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Dmitry Vilensky: As we begin our conversation about potentialities, we need to make a precise
link to our contemporary reality. We need to try and discover what potentialities are arising
now, in a period that, in the last issue of this newspaper, we characterized as reactionary. As
we found out when we talked with a number of people, both in Russia and elsewhere, most of
our interlocutors are in a state of disenchantment; they spoke of their melancholy, of feeling
disoriented. That is to say, many people who were full of hope not so long ago (when, as it
seemed, a new set of possibilities opened up) now have a greater and greater sense of limits,
of the impossibility of realizing their potential. An important personal experience for me was the
failure to mobilize for the Petersburg counter summit: the opposition demonstrated its bankruptcy
at all levels; the limitations of the movement became quite apparent. Of course everyone loses
heart and says to himself, Well, whatever: I’ll mind my own business, worry about my career,
make some money, take care of my family. One guy escapes into Buddhism, another into
Russian Orthodoxy; some people retreat into everything all at once. Once again we see a
boom of esoteric practices. Once again the question arises: if our ability to realize our desires
and possibilities is more and more limited, then where are our potentialities formed—potentialities
that, I persist in hoping, might be actualized by the course of history?
For me, this is the central problem. To me it’s apparent that the only thing that can have potential
is “living labor,” labor power, which Negri sets over against Agamben’s “bare life.” In Negri’s
account, this is a vitalist concept: there is the power of labor, living labor, which is capable of
innovation, including political innovation. This, then, is a potentiality that might be actualized.
The paradox of the Russian conjuncture, I think, has to do with the fact that in Russia, historically,
labor has been completely non-productive: it’s either slave labor or something else of the sort.
In Russia, labor has no dignity whatsoever; it isn’t respected. This gives rise to a number of
questions. Why is it that in Russia labor really is in this non-productive, degraded state? Why
is society’s attitude to it negative? To put it crudely, why is it better to goof off than to labor?
That is to say, here in Russia labor isn’t something that emancipates; clearly, it only enslaves
you. Hence the contempt it’s held in. Judging by the latest sociological research, people see
labor as nothing else than a means to earn money.
Again, what did we witness during perestroika? An unbelievable potential that was apparently
emancipated by the abolition of administrative barriers. At an early stage in the process, after
all, completely acceptable legislation on community enterprises was introduced. Under this
legislation, any company could have become community-managed. No one took advantage of
this opportunity, however. The experiment didn’t take off at all; this particular potential wasn’t
realized.

Alexander Skidan: In Russian, work (rabota), worker (rabochii), and slave (rab) all share the
same root. Work is unconsciously associated with slavery; labor (trud), with Soviet-era slogans
(like Peace, Labor, May) that have left a bitter taste in our mouths, and with “difficulty” (trudnostiu).
This isn’t just folk-etymology: historically, the majority of the Russian population always
experienced labor as forced labor. The Soviet period wasn’t an exception. There were, of
course, outbursts of genuine worker enthusiasm (the first Five-Year Plan, the industrialization
drive, the virgin lands campaign), but the tragedy was that the fruits of this enthusiasm were
expropriated by the ruling class, the Party nomenklatura. Hence, the famous lines about the

Soviet hammer and sickle: “Reap what you sow, strike the iron while it’s hot / All the same
you’ll end up with squat.” This is not to mention the labor camps and the whole Gulag system,
where labor was experienced as a curse.
This definitely left its mark. Nowadays, of course, things aren’t quite this way (for a certain
elect few), but the deep-level psychohistorical matrix continues to make itself felt, just as other
structures, dating back to the age of the Domostroi (a 16th-century Muscovite compendium of
household rules) and various princely “duties” and “indulgences,” continue to be felt as well.
Officers in our army still employ our soldiers as a free slave-labor force; in prisons, any form of
work is considered a means of humiliation. And the army and the prisons provide the two most
honest “snapshots” of our society.
 I would like, however, to take your film about the summit (Protest Match. Kirov Stadium. July
14–15, 2006) as a starting point. At first glance, nothing but disappointment and sadness
arises when you watch the film. Total resignation, a total inability to mobilize and organize. On
the other hand, though, I started to think about what lesson we could draw from this experience
and I came to the conclusion that not everything is so grim. Because this experience of
disenchantment is important. Badiou’s thought about the traditional forms of revolutionary
mobilization and organization, such as the party and even the movement, are thus confirmed.
They probably have really outlived their usefulness; as he puts it, they have reached their
saturation point. That’s why the principal task today is to find the means to create new forms.
(For Badiou, of course, this is tied to his critique of multitudes, which he considers a petit-
bourgeois movement; I see a lot of justice in this critique.)
Hence the next move: maybe it wasn’t such a bad thing that the counter summit fell through.
It had to fail because from the get-go it was implicated in a logic laid down by the system, by
the G8 summit. That is to say, it turns out that protest groups have to mirror this logic, to adapt
themselves to the G8 summit’s dates, venues, and agenda. It’s the same thing in the cultural
sphere. I think there’s more perspective in seeking out alternative spaces and constructing an
alternative logic, in devising one’s own events, than in linking them to what the system has to
offer.
My second point was inspired by something Badiou said. In an interview, he talks about
remaining faithful to two historical events that also had personal meaning for him: the struggle
against the colonial war with Algeria and May ’68. What event should we be faithful to here in
the Soviet Union and post-Soviet Russia? This is important: it is the axis around which our
identity is constructed. It’s terrifying to ask this question. There are three of us and we might
attempt to figure out what this one event is for the three of us, but if there were even five
people here I’m afraid we wouldn’t be able to find one thing that binds us all. We could say
abstractly that we’re united by October 1917, but the problem is that this isn’t a personal
event, something that happened in our lifetimes. The experience of perestroika was so
heterogeneous that it’s difficult to appeal to it as a binding force. If perestroika, after all, began
with slogans like “socialism with a human face,” “the return to Leninist norms,” and the
dismantling of Stalinist bureaucratic army-barracks socialism, then within a year or two everyone
had started talking about dismantling socialism altogether. In the late eighties, society was
ideologically prepared for a capitalist restoration, although no one talked about this directly
then; they talked, rather, about the free market. Where, then, does the general line of our
faithfulness run? For me, this is the fundamental question nowadays.

Äìèòðèé Âèëåíñêèé: Ìíå êàæåòñÿ, ÷òî, íà÷èíàÿ äèàëîã î «ïîòåíöèàëüíîñòÿõ»,
íåîáõîäèìî ñäåëàòü ÷åòêóþ îòñûëêó ê íàøåé ñîâðåìåííîñòè è îòâåòèòü íà âîïðîñ î òîì,
êàêèå ïîòåíöèàëüíîñòè çàðîæäàþòñÿ ñåé÷àñ — â ìîìåíò, êîòîðûé ìû îõàðàêòåðèçîâàëè â
ïðîøëîì íîìåðå íàøåé ãàçåòû êàê âðåìÿ ðåàêöèè. Êàê îêàçàëîñü èç îáùåíèÿ ñ öåëûì
ðÿäîì ëþäåé, êàê â Ðîññèè, òàê è çà åå ïðåäåëàìè, áîëüøèíñòâî ñîáåñåäíèêîâ ïðåáûâàþò â
ñîñòîÿíèè ðàçî÷àðîâàíèÿ, ãîâîðÿò î ñâîåé äåçîðèåíòèðîâàííîñòè, ìåëàíõîëèè. Òî åñòü
ìíîãèå èç òåõ, êòî åùå íåäàâíî áûë ïîëîí íàäåæä, ïåðåä êåì, êàçàëîñü, îòêðûâàëîñü íîâîå
ïîëå âîçìîæíîñòåé, ñåé÷àñ îùóùàþò âñå áîëüøèå îãðàíè÷åíèÿ, íåâîçìîæíîñòü
àêòóàëèçèðîâàòü ñâîþ ïîòåíöèàëüíîñòü. Äëÿ ìåíÿ âàæíûì âíóòðåííèì îïûòîì, êîãäà ÿ
ÿñíî îñîçíàë îãðàíè÷åííîñòü íàøåãî äâèæåíèÿ, ñòàë ïðîâàë ìîáèëèçàöèè ê êîíòð-ñàììèòó
â Ïåòåðáóðãå. Âñå óðîâíè îïïîçèöèè ïîêàçàëè òîãäà ñâîþ ïîëíóþ íåñîñòîÿòåëüíîñòü.
Ïîíÿòíî, ÷òî ó âñåõ îïóñêàþòñÿ ðóêè, âñå äóìàþò: íó ëàäíî, çàéìóñü ñâîèìè äåëàìè,
êàðüåðîé, áóäó äåíüãè çàðàáàòûâàòü, ñåìüþ îáåñïå÷èâàòü. Êòî-òî â áóääèçì óõîäèò, êòî-òî â
ïðàâîñëàâèå, êòî âî âñå ðàçîì. Îïÿòü ìû âèäèì ïîäúåì êàêèõ-òî ýçîòåðè÷åñêèõ ïðàêòèê. È
âîçíèêàåò âîïðîñ: åñëè ìû âñå áîëåå è áîëåå ëèìèòèðîâàíû â àêòóàëèçàöèè ñâîèõ æåëàíèé
è âîçìîæíîñòåé, òî êàê âñå-òàêè ôîðìèðóåòñÿ íàøà ïîòåíöèàëüíîñòü, êîòîðàÿ, êàê ÿ
ïðîäîëæàþ íàäåÿòüñÿ,  â îïðåäåëåííûé ìîìåíò ìîæåò áûòü àêòóàëèçèðîâàíà õîäîì
èñòîðè÷åñêîãî ïðîöåññà?
Ýòî äëÿ ìåíÿ ýòî öåíòðàëüíàÿ ïðîáëåìà. È äëÿ ìåíÿ î÷åâèäíî, ÷òî åäèíñòâåííîå, ÷òî
ìîæåò îáëàäàòü ïîòåíöèàëîì, ýòî «æèâîé òðóä», living labor, òî, ÷òî Íåãðè
ïðîòèâîïîñòàâëÿåò «ãîëîé æèçíè» Àãàìáåíà. Ó Íåãðè ýòî òàêàÿ âèòàëèñòñêàÿ êîíöåïöèÿ:
âîò, åñòü âëàñòü òðóäà, æèâîé òðóä, êîòîðûé ñïîñîáåí ê èçîáðåòåíèþ, â òîì ÷èñëå
ïîëèòè÷åñêîãî. Ýòî è åñòü ïîòåíöèàëüíîñòü, êîòîðàÿ ìîæåò àêòóàëèçèðîâàòüñÿ. Ïàðàäîêñ
æå ðîññèéñêîé ñèòóàöèè, ìíå êàæåòñÿ, â òîì, ÷òî ó íàñ òðóä èñòîðè÷åñêè ñîâåðøåííî íå
ïðîäóêòèâíûé – òî ýòî ðàáñêèé òðóä, òî åùå êàêîé-òî. È ó òðóäà çäåñü íåò íèêàêîãî
äîñòîèíñòâà, îí íå óâàæàåòñÿ. ß ñòàâëþ çäåñü ìíîãî âîïðîñîâ: ïî÷åìó â Ðîññèè òðóä
äåéñòâèòåëüíî íàõîäèòñÿ â íåïðîäóêòèâíîì, óíèçèòåëüíîì ñîñòîÿíèè, è îòíîøåíèå ê íåìó
â îáùåñòâå – íåãàòèâíîå? Ãðóáî ãîâîðÿ, ëó÷øå íå òðóäèòüñÿ, à âàëÿòü äóðàêà. Òî åñòü òðóä
çäåñü íå îñâîáîæäàåò, à ÿâíî òîëüêî ïîðàáîùàåò. È îòñþäà ê íåìó òàêîå ïðåçðåíèå. Ñóäÿ ïî
ïîñëåäíèì ñîöèîëîãè÷åñêèì îïðîñàì, ëþäè ðàññìàòðèâàþò òðóä êàê ñïîñîá çàðàáîòàòü
äåíåã, íå áîëåå òîãî. Îïÿòü æå, ÷òî ìû âèäåëè â ïåðåñòðîéêó? Íåâåðîÿòíûé ïîòåíöèàë,
âðîäå áû îñâîáîæäåííûé ñíÿòèåì àäìèíèñòðàòèâíûõ áàðüåðîâ – òîãäà âåäü åùå íà ðàííåé
ñòàäèè ââåëè âïîëíå ïðèåìëåìîå  çàêîíîäàòåëüñòâî î íàðîäíîì ïðåäïðèÿòèè, ïî êîòîðîìó
ëþáîå ïðåäïðèÿòèå ìîãëî ñòàòü íàðîäíûì – ýòèì íèêòî íå âîñïîëüçîâàëñÿ, ýêñïåðèìåíò íå
ïîøåë è ýòîò ïîòåíöèàë âîîáùå íå áûë ðåàëèçîâàí.

Àëåêñàíäð Ñêèäàí: Â ðóññêîì ÿçûêå «ðàáîòà», «ðàáî÷èé» è «ðàá» – îäíîêîðåííûå ñëîâà.
Ðàáîòà áåññîçíàòåëüíî àññîöèèðóåòñÿ ñ ðàáñòâîì, à òðóä – ñ íàáèâøèìè îñêîìèíó
ëîçóíãàìè ñîâåòñêèõ âðåìåí âðîäå «Ìèð. Òðóä. Ìàé» è ñ «òðóäíîñòüþ». È ýòî íå ïðîñòî
ñïåêóëÿòèâíàÿ ýòèìîëîãèÿ, èñòîðè÷åñêè òðóä â Ðîññèè – äëÿ áîëüøèíñòâà íàñåëåíèÿ –
âñåãäà áûë ïîäíåâîëüíûì. È ñîâåòñêèé ïåðèîä òóò íå èñêëþ÷åíèå. Êîíå÷íî, áûëè âñïëåñêè
íàñòîÿùåãî òðóäîâîãî ýíòóçèàçìà (ïåðâàÿ ïÿòèëåòêà, èíäóñòðèàëèçàöèÿ, îñâîåíèå
öåëèíû...), íî òðàãåäèÿ â òîì, ÷òî ïëîäû ýòîãî ýíòóçèàçìà ïðèñâàèâàëèñü ãîñïîäñòâóþùèì

êëàññîì, ïàðòíîìåíêëàòóðîé. Îòñþäà è çíàìåíèòûå ñòðîêè ïðî ñîâåòñêèé ãåðá: «Õî÷åøü –
æíè, à õî÷åøü – êóé, // Âñå ðàâíî ïîëó÷èøü õóé». ß óæ íå ãîâîðþ î òðóäîâûõ ëàãåðÿõ è
âñåé ñèñòåìå ÃÓËÀÃà, ãäå òðóä áûë ïðîêëÿòèåì… Ýòî áåçóñëîâíî íàëîæèëî ñâîé
îòïå÷àòîê. Ñåé÷àñ, êîíå÷íî, âñå îáñòîèò íå ñîâñåì òàê (äëÿ îïðåäåëåííîãî ÷èñëà
èçáðàííûõ), íî ãëóáèííàÿ ïñèõî-èñòîðè÷åñêàÿ ìàòðèöà ïðîäîëæàåò ñêàçûâàòüñÿ, êàê
ïðîäîëæàþò ñêàçûâàòüñÿ è äðóãèå – âîñõîäÿùèå ê ýïîõå «äîìîñòðîÿ», «ïîäàòåé» è «ïîäà÷»
ñ êíÿæåñêîãî ñòîëà – ñòðóêòóðû. Ñîëäàòèêîâ â àðìèè äî ñèõ ïîð îôèöåðû èñïîëüçóþò êàê
áåñïëàòíóþ ðàáñèëó; â òþðüìàõ ëþáàÿ ðàáîòà – çàïàäëî. À àðìèÿ è òþðüìà – äâà ñàìûõ
«÷åñòíûõ» ñëåïêà ñ íàøåãî îáùåñòâà.
Íî ÿ áû õîòåë îòòîëêíóòüñÿ îò òâîåãî ôèëüìà î êîíòð-ñàììèòå. Íà ïåðâûé âçãëÿä, íè÷åãî
êðîìå ðàçî÷àðîâàíèÿ è ïå÷àëè íå âîçíèêàåò. Ïîëíàÿ ðåçèíüÿöèÿ, ïîëíàÿ íåñïîñîáíîñòü
ìîáèëèçîâàòüñÿ è ÷òî-òî ïðåäïðèíÿòü. Íî ñ äðóãîé ñòîðîíû, òû çíàåøü, ÿ ñòàë äóìàòü,
êàêîé èç ýòîãî îïûòà ìîæíî âûíåñòè óðîê, è ïðèøåë ê âûâîäó, ÷òî íå âñå òàê óæ ïå÷àëüíî.
Â òîì ñìûñëå, ÷òî ýòîò îïûò ðàçî÷àðîâàíèÿ âàæåí, ïîòîìó ÷òî îí ïîäòâåðæäàåò ìûñëü
Áàäüþ î òðàäèöèîííûõ ôîðìàõ ìîáèëèçàöèè è îðãàíèçàöèè ðåâîëþöèîííîãî äåéñòâèÿ,
òàêèõ êàê ïàðòèÿ èëè äàæå äâèæåíèå: âåðîÿòíî, îíè äåéñòâèòåëüíî èçæèëè ñåáÿ. (Ñì. åãî
èíòåðâüþ î «ðîäîâîé èäåíòè÷íîñòè ðàáî÷åãî êëàññà».) Äîñòèãëè, êàê îí âûðàæàåòñÿ,
ïðåäåëà íàñûùåíèÿ. Ïîýòîìó ãëàâíàÿ çàäà÷à ñåãîäíÿ – íàéòè ñïîñîáû ñîçäàíèÿ íîâûõ
ôîðì. (Êîíå÷íî, ó Áàäüþ ýòî çàâÿçàíî è íà êðèòèêó ìíîæåñòâ, êîòîðûå îí ñ÷èòàåò
ìåëêîáóðæóàçíûì äâèæåíèåì, è ÿ âèæó â åãî êðèòèêå ìíîãî ñïðàâåäëèâîãî.) Îòñþäà
ñëåäóþùèé øàã: ìîæåò áûòü íå òàê óæ è ïëîõî, ÷òî êîíòð-ñàììèò ïðîâàëèëñÿ, îí è äîëæåí
áûë ïðîâàëèòüñÿ, ïîòîìó ÷òî èçíà÷àëüíî áûë âñòðîåí â ëîãèêó, äèêòóåìóþ ñèñòåìîé,
ñàììèòîì Áîëüøîé âîñüìåðêè. Òî åñòü ïîëó÷àåòñÿ, ÷òî ïðîòåñòíûå ñèëû äîëæíû çåðêàëèòü
ýòó ëîãèêó, ïîäñòðàèâàòüñÿ ïîä íåå, íà÷èíàÿ îò âðåìåíè è ìåñòà ïðîâåäåíèÿ G8 è
çàêàí÷èâàÿ ïîâåñòêîé äíÿ. Êàê è â ñôåðå êóëüòóðíîãî ïðîèçâîäñòâà, ìíå ïðåäñòàâëÿåòñÿ
áîëåå ïåðñïåêòèâíûì èñêàòü àëüòåðíàòèâíûå ïðîñòðàíñòâà è âûñòðàèâàòü àëüòåðíàòèâíóþ
ëîãèêó, èçîáðåòàòü ñîáñòâåííûå ñîáûòèÿ, íå ïðèâÿçûâàÿ èõ ê òîìó, ÷òî óæå ïðåäëàãàåòñÿ
ñèñòåìîé.
Òåïåðü ÿ ïåðåõîæó êî âòîðîìó ïóíêòó. Â ñâîåì èíòåðâüþ Áàäüþ ãîâîðèò î âåðíîñòè äâóì
ñîáûòèÿì, èñòîðè÷åñêèì è îäíîâðåìåííî åãî ëè÷íîé æèçíè: áîðüáå ïðîòèâ êîëîíèàëüíîé
âîéíû ñ Àëæèðîì â êîíöå 1950-õ è Ìàþ 68-ãî. À ìû, çäåñü, â Ñîâåòñêîì Ñîþçå è
ïîñòñîâåòñêîé Ðîññèè, êàêîìó ñîáûòèþ ìû äîëæíû õðàíèòü âåðíîñòü? Ýòî âàæíî, ïîòîìó
÷òî â êàêîì-òî ñìûñëå ýòî îñü, âîêðóã êîòîðîé âûñòðàèâàåòñÿ íàøà èäåíòèôèêàöèÿ. Åñëè
çàäàòüñÿ ýòèì âîïðîñîì, òî ñòàíîâèòñÿ ñòðàøíî, ïîòîìó ÷òî… õîðîøî, íàñ çäåñü òðîå, è
ìû ìîæåì ïîïûòàòüñÿ äëÿ ñåáÿ îïðåäåëèòü ýòî ñîáûòèå, íî åñëè íàñ áóäåò óæå õîòÿ áû
ïÿòåðî, áîþñü, ìû íå ñìîæåì íàéòè íå÷òî åäèíîå, ÷òî íàñ áû îáúåäèíÿëî. Íåò, àáñòðàêòíî
ìû ìîæåì ñêàçàòü: Îêòÿáðü 1917 ãîäà, íî ïðîáëåìà â òîì, ÷òî ýòî íå áûëî ñîáûòèåì
íàøåãî ëè÷íîãî îïûòà, íàøåé æèçíè. Îïûò ïåðåñòðîéêè áûë íàñòîëüêî ðàçíîðîäåí, ÷òî ê
íåìó òðóäíî àïåëëèðîâàòü êàê ÷åìó-òî åäèíîìó. Âåäü íà÷èíàëàñü ïåðåñòðîéêà ïîä
ëîçóíãàìè «ñîöèàëèçìà ñ ÷åëîâå÷åñêèì ëèöîì», «âîçâðàùåíèÿ ê ëåíèíñêèì íîðìàì»,
äåìîíòàæà ñòàëèíñêîãî êàçàðìåííîãî áþðîêðàòè÷åñêîãî ñîöèàëèçìà, íî óæå ÷åðåç ãîä-
ïîëòîðà ðå÷ü ïîøëà î äåìîíòàæå ñîöèàëèçìà âîîáùå. È ê êîíöó âîñüìèäåñÿòûõ îáùåñòâî
áûëî èäåîëîãè÷åñêè ãîòîâî ê ðåñòàâðàöèè êàïèòàëèçìà, õîòÿ òîãäà ýòî òàê ïðÿìî íèêòî íå
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DV: Badiou’s concept of faithfulness here converges with Benjamin’s thought that we must
continually look back into the past in order to see the future.
Artem Magun: We need to be specific here. Benjamin and Badiou have utterly different takes
on the past. Badiou proposes that we find our support in something necessary and important
that happened in the past and move on from there. Benjamin, on the contrary, searches for
something that was suppressed in the past, something that didn’t happen, that perished and is
reawakening only now. The event that, for Badiou, happens in the past, is taking place right
now for Benjamin. That is, they both look back to the past, but from opposite points of view.
This is important as we try to understand potentiality: either potential is the impulse generated
by a positive past or present event, or it’s something that hasn’t happened yet, that was
interrupted in mid-sentence.
The second point that you’ve brought up is that organizational forms are outdated and that
we’ll look for alternatives. To a certain degree I agree that people should seek out the experience
of collectivity, the experience of fairness, as these grow out of their own daily lives. But what
will they find there that’s new? They’ve been searching for two hundred years already, and we
know more or less what can be found. You can find, as Robert Owen did, self-managed
enterprises—the attempt to construct isolated just worlds in miniature for which Marx and
Engels criticized the utopian socialists. Other (late Soviet-era) examples include dissident
circles and camping trips. I don’t know—even a discussion around the kitchen table is an
alternative form of life. Many folks believe that perestroika (post-Soviet civil society, etc.) was
born in these circles.
Well, that’s all fine, but what new forms can we invent? For the problem is that these forms can
be completely reactionary and escapist in character. They can deceive us: you’re under the
hopeful illusion that you’re living the autonomous life, but in fact what this means is that you’re
a political conformist and ordinary consumer. As the possibilities for political action are repressed
with ever-greater vigor, the more little circles there’ll be; the Soviet experience of an intimate
circle-based social life will return. This is all well and good. The question is, first of all, what’s
new in all this? Second, how much of a real alternative does it provide?

AS: It’s clear that during Soviet times all these circles and kitchen cliques emerged precisely
because there was a consensus that the existing order was unacceptable. Nowadays, no
such consensus exists in society. For the vast majority of people who inhabit the post-Soviet
space, capitalism (even under the guise of the free market and human rights) is the optimal
system. This is the problem.

AM: I agree. But since our Russian regime isn’t consistent in its implementation of this policy—
the left hand introduces a free market while the right hand constructs authoritarianism—the
educated class in nearly unanimous in its hatred of it. It hates the regime, but at the same time
it either makes its peace with it (or it doesn’t). As a rule, it votes against it. Or it doesn’t vote at
all and contents itself with chewing the regime out.

AS: In my view, this is a peculiar kind of hypocrisy. Because it’s easy to sick all your dogs on
Putin, to personalize evil, while at the same time you avoid questioning the system. In today’s

Russia, this system combines what at first sight seem like opposite poles: on the one hand,
the free market, capitalism, the ecstasy of consumption; on the other, bureaucratization and a
state monopolization of production. The educated class that you speak of isn’t pleased with
this second pole, bureaucratization, while they’re totally satisfied with the first pole, capitalism.
Friends, let’s return, however, to the question of faithfulness. What event is there about which
we can say: yes, there was a certain promise, it was crushed, it wasn’t realized, and now we
have to seize this event and declare our faithfulness to it? Or is there no such event?

AM: That’s a rhetorical question. It’s clear what the event is: perestroika and its aftermath.
According to Badiou, this is what the event looks like. First, in reply to your earlier remarks
about the contradictions of perestroika: any event polarizes society. One part of society
embraces it, while the other half takes the opposite stance. Second, an event always involves
the rise of multiple forces, contradictory tendencies. These suddenly awaken as if out of
nowhere and collide with each other. However you look at it, though, something really new
and indeterminate emerges.
Our generation perceived perestroika as, on the one hand, a chance, an opening; on the
other hand, as the realization and actualization of long-cherished hopes. First, something
really new appears, a field of indeterminacies arises, and this is where our generation saw an
opening. Second, long-cherished hopes are actualized in a way that leaves the boldest
daydreams in the dust! One experiences an affect of pure realization. A sense of passion,
omnipotence, and mastery is born, a sense of growing power. At the same time there’s a
sense of sadness at the destruction of realized possibilities and the purely extensive, idle
growth of power. And whereas Badiou emphasizes that the event (which we take as our
support in the past) is a kind of actuality, what Benjamin emphasizes is precisely potentiality,
the chance. In his remarks, Dima successfully juggled this: however strange it may seem,
where we find an actual event, we also find potentiality. That’s because actuality always
surpasses itself. It’s always churning; there are always some moves that weren’t realized.
 For what is the event? It opens up infinity, infinite possibilities, infinite power. The paradox is
that this power is infinite, but it’s infinite for a day, for a year. Then this infinity goes away, and
we say to ourselves, What the heck?! That was infinity: how could it end? We’re familiar with
this in our creative work. It seems as if we can move mountains, but then our physical limitations
always come to the fore.
According to Badiou, the event closes when you betray it. It continues to the degree that we
(and not only we) remember this event and remain faithful to it—not in the sense that we
swear our allegiance to it, but in the sense that in our everyday life we constantly refer to the
possibilities that the event opened up. In this sense, the event didn’t end. As a mass/public
phenomenon it ended because the structures of popular culture and civil society don’t support
it, but it hasn’t closed for our generation.

DV: But today, despite the fact of our wonderful faithfulness to faithfulness, an ever-fiercer
barbarization of life is taking place. I can no longer interact with students because they don’t
understand the project that I’m appealing to, where it is that I take my bearings. So okay, our
generation has this experience of the event. But now there’s a new generation of young
people who don’t have any experience of the event; or rather, they have the experience of the
anti-event.

íàçûâàë, ãîâîðèëè ñêîðåå î ñâîáîäíîì ðûíêå. Ãäå æå òîãäà ïðîõîäèò ãåíåðàëüíàÿ ëèíèÿ
íàøåé âåðíîñòè? Äëÿ ìåíÿ ýòî ñåé÷àñ êàðäèíàëüíûé âîïðîñ.

Ä.Â.: Çäåñü «âåðíîñòü» Áàäüþ áëèçêî ïîõîäèò ê ìûñëè Áåíüÿìèíà: ìû äîëæíû ïîñòîÿííî
îãëÿäûâàòüñÿ â ïðîøëîå, ÷òîáû óâèäåòü áóäóùåå.

Àðòåì Ìàãóí:: Òóò íàäî óòî÷íèòü. Ó Áåíüÿìèíà è Áàäüþ ñîâåðøåííî ðàçíûå ïîçèöèè â
îòíîøåíèè ïðîøëîãî. Áàäüþ ïðåäëàãàåò îïèðàòüñÿ íà ÷òî-òî âàæíîå è íóæíîå, ÷òî
ïðîèçîøëî â ïðîøëîì, è äâèãàòüñÿ ñîîòâåòñòâåííî äàëüøå. À Áåíüÿìèí, íàîáîðîò, èùåò â
ïðîøëîì ÷òî-òî ïîäàâëåííîå, ÷òî-òî, ÷òî íå ïðîèçîøëî, ÷òî ïîãèáëî è òîëüêî ñåé÷àñ
ïðîñûïàåòñÿ. È òî ñîáûòèå, êîòîðîå ó Áàäüþ ïðîèñõîäèò â ïðîøëîì, ó Áåíüÿìèíà
ïðîèñõîäèò ñåé÷àñ. Òî åñòü îíè îáà íà ïðîøëîå îãëÿäûâàþòñÿ, íî ñ ïðîòèâîïîëîæíûõ
ïîçèöèé… Ýòî âàæíî äëÿ íàñ â ïîíèìàíèè ïîòåíöèàëüíîñòè – òî ëè ïîòåíöèàëüíîå ýòî
èìïóëüñ ÷åãî-òî ïîçèòèâíî ñëó÷èâøåãîñÿ, ñëó÷àþùåãîñÿ – òî ëè îíî êàê ðàç íå ñëó÷èëîñü
åùå, îáîðâàëîñü íà ïîëóñëîâå.
È âòîðîé ìîìåíò, î êîòîðîì âû ãîâîðèë Ñàøà: áîëüøèå ôîðìû îðãàíèçàöèè óñòàðåëè,
áóäåì èñêàòü àëüòåðíàòèâíûå. Äà, ÿ äî íåêîòîðîé ñòåïåíè ñîãëàñåí, ÷òî ëþäè äîëæíû
èñêàòü â ñâîåé æèçíè îïûò êîëëåêòèâíîñòè, ñïðàâåäëèâîñòè, ðàñòóùèé èç èõ ïîâñåäíåâíîé
æèçíè. Íî ÷òî íîâîãî îíè òàì ìîãóò íàéòè? Óæå äâåñòè ëåò îíè èùóò, è ìû áîëåå-ìåíåå
çíàåì, ÷òî òàì ìîæíî íàéòè. Ìîæíî íàéòè, êàê ó Îóýíà, êàêèå-òî ôîðìû
ñàìîóïðàâëÿþùèõñÿ ïðåäïðèÿòèé, òî, ÷òî Ìàðêñ è Ýíãåëüñ êðèòèêîâàëè ó óòîïè÷åñêèõ
ñîöèàëèñòîâ, ïûòàâøèõñÿ ïîñòðîèòü íåêèå îòäåëüíî âçÿòûå ñïðàâåäëèâûå ìèðû. Èëè ýòî –
äèññèäåíòñêèå êðóæêè, èëè ïîõîäû, ÿ íå çíàþ, êóõíè… òîæå àëüòåðíàòèâíàÿ æèçíü.
Ìíîãèå ñ÷èòàþò, ÷òî èç ýòèõ êðóæêîâ ðîäèëàñü ïåðåñòðîéêà, ãðàæäàíñêîå îáùåñòâî è ò.ä.
Íó, õîðîøî, à ÷òî ìû ìîæåì íîâîãî ïðèäóìàòü? Âåäü ïðîáëåìà â òîì, ÷òî ýòè ôîðìû ìîãóò
íîñèòü è ñîâåðøåííî ðåàêöèîííûé, ýñêàïèñòñêèé õàðàêòåð, îíè ìîãóò îáìàíûâàòü, áûòü
èëëþçèåé íàäåæäû, ÷òî òû æèâåøü àâòîíîìíî, à íà ñàìîì äåëå ýòî áóäåò îçíà÷àòü, ÷òî
÷åëîâåê – êîíôîðìèñò â ïîëèòè÷åñêîé æèçíè, îáû÷íûé ïîòðåáèòåëü. Ïî ìåðå òîãî, êàê
ðåïðåññèðóþòñÿ âîçìîæíîñòè ïîëèòè÷åñêîãî äåéñòâèÿ, áóäåò âñå áîëüøå êðóæêîâ, âåðíåòñÿ
ñîâåòñêèé îïûò èíòèìíîé ñîöèàëüíîé êðóæêîâîé æèçíè. Ýòî õîðîøî, ýòî ïðåêðàñíî.
Âîïðîñ â òîì, ÷òî â ýòîì íîâîãî, âî-ïåðâûõ, à âî-âòîðûõ, íàñòîëüêî ýòî ìîæåò ñëóæèòü
àëüòåðíàòèâîé?

À.Ñ.: Ïîíÿòíî, ÷òî â ñîâåòñêèå ãîäû âñå ýòè êðóæêè è êóõíè âîçíèêàëè èìåííî ïîòîìó, ÷òî
èìåëñÿ êîíñåíñóñ íåïðèÿòèÿ ñóùåñòâóþùåãî ïîðÿäêà. Ñåé÷àñ òàêîãî êîíñåíñóñà â
îáùåñòâå íåò. Äëÿ ïîäàâëÿþùåãî áîëüøèíñòâà ëþäåé, æèâóùèõ íà ïîñòñîâåòñêîì
ïðîñòðàíñòâå, êàïèòàëèçì, ïóñòü è ïîä èìåíåì ñâîáîäíîãî ðûíêà è ïðàâ ÷åëîâåêà, ÿâëÿåòñÿ
îïòèìàëüíîé ñèñòåìîé. Â ýòîì æå âñÿ ïðîáëåìà.

À.Ì.: Ñîãëàñåí. Íî ïîñêîëüêó íàø ðåæèì ïðîâîäèò ýòó ïîëèòèêó íåïîñëåäîâàòåëüíî,
îäíîé ðóêîé îí ïðîâîäèò ñâîáîäíûé ðûíîê, à äðóãîé – óñòðàèâàåò àâòîðèòàðèçì, òî
îáðàçîâàííûé êëàññ ïî÷òè åäèíîäóøíî åãî íå ëþáèò. Íå ëþáèò, ïðè ýòîì ëèáî ìèðèòñÿ ñ
íèì, ëèáî íå ìèðèòñÿ, ãîëîñóåò, êàê ïðàâèëî, ïðîòèâ, èëè âîîáùå íå ãîëîñóåò è ðóãàåò.

À.Ñ.: Íà ìîé âçãëÿä, ýòî ñâîåîáðàçíîå õàíæåñòâî. Ïîòîìó ÷òî ëåãêî íàâåñèòü âñåõ ñîáàê
íà Ïóòèíà, ïåðñîíàëèçèðîâàòü çëî, íî ïðè ýòîì íå ñòàâèòü ïîä âîïðîñ ñàìó ñèñòåìó. Â
Ðîññèè ñåãîäíÿ ýòà ñèñòåìà îáúåäèíÿåò â ñåáå ïðîòèâîïîëîæíûå íà ïåðâûé âçãëÿä ïîëþñà:
ñ îäíîé ñòîðîíû, ñâîáîäíûé ðûíîê, êàïèòàëèçì, ýêñòàç ïîòðåáëåíèÿ, à ñ äðóãîé –
áþðîêðàòèçàöèÿ è ìîíîïîëèçàöèÿ ãîñóäàðñòâîì ïðîèçâîäñòâà. È îáðàçîâàííûé ñëîé, î
êîòîðîì òû ãîâîðèøü, íå óñòðàèâàåò èìåííî âòîðîé ïîëþñ, áþðîêðàòèçàöèÿ, â òî âðåìÿ
êàê êàïèòàëèçì èõ âïîëíå óñòðàèâàåò. Íî äàâàéòå, äðóçüÿ, âñå-òàêè âåðíåìñÿ ê âîïðîñó î
âåðíîñòè. Î ÷åì ìû ìîæåì ñêàçàòü: äà, áûëî íåêîå îáåùàíèå, îíî áûëî ïîãóáëåíî, íå
ñîñòîÿëîñü, è ñåé÷àñ ìû äîëæíû åãî ïîäõâàòèòü è äåêëàðèðîâàòü ýòîìó ñîáûòèþ
âåðíîñòü? Èëè òàêîãî ñîáûòèÿ ó íàñ íåò?

À.Ì.: Íó, ýòî ðèòîðè÷åñêèé âîïðîñ. Ïîíÿòíî, ÷òî ýòî çà ñîáûòèå – ýòî ïåðåñòðîéêà è òî,
÷òî çà íåé ïîñëåäîâàëî. Ýòî è åñòü ñîáûòèå ïî Áàäüþ. Âî-ïåðâûõ – â îòâåò íà òâîè âûøå
ïðîçâó÷àâøèå çàìå÷àíèÿ î ïðîòèâîðå÷èâîñòè ïåðåñòðîéêè –  ëþáîå ñîáûòèå ïîëÿðèçóåò
îáùåñòâî, îäíà ÷àñòü îáùåñòâà åãî ïîäõâàòûâàåò, à äðóãàÿ çàíèìàåò ïðîòèâîïîëîæíóþ
ïîçèöèþ. Ïîòîì, ýòî âñåãäà ïîäúåì èìåííî ìíîæåñòâåííûõ ñèë, ïðîòèâîðå÷èâûõ
òåíäåíöèé, êîòîðûå âäðóã, ñëîâíî èç íè÷åãî, ïðîñûïàþòñÿ è ñòàëêèâàþòñÿ äðóã ñ äðóãîì.
Íî ïî ëþáîìó ïîÿâëÿåòñÿ ÷òî-òî äåéñòâèòåëüíî íîâîå, íåîïðåäåëåííîå.
Íàøå ïîêîëåíèå âîñïðèíÿëî ïåðåñòðîéêó, ñ îäíîé ñòîðîíû, êàê øàíñ, êàê îòêðûòèå, à ñ
äðóãîé – êàê ðåàëèçàöèþ è àêòóàëèçàöèþ äàâíî ëåëååìûõ íàäåæä. Âî-ïåðâûõ, ïîÿâëÿåòñÿ
÷òî-òî äåéñòâèòåëüíî íîâîå, âîçíèêëî ïîëå íåîïðåäåëåííîñòåé, è íàøå ïîêîëåíèå
âîñïðèíÿëî ýòî êàê øàíñ, êàê îòêðûòèå. Âî-âòîðûõ, ïðîèñõîäèò ðåàëèçàöèÿ, àêòóàëèçàöèÿ
äàâíî ëåëååìûõ íàäåæä, êîòîðàÿ îñòàâëÿåò äàæå ñàìûå ñìåëûå íàäåæäû ïîçàäè!
Îùóùàåòñÿ àôôåêò ÷èñòîé ðåàëèçàöèè, ðîæäàþùèé ðàæ, ÷óâñòâî âñåñèëèÿ, ãîñïîäñòâà...
Ðàñòåò ìîùü... À â òî æå âðåìÿ îùóùàåòñÿ ãðóñòü îò óíè÷òîæåíèÿ âûïîëíåííûõ
âîçìîæíîñòåé è ÷èñòî ýêñòåíñèâíîãî, õîëîñòîãî ïðèðîñòà âëàñòè. È ýòî êàê ðàç äâà
àñïåêòà ñîáûòèÿ. È åñëè ó Áàäüþ ïîä÷åðêèâàåòñÿ, ÷òî ñîáûòèå (íà êîòîðîå ìû îïèðàåìñÿ
â ïðîøëîì) – ýòî íåêàÿ àêòóàëüíîñòü, òî ó Áåíüÿìèíà â ïðîøëîì ïîä÷åðêèâàåòñÿ èìåííî
ïîòåíöèàëüíîñòü, øàíñ. È Äèìà â ñâîåé ðåïëèêå î÷åíü óäà÷íî ýòî êîìáèíèðóåò, òî åñòü
òàì, ãäå àêòóàëüíîå ñîáûòèå, òàì æå, êàê íè ñòðàííî, è ïîòåíöèàëüíîñòü. Ïîòîìó ÷òî
àêòóàëüíîñòü âñåãäà ñåáÿ ïðåâîñõîäèò, âñåãäà áóðëèò, âñåãäà òàì åñòü êàêèå-òî øàãè,
êîòîðûå íå áûëè ðåàëèçîâàíû.
Âåäü ÷òî òàêîå ñîáûòèå? Îíî îòêðûâàåò áåñêîíå÷íîñòü, áåñêîíå÷íûå âîçìîæíîñòè,
áåñêîíå÷íóþ ìîùü. È ïàðàäîêñ â òîì, ÷òî ýòà ìîùü áåñêîíå÷íà, íî îíà áåñêîíå÷íà íà
äåíü, íà ãîä. À ïîòîì ýòà áåñêîíå÷íîñòü óõîäèò, è ìû ãîâîðèì: êàê, ýòî æå áûëà
áåñêîíå÷íîñòü! Êàê îíà ìîãëà îêîí÷èòüñÿ? Ìû âñå ýòî çíàåì ïî îïûòó òâîð÷åñòâà, êîãäà
íàì êàæåòñÿ, ÷òî ìû ìîæåì ñâåðíóòü ãîðû, íî âñåãäà íàñòóïàåò ïðåäåë ôèçè÷åñêèõ
âîçìîæíîñòåé.Ïî Áàäüþ ñîáûòèå çàêðûâàåòñÿ òîãäà, êîãäà òû åãî ïðåäàåøü. Â òîé ìåðå, â
êàêîé ìû – è íå òîëüêî ìû – ïîìíèì ýòî ñîáûòèå è îñòàåìñÿ âåðíû åìó, íå â òîì ñìûñëå,
÷òî ìû êëÿíåìñÿ åìó, à â òîì, ÷òî â ñâîåé ïîâñåäíåâíîé æèçíè âñå âðåìÿ îòñûëàåì ê
âîçìîæíîñòÿì, îòêðûòûì ýòèì ñîáûòèåì. Â ýòîì ñìûñëå ñîáûòèå íå çàêîí÷èëîñü, îíî
çàêîí÷èëîñü êàê ïóáëè÷íî-ìàññîâîå ÿâëåíèå, ïîòîìó ÷òî îíî íå ïîääåðæèâàåòñÿ
ñòðóêòóðàìè ìàññîâîé êóëüòóðû èëè ãðàæäàíñêîãî îáùåñòâà, íî îíî íå çàêðûëîñü íà
óðîâíå íàøåãî ïîêîëåíèÿ.
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AM: Well, I wouldn’t generalize about everyone here. But I do agree about barbarization: as
Horkheimer and Adorno tell us, this process has been underway in the west for a long time, for
the last seventy years at very least. Apparently, here we also have to take into account the fact
that this process happens against a backdrop of something else. Yes, we see barbarization
and the culture industry, but alongside these things we find liberation, emancipation. These,
by the way, have made use of mass culture to some degree, and to some degree they’ve
resisted it; in some instances, barbarism was even used quite positively against the system.
Here in Russia in the nineties, barbarism was somehow attractive. We had these liberated
young clubbers who read sex novels, and this was attractive. But then this barbarism becomes
stupid and is left unopposed to anything.
This is the dialectic of enlightenment: we’re simply reproducing what’s already happened in
the west. But the west’s stability sets limits to barbarization; it provides various kinds of
compensation for it. In Russia, however, a top-down barbarization is being foisted on us.
I would still avoid sounding too pessimistic a note, however. Our time is the time of a realized
(okay, half-realized) utopia. For some reason Negri, Virno and Co. forget that we live not only
in the dawn of a new organization of labor, but also in a time of utopian consumption.
Consumption, which has nearly eclipsed production both in the economic and cultural spheres,
is also a utopian phenomenon, after all. It shouldn’t be discarded as barbarism. When any of
us goes to the supermarket he finds himself in a utopian space like the Stalin-era Exhibition of
National Economic Achievements (in Moscow): magical things constantly present themselves
to your gaze. Of course, this is ersatz, this is fetishism. We’re justified when we criticize people
for being satisfied with so little. People settle for the lesser, however, because the lesser
contains the greater. In this sense, we should seek out potential in actuality, keeping in mind
that something is being realized. The consumerist and technological utopias are quite powerful
utopias. They are being realized, but this realization happens in a way that’s purposely the
direct opposite, as it were, of how we see utopia. It’s like a caricature of our authentic utopian
desires.

AS: Yes, but then we have to question the solvency of any revolutionary project as such.
Because any revolutionary project, while being strategically directed towards utopian
consumption in the future, tactically requires refusal, ascesis, and discipline in the here and
now. And it is quite strict about this demand. In the present situation, in which we ourselves
are the nihilistic subjects of consumption (the other pole of which is democracy), is it possible
to appeal to self-denial and asceticism? Amidst a triumphant consumerist ersatz-utopia, who
in their right mind will volunteer to sacrifice his fetishism of the lesser (as you put it) for the
sake of some kind of unclear promise? There was the slogan Herbert Marcuse advanced in
the sixties—the Great Refusal. It was a failure both on the political and cultural fronts. The
mediatized culture industry devoured everything. All that’s remained are the heroes of the
Great Refusal: Beckett, Blanchot...

AM: I agree with what you’re saying. And I agree that it’s unrealistic to demand ascesis
nowadays. It’s tantamount to a return to religion, to a kind of subtle masochism. It’s the west
that’s talking about ascesis nowadays because the utopian drive has weakened there. The

realization of one utopia is complete, and so the formulation of new utopias is underway.
That’s why the more intelligent of our western friends (Esa Kirrkopelto, for example) are talking
about poverty, about “poor” art. Our losses equal our gains, they say, and this already impairs
our freedom. You can’t put the question this way in today’s Russia, however. Our experience
is different: the period of utopian consumption has only just dawned here. But we do, of course,
have to work with our desire and pleasure.
There are two contemporary approaches to potentiality. The way of ascesis is close to Giorgio
Agamben’s approach. He reminds us that potentiality is affirmed via the refusal of action,
through its suspension, through an intensive caesura. Capability is in the first instance the
capability not to act, potentiality that isn’t translated into action at all. In our age, when mass
culture and technology try instantly to reify our least desires, this is a very timely reminder.
The other important contemporary approach to potentiality (power, possibility) issues from the
supercharged might of the new productive forces already at work in today’s economy. These
forces are at the same time a political force capable of founding a new, self-managed society.
This is Antonio Negri’s approach.
In Homo Sacer, Agamben criticizes Negri: he argues that Negri’s beloved “constituent power”
of the laboring masses is in fact the very same arbitrary sovereign power that lords over
society’s outcasts and exiles. That is to say, Agamben holds that Negri and his followers won’t
succeed, by transferring power to refugees and migrants, in putting paid to the structure of
exclusion itself, to a structure in which omnipotent rulers tend their powerless herds. In order
to discover a genuine non-sovereign constituent power-possibility, says Agamben, we need a
disjuncture between possibility and actuality, a structure where they aren’t correlated at all,
where neither assumes the other. It isn’t quite clear how this is possible. Agamben himself
affirms the necessity of pure potentiality and pure actuality for the utopian task of thinking and
acting differently. Moreover, I’m afraid that this isn’t a utopia in the sense of realized desire (as
I’ve described it earlier in our conversation), but in the good old sense of a grand task that is
postponed until the future.
Back in the day Aristotle claimed the primacy of actuality over possibility: something just has
to make possibility into reality! Even though he rejects the simple reversal of this pairing,
Agamben is seeking some kind of pure, “powerless” possibility beyond possibility. Following
Heidegger, what’s at stake for Agamben is precisely this cultivation of possibilities that excludes
their correlation with actuality.
For us today, just as for Aristotle, actuality has priority over possibility. Or rather, what’s more
important is an actuality that realizes possibilities that in themselves are uninteresting (the
purchase of a dishwasher, etc.)
First, we have to dissect the pleasure that people really do experience in this technological-
consumerist system. They experience this pleasure unconsciously, as it were, and are ready
to sell out cheaply. We have to raise the stakes. Here, art is indispensable. By the way, when
I speak here of “pleasure,” I have in mind not desire, but rather the utopian drive, the force of
the miracle-come-true, and the joy of pure being. In general, possibility and actuality are
originally one and the same thing. (For example, the Greek word energeia means “actuality,”
and since the time of Leibniz we’ve used it precisely in the sense of power, potentiality.) To be

more precise: possibility and actuality denote the gap within the unfolding event, which is

Ä.Â.: Íî âåäü ñåãîäíÿ, íåñìîòðÿ íà íàøó çàìå÷àòåëüíóþ âåðíîñòü âåðíîñòè, ïðîèñõîäèò
íàðàñòàþùàÿ «âàðâàðèçàöèÿ» æèçíè. ß óæå íå ìîãó îáùàòüñÿ ñî ñòóäåíòàìè, ïîòîìó ÷òî
îíè íå ïîíèìàþò, ê êàêîìó ïðîåêòó ÿ îáðàùàþñü, íà ÷òî ÿ îðèåíòèðîâàí. Îêåé, ó íàøåãî
ïîêîëåíèÿ åñòü ýòîò îïûò ñîáûòèÿ. Íî ïîÿâèëîñü óæå íîâîå ïîêîëåíèå ìîëîäûõ ëþäåé, ó
êîòîðûõ íåò íèêîãî îïûòà ñîáûòèÿ, ñêîðåå, åñòü îïûò àíòè-ñîáûòèÿ.

