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Aprem Maryn — Anexcanap Crwpan — Jimutpnii Bunenckuii | Pasrosop o nmoTeHyanbHoCcTAX, o chne W Geccnnn

JAmutpuii Bunenckuii: MHe kaxkercs, 4yTo, HAUMHAs JUAJIOT O «IOTEHLIHAIBHOCTSIIX»,
HEeoOXOIMMO ceIaTh YeTKYI0 OTCBUIKY K Hallell COBpEMEHHOCTH M OTBETUTH Ha BOIIPOC O TOM,
KaKHe MOTEHIIMAIFHOCTH 3aPOXK/IAIOTCS ceiiuac — B MOMEHT, KOTOPBIH MBI OXapaKTepHU30BaIH B
MPOLIJIOM HOMEPE Halllel ra3eThl Kak BpeMs peakuuu. Kak oka3anoce u3 oOIIeHHs ¢ LEeNbIM
psioM Jironeld, kak B Poccun, Tak u 3a ee npenenaMu, OONBITNHCTBO COOSCETHUKOB NPEOBIBAIOT B
COCTOSIHUM Pa304apoBaHUs, TOBOPAT O CBOEHl 1€30PUEHTUPOBAHHOCTH, MeIaHXoNMuH. To ecTh
MHOTHE U3 TeX, KTO €llie HeJJaBHO ObLI MOJIOH HAJEXK ], Mepesl KeM, Ka3alloch, OTKPBIBAIOCH HOBOE
0JIe BO3MOXKHOCTEH, cefuac OIIyIaloT Bce OOJIbIINE OrpaHHYEHHs, HEBO3MOXXHOCTh
aKTyaJIM3HMPOBATh CBOIO MOTEHIMAIBHOCTG. J{J11 MEHSI Ba)KHBIM BHYTPEHHUM OIIBITOM, KOT/A 5
SCHO OCO3HAJI OTPaHMYEHHOCTh HAIIETo JBIDKEHUs, CTal MPOBaJl MOOMIN3ALUH K KOHTP-CAMMHTY
B [letepOypre. Bce ypoBHM ONmo3uiiy mokasaiy TOrIa CBOKO MOJIHYI0 HECOCTOSTENHHOCTS.
[onsTHO, 9TO y BCEX OMYCKAIOTCS PYKH, BCE TyMAIOT: Hy JIaJHO, 3aiiMyCh CBOUMH AEIaMH,
Kapbepoii, Oyay neHbru 3apaldaTbiBaTh, ceMbI0 o0ecrneunBaTh. KTo-T0 B OyAau3M YXOOUT, KTO-TO B
HpaBoOCJIaBHe, KTO BO Bce pa3oM. OMSTh MBI BUIUM TTObEM KaKHX-TO 930TEPHUECKHX MPAKTHK. 1
BO3HHUKAET BOIPOC: €CIIH MBI Bce Ooiee u Oosee TMMUTHUPOBAHBI B aKTyaJIM3alliH CBOUX JKEIAHUH
Y BO3MOXKHOCTEH, TO Kak BCe-Takd (popMHUpyeTcs Hallla MOTEHIHAIbHOCTh, KOTOPas, KakK s
MPOIOJDKAI0 HANESATHCS, B ONPEETICHHBI MOMEHT MOXKET OBITh aKTyaJIM3UpPOBaHa XOJI0M
HCTOPHUYECKOTO Tporecca?

370 A4 MEHs 3TO LEHTpanbHasa npobiaeMa. M a1t MeHs 04eBUIHO, YTO €IMHCTBEHHOE, YTO
MOXXET 00J1a/laTh MTOTEHIIUAIIOM, 3TO «KHUBOH Tpym», living labor, To, yro Herpn
MPOTHBOIIOCTABIISIET «TOJION Kn3HM» AramOeHa. Y Herpu 3T0 Takast BUTAIUCTCKAss KOHIIEIINS:
BOT, €CTh BJIACTb TPY/a, )KUBOH TPy, KOTOPBI CIOCOOEH K H300PETEHHUIO, B TOM YHCIIE
HOJIMTHYECKOTO. DTO ¥ €CTh IOTEHIHAIBHOCTh, KOTOPasi MOXKET aKTyaln3upoBarhcs. [Tapamokce
e POCCUIICKON CHTyalllH, MHE KaXKeTCsl, B TOM, YTO y Hac TPyA UCTOPHIECKU COBEPIICHHO HE
MPOIYKTUBHBIN — TO 3TO pabCKUil Tpya, TO ele kakoil-ro. U y Tpyaa 3nech HeT HUKaKoro
JOCTOMHCTBA, OH HE yBaXkaeTcs. Sl CTaBIIIO 37€Ch MHOTO BOIIPOCOB: oueMy B Poccun Tpyn
JEWCTBUTENHEHO HAXOAUTCS B HEMPOAYKTUBHOM, YHU3UTEIFHOM COCTOSIHUH, U OTHOIIEHUE K HEMY
B obmiecTBe — HeratuBHoe? ['py6o roBopsi, Tyulle He TPYIUTHCS, a BalIATh Aypaka. To ecTh Tpyn,
37echk He 0CBOOOXKaeT, a SIBHO TOJIBKO ropaboiaet. U orciona k Hemy Takoe npespenue. Cyas 1o
MOCJIETHAM COIHOJIOTHYECKUM OIIPOCaM, JIIONH PAacCMaTpPUBAIOT TPYJ Kak criocob 3apaboTaTsh
neHer, He 6onee Toro. OmATh ke, YTO MbI BUIEJIU B NepecTpoiiky? HeBeposTHBIN moTeHIHaM,
Bpojie OB 0CBOOOXKAECHHBIH CHATHEM aIMHHHUCTPAaTUBHBIX O0aphepoB — TOIZA BeIb €Il Ha paHHen
CTaJU1 BBEIH BIIOJHE NMPHEMIIEMOE 3aKOHOAATENLCTBO O HAPOAHOM HPEANPHATHH, IO KOTOPOMY
nr000€ NpenpHATHE MOITIO CTaTh HAPOJHBIM — 3TUM HUKTO HE BOCIOJIb30BAJICS, SKCIIEPUMEHT HE
TOIIEeJT ¥ STOT MOTEHIMAa BOooOIe He ObUT peann30BaH.

Aunexcanap Ckuaan: B pycckom si3pike «pabotay, «pabounii» u «pabd» — OAHOKOPEHHbIE CIIOBA.
Pabota Gecco3HaTenpHO acCOLMUPYETCs C pabCTBOM, a TPy — ¢ HAOMBIIMMH OCKOMHUHY
JIO3yHI'aMH COBETCKUX BpeMeH Bpoje «Mup. Tpyn. Maii» u ¢ «TpynHocTbio». M 310 He nmpocTo
CMEKYIATHBHAs STUMOJIOTHS, HCTOPUYECKH TpyJ B Poccuu — 71 GONBIIMHCTBA HACENEHUS —
Bceraa ObUT OHEBOJIBHEIM. 1 coBeTCKuil mepron TyT He MckiIroueHne. KoneuHo, ObUTH BCILUIECKH
HACTOSIIIIETO TPYIOBOTO 3HTy3Ha3Ma (TIepBast MATHIIETKA, HHIYCTPUAIN3aIHs, OCBOCHHUE
LEJHHBI...), HO Tpareaus B TOM, YTO MJIOJbI 3TOTO 3HTy3Ha3Ma MPHUCBANBAIICH TOCIIOACTBYIOLUIUM

KJIacCOM, MapTHOMEHKIaTypoil. OTciona U 3HaMEHHUTBIE CTPOKH NP0 COBETCKHH repd: «Xodems —
JKHH, a XO4ellb — Ky#H, / Bce paBHO momy4uib Xyi». S y’K He TOBOPIO O TPYHAOBBIX JIarepsx
Beelt cucreme ['YJIAT@a, rae Tpya OblI NPOKISATHEM. .. DTO 6€3yCIOBHO HAJOXUIO CBOM
ornevaTok. Ceifuac, KOHEYHO, BCE OOCTOMT HE COBCEM TaK (IJIsl OIPEENIEHHOTO YHCIIa
n30paHHbIX), HO ITyOMHHAS TICUXO-UCTOPHYECKasi MaTPHIA IPOOKAET CKAa3bIBAaThCS, KaK
MPOAOJIKAIOT CKa3bIBATHCS U JPYTHE — BOCXOSIINE K 3MOXE «IOMOCTPOS», «IOJATeN» U «ToAaw»
C KHSDKECKOTO cToJIa — CTPYKTYpHl. COJIIaTHKOB B apMUM JI0 CHX MOP O(QHIEPHl HCHIONB3YIOT KaK
OecrutatHyio pabcuiry; B TIOpbMax Jirobast paboTa — 3amaaino. A apMus ¥ TIOpbMa — 1B CaMbIX
«YECTHBIX» CIIETIKA C Hallero oOIecTRa.

Ho 51 6561 X0TeN OTTOIKHYTHCS OT TBOETO (MIIbMa 0 KOHTp-caMMuTe. Ha mepBEIi B3mIsia, HUYEro
KpOMe pa304apoBaHMs U Medaau He BO3HHUKaeT. [lonHast pe3suHbsnNs, MOIHAS HECIOCOOHOCTh
MOOMIN30BATLCS U YTO-TO NMPeANpuHsTh. Ho ¢ Apyroit cTOpoHbI, Tl 3HAEIIb, s CTall AyMarTh,
KaKOH M3 3TOTO OIIbITAa MOXKHO BBIHECTH YPOK, W TPHIIEN K BEIBOJY, YTO HE BCE TaK YK Ie4abHO.
B ToM cMmBICe, 9TO 3TOT OIBIT pa304apOBaHMS BaXKEH, IOTOMY YTO OH IOATBEPKAAET MBICID
banbio 0 TpaAMIMOHHBIX (hopMax MOOMIM3ALNM U OPraHU3aLUK PEBOJIIOLIMOHHOTO AeHCTBUS,
TaKUX Kak MapTHs WIN JaXe IBIDKCHUE: BEPOSITHO, OHU AEHCTBUTENILHO M3KHIH cebst. (CM. ero
HHTEPBBIO O «POTOBOH MAEHTUYHOCTH pabodero Kiaccay.) JIOCTHIIH, Kak OH BBIpPaXKaeTcs,
npezena HachleHus. [1oaToMy raBHas 3aja4a CErojiHs — HalTU COCOOBl CO3/]aHMsI HOBBIX
¢dopm. (KoneuHo, y Banpro 910 3aBsS3aHO ¥ HAa KPUTHKY MHOXKECTB, KOTOPEIE OH CUMTAET
MenKoOypXKya3HbIM ABM)KEHHEM, U sl BIXKY B €T0 KPUTHKE MHOTO cripaBeuiuBoro.) Orciona
CleyIoMHUH mar: MoXeT OBbITh HE TaK yX M IUIOXO0, YTO KOHTP-CAMMHT HPOBAJIUIICS, OH U JOJKEH
OBUT IPOBAIUTHCS, MTOTOMY YTO H3HAYAJILHO OBUI BCTPOEH B JIOTHKY, AUKTYEMYIO CHCTEMOH,
cammuToM bombpmoi Bocbmepku. To ecTh MoTydaeTcsi, 4T0 MPOTECTHBIE CHUIIBI JOJKHBI 3ePKaIUTh
3Ty JIOTHKY, OJCTPauBaThCs MOJ Hee, HaUMHAasi OT BpEMEHHU U MecTa nposejeHus G8 u
3aKkaH4YMBas MMoBecTKOW IHs. Kak B cepe KyabTypHOTO MPOU3BOJCTBA, MHE MPEICTABISETCS
Oosiee TIEPCIIEKTHBHBIM MCKATh aJbTepPHATHBHBIE MPOCTPAHCTBA M BBHICTPANBATh ATETEPHATUBHYIO
JIOTHKY, U300peTaTh COOCTBEHHbIE COOBITHS, HE IPUBS3bIBAs UX K TOMY, UTO yXKe NPEAIaracTcs
CUCTEMOM.

Teneps 51 mepexoxy KO BTOPOMY IyHKTY. B cBoem mHTEpBEIO ba/ibio TOBOPUT O BEPHOCTH IBYM
COOBITUSIM, HCTOPUYECKUM U OJJHOBPEMEHHO €r0 JTMYHOM XKU3HHU: O0pbOe MPOTUB KOIOHHATBHON
BOMHBI ¢ AyKkupoM B koHIe 1950-x 1 Mato 68-ro. A mbl, 31ech, B CoBerckom Coroze 1
MOCTCOBETCKOM Poccun, KakoMy COOBITHIO MBI JIOJKHBI XPAHUTh BEPHOCTH? DTO BaXXHO, HOTOMY
4TO B KAKOM-TO CMBICIIE 3TO OCh, BOKPYT KOTOPO# BBICTpauBaeTCs Halla uneHTudukanus. Ecau
3a7aThCsl 3TUM BOIIPOCOM, TO CTAHOBHTCSI CTPAIIHO, TIOTOMY YTO... XOPOIIO, HAaC 31eCh TPOe, U
MBI MOJKEM HOMBITAThCS IS Ce0sI OMPEETUTh 3TO COOBITHE, HO €CM Hac OyleT yxKe XOTs Obl
sATepo, 60I0Ch, Mbl HE CMOXKEM HaWTH HEUTO €MHOE, YTO Hac Obl 00beauHsI0. Het, abcTpakTHO
MBI MOXKeM cka3ath: OkTa0ps 1917 ronma, HO mpoGieMa B TOM, YTO 9TO He ObIIIO COOBITHEM
HAIIIEeTo JINYHOTO OMBITA, Hamlel ku3Hu. OIBIT mepecTpOHKH OBIT HACTONBEKO PA3HOPOIEH, UTO K
HEMy TPYAHO aleIMpoBaTh KaKk 4YeMyY-TO eMHOMY. Benb HauMHamack nepecTpoiika mox
JIO3YHTaMH «COLIMAJIM3Ma C YeJIOBEUECKHUM JINIIOM», «BO3BPAIICHHUS K JIEHHHCKHM HOpMaMm»,
JIEMOHTa)Ka CTAJIMHCKOTO Ka3apMEHHOTO OIOPOKPATHYECKOTO COLHAIN3Ma, HO yKe Jepe3 TOf-
MOJITOPa peyb MOoIlIa O AEMOHTaXe colManu3ma BooOie. M K KOHIy BOCBMUAECSTHIX 00IIECTBO
OBUIO UICOTOTHYECKH TOTOBO K pecTaBpaliy KallMTaJM3Ma, XOTs TOTIa 3TO TaK MPSIMO HUKTO He

Artiom Magun — Alexander Skidan — Dmitry Vilensky | A Conversation about Possibilities, about Power and Powerlessness

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, | 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, | 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 (frud), with Soviet-era slogans
(like Peace, Labor, May) that have left a bitter taste in our mouths, and with “difficulty” (frudnostiu).
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 16"-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.

| 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, | started to think about what lesson we could draw from this experience
and | 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; | 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. | 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.



0 TPyAe, 0 BEPHOCTH COObITHIO

Ha3bIBaJ, TOBOPHIIM CKOpee 0 CBOOOJHOM phIHKe. [ 1ie jke Toraa MpOXOANT reHepatbHas JTNHUS
Hamei BepHocTH? [IJ1 MeHsI 3TO ceifuac KapAWHAJIBHBIA BOTIPOC.

JI.B.: 3nech «BepHOCTH» baibio GJIM3KO MOXOMUT K MBICIH beHbSIMUHA: MBI IOJKHBI IOCTOSTHHO
OTJIS/IBIBAaThCA B MPOLLIOE, YTOOBI YBUAETH Oyaylee.

Aprem Maryn:: Tyt Hano yrounuts. ¥ benbsMuna u baapto coBepleHHO pa3Hble MO3ULMU B
OTHOIIECHUH Mponutoro. baasio mpeuaraet omuparscs Ha YTO-TO BaXKHOE M HYXKHOE, 4TO
HPOM3O0LIIO B MPOLIJIOM, U JABUraThCsl COOTBETCTBEHHO Jaiblue. A beHbIMHUH, HA000pOT, UILET B
MPOLIJIOM YTO-TO TOJAaBIEHHOE, YTO-TO, YTO HE MPOM30IILIO0, YTO MOTHOIIO0 M TOJBKO ceddac
npoceimaercst. M To cobsITre, KoTOpoe y bagpro mpoucxonut B mponuioM, y beHssamuna
NpoucxoauT ceifuac. To ecTh OHM 00a Ha MPOILIOE OIVISAABIBAIOTCS, HO C MPOTUBOMONOXKHBIX
HO3ULUH. .. DTO BayKHO I HAC B IOHUMAHUU NOTEHLUAIBHOCTH — TO JIM MOTEHLMAIbHOE 3TO
HMITYJIEC YE€TO-TO MO3UTHBHO CIIyYHBIIErOCs, CIYYaIOIIETrocsl — TO JIX OHO KaK pa3 He CIyIHIOCh
ele, 000pBaIoCh Ha MOYCIIOBE.

U BTOpO# MOMEHT, 0 KOTOpOM BBI ToBOpHI Canra: 6onbire GOpMBI OpraHU3aLUH yCTapelH,
OyzneM HMCKaTh aJbTepHATUBHEIE. Jla, 1 10 HEKOTOPOH CTETIeHH COINIACEH, YTO JIIOIH JODKHEI
UCKaTh B CBOEH JKU3HHU OIBIT KOJUIEKTUBHOCTH, CIIPAaBEUIMBOCTH, PACTYIIMH U3 UX MOBCEIHEBHOMN
»u3HU. Ho 4TO HOBOTO OHM TaM MOTYT HalTH? YXKe JABECTH JIET OHU HIIYT, U MBI Oojee-MeHee
3HaeM, YTO TaM MOXKHO HaiiTh. MoxHO HalTH, Kak y OysHa, Kakue-To (HOopMbI
CaMOYTIPaBIISIOIUXCS NPEINPHATHH, TO, YTO MapKkc ¥ DHrellbC KPUTUKOBAIH y YTONNYECKUX
COLIMAJINCTOB, MbITABIIMXCS IOCTPOUTh HEKHE OTIEIBHO B3SThle CIpaBeIIMBble MUpPBI. MoK 310 —
JUCCHICHTCKHE KPYXKKH, WU TTOXObI, 1 HE 3HAI0, KyXHH... TOXE albTepPHATHBHAS JKH3Hb.
MHorue CuuTaroT, 4YTO U3 ITUX KPY>KKOB POJMIACH NEPECTPOIiKa, IPaXJaHCKOE OOIIECTBO H T.J.
Hy, xopomo, a 4To MBI MOJKEM HOBOTO IpuayMars? Bexpb npobiema B TOM, YTO 9TH (POPMBI MOTYT
HOCHTH ¥ COBEPIIEHHO PEaKIMOHHBIN, YCKaMCTCKUH XapaKTep, OHX MOTYT OOMaHBIBATh, OBITH
WIUTIO3UEH HAJEkK/Ibl, YTO ThI JKHBEIIb aBTOHOMHO, @ Ha CaMOM JieJle 3T0 OyAeT 03Ha4aThb, YTO
YeJI0BeK — KOHQOPMHUCT B MOJIUTHIECKOH JKU3HU, OOBIYHEINH oTpebuTens. [lo Mepe Toro, kak
PEeTIpecCUpyrOTCSl BO3MOXKHOCTH MOIUTHIECKOTO JEHCTBUS, OyJeT Bce OoiblIe KPy>KKOB, BEPHETCS
COBETCKHUI ONBIT MHTUMHOH COIIMAIbHOM KPY>KKOBOM JKU3HH. DTO XOPOILIO, 3TO MPEKPACHO.
Bomnpoc B ToM, 4TO B 3TOM HOBOTO, BO-IIEPBBIX, & BO-BTOPHIX, HACTOIBKO 3TO MOXKET CIIy’KUTb
aNBTepHATUBOM?

