUM :KeHINHHaM. [loaydas
(uabM, KeHIINHA NOANUCHIBAJIA KOHTPAKT, B KOTOPOM 00513bI-
BaJIaCh He NepenaBaTth Gpuiabm my:xunHe. Tem cambiM JiecOmii-
CKO€ IPOCTPAHCTBO COXPAHSJIO CBOI YTOUYHOCTH — HACTOJIBKO,
HACKOJIBKO 3TO BO3MOKHO. «HaM Hy’KHO *KHTH B IPHIYMAHHOM
MHpe — B MHpe, KOTOPbIii YCTPOeH TaK, KaK HaM HPaBHTCS», —
TOBOPUT repoHHs B KOHIe BH/IE0.

JleMOHCTpalUsl TEMHOI CTOPOHBI COBIBIIECS MeUThI — TOMkKe
NMOJUTHYECKHI aKT; THYHAS 3TO MeYTA WU KOJIEKTHBHBIN
H/ieall peBoJIIOIHOHHBIX NepeMeH — He nMeeT 3HaYeHns1. «Coxka-
Jgewwmme» Mapkyca Jlunaena (2010), moxxanyii, 01MH U3 caMbIX
TPOrareJbHbIX H TPYCTHBIX JOKYMEHTAJIbHBIX (PMILMOB 0 IPO-
osieme moJsia. Mukasiab U Opiianao U3MEeHHJIU N0JI M IIpeBpa-
THJINCH B JKEHIIMH, HO N03:Ke CTAJIM KaJIeTh 0 CBOeM BbIfope.
Mukadiib X0ueT BepHYTh cebe MYKCKYI0, FeTepOCeKCyaJIbHYI0
HICHTHYHOCTh; OpJIaH/10 CUUTAET ce0sl Ye10BEKOM «TPeThero
nosa». Uro genarb, KOIjaa HeBO3MOKHO IIOBEPHYTh COOBITHS
BeOsATh? DUIbM, XOTh H KOCBEHHO, 3aTParuBaeT BaxkHeiilee
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Taly — ’KeJlaHHE B KOPHEe H3MEHUTh CBOIO 5KU3Hb, IIONBITKY H3Me-
HHTB ee U NMoCJIefiyIoliee coxKaIeHue 0 pe3yJbTrare.
Jlpyrasi TeMHasi CTOPOHA MeYThI O JIMYHOI PEeBOTIOLUH — 3TO
JKeJIaHHEe COBEPIIUTH HEBO3MOXKHOE, IIPEO00JIeB I'PAHMIIBI YeJI0-
Beyeckoro cymecrsopanus. B Bugeo Annukn Jlapcon «Hosast
rpasuTanus» (2003) roHoma HA AUCKOTEKe — B MU3AHCLIEHE TOMO-
IPOTHYECKOT0 pasi — BCTYNAaeT B COPEBHOBAHHE C PHCOBAHHBIM
NepcoHazkeM, MPeTeHAYIOIHM Ha 3BaHHe KOPOJIsl TAHIIO0IA.
ITOT ca0MAa30XUCTCKUIl (PyTypUCTHYECKHUI TeH/IH CTIPpAalIHBaeT
y 1oHou: «Moxkemb Tak? A Tak?» OH onycKaeT CTYIHH, KaK
pacnsThlii, 1 NoAHUMAaeTcs B Bo3aAyX. FOHowIa noryionieH 3 TumM
3peanmemM. EMy He moa cuiy copeBHOBaThes ¢ JeHau. OH cnipbl-
THBAeT €O CTyJ1a, — H 3pUTE]Ib BUIUT TOJILKO HOTH, TOKAYHBAI0-
muecs B Bo3ayxe. CTOJIKHYJICS JIU IOHOLIA € PeaJIbHOCTbIO WU
Ao0uIIcs yernexa B ee IPeoJ0JIeHUH — OCTAeTCS HesICHBIM.
Ta e aMOUBaJICHTHAsl TEMHOTA HAPHUT B KJIMIIe FPYIIIbI
The Knife. DTa rpynna Bnucana B MaccoBYIO KYJILTYpY, HO ee
Y4aCTHHKAM yIaeTcsl COXPAaHAThL aHOHUMHOCTD. B «Ilepenaii
Apyromy» Bcest MEGOJIOTUsI TOMOIPOTHYECKOI JT1I00BH Nepenuchl-
BaeTCs B ICKOPALMAX POBHHIHAJIBLHOIO ropoaa. /lenpeccus-
HOCTh HAMEPTBO 3aKPeIUIEHHbIX FeHIePHbIX HICHTHYHOCTeH
31ech HeOKUAaHHO 000paYnBaeTcsi MUKPOPEBOJIIOLHei.
B Buneo Knapol Jlugen «IlapanuzoBannas» (2003) cama xyaomx-
HHIA, Pa31eBIINCH 10 H0KCEPCKUX TPYCOB, B OellleHOM TaHIe
MedeTcs 110 BaroHy CTOKI0JIbMCKOro MeTpo. JIioau Bokpyr cMy-
LeHbl M CTAPAKOTCS He 00paliaTh BHUMAaHHSI HA ee J1eiicTBHs.
IIpeonosieHne cTepeoTHIIOB MPHUHSTOIO NMOBEICHUS B 00IIe-
CTBe 3[eCh COYeTAeTCsl ¢ NAPOAUPOBAHHEM CAMOI0 IPUHIMIIA
TPaHCIPeCCHH.
Eciu y nonuTuyecKu 0TBETCTBEHHOI'0 HCKYCCTBA U €CTh OIMH
HE0CTATOK, TO 3TO — 0TcyTcTBHE camouponun. Ho TBopuecTBo
Hecnepa Hopaans — HeKTioueHHe U3 3Toro npaBuia. B sugeo
«MockBa-peka» (2010) Xyn0:KHHK JIesKUT Ha Gepery u o0cy:kaaet
€ NOAPY/KKOI CBOK0O MeUTY — HAHTH (PEMHHHUCTCKYI0 MY3bIKAJIb-
HYIO TPYIIY U CHATH 1JIs Hee Kiaun. OH yBepeH, YTO PaIUKAIBLHO
(peMuUHHUCTCKHE MY3BIKAHTBI CYILECTBYIOT, U MPO0JIZKAET pa3ria-
roJIbCTBOBATH HA 3Ty TeMy, CHUMasi BUAbI MocKkBbI-pekn. O6cy:k-
JeHHe CTAHOBHUTCS Bee Dosiee abCypAHBIM, 2 00pa3 NOJUTHYECKH
KOPPEKTHOI0 XyI10:KHHKA NpeAcTaeT He §oJiee, YeM Mo30ii.
51 ObI MOIJIa NPUBECTH elle MHOI0 PHMEPOB TOr0, KAK XY/I0K-
HHMKH U30eraiT «I0JU-THKOBY» B M0JIb3Y «IoauTukm». Ho rae-to
HAJ10 OCTAHOBUThCH.
Korna Mecnep Hopaaas monpocuI MeHst HAMHCATH TEKCT
00 MCKyccTBe M OIUTHKe ISt KaTtasnora «Hosoii cepbesnoctu /
HnTepecHoli Bemm», s, B CBOI0 04epensb, cnpocuia: «Kaxoi
TeKceT Tebe HyskeH? Onucare/bHbIil — IOPULIAIOLIUI N10JI0Ke-
HMe Beleil niu nepGopMaTUBHbIN — NPOEKTHPYIOLIUI He-
aJbHBIN NOpsA0K Beweil B Oynyuem?» O orBetna: «Pemaii
camay. [lonauajy s pacrepsiiacs U He MorJia BbIOpaTh. [loTom
MOHSJIA, YTO MOTY NONpPodoBaTh caeaTh U TO u Apyroe. Hane-
10Ch, 3T0 MHe YIaJI0Ch, U 51 He TOJIbKO BbIPa31Ja CBOIO 03a004eH-
HOCTb NMPOMCXOASIINM, HO ¥ MPHBeJIa 00HAIeKNBAKOIINE TPH-
Mephbl TOr0, KAaK HCKYCCTBO MOKeT BJIUSATH HA 001 eCTBO, PACCKa-
3aB 0 XYA0’KHHKAX, UMEIOIIMX CMeJIOCTh UTPaTh B MOJIUTHYECKHE
IIAXMAaThl ¢ BUAMMBIMHM H HEBUAMMBIMH IPOTUBHUKAMH.
IMapu:k, Hosiopn 2010

Between Politics and Poli-ticks

Sinziana Ravini

In “The Seventh Seal” (1957) Ingmar Bergman shows a disillu-
sioned medieval knight defying death by playing chess with him,
in the hope of finding meaning behind the meaninglessness of all
things, and defying not only death but also the so-called absence
of God. The chess game thus turns into an existential struggle
between hope and hopelessness.

I sometimes used to think of our art world as an enormous chess
game where contradictory forces are at play: “the market”

versus “state funding”, “entertainment” versus “knowledge pro-

duction”, and “mainstream” versus “alternative” art scenes fight
each other in an endless quest for symbolic recognition. However,
as we all know, things are not always black and white, and such
battles can become static and predictable. Yet the chess game is a
perfect metaphor for the battles of ideas.

‘We should therefore not abandon the chess-game allegory, but
re-conceptualise it as an intellectual playground that tests the
potential of art to bring about real social change. I understand
social change to be an outcome of both aesthetic and political
revolutions, since all art is part of the social field and all social
fields are more or less aesthetically organised.

It’s always easy to criticise the state of things, especially if such
criticisms are made within the geographical remit of a neoliberal
market economy. It is much harder to produce criticality where
it’s least expected or welcome. On the other hand, I’ve always
thought that art agents — be they artists, curators or critics — who
are committed to pointing out the problems of our world without
imagining solutions are as unethical as a doctor who would iden-
tify a disease without trying to find a cure for it.

Before going any further, I’d like to stress that this text is only
going to deal with some aspects of our art world. And by writ-
ing “our art world” I also wish to draw attention to the fact that
there is no such thing as an abstract art world out there. We are
all a part of this art world, whether we like it or not, and we have
to engage with it, infiltrate it, reveal it, and yes — even improve it.
Lately, I’ve become more and more interested in artists who work
in a confrontational, politically radical way that avoids “poli-
ticks” — a standing Internet joke of uncertain origin (though cred-
ited to the American comedian Robin Williams), which demon-
strates the public’s loss of faith in the political act. The original
Greek word “polis” referred to the “city-state” and so was not
entirely unrelated to the concept of “the many” (Greek: “Oi Pol-
loi”). In some ways, then, the etymology of the word already points
to the proliferation of ticks associated with politics. It’s there-

fore important to distinguish between “poli-ticks” and “politics”,
and we have to ask ourselves: how can we produce realities that
become politically important? And, consequently, what is political?
“Political art” is the art of the unexpected. When an exhibition
announces its political agenda it fails, since it has already instru-
mentalised its discourse and fixed the possible readings of the
works. A lot of artists think that their art is political because
they intend it to be. But whether one can guarantee the political
impact of a work in advance is a moot point at best.