À.Ì.: Íó, ÿ áû çäåñü íå ãîâîðèë îáî âñåõ ñêîïîì. Íî ïî ïîâîäó âàðâàðèçàöèè ÿ ñîãëàñåí, è
íà Çàïàäå ýòîò ïðîöåññ, êàê ìû çíàåì èç Õîðêõàéìåðà è Àäîðíî, èäåò óæå äàâíî, â òå÷åíèå
ïîñëåäíèõ ñåìèäåñÿòè ëåò êàê ìèíèìóì. Âèäèìî, òóò íóæíî åùå ó÷èòûâàòü, ÷òî èäåò îí íà
ôîíå ÷åãî-òî åùå. Äà, âàðâàðèçàöèÿ, êóëüòóðèíäóñòðèÿ, íî íàðÿäó ñ ýòèì – îñâîáîæäåíèå,
ýìàíñèïàöèÿ, êîòîðûå â ÷åì-òî, êñòàòè, èñïîëüçîâàëè ìàññîâóþ êóëüòóðó, â ÷åì-òî åé
ñîïðîòèâëÿëèñü, è èíîãäà âàðâàðñòâî áûëî äàæå î÷åíü ïîçèòèâíî íàïðàâëåíî ïðîòèâ
ñèñòåìû. È ó íàñ òîæå â 90-å ýòî âàðâàðñòâî áûëî â ÷åì-òî è ñèìïàòè÷íûì, ýòî áûëà
ðàñêîâàííàÿ ìîëîäåæü, êîòîðàÿ õîäèëà â êëóáû, ÷èòàëà ðîìàíû ïðî ñåêñ, ýòî áûëî
ñèìïàòè÷íî. Íî ïîòîì âàðâàðñòâî ýòî äåéñòâèòåëüíî ñòàíîâèòñÿ òóïûì, óæå íå
ïðîòèâîïîñòàâëåííûì íè÷åìó.
Ýòî äèàëåêòèêà ïðîñâåùåíèÿ, â êîòîðîé ìû ïðîñòî âîñïðîèçâîäèì òî, ÷òî íà Çàïàäå óæå
ïðîèçîøëî. Íî òàì èç-çà ñòàáèëüíîñòè åñòü êàêèå-òî îãðàíè÷åíèÿ íà âàðâàðèçàöèþ, åå
ðàçíîãî ðîäà êîìïåíñàöèè, à ó íàñ îíà òåïåðü ñòàëà íàâÿçûâàòüñÿ ñâåðõó. Íî âñå æå ÿ áû íå
ñòàë âïàäàòü â ïåññèìèñòè÷åñêèé òîí. Íàøå âðåìÿ – ýòî âðåìÿ îñóùåñòâèâøåéñÿ – õîðîøî,
îñóùåñòâëÿþùåéñÿ – óòîïèè. Ïî÷åìó-òî Íåãðè, Âèðíî è äðóãèå çàáûâàþò, ÷òî ìû æèâåì
íå òîëüêî íà çàðå íîâîé îðãàíèçàöèè òðóäà, íî è â óòîïè÷åñêîå âðåìÿ ïîòðåáëåíèÿ. Ïîòîìó
÷òî ïîòðåáëåíèå, êîòîðîå ÷óòü ëè íå çàòìèëî ñåãîäíÿ ïðîèçâîäñòâî è â ýêîíîìèêå, è òåì
áîëåå â êóëüòóðå, ýòî òîæå óòîïè÷åñêèé ôåíîìåí. È åãî íå íàäî îòáðàñûâàòü êàê
âàðâàðñòâî. Êîãäà êàæäûé èç íàñ èäåò â ñóïåðìàðêåò, îí ïîïàäàåò â óòîïè÷åñêîå
ïðîñòðàíñòâî âðîäå ñòàëèíñêîãî ÂÄÍÕ, ïîòîìó ÷òî ïåðåä òîáîé ïîñòîÿííî ïîÿâëÿþòñÿ
âîëøåáíûå âåùè. Êîíå÷íî, ýòî ýðçàö, ýòî ôåòèøèçì, ìû ýòî ñïðàâåäëèâî êðèòèêóåì,
ãîâîðÿ, ÷òî ëþäè äîâîëüñòâóþòñÿ ìàëûì. Íî ëþäè äîâîëüñòâóþòñÿ ìàëûì, ïîòîìó ÷òî îíî
çàêëþ÷àåò â ñåáå âåëèêîå. Â ýòîì ñìûñëå, èñêàòü ïîòåíöèè íàäî â àêòóàëüíîñòè, ïîìíÿ î
òîì, ÷òî íå÷òî îñóùåñòâëÿåòñÿ. Óòîïèÿ ïîòðåáëåíèÿ è óòîïèÿ òåõíèêè – ýòî î÷åíü ìîùíûå
óòîïèè, êîòîðûå ðåàëèçóþòñÿ, íî ðåàëèçóþòñÿ êàê áóäòî ñïåöèàëüíî ïðÿìî
ïðîòèâîïîëîæíî òîìó, êàê ìû èõ âèäèì. Ýòî êàê áû êàðèêàòóðà íà íàøè íàñòîÿùèå
óòîïè÷åñêèå æåëàíèÿ.

À.Ñ.: Äà, íî òîãäà âñòàåò âîïðîñ î ñîñòîÿòåëüíîñòè ëþáîãî ðåâîëþöèîííîãî ïðîåêòà êàê
òàêîâîãî. Ïîòîìó ÷òî âñÿêèé ðåâîëþöèîííûé ïðîåêò, áóäó÷è ñòðàòåãè÷åñêè òàêæå íàöåëåí
íà óòîïè÷åñêîå ïîòðåáëåíèå â áóäóùåì, òàêòè÷åñêè, çäåñü è ñåé÷àñ, òðåáóåò îòêàçà, àñêåçû
è äèñöèïëèíû. È òðåáóåò âåñüìà æåñòêî. Âîçìîæíî ëè â ñåãîäíÿøíåé ñèòóàöèè, êîãäà ìû,
òàê èëè èíà÷å, ÿâëÿåìñÿ íèãèëèñòè÷åñêèìè ñóáúåêòàìè ïîòðåáëåíèÿ, äðóãèì ïîëþñîì
êîòîðîãî ïðåäñòàåò äåìîêðàòèÿ, âçûâàòü ê îòêàçó è àñêåçå íà ôîíå òîðæåñòâóþùåé ýðçàö-
óòîïèè ïîòðåáëåíèÿ? Êòî â çäðàâîì óìå ñîãëàñèòñÿ ïîæåðòâîâàòü ñâîèì, êàê òû
âûðàæàåøüñÿ, ìàëûì ôåòèøèçìîì ðàäè íåêîåãî íåî÷åâèäíîãî îáåùàíèÿ? Âîò áûë ëîçóíã

Âåëèêîãî îòêàçà, âûäâèíóòûé â 60-å Ãåðáåðòîì Ìàðêóçå. Îí ïðîâàëèëñÿ êàê â
ïîëèòè÷åñêîé ñôåðå, òàê è â êóëüòóðå. Ìåäèéíîñòü è êóëüòóðèíäóñòðèÿ âñå ñúåëà, îñòàëèñü
òîëüêî ãåðîè Âåëèêîãî îòêàçà – Áåêêåò, Áëàíøî…

À.Ì.: ß ñîãëàñåí ñ òåì, ÷òî òû ãîâîðèøü, è ñîãëàñåí ñ òåì, ÷òî òðåáîâàíèå àñêåçû èìåííî
ñåãîäíÿ – íåðåàëüíî. Îíî ÷ðåâàòî âîçâðàòîì ê ðåëèãèè, ê ýòîìó óòîí÷åííîìó ìàçîõèçìó. Îá
àñêåçå ñåãîäíÿ ãîâîðèò Çàïàä, ïîòîìó ÷òî  óòîïè÷åñêèé äðàéâ òàì îñëàáëåí, ðåàëèçàöèÿ
óòîïèè òàì çàâåðøåíà – èäåò, ñêîðåå, ôîðìóëèðîâêà íîâûõ óòîïèé. Ïîýòîìó íàøè ìîè
óìíåéøèå äðóçüÿ òàì, íàïðèìåð Ýñà Êèðêêîïåëüòî, êàê ðàç ãîâîðÿò î áåäíîñòè, î áåäíîì
èñêóññòâå, ïîòîìó ÷òî ìû ñòîëüêî òðàòèì, ñòîëüêî îáîãàùàåìñÿ, ÷òî ýòî óæå âðåäèò íàøåé
ñâîáîäå. Íî äëÿ Ðîññèè ñåé÷àñ òàêàÿ ïîñòàíîâêà âîïðîñà íåóìåñòíà. Ó íàñ äðóãîé îïûò,
äëÿ íàñ ñåé÷àñ òîëüêî íàñòóïèëî âðåìÿ óòîïè÷åñêîãî ïîòðåáëåíèÿ. Íî ìû äîëæíû,
êîíå÷íî, ðàáîòàòü ñ íàøèì æåëàíèåì è íàñëàæäåíèåì.Åñòü  äâà ñîâðåìåííûõ ïîäõîäà ê
ïîòåíöèàëüíîñòè. ×åðåç àñêåçó – ýòî ñêîðåå ïîäõîä Äæîðäæî Àãàìáåíà, êîòîðûé
íàïîìèíàåò, ÷òî ïîòåíöèàëüíîñòü óòâåðæäàåòñÿ ÷åðåç îòêàç îò äåéñòâèÿ, ÷åðåç åãî
ïîäâåøèâàíèå, íàïðÿæåííóþ öåçóðó. Ñïîñîáíîñòü åñòü ïðåæäå âñåãî ñïîñîáíîñòü íå
äåéñòâîâàòü, ïîòåíöèàëüíîñòü, êîòîðàÿ âîîáùå íå ïåðåõîäèò ê äåéñòâèþ. Â íàø âåê, êîãäà
ìàññîâàÿ êóëüòóðà è òåõíèêà ïûòàþòñÿ ìãíîâåííî îïðåäìåòèòü âñå âîçíèêàþùèå æåëàíèÿ,
ýòî íàïîìèíàíèå îñîáåííî àêòóàëüíî.
Äðóãîé æå âàæíûé ñåãîäíÿ ïîäõîä ê ïîòåíöèàëüíîñòè (= âëàñòè, âîçìîæíîñòè) èñõîäèò èç
áüþùåé ÷åðåç êðàé ìîùè íîâûõ ïðîèçâîäèòåëüíûõ ñèë, êîòîðûå óæå äåéñòâóþò ñåãîäíÿ â
ýêîíîìèêå è êîòîðûå â òî æå âðåìÿ ÿâëÿþòñÿ ïîëèòè÷åñêîé ñèëîé, ñïîñîáíîé ó÷ðåäèòü
íîâîå, ñàìîóïðàâëÿþùååñÿ îáùåñòâî. Ýòî ïîäõîä Àíòîíèî Íåãðè.Àãàìáåí â ñâîåé êíèãå
«Homo Sacer» êðèòèêóåò Íåãðè çà òî, ÷òî ëþáèìàÿ Íåãðè «ó÷ðåäèòåëüíàÿ âëàñòü»
òðóäÿùèõñÿ – ýòî âñå òà æå ñóâåðåííàÿ âëàñòü, êîòîðàÿ òâîðèò áåñïðåäåë è êîòîðàÿ
ãîñïîäñòâóåò íàä îòâåðæåííûìè è èçãíàííûìè. Òî åñòü Íåãðè è åãî ïîñëåäîâàòåëÿì íå
óäàñòñÿ, ñ÷èòàåò Àãàìáåí, ïåðåäàâ âëàñòü îòâåðæåííûì áåæåíöàì è ìèãðàíòàì, ïîêîí÷èòü
ñî ñòðóêòóðîé ñàìîãî îòâåðæåíèÿ, ñî ñòðóêòóðîé, ãäå âñåâëàñòíûå ïðàâèòåëè «ïàñóò»
áåñïðàâíûå ñòàäà. ×òîáû îáíàðóæèòü íàñòîÿùóþ, íå-ñóâåðåííóþ ó÷ðåäèòåëüíóþ âëàñòü-
âîçìîæíîñòü, ãîâîðèò Àãàìáåí, íàì íóæåí ðàçðûâ âîçìîæíîñòè è äåéñòâèòåëüíîñòè,
ñòðóêòóðà, ãäå îíè ñîáñòâåííî âîîáùå íå ñîîòíîñÿòñÿ, íå ïðåäïîëàãàþò äðóã äðóãà. Êàê
òàêîå âîçìîæíî, íå ñîâñåì ÿñíî – ñàì Àãàìáåí óòâåðæäàåò íåîáõîäèìîñòü ÷èñòîé
ïîòåíöèàëüíîñòè è ÷èñòîé äåéñòâèòåëüíîñòè êàê íåêóþ óòîïè÷åñêóþ çàäà÷ó ìûñëèòü è
äåéñòâîâàòü ïî-äðóãîìó. Ïðè÷åì áîþñü, ÷òî ýòî óòîïèÿ íå â ñìûñëå ðåàëèçóåìîãî æåëàíèÿ
– êàê ó ìåíÿ âûøå, à â ñòàðîì äîáðîì ñìûñëå ñâåðõçàäà÷è, îòëîæåííîé íà
áóäóùåå.Àðèñòîòåëü â ñâîå âðåìÿ çàÿâèë î ïðèìàòå äåéñòâèòåëüíîñòè íàä âîçìîæíîñòüþ –
äîëæíî æå ÷òî-òî äåëàòü âîçìîæíîñòü äåéñòâèòåëüíîé! Àãàìáåí æå, ïóñòü îí è îòâåðãàåò
ïðîñòîå ïåðåâîðà÷èâàíèå ýòîé ïàðû, à èùåò íåêîåé ÷èñòîé, «áåçâëàñòíîé» âîçìîæíîñòè ïî
òó åå ñòîðîíó, îí, âñëåä çà Õàéäåããåðîì, äåëàåò ñòàâêó èìåííî íà êóëüòèâàöèþ
âîçìîæíîñòåé, èñêëþ÷àÿ èõ ñîîòíîøåíèå ñ äåéñòâèòåëüíîñòüþ. Äëÿ íàñ æå ñåãîäíÿ, êàê è
äëÿ Àðèñòîòåëÿ, äåéñòâèòåëüíîñòü ïåðâåå âîçìîæíîñòè: òî÷íåå äåéñòâèòåëüíîñòü,
îñóùåñòâëÿþùàÿ âîçìîæíîñòè ñàìè ïî ñåáå íåèíòåðåñíûå (ïîêóïêà ïîñóäîìîå÷íîé
ìàøèíû è ò.ä.).
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seen either from the viewpoint of lack or from the viewpoint of excess.

Second, we need to de-reify the utopian force by translating it from the microcosm into the

macrocosm. The privatized collectivity of home and supermarket has to be returned to the

primordial collectivity that the individual either suppresses in himself or sells off much too

cheaply. And we need to invent screens that will turn the individual away from fetishes and

towards the world. That is to say, towards relationships. It’s precisely relationships (between

people, between people and things) that are the real guarantee of any potentiality. The

relationships that form in the course of activity are in fact possibilities: the space they form is

the space of possibility.

AS: What, in your opinion, is the connection between the rise of the right wing in Russia and

this half-realized consumerist ersatz-utopia? Doesn’t the link have to do with the fact that an

enormous number of people are cut off from this utopia, that they’re denied access to it? Isn’t

it the case that this utopia is not only ersatz, but also a utopia for a select minority?

AM: Well, yes, the people who are excluded from this utopia are the same people who counter

it with a form of ascesis on the level of identity: we Russians are against all this, they say. I

think this is a form of resistance to utopia. Or they resist via religion: this is a powerful force.

But today I’m still in favor of the forces of wealth. Moreover, the powerful wealth of poverty

itself might help us to de-reify the wealth of the “wealthy,” to redirect it towards relationships.

DV: For me what’s really important is the general understanding that people who are deprived

of everything—money, power, means of communication, the opportunity to consume—still

have one weapon: discipline. The loss of “our” potentialities is connected to the fact that it’s

the right wing that offers discipline, a very precise and comprehensible discipline, whereas

New Leftists are principally opposed to discipline.

AM: Classical leftists are for discipline, and I’m on their side, by the way. This is a really

important point. Here we see yet another watershed with the west. What’s so valuable about

Badiou is that he understands you need both anti-authoritarianism and discipline. Where does

one find the energy to limit oneself? In the very thing that gets you going. First it gets you

going, and then you put the brakes on yourself. Nietzsche talks about this as well: it’s precisely

a superfluous power that is capable of establishing laws and rules. Moreover, these will be

dynamic, flexible rules. But if it’s poverty, misery, and lack that cause you to limit yourself, then

this position is liable to generate a quite Protestant, hypocritical, repressive society.

Aside from ascesis, however, there is the option of potlatch, of expenditure. This can be one

form of unlimited consumption: people buy things in the supermarket and then they set it all on

fire. We had something like this here in the nineties: conspicuous consumption, the purchase

of expensive jeeps, the destruction of these jeeps, and so on. But this was a potlatch for elites,

and that always entails violence and the humiliation of everyone else. Maybe this form does

have some kind of mass potential. I don’t know.
DV: This is what’s happening in an oblique way. Things are discarded with greater and greater

speed because everyone has to have an upgrade. In Russia, though, this applies to a very
limited number of people for the time being. It will still be a long time before we suddenly
become like the United Arab Emirates. (I wonder whether anyone in the Emirates is reflecting
on the notion of potentiality.) That is to say, in Russia we’re dealing with a compulsory ascesis
that doesn’t call into question the loveliness of homo consumerens. And it seems to me that
unless a serious catastrophe like a major war or some other terrible thing happens, then the
potentiality of consumption is only going to be accelerated.
This isn’t a terribly optimistic thought. All those who are still somehow capable of asking questions
about potentiality are once again doomed to play the role of the “superfluous” people who are
such a familiar feature of Russian history. . .

AM: If only this were so! On the contrary, for the time being the system is quite successfully
recruiting everyone into its ranks, sometimes even apparent exceptions to its rule. If the
“superfluous people” reappear, this will signify the birth of a revolutionary class! It seems to me,
however, that the kind of “superfluity” our Russian system is capable of producing is surplus,
excess, and overindulgence rather than the cultivation of the unrealizable that we find in
Chekhov’s or Agamben’s heroes.
I repeat: our Russian situation is closer to the classical Aristotelian model than to Heidegger or
Agamben. Sated and oversaturated by utopia, actuality (reality) already generates the power of
potentiality, however indeterminate it might appear to us. Actuality is thus prior to potentiality.
We have to see what’s really happening, what it is that really makes people tick. We have to see
the unconscious possibilities that this reality contains within itself. It’s rather Negri who is our
ally here: their own power—the power of creation ex nihilo (activated in labor) and the messianic
power of the miracle-come-true (activated in consumption)—is kept hidden from people. We
would have to map this unrevealed power’s lines of force in those sites where it goes off the
scale: in labor and in consumption.
If Agamben seeks possibility on the far side of actuality, then perhaps we need to look for a form
of action that breaks loose from its possibility, that gets carried away, that goes way too far, that
heads off into the impossible . . . An action that would produce possibilities not behind itself (like
a sovereign power) but ahead of itself!

   Petersburg, February 2007

translated by Thomas Campbell
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Âî-ïåðâûõ, ìû äîëæíû âñêðûâàòü òî íàñëàæäåíèå, êîòîðîå íà ñàìîì äåëå ëþäè
èñïûòûâàþò â ýòîé òåõíè÷åñêè-ïîòðåáèòåëüñêîé ñèñòåìå, íî îíè åãî èñïûòûâàþò êàê áû
áåññîçíàòåëüíî è ãîòîâû î÷åíü çàäåøåâî ïðîäàòü. À ìû äîëæíû ïîäíèìàòü ñòàâêè. Òóò
íåçàìåíèìî èñêóññòâî. Êñòàòè, êîãäà ÿ çäåñü ãîâîðþ «íàñëàæäåíèå», ÿ èìåþ â âèäó íå
æåëàíèÿ, à èìåííî óòîïè÷åñêèé äðàéâ, ñèëó ñáûâàþùåãîñÿ ÷óäà è ðàäîñòü ÷èñòîãî áûòèÿ.
Âîîáùå, âîçìîæíîñòü è äåéñòâèòåëüíîñòü – ýòî èçíà÷àëüíî îäíî è òî æå (íàïðèìåð, ñëîâî
«ýíåðãèÿ», äåéñòâèòåëüíîñòü ïî-ãðå÷åñêè, ìû èñïîëüçóåì, ñî âðåìåí Ëåéáíèöà, èìåííî â
ñìûñëå ìîùíîñòè, ïîòåíöèàëüíîñòè), à èìåííî – çàçîð âíóòðè äâèæóùåãîñÿ áûòèÿ,
ðàññìîòðåííûé ñî ñòîðîíû íåäîñòàòêà èëè ñî ñòîðîíû èçáûòêà.
Âî-âòîðûõ, ìû äîëæíû ðàñïðåäìå÷èâàòü óòîïè÷åñêóþ ñèëó, ïåðåâîäÿ åå èç ìèêðîêîñìà íà
ìàêðîêîñì. Ïðèâàòèçèðîâàííóþ êîëëåêòèâíîñòü ñóïåðìàðêåòà è ÷àñòíîãî äîìà íàäî
âîçâðàùàòü ê êîëëåêòèâíîñòè èçíà÷àëüíîé, êîòîðóþ ÷åëîâåê èëè ïîäàâëÿåò â ñåáå, èëè
ñëèøêîì çàäåøåâî ïðîäàåò. È ïðèäóìûâàòü ýêðàíû, êîòîðûå ðàçâåðíóò ÷åëîâåêà îò
ôåòèøåé ê ìèðó. Òî åñòü ê îòíîøåíèÿì. Èìåííî â îòíîøåíèÿõ (ëþäåé ñ ëþäüìè, ëþäåé ñ
âåùàìè) è çàëîæåíà íà äåëå ëþáàÿ ïîòåíöèàëüíîñòü. Îòíîøåíèÿ, ñêëàäûâàþùèåñÿ â õîäå
äåÿòåëüíîñòè, ýòî è åñòü âîçìîæíîñòè, ïðîñòðàíñòâî êàê âîçìîæíîñòü.

À.Ñ.: À êàê, ïî-òâîåìó, ñ ýòîé ðåàëèçóþùåéñÿ èäååé ýðçàö-óòîïèåéè ïîòðåáëåíèÿ
ñîîòíîñèòñÿ âîñõîæäåíèå ïðàâûõ â Ðîññèè? Íå ñâÿçàíî ëè ýòî ñ òåì, ÷òî îãðîìíîå
êîëè÷åñòâî ëþäåé îòðåçàíî îò ýòîé óòîïèè, ëèøåíî äîñòóïà ê íåé? ×òî ýòî íå òîëüêî ýðçàö-
óòîïèÿ, íî åùå è óòîïèÿ äëÿ íåìíîãèõ?

À.Ì.: Íó äà, è òå, êòî èç íåå èñêëþ÷åíû, îíè êàê ðàç ïðîòèâîïîñòàâëÿþò åé êàêóþ-òî
àñêåçó – íà  óðîâíå èäåíòè÷íîñòè, òèïà, à ìû, ðóññêèå, ïðîòèâ. ß äóìàþ, ÷òî ýòî êàêîå-òî
ñîïðîòèâëåíèå óòîïèè. Èëè ýòà àñêåçà èäåò íà óðîâíå ðåëèãèè. Ýòî òîæå - ìîùíàÿ ñèëà. Íî
ÿ ñåãîäíÿ – âñå æå çà ñèëû áîãàòñòâà, ïðè÷åì ìîùíîå áîãàòñòâî ñàìîé áåäíîñòè ìîæåò
ïîìî÷ü íàì ðàñïðåäìåòèòü, ïåðåíàïðàâèòü íà îòíîøåíèÿ áîãàòñòâî «áîãàòûõ».

Ä.Â.: Äëÿ ìåíÿ î÷åíü âàæíî îáùåå ïîíèìàíèå, ÷òî ó ëþäåé, êîòîðûå âñåãî ëèøåíû – äåíåã,
âëàñòè, ñðåäñòâ êîììóíèêàöèè, âîçìîæíîñòè ïîòðåáëÿòü – îñòàåòñÿ îäíî îðóæèå:
äèñöèïëèíà. È ïðîèãðûø «íàøèõ» ïîòåíöèàëüíîñòåé â òîì, ÷òî êàê ðàç äèñöèïëèíó
ïðåäëàãàþò ïðàâûå – î÷åíü ÷åòêóþ, î÷åíü ïîíÿòíóþ. À íîâûå ëåâûå – ïðèíöèïèàëüíûå
ïðîòèâíèêè äèñöèïëèíû.

À.Ì.: Êëàññè÷åñêèå ëåâûå – çà äèñöèïëèíó, è ÿ, êñòàòè, íà èõ ñòîðîíå. Ýòî î÷åíü âàæíûé
ìîìåíò. Òóò îïÿòü åñòü íåêèé âîäîðàçäåë ñ Çàïàäîì. ×åì è öåíåí Áàäüþ, ÷òî îí ïîíèìàåò,
÷òî íóæíî è òî, è äðóãîå – è àíòèàâòîðèòàðèçì, è äèñöèïëèíà. Îòêóäà áåðåòñÿ ýíåðãèÿ ñåáÿ
îãðàíè÷èòü? Îò òîãî, ÷òî òåáÿ ïðåò. Ñíà÷àëà òåáÿ ïðåò, à ïîòîì òû ñåáÿ îãðàíè÷èâàåøü. Îá
ýòîì åùå Íèöøå ãîâîðèë: èìåííî áüþùàÿ ÷åðåç êðàé ñèëà è ñïîñîáíà óñòàíîâèòü êàêèå-òî
çàêîíû è ïðàâèëà. Ïðè÷åì ýòî áóäóò äèíàìè÷íûå, ïëàñòè÷íûå ïðàâèëà. À åñëè òû îò
áåäíîñòè, îò íèùåòû, îò íåõâàòêè ñåáÿ îãðàíè÷èâàåøü, òî ýòà ïîçèöèÿ ÷ðåâàòà òàêèì î÷åíü
ïðîòåñòàíòñêèì, ëèöåìåðíûì, ðåïðåññèâíûì îáùåñòâîì.

Íî êðîìå àñêåçû åñòü åùå âàðèàíò ïîòëà÷à, òðàòû, êîòîðûé ìîæåò áûòü îäíîé èç ôîðì
áåñêîíå÷íîãî ïîòðåáëåíèÿ, êîãäà ëþäè õîäÿò â ñóïåðìàðêåòû, à ïîòîì âñå ýòî ñæèãàþò. Ó
íàñ â 90-å îò÷àñòè òàêîå áûëî – äåìîíñòðàòèâíîå ïîòðåáëåíèå, äæèïû, óíè÷òîæåíèå ýòèõ
äæèïîâ, íî ýòî áûë ïîòëà÷ ýëèòû, à ïîòëà÷ ýëèòû – ýòî âñåãäà íàñèëèå, óíèæåíèå
îñòàëüíûõ. Íî, ìîæåò áûòü, ó ýòîé ôîðìû åñòü êàêèå-òî ìàññîâûå ïîòåíöèè, ÿ íå çíàþ.

Ä.Â.: Â êîñâåííîé ôîðìå ýòî òàê è ïðîèñõîäèò – âåùè âûáðàñûâàþòñÿ ñî âñ¸ áîëüøåé
ñêîðîñòüþ, ïîòîìó ÷òî íåîáõîäèì up-grade. Íî â Ðîññèè ýòî êàñàåòñÿ ïîêà òîëüêî î÷åíü
îãðàíè÷åííîãî ÷èñëà ëþäåé, è âðåìåíè – æäàòü, ïîêà âäðóã ìû ñòàíåì Àðàáñêèìè
Ýìèðàòàìè – ïðîéäåò åùå ìíîãî (èíòåðåñíî, åñòü êòî-òî, êòî â Àðàáñêèõ Ýìèðàòàõ
ðàçìûøëÿåò íà òåìó ïîòåíöèàëüíîñòè?). Òî åñòü ó íàñ ðå÷ü èäåò î âûíóæäåííîé àñêåçå, íå
ñòàâÿùåé ïîä âîïðîñ, íàñêîëüêî ïðåêðàñåí «÷åëîâåê-ïîòðåáëÿþùèé». È ìíå êàæåòñÿ, ÷òî
åñëè íå ïðîèçîéäåò ñåðüåçíîé êàòàñòðîôû âðîäå áîëüøîé âîéíû èëè ÷åãî-òî åùå áîëåå
óæàñíîãî, òî ñîáñòâåííî ïîòåíöèàëüíîñòü ïîòðåáëåíèÿ áóäåò òîëüêî íàãíåòàòüñÿ… Ýòî íå
î÷åíü îïòèìèñòè÷åñêàÿ ìûñëü, è âñå òå, êòî åùå ñïîñîáåí õîòü êàê-òî çàäàâàòüñÿ
âîïðîñàìè î ïîòåíöèàëüíîñòè, ñíîâà îáðå÷åíû èãðàòü ñòîëü ïðèâû÷íóþ â ðîññèéñêîé
èñòîðèè ðîëü «ëèøíèõ» ëþäåé…

À.Ì.: Òâîèìè áû óñòàìè! Ïîêà ÷òî, íàîáîðîò, ñèñòåìà óñïåøíî âñåõ âïèñûâàåò â ñåáÿ,
ïóñòü èíîãäà – â ôîðìå êàæóùåãîñÿ èñêëþ÷åíèÿ. «Ëèøíèå» áóäóò îáîçíà÷àòü íàðîæäåíèå
ðåâîëþöèîííîãî êëàññà! Íî ìíå êàæåòñÿ, íàøà ðîññèéñêàÿ ñèñòåìà ìîæåò ïðîèçâåñòè
«ëèøíåå» ñêîðåå êàê èçëèøåê è èçëèøåñòâî, ýêñöåññ, «ïåðåáîð» – ÷åì êàê êóëüòèâàöèþ
íåñáûâøåãîñÿ â äóõå ÷åõîâñêèõ ãåðîåâ èëè ãåðîåâ Àãàìáåíà.
Ïîâòîðþñü: íàøà ðîññèéñêàÿ ñèòóàöèÿ, íà ìîé âçãëÿä, ñêîðåå êëàññè÷åñêè àðèñòîòåëåâñêàÿ,
÷åì õàéäåããåðîâñêàÿ èëè àãàìáåíîâñêàÿ: àêòóàëüíîñòü, äåéñòâèòåëüíîñòü, ïðåñûùåííàÿ è
ïåðåíàñûùåííàÿ óòîïèåé, óæå ïðîèçâîäèò ìîùü ïîòåíöèàëüíîñòè, ïóñòü ïîêà
íåîïðåäåëåííóþ, è äëÿ íàñ îíà ïåðâè÷íà ïî îòíîøåíèþ ê ïîòåíöèè. Ìû äîëæíû âèäåòü,
÷òî ðåàëüíî ïðîèñõîäèò, îò ÷åãî ëþäåé ðåàëüíî ïðåò, è âèäåòü òå áåññîçíàòåëüíûå
âîçìîæíîñòè, êîòîðûå ýòà ðåàëüíîñòü â ñåáå íåñåò. Çäåñü ñêîðåå Íåãðè íàø ñîþçíèê: îò
ëþäåé ñêðûâàþò èõ ñîáñòâåííóþ ìîùü, ìîùü òâîðåíèÿ èç íè÷åãî (çàäåéñòâîâàííóþ â
òðóäå) è ìåññèàíñêóþ ìîùü ñáûâàíèÿ-÷óäà (çàäåéñòâîâàííóþ â ïîòðåáëåíèè). Íàì íàäî áû
îïðåäåëèòü ñèëîâûå ëèíèè ýòîé íåðàñêðûòîé ìîùè òàì, ãäå îíà ïðåò ÷åðåç êðàé, â òðóäå è
ïîòðåáëåíèè.
Åñëè Àãàìáåí èùåò âîçìîæíîñòü ïî òó ñòîðîíó äåéñòâèòåëüíîñòè, òî, ìîæåò, íàì ïîðà
ïîèñêàòü òàêîå äåéñòâèå, êîòîðîå îòðûâàåòñÿ îò ñâîåé âîçìîæíîñòè, óâëåêàåòñÿ, çàõîäèò
ñëèøêîì äàëåêî, â íåâîçìîæíîå... Òàêîå äåéñòâèå, êîòîðîå ïðîèçâîäèëî áû âîçìîæíîñòè íå
ïîçàäè (êàê ñóâåðåííàÿ âëàñòü), à âïåðåäè ñåáÿ!

Àðòåì Ìàãóí - ôèëîñîô; Àëåêñàíäð Ñêèäàí - ïîýò; Äìèòðèé Âèëåíñêèé - õóäîæíèê; ÷ëåíû
ðàáî÷åé ãðóïïû “×òî äåëàòü?”, æèâóò â Ïåòåðáóðãå



Kerstin Stakemeier (1975) is a political- and art- scientist living in hamburg/london

Nina Koeller (1976) is an art historian and lives in Berlin

Footnotes:

1.Ernst Bloch, “Die Erbschaft unserer Zeit”,

Frankfurt am Main, 1986, p. 119 (translation by

the authors)

2. See Peter Buerger, “Die Theorie der

Avantgarde”, Frankfurt am Main, 1974, pp. 57.

3. Friedrich Engels, “Herrn Eugen Duehrings

Umwaelzung der Wissenschaft”, MEW Vol.20, p.

264f  (translation by the authors)

4.Theodor W. Adorno, “Aesthetische Theorie”,

p.74 (translation by the authors)

5. Walter Benjamin, “Ueber den Begriff der

Geschichte”, Frankfurt am Main, 1976, GS Vol. I.2,

p.696 (translation by the authors)

6. Walter Benjamin, “Ueber den Begriff der

Geschichte”, Frankfurt am Main, 1976, GS Vol. I.2,

p.695 (translation by the authors)

7. Walter Benjamin, “Das Passagen-Werk”,

Frankfurt am Main, 1976, GS Vol. V·1, p. 273

(translation by the authors)

K e r s t i n  S t a k e m e i e r  &  N i n a  K o e l l e r  |  N o t  f o r g i v i n g  -  N o t  f o r g e t t i n g  –  T h e  S p a c e  f o r  a c t u a l i s a t i o n
“The past is never dead. It’s not even past.“
William Faulkner

We decided to be not so interested in a number
of things: in art in general, for a start, in art
history as a discrete discipline, and in culture,
as art’s more cheerful other. Instead, we are
much more interested in artistic productions
as significant documents of their historical
setting, in art history’s cutting out the political
revolution from revolutionary artistic
productions and in culture as a momentous
subdivision of general production.
In the “Space for Actualisation” we are
attempting to work on another form of cut-out,
one which plays out possibilities against
realities, which measures its cuttings by the
hopes it has for the present and which takes
the past not for what it was, but for what it could
be: An Actualisation is a cut-out from the past,
pulled into the present to actualise its
potentials and to supersede its own role in a
history, whose revolutionary phases were
much too short-lived and rare.
The “Space for Actualisation” is going to focus
on the connections of artistic production, its
historiographies and its roles in the fabrication
of culture, because what we aim for, is to find
a praxis, which regenerates the revolutionary
potentials for the present which are buried in
the past, with Ernst Bloch, build “an alliance,
which frees from the past its possible future
only in that it places both within the present”.
[1]
As two individuals, we limited our own space
of manoeuvre to that social field, in which
shortness in number, much unlike the field of
political action, has socially been embedded
and accepted as one of its bourgeois traits,
ever since German Idealism conceptualized
the idea of artistic autonomy: the field of art
[2]. In it, we can open a very small space to
put an expandable idea to the test. From the
field of art we start.
We will invite twelve artists, artist groups,
musicians and producers with no strict
professional definition to stage twelve
exhibitions in twelve months. With each project
comes a workshop, investigating in the
historical cut-out and the premises and
potentials of its actualisation, a collection of
on- and offline material and documentation on
the actualised and the actualisation and, where
possible, evening-discussions surrounding it.
As, within the present, mass movements are
out of sight, we welcome the precarious and
absurd autonomy of the arts, because it allows
us to run a non-profit project- and exhibition-
space, which sets out to introduce the past as
an argument against the present. As we are
aware of the arbitrariness of contemporary art
within the field of general production, we take
our undertaking deeply serious, but refuse to
consider ourselves with the same seriousness.
Speaking in the terms of capital, we hope to
promote the production of a defunct use-value,
a figure of argumentation, which associates
our own starting point of actualisation with
others, in and out of the field of art. As the
capitalist law of value does not stop within the
arts, we, with Friedrich Engels, are conscious
of the fact that our critique of artistic production
has to take into account the limitations which
go beyond art to make them resound but to
not turn them against art itself. We are opening
the “Space for Actualisation” in Hamburg as a
project- and exhibition space because we find
contemporary artistic production significant
and invite those producers whose significance
we would like to turn against the present
perception of the past. Significance, however,
does not equal action. Only after general
production is revolutionised will ”the objective,
alien forces, which have ruled history so far,
(…) come under the control of the people
themselves. It is not until then that mankind
will make its own history in full consciousness,
only than will the social causes which they put
into effect more and more have the intended
outcome. This is the leap of mankind from the
realm of necessity into the realm of freedom.
[3]
Hoping for that goal to be reached and a
considerable mass movement to come into
sight some day, we oppose any moral
rejections of capitalist production: We do not
believe that money may be evil while art may
be good or that small companies may be
friendly while big ones may be not, because
those are assumptions, which not only result
in petit-bourgeois social-envy and
conservative morals of purity, but also fit what
Theodor W. Adorno described so poignantly
as the bourgeois’ relation to art:
“The bourgeois wishes his life to be simple and
the art to be luscious. It would be better the
other way around.“ [4]

We stress this opposition here, because the
advent of the bourgeois nation state in central
Europe in the mid of the 19th century and the
capitalist industrialisation which came with it
have to be rejected as a whole system of
reproduction in which, amongst other things,
art is relegated to the role of an autonomous
but inconsequential commentary, cut off from
any form of sustainable praxis. We do not see
artistic practice as a stand-in for revolution,
but rather as a historically significant context
of expression (Ausdruckszusammenhang/ W.
Benjamin).
The artists who we invited for the first year of
our programme in the “Space for Actualisation”
were thus not chosen because we hope that
they will enact an intermitted revolution,
preserved in whatever fragment of history they
decide to actualise, but because we think that
their production is significant, either for the
present state of affairs, or for their time on
which their own artistic practices concentrate.

Each of the twelve projects will, starting in
March 07, create an actualisation for our space
in the Talstr.17 in Hamburg. With it, the
documentations which will be collected register
and comment on the actualized cut-out from
history, the historical fragment, as well as the
actualization staged in the space itself. A web
of connections between past and present will
be materially built up, attempting to put into
question the historical role of the actualised
as of the actualisation. Until now, the only two
characters available in dominant
historiography are either being part of the
victorious power structures, the reinforcement
of the reign of general reproduction, or being
part of the obnoxious underdogs, to be stylized
either as the inhuman enemy or as the
beautiful looser. In both cases, what the
historiography of the late capitalist present has
to offer, is pacification, and, as Walter
Benjamin has laid out,

“whoever has emerged victorious participates
to this day in the triumphal procession in which
the present rulers step over those who are
lying prostrate. According to traditional
practice, the spoils are carried along in the
procession. They are called cultural treasures,
and a historical materialist views them with
cautious detachment.” [5]
Our aim is to pick up the bits and pieces  thatfell
off when the triumph procession took them into
their amassments. In embracing the figure of
actualisation, we hope to enter into
discussions and collaborations about the
possible preconditions of a revised history and
the practices that could lead in this direction.
There are three fields of production and social
debate,  thatwe have to position our own
initiative in, in order to be specific about what
we are aiming for:
a) art objects
Speaking of artistic production within the
system of modern capitalist reproduction, the
national state and the international capitalist
economy are of defining importance. In it, the
distinction between “good art” and “bad art”
serves two interwoven purposes.
On the one hand it gives social cachet not only
to the artistic producers of what is nationally
claimed as a cultural value, but also to its
critics, art historians, curators and buyers.
Everyone embedded in the field of art profits
from the division of “good” and “bad” art in the
securing of his or her social, professional and
monetary position. The judgement of artistic
productions by the standards of “good” or “bad”
in that cater nothing but the (mostly national)
history of officially approved high culture, which
again, in Benjamin’s words “steps over those
who are lying prostrate”, thereby neglecting
their potentials, capacities and lived
experiences.
On the other hand it fulfils the simple function
to estimate the ideal and material price of this
commodity. To make artistic productions
measurable and comparable in relation to
other commodities. In this realm of
commodities, the art object offers perfection:
where other commodities always are
dominated by the misrelation of their use- and
their exchange value, the art object holds what
other commodities can just falsely promise: the
subjectivation of both those measures. Art
does not wear off.
This is not to be rejected because it is in any
form morally condemnable but because it veils
art’s capacity for historical significance. Only
that artistic production is of interest for an
actualization, which is historically significant,
and in that able to supersede the context it is
historiographically embedded in, and express
what was not yet lived.

b) the history of art objects
Apart from being an intrinsic part of the value
judgement of artistic production, art history
reproduces another complex of problems,
which concerns actualisations. Its discipline
was founded – like all other disciplines of
modern, capitalist science - on the dissection
of its (art) objects from their historical
surrounding. And even though New Art History
has, since the 1970s attempted to enlarge that
focus, taking the social history of art into
account, it never broke with two assumptions:
One being that the history of artistic production
has to be limited to those objects, which came
into being from an ’autonomous’ artistic
practice, e.g. in objects that are not utilitarian,
and the other being that the specific economic
condition of the object’s production cannot be
taken into consideration in its art historical
acknowledgement.
In the context of actualisations, this art history
interests us only insofar as it provides us with
materials, which document inasmuch the
historical objects of their study as they
comment on their own professional limitations.
We attempt to accompany the Actualisations
that the invited producers will set into motion
on the “Space for Actualisation” with an
opening up of their historical context, their
discipline-less capacities and elective affinities
with the everyday.
c) history of culture
As that which calls itself ‘culture’ until the
present has led to the systematised bondage
of mankind, to the ongoing scandal of hunger,
the continuous presence of war and the
unforgotten systematic genocide of millions of
people under National Socialism, it is
impossible to accept any form of cultural
history, which presents itself in the constant
rewriting of happy endings or ‘necessary’
sacrifices.
The Actualisations will take up happy and
unhappy endings and demonstrate their
capacity to not end at all, but to start new
calendars and negate an image of history,
which relies on the solidifying and stabilising
forces of culture, to instead opt for its
permanent actualisation on every level.
The urgency of this project is grasped in two
aspects, which Benjamin outwrote as follows:
“It is an irrecoverable image of the past, which
threatens to vanish with each present, which

does not recognize itself as addressed by it.”
[6]
“The true method of actualising things for
oneself is to image them in our space (not us
in them). (...) The things figured that way, do
not allow any mediating construction from ‘the
bigger picture’.” [7]

Our “Space for Actualisation” is reaching for
fragments of the not yet forgotten past to
excavate with them present potentials, hoping
that the past is never forgotten, and that the
present is never forgiven.
The “Space for Actualisation” will open on
March 15th, 2007 with an installation of works
by “Chto delat?”. The exhibition will be on show
till April 8th.
On March 16th, a workshop will take place in
the “Space for Actualisation” concerned with
aspects of historiography with Roger Behrens,
Alice Creischer, Hans-Joachim Lenger, Esther
Leslie, Nina Moentmann and “Chto delat?”.
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Êåðñòèí Øòàêìàéåð è Íèíà Êåëëåð | Íå ïðîùàÿ -
Íå çàáûâàÿ – Ïðîñòðàíñòâî äëÿ àêòóàëèçàöèè

Ïðîøëîå íèêîãäà íå ìåðòâî. Îíî äàæå íå ïðîøëîå.
Óèëüÿì Ôîëêíåð

Ìû ðåøèëè, ÷òî íàñ íå î÷åíü-òî èíòåðåñóþò ñëåäóþùèå âåùè: èñêóññòâî âîîáùå, äëÿ íà÷àëà,
èñòîðèÿ èñêóññòâà êàê îòäåëüíàÿ äèñöèïëèíà, è êóëüòóðà êàê áîëåå æèçíåðàäîñòíîå èíîå
èñêóññòâà. Çàòî íàñ âåñüìà èíòåðåñóþò õóäîæåñòâåííûå ïðîèçâåäåíèÿ êàê çíà÷èìûå äîêóìåíòû
ñâîåãî èñòîðè÷åñêîãî îêðóæåíèÿ, âûðûâàíèå ïîëèòè÷åñêîé ðåâîëþöèè èç ðåâîëþöèîííûõ
õóäîæåñòâåííûõ ïðîèçâåäåíèé, îñóùåñòâëÿåìîå èñòîðèåé èñêóññòâà, è êóëüòóðà êàê âàæíîå
ïîäðàçäåëåíèå âñåîáùåãî ïðîèçâîäñòâà.
Â «Ïðîñòðàíñòâå äëÿ àêòóàëèçàöèè» ìû ïûòàåìñÿ ðàáîòàòü ñ äðóãîé ôîðìîé âûðûâàíèÿ-
èçúÿòèÿ, òîé, êîòîðàÿ ðàçâîðà÷èâàåò âîçìîæíîñòè, íàïðàâëåííûå ïðîòèâ ñóùåñòâóþùåãî
ïîðÿäêà âåùåé, êîòîðàÿ ìåðèò ñâîè èçúÿòèÿ íàäåæäîé íà íàñòîÿùåå è âîñïðèíèìàåò ïðîøëîå
íå êàê òî, ÷òî áûëî, à êàê òî, ÷òî ìîãëî áû áûòü: «Àêòóàëèçàöèÿ» – ýòî âûðûâàíèå ïðîøëîãî
èç êîíòåêñòà, âòÿãèâàíèå åãî â íàñòîÿùåå ñ öåëüþ àêòóàëèçèðîâàòü åãî ïîòåíöèàë è îáðåñòè
ñâîþ ðîëü â èñòîðèè, ðåâîëþöèîííûå ôàçû êîòîðîé áûëè ñëèøêîì ñêîðîòå÷íûìè è ðåäêèìè.
«Ïðîñòðàíñòâî äëÿ  àêòóàëèçàöèè» ñîñðåäîòî÷èò âíèìàíèå íà ñâÿçÿõ õóäîæåñòâåííûõ
ïðîèçâåäåíèé, èõ èñòîðèîãðàôèè è òîé ðîëè, êîòîðóþ îíè ñûãðàëè â ïðîèçâîäñòâå êóëüòóðû,
ïîòîìó ÷òî íàøà çàäà÷à – îòûñêàòü ïðàêòèêó, âîçðîæäàþùóþ ïîõîðîíåííûé â ïðîøëîì
ðåâîëþöèîííûé ïîòåíöèàë íàñòîÿùåãî, âûñòðîèòü, âìåñòå ñ Ýðíñòîì Áëîõîì, «àëüÿíñ,
âûñâîáîæäàþùèé â ïðîøëîì åãî âîçìîæíîå áóäóùåå, òîëüêî åñëè îí ïîìåùàåò è òî, è äðóãîå
â íàñòîÿùåì». [1]
Íàøå ñîáñòâåííîå ïîëå ìàíåâðà ìû îãðàíè÷èâàåì òåì ñîöèàëüíûì ïîëåì, â êîòîðîì
íåäîñòàòîê êîëè÷åñòâà – â îòëè÷èå îò ïîëÿ ïîëèòè÷åñêîãî äåéñòâèÿ – ñîöèàëüíî íàñàæäàëñÿ
è áûë ïðèíÿò êàê îäíà èç áóðæóàçíûõ ÷åðò ñ òåõ ñàìûõ ïîð, êàê íåìåöêèé èäåàëèçì îñìûñëèë
èäåþ õóäîæåñòâåííîé àâòîíîìèè: ïîëåì èñêóññòâà. [2] Ìû ìîæåì îòêðûòü â íåì î÷åíü
íåáîëüøîå ïðîñòðàíñòâî, ÷òîáû îïðîáîâàòü èäåþ, êîòîðàÿ îáëàäàåò ñïîñîáíîñòüþ ê
ðàñïðîñòðàíåíèþ è ðàçâèòèþ. Ìû íà÷èíàåì ñ ïîëÿ èñêóññòâà.
Ìû ïðèãëàñèì äâåíàäöàòü õóäîæíèêîâ, õóäîæåñòâåííûõ ãðóïï, ìóçûêàíòîâ è ðàáîòíèêîâ áåç
÷åòêîé ïðîôåññèîíàëüíîé ïðèíàäëåæíîñòè îðãàíèçîâàòü â òå÷åíèå äâåíàäöàòè ìåñÿöåâ
äâåíàäöàòü âûñòàâîê. Ó êàæäîãî ïðîåêòà áóäåò ñâîé ñåìèíàð, èññëåäóþùèé èñòîðè÷åñêîå
èçúÿòèå è ïîòåíöèàë åãî àêòóàëèçàöèè, ñîáèðàþùèé äîñòóïíûé â ñåòè è âíå åå ìàòåðèàë è
äîêóìåíòàöèþ îá àêòóàëèçèðîâàííîì è àêòóàëèçàöèè, à òàêæå, ïî âîçìîæíîñòè, âå÷åðíèå
äèñêóññèè.
Ïîñêîëüêó ìàññîâûõ äâèæåíèé â íàñòîÿùèé ìîìåíò íå âèäíî, ìû ïðèâåòñòâóåì ðèñêîâàííóþ
è àáñóðäíóþ àâòîíîìèþ èñêóññòâ, ïîñêîëüêó ýòî ïîçâîëèò íàì çàïóñòèòü íåêîììåð÷åñêèé
ïðîåêò è ñîäåðæàòü âûñòàâî÷íîå ïðîñòðàíñòâî, ïðåäíàçíà÷åííûå äëÿ òîãî, ÷òîáû âûäâèíóòü
ïðîøëîå êàê ñâèäåòåëüñòâî ïðîòèâ íàñòîÿùåãî. È ïîñêîëüêó ìû îòäàåì ñåáå îò÷åò â
ïðîèçâîëüíîñòè ñîâðåìåííîãî èñêóññòâà âíóòðè ïîëÿ âñåîáùåãî ïðîèçâîäñòâà, ìû ïðèíèìàåì
íàøå íà÷èíàíèå ïðåäåëüíî ñåðüåçíî, íî ïðè ýòîì îòêàçûâàåìñÿ ðàññìàòðèâàòü ñ òîé æå
ñåðüåçíîñòüþ ñàìèõ ñåáÿ.
Ðàññóæäàÿ â òåðìèíàõ êàïèòàëà, ìû íàäååìñÿ ñïîñîáñòâîâàòü ïðîèçâîäñòâó âûìåðøåé
ïîòðåáèòåëüíîé ñòîèìîñòè, ôèãóðû äîêàçàòåëüñòâà-ñâèäåòåëüñòâà, ñâÿçûâàþùåé íàøó
ñîáñòâåííóþ îòïðàâíóþ òî÷êó àêòóàëèçàöèè ñ äðóãèìè, âíóòðè è âíå ïîëÿ èñêóññòâà.
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Ïîñêîëüêó êàïèòàëèñòè÷åñêèé çàêîí ñòîèìîñòè íå ïðåêðàùàåò
äåéñòâîâàòü âíóòðè èñêóññòâà, âìåñòå ñ Ôðèäðèõîì Ýíãåëüñîì
ìû îñîçíàåì, ÷òî íàøà êðèòèêà õóäîæåñòâåííîãî ïðîèçâîäñòâà
äîëæíà ïðèíÿòü âî âíèìàíèå îãðàíè÷åíèÿ, âûõîäÿùèå çà
ïðåäåëû èñêóññòâà, ÷òîáû çàñòàâèòü èõ çàçâó÷àòü, íî ïðè ýòîì
íå îáðàùàòü èõ ïðîòèâ ñàìîãî èñêóññòâà. Ìû îòêðûâàåì
«Ïðîñòðàíñòâî äëÿ Àêòóàëèçàöèè» â Ãàìáóðãå êàê ïðîåêò è
îäíîâðåìåííî âûñòàâî÷íîå ïðîñòðàíñòâî, ïîòîìó ÷òî ñ÷èòàåì
ñîâðåìåííîå õóäîæåñòâåííîå ïðîèçâîäñòâî çíà÷èìûì, è
ïðèãëàøàåì òåõ ðàáîòíèêîâ, ÷üþ çíà÷èìîñòü ìû õîòåëè áû
îáðàòèòü ïðîòèâ íûíåøíåãî âîñïðèÿòèÿ ïðîøëîãî. Îäíàêî
çíà÷èìîñòü íå ðàâíîñèëüíà äåéñòâèþ. Ëèøü ïîñëå òîãî, êàê
áóäåò ðåâîëþöèîíèçèðîâàíî âñåîáùåå ïðîèçâîäñòâî,
«îáúåêòèâíûå, ÷óæäûå ñèëû, ãîñïîäñòâîâàâøèå äî ñèõ ïîð
íàä èñòîðèåé, ïîñòóïàþò ïîä êîíòðîëü ñàìèõ ëþäåé. È òîëüêî
ñ ýòîãî ìîìåíòà ëþäè íà÷íóò âïîëíå ñîçíàòåëüíî òâîðèòü ñâîþ
èñòîðèþ, òîëüêî òîãäà ïðèâîäèìûå èìè â äâèæåíèå
îáùåñòâåííûå ïðè÷èíû áóäóò èìåòü â ïðåîáëàäàþùåé è âñå
âîçðàñòàþùåé ìåðå è òå ñëåäñòâèÿ, êîòîðûõ îíè æåëàþò. Ýòî
åñòü ñêà÷îê ÷åëîâå÷åñòâà èç öàðñòâà íåîáõîäèìîñòè â öàðñòâî
ñâîáîäû». [3]
Â íàäåæäå íà äîñòèæåíèå ýòîé öåëè è ïîÿâëåíèå êîãäà-íèáóäü
ìàññîâîãî äâèæåíèÿ, ìû âûñòóïàåì ïðîòèâ âñÿêîãî
ìîðàëüíîãî îñóæäåíèÿ êàïèòàëèñòè÷åñêîãî ïðîèçâîäñòâà. Ìû
íå âåðèì, ÷òî äåíüãè ìîãóò áûòü çëîì, à èñêóññòâî – áëàãîì,
èëè ÷òî ìàëåíüêèå êîìïàíèè ìîãóò áûòü äðóæåñòâåííûìè, à
êðóïíûå – íåò, ïîòîìó ÷òî ýòè ïîñûëêè íå òîëüêî ïðèâîäÿò ê
ìåëêîáóðæóàçíîé ñîöèàëüíîé çàâèñòè è êîíñåðâàòèâíîé ýòèêå
÷èñòîïëþéñòâà, íî è ñîîòâåòñòâóþò òîìó, ÷òî Òåîäîð Àäîðíî
òàê åäêî îïèñàë êàê áóðæóàçíîå îòíîøåíèå ê èñêóññòâó:
«Áþðãåð õî÷åò, ÷òîáû èñêóññòâî áûëî ïûøíûì, à æèçíü –
àñêåòè÷íîé; ëó÷øå áûëî áû íàîáîðîò». [4]
Ìû ïîä÷åðêèâàåì çäåñü ýòî íåïðèÿòèå, ïîòîìó ÷òî ïðèõîä
áóðæóàçíîãî íàöèîíàëüíîãî ãîñóäàðñòâà â öåíòðàëüíîé
Åâðîïå â ñåðåäèíå XIX âåêà è ñîïðîâîæäàâøàÿ åãî
êàïèòàëèñòè÷åñêàÿ èíäóñòðèàëèçàöèÿ äîëæíû áûòü
îòâåðãíóòû êàê åäèíàÿ ñèñòåìà âîñïðîèçâîäñòâà, â êîòîðîé,
ñðåäè ïðî÷åãî, èñêóññòâó îòâîäèòñÿ ðîëü àâòîíîìíîãî, íî íå
èìåþùåãî ïîñëåäñòâèé êîììåíòàðèÿ, îòðåçàííîãî îò êàêîé-
ëèáî ôîðìû óñòîé÷èâîé, æèçíåñïîñîáíîé ïðàêòèêè. Ìû
ðàññìàòðèâàåì õóäîæåñòâåííóþ ïðàêòèêó íå êàê çàìåíó
ðåâîëþöèè, íî êàê èñòîðè÷åñêè çíà÷èìûé êîíòåêñò âûðàæåíèÿ
(Ausdruckszusammenhang Âàëüòåðà Áåíüÿìèíà).
Õóäîæíèêè, ïðèãëàøåííûå íàìè â ïåðâûé ãîä íàøåé
ïðîãðàììû â «Ïðîñòðàíñòâî äëÿ Àêòóàëèçàöèè», áûëè, òàêèì
îáðàçîì, âûáðàíû íå ïîòîìó, ÷òî ìû íàäååìñÿ, ÷òî îíè
âîçîáíîâÿò ïðåðâàííóþ ðåâîëþöèþ, ñîõðàíèâøóþñÿ â òîì
îáëîìêå èñòîðèè, êîòîðûé îíè ðåøèëè àêòóàëèçèðîâàòü, à
ïîòîìó, ÷òî ìû ñ÷èòàåì èõ ïðîäóêöèþ çíà÷èìîé – ëèáî äëÿ
òåêóùåãî ïîëîæåíèÿ äåë, ëèáî äëÿ âðåìåíè, íà êîòîðîì
ñîñðåäîòî÷åíà èõ ñîáñòâåííàÿ õóäîæåñòâåííàÿ ïðàêòèêà.