A.C.: [IoHATHO, YTO B COBETCKHUE IO/IbI BCE 3TH KPYXKKU M KYXHU BO3HHMKAJIU UMEHHO I1I0TOMY, YTO
MMeJICsl KOHCEHCYC HETIPUSATHS CyIIecTByIomero nopsaka. Ceifuac Takoro KOHCEHCyca B
obuectse Het. {1 NonaBiIAoMero OONIbLIIMHCTBA JIFOAEH, KUBYLIMX HA OCTCOBETCKOM
MPOCTPAHCTBE, KaUTAIU3M, IyCTh U MOJ UMEHEM CBOOOIHOTO PHIHKA U NIPaB YeJIOBEKa, SBISIETCS
ONTUMAIBLHOM cucTeMoi. B 3TOM ke Best mpobiiema.

A.M.: CornaceH. Ho mockoibKy HaIll pekKUM IPOBOIUT 3Ty TOJUTHKY HEMOCIeI0BaTeNbHO,
OIIHO pYKOW OH MPOBOAMT CBOOOAHBINH PBHIHOK, a APYTOil — yCTpauBaeT aBTOPUTAPU3M, TO
00pa3oBaHHBIN KJacc MOYTH €IMHOAYIIHO ero He 1o0uT. He 1ro0uT, npu 3ToM 1ubo MuUpHUTCS ¢
HHUM, JTH0O HE MUPHTCS, TOJIOCYET, KaK MPaBHJIO, TPOTUB, WK BOOOIE HE TOIOCYET U PYTaeT.

about Faithfulness to the Event

00 aKTyann3auu (NOCT)COBETCKOrO OMbITa

A.C.: Ha moii B3msi1, 3T0 cBoeoOpa3Hoe xaHxkecTBo. [10ToMy UTO JIerko HaBeCUTh BCEX COOaK
Ha [lyTuHa, nepcoHanM3upoBaTh 3710, HO IPU 3TOM HE CTaBUTh MOJ BOMPOC caMy cuctemy. B
Poccun ceronmus 3Ta cucteMa o0beUHAET B cebe MPOTUBOMONOKHBIE HA MEPBBII B3I HOJIOCA:
C O/IHOM CTOPOHBI, CBOOOJHBIN PHIHOK, KalTUTAJIN3M, 9KCTa3 NOTpebIIeHns, a ¢ Ipyroi —
OIOPOKpaTHU3aIUsl ¥ MOHOIIOJH3AIIMS TOCYIapCTBOM MPOHU3BONACTBA. 1 00pa30BaHHEINA CIOH, O
KOTOPOM THI TOBOPHING, HE YCTPauBaeT UIMEHHO BTOPOH MOMIOC, OI0pPOKPATH3AIHS, B TO BpeMs
Kak KalmuTajJIn3M HX BIOJHE ycTpauBaeT. Ho maBaiite, Apy3bs, BCE-TaKu BEPHEMCS K BOIIPOCY O
BepHOCTH. O YeM MBI MOXKEM CKa3aTh: /a, ObUTO HeKoe obelaHue, OHO ObLIO MOry0OiIeHo, He
COCTOSIIOCH, U Cedac Mbl IOJKHBI €r0 MOJAXBATHTh U JIEKJIApHPOBATh 3TOMY COOBITHIO
BepHOCTH? Wi Takoro coObITHs y Hac HeT?

A.M.: Hy, st0 puropudeckuii Bonpoc. [ToHsITHO, 94TO 3TO 32 COOBITHE — 3TO MEpecTpoiika U To,
YTO 32 Hel mocaenoBano. ITo U ecTh coObITHE Mo banpio. Bo-mepBhIX — B OTBET HA TBOM BHIIIE
MPO3BYYABILINE 3aMEUaHUs O IPOTUBOPEUNBOCTU MEPECTPOHKU — JH000€ COOBITHE MOTAPU3YET
00IECTBO, OJ]HA YAaCTh OOIIECTBA €TI0 MOAXBAThIBAET, & APYTasi 3aHUMAET IPOTUBOMNOJIOKHYIO
no3uuuto. ITotom, 3T0 Beerga noxbeM HMEHHO MHOXKECTBEHHBIX CUJI, TPOTHUBOPEUUBBIX
TEH/IEHLUN, KOTOPbIE BIPYT, CIOBHO U3 HUYETO, IPOCHINAIOTCSA U CTAIKUBAIOTCA APYT C APYIOM.
Ho no mro60My MOSIBIISIETCS YTO-TO AEHCTBUTENIHFHO HOBOE, HEOIPEIEICHHOE.

Hame nokonenue BOCIpUHSIIO EPECTPOUKY, C OJHON CTOPOHBI, KaK LIaHC, KAK OTKPBITUE, a C
JPYToil — KaKk peaqn3alyio U aKTyaau3aluio JaBHO JeleeMbIX Haaex . Bo-nepBbiX, nosBiseTcs
4TO-TO JEHCTBUTEIBHO HOBOE, BOSHHUKIIO 110JIE€ HEONPEIEIEHHOCTEH, U Hallle TOKOJIEeHHE
BOCIIPHHAJIO 3TO KaK IIAHC, KaK OTKpBITHE. BO-BTOPBIX, IPOMCXOAUT peanu3alus, akTyalu3aus
JIaBHO JIEJIEEMBIX HaJIeXKJ]], KOTOpasl OCTaBJIAET JAaXe CaMble CMeJIble Halexk bl mo3anu!
Omymaercst ahdexT YucToi peanu3anuy, poXKIAIONIIKA pax, TyBCTBO BCECHINS, TOCHIOACTBA. ..
Pacter Momb... A B TO e BpeMs OIIyIIaeTCsl TPYCTh OT YHHYTOKEHHS BBIMOTHEHHBIX
BO3MOKHOCTEH M YHCTO SKCTEHCHBHOT'O, XOJIOCTOro MpHpocTa BIacTy. M 310 Kak pa3 1Ba
acrnekta coOblTus. M ecnu y baapto noguepkuBaeTcsi, 4To COObITHE (Ha KOTOPOE Mbl OIMPaeMCsl
B MIPOILJIOM) — 3TO HEKasl aKTyaJIbHOCTh, TO Y beHbsiIMMHA B NPOLUIOM NOJYEPKUBACTCSI IMEHHO
MOTEHIMANEHOCTD, IaHc. M Jluma B cBOEil peruimke o4eHb yIaqHO 3TO KOMOWHHPYET, TO €CTh
TaMm, Te aKTyaJbHOE COOBITHE, TaM ke, KaK HH CTPAaHHO, ¥ MOTeHIHaIbHOCTh. [loToMy uTO
aKTyaJIbHOCTh BCera ce0s MPEeBOCXOANT, Beerna OypiuT, BCEeraa TaM €CTh KaKHe-TO IIard,
KOTOpBIE HE OBUTH peai30BaHbI.

Benpb uto Takoe coObiTie? OHO OTKpBIBaeT O€CKOHEYHOCTh, O€CKOHEYHbIE BO3MOXHOCTH,
OGeckoHe4HyI0 MOIIb. M mapajgokc B TOM, 4TO 3Ta MOIIb O€CKOHEYHa, HO OHa OeCKOHEeYHa Ha
JIeHb, HA TOAI. A MOTOM 3Ta 6ECKOHEYHOCTh YXOIUT, U MBI TOBOPUM: KakK, 3TO ke Obl1a
6eckoneuHocTh! Kak oHa Mormma okoHUUTECS? MBI Bce 3TO 3HAaeM MO OIBITY TBOPUECTBA, KOTAA
HaM Ka)KeTCsl, YTO MBI MOXKEM CBEPHYTH TOpHI, HO BCEAa HACTYMAET Mpeaen GU3MIECKUX
Bo3moxkHOcTeil.[1o Banpio coObITHE 3aKpBIBaeTCs TOra, KOrna Thl €ro npenaems. B Toit mepe, B
KaKOH MBI — M HE TOJBKO MBI — [IOMHHM 3TO COOBITUE U OCTAEMCS BEPHBI EMY, HE B TOM CMBICIIE,
YTO MbI KJIIHEMCS €My, @ B TOM, YTO B CBOEH IOBCEIHEBHO JKU3HU BCE BpEMsl OTChUIAEM K
BO3MOYKHOCTSIM, OTKPBITBIM 9THM COOBITHEM. B 9TOM cMbIcie coObITHE HE 3aKOHYHMIIOCH, OHO
3aKOHUYHMJIOCH KaK IyOJIMYHO-MacCcOBOE SBIEHHE, IIOTOMY YTO OHO HE MOIIEPKHUBACTCS
CTPYKTYpaMH MacCOBOH KyJbTYPbI MM IPaKIaHCKOTO OOIIECTBA, HO OHO HE 3aKPBIIOCH Ha
YPOBHE HalIEro MOKOJICHUS.

the Actualisation of the (Post-)Soviet Experience

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 | 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. | 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: | 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. | can no longer interact with students because they don’t
understand the project that I'm appealing to, where it is that | 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.



dCKese

J.B.: Ho Benp ceromss, HeCMOTpsI Ha HAlly 3aMevYaTeNIbHYI0 BEPHOCTh BEPHOCTH, MTPOUCXOIUT

HapacTaromas «BapBapu3aLis» KU3HU. S yke He MOTy 00ImaThCs CO CTY/IeHTaMH, IIOTOMY 4TO

OHH He TIOHHMAIOT, K KaKOMy TPOEKTy s 00palliaiock, Ha UTo s opueHTHpoBaH. Okeil, y Halero

MOKOJICHHS €CTh 3TOT ONBIT COOBITH. HO MOsBHIOCH yke HOBOE MOKOJIEHHE MOJIOABIX JIFOIeH, Y
KOTOPBIX HET HUKOTO OIBITA COOBITUS, CKOPEE, €CTh ONBIT AaHTH-COOBITHS.

A.M.: Hy, 51 O8I 31€CH He TOBOpHII 000 Beex ckoroM. Ho mo moBoxy BapBapu3anuu s COrliaceH, 1
Ha 3amajie 3TOT Imporecc, Kak MBI 3HaeM U3 Xopkxaimepa U AZIOpHO, HJET yXKe IaBHO, B TEUCHHE
MOC/IEHUX CEMHIECATH JIET KaK MUHUMYM. BUnMo, TyT Hy’>KHO €llie y4UThIBaTh, YTO UIET OH Ha
¢one gero-to eme. [la, BapBapu3amys, KyJIsTypHHIYCTPHs, HO Hapsy C 3THM — OCBOOOXICHHE,
SMaHCHMAIMS, KOTOPBIE B YeM-TO, KCTATH, UCIOIB30BaTH MACCOBYIO KYIBTYpY, B 4EM-TO €if
CONPOTHBIIAINCH, U UHOTJA BapBapCTBO OBIIO Jake OUY€Hb MO3UTHBHO HAIPaBJIEHO MPOTUB
cucteMsl. 1 y Hac Toxxe B 90-e 3TO BapBapCcTBO OBUIO B YEM-TO M CUMIIATUYHBIM, 3TO ObLIa
packoBaHHAs MOJIOJEXKb, KOTOpast XOJWIa B KIyObl, YUTana POMaHkI PO CEKC, 3TO OBLIO
cuMnaruyHo. Ho moToM BapBapcTBO 3TO JEHCTBUTENBHO CTAHOBUTCS TYIBIM, yXKe HE
HPOTHBOIIOCTABJICHHBIM HUYEMY.

370 AnaneKTuKa MpOCBEMIEHHs, B KOTOPOH MBI IIPOCTO BOCHPOU3BOAMM TO, UTO Ha 3amaje yxke
npousouuio. Ho Tam u3-3a cTabuIbHOCTH €CTh KaKHe-TO OrpaHHYEHHs Ha BapBapH3alMIo, €€
Pa3HOro pojia KOMIIEHCALNH, a Y HaC OHA Tellephb CTaja HaBA3bIBaThes cBepXy. Ho Bee xe 51 ObI HE
CTaJ BNAJATh B HECCUMUCTHUECKHH TOH. Hame Bpemst — 3T0 BpeMst OCyIIeCTBHBILIEHCS — XOPOIIIO,
ocyiecTBisitomieics — yronuu. [louemy-to Herpu, BupHo u npyrue 3a0bIBalOT, UTO MBI )KUBEM
HE TOJIBKO Ha 3ape HOBOHM OpraHH3alliM TPyZa, HO U B yTONH4eckoe BpeMs notpebienus. [Totomy
4TO NMoTpedieHne, KOTOPOoe YyTh I HE 3aTMUJIO CETOAHS MPOU3BOJICTBO U B SKOHOMHKE, H TEM
GoJiee B KyJIBTYpE, 3TO TOXE YTONH4YecKui eHoMeH. 1 ero He Hao oTOpackBaTh Kak
BapBapcTBo. Korna kaxaslit U3 Hac WIET B CyliepMapKeT, OH IONaJaeT B yTOIHIEeCKoe
HpocTpaHcTBO Bpoae cranuackoro BJIHX, moTomy 4to mepex To60# MOCTOSHHO MOSBIISIOTCS
BoueOHbIe Betr. KoHeuHo, 310 3p3all, 3T0 (ETHIIN3M, MBI 3TO CIIPABEAINBO KPUTHKYEM,
TOBOPSI, YTO JIFOIM JTOBOJBCTBYIOTCSI MasbIM. Ho 1roan JOBONBCTBYIOTCS MallbIM, ITOTOMY YTO OHO
3aKiIrodaeT B cebe Benukoe. B 3ToM cMbIcie, HCKaTh MOTEHINH HA0 B aKTyaIbHOCTH, IOMHS O
TOM, YTO HEYTO OCYIIECTBIAETCA. Y TOMUs MOTPEONEHHS ¥ YTONHUS TEXHUKH — 3TO OUEHb MOILHbBIE
YTOIUH, KOTOPBIE PEATM3YIOTCS, HO PEean3yloTcs Kak OyATo CIeHaIbHO MPsMO
MPOTHBOIIOJIOKHO TOMY, KaK MBI UX BUAUM. DTO Kak OBl KapuKaTypa Ha HAIIM HACTOSIIHE
YTOMUUECKHE JKETAHUS.

A.C.: [la, HO TOTZIa BCTAET BOMPOC O COCTOSTETBHOCTH JI000TO PEBOIOIIMOHHOTO MPOEKTa KaK
TakoBOro. [Toromy 4TO BCSAKUI peBOIIOLMOHHBIN MPOEKT, OyIyyHd CTpaTern4ecky Takxke HaleleH
Ha yTomnuueckoe norpebieHue B OyaylieM, TAKTHIECKH, 3/1eCh U ceidac, TpedyeT 0TKa3a, acKe3bl
U qucouvHeL. Y TpeGyet BechbMa jkecTKO. BO3MOXKHO JTH B cerofHsIIHEeH CUTyallnH, KOTAa MBI,
TaK WM MHave, SBISEMCS] HUTMIUCTHUECKUMH CyObeKTaMH MOTPeOIeHUs, IPYTUM TOJI0COM
KOTOPOTO IPEJICTaeT IeMOKpPaTHsl, B3bIBAaTh K OTKa3y U acke3e Ha (oHe TOpKecTByrowleil ap3al-
yronuu norpednennsn? Kro B 31paBoM yMe COIIacuTCs OKEPTBOBATh CBOMM, KaK ThI
BBIPaXKACIIbCs, MabIM (PETHIIN3MOM PaJi HEKOEro HeoueBUAHOro obemanusa? Bor Obl1 103yHr

about Ascesis

AM: Well, | wouldn’t generalize about everyone here. But | 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.

| 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: | agree with what you’re saying. And | 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

HOBOM BapBapcTBe, 3JKCTa3e MOTPEONEHHA W TONOH JKH3HH

the New Barbarism

Benukoro otkaza, BeIABHHYTHIA B 60-¢ ['epbepTom Mapky3se. OH mpoBaiuics Kak B
MOJINTHYECKOH cdepe, Tak U B KyIbType. MeAMHHOCTD M Ky/IBTYPUHAYCTPHS BCE Chella, OCTAIUCh
TOJIBKO Tepor Benukoro oTtkasza — bekkert, bnanio. ..

A.M.: ] cornacen ¢ TeM, YTO Tl TOBOPHIIIb, ¥ COITIACEH C T€M, YTO TpeOOBaHUE aCKe3bl HIMEHHO
cerozHs — HepeanbHo. OHO YPeBaTO BO3BPATOM K PEIIUTHH, K 3TOMY yTOHUYSCHHOMY Mazoxm3my. O6
acKe3e CerofiHs TOBOPUT 3amaj, IOTOMY YTO YTONUYECKHH ApaiB TaM OociabieH, peann3arus
YTOIMH TaM 3aBeplIeHa — UAET, cKopee, GOpMYIMPOBKa HOBBIX yTOnui. [103TOMY Haim Mou
yYMHeHIue Ipy3bs TaM, HanpuMmep Dca KupkkorensTo, Kak pa3 roBopsr o 0e1HOCTH, 0 OeTHOM
HCKYCCTBE, IOTOMY YTO MBI CTOJIBKO TPAaTHM, CTOJIBKO 00oTamaeMcsl, 9To 3TO y)Ke BPEANUT HalleH
cBobone. Ho st Poccun ceifyac Takas mocTaHOBKA BONIpOCca HEYMECTHA. Y HAc JAPYroi OmbIT,
JUISl HaC celdac TOJIBKO HACTYIHIIO BPeMsl YTONNYECKOro noTpebnenus. Ho MBI HOMKHBEL,
KOHEYHO, paboTaTh C HAIIUM JKeJIaHHEM U HaclaxkaeHneM.EcTh 1Ba COBpEMEHHBIX MOAXOIA K
MoTeHuManbHOCTU. Yepes acke3y — 3To ckopee noaxon Jxopmko AramOeHa, KOTOPBIi
HalOMHHAET, YTO MOTEHIMAIbHOCTh YTBEPHKIAETCS UEPE3 OTKA3 OT JEHCTBHUS, UEpe3 ero
MO/IBEIIBaHKE, HAPSDKEHHYIO 1e3ypy. COCOOHOCTh €CTh IPeXkK/ie BCEro CriocCoOHOCTh He
JIeiCTBOBATh, HOTEHIIMAIEHOCTD, KOTOpasi BOOOIIE He NMepexXouT K AeicTBui0. B Ham Bek, korna
MaccoBas KyJIbTypa ¥ TEXHHKA MBITAIOTCS MTHOBEHHO ONPEIMETHTh BCE BO3HUKAIOILINE JKEJIAHNUS,
3TO HAllOMUHAHHE 0COOCHHO aKTyalbHO.

