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Bwwtpui Bunencwni | MNowemy bpexrt?

«...Omo eenuKoe UCKyccmeo: 6 Hem Hem HUue20 04eUoH020, A cmeloch Hao NIauywumu, s niauy Hao cCMeUWUMUCY
bepronsa bpext

Ecnu me1 B Tekcte bpexta “OIIEPA - HO [TO-HOBOMY!” nonpoOyem 3aMeHUTH CI0BO “omnepa” Ha “KyNbTypy” WIIH
“HCKyCCTBO”, TO MapaJoKCAbHBIM 00pPa30M OKaKeTCsl, YTO aHAJIN3 CUTYyalluH, pojenanHblii bpextom Gomnee 70-tn
JIeT Ha3aJ, UMEeT BaKHOE OTHOIICHHE K Hallel cerofHsmiHei peanbHOCTH. KoHeuHO ke, MHOrOe M3MEHMIIOCH —
MOHMMaHHeE BIAaCTH, KJlacca, TPyAa, CIIoco00B 60pbOBI — HO MO-TPEKHEMY BCE T€, KTO €llle CIIOCOOCH 3a{yMbIBATHCS O
HEOOXOIUMOCTH COECAMHEHHS MBICIIH U ASHCTBHSL, YIHPAIOTCA B Ty )K€ IPoOIeMy: Kak BHYTPH OTUY>KIAroIIeil cHCTEeMbl
KanuTajga BO3MOXHO MHTENJIEKTyalbHOE NeHcTBUE, IpeTeHAyIollee Ha paJuKalbHOE M3MEHEHHEe oOlIiecTBa.
[ToneMusupys ¢ AJOPHO, MBI IIPOJOJKAEM CIIPALIMBATE: “KaK BO3MOXKHO ITPABUIBLHOE B JIOKHOM”, T.€. HCTOPUYECKH
BEpPHOE OCO3HAHME MOMEHTA U JIefiCTBUE, COOTBETCTBYIOIIEE ITOMY OCO3HAHHIO.

Kak pa3 BpexT, Bcien 3a MapkcoM, cTai pacCMaTpUBaTh HHTEIUICKTYyalIbHOE IEHCTBHE KaK BaXKHBIH JIEMEHT O0OpHOBI,
B3aUMOCBSI3aHHBIN C SKOHOMUYECKUMHU U TOJUTHISCKUMH JeHCTBUAME. Bce MHOrooOpasue S3CTeTHYeCKUX METO0B,
KoTOpble pa3pabaTbiBas bpexT, Bcerna oTBeyano Ha BBI30B TOM MM MHOM KOHKPETHOH HCTOPUYECKOW CUTyallud U
OCHOBBIBAJIOCH HAa MAPKCHCTKOM OHHUMAaHNH CyObEKTUBHOCTH, KOTOPasi GOPMHPYETCS HE CTUXUITHBIM XO/IOM COOBITHIA,
a CO3HaHUEM MPOUCXOAIIETr0. BpexT sICHO MOHsUI, KaK B TBOPYECTBE pabOTAIOT MEXaHNU3MbI THAIEKTHKUA — U CTPOMIT
CBOIO paboTy Ha UX OCHOBE, ONHUCHIBASI PEANFHOCTh KaK MPOIECC MOCTOSIHHBIX U3MEHEHUil, BOSHUKAIOUIUX 33 CYET
KOH(JIMKTOB U IPOTHUBOPEUHii, KOTOPBIE AENAIOT BO3MOXKHEIM IpeodpasoBanue oduiecTsa. OH MUCa, YTO «...[IOTHHHOE
HOBaTOPCTBO 3aKJIIOYAETCsl HE B TOM, YTOOBI OBITH BIIEpeIH, a B TOM, YTOOBI UATH Briepea. [loinHHOe HOBATOPCTBO
JieJ1aeT BO3MOXKHBIM WJIM BBI3bIBAaET ABIDKEHHUE BIepen. IIpuueM nmpuUBOAUT B ABMKEHHE IIUPOKUH (PPOHT CMEXKHBIX
kareropuid. [IpuarHON MOIIMHHOTO HOBAaTOPCTBA SIBJSIETCS] HEOIAromoayYHOE MOJI0KEHUE BEIIeH, a CIeICTBUEM -
ero u3MeHeHue». Meron bpexra siCHO BOIUIOIIACT MICIO MOJUTU3ALUHU KyJIBTYPHOIO IPOHU3BOACTBA Yepe3 MPOLEece
KOJIJIGKTUBHOM CyObEeKTHBH3AIMH JIFOJIeH, CTaBAIINX 3a/1a4l TpaHcHopMaIu Beeil CHCTEMBI IIPOU3BOACTBA KYJIBTYPhI
1 3HaHMA. B 3TOM mporiecce TepsieT CMBICI caMo pa3zielieHre Ha IMyOIuKy U co3areneil. bpexTt Tak onuckiBai npouecce,
KOTOPBIN JOJIKEH IPOUCXOIUT B TosIoBe y 3puTeiisi: “O0 3ToM s He JyMmai; Tak Henb3s enarh; JTO B BBICIICH CTEIICHN
HEOOBIYHO, B 3TO IOYTH HEJb3S MOBEPUTH; DTO TOJKHO NMpeKpaTuThes; CTpagaHue 3TOro 4eJoBeKa MOTpscaeT MEHs,
MIOTOMY YTO JAJISl HETO MOT' Obl HAalTUCh BBIXOX; DTO BEIMKOE UCKYCCTBO: B HEM HHUYETO HET 04eBUAHOT0». Ho, uTOOBI
Takas peakLus cTaja BO3MOXHOH, 3TH K€ BONPOCH! JOKHBI BOSHUKHYTh y BCEro KOJUIEKTHBA, BOBIEYEHHOIO B
MHTEJUICKTyaJIbHOE ACHCTBHE, KOTOPOE YXKE HE MOXKET YIOBJIETBOPUTHCS MPOM3BOACTBOM aBTOHOMHBIX OOBEKTOB
MIACCUBHOTO CO3eplLaHus. bpexT nenaeT akueHT Ha Co3/1aHie CUTYaIUi, BOBJIEKAIOIIUX B ce0s BCeX, KTO XOUeT CTaTh
UM IpUYacTHEIM. JIJ1s1 GpEXTOBCKO# ACTETHUECKON TEOPHH TAK)Ke BaXKHA Hesl KOJUIESKTUBHOTO TBOPYECTBA, OCHOBAHHOTO
Ha npuHiune CoBeToB. bpexT cTaBui 3ajady «IPEeBPaTUTh HHCTUTYLUH KyJIbTYpPBl U3 MECT Pa3BJICUEHHs B OpPraHbl
nyonuuHo#M kKoMmyHuKauum» (bpexT o Tearpe). B 3ToM BaykHOM acrekTe ero B3mIs/bl ObUIH BO MHOTOM C(HOPMHPOBAHBI
KOHTaKToOM ¢ 6mkaiimum nqpyrom Kapnom Kopiewm - onHum u3 Beaymux MapkcuctoB I'epmanun. yrinac Kemnnep B
cBoeil cratbe «MapkcucTtkas Ocrteruka bpexrtay numet: «Teopus 3cTeTHYECKOTO Mpou3BoJaCcTBa bpexTa
cooTBeTcTBOBana paspabortanoir Kopmem monenu pa6ounx COBETOB Kak MOAIMHHBIX OPraHOB COLMAIMCTHYESCKON
npaktukd. Kax Kopui, cTaBuBIInii Bo 1aBy yriia A€MOKpPATHIO y4acTusl, KAK OCHOBY COBMECTHON MPON3BOIUTEIBHON
JIESITEIbHOCTH B TPYAE U IOJIUTHKE, TaK U BpexT CTpEeMUTCs K YTBEPKACHUIO ITOJOOHBIX METOJOB YJacTus B CBOEH
acTeTndeckoil mpaktuke. [lonoOHas cucTemMa oTpHIaia 3HAYCHHE OIMHOKOTO I'CHHS M MPEIBOCXUINATA MOJEIb
COL[MATIMCTHYECKON KyJIbTYPHOW OpraHU3alliy, B TOH )Ke CTEIeHH, B KaKoil COBEThl pabouux OBUIN MpeAHa3HAYCHBI
paarKaIbHO U3MCHHUTH MOJUTHYECCKHE opranu3anuu». (cM. http://www.uta.edu/huma/illuminations/kell3.htm)

Haubonee M3BECTHBIM 3CTETUYECKHUM METOIOM, KOTOPBIi BBed bpexT, cTam 3HaMeHHTHIH 3ddekT ouyxaeHus.
[IpenoTBparias 1r00bIe BO3MOXKHOCTH BYYBCTBOBAHHsI, OCHOBaHHBIE HAa MITIO3MH JIOCTOBEPHOCTH, 3QHEKT 04y KICHUS
oOHaxxas paboTy COIMAIbHBIX MEXaHU3MOB M, TAaKUM 00pa3oM, AEMOHCTPHPOBAJ, HE MPOCTO KaK U MOYEMY JFOAH
BelyT ce0s onpelesieHHBIM 00pa3oM B OOLIECTBE, a MPH3bIBAJI aHAJIM3UPOBATH CaM MEXaHU3M IPOM3BOACTBA
COLMaIbHBIX OTHOLIEHUH. B cBoeM TBOopuecTBEe BpeXT BO MHOIOM NMpPEIBOCXUTUII OCHOBHOW TAKTUYECKUH METO.
COBPEMEHHOI0 aKTHBH3Ma «IOIPBIBHOE YTBepXKAeHUE» (subversive affirmation). Ho eciu Mbl HauHeM cpaBHUBATH UX
Oonee JACTAJIBHO, TO MBI YBUAUM, YTO Y HUX €CTh INPUHIUIHNAIBHBIC OTIINYHUS. BpCXT IMOHHWMaJI, HACKOJIBKO Ba>XHO,
HPEXIe BCEro, 0TKa3aThCsk OT MUMHUKPHH AEHCTBUTEIBHOCTH, U HE IPEAOCTABIATh 3pUTEITI0 BO3MOKHOCTH OUEBHTHBIX
UHTeprpeTauid. [y Hero 6bUI0 BaXKHO CPOPMUPOBATH TTO3UIHIO BOBICUCHHOTO HAOIIOAATENs, TO3BOISIONIYI0 KaK
OBl B peaJbHOM BPEMEHH IIPOUTPBIBATh MHOXKECTBO CUTYAIMH M yXKe U3 X KOH(INKTA BHIONPATh Hanboliee TOUHYIO,
UHTEJUIEKTYaJIbHO BBIBEPEHHYIO peakuuro. Tem cambiM BpexT oOHaxui obliee MojokeHHe Beliei U yoeanTensHo
MOKa3aJl, YTO caMbIM OoNbIINM MacTepoM overidentification siBseTcsl caMopenpe3eHTalus KaluTaau3Ma, KoTopas
BCerna MPOMCXOAMT B TUNEPTPOPHUPOBAHHON (opMe.

3TO CTAaHOBUTCS MOHATHEE, €CJIM MBI 00PaTHUMCSI K OTHOMY U3 KOHKPETHBIX U HanOoJiee SpKUX IPHMEPOB COBPEMEHHON
NPaKTHKH «HOAPBIBHOTO YTBEP)KACHUs», TakoMy Kak mnepdomanc «Please love Austrialy, peanmuzoBannomy B 2000
rony Kpucrodom lllnnarensudom. lllnnarensud B3sn popmar tenemoy Big Brother, Ho Hacenwt koHTeHep TI0ABMY,
HIYIMMH TOJMUTHYecKoro yboexuma. [To mpaBuiamM Urpbl OH Jajl BOZMOXHOCTb 3PHTENSIM, HAOIIOJAIOIUM 10
MHTEPHETY 3a TPAaHCISILUEH U3 KOHTEeiHepa, T0JI0CoBaTh 3a JIMOPTALUIO HE MTOHPABUBIINXCS UM YYaCTHHUKOB. DTOT
nepdomaHc ObLIT 0uesuOHO HATIPABIICH Ha TIOJPBIB KHOPMAIBHOCTH) IPABO-TIOMYIUCTKUX MTPaBUTEIbCTB. OHAKO, HA
MOH B3IVIsi/I, HEOOXOIUMBIM 3JIEMEHTOM B HEM MOT OBl CTaTh JKECT CAMOr0 3TOTO NPaBUTENbCTBA, NMBITABLIETOCS
YCTaHOBHUTBH COBEPUICHHO «OpPEXTHAHCKYIO» TaOIMUYKy PSJOM C KOHTelHepoM: «BHuUMaHue! DTO TeaTpaibHBIH
nepgpomanc!». menno stoT xect (LLInnHren3n¢ akTHBHO M YCHENTHO MTPOTECTOBAJ MPOTHB 3TOTO BMEIIATEIBCTBA B
cBol0 paboTy) Mor ObI cTaTh 3)PEKTUBHBIM JUCTAHIMPOBAHUEM IPOUCXOMASLIEro, JOCTUTLIEro CBOEH
nopHorpaduueckoil THIEeppPeaTuCTUIHOCTH, U TEM CaMBIM CIIOCOOCTBOBATH BBISBICHHIO €TI0 IOJIHHHOTO
HOJINTHYECKOTO CMBICIIA.

B otinuuu ot LllnuHrensnga u MHOXeCTBa IPyTrHX COBPEMEHHBIX aKTUBUCTOB BpeXT sSICHO 0CO3HALT, YTO KanuTaIu3M
HUKOIZIa He CTECHAETCS IEMOHCTPUPOBATh CBOM «KpaHOCTI». Y Bompoc 06 0uy’KIeHUH KaluTaIu3Ma - 3TO He BOIIPOC
CKeIcuca, UpOHUH WIH k€ MUMUKPHH, 2 BOIIPOC OTBETCTBEHHOT'O UHTEIIEKTYalIbHOI'O ICHCTBUS, BECOMO 3asIBIIIOLLIETO,
YTO APYTOi MHUpP BCE-TaKU BO3MOXKEH.

-

TODAY, INJUSTICE GOES
WITH A CERTAIN STRIDE

bepronsy bpexr | Onepa — Ho no-nosomy!

C HeKoTopbIX NOp BCe XaxayT obHoBNeHUs onepbl. XoTAT, 4ToObI onepa, He
MEHSA CBOEro “KynMHapHOro” xapakrepa, ctana akTyanbHee Nno CoaepXXaHui u
TeXHUYHee no dopme. Tak Kak 0ObIYHBIM NOCETUTENAM OMNEPHbIX TeaTPoOB onepa
[opora UMEHHO CBOel TPaAULMOHHOCTBIO, HanpalMBaeTcs MbICb O
NPUBNEYEHUN HOBOM My6MMKK, C HOBBIMU BKYCaMu; Tak BOHUKAET CTPEMIEHUE K
AeMoKpaTM3auum onepbl, KOHEYHO, B 0ObIYHOM MOHUMaHWM AeMOKpaTK, KOTopoe
3aKnoyaeTcs B TOM, YTO “HAapoA” nony4vaer HoBble NpaBa, HO He pearnbHyo
BO3MOXHOCTb UMW BOCMOSIb30BaTbCS. B KOHLE KOHLOB, 0huLmMaHTy Bce paBHO,
Koro obcnyxusath, NuLb 66l 06cnyxueats! UTak, camble NporpeccuBHble
TpebyloT 1 3aWwmLLaloT HOBOBBEAEHUS, HanpaBneHHble Ha 0OHOBNEHWE Onepbl, -
HO HUKTO He TpebyeT U1, noxanyu, He cTan bbl 3aluLLaTh NPUHUMNMANBLHOW
nepecTpomku onepsbl (ee dyHKLmK!).

CkpoMHOCTb TpeboBaHWIN aBaHrapga MMeeT CBOM 9KOHOMMUYECKME MPUYUHBI, O
KOTOPbIX OH YaCTU4YHO He AoraabiBaeTca. Onepa, Apamatu4eckui TeaTp, npecca
1 ApYyrve MOLLHblE MEXaHW3Mbl MAE0NOrMYECKOro BO3AENCTBUSA NPOBOAAT CBOO
TIMHUIO, TaK cKa3aTb, MHKOTHUTO. B TO BpeMsl, Kak OHU Yxxe C AaBHUX NOp
MCMOMb3YHOT NoAen yMCTBEHHOIO Tpyaa (B AaHHOM criyyae - My3bIKaHTOB,
nucartenew, KPUTUKOB U T. A.), - TPUYACTHBIX K AOX0AaM, a 3HauuT, B
3KOHOMMYECKOM CMbICME U K BAcTW, a B COLManbHOM OTHOLLEHUN yXe
NponeTap13vMpoBaBLUMXCS, - NMULb ANS TOro, YToBbl HaCkIWAaTh YPEBO MACCOBbIX
3penui, TO eCTb UCMOSb3YHOT UX YMCTBEHHBIV TPYA B CBOMX MHTEpecax 1
HanpaBnsAT ero N0 CBOEMy pycny, camu-ToO NoAM YMCTBEHHOrO TpyAa no-
npexHeMy Tewat cebs Unmn3nen, YTo BeECb 3TOT MEXaHWU3M NPU3BaH NuLLb
MCMOMb30BaTh MOAbI X MbICIIUTENBHON AeATENBHOCTU, U NPEACTaBNSET cobow,
cnepgoBaTtenbHO, NPOU3BOAHOE ABMEHWE, He OKa3blBaloLLee HUKAKOro BAMSHNA Ha
UX TpyA, a Tonbko obecneyrBaioLlee pe3oHaHe Ux Tpyay. ATO HEMOHUMaHue
CBOEro MoMoXeHus, rOCNOACTBYIOLLEe B CPeAe My3blKaHTOB, NMcarenem u
KPUTUKOB, UMEET Cepbe3Hble NOCNEACTBUSA, Ha KOTOPbIE CMMLLKOM PEAKO
ob6pautatoT BHMMaHue. 160, nonarasi, 4To BNagerT MeEXaHU3MOM, KOTOPbIA Ha
caMoM ferne Bnageer UMW, OHW 3aLLMLLa0T MeXaHU3M, yXe BblleALWnA N3-nog nx
KOHTPONS, - YeMy OHU HUKaK He XOTAT NOBEPUTh, - M MepecTaBLUnii ObiTb OpPyANEM
AN Npon3BoAWTENEN, a CTaBLLUIA OpyAMeM NPOTUMB NPOM3BOAUTENEN, TO eCTb
NPOTUB CaMOro UX TBOPYECTBA (MOCKOMbKY OHO 06Hapy>MBaeT COBCTBEHHbIE,
HOBble, HeyroAHble Unn BpaxaebHble MexaHn3my TeHaeHuun). TeopLbl
CTaHOBSATCA NocTaBLuKaMu. LIeHHOCTb nx TBOpeHuUi onpegensaeTcs LeHown,
KOTOPYIO 32 HUX MOXHO MOMy4nTb. [o3ToMy cTano obLwenpuHATLIM
paccmaTtpuBaTh Kaxgoe NponsBedeHne UCKYCCTBa C TOYKU 3PEHNS ero Npuroa-
HOCTW AN MEXaHW3Ma, a He Ha0boPOT - MEXaHU3M C TOYKU 3PEHUS M0 NPUroa-
HOCTW AN AaHHOro NpounsBedeHus. Ecnv roBopsaT: To Un nHoe npov3sBegeHne
npeKpacHo, ToO UMeETCA B BUAY, XOTb Y HE TOBOPUTCH: NPEKPacHO roauTcs Ans
MexaHu3ama. Ho cam-To 3TOT MexaHn3M onpeaenserTcs CyLuecTBYOLWMM
06LLEeCTBEHHBIM CTPOEM U NPUHMMAET TOMNBKO TO, YTO YKPENISET ero no3vuum B
3TOM cTpoe. MoXHO AMCKYyTMpOBaTh O Mo6OM HOBOBBEAEHMW, HE YrpoXatoLem
06LecTBEHHOM (DYHKLMM 3TOFO MexaHW3ma, a UMEHHO pa3BnekaTenbcTBy. He
noanexar AMCKYCCUMM NULLIb TakMe HOBOBBEAEHUS, KOTOPbIe HarnpaBsfieHbl Ha
n3MeHeHne MYHKLUMIA MexaHW3Ma, TO eCTb U3MEHSIOLLME ero MoNoXeHne B
obLecTBe, Hy XOTS Obl CTaBsILLME €ro Ha OAHY AOCKY C y4ebHbIMY 3aBeAeHna MU
WY KPYMHBbIMW OpraHamu rnacHocTu. O6LLecTBO NPOonycKaeT Yepes MexaHnsm
NWLWb TO, YTO HYXXHO ANsi BOCNPOU3BoAcTBa cebs camoro. [oatomy oHO NpumeT
NWLWb Takoe “HOBOBBEAEHMNE”, KOTOPOE HaLeneHo Ha OBHOBMEHME, HO He Ha
MN3MEHEeHVe CyLLECTBYIOLLEro CTPOS - XOPOLU OH MUK NIIOX.

ABaHrapg v He NOMBbILLIIAET O TOM, YTOGbl U3MEHUTbL MEXaHN3M, 6O NoaK, ero
npeacraensowwme, nonaratT, YTo 3TOT MeXaHW3M Haxo4WTCs B MX BMACTU M NULLb
nepepabarbiBaeT Nnoabl UX CBOGOAHOIO TBOPYECTBA, a crieqoBaTeribHo, Cam Mo
cebe n3MeHsAeTca BMeCTe ¢ UX TBOPYECTBOM. Ho X TBOpPYECTBO OTHIOAL He
CBOGOAHO: MeXaHW3M BbLIMOSTHAET CBOK (DYHKLMIO C HAMU UK Ge3 HKX, TeaTpbl
paboTaloT Kaxablil Bevep, ra3eTbl BbIXOOAT CTOMbKO-TO pa3 B A€Hb, U OHU
NPUHMMALOT TOMBKO TO, YTO MM HY)XXHO; @ UM HYXXHO MPOCTO onpeaeneHHoe
KonM4ecTBo MaTtepuana. Ho camn-To NpousBoauTesNv LEMKOM U MOSTHOCTbIO
3aBUCAT OT MEXaHW3Ma - U B 9KOHOMUYECKOM, U B COLIMANbHOM CMbICIE OH
MOHOMONM3NPYET UX AeATENBHOCTL; 1 NNoAbl TPyAa nucaTenen, KOMNO3UTOPOB U
KPUTUKOB BCe Gorblie CTaHOBSATCA MULLb ChbiPbEM: FOTOBYHO MPOAYKLIMIO
BbIMYCKAET y)k€ MEXaHU3Mm.

Mo>HO nogymaTth, YTO KOHCTaTaLusi Takoro NosioXXeHus (HensBbexxHowm 3aBucu-
MOCTV TBOPYECKOW UHTENSIUTEHLUM OT MeXaHW3Ma) paBHO3Ha4YHa ero ocyxae-
HUIO: Yepecyyp YX ycepAHo cTapalotcs ero 3atylwesats! OaHako camo no ce6e
orpaHu4eHne cBoGoabI TBOPYECTBA KaXAO0ro MHAUBMAYYMA NPOrPeECCUBHO.
WHaveuayym Bce Gonblue v Gonblue BTAMMBaeTCA B MOry4ue NpoLecchl, name-
Hatowwme mup. OH yxXe He MOXET NiLLb “caMoBblpaxaTtbes”. OH oLlyLiaeT
Heo6Xxo0AMMOCTb M CNOCOGHOCTL pellaTth Bceoblime 3agadun. Meluaer geny nuiib
TO, YTO MEXaHU3MbI B HACTOsILLEE BPEMS elle He NpuHaanexar Bcemy obLiecTsy,
TO €CTb YTO U B 3TOM cdhepe cpeacTBa NPOU3BOACTBA HE MpUHaAnexaTt
NPOuU3BOANTENAM, U YTO TakuM 06pasoM Tpya XyAOXKHMKA CTaHOBUTCS TOBApOM U
nogvmHsieTcs obLMM 3akoHaM ToBapHOro obpaLleHus.

Bepmonbm bpexm, uz cmamsu ‘flpumedyaHue Kk onepe «Pacusem u
nadeHue eopoda MaxoeoHu», O Teampe. [becbl. Cmambu.
Beicka3sbigaHusi., ickyccmeo, 1965




Bertold Brecht | Opera — with Innovations!