One would have to anticipate the context, the public, and the
reaction, in order to really know whether the artwork or an exhi-
bition is political or not. As Jean Luc Godard famously said, “the
problem is not to make political films, but to make films politi-
cally”. One could apply that insight to the field of curating and
visual art by arguing: “The problem is not to mount political
exhibitions but to make exhibitions work politically.”

For that to happen, we have to go from description to action,
from representation to production. As Jesper Nordahl said in a
roundtable discussion at Iaspis in Stockholm in 2010: “I’m not
describing reality, I’m producing it”. It might sound idealis-

tic, but hey, if we’re not idealists, what are we? Realists usually
accept the order of things. Idealists don’t. They push things to
their limits, re-inventing their boundaries. For that to happen,
artists have to mask their intentions as well as the “message” of
the artwork. Otherwise you get what we, in Sweden, used to call
“plakatkonst” (banner art).

How can one avoid “poli-ticks” and engage in a truly political art?
Arguably, there are three crucial stages that art has to go through
in order to become political and these are: infiltration, destabilisa-
tion and reconfiguration. But such a possibility emerges only when
the artist believes in the political power of his or her work.

I therefore sometimes dare ask artists the Gretchen Question (by
paraphrasing it of course, since “do you believe in God?” belongs



to an entirely different context). So I ask: “Do you believe in the
possibility of art to bring about real social change?” Not once did
I get the answer “No”. For me, the realisation of politics through
art depends on how we answer this question. If one doesn’t
believe that social change is possible, then why should one make
or write about art at all? For the sake of entertainment? That
said, social change is not a special effect that one can look for,
measure or even evaluate. Those who try to do so instrumenta-
lise the discourse, heading towards an Orwellian society where
everything is controlled. Social change takes time.

Now, how can we speak about socially engaged art without spec-
ulating on its immediate effects in the social field? Especially as
we acknowledge the work as part of the social field? Where is
the vantage point that enables a critical point of view? If we’re
all part of the world that the artist takes as the object of critique,
can we criticise the work without also criticising ourselves?

If we look at the Russian art scene, it would be easy to claim that
artists and groups like Chto Delat? and David Ter-Oganian are
more serious and therefore more political, radical and less specu-
lative than artists like Oleg Kulik and Blue Noses. But let’s not
take the easy way out, and actually admit that all artists seek

to enter and “disturb” the society of the spectacle. The oppo-

site would be a cry in a desert. There are of course many artists
who remain attached to the romantic dream of escaping society.
However, such an attempt is not just a cry in the desert but also
a negation of the idea of an “open democracy”. The dream of
escape can be nothing but a temporary solution, a way of prepar-
ing for things to come.

The most common way of doing “politics” is direct confrontation.
Following the Forbidden Art Trial, Russian curators Yuri Samo-
durov and Andrei Yerofeyev had to pay 200,000 and 150,000 rou-
bles respectively (approximately 4750 and 3500 euros today) for
having arranged a peep-show where one could actually choose to
look at artworks representing Jesus with a Mickey Mouse head
and Lenin on a red-square image with a text saying “McLenin”.
The church claimed it was not the church but rather the people
who were offended. But the truth is that the exhibition received
enormous support from a public scandalised by this massive cul-
tural censorship. One could easily dismiss the entire affair as an
enacted trial of populist politics, where both sides sought and
won media attention. Nothing else but poli-ticks. And yet one
could argue that art must enter the spectacle in order to disman-
tle conservative social forces. Otherwise, how are we to fight for
freedom of speech? How can we discuss what is acceptable and
what isn’t in the name of such freedom?

Money can sometimes set art free. In 2008, under the wing of deal-
ers like Gagosian and theorists like Boris Groys, the Kandinsky
Prize of 40,000 euros was given to Russian artist Aleksey Belyaev-
Gintovt who produces images that blend the monumentalist aes-
thetics associated with Soviet times, constructivism, Russian avant-
garde and American Pop Art, but who also seems to suffer from
nationalist, ultra-right and, some say, even fascistic ideas. Chto
Delat wrote a letter to the Kandinsky Prize jury saying that the
artist rather deserved the “Leni Riefenstahl Prize”. At the award
ceremony the artist concluded his speech by saying: “Russia, for-
ward! We’ll build a new country! The Motherland is calling!” How
did the jury react? A jury member, Ekaterina Bobrinskaya, who
had voted for Belyaev-Gintovt, denied any political motivation
behind the decision: “We were only guided by aesthetic criteria”,
she said. “The jury, me included, judged that Belyaev-Gintovt was
the one who presented a really new point of view on Soviet style.”
It’s funny that an artist who clearly deals with politics and aesthet-
ics is only judged on the grounds of aesthetic criteria, as if aesthet-
ics and politics had nothing to do with each other.

This is what happens when artists get caught in situations

where economic interests prevail — art becomes only a matter of
taste. How else can one interpret what gallerist Gagosian said
about the Russian art scene in an interview in The Guardian (25

September 2008): “Well, you know what Karl Marx says? Money
creates taste. I think there’s a relationship.”

In Sweden, there have been numerous media scandals around
artists such as Anna Odell and Lars Vilks. In 2009, Odell enacted
a suicide attempt from the Liljeholms Bridge in order to investi-
gate the mechanisms behind the closed doors of the Swedish psy-
chiatric care establishment. The Wallraffian method created a
social-domino effect beyond comparison. Odell’s enactment not
only revealed that many people crossing the bridge lacked the
courage to help a fellow citizen (Odell), it also found that the psy-
chiatric care department at St Goran’s hospital failed to operate
as one might have expected, treating her badly both as a patient
and as an artist (when she revealed the project the day after).
The affair culminated in a trial where Anna Odell had to pay a
242 euro fine for dishonourable conduct. The court’s decision
demonstrated that an artist can indeed become a scapegoat, pay-
ing for everyone’s sins.

Another interesting case involved Swedish artist Lars Vilks. Vilks
made a caricature of Muhammad in 2007 by adding his head to
a “rondell dog” (it has recently become customary in Sweden

to place stylised dog sculptures on traffic circles). Vilks wanted
to investigate the legal or symbolic limits of so-called socially
engaged art. Reactions to the piece were quite violent, both from
the media and from the public in general. Vilks received several
death threats, including one from an American housewife, Col-
leen LaRose, who tried to contract Islamic terrorists to assas-
sinate Vilks, under the guise of “Jihad Jane”. The artist was
attacked at his home and at a number of public lectures, and has
since been living under the protection of the Swedish secret ser-
vice (Sipo). Vilks has, in the name of democracy, also depicted
Jesus as a paedophile. But representatives of the Christian
church have, for some reason, been less hostile.

In a way we are all participants in the works of Anna Odell and
Lars Vilks: our reactions to their actions make us a part of their
work, since the media and public sphere are the artists’ canvases.
We can therefore all try to contribute to a social painting that

is less hostile and less keen on cultural clashes. By that I don’t
mean that we all have to agree. Democracy has disagreement at
its core. That’s why we also have the right to disagree with how
democracies are organised and what state funding actually funds.
In 2007, Swedish artist Fia-Stina Sandlund was asked to pro-
duce a “European artwork for the future” as part of the Ago-
rafolly exhibition in Brussels. She decided to create an anti-war
monument that would commemorate future catastrophes with
the inscription: “In Honour Of The Future Victims Of Swed-

ish Made Weapons”. Sweden is considered to be a neutral coun-
try, but people are being killed by Swedish-made weapons made
by Saab/Bofors, which sells both to the US and Venezuela. One
should think of Bofors when one talks of “state money” as some-
thing good and pure as opposed to “private money”. The Swedish
Embassy ultimately chose to support the piece, but Sandlund has
not, despite several attempts, been able to show the monument in
Sweden. Art is also political when it makes manifest the limits of
the political.

There are also other ways of doing politics. One of them is to
deny visibility to that which is already invisible, hence turn-
ing things around by making the non-visible visible again.

I’m thinking here of another Swedish artist, Kajsa Dahlberg.
In 20 Minute (Female Fist) (2006), she conducted an inter-

view with a lesbian whose identity remains hidden through the
entire interview, since Dahlberg leaves the camera lock on. The
“invisible” woman describes how she along with other activ-
ists decided to make a porn movie as a non-profit collaboration,
since lesbians and lesbian sexuality are mostly seen through

the prism of a hetero-normative gaze. The project was a way

of escaping “cultural programming” and an attempt to create
an alternative room of one’s own. The film could not be sold,
only given away to other women. Each time a woman received a
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copy, she signed a contract undertaking not to give the film away
to a man, keeping this lesbian space as utopian as possible. At
the end of the interview the woman says: “We need to live in an
illusory world where the world is the way we would like it to be”.
Another way of doing politics is by showing the dark side of a
dream come true, no matter whether this is a personal dream or
collective dream about revolutionary change. Marcus Lindeen’s
Regretters (2010) is perhaps one of the most beautiful and melan-
cholic documentaries on gender issues I’ve ever seen. Mikael and
Orlando changed their sex from male to female but later regretted
their choice. Mikael wants to get back to a male hetero-normative
identity while Orlando sees himself more as belonging to a third
sex. What is one to do if there’s no turning back? The documen-
tary is, indirectly at least, addressing the biggest taboo: to have
wished to change one’s life entirely, to have tried to do so, and
then to regret the outcome.

Another dark side of the auto-revolutionary dream is the desire to
do the impossible by trying to transcend the boundaries of human
existence. In Annika Larsson’s New Gravity (2003) a young boy
dancing in a disco, in the middle of what appears to be a homo-
erotic paradise, enters a duel with an animated character, a sado-
masochistic dandy from the future, who claims the dance floor

for himself. The futurist dandy starts asking the boy “can you do
this?”, “and now, can you do this?” He points his feet downwards,
like those of a crucified man, and starts levitating. The boy is com-
pletely mesmerised by the sight, but incapable of matching the
master’s performance. He finally takes a chair and jumps from

it. We, the viewers, only see his feet dangling in the air. We lack
the means to know whether the boy has crashed in reality or has
finally succeeded in transcending reality.

The same ambiguous darkness characterises the Swedish band
The Knife, who have entered the popular culture industry while
keeping their identity more or less obscure. Pass This On is a
music video that rewrites the very mythology of gay love in a
small-town setting, turning a depressing mise-en-scene of “locked”
gender positions into an unexpected micro-revolution.