Jlpyroii ’xe Ba)KHbIH CErofHs MOAX0[ K MOTEHIMAIbHOCTH (= BJIACTH, BO3MOXKHOCTH) HCXOAUT U3
ObromIel uepes Kpail MOLIY HOBBIX MPOM3BOJUTENBHBIX CUII, KOTOPBIE YK€ JEHCTBYIOT CErOJHS B
9KOHOMHKE U KOTOPBIE B TO XK€ BPeMsI SIBISIOTCS MMOJTUTHYECKON CHIIOH, CIIOCOOHOM yupeanTh
HOBOE, CaMOYTIpaBIIsIoNIeecs 001mecTBo. ITo moaxon AHToHHO Herpu.AramOeH B cBoeil KHUTE
«Homo Sacer» xputukyet Herpu 3a To, uro mobumast Herpn «yupenurensHas BIacTb
TPYAAILINXCS — 3TO BCE Ta )K€ CyBEpPEHHAs BIACTh, KOTOPasi TBOPHUT Oecrpeen U KoTopast
TOCIIOZICTBYET HaJl OTBEPKEHHBIMU M M3rHaHHBIMU. To ecTb Herpu u ero mocienosarensM He
yaacrcesi, cuutaeT AramOeH, nepeaas BJIacTh OTBEP)KEHHBIM O€XEHIIaM U MUTPaHTaM, TOKOHYHUTh
CO CTPYKTYpOIl caMOro OTBEp>KEHHs, CO CTPYKTYpPOHi, Ille BCEBIACTHBIE IPABUTENH «IIACyT»
OecnpaBHEIe cTaga. YTOOBI 0OHAPYXUTH HACTOSIILYIO, HE-CYyBEPEHHYIO YUPEIUTEIbHYIO BIACTh-
BO3MOXKHOCTH, TOBOPUT AraMO€H, HaM HYK€H pa3pbIB BO3MOXXHOCTH M JEHCTBUTEIBHOCTH,
CTPYKTYpa, IJie OHU COOCTBEHHO BOOOIIE HE COOTHOCATCS, HE MpeAnonaraoT apyr apyra. Kax
Takoe BO3MOXKHO, HE COBCEM SICHO — caM AramMOeH yTBepXkIaeT He0OOXOIUMOCTh YUCTOM
MOTEHIMANIBHOCTH U YUCTON JAEHCTBUTENILHOCTU KaK HEKYIO YTONUUYECKYIO 3a/1ady MbICIUTh U
JIeicTBOBATH IO-pyromy. [Ipudem 60I0Ch, UTO 3TO YTONHS HE B CMBICIIE PEan3yeMOoro KeJTaHHs
— KaK y MeHs BEIIIE, a B CTApOM JJOOPOM CMBICIIe CBEpX3aadll, OTJIOKEHHON Ha

Oynmymiee. ApUCTOTENb B CBOE BpeMs 3asBHJI O PUMaTe AEHCTBUTEIFHOCTH HaJl BO3MOXKHOCTBIO —
JIOJDKHO K€ YTO-TO JeNaTh BO3MOXKHOCTB JeHCTBUTENbHON! AraMOeH xe, MyCTh OH M OTBEPraeT
MIPOCTOE NEepeBOPaYMBaHKUE 3TOM Maphl, a UILET HEKOEH YHCTOH, «Oe3BIACTHOW» BOSMOXKHOCTH 110
Ty ee CTOPOHY, OH, Bcle] 3a Xaiiaerrepom, fiefgaeT CTaBKy MMEHHO Ha KyJIbTHBALUIO
BO3MOXKHOCTEH, UCK/II0Yask UX COOTHOILIEHHUE C JIeHCTBUTEIbHOCTBIO. [l HAaC JKe CeroiHs, Kak u
1 Apucrorens, JeHCTBUTENbHOCTD II€pBEEe BOSMOMXKHOCTH: TOUHEE JI€HICTBUTEIBHOCTD,
OCYIIECTBISIONAs BO3SMOXHOCTH CaMH 10 ce0e HEMHTepecHbIE (IIOKYITKa ITOCYOMOEYHON
MalluHbI U T.1.).

the Ecstasy of Consumption

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
| speak here of “pleasure,” | 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



NHIWHKX NOAAX

Bo-nepBbIX, MBI JOIKHBI BCKPBIBATh TO HACIaKACHUE, KOTOPOE HA CaMOM JieJie JIFOAU
UCTIBITHIBAIOT B 3TOM TEXHUUYECKHU-TIOTPEOUTETHCKOI CHCTEME, HO OHH €r0 MCIBITHIBAIOT KaK ObI
6ecco3HaTeNbHO U TOTOBBI OYEHb 33JICHIEBO MPOAATh. A MbI JJOMKHBI MOAHMMATh CTaBKH. TyT
HEe3aMEeHUMO UCKyccTBO. KcTaTy, Korja s 31eCh TOBOPIO «HACIAXKAECHUE, s UMEIO B BUY HE
JKeTaHHs, a IMEHHO yTOMMYECKUH ApaiiB, CHITy COBIBAIOIIETOCS Yyla M PaJoCTh YHCTOTO OBITHSI.
Boo011ie, BO3MOXHOCTh M JEHCTBUTEIBHOCTb — 3TO U3HAYAILHO OJIHO U TO K€ (Harpumep, CI0BO
«IHEpTrHs», NeHCTBUTEIBHOCT MO-TPEYECKH, MBI UCIIONB3yeM, co BpeMeH JIelOHuIa, IMEHHO B
CMBICJIE MOIIHOCTH, TOTEHINAIBHOCTH), @ IMEHHO — 3a30p BHYTPHU ABIKYIIEroCs OBITHS,
PacCMOTPEHHBIN CO CTOPOHBI HEAOCTATKA MIIK CO CTOPOHBI U30bITKA.

Bo-BTopBIX, MBI TOJKHBI paclpeMeYUBaTh YTOIMUYECKYIO CUILY, IEPEBOS €€ U3 MUKPOKOCMA Ha
MakpokocM. [IpuBaTH3MpOBaHHYIO KOJUIEKTUBHOCTD CyNEepMapKeTa U JacTHOTO J0Ma Hamo
BO3BpAIIaTh K KOJJIEKTUBHOCTH M3HAYaJIbHOM, KOTOPYIO UEIOBEK WITH MOJABIAET B cebe, UK
CJIMIIKOM 3aJieleBo npofaet. Y mpuayMsIBaTh 9KpaHbl, KOTOPHIE pa3BEpHYT YEJIOBEKa OT
(etnmeii k Mupy. To ecTb K OTHOWIEHUAM. FIMEHHO B OTHOIIEHUX (JIFOMEH C TIOOBMHU, JTIOACH ¢
BEI[AMH) U 3aJI0’KEHa Ha JieNe J1100ast NOTeHIManbHOCTh. OTHOIIEHHUS, CKIaAbIBAIOIIUECs B XO/Ie
JIeSITEeNBHOCTH, 3TO ¥ €CTh BO3MOXKHOCTH, IPOCTPAHCTBO KaK BO3MOXHOCTb.

A.C.: A Kak, I0-TBOEMY, C 3TOH peasu3yroLieics uaeei ap3al-yronueiin noTpedneHus
COOTHOCHTCSI BOCXOXkIeHUe NpaBbiX B Poccun? He cBsA3aHO 11 3TO ¢ TEM, YTO OrpOMHOE
KOJIMYECTBO JIFOZIEH OTPE3aHO OT 3TOM YTOIMUH, JHIIEHO T0CTYyNa K Heil? UTo 5TO HEe TONBKO dp3all-
yTOMUsI, HO €Il€ U YTOMHs AJIsl HEMHOTHX?

A.M.: Hy na, u Te, KTO U3 HEe UCKIIIOYEHbI, OHU KaK pa3 MPOTUBOMNOCTABISIOT € KaKylo-TO
acKe3y — Ha yYpPOBHE MIEHTUYHOCTH, THIIA, & MBI, PyCCKUE, IPOTHB. 5 Tymaro, 4TO 3TO KaKoe-TO
conpoTuBieHue yronuu. Vnu sTa ackesa uaeT Ha ypoBHE pelUruu. JTo Toxe - MouHas cuina. Ho
s CETOZIHS — BCE XK€ 3a CHJIBI 0OraTcTBa, MPUYEM MOIIHOE OOTaTCTBO caMOil OETHOCTH MOXKET
MOMOYb HaM PaclpeAMETUTb, IEPEHANPABUTh HA OTHOILIEHUS] OOraTcTBO «OOraThIX».

J.B.: [l MeHs OueHb BaXKHO 00Ilee MOHMMaHKe, YTO Y JIIOIeH, KOTOphIE BCETO JTHUILEHBI — JICHET,
BJIAaCTH, CPEICTB KOMMYHHUKAIMK, BO3SMOKHOCTH HOTPEOIATh — OCTAETCsl OAHO OPYXKHUE:
JUCUUIUIMHA. Y mpourpseii «Haumx» NOTEHIMAIBHOCTEH B TOM, YTO KaK pa3 JUCUUIUIUHY
MpeAIaraioT MpaBble — OYEHb YETKYIO, OU€Hb TIOHATHYIO. A HOBBIE JICBbIE — IPUHIUIUAATbHBIE
NPOTUBHUKH TUCLUIUIAHBL.

A.M.: Knacciueckue JieBble — 3a JUCHUIUINHY, U 5, KCTaTH, HA UX CTOPOHE. DTO OUCHb BayKHBIH
MOMeHT. TyT onsTh ecTh HEeKU Bogopasaeln ¢ 3ananoM. Yem u neHeH baapto, 4TO OH NOHMMAET,
YTO HYXXHO M TO, M IPYTO€ — U aHTHAaBTOPHUTApU3M, U qucuuminHa. OTkyna 6epercs sHeprus ceds
orpannuuTh? OT TOTO, 4TO TEOs MpeT. CHauana Teds MpeT, a MOTOM ThI ceds orpaHnYuBaemb. 00
3ToM eme Humie ropopuit: iMeHHO Oblomas yepes Kpail cujla U criocoOHa yCTaHOBUTh KaKUE-TO
3aKkoHBI ¥ npaBuia. [IpuueM 3To OyayT TMHAMHUYHBIE, IUIACTUYHBIE MTPpaBUiIa. A €CIH THI OT
0emHOCTH, OT HUILETHI, OT HEXBATKH Ce0sl OrpaHUYIMBACIIIb, TO 3TA MO3UNNS YpeBaTa TaKUM OYEHb
HPOTECTAHTCKUM, JTMLEMEPHBIM, PEIPECCHBHBIM OOILIECTBOM.

about Bare Life and Superfluous People

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. |
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 Letftists 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. | don’t know.

DV: This is what’s happening in an oblique way. Things are discarded with greater and greater

H 0 TOM Kak ObiTo Bnepegn cela

Ho kpome acke3bl eCTb ellle BapHaHT I0TiIada, TPaTkl, KOTOPBIA MOXKET OBITH OTHOW U3 opM
6ECKOHEYHOro NOTpeOIeHNUs, KOT/ia JIIOIH XOAAT B CYIIEPMApKEThI, a IIOTOM BCE 3TO CIKUTaIOT. Y
Hac B 90-e oTyacTH Takoe OBbIJIO — IEMOHCTPaTUBHOE NMOTpeOIeHHE, JXKUIbI, YHUYTOXKEHHUE ITUX
JOKHUIIOB, HO ATO OBUI IOTIIay JIMTHI, @ MOTIad AJIMTH — 3TO BCETa HACHIINE, YHI)KEHHE
ocranbHbIX. HO, MOXeET OBbITh, Y 3TO# ()OPMBI €CTh KAKHE-TO MAaCCOBBIE MOTEHLUH, 51 HE 3HAIO.

J.B.: B kocBeHHOU (hopMe 3TO TaK U MPOUCXOJMT — BEIH BHIOPACKIBAIOTCS CO BCE OOJBIICH
CKOPOCTBIO, TOTOMY 4TO HeoOxoauM up-grade. Ho B Poccuu 3T0 Kacaercst moka TONBKO O4€Hb
OTpaHUYEHHOI0 YHUCIa JIIO/IEH, U BpEMEHH — X/1aTbh, IT0Ka BAPYT Mbl CTaHeM ApaOCKUMU
DMuparaMu — IPOHIET elie MHOTO (MHTEPECHO, €CTh KTO-TO, KTO B ApaOCKux DMuparax
Pa3MBIIIISIET Ha TeMY MOTeHIMaIbHOCTH?). TO €CTh y Hac pedb UAET O BHIHYKICHHOH ackese, He
CTaBsILLIEH MO BOMPOC, HACKOJIBKO MPEKPACceH «4elloBeK-MoTpedstomuii». U MHe kaxercs, 4To
€CJI He TPOU30HIET cepbe3HOi KaTacTpodbl Bpoae GONBIION BOWHBI HIIM YEro-To emie ooee
Y’KacHOT0, TO COOCTBEHHO MOTEHIMATBHOCTh NOTPeOIeHUs OyeT TONBKO HarHETaThCs... DTO He
O4YEeHb ONTUMHCTUYECKAsI MBICIIb,  BCE T€, KTO €Ille CIIOCOOEH XOTh KaK-TO 3a7aBaThCs
BOIIPOCAMH O NOTEHIIMAILHOCTH, CHOBA O0pEYEHBI UIPaTh CTOJb NPHUBBIYHYIO B POCCHHCKON
HCTOPUH POJIb JTUIITHHUXY JIFOJEH. . .

A.M.: TBonmu 6b1 ycramu! [Toka 9T0, HAOGOPOT, CUCTEMa YCHENIHO BCEX BIHCHIBAET B ce04,
MyCTh WHOTZA — B (hOpME KaXKYIIEerocsl HCKimoueHus. «JIumuane» OymyT 0003Ha9aTh HApOXKICHHE
peBomoninoHHoro kiaacca! Ho MHe kakeTcs:, Hallla poccHicKasi CHCTEMa MOXKET MPOU3BECTU
«IWIIHEe» CKOopee KaK M3JHIIEK U M3JIHIIEeCTBO, SKCIECC, «Iepedop» — 4eM Kak KyJIbTHBAIHIO
HEeCOBIBILIETOCS B yXe YEXOBCKUX T'€POEB MU repoeB AraMOeHa.

IToBTOprock: Hallla poccuifickast CUTyallMsl, Ha MOH B3I, CKOpee KIACCHYECKU apUCTOTeIeBCKas,
4yeM XaiierrepoBckasi MM araMOSHOBCKasl: aKTyaJ bHOCTb, JEUCTBUTEIEHOCTD, MTPECHILCHHAs 1
MepEeHACHIIEHHAasl yTOMHEH, y)ke MPOM3BOIUT MOIIb MOTEHIIHATBHOCTH, MyCTh MOKa
HEOMNpe/IeJIeHHYI0, U 75 HAaC OHA MEPBUYHA 110 OTHOMIEHHIO K MOTEHIMU. MBI 10JKHBI BUAETH,
YTO peajbHO MPOUCXOINT, OT YETo JIOEH pealbHO MpeT, U BUIETh Te Oecco3HaTeIbHbIe
BO3MOKHOCTH, KOTOPBIE 3Ta pealbHOCTh B cebe HeceT. 3/1ech ckopee Herpn Hamr col03HUK: OT
JI0ofied CKPBIBAIOT UX COOCTBEHHYIO MOIIb, MOILb TBOPEHHUS U3 HUYETO (3a/1€ICTBOBAHHYIO B
TpyZe) ¥ MECCHaHCKYI0 MOIIIb CObIBaHMsA-dy/a (3a/1eiicTBOBaHHYIO B oTpebiennn). Ham Hamo Ob
OTIPENETNTH CHUIIOBBIE JIMHUH 3TOH HEPacKPHITOW MOIIM TaM, T OHA MPET Yepe3 Kpai, B Tpyae U
NOTPeOIeHUH.

Ecnu AramOeH uieT BO3MOXKHOCTB 10 Ty CTOPOHY J€HCTBUTENBHOCTH, TO, MOXKET, HaM 1Opa
MOUCKATh TaKOe JIEHCTBHE, KOTOPOE OTPHIBAETCS OT CBOEH BO3MOXKHOCTH, YBIEKAETCS, 3aXONUT
CJIMLIKOM JIaJIEKO, B HEBO3MOXKHOE... Takoe JIelCTBHE, KOTOPOE MPOU3BOIMIO Obl BO3SMOXKHOCTH HE
no3any (Kak CyBepeHHasl BIIACTh), a Briepenu ceds!

Apmem Maeyn - gunocog,; Anexcanop Cxkuoan - nosm, [mumpuii Bunenckuil - Xy0oscHuk, uneHsl
paboueii epynnvl “Umo denams?”, scusym 6 Ilemepodypee

and How to Be Ahead of Oneself

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.

| 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

Artiom Magun - philosopher; Alexander Skidan - poet; Dmitry Vilensky - artist - all memebers of
workgroup “Chto Delat?”, live in Petersburg
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“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 ldealism 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:
“Itis an irrecoverable image of the past, which
threatens to vanish with each present, which

Space for actualisation

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?”.

You will find more information
on www.aktualisierungsraum.org
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Hepcrun Wrakmaiep n Huwa Kennep | He npomas -
He 3abbieaa — MMpocTpancTBo AnA aKTyanH3auhy

Ilpoutnoe nuxozoa ne mepmeo. OHo Oadice He npouinoe.

VYunbam PoskHep

MBI pelmiy, 4To HaC He 04E€Hb-TO MHTEPECYIOT CIIEAYIOIINE BEIU: UCKYCCTBO BOOOIIIE, U1 Hayana,
UCTOPHSI UCKYCCTBA KakK OTAEJIbHAs JTUCUUIUIMHA, U KYJIbTypa Kak 0oJjiee )KM3HepaJoCTHOE MHOE
HCKYCCTBA. 3aTO HaC BECbMa HHTEPECYIOT Xy/I0KECTBCHHBIE MPOM3BEICHUS KAK 3HAUMMBbIE JOKYMEHTBI
CBOETO UCTOPUYECKOTO OKPYKEHUS, BHIPbIBAHUE TONUTHYECKOH PEBOIIOLMU U3 PEBOJIOLMOHHBIX
XYJIO’)KECTBEHHBIX MPOM3BEACHUMN, OCYLIECTBISIEMOE UCTOPHEH UCKYCCTBA, U KYJbTypa KaK Ba)KHOE

noapasaejaceHue BCeoOIIero IIpOn3BOACTBA.

B «IIpocTpancTBe Al aKTyadu3alMW» MBI MbITaeMcsl paboTarh ¢ Apyroil (Gopmoii BBIpHIBaHUS-
U3BATHUS, TOW, KOTOpas pa3BOPAuyMBACT BO3MOXKHOCTH, HalpaBlIEHHBIE MPOTHB CYIIECTBYIOIIETO
MOPsI/IKA BEIE, KOTOpasi MEPUT CBOU U3BTUS HAIEKIOW Ha HACTOSIIEE U BOCTIPHHUMAET MPOILIOe
HE KaK TO, 4TO OBLIO0, a KaK TO, YTO MOIJIO ObI OBITh: « AKTyaJIM3aLHs» — 3TO BBEIPHIBAHHE MPOLLIOTO
M3 KOHTCKCTA, BTArHBAaHHUEC €ro B HACTOALICC C LCJIBIO aKTyaJ’lM?;MpOBaTb €ro nnoTeHuualI u 06peCT|/l
CBOIO POJIb B UCTOPHUH, PEBOJTIOIUOHHBIE (Pa3bl KOTOPOI OBLTH CITUIIIKOM CKOPOTEYHBIMH M PEIKUMH.
«IIpocTpaHCTBO I aKTyalau3aluu» COCPEIOTOYUT BHHUMAHHE Ha CBA3SX XyIOXKECTBEHHBIX
MPOU3BENICHHM, HX UCTOPUOTPadUH U TOH POIJTH, KOTOPYIO OHH CHITPAJIU B MTPOU3BOCTBE KYJIbTYPHI,
MOTOMY YTO Halla 33/1a4a — OTBICKATh IMPAKTUKY, BO3POXKIAIOIIYI0 MOXOPOHEHHBIH B MPOILIOM
PEBONIOLMOHHBIA MOTEHIIMAT HACTOSALIETO, BEICTPOUTH, BMecTe ¢ DpHCTOM bioxom, «anbsHc,
BBICBOOOKIAIOMIHI B IIPOIIJIOM €r0 BO3MOXKHOE Oy/IyIlee, TOJIBKO €CITH OH IIOMEIAeT U TO, U JAPYyroe

B HacTosmem». [1]

Hame co6cTBeHHOE MOe MaHEBPa Mbl OTPAHMYMBAEM TEM COIHANBHBIM MOJEM, B KOTOPOM
HEJI0CTaTOK KOJMYECTBA — B OTJIMYME OT MOJIS OJIUTHYECKOI0 JIeHCTBUS — COLMANIbHO Hacaxaasics
1 OBLT IPHHSAT KaK OJ{HA U3 OyprKyas3HBIX YePT C TEX CAMBIX ITOP, KaK HEMEIKHI HJIeaTi3M OCMBICIIIIT
UACI0 XyJO0XKECTBEHHOH aBTOHOMHH: TOJIEM HCKycCTBa. [2] MBI MOXEM OTKpPBHITH B HEM OYEHb
HeOoIbII0e MPOCTPAHCTBO, YTOOBI ONMPOOOBATH UACH, KOTOpas 00JafaeT CHOCOOHOCTBIO K
pacnpoCTpaHEeHHUIO U Pa3BUTHIO. MBI HAYWHAEM C IOJIS HCKYCCTBA.