For some time past there has been a move to renovate the opera. Opera is to
have its form modernized and its content brought up to date, but without its
culinary character being changed. Since it is precisely for its backwardness that
the opera-going public adores opera, an influx of new types of listener with new
appetites has to be reckoned with; and so it is. The intention is to democratize
but not to alter democracy’s character, which consists in giving the people new
rights, but no chance to appreciate them. Ultimately it is all the same to the
waiter whom he serves, so long as he serves the food. Thus the avant-garde are
demanding or supporting innovations which are supposedly going to lead to a
renovation of opera; but nobody demands a fundamental discussion of opera
(i.e. of its function), and probably such a discussion would not find much support.

The modesty of the avant-garde’s demands has economic grounds of whose
existence they themselves are only partly aware. Great apparati like the opera,
the stage, the press, etc., impose their views as it were incognito. For a long time
now they have taken the handiwork (music, writing, criticism, etc.) of intellectuals
who share in their profits—that is, of men who are economically committed to the
prevailing system but are socially near-proletarian—and processed it to make
fodder for their public entertainment machine, judging it by their own standards
and guiding it into their own channels; meanwhile the intellectuals themselves
have gone on supposing that the whole business is concerned only with the
presentation of their work, is a secondary process which has no influence over
their work but merely wins influence for it. This muddled thinking which overtakes
musicians, writers and critics as soon as they consider their own situation

has tremendous consequences to which far too little attention is paid. For by
imagining that they have got hold of an apparatus which in fact has got hold of
them they are supporting an apparatus which is out of their control, which is no
longer (as they believe) a means of furthering output but has become an
obstacle to output, and specifically to their own output as soon as it follows a new
and original course which the apparatus finds awkward or opposed to its own
aims. Their output then becomes a matter of delivering the goods. Values evolve
which are based on the fodder principle. And this leads to a general habit of
judging works of art by their suitability for the apparatus without ever judging the
apparatus by its suitability for the work. People say, this or that is a good work;
and they mean (but do not say) good for the apparatus. Yet this apparatus is
conditioned by the society of the day and only accepts what can keep it going in
that society. We are free to discuss any innovation which doesn’t threaten

its social function that of providing an evening’s entertainment. We are not free to
discuss those which threaten to change its function, possibly by fusing it with the
educational system or with the organs of mass communication. Society absorbs
via the apparatus whatever it needs in order to reproduce itself. This means that
an innovation will pass ifit is calculated to rejuvenate existing society, but not if it
is going to change it—irrespective whether the form of the society in question is
good or bad.

The avant-garde don't think of changing the apparatus, because they fancy that
they have at their disposal an apparatus which will serve up whatever they freely
invent, transforming itself spontaneously to match their ideas. But they are not in
fact free inventors; the apparatus goes on fulfilling its function with or without
them; the theatres play every night; the papers come out so many times a day;
and they absorb what they need; and all they need is a given amount of stuff.
The intellectuals, however, are completely dependent on the apparatus, both
socially and economically; it is the only channel for the realization of their work.
The output of writers, com-posers and critics comes more and more to resemble
raw material. The finished article is produced by the apparatus.

You might think that to show up this situation (the creative artist’s utter
dependence on the apparatus) would be to condemn it. Its concealment is such
a disgrace.

And yet to restrict the individual's freedom of invention is in itself a progressive
act. The individual becomes increasingly drawn into enormous events that are
going to change the world. No longer can he simply ‘express himself’. He is
brought up short and put into a position where he can fulfil more general tasks.
The trouble, however, is that at present the apparati do not work for the general
good; the means of production do not belong to the producer; and as a result his
work amounts to so much merchandise, and is governed by the normal laws of
mercantile trade.

Taken from Brecht on Theatre; “Notes to the Opera “Aufstieg und Fall
der Stadt Mahogonny”, the Development of an Aesthetic. (Edited and
translated by John Willett.) New York: Hill and Wang, 1964, p. 32-33

THE OPPRESSORS MOVE IN
FOR TEN THOUSAND YEARS

Dmitry Vilensky | Why Brecht?

“That's great art: nothing obviousin it - | laugh when they weep, | weep when they laugh” .
Bertold Brecht

If we try replacing the word “opera” with culture or art in Brecht's text “OPERA - WITH INNOVATIONS!”, it
paradoxically becomes clear that Brecht's analysis of the situation more than 70 years ago is more than rel evant today.
Of course, many things have changed, such as the notions of power, class, labor, the means of struggle. But still,
anyone who is still capable of considering the necessity of connecting thought and action now hits upon the same
problem that was so obvious then: how isit possible to take intellectual action within the alienating system of capital,
an action that might force society’s radical change? Arguing with Adorno, we continue to ask “how the right is
possiblein thewrong”, that is, how to gain aclear historical consciousness of the moment, and how it is possible to act
correspondingly.

Infact, Brecht, following Marx, began to examine intellectual action as an important element of struggle connected to
economic and political action. Thevariety of aesthetic methodsthat Brecht devel oped always responded to the challenge
of this or that concrete historical situation; his methods were based on the Marxist understanding of subjectivity,
which is not formed by the spontaneous course of events, but by an awareness of history’s occurring. Brecht clearly
understood that dialectic mechanisms are at work in creativity. Constructing his work on their basis, he described
reality as a process of constant changes that arise due to the conflicts and contradictions that make the transformation
of society possible. He wrote that “...true progress consists not in being progressive but in progressing. True progress
iswhat enables or compels usto progress. And on a broad front, at that, so that neighbouring spheres are set in motion
too. True progress has its cause in the impossibility of an actual situation, and its result is that situation’s change.”

Brecht's method clearly embodies the idea of politicizing cultural production through a process of collective
subjectification, which sets the common goal of transforming the entire system that produces culture and knowledge.
Inthis process, even the differentiation between audience and producer losesits meaning. Thisishow Brecht described
the process that is supposed to take place in the spectator’s head: “1’d never have thought it - That's not the way -
That's extraordinary, hardly believable - It's got to stop - The sufferings of this man appall me, because they are
unnecessary - That's great art: nothing obvious in it.” (Is that the way things are? What produced this? It's terriblel
How can we change things?...).

But for a reaction like this to become possible, the same questions need to arise in the entire collective, which is
involved in the intellectual action, which can no longer rest complacent in the production of autonomous objects for
passive contemplation. Brecht places an accent on creating a situation that might involve anyone who wantsto become
aparty toit. Thus, another key aspect of the Brechtian aesthetic theory istheidea of collective creativity, based on the
principle of soviets or councils. Brecht's ultimate goal was to “convert the institutions of culture from places of
entertainment into organs of mass communication”. In many ways, this view was formed by close contact with his
friend Karl Korsch, one of Weimar Germany’s leading Marxist thinkers. In his article “Brecht’s Marxist Aesthetic”,
Douglas Keller writes: “Brecht’s theory of aesthetic production is congruent with Korsch’s model of the workers
councils as the authentic organs of socialist practice. For just as Korsch urged a democratic, participatory activity of
coproduction in the spheres of labor and politics, Brecht urgesthe same sort of coparticipation in hisaesthetic production.
[...] Such a revolution in the concept of creation, rejecting the notion of the creator as the solitary genius, was
intended to alter aesthetic production radically, much astheworkers' councilswereintended to revol utionize industrial
and political organization, thus providing an anticipatory model for socialist cultural organization.” (http://www.uta.edu/
huma/illuminations/kell3.htm)

The most famous aesthetic method that Brecht introduced was the “alienation effect.” Rejecting any possibility for
empathy, based on the illusion of authenticity, the “alienation effect” laid bare the social mechanism, not only by
demonstrating how and why people behave in a certain way in society, but also calling for an analysis of the very
mechanism that produces social relations themselves. In many ways, this aspect of Brecht’swork anticipated the main
tactical method of contemporary activism known as “subversive affirmation.” But if we begin to compare Brecht's
work and contemporary praxisin more detail, we will find that there are fundamental differences. Brecht understood
just how important it was to reject any mimicry of reality and not to supply the spectator with the possibility for any
obvious interpretations. The most important thing was to give form to the position of a participant observer, which
make it possible to play out a multitude of situations, and to choose the most accurate, intellectually approbated
reaction from their dialogue and conflict. In thisway, Brecht exposed the general nature of things and offered convincing
proof of the fact that the greatest master of over-identification is the political self-representation of capitalism itself,
which always takes place in a hypertrophied form.

This becomes more understandable if we turn to one of the concrete and more striking examples of the contemporary
praxis of “subversive affirmation”, namely the performance “Please love Austria’, realized by the German theater
director and artist Christoph Schlingensief in 2000. Schlingensief appropriated the format of the television series“Big
Brother”, but incarcerated refugees seeking political asylum in the observation container. Following the rules of the
game, he provided the spectators watching the broadcasts from the contai ner over theinternet to vote for the deportation
of those participantsthey did not like. This performance was obviously aimed at subverting the“normalcy” of rightwing-
populist governments. However, in my view, the most necessary gesture in this piece could have become the gesture
of this government when it tried to install a completely “Brechtian” sign near the container: “Attention! Thisis a
theatrical performance!” Though Schlingensief protested against thisintervention in his piece adamantly, itis, in fact,
this gesturethat could have provided an effective means of distancing the spectator from the hyper-realistic pornography
of the action, thus allowing its genuine political meaning to come to the fore.

Unlike Schlingensief and many other contemporary artists and activists, Brecht clearly understood that capitalism is
never shy about demonstrating its extremity. And the question of gaining distance or alienating capitalism is not a
question of skepticism, irony, or even mimicry, but a question of responsible intellectual action, gravely proclaiming
that another world is possible after all.

: YEEPEH HEIM

LLUATOMEI
cCErogHAR



Anexcanpgp Crupan | Awaxpouwnsm bpexra

Berep ucropun nepeBopaunBaeT CTPAHUIBI MIETIETBHBIX KHUT, © OHU OTKPBIBAIOTCS HA HY>KHOM
mecre. Ceronnst — Ha bpexte. [louemy uMeHHO Ha Hem?

IToromy urto Bpexr, He Oyny4n npodeccrHoHanbHbIM GI0co(GoM, C TPE3BOil ICHOCTHIO U
capKa3MOM I0Ka3aJ JOTUKY NepepacTaHus KaluTaan3Ma B (aln3M, U 3TOT HOKA3 COXPAHSIET
CBOIO IBPUCTUYECKYIO CHITY?

Jla, HO HE TOIBKO.

IToromy 4uTO ero KpuTHKa Oyp:Kya3HOTO CIIOC00a KyIbTYpHOTO IPOM3BOACTBA U3HYTPH (noka3s
nokasa) KaKk HeJb3s Ooylee akTyabHa 3/1eCh U ceiyac?

be3ycnoBHO Tak.

IToTromy 4TO B CBOEM METOJIE OH COCANHHI KPUTHIECKYIO TEOPHIO M PEBOIIONNOHHYIO IPAKTHKY,
cTaB, Hapsay ¢ MaskoBckuM, OUIOHOBBIM, DH3EHIITEHHOM, OCHOBOIIOJIOXKHUKOM COL[UAJINC-
TUYECKOTO UCKyCCTBA?

O na.

ITotomy 4TO ero AMHAMUYECKast — U aHAJUTHIECKast — BEPCUS COIMAINCTHIECKOTO peann3mMa (1
COLMATMCTHYECKON MEeTarOTUKK) BBITOMHO OTIAMYACTCS OT OGHUIMATBHON JOTMBbI?

He 6e3 Toro.

IToromy 4TO, M B HOT'Y C HOBEHIIMMHU HayYHBIMH OTKPBITHSIMH, OH OCMBICIIHII T€aTp B TEPMHHAX
MO3HAHMUS, a HE YMOIIMOHAIBEHOTO BO3/ICHCTBHSL, 3aJI0)KHB OCHOBBI CEMHOJIOTHH TeaTpa («ero
TeaTp — He MaTeTHYECKUI U He pacCyIO4YHbIH, HO obocHosanHbliy (bapT))?

Pasymeercs.

Ho eie u moTomy, 4To OH PELIMTENIFHO CBS3aJl MaTepUAIbHYI0 (OPMY ApaMbl C ONPEISICHHON —
MapKCHCTCKOH — Haeeil, SBUB 00pa3el noaumusuposanio2o NCKyccTBa (K KOTOPOMY MPHU3BIBAT U
Ha KOTOPBII OpHEHTHPOBAIICS BeHbsIMUH), IPH 9TOM, OZHAKO, OCTatoIerocs uckyccmeom? Bor
9T0, MOXKaJyi, camoe BaxxHoe. 1 camoe TpynHoe, eciii UMETh B BUAY 0OpalieHue K TaKoro poaa
OIIBITY (HAJ UCKYCCTBOM) Ha IpakTHKe. [IoToMy 9TO B KOHEYHOM CUETe, M 3TO HEOOXOANMO
NIpU3HaTh, pa3paboTaHHas bpexTom TearpasibHas TEXHUKA HAlpaBieHa HA npepuleanue
(MTI03UK) KCKyCCTBa. DTO MpephIBaHUe d10XaibHO. OTHIONb HE CBOASACH K OOBSIBICHHOMY
IereneM «KOHITy HCKyCCTBa», OHO TeM HE MEHEe COOTHOCHTCS C HUM B OZHOW MPHHITUIINAIBHOMN
TOYKE, OCYIIECTB-JISII CBOETO POJIA «IIIOXD», — XKECT, B KOTOPOM, OILICIICHEB, B Oe3/eHCTBIN
3acThIBAaET AMAJIEKTHUKA (HALIeH 310XH).

Teonormueckue YXUIIPEHBA COCEKTAaKIA

B ocHoBe Tearpa Bpexra nexur «addexr ouyxnenms» (Verfremdungseffekt), koTopsrii nerko
MepenyTarb ¢ ATUMOJIOTHYECKH ONM3KHM «oTuyxaeHuem» (Entfremdung) Mapkca. UtoOsr
n30eXkaTh MyTaHUIBI, YIOOHEe BCEro MPOMUTIOCTPHPOBATh dQ(EKT 0ouyKIeHUs Ha IpUMepe
TeaTpaibHON MIOCTAHOBKH, I7Ie OH OCYILIECTBISETCS Cpa3y Ha HECKOIBKUX YPOBHSX:

1) @abyna mbecH CONEPIKUT BE NCTOPHH, OTHA U3 KOTOPHIX SIBIISIETCS IMapadoiol (ameropueii)
TOTO € TEKCTa ¢ 60jIee IITYOOKUM CMBICIIOM.

2) [lexopayus npencTaBIseT COLUAIbHO ON03HABAEMBIH MPEIMET WIIH MPOCTPAHCTBO (HApumep,
3aBOJ).

3) ITnacmuxa nHGOPMHUPYET O MPEACTABISICMOM HHIUBUAYYME U €0 COLHAIBHOM OOJIMKE, er0
OTHOLICHHH K MHUPY Tpyaa (gestus, «COLUAIbHBIH KECT?).

4) Jukyus He TICUXOIOTU3UPYET TEKCT, HO BOCCO3AET €ro PUTM U (HaKTypy.

5) B akrepckoil uepe UCIOIHUTEND HE MIEPEBOILIONIACTCS B IEPCOHAXKA MBECHI, OH €ro
TTOKa3bIBAET, KaK OBl YCTAHABIHMBAS AUCTAHIHUIO («BBIXOI M3 POJII»).

6) OTka3 OT KJIACCHYECKOTO AEIEHNS Ha aKTHI B ITOJIb3Y «MOHTaXa» SIH30][0B U CICH.

7) ObpaineHue K myOiIruKe, 30HTH, IEPEMEHa ICKOpalnii Ha BUIY Y 3PUTEIIS, BBEACHUE
KHHOXPOHHKH, TUTPOB M IPYTUX «KOMMEHTApHEB K JICHCTBUIO» TAKKE ABIISIOTCS NPHEMaMH,
TIOAPBIBAIONIMMH CHEHHYECKYIO HILTIO3HIO.

Io oTAENBbHOCTH 5TH NPHEMBI BCTPEYAIOTCSA U B TPEUYECKOM, U B IIEKCIMPOBCKOM TeaTpe, HE
roBOps y’Ke 0 coBpeMeHHbIX bpexry nocranoBkax [Tuckaropa (C KOTOPBIM OH COTpYAHHYAI),
Meiitepxonbpaa, Baxranrosa, OiizeHmTeltHa (0 KOTOpBIX OH 3HaN) U aruTnpone. HoBaropcTBo
bpexTa B TOM, 4TO OH HPHAJ UM OCO3HAHHOCTD, IPEBPATHI B INIABHBIH 5CTETUUECKUIT IPUHIIMIL.
Ctporo roBops, 3TOT NIPUHIUI AEHCTBUTEIEH Ul IF0OOT0 XYJ0KECTBEHHOTO SI3bIKa, JOCTUTIIETO
«caMoco3HaHus». [IpUMEHUTEIIBHO K TeaTpy pedb UJET O LIEJICHANPABICHHOM «OOHAKEHUH
IIpUEMay»: BMECTO MOAJIEPKaHHs BIIEUaTIIEHUs PealbHOCTH IIPOUCXOIAIIET0 Ha CLieHEe, HAllPOTHB,
MOAYEPKUBAETCS UCKYCCTBEHHOCTh JPaMaTyprudeckoi KOHCTPYKIIMU HIIH ITEPCOHAXa.

K monutHueckuM NMIUTHKAIUAM «OUYKACHHU», KaK ¥ caMOMy T€pMHHY, bpexT mpurmen He cpasy.
Iorpe6oBanock 3HaKOMCTBO (Yepe3 nmocpencTso Kopia) ¢ MmapkeucTckoit Teopueit u (depes
nocpencrBo Cepres TpeTbsikoBa) ¢ «ocTpaHeHUEM» pycckux (opmanuctos. Ho yxe B Hauaie
1920-X To10B OH 3aHMMAET HEMPHUMHUPHMYIO IIO3HUILUIO B OTHOIIEHUH Oyp Kya3HOTO Tearpa,
OKa3bIBAIOIIETO Ha IyOJIMKY YCHIIUIIONIEe, THITHOTHIECKOE BO3IEHCTBHE, IPEBPAIIAIOIIETO ¢ B
naccuBHbINA 00beKT. Takoit Tearp Bpext Ha3bIBas «OTpaciibio OypiKya3HOil TOProBiIM HAPKOTH-
KaMm». YMecTHO npuBecTd BocriomuHaHus Credana Liselira, onmuceiBaromero armocdepy Tex Jier,
apuBINyIo B ['epMaHny 1 BEI3EIBaBIIYIO Y bpexTa oTBpareHue: «3010T0oe BpeMs IepexXnBaIo
TOT/Ia BCE SKCTPABaraHTHOE, HE KOHTPOJIHPYEMOe pa3yMoM: Te0codusi, OKKYIBTH3M, CIUPHTHU3M,
cOMHaMOynu3M, aHTponocodusi, XUpOMaHTHS, TPadoIOTus, yIeHHe 0 Horax M MapamnerbCOBCKUil
MHUCTUIH3M. ..». C IOZAMOCTKOB JIMJICS TOT K€ MYTHBIH IIOTOK, CTABIIUI TUTATEIBHON CpesIoN JUIs
HAIMOHAJI-COLIMANIN3MA C ero KYJIBTOM HEOsI3bIUYeCTBa, KIMKYIIECTBOM, MarnueCKUMH MaccaMu B
ctopony Illambains! 1 KaHATU3UPOBAHHBIMU B (pakesbHbIE MIECTBHS (heKaTbHBIMU
(oTpaboTaHHBIMH, OBEUIECTBICHHEIMI) MacCaMH. DTOT MOCTAaBICHHBIH BCKOPE ¢ HEBUAAHHBIM
pa3MaxoM cnekmak/ib B TOUHOCTH Noananaer nox onpenenerue I'm Jlebopa (XoTs OH-TO UMeI B
BHY HHYIO, HOCTHHAYCTPHATIBHYIO €r0 Pa3sHOBHIHOCTD, BEPHEE TOTATBHOCTS):

‘£ NPEBYAET

ABEYHO

«CHeKTakiib — 3TO HeNpepbIBHAs pedb, KOTOPYIO0 COBPEMEHHBIH CTPOi BeJeT o cebe caMoM, ero
XBaJICOHBIH MOHOJIOT. DTO aBTONOPTPET BIIACTH B DIIOXY €€ TOTAIUTAPHOTO YIPABICHUS YCIOBUSIMH
cymiectBoBaHus («OOIIECTBO CrIeKTakIs», map. 24.)

INoncku nmpoTuBosANS MPUBOAAT bpexTa K 0CMBICICHNIO IPUHIUITHAILHOTO OTIINYUS IBYX THIIOB
Tearpa, APaMaTHIeCKOro U JMUYECKOro. J[pamaTrinueckuii TeaTp CTPEMHUTCS HOKOPUTH IMOLIMH
3pHUTeINs, 9TOOBI TOT «BCEM CYIIECTBOM» OTHAJICS MPOHCXOAAIIEMY Ha CI[EHE, COCTpaIall
MepCOHa)KaM U BXKMBAJICS B WILIIO3UIO, YTPATUB OIIyIICHUE Pa3HUIBI MEXKY TeaTpalbHBIM
JEWCTBHEM U pealbHOCThIO. Pe3ynbrar: ouniienue ot apdekToB (Kak MO TMITHO30M), IPUMUPEHHE
(c poxoM, Cynb0OH, «4eTI0BEYECKIM yAETIOMY», BEUHBIM U HEM3MEHHBIM). DIUYECKHUH XKe TeaTp,
HaIPOTHB, JTOJDKEH 00paIaThCs K aHAINTHIECKUM CIIOCOOHOCTSIM 3pHTENs, IPOoOyKJaTh B HEM
YAUBJICHUE, J'llO60l'l]>ITCTBO, MmoATaJIKMBas K OCO3HAHHIO CTOAIIMX 34 TEM HMJIIH WHBIM KOH(b.]'II/IKTOM
HCTOPHUYECKH 0OYCIIOBICHHBIX OOIECTBEHHBIX OTHOLIEHUH. Pe3ynbrar: KpUTHUECKHH KaTapcuc,
JKeJTaHUe U3MEHUTD X0 COOBITHH (He Ha CIIeHe, a B PeaIbHOCTH), JKeJIaHHE TBOPUTH UCTOPHIO.
KpuTtnueckuii karapcuc Tak e OTIINYaeTCs OT KIaCCHYECKOro apHCTOTEIEBCKOr0, KaKk
naeanrucTHyecKas Griocopus, KOTopask TONBKO 0OBSICHsIA MHPa, OT MAPKCHCTCKOH, KOTOpast
JIOJDKHA eT0 U3MEHHTH. JIpyras aHaloTHs: IPON3BeIeHHE HCKYyCCTBA B AIIOXY IPeoOIagaHust ero
KyJIbTOBOI LIEGHHOCTHU VS. HCKYCCTBO B 3II0XY €T0 IPEBpallleHHs B KyJIbTYpHBIHA TOBap.

IIpepsiBanue uckyccrpa: I'erenbp, Mapkc, beHbsiMuH

Mapkc He 0CcTaBUII CKOJIBKO-HUOYAh pa3paboTanHON (Humocoduu UCKYCCTBa, OMHAKO €0 aHAIN3
TOBapa MOJIHOCTBIO MIPUIIOKHUM K COBPEMEHHOMY KyJIbTYpPHOMY IIPOU3BOJICTBY, IN1€ «KaXKABLI
MPOIYKT SIBISCTCS IPUMAHKOMN, IIPU IIOMOIIM KOTOPOH XOTAT BBIMAHUTh y JPYTOro 4eJoBeKa ero
CYIIHOCTh — AE€HBIM». TaKkoe MONOXKEHUE BEIeil COOTBETCTBYET TOMY, YTO BeHbsIMMUH Ha3bIBaI
BBICTABOYHON [IEHHOCTBIO IIPOU3BEIEHHSI UCKyCCTBA. DTa MOCIEIHS IPUXOAUT Ha CMEHY KyJIbTOBOM
B Pe3yJbTaTe HCTOPHUUECKOTO Mpoliecca, 0CBOOOMKIAIONIETO HCKYCCTBO OT PUTYaIbHOM, a elle
paHbIIIe — Marudeckoi QyHKIHMU. DTOT MPOIecC CEKyIIpU3aNU OIMCAH UM B 3HAMEHHUTOM 3CCe
«[IpousBeneHue NCKycCTBa B IIOXY €r0 TEXHUYECKOH mpousBoanMocTi» (1936), rae BaxkHyI0, XOTS
Y HEOUEBHUIHYIO poiib urpaeT bpext. UToObI 0 TOCTOMHCTBY OLICHUTD 3Ty POIIb, HEOOXOIUMO
BepHYThCS K ['eremnto, KOTOphIi B «JIEKIKAX O 3CTETUKEY» pacCMOTPEN Pa3yIoKEHUE POMaHTHUECKOM
(hOpPMEBI HCKyCCTBA 1 CJIEJIAN BBIBOJ, YTO HCKYCCTBO ISl HAC YK€ IePecTallo OBITh «HAMBBICITHM
€1oco0oM, B KAKOM UCTHHA 00peTaeT cBOe CyllecTBOBaHUE». «KoHel HCKyccTBa» 00YCIIOBIICH 1S
T'erens, ¢ oqHON CTOPOHBI, UMMaHEHTHOMN JIOTMKON pa3BUTHS, ITOJIHOM peanu3anueil B
POMaHTHYECKOM HCKYCCTBE €ro NPUHIUIA, a ¢ APYTOd — «IIpo3au3anuein» Mupa, ToCIoCTBOM
palOHANBHON (HayYHON) MBICIH, TPOHUKAIONIEH U B PE(IEKCHIO XyIOXKHHUKA.