Êàæäûé èç äâåíàäöàòè ïðîåêòîâ, íà÷èíàÿ ñ 7 ìàðòà, çàéìåòñÿ
àêòóàëèçàöèåé â íàøåì ïðîñòðàíñòâå â Ãàìáóðãå íà
Òàëøòðàññå, 17. À  ñ íåé è äîêóìåíòàöèåé, êîòîðàÿ áóäåò
ñîáèðàòüñÿ, ðåãèñòðèðîâàòüñÿ è êîììåíòèðîâàòü èñòîðè÷åñêèé
ôðàãìåíò, ðàâíî êàê è åãî àêòóàëèçàöèþ, îñóùåñòâëåííóþ â
ñàìîì ïðîñòðàíñòâå. Âîçíèêíåò ìàòåðèàëüíî âûñòðîåííàÿ
ñèñòåìà ñâÿçåé ìåæäó ïðîøëûì è íàñòîÿùèì, ñòðåìÿùàÿñÿ
ïîñòàâèòü ïîä âîïðîñ èñòîðè÷åñêóþ ðîëü àêòóàëèçèðîâàííîãî,
ðàâíî êàê è àêòóàëèçàöèè. Äî ñèõ ïîð â äîìèíèðóþùåé
èñòîðèîãðàôèè èìåëîñü òîëüêî äâà äîñòóïíûõ àìïëóà: èëè
òû ÷àñòü ïîáåäîíîñíûõ âëàñòíûõ ñòðóêòóð è ñëóæèøü
óêðåïëåíèþ ãîñïîäñòâà âñåîáùåãî ïðîèçâîäñòâà, èëè òû ÷àñòü
íåñíîñíîãî îòðåáüÿ, êîòîðîå èçîáðàæàþò ëèáî áåñ÷åëîâå÷íûì
âðàãîì, ëèáî æèâîïèñíûì íåóäà÷íèêîì. Â îáîèõ ñëó÷àÿõ,
èñòîðèîãðàôèÿ ðàçâèòîãî êàïèòàëèçìà ïðåäëàãàåò
ïàññèâíîñòü. Êàê ïèøåò Âàëüòåð Áåíüÿìèí: «Ëþáîé
ïîáåæäàâøèé äî ñåãî äíÿ – ñðåäè ìàðøèðóþùèõ â

òðèóìôàëüíîì øåñòâèè, â êîòîðîì ãîñïîäñòâóþùèå ñåãîäíÿ
ïîïèðàþò ëåæàùèõ ñåãîäíÿ íà çåìëå. Ñîãëàñíî äàâíåìó è íå
íàðóøàåìîìó îáû÷àþ äîáû÷ó òîæå íåñóò â òðèóìôàëüíîì
øåñòâèè. Äîáû÷ó èìåíóþò êóëüòóðíûìè öåííîñòÿìè.
Èñòîðè÷åñêèé ìàòåðèàëèñò íåèçáåæíî îòíîñèòñÿ ê íèì êàê
ñòîðîííèé  íàáëþäàòåëü». [5]
Íàøà öåëü – ïîäîáðàòü îáðûâêè è îáëîìêè, îòêîëîâøèåñÿ â
ìîìåíò, êîãäà òðèóìôàëüíîå øåñòâèå ñäåëàëî èõ ñâîèì
äîñòîÿíèåì. Ñòàíîâÿñü íà ñòîðîíó ôèãóðû àêòóàëèçàöèè, ìû
íàäååìñÿ âñòóïèòü â äèñêóññèþ è ñîòðóäíè÷åñòâî íà ïðåäìåò
âîçìîæíûõ ïðåäïîñûëîê ïåðåñìîòðåííîé èñòîðèè è ïðàêòèê,
êîòîðûå ìîãóò ê ýòîìó ïåðåñìîòðó ïðèâåñòè. Åñòü òðè ïîëÿ
ïðîèçâîäñòâà è îáùåñòâåííûõ äèñêóññèé, â êîòîðûå ìû
äîëæíû ïîìåñòèòü íàøó èíèöèàòèâó äëÿ óòî÷íåíèÿ íàøåé
çàäà÷è:
a) õóäîæåñòâåííûå îáúåêòû
Êðàéíå âàæíî ãîâîðèòü î õóäîæåñòâåííîì ïðîèçâîäñòâå
âíóòðè ñèñòåìû ñîâðåìåííîãî êàïèòàëèçìà, íàöèîíàëüíîãî
ãîñóäàðñòâà è ìåæäóíàðîäíîé êàïèòàëèñòè÷åñêîé ýêîíîìèêè.
Ðàçäåëåíèå íà «õîðîøåå èñêóññòâî» è «ïëîõîå èñêóññòâà»
ñëóæèò â ýòîé ñèñòåìå äâóì âçàèìîñâÿçàííûì öåëÿì.
Ñ îäíîé ñòîðîíû, îíî îòòèñêèâàåò ñîöèàëüíóþ ïå÷àòü íå
òîëüêî íà ïðîèçâîäèòåëÿõ òîãî, ÷òî îáúÿâëÿåòñÿ íàöèîíàëüíîé
êóëüòóðíîé öåííîñòüþ, íî è íà êðèòèêàõ, èñòîðèêàõ èñêóññòâà,
êóðàòîðàõ è ïîêóïàòåëÿõ. Êàæäûé, êòî âñòðîåí â ïîëå
èñêóññòâà, èçâëåêàåò âûãîäó èç ðàçäåëåíèÿ «õîðîøåãî» è
«ïëîõîãî» èñêóññòâà, óïðî÷èâàÿ ñâîå ñîöèàëüíîå,
ïðîôåññèîíàëüíîå è ôèíàíñîâîå ïîëîæåíèå. Ñóæäåíèå î
õóäîæåñòâåííûõ ïðîèçâåäåíèÿõ íà îñíîâå ñòàíäàðòîâ
«õîðîøåãî» è «ïëîõîãî» îáñëóæèâàåò íå ÷òî èíîå, êàê (â
îñíîâíîì íàöèîíàëüíóþ) èñòîðèþ îôèöèàëüíî îäîáðåííîé
âûñîêîé êóëüòóðû, êàêîâàÿ, îïÿòü-òàêè, ïî ñëîâàì Áåíüÿìèíà,
«ïîïèðàåò ëåæàùèõ ñåãîäíÿ íà çåìëå»; îíà ïëåâàòü õîòåëà íà
èõ ïîòåíöèàë, ñïîñîáíîñòè è æèçíåííûé îïûò.
Ñ äðóãîé ñòîðîíû, ýòî ðàçäåëåíèå âûïîëíÿåò ïðîñòóþ
ôóíêöèþ: óñòàíîâèòü èäåàëüíóþ è ìàòåðèàëüíóþ öåííîñòü
ýòîãî òîâàðà. Ñäåëàòü õóäîæåñòâåííûå ïðîèçâåäåíèÿ
èçìåðÿåìûìè è ñðàâíèìûìè îòíîñèòåëüíî äðóãèõ òîâàðîâ. Â
ýòîì öàðñòâå òîâàðîâ õóäîæåñòâåííûå îáúåêòû ïðåäëàãàþò
ñîâåðøåíñòâî: òàì, ãäå íàä äðóãèìè òîâàðàìè âñåãäà äîâëååò
íåñîîòâåòñòâèå èõ ïîòðåáèòåëüñêîé è ìåíîâîé ñòîèìîñòè,
õóäîæåñòâåííûé îáúåêò óäåðæèâàåò òî, ÷òî äðóãèå òîâàðû
ìîãóò ëèøü ëæèâî ñóëèòü – ñóáúåêòèâàöèþ îáåèõ ýòèõ åäèíèö
èçìåðåíèÿ. Èñêóññòâî íå ñòàðååò. Ýòî ïîëîæåíèå ñëåäóåò
îòâåðãàòü íå ïîòîìó, ÷òî îíî ìîðàëüíî ïðåäîñóäèòåëüíî â
ëþáîé ôîðìå, íî ïîòîìó, ÷òî îíî ñêðûâàåò ñïîñîáíîñòü
èñêóññòâà îáðåñòè èñòîðè÷åñêîå çíà÷åíèå. Òîëüêî òî
õóäîæåñòâåííîå ïðîèçâåäåíèå èíòåðåñíî äëÿ àêòóàëèçàöèè,
êîòîðîå èñòîðè÷åñêè çíà÷èìî è, òåì ñàìûì, ñïîñîáíî
çàìåíèòü êîíòåêñò, â êîòîðûé îíî áûëî ïîìåùåíî
èñòîðèîãðàôèåé, è âûðàçèòü òî, ÷òî åùå íå áûëî ïðîæèòî.
á) èñòîðèÿ õóäîæåñòâåííûõ îáúåêòîâ
Ïîìèìî òîãî, ÷òî îíà ÿâëÿåòñÿ íåîòúåìëåìîé ÷àñòüþ
öåííîñòíîãî ñóæäåíèÿ î õóäîæåñòâåííîì ïðîèçâåäåíèè,
èñòîðèÿ èñêóññòâà âîñïðîèçâîäèò åùå îäèí êîìïëåêñ ïðîáëåì,
êàñàþùèéñÿ àêòóàëèçàöèé. Ýòà äèñöèïëèíà – êàê è âñå äðóãèå
äèñöèïëèíû ñîâðåìåííîé, êàïèòàëèñòè÷åñêîé íàóêè – áûëà
îñíîâàíà íà îòñå÷åíèè ñâîèõ (õóäîæåñòâåííûõ) îáúåêòîâ îò
èõ èñòîðè÷åñêîãî îêðóæåíèÿ. È äàæå åñëè íîâåéøàÿ èñòîðèÿ
èñêóññòâà, íà÷èíàÿ ñ ñåìèäåñÿòûõ ãîäîâ, ïîïûòàëàñü
ðàñøèðèòü ôîêóñ ñâîåãî âíèìàíèÿ è âîáðàòü îáùåñòâåííóþ
èñòîðèþ, îíà òàê è íå ïîðâàëà ñ äâóìÿ ïîñûëêàìè. Ïåðâàÿ –
ýòî ÷òî èñòîðèÿ õóäîæåñòâåííîãî ïðîèçâåäåíèÿ äîëæíà áûòü
îãðàíè÷åíà òåìè îáúåêòàìè, êîòîðûå âîçíèêëè èç
«àâòîíîìíîé» õóäîæåñòâåííîé ïðàêòèêè, òî åñòü îáúåêòàìè
íåóòèëèòàðíûìè; âòîðàÿ – ýòî ÷òî ñïåöèôè÷åñêèå
ýêîíîìè÷åñêèå óñëîâèÿ ïðîèçâîäñòâà îáúåêòà íåëüçÿ
ïðèíèìàòü âî âíèìàíèå ïðè åãî õóäîæåñòâåííî-èñòîðè÷åñêîì
ïîäòâåðæäåíèè/ïðèçíàíèè.

Â êîíòåêñòå àêòóàëèçàöèé ýòà èñòîðèÿ èñêóññòâà èíòåðåñóåò
íàñ ëèøü ïîñòîëüêó, ïîñêîëüêó îáåñïå÷èâàåò íàñ ìàòåðèàëîì,
êîòîðûé â òîé ìåðå äîêóìåíòàëüíî îáîñíîâûâàåò èçó÷àåìûå
èñòîðè÷åñêèå îáúåêòû, â êàêîé îíè êîììåíòèðóþò èõ
ñîáñòâåííûå ïðîôåññèîíàëüíûå îãðàíè÷åíèÿ. Ìû
ïîñòàðàåìñÿ ñîïðîâîäèòü çàïóùåííûå â äåéñòâèå
àêòóàëèçàöèè ðàñêðûòèåì èõ èñòîðè÷åñêîãî êîíòåêñòà, èõ íå
çíàþùèõ äèñöèïëèíû âîçìîæíîñòåé è èçáèðàòåëüíîãî
ñðîäñòâà ñ ïîâñåäíåâíîñòüþ.
â) èñòîðèÿ êóëüòóðû
Ïîñêîëüêó òî, ÷òî çîâåòñÿ «êóëüòóðîé», ïðèâîäèëî äî ñåãî äíÿ
ê ñèñòåìàòè÷åñêîìó çàêðåïîùåíèþ ÷åëîâå÷åñòâà, ê
íåïðåêðàùàþùåéñÿ âîéíå, ïîçîðíîìó ãîëîäó è íåñòèðàåìîìó
èç ïàìÿòè ãåíîöèäó ìèëëèîíîâ ïðè íàöèîíàë-ñîöèàëèçìå,
íåâîçìîæíî ïðèíÿòü êàêóþ áû òî íè áûëî ôîðìó èñòîðèè
êóëüòóðû, êîòîðàÿ ïðåïîäíîñèò ñåáÿ â áåñïðåñòàííîì
ïåðåïèñûâàíèè õåïïè-ýíäîâ èëè «íåîáõîäèìûõ» æåðòâ.
«Àêòóàëèçàöèè» ïîäõâàòÿò ñ÷àñòëèâûå è íåñ÷àñòëèâûå
êîíöîâêè è ïðîäåìîíñòðèðóþò èõ ñïîñîáíîñòü íèêîãäà íå
êîí÷àòüñÿ, íî, íàïðîòèâ, îòêðûâàòü íîâîå ëåòîèñ÷èñëåíèå è
îïðîâåðãàòü îáðàç èñòîðèè, ïîêîÿùèéñÿ íà ñòàáèëèçèðóþùèõ
è êîñíûõ ñèëàõ êóëüòóðû, îòäàâàÿ âìåñòî ýòîãî ïðåäïî÷òåíèå
åå ïåðìàíåíòíîé àêòóàëèçàöèè íà êàæäîì óðîâíå.

Íåîòëîæíîñòü ýòîãî ïðîåêòà ñõâà÷åíà â äâóõ àñïåêòàõ, êîòîðûå
î÷åðòèë Áåíüÿìèí:
«Âåäü èìåííî íåâîçâðàòèìûé îáðàç ïðîøëîãî îêàçûâàåòñÿ ïîä
óãðîçîé èñ÷åçíîâåíèÿ ñ ïîÿâëåíèåì ëþáîé ñîâðåìåííîñòè, íå
ñóìåâøåé óãàäàòü ñåáÿ ïîäðàçóìåâàåìîé â ýòîì îáðàçå». [6]
«Ïîäëèííûé ìåòîä àêòóàëèçàöèè âåùåé – ïðåäñòàâèòü èõ â
íàøåì ïðîñòðàíñòâå (à íå íàñ – â èõ). (…) Âåùè, èçîáðàæåí-
íûå òàêèì ñïîñîáîì, íå äîïóñêàþò íèêàêîé îïîñðåäóþùåé
êîíñòðóêöèè èç “áîëüøåé êàðòèíû”». [7]

Íàøå «Ïðîñòðàíñòâî äëÿ Àêòóàëèçàöèè» èùåò îáðûâêè è
îáëîìêè åùå íå çàáûòîãî ïðîøëîãî, ÷òîáû âìåñòå ñ íèìè
îáíàðóæèòü òàÿùèéñÿ â íàñòîÿùåì ïîòåíöèàë – â íàäåæäå íà
òî, ÷òî ïðîøëîìó íåò çàáâåíèÿ, à íàñòîÿùåìó – ïðîùåíèÿ.

«Ïðîñòðàíñòâî äëÿ Àêòóàëèçàöèè» îòêðîåòñÿ 15 ìàðòà 2007
ãîäà èíñòàëëÿöèåé ðàáîò ãðóïïû «×òî äåëàòü?». Ýòà âûñòàâêè
ïðîäëèòñÿ äî 18 àïðåëÿ. 16 ìàðòà â «Ïðîñòðàíñòâå äëÿ
Àêòóàëèçàöèè» ïðîéäåò ñåìèíàð íà òåìó èñòîðèîãðàôèè, â
êîòîðîì ïðèìóò ó÷àñòèå Ðîãåð Áåõðåíñ, Àëèñà Êðàéøåð, Ãàíñ-
Èîàõèì Ëåíãåð, Ýñòåð Ëåñëè, Íèíà Ìîíòìàíí è ãðóïïà «×òî
äåëàòü?».
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ïåðåâîä Àëåêñàíäðà Ñêèäàíà

Êåðñòèí Øòàêåìàéåð (1975) ïîëèòè÷åñêèé è õóäîæå-

ñòâåííûé èññëåäîâàòåëü, æèâåò â Ëîíäîíå è Ãàìáóðãå

Íèíà Êåëëåð (1976) èñòîðèê èñêóññòâà, æèâåò â Áåðëèíå



«Colectivo Situaciones» — ýòî íàçâàíèå àêòèâèñòêîãî
ñïîñîáà èññëåäîâàíèÿ (investigacion militante), âîêðóã
êîòîðîãî îáúåäèíèëñÿ íàø êîëëåêòèâ. Äåÿòåëüíîñòü
íàõîäèò âîïëîùåíèå â ôîðìå àêòèâèñòêîãî èçäàòåëüñòâà
(editorial militante), êîòîðîå ìû íàçâàëè Tinta Limón Ediciones
(w w w . t i n t a l i m o n e d i c i o n e s . o r g )
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Áîëåå ïÿòè ëåò ñ ìîìåíòà âîññòàíèÿ â Àðãåíòèíå â äåêàáðå
2001 ãîäà ìû âèäèì, êàê ìåíÿþòñÿ òîëêîâàíèÿ è íàñòðîåíèÿ
âîêðóã ýòîãî ñîáûòèÿ. Äëÿ ìíîãèõ èç íàñ ýòàïíûì ÷óâñòâîì,
ñîïðîâîæäàâøèì ýòîò èçâèëèñòûé ïóòü, áûëà ïå÷àëü. Äàííûé
òåêñò ñîõðàíÿåò ìîìåíò ðàçâèòèÿ ýòîé «ïå÷àëè» ñ òåì, ÷òîáû
âûéòè çà ïðåäåëû ïîíÿòèé «ïîáåäû è ïîðàæåíèÿ»,
õàðàêòåðíûõ äëÿ ïðåäûäóùåãî öèêëà ïîëèòèçàöèè,
ñîñðåäîòî÷åííîãî íà çàõâàòå ãîñóäàðñòâåííîé âëàñòè, è â òî
æå âðåìÿ, ÷òîáû ðàçäåëèòü ïðîöåññ, ïîçâîëèâøèé íàì
«ñäåëàòü ïóáëè÷íûì» òî, ÷òî äî ýòîãî áûëî èíòèìíûì
÷óâñòâîì îòäåëüíûõ ëþäåé è ãðóïï.
Ïå÷àëü ïðèøëà ïîñëå ñîáûòèÿ: âñëåä çà ïîëèòè÷åñêèì
ïðàçäíåñòâîì – ÿçûêà, îáðàçîâ, äâèæåíèé – ïðèøëà
ðåàêöèîííàÿ äèíàìèêà äèñïåðñèè. À âìåñòå ñ íåé è òî, ÷òî
òîãäà ïåðåæèâàëîñü êàê óìåíüøåíèå âîçìîæíîñòåé
îòêðûòîñòè è èííîâàöèè, êîòîðûå ýòî ñîáûòèå ïðèâåëî â
äåéñòâèå. Çà îïûòîì ñîöèàëüíîãî èçîáðåòåíèÿ (âñåãäà
ïîäðàçóìåâàþùåãî åùå è èçîáðåòåíèå âðåìåíè) ïîñëåäîâàë
ìîìåíò íîðìàëèçàöèè è îáúÿâëåíèå «êîíöà ïðàçäíåñòâà».
Ñîãëàñíî Ñïèíîçå, ïå÷àëü (ìåëàíõîëèÿ) ñîñòîèò â
îãðàíè÷åíèè íàøèõ ñïîñîáíîñòåé ê äåéñòâèþ (potentia). Ó
íàñ ïîëèòè÷åñêàÿ ïå÷àëü âî ìíîãèõ ñëó÷àÿõ ïðèíèìàëà ôîðìó
áåññèëèÿ è ìåëàíõîëèè ïåðåä ëèöîì ðàñòóùåé äèñòàíöèè
ìåæäó ýòèì ñîöèàëüíûì ýêñïåðèìåíòîì è ïîëèòè÷åñêèì
âîîáðàæåíèåì, ñïîñîáíûì åãî îñóùåñòâèòü.
Òåêñò «Ïîëèòèçèðîâàòü ïå÷àëü» ðåçþìèðóåò íàøå íàìåðåíèå
îêàçàòü ñîïðîòèâëåíèå, ïåðåðàáîòàòü òî, ÷òî îáíàðóæèëîñü â
êîëëåêòèâíîì ýêñïåðèìåíòå â óñëîâèÿõ íîâîé äèíàìèêè
ïóáëè÷íîñòè, ïîñêîëüêó íà÷àâøèéñÿ òîãäà ïðîöåññ, îòíþäü
íå ñîéäÿ íà íåò è íå ïðåðâàâøèñü, ïî-ïðåæíåìó îñòàåòñÿ
îñíîâîïîëàãàþùåé äèëåììîé â ñîâðåìåííîé Àðãåíòèíå. Â
ýòîì êîíòåêñòå è ñ ýòèì íàìåðåíèåì, ìû, ïðåäñòàâèòåëè î÷åíü
ðàçíûõ êîëëåêòèâîâ, îáúåäåííûå æèçíåííûì îïûòîì
ïîëèòè÷åñêîé òðàíñâåðñàëüíîñòè*, èìåâøåé ìåñòî â
Àðãåíòèíå â ïîñëåäíèå ãîäû, ñîáèðàëèñü íà ïðîòÿæåíèè
íåñêîëüêèõ íåäåëü â êîíöå 2005 ãîäà. Ñðåäè ñîáðàâøèõñÿ
áûëè: Grupo de Arte Callejero (GAC) («Ãðóïïà óëè÷íîãî
èñêóññòâà»), îáðàçîâàòåëüíîå ñîîáùåñòâî Creciendo Juntos
(«Ðàñòåì âìåñòå»), Movimiento de Trabajadores Desocupados
(MTD) (Äâèæåíèå áåçðàáîòíûõ) ãîðîäñêèõ ðàéîíîâ Ñîëàíî
è Ãåðíèêè, êîëëåêòèâ êîììóíèêàöèè lavaca è Colectivo
Situaciones (Êîëëåêòèâ Ñèòóàöèé). Ìû ïèøåì ýòîò òåêñò,
íåèçáåæíî èñõîäÿ èç íàøåãî ñîáñòâåííîãî âçãëÿäà íà òî, ÷òî
îáñóæäàëîñü òîãäà íà ýòèõ âñòðå÷àõ, à ýòî ïîäðàçóìåâàåò –
òàêæå íåèçáåæíî –  ïèñàòü â ñîîòâåòñòâèè ñ ïðîäîëæàþùåé
ðàçâèâàòüñÿ äèíàìèêîé.

I .  Ïîëèòè÷å ñêàÿ ïå÷àëü

1. Ëîãèêà ñïåöèàëèñòîâ. «Åñëè òû çàíèìàåøüñÿ èñêóññòâîì,
íå çàíèìàéñÿ ïîëèòèêîé, ïîòîìó ÷òî â èñêóññòâå åñòü òå, êòî
ðàçáèðàåòñÿ â âèçóàëüíîì ÿçûêå, ýñòåòèêå, òå, êòî ìîæåò
ñêàçàòü, ÷òî ÿâëÿåòñÿ èñêóññòâîì, à ÷òî íåò». Òàêîé æå òèï
îãðàíè÷åíèé íàâÿçûâàåòñÿ îáùåñòâåííûìè íàóêàìè è
ôèëîñîôèåé: ïðîâîäèòñÿ ãðàíèöà ìåæäó òåìè, êòî ãîäåí äëÿ
èçîáðåòåíèÿ êîíöåïöèé è ëåãèòèìíîãî èñïîëüçîâàíèÿ
ñîöèàëüíûõ èññëåäîâàíèé, è òåìè, êòî ïîñâÿòèë ñåáÿ
«ïîëèòè÷åñêîé ïðîïàãàíäå». Òàê âñëåä çà ýïîõîé
«áåñïîðÿäêà» ïðèøëè êàòåãîðèè ñïåöèàëèñòîâ – äàáû
ðåñòàâðèðîâàòü è âîñêðåñèòü êëàññèôèêàöèè, êîòîðûå – êàê
îíè óâåðÿþò – íèêîãäà ïîëíîñòüþ íå èñ÷åçàþò. Ïðîäåëàííûé
òàêèì ñïîñîáîì àíàëèç îñòàâëÿåò â ñòîðîíå ïîëèòè÷åñêèå
îïåðàöèè, êîòîðûå ñäåëàëè òî èëè èíîå ïðîèçâåäåíèå,
ïðèíöèï àêöèè èëè äâèæåíèå âîçìîæíûìè. Êðîìå òîãî,
ñóùåñòâóþò åùå è ïîëèòè÷åñêèå ýêñïåðòû, êîòîðûå
îðãàíèçóþò áåñïîðÿäîê â ïðîòèâîïîëîæíîì ñìûñëå: «åñëè ó
òåáÿ íåò ÷åòêîé âëàñòíîé ñòðàòåãèè, òî, ÷òî òû äåëàåøü, íå
ÿâëÿåòñÿ ïîëèòèêîé – ýòî “ñîöèàëüíûé àêòèâèçì”,
ôèëàíòðîïèÿ, êîíòðêóëüòóðà è ò.ä.». Òåì ñàìûì
ãèáðèäèçàöèÿ, ïîäðàçóìåâàÿ ïðè ëþáîì ñîçäàíèè íîâûõ
ïîëèòè÷åñêèõ ôèãóð, íàìåðåííî ïóòàåòñÿ ñ êîñòþìèðîâàííîé
âå÷åðèíêîé, ïîñëå ÷åãî âîçâðàùàþòñÿ ñòàðûå
êëàññèôèöèðóþùèå ñèëû è ðàçäàþò óíèôîðìó, èãíîðèðóÿ òîò
ôàêò, ÷òî âñå ýòè ïðîöåññû âñåãäà îáëàäàþò èçìåðåíèåì
íåîáðàòèìîñòè.
2. Ïîâòîðåíèå áåç ðàçëè÷èÿ. Ïîðîã ïðîèçâîäèòåëüíîñòè (êàê
âûðàçèòåëüíîé, òàê è îðãàíèçàöèîííîé), äîñòèãíóòûé â
ìîìåíò òâîð÷åñêîãî êèïåíèÿ, òàêîâ, ÷òî äåëàåò âîçìîæíûì
ïåðñîíàëüíûå è ãðóïïîâûå «ñëèÿíèÿ», íàðÿäó ñî ñìåøåíèåì
ÿçûêîâ, â êîòîðûõ âàæíî óæå íå ñòîëüêî àâòîðñòâî ñîçäàííîãî,
ñêîëüêî ñòåïåíü, äî êàêîé îáúåäèíèëèñü ýòè ýíåðãèè. Ýòè
ïðîèçâîäèòåëüíûå ñèëû íå âûäåðæèâàþò ïîâòîðåíèÿ âíå
ñèòóàöèé, â êîòîðûõ óêîðåíåí èõ ñìûñë, áåç òîãî, ÷òîáû íå
ñäåëàòüñÿ ôîðìóëîé. Ïå÷àëü ïîÿâëÿåòñÿ âìåñòå ñ
óâåðåííîñòüþ â ýòîì èñêîðåíåíèè, íî èçãîíÿåòñÿ êàê
ïîëèòèêà, êîãäà ÷èñòîå ïîâòîðåíèå êðèñòàëëèçóåòñÿ è
âîçâîäèòñÿ â ôîðìóëó, ãîòîâóþ ê ïðèìåíåíèþ. Àâòîìàòèçàöèÿ
ôîðìóëû áëîêèðóåò íàøó ñîáñòâåííóþ ñïîñîáíîñòü
òåìïîðàëèçèðîâàòü ïðîöåññ. Åñëè òâîðèòü âðåìÿ – çíà÷èò
îòêðûâàòü âîçìîæíîñòè, ïîëèòè÷åñêàÿ ïå÷àëü ïðåïÿòñòâóåò
ïðîðàáîòêå æèçíåííîãî îïûòà êàê íàñòîÿùóþ è áóäóùóþ
âîçìîæíîñòü. Êðèñòàëëèçàöèÿ íå èçæèòîãî ïðîøëîãî
ïðåðûâàåò ñâîþ ïðîðàáîòêó êàê ïîëèòè÷åñêóþ ïàìÿòü.
3. Äëèòåëüíîñòü êàê êðèòåðèé ñîñòîÿòåëüíîñòè. Âîïðîñû,
ñòîÿâøèå íà ïîâåñòêå äíÿ â òå÷åíèå 2001 – 2003 ãîäîâ, áûëè
ñëåäóþùèìè: êàê ñîîòíîñÿòñÿ ìåæäó ñîáîé ãðóïïû è
äâèæåíèÿ; êàêèå ñîâìåñòíûå óñèëèÿ ÿâèëèñü ðåçóëüòàòîì
«ñëèÿíèÿ», à êàêèå íå äîïóñêàþò ïîäîáíîé ãèáêîñòè ñâÿçåé?
Â êàæäîé ãðóïïå èëè êîëëåêòèâå (õóäîæåñòâåííîì,
ïîëèòè÷åñêîì, ñîöèàëüíîì è ò.ä.) âîçíèê âîïðîñ î ïðàêòèêàõ,
èìåâøèõ ìåñòî çà ïðåäåëàìè êàæäîé èç íèõ ñàìîé ïî ñåáå, â
îáùåì âíåøíåì ìèðå. Êëþ÷åâàÿ èäåÿ, ñäåëàâøàÿ ýòè âñòðå÷è
âîçìîæíûìè, çàêëþ÷àëàñü â «òðåòüåé ãðóïïå»: îáúåäèíåíèÿ
âîêðóã çàäà÷, êîòîðûå ñíèìàëè áû ðàçëè÷èÿ ìåæäó ãðóïïàìè,
îäíîâðåìåííî îáúåäèíÿÿ èõ â ïîäëèííûå ëàáîðàòîðèè ïî
ñîçäàíèþ îáðàçîâ, ñëîâ è îðãàíèçàöèé. Ïå÷àëü, â ñâîåì
ñòðåìëåíèè ê óïðîùåíèþ, ïðèõîäèò ê òîìó, ÷òî âðåìåííîé

êîíå÷íîñòè ýêñïåðèìåíòà äîñòàòî÷íî äëÿ òîãî, ÷òîáû
îáåñöåíèòü åãî çíà÷åíèå, äåëàÿ íåðàçëè÷èìûì è ýòî «îáùåå
âíå», è ïðîöåäóðû, ïðèçâàííûå ïðèäàòü åìó ôîðìó; òåì
ñàìûì îíà ðàñïûëÿåò ãëóáî÷àéøèé ñìûñë ýòîãî ïðîöåññà.
4. Ïðåçðåíèå ê ñîöèàëèçàöèè ïðîèçâîäñòâà. «Êàæäûé
ìîæåò ñîçäàâàòü îáðàçû èëè êîíöåïöèè, ôîðìû áîðüáû,
ñðåäñòâà êîììóíèêàöèè èëè ñïîñîáû âûðàæåíèÿ».  Ýòè
óòâåðæäåíèÿ èìåëè ñìûñë, ïîêà óñïåõ «áåçëè÷íîãî»
êîëëåêòèâíîãî ïðîèçâîäñòâà ìîã ðàñïðîñòðàíÿòü ïðîöåññû
è ñîöèàëèçèðîâàòü òâîð÷åñêèå ýêñïåðèìåíòû. Ëîãèêà
«çàðàæåíèÿ» ïðîíèçàëà ôîðìû áîðüáû, îáðàçîâ è
èññëåäîâàíèé, ñòàâÿ ïîä ñîìíåíèå êîíòðîëü ôèðì è èõ
òîðãîâûõ ìàðîê íàä ïðîñòðàíñòâîì çíàêîâ. Íîðìàëèçóþùàÿ
ðåàêöèÿ ïðèøëà ïîçæå – ÷òîáû óïðàâëÿòü ýòîé âèðóñíîé
ýêñïàíñèåé, ïåðåêîäèðóÿ ñìûñëû è âíîâü óñòàíàâëèâàÿ íàä
íèìè âëàñòü.
Ýòîìó óðîâíþ íîðìàëèçàöèè ñïîñîáñòâîâàëè ñëåäóþùèå
ïðîöåññû:
Îïóñòîøåíèå êîëëåêòèâíûõ ëîçóíãîâ ïóòåì èõ áóêâàëèçàöèè
(íàñèëüñòâåííîãî îòðûâà îò èõ ïîòåíöèàëüíûõ ñìûñëîâ).
Íàïðèìåð, «ïóñòü óéäóò âñå» (äåêàáðü 2001-ãî);
ïðèïèñûâàíèå ñêðûòîãî ñìûñëà, «ìàíèïóëÿöèè», âìåñòî
îáû÷íîãî ïðî÷òåíèÿ ÿâëåíèé êîëëåêòèâíîãî òâîð÷åñòâà («çà
êàæäîé àâòîíîìíîé è ãîðèçîíòàëüíîé òåíäåíöèåé ñòîèò íå
÷òî èíîå, êàê óëîâêà âëàñòè…», èëè ëþáàÿ «ñïîíòàííàÿ ïî
âèäèìîñòè» äåìîíñòðàöèÿ íàõîäèò ñâîþ «ñêðûòóþ èñòèíó»
âî âëàñòÿõ, êîòîðûå «äèðèæèðóþò» åþ èç-çà êóëèñ);
ñàìûå òèïè÷íûå ïðåäðàññóäêè «ðåàêòèâíîãî ýêîíîìèçìà»,
âûðàæåííûå âî ôðàçàõ âðîäå «ïèêåòèðóþùèå òîëüêî è õîòÿò,
÷òî ïîëó÷àòü äåíüãè, íå ðàáîòàÿ», «ñðåäíèé êëàññ âûõîäèò
íà óëèöó òîëüêî òîãäà, êîãäà çàäåò åãî êîøåëåê», è âñå ñïîñîáû
ñâåñòè ñóáúåêòèâíîå âçàèìîäåéñòâèå ê ýêîíîìè÷åñêîìó
êðèçèñó;
ìåõàíè÷åñêîå îòîæäåñòâëåíèå «ìèêðî» óðîâíÿ ñ «ìàëûì»,
àïðèîðíîå ñóæäåíèå, â ñîîòâåòñòâèè ñ êîòîðûì êîíêðåòíûå
ôîðìû âîññòàíèÿ îòîæäåñòâëÿþòñÿ ñ ïðåäûäóùèì,
ëîêàëüíûì, èñêëþ÷èòåëüíûì ìîìåíòîì, âûðâàííûì èç
«ìàêðî» («áîëüøåé») ðåàëüíîñòè, êîòîðîé ñëåäóåò óïðàâëÿòü
â ñîîòâåòñòâèè ñ óêàçàíèÿìè, ïðîèñòåêàþùèìè èç
êàïèòàëèñòè÷åñêîé ãåãåìîíèè è åå ñèñòåì ïåðåêîäèðîâàíèÿ.
5. Ìàøèíû çàõâàòà. Êëàññè÷åñêàÿ äèëåììà ïî ïîâîäó
èíñòèòóöèé – ó÷àñòâîâàòü èëè îòñòðàíèòüñÿ? – áûëà â
èçâåñòíîì ñìûñëå ïðåîäîëåíà â ìîìåíò âûáðîñà íàèáîëüøåé
ñîöèàëüíîé ýíåðãèè. Ðåñóðñû, âûðâàííûå êîëëåêòèâàìè è
äâèæåíèÿìè ó èíñòèòóöèé, íå äèêòîâàëè «ñìûñëà» íè èõ
èñïîëüçîâàíèÿ, íè ôóíêöèîíèðîâàíèÿ. Íàîáîðîò, îíè ñòàëè
çóá÷èêàìè äðóãîé ìàøèíû, êîòîðàÿ ïðîïèòàëà ñïîñîá
îòíîøåíèÿ ñ ýòèìè èíñòèòóöèÿìè èíûì ñìûñëîì, ëèøåííûì
íàèâíîñòè, ïðîâåðÿÿ íà ïðàêòèêå, êàê ýòà äèíàìèêà çàâèñåëà
îò ñîîòíîøåíèé ñèë. Âîçíèêíîâåíèå âñåõ ýòèõ
âíåèíñòèòóöèîíàëüíûõ ïðîöåäóð, îäíîâðåìåííîå ñ ìîìåíòîì
íàèáîëüøåãî ïðèñóòñòâèÿ è âûñòóïëåíèÿ äâèæåíèé íà
îáùåñòâåííîé ñöåíå, ñòðåìèëîñü ê ðàäèêàëüíîé
äåìîêðàòèçàöèè âçàèìîîòíîøåíèé ìåæäó ñîçèäàòåëüíîé
äèíàìèêîé è èíñòèòóöèåé, ñìûñëà è ðåñóðñîâ. Èíñòèòóöèè,
êîòîðûå ïîïûòàëèñü çàôèêñèðîâàòü ñìûñë ýòèõ èçìåíåíèé â
öåëîì, íå ïîøëè äàëüøå ÷àñòè÷íîãî îáíîâëåíèÿ: íå ñòîëüêî
ïîòîìó, ÷òî îòðèöàëè çàïóùåííûå äâèæåíèÿìè è
êîëëåêòèâàìè ïðîöåññû, ñêîëüêî ïîòîìó, ÷òî îíè çàáûëè î
òîì, êàêóþ ðåîðãàíèçàöèþ ïîäðàçóìåâàåò èíñòèòóöèîíàëüíàÿ
äèíàìèêà, ê êîòîðîé ýòè èíñòàíöèè ñòðåìèëèñü; íå ñòîëüêî
äëÿ òîãî, ÷òîáû ïðèäàòü ïðîòèâîïîëîæíûé ñìûñë æåëàíèÿì
äâèæåíèé, ñêîëüêî ïî ïðè÷èíå íåäîîöåíêè ñàìîãî ïëàíà ýòèõ
äâèæåíèé êàê ëîêóñà, ãäå áûëè ïîñòàâëåíû ïðîáëåìû,
êàñàþùèåñÿ ïðîèçâîäñòâà ñìûñëà.
6. Àâòîíîìèÿ êàê êîðñåò. Äî îïðåäåëåííîãî ìîìåíòà
àâòîíîìèÿ áûëà ïî÷òè ýêâèâàëåíòíà òðàíñâåðñàëüíîñòè
êîëëåêòèâîâ, äâèæåíèé è ëþäåé. Ýòîò ïîçèòèâíûé ðåçîíàíñ
ôóíêöèîíèðîâàë êàê ïîâåðõíîñòü ðàçâèòèÿ äèàëîãà,
óñòàíîâëåííîãî âíå êîíñåíñóñà è êàïèòàëà, è àëüòåðíàòèâíûõ
«õîçÿåâ» ïàðòèéíûõ àïïàðàòîâ. Íî àâòîíîìèÿ, ïðåâðàùåííàÿ
â äîêòðèíó, òîò÷àñ ñòàíîâèòñÿ íå÷óâñòâèòåëüíîé ê
òðàíñâåðñàëüíîñòè, êîòîðîé ñàìà æå ïèòàåòñÿ è êîòîðîé
îáÿçàíà ñâîåé ïîäëèííîé ñèëîé (potencia). Êîãäà àâòîíîìèÿ
ñòàíîâèòñÿ ìîðàëüþ è/èëè ñòðîãîé ïàðòèéíîé ëèíèåé, îíà
çàõëåáûâàåòñÿ â óçêîé ïàðòèêóëÿðíîñòè è òåðÿåò ñâîþ
ñïîñîáíîñòü ê îòêðûòèþ è èííîâàöèè. Äëÿ àâòîíîìíûõ ãðóïï
è äâèæåíèé ïå÷àëü ïðîÿâëÿåòñÿ åùå è êàê óãðîçà êîîïòàöèè
èëè îòêàçà îò ïîèñêà. Ïðîÿâëÿåòñÿ îíà òàêæå è êàê âèíà çà
òî, ÷òî îíè íå ñäåëàëè, çà òî, íà ÷òî «îêàçàëèñü íåñïîñîáíû»,
èëè êàê ðàç çà òî ïàðàäîêñàëüíîå ñòàíîâëåíèå íîðìàëèçàöèè,
êîòîðîå ïðèíîñèò êàê ñâîå ñëåäñòâèå èçâåñòíóþ ôîðìó
äîñàäû.
7. Âíåçàïíîå ïîÿâëåíèå â ëó÷àõ ñîôèòîâ. Âûñòóïëåíèå ìàññ
ñîïðîâîæäàëîñü âî âðåìÿ âçðûâà êîíòð-âëàñòè â Àðãåíòèíå
â 2001 ãîäó ðåçêèì èçìåíåíèåì êàðòû îòíîñèòåëüíî òåõ, êòî
ÿâëÿëñÿ íà íåé âàæíûìè èãðîêàìè, íî òàêæå  ïàðàìåòðîâ
ïîíèìàíèÿ è âåäåíèÿ äåë ñ ýòèì íîâûì ñîöèàëüíûì
ëèäåðñòâîì. Òåàòðàëèçàöèÿ (âîçìîæíî, íåèçáåæíàÿ)
òåàòðàëèçóåò: âûäâèãàåò çâåçä è ñîçäàåò óçíàâàåìûå ãîëîñà.
Ïîòðåáèòåëüñêîå îòíîøåíèå ê «ãîðÿ÷èì» çîíàì êîíôëèêòà
ïðèâåëî ê êîëîññàëüíîìó èçìåíåíèþ êëèìàòà, êîãäà
êîëëåêòèâû è äâèæåíèÿ, çà êîòîðûìè åùå â÷åðà íàáëþäàëè,
êîòîðûì ðóêîïëåñêàëè è ê êîòîðûì ïðèñîåäèíÿëèñü, âäðóã
ñòàëè èãíîðèðîâàòü èëè äàæå âûñìåèâàòü, ÷òî îáû÷íî
ïåðåæèâàåòñÿ êàê ñìåñü êðàéíåãî îäèíî÷åñòâà, îáìàíóòîñòè
è ÷óâñòâà âèíû.