MBbI puriacuM JBEHAAATh XYA0KHUKOB, Xy10XKECTBEHHBIX IPYIII, My3bIKAHTOB ¥ paOOTHUKOB 0Oe3
4eTKOH NMpodhecCHOHATBHON NPUHAIEKHOCTH OPraHM30BaTh B TeUEHHE BEHAALATH MECSIEB
JIBEHALATh BBICTABOK. Y KaXKJOTO IPOEKTa OyIeT CBOM CeMHUHAp, HCCIETyIOMUI HCTOPUIECKOe
U3bATUE U MOTEHLHUAJ €ro aKTyaJu3alluH, COOMPAIOIUi JTOCTYNHBI B CETH M BHE €€ MaTepuall u
JIOKyMEHTaIHi0 00 aKTyaJM3MPOBaHHOM M aKTyalHM3alHH, a TakkKe, 10 BO3MOXKHOCTH, BEUEPHHUE

JUCKYCCHHU.

IockonbKy MacCOBBIX JIBIDKEHUH B HACTOSIIUA MOMEHT HE BUIHO, Mbl IPHBETCTBYEM PHCKOBAHHYIO
1 abCypAHYI0 aBTOHOMHIO HUCKYCCTB, MOCKOJIBKY 3TO MO3BOJHT HaM 3allyCTHTh HEKOMMepUeCKHH
MIPOEKT U COZEPKATh BHICTABOYHOE NMPOCTPAHCTBO, MPEHA3HAYEHHEIE I TOTO, YTOOB! BHIABUHYTH
MPOIIIOEe KaK CBUAETENBCTBO NMPOTHUB HacTosAmero. M mockoabky Mbl oTAaeM cebe OTYET B
MIPON3BOJIBHOCTH COBPEMEHHOTO MCKYCCTBA BHYTPH IOJISl BCEOOIETO IIPOM3BOCTBA, MBI IPHHIMAEM
Hallle HAYWHAHWE MPEIeIbHO CEePhe3HO, HO NPH STOM OTKA3bIBAEMCSI pacCMaTpUBATh C TOH ke

CEPbE3HOCThIO CaMuX ceOsl.

Paccyxnas B TepMuHaxX KamuTaja, Mbl HaJieeMCsl CIOCOOCTBOBATh IPOU3BOJCTBY BBIMEpIIEH
MOTPeOUTETLHOH CTOMMOCTH, (DPUTYPHI JOKAa3aTeNbCTBA-CBUACTEIHCTBA, CBSA3BIBAIOIICH HAITy
COOCTBEHHYIO OTHPAaBHYIO TOUYKY aKTyaJdW3alMd C APYTUMH, BHYTPU U BHE MOJs HCKYCCTBa.



[NockombKy KamUTaINCTHIECKUH 3aKOH CTOMMOCTH He IPEeKpaIaeTt
JeCTBOBATh BHYTPH UCKYCCTBA, BMecTe ¢ DpuaprxoM DHIenbcoM
MBI OCO3HA€EM, YTO Hallla KPUTUKA Xy 0>KECTBEHHOIO IPOU3BOJCTBA
JOJDKHA MPUHATH BO BHUMAaHHE OTPAHWYCHHMS, BBIXOJSIIUE 32
HpeJielbl UCKYCCTBa, YTOOBI 3aCTaBUTh UX 3a3ByYaTh, HO IPU ITOM
He 0o0palaTh UX MPOTHUB CaMOT0 MCKycCTBa. MBI OTKpbIBaeM
«[IpoctpancTBo anst AkTyanu3anum» B ['aMOypre Kak MpoekT H
OZIHOBPEMEHHO BBICTABOUHOE IPOCTPAHCTBO, IOTOMY YTO CUMTAEM
COBPEMEHHOE XYI0XKECTBEHHOE NMPOU3BOACTBO 3HAUYUMBIM, U
MpUIIamaeM TeX pabOTHUKOB, YbIO 3HAYMMOCTH MBI XOT€IN OBl
00paTUTh MPOTHB HBIHEIIHETO BOCHPUATHS mpouutoro. OgHako
3HaYUMOCTb HE paBHOCWIbHA JeicTBHIO. JIuIip nocie Toro, Kak
OyneT peBOJIOINHMOHU3MPOBAHO BceoOmiee MPOU3BOICTBO,
«O0OBEKTHBHBIE, UYX/bIE CHUJIbI, TOCIOJCTBOBABIIUE O CHX IOP
HaJl UICTOpUEH, TOCTYNAOT [10]] KOHTPOJIb caMux Jironeil. M Tonbko
C 9TOTO MOMEHTA JIFOJI HAYHYT BIIOJIHE CO3HATETHHO TBOPHTH CBOIO
HUCTOPHIO, TOJBKO TOTJAAa NPUBOAMMBIE UMM B JBHUIKECHUE
00IIEeCTBEHHBIE TIPHYMHBI OyIyT UMEThH B IIpeo0iaaatomeil 1 Bce
BO3pacTaromiel Mepe U Te CIEACTBHS, KOTOPHIX OHHU JKENIaloT. OTO
€CThb CKaYOK YeJI0BEYECTBA U3 [[apCTBa HEOOXOAMMOCTH B LIAPCTBO
cBOOOMBI. [3]

B Hazmexxne Ha TOCTIDKEHHE 9TOH LIENH U MOSBICHNE KOTa-HHOY b
MacCOBOTO ABMXKEHHUs, Mbl BBICTYNaeM MPOTHB BCIKOTO
MOPAJIBHOT'O OCYXI€HHs KallUTaIUCTHYECKOro POU3BOACTBA. Mbl
HE BEPHM, YTO A€HBI'H MOTYT OBITH 3JI0M, a HCKYCCTBO — Onarom,
WU YTO MaJIeHbKHE KOMIIAaHUU MOT'YT OBbITh JPYKECTBEHHBIMH, a
KPYIHBIE — HET, IOTOMY YTO 3TH MOCHUIKH HE TOJIHKO HPHBOJIAT K
MeNKOOYpKya3HOH COIMaIbHOM 3aBUCTH U KOHCEPBATUBHON ATHKE
YHUCTOIUTIOUCTBA, HO M COOTBETCTBYIOT TOMY, 4TO Teonop AnopHo
TaK €JKO Onucay Kak Oypikya3HO€ OTHOLIEHHE K HCKYCCTBY:
«broprep xouet, 4TOOBI MCKYCCTBO OBUIO MBIIIHBIM, a JKU3Hb —
ACKETUYHOM; Jydie Obl1o 06l HA000POT». [4]

MpI om4epKuBaeM 3/1€Ch 3TO HETPHATHE, HOTOMY YTO HMPUXOJ
Oyp>Kya3HOT0 HAaIlMOHAJIBHOTO TOCYJapcTBa B HEHTPAIBHOU
EBpone B cepeaune XIX Beka u compoBoXkjaBuias €ro
KanHUTaJluCTHYECKas WHIYyCTPHANHU3aUs JOJIKHB OBITH
OTBEPTHYTHI KaK €IMHAasi CHCTEMa BOCIIPOU3BOACTBA, B KOTOPOH,
Cpely MPoYero, UCKycCTBY OTBOIHUTCSI POJIb aBTOHOMHOTO, HO HE
HMMEIOLLETo MOCIEeICTBUA KOMMEHTapusi, OTPE3aHHOIO OT KaKOH-
1160 (OPMBI YCTOMYHUBOM, KU3HECTIOCOOHON MPAKTHKU. MBI
paccMaTpuUBaeM XyJOKECTBEHHYIO NMPAKTHKY HE KakK 3aMeHy
PEBOJTIOIHH, HO KaK HICTOPHIECKH 3HAUMMBIi KOHTEKCT BBIPAsKEHUSI
(Ausdruckszusammenhang Banerepa benpsimuHa).
Xyn0XKHUKH, NMPUTIalIeHHblE HAMU B MEPBBIM roja Hauei
nporpaMMsl B «IIpocTpaHCcTBO 1 AKTyasTu3aumy», ObUTH, TAKUM
o06pa3oM, BEIOpAaHEl HE MOTOMY, YTO MBI HAJeeMCs, YTO OHH
BO300HOBST NMPEPBAHHYIO PEBOJIONNIO, COXPAHUBILYIOCS B TOM
00JIOMKE UCTOPUH, KOTOPHIH OHU PEIIMIH aKTyaJH3HpOBaTh, a
MOTOMY, YTO MBI CYMTAE€M HX MPOTYKIHUIO 3HAYUMOHN — MO0 AT
TEKyIIEero MOJOXEeHHs e, JInbo AN BPEMEHU, Ha KOTOPOM
COCpeIOTOYeHa NX COOCTBEHHAs XYJO)KECTBEHHAs NPAKTHKA.

Kaxplii 13 1BeHaaaTH IPOEKTOB, HaUMHas ¢ 7 MapTa, 3aiiMeTcst
aKkTyalu3alueidl B HameM mpocTpaHcTBe B ['amOypre Ha
TammTpacce, 17. A ¢ Hell U JOKyMeHTalue#, kotopas Oynet
coOuparscs, pErUCTPHUPOBATHCS M KOMMEHTHPOBATH HCTOPUYECKHIA
(parMeHT, paBHO KaK M €ro aKTyaJIM3alHio, OCYIIECTBICHHYIO B
caMOM NpoCTpaHCTBe. BO3HUKHET MaTepHaIbHO BBICTPOCHHAS
cucTeMa CBsizell MeXIy MPOIUIBIM M HACTOSIIUM, CTpeMsILascs
MOCTAaBUTB IOJ] BOIPOC HCTOPHIECKYIO POJIb aKTyaIN3HPOBAHHOTO,
PaBHO Kak M akTyangm3anuu. Jlo cuX MOp B JOMHHHUPYIOUIEH
UCTOpUOTpai UMEIOCh TOJILKO JIBa JOCTYIHBIX aMIUlya: WIN
THl 4acTh NMOOETOHOCHBIX BIACTHBIX CTPYKTYp M CIYXHIIb
YKPETIIEHHIO TOCIIOAICTBA BCEOOIETO TPOU3BOICTBA, MIIH THI 4aCTh
HECHOCHOT'0 OTpeObsi, KOTOPOEe H300pakaroT IM00 OecyeI0BEeUHBIM
Bparom, 100 XUBOIMHMCHBIM HEylauHUKOM. B obomx ciydasx,
uctopuorpadus pa3BUTOro KamuTaldu3Ma Mpeparaer
naccuBHocTh. Kak numer Banbrep Benbsimun: «Jlroboi
no6GexaaBIIUi A0 Cero JOHS — CpPeau MaplIMpYyHONUX B

TpUyM(aIbHOM IIECTBHH, B KOTOPOM TOCHOACTBYIOMINE CETOMHS
MONMPAIOT JIEKAIHMX CerofHs Ha 3emiie. CorlacHO JaBHEMY U He
HapylaeMoMy OOBIYai0 JOOBIYY TOXE HECYT B TpHyMdaIbHOM
mecTBUH. JJoOBIYy UMEHYIOT KyIbTYPHBIMU IIEHHOCTSMHU.
Hcropuyeckuid MaTepuaaucT HEM30€KHO OTHOCUTCS K HUM Kak
CTOpPOHHHH HaOIrOAATENBY. [5]

Hama uens — mogoOparb 0OpBIBKH M OOJIOMKH, OTKOJIOBIINECS B
MOMEHT, Koraa TpuyMdaibHOe LIECTBUE CAEIaN0 UX CBOUM
noctostHueM. CTaHOBSICh Ha CTOPOHY (UTYpPBI aKTyaIH3aIiH, MBI
HaJieeMCs BCTYNIUTh B JUCKYCCHIO M COTPYJHUYECTBO HA MIPEAMET
BO3MOXKHBIX MPEANOCHIIOK EPECMOTPEHHON UCTOPHHU U MPAKTHK,
KOTOpBIE MOTYT K 3TOMY IepecMOTpy npHuBecTH. ECTb Tpu moss
MPOU3BOJACTBA M OOIMIECTBEHHBIX TUCKYCCHH, B KOTOPHIE MBI
JOJKHBI TIOMECTUTh Hallly MHUIMATHBY Ul yTOYHEHMs Hallel
3a1auu:

a) Xy/lI0KeCTBEHHbIE OOBEKTHI

KpaiiHe Ba)xHO TOBOPHTH O XyA0KECTBEHHOM IPOMU3BOJICTBE
BHYTPH CHCTEMBI COBPEMEHHOTO KalMTaJIN3Ma, HallMOHAJIBHOTO
rOCyAapcTBa U MEXIYHAPOJHON KAMUTAINCTHIECKOH IKOHOMHUKH.
Paznenenne Ha «xopollee HCKyCCTBO» U «IIJIOXO€ MCKYCCTBa»
CIIyXXHT B 3TOH CHCTEME [IBYM B3aHMOCBS3aHHBIM LIEJISIM.

C onHOW CTOPOHBI, OHO OTTHCKHBAET COLMATBHYIO MEYaTh HE
TOJIBKO Ha IPOU3BOIUTEIISIX TOTO, YTO OOBSABIAETCS HALMOHAIBHOM
KyJIBTYpHOH IIEHHOCTBIO, HO M Ha KPUTHKAX, HICTOPHKAX MCKYCCTBa,
KypaTopax M mokynarensx. Kaxablii, KTO BCTPOEH B IOJIE
UCKYCCTBa, M3BJIEKAET BBITOJY W3 Pa3leleHUs «XOPOILIETO» M
«IJI0XO0T0» WCKYyCCTBa, YIpPOYWBas CBOE CONHAJbHOE,
npodeccuonanpHoe U (uHaHCOBOE monoxenue. CyxaeHue o
XYZAO0KECTBEHHBIX MPOU3BEICHUSAX Ha OCHOBE CTAaHIapTOB
«XOPOILIEro» M «IUIOXOTr0» 0OCITyXHMBaeT HE 4TO MHOE, Kak (B
OCHOBHOM HAIlMOHAJbHYIO) HCTOPHIO OQUIMAIBLHO 0J0O0pEHHOM
BBICOKOH KYJBTYpBbI, KaKOBasl, ONsATh-TakH, M0 cinoBaM beHbsimuHa,
«TIOTIMIpAET JIeXKAIINX CETOIHs Ha 3eMJIe»; OHa IIeBaTh XOTeNa Ha
UX MOTEHIIMAJ, CIIOCOOHOCTH U JKU3HEHHBIH OIBIT.

C apyroil cTOpoHBI, 3TO pa3jeleHHe BBHIMOJIHIET NMPOCTYIO
(YHKIMIO: YCTAaHOBHUTH MAEATBHYIO U MaT€pPHAIBHYIO IIEHHOCTD
storo toBapa. CaenaTp XyJOXKEeCTBEHHbBIE IPOU3BEICHHUS
W3MEepsSEeMbIMU M CPaBHUMBIMH OTHOCHTEIILHO JPYTHX TOBapoB. B
3TOM L[APCTBE TOBAPOB XYIO)KECTBEHHBIE OOBEKTHI MpPEAIararoT
COBEPIIEHCTBO: TaM, I7ie HaJ APYTUMHU TOBapaMH BCETJa JOBJIEET
HECOOTBETCTBHE MX MOTPEOUTENHCKOH U MEHOBOM CTOMMOCTH,
XyJI0)KECTBEHHBIH OOBEKT yAEp)KHUBAET TO, YTO JPYTHe TOBapHI
MOTYT JIHIIb JDKUBO CYIUTh — CyObEKTHBALUIO 00EHMX 3THX €JHHUIL
uzmepenus. MckyccTBo He crapeeT. DTO MOJIOKEHHE CIELyeT
OTBeprath He IMOTOMY, YTO OHO MOPAJBHO NPEJOCYAUTENEHO B
mo0o# Gpopme, HO MOTOMY, YTO OHO CKPBIBAE€T CIIOCOOHOCTH
UCKycCTBa 00pecTH MCTopuueckoe 3HadeHHe. ToJbKO TO
XyIOKECTBEHHOE MPOM3BEAECHHE WHTEPECHO NI aKTyalnu3aluy,
KOTOPO€ HCTOPUYECKHM 3HAYMMO U, TEM CaMBIM, CIIOCOOHO
3aMEHUTh KOHTEKCT, B KOTOPBIf OHO OBIIO MOMENIEHO
ucroprorpadueif, ¥ BEIpa3sUTh TO, YTO €IIe He OBLIO MPOXKHUTO.
0) HCTOpHA XYI0KECTBEHHBIX 00BHEKTOB

IToMuMoO TOro, UTO OHa SABJISETCA HEOTHEMJIEMON YacCThIO
[EHHOCTHOTO CYXXAECHHS O XyJOKeCTBEHHOM HpPOU3BEICHHH,
HCTOPHS HCKYCCTBA BOCIIPOU3BOAUT €I OMH KOMIUIEKC IpooiIeMm,
Kacaroluiics akTyanu3anuid. OTa JUCHMIUIMHA — KaK U BCE IpyTHe
JTUCHUIUINHBI COBPEMEHHOH, KallMTAJIMCTHYECKOH HayKu — OblIa
OCHOBaHA Ha OTCEYEHHH CBOUX (XYIOKECTBEHHBIX) OOBEKTOB OT
UX UCTOPUYECKOro okpysxeHus. M naxke ecnu HoBelas ucropus
HUCKyCCTBa, HAaUMHAsl C CEMHUIECSATHIX T'OJ0B, MOMEITANACH
pacmupuTh (HOKyC CBOETO BHUMAHHUS M BOOpaTh 0OLIECTBEHHYIO
UCTOPHIO, OHA TaK U He MopBaja ¢ IByMs MocklUikaMu. [lepsas —
3TO YTO MCTOPUSI XyIOKECTBEHHOTO ITPOU3BEAEHHMS JODKHA OBITH
orpaHHYeHa TeMH OOBEKTaMH, KOTOpBIE BO3HHUKIH H3
«aBTOHOMHOI1» Xy[0)KECTBEHHOW MPAKTUKH, TO €CTh 00BEKTaMH
HEYTHJIMTApHBIMHU; BTOpas — 3TO 4YTO clenuduuecKue
SKOHOMHUYECKHE YCIOBHS MPOU3BOJICTBA 00BEKTa HEIb3S
MPUHUMATh BO BHUMaHHUE IPH €70 XyI0KECTBEHHO-UCTOPUYECKOM
MOATBEPKICHUN/TIPU3HAHNH.