BenbsiMun oOpamaercs K «JIEKIUsIM 10 3CTETUKE» B KIIIOYEBOM MECTE CBOETO dcce, Ubsl 3a]1a4a, He
CTOUT 3TO 3a0bIBaTh, IPOTUBONOCTABUThH TPAAULIMOHHBIM HOHATHAM — TAKMM KaK TBOPYECTBO,
TeHHAJIbHOCTD, BEYHAS IIEHHOCTh U TANHCTBO, «HEKOHTPOIUPYEMOE HCIONb30BAHNE KOTOPHIX BEJET
K HHTEpIIpeTanuy (GakToB B (alIICTCKOM JyXe», — HOBBIE, KOTOPBIE HEBO3MOXKHO UCIIOIB30BaTh JUIS
¢ammcTckux renei. [lokasas, 4To ¢ MOSBICHUEM BOCIIPOU3BOIAIICH TEXHUKH (ITPEXKIC BCETO
¢dororpadun) putyanpHas, KyIbTOBas OCHOBA HCKYCCTBA OTHAJAET, OH PEIIUTENBHO yTBEPKIACT:
«Ho 6 mom momenm, ko20a Mepuno nOOIUHHOCIU Nepecmaem pabomams 6 npoyecce cO30aHUA
npoussedeHull UCKyccmea, npeoopaxicaemcs 6cs coyuanvhas Qynkyua uckycemea. Mecmo
PUMYANbHO20 OCHOBAHUA 3aHUMAem Opy2as NPAKMuYeckas 0esamenrbHoCmy: nonumuyeckasny (pasuen
IV). 1 ToTuac, HauaB HOBBIH pa3aen V, OH CTaBUT CHOCKY, B KOTOPOil mutupyer l'eresns, u aTa niurara
YUTAETCS 3aJHUM YHCJIOM KaK KOCBEHHBIH OTBET Xaiinerrepy, pasmpiinuisiiieMy B «McToke
XyJgoKecTBeHHOTro TBOpeHus» (1935) Hax Toif ke mpoOIeMoit «CMEPTH UCKYCCTBa» M TOXKE
cChlIaBIlIeMycCsl Ha BolHeCeHHBIH ['ereneM npurosop: «Msl BelIIN <...> U3 TOrO E€PHOJA, KOTAa
MOXKHO OBIIO 000KECTBIISITH TIPOU3BEICHNSI HCKYCCTBA U IIOKJIOHATHCSA UM, Kak Ooram. Brieyatnenue,
KOTOPOE OHHM TETleph MPOU3BOAAT HA HAC, HOCUT CKOpPEE PACCYIUTENbHBIN XapaKTep: TyBCTBA U
MBICIIH, BBI3bIBa€MblC UMH B HAaC, HYKIAIOTCA ellle B BelcuIel mposepke». Ho ecinu Xalinerrep
MPOJODKAET UCKATh MOMIMHHYIO CYIIHOCTh HCKYCCTBA, €I0 «HCTOK» B KPacoTe, B IPEKPACHOM Kak
«COOBITHHU pa3Bep3aHHs UCTUHBDY, BEHBSIMHH OTKA3bIBAETCS OT 3TOTO META(PHU3NIECKOTO S3bIKA
(upeBaroro cakpaian3anuel, BO3BPaTOM K MarudecKoi CTajuu) U MPEANOIUTacT TOBOPUTE O
panuKaabHOM W3MEHEHHH (yHKYUU NCKYCCTBA.

Emie HemHOrO, 1 Ha cueHe (OIATh ke B CHOCKe) Bo3HHKHET bpexr. [Ipexkne uem 3to npousoizer,
CTOMT €IlIe Pa3 NPOCIIEAUTH JIOTUKY, KOTOpask yIEpP)KHBAET €ro 3a KyJHcaMu. B 31oxy TexHH4YecKoi
BOCHPOHM3BOAMMOCTH U MHTEPIpETauy (HaKkTOB B (PAINCTCKOM AyXe, H3-3a aOCONIOTHOTO Mpeobia-
JaHHS €TO BHICTABOYHOH LIEHHOCTHU, UCKYCCTBO CTAHOBHUTCS YE€M-TO UHBIM, HOBBIM SIBIICHHEM C COBE-
PLIEHHO HOBBIMU (byHKL[I/lﬂMI/l, U3 KOTOPBIX OAHA, 3CTETUYCCKAs, «BBIACIACTCA KaK Ta, YTO BIIOCIEA-
CTBHY MOXET OBITh IPH3HAHA COMYTCTBYIOLIEiH». W nanee ciaeayer xecT, NpUrIaIlaomunii Hac
BeICITyIIaTh bpexra. JKect, nmpeppIBaroImuii HCTOPHYECKUH KOHTEKCT U MOMEIIAIONIMI Hac B caM 3TOT
pa3pbiB: «Ecnu noHATHE MPOU3BEACHUS UCKYCCTBA OOJIbIIE HE YIASTCSl COXPAHUTD VISl BEIU, BO3HHU-
Karolleil Mpyu npeBpalieH!y NPOU3BEICHU HCKYCCTBA B TOBAP, TO TOTAA HEOOXOIUMO OCTOPOXKHO,
HO OeccTpalIHO OTPUHYTH ITO MOHATHE, €CIIM Mbl HE XOTUM OZHOBPEMEHHO JINKBHIUPOBATh
(GYHKILHIO caMOit 3TOH BellH, HOCKOJIbKY 3Ty (ha3y OHa JOJDKHA IPOITH, U 6€3 3aJIHUX MbICIIEH, 3TO
HE NPOCTO HeoOA3aTeIbHOE BPEMEHHOE OTKIIOHCHHE OT NMPABHIIBHOIO IyTH, BCE YTO C HEW MPH 3TOM
IIPOUC-XOJUT, U3MEHUT €€ IPUHLIUNUAIBHBIM 00pa30M, OTPEXKET €€ OT IPOLUIOTo, U HACTOIBKO
PELINTENb-HO, YTO €CJIU CTapoe MOHATHE OyJeT BOCCTAHOBJIEHO — @ OHO OyZeT BOCCTaHOBIICHO,
roueMy Obl M HET? — OHO HE BBI30BET HUKAKOTO BOCIIOMUHAHHMS O TOM, YTO OHO KOIZIa-TO
0003Ha4aI0».

Anexcandp Cxuodan (poo. 1965) noam, kpumuxk, nepesoouux, sxcusem 6 I[lemepbypee, unen pabouei
epynnvl «Ymo Odenamwv? »
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Aleksandr Skidan | The Anachronism of Brecht

The wind of history turns the pages of burnt-out books, flipping them open at
the most appropriate place. Today, this place is Brecht. Why exactly Brecht?
Because Brecht, without being a professional philosopher, exposed the logic
of capitalism’s escalation into fascism with sober clarity and sarcasm, and
because this exposition still retains its heuristic strength?

Yes, but not only.

Because his critique of the bourgeois means of cultural production from
within (the exposition of exposition) could not be any more current than here
and now?

That is certainly so.

Because in developing his method, he combined critical theory with
revolutionary praxis, becoming a founder of socialist art, along with
Mayakovsky, Filonov, or Eisenstein?

Oh, quite! Because his dynamic — and analytical — version of socialist
realism (and socialist pedagogy) differs favorably from the official dogmata?
Not exactly incorrect.

Because, hand in hand with the newest scientific discoveries of his time, he
gave the theater new meaning as a mode of cognition, and not emotional
impact, paving the way for a semiology of the theater (“his theater is neither
pathetic nor rational but well-founded.” (Barthes))?

It goes without saying.

But also because he decisively connected the material form of the drama
with a definite — Marxist — idea, revealing a model of politicized art (which
Benjamin called for and oriented himself toward) that was, however, still art?
Thisis probably what is most important. And the most difficult, if one wants
to draw upon this (artistic) experience in practice. Because in the final
analysis, and this is something we need to admit, the theatrical technique that
Brecht developed aimed at interrupting (the illusion of) art. This interruption
is epochal. Though it can hardly be reduced to the “end of art” declared by
Hegel, it can be related to this idea nevertheless on one fundamental point,
namely in that it effects an “epoché” of sorts, a gesture in which the dialectic
(of our epoch) comes to a standstill and freezes up in inaction.

The Spectacle’s Theological Subterfuge

The Brechtian theater is based upon the “alienation effect” (Verfremdungs-
effekt), which is easily mistaken for Marx’ notion of “aienation” (Ent-
fremdung), since the two terms share the same etymology. To avoid con-
fusion, it is most convenient to illustrate the alienation-effect with the
example of theatrical production, where it is realized on severa levels at
once:

1) The fabula of the play contains two stories, one of which is a parable
(allegory) of the same text with a deeper meaning.

2) The scenery presents a socially recognizable object or space (a factory, for
example).

3) The play’s plasticity provides information on the individual presented and
his-her social habitus, his-her relationship to the world of labor (gestus,
“social gesture”).

4) Diction does not psychologize the text, but recasts its rhythm and texture.
5) In his-her performance, the actor does not impersonate one of the play’s
characters but demonstrates it, establishing a distance to it (“ stepping out of
role”).

6) The classical division into actsis rejected in favor of a“montage” of
episodes and scenes.

7) Further examples of how the scenic illusion can be interrupted include
addressing the audience directly, songs, or changes of scenery in full view of
the audience, as well as the introduction of newsreels, titles, and other
“commentaries’

Individually, many of these devices can be found in the Greek theater or the
Shakespearean theater, not to mention the productions of Brecht's
contemporaries, such as Piscator (with whom Brecht collaborated),
Meyerhold, Vakhtangov, Eisenstein (whose work Brecht knew), and in
agitprop. Brecht’s innovation lies in the fact that he used them consciously,
turning them into his main aesthetic principle. Strictly speaking, this
principle is valid for any artistic language that has gained “self-awareness.”
In application to the theater, it entails a purposeful “exposure of devices:”
instead of maintaining the impression that the action on stage is redlity, it
serves to underline the artificiality of the dramaturgical construction or its
characters.

Brecht did not arrive at the political implications of the “alienation effect”
immediately, nor did he use the term right away. He was only able to grasp
its full meaning after studying Marxist theory (with Korsch) and being
introduced with the “estrangement” of the Russian formalists (through Sergei
Tretyakov). However, as far back as the early 1920s, he had taken an
irreconcilable position with regard to the bourgeois theater for its sedative,
hypnotic effect of the audience, which turned it into a passive object. Brecht
called this type of theater “abranch of the bourgeois drug trade.” At this
point, it seems appropriate to cite the memoirs of Stefan Zweig, in which he
describes the predominant atmosphere in Germany at the time, the
atmosphere that evoked Brecht's revulsion: “Every extravagant movement
that eluded the critique of common sense enjoyed a golden age: theosophy,

FORCE SOUNDS CERTAIN:

IT WILL STAY THE WAY IT IS.

NO VOICE RESOUNDS

EXCEPT THE VOICE OF THE RULERS

spiritualism, anthroposophy, palm reading, graphology, mystic doctrines from the Far East.” On stage the same
murky torrent spouted forth freely, providing fertile ground for National Socialism and its cult of neo-paganism,
hysteria, magical passes toward Shambhala, until it was canali-zed into the torch processions of the faecal
(processed, materialized, objectified) masses. Soon to be staged on an unprecedented scale, this spectacle fits the
definition of Guy Debord to a hair’s breadth (even if he actually meant its post-industrial variety or totality, to be
more precise): “The spectacle is the existing order’s uninterrupted discourse about itself, its laudatory monologue. It
is the self-portrait of power in the epoch of its totalitarian management of the conditions of existence.”

The search for an antidote leads Brecht to conceptualize the principal difference between two types of theater, the
dramatic theater and the epic theater. The dramatic theater strives to take the emotions of the spectator by storm, so
that he might give himself to the action on stage “with al his being”, empathizing with its characters and melting
into itsillusion completely, losing any sense of the difference between the action on stage and reality. The result: an
expurgation of affects (asif under hypnosis), reconciliation (with fate, destiny, the “lot of man”, the eternal, and the
unchanging). The epic theater, on the contrary, is meant to appeal to the spectator’s analytical capabilities, arousing
his surprise and curiosity, pushing him into an awareness of the historically conditioned socia relations behind this
conflict or that. The result: acritical catharsis, the desire to change the course of events (not on stage, but in reality),
the desire to make history.

Critical catharsis differs from its classical Aristotelean version just as idealist philosophy, which only interpreted the
world in various ways, differs from Marxism, whose point is to change it. Another analogy: the work of art in the age
of its cult-value’'s dominance vs. art in the age of its transformation into a cultural product.

The Interruption of Art: Hegel, Marx, Benjamin

Marx did not leave behind any fully developed philosophy of art, but his analysis of the product is completely
applicable to contemporary cultural production, in which “every product is a bait with which to seduce away the
other’s very being, his money.” This state of affair corresponds to what Benjamin called the exhibition value of the
artwork. This exhibition value takes the place of the artwork’s cult value as a result of a historical process that free
art from itsritual (and earlier on, from its magical) function. Benjamin describes this process of secularization in his
famous essay “ The Work of Art in the Age of Mechanical Reproduction” (1936), in which Brecht plays an important
though unobvious role. In order to appreciate this role fully, we need to return to Hegel, who, in his “Lectures on
Aesthetics” examined the dissolution of the romantic form of art, drawing the conclusion that art has already ceased
to be the highest form in which truth comes into being. On the one hand, the “end of art”, for Hegel, is due to the
immanent logic of its development, the complete realization of its principle in romantic art, and on the other hand,
the “prosaization” of the world, the dominance of rational (scientific) thought, which now also infiltrates the artist’s
reflections.

Benjamin turns to the “Lectures on Aesthetics’ at a key point in his essay, whose goal, and this is something we
should not forget, is to oppose and resist traditional notions such as creativity, genius, eternal value, and mystery
whose “uncontrolled (and at present almost uncontrollable) application would lead to a processing of datain the
Fascist sense” with new notions that would be impossible to use as a means to fascist ends. Having shown that the
cultic foundation of art falls away with the emergence of reproductive technologies (first and foremost,
photography), he decisively affirms: “But the instant the criterion of authenticity ceases to be applicable to artistic
production, the total function of art is reversed. Instead of being based on ritual, it begins to be based on another
practice — politics.” (Section V)

Directly after beginning the next section V, he quotes Hegel in afootnote. This reads as an oblique response to
Heidegger, who reflected upon the same problem of the “death of art” in his “Origins of the Work of Art” (1935),
making reference to the same verdict that Hegel passed: “We are beyond the stage of reverence for works of art as
divine and objects deserving our worship. The impression they produce is one of a more reflective kind, and the
emotions they arouse require a higher test...” But if Heidegger continues to search for the authentic essence of art, its
“origin” in beauty, in the beautiful as an “event of the truth’s dehiscence,” Benjamin rejects this metaphysical
language (fraught with sacralization and the return to magic) and prefers to speak of the radical change of art’s
function.

Just alittle more, and Brecht will come on stage (again in afootnote). Before this happens, it once again makes sense
to trace the logic that is keeping him backstage for now. In the age of technical reproducibility and the interpretation
of datain the fascist sense, because of the absolute dominance of its exhibition value, art becomes something else, a
new manifestation with completely new functions, one of which, the aesthetic, “later may be recognized as inciden-
tal.” What follows is a gesture that invites usto lend an ear to Brecht. A gesture that interrupts the historical context
and throws us straight into the resulting rupture: “If the concept of ‘work of art’ can no longer be applied to the thing
that emerges once the work is transformed into a commodity, we have to eliminate this concept with cautious care
but without fear, lest we liquidate the function of the very thing as well. For it has to go through this phase without
mental reservation, and not as noncommittal deviation from the straight path; rather, what happens here with the
work of art will change it fundamentally and erase its past to such an extent that should the old concept be taken up
again—and it will, why not?—it will no longer stir any memory of the thing it once designated.”

Alexander Skidan (born 1965) poet, critique, translator, lives in Petersburg, member of the workgroup “ Chto
Delat?”
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Annce Kpaiiwep | Tocka no bpexty nnn
NO HENPHKPLITOMY OUYMKACHHHUI

Most «Tocka 1o bpexTy» Hin 1o HENPUKPEITOMY OYYKIEHHIO CYIIECTBYeT yxe Hekoropoe BpeMs. OHa
BO3HHKIIA, Korza B cepeguHe 90-X TroJj0B B MEpE UCKyCCTBA ITOCTETIEHHO HAMETUIICS TIOBOPOT B CTOPOHY
HOBOTO CyOBEKTHUBH3MA, a TAK)KE HOBBIX ayTEHUTHHBIX MEPCOHAXEH (KaK MPaBIIIO, MY>KCKOTO TI0JIa),
CBSI3aHHBIX C HCKyCCTBOM — BCE€ OHH HaM 3HAKOMBI 110 TIeIepaM y>KacoB B IapKaxX pa3BICUCHHH -
pasnuuHbIX OueHHane. [loHauay s crpammBana ce0sl, UMEIOT JIX 3TH HOBbIE ()OPMBI ayTEHTUYHOTO
OBITHA KaKoe-HHOYIb OTHOLIEHHE K HOBOMY OLIYIIEHHIO «HALMK», 0CO00 SBCTBEHHO MPOSBHBIIEMYCS KaK
pa3 B I'epmanun. S unrana onHy ctateio ManskoMa Mak Jlappena o 6put-nione, rie 3Ta cBa3b OblIa
OueHb 4eTko chopmynupoBaHa: «CerofHs cyTh Hauleil KylIbTypbl MO>KHO BBIPA3UTh B JIBYX CIIOBaX:
ayTeHTUYHOCTh M Kapaoke... Kapaoke — 3To nporoBapruBaHue CIOB U3 UyXKHX ME€CEH, UCIIOTHEHHE TyKOif
JHUPHKH. .. JKU3HB 10 HE3AKOHHO MPUCBOEHHOMN JTOBEPEHHOCTH. .. Kapaoke — oTnn4HOoe pa3piedeHue s
Ka)XJJOH U3 THICSY HyKJI€AapHBIX CeMeil... 31ech, B «kpyToi bputanumy», rie s xuBy, 110001 deloBeK —
3HaMEHUTOCTb: caMa Halus (Kakoi ObI OHa HM ObliIa) MPHOOpeNa TaKylo 3BE3HOCTh, YTO KXKIBIH, KTO K
HeH MprHaUIeKUT UMIUTHIUTHO TaKKe CTAHOBUTCS 3Be310H... Tonn biapy, HameMy nmpemMbep-MHHUCTPY,
3TOT (haKT XOPOIIO U3BECTEH — O CYTH, OH siBIsieTcst mepBbIM Kapaoke IIpemMbep-muaHCTpOM... Tem He
MeHee, BO BCEl 3TOH sIpMapKH TOBapOB M OpEeHAMHTa KyIbTYPhI KPOETCS U IIPOTHBOpeUHe. DTO HEM30exK-
Has JKaXkJ1a ayTeHTHYHOTO, CTpEeMJICHHE HAlTH ero B Hamlel Kyasrype...» (Karaoke World, NU, Nr. 2,
Kopenhagen 1999).

JKaxcna ayTeHTUYHOTO U CO37aBaeMblii MAPKETUHTOBBIMH CPEACTBAMH KOPIIOPATUBHBIA UMUK rOpo/a,
KOHIIEpHA WJIU CTPaHbl BOBCE HE MIPOTUBOPEYAT APYT APYTY, OHU JUIIb BBICTYNAOT KaK JIBE MPOTHUBO-
10JI0)KHOCTH. COOCTBEHHOTO TOBOPS, OHM COOTHOCSTCS JIPYT C JIPYTrOM KaK CUMIITOM CO CBOEH cpenoi
WM IIPUYUHOMN, KOTOpasi €ro BhI3bIBAET.

AyTteHTHYHEIE CyOBEKTHI Bpoae [xoHarana Mecce, I'peropa IlInatinepa, nimm xxona boka sBisttores,
TakuM 00pa3oM, CHMIITOMaMH. DTO BEI3BAJIO BOJHY HHTEPBBIO C HIMHU, KOTOPBIE CKOpee HAaIIOMHHAIN
B3aMMOOTHOIICHHMS TEPAICBTA U MAIIUEHTOB. Bce, 4T0 00BIYHO BMEHSIOT B BUHY IICHXOAHAIHU3Y — YTO
TEepaIeBT BCETAa CIBIIIUT TOIBKO TO, YTO MOATBEPKAAET €TO TEOPHIO; YTO MAUEHT BCETa TOBOPUT
TOJBKO TO, YTO XOUET YCINBIIIATh TEPANIEBT — BCE 3TO OTYETIMBO MPOSIBUIOCH B TEX HHTEPBBIO. XyI0KHUKI
MPEBPATUIINCh B PE30HATOP IS TA3€THBIX PYOPHK KyIbTYpPhI, aBTOPBI KOTOPBIX MPOCTABIAIOT UX 32
MOATBEPKICHUE CBOUX COOCTBEHHBIX naei u rumore3. OQHAKO MOYEMY e BCE BPEMs Pa3bIrPhIBAIOTCS
OJTHM U T€ K€ IICUXO03bl U HapyLICHUS 3alIPETOB (9OUIIOB KOMIUIEKC, TOMOCEKCYaJIbHOCTh, Y)KEHOHEHABUCT-
HUYecTBO, Barnep, ['utiep, Hauus), 1 KakuM 00pa3oM NpeNnuCcaHHbIi KaHOH MaHu(ecTupyer ceds B
9TUX ayTEeHTUYHBIX CyObeKkTax?

Bo Bpems ceaHca nicnxoaHan3a HeJb3se HTHOPUPOBATh TOHOPAp TepareBTa, KOTOPBIH (yHKIUOHUPYET
KaK OOIIeCTBEHHBIH JOTOBOP MEX/y IAlMEHTOM U TePalleBTOM 1 00yClIaBIUBAET PEYEeBOil TOTOK
TAIMeHTa ¥ UCKYCCTBO TOJKOBAHMSA. DTO MOXHO IIEPEHECTH U Ha HAIIUX JHIUPYIOIUX CyObEKTOB, a
TaKkKe Ha X CUMOMO3 C almapaTroM HX IPOU3BOACTBA U BOCIPUSITHS, C )KypHAJIaMH, BEICTABOYHBIMH U
rajJepeHBIMHI IPOCTPAHCTBAMU. Bce 9TH MpOoCTpaHCTBA OHU TOKHBI JOMOTHATH U COBEPIICHCTBOBATh
COOCTBEHHOH «CaMOCTBIO», KOTOpasi MTOKA €Ile MPEBOCXOAUT OXKHUIAHUS ayTEHTHIHOTO, He-
oTaykaeHHoro. OJHaKo MpHU MPOAAXKe 3Ta CAMOCTh JOJDKHA COOTBETCTBOBATh 3aKOHAM BOCIIPOHM3BEICHUS
TOBapOB U COXPAHSATh OINPEEICHHBIA CTHIIb - OHA MOJYNHEHAa HEKOMY TPEOOBaHUIO, KOTOPOE CIEIYyeT
BBIMOJTHATH B 1000 MOMEHT - OBITh BCET/[a Ay TEHTHYHOM.

Kak mpoucxonut He-oTuyxaeHue? MOXHO JIU JJIs 3TOTO JEMOHCTPUPOBATh OE3rpaHUYHOE CBOOOIHOE
«51» BO MM UICHTUYHOCTHU M B paMKax 3TOMH, TaKk Ha3pIBaeMOM, CBOOOBI MpeBpaniathcs B TUNax? Kakosa
CBSA3b MEXJly ayTEHTHUHBIMH XyIOKHUKaMH 1 Kapaoke HallMOHAJIBHBIX U SKOHOMUYECKUX MO3ULIHHA?