II .  Ïîëèòèçèðîâàòü ïå÷àëü

Ïîëèòèêà «èçíóòðè» è «ïðîòèâ» ïå÷àëè íå ìîæåò áûòü
ïå÷àëüíîé ïîëèòèêîé. Ðåàïðîïðèàöèÿ è ïåðåèñòîëêîâàíèå
ñîáûòèÿ ïðåäïîëàãàåò:
1. Ïåðåðàáîòàòü ñîáûòèå â ñâåòå ïàìÿòè êàê
ïîòåíöèàëüíîé ñèëû (potencia). Ïðîöåññ íå çàâåðøàåòñÿ
ïîðàæåíèÿìè è ïîáåäàìè, íî ìû äåéñòâèòåëüíî ìîæåì
îñòûòü è îêàçàòüñÿ óäàëåííûìè îò åãî äèíàìèêè. Ó÷èòüñÿ

ðàçáèðàòü ôîðìû è ôîðìóëû, ïðèíåñøèå íåêîãäà óñïåõ, íå
îçíà÷àåò çàíèìàòüñÿ ïîêàÿíèåì è ñèìóëÿöèåé. Îòáðîñèòü
ôîðìóëó çíà÷èò âíîâü îáðåñòè èõ âñå êàê âîçìîæíîñòè;
âîîðóæèòüñÿ èñòèííîé ïîëèòè÷åñêîé ïàìÿòüþ.
2. Íå äåëàòü èç ñåáÿ æåðòâó. Ïå÷àëü âñåãî ëèøü óêàçûâàåò
íà íàø âðåìåííûé ðàçðûâ ñ äèíàìè÷åñêèì ïðîöåññîì,
êîòîðûé íåò ïðè÷èí ñ÷èòàòü äëèòåëüíîé ôàçîé
(ñòàáèëèçàöèè), ïåðèîäè÷åñêè ïðåðûâàåìîé (êðèçèñîì
äîìèíèðîâàíèÿ), íàïðîòèâ, åãî ñëåäóåò ìûñëèòü êàê ïðîöåññ,
÷åðåç êîòîðûé ïðîõîäèò ïîëèòè÷åñêàÿ áîðüáà. Ïå÷àëü – ýòî
íå òîëüêî ïîëèòèêà âëàñòè, íî è – ïðåæäå âñåãî –
îáñòîÿòåëüñòâà, â êîòîðûõ ïîëèòèêà âëàñòè ñòàíîâèòñÿ
ìîãóùåñòâåííîé.
3. Ñïîñîáíîñòü (potencia) ê âîçäåðæàíèþ. Åñëè ñïîñîáíîñòü
ê äåéñòâèþ  (potencia) ïîäòâåðæäàåòñÿ â äåìîêðàòè÷åñêîé
ñóâåðåííîñòè, êîòîðóþ íàì óäàåòñÿ â íåé àêòóàëèçèðîâàòü,
ïîëèòèçàöèÿ ïå÷àëè, âîçìîæíî, ìîæåò áûòü ïîíÿòà êàê ôîðìà
áëàãîðàçóìèÿ, â êîòîðîé êàæóùàÿñÿ ïàññèâíîñòü ðàäèêàëüíî
ñîõðàíÿåò ñâîå àêòèâíîå ñóáúåêòèâíîå ñîäåðæàíèå.
Ãîòîâíîñòü «íåñìîòðÿ íè íà ÷òî», ïðåäîõðàíÿþùàÿ íàñ îò
òîãî, ÷òîáû îêàçàòüñÿ óíåñåííûìè ïîòîêîì èëè ïîïðîñòó
ïîêîðåííûìè.
4. Íîâûå ïóáëè÷íûå ïðîñòðàíñòâà. Îáùåñòâåííîå áûòèå
óñòàíàâëèâàåòñÿ  â íàøåì ñïîñîáå âûñòóïëåíèÿ, à
âûñòóïëåíèå, êîòîðîå ñòàâèò âîïðîñû è äîïûòûâàåòñÿ,
ÿâëÿåòñÿ ðàäèêàëüíî ïîëèòè÷åñêèì. Ó÷ðåæäåíèå íîâûõ
îáùåñòâåííûõ ïðîñòðàíñòâ, â êîòîðûõ ìû ïîÿâëÿåìñÿ ñ
íàøèìè ïîäëèííûìè âîïðîñàìè, ãîòîâûå âíèêíóòü â ñóòü
ñèòóàöèé, íå íóæäàåòñÿ â êàêèõ-òî èñêëþ÷èòåëüíûõ óñëîâèÿõ,
íî â ÷åì îíî íóæäàåòñÿ, òàê ýòî â íåãîñóäàðñòâåííîì
ó÷ðåæäåíèè òîãî, ÷òî ÿâëÿåòñÿ êîëëåêòèâíûì. Ýòî òî, ÷òî
Mujeres Creando («Æåíùèíû òâîðÿò») íàçûâàþò «êîíêðåòíîé
ïîëèòèêîé».
5. Çàíîâî ïðîðàáîòàòü êîëëåêòèâíîå. Êîëëåêòèâíîå êàê
ïðåäïîñûëêà, à íå êàê ñìûñë èëè êîíå÷íûé ïóíêò: íàïîäîáèå
òîãî «îñòàòêà», ÷òî âîçíèêàåò èç îáíîâëåííîãî óñèëèÿ
âûñëóøàòü. Êîëëåêòèâíîå êàê óðîâåíü ïîëèòè÷åñêîãî
ïðîèçâîäñòâà è ñîïðîâîæäàþùèå äðóã äðóãà îïûòû. Ìû
ãîâîðèì íå î ãðóïïîâûõ ôîðìóëàõ (àãèòàöèè èëè
ñàìîïîìîùè, åå ïðîòèâîïîëîæíîñòè): êîëëåêòèâíî-
êîììóíàëüíîå – ýòî âñåãäà âûçîâ îòêðûòèÿ-íà÷àëà ïî
îòíîøåíèþ ê ìèðó. Ýòî íå ïðîñòî âçãëÿä «âîâíå», â òåðìèíàõ
êëàññè÷åñêîé òîïîëîãèè, êîòîðàÿ ðàçãðàíè÷èëà áû
«êîììóíàëüíîå âíóòðè» è «âíåøíèé ìèð ñíàðóæè», à ñêîðåå
êîëëåêòèâíîå êàê ñîó÷àñòèå â ïðèêëþ÷åíèè ñòàíîâëåíèÿ
ñèòóàòèâíûì èíòåðôåéñîì ìèðà.

Â çàêëþ÷åíèè ìû õîòåëè áû âûäâèíóòü ãèïîòåçó:
ñóùåñòâóþùàÿ ïî ñåé äåíü â Àðãåíòèíå äèíàìèêà ñîçäàåò
òî, ÷òî ìîæíî áûëî áû íàçâàòü «íîâîé óïðàâëÿåìîñòüþ»
(íîâûå ìåõàíèçìû ëåãèòèìàöèè ýëèòû; íîâøåñòâà â ñïîñîáàõ
çàâÿçûâàòü îòíîøåíèÿ ìåæäó ïðàâèòåëüñòâîì è äâèæåíèÿìè,
ìåæäó ìåæäóíàðîäíîé è «âíóòðåííåé» ïîëèòèêîé;
ðåãèîíàëüíàÿ èíòåãðàöèÿ è ãëîáàëüíàÿ ìíîãîñòîðîííîñòü).
Äëÿùàÿñÿ ïå÷àëü âåäåò ê èçîëÿöèè íà ýòîé íîâîé ñòàäèè
ïðîöåññà.
Áóäó÷è «ïåðåâîäîì» ýòîãî ïðîöåññà, «íîâàÿ óïðàâëÿåìîñòü»
ðàñïðîñòðàíÿåò ïðèçíàíèå íàìåòèâøåéñÿ äèíàìèêè è
îòêðûâàåò íåâîîáðàçèìûå íà ïðåäûäóùåé ñòàäèè êóëà÷íîãî
íåîëèáåðàëèçìà ïðîñòðàíñòâà èãðû. Îäíàêî âñå ýòî
ïðîèñõîäèò îäíîâðåìåííî ñ ïîïûòêàìè êîíòðîëèðîâàòü è
ïåðåíàïðàâèòü ýòó äèíàìèêó. Íåò ìåñòà îùóùåíèþ «óñïåõà»
ïåðâîãî, íè «ïîðàæåíèÿ» âòîðîãî. Ïî ìåðå äðåéôà
ïîëèòè÷åñêîé ïå÷àëè ê åå ïîëèòèçàöèè, ìû íàìåðåíû
îáñóæäàòü ýòè äèëåììû, êîòîðûå îòêðûâàþòñÿ âñåãäà
ïðèñóòñòâóþùåé îïàñíîñòüþ ïîòåðÿòüñÿ â çàñòûâøåé, à
ïîòîìó èëëþçîðíîé áèíàðíîé ëîãèêå â âèäå «ïîáåäà-
ïîðàæåíèå». Ïàîëî Âèðíî òàê ñóììèðîâàë òî, ÷òî
îòêðûâàåòñÿ ïåðåä íàìè: íà êàðòó, çà ïðåäåëàìè ïîðî÷íûõ
êîëåáàíèé ìåæäó êîîïòàöèåé è ìàðãèíàëèçàöèåé, ïîñòàâëåíà
âîçìîæíîñòü «íîâîé çðåëîñòè».

Áóýíîñ-Àéðåñ, 13 ôåâðàëÿ 2007.

ïåðåâîä:  Àëåêñàíäð Ñêèäàí ïðè ó÷àñòèè Äàðüè Ïûðêèíîé

ôîòîãðàôèè: Ä. Âèëåíñêèé, Áóåíîñ-Àéðåñ

Ïðèì. ïåðåâîä÷èêà:

* îò transversal - â ìàòåìàòèêå “ñåêóùàÿ,” òðàíñâåðñàëü.

Àâòîðû èìåþò â âèäó íàïðàâëåíèå, èäóùåå âðàçðåç ñ

îáùåïðèíÿòûìè òåíäåíöèÿìè.



Situaciones is the name of an ongoing militant research around which our collective is organized.

We have been working together for more than seven years - in workshops in which we think along

with experiments of the new radicality. Since we came together we elaborated an autonomous

press, in order to publish and disseminate the expressions of this work. This has grown to become

a militant-press which we call Tinta Limon ediciones  -  www.tintalimonediciones.org

C o l e c t i v o  S i t u a c i o n e s  |  P o l i t i c i z i n g  S a d n e s s

More than five years after the insurrection of that Argentine December of 2001 we bear witness

to the changing interpretations and moods around that event. For many of us sadness was the

feeling that accompanied a phase of this winding becoming. This text rescues a moment in the

elaboration of “that sadness” in order to go beyond the notions of “victory and defeat” that

belong to that earlier cycle of politicization which centered on taking state power, and, at the

same time, in order to share a procedure that has allowed us to “make public” an intimate

feeling of people and groups.

Sadness arrived after the event: the political fiesta—of languages, images, and movements—

was followed by a reactive, dispersive dynamic. And, along with it, there arrived what was later

experienced as a reduction of the capacities of openness and innovation that the event brought

into play. The experience of social invention (which always also implies the invention of time)

was followed by a moment of normalization and the declaration of “end of the fiesta.” According

to Spinoza, sadness consists in being separated from our powers (potencias). Among us political

sadness often took the form of impotence and melancholy in the face of the growing distance

between that social experiment and the political imagination capable of carrying it out.

Politicizing sadness sums up our intention to resist, to re-elaborate what came to light in that

collective experiment under a new dynamic of publicness, because far from shrinking or having

stopped, the process which opened then is still an underlying dilemma within present-day

Argentina. In this context and with that intention, a diverse group of collectives that shared the

lived experience of political transversality in Argentina in recent years—Grupo de Arte Callejero

(GAC), the educational community Creciendo Juntos, the Movement of Unemployed Workers

(MTD) of the neighbourhoods of Solano and Guernica, the communication collective lavaca,

and Colectivo Situaciones—met for several weeks at the end of 2005. Inevitably, we write this

text from our own perspective on what was then discussed, which implies—also inevitably—to

write in tune with a dynamic that is still under way.

I .  Pol i t ical  Sadness

1. The logic of specialists. “If you do arts, then don’t do politics, because in the arts there are

those of us who handle the visual language, aesthetics, and can say what is and what is not

art.” The same kind of border is imposed from the social sciences and philosophy: a distinction

drawn between those who are fit to invent concepts and to make legitimate use of social

research and those devoted to “political propaganda.” Thus, after a period of “disorder” the

categories of the specialists arrive to restore and resurrect classifications that—they assert—

never completely dissolve. The analysis done in this way lacks the political operations that

made a work, a principle for action, or a movement possible. There are also the experts in

politics, who organize disorder in the opposite sense: “if you do not have a clear power strategy,

‘what you are doing’ is not politics, but ‘social activism’, philantropy, counterculture, etc.” Thus,

the hybridity implicit in every creation of new political figures is intentionally confused with a

costume party after which the old classificatory powers come back to distribute uniforms, ignoring

the fact that those processes always have a dimension of irreversibility.

2. Repetition without difference. The key to the productivity (both expressive and

organizational) reached at a moment of creative turmoil is that it makes personal and group

“fusions” possible, along with a mixture of languages in which what matters is not the authorship

of what is being created  so much as the extent to which energies come together. Those

efficacies do not resist their repetition outside the situations in which their meaning is rooted

without becoming formulaic. Sadness appears with the certainty of extirpation, but is refined

as a politics when pure repetition crystallizes and becomes established as a formula ready to

be applied. The automation of the formula freezes our own capacity to temporalize the process.

While the creation of time consists in opening possibilities, political sadness prevents the

elaboration of lived experience as a present and future possibility. The crystallization of the

living past interrupts its elaboration as political memory.

3. Duration as validity criterion. These were pervasive questions in the years 2001-2003:

How do groups and movements relate to each other? Which joint efforts are the outcome of

fusion and which ones do not allow such flexibility of connection? In each group or collective

(artistic, political, social, etc.) a question came up about the practices taking place beyond the

group, in a common outside. A key idea to make possible those encounters was the “third

group”: groupings around tasks that undifferentiated the groups at the same time that made

them partners in true laboratories of images, words, and organization. Sadness, in its eagerness

to simplify, concludes that the temporal finitude of experimentation is enough to undermine its

value, making invisible both the “common outside” and the procedures destined to shape it,

thus dissipating the most profound sense of the process.

4. Contempt for the socialization of production. “Anybody can produce images or concepts,

forms of struggle, means of communication or ways of expression.” These statements made

sense while a sort of impersonal collective production managed to disseminate procedures

and socialize creative experiments. A logic of “contagion” permeated forms of struggle, images,

and research, questioning the control of businesses and their brands over the field of signs.

The normalizing reaction arrived later to govern this viral expansion, recoding the significations

in circulation and seizing command of them.

At this level several procedures helped normalization:

a. The emptying of collective slogans through literalization (violently severing them from their

virtualities). For example, the “all of them must go” of December 2001;

b. the attribution of a hidden meaning, the product of “manipulation,” as the usual reading of

phenomena of collective creation (“behind each autonomous and horizontal tendency there is

nothing but a ruse of power…” or, every “apparently spontaneous” demonstration finds its

“hidden truth” in the powers that “orchestrate” it from the shadows);

c. the most typical prejudices of “reactive economicism,” expressed in phrases such as “the

piqueteros only want to earn money without working,” “the middle class only takes it to the

street if something touches them in the pocket,” and all the ways of reducing the subjective

interplay to the economic crisis;

d. the mechanical identification of the “micro” level with “small,” an a priori judgment according

to which the concrete forms of the revolt are identified with a prior, local, and exceptional

moment, cut out from a “macro” (“bigger”) reality, which must be run according to the guidelines

that spring up from capitalist hegemony and its systems of overcoding.

5. Machines of capture. The classical dilemma about institutions—to participate or to subtract

oneself?—was in a certain way overcome at the moment of greatest social energy. The

resources that the collectives and movements wrenched from the institutions dictated the “sense”

of neither their use nor their operation. On the contrary, they became cogs of a different machine,

which imbued the way of relating to these institutions with a different meaning, without naivety,

verifying in practice how that dynamic depended on a relation of forces. The rise of all these

extra-institutional procedures, simultaneous to the moment of greater presence and voice in

the public stage, aspired to a radical democratization of the relation between creative dynamic

and institution, meaning and resources. The institutions that sought to register the meaning of

these novelties in general did not go beyond a partial renewal: not so much because they

negated prodedures brought into play by the movements and collectives, as because they

forgot the implications of the reorganization of the institutional dynamic that such instances

pursued; not so much for trying to give an opposite meaning to the aspirations of the movements,

as for the underestimation of the plane of the movements itself as the locus in which the

problems regarding the production of meaning were posed.

6. Autonomy as corset. Up to a certain moment autonomy was almost equivalent to

transversality among the collectives, movements, and people. That positive resonance

functioned as a surface for the development of an instituent dialogue outside the consensus of

both capital and the alternative “masters” of the party apparatuses. But, once turned into a

doctrine, autonomy becomes desensitised about the transversality from which it nurtures itself

and to which owes its true power (potencia). When autonomy turns into a morality and/or a

restricted party-line, it drowns in a narrow particularity and looses its capacity for opening and

innovation. To the autonomous groups and movements, sadness appears also as a threat of

cooptation or giving up the quest. It appears also as guilt for what they did not do, for that

which they “were not capable of,” or, precisely for that paradoxical becoming of normalization,

which brings about as a consequence a certain form of resentment.

7. Sudden appearance in the limelight. The performance of the masses that during the

explosion of counterpower in Argentina at the end of 2001 was accompanied by a violent

change in the map regarding who were the relevant actors, but also of the parameters for

understanding and dealing with this new social protagonism. The (perhaps inevitable)

spectacularization spectacularizes: it institutes stars and establishes recognized voices. The

consumerist relation with the “hot” spots of conflict led to a colosal change of climate, in which

the collectives and movements went from being observed, applauded, and accompanied to

being suddenly ignored and even scorned, which is usually experienced with a mix of extreme

loneliness, deception and guilt.

I I .  Pol i t ic iz ing sadness

A politics “in” and “against” sadness cannot be a sad politics. The reappropriation and

reinterpretation of the event presupposes:

1. Elaborating the event in the light of memory as power (potencia). The process does

not end in defeats and victories, but we can indeed be frozen and removed from its dynamic.

To learn to dismantle forms and formulae, successful in days gone by, cannot turn into a kind

of repentance or simulation. Leaving behind a formula can only mean to recover all of them as

possibilities; to equip ourselves with a true political memory.

2. No victimizations. Sadness only points to our momentary disconnection in a dynamic

process, which need not be thought about as a long phase (of stabilization) periodically

interrupted (by crisis of domination), but rather as a process that political struggle goes through.

Not only is sadness a politics of power, but also—and above all—the circumstance in which

the politics of power become powerful.

3. Power (potencia) of abstentionism. If the power (potencia) to do is verified in the

democratic sovereignty we manage to actualize in it, the politicization of sadness can perhaps

be understood as a form of wisdom in which apparent passivity radically preserves its active,

subjective content. A readiness “despite everything” that prevents us from being swept along

with the current or simply conquered.

4. New public spaces. Public existance is instituted in our mode of appearing, and a way of

appearing that interrogates is radically political. The institution of new public spaces in which

we appear with our true questions, ready to listen the content of the situations, does not need

exceptional conditions, but it does need a non-state institution of that which is collective.  This

is what Mujeres Creando call “concrete politics.”

5. The reelaboration of the collective. The collective as premise and not as meaning or

point of arrival: like that “remainder” that emerges from a renewed effort to listen. The collective

as a level of political production and as accompanying one another’s experiences. We are not

talking about group formulae (of incitement or self-help, its opposite): the collective-

communitarian is always a challenge of opening with respect to the world. It is not merely

looking “outside,” in terms of a classical topology that would distinguish a “communitarian

inside” and an “external outside,” but rather the collective as complicity in the adventure of

becoming a situational interface in the world.

We would like to end with an hypothesis: the ongoing dynamic in Argentina gives rise to what

we could call a “new governability” (new mechanisms of legitimacy of the elites; innovations

in the conception of the relation between government and movements, between international

and “internal” politics; regional integration and global multilateralism). To prolong sadness

leads to isolation in this new phase of the process.

As a “translation” of the event, the “new governability” distributes recognitions among the

instituent dynamics and opens spaces that were unimaginable in the previous phase of bare-

knuckle neoliberalism. However, all this is simultaneous to an effort to control and redirect

those dynamics. There is no room for a feeling of “success” for the former or “defeat” for the

latter. With the drift from political sadness to the politicization of sadness we intend to take up

the dilemmas opened by the ever present risk of getting lost in fixed, and therefore illusory,

binarisms, which confront us as victory-defeat. Paolo Virno summarized what is opening in

front of us this way: beyond the vitiated oscillation between cooptation and marginalization,

what is at stake is the possibility of a “new maturity.”

Buenos Aires, Thusday, February 13rd, 2007.

photos by D. Vilensky, taken in Buenos Aires

Translated by Nate Holdren and Sebastian Touza



Àëåêñåé Ïåíçèí (ðîä  1976) -  ôèëîñîô, ïîëèòè÷åñêèé àíàëèòèê, ÷ëåí ðàáî÷åé ãðóïïû “×òî
äåëàòü?”, æèâåò â Ìîñêâå
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Âñïîìèíàÿ èçâåñòíîå âûñêàçûâàíèå Àâãóñòèíà, ñîãëàñèìñÿ, ÷òî ãîâîðèòü î òîì, ÷òî åñòü âðåìÿ,

íåëåãêî. Íî ìîæíî ñ ëåãêîñòüþ ñêàçàòü î òîì, ÷òî åãî íåò. Îäíîé èç õàðàêòåðíûõ ÷åðò íîâîé

ïîâñåäíåâíîñòè ïîñëåäíèõ ëåò ñòàëà îñîáàÿ òåìïîðàëüíîñòü. «Íå ìîãó, íåò âðåìåíè!» – òàêóþ

ôðàçó ÷àñòî ñëûøèøü â ðàçãîâîðàõ íå òîëüêî ñâåðõ-çàíÿòûõ ìåíåäæåðîâ, íî è ëþäåé èç ðàçíûõ

ñåêòîðîâ «êðåàòèâíîé èíäóñòðèè», èñêóññòâà è äàæå èç àêàäåìè÷åñêîé ñðåäû. Âîñïîìèíàíèÿ

ëþäåé ñòàðøåãî ïîêîëåíèÿ î ñîâåòñêîé òåìïîðàëüíîñòè, êîãäà ìîæíî áûëî ïîñâÿùàòü ãîäû

íåñïåøíîìó ÷òåíèþ êíèã è ýêñöåíòðè÷íûì èññëåäîâàíèÿì áåç âñÿêîé âíåøíåé öåëè, íà ýòîì

ôîíå êàæóòñÿ ïðåêðàñíûìè íîñòàëüãè÷åñêèìè ëåãåíäàìè.

Âðÿä ëè ýòà îòìå÷åííàÿ íåõâàòêîé òåìïîðàëüíîñòü – ëèøü «åñòåñòâåííûé» ìîìåíò íàøåãî

ïîêîëåí÷åñêîãî âçðîñëåíèÿ, èëè ñëåäñòâèå áàíàëüíîé ëîãèêè âûæèâàíèÿ â ïîñòñîâåòñêèõ

îáùåñòâàõ. Îáùàÿñü ñ äðóçüÿìè èç äðóãèõ ñòðàí, âèäèøü óäèâèòåëüíîå ñõîäñòâî íàøèõ

ðåæèìîâ äíÿ è íî÷è. Ãëîáàëèçàöèÿ âðåìåíè: ìíîæåñòâî ïàðàëëåëüíûõ ïðîåêòîâ, òåêñòîâ,

êîòîðûå íóæíî íàïèñàòü ê òîìó èëè äðóãîìó «äýäëàéíó», ìíîæåñòâî âèðòóàëüíûõ èíòåðíåò-

êîììóíèêàöèé ñ ðàçëè÷íûìè ðèòìàìè.

Âñå ýòî îáðàçóåò íåêóþ ôèãóðó ìîëåêóëÿðíîé äèñïåðñèè âðåìåíè, åãî àíàëèòè÷åñêîãî

ðàçëîæåíèÿ íà çàìêíóòûå ôðàãìåíòû. À òàêæå òåõíèêè è ïðàêòèêè óïðàâëåíèÿ ýòèìè

÷àñòèöàìè: ïëàíèðîâàíèå, êîòîðîå ïåðåøëî ñ èíñòèòóöèîíàëüíîãî óðîâíÿ íà ïåðñîíàëüíûé,

ðàññ÷èòàííàÿ îðãàíèçàöèÿ âñòðå÷, àñêåòè÷åñêèé îòêàç îò «íåïðèîðèòåòíûõ» àêòèâíîñòåé,

êîëîíèçàöèÿ íî÷íîãî âðåìåíè, äàæå îòêàç îò ñíà, è ïðî÷åå. Ýòè ïðàêòèêè ñàìîêîíòðîëÿ èíîãäà

êàæóòñÿ åùå áîëåå óãíåòàþùèìè, ÷åì ïðåæíèå äèñïîçèòèâû ïðîñòðàíñòâåííûõ è

êèíåòè÷åñêèõ îãðàíè÷åíèé. Îíè ïðîâîöèðóþò ýïèçîäè÷åñêèå «ñðûâû», êîòîðûå âûðàæàþòñÿ

â îò÷àÿííî-ðàäîñòíîì ðàññòðîéñòâå âñåõ ïëàíîâ.

Çíàêîìàÿ è òðàãè÷åñêàÿ ôèãóðà êîíå÷íîñòè ñóùåñòâîâàíèÿ, êîòîðàÿ áûëà ñî âñåé

òùàòåëüíîñòüþ ïðîäóìàíà â ôèëîñîôèè 20 â., â ýòîì êîíòåêñòå ïðåäñòàåò ìîëÿðíîé,

çàâåðøåííîé è ìîíîëèòíîé ôîðìîé, êîòîðàÿ íàì  ïî÷òè óæå íåäîñòóïíà. Âðåìÿ óæå íå êîíå÷íî,

åãî ïðîñòî íåò! Ýòî êàæåòñÿ áëèçêèì òîìó, ÷òî â 90-å ãîäû Ôðåäðèê Äæåéìèñîí îïèñàë êàê

«øèçîôðåíè÷åñêóþ» òåìïîðàëüíîñòü ýïîõè ïîçäíåãî êàïèòàëèçìà – ñåðèþ èçîëèðîâàííûõ

ìîìåíòîâ «òåïåðü», ëèøåííûõ «ãðàììàòèêè», èëè ôåíîìåíîëîãè÷åñêîé ñâÿçè óäåðæàíèÿ

ïðîøëîãî ìîìåíòà è ïðåäâîñõèùåíèÿ áóäóùåãî. Íî â ýòîì îïûòå áûë åùå óòîïè÷åñêèé

ìîìåíò, êîãäà òàêîå ðàçëîæåíèå îáåùàëî íåêîå îñâîáîæäåíèå. Òåïåðü æå êàæäûé ìîìåíò,

îñâîáîäèâøèñü îò âíóòðåííåé ñâÿçè ñóáúåêòèâíîñòè, ïîéìàí â ñåòü âíåøíèõ ðåãóëÿöèé è

çàïðîñîâ. È îò ýòîãî íå ñïàñàþò «íàó÷íûå» ôîðìû îáúåêòèâíîñòè, îáû÷íî ñâÿçàííûå ñ

ëèíåéíûìè è ñèñòåìàòè÷åñêèìè ìîäåëÿìè. Íàïðîòèâ, ñåé÷àñ ïñèõîôèçèîëîãè ãîâîðÿò î òîì,

÷òî íàøå àêòóàëüíî ïðîæèâàåìîå è çàïîìèíàåìîå «íàñòîÿùåå» èìååò òî÷íî èçìåðèìûé

èíâàðèàíò ôèçè÷åñêîãî âðåìåíè, è ýòà òàêòîâàÿ ñòðóêòóðà îðãàíèçóåò âåñü àíòðîïîëîãè÷åñêèé

îïûò [1].

Ïðîñòàÿ êîíñòàòàöèÿ òîãî, ÷òî íàáëþäàåìûå èçìåíåíèÿ òåìïîðàëüíîñòè ÿâëÿþòñÿ ýôôåêòîì

«íåîëèáåðàëüíîãî îáðàçà æèçíè», ïðåêàðèòåòíîãî, ëèøåííîãî êàêèõ-ëèáî ôîðì

èíñòèòóöèîíàëüíîé ïîääåðæêè è çàùèòû, äàåò íå òàê óæ ìíîãî. Ñêîðåå, ñëåäóåò ãîâîðèòü íå

î íåõâàòêå âíåøíåé çàùèùåííîñòè, à î ðîñòå çíà÷åíèÿ ñàìîãî ñóáúåêòèâíîãî èçìåðåíèÿ

«æèâîãî òðóäà» â óñëîâèÿõ «ðåàëüíîãî ïîä÷èíåíèÿ» êàïèòàëó [2]. Ñ äîëåé óïðîùåíèÿ ìîæíî

ñêàçàòü, ÷òî â ýòîé òåíäåíöèè âñå âðåìÿ æèçíè, – à íå òîëüêî âðåìÿ, ïðîâîäèìîå íà ôàáðèêå,

â îôèñå, èëè ó äîìàøíåãî êîìïüþòåðà, – îêàçûâàåòñÿ âðåìåíåì, â òå÷åíèå êîòîðîãî êàïèòàë

ïûòàåòñÿ îðãàíèçîâàòü èçâëå÷åíèå ïðèáàâî÷íîé ñòîèìîñòè. Îñîáåííî ýòî êàñàåòñÿ òðóäà â

ðàìêàõ «êðåàòèâíîé èíäóñòðèè», â êîòîðîé ïðîèçâîäñòâî íåìàòåðèàëüíûõ ïðîäóêòîâ

íåâîçìîæíî ðåãóëèðîâàòü ÷åðåç ìåðó âíåøíåãî è àáñòðàêòíîãî âðåìåíè, – íàïðèìåð,

ïðèñóòñòâèÿ íà ðàáî÷åì ìåñòå.

Àëåêñåé Ïåíçèí | Íåò âðåìåíè
Èòàê, âðåìÿ èíñòðóìåíòàëèçèðóåòñÿ è ôðàãìåíòèðóåòñÿ, à âîïðîñ ñîñòîèò â áîðüáå çà

âîçìîæíîñòü çàíèìàòüñÿ ôóíäàìåíòàëüíûì, è, ñëåäîâàòåëüíî, êðèòè÷åñêèì èññëåäîâàíèåì,

çà ñîçäàíèå äåéñòâèòåëüíî íîâûõ ïðîèçâåäåíèé, çà îðãàíèçàöèþ ìàñøòàáíûõ ïîëèòè÷åñêèõ

èíèöèàòèâ – âìåñòî  ìíîæåñòâà äèñïåðñíûõ è êðàòêîâðåìåííûõ «ïðîåêòîâ». Â ýòîé

ïðîáëåìàòèêå, íåñîìíåííî, ïîÿâëÿþòñÿ èñòî÷íèêè íîâûõ àíòàãîíèçìîâ è ïîòåíöèàëüíîñòåé.

Âèäèìî, íåò îñîáîãî ñìûñëà ãîâîðèòü î èíäèâèäóàëüíûõ ôîðìàõ áîðüáû êàê óïîðíîãî îòêàçà

îò àêòóàëèçàöèè, – â ñòèëå çíàìåíèòîãî ëèòåðàòóðíîãî îáðàçà ïèñöà Áàðòëáè ñ åãî «ÿ áû íå

ïðåäïî÷åë». Íî êàê ïðèäàòü ñóáúåêòèâíîé áîðüáå ñ ïîäîáíîé òåìïîðàëüíîé ãåãåìîíèåé

êàïèòàëà êîëëåêòèâíîå è, çíà÷èò, ïîëèòè÷åñêîå èçìåðåíèå?

Â ïîñëåäíåå âðåìÿ íà÷èíàåò êàçàòüñÿ, ÷òî êîíöåïöèÿ «èììàòåðèàëüíîãî òðóäà» è íîâûõ

ñóáúåêòèâíîñòåé, êîòîðûå îáðàçóþòñÿ íà åãî îñíîâå, îáíàðóæèâàåò óÿçâèìîñòü èìåííî â ýòîì

ïëàíå. Êàê çàìå÷àåò Ìàòòåî Ïàñêâèíåëëè, àíòàãîíèçì ïðèîáðåòàåò òåíäåíöèþ ñêîðåå

çàìûêàòüñÿ â ðàìêàõ ñàìîãî ìíîæåñòâà, ïðåâðàùàÿñü â «èììàòåðèàëüíóþ ãðàæäàíñêóþ

âîéíó», à íå â áîðüáó ñ íîâûìè ôîðìàìè ýêñïëóàòàöèè: «Õîðîøî èçâåñòíî î ñîïåðíè÷åñòâå â

àêàäåìè÷åñêîé ñðåäå è â àðò-ìèðå, îá ýêîíîìèêå ññûëîê, î ãîíêàõ çà äýäëàéíàìè, î

ôåñòèâàëüíûõ êîíêóðñàõ, î çàâèñòè è ïîäîçðèòåëüíîñòè â ñðåäå ïîëèòè÷åñêèõ àêòèâèñòîâ.

Êîîïåðàöèÿ ìåæäó òâîð÷åñêèìè ðàáîòíèêàìè çàòðóäíåíà ïî ñòðóêòóðíûì ïðè÷èíàì…» [3].

Â òðàäèöèîííîé ïîëèòè÷åñêîé ìûñëè ôîðìîé óìèðîòâîðåíèÿ â ýòèõ óñëîâèÿõ áûëî

ó÷ðåæäåíèå íåêîé ñóâåðåííîñòè, êîòîðàÿ îñòàíàâëèâàåò âíóòðåííèé êîíôëèêò, ïðèñâàèâàÿ

ñàìîé ñåáå ïðàâî ðåøàòü î âîéíå è ìèðå. ßñíî, ÷òî ñåé÷àñ ýòè ôîðìû ïîä÷èíåíèÿ îçíà÷àëè

áû ãîðàçäî áîëüøèé ðåãðåññ, ÷åì ïåðå÷èñëåííûå âûøå íåãàòèâíûå õàðàêòåðèñòèêè

«êðåàòèâíîé èíäóñòðèè». Âîçìîæíî, ïîêà íàì ïðèõîäèòñÿ ðàññ÷èòûâàòü ëèøü íà ñèëó ñàìèõ

èäåé è îáðàçîâ, – åñëè îíè ïðèîáðåòàþò óíèâåðñàëüíóþ çíà÷èìîñòü, òî îíè ñàìè ñòàíîâÿòñÿ

ôàêòîðàìè óìèðîòâîðåíèÿ è ñîëèäàðíîñòè, íåçàâèñèìî îò äåñòðóêòèâíûõ ýôôåêòîâ

ñîïåðíè÷åñòâà èõ àâòîðîâ. Èíûìè ñëîâàìè, íà íåêóþ êðèòè÷åñêóþ è ãåðîè÷åñêóþ ýòèêó â

äóõå À. Áàäüþ, âçûâàþùóþ ê óíèâåðñàëüíîìó ñîáûòèþ èñòèíû, êîòîðîå îòìåíÿåò âñå

«÷åëîâå÷åñêèå, ñëèøêîì ÷åëîâå÷åñêèå» ñòðàñòè è èíòåðåñû. Íî, êàê ìû óæå çàìå÷àëè,

èíñòðóìåíòàëèçàöèÿ è äèñïåðñèÿ âðåìåíè âñå áîëüøå è áîëüøå îñëàáëÿåò èñòèííîñòíûé

ðåæèì êóëüòóðíîãî ïðîèçâîäñòâà è ïîëèòè÷åñêîé ïðàêòèêè. Ýòîò ïîðî÷íûé êðóã îñòàâëÿåò

ñôîðìóëèðîâàííûå âîïðîñû îòêðûòûìè.

Òàê èëè èíà÷å, áîðüáà âåäåòñÿ íå òîëüêî âî âðåìåíè, íî çà îñâîáîæäåíèå âðåìåíè ïðîèçâîäñòâà,

– çà äðóãîå, ñîáûòèéíîå è êîëëåêòèâíîå, âðåìÿ. Åñëè ìû óæå íå ìîæåì ñêàçàòü, ÷òî íàõîäèìñÿ

«âíå» îòíîøåíèé êàïèòàëà, âñåîõâàòûâàþùåãî «ðåàëüíîãî ïîä÷èíåíèÿ», òî ñëåäóåò

àíàëèçèðîâàòü âîçìîæíîñòü åãî ðàçìûêàíèÿ è ïîäðûâà âî âðåìåíè, à íå â ïðîñòðàíñòâå.

Ïðèìå÷àíèÿ:
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Remembering a famous statement by Augustine, we might agree that is not easy to speak

about what time is. But it is easy to speak about the fact that there is no time. One of the

characteristic traits of the new quotidian of recent years can be found its special

temporality. “I can’t, I don’t have time!” is something one hears quite often, not only among

overworked business executives, but also in the various “creative industries,” in the arts,

and even in academia. People of the older generation still remember a Soviet temporality

that made it possible to dedicate years of unhurried reading to eccentric scholarly

undertakings lacking any exterior goal. Against the backdrop of today’s time deficit, such

memories sound like nostalgic legends.

The lack of time described above is hardly just a “natural” moment of our generation’s

coming-of-age, nor is it simply a consequence of some trivial logic of survival in post-

Soviet society. Talking to friends from other countries, you can see astounding

correspondences in how they organize day and night. One sees a certain globalization of

time: a multitude of parallel projects and texts that need to be written to meet this or that

“deadline,” a multiplicity of virtual internet communications with various rhythms.

This all gives rise to a certain figure of the molecular dispersion of time, and its analytical

decomposition into discrete, hermetic particles. It also produces techniques and practices

of administering these particles: planning no longer takes place on an institutional level

alone, but is personalized. Schedules for meetings are calculated down to the minutes,

and go hand in hand with an ascetic refusal of “low priority” activities. The night is

colonized to the point of rejecting sleep. And so on. These practices of self-control

sometimes seem even more repressive than early dispositives of spatial and kinetic

confinement. They provoke episodic “ruptures,” which express themselves in despairingly

joyous collapses of all plans at once.

In this context, the familiarly tragic figure of finite existence, which 20th century thought out

in such great detail, appears as a molar, conclusive, monolithic form that we have almost

no access to anymore. Time is not only finite, but there is no time at all! This comes close

to what Fredric Jameson has described as the “schizophrenic” temporality of late

capitalism, a series of isolated moments of “the now,” lacking any “grammar” or

phenomenological connection that might hold on to the past and anticipate the future. But

this experience of “schizophrenic temporality” still contained a utopian moment; its

decomposition promised an emancipation of sorts. By now, every moment that has freed

itself from the inner constraints of subjectivity is caught in a net of outer regulations and

requests. There is no salvation in “scientific” forms of objectivity usually associated with

linear and systematic models. On the contrary, contemporary psychophysiologists say that

our current experience and memory of “the present” has a measurable invariant of physical

time, and that this rhythmic structure organizes all anthropological experience. [1]

It does not say very much to confirm that this state of affairs is an effect of the “neoliberal

way of life,” precarious and bereft of any institutional support and protection. It makes

more sense to speak not of a deficit of outer security but of the growing significance of the

most subjective aspect of “living labor” under the conditions of the “real submission” to

capital. [2] Risking a simplification, one could say that in this tendency, all time in life, and

not only the time spent in the factory or the office or in front the PC, becomes subject to

capital’s attempts at organizing the extraction of added value. This becomes especially

important in labor in the “creative industries” in which the production of immaterial goods is
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impossible to regulate through the measurement of exterior, abstract time, such as

presence in the workplace.

So time undergoes instrumentalization and fragmentation. The key issue now becomes a

struggle for the possibility of undertaking fundamental, inevitably critical studies, for

creating works that are really new, for the organization of larger scale political initiatives

instead of a multitude of dispersive and shortlived “projects.” In this problematic, no doubt,

one can find the source of new antagonisms and potentialities. It seems, however, that it

makes little sense to speak of individual forms of struggle as the stubborn rejection of

actualization, in the style of the famous literary figure of Bartleby the scrivener with his “I

would prefer not to.”   But how can one give subjective struggle with this temporal

hegemony of capital a collective and, consequently, a political dimension?

Recently, it has begun to seem that the conception of “immaterial labor” and the new

subjectivities arising on its base evidence vulnerabilities in precisely this regard. As Matteo

Pasquinelli notes, antagonism has the tendency to short circuit in  the multitude itself,

becoming an “immaterial civil war,” and not a struggle against new forms of exploitation:

“[There is a] well known rivalry within academia and the art world, the economy of

references, the deadline race, the competition for festivals, the envy and suspicion among

activists. Cooperation is structurally difficult among creative workers…“ [3]

In traditional political thought, such conditions were always reconciled by the

establishment of some new sovereignty, which put an end to all inner conflict by

appropriating the right to decide over war and peace. It is clear today that such forms of

submission would prove far more regressive than the aforementioned negative traits of the

“creative industries.” For now it seems that we have nothing to rely upon but the force of

ideas and images; if they take on a universal significance, they themselves will become

factors of reconciliation and solidarity, regardless of how destructive the competition

between their authors really is. In other words, we need to rely upon a certain critical and

heroic ethic in the spirit of Alain Badiou, appealing to the universal event of the truth, which

supersedes all “human, all too human” passions and interests. But as we have already

noted, the instrumentalization and dispersal of time continues to weaken the truthfulness

of the regime of both cultural production and political practice. In this vicious circle, the

question formulated above are still very much open.

Be this as it may, the struggle does not only take place in time, but fort he emancipation of

the time of production, for another, collective time of events. If we can no longer say that

we are “outside” the relations of capital and its all-encompassing “real submission,” then

we should analyze the possibilities for its disconnection and disruption in time and not in

space.

Footnotes:

1.  E. Poeppel Warum dauert die Gegenwart drei Sekunden // Frankfurter Allgemeine

Magazin. 1999. ¹ 83.

2.  Cf. Antonio Negri. Time for Revolution (New York: 2003) The present text is too short to

fully discuss this extremely complex text.

3. Cf. Matteo Pasquinelli. “Immaterial Civil War“,  http://info.interactivist.net/

article.pl?sid=06/11/13/0126257&mode=nested&tid=9
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I recently came across a medical term called “mimetic labor,”which means a false start in pregnancy.

Painful contractions begin, but the cervix does not dilate. Potentiality rises to a peak. The bubble seems

about to burst into actuality. But it doesn’t happen. The contractions subside, and pregnancy continues.

In English, labor means both the contractions of childbirth and reified work, so that there is a somewhat

dodgy metaphorical link to what mimesis does and can do as a mode of actualization.

The late Soviet period produced a cultural fossil fuel that many people today want to actualize. Interestingly,

the multiplicity of efforts in this direction articulates itself as a sequence of false starts, only projecting

potential actualizations or threats of impending totality. But success or total change never comes, and the

projection is abandoned in favour of another grander scheme. Each new ideological product has its own

teleology. But it quickly becomes yet another addition to the encyclopaedia of fast moving consumer

goods, thrown away too quickly to be used. Even projects that attempt to develop socialist strategies to

engage the genuine emancipatory impulses of the Soviet past face this problem. Mimesis becomes a

temporary magic, replaying all kinds of tragedies as an uncanny farce. Reality seems rife with a bad

potentiality that cannot be represented, ready to burst at the seams precisely because meaning is being

delayed. Reactionary times, we say, fraught with omens that interrupt the idyll. A little like the Biedermeier.

But isn’t there isn’t some other way of understanding the post-Soviet attempt at actualization? Maybe

mimetic labor has a political potentiality of its own? One interesting aspect of mimesis can be found in

translation. Today, translation is a key medium for marketing the manifold potentialities of Soviet culture

as new Russian elites go global. In the process of translation, Russian texts often need to be given what

is called a “Evro-remont,” renovated, updated and reloaded into the matrix of global culture. Because all

too literal translations actualize both the potential ideological contradictions of the source text itself, as

well as the determinant limitations of the target language. As a ventriloquist or a mime, the translator is in

constant danger of producing colonial caricatures. What makes his or her work productive is that he or

she develops and deploys all kinds of mimetic strategies to make the contradictions just a little less

obvious, pushing them back into the realm of potentiality.

This, interestingly, provides a brief insight into what mimetic labor can really be,

when it is recaptured as mimesis, becoming something very much like the

dialectical realism envisaged by the Marxist aestheticians of the 1930s. Many

people are trying to actualize this legacy today, though it remains misunderstood.

Dialectical realism is a reflexive structure whose potentiality one can understand

by thinking of Velazquez’ subversive self-portrait with the Spanish royal family.

Here, the optics of power are framed by a baroque melancholia, making the

Spanish monarchy appear as a collection of inbred fools in the mirror of Velazquez’

painting. Dialectical realism captures this cultural potential, politicizing the device

of reflection itself. One can find a great textual example in Marx’ critique of the

Young Hegelian mistranslation of Proudhon in “The Holy Family.” In this brilliant

essay, Marx uses the reflexive structure of translation to unmask both ideologies.

He actualizes all the potential misreadings in Proudhon by pointing at the Young

Hegelian target language’s misinterpretations. But more significantly, Marx

politicizes and internalizes both falsified ideologies, appropriating them and

producing a potentiality that his own work was later to translate into the new

mimetic method of dialectical materialism.

 Would it be possible to reclaim such reflexive structures, applying them to problem

of translation, for an example, or would this be yet another example of mimetic

labor in the medical sense? For now, this question is a source of agony, especially

because the conditions of immaterial production leave so little time to write long

texts. This is why I must conclude at this point, having only sketched out no more

than yet another new beginning.

David Riff, born 1975 in London, art critic, translator, writer, member of the

workgroup “Chto Delat?”. Lives in Moscow and Berlin.

Äàâèä Ðèôô, ðîä. 1975 ã. õóäîæåñòâåííûé êðèòèê, ïèñàòåëü,

÷ëåí ðàáî÷åé ãðóïïû «×òî äåëàòü?». Æèâåò â Ìîñêâå è Áåðëèíå

Äàâèä Ðèôô | Ïîòåíöèàëüíîñòü ìèìåòè÷åñêîãî òðóäà

Íåäàâíî ÿ íàòêíóëñÿ íà ìåäèöèíñêèé òåðìèí «ìèìåòè÷åñêèé òðóäà» (mimetic
labor), îçíà÷àþùèé ëîæíîå èëè ñîðâàííîå íà÷àëî ðîäîâ. Íà÷èíàþòñÿ
ìó÷èòåëüíûå ñõâàòêè, íî øåéêà ìàòêè íå ðàñøèðÿåòñÿ. Ïîòåíöèàëüíîñòü
äîñòèãàåò ïèêà. Ïóçûðü, êàæåòñÿ, âîò-âîò âûðâåòñÿ â äåéñòâèòåëüíîñòü
(àêòóàëüíîñòü). Íî ýòîãî íå ïðîèñõîäèò. Ñõâàòêè ñòèõàþò, áåðåìåííîñòü
ïðîäîëæàåòñÿ. Â àíãëèéñêîì «labor» îçíà÷àåò êàê ðîäîâûå ñõâàòêè, òàê è
ðàáîòó, òàê ÷òî â ýòîì âûðàæåíèè èìååòñÿ ÷òî-òî âðîäå ðèñêîâàííîé
ìåòàôîðè÷åñêîé ññûëêè íà òî, ÷òî ïðîäåëûâàåò – è ìîæåò ïðîäåëàòü – ìèìåñèñ
êàê ñïîñîá àêòóàëèçàöèè.

Ïîçäíèé ñîâåòñêèé ïåðèîä ïîðîäèë êóëüòóðíîå èñêîïàåìîå òîïëèâî, êîòîðîå
ìíîãèå ñåãîäíÿ õîòåëè áû ïóñòü â õîä, àêòóàëèçèðîâàòü. Ëþáîïûòíî, ÷òî
ðàçíîîáðàçíûå óñèëèÿ â ýòîì íàïðàâëåíèè àðòèêóëèðóþòñÿ êàê ñåðèÿ ëîæíûõ
íà÷àë, âûáðàñûâàþùèõ ëèøü ïîòåíöèàëüíûå àêòóàëèçàöèè èëè óãðîçû
íàäâèãàþùåéñÿ òîòàëüíîñòè. Íî óñïåõ èëè òîòàëüíûå ïåðåìåíû òàê è íå
íàñòóïàþò, è ïðîåêò îñòàâëÿåòñÿ ðàäè äðóãîé, åùå áîëåå ãðàíäèîçíîé ñõåìû.
Êàæäûé íîâûé èäåîëîãè÷åñêèé ïðîäóêò îáëàäàåò ñâîåé ñîáñòâåííîé
òåëåîëîãèåé. Íî îí áûñòðî ïðåâðàùàåòñÿ â î÷åðåäíîå äîïîëíåíèå ê
ýíöèêëîïåäèè ñòðåìèòåëüíîãî äâèæåíèÿ òîâàðîâ ïîòðåáëåíèÿ, âûêèäûâàåìûõ
ñëèøêîì áûñòðî, ÷òîáû èõ èñïîëüçîâàëè. Äàæå òå ïðîåêòû, êîòîðûå ïûòàþòñÿ
ðàçâèâàòü ñîöèàëèñòè÷åñêèå ñòðàòåãèè ñ öåëüþ çàäåéñòâîâàòü ïîäëèííûå
îñâîáîäèòåëüíûå èìïóëüñû ñîâåòñêîãî ïðîøëîãî, ñòàëêèâàþòñÿ ñ ýòîé
ïðîáëåìîé. Ìèìåñèñ ïðåâðàùàåòñÿ â êðàòêîâðåìåííóþ ìàãèþ,
ïðîèãðûâàþùóþ âñåâîçìîæíûå òðàãåäèè êàê æóòêèé ôàðñ. Ðåàëüíîñòü
êàæåòñÿ êèøàùåé äóðíîé ïîòåíöèàëüíîñòüþ, êîòîðóþ íåâîçìîæíî
ðåïðåçåíòèðîâàòü, ãîòîâîé çàòðåùàòü ïî âñåì øâàì èìåííî ïîòîìó, ÷òî ñìûñë
îòñðî÷åí. Âðåìÿ ðåàêöèè, ãîâîðèì ìû, ïðåèñïîëíåííîå çíàìåíèé,
ïðåðûâàþùèõ èäèëëèþ. Íåìíîãî ïîõîæå íà Áèäåðìàéåð.

Íî íåò ëè êàêîãî-òî èíîãî ñïîñîáà ïîíèìàíèÿ ïîñò-ñîâåòñêîé ïîïûòêè
àêòóàëèçàöèè? Ìîæåò áûòü, ìèìåòè÷åñêèé òðóä îáëàäàåò ñâîèì ñîáñòâåííûì
ïîòåíöèàëîì? Ëþáîïûòíûé àñïåêò ìèìåñèñà ìîæíî îáíàðóæèòü â ïåðåâîäå.
Ïåðåâîä ñåãîäíÿ – êëþ÷åâîå ñðåäñòâî äëÿ ìàðêåòèíãà ìíîãîîáðàçíûõ
ïîòåíöèàëüíîñòåé ñîâåòñêîé êóëüòóðû ïî ìåðå òîãî, êàê íîâàÿ ðîññèéñêàÿ
ýëèòà ñòàíîâèòñÿ ãëîáàëüíîé. Â ïðîöåññå ïåðåâîäà ðóññêèå òåêñòû çà÷àñòóþ
íóæäàþòñÿ â òîì, ÷òî íàçûâàåòñÿ «åâðîðåìîíò»: â îáíîâëåíèè è ïåðåçàãðóçêå â
ìàòðèöó ãëîáàëüíîé êóëüòóðû. Ïîòîìó ÷òî ñëèøêîì áóêâàëüíûå ïåðåâîäû
àêòóàëèçèðóþò êàê ïîòåíöèàëüíûå èäåîëîãè÷åñêèå ïðîòèâîðå÷èÿ ñàìîãî
îðèãèíàëà, òàê è îïðåäåëÿþùèå îãðàíè÷åíèÿ òîãî ÿçûêà, íà êîòîðûé
îñóùåñòâëÿåòñÿ ïåðåâîä. Ïîäîáíî ÷ðåâîâåùàòåëþ èëè ìèìó, ïåðåâîä÷èê
ïðåáûâàåò â ïîñòîÿííîé îïàñíîñòè ïîðîæäåíèÿ êîëîíèàëüíîé êàðèêàòóðû.
Ïðîäóêòèâíîé åãî/åå äåÿòåëüíîñòü äåëàåò òî, ÷òî îí/îíà ðàçâèâàåò è
èñïîëüçóåò âñåâîçìîæíûå ìèìåòè÷åñêèå ñòðàòåãèè, ÷òîáû ñäåëàòü
ïðîòèâîðå÷èÿ íå ñòîëü î÷åâèäíûìè, çàòîëêàâ èõ îáðàòíî â îáëàñòü
ïîòåíöèàëüíîñòè.