In Paralysed (2003) by Klara Liden, the artist strips down to her
boxer-shorts and a sock, and carries out a violent dance, with
climbing and jumping, in a Stockholm subway coach. The peo-
ple around her are naturally embarrassed and try to appear
unaware of her presence. It’s a transgression of both how one

is expected to act in public space and a mockery of the idea of
transgression as such.

If there’s one thing that politically engaged art is not always good
at, it’s being able to make fun of itself. Jesper Nordahl is an excep-
tion to the rule. In Moskva-reka (2010) he lies on the riverbank

by the Moscow river discussing with a female friend his dream of
finding a feminist band that he could do a video with. He is con-
vinced that there must be such a thing as a radical feminist band,
and he dwells on this issue while filming the scenery around him.
The discussion becomes more and more absurd and the image of
the politically correct artist is subverted as just that — an image.

I could continue giving more and more examples of how artists
avoid doing “poli-ticks” in favour of “politics”. But one has to stop
sooner or later.

When Jesper Nordahl asked me to contribute an essay on art and
politics to the catalogue for the Moscow exhibition New Gravity /
Interesting Thing, which he was co-curating with Karina Karaeva,
I asked him: “What kind of text do you want? A descriptive text
that deplores the state of things or a performative one that dreams
about how things could be in the future?” He answered: “It’s up
to you.” At first I was a bit frustrated, unable to make the choice.
Then I realised that I could actually try and do both. I hope I’ve
done just that, and that I haven’t merely aired my concern about
how things are but also succeeded in providing some encouraging
examples of art that actually has an impact on the social sphere —
by highlighting the work of artists who dare to engage in political
chess games, confronting visible and invisible antagonists.

If there’s something I’m looking forward to in the coming weeks,
it’s a shared re-discovery of the Russian art scene and the oppor-
tunity to take part in the roundtable discussion of the exhibition
New Gravity / Interesting Thing. 1 anticipate that this exhibition
is not only going to be about political art but that it will actually
become political — even if politics, like everything that matters,
usually takes time.

Paris, November 2010
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Kalica lancbepr
20 MUHYT (KEHCKWW Kynak), 3aKonbLoOBaHHOE BULEO, 20 MUH., 2006

«20 MUHYT (KEHCKUN Kynak)» — UHTEPBbI, CHATOE 0ObEKTUBOM,
3aKPbIThIM KPbIWKOV. OHO OTChHINAaeT K rpyrnnaM Bpoae «3anaTUCcToBY,
nucaTenbckol opraHnsauum By MUH, Unn3opHON NOEHTUYHOCTM
JloTepa Bnncce, a TakXe KO MHOTUM APYTUM KOMMEKTUBHbBIM 1/ UAN Noay-
NeranbHbIM MHULMATMBAM, Y4aCTHUKN KOTOPbLIX CKPLIBAOT CBOW Nu1L,a
panv 6onblen BUOAWMOCTM Ha NONNTUYECKOM None. VIHTepBblonpye-
Masa — akTUBWUCT rei-TycoBkn KoneHrareHa. OHa paccka3biBaeT O Nop-
Horpad®umM 1 0 CoO34aHUM cCenapaTUCcTCKUX NMPOCTPAaHCTB. MpuMepHOo

B cepennHe ¢punbMma oHa B bonee obWUX BblpaxXeHUAax onucbiBaeT BO3-
MOXHOCTU 0151 «UHbBIX)», MPELOCTAaBNAEMbIE COBPEMEHHbBIM OOLECTBOM.
®UnbM Ha4YMHaEeTCA U 3aKaH4YMBaeTCs OIMHHOW HEMOW CLUEHOW, CHATON
Ha OJHOW U3 KOMeHrareHckux nnowamnen.

Sl 3aHanach 3TOW rpynnon akTUBNUCTOB MOTOMY, YTO 3aUHTEpPeCOBaHa

B VX NONMUTUYECKON paboTe, MPOUCXOAAILEN BHE YXE CYUECTBYOUNX
NHCTUTYLMOHaNbHbIX GOPM NOMUTHKK. B nonbiTkax 6opbbbl ¢ penpec-
CUBHbBIMY CTPYKTYPaAMU OHU onNpeaensaioT ce6qa B OCHOBHOM anodaTuye-
ckn. Kakue ecTb cnocobbl, 4YToObl CHOPMUPOBATL CBOK NOEHTUYHOCTD,
YCKOMb3HYB OT MOCTOPOHHETO B3rNaAa? 3TOr0 MOXHO 4OCTUYb, YTBEPX-
0asa: Mbl HE @HAPXNCTbI, Mbl HE GEMUHUCTbI, Mbl HE MAPKCUCTLI U TakK
nanee. Oco3HaHMe TOro, YEM Thl HE ABNSEWbLCHA, AncuaeHTUGMKaLma,
cTanu oTNpaBHOW TOYKOW XenaHWUe co34aBaTh HOBbIE UOEHTUYHOCTHN,
HOBbIE A3bIKWN U, B KOHLLE KOHL,0B, TMMNOTETUYECKME CPEACTBA /15 N3Me-
HEHMWA 3aCTbIBWUX CTPYKTYP.

TekcT: Kavica Jansbepr

Kajsa Dahlberg
20 Minutes (Female Fist), video, 20 minutes, loop, 2006

In a reference to groups like the Zapatistas, the writer's collective
Wu Ming, the illusive identity of Luther Blissett, and many other col-
lective and/or clandestine groups that mask their faces in order to
become politically visible, 20 Minutes (Female Fist)is an interview
filmed with the lens-cap left on the camera. The interviewee is an
activist from the Copenhagen queer milieu who talks about pornogra-
phy and about the creation of separatist rooms. About halfway into
the film, she goes on to speak in more general terms about the possi-
bilities of being different in today's society. The film opens and con-
cludes with a long silent scene from a public square in Copenhagen.
I became involved with this activist group as I am interested in the
way they work politically while attempting to stay outside of already
existing political frameworks. In their efforts to fight repressive
structures, they are defining themselves primarily in terms of nega-
tion. How can you create an identity for yourself while you simultane-
ously avoid being defined from the outside? By saying: we are not
Anarchists, we are not Feminists, we are not Marxists, etc. The notion
of knowing only that you are not, only through dis-identification,
became the starting point for an urge to create new identities, new
languages, and ultimately, the possible means of changing residual
structures.

Text: Kajsa Dahlberg

VR 3R g/ ¢ 070 0 0 0 oleNel & 8 05% ¢ 4G Bl &



AOPASCE PO 3HD LA AP R CrPati B

The world has many furtive spaces,

There's also something beautiful in

not having a land; not having a home.

It gives me a sense of
having the power to act.

1d399UVT YOUVY

DY3IEITHYQ VSTV



EneHa KnumoBa
YyBCTBO MecTa, BUOEO, 5.24 MUH., 2009

B «YyBCcTBE MecTa» NPOCTPaHCTBO NpeacTaBleHO O4YeHb BECOMO,

4yeMy cnocobCcTBYeT U BECXUTPOCTHAs CbeMka: nosioca 3eMNn y Kpad
Kapbepa, Ha KOTOpPOW pa3birpblBaeTca AeNcTBUE, XeNe3HOL0POXHbIN
nyTb, METANINYeCKME WTbIPU-BELWKN, MPOTUBOMOMOXHAaA CTeHa Kapbepa
3aMblkaeT maHopamy. [leByuwka B AxunHcax 1 ¢yTbonke KpUYnT HeBUOU-
MbIM 3pUTENAM: «TBOK MaTb!» — KPUYUT TEM BO3MOXHbIM cobecegHn-
KaMm, KOTopble NpUAYT B BbICTaBOYHbIN 3an. OT 3HakoMol BCceM ¢ppasbl
«beperv npupofy, TBOW MaTb» N MPOYUX MOOOOHbLIX NTO3YHIOB OCTancs
NUWb ABYCMbICIEHHbIV OT3BYK, B KOTOPOM B04pbie MPU3biBbl MELWATCS
CO crnoBaMu oT4asHUA. B 3Toh paboTe 04eHb MHOIO ABHbIX Pa3pbiBOB,
NCYE3HOBEHMUM: caMO NPOCTPAHCTBO 3EMIN M3PAaHEHO, HO MPW 3TOM
nokasaHHOE YeTKO MECTO CKOPEEe HanoMUHaeT TeaTpallbHble Noa-
MOCTKW; rnybuHa Kapbepa nogpa3yMmeBaeTcs, a CepebpuUcTbie CKITOH®bI,
n3pe3aHHble TeHTaMn YCTYNOB, KpaCuBbl; OEBYIKE HYXHbl CAylwaTenu,
HO OHU HaxXOo4ATCA MO APYry CTOPOHY 3KpaHa, COBCEM B PYIrOM MecTe.
B paboTe EneHbl KNMMOBOW MPONCXOOUT HEYTO CTPAHHOE: MCTopuYe-
cKoe, KYNbTYPHOE, counanbHoe 3Ha4YeHe MecTa OCTaeTCcs BHE 30Hbl
BHUMaHNA. XyLOXHULA NbiITaeTca pas3nninTb B Nei3axe npupogHoe

1N YenoBeYeCcKoe, MpoMblleHHOe. B obwecTBe, rae nHTennexkTyanb
CMUPUNIUCHL C TEM, YTO MPOMBbIWNEHHbIE 0ObEKTbH BPOCAU B MPUPOL-

HbI MVUP, @ peanbHOCTb KyNbTYpbl OKa3biBaeTcs 6onee 3Ha4MMon,

4yeM peanbHOCTb MPUPOAbLI, OAHOBPEMEHHO CYWECTBYIOT UHblE NOEU —

O CaMOLEHHOCTU NPUPOMALI, O BapBapcTBe Yyenoseka. Kaxgasa n3 atux
no3unLKn obycnoBneHa BblpaboTaHHbIMU KYbTYPOW UaeaMmn. Bo3MoxHO
nu Torga 4yBCcTBO MecTa? TenecHasa CBA3b C HMM BHE 3TUKW, BHE A3blKa
N oaxe BHe acTeTuyeckoro nepexunBaHua? Pabota EneHbl KnumoBon —
XOPOWUM MPUMEP TOro, Kak YTOMNUYHO 3TO XenaHne. XoTa, BO3MOXHO,
NMEHHO 34EeCb N MPOABNAETCA CONMPOTUBEHME KYNbTYPHOro B3rnana:
eCnu NMPOBECTU YETKYI0, NYCTb 1 BOOOpaXxaeMylo rpaHuLy Mexay npu-
POAHBIMY M MPOMbIWTEHHBIMW 3NIEMEHTAMM MPOCTPaHCcTBa, ecnu Noa-
BEPrHYTb BCE AENCTBUS YENOBEKA 3KONOrMYeCKon 3TUYECKOM oLeHKe,
TO yManuTca obpa3s Yenoseka, UCTOPUYECKUIN NMYyTb YeNOBeKa OKaXeTCs
COMHUTENbHbLIM. He NPpUBOAUT N K elle K 6onbleMy OoTHaAHUIO caM
BbIOOP MeXAy NpUpoaon 1 KynbTypoi? MoxeT 6biTb, MO3TOMY MO3NTUB-
HbI NPU3bIB: «beperute Nnpupoay'» — 3ameHaeTca KpukamMu: «TBOI
MaTb)», B KOTOPbLIX ECTb U Beccunme, n NnamMaTb 0 ckabpesHoM a3bike?