OTHOIIEHUS] MEXIY TEXHOJOTUSIMH, CyOBEKTUBHOCTEIO M ICHEI'AMH — 3TO CaMOBBIPA)KEHHE BIIACTHBIX
oTHOIIEeHHH. VIMEHHO B HUX NMPOEKT MI00aIEHOM SKOHOMHKH PAaCIieHNBAETCS KaK CTAHAAPT YHHBEPCAIBHO
3HAUYNMBIX OTHOIIEHUH K peadbHOCTH. TakuM 06pa3oM, CyOBEKT — OOIECTBEHHBIH MTPOTYKT — MOXKET caM
ce0st HHCIIEHNPOBATh BO BCeM 00astHUH IobanbpHOro focTymna. K mpumepy, B peKIaMHOM POJIHKE
«Maiikpocodra» oH MOKeT cuneTh nepen ceouM 1K 1 mpeomoneBars Bce NOIOBbIE, TEPPUTOPHATEHBIE U
coluanbHele paznudus. OJHAKO 3TO HAXOAUTCS B OUEBHIHOM MPOTUBOPEUNH C MOATMHHBIMU TPYAOBBIMU
OTHOLICHHSAMH, B KOTOPBIX HAXOJUTCS JIMYHOCTh — HAIIPUMEp, €CIIM OH/OHA paboTaeT B LEHTPE
06pabotku TenedonHbix 3BoHKOB (Call Center) wiu B 1iexy 10 MPOU3BOACTBY KOMIBIOTEPHBIX YHIIOB.

Korza st roBopro, 4To y MeHs OsABIsieTcsa Tocka o bpexTy, s Xxouy He IpocTo u3bexarhb
CEHTHMEHTAJIbHOCTU U KUTYa. S Xouy Taxke 3aHOBO OTKPBITh KaX/I0T0 OTJCJIBHOTO YEJIOBEKa — He KaK
JKEPTBY, HE KaK IPOU3BOIHOE, BBITEKAIOIIEE U3 HEKOETO XyJ0KECTBEHHOIO METOJa, HO KAaK JINYHOCTb,
KOTOPOH HY»KHO OTBECTH OTAEJIFHOE BpeMs, YTOOBI OHAa MOIJIA YTO-TO MOBEATh, M K KOTOPOH CTOHUT
TIPHCITyIIaThCA. Y MEHS MOSBISETCS TOCKA IO bpexTy ele ¥ MoToMy, 9TO OYeHb BaXKHO HE MOTEPSTH B
CyOBEKTUBHOI SKCIPECCUBHOCTH, CYIIECTBYIONIYI0 BOSMOKHOCTh JUANIOTa MEXIY MOIUTHISCKUMH U
KyJIBTYPHBIMH ITPAKTHKAMHU.

TTo-xopoiemy, MHE ObI CIIEJOBAJIO €IIe 3AeCh HAMKCATh O «MOJCPHHU3ME» U O MPOCTPAHCTBE, KOTOPOE
HpPHUIAI0 MOJCPHU3MY 0COOYIO AUATOTHYHOCTh. MHE TakKe CieoBano Obl HamKucaTh 0 GAHKPOTCTBE
MOJICpHH3Ma — HAalIPUMED, O €ro 3aCThIBAHUN B CTHJIC M B oopMiieHHH KoHpepeHI-3a1oB. Ho ato yxe
npyras tema. Bripouem, st 661 X0Tena elie yIoMSIHYTh, YTO, KAK MHE Ka)XeTCs, CJIeyeT 3aHOBO HaTH
(hopMBI HETOCPE/I-CTBEHHO!N CYOBEKTHBHOCTH, KOTOPBIC OBLTH BBIIIC MMOJBEPTHYTHl KPUTUKE, HO YXKE B
TOM BHUJIC, B KAKOM TIPE/ICTACT B Xy0KECTBEHHBIX MPOCTPAHCTBAX MOJUTUICCKHIA akTUBU3M. Ho mpu aToM
CTOUT UMETh B BUJLy U TOT ()aKT, YTO ¥ 3/I€Ch BOBJICUCHHBIC AKTUBUCTHI 3a4aCTYIO TPOMAJIAF0T U3 TIOJIS
BHIUMOCTH, T.K. /Ul HUX HENIb3s HAUTH COOTBETCTBYIOMICH (POPMBI COBPEMEHHOTO MPOCTPAHCTBA, T OHU
MOTJIN OBl OBITH yCIIBIIIAHBL.

Anuce Kpaiiwep (poo. 1960), xyoosxcnux u nucamens scusem 6 beprune, emecme ¢ AnOpeacom
Cuxmanuom unuyuamop npoexma EXArgentina (cm. www.ExArgentina.org)
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Alice Creischer | Yearning for Brecht or
for Undisquised Alienation

| have been yearning for Brecht — or for undisguised alienation —for quite some time. It
started during the mid-1990s, when the art-world made a separating turn toward new
subjectivism as well new authentic (mostly male) artist personalities, something that is by
now all too familiar from the ghost trains of the amusement park biennales. At first, |
asked myself whether these new forms of being-authentic didn’t also have something to
do with the new feeling of “nation” that we in Germany were affected by at the time. |
read an essay about Britpop by Malcom McLarren that formulated this connection very
clearly: “Today our culture can be summed up by these two words - Authentic and
Karaoke ... Karaoke is mouthing the words of other people’s songs, singing someone
else’slyrics... Life by proxy, liberated by hindsight ... Karaoke is the good clean fun for
the millennial nuclear family ... Here in “Cool Britannia® where | live, everyoneis a
celebrity because the nation (whatever it is) is such astar that everyone who livesin it by
implication is a star aswell. ... Tony Blair, our Prime-Minister, knows this fact very well
- heisin essence the first Karaoke Prime Minister. . However there is a counterpoint to all
this produce placement and branding of culture. It is the undeniable thirst and search for
the authentic in our culture...” (Karaoke World, NU, Nr. 2, Kopenhagen 1999)

The thirst for authenticity and the over-produced corporate image of city, enterprise, or
country are not actually opposites; they simply to pretend to be. In fact, they belong
together, just as a symptom belongs to its surroundings or to the power that callsit into
being.

In this sense, authentic subjects like Jonathan Meese, Gregor Schneider, or John Bock
were actually symptoms, and there was a wave of interviews with them that were alot like
a setting between atherapist and patients. These interviews put everything ever claimed
of psychoanalysis on display, namely that the therapist only hears what confirms his
theory, while the patient only says what the therapist wants to hear. The artists became
resonators for the feuilleton that celebrates them as the augurs of their own preconditions.
But why are the same psychoses and breaks of taboo performed again and again (Oedipus,
homosexuality, misogyny, Wagner, Hitler, nation), endlessly depleting the same set of
signs? Which canon of ascriptions is made manifest in these authentic subjects?

In psychoanalysis, the therapist’s fee cannot be ignored, since it is this fee that functions
asasocial contract between the patient and therapist: it conditions the patient’s language-
flow as well as the therapist’s art of interpretation. This idea can projected directly onto
these subjects on parade and their apparatuses of reception and production, the journals,
the exhibition venues, the galleries. They have to fill all of these spaces with a “self” that
till out-trumps the expectations toward authenticity — non-alienation. But in the course of
its sale, this self still needs to obey the laws of commodity reproduction — the dictate of
style — and is subordinate to ever-ready availability: always be authentic.

How does non-alienation work? When a self is performed unfettered and free, doesn’t it
become a character mask in this so-called freedom? What is the connection between the
authentic artists to the Karaoke of economic and national production sites?

After all, there are connections between technology, subjectivity, and money; in the self-
representation of power-relations, the global economy/technology project is marketed as a
standard of a universally valid reference to reality. In this way, the social product: subject
can set itself into scene with the appeal of global access. For example, it can sit in front of
its PC in a Microsoft advertising spot, overcoming all divisions of gender, locality, or
socia class. But thisis exactly what stands in such stark contrast with the real conditions
of labor that a person — for instance, someone in a call center or on a microchip assembly
line — is subjected to.

When | yearn for Brecht, | do not only want to escape sentimentalities and kitsch, but also
want to rediscover people like this, not as victims or clients of an artistic measure taken,
but as people who need their own time to tell stories, people that need to be listened to.

| also yearn for Brecht because it is important not to drown the negotiability of political
and cultural praxisin expression.

At this point, | should probably write something about “modernism” and about the space
that this modernism of negotiability has supplied us with. | should also probably write
about how modernism went bankrupt, how it was, for example, turned to stone as a style
and became a decoration for conference rooms. But that is another story.

Still, | would like to mention the following: | think that forms of unmediated subjectivity
can also be found in the way political activism is presented in artistic spaces, and that the
people that this activism is talking to, the people that this activism engages, often
disappear because one fails to find a modern space to listen to them.

Alice Creischer (born 1960) is an artist and writer based in Berlin. Together with Andreas
Seckmann, she initiated the project ExArgentina (www.exargentina.org)




Janna Holmstedt | Are You Willing to Get Stupid?

Six basic questions in the Media and Communication Science are: Who is speaking? To whom?
About what? With what means? In which situation? And what is the effect? They are used to analyze
different forms of communcation. According to a classical model, information is coded and then
transfered from a sender via a channel to a receiver where the message is decoded. Noise and
interference should be eliminated to secure a successfull transfer of information. A rhetorician using
this model thus structures his speech according to the message he wants to deliver in order to be as
efficient as possible. It isimportant to catch the audience’s attention and to be understood (Do | make
myself clear?).

Isthis mass medialogic possible to apply to any form of human communication, as art for example or
a conversation between friends? A rhetorician | spoke to said yes. | say no. We often speak without
having a specific message to deliver, because the act of speaking activates experiences that are not
easily captured. Rather than being spoken about, they reveal themselves as a movement between, as
drift. Unlike the aforementioned rhetorician with his goal set on being understood clearly, | believe
that communication begins when we do not understand.

Efficient transfer of information utilizes al that is taken for granted in established generalizations. To
understand is to rely upon, or be seduced by conventions. (Asis the case when we are provoked; the
provocateur and the rhetorician have much in common). We make ourselves prisoners of normality
in order to gain access to the field of ”common sense”.

| collect stories. Our need for storiesis greater than our need for facts. It may seem atrivial assertion,
but | do not believe that we are such seekers of truth as we make ourselves out to be. We are seekers
of context: we try to contextualize truth to make it understandable. Hannah Arendt spoke of
"storytelling” as a vital practice in the Human Sciences, her own field being political philosophy.
Since it is impossible to reach an objective point of view by placing oneself outside the world of
human interrelations, we need to practice our ability to "go visiting”, as Arendt puts it. Thisis an
ability to inhabit different positions and viewpoints within this world rather than to search for an
universal overview. All abstract theories are derived from specific subjective experiences and these
experiences cannot simply belifted out of the theoretical constructions. Theorizing isabout engagement,
not detachment. For Arendt, who was interested in questions on how democracy and the political is
made possible, it was important to activate an engagement based on a critical understanding. ("I
totally understand” is in this context not a constructive starting point).

Asin the case of Bertold Brecht. He, a writer and theater director, promoted a theater that stood up
against all forms of suggestive realism end escapism. The theater is not a place of refuge; it isawork
place where the audience should be actively involved in the production of meaning and confronted
with its mechanisms. Brecht does not offer any emotional resolution, no catharsis so that we can go
home and sleep calmly at night. The Brecht-influenced attitude focuses on disturbances or counter-
stories. There is no safe and passive position to occupy in the auditorium. Nor is there room for the
rapture that the arts are often expected to offer and which they also were used to evoke in Nazi
Germany. At the theatre, where one often expects to be absorbed by the fiction and the illusion of
reality, Brecht pointed out the need for objectivity.

His concept of "Verfremdung” is often simplistically described as theatrical devices (such as a play-
within-a-play, change of scenery openly on stage, actors directly addressing the audience etc.) used
to create an alienation effect. This would serve the didactic purpose of making the audience critically
composed, asif thiscritical potential would plainly occur as aresult of the audience being reminded
of their position as spectators of a spectacle. In a society where the media and entertainment business
is becoming increasingly self-aware, similar techniques the audience are used everywhere to " shock”
and to draw its attention. This is a conventional, rhetorical instrument; either you use it to sell, to
propagate, or to educate.

| prefer to ignore the didactic aspects of Brecht’s Epic Theatre in favour of the more subversive ones:
it is not identification that should be offered, but friction. Not education ("this is how you become a
good citizen”), not greater awareness ("thisishow it isyou see”), not guilt and blame ("and it is your
fault™), not revelation and deliverance (" but we are humble, sinful creatures’), not cosy togetherness
in the arms of the good and fine arts (" let's rejoice”). Instead you are invited to engage in a game of
expectations, preconceptions, conventions and the will to understand. You put yourself at risk. The
repeated shifts of perspective aim to complicate and concretize, engage and distance. There are always
bigger and smaller contexts to take into consideration. (Do you get the picture?).

Next after sleep and work, most of our time is devoted to different kinds of mass media such as
commercias, entertainment, news, propaganda etc. What do we take in and who dictates the rules?
What communicative strategies are there if you do not want to engage in the mass media logic of
attention, noise reduction, and promotion of opinions? If you seek a position that is as neither afully
integrated social being nor an alienated outsider? Thisiswhere | find Arendt’s idea of " storytelling”
and Brecht’s unmasking of established conventions interesting. They point to the borderland of the
willingly stupid where questions are necessary, because nothing simply can be taken for granted.
Nothing simply is. The story unfolds where you engage your subjective experience in the reading.
What is normally hidden as part of the framework is dragged onto the arena and activated as part of
the storytelling machinery.

We are quick to "get it”, to accept theillusions of reality presented to us. We are as Johan Huizinga
puts it "Homo Ludens’, playful creatures. Rather than to alienate, " Verfremdung” serves to make
strange, to use our ability to respond to interruptions and propositions: adjust to this, picture that,
(catch my drift?). And when you are ready to accept yet another representation or mode of adress:
here we go again. The situation is uncertain, awaiting you. Your response matters. From this point of
view communicationisapotential place—afield of action rather than mere transmission of information
and mechanisms of influence.

Janna Holmstedt (born 1972) Livesin Stockholm. Artist, stage designer, initiator of SQUID together
with Katja Aglert (www.squid-net.com)
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fina Xonvmerent | Toroswr nn Bbl nornayners?

[lecTp mIaBHBIX BOMPOCOB B TEOPUU KOMMYHUKauuu TakoBbl: Kto roBopur? Komy rosopur? O
gem rosoput? [locpencTBom dero? B kaxoit curyannn? C xaxum 3¢dexrom? DT BOIpocs
HCTOJNB3YIOTCS TSI aHAIN3a PA3MTUYHBIX GOpM KoMMyHUKauy. COTIacHO KIACCHYECKOH MOJIEINH,
uH(OPMAIHs KOTUPYETCs U 3aTeM IepeJaeTcs OT OTIIPABUTEINS — IT0 KaHaJy CBSA3H — HOJTy4aTelio,
e coobmeHue aekoaupyercs. UtoOsl nepenava HHGOPMAIHK MPOIILIA YCIIEITHO, IIIYM U TIOMEXH
JTOJDKHBI OBITH HCKITIOUEHBI. [IpenogaBarens pUTOpUKH, HCIONB3YS 3TY MOJIEIb, CTPOHUT CBOIO PeUb
B COOTBETCTBUH C COOOLICHHWEM, KOTOPOE OH XOYET Mepeaarh, — YTOOBI OBITh Kak MOXHO Oolee
3¢ pexTuBHbIM. BakHO MpHBiIeYbh BHUMaHHE ayJUTOPHU U OBITh MPaBHIbHO MOHATHIM (S scHO
U3BACHSIIOCH?).

MoxHO 1M 3Ty MEOUWHYIO JOTHKY MPHUIOXKHUTH K JI000H Opyroil ¢popme ydemoBedecko
KOMMYHHKAIIUH, K UCKYCCTBY HallpUMep, M K OOIICHUIO MEKIY APY3bsiMu?

IIpenonaBaresib pUTOPUKH, C KOTOPBIM 5 TOBOPUIIA, OTBETUI «Ja». S ke roBOpIo «HEeT». MBI uacTo
TOBOPHM, HE HMes B BUy IlepenaTh Kakoe-To 0ocoboe coollneHne, Beab B Ipoliecce pasroBopa
HUMEET MECTO OIIBIT, KOTOPBIH HENMPOCTO ynoBUTh. OH HE CTOIBKO BBHITOBAPUBAET CEOsI, CKOJIBKO
PAcKpbIBaeTCs KaK IBUKEHHE MEXKITY, Kak Jpelid. B omidune ot yrmoMsiHyTOro BbIILIE MPEToiaBarels,
C €r0 YeTKO IIOCTABJIEHHOH ENBI0 OBITh SICHO MTOHATHIM, 51 CYMTAI0, YTO KOMMYHUKAIS HAUMHACTCS
TOT/a, KOT/Ia MbI HE TIOHUMAaeM.

O¢ddexTuBHag nepenaya nHGOPMAUN YTHIH3UPYET BCE, YTO CUMUTACTCS JOKA3aHHBIM B
YCTaHOBJIEHHBIX 0000IIeHHsIMHU paMKax. [loHMMars 3HaYUT OBITH COOJNA3HEHHBIM KOHBEHIMSIMU
WM Toylaratbest Ha Hux. (Kak B cirydae, koria Hac IpOBOLMPYIOT; Y IIPOBOKATOpA U NPENOaBaTelIs
pUTOpHUKH MHOTO 00miero.) MbI mpeBpamaeM caMux ce0sl B IUIGHHUKOB HOPM, Aa0bl HOIXYYHTh
JOCTYN K chepe «31paBoro CMbICIa».

51 cobupato ncropun. VMctopun Hy>XHBI HaM Ooiblie, 9eM (axkTbl. DTO yTBEpPKICHHE MOXKET
MOKa3aTbCsl 0aHATBHBIM, HO 51 HE BEPIO, YTO MBI TAKHE yX NCKAaTEIN UCTUHBI, KAKUMH 3aCTaBISIEM
ce0s BBINIAAETh. MBI — HCKAaTETN KOHTEKCTA.

XaHHa ApEeHAT TOBOPHIIA O «PACCKA3BIBAHIH UCTOPHI» KaK O )KN3HEHHO HEOOXOIUMOH MpaKTHKe
B I'YMaHHUTapHBIX HayKax, IPH TOM 4TO c(hepoil ee COOCTBEHHBIX HHTEPECOB OblIa MONUTHYIECKAS
¢unocodus. Koiab ckopo HEBO3MOXHO TOCTHYh OOBEKTUBHOM TOUKU 3pEHUS, IOMECTHB ceOs BHE
MHpa YeIOBEYECKHX B3aMMOOTHOIICHUH, HAM HEOOXOIMMO HMPAaKTHUKOBATH CIIOCOOHOCTH
«HABEJ[BIBATHCS B TOCTMY, KaK BBIPAXKaeTcss ApeHAT. ITO CHOCOOHOCTh 3aHUMATh Pa3HbIC O3UIUN
Y TOYKW 3pEHUSI BHYTPU MHpA, a HE MCKaTh YHUBEPCAIBHON IUTOManky 0030pa. Bee abcTpakTHbIe
TEOPUHU BOCXOIAT K CIeHU(PHUYECKOMY CYOBEKTHBHOMY OIIBITY, KOTOPBIH HEJErKO OTOpBaTh OT
TEOPETHYECKUX KOHCTPYKIMH. B TeopeTH3npoBaHuy 1e10 UIET O BOBJICUESHUH, a He 00 OTCTPaHEHUH.
Jlist ApeHAT, KOTOpYI0 HHTEPECOBAaJ BOIPOC, KAK BO3MOXKHEI IEMOKPATHSI X IOJINTHKA, BaYKHO OBLIO
AKTHBH3HPOBATh BOBJICYEHHOCTHh, OCHOBAHHYIO Ha KPUTHYECKOM MOHUMAHUH. («S MOIHOCTBIO
[IOHUMal0» B TAKOM KOHTEKCTE OTHIOIb HE SBISIETCS KOHCTPYKTUBHOM OTIIPaBHOI TOYKOM.)

Kak u B ciiyuae bepronbra bpexra. [Tucarens u pexuccep, OH BRICTyIal 32 TAKOW TeaTp, KOTOPBIN
oopercs ¢ MOOBIME pOpMaMH CYTTECTHBHOTO peajn3Ma M dCKamu3Ma. Tearp — 3To He yOexuie,
3T0 pabouee MecTo, rie MyOnMKa AOMKHA aKTHBHO BOBJIEKAThCS B MPOU3BOJICTBO CMBICHA,
CTOJIKHYBILIHUCH JIMIIOM K JIMIly C €r0 MEeXaHH3MaMH. bpexT He JaeT HHKakod SMOIMOHAIBHON
Ppa3psAKH, HUKAKOTO KaTapcuca, MocIe KOTOPOTO MOXKHO OTIPABUTHCS JIOMOH € JIETKUM CEepJIeM 1
CHOKOIHO MpOCIaTh HOYB HAIIPOJIET. YCTaHOBKA, K KOTOPOit moaBoauT bpext, Goxycupyer BHUMaHne
Ha MOMexax M HeynoOCTBax WM Ha KOHTp-HcTopusax. He cymecTByeT Hukakoil Ge3omacHOi U
MACCUBHOM MO3MINH, KOTOPYIO Moriia Obl 3aHATH aynuTopus. He octaeTcs Mecta u uist IpophIBa,
YyBCTBa, KOTOPOTO YACTO XKIYT OT HCKYCCTB M KOTOPOE OHH IIPU3BAHBI OBLIN BBI3BIBATH B HALMCTCKON
I'epmannu. B Teatpe, Kyna Joqu 0OBIYHO MPUXOMAAT, YTOOB! MX MOIIOTHI BBIMBICEN M MILTIO3HS
peanbHOCTH, BpexT ykazan Ha He0OXOAUMOCTh 0OBEKTHBHOCTH.

Ero xonnenuio « Verfremdungy gacTo yIpoIIeHHO OITUCHIBAIOT KaK TeaTpabHBIE IIPHEMBI (TaKue
Kak «IIbeca B IbeCce», IepeMeHa AEKOPaIii Ha IIa3ax y 3pHUTells, MpsiMoe oOpalieHne akTepoB B
3aJ] W TakK Jajee), UCMONb30BaBUIMECS s co3aaHus dddekra ouyxaenus. M Bce pagu
JMIAKTHYECKOH LIeIIH ClIeNaTh IyOInKy KpUTHUECKHA HEBO3MYTHMOI, Kak €ClIv OBl 3TOT KPUTHYECKHUH
MOTEHINAJ MOT BO3HUKHYTH IIPOCTO-HAIIPOCTO B PE3yJIbTaTe TOTO, YTO ITyOJIMKe HAITOMHUIIM O e
MOJIOKEHUU 3PUTENsS Ha cIekTakie. B obmecTBe, rae Menna- U pa3BIeKaTeIbHBIH OW3HEC
CTaHOBUTCS Bce Oonee n Gornee CO3HATENbHBIM, IOX0XKasi TEXHUKA «IIOKOBOTO» BO3JEHCTBHS Ha
myOJIMKY HCIIOJIB3YyeTCsl IIOBCEMECTHO C LISJIbIO IIPHBICYh BHUMAaHUE. DTO KOHBEHLMOHAJIBHBIN,
PUTOPHUYECKUH MHCTPYMEHT, HEBa)XXKHO, MCIOIb3yeTe JIM BBl ero Uit 3 dexkTuBHON mpomaxw,
pacIpoCTpaHeHHs WIIN BOCHHUTAHHUS.

51 mpennoYnTa0 UTHOPUPOBATh AUAAKTHYECKHE aCIEKThl OPEXTOBCKOTO «AIHMYECKOr0 Tearpay B
nonbe3y 6oree noapeIBHEIX. CleqyeT mpearate He OTOXISCTBIEeHHe, a TpeHue. He Bocnuranue
(«BOT KaK CTaHOBHTCS JOOPBIMHU TpakJaHAMMU), HE elle OOIBIIYI0 CO3HATENBHOCTD («BOT KAKUM
006pa3oM 00CTOAT Jesa»), He YyBCTBO BUHBI U MOPUIIaHUE (U BCe M3-3a TeOs»), HE OTKPOBEHHUE U
criaceHue («100 MBI YHIDKCHHBIE, TPEXOBHBIE CYILIECTBA»), HE YIOTHOE €IMHEHUE TYII B O0BITHIX
611aroro 1 BO3BHIIIEHHOTO HCKyCCTBa («/1a Bo3pamyemcs!»). HanpoTus, BaM npeiaraeTcs npuHsTh
ydacTue B UTpe ¢ OXKHAAHUAMH, IperyOeK IeHUAMH, KOHBEHIIMAMH U BOJIEH K MOHUMAaHUIO. BbI
puckyerte. IIocTosIHHBIE N3MEHEHUS IEPCIIEKTUBBI CITY>KaT IEIN YCI0KHUTh H KOHKPETU3UPOBATh,
BOBJICYb U OTHAJUTh. Bcerna MMeroTcst OoJbIIne U Malible KOHTEKCThI, KOTOphIe HEe00X0IuMO
HNPUHATH BO BHUMaHUe (YIOBWIH CyTh?).