Ëþáîïûòíûì îáðàçîì, ýòî ïîçâîëÿåò çàãëÿíóòü â òî, ÷åì äåéñòâèòåëüíî ìîæåò
áûòü «ìèìåòè÷åñêèé òðóä», åñëè èõ óõâàòèòü êàê ìèìåñèñ: ÷åì-òî âåñüìà
íàïîìèíàþùèì äèàëåêòè÷åñêèé ðåàëèçì, ïðåäóãàäàííûé ìàðêñèñòñêèìè
ýñòåòèêàìè 1930-õ. Ìíîãèå ñåãîäíÿ ïûòàþòñÿ àêòóàëèçèðîâàòü ýòî íàñëåäèå,
õîòÿ îíî è îñòàåòñÿ íåâåðíî èñòîëêîâàííûì. Äèàëåêòè÷åñêèé ðåàëèçì – ýòî
ðåôëåêñèâíàÿ ñòðóêòóðà, ïîòåíöèàëüíîñòü êîòîðîé ìîæíî ïîñòè÷ü, ïðåäñòàâèâ
ïîäðûâíîé àâòîïîðòðåò Âåëàñêåñà ñ èñïàíñêîé êîðîëåâñêîé ñåìüåé. Îïòèêà
âëàñòè îáðàìëåíà è ïðîïèòàíà çäåñü áàðî÷íîé ìåëàíõîëèåé, çàñòàâëÿþùåé
èñïàíñêóþ ìîíàðõèþ âûãëÿäåòü ñîáðàíèåì âðîæäåííûõ äóðà÷êîâ â çåðêàëå
æèâîïèñè Âåëàñêåñà. Äèàëåêòè÷åñêèé ðåàëèçì ôèêñèðóåò ýòîò êóëüòóðíûé
ïîòåíöèàë, ïîëèòèçèðóÿ ïðèåì ñàìîãî îòðàæåíèÿ-ðåôëåêñèè. Âåëè÷àéøèé
òåêñòóàëüíûé ïðèìåð ýòîãî ìîæíî íàéòè â ìàðêñîâîé êðèòèêå
ìëàäîãåãåëüÿíñêîãî íåâåðíîãî ïåðåâîäà Ïðóäîíà â «Ñâÿòîì ñåìåéñòâå». Â ýòîì
áëåñòÿùåì î÷åðêå Ìàðêñ èñïîëüçóåò ïîòåíöèàë íåâåðíûõ ïðî÷òåíèé Ïðóäîíà,
óêàçûâàÿ íà – è çàîñòðÿÿ – íåâåðíûå òîëêîâàíèÿ ìëàäîãåãåëüÿíñêîãî ÿçûêà, íà
êîòîðûé áûë îñóùåñòâëåí ïåðåâîä. Íî ÷òî åùå âàæíåå, Ìàðêñ ïîëèòèçèðóåò è
óñâàèâàåò ëîæíûå èäåîëîãèè, àïðîïðèèðóÿ èõ è ïîðîæäàÿ ïîòåíöèàëüíîñòü,
êîòîðóþ åãî ñîáñòâåííàÿ ðàáîòà ïåðåâåäåò ïîçäíåå â íîâûé ìèìåòè÷åñêèé
ìåòîä äèàëåêòè÷åñêîãî ìàòåðèàëèçìà.

Íåëüçÿ ëè âîñòðåáîâàòü íàçàä òàêèå ðåôëåêñèâíûå ñòðóêòóðû, ïðèìåíèâ èõ,
íàïðèìåð, ê ïðîáëåìå ïåðåâîäà, èëè ýòî áóäåò åùå îäèí ïðèìåð ìèìåòè÷åñêîãî
òðóäà â ñóãóáî ìåäèöèíñêîì ñìûñëå? Íà äàííûé ìîìåíò âîïðîñ ýòîò –
èñòî÷íèê ìó÷åíèé, îñîáåííî ïîòîìó, ÷òî óñëîâèÿ ñîâðåìåííîãî
èíòåëëåêòóàëüíîãî òðóäà îñòàâëÿåò òàê ìàëî âðåìåíè íà íàïèñàíèå äëèííûõ
òåêñòîâ. Âîò ïî÷åìó ÿ äîëæåí çàêîí÷èòü íà ýòîé ñòàäèè, íàáðîñàâ ëèøü â
îáùèõ ÷åðòàõ íå áîëåå ÷åì åùå îäíî íîâîå íà÷àëî.
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A r t / F u t u r e s

Managers of the culture system and private possessors
of art pin their hopes on art’s futures. The beer brand
Beck’s, for example, calls its art sponsorship programme
Beck’s Futures. Financial software service company
Bloomberg manage a programme called ARTfutures: ‘For
those in the market for cutting edge contemporary art,
whether first-time buyers, or new or committed collectors,
the Contemporary Art Society’s annual ARTfutures, is a
“must see”’, states the call to collectors in 2007. What is
that future that art managers so confidently claim to
dictate or discover? On the one hand a simply economic
calculation. It signals to collectors buy here, buy now, for
future return. Bloomberg tracks and predicts emerging
markets as well as emerging artists. Beck’s is a brand
worthy of investment, so too its hallowed artists. Of
course, it cannot just be this and Beck’s Future’s, like all
such projects, claims that the future it is interested in is
the artist’s own, allowing its successful sponsees to
develop their work. The future in art has a long tradition:
it is an element of avant-garde production. Better-world-
boosters - futurists, constructivists, productivists -
conceived blueprints for the future. This did not mean
that art re-presented tangible images of future worlds.
Rather it instituted modes of non-commodified production
– collaborative, or refusing single authorship in the
bourgeois sense by subjection to the public statement of
the manifesto.  And they piloted transformed social
relations by what Brecht called ‘refunctioning’. As
Benjamin wrote of Brecht’s practice in ‘The Author as
Producer’ (1934), refunctioning is ‘the transformation of
the forms and the instruments of production in the way
desired by a progressive intelligentsia—that is, one
interested in freeing the means of production and serving
the class struggle’. In the case of the Soviet artists
especially there was some justification for functional
transformation of the forms of art in an effort to test run
new social relations and skills. The Soviet avant garde
operated in times of transformation, not least times of
transformation for art, which emerged from the galleries
and museums, dropped its preoccupation with
individualistic artists, instead organising itself into agit-
prop groupings, grasping towards new technological
forms of expression, and rushing forward to meet its
audience on newly defined terms.

But the future might seem blocked right now to real,
collective political change, making it available
unchallenged as a realm of speculation for commercial
art sponsors. The future is now the playground that a
few can enter for a little while, until they grow up and
make serious money or disappear from the scene. ‘What
is to be done’ is an urgent question but its hope in the
future as a realm of action is premature. Instead we have
yet to complete our dealings with the past. Its potentials
have not been realised. The question still exists: what
was done? In any case the past can be, or already, is the
Utopia to which we aspire. Utopias imagine future worlds,
projecting into the aftertime the outlines of a perfected
society. Utopias are brought into being negatively, against
their moment, but are none the less formed by it. There
is a unifying characteristic of many utopias (and
dystopias) from the nineteenth century onwards. In some
way or another the currently achieved state of
technological development frames the utopia, and so
developments along the same lines are envisaged. Utopia
can only come into being once its technological
preconditions are already or almost in place. Marx
identified the impulsion of revolution in this way: humanity
“sets itself only such tasks as it is able to solve, since
closer examination will always show that the problem itself
arises only when the material conditions for its solution
are already present or at least in the course of formation”.
[1]

Problems … Problems … Problems

Marx insists there is a problem in social

reality, a contradiction in the bourgeois

logic of money. It’s there whether or not we

choose to think about it, a glaring rift. In

the multiple discourses of excuse and

confusion issuing forth from Paris since

the failure of 1968, problematization is

deemed a virtue, a special buzz conferred

by paid intellectuals. Society is

unproblematic, banal and natural, and it

takes the special efforts of theorists and

artists to ‘problematize’ its operations and

so give us something to think about. As

revolutionary theory is recuperated by

academia and the art market, it’s transformed

into its opposite. Marx’s exposition of the

logic behind subaltern actions which defy

the market (today we might list: land seizures

in Brazil and Zimbabwe; protests against an

arms fair in London; raves in squatted office

blocks; Free Improvisation as anti-genre)

was meant to simplify and clarify, provide

a politics for those excluded from bourgeois

politics and its games of mere appearance.

Just as those working on cures for diseases

proceed by inverting the DNA of the enemy

virus, so justifications for capitalism adopt

Marxist-sounding modes of reasoning. Every

cultural entrepreneur and every artist

competing for the limelight is ‘overthrowing

ideology’, ‘defying common sense’ and

‘problematizing the situation’ with their

own patent brand of abject nonsense. We do

not need to ‘problematize’! The burning issue

stares us all in the face: a so-called

rational society murders millions via famine

and war, and is incapable of explaining why.

Waking this murderous zombie from its dream

trance is our task.

After  Art

Engels wrote of ‘the leap of mankind from the realm of
necessity into the realm of freedom”. [2] Benjamin gave
direction to this leap in his ‘On the Concept of History’–
a ‘tiger’s leap into the past’. For him, utopia or future
freedom, is signalled in the confectionary of fashion, an
absorbent material for the storage of societal wishes,
fantasies, dreams. Fashion’s energies stem from the
past, from citation, from recycling motifs that remain
pungent, because they are still relevant: ‘Fashion has a
flair for the topical, no matter where it stirs in the thickets
of long ago; it is a tiger’s leap into the past’. Tigersprung,
in German literally tiger’s leap, is a metaphor extended
from the more familiar Katzensprung, cat’s leap, which
is the equivalent of stone’s throw, a short distance. The
colloquial meaning of Tigersprung is diffuse – it is used
variously, including as a description of the final spurt in
track sports. For Benjamin, its resonance may arise from
a compound of associations: the tiger as exotic, dramatic
animal, the tigresse, the female equivalent of the dandy,
and so a fashionable type, and then there is the verb
tigern, to tiger, which means to mooch – all these are
slinky, sexy images that perhaps access something
essential – and utopian - to fashion. Fashion quotes the
past, leaping out the present, representing the possibility
of a new temporality – one in which future-directedness
and past citation are connected, making for an anti-
linearity and logic-bucking that carries much explosively
political potential within Benjamin’s revolutionary
historiography. Specifically Benjamin uses the word
Tigersprung to describe the leap into the past that fashion
repeatedly makes, as part of its conundrum existence,
where the absolutely new is so often a re-edition. This is
the flip-around, the negative side, in which fashion is
shown to have the temporality of hell, as Benjamin puts
its. Capitalism, whose logic and justification makes
recourse to the new, the latest, the fashionable, is
unmasked as bemired with the old, stuck in the past, in
dead labour, in accumulated energy, in the repetition day
on day of reinforced social relations. Fashion mirrors the
mode of production, a negative force. Where might that
leave genuine futurity, the ‘what is to be done’? It is a
matter for the future, but also one of the past.

Engels can be usefully reinvoked here, as Benjamin does
in his essay on the Social Democratic collector and
historian Eduard Fuchs. Engels is a critic of idealist
histories of progress and the passive contemplative
attitude towards the past: “Historical materialism
conceives historical understanding as an afterlife of that
which has been understood and whose pulse can be felt
in the present”. [3] ‘Afterlife’ has to do with the new
historical circumstances into which artworks, as much
as the reception of historical events, are born and reborn,
and thereby serve as means to reveal continuities and
discontinuities in relations of domination and
constellations of power. History is not completed. Fuchs
had glimpsed this, but he also carried traces of the ‘old
dogmatic and naïve idea of reception’, assuming that
the meaning of a work is the meaning attributed by its
contemporaries. However, Fuchs’ practical passion for
collecting  - caricatures and pornographic imagery
proposed a different relationship to historical work. Fuchs
rejected culture as a marker of value, as a locus of
classical beauty. His practical activity in the field of
reproduced imagery destroyed traditional conceptions
of art. His materials were destined for a mass audience.
His anti-classicism led him to seek truth in the extremes
of expression such as the grotesque. Through Fuchs,
Benjamin gestured at the negative side of historical
movement, its anti-progress: “There is no document of
culture which is not at the same time a document of
barbarism”. [4] Cultural history is unable to take note of
this state of affairs, for it regards culture as a booty that
drops into the lap of mankind, a bonus, an eternal good
– and commodity, detached from the wider social
conditions of its production.  The Marxists turned
Positivists had been unable to recognize technology as
a historical – and not just scientific – development.
Positivists saw only ‘the progress of natural science, not
the concomitant retrogression of society’. Capitalism
shaped technology and illusions of neutral technical
progress made proletarian efforts to seize it under its
control ever more unthinkable. Benjamin argued against
this for the return of the ‘destructive side of dialectics [5]

Stomp & Smash & Bash & Crash & Slash &

Bust & Burn

What is the ‘destructive side of dialectics’?

It’s giving up on the illusion that we can

ever explain ourselves to the ruling class.

History is not decided in the debating

chambers of the bourgeoisie, a sterile ward

from which the concepts necessary for

grasping the modern world - capital, labour,

commodity, surplus value, unconscious,

fetish, spectacle, human need, improvisation,

bile, class hatred - have been hygienically

expunged. However blindly, history is made

by classes acting in their own interests.

Footnotes:

1. See Marx ’s ‘Preface ’ to his A

Contribution to the Critique of

Political Economy  (1859), available

online

2. Engels, Anti-Duehring.

3.SW3, 262.

4.SW3, 267.

We think we can transform the entire world by bringing

this understanding to those at the sharp end of

capitalism’s contradictions, those who must act against

its logic, or perish. To achieve this we must unleash

the total pleasure principle involved in not living

lies. Marx’s Capital is inconceivable without the belly

laughs of Tristram Shandy, the fantasies of Charles

Fourrier, the struggle for the ten-hour working day and

the poetry of Heinrich Heine. If we believe that after

Finnegans Wake every literary novel - however third-

world - is kitsch; or that after Asger Jorn all non-

accidental painting is repressed kitsch; or that after

punk all non-political rock is fatuous repressed kitsch

- then these insights must become one with our political

actions, with no concessions to the self-denying ironies

of postmodernism.

Our Fabulous Correctitude

The current number one enemy for revolutionary thought

is the dubious proposition that there is no collective

politics of transformation, that we are Bolshevik cadre

tragically stranded on a sandbank of reaction. As Trotsky

said, “Not a single progressive idea has begun with a

“mass base,” otherwise it would not have been a

progressive idea. It is only in the last stage that the

idea finds its masses.”[6] We must dare to be the avant

garde, unheralded and unrewarded except in our knowledge

that we’re so amazingly correct. And, as Marco Maurizi

argues in his I Was a Teenage Critical Theorist [7], the

notion of the universally justified individual, the

person uncrucified by the money-commodity relation, is

profoundly reactionary. It’s like the way a cheap image

of Jesus-with-halo makes everyone else in the picture

look insignificant and shadowy. The notion of the redeemed

and justified reduces everything really-existent to dust

and ashes. If two people tell the truth to each other,

however obscure and underlit the circumstances, then -

in this globe permanently mediated by lies - the effect

is nevertheless seismic. Only if we revel in the

‘absurdity’ and ‘impracticality’ of our ambitions (at

least, according to the craven justifiers of an

unjustifiable system) will our total critique reach the

critical burning point at which a revolutionary fire

storm becomes unstoppable. As Gramsci hinted in his

lines on the ‘organic intellectual’, a  proletarian

freak is something to be. Hey, ho, let’s go!

5.SW3, 266.

6. Leon Trotsky, ‘Art & Politics in our

Epoch’, 18 June 1938, Partisan Review

7. Marco Maurizi, I Was A Teenage

Critical Theorist: Zappa, Romero, Nagai,

Rome: Plastica Esemplare, 2007., August

1938; On Literature and Art, New York:

Pathfinder, 1977
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È ñ ê ó ñ ñ ò â î / Ô ü þ ÷ å ð ñ û

Óïðàâëÿþùèå ñèñòåìîé êóëüòóðû è ÷àñòíûå âëàäåëüöû
ñîáðàíèé èñêóññòâà âîçëàãàþò ñâîè íàäåæäû íà
ôüþ÷åðñû èñêóññòâà. Òîðãîâàÿ ìàðêà ïèâà «Áåêñ»,
íàïðèìåð, íàçûâàåò ñâîþ ïðîãðàììó ïîääåðæêè
èñêóññòâà «Ôüþ÷åðñû Áåêñ». Ôèíàíñîâàÿ êîìïàíèÿ
ïðîãðàììíîãî îáåñïå÷åíèÿ «Áëóìáåðã» ðóêîâîäèò
ïðîãðàììîé, íàçâàííîé «ÀÐÒôüþ÷åðñû»: «Äëÿ òåõ, êòî
ðàáîòàåò íà ðûíêå ñ ïåðåäîâûì êðàåì ñîâðåìåííîãî
èñêóññòâà, áóäü òî ïåðâè÷íûå ïîêóïàòåëè, íîâûå èëè
äàâíî ïðåäàííûå ñâîåìó äåëó êîëëåêöèîíåðû,
åæåãîäíûå “ÀÐÒôüþ÷åðñû”, âûïóñêàåìûå Îáùåñòâîì
Ñîâðåìåííîãî Èñêóññòâà, – ýòî ïóòåâîäèòåëü ïî òîìó,
÷òî “íåîáõîäèìî óâèäåòü», óòâåðæäàåò îáðàùåíèå ê
êîëëåêöèîíåðàì â 2007 ãîäó. ×òî æå ýòî çà áóäóùåå,
êîòîðîå óïðàâëåíöû îò èñêóññòâà ñòîëü óâåðåííî
íàìåðåâàþòñÿ äèêòîâàòü èëè îòêðûòü? Ñ îäíîé
ñòîðîíû, ïðîñòîé ýêîíîìè÷åñêèé ðàñ÷åò. Îí äàåò
êîëëåêöèîíåðàì îòìàøêó: ïîêóïàòü çäåñü, ïîêóïàòü
ñåé÷àñ, ÷òîáû â áóäóùåì âîçâðàòèòü ñòîðèöåé.
«Áëóìáåðã» îòñëåæèâàåò è ïðåäñêàçûâàåò
âîçíèêàþùèé ñïðîñ, ðàâíî êàê è âîçíèêàþùèõ
õóäîæíèêîâ. «Áåêñ» – ýòî òîðãîâàÿ ìàðêà, äîñòîéíàÿ
êàïèòàëîâëîæåíèé, ñîîòâåòñòâåííî äîñòîéíû
âëîæåíèé è ïî÷èòàåìûå ýòîé ìàðêîé õóäîæíèêè.
Ðàçóìååòñÿ, íå âñå ñâîäèòñÿ òîëüêî ê ýòîìó, è
«Ôüþ÷åðñû Áåêñà», êàê è ëþáûå ïîäîáíûå ïðîåêòû,
çàÿâëÿþò, ÷òî áóäóùåå, êîòîðîå èõ èíòåðåñóåò, ýòî
áóäóùåå ñàìèõ õóäîæíèêîâ, ïîçâîëÿÿ ñâîèì
ïðåóñïåâàþùèì ïðîòåæå ðàçâèâàòü è
ñîâåðøåíñòâîâàòü ñâîå òâîð÷åñòâî. Ó áóäóùåãî â
èñêóññòâå äîëãàÿ òðàäèöèÿ: îíî ÿâëÿåòñÿ ýëåìåíòîì
àâàíãàðäíîãî ïðîèçâîäñòâà. Ïîáîðíèêè ëó÷øåãî ìèðà
– ôóòóðèñòû, êîíñòðóêòèâèñòû, ïðîèçâîäñòâåííèêè –
âûíàøèâàëè ïëàíû äëÿ áóäóùåãî. Ýòî íå îçíà÷àëî, ÷òî
èñêóññòâî ïðåäñòàâëÿëî ÷åòêèå îáðàçû áóäóùèõ ìèðîâ.
Ñêîðåå, îíî ó÷ðåæäàëî ñïîñîáû ïðîèçâîäñòâà, íå
ïðåâðàùàþùåãî èñêóññòâî â òîâàð – ñîâìåñòíîãî, èëè
îòâåðãàþùåãî åäèíîëè÷íîå àâòîðñòâî â áóðæóàçíîì
ñìûñëå ïóòåì ïîä÷èíåíèÿ êîëëåêòèâíîìó
âûñêàçûâàíèþ â ôîðìå ìàíèôåñòà. È îíè íàïðàâëÿëè
ïðåîáðàçîâàííûå îáùåñòâåííûå îòíîøåíèÿ ïðè
ïîìîùè òîãî, ÷òî Áðåõò íàçûâàë
«ïåðåôóíêöèîíèðîâàíèåì». Êàê ïèñàë Áåíüÿìèí î
ïðàêòèêå Áðåõòà â ýññå «Àâòîð êàê ïðîèçâîäèòåëü»
(1934), ïåðåôóíêöèîíèðîâàíèå – ýòî «ïðåîáðàçîâàíèå
ôîðì è îðóäèé ïðîèçâîäñòâà îáðàçîì, æåëàåìûì
ïåðåäîâîé èíòåëëèãåíöèåé – òî åñòü òîé
èíòåëëèãåíöèåé, êîòîðàÿ çàèíòåðåñîâàíà â
îñâîáîæäåíèè ñðåäñòâ ïðîèçâîäñòâà è â ñëóæåíèè
êëàññîâîé áîðüáå». Â ñëó÷àå ñîâåòñêèõ õóäîæíèêîâ òåì
áîëåå èìåëîñü âåñêîå îïðàâäàíèå ôóíêöèîíàëüíîìó
ïðåîáðàçîâàíèþ ôîðì èñêóññòâà, ïîñêîëüêó ðå÷ü øëà
î ïîïûòêå ýêñïåðèìåíòàëüíî îïðîáîâàòü íîâûå
îáùåñòâåííûå îòíîøåíèÿ è íàâûêè. Ñîâåòñêèé
àâàíãàðä äåéñòâîâàë â ýïîõó ïðåîáðàçîâàíèÿ
îáùåñòâà, à íå ïðîñòî â ýïîõó ïðåîáðàçîâàíèÿ
èñêóññòâà, âîçíèêàþùåãî â ãàëåðåÿõ è ìóçåÿõ; îí
ïåðåñòàë çàíèìàòüñÿ õóäîæíèêàìè-èíäèâèäóàëèñòàìè,
îðãàíèçîâûâàÿ âìåñòî ýòîãî ãðóïïû àãèòïðîïà, æàäíî
èùà íîâûå òåõíè÷åñêèå ôîðìû âûðàæåíèÿ è
óñòðåìëÿÿñü íàâñòðå÷ó ñâîåé àóäèòîðèè íà ïî-íîâîìó
îïðåäåëåííûõ óñëîâèÿõ.
Îäíàêî áóäóùåå ìîæåò ïîêàçàòüñÿ íàäåæíî
îãðàæäåííûì â íàñòîÿùèé ìîìåíò îò ðåàëüíûõ,

êîëëåêòèâíûõ ïîëèòè÷åñêèõ èçìåíåíèé, ÷òî äåëàåò åãî äîñòóïíî-
áåçîïàñíîé îáëàñòüþ ñïåêóëÿöèè äëÿ êîììåð÷åñêèõ ñïîíñîðîâ
èñêóññòâà. Áóäóùåå â íàñòîÿùèé ìîìåíò – ýòî ïëîùàäêà äëÿ èãð,
çàéòè íà êîòîðóþ ìîãóò ëèøü íåìíîãèå, äà è òî íåíàäîëãî, ïîêà îíè
íå âûðàñòóò è íå çàðàáîòàþò ñåðüåçíûå äåíüãè èëè íå èñ÷åçíóò ñî
ñöåíû. «×òî äåëàòü?» – íåîòëîæíûé âîïðîñ, íî åãî ñòàâêà íà áóäóùåå
êàê îáëàñòü äåéñòâèÿ ïðåæäåâðåìåííà. Ñíà÷àëà íàì åùå ïðåäñòîèò
çàêîí÷èòü ñâîè ðàñ÷åòû ñ ïðîøëûì. Åãî ïîòåíöèàë íå áûë
ðåàëèçîâàí. Âîïðîñ âñå òîò æå: ÷òî äåëàòü? Â ëþáîì ñëó÷àå, ïðîøëîå
ìîæåò áûòü – èëè óæå ÿâëÿåòñÿ – Óòîïèåé, ê êîòîðîé ìû ñòðåìèìñÿ.
Óòîïèè âîîáðàæàþò áóäóùèå ìèðû, ïðîåöèðóÿ â ãðÿäóùåå î÷åðòàíèÿ
ñîâåðøåííîãî îáùåñòâà. Óòîïèè îñóùåñòâëÿþòñÿ íåãàòèâíî, âîïðåêè
ñâîåìó âðåìåíè, êàêîâîå, òåì íå ìåíåå, èõ ôîðìèðóåò. Ó ìíîãèõ
óòîïèé (è äèñòîïèé), ñ äåâÿòíàäöàòîãî âåêà è äàëüøå, èìååòñÿ îäíà
îáùàÿ ÷åðòà. Äîñòèãíóòûé â êàêîé-òî ìîìåíò óðîâåíü òåõíè÷åñêîãî
ðàçâèòèÿ òåì èëè èíûì îáðàçîì ôîðìèðóåò óòîïèþ, ïîçâîëÿÿ
ïðåäóãàäàòü äàëüíåéøåå ðàçâèòèå â òîì æå íàïðàâëåíèè. Óòîïèÿ
ìîæåò ðîäèòüñÿ, òîëüêî êîãäà ñîçðåëè åå òåõíè÷åñêèå ïðåäïîñûëêè.
Ìàðêñ òàê îïðåäåëèë ðåâîëþöèîííûé èìïóëüñ: ÷åëîâå÷åñòâî «ñòàâèò
ñåáå âñåãäà òîëüêî òàêèå çàäà÷è, êîòîðûå îíî ìîæåò ðàçðåøèòü, òàê
êàê ïðè áëèæàéøåì ðàññìîòðåíèè âñåãäà îêàçûâàåòñÿ, ÷òî ñàìà
çàäà÷à âîçíèêàåò ëèøü òîãäà, êîãäà ìàòåðèàëüíûå óñëîâèÿ åå
ðåøåíèÿ óæå ñóùåñòâóþò èëè, ïî êðàéíåé ìåðå, íàõîäÿòñÿ â ïðîöåññå
ñòàíîâëåíèÿ». [1]

Ïðîáëåìû… Ïðîáëåìû… Ïðîáëåìû

Ìàðêñ íàñòàèâàåò, ÷òî â îáùåñòâåííîé äåéñòâèòåëüíîñòè
èìååòñÿ ïðîáëåìà, ïðîòèâîðå÷èå â áóðæóàçíîé ëîãèêå äåíåã.
Äóìàåì ìû î íåì èëè íåò, îí åñòü, ýòîò êðè÷àùèé ðàçëàä.
Â ðàçíîîáðàçíûõ ïîðàæåí÷åñêèõ äèñêóðñàõ, èñõîäÿùèõ èç
Ïàðèæà íà÷èíàÿ ñ íåóäà÷è 1968 ãîäà, ïðîáëåìàòèçàöèÿ
ñ÷èòàåòñÿ çàñëóãîé, îñîáûì øèêîì, äàðóåìûì îïëà÷èâàåìûìè
èíòåëëåêòóàëàìè. Îáùåñòâî – íåïðîáëåìàòè÷íî, áàíàëüíî
è åñòåñòâåííî, è òðåáóþòñÿ îñîáûå óñèëèÿ òåîðåòèêîâ è
õóäîæíèêîâ, ÷òîáû «ïðîáëåìàòèçèðîâàòü» åãî äåÿòåëüíîñòü
è òàêèì îáðàçîì äàòü íàì ïèùó äëÿ ðàçìûøëåíèé. Êàê
òîëüêî ðåâîëþöèîííàÿ òåîðèÿ îòêàòûâàåòñÿ ïîä ñåíü
óíèâåðñèòåòñêîé íàóêè è ðûíêà èñêóññòâà, îíà ïðåâðàùàåòñÿ
â ñâîþ ïðîòèâîïîëîæíîñòü. Îáíàðóæåíèå Ìàðêñîì ëîãèêè,
ñêðûòîé çà ÷àñòíûìè äåéñòâèÿìè, êîòîðûå áðîñàþò âûçîâ
ðûíêó (ñåãîäíÿ ìû ìîæåì ïåðå÷èñëèñü: çàõâàò çåìëè â
Áðàçèëèè è Çèìáàáâå; ïðîòåñòû ïðîòèâ ÿðìàðêè îðóæèÿ â
Ëîíäîíå; ðåéâû â áûâøèõ àäìèíèñòðàòèâíûõ çäàíèÿõ,
ïðåâðàùåííûõ â ñêâîòû; «ñâîáîäíàÿ èìïðîâèçàöèÿ» êàê
àíòè-æàíð), èìåëî â âèäó óïðîñòèòü è ðàçúÿñíèòü,
îáåñïå÷èòü ïîëèòèêîé òåõ, êòî èñêëþ÷åí èç áóðæóàçíîé
ïîëèòèêè ñ åå èãðàìè ÷èñòîé âèäèìîñòè. Ïîäîáíî òîìó,
êàê ó÷åíûå, èñêàâøèå ñðåäñòâî ëå÷åíèÿ îò áîëåçíåé,
ïðèøëè ê èíâåðñèè ÄÍÊ âðàæäåáíîãî âèðóñà, òàê è
îïðàâäàíèÿ êàïèòàëèçìà ïåðåíÿëè çâó÷àùèå ïî-ìàðêñèñòñêè
ñïîñîáû ðàññóæäåíèÿ. Ñåãîäíÿ êàæäûé àíòðåïðåíåð îò
êóëüòóðû è êàæäûé õóäîæíèê, êîíêóðèðóþùèé çà ìåñòî ïîä
ñîôèòàìè, «íèçâåðãàåò èäåîëîãèþ», «áðîñàåò âûçîâ
çäðàâîìó ñìûñëó» è «ïðîáëåìàòèçèðóåò ñèòóàöèþ» ñâîèì
ñîáñòâåííûì ïàòåíòîâàííûì áðýíäîì æàëêîãî íîíñåíñà.
Íàì íå÷åãî «ïðîáëåìàòèçèðîâàòü»! Íàñóùíàÿ ïðîáëåìà ó
íàñ ïîä íîñîì: òàê íàçûâàåìîå ðàçóìíîå îáùåñòâî ìîðèò
ãîëîäîì è óáèâàåò íà âîéíå ìèëëèîíû, áóäó÷è íå â ñèëàõ
îáúÿñíèòü, ïî÷åìó. Ïðîáóäèòü ýòîãî ìîíñòðà-óáèéöó îò
åãî ñíà – âîò íàøà çàäà÷à.

Ï î ñ ë å  È ñ ê ó ñ ñ ò â à

Ýíãåëüñ ïèñàë î «ïðûæêå ÷åëîâå÷åñòâà èç öàðñòâà íåîáõîäèìîñòè â
öàðñòâî ñâîáîäû» («Àíòè-Äþðèíã»).  Áåíüÿìèí ïðèäàë íàïðàâëåíèå
ýòîìó ïðûæêó â ñâîèõ òåçèñàõ «Î ïîíÿòèè èñòîðèè»: «òèãðèíûé
ïðûæîê â ïðîøëîå». Äëÿ íåãî óòîïèÿ, èëè áóäóùàÿ ñâîáîäà, çàÿâëÿëè
î ñåáå â ìîäíûõ èçäåëèÿõ, àáñîðáèðóþùåì ìàòåðèàëå äëÿ õðàíåíèÿ
îáùåñòâåííûõ æåëàíèé, ôàíòàçèé, ãðåç. Ýíåðãèÿ ìîäû êîðåíèòñÿ â
ïðîøëîì, â öèòèðîâàíèè, â ïåðåðàáîòêå ìîòèâîâ, êîòîðûå
ïðîäîëæàþò îñòàâàòüñÿ ïðèâëåêàòåëüíûìè, ïîòîìó ÷òî îíè ïî-
ïðåæíåìó ðåëåâàíòíû: «Ó ìîäû ÷óòüå íà àêòóàëüíîñòü, ãäå áû òà íè
ïðÿòàëàñü â ãóùå áûëîãî. Ìîäà – òèãðèíûé ïðûæîê â ïðîøëîå».
Tigersprung, ïî-íåìåöêè áóêâàëüíî «ïðûæîê òèãðà», ýòî ìåòàôîðà,
âîñõîäÿùàÿ ê áîëåå óïîòðåáèòåëüíîìó Katzensprung, «êîøà÷üåìó
ïðûæêó», èäèîìå, îçíà÷àþùåé «íà íåáîëüøîì ðàññòîÿíèè», «ðóêîé
ïîäàòü». Ðàçãîâîðíîå çíà÷åíèå Tigersprung’à ðàñïëûâ÷àòî – ýòî
ñëîâîñî÷åòàíèå èñïîëüçóåòñÿ ïî-ðàçíîìó, âêëþ÷àÿ îïèñàíèå
ôèíàëüíîãî ñïóðòà â ñïîðòèâíûõ ñîñòÿçàíèÿõ íà ñêîðîñòü. Äëÿ
Áåíüÿìèíà åãî ðåçîíàíñ ìîã ïðîèñòåêàòü èç ñëîæíîé ñìåñè
àññîöèàöèé: òèãð êàê ýêçîòè÷åñêèé, ÿðêèé çâåðü; òèãðèöà, æåíñêèé
ýêâèâàëåíò äåíäè è, ñòàëî áûòü, ìîäíèöà; äàëåå, â íåì ïðèñóòñòâóåò
ãëàãîë tigern – áåçäåëüíè÷àòü, æèòü íà ÷óæîé ñ÷åò. Âñå ýòî
«ñêîëüçÿùèå», ñåêñóàëüíûå îáðàçû, äîëæíî áûòü ïðèäàþùèå ìîäå
÷òî-òî ñóùåñòâåííîå – è óòîïè÷åñêîå. Ìîäà öèòèðóåò ïðîøëîå,
âûñâå÷èâàÿ â ñâîåì ïðûæêå íàñòîÿùåå, îëèöåòâîðÿÿ âîçìîæíîñòü
íîâîé òåìïîðàëüíîñòè – òîé,  â êîòîðîé ñîåäèíÿþòñÿ íàïðàâëåííîñòü
â áóäóùåå è öèòèðîâàíèå ïðîøëîãî, ñïîñîáñòâóÿ àíòè-ëèíåéíîñòè è
ïðîòèâî-ëîãèêå, åå äðîáëåíèþ, íåñóùèõ â ðåâîëþöèîííîé
èñòîðèîãðàôèè Áåíüÿìèíà çíà÷èòåëüíûé âçðûâíîé ïîëèòè÷åñêèé
ïîòåíöèàë. À èìåííî, Áåíüÿìèí èñïîëüçóåò Tigersprung äëÿ îïèñàíèÿ
ïðûæêà â ïðîøëîå, êîòîðûé ìîäà ñîâåðøàåò íåîäíîêðàòíî, êàê ÷àñòü
ñâîåãî çàãàäî÷íîãî ñóùåñòâîâàíèÿ, ãäå àáñîëþòíî íîâîå ñòîëü ÷àñòî
ÿâëÿåòñÿ ïåðåèçäàíèåì. Ýòî êóâûðîê, íåãàòèâíàÿ ñòîðîíà, â êîòîðîé
ìîäà ïîêàçàíà îáëàäàþùåé òåìïîðàëüíîñòüþ àäà èëè áîðäåëÿ, ïî
ñëîâàì Áåíüÿìèíà. Êàïèòàëèçì, ÷üÿ ëîãèêà è îïðàâäàíèå ïðèáåãàþò
ê ñàìîìó íîâîìó, ïîñëåäíåìó, ìîäíîìó, ðàçîáëà÷àåòñÿ êàê
çàïÿòíàííûé ñòàðûì, çàñòðÿâøèé â ïðîøëîì, â ìåðòâîì òðóäå; â
íàêîïëåííîé ýíåðãèè, â ïîâòîðåíèè äåíü çà äíåì óïðî÷åííûõ
îáùåñòâåííûõ îòíîøåíèé. Ìîäà çåðêàëüíî îòðàæàåò ñïîñîá
ïðîèçâîäñòâà, íåãàòèâíóþ ñèëó. Ãäå æå òîãäà ìåñòî ïîäëèííîìó
ãðÿäóùåìó, âîïðîñó «÷òî äåëàòü»?  Ýòî äåëî áóäóùåãî, íî òàêæå è
ïðîøëîãî.
Çäåñü íåáåñïîëåçíî åùå ðàç âñïîìíèòü Ýíãåëüñà, êàê ýòî äåëàåò
Áåíüÿìèí â ñâîåì ýññå î êîëëåêöèîíåðå è èñòîðèêå Ýäóàðäå Ôóêñå.
Ýíãåëüñ – êðèòèê èäåàëèñòè÷åñêèõ èñòîðèé ïðîãðåññà è ïàññèâíî-
ñîçåðöàòåëüíîãî îòíîøåíèÿ ê ïðîøëîìó: «Èñòîðè÷åñêèé
ìàòåðèàëèçì ðàññìàòðèâàåò èñòîðè÷åñêîå ïîíèìàíèå êàê
ïîñìåðòíóþ æèçíü òîãî, ÷òî áûëî ïîíÿòî è ÷åé ïóëüñ îùóòèì â

íàñòîÿùåì». «Ïîñìåðòíàÿ æèçíü» èìååò îòíîøåíèå ê íîâûì
èñòîðè÷åñêèì îáñòîÿòåëüñòâàì, â êîòîðûõ ïðîèçâåäåíèÿ
èñêóññòâà – â òîé æå ìåðå, ÷òî è âîñïðèÿòèå èñòîðè÷åñêèõ
ñîáûòèé – ðîæäàþòñÿ è âîçðîæäàþòñÿ è òåì ñàìûì ñëóæàò
ñðåäñòâîì îáíàðóæåíèÿ íåïðåðûâíîñòåé è ðàçðûâîâ â
îòíîøåíèÿõ ãîñïîäñòâà è êîíñòåëëÿöèÿõ âëàñòè. Èñòîðèÿ íå
çàâåðøåíà. Ôóêñ ýòî ïðåäóãàäàë, íî îí íåñ â ñåáå è ñëåäû
«ñòàðîé è äîãìàòè÷åñêîé èäåè âîñïðèÿòèÿ», ïîëàãàÿ, ÷òî ñìûñë
ïðîèçâåäåíèÿ – ýòî ñìûñë, ïðèïèñûâàåìûé åìó
ñîâðåìåííèêàìè. Îäíàêî ïðàêòè÷åñêàÿ ñòðàñòü Ôóêñà ê
êîëëåêöèîíèðîâàíèþ – êàðèêàòóðû è ïîðíîãðàôè÷åñêèå
èçîáðàæåíèÿ – ïðåäïîëàãàëà èíîå îòíîøåíèå ê èñòîðè÷åñêîìó
ïðîèçâåäåíèþ. Ôóêñ îòâåðãàë êóëüòóðó êàê ïðèçíàê öåííîñòè, êàê
ëîêóñ êëàññè÷åñêîé êðàñîòû. Åãî ïðàêòè÷åñêàÿ äåÿòåëüíîñòü â
ïîëå èçîáðàæåíèé-ðåïðîäóêöèé ðàçðóøàëà òðàäèöèîííûå
êîíöåïöèè èñêóññòâà. Åãî ìàòåðèàëû ïðåäíàçíà÷àëèñü
ìàññîâîìó çðèòåëþ. Àíòèêëàññèöèçì Ôóêñà ïðèâåë åãî ïîèñêàì
èñòèíû â êðàéíîñòÿõ âûðàæåíèÿ, òàêèõ êàê ãðîòåñê. ×åðåç Ôóêñà
Áåíüÿìèí óêàçàë íà íåãàòèâíóþ ñòîðîíó èñòîðè÷åñêîãî ðàçâèòèÿ,
åãî àíòè-ïðîãðåññ: «Íå áûâàåò äîêóìåíòà êóëüòóðû, êîòîðûé íå
áûë áû â òî æå âðåìÿ äîêóìåíòîì âàðâàðñòâà». Êóëüòóðíàÿ
èñòîðèÿ íåñïîñîáíà ïðèíÿòü ê ñâåäåíèþ ýòî ïîëîæåíèå äåë,
ïîñêîëüêó ðàññìàòðèâàåò êóëüòóðó êàê äîáû÷ó, ïàäàþùóþ â ðóêè
÷åëîâå÷åñòâà, íàãðàäó, âå÷íîå äîáðî – è òîâàð, âûðâàííûé èç
áîëåå øèðîêèõ îáùåñòâåííûõ óñëîâèé åãî ïðîèçâîäñòâà.
Ìàðêñèñòû, ñòàâøèå ïîçèòèâèñòàìè, íå ñóìåëè ïðèçíàòü â
òåõíèêå èñòîðè÷åñêîå – à íå ïðîñòî íàó÷íîå – ðàçâèòèå.
Ïîçèòèâèñòû áûëè âîñïðèèì÷èâû òîëüêî ê «ïðîãðåññó
åñòåñòâîçíàíèÿ, íî íå ê ñîïóòñòâóþùåìó ðåãðåññó îáùåñòâà».
Êàïèòàëèçì ïðèñïîñîáèë òåõíèêó ïîä ñåáÿ, è èëëþçèè
íåéòðàëüíîãî òåõíè÷åñêîãî ïðîãðåññà ñäåëàëè ïðîëåòàðñêèå
óñèëèÿ ïîñòàâèòü åå ñåáå íà ñëóæáó åùå áîëåå íåìûñëèìûìè.
Â ïðîòèâîâåñ Áåíüÿìèí âûñòóïàë çà âîçâðàùåíèå
«ðàçðóøèòåëüíîãî àñïåêòà äèàëåêòèêè».

Á å é ,  ê ð ó ø è ,  ë î ì à é ,  ð å æ ü ,  æ ã è

Â ÷åì «ðàçðóøèòåëüíûé àñïåêò äèàëåêòèêè»? Â îòêàçå
îò èëëþçèè, ÷òî íàì óäàñòñÿ êîãäà-íèáóäü îáúÿñíèòü
ñåáÿ ãîñïîäñòâóþùåìó êëàññó. Èñòîðèÿ íå ðåøàåòñÿ â
äèñêóññèîííûõ êëóáàõ áóðæóàçèè, ñòåðèëüíîé ïàëàòå,
èç êîòîðîé íåîáõîäèìûå äëÿ ïîñòèæåíèÿ ñîâðåìåííîãî
ìèðà ïîíÿòèÿ – êàïèòàë, ðàáîòà, òîâàð, ïðèáàâî÷íàÿ
ñòîèìîñòü, áåññîçíàòåëüíîå, ôåòèø, çðåëèùå,
÷åëîâå÷åñêàÿ ïîòðåáíîñòü, èìïðîâèçàöèÿ, ãíåâ,
êëàññîâàÿ íåíàâèñòü – áûëè ãèãèåíè÷íî óäàëåíû. Ñêîëü
íè ñëåïî, íî èñòîðèÿ äåëàåòñÿ êëàññàìè, äåéñòâóþùèìè
â ñâîèõ ñîáñòâåííûõ èíòåðåñàõ. Ìû ñ÷èòàåì, ÷òî ìîæåì
èçìåíèòü ìèð, äîâåäÿ ýòî ïîíèìàíèå äî òåõ, êòî
íàõîäèòñÿ íà ïåðåäíåé ëèíèè êàïèòàëèñòè÷åñêèõ
ïðîòèâîðå÷èé, òåõ, êòî äîëæåí ïðîòèâîäåéñòâîâàòü
åãî ëîãèêå – èëè ïîãèáíóòü. ×òîáû äîáèòüñÿ ýòîãî,
ìû äîëæíû âûñâîáîäèòü âåñü ïðèíöèï óäîâîëüñòâèÿ,
çàêëþ÷àþùèéñÿ â òîì, ÷òîáû íå ëãàòü. «Êàïèòàë» Ìàðêñà
íåìûñëèì áåç óòðîáíîãî ñìåõà «Òðèñòðàìà Øåíäè»,
ôàíòàçèé Øàðëÿ Ôóðüå, áîðüáû çà äåñÿòè÷àñîâîé ðàáî÷èé
äåíü è ïîýçèè Ãåíðèõà Ãåéíå. Åñëè ìû ñ÷èòàåì, ÷òî
ïîñëå «Ïîìèíîê ïî Ôèííåãàíó» ëþáîé ðîìàí – ïóñòü è
èç òðåòüåãî ìèðà – ýòî êèò÷; èëè ÷òî ïîñëå Àñãåðà
Éîðíà âñÿêàÿ íå ïîñòðîåííàÿ íà ñëó÷àéíîñòè æèâîïèñü
– ýòî âûòåñíåííûé êèò÷; èëè ÷òî ïîñëå ïàíêà ëþáîé
ðîê – ýòî áåññìûñëåííûé âûòåñíåííûé êèò÷, òîãäà
ýòè ïðîçðåíèÿ äîëæíû ñîåäèíèòüñÿ ñ íàøèìè

ïîëèòè÷åñêèìè äåéñòâèÿìè, áåç êàêèõ-ëèáî óñòóïîê
îòêàçûâàþùåé ñåáå âî ìíîãîì èðîíèè ïîñòìîäåðíèçìà.

Í à ø à  á à ñ í î ñ ë î â í à ÿ  ï ð à â î ò à

Ïåðâåéøèé âðàã ðåâîëþöèîííîé ìûñëè ñåãîäíÿ – ýòî
ñîìíèòåëüíîå óòâåðæäåíèå, ÷òî íå ñóùåñòâóåò
êîëëåêòèâíîé ïîëèòèêè ïðåîáðàçîâàíèÿ, ÷òî ìû –
áîëüøåâèêè, òðàãè÷åñêè âûáðîøåííûå íà áåðåã ðåàêöèè.
Êàê ãîâîðèë Òðîöêèé: «Íè îäíà ïðîãðåññèâíàÿ èäåÿ
íå íà÷èíàëàñü ñ “ìàññîâîé îñíîâû”, â ïðîòèâíîì ñëó÷àå
îíà íå áûëà áû ïðîãðåññèâíîé èäååé. Òîëüêî íà
çàêëþ÷èòåëüíîé ñòàäèè ýòà èäåÿ íàõîäèò ñâîè ìàññû».
Ìû äîëæíû îòâàæèòüñÿ áûòü àâàíãàðäîì, íå çàÿâëÿþùèì
î ñåáå è âîçíàãðàæäåííûì òîëüêî òåì, ÷òî ìû çíàåì î
ñîáñòâåííîé ïðàâîòå. È, êàê óòâåðæäàåò Ìàðêî Ìàóðèöè
â ñâîåì «ß áûë íåñîâåðøåííîëåòíèì êðèòè÷åñêèì
òåîðåòèêîì», ïðåäñòàâëåíèå î ñîâåðøåííî ïðàâåäíîì
èíäèâèäóóìå, ëè÷íîñòè, íå ðàçäèðàåìîé îòíîøåíèåì
äåíüãè-òîâàð, ÿâëÿåòñÿ ãëóáîêî ðåàêöèîííûì. Ýòî êàê
äåøåâûé îáðàçîê Èèñóñà ñ íèìáîì, âñå îñòàëüíûå íà
êîòîðîì âûãëÿäÿò íè÷òîæíûìè òåíÿìè. Ïðåäñòàâëåíèå
î ñïàñåííîì è ïðàâåäíîì ïðåâðàùàåò âñå äåéñòâèòåëüíî
ñóùåñòâóþùåå â ïðàõ è òëåí. Åñëè äâà ÷åëîâåêà ñêàæóò
äðóã äðóãó ïðàâäó, ñêîëü áû òåìíûìè è áåñïðîñâåòíûìè
íè áûëè îáñòîÿòåëüñòâà, òî – íà ýòîé ïëàíåòå,
ïåðìàíåíòíî îïîñðåäóåìîé ëîæüþ – ýôôåêò òåì íå ìåíåå
áóäåò ñåéñìè÷åñêèì. Òîëüêî åñëè ìû ñ óäîâîëüñòâèåì
ïðåäàäèìñÿ «àáñóðäó» è «íåñáûòî÷íîñòè» íàøèõ
óñòðåìëåíèé (ïî êðàéíåé ìåðå, â ãëàçàõ òðóñëèâûõ
ðåâíèòåëåé ñèñòåìû, êîòîðîé íåò îïðàâäàíèé), íàøà
òîòàëüíàÿ êðèòèêà äîñòèãíåò êðèòè÷åñêîé òåìïåðàòóðû
âîñïëàìåíåíèÿ, êîãäà ðåâîëþöèîííûé ïîæàð áóäåò óæå
íå îñòàíîâèòü. Êàê äàë ïîíÿòü Ãðàìøè â ñâîèõ ñòðîêàõ
îá «îðãàíè÷åñêîì èíòåëëåêòóàëå», áûòü ôðèêîì-
ïðîëåòàðèåì – äåëî ñòîÿùåå. Âïåðåä, âïåðåä, ðàáî÷èé
íàðîä!

Ý.Ë.: Arial;  Á.Ó.: Courier New

[1] Ê. Ìàðêñ, Ê êðèòèêå ïîëèòè÷åñêîé ýêîíîìèè. Ïðåäèñëîâèå
(1859)

Ýñòåð Ëåñëè è Áåí Óîòñîí | ×òî òåïåðü?

Ýñòåð Ëåñëè è Áåí Óîòñîí – êðèòèêè, æèâóò â Ëîíäîíå
ñì. èõ ñî÷èíåíèÿ íà ñàéòå www.militantesthetix.co.uk

ïåðåâîä: Àëåêñàíäðà Ñêèäàíà
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Ôðàíñ Éîçåô Ïåòåðññîí: Äâà ãîäà íàçàä òû èíèöèèðîâàë «Konsthall Ñ»
 â Õîêàðàíãåíå, þæíîì ïðåäìåñòüå Ñòîêãîëüìà, êàê ÷àñòü òâîåé õóäîæåñòâåííîé ïðàêòèêè.
Ýòîò ïðîåêò ìîæíî îïèñàòü êàê ðàçìûøëåíèå î ïîëèòè÷åñêîé ìîäåëè – ñîöèàë-
äåìîêðàòè÷åñêîì ãîñóäàðñòâå âñåîáùåãî áëàãîäåíñòâèÿ èëè, ñêàæåì, «øâåäñêîé ìîäåëè»,
íî åå ìîæíî íàçâàòü è ïî-äðóãîìó – êàê îíà áûëà ìàíèôåñòèðîâàíà â ïëàíèðîâàíèè è
çàñòðîéêå Ñòîêãîëüìà ñ 1930-õ è äàëåå. ×òî çíà÷àò äëÿ òåáÿ «Konsthall C» è Õîêàðàíãåí è
÷òî òû äóìàåøü î ìîäåëè, êîòîðóþ îíè ðåïðåçåíòèðóþò?