TekcT: MapuHa CokonoBckas

Elena Klimova
Sense of Place, video, 5.24 minutes, 2009

In Sense of Place space is presented as ponderous, an effect
achieved by the uncomplicated mise-en-scéne: a strip of land by a
quarry, where the action takes place, a railway line, some metal rods,
and the far wall of the quarry in the distance. A girlin jeans and

a T-shirt shouts to unseen viewers "Your mother!" - shouts to the
possible interlocutors, who will come to the exhibition hall. ALL that
remains of the well-known phrase of Soviet times, "Care for nature,
your mother", and other similar slogans is an ambivalent echo, in
which cheerful summons are mixed with words of despair. There are
many visible breaks and disappearances in this work: the space of
the earth is wounded, but at the same time the location is clearly
presented and more reminiscent of a theatre set; the bottom of the
quarryisimplied, and the silver-hued slopes, cut with ribbon-Llike
plateaux, look pretty; the girl needs listeners, but they are on the
other side of the screenin a completely different place.

Something strange happens in this work by Elena Klimova: the
historical, cultural, and social meaning of the place remains outside
the zone of attention. The artist tries to distinguish what is natural
from what is human and industrial. In a society, where intellectuals
have become reconciled to the growth of industrial objects into

the natural world and the reality of culture is more significant

than the reality of nature, otherideas also occur — about the

value of nature as such, about the barbarity of man. Each of these
positions is conditioned by ideas that are fashioned by culture. Is
a sense of place then possible? A bodily link with a place outside
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ethics, language and even aesthetic experience? Elena Klimova's
work is a good example of how utopian this desire is. Although,
possibly, this is precisely an instance where the cultural view offers
resistance: if a clear, albeit imaginary line is drawn between natural
and industrial elements of space, if all the actions of man are
subjected to an ecological, aesthetic evaluation, the image of man
will be diminished, the historical path of man will appear dubious.
Doesn't the very choice between nature and culture lead to even
greater despair. Perhaps this is why the positive summons "Care

for nature!" is replaced by the shout "Your mother", which contains
powerlessness and a reminder of foul language?

Text: Marina Sokolovskaya

VAOWULN VHIUST

VYVAOWITMY YNIT3



Knapa Jlngex
Mapanu3oBaHHas, BUAeo, 3.06 MUH., 2003

Bupoeo Ha4ymMHaeTCcsa Cc KagpoB, CHAThIX B BaroHe MeTpPO, 3a OKHaMu KOTo-
poro BuAHbl npuropoabl CTokronbMa. OgHa U3 maccaxmnpok BCcTaeT U Kak
OynTo TaHuUyeT B 3aMeleHHON cbeMKe. [lepen HaMn — 3anucb nepodop-
MaHca Knapbl JlngeH. MegneHHble, MOXoXWe Ha MOry BUXEHWA CMEeHA-
loTCcs BaneTHLIMU, PUTM YOLICTPAETCA, U BO3HWKAET CaMOCTOATENbHbIN
TaHel. [leicTBME CTAHOBUTCA BCce Donee MOWHBLIM U CTPAHHbLIM, Mepe-
HOCUTCH C MOfla Ha MOTONOK, MpeBpallaacb B AUKY NNACKY CTPUNTU-
3epwu BOKPYr BEPTUKANbHOIO MOPYYHS MO cepefnHe BaroHa. lep-
dopMaHC KaxeTcsa OTAENEeHHbIM OT OKPYXEHUS, MOCKOMbKY MOMYTYUKMK
XYOOXHULbI OenatwT BUO, 4TO HUYErO HE MPOUCXOauT. B To Xe Bpemsa
nepdopMaHc — Yyepes 0TKas OT NOBEAEHYECKMX HOPM, COrfaweHni,
reHaepHOM NONUTUKK 1N OBWENPUHATHIX B3aUMOOTHOWEHUM — HEMO-
cpencTBeHHO obpallaeTcs K cpefe, BOMNPocaM colnanbHOM CTPYKTYPbI
1N obluecTBEHHOro NMpocTpaHcTBa. Buaoeo 3akaH4YnBaeTca Kagpamu,
CHATbLIMU Ha NMnaTdopme. Noes3q yesdxaeT. [0N0C 3a KaapoM crnpalumn-
BaeT: «llpogonxaem gpaky?» —«da'!!!y — kpnuut HeBugrmasa nybnuka.

TekcT: Mlecnep Hoppanb

Klara Liden
Paralyzed, video, 3.06 minutes, 2003

The video opens with a shot of the interior of a coach in a subway
train crossing the Stockholm suburbs. One of the passengers stands
up and begins to move as if dancing in slow motion: a recorded per-
formance by the artist Klara Liden. The movements change from slow
and yoga-like to ballet, accelerating and transforming into a self-
choreographed dance. The action continues, getting increasingly
forceful and bizarre, moving from the floor to the ceiling, transform-
ing to a wild strip pole-dancer performance around the pole in the
middle of the wagon. The performance appears to be detached from
its surroundings, as the performer's fellow passengers try hard to
pretend that they see nothing. But at the same time, the perform-
ance explicitly addresses its immediate environment, and issues of
social structures and public space, by defying behavioral norms,
conventions, gender politics and social attitudes. The video ends
with the camera at the platform recording the train leaving the sta-
tion, accompanied by the sound of a voice asking: — Should we con-
tinue the fight?! With the reply from an audience: - Yes!!!

Text: Jesper Nordahl
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EneHa KoBbinnHa
BoiMmpatouwme nebenun, suaeo, 8.36 MuH., 2008

CoBETCKOE rocyapcTBO 0COOEHHO TlaTeNbHO CNeanno 3a CBOeN
KYNbTYPHOW penpe3eHTauMen Kak BHYTPU CTpaHbl, Tak 1 3a pybexom.
BaneT, bonbwon TeaTp, WocTtakoBny, YaikoBckuin, locToeBCKUIM 1 Ton-
CTOM CTanu TeMU HEOBXOAMMbBIMU aTPUBYTaMn KynbTYPHOM NOANTUKN,

B GYHKLNIO KOTOPOW BXOANNO CO3aaHNe MONOXUTENbHOMO MMMAXa
CTPaHbl, @ TakXe CMElEeHME akLeHTa CO CMNOPHbIX MOEONOTMYECKNX TEM
B 6bonee HelTpanbHbie chepbl BLICOKOTO U npekpacHoro. CCCP npepo-
CTaBNAN U cBOEWM CTpaHe, 1 3anany npodeccnoHanbHO cpaboTaHHY
KapTUHY CoLManucTMYeckon peanbHOCTU, OCHOBAaHHYI Ha peayumnpo-
BAHHOW KNacCnUYeCcKom KynbType.

Co cMepTu CTanuHa — 1 Kaxabll pas, Korga ymmpan KTo-TO U3 COBET-
CKUX BOX[IOEN, — MO BCEM TENEBU3NOHHbBIM KaHanaM TpaHcnmMpoBarncs
6aneT «JlebenuHoe o3epon», No pagno nepenasanu «BpemeHa roga»
Bueanbau. Bo BpemMsa nyTya 1991 roga no TefeBUAEHNIO CHOBA Noka3bl-
Banu 3/10CYacCTHbLIN 6aneT ¢ ero NonynAapHbIM XUTOM — «TaHL,EeM ManeHb-
Knx nebepnenn.

MNocne pacnapa Cot3a KynbTypa yTpaTuna B Poccuun cBO Obinyo GyHK-
LUnio. 3a KpoBaBbIMU paszbopkamMn 90-X U Nepeaenom rocyaapcTBEHHOM
cobcTBeHHOCTM (NpUBaTK3aLNMKM) BNacTb He ycrnesana no3aboTuTbes

O BbiCTpanBaHMM COBCTBEHHOIO BHATHOMO MMUAXa — Kak A9 BHYTPEeH-
HeW, Tak 1 ANg BHeWHeN ayanTopun. [laxe cerogHqa, Korna nepenen
3aKOH4YMICA, BOMPOC KYNbTYpbl Ha doHe Apyrux, 6onee HacyuHbIX COLU-
anbHbIX Npobnem, NnepeaBuUraeTcs B HeonpegeneHHoe dyayliee.
Mpuweplwye K BNAacTW HYBOPUIIM UCKPEHHE MonaratT, 4TO CUMBOJSIOM
Bnactu B Poccuu apnawTcsa nx 6esrpaHMyHoe AeMoHCTpaTUuBHoOe
noTpebneHne n KyTexXu Ha MPeCcTUXHbIX 3anadHblX KypopTax.
Hanbonee apdeKTUBHBIM MHCTPYMEHTOM ANA CO3AaHUA MOMOXUTENb-
HOro MMUOXa CTpaHbl CTan KOHTPONb Hag MaccMenua. lpecnegoBaHne
cBOOOOHOW Npecchl U 3aManyuBaHie GakToB PENPECCUN NPOTUB KPU-
TUKOB BNacTu — BOT TOT MHCTPYMEHTaPUM, KOTOPbLIA BNacTb NCMOMNb3YyeT
cerogHsa. 3a nocnefHue oecaTb eT Ob10 YONTO 1 nponano 6e3 BecTu
6onee ABYXCOT XYPHanucToB...

MNogo6HO TOMY, KaK «BbIMEPNNY N3 3dUPa «ManeHbkue nebenm» 13
baneta YankoBCKOro, MHOTME NMPeacTaBUTENM ONMMO3UNLMOHHOW MPECChI
daKTUYeCKN YWY N3 XU3HWU.

MpoekT «BbiMMpatowme nebegny» 9 NOCBALWA 3TUM XypPHaNMcTaM.