ITocine cHa 1 padoTHI OOJIbILIAS YACTh HALLIErO BPEMEHH YXOAUT Ha Pa3sIMYHOro poja Macc-Meua,
TaKHe KaK peKJiaMa, pa3BICUeHHUs, HOBOCTH, IIPOIIarania 1 ToMy ojio0Hoe. YTo Mbl BOCIIpHHIMAaeM
U KTO IuKTyeT npaBuia? Kakue KOMMyHUKAaTHBHBIE CTPATEIHU UMEIOTCS IOJ PYKOM, €CIIH BBl HE
XOTHUTE BOBJIEKAThCS B MACC-MEIUANIbHYIO JIOTUKY BHUMaHKs, yCTPAHEHUS IIyMa U IPOJBUKCHUS
MHeHHI? Eciiy BBl MIlleTEe MO3UIIMIO, TPU KOTOPOH He ObITH ObI HY TOJIHOCTBIO HHTETPUPOBAHHBIM
COLMAIbHBIM CYIIECTBOM, HU OTUYXKJEHHBIM ayTcaligepom? BoT rae s Haxoxy HIEI0
«pPaccKa3bIBaHUS UCTOPHUI» APEHAT U OPEeXTOBCKOE pa300i1aueHUe yCTAHOBJIECHHBIX KOHBEHLUH
uHTepecHbIMH. OHM yKa3bIBAIOT B HANPABICHUHU IOTPAHUYHON 0OIAcTH Tie OOMTAIOT TOTOBBIE
MOTTYTETh, ¥ TIe HEOOXOAMMO 33/1aBaTh BOMPOCHI, TIOTOMY YTO HHUUTO IIPOCTO TaK HEJNIb3sl CIUTATh
Joka3aHHbIM. [Ipocto Huuero He ObiBaetT. Mcropust pa3BopauMBaeTcst TaM, IIIE Bbl BOBJIEKAeTe B
YTEHUE CBOH CyOBEKTHBHBII OmBIT. TO, 4TO OOBIYHO CKPHIBAETCA KAK 4aCTh KOHCTPYKLHUH,
BBITACKMBAETCS HA CLEHY U 3aJCHCTBYETCS KaK 4acTh MEXaHU3Ma PACCKA3bIBAHUA.

MBI ropasjibl « 1IOHUMATh, Fopa3/ibl IPUHUMATh WUIIO3UH PEabHOCTH, KOTOPbIE HaM IIPEAJIararor.
Kaxk BrIpasmics Xei3unra, MbI cymecTBa urparomue, homo ludens. «Verfremdungy ciryxur He
CTOJIBKO TOMY, YTOOBI OTHY>KAaTh, CKOJIBKO TOMY, YTOOBI I€JIaTh CTPAHHBIM, YTOOBI UCIIOIB30BaTh
Hally CIIOCOOHOCTh OTBEYATh HA IIOMEXH U MPEUIOKEHUS: IPHHOPOBUCH K TOMY, BOOOpa3u 3TO
(ymoBmnm Mo#t xon?). U xoraa BEI TOTOBBI NPHHSTH €Ie OJHO W300pakKeHHE MM MOAAIBHOCTH
obpareHus, TyT-To Bce U HaunHaercs. CuTyanus HeolpeneieHHas, OHa JKIeT Bac. Bamr orser
umeet 3HadeHne. C 3TOH TOYKH 3peHHsI KOMMYHHKAIUS — 3TO IIOTEHI[HAIFHOE MECTO, TI0JIe eHCTBHA,
a He MPOoCTo nepeada HHGOPMaIMK U MEXaHU3M BIHSHUSL.

Hna Xonomemeom (p. 1972) scueem 6 Cmokeonvme. XyoodxcHuya, meampanvbhulil cyeHozpag,
cosmecmno ¢ Kameii Aenepm unuyuamop epynnot « QUIDY (www.squid-net.com)

AND ON THE MARKETS,
EXPLOITATION SAYS IT OUT LOUD:

I AM ONLY JUST BEGINNING.

BUT OF THE OPPRESSED,

MANY NOW SAY:

WHAT WE WANT WILL NEVER HAPPEN
WHOEVER IS STILL ALIVE MUST
NEVER SAY “NEVER”!
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Tsaplya /OLga Egorova/, Nikolay Oleynikov, Dmitry Vilensky [platform “Chto Delat?”]
perfomance “Angry Sandwich-People, or The Praise of Dialectics”

with the support and participation of activists from the groups “Worker’s Democracy”
and “The Pyotr Alexeev Resistance Movement”

Digital photos transferred onto DVD with sound



Onbra Eroposa /lUanna/, Hukonai Oneiinnkos, Amutpuiéi Bunencuni [Mnarpopma «Yto penarp?»l
Mpoekt “Ines JNwopei-6yrepbpopos Hnw Xsana [Junekture”

MPH y4yacTHH aKTHBHCTOB M3 rpynn: «Pabovana flemorpatha» n «fipumenne Conporusnenns

umenn Nerpa Anexceesar

undposbie ororpadmuu, nepesepennbie B BHAEO CO 3BYKOM



Wnba HKanwwunw | Cuenorpaduas

«B Bemax, 01X, COOBITHAX €CTh HEUTO, JeJIaloiee HX TAKHMH, KaKOBBI OHU €CTh, U B TO XKe
BpEMsI HEUTO, JIeJlaloliee UX APYTUMIY, - Tak GopMynupyeT bpexT cBoii IpHHIUI HaISKAbI,
CBSI3aHHOU C yOSKAESHHOCTBIO B TOM, UTO JKU3Hb HEOT/EIMMa OT CTAaHOBJICHHUS, & €€ MO3HaHUE
3aKJII0YaeTCsl He B ONPAaBJaHUM, HO B M3MCHEHHU. FIMEHHO 3TOT ANAIEKTHYSCKUN aKIEHT JICKUT
B OCHOBE TEOPHH DIIUYECKOro Tearpa, 6aszupyromerocs Ha 3G GeKTe 0uyKACHHS U KPUTHIESCKOM
PEBH3MH apHCTOTEIEBCKOTO MOHATHS MUMeCHca. 3a/iadya HCKYCCTBa N300paXkaTh HE TOJNBKO CaMU
BEIIH, JIIOAEH U COOBITHS, HO U TO HeYmo, 4TO JJIaeT UX OTIIMYHBIMU OT caMux ce0Os. Eciu
MOHMMATh MUMECHC KaK MOJIpa)kaHHe CYIIECCTBYIOLIEMY, TO HCKYCCTBO HE MUMETHYHO.
MuMeTHYHa JTUIIb TOCMEPTHAsT MacKa, CHSTas C 3aCTHIBILETO JIMIA YMEPIIEro XyJOKHHUKA.
HanpoTuB, HCKYCCTBO — U IpAMaTHYECKOE UCKYCCTBO B YACTHOCTHU - UCTOPHYHO U AUATCKTHYHO.
OHO MUMETHYHO JIUIIb B TOW CTENIEHH, B KAKOW CBSA3aHO C KHBOW MUMHUKOM aKTepa, ero
JKECTUKYJISIIMEH, CKIIaABIBAIOIINMHKCS B TO, YTO BpeXT Ha3pIBal «COLUATBHBIM KECTOMY -
JUHAMHYHBIM BBIPD2)KEHHEM COLMAIbHBIX OTHOIICHHH, CYIIECTBYIOUIMX B ONpPE/CICHHbIE
HUCTOPHYECKHE DTIOXH.

VHBIMU CJIOBaMH, HCKYCCTBO JIOJDKHO M300pakaTh HaIly CIOCOOHOCTH CTAHOBHUTHCS JPYTHMHU, a
TaK)Ke Te MEXaHU3MbI, KOTOPbIE OTHUMAIOT Y HAac 3Ty CHOCOOHOCTb. 3a/1aua Tearpa —

«Tak mokasatb MHp, YTOOBI BHI3BATh JKEJIAHUE U3MEHUTH €ro». B 3TOM M COCTOUT OCHOBHOM
CMBICJT OPEXTOBCKOTO TeaTpaIbHOIO MPOEKTa: JpaMaTH3UPOBATh COIMAIBHYIO KPUTHKY Mapkca,
BBIBECTH Ha CIIEHY (DPUTYpBI €ro MOJUTHYECKON SKOHOMHH, HO caMoe TJIaBHOE, - CO3/1aTh TaKoe,
Pa30MKHYTOE B 3pUTEINIBHBIH 3aJ1, CLIEHHYECKOE IPOCTPAHCTBO, B KOTOPOM 3TH (UTIYpPhI ObUTH OBI
HE TOJIBKO JIe3aByHPOBAHBI, HO M Ha4aH Obl pyHKIIMOHHPOBATh HHBIM 00pa3oM, albTepPHATHBHBIM
[0 OTHOILICHHUIO K CYIIECTBYIOLIEMY NOPSAKY. BpexToBckas cueHorpadus — 3To He MPOCTO OUH
U3 CaMbIX MHTEPECHBIX (HO TOUYHO, HE CAMbIH PaJIMKAJIbHBIN) T€aTPaJIbHbII YKCIIEPUMEHT JICBOTO
aBaHrap/a, COYETaBIIHH JpaMaTypruieckoe HOBaTOPCTBO, TEXHOJIOIHYECKUE HOBILIECTBA U
AKTHBHYIO COL[MAJbHYIO MO3UIMIO. J[0 CHX MOp He McYepraHHbIi MOTEHIMAa STOTO OIBITA CBA3aH
C TIOMBITKON MTOCTPOUTH HOBYIO MOIUTIKOHOMHUECKYIO MOJIEIb, B KOTOPOi MOTpediIeH e
3aKJII04Yasoch Obl B y4acTHH B CAMOM MPOU3BO/ICTBE (B KOTOPOW cama OMMO3ULKs: oTpebieHne/
MPOU3BOJCTBO JOJKHA OBITh CHATA), @ TPYA pabouero ObLUT ObI HEOTACTUM OT pedIIeKCHH,
HaInpaBJIeHHO Ha MPEOJOICHHE OTUYKAAIIINX 2P (eKTOB, CBA3aHHBIX C TPYAOM U MPHUCBOCHHEM
€ro MpoayKTOB.

To, uto koHUEenIUs «3hbexTa ouyxaeHus» (Verfremdungseffekt) coctout B yTBepiKAeHHN
HEOOXOMMMOCTH aHATUTHYCCKOM (YTO A1 BpexTa CHHOHUMHYHO KPUTUYESCKOH) AMCTAHIIMH KaK
M0 OTHOILICHHUIO K XYI0)KECTBEHHOMY MaTepHaily, TaK ¥ [0 OTHOIICHHIO K CaMO# COLMaIbHOM
peanbHOCTH, - OYEBUIHO U OBUIO SKCILTMIMpPOBaHO camuM Bpextom. MHTepecHee apyroe, -

3¢ deKT ouyKAeHHU UMEET TAKOe YKe OTHOIICHHE K TEXHUKE aKTePCKON MBI, KaK U K
MoBceHeBHO# sku3HU. COOCTBEHHO, 3TO BOOOIIIE HE CICIU(PHUUECKH ICTETHUECKOe MmoHaTHe. Ero
OCTpaHsIoNHH nadoc TpPaHCTPECCHBEH HE TOJBKO 110 OTHOLICHHIO K WILTIO30PHOMN (HO OT 3TOTO He
MeHee [IPOYHON) 4eTBEepTON CTeHE, OTAETSIONIEH ClIeHy OT 3pUTENBHOrO0 3aja (M BOIUIOIIAOLIeH
Oyp Kya3HBIH naean oXpaHsIeMOoi 3aKOHOM TalHBI YaCTHON KM3HU), HO U 110 OTHOILEHHIO K
rpaHule, OTACIAIOEH YCIOBHOCTh UCKYCCTBA OT KaXyIleHcsl eCTECTBEHHON 0e3yCIOBHOCTHU
JKHU3HU. le/leI‘{Ka O6]>I}1€HHOFO MBIIIJICHUA COCTOUT B TOM, YTOOBI BOCIIPMHUMATh 3HAKOMO€ U
MOBTOPSIIOIIEeCs KaK eCTeCTBEHHOE, IETEPMUHUPOBAHHOE CaMOW MPUPOOi, a He
TOCIIOACTBYIOLIEH COIMAIBHON M 3KOHOMHYECKOH cUCTeMON. YCTOHYUBOCTh CUCTEMBI
3aKJIFOYA€TCA B TOM, YTO MbI HE TOJIBKO ITPUBLIKAEM K 3HAKOMOMY, HO U NEPECTAEM 3aMEUaTh
npuBblYHOE. Harile co3HaHue cI0BHO 00yToe

B BOMJIOYHEIE My3eﬁHbIe TaIlKU CKOJIB3UT, HE OCTaBJIAA CJIEAA, I10 JIbAY IPUBBIYHOIO, Ja)XKE€ HE
3alyMBIBAsACh O TaKUX BCIIAaX, KaK KpUCTAJUIMYECKas PCIICTKA JibJla WIN XAMHYECKHH COCTaB
BOJIBI.

OuysK/ieHHe TPUBBIYHBIX Bellei HEOOXOAUMO KaK MPEeIsITCTBUE, YIEPIIUCh B KOTOPOE MBI C
YIUBJIEHHEM ONIsAbIBaeMCsl BOKPYT. Tenepp Hallle CO3HaHUE UCIIBIThIBAET TPEHUE, YIKE HE
HPOCKalIb3bIBasi 110 MOBEPXHOCTH BEIEH, YTO OJHOBPEMEHHO MO3BOJIAET OCO3HABATh €€ (QaKTypy
u m3MeHaTh ee. CornacHo Bpexty «“DddekT ouyxeHns” coCTOUT B TOM, YTO Belllb, KOTOPYIO
HY’KHO JIOBECTH JI0 CO3HAHMs, Ha KOTOPYIO TpeOyeTcst 00paTuTh BHUMaHHe, U3 IPUBBIYHOM,
U3BECTHOH, JIeXalllel epesl HalllMMU TJIa3aMH, IIPEeBpaIaeTcs B 0COOCHHYI0, Opocaroyocs

B I1a3a, HEOXKUIAaHHY0. UTOOBI 3HAKOMOE CTaJI0 MO3HAHHBIM, OHO JIOJDKHO BBIMTH 3a MPEaeibl
He3aMeTHOro». D(PHEKTOM 04yKASHHUS CTAHOBUTCS OOHA)KEHUE NPOHMU3BIBAIOIINX Chepy
COLIMAIbHOM KOMMYHMKALUU PUTYaJIOB, KOTOPbIE B CUJIy CBOEH MyJIbCUPYIOLIEH TOBTOPSEMOCTH
CIIMJIMCh C HEKUM aHTPOIOJIOIMYECKUM TOPU30HTOM OYEBUIHOCTH, SIBIISIOLIMMCS
HeHcyepnaeMbIM PeCypcoM €CTECTBEHHOCTH U JISTUTUMHOCTH HAJIMYHOTO COLIMATIBHOTO MOPSIKA.

DTa MOJIMTIKOHOMUYECKAs NEPCOCKTUBA T€aTpa BpeXTa, CBsA3aHHasd C NOCTPOCHUEM HOBOM CLCHBI
IMPpOMU3BOACTBA U COLIMAJIBHOI'O B3aPIMO}Z[eﬁCTBPIﬂ, IMO3BOJISIET YBUICTH B IMOJIEMUKE CO
CTaHUCIaBCKUM 60.1'[])]_[18, YEM BHYTPUTECATPAJIIbBHYIO JUCKYCCHUIO C HOBATOPOM NPEALIAYIIETO
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KankwTtTana

ITOKOJICHH, YCIICBIINM 3aBOE€BATH JOMHUHHUPYIONICE ITOJIOKEHUE, B TOM YHUCIIE U B CTPAHE
nobeauBIIero couuanusma. B 6pexToBckoii kputuke cucteMbl CTaHHCIABCKOTO, PEAyLIHPOBAHHOI
B IIEJSIX KOHBEHEPHOTO BOCIIPOM3BOICTBA €0 MOCICA0BATEISIMU, MUIICHBIO CTAHOBHUTCSI IMEHHO
TO, YTO JieNaeT ee (pyHKINOHAIBHOM U CTPYKTYPHON aHATIOTHUEH MOIUTHISCKONH SKOHOMHH
pa3BUTOrO TOBapHOro KamuTana. OCHOBaHHBIA Ha Marky NEPEeBOIUIOLICHUS, TeaTp
CTaHnCIIaBCKOTO paccMarpuBaeTcsi bpexToM Kak MalinHa 110 MPOU3BOACTBY (paHTa3MOB,
YAOBIIETBOPSIIOIINX YETOBEYECKOE CTPEMIICHUE K MACHTH(UKALNY C COLUAIBHBIMU 00pa3iamu,
MMOCTaBISACMBIMH HEKPUTUYECKU NMPOUYUTHIBAEMBIM KYJIBTYPHBIM HACJICIUEM. B npouecce
MEePEBOIIOICHHS aKTEeP «BBIKIIOYAET COOCTBEHHOE CO3HAHKE U 3aMEHSIET €r0 CO3HAHUEM)
nepcoHaxxa. biarogapst akTepcKoMy MacTepCTBY Ta JKe€ OIepalys IPOUCXOIHUT U C CO3HAHHEM
3puTens. B pesynbsrare Bce CIMBAIOTCS B HEKOM KOJUIEKTUBHOMN T'aJUTIOLMHALINN, ITMMUHUPYOLICH
caMy BO3MOXKHOCTb KakOH-TH00 pe(ieKCHBHOMN TMO3UIINH, HAPaBICHHOM KaKk Ha COIMANbHbIE
OTHOILICHUS, OTIIEYATABIIMUECA B PA3bII'PIBAEMOM Ha CIICHE IPOU3BEACHNU, TaK U HA TC
OTHOIIICHHSI, KOTOPBIE ONPENEIIIOT CO3HaHHE caMoro 3putelis. GUrypa cTpemMsIierocs K moJIHoMy
MEePEBOIUIOICHHUIO aKTepa MPeACTaBIsieT co00it abCTpakTHYIO GUrypy KamuTaja, uaeaibHas
IUIACTUYHOCTh M TEKY4eCTh KOTOPOTO MO3BOJISIET €My TIePEBOIIIOIATECS B JIIOOYI0 TOBAPHYIO
¢dopmy. Pabora Takoii TeaTpanbHON CHCTEMBI PENPOAYLHPYET HETUIIN3UPYIOIIYIO paboTy
KaruTaa, MOPOXKAAIOIIEro ILTIO3HI0 TOBApHOiT GOPMBI M 3aCTaBISIONIYIO HAC BUACTH BEIIH
CKBO3b HaBsI3aHHBIC HaM MOTPEOHOCTH.

B sToM cMmbIcie TeaTp CTaHHCIABCKOTO CTAHOBUTCS COLMAIEHBIM HHCTUTYTOM,
MO/IXBaTHIBAIOMINM (yHKIHUIO PEITUTHH, 1IeIbI0 KOTOPOH, C TOUKH 3peHus bpexra, «sBisercs
BocmUTanue 6e3onust Bepytouux». Hanporus, bpext pazpabarsiBaet nporeaypy paboTsl co
3puTeNeM, BHEIIHE CXOIHYIO0, HO IO CYTH IPOTUBOIIONIOXKHYIO TOH, KoTopyto JIyn AnsTioccep
KOHIENITyaJTU3UPOBaJl KaK MPOLEeNypy UHTEPHEIUISILIUHU, - HUHTPOSKTUBHOTO BIIUCHIBAHUS
TOTOBHOCTH K IIOAYMHEHUIO B CTPYKTYPY CaMoil clieHbl 00peTeHHs CyObeKTUBHOCTH. ToNbKO B
ciydae bpexta onucaHHbBII ANBTIOCCEPOM OKIIHMK MOJIUIEHCKOro - «OH, ThI!» - CTAaHOBUTCS
JKECTOM MPSIMOTO M HEMOCPEICTBEHHOro o0palieHus akTepa (He IepcoHaxa) K 3puTero,
IpeBpalaeTcs B akT HEKOil MO3UTHBHON cyObeKTHBALUH. 3pUTENb JOJDKEH NepecTarb ObITh
HOTpeOUTEIeM POAYKTOB pabOTHI TeaTpa, OH JOJDKeH OBITH BOBJICUYEH B MX ITPOU3BOJICTBO.
BMmecTo noTpeOuTenbekoil HACHTH(UKAINY C IEPCOHAXKEM, 3PUTEINS MBITAIOTCS YOSAUTh B
HEOOXOMUMOCTH COOCTBEHHON KPUTUYIECCKO# pabOThI, COOCTBEHHOI MO3UIIMH 10 OTHOIICHHIO K
COLIMAIbHBIM YCJIOBHSM, OTBETCTBEHHBIM 3a IOBEIEHHE NTEPCOHAXKa M CAMOT0 3pUTEIIs.

BpexT npu3bIBaeT K 0TKa3y OT JIOKHOM, THITHOTHYECKOH UICHTU(HUKAIMH, BBI3BAHHON TEXHUKOM
nepesorionieHus. IlepeBorutomenue — KpaiHui cilydail KamMTaIMCTUYECKOTO IPOU3BOJCTBA,

B IpoLIecce KOTOPOro pabouuii yTpaynBaeT COOCTBEHHYIO CYOBEKTHBHOCTbD, OIHOCTBIO
NPUPABHUBACTCS K BBIIOJIHIEMOW UM paboTe, Hcue3aeT B Hell, He OCTaBIIss HU MaJIeHIIIero
oTIeyaTKa-KJIeiiMa Ha Ipou3BeleHHOM npoaykre. Tak ke u uaeanbHbli akTep CTaHUCIaBCKOTO
JIOJDKEH MCYE3HYTh B H300pa)kaeMOM MM TIepCOHaXke, ero pabounii TaJaHT — CTOCOOHOCTH K
nonHol frecyorextuBaunu. Haobopor, uaeanbHelii aktep bpexra — 310 pabounii ciocoOHBIH He
TOJIBKO K TPYZY, HO U K peiekCHH HaJl CBOMM TPYIOM, OoJiee TOro, - K IEeMOHCTPALIMU 3TOH
pednexcun 1 K TOOYXKISHUIO K 3TOH pedieKCUBHON paboTe Apyroro, Npexie HaXOAMBLIETOCs B
[AaCCUBHOM COCTOSIHUHM YHCTOTO moTpebieHus. «Bce To, 4To akTep MOJDKeH MOKa3bIBaTh, OH
JOJDKEH COTPOBOX/IATh OTUSTIMBOW AeMOHCTpanuel nmokasa». TakuM obpasom, bpext nmbitaercs
YCKOJIb3HYTb OT OTUYXK/IAIOIIEH JTOTUKU TOBAPHOTO MPOU3BOACTBA. B oTinume ot paboyero,
BKJIFOYEHHOTO B TaKOW THIT IIPOU3BOACTBA, TPYI OPEXTOBCKOTO aKTepa He OTPHILAET ero camoro,
aKTep He pacTBOPsIETCs B aOCTPaKIMK CaMOTro TPY/a, HE CHUMAeTCs OH U B 00bEKTHBHOCTH
npoaykra. PazpabaTbiBaemblit BpeXToM NpUHIUI 04yXKISHUS OKA3bIBACTCSI MEXaHH3MOM,
MO3BOJISIFOIUM TTOCTPOHUTH MOJUTIKOHOMUYECKYIO MOJIEIIb, aIbTEPHATUBHYIO 110 OTHOIIEHHUIO K
OTYy)XJaIolIel SKOHOMHKe KanuTana. Verfremdungseffekt co3naet mpocTpaHCTBO, OIOKHpYOLIee
niposiBieHust Entfremdung. BpexT ucmonb3yeT SHEprHi0 OTPULAHUS, KOHCTUTYTHBHYIO JJIs
OTYY)KJCHUSL, IJIs1 CO3/IaHMsI TIO3UTHBHOTO pe3ynbrara. Kak mumier bpexT: «OuyxaeHue kak
MTOHUMaHHE - OTPHLIAHHE OTPULAHH». VIHBIMU CIIOBaMH, OUyK/IeHHE — 3TO OTPHULIAHUE
oTuy>kaeHus. Ecinu «HenpeprIBHOE HCTOPHUECKOE Pa3BUTHE OTUYXKIAET HAC OT IOCTYIIKOB JIFONEH,
JKUBIIMX JIO HACY, TO 3GPEKT 0UyKACHHsI, JOCTUTAEMBbIH KaK MPOAYKT paboThI akTepa 1
pexuccepa, Npu3BaH 00BEKTUBHPOBATH ATO HCTOPHUECKOE JBMIKEHUE U CTOSIIYIO 32 HUM COIHO-
9KOHOMHYECKYIO JIOTHKY. B cieHorpaduu Bpexra oOHaxaloTCs, CTAHOBATCS. BUANMBIMH U
MIPOAYKT (CLEHUYECKH 00pa3, BOIUIOLIEHHBIH UTPoil akTepa), M TpyA (cama urpa), 1 pabouuii
(axtep). CMBICII OPEXTOBCKOTO TeaTpa B BHIBEJCHUH Ha CLIEHY 3TOH BHOPUpYIOIIEH Kak
HalnpsDKeHHasl CTallb IUAJIEKTHKH, COMIACHO KOTOPO 3epHY He HY)KHO YMHPAaTh, YTOOBI 1aTh
JKU3Hb KOJIOCY.