B KOHTeKCTe aKTyalM3alui 3Ta UCTOPHS MCKYCCTBA MHTEPECYeT
HAC JIMIIb TOCTOJIbKY, TOCKOJIbKY 00ECIIeYnBaET HAaC MaTepralioM,
KOTOPBII B TOH Mepe JOKYMEHTaJIbHO 0OOCHOBBIBACT H3ydaeMble
UCTOpPUYECKHE OOBEKTHI, B KAKOW OHM KOMMEHTHPYIOT HX
co6cTBeHHble TMpodeccuoHanbHble OrpaHuYeHHs. Mbl
mocTapaeMcsi CONPOBOJIMTH 3amylIeHHBIE B JeiicTBHe
aKTyaJIM3alMH PACKPBITHEM UX HCTOPHYECKOr0 KOHTEKCTa, UX HE
3HAIOMMUX JUCLUIIMHBL BO3MOXHOCTEH M U30HpaTENbHOTO
CPOJICTBA C MOBCEAHEBHOCTBIO.

B) UCTOPHS KYJIBTYpHI

IToCKOJIBKY TO, YTO 30BETCS «KYJIBTYPOW», IIPUBOIUIIO JI0 CETO JIHS
K CHCTEMaTHYEeCKOMY 3aKpENOUIEHWIO YelIOBEeYecCTBa, K
HEeMpeKpallalolencs: BOMHe, TO30PHOMY TOJI0AY U HECTUPAEMOMY
U3 NaMATH T€HOLMAY MUIJIMOHOB IIPU HALlMOHAJ-COLMAIN3ME,
HEBO3MOXKHO TPHUHATH KaKylo OBl TO HU ObUTO popMy MCTOpHH
KyJIbTYpBl, KOTOpas MPEenoJHOCUT cebs B OecnpecTaHHOM
HEPENUChIBAHUY XEHIHU-3H/I0B WK «HEOOXOOUMBIX» XKEPTB.
«AKTyanu3anuu» IMOJXBATAT CYACTIUBBIE M HECUACTIIHBHIE
KOHIIOBKH U TPOJEMOHCTPUPYIOT MX CHOCOOHOCTh HUKOTZA HE
KOHYaThCs, HO, HAIPOTHB, OTKPHIBATH HOBOE JICTOUCUYHCIICHUE W
orpoBeprarbk 00pa3 HCTOPUH, MOKOSIIUHCS Ha CTAOMIM3UPYIOLINX
Y KOCHBIX CHJIaX KyJIBTYpBI, OT/IaBasi BMECTO 3TOTO MPEIOYTEHHE
€e NePMAHEHTHOM aKTyaJM3alluK Ha KaXKIIOM YPOBHE.

HeoT10)XHOCTB 3TOro MpOeKTa CXBa4eHa B JIBYX aCHEKTax, KOTOpbIE
o4yepTus beHbsIMUH:

«Benb IMEHHO HEBO3BPAaTUMEIH 00pa3 MPOIIIOro OKa3bIBAETCSI MO
YIPO30ii HCUE3HOBEHHUS C MOSIBICHUEM JII000H COBPEMEHHOCTH, HE
CyMeBIlIel yraaatk cebs moapasymeBaeMoil B 3ToM o0pazer. [6]
«[lognMHHBIA METOX aKTyaJM3aliy Belled — MPeACTaBUTh UX B
HaIlleM TMPOCTPAHCTBE (a He HAC — B UX). (...) Bemm, nzo6paxeH-
HbI€ TAKUM CIIOCOOOM, HE JOMYCKAlOT HUKAKOW ONOCpenyromei
KOHCTPYKIWH U3 “O0JbIel KapTHHBI . [7]

Hame «IIpocTpaHcTBO At AKTyanuM3alun» HILET OOPbIBKH U
00JIOMKH eIie He 3a0bITOro MpouuIoro, 9To0kl BMECTEe ¢ HUMH
0OHApY)XUTh TasIIUNACS B HACTOSILEM ITOTEHIMAI — B HaJIGXK/IE Ha
TO, YTO MPOLIIOMY HET 3a0BEHUsI, a HACTOAIIEMY — MPOIICHHSI.

«[IpocTpancTBO Anst AKTyanu3auuu» oTkpoetcs 15 mapta 2007
rofa MHCTaIsILUen pabot rpymimsl «HTo aenars?». DTa BHICTABKH
npoanurcs ao 18 ampens. 16 mapra B «IIpocTpancTBe Ans
AKTyanu3anum» OpOWAeT ceMUHap Ha TeMy HCTopHorpaduu, B
KoTopoM npuMyT yuactue Porep bexpenc, Anuca Kpaiiep, 'anc-
Hoaxum Jlenrep, Sctep Jlecnu, Huna MonT™anH u rpynna «4ro
nenarb?».

Monpo6bHyo MHPOpPpMAamMuUioO CM. Ha
www.aktualisierungsraum.org
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Colectivo Situaciones |

Bonee msaTu et ¢ MOMeHTa BOCCTaHMsI B APTeHTHHE B eKabpe
2001 roga Mbl BUIMM, KaK MEHAIOTCS TOJIKOBAaHHS U HACTPOEHHS
BOKPYT 3TOT0 COOBITHS. [I7Is1 MHOTMX M3 HAC ATAllHBIM YyBCTBOM,
CONPOBOXKAABILHM 3TOT U3BHIUCTHIN My Th, ObLIa evyass. JJaHHbIiI
TEKCT COXPaHSIET MOMEHT Pa3BUTHS 3TOH «Tedyaan» ¢ TeM, YTOOBI
BBINTH 3a Tpeaeisl MOHATHH «mo0Gensl W MOpakeHHs»,
XapaKTePHBIX I8 NPEeIBIAYIETO IHKIa MOJUTHU3ALWH,
COCpPEeIOTOUEHHOT0 Ha 3aXBaTe rOCyAapCTBEHHON BIAaCTH, U B TO
JKe BpeMsi, YTOOBI pa3ieluTh NPOLecC, MO3BOJHUBIINA HaM
«crenaTh MyOIUYHBIMY» TO, YTO OO 3TOTO OBUIO MHTHMHBIM
qyBCTBOM OTJEJIbHBIX JIFOAEH U IPYIII.

[levasnp mpumia nocyie cOOBITHS: BCled 3a MOTUTUYECKUM
npa3gHEeCTBOM — s3bIKa, 00pa30B, ABMXKEHHI — MpHUIIa
peaKIOHHas AMHAMHKA JUCIIEpPCHU. A BMecTe ¢ HeH U TO, 4TO
TOr/la TEepeXHWBaJOCh KaK yMEHBIIEHHE BO3MOXKHOCTEH
OTKPBHITOCTH M MHHOBAIMH, KOTOPBIE 3TO COOBITHE MPHUBENIO B
neiicTBue. 3a OMBITOM COLMANIBHOrO M300peTeHus (Bceraa
HOJIPa3yMEeBalOILETO ellle U N300peTeHne BPEMEHH) MOCIea0Bal
MOMEHT HOPMAaJM3allU U OOBSBICHHE «KOHIIA MPAa3THECTBAY.
Cornacuo CnuHo3e, mevaab (MEJIAHXOJHUS) COCTOMUT B
OTpaHUYCHUM HAIIMX CMIOCOOHOCTEH K aedcTBuio (potentia). ¥
HAaC MOJUTHYECKas [IeYaIb BO MHOTHX CITydasx IpHHAMAana GopMy
Oeccuius ¥ MEJIaHXOJIUM TNepes JUIOM pacTylled NUCTaHIHUU
MEXJy 3TUM COLHAIBHBIM 9KCHEPUMEHTOM M IMOJUTHYECKUM
BOOOpPaK€HHEM, CIIOCOOHBIM €TO OCYIIECTBHUTE.

Texct «[lonuTu3npoBaTh Neyaaby pe3loMUpYET Hallle HaMepeHUe
OKa3aThb COIPOTHUBIIEHHUE, TepepaboTaTh TO, YTO OOHAPYKUIIOCH B
KOJUIEKTHBHOM JKCIIEPUMEHTE B yCIOBHSIX HOBOW TWHAMHUKHU
MyOIMYHOCTH, MOCKOIBKY HAauaBIIHHCS TOIZAA MPOLECC, OTHIOAb
HE COIJ Ha HET M HE NMPEepBABLINCH, MO-TIPEKHEMY OCTAETCs
OCHOBOIIOJIATaroIIeil TnIeMMOll B coBpeMeHHOH ApreHTHHe. B
9TOM KOHTEKCTE U C STUM HAMEPEHUEM, MBI, IPEICTABUTENHN OUEHD
pPa3HBIX KOJJIEKTHBOB, 00bEJEHHBIE XU3HEHHBIM OIBITOM
MOJTUTHYECKOH TpaHCBEPCAJIBHOCTU®, MMeBIIEi MecTo B
ApreHTHHE B MOCIEJHHUE TOAbI, COOMPANNUCh HA MPOTSKEHUU
HECKONbKNX Henenb B kKoHIe 2005 romga. Cpenu coOpaBmmxcst
osumn: Grupo de Arte Callejero (GAC) («I'pymna ynudHOoro
HCKYCCTBa»), obpa3oBarenbHoe coobuectBo Creciendo Juntos
(«Pactem BMecTe»), Movimiento de Trabajadores Desocupados
(MTD) ([BuxeHue 6e3paboTHBIX) TOPOACKUX paiioHoB ConaHo
u I'epHuku, KomiekTuB koMMyHukauuu lavaca u Colectivo
Situaciones (KomnextnB Cutyanuii). Mbl nHmeM 3TOT TEKCT,
Hen30eXKHO UCXOAS U3 HaIero coOCTBEHHOTO B3IVIsa Ha TO, YTO
00cCy’K/1an10Ch TOTa Ha 3TUX BCTpPedax, a 3TO MOApasyMeBaeT —
TaKKe HeM30€)XHO — IHCATh B COOTBETCTBUH C MPOAODKAIOMIEH
Pa3BHUBaThCS AWHAMUKOM.

I. [TonuTHyeckas medanab

1. Jlornka cnenmnanncToB. «Eciy Thl 3aHUMaeIIbCS UCKYCCTBOM,
HE 3aHMMaWCsl TOJIUTHKOMN, TOTOMY YTO B HCKYCCTBE €CTh T€, KTO
pa3bupaeTcs B BU3yalbHOM SI3BIKE, ICTETHKE, T€, KTO MOXKET
CKa3aTb, 4TO SIBJISETCA UCKYCCTBOM, a YTO HEeT». Tako e TuIl
OTpaHMYEHUN HaBI3bIBACTCS OOIIECTBEHHBIMU HayKaMu M
¢unocoduein: MPOBOANTCS TPAHHUIA MEXKAY TEMHU, KTO TOAEH IS
n300peTeHuss KOHIENUHUH U TEerUTUMHOIO HCIOJIb30BaHUS
COIMaJIBHBIX MCCIEJOBAaHUM, M TEMH, KTO IOCBITHI cels
«IOJUTHYECKOW mnpomnaranae». Tak Bcien 3a SM0XO0HU
«becnopsakay MPUILIA KaTEropuu CHELUATUCTOB — Habbl
pecTaBpHpOBaTh U BOCKPECUTH KJIACCU(PHKAIINK, KOTOPbIE — KaK
OHH YBEPSIIOT — HUKOT/Ia IIOJTHOCTEIO He ncue3aroT. [Iponenannsrit
TaKUM CIOCOOOM aHajM3 OCTaBISIET B CTOPOHE MOIUTHYECKHE
OTepanuy, KOTOpPhIe CHeNalu TO WM WHOE NPOU3BEACHUE,
OPUHIUN aKIWU WIHN JBWKEHHE BO3MOXHBIMH. Kpome Toro,
CyHIECTBYIOT €Ill€é U MOJUTUUYECKHUE DKCHEPTHI, KOTOPHIE
OpraHu3yIoT 6ECHOPSI0K B TIPOTHBOIIOIOKHOM CMBICIIE: «ECIH Y
TeOsl HeT YeTKOM BIACTHOW CTPATeruH, TO, UYTO ThI J€Naellb, HE
SIBJIAETCS MOJHUTUKOW — 3TO “‘COIMalbHBIA AaKTHUBHU3M,
¢unaHTpONMUsA, KOHTPKYJIBTYpa H T.A.». TeM CcaMBIM
rudpuan3anys, noxpasyMmeBas MpHu JTI000M CO3JaHMH HOBBIX
HOJIMTHYECKUX (UTYDP, HAMEPEHHO IyTAETCs C KOCTIOMUPOBAHHOM
BEUYEPUHKOHW, IOCJIe Yero BO3BpaI[alOTCS  CTaphle
KITaCCU(UIMPYIOLIHE CUITBI U pa3latoT YHH()OPMY, HTHOPHPYSI TOT
(baxT, 4TO BCE ATU MPOLECCH Bcerna 00agaloT U3MepeHHeM
HeoOpaTUMOCTH.

2. IToBTOpenue 6e3 paznuuus. [lopor mpou3BOAUTENHHOCTH (KaK
BBIPA3UTENbHON, TAK U OPraHU3allMOHHOMN), TOCTUTHYTHIH B
MOMEHT TBOPYECKOTO KHIIEHHs, TAKOB, YTO JEJaeT BO3MOXHBIM
MEePCOHATBHBIE U TPYIIOBEIE CIUSHU», HAPSAAY CO CMEIIEHHEM
A3bIKOB, B KOTOPBIX BaXKHO Y€ HE CTOJIbKO aBTOPCTBO CO3/1aHHOTO,
CKOJIBKO CTEleHb, O Kakoi OOBeAMHHINCH 3TH SHEPTUH. DTH
MPOM3BOAUTENBHEIE CUJIBI HE BBIACPIKUBAIOT MOBTOPEHUS! BHE
CHUTyallMi, B KOTOPBIX YKOPEHEH UX CMbICH, 0€3 TOro, 4ToObl HE
caenarbcst ¢Gopmyrnoit. I[lewans mosiBisieTcs BMecTe C
YBEPEHHOCTHIO B 3TOM HCKOPEHEHUH, HO M3TOHSAETCS Kak
MOJIMTHKA, KOTJAa YMCTOE MOBTOPEHUE KPUCTAIIU3YETCA U
BO3BOAUTCS B (JOPMYITY, TOTOBYIO K TPUMEHEHHIO. ABTOMATH3AIINS
dbopmynsl 0TOKHpPYET Hamy COOCTBEHHYH CHOCOOHOCTH
TeMIopalu3upoBarh mpouecc. Eciau TBOPUTH BpeMs — 3HAYUT
OTKpBIBaTh BO3MOXKHOCTH, MOJMTHYECKas Medaab MPensTCTBYeT
npopaboTke KU3HEHHOTO OMBITa KaK HACTOSIIYI0 M OyTylIyio
BO3MOXXHOCTb. Kpucrannusanus He M3XKUTOro MPOLIIOTo
NpepBIBaeT CBOIO MPOPabOTKy KaK MOJUTHIECKYIO MaMSTh.

3. JnUTeJbHOCTh KaK KPUTEPHil COCTOATENBLHOCTH. Bompockr,
crosiBIIMe Ha nmoBecTke aHA B TedeHnne 2001 — 2003 rogos, ObUIH
CIENYIOIUMHU: KaK COOTHOCATCS MexXAy co0oil rpynnel u
JBIDKEHHS, KAKHE€ COBMECTHBIE YCHIHS SBHIHCH PE3yIETaTOM
«CIMSHUAY, a KaKKe He JI0IYCKatoT N0100HOoH rHOKoCTH CBsI3ei?
B kxaxpo#l rpynme HIM KOJUIEKTHBE (XYDOXXECTBEHHOM,
HOJINTHIECKOM, COI[MATBEHOM H T.J.) BO3HHK BOIPOC O MPAKTHKaX,
MMEBILIMX MECTO 3a MpeJiesiaMHi KaXXI01 U3 HUX caMoii o cede, B
o61meM BHenrHeM Mupe. KitroueBast uzest, ciesaBiiast 3TH BCTPedn
BO3MOXKHBIMH, 3aKJIIOYANIACh B «TPEThel TPyMIe»: 00beTHHEHUS
BOKPYT 3371a4, KOTOpbIE CHUMAaJIU Obl pa3IM4us MEXy FpyHIaMH,
OJHOBPEMEHHO OOBEIMHSAS WX B IOJUIMHHBIE JIAOOPATOPUH T10
CO31aHHI0 00pa3oB, clOB U opraHm3anuii. Ileuans, B cBoeM
CTPEMJIEHMH K YNPOILEHUIO, IPUXOJUT K TOMY, YTO BPEMEHHOMH

MonmwTu3npoBaTtb nevansd

KOHEYHOCTH JKCIEPUMEHTa JOCTATOYHO IS TOTO, YTOOBI
00ECLIEHUTh €ro 3HaYeHHe, AeNasi HePa3InuuMbIM U 3TO «o0lee
BHE», M TPOUEYpHl, NPU3BAHHEIE NMPUAATE eMy popMmy; TeMm
caMbIM OHA PacIbUIET ITyOOYalIIiiA CMBICT 3TOTO MpoLecca.
4. Ilpe3peHne K cCONMAJHM3ANUHN NMPoU3BoOACTBa. «Kaxablii
MOJKET CcOo3/1aBaTh 00pa3bl MM KOHLENINH, GOpMBI GOPHOEI,
CpencTBa KOMMYHHUKAIMK WU CIOCOOBI BBIPAXKECHHA». OTH
YTBEPXKAEHUSI UMEIH CMBICH, MOKa yCleX «Oe3JIUYHOro»
KOJUIEKTUBHOTO MPOM3BOJCTBA MOT PAaCIPOCTPAHSTH IPOIECCH
1 COIMAIN3UPOBATh TBOpPUECKHE IKCIepHMEHTH. Jloruka
«3apaxeHus» mnpoHuszaina Gopmbsl O00pbOBI, 06pa3oB u
HCCIIeI0OBaHUHN, CTaBs MOJ COMHEHHE KOHTPOJIb GUPM M UX
TOPrOBBIX MAapOK Haj MPOCTPAaHCTBOM 3HaKoB. Hopmanusyromas
peakuus mpuIia noxke — 4YToObl YHIpPaBIsATh 3TOW BUPYCHOH
9KCTIAaHCHEH, ePEeKOANPYsT CMBICIIBI M BHOBb yCTaHABIUBAsI HaJl
HUMU BJIACTh.