TekcT: EneHa KosbinunHa

Elena Kovylina
Dying Swans, video, 8.36 minutes, 2008

The Soviet state took special care to control the cultural representa-
tion of itself both at home and abroad. Ballet, the Bolshoi Theater,
Shostakovich, Tchaikovsky, Dostoevsky and Tolstoy became indispen-
sable attributes of cultural policy for creating a positive image of
the country and shifting the accent from controversial ideological
topics to the more neutral spheres of the sublime and the beautiful.
The USSR presented to domestic and western audiences a profession-
ally crafted picture of socialist reality, based on reduced version of
classical culture.

Beginning with Stalin's death and at each subsequent demise of a
Soviet leader allL TV channels broadcast Tchaikovsky's Swan Lake,
while the radio played Vivaldi's Four Seasons. TV reached for the
unfortunate Tchaikovsky ballet (with its popular hit, The Dance of the
Little Swans) one more time in 1991, during the failed coup d'etat.
Following the break-up of the USSR culture lost the role that had
been assigned to it. Amid the bloody shoot-outs of the 90s and
carve-up of state property (privatization), the government didn't
have time to project an articulate image of itself, either domesti-
cally or for a foreign audience. The carve-up is over now, but the
issue of culture is still being postponed to an indefinite future as
other more pressing social problems take priority.

The nouveau riche, who have taken power, seem to believe that the
symbol of power in Russia is their endless demonstrative consump-
tion and binge partying at western luxury resorts.

The most effective instrument for creating a positive image of the
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country is control over mass media. Persecution of the free press
and preventing mention of repression against government critics are
the main tools used by those in power today. More than 200 journal-
ists have been killed or gone missing in the last ten years.

Many representatives of the opposition press have actually per-
ished, matching the disappearance of Tchaikovsky's "Little Swans"
from media broadcasts.

I would like to dedicate my project Dying Swans to those journalists.

Text: Elena Kovylina
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Toouac bepucrpyn
Ponuics B 1970 B I'erebopre,
Isenms. XKuset u paboraet
B CTOKroisMe

N36panHbie BBICTABKH

2010 Body 5 Arrives. ADN-
Galeria, bBapcesona, Ucnanus
(mepcoHaJIbHAs)

—— Almost Human. Goteborgs
konstmuseum, I'etedopr,
HIBenus (mepcoHaJbHas1)
Tobias Bernstrup.
Andréhn-Schiptjenko,
CTOKroJibM (NnepcoHaabHast)
—— No Soul For Sale.

Tate Modern, Jlonaon

2009 A.S.ER.
(performance). Museo d’Arte
contemporanea Donnaregina,
Heamnouab, UTamust

—— The Pirate Bay at Venice
Biennial 2009. Internet
Pavillion, Beneuusi, Uraausn
2008 Eastern Standard:
Western Artists in China.
Massachusetts Museum of
Contemporary Art, Hopt-
Anamc, CIIHA

Pop! Goes the Weasel.
Badischer Kunstverein,
Kapucpys, 'epmanus

2007 Tobias Bernstrup.
The Hall, Cramo6yu, Typuus
(mepcoHaJIbHAs)
Kontsfeminism. Goteborgs
konstmuseum, I'ere6opr,
HIBenus

2006 —— Mantis City.
Shanghai Duolun Museum of
Modern Art, lllanxaii, Kurai
(mepcoHaJibHAas)

Killing Spree (nepghop-
manc). Andréhn-Schiptjenko,
CTOKroJibM

—— Switch on the Power!
Museo de Arte Contemporaneo
de Vigo, Buro; Centro
Atlantico de Arte Moderno,
Jac-Ilaabmac, Ucnanus

2005 Trouble with
Fantasy. Kunsthalle Niirnberg,
Hropuo6epr, I'epmanus

Kaiica lanb0epr
Pommace B 1973 B ['etebopre,
[IBenwms. XKuset u paboraet

B Mansme, IlIBenus

N30panHble BHICTABKHU

2010 Manifesta 8. Mypcus,
HUcnanus

—— Modernautstillningen.
Moderna Museet, CTOKIrojibM
—— Productions #3. Lunds
Konsthall, JIyna, HIBenns
2009 The Jerusalem
Show (edition 2.1). AI-Ma’mal
Foundation for Contemporary
Art, Uepycanum, U3panib
Time, Out Of Joint.

The Kitchen, Hero-Mopxk, CIIA
—— If We Can’t Get It Together.
The Power Plant, Topouro,
Kanapna

2008 —— Moot Points.
Transmission Gallery, I'1a3ro,
BeauxoOpuranus

—— Salon Of The Revolution.
Zagreb Youth Salon, 3arpeo
—— D’ll Be Your Mirror. Svarta
Havet, Konstfack, CTokroism
2007 The Affirmation.
Chelsea Art Space, Jlonaon

Ist Athens Biennale 2007.
Adunbt

—— Prague Biennale 3. Ilpara
2006 Kajsa Dahlberg.
Index, CTOKroJanm
(mepcoHaJIbHAas1)

4th Nordic Biennial for
Contemporary Art. Mocc,
Hopserus

—— Deep Search. Goteborgs
Konsthall, I'ete6opr, LlIBeuus
2005 Opacity, Current
Considerations on Art
Institutions. UKS, Oci1o

JBa AWHXOpPH

Poxunace B 1970 B Kioz3zko,
[Monpma. XKuseT 1 paboraeT

B bepaune u Mansmé, LlBenus

H36panHble BLICTABKH

2010 —— Allt for Alla. Gévle
Konstcentrum, Eie, LlIBeuus
Nordic Reputations. Konsthall
C, CTOKIroasm

2009 —— Landings/1.
Landings, Bectrdoccen,
Hopgerus

2008 As Bring Collective.
Kunstlerhaus Wien, Bena
2007 M: DOX. Choklad
fabriken, Mansme, lIBenus
—— warszaw.street.02.

Konst foreningen Aura,

Jlynp, IlIBenus (coBMecTHO

¢ Tepe3oit MépHBUK)

2006 AMX.06. Aarhus
Kunstmuseum, Opxyc, lanus
2005-2006 Konstfeminism.
Dunkers Kulturhus,
Xeabcunroopr, HBenust;
Liljevalchs Konsthall,
CTOKroJibM

2005 —— Die Zeit Arbeitet Nicht

mehr fiir mich. Kunstverein
Arnsberg, Apucoepr, I'epmanust

Enena KoBblinHa
Pomuiace B 1971 B Mockase.
JKuser u paboraetr B Mockse

N30panHble BHICTABKH

2010 ZEN d’ART.
Mocxkosckuii Myseii coBpeMeH-
HOI0 HCKYcCcTBa, MocKkBa

—— 100 nem nepgpopmanca.
LeHTp coBpeMeHHOM KYJIbTYpPbI

«Iapax», MockBa

Territories of the In/
Human. Kunstverein Stuttgart,
tyTrrapr, I'epmanus

—— No More Bad Girls?
Kunsthalle Exnergasse, Bena
Transitland. Museo
Nacional Centro de Arte Reina
Sofia, Maapun

2009 Transmediale.
bepiann

Gender Check. MUMOK,

Bena

Hcmopusa pycckozo éude-
oapma. Tom II. MockoBckuit
My3eii cOBpeMeHHOI0 HCKYC-
cTBa, MockBa

RUSSIA 21. Pinchuk Art
Centre, Kues

MAN SON 1969.
Hamburger Kunsthalle,
TI'amoypr, I'epmanus

2008 re.act.feminism.
Akademie der Kiinste, bepiaun
Dying Swans.
Kuvataideakatemia, XeJ1bCHHKH
Paeencmeo. ®oup
«CoBpeMeHHBIIi ropoa»,
MockBa (mepcoHaJbHast)

2007 Coy-apm.
T'ocynapcrBennas
TpeTrbsikoBcKasi raJjepesi,
MockBa; La Maison Rouge,
Mapux

B3zaumooeiicmeusn. My3eii
B.H. Jlenuna, MockBa

2006 Enena Kosvinuna.
Knoll Gallery, Bynanemrt
(mepcoHajbHas1)

Something About Power.
Etelid-Karjalan taidemuseon,
Jlannesnpanrta, ®UHISIHAUA
Biennale of Sydney 2006.
Cunneii, ABcTpaus

2005 Boxing. XL projects,
MockBa (mepcoHaJbHast)
Prague Biennale 2. Ilpara
TI'enoepnvie éonnenus.
MockoBckuii My3eii coBpeMeH-
HOro uckycecrBa, MockBa

—— be3 kommenmapueg?
IIpoext FABRIKA,

Mocksa

AnHuka Jlapcon
Ponunace B 1972 B Crokronbme.
JKuser u paboraer B beprnune

H30paHHbIe BHICTABKU
2010 Annika Larsson.
La Fabrica, Maapun
(mepcoHaIbHAast)

—— Annika Larsson. Tromsoe
Kunstforening, Tpomce,
Hopgerus (nmepconajibHasi)
Highlights from the
Cologne KunstFilmBiennale
in Berlin. KW Institute for
Contemporary Art, bepjun
You Are Free. Tape Modern,
bepaun

2009 Dolls. Mies van der
Rohe Pavilion, bBapceiiona,
Hcnanus (nepcoHajibHas)
Experiencas 3. Museum Bellas
Artes, Cantannep, Ucnanus
2008 —— Dolls. Andrehn
Schiptjenko, Ctokroabm
(mepcoHaJIbHASA)

—— The Cinematic, or Moving
Images Expanded: Artists Film
& Video Showcase 2008. Insa
Art Space, Arts Council Korea,
Ceya

See History 2008.
Kunsthalle zu Kiel, Kniib,
I'epmanusn

2007 Stereotype. Dunkers
Kulturhus, Xeascunroopr,
IBenus (nepcoHaabHast)
—— Oh my God! Vestfossens
Kunstlaboratorium,
Becrdoccen, Hopserus

—— Kontsfeminism. Goteborgs
konstmuseum, I'eredopr,
HIBenust

Corbetta. Thessaloniki
Center of Contemporary Art,
Canonuku, I'perrust

2006 —— Fire. Cosmic Galerie,
IMapux (mepcoHabHAs)
Annika Larsson. Prefix
Institute of Contemporary

Art, Toponto, Kanana
(mepcoHaJIbHAsA)

2005 —— New Gravity.

Le Magasin Centre National
d’Art Contemporain, I'peno0.s,
®panuus (MepcoHATbHAS)
—— Kritische Gesellschaften.
Badischer Kunstverein,
Kapuiepya, I'epmanus

—— Laocoon devoured. DA2,
Canamanka, Ucnanus

Kaapa Jlnnen
Ponunacek B 1979 B CToKronsMe.
JKuser u pabGoraet B bepnune

M36paHHbIe BBICTABKH

2010 Toujours étre ail-
leurs. Jeu de Paume, Iapu:x
(mepcoHaJIbHASA)

—— Klara Lidén.