Unos Kanunun (poo. 6 1975 200y) gunonoe, ucmopux Kynomypwl, KpUumuk, peoaKmop JHCypHaid
“HenpuxocHnoeennwiil 3anac. /lebamot 0 norumuke u kyiomype”’ ocueem ¢ Mockee u I[lemepbypee
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“In things, people, and events there is something that makes them the
way they are, and at the same time, there is something that makes
them other.” Thisis how Brecht formulates his principle of hope
connected with the conviction that life is inseparable from becoming,
and that its recognition does not amount to affirmation but to change.
It isthis dialectic accent that lies at the base of the epic theater,
founded upon the “alienation effect” and the critical revision of the
Aristotelean notion of mimesis. The goal of art is not just to depict
things, people, and events themselves, but also to reveal this
something that makes them other than themselves. If one understands
mimesis as the imitation of what exists, then art is not mimetic. The
only thing that is mimetic is the death mask, taken from the dead
artist’s frozen face. Art, on the other hand, and dramatic art in
particular, are historical and dialectical. It is only mimetic in the
facial expressions and gestures of the actor, which amount to what
Brecht called the “social gestus,” the dynamic expression of social
relationships that exist within a definite historical epoch.

In other words, art needs to represent our capacity to become other,
as well as those mechanisms that rob us of this capacity. The goal of
the theater is “to show the world in a way that would evoke the desire
to changeit.” Thisiswhere the main point of the Brechtian theatrical
project can be found: to dramatize Marx’ socia critique, to bring the
figures of his political economy onto the stage, but, most importantly,
to transform the auditorium into the kind of open, scenic space in
which these figure might not only be disavowed, but might begin to
function in away that differs from and presents an alternative to the
existing order of things. Brechtian scenography is one of the most
interesting (but certainly not the most radical) theatrical experiments
of the leftist avant-garde, combining dramaturgical innovation,
technical novelty, and an active socia position. Moreover, its
potential has not yet been exhausted, because it attempted to build a
new politico-economic model. In this model, consumption would
consist in participating in production, (the opposition of
consumption/production would be sublated and rendered void), and
labor would be inseparable from reflection, geared toward
overcoming the alienating effects of labor and the appropriation of its
products.

It is obvious that the conception of the “alienation effect”
(Verfremdungseffect) consists in affirming the necessity for an
analytical (which, to Brecht, is synonymous for a critical) distance
from the artistic material aswell asin relation to social reality. This
conception was put forth by Brecht himself. But there is another
aspect that is far more interesting. The “alienation effect” isrelated to
the techniques of acting as much as it is related to everyday life. In
fact, it is hardly a specific aesthetic notion at al. Its defamiliarizing
pathos is not only transgressive with regard to the illusory (but no
less enduring) fourth wall that divides the stage from the audience
(thus embodying the bourgeois ideal of a private life guarded by a
rule of secrecy), but also with regard to the border that separates art’s
arbitrary, conventional nature from the unconventional, seeming
natural quality of life aslived. The habitual nature of everyday
thinking consists in perceiving the familiar and the repetitive as
something natural, determined by nature itself, and not by the
dominant socio-economic system. The system’s stability does not
only consist in the fact that we grow accustomed to what is already
known, but that we stop noticing the familiar altogether. It isas if our
consciousness were sliding along wearing the kind of felt slippers
one wears in a museum, leaving no traces on the ice of the familiar,

CERTAINTY IS NEVER CERTAIN.
IT WILL NOT STAY THE WAY IT IS.
WHO DARES SAY “NEVER™?
WHO’'S TO BLAME

IF OPPRESSION REMAINS?

Scenography of

Capital
not even stopping to think about things like the structure of ice-crystals or the chemical composition of water.

The alienation of familiar things is necessary as an obstacle; when we encounter it, we begin to look around in surprise. Now
our consciousness experiences friction. It no longer slips across the surface of things, but simultaneously allows us to
become aware of their texture and to change them. According to Brecht, the “alienation effect” consists in transforming a
thing that needs to be brought to consciousness, a thing that requires attention. This thing needs to stop being something that
is familiar, well-known, and right in front of us, and has to become something special, striking, and unexpected. For the
familiar to be known, it needs to step beyond the bounds of the imperceptible. The alienation effect exposes ritual s that
interfuse the sphere of social communication, which, on the grounds of their pulsating repetition, have bled into a certain
anthropological horizon of obviousness, thus forming an inexhaustible resource for the naturalness and legitimacy of the
social order at hand.

This politico-economic perspective of the Brechtian theater, connected to the construction of a new scene of production and
social interaction, allows us to see more in the polemic with Stanislavsky that an inner-theatrical discussion with the
innovations of the preceding generation, which had gained a dominant position, and not only in the country of victorious. In
his criticism of the Stanislavsky method, which had been reduced for assembly-line reproduction through his followers,
Brecht targets the aspect that makes it a functional and structural analogy to the political economy of developed commaodity
capital. Brecht sees Stanislavsky’s theater, which is based on the magic of impersonation, as a machine that produces
phantasms, thus satiating the human desire to identify with social images supplied by an uncritical reading of the cultural
legacy. In the process of impersonation, the actor “turns off his own consciousness and replaces it with the consciousness’ of
the character. Thanks to the actor’s mastery, the same operation then takes place in the spectator’s mind as well. As aresult,
everything bleeds together into a certain collective hallucination. This hallucination eliminates the very possibility of any
reflexive position that might target both social relations — which leave their imprint on the piece that plays out on stage — as
well as the relations that determine the consciousness of the spectator himself. The figure of the actor who strives to reach
complete impersonation represents the abstract figure of capital, whose ideal plasticity and fluidity allows it to impersonate
any commodity form. The work of atheatrical system like this one reproduces the fetishized labor of capital, which
engenders the illusion of the commodity form and forces us to see things through the exigencies that it imposes.

In this sense, the theater of Stanislavsky becomes a social institution that takes over the function of religion, whose goal, in
Brecht’s opinion, is to “school the believer in passivity.” Countering Stanislavsky, Brecht devel ops a procedure of working
with the audience that is outwardly related, but that is essentially its opposite. Louis Althusser conceptualizes thisas a
procedure of interpellation — an introjective framing of the willingness to submit to the structure of the scene at which
subjectivity is gained. Only in the case of Brecht, as described by Althusser, the policeman’s challenge “Hey, you!” becomes
a gesture through which the actor (not the character) addresses the spectator directly and immediately, thus generating a
certain act of positive subjectification. The spectator is intended to cease being a consumer of the product that the work of
the theater generates, becoming involved in their production. The goal is to replace the consumerist identification with
characters by convincing the spectator of the necessity of his own critical work in examining his own position with regard to
the social conditions, to make him responsible for the character’s behavior and for his own.

Brecht calls for arejection of the false, hypnotic identification that the technique of dramatic impersonation will engender.
Impersonation is an extreme case of capitalist production. In the productive process, the worker loses his own subjectivity
and is completely equated to the work he is executing, disappearing in it without leaving even the slightest imprint or mark
on the resulting product. Much in the same manner, Stanislavsky’s ideal actor is meant to disappear into the character he is
representing; his operative talent consists in the ability to achieve complete desubjectification. In contrast, Brecht's ideal
actor is aworker who is not only capable of labor, but also of reflecting upon his labor, and what’'s more, of demonstrating
this reflection in order to spark this work of reflection in others still caught in the passive state of pure consumption. “The
actor must accompany everything he has to show with the clear gestus of showing.” In this way, Brecht attempts to elude the
alienating logic of commodity production. Unlike a worker who is involved in this type of production, the labor of the
Brechtian actor does not negate the actor himself; the actor does not dissolve in the abstraction of Iabor itself, nor is he
cancelled out by the product’s objectivity. The principle of alienation that Brecht developed proves to be a mechanism that
allows the construction of a politico-economic aternative to the alienating logic of capital. The Verfremdungseffekt produces
a space that blocks the appearance of Entfremdung. Brecht uses the energy of the negation constituent to alienation to
construct a positive result. As Brecht writes: “ Alienation as understanding is the negation of negation.” In other words,
alienation is the negation of alienation. If “unceasing historical development alienates us from the actions of people who
lived before us’, then the alienation effect, a product of work done by the actor and the director, is called upon to objectify
this historical movement and its underlying socio-economic logic. Brecht's scenography exposes the product (the scenic
image that the actor’s performance embodies), labor (the performance itself), and the worker (the actor), rendering all three
visible. The point of the Brechtian theater is to bring onstage this dialectic, which vibrates like steel under tension.
According to itslogic, the seed does not have to die first in order to bear fruit.

Ilya Kalinin (born 1975), philologist, historian of culture, critic. Livesin Moscow and Petersburg, Co-editor of
Neprikosnovennij Zapas (NZ), a Journal on Debatesin Politics and Culture, Moscow.




bpext. 3emna. Xenbcuukn. fJexalOps.

Ioooasasce naeazuueol cmpacmu K nOGMOPenuro, 08a 6eCKOMIPOMUCCHLIX aganzapoucma, Ica
Kupkronenvmo (Qurnckuii ¢punocogh, opamamype u meampanvHuiii pesicuccep) u Apmem Mazyn
(pycckuil unocogh), omnpasunuce nums Koge 6 NPUSOK3ANbHBIN pecmopar 20poda XenbCunku. B
9MOM GbINYPHOM 30AHUU 8 CIMULE MOOEPH, U 8 IMOM PECMOopane coCmosaucy, no gepcuu bpexma,
«/uanozu Bezneyosy, komopuie on nucan ¢ Xenvcunxu 6 1940 200y. A menepw, 6 2005 200y, medxncdy
Kupkkonenomo u Mazynom cocmosiics ciedyiowuil paseoeop.

Aptem: Y MeHs ecTh ¢ bpexTom omgHa mpobiemMa — 3TO YHHKaJIBHOCTH ero ¢urypsl. OH Hamen
Croco0 COBMECTUTH aBaHTap (B CMBICIIE pa3pyIIeHus OPMBI B IEMOHCTPALMH TEXHUKHN) C TIPSIMBIM
MOJUTHYECKIM BBICKa3bIBAHNUEM, U CIIOCOO 3TOT A0 CHX MOP AKTYyalIeH, XOTs KOHKPETHBIE TO3UINN
Bpexra HaMm ceituac, MOkeT OBITh, U He Tak Onusku. Ho BpexT moutn onuH Takoi.

Ica: To, uro BpexT ocraercs cTONb OANHOK, 3TO HE €r0 BUHA, 3TO NeYaIbHast XapaKTepUCTHKA BTOPOH
ntooBuHEI 20 Bexa. Ho ecim MBI pacIIpyM To TI0JIe 3pEeHUs, TO MBI yBUANM, 4TO BpexT He Tak yx n
yHuKaneH. OH IPHHAIISKUT K JOITOH TpaJiuIui pOMaHTHYECKOH XyT0)KECTBCHHON (hOPMEL, TOUHEE
TpaAUIMH, KOTOPYIO MOXHO 0003Ha4uTh, Bciex 3a [enpnepanHoMm u BeHbsIMHHOM, Kak
PEBOJIIOLIMOHHYIO TPE3BOCTbD.

Aprem: Uro TbI uMeewts B Buay? S nyman, B ['epmanuu, cpenn Bcex MOJIUTHYECKUX OPHEHTALMH,
OBUTH U37aBHA Pa3BUTHI TPAJULIMU TUBOMHUTHSL. ..

Jca: KoHeuHo, HO Beb €CTh €Ille TPE3BOCTh Ha YPOBHE TOHA: HAIPUMEpP, MOKHO TOBOPHUTH 00
OTPE3BJICHUH - WY TPOOY:KIeHNUH, Kak beHbsiMuH. 1 651 00BACHMUII, YTO TaKOE TPE3BOCTS, ITPU IIOMOIIN
MOHATHUS «Ipo3andeckoroy. IIpo3zandyeckuit TOH — MEJIEHHBIH, 3aIMHAIOIIUICS, OTKPBITHIH,
caMopeIeKTUPYIONNH, B HEM OTCYTCTBYET IeJIOCTHAs Touka 3peHus. Kant, [enpaepnun, 3atem
HeHCKHEe POMAHTHKH, Takxke HaBepHoe Kureiict, bioxHep — BOT Ta MOCTPEBOTIONMOHHAS TPAIHIINS,
KOTOpasi OTBEpIVIa M IIOKOBYIO pa3psKy HAIpsDKEHUS B HK3aJIbTHPOBAHHOH PUTOPHKE, U UAEIO
nocreneHHoro mporpecca. MeHHo 3Tux «HeMeukux nwoaed 1789» benbsmun B 1939 rony
MIPOTUBOIIOCTABHJI HAIICTAM

Aprem: Utak, 1Be HeMeLKHE TpaguLuu?

Jca: [la, u oM mocTaTouHO ONMU3KH, HO AJst beHbsiMuHa 3aaueil KpUTUKY OBUIO BBISBUTH PA3HULLY
MEXY HUMMU. HmenHo B BBILICYIIOMSAHYTOM CMBICJIC. Ta](, HarpuMep, pPOMaHTUKU MHOI'O€ B3sJIM Y
(I)I/IXTC, HO OHH OTBEPIVIM KIIIOYEBYIO BEIIb: NPEACTABIICHUC duxte 0 TOM, 4YTO 6eCKOHe‘{HOCTb
CyOBEKTa pa3penuTcsi B 6ECKOHEUHOM MCTOPUYECKOM IIporpecce.

Aptem: OZHUM CIIOBOM, OHH OTBEPINIU THOepanu3m!

Jca: BepHo, xoTa mo3xke Puxre cTan KpaiHUM HAMOHAIHCTOM, W He ciydaiiHo. K coxanenuto,
HEKOTOPBIC POMAHTHKH MOCIEAOBAIH 32 HUM B 3TOH OEPKIMOCTH.

ApTeMm: 3HaUHT, €CTh JBE MOJCPHUCTCKHUX TPaJUINH, HIH CKOPEe MOAEPHUCTCKAsI M aBaHTapHas
Tpamunun. M ux He Bcerma mpocto pa3nuduTh. [103kKe, 3TO MPOTHBOCTOSHUE IPEBPAIIAETCS B
ONMO3UINI0 MEXJy (alIm3MOM M JIEBBIM HCKYCCTBOM: «3CTETH3alHel IMOIUTHYIECKOTO U
MOJIMTH3aUeH UCKycCTBa», B TepMuHax benbsimuHa. U1 korna BeHbSIMUH TOBOPUT «ITOJIMTH3ALNS
HCKYCCTBa», OH HMeeT B BHIY Kak pa3 bpexra.

Jca: Jla, B Beiimapckoit ['epManuu npucyTcTBOBaNM 00€ TPAaAMIIMU, U UX OBLIO HEJETKO
pa3rpaHu4YuTh. DTO ObLIA AII0Xa IKCIPECCHOHU3MA: SKCIPECCHOHU3M — 3TO BETBb POMAHTH3MA HIIH
MOJepHHU3Ma, KOTopast OIM3Ka K caMOMy XyIUIeMy. DKCHPECCHOHN3M, KOTOPBIH KPHUTHKOBAI
BenpsMun, OblT 3aXBayeH HEMEIKOH «BOJIEH K MCKYCCTBY», MEYTOH OCHOBAaHMS HAallUHU Ha
SCTETUYECKON OCHOBE. B akcmpeccrnonmnsMe, Ha MOt B3MIAA (HO ST HE yBEpeH B 3TOM), €CTh HEKas
BEpa B HEBHHHOE, HETPOHYTOE AP0 UEIOBEYHOCTH, KOTOPOE HYXXKHO OCBOOOIWTH M3 MOA CITyza
paznoxenus. Ho ato ouens cnabas mo3unus! OHa MOXET ONpaBaaTh YTO YrogHo!

Aptem: B Poccun, aHamoru 3KcnpecCHOHH3Ma MOXXHO HCKaTh B QYTYpHCTHYECKOM U
(hopMaTICTHIECKOM ABIKEHNH, 0cOOeHHO B LIIKIT0BCKOM, KOTOPBIH MO-BUANMOMY «Itomapmin bpexty
nonsiTue octpanenus, Verfremdung. [Tpu Beeii ogeBuaHO# Oimsoctr Mexay Lllknoscknm u Bpextom,
MBI BuanM y [IIKI0BCKOTO BOJTIO K 0OHAXEHUIO rpy0oii peanbHOCTH, B TO BpeMs Kak y bpexra npuem
UCIIONIb3YETCsl, YTOOBI KPUTHYECKH NTPOJIEMOHCTPUPOBATh PUTHIHOCTD PEAIbHOCTH U UCCIIE0BaTh
BO3MOXHOCTH ee m3MeHeHus. JIrooumeiii Tpor LlkinoBckoro — metadopa, a y bpexra 3to koHEUHO
UPOHUS (B CTPOTOM CMBICIIE BBICKA3bIBAaHMSI, OTPHUIIAIOIIETO caMo ceOst).

Ho nponus moxet ObITh U onacHa. Kak B 1ypHO BepcuH pOMaHTHYECKOH MPOHUU (OIATH XKe, 3Ta
3CTETH3UPYIOIIasl TMHHUS MPUCYTCTBYET B POMAHTH3ME C CAMOTO Hauala), I7e oHa (OIsTh, He 0e3
BiusiHUA DuxXTE) yTBEpKIaeT 6€30TBETCTBEHHYIO ()PUBOIBHOCTE JIF000H CyOBEKTUBHOM NO3ULIUU U
KaK B CETOAHSIIHEH IIMHIYECKOH NACOTIOTHH, TA€ OHA YTBEPIKAAET MACCUBHOCTH CyOBEKTa.
HuTepecHo, uro B Poccnu B 1930x rogax Toke MPOUCXOAUT ABIKEHHE OT MeTaOpBl K UPOHHUH: OT
(dyTypucTOB K 009puyTam. Bo Bceil moauTHUECKOH ABYCMBICIEHHOCTH 3TON (UTYPEL.

Jca: Jla-1a, u B BelimapckoM 3KCIIpecCHOHU3ME IPHCYTCTBOBAIN 00€ 3TH TeHACHINU — K IpyOoMy
HaTypalu3My U NaccUBHOW mpoHMu. OHH O4YeHb Xopomo coderanuch. Jla u Bpext He mmen
HMMYHHUTETAa K TEM e OITaCHOCTSIM, YTO YBJICKaJIH PyCCKOE HCKYCCTBO. BeHbsIMUH, KOTOPHIiT B paHHEeH
IOHOCTH IPHUMBIKAJI K 3KCIIPECCHOHUCTCKOMY «MoutogexxHomMy J[BHXKEHHIO», OYEHb paHO
JUCTAaHLMPOBAJICS OT IKCIHPECCHOHU3MA, 0coOeHHO oT kpyxkka llltedana 'eopre (a Taxxke, Toxe
JIOBOJILHO paHo, oT Xaiinerrepa). Ho y bpexTa aBomtouus 3ansuia 6ombliie BpeMeHd. OH HauWHaI B
1920e Kxak 3KCIPECCHOHUCTHUECKHI ApamaTypr, meecamu «baam» u « Tpexrpomrosas onepa». 3aech
OH MPEJCTaBUII, C OTCTPAHEHNUEM U OTBPAILEHUEM, XapaKTEPHBIM JUIs SKCIIPECCHOHM3Ma (TogyMaiiTe
o bpoxe n Kanertn) nnepHaapbHyI0 KapTUHY OOILIECTBA, «KaK OHO €CTh B ACUCTBUTEIbHOCTH». U
OH cpa3y cTal MOIHBIM Apamaryprom! BypkyasHas myOnmka Ha pykax ero Hocwita! Ho nmeHHO
9TOT yCIIeX 3aCTaBHUII €T0 3aayMaThcs. OH MOCTaBHII SKCIIEPUMEHT, B 3TOT SKCIIEPUMEHT IIPOBAITHIIICS.
Hy u motom, muis BpexTa ObLI10 CyIIECTBEHHO, YTO OH CTaJI CBHAETENIEM, B KOHIE 1920X, KaK MOIUIIHS
pacrpaBisiacsk ¢ pabounmu Ha ynunax bepnuna. B ofmewm, B pesynsrare bpext npuHIummuansHO
TIOMEHSIT CBOH yCTAaHOBKH.

Aptem: B obiem, kak B ciaydae ¢ uxre, Mbl HMEEM He OJIHY, a IBE JIMHUH pacxokaeHus. OxHy — ¢
(dammcTCcKOl 3a4apOBaHHOCTBIO IIOKOBBEIM 00pa3oM, IPYyrylo — ¢ OMHUYHOU JnOepanbHON
OTCTPaHEHHOCTBIO.

Ica: [la, 1 BO3MOXXHO, 9TO OJIHA U Ta ke uHUs. Korna bpexT ee oco3Ha, To OH paguKaaIbHO HOMEHSII
CBOIO CTPATErnIo, Ha4aB BHEAPATH B HCKYCCTBO AUAAKTHUECKOE, HHTENIEKTyalbHOE coJiepikanue. B
To BpeMs Kak IlIknoBckuil MpUBUIETHPOBA HEMOCPEICTBEHHOE 3PUTEIBHOE BOCIIPHUATHE (TI03TOMY
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OH U npennountan Meragopy!), BpexT craBui akIeHT Ha MBIIIICHUH (M IOTOMY NPEIIIOYHTAT
UPOHUIO).

Aptem: Ho 371ech Be/ib IOSIBISICTCS M TPEThSI OACHOCTD: JOTMAaTHYECKHUI PallMOHAIM3M CTAIMHCKOTO
THUIIa: UPOHUSI IUTATOHOBCKOTO 00pasia, HPOHHs TOTO, KTO 3HAET UCTHHY. ..

Ica: [la, Ho nocMoTpu: bpexT AenaeT MHOro NPsAMBIX JUJAKTUYECKUX BHICKAa3bIBAHUM, HO OH HUKOTa
HE JlaeT OZIHOT0 OKOHYaTeNIbHOTro oTBeTa. Ero nonmruka Bcerna 6puta aMObuBaneHTHONH. OCOOEHHO B
orHomeHnu CTaluHa: MHOTJAa OH BCTAET Ha €ro CTOPOHY, MHOTAA, KaK B JaTCKUX Oecemax c
BenpsiMmuaOM, OH ero ocTpo kpuTuUKyeT. [lonymaii 06 amOuBanenTHocTH «Me-Tu». Takas
aMOMBaJICHTHOCTh HPOHHH IOPaXkaeT MPOTHBOPEUHAM KOTOpPBIE, COINIACHO MapKcCy, OIMpeAeNnsioT
KXl c11o0co0 MPOU3BOACTBA.

Aptem: Hy BoT, cCHOBa — aMOMBAJICHTHOCTb. ..