Ïåð Õàññåëüáåðã: Õîêàðàíãåí – ýòî èñòîðè÷åñêàÿ ìîäåëü ïðåäîñòàâëåíèÿ ãðàæäàíàì
æèëüÿ â íîâûõ ìèêðîðàéîíàõ, êîòîðàÿ âïîñëåäñòâèè èñïîëüçîâàëàñü ïðè ïëàíèðîâêå è
çàñòðîéêå Ñòîêãîëüìà è äðóãèõ ãîðîäîâ ñòðàíû. Öåëüþ áûëî «ñîçäàíèå äóìàþùèõ îá
îáùåñòâå ëè÷íîñòåé, àêòèâíî èíòåðåñóþùèõñÿ îáùèìè ïðîáëåìàìè, ñïîñîáíûìè
êðèòè÷åñêè ìûñëèòü è ñîòðóäíè÷àòü ñ äðóãèìè ëþäüìè ðàäè îñóùåñòâëåíèÿ íåîáõîäèìûõ
ñîöèàëüíûõ ðåôîðì. Êîðîòêî ãîâîðÿ, ñïîñîáñòâîâàòü âçðàùèâàíèþ äåìîêðàòè÷íûõ
ãðàæäàí, äëÿ êîòîðûõ ñâîáîäà è íåçàâèñèìîñòü ñî÷åòàåòñÿ ñ ÷óâñòâîì ñîöèàëüíîé
îòâåòñòâåííîñòè», ïî ñëîâàì àðõèòåêòîðà è ñîöèàë-äåìîêðàòà Óíî Àðõåíà. Âàæíûì
àñïåêòîì ýòîé ïðîãðàììû áûëî èíòåãðèðîâàòü åñòåñòâåííûå ìåñòà âñòðå÷ â íîâóþ
àðõèòåêòóðíóþ ñðåäó, ïîýòîìó öåíòðàëüíàÿ ïðà÷å÷íàÿ â Õîêàðàíãåíå áûëà çàäóìàíà åùå è
êàê ìåñòíûé êëóá. Ìåñòî, ãäå ëþäè çàíÿòû ïîâñåäíåâíîé ðóòèíîé, íî è îáùàþòñÿ ñî
ñâîèìè ñîñåäÿìè. «Konsthall C» ðàñïîëàãàåòñÿ êàê ðàç â ýòîì ìåñòå, è ïî-ïðåæíåìó îò
äåéñòâóþùåé ïðà÷å÷íîé åãî îòäåëÿåò òîëüêî ñòåêëÿííàÿ ñòåíà.

Ìíå áûëî èíòåðåñíî, êàê õóäîæíèêè – è íå òîëüêî õóäîæíèêè – ñòàëè èñïîëüçîâàòü
ïîõîæèå ìîäåëè â ïðîåêòàõ, íàöåëåííûõ íà ñîçäàíèå «àêòèâíûõ ãðàæäàí, ñïîñîáíûõ
êðèòè÷åñêè ìûñëèòü è èíòåðåñóþùèõñÿ îáùèìè ïðîáëåìàìè». Ýòè-òî âîïðîñû è ïðèâåëè
ìåíÿ â Õîêàðàíãåí. Â «Konsthall C» ìû ïðèãëàøàåì õóäîæíèêîâ ïîðàáîòàòü ñ ìåñòíîé
ñïåöèôèêîé - ñ ïðîåêòàìè, òàê èëè èíà÷å èñïîëüçóþùèìè ñîâðåìåííûå ïðîáëåìû äëÿ
ðåàêòèâàöèè ýòîé èñòîðè÷åñêîé ìîäåëè.

Ô.É.Ï.: Ïîñêîëüêó òû îïèñûâàåøü Õîêàðàíãåí êàê ìîäåëü äëÿ äðóãèõ ìåñò, âàæíî èìåòü â
âèäó, ÷òî ýòî âñåãäà áûëî ñîöèàëüíî ñòèãìàòèçèðîâàííîå ìåñòî. Â ðåàëüíîñòè îíî áûëî
äàëåêî îò ñîöèàëüíîé óòîïèè, è îïèñûâàòü åãî êàê ìîäåëü îçíà÷àåò, â ìîèõ ãëàçàõ,
ïîä÷åðêèâàòü íåðåàëèçîâàííûé ïîòåíöèàë ëåæàâøèõ â åãî îñíîâàíèè ïîëèòè÷åñêèõ èäåé.
Â ýòîì ñìûñëå ìîæíî ñêàçàòü, ÷òî ìîäåëü «Õîêàðàíãåí» âñåãäà áûëà ïðîíèêíóòà
«ïîëèòèêîé íîñòàëüãèè».

Ýòî ïîíÿòèå íîñòàëüãèè îñîáåííî ëþáîïûòíî â êîíòåêñòå ðàçãîâîðà î ïîëèòè÷åñêîé
èñòîðèè Øâåöèè. Â êà÷åñòâå ìåäèöèíñêîãî òåðìèíà íîñòàëüãèÿ èñïîëüçîâàëàñü ñ ñåðåäèíû
XVII âåêà äëÿ äèàãíîçà ïàöèåíòîâ, ñòðàäàþùèõ îñòðîé òîñêîé ïî ðîäèíå. Â XIX  âåêå ýòî
ìåäèöèíñêîå çíà÷åíèå áûëî óòðà÷åíî, è íà ïåðâûé ïëàí âûøëî áîëåå ðàçãîâîðíîå
çíà÷åíèå, êîòîðîå è èçâåñòíî íàì ñåãîäíÿ: íå÷òî, ÷òî îáû÷íî îáúÿñíÿþò ïîòðÿñåíèÿìè
ñîâðåìåííîñòè, âûðûâàþùåé ëþäåé èç èõ åñòåñòâåííîé ñðåäû è îñòàâëÿþùåé â íèõ
÷óâñòâî íåïðèêàÿííîñòè. Íà÷èíàÿ ñ XIX âåêà, íîñòàëüãèÿ óæå íå óïîòðåáëÿëàñü äëÿ
äèàãíîçà ïàòîëîãè÷åñêîãî ñîñòîÿíèÿ ëè÷íîñòè, à ñòàëà îïèñàíèåì îáùåãî ÷óâñòâî òîñêè ïî
ðîäèíå, ïðîíèçûâàþùåãî îáùåñòâî. Èñòîðèÿ íîñòàëüãèè, òàêèì îáðàçîì, òåñíî ñâÿçàíà ñ
ïîòðÿñåíèÿìè ñîâðåìåííîñòè. Ýòà äâîéñòâåííîñòü, ãäå ïîëèòè÷åñêèé ïðîãðåññ ñî÷åòàåòñÿ
ñ ñîöèàëüíûì êîíñåðâàòèçìîì, ïîëó÷èëà îñîáîå âûðàæåíèå, êîãäà øâåäñêèé ïðåìüåð-
ìèíèñòð Ïåð-Àëüáèí Õàíññîí íà÷àë â êîíöå äâàäöàòûõ ãîäîâ óïîòðåáëÿòü òåðìèí
«folkhem» äëÿ îïèñàíèÿ ñîöèàë-äåìîêðàòè÷åñêîãî ãîñóäàðñòâà âñåîáùåãî áëàãîäåíñòâèÿ
êàê «íàðîäíîãî äîìà» (èëè «äîìà äëÿ íàðîäà», êàê ïåðåâîäèòñÿ ýòîò òåðìèí). È âîçíèê îí â
êîíñåðâàòèâíûõ ïîëèòè÷åñêèõ êðóãàõ, íî áûë óäà÷íî ïðèñâîåí ñîöèàë-äåìîêðàòè÷åñêîé
ïàðòèåé, ÷òîáû óâÿçàòü ïðîãðåññèâíóþ ñîöèàëüíóþ ïîëèòèêó ñ òðàäèöèîííûìè
íàñòðîåíèÿìè è öåííîñòÿìè. Êàê ñïîñîá êîìïåíñèðîâàòü ýêçèñòåíöèàëüíóþ
íåïðèêàÿííîñòü, îáðóøèâøóþñÿ íà ëþäåé â ðåçóëüòàòå ìîäåðíèçàöèè è óðáàíèçàöèè, åñëè
óãîäíî. Ýòà êàíàëèçàöèÿ êîëëåêòèâíîé íîñòàëüãèè – ãäå íàöèÿ çàìåíÿåò ðîäèíó,
ãîñóäàðñòâî çàìåíÿåò ñåìüþ è òàê äàëåå – âàæíî äëÿ ïîíèìàíèÿ èñòîðè÷åñêîãî óñïåõà
ñîöèàë-äåìîêðàòè÷åñêîé ïàðòèè.

Ï.Õ.: Ìåæäó òåì, â ïîñëåäíèå ãîäû ïîäîáíîå ñòðàòåãè÷åñêîå èñïîëüçîâàíèå ïîëèòè÷åñêîé
íîñòàëüãèè íàèáîëåå óñïåøíî îñóùåñòâëÿëîñü êîíñåðâàòèâíûìè ïàðòèÿìè. Äâà ãîäà íàçàä
ñ õóäîæíèêîì Éîõàíîì Òèðåíîì ìû ñäåëàëè âûñòàâêó â «Konsthall C», êîòîðàÿ íàçûâàëàñü
«Ìû ãîâîðèì òî, ÷òî âû äóìàåòå» è èìåëà êðèòè÷åñêîå îòíîøåíèå ê ïðàâîìó êðûëó,
ýêñòðåìèñòñêîé «Øâåäñêîé äåìîêðàòè÷åñêîé ïàðòèè». Ðàáîòà ñîñòîèò èç äâóõ ñíÿòûõ íà
ïëåíêó èíòåðâüþ ñ ïðåäñòàâèòåëÿìè ýòîé ïàðòèè è èíòåðâüþ ñ æóðíàëèñòîì, èçó÷àþùåì
ïîäîáíûå ýêñòðåìèñòñêèå îðãàíèçàöèè. «Øâåäñêàÿ äåìîêðàòè÷åñêàÿ ïàðòèÿ» îïèñûâàåò
ñåáÿ êàê «íàñòîÿùóþ» ñîöèàë-äåìîêðàòè÷åñêóþ ïàðòèþ è ïûòàåòñÿ àïðîïðèèðîâàòü
èñòîðè÷åñêóþ êîíöåïöèþ øâåäñêîãî «folkhem» â ñâîèõ ñîáñòâåííûõ ñîìíèòåëüíûõ öåëÿõ.
Êîãäà Éîõàí ñäåëàë ýòó ðàáîòó, îíè áûëè åùå ìàëåíüêîé, íåçíà÷èòåëüíîé ïàðòèåé, íî íà
ïîñëåäíèõ âûáîðàõ ïîëó÷èëè îòíîñèòåëüíî ìíîãî ãîëîñîâ. Ïðàâÿùàÿ ñåé÷àñ
«Moderaterna» (Êîíñåðâàòèâíàÿ ïàðòèÿ) åùå áîëüøå ïðåóñïåëà â ñâîåì ñòðàòåãè÷åñêîì
èñïîëüçîâàíèè èñòîðè÷åñêèõ êîíöåïöèé ðàáî÷åãî äâèæåíèÿ (çàäåéñòâóÿ ñîöèàë-

äåìîêðàòè÷åñêóþ ðèòîðèêó, íàçûâàÿ ñåáÿ «íîâîé ðàáî÷åé ïàðòèåé» è òàê äàëåå). ß íå
ñðàâíèâàþ êîíñåðâàòîðîâ ñ ýòîé íåáîëüøîé, ýêñòðåìèñòñêîé ïàðòèåé, ïðîñòî îáðàùàþ
âíèìàíèå, ÷òî â ïîñëåäíèå ãîäû íàèáîëåå óñïåøíîå èñïîëüçîâàíèå ïîëèòè÷åñêîé
íîñòàëüãèè èñõîäèò îò ïðàâûõ.

Ô.É.Ï.: Ýòî ïðàâäà, ÷òî áîëüøèå ãðóïïû èçáèðàòåëåé àññîöèèðóþò ïîíÿòèÿ âðîäå
«folkhem» ñ ïîçèòèâíûìè ïðåäñòàâëåíèÿìè î òîì, â ÷åì ñîñòîèò ñïðàâåäëèâîå îáùåñòâî.
Ìîæíî ñïîðèòü, èäåò ëè òóò ðå÷ü î ïîëèòè÷åñêèõ ñòðàòåãèÿõ èëè î áîëåå ãëóáîêèõ
èäåîëîãè÷åñêèõ ñäâèãàõ (ïðàâûõ – âëåâî, à ìîæåò, ëåâûõ – âïðàâî?), íî â ëþáîì ñëó÷àå, ÿ
áû ñêàçàë, ÷òî ýòî ñâèäåòåëüñòâóåò î íàñóùíîé íåîáõîäèìîñòè èäåîëîãè÷åñêîãî
îáíîâëåíèÿ ëåâûõ. Êñòàòè, ýòî-òî îò÷åòëèâî è ïðîèëëþñòðèðîâàëà âûñòàâêà Éîõàíà
Òèðåíà.

Íåäàâíî åãî ðàáîòó ïîêàçàëè â Ëóíäå, þæíîì ðåãèîíå Øâåöèè, ãäå «Øâåäñêàÿ
äåìîêðàòè÷åñêàÿ ïàðòèÿ» äîáèëàñü íà ïîñëåäíèõ âûáîðàõ íàèáîëüøåãî óñïåõà. Â ýòîì
êîíòåêñòå èìååò ñìûñë ñôîêóñèðîâàòü âíèìàíèå íà òîì, êàê åãî ðàáîòà âûÿâëÿåò
ïîâåðõíîñòíîñòü êîíöåïöèé êóëüòóðû è «øâåäñêîñòè», îáðàçóþùèõ ÿäðî ïàðòèéíûõ
èäåîëîãèé. Íî êîãäà åå ïîêàçûâàëè â «Konsthall C» äâà ãîäà íàçàä, âîçíèêëè èíûå, áîëåå
èíòåðåñíûå êîííîòàöèè. Òîãäà îíà îáðàòèëà – ïî êðàéíåé ìåðå, ìîå – âíèìàíèå ê âîïðîñàì
ïðèñóòñòâèÿ ðàñèçìà è íàöèîíàëèçìà âíóòðè ñàìîé ñîöèàë-äåìîêðàòèè. Ìû óæå çàòðîíóëè
êîíñåðâàòèâíûå êîðíè êîíöåïöèè «folkhem», è ðàáîòà Òèðåíà çàñòàâèëà ìåíÿ çàäóìàòüñÿ î
òîì, êàêèå ïðåäñòàâëåíèÿ î êóëüòóðå è èñòîðèè ÿâëÿþòñÿ íåîòúåìëåìîé ÷àñòüþ «øâåäñêîé
ìîäåëè», êàêîé ìû åå ñåé÷àñ çíàåì. Íàñêîëüêî èäåè íàöèîíàëèçìà, êîíñåðâàòèçìà, ðàñèçìà
è ïàòåðíàëèçìà ïðèñóòñòâóþò â èäåîëîãèè, ïðîíèçûâàþùåé ýòó ìîäåëü? È êàê îíà ñåáÿ
âûðàæàåò íà ñåãîäíÿøíèé äåíü?

Îäèí èç ïðèìåðîâ, ïîòåíöèàëüíî çàòðàãèâàþùèé âñå ýòè ïîíÿòèÿ, ýòî ïðîáëåìà ñëåæêè.
Ìíå êàæåòñÿ, ÷òî ïðàâûõ è ëåâûõ îáúåäèíÿåò íåêðèòè÷åñêèé âçãëÿä íà îäåðæèìîñòü
áåçîïàñíîñòüþ, ïðîÿâëÿþùóþñÿ â çàïàäíîì ïîëóøàðèè. Îäíà èç êëþ÷åâûõ ïðîáëåì, ñ
êîòîðîé ìû ñåãîäíÿ ñòîëêíóëèñü ëèöîì ê ëèöó, ðàññìàòðèâàåòñÿ, ïî-ìîåìó, ñîâåðøåííî
áåçãðàìîòíî ïîëèòè÷åñêèì èñòåáëèøìåíòîì, è ýòî ñâÿçàíî ñ ðîëüþ ïîëèòèêè è ãîñóäàðñòâà
ïî îòíîøåíèþ ê âîïðîñàì âëàñòè è êîíòðîëÿ, ñòàâøèõ âîçìîæíûìè áëàãîäàðÿ íîâûì
òåõíîëîãèÿì. Êîíå÷íî, åñòü è ðàçëè÷èÿ, íî áåññïîðíûì áóäåò ñêàçàòü, ÷òî øâåäñêèõ ëåâûõ
è ïðàâûõ îáúåäèíÿåò íåîáû÷àéíàÿ âåðà â ñèëó, âëàñòü è áëàãèå íàìåðåíèÿ ãîñóäàðñòâà.
Ãðàæäàíå ðàññìàòðèâàþòñÿ êàê ñóáúåêòû, êîòîðûõ íóæíî êîíòðîëèðîâàòü è âîñïèòûâàòü,
ëèáî ÷åðåç ïëàíèðîâàíèå ãîðîäà â öåëÿõ ñîçäàíèÿ «äåìîêðàòè÷åñêèõ ëè÷íîñòåé», ëèáî ñ
ïîìîùüþ «folkbildning», ãäå êóëüòóðà èñïîëüçóåòñÿ â êà÷åñòâå èíñòðóìåíòà íà ñëóæáå
ãîñóäàðñòâà è òàê äàëåå. [1]

Ï.Õ.: Àííà Ýéíáîðã, âûñòàâèâøàÿñÿ â «Konsthall C» â àâãóñòå 2006 ãîäà, êàê ðàç ïåðåä
ïîñëåäíèìè âûáîðàìè, çàíèìàëàñü èìåííî ýòèìè ïðîáëåìàìè. Åå «Ïðîôèëèðîâàíèå
ãðàæäàí» ìîæíî ðàññìàòðèâàòü êàê êîíöåïòóàëüíûé ïîäõîä ê ïîíÿòèþ «folkbildning».
Ðàáîòà ñîñòîèò èç ïåðåäâèæíîãî îôèñà, èíôîðìèðóþùåãî ëþäåé î ïðîèñõîäÿùåì ñåãîäíÿ
ïåðåðàñïðåäåëåíèè è ñäâèãàõ âëàñòè ìåæäó ãîñóäàðñòâîì è ëè÷íîñòüþ. È ýòîò îôèñ
ñîîáùàåò ëþäÿì, â êàêèõ ó÷åòíûõ ñïèñêàõ îíè çíà÷àòñÿ è ÷òî îíè ñ ýòèì ìîãóò ïîäåëàòü.
Ìû ïîêàçàëè ýòó ðàáîòó â «Konsthall C», íî åùå è íà Ôåñòèâàëå Êóëüòóðû â Ñòîêãîëüìå,
ãäå ïîñåòèòåëè ìîãëè ïðèíÿòü ó÷àñòèå â äåáàòàõ ñ ïîëèòèêàìè î íàäçîðå è ïî âîïðîñó î
òîì, â ÷åì ñîñòîèò ñïðàâåäëèâîå îáùåñòâî.

Ô.É.Ï.: Ìîæíî áûëî áû ñêàçàòü, ÷òî îíà çàäåéñòâóåò èíñòðóìåíòàëüíûé âçãëÿä íà
êóëüòóðó, êîòîðûé êàæåòñÿ îñîáåííî ïðèâëåêàòåëüíûì ãîñóäàðñòâåííîé âëàñòè, íî
ïðèâëåêàåò âíèìàíèå ê òåì ó÷ðåæäåíèÿì, êîòîðûå ýòó ñàìóþ âëàñòü ïîääåðæèâàþò. Åñëè
ýòî èñêóññòâî â èíòåðåñàõ ëþäåé, òî ýòî èíòåðåñ, ÿâíî íàõîäÿùèéñÿ â êîíôëèêòå ñ
èíòåðåñàìè ãîñóäàðñòâà. Òàêèì îáðàçîì, ýòî êðèòè÷åñêîå èñêóññòâî â ïðàãìàòè÷åñêîé
òðàäèöèè «folkbildning». Åùå åãî ìîæíî èñòîëêîâàòü è êàê ñòðåìëåíèå ê
(íåðåàëèçîâàííîìó) ñîñòîÿíèþ, ãäå ýòè èíòåðåñû ñîâïàäàþò. Ñ äðóãîé ñòîðîíû, ìîæíî
îñïîðèòü òàêîå òîëêîâàíèå, çàÿâèâ, ÷òî íàñòîÿùèé èíòåðåñ èñêóññòâà ñîñòîèò íå â
ïðîòèâîáîðñòâå ñ îáùåñòâîì òàêèì ïðàãìàòè÷åñêèì ñïîñîáîì, íî ñêîðåå â óòèëèçàöèè è
ïîâòîðíîì èñïîëüçîâàíèè ïîëèòè÷åñêèõ ñèìâîëîâ, â èõ îïóñòîøåíèè è ïðèäàíèè èì
íîâîãî ñîäåðæàíèÿ.

Ï.Õ.: Â ñâîåé ïðàêòèêå ÿ ïîñòîÿííî âîçâðàùàþñü ê ãîñóäàðñòâó âñåîáùåãî áëàãîäåíñòâèÿ,
÷òîáû óâèäåòü, êàê ìîæíî çàíîâî èñïîëüçîâàòü è èíòåðïðåòèðîâàòü ýòó ìîäåëü è ñâÿçàííûé
ñ íåé îïûò. Ïðîòèâîïîëîæíîñòüþ íîñòàëüãèè áûë áû ïîëíûé îòêàç îò òðàäèöèè â
ñîîòâåòñòâèè ñ ðåâîëþöèîííûì, àâàíãàðäíûì ÷óâñòâîì, âçûâàþùèì ê òîòàëüíûì
èçìåíåíèÿì. ß æå ïðåäïî÷èòàþ ïîâòîðíîå èñïîëüçîâàíèå è ñîïîñòàâëåíèå ðàçëè÷íûõ
àñïåêòîâ ðåàëüíîñòè, íåðåäêî ñ èñïîëüçîâàíèåì èñòîðè÷åñêèõ è ïîëèòè÷åñêèõ
îáîñíîâàíèé, íà êîòîðûõ çèæäóòñÿ èíôðàñòðóêòóðà, ãîðîäñêîå ïëàíèðîâàíèå è
àðõèòåêòóðà. Îäíèì èç ïðèìåðîâ ýòîãî ìîæåò ïîñëóæèòü ðàáîòà «ÎÏÖÈß», ñäåëàííàÿ äëÿ
«Èíäåêñà», Øâåäñêîãî Ôîíäà Ñîâðåìåííîãî Èñêóññòâà, è âûñòàâêà «×òîáû íè ñëó÷èëîñü ñ
ñîöèàë-äåìîêðàòèåé» â Rooseum’å (Ìàëüìå). «ÎÏÖÈß» áåðåò çà îñíîâó òÿæåëîâîäíûé
ÿäåðíûé ðåàêòîð R3, ñíàáæàâøèé òåïëîì þæíûé ðàéîí Ñòîêãîëüìà Ôàðñòà â 1964-74 ãã.
Ýòîò ðåàêòîð áûë ÷àñòüþ «øâåäñêîé ïîëèòèêè», ñî÷åòàâøåé ïðîãðàììó ðàçâèòèÿ ìèðíîé
àòîìíîé ýíåðãåòèêè ñ âîåííûìè çàäà÷àìè. Ñâîáîäà äåéñòâèé çàêëþ÷àëàñü â êîìïðîìèññå,
îáúåäèíèâøåì êàê ïðîòèâíèêîâ, òàê è ñòîðîííèêîâ ñîçäàíèÿ øâåäñêîé àòîìíîé áîìáû.

Ìîæíî íàçâàòü ýòî êîíòð-àâàíãàðäíûì ïîäõîäîì, ãäå ÿ èññëåäóþ – íî òàêæå èñïîëüçóþ –
êîìïðîìèññ êàê õóäîæåñòâåííûé è ïîëèòè÷åñêèé ìåõàíèçì. Ðàáîòà ñîñòîèò èç âèäåî, ãäå ÿ
áåñåäóþ ñ Áåíãòîì Ãîðàíññîíîì, êîòîðûé â 1958  ãîäó, áóäó÷è ïðåäñåäàòåëåì êîíãðåññà,
ãäå ýòîò âîïðîñ ãðîçèë ðàñêîëîòü ñîöèàë-äåìîêðàòè÷åñêóþ ïàðòèþ, ïîñîâåòîâàë Îëîôó
Ïàëüìå ïîéòè íà êîìïðîìèññ. Êðîìå òîãî, â ðàáîòó âõîäèò çàïèñàííûé ðàçãîâîð ñ
æóðíàëèñòîì Êðèñòåðîì Ëàðññîíîì, êîòîðûé â 1985 ãîäó ïîòðåáîâàë îò Ïàëüìå îò÷åòà îá
àòîìíîé âîåííîé ïðîãðàììå Øâåöèè. Òàêèì îáðàçîì, íà ìîé õóäîæåñòâåííûé ïîäõîä ê
ôîðìå ïîâëèÿëî ñîäåðæàíèå, èìåþùåå îòíîøåíèå ê êîíêðåòíîé ïîëèòè÷åñêîé ìîäåëè. Òî
æå ñàìîå îòíîñèòñÿ è ê «Konsthall C». Ìîæíî ñêàçàòü, ÷òî ÿ èñïîëüçóþ òàêîé
êîíöåïòóàëüíûé ïîäõîä ê ïîëèòè÷åñêîé íîñòàëüãèè, êîòîðûé, êàê ÿ íàäåþñü, ñåãîäíÿ
ïðîäóêòèâåí.

Ïðèìå÷àíèå:
[1] Folkbildning («íàðîäíîå îáðàçîâàíèå») èñòîðè÷åñêè áûëî ñïîñîáîì äàòü ðàáî÷èì
âîçìîæíîñòü ïîâûñèòü ñâîè çíàíèÿ ïóòåì ïîñåùåíèÿ ñâîáîäíûõ óðîêîâ, ðàçëè÷íîãî ðîäà
àññîöèàöèé, áèáëèîòåê è ïðî÷.

Ôåâðàëü 2007

Ïåð Õàññåëüáåðã – õóäîæíèê è äèðåêòîð-îñíîâàòåëü «Konsthall C»
Ôðàíñ Éîçåô Ïåòåðññîí – íåçàâèñèìûé ïèñàòåëü è êðèòèê.

ïåðåâîä: Àëåêñàíäðà Ñêèäàíà
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Ïîíåäåëüíèê, ó áàíêîìàòà íà ïëîùàäè Ñèàì, Áàíãîê.
Ïûòàþñü ïîíÿòü, ÷òî ýòî – åùå îäíî óñòðîéñòâî âèäåî-
íàáëþäåíèÿ, èëè íà ñàìîì äåëå àïïàðàò, îêàçûâàþùèé
ôèíàíñîâûå óñëóãè. Íà ýêðàíå ïåðåìåùàåòñÿ èçîáðàæåíèå
óëûáàþùåãîñÿ ìóæ÷èíû â æåëòûõ îäåæäàõ è äðàãî-
öåííîñòÿõ, ÿ óçíàþ â íåì Åãî Êîðîëåâñêîå Âûñî÷åñòâî,
Êîðîëÿ Òàèëàíäà. ×òî îí äåëàåò â ýòîì áàíêîìàòå, çà÷åì
ïðèâåòñòâóåò ìåíÿ ñ ìîåé “âèçîé”?
Ñïóñòÿ ìãíîâåíèå: îãðîìíûé òîðãîâûé öåíòð, ñòîþ â
î÷åðåäè ê òóàëåòó. Îòìå÷àþ, ÷òî áîëüøèíñòâî ëþäåé çäåñü
îäåòû â æåëòûå ôóòáîëêè. Ïåðåãîðîäêè â óáîðíîé ñäåëàíû
èç òîíêîãî ìàòèðîâàííîãî ñòåêëà, à äèçàéí èíòåðüåðà
âûïîëíåí èç ìåòàëëà è êàìíÿ. Â òîíêîå ñòåêëî ñòåí
âñòðîåíû îãðîìíûå ïëîñêîïàíåëüíûå ìîíèòîðû, ñ êîòîðûõ
õîðîì êðè÷àò ðåêëàìû, âçûâàÿ ê íàì ñòðàæäóþùèì.
Áûâøèé ïðåìüåð-ìèíèñòð Òàèëàíäà, Òõàêøèí, ïûòàëñÿ
óïðàâëÿòü ñòðàíîé íà ìàíåð êîðïîðàöèè. ß âíåçàïíî
ïîíèìàþ, ÷òî êîìïàíèè íå òðåáóþòñÿ ãðàæäàíå – òîëüêî
ïðîèçâîäèòåëè, ïîòðåáèòåëè è îáñëóæèâàþùèé ïåðñîíàë.
Íå íóæíû è ïóáëè÷íûå ïðîñòðàíñòâà, ñêîðåå ïðîñòî
çàêóñî÷íûå è êîìíàòû îòäûõà.
×àñû áüþò øåñòü âå÷åðà, ÿ ïîäõîæó ê êèíîòåàòðó. Âíåçàïíî,
âåñü ãîðîäñêîé ïåéçàæ – ñîòíè èäóùèõ âî âñå ñòîðîíû
ëþäåé, ãðîìîãëàñíûå ðåêëàìû, àâòîìîáèëè, ìîòîöèêëû –
âñå ñòèõàåò è çàìèðàåò. Íà îãðîìíûõ äâèæóùèõñÿ àôèøàõ
âîçíèêàåò æåëòàÿ óòîïèÿ – ðàäîñòíàÿ òîëïà ëþäåé, è íàñ
ïðèâåòñòâóåò Êîðîëü. Â õîäå ýòîé ìóçûêàëüíîé ïàóçû, âñå
ñîõðàíÿþò ïîëíóþ íåïîäâèæíîñòü, íî ñðàçó ïî åå
çàâåðøåíèþ ïðåæíèé ðèòì âîçîáíîâëÿåòñÿ.

Â 2006 ãîäó ìåíÿ ïðèãëàñèëè ê ó÷àñòèþ â ñîçäàíèè àðò-
ïðîåêòà íà Ñèàìñêîé ïëîùàäè, â ïóáëè÷íîì ïðîñòðàíñòâå.
Äåâÿòíàäöàòîãî ñåíòÿáðÿ, âîåííûå ëèäåðû Òàèëàíäà
ñîâåðøèëè ãîñóäàðñòâåííûé ïåðåâîðîò, â ðåçóëüòàòå
êîòîðîãî áûë ñâåðãíóò ïðåìüåð-ìèíèñòð ñòðàíû Òõàêøèí

Øèíàâàòðà. Áûëî îáúÿâëåíî ÷ðåçâû÷àéíîå ïîëîæåíèå, è
ÿ íåîæèäàííî îêàçàëàñü â ñòðàííîì ïîëîæåíèè, çàíèìàÿñü
â Áàãêîêå õóäîæåñòâåííûì ïðîåêòîì ïîä îáùåé òåìîé
“Ìåñòî èñêóññòâà â ïîâñåäíåâíîé æèçíè”. Â ÿíâàðå 2007,
âñåãî çà ïÿòü íåäåëü äî îòêðûòèÿ, ÿ ïîëó÷èëà ïî
ýëåêòðîííîé ïî÷òå ïèñüìî ñëåäóþùåãî ñîäåðæàíèÿ: “Ñ
íåëåãêèì ñåðäöåì âûíóæäåí ñîîáùèòü âàì âàæíûå
íîâîñòè êàñàòåëüíî Ìåæäóíàðîäíîãî àðò-ôåñòèâàëÿ â
Áàíãêîêå (BIAF). Íàø ïðîåêò îòêëàäûâàåòñÿ íà
çíà÷èòåëü-íûé ñðîê, ïî ïðè÷èíàì íå õóäîæåñòâåííîãî, à
ñêîðåå òåððîðèñòè÷åñêîãî õàðàêòåðà. <…> Ðàäè
îáåñïå÷åíèÿ áåçîïàñíîñòè, ìû, ðàçóìååòñÿ, íå ìîæåò
îñóùåñòâëÿòü âñå ýòè <óëè÷íûå ìåðîïðèÿòèÿ è
ñîáðàíèÿ> â ôåâðàëå, òàê ÷òî íà êîíöåïòóàëüíîì óðîâíå
íàì íàíåñåí óäàð â àõèëëåñîâó ïÿòó. (Êîííåëè ËÿÌàð,
àðò-äèðåêòîð ìåæäó-íàðîäíîé ïðîãðàììû BIAF)”.

Â íîâîãîäíþþ íî÷ü â Áàíãêîêå âçîðâàëîñü ñåìü áîìá;
ïðåñòóïíèêè äî ñèõ ïîð íåèçâåñòíû. Ïîñëå ýòèõ  òåððîðè-
ñòè÷åñêèõ àòàê, âëàñòè ðåøèëè çàïðåòèòü óëè÷íûå
ìåðîïðèÿòèÿ BIAF âî èçáåæàíèå ìàññîâûõ ñêîïëåíèé
íàðîäà â îáùåñòâåííîì ïðîñòðàíñòâå. Êîãäà âûíîñèòñÿ
ïîäîáíîå ðåøåíèå – çàïðåò ñðåäñòâàìè èñêóññòâà
àêòèâèðîâàòü ïóáëè÷íîå ïðîñòðàíñòâî âñå áîëåå è áîëåå
èçîëèðóåìîãî îáùåñòâà – ÷òî ìîæíî ñêàçàòü î ïîòåí-
öèàëüíîñòè èñêóññòâà? Çàùèùàåò ëè âëàñòü ñâîèõ ãðàæäàí,
èëè ñêîðåå èãðàåò íà ñòîðîíå òåððîðèñòîâ? Ïî-ïðåæíåìó
îòêðûòû óëè÷íûå ðûíêè è òîðãîâûå öåíòðû, åæåäíåâíî
ïðèíèìàþùèå òûñÿ÷è ïîñåòèòåëåé è òóðèñòîâ. Êàê îáû÷íî,
òîëïû ëþäåé ñêàïëèâàþòñÿ âî ìíîãèõ õðàìàõ. Ïðè ýòîì,
èñêóññòâî â îáùåñòâåííîì ïðîñòðàíñòâå âîñïðèíèìàåòñÿ
êàê âîçìîæíàÿ ìèøåíü òåððîðèñòîâ.
Â Ñòðàíå Óëûáîê (óëûáêà çäåñü ÷àñòî ñòàíîâèòñÿ óñëîâèåì
ñîõðàíåíèÿ ëè÷íîãî äîñòîèíñòâà) ñìåÿòüñÿ ìîæíî íàä
âñåì, ÷åì óãîäíî – îäíàêî, íàä Êîðîëåì èçìûâàòüñÿ íå
ïðèíÿòî. Êîðîëü âñåëÿåò ÷óâñòâî áåçîïàñíîñòè è ïîðÿäêà
â ãðàæäàí Òàèëàíäà. Ìû ìîæåì íå áåñïîêîèòüñÿ íè î ÷åì
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– îí óëûáàåòñÿ íàì, ïîäîáíî ìåñòíîé âåðñèè Ïåñî÷íîãî
×åëîâå÷êà.
Øâåäû ëþáÿò Òàèëàíä çà åãî äðóæåëþáíóþ àòìîñôåðó.
Åæåãîäíî Òàèëàíä ïîñåùàþò îêîëî 300 òûñ. øâåäîâ (3,4%
íàñåëåíèÿ Øâåöèè). Çäåñü ëþáîé øâåä ìîæåò ïîçâîëèòü
ñåáå òó èëè èíóþ ðîñêîøü. Ïîâñåìåñòíî äîñòóïíû àíòè-
ñòðåññîâûé ìàññàæ, øîïïèíã è ìàíèêþð. Ñ ýòîé ñòðàíû
÷àñòî íà÷èíàþòñÿ ïóòåøåñòâèÿ åäâà ïîâçðîñëåâøèõ
ïîäðîñòêîâ, ñòðåìÿùèõñÿ ïîçíàòü ìèð, çèìîé îíà
ïðèâëåêàåò áëåäíîëèöûõ ÷àðòåðíûõ òóðèñòîâ è áîãàòûõ
èãðîêîâ â ãîëüô.
Ìíå äîâåëîñü íàâåñòèòü äðóãà, ðàáîòàþùåãî â òðåòüåé ïî
âåëè÷èíå áîëüíèöå Áàíãêîêà. Îäíà èç ãëàâíûõ ñïåöèà-
ëèçàöèé ãîñïèòàëÿ – ñìåíà ïîëà. Â ëèôòå ìåíÿ ïðèâåò-
ñòâåííî âñòðå÷àåò ïëàêàò ñ íàäïèñüþ: “Ñ íîâûì ãîäîì –
íîâûõ âàñ!”

ÄÎÇÀ ÐÎÇÎÂÎÃÎ

Ñëóøàþ ëåêöèþ Äýíà Ïèíêà (Dan Pink), ïîïóëÿðíîãî
àâòîðà, êîòîðûé â àäìèíèñòðàöèè Êëèíòîíà ðàáîòàë
ñïè÷ðàéòåðîì äëÿ Ýëà Ãîðà. Îí ïðèåõàë â Ñòîêãîëüì,
÷òîáû ïîìî÷ü íàì ðàçîáðàòüñÿ, êàê ìîæíî ïîáåäèòü â
èçìåíÿþùåéñÿ ãëîáàëüíîé ýêîíîìèêå. ×åì äîëæåí
îâëàäåòü ÷åëîâåê, äàáû æèòü â ñåãîäíÿøíåì îáùåñòâå?
ÈÇÎÁÈËÈÅ-ÀÇÈß-ÀÂÒÎÌÀÒÈÇÀÖÈß, ïðîâîçãëàøàåò ñ
êàôåäðû Ïèíê. Õîòèòå ïîíÿòü ãëîáàëèçàöèþ, ïîìíèòå:
ÈÇÎÁÈËÈÅ-ÀÇÈß-ÀÂÒÎÌÀÒÈÇÀÖÈß. Ñòàíäàðòíûå
ðàáî÷èå îïåðàöèè ìîæíî àâòîìàòèçèðîâàòü è ïðîäàòü
âíåøíåìó ïîñòàâùèêó, âûáèðàÿ íàèáîëåå äåøåâîãî
èñïîëíèòåëÿ. Â íàøåì – çàïàäíîì – îáùåñòâå èçîáèëèÿ,
íåîáõîäèìî ïðåäëàãàòü íå ïðîñòî ïîëåçíîå, íî çíà÷èìîå,
ó÷èò Ïèíê. Ïîýòîìó, ñåãîäíÿ öåíÿòñÿ ýìïàòèÿ, äèçàéí,
ñþæåò, èãðà è ñìûñë. Âûõîä: èíôîðìàöèîííîå îáùåñòâî;
âõîä: êîíöåïòóàëüíàÿ ýïîõà. Îí âèäèò õóäîæíèêà èäåàëü-
íîé ôèãóðîé, â íóæíîé ïðîïîðöèè ñî÷åòàþùåé àíàëèòè-
÷åñêèå è èíòóèòèâíûå êà÷åñòâà. Ñèäÿ â îãðîìíîì çàëå,



SPACE FOR PICTURE
ñðåäè ïðåäñòàâèòåëåé ìèíóöèïàëèòåòà è áèçíåñà, ÿ
äóìàþ: “Åñëè ýòî ìîé øàíñ, ãîòîâà ëè ÿ ïðèñëóæèâàòü?”

Øâåöèþ íàçûâàþò íàèáîëåå äåìîêðàòè÷íîé ñòðàíîé, à ïî
êà÷åñòâó æèçíè îíà çàíèìàåò ïÿòîå ìåñòî â ìèðå.
Ïîëó÷àåòñÿ, ñòðåìèòüñÿ îñîáåííî è íå ê ÷åìó, ìîæíî
ïðîñòî äåðæàòü ïëàíêó? Íàðàñòèì ýêñïîðò âîîðóæåíèÿ, è
ïîçàáîòèìñÿ î òîì, ÷òîáû ïîñåòèòåëè òîðãîâûõ öåíòðîâ
äåëàëè ýêîëîãè÷åñêè è ýòè÷åñêè êîððåêòíûå ïîêóïêè. Ïðè
ýòîì, òðåòü íàñåëåíèÿ Øâåöèè õîòÿ áû îäíàæäû â æèçíè
ïðèáåãàåò ê âðà÷åáíîìó ëå÷åíèþ äåïðåññèè.
Ñ äàâíèõ ïîð, â áîãåìíûõ êðóãàõ öàðèëà ìîäà íà
ìåëàíõîëèþ, åñëè ïîä ïîñëåäíåé ïîíèìàëàñü íå áîëåçíü,
íî îáùåå íàñòðîåíèå. ×àñòî ìåëàíõîëèþ õàðàêòåðèçóþò
êàê ñîñòîÿíèå ìåæäó îò÷àÿíüåì è ïîòåíöèàëüíîñòüþ.
Îäíàêî, ÷åðòó ìåæäó ñóìàøåäøèì è ãåíèåì, ìîæíî òàêæå
ïðîâåñòè è ïî ãðàíèöàì ñîöèàëüíûõ êëàññîâ. È ìíå
êàæåòñÿ, ÷òî àìáèâàëåíòíîñòü è ïîòåíöèàëüíîñòü
ìåëàíõîëèè äîñòèãëè ñåãîäíÿ ñâîåãî ïðåäåëà. Ìåëàíõîëèÿ
ïåðåøëà â áîëåå òÿæêîå ñîñòîÿíèå – ìàíèàêàëüíóþ
äåïðåññèþ. Åñëè ìàíèÿ ïîîùðàåòñÿ – êàê èííîâàòèâíûé,
âûñîêîïðîäóêòèâíûé òèï íàâÿç÷èâûõ ñîñòîÿíèé, òî
äåïðåññèÿ îòâåðãàåòñÿ â ñâîåé íåïðîäóêòèâíîñòè.
Íåîïðåäåëåííîñòü ïîçàäè, è íàì îñòàåòñÿ ëèøü îòíîøå-
íèå èëè-èëè. Ñàìà ïî ñåáå äåïðåññèÿ – ýòî êðèçèñ, èç
êîòîðîãî íåîáõîäèìî âûéòè êàê ìîæíî áûñòðåå. Ñîñòîÿíèå
ïîòåíöèàëüíîñòè ïðåâðàòèëîñü â áîëåçíåííîå ñîñòîÿíèå.
“ß çíàþ î ïîõóäåíèè âñå”, ïèøåò ðåäàêòîð øâåöêîãî
ãëÿíöåâîãî æóðíàëà. – “ß íàó÷èëàñü åùå ïîäðîñòêîì:
îòêàçàâøèñü îò âîçìîæíîñòè “Èçìåíèòü ìèð”, ÿ âñåöåëî
âçÿëàñü çà ïðîåêò “Èçìåíè ñåáÿ”. Öåíòðàëüíàÿ òåìà
íîìåðà – ïî÷åìó ëþäè ïîêóïàþò äàæå òî, ÷òî íå ìîãóò
ïîçâîëèòü; íî çàêàí÷èâàåòñÿ æóðíàë îáû÷íûìè ñïåöèàëü-
íûìè ïðåäëîæåíèÿìè êîñìåòèêè è ðåêîìåíäàöèÿìè ïî
ãèäðîìàññàæó. Âû íå äîëæíû ïðîñòî îòäûõàòü, èäåàë
ñîñòîèò â “îòäûõå çà äåëîì”. Ðàññëàáëÿéòåñü, íî äåëàéòå
ýòî ñ ïîëüçîé, ñîçäàâàÿ íîâûé ýñòåòè÷íûé ôàñàä è âíåøíå
çäîðîâûé îáðàç æèçíè. Ìû êàê áóäòî áû ðóêîâîäñòâóåìñÿ
ïðàâèëîì: åñëè íàçðåëà íåîáõîäèìîñòü ïåðåìåí, íà÷íè
ñ ñåáÿ! È âåñüìà òùàòåëüíî ìàñêèðóåì äèëåììó, êîãäà
òðåáóåòñÿ èëè ñìèðåíèå, èëè ðåâîëþöèÿ.
ß ðàçìûøëÿþ î òîì, ÷òî Ñîíÿ Êðóêñ (Sonia Kruks) ìåòêî

íàçâàëà ïîëèòèêîé ñàìîòðàíñôîðìàöèè. Áóäó÷è
ñîöèàëüíî ïðèâåëåãèðîâàííûìè ãðàæäàíàìè, êàê ìû
îòíîñèìñÿ ê ýòèì ñâîèì ïðèâåëåãèÿì, è ê ñâÿçàííûõ ñ íèìè
÷óâñòâàì âèíû è ñòûäà? Ê ïðèìåðó, ôåìèíèñòñêàÿ
ñòðàòåãèÿ ñîïðîòèâëåíèÿ ñòðóêòóðíîìó ðàñèçìó ñîñòîèò
â òùàòåëüíîì èçó÷åíèè ñâîèõ ñîáñòâåííûõ ïîâñåäíåâíûõ
ïðèâû÷åê. Ïîâñåäíåâíàÿ æèçíü íàñêâîçü èäåîëî-
ãèçèðîâàíà! Èññëåäóéòå ñâîè ìîòèâû, èçìåíèòå íàïðàâëå-
íèå ìûñëè, äåéñòâóéòå ñ îñîçíàíèåì ïåðñïåêòèâ è îïûòà
äðóãîãî. Îäíàêî, ïîäîáíûå ïîïûòêè ñàìîïðåîáðàçîâàíèÿ,
ïîëàãàþùèåñÿ íà ÷ðåçìåðíóþ âåðó â èíäèâèäóàëüíóþ
àâòîíîìíîñòü, ñêîðåå ñïîñîáíû âûçâàòü êîðîòêîå
çàìûêàíèå.
Êðóêñ ïîêàçûâàåò íåðàçðåøèìîñòü êðèçèñà, ãäå óãíåòåí-
íûé è óãíåòàòåëü ÿâëÿþòñÿ îäíèì ëèöîì. Êîãî âèíèòü –
êòî ÿ ÷òîáû ñóäèòü? Ìû íå ñëèøêîì õîðîøî óìååì
ðàáîòàòü ñ òàêîé äâîéñòâåííîé èäåíòè÷íîñòüþ, è íàøà
æàæäà ïîäëèííîñòè ñëîâíî ïðåïÿòñòâóåò ëþáîé
âîâëå÷åííîñòè.

ÃÐÎÌ Â ÍÅÁÅ ÃÎËÓÁÎÌ

Ãîâîðÿò, ÷òî êèòàéñêèé èåðîãëèô “êðèçèñ” ñîñòîèò èç
ýëåìåíòîâ, îçíà÷àþùèõ “óãðîçó” è “âîçìîæíîñòü”. Íà
ñàìîì äåëå, ýòî ìèô, ïåñòóåìûé êîíñóëüòàíòàìè ïî
âîïðîñàì óïðàâëåíèÿ. Ýòó áàéêó âåñüìà óäîáíî è
ýôôåêòèâíî èñïîëüçîâàòü â íàøó òàê íàçûâàåìóþ
êîíöåïòóàëüíóþ ýïîõó äëÿ ïðèäàíèÿ çíà÷åíèÿ è çíà÷è-
òåëüíîñòè ñèòóàöèè ïîäúåìà. Àâòîíîìíûé èíäèâèä,
òîëüêî òû ìîæåøü ðàçãëÿäåòü ïîòåíöèàëüíîñòü. Ýòî íå
êðèçèñ, ýòî òâîé øàíñ!
Âîåííûé ïåðåâîðîò â Òàèëàíäå òàêæå íàçûâàëè âîçìîæ-
íîñòüþ, ïîòåíöèàëüíûì âûõîäîì èç ïîëèòè÷åñêîãî òóïèêà.
Îïóñòîøåííîå ïóáëè÷íîå ïðîñòðàíñòâî íàõîäèòñÿ ïîä
êîíòðîëåì, ïîêà äåêîðàöèè îáíîâëÿþòñÿ äëÿ âîçâðàùåíèÿ
äåìîêðàòèè. Êîãäà ïðè÷èíîé îáúÿâëÿåòñÿ íàøà áåçîïàñ-
íîñòü, ìû åñòåñòâåííûì îáðàçîì ñîãëàøàåìñÿ ñ îãðàíè÷å-
íèåì àêòèâíîñòè â ïóáëè÷íîì ïðîñòðàíñòâå. Èíäèâèäóàëü-
íàÿ ñâîáîäà â äàííîì ñëó÷àå ïåðåîöåíèâàåòñÿ.
Êîãäà íàñòóïàåò êðèçèñ, ìû îáû÷íî èùåì ïðè÷èíó. Îäíàêî,
êðèçèñíàÿ ñèòóàöèÿ âîçíèêàåò íå êàê ñëåäñòâèå êàêîé-
ëèáî îäíîé ïðåäïîñûëêè, íî öåëîãî íàáîðà âçàèìî-

ïåðåïëåòåííûõ îáñòîÿòåëüñòâ. Êðèçèñ âîñïðèíèìàåòñÿ êàê
ðåøàþùàÿ, ïîâîðîòíàÿ òî÷êà, â êîòîðîé ìû òÿíåìñÿ ê
êðàñíîé êíîïêå. Äðóãàÿ ñòðàòåãèÿ ïðåäïèñûâàåò âûæèäàòü,
óáåäèâ ñåáÿ, ÷òî íè÷åãî ñâåðõâàæíîãî íå ïðîèñõîäèò, ÷òî
÷ðåçâû÷àéíîå ïîëîæåíèå ïîñòåïåííî íîðìàëèçóåòñÿ. Åùå
ìû ìîæåì ïîäãîòîâèòü ïëîùàäêó äëÿ ðåøåíèÿ è äåéñòâèÿ
– íî íå íàøåãî, à ÷óæîãî. Ñîçäàâ îïðåäåëåííûå óñëîâèÿ,
ìîæíî ñïðîâîöèðîâàòü æåëàåìóþ ðåàêöèþ. Òàê ïîñòóïàþò
ëþáîâíèêè. È õóäîæíèêè. Òàê ìîæíî óãëóáèòüñÿ â
ñèòóàöèþ, èëè ïîäîðâàòü íàâÿçàííóþ âàì ñõåìó. Íóæíî
ïðèâåñòè ìåõàíèçì â äâèæåíèå, è èñòîðèÿ íà÷íåò
ðàçâîðà÷èâàòüñÿ ñàìà ñîáîþ ó âàñ íà ãëàçàõ. Ê ñîæàëå-
íèþ, òàê ïîñòóïàþò è òåððîðèñòû, ñ ïàðàëèçóþùåé
ýôôåêòèâíîñòüþ.