OTOMY YpOBHIO HOpPMalU3alUU CIOCOOCTBOBAIM CIEAYIOLINE
MIPOLIECCHL:

OmycTomenne KOJIEKTHBHBIX JIO3YHTOB Iy TeM HX OyKBaIH3aI[iH
(HaCHIIBCTBEHHOTO OTPBIBA OT UX MOTEHIHAJIbHBIX CMBICIOB).
Hampumep, «mycts yitnyT Bce» (nexadps 2001-ro);
MIPUNHCBIBAHNE CKPBITOTO CMBICIA, «MAHUIIYISLUN», BMECTO
OOBIYHOTO MPOYTEHHUS SBJIEHUI KOJJIEKTUBHOTO TBOPUECTBA («3a
KaXJI0i aBTOHOMHOH M IOpU3OHTAJIbHOW TEHICHUMUEH CTOUT He
YTO WHOE, KaK yJIOBKA BIACTH...», WIN J00ast «CIOHTAaHHAS IO
BUAUMOCTH» JEMOHCTPALUSI HAXOAUT CBOIO «CKPBITYIO UCTHHY
BO BJIACTSIX, KOTOPBIE «IUPIKUPYIOT» €10 M3-3a KYIIHC);

caMble TUMHWYHBIE MPEAPACCYIKH «PEaKTHBHOTO YKOHOMHU3May,
BBIPKEHHBIE BO (hpa3ax BPOJe «ITMKETUPYIOLIHUE TOIBKO U XOTHT,
YTO TMOJydaTh JEHBI'H, HEe paboTas», «CpeJHHI KJlacC BBIXOIUT
Ha yJHITy TOJBKO TOT/A, KOT/IA 3aJIeT €r0 KOIIEIEeK», U BCE CIOCOOBI
CBECTH CYyOBEKTUBHOE B3aUMOJEHCTBUE K HKOHOMHUYECKOMY
KpH3HCY;

MEXaHNYECKOE OTOXJIECTBIECHHE «MHUKPO» YPOBHS C «MaJbIM»,
anpHOPHOE CY>KAEHHE, B COOTBETCTBUU C KOTOPHIM KOHKPETHbIE
(GopMBI BOCCTaHUS OTOXAECTBISIOTCS C MPEIBIAYIIUM,
JOKaJTbHBIM, UCKIIOUUTEIEHEIM MOMEHTOM, BBIPBAHHEIM W3
«MaKpo» («0oJblIel») peaqbHOCTH, KOTOPOH ClIeAyeT yIpaBIsiTh
B COOTBETCTBHHM C YKa3aHUSIMH, MPOUCTEKAIONIUMH U3
KaIUTaINCTHYECKOH TeTEMOHUH U €€ CHCTEM IEePEeKOJHPOBAHUSL.
5. Mamunsl 3axpaTta. Knaccuyeckas auieMma Mo MOBOIY
HHCTUTYIUH — y4acTBOBAaThb WJIM OTCTPaHUTHCsA? — Oblia B
H3BECTHOM CMBICIIE TPEOI0IEHa B MOMEHT BBIOPOCA HAaHOOIbIIeH
coLUalbHON 3Hepruu. Pecypchl, BIpBaHHbIE KOJUIEKTHBAMH H
JBMOKEHUSIMU Yy MHCTHUTYLUH, HE AMKTOBAJIH «CMBICIa» HHU HMX
HCTIONB30BaHus, HU (QyHKIMOHUpOoBaHKSA. Hao0opot, oHn cramu
3y0unkaMu Opyroi MallvHbI, KOTOpas MpOomHuTajla crnocod
OTHOILEHUS C STUMH HHCTUTYLIUSIMH HHBIM CMBICIIOM, JINIIEHHBIM
HaMBHOCTH, TIPOBEPSII HAa MPAKTHKE, KaK 3Ta TUHAMHKA 3aBHCEIa
OT COOTHOWIEHHMH CcuJ. BO3HUKHOBEHHE BCEX OJTHUX
BHEWHCTHTYIIMOHAJBHBIX TIPOLIETYDP, OTHOBPEMEHHOE C MOMEHTOM
HanOONBIIEro MPUCYTCTBUS M BBICTYIUICHHUS IBIMKEHHH Ha
0o0LIECTBEHHON CLI€HEe, CTPEeMHJIOCh K paJauKalbHOH
JIEMOKpPaTH3aMH B3aMMOOTHOLIEHUH MEXAY CO3UAAaTeIbHOMN
JIMHAMUKOW M MHCTUTYLMEH, CMBICIa U pecypcoB. MHCTUTYMH,
KOTOpBIE MOMBITATHCh 3a()UKCHPOBATH CMBICH 3TUX U3MEHEHUH B
LIeJIOM, He MOIDIH JaJbIIe YaCTHYHOTO OOHOBJIEHHS: HE CTOJIBKO
MOTOMY, 9YTO OTPHULANH 3aMyN[eHHbIE IBMXKCHUIMH H
KOJUIEKTMBAMH MPOLECCHI, CKOJIBKO MOTOMY, YTO OHH 3a0BLIU O
TOM, KaKyI0 peOpraHu3aIiio Mo{pa3yMeBaeT HHCTHUTYIIHOHAIbHAS
JUHAMHKA, K KOTOPOH 3TH MHCTAHIIMU CTPEMMIINChH; HE CTOJIBKO
JUIsl TOTO, YTOOBI MPUAATH MPOTHBOIMOJIOKHBIH CMBICH XKeTaHUIM
JIBYDKEHUH, CKOJIBKO MO IPHYHMHE HET0OIEHKH CaMOT0 IIaHa 3THX
IBIDKEHHH KakK JIOKyca, rje ObUIM MOCTaBIEHBI IPOOJIEMEI,
Kacaroluecs MPOU3BOJICTBA CMbICTIA.

6. ABTOHOMHSI Kak KopceT. [lo onpeneieHHOro MOMEHTa
aBTOHOMHUS ObllIa MOYTH KBUBAJICHTHA TPAHCBEPCATHHOCTH
KOJIJIEKTUBOB, IBUKEHUH M JtoAeH. DTOT MO3UTUBHBIN pe30HAHC
(GYyHKIIMOHMPOBAJ KaK MOBEPXHOCTh pa3BUTHS JHajora,
YCTAHOBIJICHHOTO BHE KOHCEHCYCa M KallUTala, ¥ aIbTePHATUBHBIX
«X03s1€B» NMapTUHHBIX annapaToB. Ho aBToHOMUS, MpeBpalieHHas
B JOKTPUHY, TOTYAaC CTAHOBUTCS HEUYYBCTBUTEIBHOH K
TPaHCBEPCATBHOCTH, KOTOPOH caMma ke NMHUTAeTCS U KOTOPOH
o0s3aHa cBOEH MOAMMHHON cuioi (potencia). Korna aBroHOMUS
CTaHOBHTCSI MOPAJIbIO /WM CTPOTOM MapTHHHON JTMHUEH, oHa
3axJIeObIBaeTCA B Y3KOM MAapTHKYISPHOCTH M TEPSIET CBOIO
CHOCOOHOCTB K OTKPBITHIO U MIHHOBAIMU. J1J1s1 aBBTOHOMHBIX TPYTII
W JIBWO)KEHHH T1edalib TPOSIBIISIETCS €lle U KaK yrpo3a KOONTaluH
WM OTKa3a OT ToucKa. [IposBisieTcst oHA Takke W KaK BUHA 3a
TO, YTO OHHU HE CJIeJIalIt, 32 TO, Ha YTO «OKA3aJIUCh HECTIOCOOHBI,
WM KaK pa3 3a TO MapaloKCalIbHOE CTAaHOBJICHUE HOPMaJIN3alnHy,
KOTOpO€ NMPUHOCHUT KaK CBOE CIEACTBHE HU3BECTHYIO (opMy
Jocambl.

7. BHe3anHoe MosIBJICHHE B Ty4ax co(puToB. BricTymiieHue macc
COIPOBOXIAJIOCH BO BPeMs B3pbIBa KOHTP-BIACTH B APreHTHHE
B 2001 roxy pe3kuM M3MEHEHUEM KapThl OTHOCUTENBHO TeX, KTO
SIBISICSL Ha HeHW BaKHBIMM MTPOKaMH, HO TaKkKe I1apaMeTpoB
MOHUMAHUS ¥ BEJEHHUS IeN C 3TUM HOBBIM CONHMAIbHBIM
nuaepctBoM. Tearpanusaunus (BO3MOXHO, HeuzOexHas)
Tearpajn3yeT: BBIIBUraeT 3Be3/ U CO3JaeT y3HaBaeMble rojoca.
[ToTpeOuTenbCcKOe OTHOIIEHHE K «TOPSYUM» 30HaM KOH(IMKTa
MPUBEJIO K KOJOCCAIbHOMY HM3MEHEHHIO KIMMaTa, Korjaa
KOJIJIGKTHBEI M IBIDKCHUS, 32 KOTOPBIMH €Ille Buepa HaOIonaly,
KOTOPBIM PYKOIUIECKATH M K KOTOPBIM HPHCOEAWHSIINCH, BAPYT
CTaJli UTHOPUPOBATh UIU Ja)XK€ BBICMEMBATh, UTO OOBIYHO
TIEPEeIKMBACTCS] KAK CMECh KpPaiHero oJJMHOYECTBa, 0OMaHyTOCTH
1 9yBCTBA BUHEL.

II. lTonuTH3KMpoOBATE MeYalb

[HonuTHka «M3HYTPU» U KIPOTUB» MEUYAIU HE MOXKET OBITh
nevyajabHOW MOJUTHKOW. Peanmponpuanus u nepeucToikoBaHue
COOBITHS TIPEIONaraeT:

1. IlepepaGoraTrh coObIiTHE B cBeTe MNaMATH Kak
NOTEeHUHAJIBbHOI cuibl (potencia). [Ipouecc He 3aBepiuaercs
MOpaXeHUsIMH U TOO0eJaMU, HO MBI JEeHCTBUTEIBHO MOXEM
OCTBITb M OKa3aTbCs YJAJE€HHBIMH OT €ro JWHAMMKH. YUUTHCS

pa3dupats GOpMBI U GOPMYIBI, IPHHECIINE HEKOTJa YCIeX, He
03Ha4aeT 3aHUMaThbCs MOKasHHEM M cumynauueit. OTépocuth
¢opMyiTy 3HAYUT BHOBH OOPECTH MX BCE KaK BO3MOXKHOCTH;
BOOPY’KUTHCSI NICTUHHON MOJTUTUIECKOH MaMsThIO.

2. He genatp u3 ceds :xepTBY. [levans Bcero JHIIb yKa3blBaeT
Ha Hall BPEMEHHBIH pa3pblB C AMHAMHYECKHM IIPOLECCOM,
KOTOpBI HET TMNPUYUH CYUTATh JAJUTENbHOW Qa3oi
(cTabunusanuu), NEPUOAMYECKHU NpepbIBaeMOl (KpHU3UCOM
JOMHMHHMPOBAHUS), HAIPOTHB, €T0 CJIETyeT MBICINTB KaK IIPoLece,
4yepe3 KOTOPBII MPOXOANT HonuTudeckas 6opsda. [lewans — 3to
HE TOJbKO MOJHUTUKA BIACTH, HO M — MpPEXKJE BCEro —
00CTOSITEIBCTBA, B KOTOPHIX IMOJUTHUKA BIACTH CTAaHOBHTCS
MOTYIIECTBEHHOH.

3. CnocoOHocTh (potencia) k Bo3aep:xkaHuio. Eciau cnoco6HOCTb
K JelicTBHIO (potencia) MOATBEpXKIAeTCs B AEMOKpPATHYECKOM
CYBEpEHHOCTH, KOTOPYIO HaM yJaeTcs B HeH aKTyaJIH3HpOBaTh,
HOJMTH3ALHUS [IEYaJIH, BO3MOXHO, MOXKET OBITB IIOHSATA KaK hopMa
Oraropasymusi, B KOTOPOi KaKyIiasicss IaCCUBHOCTH PaJNKaJIbHO
COXpaHseT CBOE aKTHBHOE CyOBEKTHBHOE COJAEpIKaHHE.
ToTOBHOCTb «HECMOTpPsI HU Ha YTO», NMPEAOXpPaHsIIOLIas Hac OT
TOTO, 4TOOB!I OKa3aThCsl YHECEHHBIMH MOTOKOM WIIH MOIPOCTY
MOKOPEHHBIMU.

4. HoBble ny0inyHble nmpocTpanHcTBa. OOniecTBEHHOE ObITHE
yCTaHaBIMBaeTCs B HalleM cloco0Oe BBICTYNJIEHUS, a
BBICTYIIJIEHHE, KOTOPOE CTaBUT BOMPOCH! M IOMBITHIBACTCS,
ABJIAETCS PaJAMKaIbHO MONUTHYECKUM. YUPEXKJIEHUE HOBBIX
00LIECTBEHHBIX IPOCTPAHCTB, B KOTOPBIX MBI TOSBIISIEMCS C
HAIIMMH TOUIMHHBIMU BOIIPOCAMH, TOTOBBIE BHUKHYTH B CYTh
CHUTYallUii, He Hy>K1aeTCsl B KAKMX-TO UCKIIFOYUTEIbHBIX YCIOBHSX,
HO B Ye€M OHO HYXZIaeTcs, TaK 3TO B HErOCYyAapCTBEHHOM
YUpeXJIEHUH TOTO, YTO SBISIETCS KOJUIEKTUBHBIM. JTO TO, YTO
Mujeres Creando («XKeHIMHBI TBOPST») HA3BIBAIOT KKOHKPETHOM
HOJUTUKONY.

5. 3aHoBO MpopadoTaTh KOIEKTHBHOE. KOIIeKTHBHOE Kak
MPEINoChUIKA, a HE KaK CMbICT UM KOHEYHBIN MTYHKT: Hanogooue
TOTO «OCTaTKa», YTO BO3HUKAaeT U3 OOHOBIEHHOTO YCHIIUS
BBICTymaTh. KOJNIEKTHBHOE KaK YPOBEHb HOJHTHYECKOTO
MPOU3BOJCTBA U CONMPOBOXKAAIOLUIUE APYT ApPyra OMbITHL. Mbl
TOBOPMM HE O TpPYNHoBHIX (opMmynax (arutaumu WIH
CaMOMOMOIIY, €€ MPOTHBOMOIOXHOCTH): KOIIEKTHBHO-
KOMMYHaJdbHO€ — 3TO BCEr/Aa BBI30B OTKPBITHsS-Hadana Io
OTHOIIEHUIO K MUPY. DTO HE IPOCTO B3IIST «BOBHE», B TEPMHHAX
KJIACCHYECKON TOMOJOTHH, KOTOpas pas3rpaHHYmia Obl
«KOMMYHAJIbHOE BHYTPU» U «BHELIHUI MUP CHAPYKU», a CKOpee
KOJUIEKTUBHOE KaK COy4YacTHe B NPHUKIIOYEHHH CTAHOBIICHUS
CUTYaTUBHBIM HHTep(deiicoM Mupa.

B 3akitoueHHM MBI XOTeNH OBl BBIABHHYTH THIOTE3Y:
CYIIECTBYIOIIasl MO ceil 1eHb B APreHTHHE JUHAMHKA CO37aeT
TO, 4TO MOXHO ObLIO OBl Ha3BaTh «HOBOW YMPABJISIEMOCTBIO»
(HOBBIE MEXaHM3MBI JISTUTUMALMH 3JIUTHI; HOBIIECTBA B CIIOCO0ax
3aBS36IBaTh OTHONICHUS MEXIY ITPABUTEIHCTBOM U ABHKEHUSIMH,
MEXAY MEXIYHapOAHOW M «BHYTPEHHEN» IOJUTUKOMU;
pervoHajbHasl MHTErpanus U ri100aibHasi MHOTOCTOPOHHOCTB).
Jlnamasics medyanp BeIEeT K M3OJSIHUM HAa 3TOW HOBOW CTaIuu
mporecca.

Byny4n «mepeBoioM» 3TOro mporecca, «HOBasi yIpaBlIsieMOCTb»
pacmpocTpaHseT MpU3HAaHWE HaMETUBIIEHCS TUHAMHUKH U
OTKpPBIBAa€T HEBOOOPA3UMBbIE Ha MPebIAYIIeH CTaAuu KyJIaq4HOro
HeonnbepanusMa npocTpancTBa Hrpsl. OJHAKO BCe 3TO
MPOUCXOAUT OJHOBPEMEHHO C MOMBITKAMH KOHTPOJIMPOBATH U
MepeHanpaBuTh 3Ty JUHAMUKY. HeT MecTa olyiieHnio «ycrnexa»
nepBOro, HU «mopaxeHus» Broporo. [lo mepe apeiida
MOJIUTHYECKON MeYany K €€ MOJUTU3AIUN, MBI HaMepeHBI
00Cy’k/JaTh 3TU AMJIEMMBI, KOTOPbIE OTKPBIBAIOTCS BCETAA
NPHCYTCTBYIONIEH OMacHOCTBHIO MOTEPSATHCS B 3aCTHIBIIEH, a
MOTOMY HJLTIO30pHOW OWHAapHOU Joruke B BUAE «mobena-
nopaxeHnue». Ilaono BupHo Tak cymMmupoBan TO, 4TO
OTKpBIBAaeTCs Mepe] HaMH: Ha KapTy, 3a IpenesiaMi HOPOYHBIX
KosieOaHMiT MEXTy KOOTTaluel 1 MapruHalIn3aIiei, mocTaBIeHa
BO3MOXKHOCTb «HOBOH 3pENOCTHY.

Bysnoc-Aiipec, 13 ¢espanst 2007.

nepeBon: Anekcanap Ckunas npu ydactuu Japeu [Ibipkunoii
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IIpum. nepeBoauuka:

* ot transversal - B MaTeMaTuke “‘ceKyias,” TpaHCBEepCab.
ABTOpHI IMEIOT B BU/ly HalpaBJIeHHE, HIYILEE BPa3pes C
OOIIENPUHATEIMI TE€HACHIHAMH.
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(editorial militante), komopoe moi nazeanu Tinta Limyn Ediciones
www.tintalimonediciones.org)



Colectivo Situaciones | Politicizing Sadness

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.

|. Political 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.

ll. Politicizin n

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.

Translated by Nate Holdren and Sebastian Touza

photos by D. Vilensky, taken in Buenos Aires

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



Anewced Mensun | Her Bpemenn

BcrioMuHas u3BeCTHOE BbICKa3bIBaHUE ABFyCTI/IHa, COorl1aCuMcCs, 4TO rOBOPUTH O TOM, YTO €CTb BPEMH,
Henerko. Ho MOXXHO ¢ JIErKOCTbIO CKa3aTh O TOM, 4TO ero HeT. OJHOH U3 XapaKTepHbIX 4epPT HOBOM
IOBCEIHEBHOCTH ITOCIEIHUX JIET CTajla 0codast TeMIopaibHOCTh. «He Mory, HeT BpeMeHu!» — Takyo
(pa3y 4acTo CIBIIIUIIb B Pa3roBopax He TOJIBKO CBEPX-3aHIThIX MEHEKEPOB, HO U JIIOZEH N3 pa3HbIX
CEKTOPOB «KPEaTUBHOW MHIYCTPUM», UCKYCCTBA U AaXKe U3 aKaJeMuueckoii cpenpl. BocnomuHanus
JIIOJIeH CTapIlero MOKOJIEHUS! O COBETCKOM TEMIOPAJIILHOCTH, KOTAa MOXHO ObLIO MOCBSILATH TOJIbI
HECNIEIHOMY YTCHHUIO KHUT' U OKCUCHTPUYHBIM UCCJICIOBAHUAM 663 BCSIKOM BHEIIIHEH ICJIK, HA OTOM
(hoHe KaKyTCsl MPEKPACHBIMH HOCTAJIbIHUECKUMH JIETCHIaMHU.

Bpﬂjl JIM 5Ta OTMEUEHHAs HEXBaTKOM TEMIIOPAJIbBHOCTb — JIMIIb «ECTECTBEHHBIN» MOMEHT HaIlIero
IIOKOJIEHYECKOTO B3POCJIEHUS], UM CleACTBUE OaHAJIbHOW JOIMKHM BBDKMBAHHS B IIOCTCOBETCKUX
obmecrBax. OOWAACh ¢ APY3bSIMH U3 APYTUX CTPaH, BUAMILL YIHUBHUTEIbHOE CXOACTBO HAIIMX
PEXKUMOB HSA U HOYM. Fn06aﬂu3aunﬂ BPEMEHU: MHOXKECTBO Iapaul€JIbHbIX IIPOCKTOB, TEKCTOB,
KOTOpBI€ HYXKHO HAIMCATh K TOMY WJIM IPYTOMY «A3JIalHY», MHOXKECTBO BUPTYaJIbHbIX UHTEPHET-
KOMMyHI/IKaLlI/Iﬁ C pas/iIM4YHbIMH PUTMaMM.