Ica: Ho MMeHHO 3/1eCh MBI IPUXOAUM K TOMY, YTO HCKAJIH — OTHOIIEHHUIO UCKYCCTBA M MOJIUTHKH.
Bpext Buzen cBOIO Xym0XKECTBEHHYIO 3a7ady B TOM YTOOBI ITOKa3aTh, YTO BCE BCETAa MOIIO OBI
CJIOXKHTBCS TTO-JPYroMy. DTO CO3HAHNE BHYTPEHHET0 H30bITKA, CBEPXICTEPMUHALIH MUPA — HE €r0
n3obpereHue, HO QyHIaMEHTAIBHBIA CMBICI BCETo MCKyccTBa, ocobeHHo Teatpa. [locne Bpexra, B
TeaTpe BakKeH He CTOJIBKO MEPCOHAX, CKOJIBKO aKTep, ¥ TEJIO aKTepa, KOTOPOe He MOpaaeT HuIeMy
B OTIEJIBHOCTH, HO KOTOPOE JAEMOHCTPHUPYET CBOIO (PaHTACTHYECKYI0O MUMETHYECKYIO CHILY, BIacTh
u3MeHAThes. B Tearpe Bpexra «BuyBCTBOBaHMIO» CTaBUTCS Oapbep, M BHUMAaHHE TEPEHOCUTCS C
MEpCOHaXa Ha aKTepa.

Aptem: TyT THI IBHO NOJpa3yMeBaeIlb CBOM COOCTBCHHBIHM IKCIIEPUMEHTAIBHBINA TeaTp. DTO TeaTp
TeJIECHOH TpaHC(OpPMAINH, TeaTp «CTAHOBIECHHS KUBOTHBIM», NIIN «CTAHOBIICHUS BEIIBIO. ..
Dca: S cepbe3HO NMOMEHSUI CBOM MOAXOJ B MOCIeAHHE HecKonbko yeT. Tearp 20 Beka ObIn
PEKHCCEPCKUM T€aTPOM — TAKUM TOTAJIbHBIM HCKYCCTBOM, KOTOPOE HCIONB30BaJI0 BCE KAaHABI U
cpencTBa, 4TOOBl YCWIHNTH 3penumubiil s¢p¢ekrt. Tearp Bpexra, xak Oosbmas 4acTh APYyTHUX
JKCIIEPUMEHTAIBHBIX IPOU3BEIEHNH HCKYCCTBA, COXPAHWI AMAJIEKTHYECKHE OTHOIICHUS CO
3peNuieM, XOTs ObI B TOM, YTO OH KPUTHUKOBAJI M IIOZPHIBAJI €r0 BCEMH BO3MOXKHBIMH Iy TSIMHU. 51 1
MOH aKTepBbI, MBI, HAOOOPOT, MOMBITAINCH OTCTABUTh ATY JHAJIEKTHKY B CTOPOHY ¥ COCPEIOTOUUTHCS
Ha JKeCTax: Ha JKeCTax, KOTOPBIC CO3/1al0T U OTKPBIBAIOT COOCTBEHHOE MIPOCTPAHCTBO, COOCTBEHHOE
c000I1IecTBO U COOCTBEHHBIH MUp, 0e3 Toro, 4ToOBl 3apaHee MX ompenesaTh. Bcerma ecth
BO3MOYKHOCTb CeJIaTh IPaBHIIbHBIN XKeCT (Tak ke Kak, HallpuMep, HAUTH PaBUIIbHBII TOH), KOTOPBII
He OyZieT anponpHUPOBaH, HO KOTOPBIH CMOXKET MOCITYKUTh HCTOYHHKOM HEHCUYEPIaeMOi cCBOOOIBI
U pajfioCTH.

ApTtem: OK, HO 3TO IIOXOXKE HA HOBYIO (hOpMyIly aBTOHOMHUH HCKYCCTBA.

Ica: [la u Het. S mymaro, 9TO MOAEPHHUCTCKAS Xy/10)KeCTBeHHas (popma, co BpemeH PomanTnima, He
SIBISIETCSI IPOCTO KPUTHKOM HIIH TTapa3uToM obmecTsa. OHa ImpencTasiseT co0oit MoIeIs Apyroro
poza obmiecTBa, HE B CMBICIIC YTOIUH, @ B CMBICIIE CYI[ECTBOBAHUS, KOTOPOE IIOCTOSHHO CTaBHT
TOCHO/CTBYIOIIMH MOPSIOK 1MOJ BOIpoc. VIMEHHO IOTOMY €ro aBTOHOMHMS JOJDKHA MOHHUMAThCs
OyKBaJIbHO, B IOJMUTHYECKOM cMbIcie. Kak BpexT Hamen cBoif croco® OTHECEHHUs! MCKYCcCTBa K
nonutuke? OH roBopuT 9T0 npsiMo: «OHM (HALMCTHI) IpOIeTapu3upoBasiv U MeHsl. OHH HE TOJIBKO
OTHSUTH MOM JIOM, MO HpyxA ¢ pei6aMu ¥ Moo MamuHy. OHHM OTHSJI Y MEHSI MOIO CIIEHY U MOIO
aynutoputo (benbsimun, «becensl ¢ bpexrom»). To ecTh uckyccTBo bpexta ObU10 MOCTaBIEHO MO
YIpo3y 3CTETU3UPYIOLIeil MoNuTHKON Oyprkya3uu. S Obl He 3aHUMAJICSI TOJIMTUKOM, TOBOPHUT OH, HO
s OBLT TIPOJIETAPH30BAH B KaYECTBE XyJOXKHHKA, JTUIIEH MOUX CPEACTB Mpou3BoacTBa. [lostomy s
JOJDKEH OBIT CAETaTh MO€ HCKYCCTBO IOJUTHIECKUM, TO €CTh PEBONIOIIMOHN3UPOBATh OTHOIICHHE
HCKyCCTBa K NOJHTHKE, 3aCTyIUB B HEU3BECTHOE. B MoeM TeaTpe, s TOXe Ipeaiaraio
nepepacnpeeneHue, nepepasaeleHne HCKyCCTBa U MOIUTHKH. [ Xopommii 3HaK B TOM, 9TO MHE
yIaeTcst pacCcepANTh O(HINAIBHBIX KPUTHKOB M YHHOBHUKOB: OHHM 3JISITCS HA HAIIIY IIPE/ICTABICHHUS,
XOTsI MBI HE HapyIIaeM oOIeCTBEHHOH MOPAJH U He BEIKPHKHBAEM IMPOBOKAIMOHHEIX JIO3YHTOB.
Aptem: KoHEUHO: OHHM XOTAT OTKPOBEHUS, KaTapcuca, a ThHI IpeJyiaraenib UM (hU3KyIsTypHOE
ynpaxHeHue. IMEHHO 3To MMen B BUAY BeHbsSIMHUH, KOra NMpoTHBONOCTABISI (DalIHCTCKOE
HCKYCCTBO IIIOKA JIEBOMY MCKYCCTBY TPEHHMPOBKH W NpHUBBIKaHMSA. Bo3paxas llIkioBckoMy, MbI
JIOJDKHBI 3aMETUTh, YTO 3a]a4a MCKyCCTBAa — HE B TOM, YTOOBI pa3pyLIMTh IIPUBBIYKY (M BEPHYTh
BEIllb CO3HAHMIO), a HA00OPOT, CO3/1aBaTh HOBBIC NPUBHIUKK! 3a7a4ya UCKYyCcCTBa — TPEHUPOBKA, B
CMBICJIC TIPOHUKHOBEHHS B CaMO TeJIO 4YeJIOBeKa M TpaHC(HOPMALMU ero MaTepuaibHOro ObITHS (a
HE MIPOCTO MUPUUECKOH «Tymm»). Thl 4TO-TO MO-HACTOSIIEMY Y3HAEIIh, TONBKO KOTIA BEIlb BXOAUT
B TBOE Teno. TolbKo TOTAa THI COOCTBEHHO HAYMHACIIH €€ MBICIUTD (Ba)KHBIE BEIIN O MBIIIICHUN
TIOHST B 3TOH cBsi3u JleB BrIroTckuil — emie oguH aBTOp, KOTOPHI MPOAYKTHBHO OTTONKHYICS U
ymIen oT popMan3ma).

Ica: Ho Moe HcKyccTBO — HE TOJIBKO O Teax — OHO TakKe 0 WICHSHHIX U coequHeHmX Ten. Korna
s, B CBOEM TeaTpe, JOMAal0 T'PaHUIIBI MEXJy JTIOAbMHU H XHBOTHBIMH, S MEHSIO CTPYKTYpBI, IIpH
MOMOIIM KOTOPBIX MBI BOCIIPHHUMAaeM MHUp. BeHBSMHH Ha3bIBaJ dTH CTPYKTYPHI «CO3BE3IAUSIMID)
W «uaessMm». «Mneny - 5To He MeHTalIbHbIE 00pas3bl, a MaTepUalIbHbIe OTHOIICHUS MEXKY BEIIaMH.
MHTennexTyaapHBIN TeaTp CIOCOOEH MOCTOSHHO PEBOJIIOLMOHN3UPOBATh STH OTHOIICHHSI.
ApTem: TBo# TeaTp ocTaeTcst OPEXTOBCKUM T€aTPOM OCTPAaHEHUS 1 «yAUBIICHUSI»: Thl TOKa3bIBacllb,
4TO TeJa OJIMKe K IPYTUM Bell[aM, YeM K KaKUM-JIN00 «JIHYHOCTAMY. U, B OTIINYHE OT OPEXTOBCKOTO
Tearpa, 3TH TeJa He pa3roBapuBaroT. Tkl clieyenIb ApeBHEl BOjle YeT0BEKa TOHUMATh HEMOH «SI3BIK
wraneT» (JlakaH), KOTOPBI ABISETCS CKPBITONH MaTpHIEH JII0OOTO S3bIKA.

Ica: He TonbKo MOHMMATh, HO ¥ TOBOPUTH Ha HEM. 3a/iada HE B TOM, YTOOBI HCKITIOYHUTH KaKyl0-TO
4acTh MHPA U3 BCEX OTHOIICHHH, HO B TOM, YTOOBI IIEPEyCTAHOBUTh MUMETHUCCKIE OTHOIICHHS C
TEM, 9TO MBI HE CMOIJIM CO3HATEeIbHO acCHMMIMPOBaTh. [lomuTHKa cerogHs HembIcnuMa Oe3
OTHOWICHWH C XUBOTHBIMH ¥ C IOTCHIHAIBHBIMH HHOIUIaHeTsHamH. Hama rymanucrudeckas
BCEJICHHAs] HAXOJWUTCS B COCTOSTHUY MCTOIIEHHS ¥ CTarHaIuHm.

Aptem: B o0mieM, ecin MOJKHO Tak BBIPA3UTHCSI, HallIeH 3ajaueil cerofHs sBIsieTCs OIS Th TOTaIbHOE
HCKYCCTBO, HO COBEPILICHHO B HOBOM CMBICIIE: HE B CMBICIIE XY0)KECTBEHHOTO BBIPAKCHHUS Yepe3
MHOT000pa3HbIe «KaHAJIBD), HO B CMBICIIE IPOHUKHOBEHHMS HCKYCCTBA BO BCEBO3MOXKHBIE ITPAKTHKH,
C LIEJIBIO Pa3BUTHUS U BBHICBOOOXKJICHHUS STHX MPAKTHK. He TOIbKO MONUTHKA KaK UCKYCCTBO, HO U
TUMHACTHKA KaK HCKYCCTBO M HaIlpUMep MeAUIMHA Kak HCKyccTBO. Ho He Ha060poT — «HCKycCTBO
KakK MOJIUTHKa» U T.A. Takum obpaszom, nckycctBo (Kunst, oT kinnen, Mo4b) cTaHeT mIKONOit
YEJIOBEUECKUX CIIOCOOHOCTEH 00paIaThes ¢ BEMaMHy, IPEBPAIIAsICh B BEIIH.

Ica: Hamu ognHOKHME Tesa Ha MEHBINEE HE COTIACATCSL.

(bapmeny, no-punackn) Tak 4TO MBI BaM JOJKHBI?

3anucan Apmem Mazyn (aemopusosan Oca Kupkkonenosmo).

WHO'’S TO BLAME IF OPPRESSION REMAINS?
WE ARE.

WHO CAN BREAK ITS THRALL?

WE CAN.

WHOEVER HAS BEEN BEATEN DOWN

MUST RISE TO HIS FEET!

WHOEVER IS LOST MUST FIGHT BACK!



Brecht. Earth.

Driven by the compulsion, to repeat, two non-
compromising avant-gardists, Esa Kirkkopelto (Finnish
philosopher, playwright, and theatre director) and Artiom
Magun (Russian philosopher), went to drink their afternoon
coffee at the railway station of Helsinki — the flamboyant
monument of modernist national-romantic architecture
where Brecht wrote his “ exile dialogues’ in 1940. There,
they had the following discussion.

Artiom: One of the problems | have with Brecht, is the
seemingly unique status of thisfigure. Because he provided
away to combine avant-garde art (destruction of form and
exposition of the technique) with direct political
engagement that still makes sense today —even though his
concrete political statements may have become obsolete.
And as for other similar type of avant-gardism — like
Marinetti’s futurism, and even the “futurism” of May-
akovsky — they seem to be suspect now, since they either
tend toward self-sufficient fascist hysteria, or toward
autonomous, elitist art.

But exceptions prove the rule, or point at some deep
misunderstanding.

Esa: That Brecht remains so solitary is not his fault, but a
sad characteristic of the last half-century. But against a
broader historical horizon, hewas not at all unique. Brecht
belongsto along tradition of the German romantic art form,
more precisely to the tradition that we may call, with
Holderlin and Benjamin, revolutionary sobriety.
Artiom: What do you exactly mean? | thought, Germans
of all political orientations have always been serious beer-
drinkers...

Esa: Well, there is sobriety at the level of tone, too: one
might perhaps talk of sobering up, or waking up, to speak
again with Benjamin.

| would explain this idea of sobriety through the notion of
the prosaic. The prosaic toneis slow and stumbling, open
and self-reflective, lacking any gathering point of view.
Kant, Holderlin, then the German romantics of Jena, maybe
also Kleist or Bichner: here is the post-revolutionary
tradition that rejected both the violent discharge of all
tensions in exalted rhetoric, and the idea of gradual
progress towards the better. Those “Germans of (17)89™"
whom Benjamin contrasted to the Nazi Germansin 1939,
responded to the revolution in their own way — | don’'t
know how exactly to put it ...

Artiom: Perhaps through intensification?

Esa: What do you exactly mean by this?

Artiom: | meanitliterally, astheinternalization of tension.
Esa: In this case, yes, that makes sense.

Artiom: So, again, there are two German traditions?
Esa: Yes, and they are very close, but for Benjamin it was
the political charge of criticism to see and make a
difference, precisely in this sense. Romantics, for example,
took much from Fichte, but they rejected the crucial thing:
Fichte's belief that the subject’s infinity is somehow
resolved in gradual historical progress.

Artiom: Liberalism, in aword...

Esa: Right, but then Fichte became an extreme nationalist,
which was not by chance, although unfortunately some of
the romantics joined him later in this obsession.

Artiom: So, there are two modernist traditions, or rather a
modernist tradition and the tradition of the avant-garde,
which are not always easy to distinguish. Later, this
controversy comes to mean: leftist art versus fascism;
“ aestheticization of poltics versus politicization of art”, to
come back to Benjamin. And Benjamin is thinking of
Brecht when he refers to the “politicization of art”.

Esa: Yes, and of coursein Weimar Germany, both of these
traditions existed, and, again, it was hard to distinguish
them from one another. It was the time of expressionism —
and expressionism is akind of romanticism or modernism
which comes closeto theworst. Ascriticized by Benjamin,
German expressionism still remained captiveto the German
“will to art” (Kunstwollen), the dream of founding the
nation on an aesthetic basis. In expressionism, | think

BOTBETE 2A TO
YTOBR CEPOCHTH

Helsinki.

December. Coffee.

(although | am not sure), there is a sense of some innocent and healthy
core of humanity, to be found beneath all the corruption. The problem
of this position is its weakness. One can justify anything on its basis!
Artiom: In Russia, an analogy to expressionism was to be found in the
movement of futurism and formalism, particularly in Shklovsky who
probably “donated” his notion of “Verfremdung,” or estrangement to
Brecht. As close as Shklovsky and Brecht may be, we seein Shklovsky
the will to expose raw reality, while in Brecht we have the critical
demonstration of its rigidity, and the search for its possible
transformation. Shklovsky’s preferred tropeis metaphor, and for Brecht,
it is certainly irony — the figure of ambivalence. But irony can aso be
dangerous! As in the decadent version of romantic irony (again, this
aestheticizing line is present in romanticism from the beginning, and
again, it isnot without Fichte'sinfluence), whereit affirmsthe frivolous
irresponsibility of any subjective position, and in today’s cynical
ideology, where it justifies the passivity of the subject. If, speaking of
Russian art, we move from futurists to the Oberiu art of the 1930s, then
we see that the issue at stake was irony, not metaphor. And again,
politically, thisirony was ambivalent.

Esa: Yes, and in Weimar expressionism, both tendencies, to raw
naturalism and to passive irony, were present at once. In fact, they went
together very well. And Brecht was not immune to the kind of dangers
that the Russian art faced. Benjamin, who was first a part of the
expressionist youth movement, was very young when he distanced
himself from all of this - particularly from the George circle (and, also
very early on, from Heidegger). Now, for Brecht this evolution took
longer. He started, in the 1920s, as an expressionist playwright, with
“Baal” and the “Threepenny Opera’. In them, he presented, with a
disgusted detachment so characteristic for expressionists (think of Broch
or Canetti), the hellish picture of his society, “as it realy was’. And
then, he became a really fashionable guy! The bourgeois public gave
him standing ovations! But precisely this success made him think. He
had made an experiment, and this experiment had failed. It was no less
important for him to see, in the late 1920s, how the police were
slaughtering manifesting workers in the streets of Berlin. And so, he
changed his attitude.

Artiom: So, like with Fichte, we have not one but two points of
divergence. Oneiswith the fascist fascination with the shocking image,
while the other is with cynical liberal detachment.

Esa: Perhaps this is one and the same point. When Brecht became
consciousof it, heradically changed his strategy, and started introducing
didactic, intellectual content into his art. Where Shklovsky privileged
immediate optic perception (that’s why he preferred metaphor), Brecht
came to privilege thinking (and thus, preferred irony).

Artiom: But hereisyet another, third danger: the dogmatic rationalism
of Stalinist kind: theirony of a Platonic kind, the irony of someone who
knows the truth...

Esa: Yes, but look, Brecht supplies many direct didactic statements, but
he never has one finalizing answer. His politics was constantly
ambivalent. Particularly with regard to Stalin: sometimeshetakes Stalin’s
side, sometimes, likein the Danish discussionswith Benjamin, he sharply
criticizeshim. Think of the ambivalence of the*Me-Ti”. Such ambivalent
irony mimicsthe contradictionsthat define, according to Marx, any given
mode of production.

Artiom: Here we go again — the ambivalence...

Esa: Ah, but this is precisely what we have been searching for: the
relationship of politics to art. Brecht saw his artistic task in showing
that “things could be otherwise”. This awareness of the excess and of
the overdetermination inherent to the world is not his invention but the
fundamental message of all art, particularly of the theater. What, since
Brecht, isimportant in theater, is not the character, but the actor and the
actor’sbody, which imitates nothing in particular but exposesitsfantastic
mimetic power, its power to change. In Brecht’stheatre, “identification”
(Einfuhlung) isinterrupted, and attention is displaced from the character
to the actor.

Artiom: And here, you already seem to be speaking of your own
experimental theater. It is a theater of bodily transformations, of
“becoming-animal”, or “becoming an inanimate thing” ...

Esa: Yes- and | have seriously changed my approach in the last years.
20th century theater was “director” theater, akind of total art that used
al channels and media to increase the spectacular effect. Brechtian
theatre as well the major part of experimental creations retained a
dialectical relationship with the spectacle, if only by criticizing and
disturbing it in al the possible ways. My actors and |, on the contrary,
havetried to abandon thiskind of dialectics asawholeand to concentrate

Cigarretes.

Kirkkopelto. Magun.

in producing mere gestures: |etting them create and open their own
space, their own community and world, without determining them
beforehand. Thereisalwaysapossibility to produce aright gesture
(think of theright tone, in literature) which cannot be appropriated
but which can form an inexhaustible source of liberty and joy.
Artiom: Ok, but this seemsto be anew version of the autonomy of
art.

Esa: Yes and no. | think the modern art form in itself, since
Romanticism, is not just a critic or a sort of parasite in bourgeois
society, but constitutes a model for another kind of society, not in
an utopian manner, but as an way of existing that never ceases to
challenge the prevailing order. Thisis also why its autonomy isto
be understood literally, i.e. politically.

Artiom: Well, but thisis precisely Adorno’s notion of autonomy.
Esa: Maybe so. But how did Brecht find hisway of relating art to
politics, theway that you call so unique? Well, he saysthisdirectly:
“they’ve proletarianized me too. It isn’t just that they ve taken my
house, my fish-pond and my car from me; they”ve aso robbed me
of my stage and my audience” (Benjamin, “Conversations with
Brecht”) — his art was threatened by the aestheticized politics of
the bourgeoisie. | would not make politics, he says, but | was
“proletarianized” as an artist, and deprived of my means of
production. So | had to makemy art political, that is, to revolutionize
the relationship of art with palitics, by reaching into the unknown.
In my art, | also want to propose a redistribution or redivision of
art and politics. And the best proof isthe reaction of official people:
they sometimes get really angry or perplexed with our demon-
strations, athough we do not offend public morals or scream out
any provocative slogans.

Artiom: They want arevelation, they want catharsis, and you offer
them physical training. Thisisprecisely what Benjamin meant when
he opposed to the fascist art of shock, the leftist art of training and
habituation... Against Shklovsky, one hasto point out that the task
of art is not to destroy habit and bring things into consciousness.
Rather, the task of art is habit or training, in the sense of the
penetration, transformation of the very material being of humans
(and not just their mythical “mind”). You really cometo know some
new thing, when it entersinto your body. It isthen that you start to
think it (and not when you become “conscious” of it). If someone
really understood what thinking is about, it is Lev Vygotsky: one
more figure of the 1930s who started as a formalist and then took
distance to formalism, in a very productive way.

Esa: Yes, but my art is not only about bodies, it is also about their
divisions and groupings. When | break, in my theatre, the borders
between humans and animals, | change the structures in which we
perceive the world. Benjamin called these structures
“congtellations” or “ideas’. “Ideas’ are not some mental images,
they are material relationships among things. Intellectual theater is
able to revol utionize these rel ationships constantly.

Artiom: Your theater remains a Brechtian theater of estrangement
and “surprise”: you show bodies that are closer to things then to
human “persons’. And, unlike Brecht’s theater, these bodies do
not speak. There seems to be some hermeticism in this — oriented
toward something that is precisely beyond al relationships. You
pursue an ancient human will to understand the silent “language of
the planets’ (Lacan) which is the secret matrix of all language.
Esa: Not to only to understand, but to speak it. It is not to exclude
some part of the world from all relationships, but to re-establish a
material relationship with what we have failed to subsume by
consciousness. Politics today is unthinkable without a relationship
with theanimalsand with the extraterrestrial. Our humanist universe
isin a state of exhaustion and stagnation.

Artiom: Maybe one could put it as follows: today our ambition is
again to total art —not in the sense of artistic “expression” through
many channels, but in the sense of penetration of art into all possible
practices—aiming to criticize, develop, and liberate these practices.
Not just politics as art, but gymnastics as art, or medicine as art.
And not vice versa. Art (Kunst, from kénnen) would then be a
school of human capacity to deal with things by becoming into
them.

Esa: Our lonely bodies would not settle with anything less.

(To the waiter, in Finnish): So what do we owe you?

(Recorded by Artem Magun and authorized by Esa Kirkkopelto)




Basup Pudbd | Anonornwa ovweswpnoro?