Ãåðîé äåòñòâà ìíîãèõ øâåäîâ – Òàã Äàíèýëüññîí (Tage
Danielsson), ïèñàòåëü, êèíîðåæèññåð, þìîðèñò. Îí
íàçûâàë ñåáÿ àáñóðäíûì îïòèìèñòîì. Îáúÿñíåíèé ýòîìó
îí íå äàâàë, îäíàêî èç åãî õóäîæåñòâåííûõ ðàáîò ìîæíî
áûëî ÿñíî ïîíÿòü, ÷òî ê ÷åìó – ïðîñëåæèâàëàñü âåðà Òàãà
â âîçìîæíîñòü âñåãî, äàæå åñëè íèêàêèõ îñíîâàíèé äëÿ
íàäåæäû íå áûëî. Íàì àáñóðäíûé îïòèìèçì äåìîí-
ñòðèðóåò, ÷òî âîçìîæíî æèòü ñ ìèíèìàëüíî äîïóñòèìûì
ýíåðãîçàðÿäîì. Èçáåæàòü âëàñòíûõ ñòðóêòóð è âçàèìî-
çàâèñèìîñòåé íåðåàëüíî, îäíàêî âîïëîòèòü íàøè ìå÷òû
ìîæíî è íå ïðèñëóæèâàÿ âëàñòè. Ìû êàê áû ãîâîðèì: íå
âåðÿ â Áîãà, ÿ âåðþ â âåðó. Ýòî è åñòü ïðîñòðàíñòâî
ïîòåíöèàëüíîñòè, â êîòîðîì ðàñòåò ñòðàííàÿ ïðèâû÷êà
àáñóðäíîãî îïòèìèçìà.

ïåðåâîä: Ñåðãåé Îãóðöîâ

* Öèòàòà èç Áîáà Õàíññîíà (Bob Hansson)

Õóäîæíèöû Êàòÿ Àãëåðò è Æàííà Õîëìñòåä æèâóò è
ðàáîòàþò â Ñòîêãîëüìå (Øâåöèÿ). Èíèöèàòîðû
ïðîåêòà SQUID (www.squid-net.com)

Êîëëàæ ñîáðàí èç ôîòîãðàôèé Êàòè Àãëåðò, Æàííû
Õîëìñòåä è Ôðåäðèêà Îðí.
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What options of personal and collective imagination are still open in a society whose “Shop till
You Drop” consumerism philosophy gets strongest opponent in the Catholic Church and whose
primary patterns of social behavior are patriarchal representations of national identities? Can
there be a rift, a critical change in perception that will unearth complex relationships that that
keep getting ignored, made unfashionable by their lack of “New Europe glamour” and non-
marketability, swept under carpet or even openly suppressed, such as relationship to the past
and construct of history, negative impact of economic transition, questions of national identity
and nationalism, post-war normalization, pro-EU orientation and status of ethnic minorities
(primarily Serbian) in contemporary Croatian society?  Or will superficiality and self-deception
continue to be focal points of society, elevating the raw and cruel distinction between haves
and have-nots to the supreme criteria of success, making it increasingly hard to figure out what
we need and what we want?  The uniquely Yugoslavian blend of ideology and consumerism,
which often made its citizens conceitedly proud about their Western goods bought in the border
cities of Trieste and Graz, courtesy of free traveling (as long as one did not become a dissident
by publicly challenging the system) and ‘generous’ IMF and World Bank loans, opened the
way to the recently historicized narrative of progress from planned economy and one-party
totalitarianism towards the free-market and liberal democracy grail.  Freedom to buy and to
create identity through lifestyle was presented as a basic human right, and in the manner
elucidated by Suely Rolnik in her descriptions of simultaneous processes in Brasil, the advent
of cognitive capitalism was experienced as a salvation, and almost a whole generation placed
“itself in a position of submission and perpetual demand for recognition”, seduced by “the
image of self-confidence, prestige and power of the characters inhabiting these image-worlds,
as though they had resolved the paradox, forever rejoining the ranks of the supposedly
‘guaranteed’” [1].  But the feeling of powerlessness and disappointment followed soon, with
the realization that affluence or feeling of security, let alone happiness, does not come
prepackaged with more brands on the shelves.
Two video works made during 2005 in Zagreb, in buildings and on sites historically overburdened
with expectations, question the feeling of uneasiness, confusion and mixed desires created by
the sweeping changes and traumas of transition towards the new ‘better tomorrow’ of
‘consolidated democracy of the West’ during the last two decades in Croatia.  Both works test
our perception of relationship between ‘everyday reality’ and ‘place’, and through focusing on
young generation’s dealing with the present circumstances, offer rethinking of the ways in
which we are determined by seemingly unavoidable geopolitical positions, and how do we
deal with them in turn.
The video by Johanna Billing, “Magical World”, was filmed during one summer day, in
collaboration with the children’s choir from a cultural center at the city’s periphery. In the manner
of a music video clip, the camera zooms in from the city to strange and a bit dilapidated building
and takes us through its hallways towards the group of children in summer clothes, rehearsing
a song in a foreign language with its ambiguous refrain: “I live in a magical world...” As always
in Johanna Billing’s works, the continuation of the video in a loop is devised as an antithesis to
the linear reading of the story, and it accents the feeling of understatement, continuous repetition,
and the erasure of boundaries between the beginning and the end, so that we are not quite
sure whether the musicians that are accompanying the kids pack their instruments back into
the car, or take them out. The Dubrava Cultural Center, located in Zagreb’s most notoriously
‘uncultured’ suburb, was during the socialist times one of the biggest of numerous cultural
centers, built to foster the cultural ‘emancipation’ of workers in different city districts.  However,
being built in the economically volatile 1970s and 1980s, when aforementioned IMF and World
Bank loans were becoming due, it has never actually been finished.  The worn out surroundings
of the center combined with the melancholy of the tune sung by kids in patchy English can be
seen as a metaphor of the ghost geography of so called Eastern Europe threatened by a rush
to adapt to the ‘normal’ European standards of the West.  The melancholy inexplicably surfaces
in almost every frame, induced by the music, pensive children’s faces, summer in Zagreb and
the deserted hallways of the Dubrava Cultural Center, and yet there is magical effect, as
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suggested by the title, that continues to linger long after, along with the music and the lyrics of
the song that one just can’t get out of the head.

Shot just a few months after the “Magical World” the video “These Days” by David Maljkovic
takes us to the former Italian pavilion of the Zagreb Fair, designed by Italian architect Giuseppe
Sambito, and finished in 1961. Few people in their late twenties and early thirties are sitting in
and around parked cars in front of the building, almost without moving. Both the Zagreb Fair
and the modernist beauty of Italian pavilion in “These Days” remind us of the time of optimism,
development and ‘vigorous growth’ [2] of the city, but contrary to previous works by Maljkoviæ,
people in this video seem trapped in time.  Even when they look into our direction, their gaze is
always distanced and goes right through us. It seems as they are waiting for something, but it
is not clear for what. While waiting, with a slow, tired, disinterested voice they pronounce
sentences from the tapes for learning the English language. Along with the phrases that tell us
of their tiredness and feeling not so well, we hear the typical falsely optimistic phrases from the
English language primers, like: “It’s beautiful sunny day!” and “Fantastic!” When pronounced
with a tired, depressive voice, the oppressiveness of the good mood of these phrases becomes
even more evident. Representatives of resigned generation in “These Days” are tired of waiting
for the ‘better tomorrow’, of repeated attempts to get ‘integrated’ into Western system, of feeling
constantly exposed to the outside gaze and of the need to position and define themselves in
relation to this gaze. In one of his previous videos, “Scene for the New Heritage”, Maljkovic
provokes surprise through using the incomprehensible language composed of the so called
‘gange’ – folk songs which in the urban racism of Croatia in the 1990s became linked with
refugees and immigrants from rural areas who contaminate Croatian ‘Europeaness’, while in
“These Days” he makes the so called ‘urban Croatia’ incomprehensible in a metaphor of its
disillusionment with the project of accession to Europe.  However, even in this state of tiredness,
resting, waiting, the topic of travel as transformative experience is present in the parked cars.
Dead end is a good start, says David. [3]  The topics of confusion, resignation, depression but
also of travel that is bringing the change are discernible in all his works.  In a study of relationship
between the contemporary art and dominant depressive states of today, art historian Christine
Ross starts from the sociological research (Alain Ehrenberg) that analyzes depression as a
state of fatigue resulting as consequence of individual acceptance of neo-liberal norms, based
on the need for constant self creation and recreation of one’s identity.4  However, can we also
see the depression, as manifested in this fatigue, also reflecting a refusal to accept the
normativity of neo-liberal “you can make it if you want it”, embodied in the figure of happy (and
successful) entrepreneur?
In a time when a half of the world population is expected to experience depression during their
life, and yet this condition is treated as a disease, merely an obstacle toward reaching success,
can the opening of the space for a stance and skepticism bring a new type of energy, a new
beginning, consciously created means to dodge the advertising tools for taming the citizens?
How can passivity and resignation resulting from disillusionment of entire generations be turned
into a positive creative experience, and get the public discourse past the omnipresent “there is
no alternative,” without resorting to media cynicism or even worse, false optimism?

J o h a n n a  B i l l i n g  |   v i d e o  s t i l l s  f r o m  M a g i c a l  W o r l d ,  2 0 0 5

Footnotes:

1. Suely  Rolnik, “Zombie Anthropophagy“, catalogue of Collective Creativity, Kunsthalle Fridericianum,

Kasel and Revolver, Frankfurt, 2005.

2. Phrase taken from the official site of the Zagreb Fair, http://www.zv.hr

3. David Maljkovic, from the interview Charles Esche - David Maljkovic, Artist’s Book „Place with
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Êàêèì îáðàçîì ìîæåò ïðîÿâëÿòü ñåáÿ âîîáðàæåíèå, èíäèâèäóàëüíîå è êîëëåêòèâíîå, â

íûíåøíåì îáùåñòâå, ãäå ñèëüíåéøèì ñîïåðíèêîì êîíñóìåðèñòñêîé ôèëîñîôèè “ïîêóïàé ïîêà

íå ïîìðåøü” ñòàíîâèòñÿ Êàòîëè÷åñêàÿ öåðêîâü, ãäå îñíîâíûå ìîäóñû ñîöèàëüíîãî ïîâåäåíèÿ

âûñòðàèâàþòñÿ â âèäå ïàòðèàðõàëüíûõ ðåïðåçåíòàöèé íàöèîíàëüíûõ èäåíòè÷íîñòåé?

Âîçìîæåí ëè ïðîñâåò, êðèòè÷åñêèé ñäâèã âîñïðèÿòèÿ, â êîòîðîì áû ðàñêðûëèñü èãíîðèðóåìûå

â ñîâðåìåííîì îáùåñòâå Õîðâàòèè ñëîæíûå âçàèìîñâÿçè – òàêèå, êàê íàïðèìåð, îòíîøåíèå

ê ïðîøëîìó è êîíñòðóèðîâàíèå èñòîðèè, îòðèöàòåëüíûå ýôôåêòû ýêîíîìè÷åñêèõ

ïðåîáðàçîâàíèé, âîïðîñû íàöèîíàëüíîé èäåíòè÷íîñòè è íàöèîíàëèçìà, ïîñëåâîåííàÿ

íîðìàëèçàöèÿ, îðèåíòàöèÿ íà ÅÑ è ñòàòóñ ýòíè÷åñêèõ ìåíüøèíñòâ (ãëàâíûì îáðàçîì, ñåðáîâ)?

Ýòè âîïðîñû íå ñ÷èòàþò äîñòàòî÷íî ìîäíûìè äëÿ “Íîâîåâðîïåéñêîãî ãëàìóðà”, èõ íåëüçÿ

ïðîäàòü, èõ çàìàë÷èâàþò èëè äàæå îòêðûòî òàáóèðóþò. Òàê ÷òî æå, ãëàâíûìè îïòè÷åñêèìè

èíñòðóìåíòàìè îáùåñòâà îñòàíóòñÿ ïîâåðõíîñòíîå âîñïðèÿòèå è ñàìîîáìàí, à îñíîâíûì

êðèòåðèåì óñïåõà ñòàíåò ïîøëîå è æåñòîêîå ðàçëè÷èå íà èìóùèõ è ëèøåííûõ (êîãäà óæå

ïî÷òè íåâîçìîæíî áóäåò ïîíÿòü, ÷òî íàì íóæíî, ÷òî ìû õîòèì)? Íå òàê äàâíî â Þãîñëàâèè

áûë èñòîðèçèðîâàí íàððàòèâ ïðîãðåññà îò ïëàíîâîé ýêîíîìèêè è ìîíîïàðòèéíîãî

òîòàëèòàðèçìà ê ñâîáîäíîìó ðûíêó è êîâ÷åãó ëèáåðàëüíîé äåìîêðàòèè – äîðîãó ê ÷åìó

ðàñïàõíóëî ñòðàíå óíèêàëüíîå äëÿ íåå ñî÷åòàíèå èäåîëîãèè è êîíñóìåðèçìà (ãðàæäàí

îõâàòûâàëà òùåñëàâíàÿ ãîðäîñòü çà ïðèîáðåòåííûå â ïîãðàíè÷íûõ ãîðîäàõ Òðèåñòà è Ãðàç

çàïàäíûå òîâàðû), âîçìîæíîñòü ñâîáîäíî ïåðåìåùàòüñÿ (äî òåõ ïîð, ïîêà ïóáëè÷íàÿ êðèòèêà

âëàñòè íå äåëàëà ÷åëîâåêà äèññèäåíòîì) è “ùåäðûå” êðåäèòû ÌÂÔ è Âñåìèðíîãî áàíêà

(ÂÁÐÐ). Â êà÷åñòâå îñíîâíûõ ÷åëîâå÷åñêèõ ïðàâ áûëè ïðåçåíòîâàíû ñâîáîäà ïîêóïàòü è

ôîðìèðîâàòü èäåíòè÷íîñòü ÷åðåç “ñòèëü æèçíè”, è êîãíèòèâíûé êàïèòàëèçì áûë ïðèíÿò êàê

ñíèçîøåäøåå ñïàñåíèå (ìåõàíèçìû ýòîãî ïðîÿñíÿåò Ñüþëè Ðîëüíèê, îïèñûâàÿ ïîäîáíûå

ïðîöåññû â Áðàçèëèè); ïî÷òè öåëîå ïîêîëåíèå âûáðàëî “ïîä÷èíåííîå ïîëîæåíèå, ïîñòîÿííî

òðåáóÿ èç íåãî ïðèçíàíèÿ” – ëþäåé ñîáëàçíèë “èìèäæ óâåðåííûõ â ñåáå, àâòîðèòåòíûõ è

ñèëüíûõ ïåðñîíàæåé, íàñåëÿþùèõ ýòè âîîáðàæàåìûå ìèðû”. Âñêîðå, îäíàêî, ïîñëåäîâàëî

÷óâñòâî áåññèëèÿ è ðàçî÷àðîâàíèÿ, èáî ñòàëî ïîíÿòíî, ÷òî íå òîëüêî ñ÷àñòüå, íî äàæå

îùóùåíèå äîñòàòêà è ñòàáèëüíîñòè íå ïîÿâÿòñÿ íà ïîëêàõ ïîä òåìè èëè èíûìè áðåíäàìè.

Îñòàíîâèìñÿ íà äâóõ âèäåîðàáîòàõ, ñîçäàííûõ â 2005 ãîäó â Çàãðåáå, â ïðîñòðàíñòâàõ,

èñòîðè÷åñêè ïåðåãðóæåííûõ îæèäàíèÿìè. Õóäîæíèêè ðàáîòàëè ñ ÷óâñòâîì áåñïîêîéñòâà è

ñìÿòåíèÿ, ñ íåðàçáåðèõîé æåëàíèé, âîçíèêàâøèõ â Õîðâàòèè çà ïîñëåäíèå äâàäöàòü ëåò

ðàäèêàëüíûõ ïðåîáðàçîâàíèé è òðàâìàòè÷åñêîãî ïåðåõîäà ê íîâîìó “ñâåòëîìó áóäóùåìó”

ïîä ôëàãîì “åäèíîé çàïàäíîé äåìîêðàòèè”. Â îáåèõ ðàáîòàõ ïðîâåðÿåòñÿ íàøå âîñïðèÿòèå

ñâÿçåé “ïîâñåäíåâíîé ðåàëüíîñòè” ñ “ìåñòîì”; ôîêóñèðóÿñü íà áûòîâàíèè ìîëîäåæè â

ñîâðåìåííîé ñèòóàöèè, ýòè âèäåî ïðåäëàãàþò èíîé âçãëÿä íà íàøå ôîðìèðîâàíèå â ÿêîáû

íåèçáåæíûõ ãåîïîëèòè÷åñêèõ óñëîâèÿõ, ïðåäëàãàþò ïåðåñìîòðåòü íàøå ñîáñòâåííîå

âçàèìîäåéñòâèå ñ íèìè.

Âèäåî Äæîàííû Áèëëèíã, “Âîëøåáíûé ìèð” (Magical World), ñíÿòî çà îäèí ñîëíå÷íûé äåíü,

ïðè ó÷àñòèè äåòñêîãî õîðà îäíîãî èç êóëüòóðíûõ öåíòðîâ ñ îêðàèíû Çàãðåáà. Ïîäðàæàÿ

ìóçûêàëüíîìó êëèïó, êàìåðà ïåðåõîäèò îò ïàíîðàìû ãîðîäà ê êðóïíîìó ïëàíó ñòðàííûõ,

ïîëóðàçðóøåííûõ çäàíèé, çàòåì âåäåò íàñ êîðèäîðàìè ê ãðóïïå ïî-ëåòíåìó îäåòûõ äåòåé. Òå

ðåïåòèðóþò ïåñåíêó íà èíîñòðàííîì ÿçûêå, ñ äâóñìûñëåííûì ïðèïåâîì: “I live in a magical

world…” (“ß æèâó â  âîëøåáíîì ìèðå…”) Â ñâîéñòâåííîé Äæîàííå Áèëëèíã ìàíåðå, ýòè

ñëîâà ïðåâðàùàþòñÿ ïî õîäó âèäåî â àíòèòåçèñ ëèíåéíîìó ïðî÷òåíèþ èñòîðèè: àêöåíòèðóåòñÿ

îùóùåíèå èëëþçîðíîñòè, ïîñòîÿííîãî ïîâòîðà, ìåøàþùåãî îòëè÷èòü êîíåö îò íà÷àëà (òàê,

çðèòåëü íå ìîæåò ïîíÿòü, òî ëè ìóçûêàíòû õîðà óáèðàþò èíñòðóìåíòû â àâòîìîáèëü, òî ëè

òîëüêî äîñòàþò èõ). Êóëüòóðíûé öåíòð “Äóáðàâà”, ðàñïîëîæåííûé â íàèáîëåå “áåñêóëüòóðíîì”

ðàéîíå Çàãðåáà, âî âðåìåíà ñîöèàëèçìà ÿâëÿëñÿ îäíèì èç êðóïíåéøèõ öåíòðîâ, ñîçäàííûõ

äëÿ ïîääåðæêè êóëüòóðíîé “ýìàíñèïàöèè” ðàáî÷èõ âî ìíîãèõ ðàéîíàõ ãîðîäà. Îäíàêî, ñòðîèòü

åãî íà÷àëè âî âðåìÿ ýêîíîìè÷åñêîé íåñòàáèëüíîñòè 1970-80-õ, êîãäà êàê ðàç íàñòóïèëî âðåìÿ

âîçâðàùàòü âûøåóïîìÿíóòûå êðåäèòû ÌÂÔ è ÂÁÐÐ – èç-çà ÷åãî Öåíòð òàê è íå áûë çàêîí÷åí.

Îáâåòøàëûå îêðåñòíîñòè Öåíòðà â ñî÷åòàíèå ñ ìåëàíõîëè÷íîé ïåñåíêîé, êîòîðóþ äåòè ïîþò

íà ëîìàíîì àíãëèéñêîì, ñëóæàò ìåòàôîðîé ïðèçðà÷íîé ãåîãðàôèè òàê íàçûâàåìîé Âîñòî÷íîé

Åâðîïû, èñ÷åçàþùåé â ñòðåìëåíèÿõ ñïåøíî àäàïòèðîâàòüñÿ ê “íîðìàëüíûì” ñòàíäàðòàì

åâðîïåéñêîãî Çàïàäà. Íåîáúÿñíèìûì îáðàçîì, ìåëàíõîëèÿ ñêâîçèò â êàæäîì êàäðå – åå âûçûâàåò

ìóçûêà, ïå÷àëüíûå äåòñêèå ëèöà, çàãðåáñêîå ëåòîì è ïóñòóþùèå êîðèäîðû êóëüòóðíîãî öåíòðà

“Äóáðàâà”. È ïðè ýòîì, îïðàâäûâàÿ ñâîå íàçâàíèå, ðàáîòà îñòàâëÿåò âîëøåáíîå âïå÷àòëåíèå,

äîëãî íå ïîêèäàþùåå çðèòåëÿ, êàê ïåñåíêà, ìóçûêó è ñëîâà êîòîðîé ïðîñòî íå âîçìîæíî

âûêèíóòü èç ãîëîâû.

Âèäåî Äýâèäà Ìàëüêîâè÷à “Ñåãîäíÿ” ñíÿòî âñåãî íà íåñêîëüêî ìåñÿöåâ ïîçæå “Âîëøåáíîãî

ìèðà”, â áûâøåì èòàëüÿíñêîì ïàâèëüîíå Çàãðåáñêîé ÿðìàðêè (ñïðîåêòèðîâàííûé èòàëüÿíñêèì

àðõèòåêòîðîì Äæóçåïïå Çàìáèòî, ïàâèëüîí áûë çàâåðøåí â 1961 ãîäó). Íåñêîëüêî ëþäåé 20-

30 ëåò ñèäÿò íà ôîíå çäàíèÿ ïàâèëüîíà â ïðèïàðêîâàííûõ àâòîìîáèëÿõ è ðÿäîì ñ íèìè,

ïðàêòè÷åñêè áåç äâèæåíèÿ. Ïîêàçûâàÿ Çàãðåáñêóþ ÿðìàðêó è ïî-ìîäåðíèñòñêè êðàñèâûé

ïàâèëüîí Èòàëèè, “Ñåãîäíÿ” íàïîìèíàåò íàì î âðåìåíàõ îïòèìèçìà, ðàçâèòèÿ è “áóðíîãî ðîñòà”

ãîðîäà, îäíàêî, â îòëè÷èå îò ïðåæíèõ ðàáîò Ìàëüêîâè÷à, ëþäè â ýòîì ôèëüìå êàê áóäòî çàñòðÿëè

âî âðåìåíè. Äàæå êîãäà îíè ñìîòðÿò â ñòîðîíó çðèòåëÿ, âçãëÿä èõ âñåãäà îòñòðàíåí, ïðîõîäèò

ñêâîçü íàñ. Âîçìîæíî, îíè ÷åãî-òî æäóò, íî íåïîíÿòíî, ÷òî èìåííî. Ïðåáûâàÿ â îæèäàíèè,

îíè ìåäëåííî, óòîìëåííûì ãîëîñîì, ëèøåííûì âñÿêîãî èíòåðåñà, ïîâòîðÿþò ôðàçû èç

ñàìîó÷èòåëÿ àíãëèéñêîãî ÿçûêà. Êîãäà îíè ïðîèçíîñÿò òèïè÷íûå äëÿ ïîäîáíûõ ó÷åáíèêîâ

íåèñêðåííå-ðàäîñòíûå ñëîâà, íàïðèìåð, “Êàêîé ïðåêðàñíûé ñîëíå÷íûé äåíü!”, “Ôàíòàñòèêà!”,

èõ èíòîíàöèÿ âûäàåò óñòàëîñòü è ðàçî÷àðîâàíèå. Èçíóðåííûé, äåïðåññèâíûé ãîëîñ ëèøü áîëåå

ïîä÷åðêèâàåò íàñèëèå “õîðîøåãî íàñòðîåíèÿ”, çàëîæåííîãî â òàêèõ ñëîâàõ. Ïðåäñòàâèòåëè

óõîäÿùåãî ïîêîëåíèÿ “Ñåãîäíÿ” óñòàëè æäàòü “ëó÷øåãî çàâòðà”, óñòàëè âíîâü è âíîâü ïûòàòüñÿ

èíòåãðèðîâàòüñÿ â çàïàäíóþ ñèñòåìó, óñòàëè ïîñòîÿííî îñòàâàòüñÿ îòêðûòûìè âíåøíåìó âçîðó,

âûíóæäàþùåìó ÷åëîâåêà îïðåäåëÿòü ñåáÿ è ñâîå ïîëîæåíèå ïî îòíîøåíèþ ê íåìó. Â îäíîì èç

ñâîèõ ïðåäûäóùèõ âèäåî (“Íîâîçàâåòíàÿ ñöåíà”), Ìàëüêîâè÷ óäèâëÿë, èñïîëüçóÿ íåïîíÿòíûé

ÿçûê òàê íàçûâàåìûõ “ãàíãîâ” – ôîëüêëîðíûõ ïåñåí, êîòîðûå â ãîäû ãîðîäñêîãî ðàñèçìà â

Õîðâàòèè (1990-å) ñòàëè àññîöèèðîâàòüñÿ ñ áåæåíöàìè è èììèãðàíòàìè èç ñåëüñêîé ìåñòíîñòè,

êîòîðûå “çàìàðàëè” äëÿ Õîðâàòèè ÷èñòóþ “åâðîïåéñêîñòü”. Â “Ñåãîäíÿ” æå, àâòîð ïðåïîäíîñèò

êàê íåïîíÿòíóþ óæå ñàìó òàê íàçûâàåìóþ “ãîðîäñêóþ Õîðâàòèþ”, ÷åðåç ìåòàôîðó åå

ðàçî÷àðîâàíèÿ â ïðîåêòå ïðèñîåäèíåíèÿ ê Åâðîïå. Â òî æå âðåìÿ, äàæå â ýòîì ñîñòîÿíèè

óñòàëîñòè, çàìèðàíèÿ, îæèäàíèÿ, îñòàåòñÿ òåìà ïóòåøåñòâèÿ êàê ïðåîáðàçóþùåãî îïûòà – ÷òî

ñèìâîëèçèðóþò ïðèïàðêîâàííûå àâòîìîáèëè. “Òóïèê – õîðîøåå íà÷àëî”, ãîâîðèò Äýâèä. Âî

âñåõ åãî ðàáîòàõ, ïîìèìî çíàêîâ ñìÿòåíèÿ, ñìèðåíèÿ, äåïðåññèè, ïðèñóòñòâóþò òàêæå ìîòèâû

ïóòåøåñòâèÿ êàê âîçìîæíîñòè èçìåíåíèÿ. Èñòîðèê èñêóññòâà Êðèñòèíà Ðîññ, èçó÷àÿ

âçàèìîîòíîøåíèÿ ñîâðåìåííîãî èñêóññòâà è äîìèíèðóþùèõ ñåãîäíÿ äåïðåññèâíûõ ñîñòîÿíèé,

îòòàëêèâàåòñÿ îò ñîöèîëîãè÷åñêèõ èññëåäîâàíèé Àëåíà Ýðåíáåðãà, ðàññìàòðèâàÿ äåïðåññèþ

êàê ñîñòîÿíèå óòîìëåíèÿ â ðåçóëüòàòå ïðèìèðåíèÿ èíäèâèäà ñ íåîëèáåðàëüíûìè íîðìàìè,

ïðåäïîëàãàþùèìè ïîñòîÿííóþ íåîáõîäèìîñòü ñàìî-ïðîèçâîäñòâà è âîññîçäàíèÿ ëè÷íîé

èäåíòè÷íîñòè. Íå ìîæåì ëè ìû, îäíàêî, ðàññìàòðèâàòü ïîêàçàííóþ â “Ñåãîäíÿ” äåïðåññèþ

åùå è êàê ñëåäñòâèå íåïðèÿòèÿ íåîëèáåðàëüíîãî íîðìàòèâà “ìîæåøü, åñëè õî÷åøü”,

âîïëîùåííîãî ôèãóðîé ñ÷àñòëèâîãî è óñïåøíîãî ïðåäïðèíèìàòåëÿ?

Â íàøè äíè, êàæäûé âòîðîé æèòåëü ïëàíåòû èñïûòûâàåò â ñâîåé æèçíè äåïðåññèþ, êîòîðàÿ

ïðè ýòîì ñ÷èòàåòñÿ áîëåçíüþ – ëèøü åùå îäíèì ïðåïÿòñòâèåì íà ïóòè ê óñïåõó. Â òàêèõ

óñëîâèÿõ, ðåàëüíî ëè ðàñïàõíóòü íîâîå ïðîñòðàíñòâî, ãäå áûëî áû âîçìîæíî çàíèìàòü ïîçèöèþ

è îñòàâàòüñÿ ñêåïòè÷íûì, êîòîðîå áû ïîðîäèëî íîâóþ ýíåðãèþ è íîâîå íà÷èíàíèå, ïîçâîëèëî

áû ñîçäàòü äåéñòâåííûå ñðåäñòâà ïðîòèâ ïðèðó÷åíèÿ ãðàæäàí èíñòðóìåíòàìè ðåêëàìû? Êàê

ìîæíî ïðåîáðàçîâàòü ïàññèâíîñòü è ñìèðåíèå, îõâàòèâøèå öåëîå ðàçî÷àðîâàííîå ïîêîëåíèå,

â ïîçèòèâíûé òâîð÷åñêèé îïûò? Êàê ñîõðàíèòü ïóáëè÷íûé äèñêóðñ, íåñìîòðÿ íà âåçäåñóùåå

óáåæäåíèå “àëüòåðíàòèâà îòñóòñòâóåò”, íå ïðèáåãàÿ ê öèíèçìó ìàññ-ìåäèà èëè, õóæå òîãî, ê

ëæèâîìó îïòèìèçìó?

ïåðåâîä: Ñåðãåé Îãóðöîâ



Êàòÿ Ñàíäåð | [áåç íàçâàíèÿ ]

Èçîáðàæåíèå àêòèâèñòà,  ïðîòå ñòàíòà,  äåìîíñòðàíòà…

Íåñêîëüêî ëåò íàçàä ÿ ðàáîòàëà íàä ôèëüìîì “Âíåøíèé ãîðîä” (Exterior City), â êîòîðîì
íåêîòîðûå èäåè è îáðàçû ãîðîäñêîãî ïëàíèðîâàíèÿ ðàññìàòðèâàëèñü â îïòèêå ñîöèàëüíîé
äåìîêðàòèè ñ åå èñòîðèåé ïðåâðàùåíèÿ “ìàññ” (õàîñà íåîáóçäàííîé, ðàçðóøèòåëüíîé ñèëû
òåë) â “íàðîä”, òî åñòü îðãàíèçîâàííûé êîëëåêòèâíûé îðãàíèçì, îáëàäàþùèé èìåíåì è öåëüþ.
Ñðåäè ïðî÷èõ çàäà÷ èññëåäîâàíèÿ, ìíå áûëî ëþáîïûòíî ïðîñëåäèòü çàâèñèìîñòü ýòîãî
ïðîèçâîäñòâà “íàðîäà” (èëè “ãðàæäàí”) îò îðãàíèçàöèè ìåñòà îáðàùåíèÿ è àðòèêóëÿöèè
ïîòðåáíîñòåé.
Ìîÿ èñòîðèÿ ðàçâèâàëàñü â âîîáðàæàåìîì ãîðîäå, ãäå îòñóòñòâîâàëè âíóòðåííèå ïðîñòðàíñòâà,
èíòåðüåðû ïîìåùåíèé – ñóùåñòâîâàëî ëèøü îòêðûòîå, âíåøíåå ïðîñòðàíñòâî, ýêñòåðüåð.
Ãëàâíàÿ ãåðîèíÿ îòêðûâàåò äâåðü, êîòîðàÿ ïî ëîãèêå äîëæíà áûòü âõîäîì ñ óëèöû â äîì, íî
äâåðü âíåçàïíî âûâîäèò íà äðóãóþ ñòîðîíó, åùå îäíó âíåøíþþ ñòîðîíó. Â ýòîì ãîðîäå íå
áûëî êâàðòèð, êîìíàò, ìàãàçèíîâ è òîðãîâûõ öåíòðîâ, òîëüêî èõ ôàñàäû, òîëüêî ïîâåðõíîñòè.
Ïëîñêèé ãîðîä, ïîäîáíûé ýêðàíó, ãäå íåò íèêàêèõ ôóíêöèé, ëèøü äâèæåíèÿ, ïîòîêè è
íàïðàâëåíèÿ. Ìîÿ ãåðîèíÿ, îäíàêî, çíàëà ãîðîä - îíà óâåðåííî ïåðåìåùàëàñü ñ óëèöû íà
óëèöó è ðàñêëåèâàëà ïëàêàòû, îáðàùàÿñü ê äðóãèì ëþäÿì, êîòîðûå òàêæå õîäèëè ÷åðåç äâåðè
òóäà-îáðàòíî.

Ýòè ïëàêàòû ÿ ðåøèëà íå ñíàáæàòü êàêèì-ëèáî îïðåäåëåííûì òåêñòîì. Îíè îáîçíà÷àëè
àðòèêóëÿöèÿ îáðàùåíèÿ, ïîïûòêà ïðèçûâà, ìîáèëèçàöèè èëè îðãàíèçàöèè ëþäåé – ïîïûòêà
ãåðîèíè âîîáðàçèòü ëþäåé. Â òî æå âðåìÿ, ìíå õîòåëîñü èññëåäîâàòü ïðîåêöèþ ýòîãî “íàðîäà”.
ß ñîçíàòåëüíî îòêàçàëàñü â ýòèõ ïëàêàòû îò ëþáûõ êîíêðåòíûõ çàÿâëåíèé, îò îòñûëîê ê ëþáîé
êîíêðåòíîé áîðüáå. Ïëàêàòû âèäåëèñü ìíå ïîïûòêîé âûðàæåíèÿ ÷åãî-òî îáùåãî – ðàçäåëåííîãî
îïûòà óãíåòåíèÿ, ñòðàõà, íàäåæäû èëè ïîòðåáíîñòè. Íî äàâàòü òî÷íîå èìÿ ýòîé îáùíîñòè ÿ
íå õîòåëà.

Ñòðàòåãèÿ ñîñòîÿëà â äðóãîì: íåîòðûâíî ñëåäîâàòü çà äåéñòâèÿìè ãëàâíîé ãåðîèíè. Âíóòðè
òîé æå ëîãèêè ãîðîäà-ñòðóêòóðû, ëèøåííîé ñîäåðæàíèÿ, ÿ õîòåëà ïðîÿñíèòü, ÷òî äåëàåò
ãåðîèíÿ, îñòàâèâ â ñòîðîíå âîïðîñ ïî÷åìó. Îáúÿñíèòü åå ïîñòóïêè ìíå õîòåëîñü ÷åðåç äåéñòâèå,
à íå ôóíêöèîíàëüíîñòü, çíà÷åíèå èëè ïðè÷èíû.

Ñòðàòåãè÷åñêè îáðàòíîå íàïðàâëåíèå âûáðàëà Øýðîí Õàýñ (Sharon Hayes), îòòàëêèâàÿñü â
ñâîåé ðàáîòå “Â áëèæàéøåì áóäóùåì” (2005) èìåííî îò êîíêðåòíûõ òåêñòîâ è çíàêîâ, âçÿòûõ
ñ ëîçóíãîâ è ïëàêàòîâ ïîëèòè÷åñêèõ äâèæåíèé. Õàýñ êîïèðîâàëà ôðàçû ðàçëè÷íûõ èñòîðè÷åñêè
çíà÷èìûõ ïîëèòè÷åñêèõ ñòîëêíîâåíèé, ìàðøåé, äåìîíñòðàöèé, çàáàñòîâîê, è âûõîäèëà ñ íèìè
â ïóáëè÷íîå ïðîñòðàíñòâî. Äîêóìåíòàöèåé àêöèé ñòàëè ñíèìêè, ñäåëàííûå î÷åâèäöàìè ýòèõ
äåìîíñòðàöèé, êîòîðûõ Õàýñ ïðîñèëà ôîòîãðàôèðîâàòü. Ïîëó÷àëîñü, ÷òî ðàáîòà
äåìîíñòðèðóåòñÿ â íåñêîëüêèõ ìåñòàõ: åå ìîæíî áûëî óâèäåòü, ñëó÷àéíî íàòêíóâøèñü â ãîðîäå
íà îäèíîêîãî äåìîíñòðàíòà, èëè æå ïðîñìîòðåòü â ãàëåðåå ñëàéä-øîó èç ñåðèè ôîòîãðàôèé.
Â ãàëåðåéíîì ïðîñòðàíñòâå, ñíèìêè Õàýñ ñ âåñüìà ðàçíûìè ïî ñìûñëó ëîçóíãàìè,
äåìîíñòðèðîâàëèñü â ïðîäóìàííîé ïîñëåäîâàòåëüíîñòè – îíè îáúåäèíÿëèñü â ñåðèè ïî
çàïå÷àòëåííîìó äåéñòâèþ: âîò êòî-òî ïîääåðæèâàåò ïëàêàò, âîò æåñò óêàçàíèÿ êîìó-òî.

Ïîñêîëüêó Õàýñ èñïîëüçîâàëà îðèãèíàëüíûå ëîçóíãè ñ èñòîðè÷åñêèõ ôîòîãðàôèé èç êíèã è
àðõèâîâ, åå ðàáîòà ðåàëèçóåò íåêóþ öèêëè÷íîñòü ñóùåñòâîâàíèÿ ýòèõ ñíèìêîâ, îäíîâðåìåííî
îòñûëàÿ ê íåé. Òàê, æåñò ïîäíÿòèÿ òðàíñïàðàíòà äëÿ âñåîáùåãî îáîçðåíèÿ, ïî÷òè ñëèâàåòñÿ
íà ýòèõ ñíèìêàõ ñ ìîìåíòîì, êîãäà æåñò ýòîò ñòàíîâèòñÿ ñîáñòâåííî ôîòîãðàôèåé. Îáðàç,
îäíîâðåìåííî ñîçäàííûé è ñëóæàùèé îïîðîé êîëëåêòèâíîé ïàìÿòè – èëè âîîáðàæåíèþ –
ýòèõ äåéñòâèé. Â òî æå âðåìÿ, èçîáðàæåíèå ïåðåïèñûâàåò ýòè äåéñòâèÿ, ðàñêëàäûâàåò íà
íåñêîëüêî ñèíãóëÿðíûõ ñîáûòèé, êàæäîå èç êîòîðûõ óäàëåíî îò ñëåäóþùåãî ïîäîáíî ÷àñòÿì
ðàçäåëåííîãî öåëîãî. Ñîõðàíÿÿ îñòàíîâëåííûå ôðàãìåíòû, ôîòîãðàôèÿ âûçûâàåò ê æèçíè
èíîé òèï äâèæåíèÿ, äâèæåíèå èíîãî ïîðÿäêà, à èìåííî – ïåðåõîä îò îäíîãî èçîáðàæåíèÿ ê
äðóãîìó, ïîèñê ïî êíèãàì, ïðîñìîòð â àðõèâàõ, äâèæåíèå îò ñëàéäà ê ñëàéäó. Â òàêîì äâèæåíèè,
èçîáðàæåíèÿ îáðåòàþò èíîé êîíòåêñò, âñåãäà-óæå ñóùåñòâóÿ îäíî â äðóãîì. Óæå íå òîëüêî
ïðîøëîå ïðèïèñûâàåòñÿ èì, íî ïîñðåäñòâîì èõ ñòàíîâèòñÿ äîñòóïíûì áóäóùåå, äâèæåíèå-
ê, â ôîðìå íàáîðà äåéñòâèé.

Îäèíîêàÿ ôèãóðà ñ òðàíñïàðàíòîì â ðóêàõ íå ïðîñòî îòñûëàåò ê “îòñóòñòâóþùèì” òåëàì, íî
ñàìî îòñóòñòâèå äðóãèõ íåîáõîäèìî äëÿ íà÷åðòàííîãî íà ñëîãàíàõ “ìû”, îíî îòñûëàåò òàêæå
ê èñòîðèè ýòèõ ìíîãèõ “ìû”: êàæäîå èç íèõ íåñåò ëîçóíã, à ëîçóíã íåñåò ýòî “ìû”. Îáùåå
âûñêàçûâàíèå, òðåáîâàíèå èëè íåîáõîäèìîñòü – íå òîëüêî âûðàæåíèå ðàçäåëÿåìîãî îïûòà,
íî òàêæå âîçìîæíîñòü óâèäåòü òàêîé îïûò îáùèì è àðòèêóëèðîâàòü åãî êàê îáùíîñòü.

Èçîáðàæåíèå,  ðå÷ü,  æåñò

Êîãäà äåéñòâèå ôðàãìåíòèðîâàíî íàñòîëüêî, ÷òî êàæåòñÿ ïóñòûì, ëèøåííûì ñâîåãî
íåïîñðåäñòâåííîãî íàçíà÷åíèÿ è çíà÷åíèÿ, íî ïîâòîðÿåòñÿ ñíîâà è ñíîâà, óòâåðæäàÿ
ñìûñëîîáðàçóþùóþ ôóíêöèþ ñàìîãî èñïîëíåíèÿ ýòîãî äåéñòâèÿ, - äëÿ åãî ðàññìîòðåíèÿ
ìîæåò îêàçàòüñÿ ïîëåçíûì ïîíÿòèå æåñòà, ïðåäëîæåííîå Äæîðäæèî Àãàìáåíîì â ýññå
“Çàìåòêè î æåñòèêóëÿðíîñòè”. Àãàìáåí îïèñûâàåò æåñò êàê äåéñòâèå, öåëüþ êîòîðîãî íå
ÿâëÿåòñÿ ïðîèçâîäñòâî ÷åãî-ëèáî, èëëþñòðàöèÿ, ïîäðàæàíèå èëè èñïîëíåíèå ðîëè. Íàïðîòèâ,
æåñò – ýòî äåéñòâèå, ñóùåñòâóþùåå ëèøü â ïðîöåññå ñîáñòâåííîãî ñâåðøåíèÿ, êàê ïîâòîðåíèå
ñåáÿ, îòñûëàÿ òîëüêî ê ñàìîìó ñåáå êàê âîçìîæíîñòè. Êàê òàêîâîå, ÷óæäûé ïðîèçâîäñòâó è
ïðèòâîðñòâó, æåñò ñêîðåå “âûäåðæèâàåò è ïîääåðæèâàåò” – èíûìè ñëîâàìè, “äåðæèò” íå÷òî,
òîãäà êàê è åãî “äåðæàò” (à ãîâîðÿ áóêâàëüíî – “îñóùåñòâëÿþò”). Æåñò íå ñîçäàåò è íå
ïðèïèñûâàåò çíà÷åíèÿ, îí ëèøü íåñåò åãî. Íî è åãî íåñóò – åãî ñîâåðøàåò òåëî, ïîâòîðÿþùåå
äåéñòâèå. Òàêèì îáðàçîì, æåñò äåëàåò òåëî íîñèòåëåì çíà÷åíèÿ: òåëî íå ïðîñòî âñòðîåíî â
ÿçûê, íî ÿâëÿåòñÿ åãî ÷àñòüþ.

Âàæíî, ÷òî æåñò ðàçìåùàåòñÿ â ïðîñòðàíñòâå ÿçûêà, íå ðàçâèâàÿñü ìåæäó òåì â ðå÷ü. Õî÷åòñÿ
ñðàâíèòü åãî ñ îñîáûì òèïîì ðå÷è, êîòîðûé ïîäîáíî æåñòó, ñîçäàåò è âûðàæàåò ñìûñë ñàìèì
ñâîèì èñïîëíåíèåì. Òàêîé ðå÷åâîé àêò, íå îòñûëàþùèé ê ÷åìó-òî âíåøíåìó, ñàì ÿâëÿþùèéñÿ
ñâîèì æå çíà÷åíèåì, ïîëó÷èë íàçâàíèå ïåðôîðìàòèâíîãî ðå÷åâîãî àêòà. Ïðèìåðîì ìîæåò
ñëóæèòü êëÿòâà: ñêàçàòü “Êëÿíóñü” è çíà÷èò ïîêëÿñòüñÿ – äàííûé ðå÷åâîé àêò îñóùåñòâëÿåò
èìåííî òî, î ÷åì â íåì ãîâîðèòñÿ â ìîìåíò ãîâîðåíèÿ.

Ïîäîáíûì îáðàçîì, â êà÷åñòâå ïåðôîðìàòèâíîãî âûñêàçûâàíèÿ ìîæíî ðàññìîòðåòü
ïðîèçíåñåíèå ìåñòîèìåíèÿ “ÿ”, ïîñêîëüêó îíî îòñûëàåò ê ñóáúåêòó ãîâîðåíèÿ, “ÿ”,
äåìîíñòðèðóÿ ýòî â ìîìåíò âûñêàçûâàíèÿ: “ÿ” ýòî òîò, êòî ãîâîðèò (ñîâåðøàåò) “ÿ”. Ñëåäóÿ
äàííîé ëîãèêå, ãäå æå ìû íàõîäèì âûñêàçûâàíèå ìåñòîèìåíèÿ “ìû”? Âñåãäà ëè ïðîèçíåñåíèå
ýòîãî ñëîâà òðåáóåò áîëåå ÷åì îäíîãî ãîëîñà, áîëåå îäíîãî òåëà? Ñëîâî, êîòîðîå áóäó÷è
ïðîèçíåñåííûì èëè âûíåñåííûì (íà ëîçóíã), ðîæäàåò ãîëîñ èëè òåëî, ðàçìíîæåííûå è
îäíîâðåìåííî ôðàãìåíòèðîâàííûå â ñåáå? Ëîçóíãè âûñòàâëÿþò è íåñóò èçîëèðîâàííûå
ñèíãóëÿðíûå òåëà, îäíàêî â îáîèõ ñëó÷àÿõ îíè ãëàñÿò “ìû”. Íå òîëüêî áóêâàëüíîå “ìû”
(ìåñòîèìåíèå, ÷àñòî âñòðå÷àþùååñÿ íà ïëàêàòàõ Õàýñ), íî òàêæå “ìû” ïîäðàçóìåâàåìîå,
ïðîåöèðóåìîå è ïðåäïîëàãàåìîå ïðèðîäîé îáðàùåíèÿ, êîòîðîå îñóùåñòâëÿåòñÿ ñàìèì
òðàíñïàðàíòîì.

Îáå ðàáîòû ëèøåíû ðå÷è, åå ìåñòî êàê áû çàíÿë òåêñò. Èçîáðàæåíèÿ ìîë÷àùèõ òåë ñ òåêñòàìè
çàñòûâøåãî ïðîòåñòà, ëþáîïûòíûì îáðàçîì ðàñïîëàãàþòñÿ â çàçîðå ìåæäó ïåðôîðìàòèâíûì
ðå÷åâûì àêòîì è èäååé æåñòèêóëÿðíîñòè: ìåæäó ðå÷üþ, èñïîëíÿþùåé ñåáÿ êàê äåéñòâèå, è
òåëîì, èñïîëíÿþùèì ðîëü íîñèòåëÿ ñìûñëà.

Äâèæåíèå:  îò ñíèìêà ê ñíèìêó

Ñâîå ïîíèìàíèå æåñòèêóëÿðíîñòè Àãàìáåí óâÿçûâàåò ñ êèíåìàòîãðàôîì – áîëåå òîãî, îí
âèäèò æåñò öåíòðàëüíûì ýëåìåíòîì êèíî, äàâàÿ ïîñëåäíåìó øèðîêîå îïðåäåëåíèå:
êèíåìàòîãðàô êàê ìíîãîóðîâíåâàÿ îòíîøåíèå äâèæåíèÿ îò èçîáðàæåíèÿ ê èçîáðàæåíèþ. Æåñò
òðåáóåò ïîòåðþ èëè îòêðåïëåíèå îò çíà÷åíèÿ îäíîãî óðîâíÿ, äàáû îíî âîîáùå ñìîãëî
âîçíèêíóòü è íà÷àòü öèðêóëÿöèþ íà äðóãîì óðîâíå çíà÷åíèÿ. Ëîãè÷íî ïîýòîìó, ÷òî ïîíÿòîå
â îïòèêå æåñòèêóëÿðíîñòè êèíî íåîáõîäèìûì îáðàçîì àðòèêóëèðóåòñÿ êàê îòíîøåíèå ê
ïîòåðå; êàê ïèøåò Àãàìáåí: “Â êèíåìàòîãðàôå, ïîòåðÿâøåå ñâîè æåñòû îáùåñòâî ïûòàåòñÿ
îäíîâðåìåííî âåðíóòü ïîòåðÿííîå è çàäîêóìåíòèðîâàòü ïîòåðþ. Ïîýòîìó, ëþäè áðåäÿò
èìåííî ýïîõîé ïîòåðè æåñòîâ.”

È â ñàìîì äåëå, öèðêóëÿöèÿ áåñêîíå÷íîãî êîëè÷åñòâà èçîáðàæåíèé ïîëèòè÷åñêèõ àêòèâèñòîâ,
äåìîíñòðàíòîâ è ïðåòåñòàíòîâ êàæåòñÿ çíàêîì íàøåãî âðåìåíè; ïîâñþäó â èíäóñòðèè ðåêëàìû
è ìîäû âñòðå÷àþòñÿ ëîçóíãè âñåõ ðåâîëþöèé, ïîäðàæàíèÿ àëüòåðíàòèâíîìó è êðèòè÷åñêîìó
îáðàçó æèçíè. Êðèòèêà ïîäîáíûõ èçîáðàæåíèé ÷àñòî ñïðàâåäëèâî óêàçûâàåò íà ôåòèøèçàöèþ,
êîòîðàÿ ïðåâðàùàåò âîîáðàæàåìîå ïîëèòè÷åñêîãî äåéñòâèÿ â ôèêñèðîâàííûé îáúåêò
ðûíî÷íîãî îáðàùåíèÿ.