Serpentine Gallery, Jlonaon
(mepcoHaJIbHAs)

2009 Never Come Back.
Kunsthalle Fridericianum,
Kacceus, ['epmanus
(mepcoHaJIbHas1)

Projects 89. Museum of
Modern Art, Helo-Mopxk, CIIIA
(mepcoHaJIbHASA)

—— The Collectors. Danish and
Nordic Pavilions, La 53 Biennale
di Venezia, Beneuusi, Utanus
Non-Solo, Non-Group
Show. Kunsthalle Zurich,
Iropux, lBeiinapus

—— Political Minimal. KW
Institute for Contemporary Art,
Bepaun




5th Nordic Biennial for
Contemporary Art. Moce,
Hopgerus

2008 —— Elda for krdikorna,
Reena Spaulings Fine

Art, Hblo-ﬁoplc, CIIA
(mepcoHaIbHAs)

Meet Me Around the
Corner. Astrup Fearnley
Museum, Oc1o

—— Biennale of Sydney 2008.
Cunneii, ABcTpajust

2007 Klara Lidén.

The Hayward Gallery, Jlongon
(mepcoHaJIbHast)

—— Unheimlich Maneuver.
Moderna Museet, CTOKIoJbM
(mepcoHaJibHast)

Uncertain States of
America. Centrum Sztuki
Wspolczesnej na Zamku
Ujazdowskim, Bapmaga
—— 2 Mockogéckas ouen-
Hane coepeMenn020 UCKyccmead.
MockBa

2006 Economy Class.
Reena Spaulings Fine Art, Hbio-
Mopk, CIIA (nepconannbHast)
— Street Behind the Cliché.
Witte de With, Porrepaam,
Hupepnanast

Berlin Biennale. bepaun
—— Nuevo Estocolmo,
Sodertilje Konsthall,
Céneprenne, LlBenus

2005 Dr. 3000. Reena
Spaulings Fine Art, Helo-opk,
CULIA (nepcoHajbHast)

—— When Humor Becomes
Painful. Migros Museum fiir
Gegenwartskunst, {ropux,
IIBeiinapus

Mapkyc JIunaen

Ponuics B 1980 B DHrensxonsme,
IBerms. J)Kuset u paboraet

B CTOKTOJIBME

MMbechr

2010 Dying Animals.
Riksteatern, CTokrojanm
2008 —— Another Fight.
Kulturhuset, CTokroasm
2006 Regretters.
Stockholms Stadsteater,
CToKroanm

H36pannas puisMorpadus
2010 —— Regretters. 60°,
JIOKYMEHTAJbHBIH

HN30panHble BHICTABKHU
2008 —— 6808. Firgfabriken,
CTtoKrojabm

Tepe3sa MépHBuK
Pomunace B 1969 B Bekmie,
IBerms. JXKuset u paboraet
B Crokrompme

H36pannas puasMorpapus
2007 Milkbar. 58°,
JIOKYMEHTAJIbHBIH

2006 —— Magdas Chant. 10,
KOPOTKOMeTPaKHbI

2003 warszaw.street.(2.
9°, TOKyMEeHTAJIbHBIH

(¢ OBoii AWiHXOpPH)

Twelve Years Old. 10,
JIOKYMEeHTAJIbHBIH

2002 —— Guldkant pa livet.
25°, HOKyMeHTaJIbHbIIi

2001 Cold Spring
Harbor. 3 uactu, 10’ kaxnas,
JIOKYMEeHTAJIbHBbIH

The Knife

Kapun /peiiep AnaepcoH,
pomwiack B 1975 B Haka,
[IBernus

Ouna¢ peiiep, ponuics B 1981
B Haka, I1IBemus

Jucxorpadus

2010 Tomorrow, In a Year.
Rabid Records (c Mt. Sims u
Planningtorock)

2006 Silent Shout. Rabid
Records

2003 Hannah med H
Soundtrack. Rabid Records
Deep Cuts. Rabid Records
2001 —— The Knife. Rabid
Records

AntyaH KarTun
Pomuncs B 1975 B Cen-Jlexne,
kaHToH [Opa, LIBeitmapus.
JKuset u paboraer

B CTOKTONBME

H36pannas punasmorpadpus
2007 Mames. 80°,
JIOKYMEeHTAJIbHBbIH

(c [TaBs10M KocToMapoBbIM)
2004 Mupuas scusne.
45°, nTokyMeHTa bHbI

(c ITaBs1oM KocToMapoBbim)
2003 Tpancgpopmamop.
16’, noOKyMeHTaIbHBIH

(c [TaBs10M KocToMapoBbIM)

ITaBea Kocromapos
Ponnincsa B 1975 B Mockse.
JKuser u paboraer B Mocke

H36pannas puasmorpadpus
2009 Bosoem. 48’
JOKYMEHTAJIbHBIN

2007 Mames. 80°,
JIOKYMEeHTAJIbHBbIH

(c Autyanom Katrunom)
2004
JIOKYMEHTAJIbHBIH

(c Autyanom Karrunom)
2003 Tpancgpopmamop.
16’, noOKyMeHTaIbHBIH

(c Autyanom Katrunom)

Mupnasa sncusns. 45°,

Baagumup Cene3neB
Pommiics B 1973 B Hixuem
Tarune, Poccust. XKuset u pado-
taet B EkarepunOypre, Poccust

N30panHbIe BBICTABKH

2010 —— Mempononuc_
Vpanmaw. Ypanbckuii 3aBog
TSIXKEJIOT0 MALINHOCTPOEHHSI,
Exarepunoypr, Poccus

T'epou nauiezo gpemenu.
OTtkpeITas rainepesi, Mockpa
2009 —— Jlans. VII
Kpacnosipckast my3eiinas OueH-
naJe, Kpacnosipck, Poccus,
—— Pycckas kpacoma.
Tl'ocynapcrBeHHbIi LEHTP COBpe-
MEHHOI0 MCcKyccTBa, MockBa
2008 In Transition Russia.
Exarepun0yprexuii my3eit
H300pa3sUTETbHBIX HCKYCCTB,
Exarepun0ypr, Poccus;
TI'ocynapcTBeHHBIN LEHTP COBpe-
MEHHOI0 HCcKyccTBa, MockBa
2007 bpak. Llentp coBpe-
MEHHOI0 UCKyccTBa «M’Ape»,
MockBa

—— 9000 km. MockoBckmii
My3eii COBpeMeHHOI0 HCKYC-
cTBa, MockBa

2006 Mesicoynapoonuti
decmusans cospemennozo
uckyccmea «Apm-mecmeuro:
Llapzopooy. lllapropon,
Ykpauna

2005 Xyooorcnuk u opy-
Jcue. LleHTP cOBpPEeMEHHOTO
HckKycerBa «M’Ape», MockBa

Enena KanmoBa
Pomunace B 1986 B . KameHck-
VYpanbckom, CBepUIOBCKas
obnacte, Poccus. XKuser u pabo-
taet B ExarepunOypre, Poccust

M36panHble BBICTABKH

2009 —— Buympennuit Ypan.
Jlopr-npoekT «ITaxkn», CaHKT-
Ilerepoypr; LlenTp coBpeMen-
HOro uckyccrsa «M’Ape»,
MockBa; ExaTepunOyprekuii
My3eil 1300pa3uTeIbHBIX
uckycers, Exarepunoypr,
Poccus
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Tobias Bernstrup
Born in 1970 in Gothenburg,
Sweden. Lives and works

in Stockholm

Selected Exhibitions

2010 Body 5 Arrives. ADN-
Galeria, Barcelona, Spain (solo)
—— Almost Human. Goteborgs
konstmuseum, Gothenburg,
Sweden (solo)

Tobias Bernstrup.
Andréhn-Schiptjenko,
Stockholm (solo)

—— No Soul For Sale.

Tate Modern, London

2009 —— A.S.ER. (perform-
ance). Museo d”Arte contem-
poranea Donnaregina, Naples,
Italy

—— The Pirate Bay at Venice
Biennale 2009. Internet
Pavilion, Venice, Italy

2008 Eastern Standard:
Western Artists in China.
Massachusetts Museum of
Contemporary Art, North
Adams, USA

—— Pop! Goes the Weasel.
Badischer Kunstverein,
Karlsruhe, Germany

2007 Tobias Bernstrup.
The Hall, Istanbul, Turkey (solo)
—— Kontsfeminism. Goteborgs
konstmuseum, Gothenburg,
Sweden

2006 Mantis City.
Shanghai Duolun Museum of
Modern Art, Shanghai, China
(solo)

—— Killing Spree (perform-
ance). Andréhn-Schiptjenko,
Stockholm

—— Switch on the Power!
Museo de Arte Contemporineo
de Vigo, Vigo; Centro Atlantico
de Arte Moderno, Las Palmas,
Spain

2005 Trouble with
Fantasy. Kunsthalle Niirnberg,
Nuremberg, Germany

Kajsa Dahlberg

Born in 1973 in Gothenburg,
Sweden. Lives and works in
Malmo, Sweden

Selected Exhibitions

2010 —— Manifesta 8. Murcia,
Spain

Modernautstillningen.
Moderna Museet, Stockholm
—— Productions #3. Lunds
Konsthall, Lund, Sweden
2009 The Jerusalem
Show (edition 2.1). AI-Ma’mal
Foundation for Contemporary
Art, Jerusalem, Israel

Time, Out Of Joint.