+++

Korza He4To KaxeTcs «OUeBHIHEHIIEH BELbI0 B MHPE», 3TO 3HAYMT,
YTO BCSKas MOMBITKA MOHATH 3TOT MUP MpoBaimiack. (1)

+++

IIpounTaHHbIll CKBO3b IPU3MY YCTaJIOCTH, Bonpoc «[louemy
Bpext?» kakeTcs MpoJIOToM K aroJI0TUH OYEBUIHOTO. XOTS
OpeXTOBCKasi SCTETUKA SIBIACTCS HeOmuy#coaemoti 9acThio
KyJIBTYPHOTO HACJIEAUsI COBPEMEHHOCTH, €€ MOJUTHIECKOE 3HAUCHHE
eIl TOIBKO MPEACTONT BEPHYTh. JTO MOHATHO. BpexToBckuit opeon
— JKCHIIMHBI B KOCBIHKAX, MY KYMHBI B pab04nX KeTKax, IeHUe
IIaPMaHKH, CUJIbHBIM CBET, pEAKUE ONOPbI KOHCTPYKIUH, 1elCTBUE,
Ppa3bIrpeIBaEMOE KaK MOXKHO OJIFDKE K pamIle, — MpeBpaTHics B
CTHIIMCTUYECKUH pecypc COBpEMEHHOMN KylbTypbl. MeTos bpexra
ObLT pa3oOpaH Ha Psifl KAHPOBBIX COCTABISIIONINX, HHCTPYMEHTApHI
JUIS TIPOU3BOZCTBA 3HAHMA. BpexT u moBciony 1 HUTAE, YTO MPUBOJHUT
K CTPaHHOM CMECH HOCTAJIbIUU U «ycTanoctu oT bpexra». bpexr,
OBITb MOXET, U Heomuydicoaem, HO Tae bpexT — momuTuaecKuit
XYIOXKHHK, TPAKTHYECKUH Puiocod, MapKcucT?

He nouemy BpexT, HO — Kakoit bpext?

+++

M-p Crpurumuar: M-p bpexr, He Mmornu 051 BB cka3ats Komurery,
CKOJIBKO pa3 BbI ObIBasM B Mockae?

M-p Bpext: Iloxanyiicta. Mens npuramani B MOCKBY JBaX/bl.
M-p Crpurumnr: Kro Bac mpurmamran?

M-p Bpexr: [lepBblii pa3 MEHs IPUIIIACHIN TOKa3aTh (GUIbM,
JOKyMEHTaJbHBIN (QUIbM, KOTOPBIi 51 TOMOT CHATH B bepiuHe.
M-p Crpurutunr: Kak Ha3siBaics 31oT Guibsm?

M-p Bpexrt: Ha3zpanue... 310 Ha3BaHue bepinHCKOro npuropoaa,
Krone Bawmre.

M-p Crpurutunr: Koraa Bbl 66Ut B MOCKBE, BbI BCTPEYAIUCH C
Cepreem TpeTbIkoBBIM?

M-p Bpext: C TpeTbsKOBBIM — J1a, BCTpeyayicsa. ITO PyCCKHH
Jpamarypr.

M-p Crpurmunr: [Tucatens?

M-p Bpext. [la. OH nepeBen Koe-KaKue MOM CTUXHU U, TyMalo, OAHY
mbecy.

M-p Crpumnunr: ['ocionus Ilpencenarens, «HTepHaMOHATBHAS
Jluteparypa» Ne 5 3a 1937 roa, uzgannas ['ocynapcTBeHHBIM
U3/1aTeNbCTBOM «XyIOKECTBEHHAs IUTepaTypa» B Mockae,
Hareuarana cTtateio Ceprest TpeTbskoBa, BEAYIIETO COBETCKOTO
nucarens, 00 HHTEPBBIO, KOTOpOe OH B3s1 y M-pa bpexra. Ha
CTpaHHMIIE HIECTAECIT OH TOBOPHT: «...BpexT uzyuaer u mutupyer
JlennHa KaK BEMKOTO MBICIUTENS U KaK BEITMKOTO MacTepa Mpo3bl.
TpanunuonHas npama nzo0paxaeTr 60ps0y KIIaCCOBBIX HHCTHHKTOB.
Bpext TpedyeT, 4ToOBI Ha MECTO GOPHOBI KIIACCOBBIX HHCTHHKTOB
npuiia 6ops0a 0OIECTBEHHOTO CO3HAHMUS, OOIIECTBEHHBIX
yoexxaennit. OH yTBEpKIaeT, YTO CUTyalusl He TOJIBKO JOIKHA
YyBCTBOBATHCS, HO JOJDKHA OBITH 00BSICHEHA-BHIKPHCTAIUTH30BAHHA
B UJIEI0, KOTOPas IEPEBEPHYT MUPY.

Brl BcmomuHaeTe 3T0 HHTEPBBIO, M-p bpexT?

M-p Bpext: Het. (Cmex.) DT0, TOHKHO OBITH, HATUCAHO JIET
JIBaJaTh HA3a/ UM OKOJIO TOro. (2)

+++

TIpoGnema B ToM, uTo nuHHA pacciuenoBanus «Ilouemy Bpext?» Tak
K€ HEOTJEeMUMa OT TOTaIbHOCTH COBPEMEHHOTO KyIETYPHOTO
MIPOU3BOJCTBA, KaK U caM bpexT. Bo3Bpalenue u nojuTuko-
3CTEeTHYECKas aKTyalu3alus HeHTPaIN30BaHHBIX MBICTUTENCH-
MapKCHCTOB PHUCKYET CETOAHS NMPEBPATHTHCS B CPEACTBO
PEKOHCTPYKIIMH UACHTUYHOCTH (OpeH/a): KaK TOJIBKO JEeBble BHOBb
YCTaHOBSIT TETEMOHUIO HaJl CBOUM HEHTPATN30BaHHBIM MPOIIIBIM,
3alyCTHB €ro MEXaHu3M B paboTy, uX (JIEBBIX) MOXKHO OyaeT
UICHTH(HULIMPOBATD U TEM CaMbIM JIBUHYTh Ha PHIHOK — 0€3 HUYETO,
B O/IHOM CBOEH PEKOHCTPYUPOBAaHHOW UJIEHTUYHOCTH.

OT0 3HaMEHyeT MPEeCIOByTOE Havyaja KOHI[A, IPEKAE YeM Hauaio
yCIIeeT HayaThCsl.

+++

®on Tpuep: D10 HcTopus ocHoBaHa Ha TekcTe bepTtonbra Bpexra. D10 mecHs [mecHs «[luparku [ xernn» u3 « Tpexrpomosoit
oTephI», KOTOPYIO BBl HABEPHSAKA 3HAaeTe, 0 Kopabile, 3aXOAAIIEM B TaBaHb. Y HETO MATHIAECAT IMyIIeK 1 MHOTO MadT. [3BOHHUT
MoOunbHEIH Tenedon Pon Tpuepa, y Hero 3HakoMmast menoausa. ©oH Tpuep oTBeyaeT, HO Ha TOM KOHIIE Pa3lacTCsl MOTYaHuE. |
Kamura: Kakas xopomast menoaus!

®on Tpuep: [a, ato UaTepHannonan!

Kamuma: Pacckaxxute monoapo6Hee o necae bpexra. (3)

+++

‘YcTaHOBIIEHHAS «CJI€Ba» OMOMONIUTHYIECKOTO KyJIBTYPHOTO HOJIS, Bes OeclieHHast paboTa 1Mo TPyJ0eMKOH PeKOHCTPYKIUN 1
aKTyaJlM3allid METOJI0B CTAHOBUTCS aOCTPAaKTHBIM MPOU3BOJUTENBHBIM TPyAOM. B 3TOM cMbIciie oTBeT Ha Bompoc «Ilouemy
Bpext?» cTankuBaeTcs JIMIOM K JIUILYy C HEPEOJOIUMOI HETaTHBHOCTBIO: MTOZOOHO BCEMY OCTAIbHOMY, OH PUCKYET OBITH
BKIIIOYEHHBIM B Kau€CTBE IyCTOH (UTypHI, TOBapa, OTIYKIEHHOTo oT cebst camoro. Min, ecnu coBcem 6e3 0OMHSKOB, OTBET Ha
Borpoc «ITouemy BpexT?» mompocTy KaXeTcsl CIHIIKOM OUeBHIHBIM, YTOOBI 00€CHEYUTh OTIIPABHYIO TOUKY ISl KAKOH-TTHO0
CoAepKaTeIbHON THANCKTHKN.

+++

Mactep ['erens yunm: Bce, 9TO CyIIECTBYET, €CTh TOJIBKO O1arofapsi TOMy, 4TO TaKXKe HE €CTh; 3TO 3HAYUT, — Ol1arofaps Tomy, 4To
OHO CTAaHOBHTCS WM HcYe3aeT. B CTaHOBIEHUN CONEPKUTCS Obimue U Hebblmue, TOUHO TaK XKe U B CTaHOBICHUH. CTaHOBIIEHHUE
MEPEXOIUT B UCUE3HOBEHHUE, A NCUE3HOBEHNE — B CTAaHOBJIEHHE. M3 ncuesaronel BeImu noiayvyaeTcs Apyras Belllb, B
CTAHOBSIICHCS BEIIN HCY€3aeT Apyras Bellb. TakuM o0pa3oM, TIOKOS HET HU B BellaX, HM B HabIrogaTesne. Yke B mpoliecce
TOBOPEHHS ThI, TOBOPSIINI, N3MEHSCIILCS, U U3MEHSAETCS TO, O YeM ThI TOBOpHIIL. Ho mycTh faxe B Kax0i HOBOII BEIIN €CTh
HEYTO CTapoe, HO BCE-TAKN COBEPIIEHHO CBOOOAHO MOXKHO TOBOPUTH O HOBBIX M CTAPHIX BeUIax. Y TeX, KTO MPaBMILHO
npuMeHseT Benukuit MeToa, MaHepa rOBOPUTH CTAHOBHUTCS HE Oosiee HEONpPEAEIeHHOH, a Ooee onpeneneHHON.

Macrep I'erenp ckazan: Bemu — 370 cOOBITH. COCTOSHHS — 3TO MpoLecchl. [Iponeccr — 3To mepexonst. (4)

+++

HWtak, 4To eClii yTBEPIUTEIbHYIO0 PEKOHCTPYKINIO bpexTa NOHUMAaTh Kak 00XOZHON MaHEBD, «IOAPBIBHOE YTBEPKICHHUEY, KK
HEYTO, YTO KKETCSl OYEBUIHBIM H, CIEIOBATENHHO, NPHEMIIEMBIM IS TOCTIOACTBYIOIIETO (J1MOepalibHOr0) 00pas3a-ToBapa JeBbIX,
HO B JICHICTBUTEIILHOCTH MOPBIBAET C JOMUHHUPYIOUINMHU CTEPEOTUIIAMH JIEBOH KYNbTYpHOH uaeHTuaHoctu? Plumpes Denken
(OpexTOBCKHUI TEPMUH JUI TPyOOT0 MaTepHaIlCTHYECKOTO MBIIUIEHHS) HE BCETAa CTOIb OUEBHIHO, KAKUM OHO KaxkeTcs. iHorna
HEo0X0IMMO OBITh XHTPOYMHBIM. IHOTIa HEOOXOMMO NPU3HATH, YTO TBOM BPAru OIIHOAIHCH.

+++

Onnaxasl rocrionus KoiiHep, MblcnuTenb, BbICKa3acs IPH OOJIBIIOM CKOIUICHHUH JIFOAEH MPOTHB BIACTH CHIIBI M 3aMETHII, YTO
JIIONIU TIepell HUM OTCTYNaloT U yXxonsaT. OH o0epHyics u yBuaen 3a coboit Cuiy.

”Yro ThI cKa3an?”’, - cpocuna ero Cuna.

5] BbIcKa3aJics 3a CHIly,” - OTBeTII rocrnogus Koiinep.

Korna rocriogun Koiinep yren, y4eHUKH CIIPOCHIN €T0 O BHYTPEHHEM CTEPXKHE.

Tocnonuu Koitaep orBeuan: “SI 6e3xpeOeTHbIH, U MOCKOJIBKY MHE HEUEro JOMaTh, TO s MPOXKHUBY Aoublie, yem Cuna.”

U rocnoaun KoliHep pacckasai clieayIoIyo HCTOPHUIO:

B kBapTHpy rocrnoanHa Orre, KOTOPbIH Hay4IHIICS TOBOPUTH HET, IPHIIE OJHAX/Abl, BO BpeMeHa 0e33akoHHs, areHT. OH 1mokasan
JIOKyMEHT, BBIZIAHHBII TEMHU, KTO MTPAaBUII TOPOJIOM, U B KOTOPOM OBLIO HAIKMCaHO, YTO €My JOJDKHBI IPHHAATIEKATH BCE
KBapTHUPHI, B KOTOPbIE CTYMMJIA €T0 HOTa, M BCS €71a, KOTOPYIO OH 3aTpedyeT, U CIIY>KHTh €My JOIKEH ObIT BCAKHUH, KOTO OH
YBHAMT. areHT CEJI Ha CTYJ, HOTPeOOBAI €/ibl, TOMBUICH, YJIErcss Ha KpoBaTh U CHPOCHIL, JIeKa JIMIOM K CTeHE, Hepes TeM, KaK
3acHyTbh: “TbI Oyzmems MHe ciyxuTh?” Tocmoaun Orre YKpbUT ero o/esjioM, IPOTHal MyX, Ha/3Upajl Haj ero CHOM U
CITyIIAJICSI €T0 €Ille CEMB JIET, KaK B 3TOT JeHb. Ho, 4T0OBI OH HU Jienall, OT OJHOTO OH BO3EPIKUBAJICS: HE TOBOPUII HH CIIOBA.
Korpa ke mpoImiy ceMsb JIeT, U areHT CTall TOJICT OT MHOTHX KyIIaHHH, CHOB U MPHKa30B, ATeHT ymep. Toraa rocrnoaux

Orre 3aBepHyYI €ro B HCIIOPYEHHOE OAIEANIO0, BBITAIMII U3 IOMa, TOMBLI JIOXKE, TIOKPACHI CTEHBI, BBIIOXHYI U OTBETHUII:

“Her.” (5)

(1) Bertold Brecht, interview with Luth Otto, in Brecht on Theatre: the Development of an Aesthetic, ed. and tr. by John Willett,
Hill and Wang, New York, 1964, p. 70-71.

(2) Bertold Brecht interrogated by the House Unamerican Activities Committee, October 30" 1947, http://eee.uci.edu/programs/
humcore/archives/HUACBrecht.htm

(3) Marit Kapla, Lars von Trier, Our Town, Filmmaker Magazine, 6/11/02, http://www.filmmakermagazine.com/archives/
online_features/our_town.php

(4) bepmonom bpexm, Me-mu. Knuea nepemen. Ilep. c nem. Cepees 3emnanozo. Cobpanue uzbpannuvix couunenui. T. I Ilpo3sa.
Hszoamenvcmeo «Jlozoc-Anvmepay, «Ecce homoy, 2004.

(5) Bertold Brecht, Stories of Mr. Keuner (translated by Martin Chalmers), San Francisco: City Lights 2001, p. 3-4

Jasuo Pugg (poo. 1975) xyoodcecmaennbiii Kpumux, nepesoouux, sxcueem 6 Mockee, unen paboueti epynnot “Umo Jenamo?”
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David Riff | An Apology

+++

When something seems ‘the most obvious thing in the
world' it means that any attempt to understand the world
has been given up. (1)

+++

Read through the lens of fatigue, the question “Why
Brecht?’ seems to preface an apology of the obvious.
Though the Brechtian aesthetic is an inalienable part of
modernity’s cultural legacy, its political significance has
yet to be recaptured. So much is clear. The Brechtian
aureole —women in kerchiefs, men in worker’s caps,
hurdgy-gurdy organ music, stark lighting, sparse props,
proximal action played out in the ramp lights — has become
astylistic resource for contemporary culture. The Brechtian
method has been disassembled into an array of generic
components for the toolkit of knowledge production.
Brecht is both everywhere and nowhere, leading to a
strange mixture of nostalgia and “Brecht fatigue.” Brecht
may be inalienable but where is Brecht the political artist,
the practical philosopher, the Marxist? Not why Brecht, but
which Brecht, wither Brecht?

+++

MR. STRIPLING: Mr. Brecht, could you tell the
Committee how many times you have been to Moscow?
MR. BRECHT: Yes. | was invited to Moscow two times.
MR. STRIPLING: Who invited you?

MR. BRECHT: Thefirst time| wasinvited to show a
picture, a documentary picture | had helped to makein
Berlin.

MR. STRIPLING: What was the name of that picture?
MR. BRECHT: The name-it is the name of a suburb of
Berlin, Kuhle Wampe.

MR. STRIPLING: While you were in Moscow, did you
meet Sergei Tretyakov?

MR. BRECHT: Tretyakov, yes. That is a Russian
playwright.

MR. STRIPLING: A writer?

MR. BRECHT: Yes. He translated some of my poems and,
| think, one play.

MR. STRIPLING: Mr. Chairman, International Literature
No.5, 1937, published by the State Literary Art Publishing
House in Moscow had an article by Sergei Tretyakov,
leading Soviet writer, on an interview he had with Mr.
Brecht. On page 60, it states: “[...] Brecht studies and
guotes Lenin as a great thinker and as a great master of
prose. The traditional drama portrays the struggle of class
instincts. Brecht demands that the struggle of class instincts
be replaced by the struggle of social consciousness, of
social convictions. He maintains that the situation must not
only be felt, but explained-crystallized into the idea which
will overturn the world.”

Do you recall that interview, Mr. Brecht?

MR. BRECHT: No. (Laughter.) It must have been written
twenty years ago or so. (2)

+++

The problem is that the line of interrogation of “Why
Brecht?’ is as inseparable from the totality of
contemporary cultural production as Brecht himself. By
now, the recapture and politico-aesthetic actualization of
neutralized Marxist thinkers constantly runs danger of
becoming a means of reconstructing an identity (brand):
once the left has reestablished hegemony over its
neutralized past, setting its devices to work in a new
historical situation, it (i.e. the left) can be identified and
thus brought to market, wearing nothing but its
reconstructed identity. This marks the proverbial beginning
of the end, before the beginning has begun to become.
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of the Obvious?

+++

von Trier: The story is based on a text by Bertolt Brecht. It's a song [the “ Pirate Jenny” song from The Threepenny Opera] that
I’m sure you know, about a ship that comes to a harbor. It has 50 cannons and many masts. [von Trier’s cell phone rings, playing
afamiliar tune. He answers, but there is no response].

Kapla: What a good tune!

von Trier: Yes, it's the International e!

Kapla: Tell us more about the Brecht song. (3)

+++

Installed as “on the |eft” of the biopoalitical cultural field, all of the invaluable work undertaken in painstakingly reconstructing
and actualizing methods becomes abstract, productive labor. In this sense, the answer to the question “Why Brecht?’ faces an
overwhelming negativity: like anything else, it runs danger of being included as an empty figure, a commodity ultimately
alienated from itself. Or to put in the plainest terms possible, the answer to the question “Why Brecht?” just seems too obvious to
supply a point of departure for any meaningful dialectic.

+++

Master Hegel taught: all that is only becomes by that it also is not, i.e. in that it becomes or passes. Being and non-being isin
becoming as in passing. Becoming merges into passing and passing into becoming. The passing thing becomes another; in the
becoming thing another passes. Thus, there is no rest in things, nor is there in its observers. Only by speaking, you, the speaker,
change yourself, and that what you are speaking about changes. But if every new thing already contains something old, one can
still speak of new and old things quite well. The way of speaking of those who use the Great Method properly does not become
less definite but more defined.

Master Hegel said: things are occurences. States are processes. Processes are transitions. (4)

+++

So what if the affirmative reconstruction of Brecht were understood as a diversion, a “subversive affirmation”, as something that
seems obvious and therefore acceptable to the hegemonia (liberal) image-commodity of the left, but actually breaks with the
dominant stereotypes of |eftist cultural identity? Plumpes Denken (Brecht’s term for blunt materialistic thinking) is not always as
obvious as it seems. Sometimes you have to be subtle. Sometimes you have to admit that your enemies are wrong.

+++

As Mr. Keuner, the thinking man, was speaking out against power in front of alarge audience in ahall, he noticed the peoplein front
of him shrinking back and leaving. He looked round and saw standing behind him — Power. “What were you saying?’ Power asked
him. “I was speaking out in favor of Power,” replied Mr. Keuner.

After Mr. Keuner had left the hall, his students inquired about his backbone. Mr. Keuner replied: “1 don’t have a backbone to be
broken. I'm the one who has to live longer than Power.”

And Mr. Keuner told the following story:

One day, during the period of illegality, an agent entered the apartment of Mr. Eggers, a man who had |earned to say no. The agent
showed a document, which was made out in the name of those who ruled the city, and which stated that any apartment in which he
set foot belonged to him; likewise, any food that he demanded belonged to him; likewise, any man whom he saw, had to serve him.
The agent sat down in a chair, demanded food, washed, lay down in bed, and, before he fell asleep, asked, with his face to the wall:
“Will you be my servant?”’

Mr. Eggers covered the agent with a blanket, drove away the flies, watched over his sleep, as he had done on this day, obeyed him
for seven years. But what he did for him, one thing Mr. Eggers was very careful not to do: that was, to say asingle word. Now, when
the seven had passed and the agent had grown fat from all the eating, sleeping, and giving orders, he dieed. Then Mr. Eggers
wrapped him in the ruined blanket, dragged him out of the house, washed the bed, whitewashed the walls, drew a deep breath and
replied: “No.” (5)

Sources:

(1) Bertold Brecht, interview with Luth Otto, in Brecht on Theatre: the Development of an Aesthetic, ed. and tr. by John Willett,
Hill and Wang, New York, 1964, p. 70-71.

(2) Bertold Brecht interrogated by the House Unamerican Activities Committee, October 30" 1947, http://eee.uci.edu/programs/
humcore/archivesyHUACBrecht.htm

(3) Marit Kapla, Lars von Trier, Our Town, Filmmaker Magazine, 6/11/02, http://www.filmmaker magazine.conmvarchives/
online_features/our_town.php

(4) Bertold Brecht, Me-ti: The Book of Changes, http://www.dada-hoelz.de/meti/b_meti3.html. Translation: DR

(5) Bertold Brecht, Stories of Mr. Keuner (translated by Martin Chalmers), San Francisco: City Lights 2001, p. 3-4

Notes:

*The German “Gewalt” (force) can be understood as both “power” (i.e. Rechtsgewalt=force of law) and “violence”
(Gewalttétigkeit).

**The German “lllegalitét” (illegality) denotes the state under which parties or people are declared illegal and forced into hiding.
Brecht is obviously referring to the prohibition of the political opposition under National Socialism.

David Riff (born 1975) art critic, translator, livesin Moscow, member of the workgroup “ Chto Delat?”

WHOEVER HAS RECOGNIZED
THEIR CONDITION -

HOW CAN ANYONE STOP THEM?
AND NEVER WILL BECOME:
ALREADY TODAY!



BEPTONbDL BPEXT | XBANA JHANEKTHKE

KpuBga yBepeHHbiM warom cerofna HAeT no 3emne.
KpoBonniubl ycTpansawTca Ha ThiCAYENeThA.
Hacunbe Bewaer: «Bce npebyper naBeyHo, Hak ecTb».
Yenoeuecknii ronoc He moxer npobHTbCA

CKBO3b BOH BNAcTb HMYUHX,

H Ha Kampom yrny Kcnayatauua npososrnawaer:
«fl xo3aiKa Tenepb».

A yrueteHHbie HbIHYE TONKYIHOT:

«Hawhm nagexpam He cObITbCA e HHKOTRA».
Echn o KHB, He rosopn: «HHKorpa»!

To, uyTo npoyHo, HempouHo.

Tak, Kak ecTb, He OCTaHETCA BEYHO.

Yruetatenu BbiCKaKyTcA — YrHeTeHHbie 3aroBopArT.
Ko nocmeer cKkasatb «HHKOTfa»?

Kro 8 otgere 3a 1o, uto yruetenve musyue? Mol.
Kro B otBete 3a 1o, ut06bl COpoCHTL ero?

Toxe Mbl.

Tor nponrpan? bopuce.

MoGempenubidi ceropna nobepntenem cTaner 3aBTpa.
Echu cBoe nonoxenne Tol 0CO3Han,

passe MOMKewb Tbl C HHM NPUMHpPHTHCA?

H «Hukorga» npespatutca B «Cerogna»!
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Today, injustice goes with a certain stride,

The oppressors move in for ten thousand years.
Force sounds certain: it will stay the way it is.
No voice resounds except the voice of the rulers
And on the markets, exploitation says it out loud:
| am only just beginning.

But of the oppressed, many now say:

What we want will never happen

Whoever is still alive must never say “never”!
Certainty is never certain.

It will not stay the way it is.

When the rulers have already spoken

Then the ruled will start to speak.

Who dares say “never”?

Who's to blame if oppression remains? We are.
Who can break its thrall? We can.

Whoever has been beaten down must rise to his feet!
Whoever is lost must fight back!

Whoever has recognized their condition —

how can anyone stop them?

Because the vanquished of today

will be tomorrow’s victors

And never will become: already today!
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