Ôåòèø, êàê ó÷èò Ôðåéä, åñòü îáúåêò, çàìåùàþùèé ïîòåðÿííûé ýëåìåíò (öåëîãî) – êîòîðîãî
â ðåàëüíîñòè íå ñóùåñòâîâàëî, à çíà÷èò íå ìîãëî áûòü è ïîòåðè. Òàêèì îáðàçîì, èñòîðèÿ
óòåðÿííîãî ÿâëÿåòñÿ ôàëüøèâêîé, à ñîñòîÿíèå ïîëíîòû, ÿêîáû ñóùåñòâîâàâøåå äî ïîòåðè,
âîçíèêàåò êàê ýôôåêò ñàìîé óòðàòû, à íå åå ïðè÷èíà. Ïîñêîëüêó “ïðîïàâøåãî” ýëåìåíòà
íèêîãäà íå ñóùåñòâîâàëà, îí íå áóäåò îïîçíàí è ñðåäè íîâûõ îáúåêòîâ. Òàê ôåòèø âûðàæàåò
ïàðàäîêñ íåäîñòóïíîãî îáúåêòà, êîòîðûé äàðóåò óäîâëåòâîðåíèå èìåííî ñâîåé
íåäîñòóïíîñòüþ. Ôåòèø ìåøàåò íàéòè òî, ÷òî îí çàìåùàåò – íå÷òî íà äåëå íå-ïîòåðÿííîå.
Îäíîâðåìåííî èì òàêæå êîíñòèòóèðóåòñÿ ïðèíîñÿùèé óäîâëåòâîðåíèå ïîâòîð, óêàçûâàþùèé
è ïðîèçâîäÿùèé ýòó ïîòåðþ, àäåêâàòíîå çàìåùåíèå êîòîðîé íåâîçìîæíî.

Ñòàíîâÿñü ôåòèøåì, îáúåêò (èëè èçîáðàæåíèå) èçâëåêàåòñÿ èç ñâîåãî ïðèâû÷íîãî
ïîâñåäíåâíîãî ôóíêöèîíàëüíîãî èñïîëüçîâàíèÿ, òåðÿÿ ïî îòíîøåíèþ ê ýòîìó ïîðÿäêó âñÿêîå
çíà÷åíèå. Ïðè ýòîì, ðàçðûâ òàêèõ ïðèâû÷íûõ ñâÿçåé ñîçäàåò åãî íîâîå çíà÷åíèå, ïîñêîëüêó
áëàãîäàðÿ ðàçðûâó âîçíèêàåò âîçìîæíîñòü âõîæäåíèÿ â èíûå êðóãè îáðàùåíèÿ, ãäå îáúåêò
çàìåùàåò íå÷òî èíîå, “îçíà÷àÿ” íå÷òî íîâîå. Ôåòèø, îäíàêî, âñåãäà îçíà÷àåò ëèøü
íåâîçìîæíîñòü ïîëíîòû, â íåì âîæäåëåþò èìåííî ïîâòîðÿþùèéñÿ êîëëàïñ. Èçîáðàæåíèå
“ïîëèòè÷åñêîãî äåéñòâèÿ” â êà÷åñòâå ôåòèøà èãðàåò ðîëü ïðèìàíêè, êîòîðàÿ íåñïîñîáíà
óêàçàòü íà ÷òî-ëèáî, êðîìå ñîáñòâåííîé íåäîñòàòî÷íîñòè – èìåííî ýòî è ôîðìèðóåò åå
“çíà÷åíèå” (ïðèáàâî÷íóþ ñòîèìîñòü) íà ðûíêå (ðàçóìååòñÿ, ðûíîê òàêæå ïîíèìàåòñÿ êàê
ñòðóêòóðà îáðàùåíèÿ èçîáðàæåíèé.)

Âîïðîñ ïî îòíîøåíèþ ê ôèãóðå ïîòåðÿííîãî òàêîâ: äåéñòâèòåëüíî ëè öèðêóëèðóþùèå â åå
âàêóóìå èçîáðàæåíèÿ ñòðåìÿòñÿ ê ñíÿòèþ (âíå çàâèñèìîñòè îò èõ ñïîñîáíîñòè ê ýòîìó), èëè
æå ê ÷åìó-òî åùå? Íà ìîé âçãëÿä, ÷åðåç îïèñàííûå ñâÿçè æåñòèêóëÿðíîñòè è ðå÷åâîãî àêòà,
îáðàçíàÿ ÷àñòü äâóõ óïîìÿíóòûõ ïðîåêòîâ íå ñòðåìèòñÿ ñíÿòü íàïðÿæåíèå, ïðåäëîæèâ
ñóððîãàòíûé îáúåêò, íàïðîòèâ, ñîõðàíÿåò ìåñòî óòåðÿííîãî ïóñòóþùèì, íåóìîëèìî
ïåðåìåùàÿñü ìåæäó äåéñòâèåì è âûñêàçûâàíèåì, äâèæåíèåì è òåëîì. Âîçìîæíî, ðàáîòû
ýòè îðãàíèçîâàíû ïî ïðèíöèïàì íå ôåòèøèçìà, íî ìåëàíõîëèè?

Ôåòèø âñåãäà “ñòîèò íà ïóòè” ïîíèìàíèÿ ïîòåðÿííîãî (ïîñêîëüêó ïûòàåòñÿ ïîäìåíèòü åãî,
ñêðûâàÿ). Áëèçêàÿ åìó ìåëàíõîëèÿ ñõîæèì îáðàçîì îïèñûâàåò ñêîðáü óòðàòû, îäíàêî óòðàòà
ýòà, ñîãëàñíî Ôðåéäó, íå ïðîåöèðóåò ñåáÿ íà îáúåêò çàìåíû. Ýòî ñêîðáü ïî íåâûðàçèìîìó
îòñóòñòâèþ, êîòîðîå îäíîâðåìåííî ïðåäñòàâëÿåòñÿ âñåì ìèðîì, è ïðåâðàùàåò ñàìîãî
ñêîðáÿùåãî â îòñóòñòâóþùèé îáúåêò. Åñëè ôåòèøèçì îïèñûâàåò ãîðå ïîòåðè ÷åðåç ïîñòîÿííîå
çàìåùåíèå, òî ìåëàíõîëèÿ ñîõðàíÿåò ìåñòî óòðàòû ñâîáîäíûì.

“ìû”

Â êèíåìàòîãðàôè÷åñêîé öèðêóëÿöèè èçîáðàæåíèé, ñëåäóÿ Àãàìáåíó, ìîæíî óâèäåòü ïîïûòêó
îäíîâðåìåííî âåðíóòü è çàôèêñèðîâàòü ïîòåðþ æåñòà. Ìû ïîñòîÿííî âîïðîøàåì
êèíåìàòîãðàô – à çíà÷èò, è äâå âûøåóïîìÿíóòûõ õóäîæåñòâåííûõ ðàáîòû, áëèçêèå êèíî:
êàêèå èìåííî æåñòû ìû òåðÿåì, èëè îïèñûâàåì â êà÷åñòâå ïîòåðÿííûõ? Òå, ÷òî îòíîñÿòñÿ ê
“ãîðîäó” (êàê ïîëèñó) â êîòîðîì âîçìîæíû ìåõàíèçìû âûñêàçûâàíèÿ “ìû”? Òå, ÷òî îòíîñÿòñÿ
ê “íàðîäó” êàê îðãàíèçàòîðó ýòîé ïðîåêöèè?
Ïðèðîäà ìåëàíõîëèè ïîäñêàçûâàåò, ÷òî ïîëíîñòüþ ïîíÿòü ýòî íåâîçìîæíî – íåïîíÿòíî äàæå,
áûëè ëè ýòè æåñòû âîîáùå ïîòåðÿíû. Íåñìîòðÿ íà ýòî, ãëàâíûé âîïðîñ îáîèõ ïðîåêòîâ – â
îïèñàííîì èìè “ìû”, êîòîðîå ìîæíî ëèøü óëîâèòü â åãî ëþáîïûòíîì ïîëîæåíèè ìåæäó
æåñòèêóëÿðíîñòüþ è ïåðôîðìàòèâíîé ðå÷üþ. “Ìû”, îòìå÷àþùåå ñâÿçü äâîèõ; çâåíî ìåæäó
ñëîâîì è äåëîì; ìåæäó âûñêàçûâàíèåì, äåéñòâèåì, ÿçûêîì è òåëîì.

Òàêîå “ìû” íå ïîäâåðãàåòñÿ íåïðåñòàííîé ïîäìåíå ñóððîãàòîì, âñòðàèâàÿñü â îáúåêò; â
ãåîìåòðèè ìåëàíõîëèè îíî ðàñêðûâàåòñÿ â ìèð êàê òàêîâîé, ðàçâîðà÷èâàÿñü ìåæäó îáúåêòàìè
è òåëàìè, è îòêðûâàÿñü â ñóáúåêò, ñòàíîâÿùèéñÿ çíàêîì ýòîé ïîòåðåé. Åñëè íåõâàòêà – íå
èìåâøàÿ ìåñòî ïîòåðÿ – îáíàðóæèâàåòñÿ èìåííî â ýòîì “ìû”, òî òàêîé îïûò óòðàòû ìîæåò
îêàçàòüñÿ òîé ñàìîé ïîòåðåé ñåáÿ-êàê-ñèíãóëÿðíîñòè, íàïðàâëÿÿ ê ñåáå êàê ÷àñòè «íàñ». “Ìû”
èç îòñòóòñòâóþùåãî õîðà, çàïå÷àòëåííîãî â ýòîì æåñòå: íåâîçìîæíîì, íî âñå-òàêè
ñîâåðøåííîì.

ïåðåâîä: Ñåðãåé Îãóðöîâ

Êàòÿ Ñàíäåð - õóäîæíèêè êðèòèê, ñî-ðåäàêòîð ÎÅ - Êðèòè÷åñêèõ ñáîðíèêîâ ïî âèçóàëüíîé
êóëüòóðå, æèâåò â Áåðëèíå
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The image of an activist, a protester, a demonstrator…

Some years ago I worked on a film, “Exterior City”, in which I wanted to investigate some thoughts
and images about urban planning in the light of social democracy and its history of turning
‘masses’ – a idea of a disorderly, disruptive and chaotic force of bodies – into ‘a people’, implying
an orderly collective entity with direction and name. Part of my investigation was carried by my
curiousity for how this production of ‘people’ (or ‘citizens’) was in many ways contingent on
organization of an address and articulation of a demand.

I set the story in an imaginary city in which no indoors existed, no interiors, only outdoors,
exteriors. When opening a door that seemed to lead from a street into a building, my main
character would begin moving through that door only to find herself exiting through this door on
it other side, out to another outside. It was a city with no rooms, apartments, shops or malls; only
the exteriors to those, their surfaces: A flat city, like a screen, with no functions, only movements,
flows and directions. However, my main character knew this city and wasn’t looking for insides.
Rather, she was moving resolutely through the doors from one outdoor to another outdoor in
order to put up posters, addressing other people also moving through these doors.

I did not want these posters to carry any specific text. I wanted them to mark an articulation of an
address, an attempt of summoning, mobilizing or organizing people; of imagining people, at the
same time as I wanted to investigate the projection of this “people”. I deliberately didn’t want the
posters to spell out any specific claim or refer to any particular struggle. I saw the poster to be an
attempt at expressing something that people might have in common; a shared experience of
oppression, fear, hope or demand. But I did not want to give a precise name to that commonality.

My strategy was instead to follow and focus on the action my main character was performing.
Within the same logic of the city with no content, only structure, I wanted it to be clear what my
main character was doing, but not why she was doing it. I wanted her action, but no functionality,
meaning or reason to explain it.

In a strategically almost opposite motion, Sharon Hayes extracted exactly the specific texts and
signs from banners and posters of political movements as her point of departure for her piece “In
The Near Future” (2005). Here, Hayes re-wrote signs from different historically significant political
struggles, marches, demonstrations and strikes, and carried them, one at a time, in public spaces.
Hayes asked her audience to document her demonstration by photographing her, and showed
these images as slide-shows in a related exhibition space. As such, the work had several places
of presentation: It was not only the random encounter with the single demonstrator on the streets
of the city, but also a series of photographs produced, collected and shown in a looping slide-
show in another space. In this space, the documentations of Hayes carrying each sign – each of
them very specific and different –were collected and projected in succession; in series, suggesting
something shared between them, a category of images defined by the action they portrayed: the
figure supporting the sign, the body signaling something to someone.

As the original signs were found by Hayes on historical photos in archives and books, one could
say that Hayes’ piece at once both executes and points to a circularity in the existence of these
images: In them, the gesture of carrying the sign in order for it to be seen by others becomes
also about the instance of this gesture becoming an image; an image both produced by and
referring to the collective memory – or imaginary if you will – of these acts, but at the same time
overwriting it, turning it into a counting of singular events, each detached from the next as
separated parts of a whole. However, the preservation of frozen fragments performed by the
photos makes possible another kind of motion, a movement of a different order, namely the
transport from one image to the next, browsing through books, moving through archives, clicking
through slides: activities which re-situates these images as always-already inhabiting each other,
and thus not only ascribing a past to them, but also making a future accessible through them, a
moving-towards, in the form of a repetoire of actions.

Not only did the lonely figure holding its detached sign point to the “missing” bodies, the absent
others necessary for the “we” the signs marked out, it also pointed to a history of these multiple
“we’s”, each carrying – and carried by – a sign; a shared utterance, claim or demand – an
expression not only of a shared experience, but also the capablity of recognizing this experience
as common, and of articulating it as common.

Image, speech, gesture

An action fragmented to an extend where it seems empty, stripped from immediate function and
meaning, but repeatedly conducted because it points to the very act of itself being performed as
carrying meaning, could be understood through the notion of gesture as coined by Giorgio
Agamben in his essay “Notes on Gesturality”. Here, Agamben describes the gesture as an action
which does not aim at either producing something, nor at illustrating, acting or mimicking anything.
Rather, a gesture is an action that exists through its performance, its being-carried-out, but as a
repetition of itself, thus referring only to itself, but itself as a possibility. As such, not producing
nor acting, the gesture is rather “enduring or supporting” – or in other words “carrying” something
at the same time as it is being “carried” (literally as in “carried out”). The gesture is not a producer
or assigner of meaning, but rather a carrier. Yet, it is also carried itself, carried out, by the body
that performs its repetition. The gesture thus points to the body as carrier of meaning: The body
not only embedded in, but also as an instance of, language.

Significant for the gesture is that it is to be found in the realm of language, but does not involve
speech. It is tempting to compare it with a specific kind of speech, one which likewise performs
itself and thereby carries (out) its own meaning. A performative speech act has been described
as an act of speech which does not refer to something else, but is its own meaning. An example
of this could be the taking of an oath: To say “I swear” is to swear, it is an act of speech which
does what it says in the moment of saying.

In a more subtle way, the saying of the word “I” could similarly be seen in the light of the notion
of performative speech, since it refers to the speaking subject, the “I”, as well as it performs or
demonstrates it in the moment of its utterance: the “I” is the one who says (does) “I”. Following
this line of thought, where, then, can we locate the utterance of the word “we”? Is it a word which,
when said, always involves more than the one voice saying it, more than one body? – A word
which when carried or spoken invokes a body or voice multiplied by and at the same time
fragmented in itself? The posters are put up and held by isolated singular bodies, but in both
instances bearing on a “we”: A “we” that is not only the literal “we” (on some of Hayes’ signs), but
also a “we” that is presumed, projected and proposed by the nature of the address the signs
perform.

In both pieces there is no speech taking place, rather text seem to have taken the place of
speech. The image of the silent bodies holding text as a kind of frozen outcry, places itself
curiously in this scism between the performative speech-act and the idea of gesturality: Between
the speech performing itself as action, and the body performing itself as carrier of meaning.

A mot ion f rom image to image

Agamben links his notion of gesturality to cinema – in fact he positions the gesture as a central
element to cinema, thus suggesting cinema as an expanded notion: a many-ordered technology
– or relation – of movement between images. Since the gesture entails a loss or detachment
from one order of meaning for it to be able to take place and circulate in another order of meaning,
it is no surprise that cinema, understood in the light of gesturality, necessarily articulates as a

relation of loss: “In the cinema, a society that has lost its gestures tries at once to reclaim what
was lost and to record its loss” Agamben writes, and continues proposing that, “an age that
has lost its gestures is, for this reason, obsessed by them”.

And indeed, it seems that the circulation of unending numbers of images of political activists,
demonstrators and protesters is a mark of our times; slogans from revolutions of all kinds in
advertising as well as fashion mimicking alternative and critical lifestyles, are found everywhere.
Such images are often criticized – and often rightly so – for co-opting and through fetishization
turning the imaginary of political action into a fixed object to circulate on a market.

As we know from Freud, the fetish is an object which is being used to substitute a lost part (of
a whole), however one that was never there, and thus was never lost. It not only proposes a
false history of loss, but also a state of a whole of fullness prior to that loss, orchestrating itself
– i.e. the fetish – as effect of the loss, rather than cause. Since it was never there in the first
place, the attempt at recognizing it will always fail. The fetish is thus a manifestation of the
paradox of the unattainable object which satisfies exactly by its unattainability. Thus, at the
same time an obstacle standing in the way of recognizing that which it stands in for, that which
was never lost, the fetish also constitutes a repeated (and pleasurable) pointing at – and thus
production of – the absence of that which can never be replaced appropriately.

When an object – or image – becomes a fetish it is taken out of its everyday practical use and
function, and in relation to this order, becomes meaningless. However, by being detached
from these ordinary relationships, it gains new meaning, since this detachment allows for
insertion into another circulation, one in which the object is allowed to stand in for something
else, to ‘mean’ something else. Though, for the fetish, this meaning can only always fail, and
is desired exactly for its repeated collapse. Thus, the image of ‘political action’ as fetish becomes
a decoy, one which will always fall short in doing anything else than refer to itself as a incapable,
which is exactly what gives it ‘meaning’ (surplus value) on a market – market of course also
understood as a structure for circulating images.

Regarding the figure of loss, the question seems to be whether the images circulating via its
vacuum actually attempt closure (however much they might fail), or whether their undertaking
is different. I would like to suggest that through the relation described by the notions of gesturality
and speech act, the imaging carried out in the two above projects are not attempting closure
in the form of surrogate object, but rather are keeping the place of the lost vacated, inherently
vibrating between action and speech and action and body. Perhaps their organization is one
of melancholia, rather than fetishism?

Where the fetish always ‘stands in the way’ of understanding what has been lost (because it
tries to replace it, to cover it), melancholia is a closely related figure which similarly describes
a mourning of a loss, but a loss which – according to Freud – does not project itself onto an
object of replacement. Rather, it is a mourning of an unidentifiable absence which becomes
on the one hand generalized to the world as such, and on the other hand turns the mourning
subject itself into the lost object. Where fetishism describes a mourning of a loss by constant
replacement, melancholia maintains the place of the lost open.

“we”

Following Agambens notion of cinema, its circulation of images can be seen as an attempt to,
at the one hand reclaim and on the other hand record, a loss of a gesture. The question we of
course cannot help asking cinema – hereunder indeed also the versions of cinema presented
by the two described art projects – is what gestures we are loosing, or describing as lost,
here? That of the “city” – or polis – as ordering device for the saying of “we”? That of the
“people” as organizing projection? That of the “we” as plot or imaginary? Of course, the nature
of melancholia tells us that as well as we will not be able to fully know this – it is even unsure
whether they are in fact lost in the first place. However, it seems clear that what is at stake is
the “we” described by the two projects; the “we” which we can only perhaps glimpse in its
curious position between gesturality and performative speech: The “we” that marks a hitching
of the two; a joint between the saying and the doing; between utterance, action, language and
body.

If the absence – the lost which was never there – is to be found in the vicinity of this “we”; a
“we” not constantly replaced by a surrogate and thus repeatedly tied into an object, but rather
a “we” which – through the geometry of melancholia – is turned at the same time out towards
the world as such, out between objects and bodies, but also into the subject itself, the self
becoming that which is lost – then this experience of loss is perhaps exactly a loss of self-as-
singular, and points towards that self of the “we” which was described earlier, the “we” which
carries with it an absent choir embedded in its gesture: impossible, yet attempted appropriated
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Is today’s working class subaltern? Or, to paraphrase the title of Gayatri Spivak’s notorious
text: “can the working class speak?” At first glance, this question is shocking. At second
glance, it seems misplaced. Can one really say that the working class faces the kind of
radical exclusion from social representation that the notion of subalternity suggests? In the
light of the worldwide spread of social democracy, and its countless trade unions and labor
organizations, the question sounds paradoxical and even somewhat crazy. What does it
mean to claim that today’s working class is silent?

Cut to a different scene. “Tout va bien,” a film by Jean-Luc Godard and Jean-Pierre Gorin
from 1972, shows an interview with a worker in an occupied sausage factory. Jane Fonda
plays an engaged reporter who has sympathy for the female workers there and wants to
confront the public with the conditions of their lives. The interview, however, is presented in
an unusual form: we see the interview taking place, but hear a voiceover of another
worker’s inner speech as she observes from the sidelines, thinking that the interview will
present the public with a yet another set of stereotypes, and indicating that social reporting
is just a cliché, an excuse for keep ignoring the workers as “victims.” Godard and Gorin
make it abundantly clear: no matter how hard the Jane Fonda character tries to amplify the
female worker’s voices, she will never succeed. She is up against the cumulative force of
discursive clichés. The more she wants to let the workers have their say, the louder their
silence becomes.

In an interview [1], Godard sums up the problem: to let the workers speak for themselves
or to involve them in the production of the film hardly means to really let them have their
say. What they actually say is not as important as what people hear, and in the media, no
one hears the workers. When an engaged mediator like Jane Fonda energetically tries to
help them, their silence only grows deeper. This is why Godard and Gorin frame the
interview-scene as the paradox of eloquent muteness. Can the worker from “Tout va bien”
speak? Even when she says something, the sound of her voice is missing. But is this a
sign of her subalternity?

An Involuntary Translat ion

The connection between the working class and subalternity has not simply been plucked
out of thin air. Legend has it that Gramsci, who was to give the term its political definition,
started using it in 1934-35 as a replacement for the proletariat in order evade the prison
censors. This is how the term “subaltern,” which actually means “of lower rank,” found its
way into the vocabulary of political theory. Gramsci was generally referring those groups of
society that were subject to the hegemony of the ruling classes. But in particular, his use of
the term also extends to the peasant classes of the peripheral South that had never been
integrated into the Italian nation. These groups had not unified in themselves, and seemed
excluded from social representation. The subaltern did not speak the language of the
nation; they could not communicate with it, and thus failed to become part of it. Moreover,
lacking any common language, every subaltern group remained alone. Unlike the worker’s
movement of the time, which had developed an intelligible international language in order
to constitute itself as a political subject, the subaltern was still in shards.

Trans la t i on  as  t rans - l a t i o

However, the full potential of subalternity only emerged in the course of what has been
called globalization. With the integration of world markets, the periphery itself has been
displaced. In the bel-étages of the metropolis, people think that the assembly line from
Charlie Chaplin’s classic “Modern Times” has disappeared, but this is an illusion. Instead, it
has only exploded the factory, taking place in mines, fields, sleeping quarters and living
rooms, shopping malls, garages, and parking lots where day laborers stand around
waiting. It has flooded out into the world, producing countless new subaltern groups on an
industrial scale.

“Tout va bien” shows us exactly this moment of rupture. As the energies of the May revolt
ebb and the movement loses impetus, the film is brave enough to claim that the defeat of
68 actually contains the seeds for the emergence of post-Fordist labor instead of frantically
clinging to an orthodox notion of the proletariat, automatically marching forward to victory.
The cheerful pessimism of this approach makes far more sense than the desperate
optimism that pervaded on the left in the 1970s, as it went into denial. “Tout va bien,” on
the contrary, recognizes the signs of the approaching future. It shows us the factory’s
displacement into homes, studios, supermarkets, and souls.

In 1972, Gilles Deleuze and Michel Foucault were on the side of the optimists. How do
these new working populations articulate themselves? No problem, Foucault answers. The
working class is very good at articulating itself through action.  [2] “Tout va bien” is not
alone in claiming that this actually might not be the case. Gayatri Spivak accuses Deleuze
and Foucault of taking on the role of condescending experts precisely because they want
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to let the oppressed “speak for themselves.” This accusation may seem paradoxical at first,
but becomes quite clear in any deeper reading. In the dialogue itself, the “speaking-for-
themselves” of the others is represented by two intellectuals. This situation is a little like
the scene from “Tout va bien,” though it takes place under different auspices. The workers
are supposedly “speaking for themselves,” but we don’t actually hear anything; the expert
commentary voiceover blocks them out. The experts become ventriloquists for
underprivileged groups, pretending that they themselves are not there at all.

Like Godard and Gorin, Gayatri Spivak is asking how the excluded could speak. Is it
enough to figuratively hold a microphone in their faces? This is more than doubtful,
because in public the traces of the subaltern are inevitably distorted and deformed. But
how else can such subjectivities articulate themselves? That’s the point: not at all. The
voice of the subaltern, according to Spivak, resists reconstruction in principle, especially
when it is female. The subaltern do not speak and especially not “for themselves.” The
same thing is clear to Godard and Gorin in  “Tout van bien:” it is not the democratization of
representation that is at stake here, but its proletarianization!

Aut ist ic  Monads

Nevertheless, the principle of “speaking for themselves” defined micropolitics throughout
the 1980s-90s. The collapse of the socialist state also broke the jargon that the language
of the international worker’s movement had become. Since then, we see ourselves
confronted with a multiplicity of political movements and demands that cannot be translated
into one another. Their absolute majority rests upon specific cultural or national identities. A
common language of emancipation independent of identity has moved into the far-off
distance.

In this speechlessness, one thing has become especially unspeakable, namely solidarity
beyond identity. It is as if the dominant order no longer rests upon the exclusion of the
others, but upon the radical denial of their possible equality. Even when the demand for
equality is articulated as clearly as possible, it is swallowed by a hegemony that has
refined diversity into a imperial technique of power. It is solidarity itself that has become
subaltern today because there is no language in which it can be articulated intelligibly.

As Peter Hallward has argued, there is a general tendency to neglect the issue of equality
in so-called post-colonial studies, so that their insistence on diversity lead into a dead end.
[3] The conception of a multiplicity of singular subjects, all of which are  incommensurable
to one another or  at least act that way, generates an autistic universe. Faced with these
developments, Alain Badiou drew the fiat conclusion that the problem was no longer
difference, but the continuing lack of equality. [4]

At this point, we can return to our initial question: is today’s working class subaltern? The
answer is: which working class? There is no global working class today, and there is no
certainty as to whether it existed at all. As in Spivak’s definition of subalternity, it is
fractured and heterogeneous, speaks no common language, and can hardly translate itself.
If its components have something in common, this has yet to find its expression, other than
in the depleted commonplaces of those worker’s bureaucracies that are really no more
than national-social lobbies. What we perceive as their “speaking for themselves” is really
little more than “lip synch” by “experts.”

In a global context, today’s working class is just as subaltern as the peasants of Southern
Italy were once. Contemporary capitalism’s flexible production chains set people into a
relation that goes beyond any national boundary. But how can they articulate their
commonalities? How do working women and men speak to one another across the gaping
chasm of the international division of labor? “Tout va bien” shows us that anything we
might hear today are their silent thoughts. We should place our trust in its cheerful
pessimism rather than in some shouted slogan, and first learn to listen carefully.

1. In the film “La politique et le bonheur” (1972)
2. Michel Foucault, Gilles Deleuze: „Intellectuals and power”. Online: http://
slash.autonomedia.org/article.pl?sid=03/01/13/0056200. First published in a special issue
of L’Arc (No. 49, pp. 3-10)
3. Peter Hallward, Absolutely postcolonial. Writing between the Singular and the Specific,
Manchester / New York: Manchester University Press 2001.

4. Alain Badiou, L’Ethique. Essais sur la conscience du mal, Paris: Hatier 1993.

Hito Steyrl is an art critic and artist who makes political films. She lives in Berlin.

translated from German by David Riff

ßâëÿåòñÿ ëè ñåãîäíÿ ðàáî÷èé êëàññ ïîä÷èíåííûì? Èëè, åñëè ñôîðìóëèðîâàòü ýòîò âîïðîñ

òàê, êàê ýòî äåëàåò Ãàéàòðè Ñïèâàê â ñâîåì èçâåñòíîì òåêñòå: «Ìîæåò ëè ðàáî÷èé êëàññ

ãîâîðèòü?»  Íà ïåðâûé âçãëÿä ýòî âîïðîñ øîêèðóåò. Íà âòîðîé âçãëÿä îí êàæåòñÿ

íåóìåñòíûì. Íåóæåëè äåéñòâèòåëüíî ìîæíî óòâåðæäàòü, ÷òî ðàáî÷èé êëàññ ñòîëêíóëñÿ ñ

òåì òèïîì ðàäèêàëüíîãî èñêëþ÷åíèÿ èç ñîöèàëüíîé ðåïðåçåíòàöèè, êîòîðûé ïðåäïîëàãàåò

ïîíÿòèå ïîä÷èíåííîñòè? Â ñâåòå ïîâñåìåñòíîé ðàñïðîñòðàíåííîñòè ñîöèàë-äåìîêðàòèè ñ

åå áåñ÷èñëåííûìè ïðîôñîþçàìè è òðóäîâûìè îðãàíèçàöèÿìè, äàííûé âîïðîñ çâó÷èò

ïàðàäîêñàëüíî è äàæå îò÷àñòè áåçóìíî. ×òî ýòî çíà÷èò – ïðîâîçãëàøàòü ñåãîäíÿ, ÷òî

ðàáî÷èé êëàññ ìîë÷èò?

Îáðàòèìñÿ ê ïðèìåðó èç äðóãîé îáëàñòè. «Âñå õîðîøî», ôèëüì Æàíà-Ëþêà Ãîäàðà è Æàíà-

Ïüåðà Ãîðèíà 1972 ãîäà, ðàññêàçûâàåò îá èíòåðâüþ ñ ðàáî÷èìè íà çàíÿòîì èìè çàâîäå.

Äæåéí Ôîíäà èãðàåò ñèìïàòèçèðóþùóþ èõ áîðüáå è èì ñàìèì æóðíàëèñòêó, êîòîðàÿ õî÷åò

ïîçíàêîìèòü îáùåñòâåííîñòü ñ óñëîâèÿìè æèçíè ðàáîòíèö íà çàâîäå. Èíòåðâüþ, îäíàêî,

ïîêàçàíî â íåîáû÷íîé ìàíåðå: ìû âèäèì èíòåðâüþ, íî ñëûøèì çà êàäðîì ãîëîñ äðóãîé

ðàáîòíèöû, íàáëþäàþùåé èíòåðâüþ ñî ñòîðîíû è ðàçìûøëÿþùåé î òîì, ÷òî èíòåðâüþ

ïîêàæåò ëþäÿì âñåãî ëèøü äðóãîé íàáîð êëèøå, êîòîðûé ïîçâîëèò ïî-ïðåæíåìó

èãíîðèðîâàòü ðàáî÷èõ êàê «æåðòâû». Ãîäàð è Ãîðèí äåëàþò ïðåäåëüíî ÿñíûì ñëåäóùåå –

êàê áû íè ñòàðàëñÿ ïåðñîíàæ, êîòîðîãî èãðàåò Äæåéí Ôîíäà, ïîçâîëèòü çâó÷àòü ãîëîñàì

æåíùèí-ðàáîòíèö, åìó ýòî íèêîãäà íå óäàñòñÿ. Îí íàõîäèòñÿ ïîä âëàñòüþ ñîâîêóïíîé ñèëû

äèñêóðñèâíûõ êëèøå. ×åì áîëüøå îí æåëàåò ïîçâîëèòü ðàáî÷èì âûñêàçàòüñÿ, òåì

îãëóøèòåëüíåå ñòàíîâèòñÿ èõ ìîë÷àíèå.

Â îäíîì èç èíòåðâüþ [1] Ãîäàð òàê ïîäûòîæèâàåò ïðîáëåìó: ïîçâîëèòü ðàáî÷èì ãîâîðèòü

ñàìèì èëè âîâëå÷ü èõ â ïðîöåññ ñîçäàíèÿ ôèëüìà åùå íå îçíà÷àåò äàòü èì ãîëîñ. Íå òàê

âàæíî ÷òî îíè ãîâîðÿò, âàæíåå ÷òî ëþäè ñëûøàò; è â ìàññ-ìåäèà íèêòî íå ñëûøèò ðàáî÷èõ.

Êîãäà ìåäèàòîð-ñèìïàòèçàíò, ïîäîáíûé ãåðîèíå Äæåéí Ôîíäà, âñåìè ñèëàìè ïûòàåòñÿ

ïîìî÷ü èì, èõ ìîë÷àíèå ñòàíîâèòñÿ òîëüêî ãëóáæå. Âîò ïî÷åìó Ãîäàð è Ãîðåí ñòàâÿò ñöåíó

èíòåðâüþ êàê ïàðàäîêñ êðàñíîðå÷èâîé íåìîòû. Ìîæåò ëè ðàáîòíèöà èç ôèëüìà «Âñå

õîðîøî» ãîâîðèòü? Äàæå êîãäà îíà ÷òî-òî ãîâîðèò, åå ãîëîñ íå ñëûøåí. Íî ÿâëÿåòñÿ ëè ýòî

çíàêîì ïîä÷èíåíèÿ?

Â û í ó æ ä å í í û é  ï å ð å â î ä

Ñâÿçü ìåæäó ðàáî÷èì êëàññîì è ïîä÷èíåííîñòüþ íå áûëà âçÿòà èç âîçäóõà. Ñóùåñòâóåò

ïðåäàíèå, ÷òî Ãðàìøè, äàâøèé ýòîìó ïîíÿòèþ ïîëèòè÷åñêîå îïðåäåëåíèå, íà÷àë

èñïîëüçîâàòü åãî â 1934-35 ãã. êàê çàìåíó ïîíÿòèÿ «ïðîëåòàðèàò», äàáû îáìàíóòü

òþðåìíûõ öåíçîðîâ. Òàê êàòåãîðèÿ «ïîä÷èíåííûå», îçíà÷àþùåå «íèçêîå [ñîöèàëüíîå]

ïîëîæåíèå», âîøëà â ñëîâàðü ïîëèòè÷åñêîé òåîðèè. ×àùå âñåãî Ãðàìøè îáîçíà÷àë ýòèì

ïîíÿòèåì ãðóïïû îáùåñòâà, íà êîòîðûå ðàñïðîñòðàíÿåòñÿ ãåãåìîíèÿ ïðàâÿùèõ êëàññîâ.

Íî â ÷àñòíîñòè îí îáîçíà÷àë ýòèì ïîíÿòèåì è êðåñòüÿíñêèå ñëîè îòñòàëîãî Þãà, êîòîðûå

íèêîãäà òàê è íå áûëè èíòåãðèðîâàíû â èòàëüÿíñêóþ íàöèþ. Ýòè ãðóïïû ñàìè íå áûëè

åäèíû è ïðåäñòàâëÿëèñü èñêëþ÷åííûìè èç ñîöèàëüíîé ðåïðåçåíòàöè. Ïîä÷èíåííûå íå

ãîâîðÿò íà ÿçûêå íàöèè, îíè íå ìîãóò âñòóïèòü â êîíòàêò ñ íåþ, è ïîýòîìó íå ìîãóò ñòàòü

åå ÷àñòüþ. Áîëåå òîãî, íå îáëàäàÿ íèêàêèì îáùèì ÿçûêîì, êàæäàÿ ïîä÷èíåíàÿ ãðóïïà

îñòàåòñÿ â îäèíî÷åñòâå. Â îòëè÷èå îò ðàáî÷åãî äâèæåíèÿ òîãî âðåìåíè, êîòîðîå

âûðàáîòàëî ïîíÿòíûé ìåæäóíàðîäíûé ÿçûê â öåëÿõ êîíñòèòóèðîâàíèÿ ñåáÿ â êà÷åñòâå

ïîëèòè÷åñêîãî ñóáúåêòà, ïîä÷èíåííûå ïî-ïðåæíåìó îñòàþòñÿ ðàçðîçíåííûìè.

« Ï å ð å â î ä »  ê à ê  t r a n s - l a t i o

Îäíàêî âñå çíà÷åíèå ïîä÷èíåííîñòè ïðîÿâèëîñü òîëüêî â õîäå òîãî ïðîöåññà, êîòîðûé

ïîëó÷èë íàçâàíèå ãëîáàëèçàöèè. Ïî ìåðå îáúåäèíåíèÿ ìèðîâîãî ðûíêà, ïåðèôåðèÿ ñàìà

ñìåñòèëàñü. Â áåëüýòàæå ìåòðîïîëèè ëþäÿì êàæåòñÿ, ÷òî ñáîðî÷íûé êîíâåéåð èç
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Õèòî Øòåéðë - òåîðåòèê èñêóññòâà è õóäîæíèê, ñíèìàþùèé ïîëèòè÷åñêèå ôèëüìû,

æèâåò â Áåðëèíå

çíàìåíèòîãî ÷àïëèíñêîãî ôèëüìà «Íîâûå âðåìåíà» áîëåå íå ñóùåñòâóåò, íî ýòî èëëþçèÿ.

Ñîâñåì íàïðîòèâ – îí âûðâàëñÿ çà ïðåäåëû çàâîäà è òåïåðü ñóùåñòâóåò íà øàõòàõ, â

ïîëÿõ, â ñïàëüíûõ ðàéîíàõ è æèëûõ êîìíàòàõ, â ñóïåðìàðêåòàõ, ãàðàæàõ è íà ïàðêîâêàõ,

ãäå â îæèäàíèè ñòîÿò ïîäåíùèêè. Îí çàïîëîíèë ìèð, ñîçäàâàÿ áåñ÷èñëåííûå íîâûå

ïîä÷èíåííûå ãðóïïû â ïðîìûøëåííîì ìàñøòàáå.

«Âñå õîðîøî» ïîêàçûâàåò èìåííî ýòîò ìîìåíò ðàçðûâà. Â òî âðåìÿ êàê ýíåðãèÿ ìàéñêîãî

âîñòàíèÿ ïîøëà íà óáûëü è äâèæåíèå ïîòåðÿëî èìïóëüñ, ñîçäàòåëÿì ôèëüìà õâàòèëî

ìóæåñòâà ñêàçàòü, ÷òî ïîðàæåíèå 68 ãîäà íà ñàìîì äåëå ïîâëåêëî çà ñîáîé êðîìå âñåãî

ïðî÷åãî âîçíèêíîâåíèå ôåíîìåíà ïîñòôîðäèñòñêîãî òðóäà è ÷òî íå ñëåäóåò áåçäóìíî

äåðæàòüñÿ çà îðòîäîêñàëüíîå ïîíÿòèå ïðîëåòàðàòà, ìàðøèðóþùåãî â íàïðàâëåíèè

íåèçáåæíîé ïîáåäû. Áîäðûé ïåñèìèçì òàêîãî ïîäõîäà èìååò ãîðàçäî áîëüøå ñìûñëà, ÷åì

îòàÿííûé îïòèìèçì, ðàñïðîñòðàíåííûé ñðåäè ëåâûõ â 70-õ ãã., êîãäà îíè óâëåêëèñü

îòðèöàíèåì [î÷åâèäíîãî]. Â ôèëüìå «Âñå õîðîøî», íàïðîòèâ, óêàçàíî íà ïðèçíàêè

ïðèáëèæàþùåãîñÿ áóäóùåãî. Îí ïîêàçûâàåò íàì, ÷òî çàâîä ïåðåìåñòèëñÿ â äîìà, ñòóäèè,

ñóïåðìàðêåòû è â äóøè.

Â 1972 ãîäó Æèëü Äåëåç è Ìèøåëü Ôóêî áûëè íà ñòîðîíå îïòèìèñòîâ. Êàê ìîãóò ýòè

íîâûå ãðóïïû òðóäÿùèõñÿ àðòèêóëèðîâàòü ñåáÿ? Íåò ïðîáëåì, îòâå÷àåò Ôóêî. Ðàáî÷èé

êëàññ î÷åíü óñïåøíî àðòèêóëèðóåò ñåáÿ ïîñðåäñòâîì äåéñòâèÿ [2].  Ñîçäàòåëè ôèëüìà

«Âñå õîðîøî» áûëè íå åäèíñòâåííûìè, êòî óòâåðæäàë, ÷òî íà ñàìîì äåëå âîçìîæíî ýòî

âîâñå è íå òàê. Ãàéàòðè Ñïèâàê êðèòèêîâàëà Äåëåçà è Ôóêî çà âçÿòóþ èìè íà ñåáÿ ðîëü

ñíèñõîäèòåëüíûõ ýêñïåðòîâ èìåííî ïîòîìó, ÷òî îíè æåëàëè ïîçâîëèòü óãíåòåííûì

«ãîâîðèòü çà ñåáÿ».  Ýòî îáâèíåíèå ñïåðâà ìîæåò ïîêàçàòüñÿ ïàðàäîêñàëüíûì, íî

ñòàíîâèòñÿ ñîâåðøåííî ÿñíûì ïðè áîëåå âíèìàòåëüíîì ðàññìîòðåíèè. Â äèàëîãå êàê

òàêîâîì «ãîâîðåíèå-çà-ñåáÿ» îñóùåñòâëÿåòñÿ äâóìÿ èíòåëëåêòóàëàìè. À ýòà ñèòóàöèÿ

ñîâñåì íå ïîõîæà íà ñöåíó èç «Âñå õîðîøî», ïîñêîëüêó òàì äåëî ïðîèñõîäèò ïðè ó÷àñòèè

äðóãèõ ôèãóð. Ðàáî÷èå ïî âèäèìîñòè «ãîâîðÿò çà ñåáÿ», íî íà ñàìîì äåëå ìû íè÷åãî íå

ñëûøèì; êîììåíòàðèé ýêñïåðòà çà êàäðîì «âûìàðûâàåò» ýòó ðå÷ü. Ýêñïåðò ñòàíîâèòñÿ

÷ðåâîâåùàòåëåì óãíåòåííûõ ãðóïï, ïðåäñòàâëÿÿ äåëî òàê, êàê åñëè áû îíè çäåñü

îòñóòñòâîâàëè.

Ïîäîáíî Ãîäàðó è Ãîðåíó, Ãàéàòðè Ñïèâàê ñòàâèò âîïðîñ î òîì, êàê èñêëþ÷åííûå ìîãóò

ãîâîðèòü. Äîñòàòî÷íî ëè äëÿ ýòîãî ïîäíåñòè – îáðàçíî ãîâîðÿ – èì ê ëèöó ìèêðîôîí? Ýòî

áîëåå ÷åì ñîìíèòåëüíî, ïîñêîëüêó â îáùåñòâåííîé ñôåðå ñëåäû ïîä÷èíåíèÿ íåèçáåæíî

èñêàæàþòñÿ è äåôîðìèðóþòñÿ. Íî êàê åùå ýòè ñóáúåêòû ìîãóò âûðàçèòü ñåáÿ? È ýòî

ñàìîå ãëàâíîå – íèêàê. Ãîëîñ ïîä÷èíåííûõ, ñîãëàñíî Ñïèâàê, íå ïîääàåòñÿ ðåêîíñòðóêöèè

â ïðèíèïå, îñîáåííî åñëè ýòî æåíùèíû. Ïîä÷èíåííûå íå ãîâîðÿò, è òåì áîëåå íå ãîâîðÿò

«çà ñåáÿ». Ýòî ÿñíî Ãîäàðó è Ãîðåíó âî «Âñå õîðîøî»: íå äåìîêðàòèçàöèÿ ðåïðåçåíòàöèè

ñòîèò çäåñü íà êîíó, à åå ïðîëåòàðèçàöèÿ!

À ó ò è ÷ í û å  ì î í à ä û

Òåì íå ìåíåå, ïðèíöèï «ãîâîðåíèÿ-çà-ñåáÿ» îïðåäåëÿë ìèêðîïîëèòèêó íà ïðîòÿæåíèè

1980-90-õ. Êîëëàïñ ñîöèàëèñòè÷åñêîé ñèñòåìû òîæå âíåñ âêëàä â ðàçðóøåíèå æàðãîíà,

êîòîðûé ñòàë ÿçûêîì ìåæäóíàðîäíîãî ðàáî÷åãî äâèæåíèÿ. Ñ òåõ ïîð ìû íàõîäèìñÿ â

ñèòóàöèè ìíîæåñòâåííîñòè ïîëèòè÷åñêèõ äâèæåíèé è òðåáîâàíèé, êîòîðûå íå ñâîäèìû ê

åäèíîìó ÿçûêó. Àáñîëþòíîå áîëüøèíñòâî èç íèõ îñíîâàíû íà ñïåöèôè÷åñêèõ êóëüòóðíûõ

èëè íàöèîíàëüíûõ èäåíòè÷íîñòÿõ. Îáùèé ÿçûê îñâîáîæäåíèÿ, íåçàâèñèìûé îò

èäåíòè÷íîñòè, ñòàë ÷åì-òî ÷ðåçâû÷àéíî äàëåêèì.

Â óñëîâèÿõ ýòîé ïîòåðè [îáùåãî] ÿçûêà îäíà âåùü ñòàëà îñîáåííî ðåäêî

ïðîãîâàðèâàåìîé, à èìåííî ñîëèäàðíîñòü ìåæäó èäåíòè÷íîñòÿìè – êàê åñëè áû

äîìèíèðóþùèé ïîðÿäîê ïîêîèëñÿ óæå íå íà èñêëþ÷åíèè äðóãèõ, íî íà ðàäèêàëüíîì

îòðèöàíèè èõ âîçìîæíîãî ðàâåíñòâà. Äàæå êîãäà òðåáîâàíèå ðàâåíñòâà âûðàæåíî

ìàêñèìàëüíî ÿñíî, îíî ïîãëàùàåòñÿ ãåãåìîíèåé, ñóìåâøåé ïðåâðàòèòü ìíîãîîáðàçèå â

òåõíèêó èìïåðñêîé âëàñòè. Ñàìà ñîëèäàðíîñòü ñòàëà ñåãîäíÿ ïîä÷èíåííîé, ïîñêîëüêó íå

ñóùåñòâóåò ÿçûêà, íà êîòîðîì îíà ìîãëà áû ïîëó÷èòü âðàçóìèòåëüíóþ àðòèêóëÿöèþ.

Êàê îòìå÷àë Ïèòåð Õîëëóîðä, â òàê íàçûâàåìûõ ïîñòêîëîíèàëüíûõ èññëåäîâàíèÿõ

ñóùåñòâóåò îáùàÿ òåíäåíöèÿ ïðåíåáðåãàòü ïðîáëåìàòèêîé ðàâåíñòâà, òàê ÷òî èõ

âíèìàíèå ê ìíîãîîáðàçèþ îñòàåòñÿ áåñïëîäíûì [3]. Êîíöåïöèÿ ìíîæåñòâåííîñòè

ñèíãóëÿðíûõ ñóáúåêòîâ, êàæäûé èç êîòîðûõ íåñîïîñòàâèì ñî âñåìè äðóãèìè, èëè, ïî

êðàéíåé ìåðå, îíè âåäóò ñåáÿ òàê, êàê åñëè áû áûëè íåñîïîñòàâèìû, ïðèâîäèò ê

àóòè÷åñêîé âñåëåííîé. Àëåí Áàäüþ, ãîâîðÿ î òàêîì ïîëîæåíèè äåë, ñäåëàë

íåäâóñìûñëåííûé âûâîä î òîì, ïðîáëåìîé ñåãîäíÿ ÿâëÿåòñÿ íå ðàçëè÷èå, íî

ïðîäîëæàþùàÿñÿ íåõâàòêà ðàâåíñòâà [4].

Òåïåðü ìû ñíîâà ìîæåì âåðíóòüñÿ ê èñõîäíîìó âîïðîñó: ïîä÷èíåí ëè ñåãîäíÿ ðàáî÷èé

êëàññ? Îòâåò áóäåò òàêîâ: êàêîé èìåííî ðàáî÷èé êëàññ? Ñåãîäíÿ áîëåå íå ñóùåñòâóåò

ìèðîâîãî ðàáî÷åãî êëàññà, è íåò íèêàêîé ÿñíîñòè â âîïðîñå ñóùåñòâóåò ëè îí âîîáùå.

Ñîãëàñíî îïðåäåëåíèþ ïîä÷èíåííîñòè, äàííîìó Ñïèâàê, îí ðàçäðîáëåí è ãåòåðîãåíåí, íå

ãîâîðèò íà îáùåì ÿçûêå, è îäíè åãî ãðóïïû ñ òðóäîì ïîíèìàþò äðóãèå. Åñëè åãî ðàçíûå

÷àñòè èìåþò íå÷òî îáùåå, âûðàæåíèå ýòîé îáùíîñòè åùå äîëæíî áûòü íàéäåíî, ïîòîìó

÷òî ýòîìó íå ìîãóò ñëóæèòü çàòåðòûå áàíàëüíîñòè ðàáî÷åé áþðîêðàòèè, êîòîðàÿ ñåãîäíÿ

ÿâëÿåòñÿ íå áîëåå ÷åì íàöèîíàëüíî-ñîöèàëüíûì ëîááè. Òî, ÷òî ñåãîäíÿ êàæåòñÿ

«ãîâîðåíèåì çà ñåáÿ» ýòèõ ãðóïï, íà ñàìîì äåëå íå áîëåå ÷åì «ôàíåðà» çàïèñàííàÿ

«ýêñïåðòàìè».

Â ãëîáàëüíîì ìàøòàáå, ñåãîäíÿøíèé ðàáî÷èé êëàññ òàêæå ïîä÷èíåí, êàê êîãäà-òî

êðåñòüÿíå þãà Èòàëèè. Ñåãîäíÿøíèå ãèáêèå ïðîèçâîäñòâåííûå öåïî÷êè êàïèòàëèçìà

ñòàâÿò ëþäåé â îòíîøåíèÿ, êîòîðûå âûõîäÿò çà ëþáûå íàöèîíàëüíûå ðàìêè. Êàê ëþäè

ìîãóò àðòèêóëèðîâàòü ñâîþ îáùíîñòü? Êàê ðàáî÷èå è ðàáîòíèöû ìîãóò ãîâîðèòü äðóã ñ

äðóãîì ÷åðåç çèÿþùèå ðàçðûâû ìåæäóíàðîäíîãî ðàçäåëåíèÿ òðóäà? Ôèëüì «Âñå õîðîøî»

ïîêàçûâàåò, ÷òî âñå ÷òî ìû ìîæåì ñëûøàòü ñåãîäíÿ – ýòî èõ íå âûñêàçàííûå âñëóõ ìûñëè.

Ìû äîëæíû äîâåðÿòü íå ãðîìêèì ëîçóíãàì, à áîäðîìó ïåññèìèçìó ôèëüìà «Âñå õîðîøî»

è, ïðåæäå âñåãî ìû äîëæíû ó÷èòüñÿ âíèìàòåëüíî ñëóøàòü.
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