The Kitchen, New York, USA

—— If We Can’’t Get It
Together. The Power Plant,
Toronto, Canada

2008 Moot Points.
Transmission Gallery, Glasgow,
UK

—— Salon Of The Revolution.
Zagreb Youth Salon, Zagreb
—— I’ll Be Your Mirror. Svarta
Havet, Konstfack, Stockholm
2007 The Affirmation.
Chelsea Art Space, London
—— I¥" Athens Biennale, 2007.
Athens

Prague Biennale 3. Prague
2006 —— Kajsa Dahlberg.
Index, Stockholm (solo)

—— 4™ Nordic Biennial for
Contemporary Art. Moss, Norway
—— Deep Search. Goteborgs
Konsthall, Gothenburg, Sweden
2005 Opacity, Current
—— Considerations on Art
Institutions. UKS, Oslo

Ewa Einhorn

Born in 1970 in Klodzko, Poland.
Lives and works in Berlin and
Malmo, Sweden

Selected Exhibitions

2010 Allt for Alla. Gévle
Konstcentrum, Gavle, Sweden
—— Nordic Reputations.
Konsthall C, Stockholm

2009 Landings/1.
Landings, Vestfossen, Norway
2008 As Bring Collective.
Kunstlerhaus Wien, Vienna
2007 —— M: DOX. Choklad
fabriken, Malmo, Sweden
warszaw.street.(02. Konst
foreningen Aura, Lund, Sweden
(with Terese Mornvik)

2006 AMX.06. Aarhus
Kunstmuseum, Aarhus,
Denmark

2005-2006 Konstfeminism.
Dunkers Kulturhus,
Helsingborg, Sweden;
Liljevalchs Konsthall,
Stockholm

2005 —— Die Zeit Arbeitet
Nicht mehr fiir mich.
Kunstverein Arnsberg,
Arnsberg, Germany

Elena Kovylina
Born in 1971 in Moscow.
Lives and works in Moscow

Selected Exhibitions

2010 —— ZEN d”ART. Moscow
Museum of Modern Art,
Moscow

—— 100 Years of Performance.
Garage Center for
Contemporary Culture,
Moscow

Territories of the In/
Human. Kunstverein Stuttgart,
Stuttgart, Germany

—— No More Bad Girls?
Kunsthalle Exnergasse, Vienna
Transitland. Museo
Nacional Centro de Arte Reina
Sofia, Madrid

2009 Transmediale. Berlin
— Gender Check. MUMOK,
Vienna

History of Russian Video
Art. Volume 2. Moscow Museum
of Modern Art, Moscow
RUSSIA 21. Pinchuk Art
Centre, Kyiv

—— MAN SON 1969.
Hamburger Kunsthalle,
Hamburg, Germany

2008 re.act.feminism.
Akademie der Kiinste, Berlin
—— Dying Swans.
Kuvataideakatemia, Helsinki
Equality. Contemporary
City Foundation, Moscow (solo)
2007 Sots Art. State
Tretyakov Gallery, Moscow;

La Maison Rouge, Paris

By Interaction. Lenin Museum,
Moscow

2006 Elena Kovylina.
Knoll Gallery, Budapest (solo)
Something About Power.
Eteli-Karjalan taidemuseon,
Lappeenranta, Finland
Biennale of Sydney 2006.
Sydney, Australia

2005 Boxing. XL Projects,
Moscow (solo)

Prague Biennale 2. Prague
Gender Troubles. Moscow
Museum of Modern Art,
Moscow

—— No Comments?

Proekt FABRIKA, Moscow

Annika Larsson
Born in 1972 in Stockholm.
Lives and works in Berlin

Selected Exhibitions

2010 —— Annika Larsson.

La Fabrica, Madrid (solo)
Annika Larsson. Tromsoe
Kunstforening, Tromse, Norway
(solo)

—— Highlights from the
Cologne KunstFilmBiennale

in Berlin. KW Institute for
Contemporary Art, Berlin

You Are Free. Tape
Modern, Berlin

2009 Dolls. Mies van der
Rohe Pavilion, Barcelona, Spain
(solo)

Experiencas 3. Museum
Bellas Artes, Santander, Spain
2008 —— Dolls. Andrehn
Schiptjenko, Stockholm (solo)
—— The Cinematic, or Moving

Images Expanded: Artists Film
& Video Showcase 2008. Insa
Art Space, Arts Council Korea,
Seoul

See History 2008.
Kunsthalle zu Kiel, Kiel,
Germany

2007 Stereotype. Dunkers
Kulturhus, Helsingborg,
Sweden (solo)

—— Oh my God! Vestfossens
Kunstlaboratorium, Vestfossen,
Norway

—— Kontsfeminism. Géteborgs
konstmuseum, Gothenburg,
Sweden

—— Corbetta. Thessaloniki
Center of Contemporary Art,
Thessaloniki, Greece

2006 Fire. Cosmic
Galerie, Paris (solo)

Annika Larsson. Prefix Institute
of Contemporary Art, Toronto,
Canada (solo)

2005 New Gravity. Le
Magasin Centre National d”Art
Contemporain, Grenoble,
France (solo)

—— Kritische Gesellschaften.
Badischer Kunstverein,
Karlsruhe, Germany

Laocoon devoured. DA2,
Salamanca, Spain

Klara Liden
Born in 1979 in Stockholm.
Lives and works in Berlin

Selected Exhibitions

2010 Toujours étre ailleurs.
Jeu de Paume, Paris (solo)
Klara Lidén. Serpentine
Gallery, London (solo)

2009 Never Come Back.
Kunsthalle Fridericianum,
Kassel, Germany (solo)

—— Projects 89. Museum of
Modern Art, New York, USA
(solo)

—— The Collectors. Danish and
Nordic Pavilions, 53¢ Venice
Biennale, Venice, Italy

—— Non-Solo, Non-Group
Show. Kunsthalle Zurich,
Zurich, Switzerland

Political Minimal. KW
Institute for Contemporary Art,
Berlin

—— 5™ Nordic Biennial for
Contemporary Art. Moss,
Norway

2008 Elda for krakorna,
Reena Spaulings Fine Art, New
York, USA (solo)

—— Meet Me Around the
Corner. Astrup Fearnley
Museum, Oslo

—— Biennale of Sydney 2008.
Sydney, Australia

2007 Klara Lidén.




The Hayward Gallery, London
(solo)

—— Unheimlich Maneuver.
Moderna Museet, Stockholm
(solo)

—— Uncertain States of
America. Centrum Sztuki
Wspolczesnej na Zamku
Ujazdowskim, Warsaw

—— 2" Moscow Biennale of
Contemporary Art. Moscow
2006 —— Economy Class.
Reena Spaulings Fine Art,
New York, USA (solo)

—— Street Behind the Cliché.
Witte de With, Rotterdam,
Netherlands

—— Berlin Biennale. Berlin
—— Nuevo Estocolmo,
Sodertilje Konsthall,
Sodertilje, Sweden

2005 —— Dr. 3000. Reena
Spaulings Fine Art, New York,
USA (solo)

—— When Humor Becomes
Painful. Migros Museum fiir
Gegenwartskunst, Zurich,
Switzerland

Marcus Lindeen
Born in 1980 in Angelholm,
Sweden. Lives and works in
Stockholm

Plays

2010 —— Dying Animals.
Riksteatern, Stockholm
2008 Another Fight.
Startsida Kulturhuset,
Stockholm

2006 Regretters.
Stockholms Stadsteater,
Stockholm

Selected Filmography
2010 —— Regretters. 60°,
documentary

Selected Exhibitions
2008 6808, Fargfabriken,
Stockholm

Terese Mornvik
Born in 1969 in Vix;jo, Sweden.
Lives and works in Stockholm

Selected Filmography

2007 —— Milkbar. 58,
documentary

2006 Magdas Chant. 10°,
short feature

2003 warszaw.street.02. 9,
documentary

(with Ewa Einhorn)

—— Twelve Years Old. 10°,
documentary

2002 —— Guldkant pa livet.
25’, documentary

2001 Cold Spring Harbor. 3
parts, 10’ each, documentary

The Knife

Karin Dreijer Andersson, born
in 1975 in Nacka, Sweden

Olof Dreijer, born in 1981 in
Nacka, Sweden. Live and work
in Berlin and Stockholm

Discography

2010 Tomorrow, In a Year.
Rabid Records (with Mt. Sims
and Planningtorock)

2006 Silent Shout. Rabid
Records

2003 —— Hannah med H
Soundtrack. Rabid Records
—— Deep Cuts. Rabid Records
2001 —— The Knife. Rabid
Records

Antoine Cattin

Born in 1975 in Saignelégier,
Canton of Jura, Switzerland.
Lives and works in Stockholm

Selected Filmography
2007 —— La mére.

80°, documentary

(with Pavel Kostomarov)
2004 —— Mirnaya zhizn.
45’, documentary

(with Pavel Kostomarov)
2003 Transformer.
16’, documentary

(with Pavel Kostomarov)

Pavel Kostomarov
Born in 1975 in Moscow.
Lives and works in Moscow

Selected Filmography

2009 Vdvoem. 48’,
documentary

2007 La meére. 80°, docu-
mentary (with Antoine Cattin)
2004 —— Mirnaya zhizn.

45’, documentary

(with Antoine Cattin)

2003 Transformer. 16°, doc-
umentary (with Antoine Cattin)

Vladimir Seleznev

Born in 1973 in Nizhny Tagil,
Sverdlovsk Region. Lives and
works in Ekaterinburg, Russia

Selected Exhibitions

2010 Metropolis_Uralmash.
Urals Machine-Building Plant,
Ekaterinburg, Russia

—— The Heroes of Our Time.
Open Gallery, Moscow

2009 —— Expanse. V11
Krasnoyarsk Museum Biennale,
Krasnoyarsk, Russia

Russian Beauty. National
Centre for Contemporary Arts,
Moscow

2008 —— In Transition
Russia. Ekaterinburg Museum
of Fine Arts, Ekaterinburg,
Russia; National Centre for
Contemporary Arts, Moscow
2007 —— Spoilage. M’ Ars
Centre for Contemporary Arts,
Moscow

9000 km. Moscow Museum
of Modern Art, Moscow

2006 Art-Place:
Shargorod. International
Festival of Contemporary Art,
Shargorod, Ukraine

2005 Artists and

Arms. M’Ars Centre for
Contemporary Arts, Moscow

Elena Klimova

Born in 1986 in Kamensk-Uralsk,
Sverdlovsk Region

Lives and works in Ekaterinburg

Selected Exhibitions

2009 —— Inner Ural.

Etagi Loft Project, Saint
Petersburg; M’Ars Centre for
Contemporary Arts, Moscow;
Ekaterinburg Museum of Fine
Arts, Ekaterinburg, Russia
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HogBas cepbe3nocts / UHTepecHast Belb

Onecsqa TypkuHa

Ha3Banmue BbICTaBKHU — 3T0 MeTad)opa, B KOTOPOii cryuiaercs cmbica npoekra. Coueranue «HoBasi
cepbe3HocTh / IHTepecHas Bellb) NMOpakaeT CTOJKHOBEHHEM 00111eCTBEHHOI0 nagoca v 3cTeTHYe-
ckoil euHUYHOCTH. [louemy cepbe3HOCTH 00s13aTeILHO J0JIKHA OBITH HOBOI, a Belllb HHTEPEeCHOM?
Bot Bonpockl, KOTOpPbIE OCTAINCH 32 NpeleJaMu MucbMa. Bo3MokHO0, CMBICT HA3BAHUS TPOXOAUT

10 JUaroHaJiu, BO3GHUKasi HA rPAHULE€ MEKAY ABYMS MOHATUAMHU, MEKAY NMOJTUTUYCCKUM IIPU3BIBOM
U JINYHBIM YYBCTBEHHBIM ONBITOM?