Bce 310 00pasyeT Hekylo (GUrypy MOJEKYJIIPHOHW IHUCIIEPCUU BPEMEHH, €r0 aHAJIUTHYECKOTO
pa3joKeHus Ha 3aMKHYTble ()parMeHTbl. A Tak)Ke TEXHUKHU M MPAKTUKU YHPaBICHHS dTHUMHU
YacTULAMU: JIAHWPOBAHKE, KOTOPOE MEPELI0 C UHCTUTYLIMOHAIBHOIO YPOBHS Ha EPCOHAIbHBIMI,
paccuuTaHHasg opraHu3alusa BCTPEY, ACKETHMYECKUM OTKa3 OT CHENPHOPHUTETHBIX>» aKTVIBHOCTCﬁ,
KOJIOHH3AIMsl HOUHOTO BPEMEHH, 1a)kKe OTKa3 OT CHa, U Iipoyee. DT IPAKTUKU CAMOKOHTPOJIS UHOTAa
KaXXyTCsa €lIe 60nee YIrHETAKIUMHU, YEM NPECIKHUEC NUCIHO3HUTUBBLI IMPOCTPAHCTBCHHBIX U
KHHECTHUYCCKUX orpaaneHuﬁ. OHI/I IIPOBOLMPYIOT SITU30AUYCCKHUE «CPBIBBI», KOTOPbIC BhIPAXKAKOTCA
B OTYasIHHO-PaJOCTHOM PAaCCTPOUCTBE BCEX IIAHOB.

3HakoMas M Tparuuyeckas GpuUrypa KOHEYHOCTH CYIIECTBOBAHHMs, KOTOpas Oblia co Bcel
TIIATEIBHOCTBIO MpoayMaHa B ¢uiocoduu 20 B., B 9TOM KOHTEKCTE MPEACTAET MOJISIPHOM,
3aBepLICHHON K MOHOJIUTHOI ()OPMOii, KOTOpasi HaM MOYTH yXKe HEeJOCTyIHA. Bpemst y)ke He KOHEUHO,
ero npocro Het! DTo KaxeTcs 0Ju3KkuM Tomy, 4yTo B 90-¢ roasl @penpuk [IHkeiMUCOH onucan Kak
<(LLIVI30(1)p€HVI'-{eCKy}O)> TEMIIOPAJBHOCTDb 3IOXU IMO3JHEI0 KalnuTallu3Ma — CEPHUI0 U30JIMPOBAHHBIX
MOMEHTOB «TECIECPb), JUIICHHBIX «I'PaMMAaTUKK», WU d)eHOMeHOJ'IOFV[‘leCKOI\/'I CBA3H yACpKaHUA
IPOLLIOro MOMEHTA U mpeaBocxuileHus Oyaymero. Ho B 3ToM onbiTe ObUI €llle YTOMHUYEeCKUN
MOMEHT, KOIJla Takoe pasjoKeHHe obOeliano Hekoe ocBoOokaeHue. Teneph ke KaxIblii MOMEHT,
OCBOOOJMBIINCH OT BHYTPEHHEH CBA3M CyOBEKTUBHOCTH, MOWMAaH B CETh BHELIHHUX PErysiLUi U
3anpocoB. U oT 3Toro He cnacalT «Hay4HbIe» (OPMbI 0OBEKTHBHOCTH, OOBIYHO CBSI3aHHBIE C
JUHEHHBIMM U CHCTEMAaTHYEeCKUMHU MoaesiMu. HampoTus, ceiiuac ncuxo(u3noaoru TOBOPST O TOM,
YTO Hallle aKTyaJbHO MPOXXMBAEMOE U 3alIOMHUHAEMOE «HACTOALIEE» HMEET TOYHO U3MEPHMBbIH
MHBapHaHT (U3MYECKOr0 BPEMEHH, U 3Ta TAKTOBAsl CTPYKTypa OpraHu3yeT BeCh aHTPOIOIOTHYECKHU it
omsit [1].

[IpocTasi KOHCTaTalKUs TOro, YTO HaOJII0AaeMble U3MEHEHHS TEMIIOPAIBLHOCTH SIBISIIOTCS 3G heKToM
«HeonubepasbHOTO 00pa3a KM3HHU», MPEKAPUTETHOTO, JHUIIEHHOTO0 KakuxX-aubo ¢opm
MHCTUTYLIMOHAJILHOM MOJIEPHKKH U 3aILUTHI, 1aeT He Tak Yy MHoro. Ckopee, cieayeT roBOPUTh He
0 HEXBaTKE BHEIIHEH 3allMIICHHOCTHU, @ O POCTEC 3HAYCHUA CaMOIo Cy61>eKTI/IBHOFO U3MEPECHUA
(OKHMBOTO TPYZIa» B YCIOBHSIX «PEaJIbHOTO MOAYMHEHUs» KanuTany [2]. C mosied ynpoIieHus MOXHO
CKa3aTh, YTO B ATOM TEHACHLIUHU BCE BPEMs )KU3HHU, — a HE TOJILKO BpeMs, IPOBOAUMOE Ha (adpuke,
B oduce, WM y JOMAIIHETr0 KOMIbIOTEPA, — OKa3bIBAETCsl BPEMEHEM, B TEUCHHE KOTOPOTO KarUTall
IbITAETCS OPraHU30BaTh U3BJIE€UYEHUE MPUOaBOUHON cTrouMocTU. OcoOEHHO 3TO KacaeTcs Tpyda B
paMKax «KpeaTMBHON MHAYCTPUM», B KOTOPOH NMPOU3BOACTBO HEMATEPHAJIbHBIX MPOAYKTOB
HEBO3MOXHO PETYJIMpPOBaTh Yepe3 Mepy BHEIIHEro U abCTPaKTHOrO BPEMEHHU, — HampHuMmep,
HPUCYTCTBHA Ha paboueM MecTe.

Alexei Penzin | No Time

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. “l can’t, | 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 ftrivial 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

Wrtak, BpeMs MHCTPYMEHTAJIU3UPYETCs U (pparMEeHTUPYETCs, a BONPOC COCTOUT B OGopnbe 3a
BO3MOXKHOCTb 3aHMUMaThCs (pyHIaMEHTAIIBHBIM, U, CJICI0BATEIbHO, KPUTHYECKUM HCCIIEI0BaHHEM,
3a co3/laHKue JeHCTBUTEIbHO HOBBIX MPOU3BEIECHHM, 32 OpraHU3alMi0 MaCIITA0OHBIX MOJTUTHYECKUX
MHULMATUB — BMECTO MHOXECTBa JUCIEPCHBIX U KPAaTKOBPEMEHHBIX «IPOEKTOB». B 3Toi
npoOaeMaTiKe, HECOMHEHHO, TOSIBJISIIOTCS] HCTOYHUKHM HOBBIX aHTarOHU3MOB M IOTEHLIMAIBHOCTEH.
Buaumo, HeT 0co00ro CMBICIIAa TOBOPUTH O MHANBHIYaIbHBIX (hopMax O0pbObI KaK yIIOPHOTO OTKa3a
OT aKTyaJM3aluH, — B CTUJIE 3HAMEHHUTOIO JUTEepaTypHoro odpasza nucua bapriadu c ero «s Obl He
npeanoden». Ho kak npuaarbk cyObeKTUBHOH 00pb0Oe ¢ mog00HON TeMIopajibHOW rereMoHuei
KanuTajla KOJJIEKTUBHOE U, 3HAUUT, HOJIUTHYECKOE U3MepeHue?

B nocneaHee BpeMsi HauMHAET Ka3aTbCsl, YTO KOHLENLHUS «UMMATepUaIbHOIO TPYXa» M HOBBIX
CcyOBEKTUBHOCTEH, KOTOPbIE 00pa3yI0TCs Ha €0 OCHOBE, 00HAPYKUBAET YI3BUMOCTb HMEHHO B 3TOM
miade. Kak 3ameuaer Marteo IlackBUHE 1M, aHTarOHU3M NMPUOOPETAET TEHIEHLHUIO CKOpee
3aMBIKAaTbCS B PaMKaX CaMOIo MHOXKECTBA, MPEBPALIAsCh B «MMMAaTEpUATIbHYIO I'PaXXIaHCKYIO
BOIHY», a He B 00pb0y C HOBBIMU (pOpMaMHU 3KCILTyaTallMu: «XOPOLIO H3BECTHO O CONEPHUYECTBE B
aKaJeMUYeCcKOl cpele U B apT-Mupe, 00 3KOHOMHKE CCBLJIOK, O FOHKax 3a AdJallHaMH, O
(ecTUBAJIBHBIX KOHKYpPCax, O 3aBUCTH U TOJO3PUTEIBHOCTH B Cpelie MOJUTHYSCKUX aKTHBUCTOB.
Koonepanus Mex1y TBOpUECKMMHU PaOOTHUKAMU 3aTPyAHEHA MO CTPYKTYPHBIM NPUYUHAM...» [3].
B TpaauiMOHHON MOJIUTHYECKOW MBICTH (HOPMON YMUPOTBOPEHHS B ITHX YCIOBHUSAX OBLIO
yupexaeHHe HEKOW CyBepeHHOCTH, KOTOpasi OCTaHABIMBAET BHYTPEHHUI KOHQIIUKT, NpUCBaNBas
camoii cebe npaBo pemiath 0 BoiiHe U Mupe. SIcHo, 4To ceituac 3T (HOpPMBI NOTUMHEHHs 0O3HAYAIH
OBl ropa3zno OONBLIKMKA perpecc, yeM IEepeUUCICHHbIE BbIIIE HEraTUBHbIE XapaKTePUCTUKHU
«KpeaTuBHOM MHAYCTPUM». BO3MOXXHO, IOKa HaM NPUXOAUTCS PaCCUUTHIBATH JIMILb Ha CHITYy CaMUX
uaei u o6pa3oB, — €CIM OHU MPUOOPETAIOT YHUBEPCATIbHYIO 3HAYUMOCTh, TO OHU CaMH CTaHOBSTCS
(akTOpaMu YMUPOTBOPEHHUS U COJHAAPHOCTH, HE3aBUCHMO OT JECTPYKTHBHBIX 3ddekTon
COINEPHUYECTBA UX aBTOPOB. MIHBIMU ClIOBaMH, Ha HEKYIO KPUTHYECKYIO M FE€pOUYECKYI0 3THUKY B
nyxe A. banplo, B3bIBAIOLIYI0 K YHUBEPCAJIbHOMY COOBITHIO UCTHUHBI, KOTOPOE OTMEHSET BCe
«4YeJIOBEYECKHE, CIULIKOM YeJIOBEYECKHE» CTPacTH U HHTepechl. Ho, Kak MBI yxe 3ameuay,
MHCTPYMEHTAIM3alus U JUclepcuss BpeMeHU Bce Oounblie U 0oJble 0ciadiaseT UCTUHHOCTHBIN
PEXUM KYJIBTYPHOTO MPOU3BOJCTBA U MOJUTUYECKOW MPAKTUKHU. DTOT MOPOUHBIA KPyr OCTaBIAET
c(hOpMYIIUPOBAHHBIE BOIIPOCHI OTKPBITHIMH.

Tak nnu uHaue, 60pb0a BeAETCsI HE TOJIBKO BO BPEMEHH, HO 32 0CBOOOXKI€HHE BPEMEHH IPOU3BOCTBA,
—3a Jpyroe, COObITUIHOE U KOJIEKTUBHOE, BpeMs. Eciii Mbl yke He MOXeM CKa3aTb, YTO HAXOAUMCS
«BHE» OTHOILIEHUH KalluTaja, BCEOXBATHIBAIOLIEr0 «PEaJbHOr0 MOJYUHEHHS», TO CIEAYyeT
AQHAJIM3UPOBATH BO3MOXKHOCTb €r0 Pa3MbIKaHUS U TMOAPbIBA BO BPEMEHH, a HE B IPOCTPAHCTRBE.

[Ipumeuanus:

1. E. Poeppel Warum dauert die Gegenwart drei Sekunden // Frankfurter Allgemeine Magazin.
1999. Ne 83.

2. Cm.: A. Negri Time for Revolution. N.-Y.: 2003. B HaiieM KOpPOTKOM TEKCTE€ MbI HE MOXEM
00CyXI1aTh 3Ty CJIOXHYIO padoTy.

3. Cm. tekct Immaterial Civil War na caiite http:/info.interactivist.net.

Anexceti Iensun (poo 1976) - ¢punocogh, nonumuyeckuii ananumux, ynen paboueti epynnol “Umo
Odenamnw?”, acueem 6 Mockee

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. Ne 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

A. Penzin (b. 1976) philosopher, member of workgroup “Chto Delat?”, lives in Moscow



David Riff | The Potentiality of Mimetic Labor

| 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. Alittle 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.

MOHHKA MAPHAHHTEP | MONIKA MARKLINGER /// Baw notenunan -
Hawa 3a6ota (no3ynr peknamnoii womnanun Microsoft), 2007

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 | 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.

flasup Pucpch | MoTenunanshocTs MHMeETHYECKOrO TpyAa

HenaBHo 51 HaTKHyJCS Ha MEAMIIMHCKUH TEPMUH «MUMETHUYECKHI Tpyna» (mimetic
labor), o3navaronuit 10KHOE WM COPBaHHOE Havaslo ponos. Haunnarorcs
MYYHTEIbHBIE CXBATKH, HO IIeiika MaTku He paciupsiercs. [ToTeHuanbHOCTD
pocturaeT nuka. [1y3bIpb, KaxkeTcsi, BOT-BOT BBIPBETCS B JEHCTBUTENBHOCTD
(axtyansHOCTB). Ho 3TOTO He Mponcxoaut. CXBaTKH CTHXAIOT, OEpeMEHHOCTh
npopoipkaercsi. B anrmuiickoM «labor» o3HauaeT kak poAOBBIE CXBAaTKH, Tak U
paboTy, Tak 4TO B 3TOM BBIPA)KEHUH UMEETCSI YTO-TO BPOJAE PUCKOBAHHOM
MeTahOpPUIECKOH CCHUTKH Ha TO, YTO MPOJEIBIBAET — M MOXKET MPOJIENaTh — MAMECHC
KaK CHoco0 aKTyalu3alyu.

[lo3aHuii coBETCKUM NMEPHOA MOPOAUI KyJIbTYPHOE HCKOIIAEMOE TOIUIMBO, KOTOPOE
MHOTHE CETOAHS XOTeIH ObI MMyCTh B XOJ, aKTyaJIU3HpoBaTh. JIFOOOIBITHO, 4TO
pa3Ho0Opa3Hble YCHINS B 3TOM HalpPaBISHUH apTHKYIUPYIOTCS KaK CEpHUsl JIOXKHBIX
HayvaJ, BEIOPaChIBAIONIMX JIMIIb TOTEHINAIBHBIE aKTyaIH3al[ii WA YTPO3bI
HaJBHrarouleiics ToTaabHocTH. Ho ycnex uiam ToTasabHblE IEPEMEHBI TaK U He
HACTYMHAIOT, ¥ IPOEKT OCTABISIETCS pajiil IPyToii, eme 6oaee rpaHINO3HON CXEMBI.
Kasxap1ii HOBBIN MIIE0TOTHYECKHI TPOIYKT 00JIa/laeT CBOeH cOOCTBEHHON
teneonorueil. Ho oH GbICTpo mpeBpamaercst B ouepeIHOE JOMOTHEHNE K
SHUUKIIONENNH CTPEMUTEIBHOTO JBHKEHHS TOBAPOB MOTPEOICHUS, BEIKHIBIBAEMbIX
CIIUIIKOM OBICTPO, YTOOBI UX HCHONB30BaNH. Jlaske Te MPOEKThI, KOTOPBIE MBITAIOTCS
pa3BUBATh COLUAIUCTUYECKHE CTPATETUH C LEJIbI0 3a€HCTBOBATh MOJIMHHbBIE
0CBOOOIUTENBHBIE UMITYJIBChl COBETCKOTO MIPOIIOTO, CTAIKUBAIOTCS C ITOH
npobieMoit. Mumecuc npeBparaeTcsi B KpaTKOBPEMEHHYIO Maruio,
MPOUTPHIBAIOIIYI0 BCEBO3MOXKHBIE TPAareAny Kak >KyTKui ¢apc. PeansHOCT
Ka)KeTCs KUIIamel TypHOi MOTeHINAIBHOCTEI0, KOTOPYIO HEBO3MOXKHO
penpe3eHTUPOBaTh, TOTOBOH 3aTpeIlaTh 110 BCEM IIBaM UMEHHO MOTOMY, YTO CMBICI
oTcpodeH. Bpems peakuuu, roBOpUM MbI, MPEUCHONHEHHOE 3HAMEHHUH,
npepeiBaroIuX uanuiMoo. Hemuoro noxoxxe Ha bunepmaiiep.

Ho Het 11 KaKoro-To WHOTO CMOCco0a MOHUMAHUSI TOCT-COBETCKON MOMBITKA
akTyanu3auu? MoxeT ObITb, MUMETHYECKUH TPy 001afaeT CBOUM COOCTBEHHBIM
noreHuranom? JIroOOMBITHRINA aCIEKT MUMECHCa MOXXHO OOHAPYKHUTh B TIEPEBOJIE.
ITepeBon ceroaHs — KIIFOYEBOE CPEACTBO AJIsi MapKETHHIa MHOTOOOpa3HbIX
MOTEHIMAIFHOCTEH COBETCKOM KYJIBTYpHI II0 MEpe TOro, Kak HOBasl pocchiickas
3]IMTa CTAHOBHUTCA I100AIBHOM. B mpouecce nepeBona pycckue TEKCThI 3a4acTyI0
HY’)K/IQIOTCS B TOM, YTO Ha3bIBAETCS «EBPOPEMOHT»: B OOHOBIICHUH U Iiepe3arpyske B
MaTpuLy I100anbHON KynbTypbl. [ToToMy 4TO CMIIKOM OyKBajbHbIE HEPEBOIbI
aKTyaJM3HUPYIOT KaK MOTEHIHAIbHBIE HICOJOrHYeCKHe TPOTHBOPEYHs CaMOTo
OPHTHHAJIA, TAK U ONPEAEIIAIOLINE OTPAHUYEHHS TOTO S3bIKa, HA KOTOPbIH
ocylecTBisiercs nepeBos. 110100HO YpeBOBELIATEINIO UM MUMY, IEPEBOAYHK
npeObIBaeT B HOCTOSHHOM ONACHOCTH TOPOXK/ICHHUS KOJIOHHAIBHON KapHKaTyphl.
ITponykTHBHOMH ero/ee NeATENbHOCTD JIEJAeT TO, YTO OH/OHA pa3BUBAET U
HCIOJIB3YeT BCEBO3MOXHBIE MUMETHUECKHE CTPATErnH, YTOObI C/1eaTh
NPOTHBOPEYHS HE CTOJIb OYEBUIHBIMH, 3aTOJIKAB UX 00paTHO B 001acTh
HNOTEHLHAJIbHOCTH.

JIro60nBITHEIM 00pa30M, 3TO MO3BOJISIET 3aNITHYTh B TO, UM JEHCTBUTEIBHO MOXKET
OBITh «KMUMETHYECKUH TPyA», €CIIU UX YXBAaTUTh KaK MIMECHC: YeM-TO BECbMa
HAIOMHHAOIINM JHATEKTHIECKUI peannsM, NpeayraJlaHHblii MapKCUCTCKUMU
acteTukaMu 1930-x. MHoOrue ceroJHs MeITalOTCS aKTyaJIUu3UpOBaTh 3TO HACJEIHe,
XOTSI OHO M OCTaeTCsl HEBEPHO UCTOJKOBAHHBIM. JlManeKkTHYecKuil peanusm — 3To
pedexcuBHas cTPyKTypa, HOTEHIMAIBHOCT KOTOPOH MOXHO NOCTHYb, NIPEACTABHUB
HOZPEIBHON aBTONOPTpET Benackeca ¢ ncmaHckoi KopoieBcKoi cembeil. OnTuka
BJIaCTH oOpamJIeHa M MPONUTaHa 3/1eCh 0apOYHON MeTaHXOJIUeH, 3acTaBIsIomen
UCTIAaHCKYI0 MOHAPXUIO BBINISIETh COOPAHUEM BPOXKIEHHBIX TypaukoB B 3epKae
skuBonuck Benackeca. JlnanekTuueckuil peaan3M QUKCUPYET 3TOT KYIbTYPHBIN
HNOTEHIMAJ, HOIUTU3UPYS TIPUEM CaMOro OTpakeHUs-peduiexcun. Bennuaiimmit
TEKCTyaJIbHBII IIPUMEpP 3TOr0 MOXHO HaWTH B MapKCOBOM KpUTHKe
MIIafiorereibsHCKOro HeBepHoro nepesona Ilpynona B «CestoM cemeiictee». B atom
OnectsamieM ouepke Mapkc HCIonb3yeT NOTeHIMal HeBepHbIX npoutenuit [Ipynona,
yKa3bIBasl Ha — M 3a0CTPSAsl — HEBEPHBIE TOJIKOBAHMS MJIAIOTETEIbSIHCKOTO SI3bIKa, Ha
KOTOpBIH OBl ocyecTsieH nepeso. Ho uto eme BaxkHee, Mapkc NOAUTU3UPYET U
yCBaMBaeT JIOJKHbIE UAEOJIOTUH, aPONPUUPYsl UX U HOPOXKas MOTEHIHATBHOCTb,
KOTOPYIO €ro coOCTBeHHasi paboTa MepeBeeT M03/Hee B HOBBIH MUMETHUECKUN
METOJ ANAIEKTUYECKOTO MaTepHaIn3Ma.