«HoBasi cepbe3HOCTDH» TOBOPHUT 0 BO3BPALlleCHUH COBPEMEHHOI0 HCKYCCTBA K CONMAJIBHOMY M I10JIM-
THY€CKOMY KOHTEKCTY, 0 TOM, YTO XYAOKHUKH «ABYXTBHICSYHbIX» BHOBb 0epyT Ha ce0s1 0TBETCTBEH-
HOCTbH 32 TO, YTO MPOMCXOAUT B Mupe. Bo3Hukaer Bonpoc, yreep:xaaercst JiM 31eChb TO, YTO MOJUTHKA
NpHuaeT BeC HCKYCCTBY, o0ecrieduBasi ero cepbe3HocTh (B anmiickoM New Gravity OyKkBaJIbHO
3BYYHUT yKa3aHue HA oOpeTeHune Beca)? B3anMOOTHOIIEHUS 3CTETUKH U MOJIUTHKHA HAXOAATCH B (o-
Kyce BHUMaHHUS KPUTHKOB €O BpeMeH Banbrepa benbsaMuHa, KOTOpbIH 3aKoHYUI cBoe Icce «IIpo-
U3BeJeHNe HCKYCCTBA B 310Xy ero TeXHUYeCKOoil BOCIIPOU3BOANMOCTH OolpeaeleHneM (pammsma Kak
3CTeTH3ALUMHU MOJUTUKHU — B OTJINYHE OT KOMMYHHM3Ma, OTBEYaI0LIero Ha 3T0 MOJTUTH3AMeH 3CTe-
TUKHU. Kak PaHcbep roBOpHUT 0 «PEKOHCTPYKIUM JIOTHKH «ICTETHYECKOI0» OTHOLICHUSI MEXKIY HC-
KyCCTBOM M NMOJHMTHKOI, IPOM3BOJIHBIMU KOTOPOI0 OHM ABJIATCH». CornacHo Pancbepy, nckyccTBo
NMOJMTHYHO He U3-32 MOCJTAHNNA OTHOCUTEIbHO MUPOBOI0 MOPAIKA HJIH MO CIIOCO0Y MpeICTABJICHUSA
COIHAIBHBIX KOH(IUKTOB, a B CHJIY TOI0, YTO €My, KAK M MOJUTHKE, CBOIICTBEHHO MPOBOINTH Mepe-
pacnpeseleHHe MaTepHaJIbHOI0 U CHMBOJIMYECKOI0 MOPSI/AKAa.

«HoBasi cepbe3HOCTH» (MOKHO JIM HA3BATh €€ «HOBOM TAKeCThI0» B3ITOM HA ce0sl OTBETCTBEHHO-
cTH?) BIUCHIBAETCH B NPOEKT KPUTHYECKOT0 HCKYCCTBA. Bo-nepBbIX, KAk KPUTHKA IOCNOACTBYIOIIIe-
ro TeJIeBU3yaJbHOIO0 MOPSIAKA ero ’Ke CPeACTBAMH, BO-BTOPbIX, CJAMAHUEM (DOPM MCKYCCTBA U KU3HH,
B-TPeTbHX, HAJTHYUEM NPAMOIro NoJuTH4YecKoro nocianus. Tak, Egena KoBbliinna B padore «Bbi-
Mupamwime jJedeam» coenHsaeT 00pa3bl 0ajiepuH, HCOJHAKIINX « TaHel MajleHbKHUX JebeneiD> u3
oasera I1.U. YaiikoBckoro «Jlebeqnnoe 03epo», craBuiero CMMBOJIOM KJIACCHYECKOro 0ajiera v ro-
CYIapCTBEHHOI0 TPaypa, CHalinepa U MUILIEHeH ¢ MMeHAMM YOUTBIX 32 MOCJIeHHE IOIbl POCCHICKUX
JKYPHATHUCTOB. MOKHO CKa3aTh, YTO HCKYCCTBO MPUHUMAET HA ce0sl PYyHKIUIO 3aMellleHus] MOJIUTH-
ku. [Toka3aresibHO, 4TO 3TAa pad0oTa ObLIA KMATK0» HEH3YPUPOBAHA XYN05KeCTBEHHBbIM (POHI0M, B KO-
TOPOM OHA NEPBOHAYATBHO JeMOHCTPHPOBaIack. Tam, rae cyxkaercs 001ecTBEHHOE IPOCTPAHCTBO
U eCTh Ae(puuNT NOJTUTUHKH, OCTeIHASA, KAK TOBOPUT PaHchbep, 3aMeniaeTcss MUHU-1€MOHCTPALMSIMHA
XYA0KHUKOB — U 100aBJIsIeT, YTO BaKHO NOHATH, IOMOI'YT JIM TAKHe 3aMelIeHHs 110-HOBOMY C031aTh
MOJMTHYECKHE POCTPAHCTBA UJIH J1€JI0 OTPAHMYMTCH UX NAPOAHPOBAHUEM.

«HoBasi cepbe3HOCTD)» — MOHATHE IBOMCTBEHHOE B KOHTEKCTe COBPEMEHHOI0 POCCHIICKOI0 HCKYC-
cTBa. OHO nosiBJIsAeTCS BO BTOPOii moJsioBuHe 1990-x ronos, korna Tumyp HoBukoB B co31aHHOM UM
«HoBoii AkafeMun U3SIHBIX HCKYCCTB» 00bSIBHJI 0 HOBOM Cepbe3HOCTH, NPHIIEAIICH HA CMEHY
HPOHMH NOCTMO/IEPHU3MA U CBA3AHHOM ¢ 00palleHneM XyI0KHHKOB K KJIaCCHYeCKOMY HacJ1eHI0.
CoumaJjbHbIi YTONM3M M HEOKJIACCUIIU3M COETMHIWIUCH B NPoeKkTe, KoTopblii HoBUKOB 0CTPOYMHO
HA3BaJl HOBBIM PYCCKHMM KJaccHIu3MoM. « HOBBIX cepbe3HbIX» XyI10KHUKOB 1990-X kpuTHKOBAIHM 32
KOHCEPBAaTU3M H J1ajke 00BHHSIH B IPAaBOPAIUKAJIbHBIX B3IVIs/IaX.

N naxkonen, BONpoc 0 TOM, KOIJia HCKYCCTBO CTAHOBUTCS «MHTepecHOi Bembio»? Eciu odOpaTutbest
K NIePBOHAYAJIbHOMY CPeJHeBEKOBOMY NOHSITHIO MHTEpeca, TO 3TO — BO3MellleHHe yiepoda. B koHTek-
cTe MOJTUTHYECKOH MO3ULNHU XYI0KHHKOB MHTEPEeCHOI BelllbI0 MOKHO Ha3BaTh NIPOM3BeJeHHe UCKYC-
CTBa, KOTOpPOe BO3MellaeT yiep0, HaHeCeHHbIH cONMaIbHOM TpaBMoii. IIpuHuMIOM co31anusA TaKo-
ro NpoM3Be/IeHUsl CTAHOBUTCHA 3cTeTH3anust TpaBMbl. Ho uckyccTBo caMo 1o cebe TpaBMaTH4HO, YTO
M03BOJIsIET €My He TOJIbKO 32JIeYMBATh COMAJIbHbIC PAHBI, HO U ObITh CBH/IETEJILCTBOM O TOM, YTO
HeNpeACTABMMO, 3a0bITO, BLITECHEHO.

New Gravity / Interesting Thing

Olesy Turkina

The name of the exhibition is a metaphor, which condenses its meaning. The combination of words,

New Gravity / Interesting Thing, is striking for its collision of social pathos and aesthetic unitariness.
Why does gravity have to be new, and a thing interesting? These are questions, that lurk beyond the



words as such. Perhaps the meaning is located along a diagonal, arising on the border between two
concepts, between a political summons and a private emotional experience?

New Gravity speaks of the return of modern art to a social and political context and the fact that art-
ists of the 2000s are once again assuming responsibility for what happens in the world. The question
arises, is it being asserted here that politics gives weight to art, providing it with seriousness (“new
gravity” in English literally indicates the acquisition of weight). The relations between aesthetics and
politics have been at the focus of critical attention from the time of Walter Benjamin, who ended his
essay, The Work of Art in the Age of Mechanical Reproduction, by defining fascism as the aestheticiza-
tion of politics in contrast to communism, which responds by politicizing aesthetics. Jacques Ran-
ciére speaks of “reconstruction of the logic of the “aesthetic” relationship between art and politics, of
which they are the product”. According to Ranciére, art is political, not because of its message con-
cerning the world order or its way of presenting social conflicts, but because, like politics, it carries
out a redistribution of the material and symbolic order.

New Gravity (could it be called the “new weight” of assumed responsibility?) has a place in the
project of critical art. Firstly, as a critique of the dominant televisual order using the means of that
very order, secondly, as merger of the forms of art and life, and thirdly, by offering a direct politi-
cal message. So Elena Kovylina, in her work Dying Swans, brings together the images of ballerinas,
performing the Dance of the Little Swans from Tchaikovsky’s Swan Lake, which has become the
symbol of classical ballet and of state mourning, and a sniper with a target and the names of Russian
journalists killed in recent years. In such an instance, it can be said that art is assuming the function
of substituting politics. It is significant, that this work was “mildly” censored by the art fund, where
it was first shown. Where the social space narrows and there is a deficit of politics, as Ranciére says,
politics is substituted by mini-demonstrations of artists, and he adds that it is important to under-
stand whether such substitutions can help to create political spaces anew, or whether the effect is
limited to parodying of such spaces.

New Gravity is a dual concept in the context of modern Russian art. It appears in the second half

of the 1990s, when Timur Novikov, at the New Academy of Fine Arts which he had set up, pointed

to a new seriousness that took over from the irony of postmodernism and that was connected with
turning of artists towards the classical heritage. Social utopism and neoclassicism came together in

a project, which Novikov wittily dubbed “new Russian classicism” (playing on the term “new Rus-
sians”, used to define the country’s new rich). New Gravity artists of the 1990s were criticized for
conservatism and even accused of radical right-wing views.

Finally, there is the question of when art becomes an “interesting thing”. The original mediaeval un-
derstanding of “interest” was “compensation for damage”. In the context of the political position of
artists an “interesting thing” is an appropriate title for a work of art, which restores the loss caused
by social trauma. The creative principle of such a work is aethesticization of a trauma. But art itself
is traumatic, thanks to which it not only heals social wounds, but bears witness to what is not-repre-
sented, forgotten, excluded.
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