Henb3s i BocTpeboBaTh Hazaj Takue pedruekcHBHBIE CTPYKTYpPbI, IPUMEHHB UX,
Harmpumep, K mpodieMe nepeBoaa, UiH 3T0 OyJeT elle OAUH IpHUMeP MUMETHIECKOTO
TpyAa B cyry60 MeguuuHCKOM cMbiciae? Ha maHHBIH MOMEHT BOIIPOC 3TOT —
HCTOYHUK MYYEHUIl, 0COOEHHO MOTOMY, YTO YCJIOBUS COBPEMEHHOIO
UHTEJUIEKTYalIbHOTO TPY/Jla OCTABIAET TaK MaJl0 BPEMEHHU Ha HAllMCaHHE AJIMHHBIX
TEKCTOB. BOT modemy 51 HOKEH 3aKOHYMTH HA 3TOM CTAAWH, HAOpOCaB JUIIb B
001X YepTax He Oojee 4eM elle OAHO HOBOE Hadalo.

[faeuo Pugpgh, poo. 1975 2. xydooicecmeeHHblll KpUMuK, nucameis,
unen paboueil epynnol « Ymo oenamu?». JKueem ¢ Mockse u bepnune
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Art/Futures

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 1is
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 1is 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 nanve 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]

m m h B h r h 1 h
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 1s 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.

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 1living
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 Jjustified 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 1if we revel in the
‘absurdity’ and ‘impracticality’ of our ambitions (at
least, according to the craven Jjustifiers 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!
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NckyccTtBOo/®bloYepcChl

YnpasnsioLmne cCUCTEMO KynbTypbl U YaCTHbIE BrafenbLibl
cobpaHuii McKyccTBa BO3fnaraloT CBOW Hagexabl Ha
dblovepchbl nckyccTBa. ToproBas mapka nuBa «bekcy,
HanpuMmep, HasblBaeT CBO Mporpammy NoaAaepiKku
uckycctea «dbtovepchl bekc». PuHaHcoBas KomnaHus
nporpamMmmHoro obecneyeHuss «bnymbepr» pykoBoguT
nporpaMmMon, HassaHHow « APTgbbrouepchi»: «Ans Tex, KTo
paboTaeT Ha pbIHKE C NepeaoBbIM KPAaemM COBPEMEHHOMO
uckyccTtaa, Oyab TO NepBUYHbIE MOKynaTenu, HoBble UMnn
AAaBHO nNpefaHHble CBOEMY Aeny KOMNeKuWoHephl,
exerogHble “APTbrouepcsi”, Bbinyckaemble O6LecTBOM
CoBpeMeHHoro VckyccTea, — 9To nyTeBoauTeNb No TOMY,
4yTO “Heobxoanmo yBMAETbY», YTBEpXAaeT obpalueHne K
konnekuymoHepam B 2007 rogy. Uto xe 310 3a Oyayllee,
KOTOpoe ynpaBsreHLbl OT UCKYCCTBA CTOMb YBEPEHHO
HamepeBalTCA AUKTOBaTb MNK OTKPbITb? C ogHomn
CTOPOHbI, NPOCTON 3KOHOMUYeCKMI pacyeT. OH gaeTt
KonmneKkuMoHepam OTMallKy: NOKynaTb 34ech, NOKynaTb
cenyac, 4ytobbl B OyayuiemM BO3BpaTUTb CTOPULIEN.
«bnymbepr» oTcnexuBaeT UM npeackasbiBaeT
BO3HMKaOWMNA CNpoCc, paBHO KaK M BO3HMKalOLWMUX
XyOoXHWKoB. «bekc» — aTO TOproBas mMapka, AOCTOMHas
KannTanoBMOXEHUN, COOTBETCTBEHHO [OCTOMHbI
BIIOXEHUA N NOoYMTaeMble 3TON MapKOW XYAOXHUKW.
PasymeeTtcs, He Bce CBOAUTCH TOMbKO K 3TOMY, M
«®btovepchbl bekcay», kak 1 nobble NogobHbIe NPOEKTHI,
3aaBnAT, YTo Byayllee, KOTOPOE UX UHTEpecyeT, 370
Oyayuiee camMux XYyOOXHWKOB, MO3BOMSS CBOWUM
npeycnesawLwmm nporvexe pasBuBaThb "
COBEpLUEHCTBOBATb CBOE TBOpYecTBO. Y Byayuiero B
WCKyCCTBE Aonras Tpaauums: OHO SABMSETCH 3MeMeHTOM
aBaHrapgHoro npoussoacTtsa. [MobopHUKM nyyluero Mupa
— (PYTYPUCTbI, KOHCTPYKTUBUCTbI, NPOU3BOACTBEHHUKN —
BblHaLIMBanNM nnaxbl Ans éyayuero. 3To He 03HaYarno, YTo
WCKYCCTBO NpeAcTaBnsarno Yetkve obpasbl byayLmnx MMpos.
Ckopee, OHO y4ypexaano cnocobbl NPOM3BOACTBA, He
npeBpaLLaloLLEero UCKyCCTBO B TOBap — COBMECTHOTO, Unu
oTBeprawLlero eanHonnyYHoe aBToOpCTBO B OypXya3HoOM
CMbICrie  NyTeM MNOAYMHEHUS  KONIEKTUBHOMY
BbICKa3blBaHUIO B (hopme MaHudecTa. Y oHu Hanpasnsnm
npeobpas3oBaHHble 0OLLECTBEHHbIE OTHOLIEHUS MpU
NoMOoLLK Toro, 4yTO BpexTt HasblBan
«nepedyHKLMoHUpoBaHmem». Kak nucan BeHbsaMUH O
npakTuke bpexta B acce «ABTOpP Kak MPOW3BOAUTENbY»
(1934), nepedyHKLUMOHMPOBaHWE — 3TO «Npeobpa3oBaHune
dopM 1 opyaui npomsBoacTBa obpasom, XKenaembiM
nepefoBoW WHTENNUreHuMen — TO €ecTb TOM
WHTeNnnureHunen, KoTopas 3aumHTepecoBaHa B
ocBobOXAEHUN CcpeacTB NPOM3BOACTBA U B CIYXEHUU
knaccoBon 6opbbey. B crnyyae coBeTCKuX XyOOXKHUKOB TEM
bonee Mmenock Beckoe onpasAaHune pyHKUUOHaNbHOMY
npeobpa3oBaHuio POPM NCKYCCTBA, NOCKOMNbKY peyb Luna
O NonbITKe 3KCNepumMeHTanbHO onpoboBaTb HOBblE
obLuecTBEHHbIE OTHOWEHUSA U HaBblku. COBETCKUI
aBaHrapa AencrtsoBan B 3anoxy npeobpasoBaHus
obuiectTBa, a He NpocTo B 3anoxy npeobpasoBaHus
NCKyCCTBa, BO3HMKAIOLWEro B ranepesx u Mysesix; OH
nepecTan 3aHMMaTbCs XyOOXKHUKaMU-UHOUBMAYanMCcTamu,
OpraHu3oBbIBas BMECTO 3TOrO rpynmnbl aruTrnpona, agHo
uuia HoOBble TexHuvyeckne OPMbl BblpaXeHus u
YCTPEMINSAACh HABCTPEYY CBOEW ayauTOPMM Ha NO-HOBOMY
onpefeneHHbIX YCroBUsX.

OpHako Oyayuiee MOXeT nokasaTbCA HaAeXHOo
orpaxaeHHbIM B HACTOSILLMIA MOMEHT OT pearnbHbIX,

KOMMEKTUBHBLIX MONMUTUYECKUX M3MEHEHWI, YTO AenaeT ero AOCTYMHO-
6e3onacHoi obnacTblo CnekynsuMm Ans KOMMEpPYECKUX CMOHCOPOB
nuckyccTtea. byayuiee B HacTosilLMA MOMEHT — 3TO Nrowagka Aans urp,
3alTV Ha KOTOPYIO MOTYT NMULWb HEMHOIME, Aa U TO HEHAAOMIo, NOKa OHU
He BbIpacTyT U He 3apaboTaloT cepbe3Hble AEHbIN UMK HE NCHE3HYT CO
cLeHbl. «4To AenaTb?» — HEOTNOXHbIV BONPOC, HO ero cTaBka Ha byayluee
Kak obrnacTb AencTeua npexaespeMeHHa. CHadyana HaM elle npeacTouTt
3aKOHYMUTb CBOM pacyeTbl ¢ npownbiM. Ero noteHunan He 6bin
peanu3oBaH. Bonpoc Bce TOT xe: 4To aenaTtb? B ntobom crnyyae, npoLusoe
MOXET ObITb — UK yxe ABnseTca — YTONUen, K KoTopon Mbl CTPEMUMCS.
YTonun BoobpaxatoT byayLime Mupbl, NPoeLmMpys B rpsiayLlee odepTaHns
COBEpLUEHHOro 06LecTBa. YTONMM OCyLLECTBAAIOTCA HEraTMBHO, BOMPEKU
CBOEMY BpEMEHU, KakoBOe, TeEM He MeHee, ux PopMupyeT. Y MHOrmx
yTonun (n gucTonui), ¢ AEBATHAALATOro BEKa M Aanblue, UMeeTcs ogHa
o6wasn yepta. JOCTUrHYThIN B KAKOW-TO MOMEHT YPOBEHb TEXHUYECKOIO
pasBUTMA TeM MU UHbBIM obpasom opmMUpyeT YyTOMNuio, NO3BONASA
npegyragatb anbHeliwee pa3BuMTUE B TOM Xe HanpasneHuu. YTonus
MOXET pOAUTLCS, TONBbKO KOrAa CO3penu ee TeXHUYECKUe NPeanoChInku.
Mapkc Tak onpeaenvn peBonoLMOHHBIN UMMYNbC: YENOBEYECTBO «CTaBUT
cebe Bcerga TonbKo Takne 3agayu, KoTopble OHO MOXET paspeLumnTb, TakK
Kak npu Gnuxanwem paccCMOTPeHUWN Bceraa okasblBaeTcs, YTo cama
3ajayva BO3HMKaeT Nuwb Torga, Korga maTtepuanbHble YCNnoBusa ee
PELLEHUSI Y)KE CYLLECTBYIOT UIK, N0 KpanHEN Mepe, HaxoasTcs B Npouecce
cTaHoBneHus». [1]

II MbL.. [I MbL.. [T MBI

MapkC HacTauBaeT, 4YTO B OOWECTBEHHOM IOeMCTBUTEJIbHOCTU
uMeeTCs npo6yeMa, NPOoTMBOpeure B OypXyaszHOM JIOTMKE IeHeT.
IJyMaeM Ml O HEM WMJIM HET, OH €CThb, 3TOT KpMUamul pasiam.
B pas3sHOOOpAa3HEIX HOPaXeHYeCKMX IMCKypcax, MCXOOALMX U3
[lapmxa HauMHas C Heymzmauu 1968 r1oma, npobiemarmsains
CYMTaeTCsa 3aCJlyT'oM, OCOOBIM UWMKOM, HaPyeMbIM OIJIadMBaeMbIMM
MHTeJIJlekTyajlaMm. OfwecTBO — HeNpoobjieMaTMdHO, OaHaJIbHO
I €CTEeCTBEHHO, UM TpebylonTCsa OCOOBE yCUIMA TEOPETUKOB U
XYIOOXHUKOB, YTOOH «IIpOoBJjeMaTu3MpOoBaTeE» ero NeATeJIbHOCTb
1M TakuMM ofOpa3oM HaTb HaM Ouiy MHOJd pasMelieHur. Kak
TOJIBKO PEeBOJIOLUMOHHAA TeopusA OTKaTeHBaeTCHA I[0H4 CEeHb
YHMBEPCUTETCKOM HayKM M PEHHKAa MCKYCCTBa, OHa IpeBpalaeTcs
B CBOI MNPOTMBOIOJIOKHOCTE. OOHapyxeHMe MapKCOM JIOTMKM,
CKPBITOM 3a YaCTHBIMM LEMCTBMAMM, KOTOPEIE OpOCAaKnT BEI3OB
PBEIHKY (CerogHs Mel MOXEeM I[epedMCIIMChb: 3axXBaT 3eMIM B
Bpasumnn n 3uMbabBe; NPOTECTH NPOTUB APMAPKU OPYyXMA B
JloHmoHe; peVBH B OHBIMX aIMMHMCTPATUBHEX 3IaHUAX,
INpeBpalleHHEIX B CKBOTE; «CBOOOIHAasA MMIPOBM3aUMUA» Kak
aHTM-XaHpP), WMMeJO B BMUIY YHOPOCTUTE M PaBBsICHUTE,
ofecrneunTs IIOJIUTUKOM Tex, KTO MCKJIUeH U3 OypXyas3HOU
NOJIMTUKMU C €€ MI'PaMy YMCTOM BMAMMOCTM. I[IODOOHO TOMY,
KaK ydeHbeE, MCKaBllMe CPencTBO JeUeHus OT OoJie3Hel,
npumay Kk uHBepcum [JHK BpaxmebHOro BMPyCca, Tak u
ompabBlaHMA KanMTajausMa IIepPeHANM 3BydallMe NO-MapKCUCTCKM
CIocoOrl paccyxneHmna. CeTromHsa KaxIOeM aHTPeNpeHep OT
KYJIbTYPH M KaXIBEM XYIOXHMK, KOHKYPMPYIOUMM 3a MECTO 101
cobmTamMm, «HUBBEepTraeT UIEOJIOTMI», «OpocaeT BBE3OB
30paBOMYy CMBICIIY» U «IpoOjieMaTu3MpyeT CUTyalLMo» CBOMM
COOCTBEHHEIM [aTEHTOBAHHEIM OpP3HIOM XaJIKkOI'O HOHCEeHca.
Ham Heuero «mnpobiemaTusuposaTb»! HacymHas npobiema y
HacC IOJ HOCOM: TaK Has3eBaeMoe pasyMHoe OOWecTBO MOPUT
TOJIOIOM M yOMBaeT Ha BOMHE MMJIJIMOHBEI, OyIOydM He B CHJax
OBBACHUTEL, IoueMy. IIpoOyIMTb 3TOTO MOHCTpa-yoOmiuy oT
ero CHa — BOT Halla 3anada.

MNocne WckyccTtBaA

OHrenbCc nucan o «NpbhKKke YenoBeyecTBa M3 LapcTBa HEOOXOAMMOCTH B
uapcTBo cBoboapbl» («AHTU-[OpUHr»). BeHbaMUH Npyagan HanpaeneHue
3TOMY MpPbBKKY B CBOMX Te3ncax «O MOHSATUU UCTOPUM»: KTUTPUHBIN
NpLPKOK B NpoLunioey. Ans Hero ytonus, unu yayuas csoboaa, 3aasnanu
0 cebe B MOAHbIX M3aenusix, abcopbupytoleM matepuarne ans XxpaHeHus
06LLECTBEHHbIX XenaHui, paHTasni, rpes. Heprusi MoAbl KOPEHUTCS B
npownomM, B UMTUPOBaHUM, B nepepaboTke MOTUBOB, KOTOpble
NPOAOXaT 0CTaBaTbCsA NpUBREKaTenbHbIMU, MOTOMY YTO OHW NO-
NpexHeMy peneBaHTHbI: «Y MOAbI YyTbe Ha akTyanbHOCTb, rae 6bl Ta HY
npsTtanack B ryue 6binoro. Moga — TUrPYHBIA NPLBKOK B MPOLLIOEY.
Tigersprung, no-Hemeukn BykBanbHO «MPbRKOK TUrpay, 3To MeTadopa,
BocxoasLwas k 6onee ynotpebutensHomy Katzensprung, «kowadybemy
NPbLKKY», MOWOME, O3HAYaKLEN «Ha HEBOMNBLLIOM PaCcCTOSIHUMY, «PYKOW
nogatb». PasroBopHoe 3HayeHue Tigersprung’a pacnnbiB4ato — 3TO
cnoBocoYeTaHne UCnonb3yeTcs No-pas3HOMY, BKIYas onucaHue
dUHanbLHOro cnypra B CMOPTUBHLIX COCTA3aHUSAX Ha CKOPOCTb. Ans
BeHbssMUHa €ro pes3oHaHC MOr NpoOUCTEKaTb M3 CITOXHOW cMecwu
accoumauni: TUrp Kak aK30TUYECKUN, SIPKUIA 3BEPb; TUrPULA, KEHCKUI
3KBMBASEHT AeHAM 1, cTano ObITb, MOAHULA; Aanee, B HEM NPUCyTCTBYET
rnaron tigern — 6e3genbHNYaTb, XUTb Ha 4YyXomn cyet. Bce aTo
«CKOMb3ALWME», CeKcyarnbHble obpasbl, AOMKHO ObITb NpuAaaloLme Mmoge
YTO-TO CYyLlEeCTBEHHOE — K yTonuyeckoe. Moga uuTUpyeT npownoe,
BbICBEYMBAs B CBOEM MpbIKKE HacTosLlee, ONULETBOPSAS BO3MOXHOCTb
HOBOW TEMMOPAarnbHOCTW — TON, B KOTOPOW COEANHAIOTCH HanpaBneHHOCTb
B OygyLuee n UMTMpOBaHMe NPOLLNOro, CNocobCTBYSA aHTU-NMHENHOCTA U
npPOTUBO-NOrNKe, ee APOOMEHNI0, HECYLNX B PEBOMIOLMOHHOWM
ncropuorpacdmm beHbsiMMHA 3HAYUTENbHbLIV B3PbLIBHOW MONUTUYECKUIA
noteHuunan. A uMeHHo, BeHbAMUH ncnonbayet Tigersprung Ans onucaHns
npbiKKa B NPOLUIOe, KOTOPbIN MOAA COBEpLUAET HEOAHOKPATHO, Kak YacTb
CBOEro 3arajo4HOro CyLLIeCTBOBaHMs, rae abcontoTHO HOBOE CTOMb YacTo
ABNSETCA nepensgaHnemM. 3TO KyBbIPOK, HEraTMBHas CTOPOHa, B KOTOPOW
Mofa nokasaHa obnagatoLlert TemnopanbHOCTbIO ada unu 6opgensi, no
cnoBam beHbAMMHa. KanuTanuam, 4bs noruka v onpasgaxHue npuberaiot
K camMOMy HOBOMY, mocnegHemy, MogHomy, pasobnavaertcsa kak
3anATHaHHbLIN CTapbiM, 3aCTPSBLUWIA B NPOLUMIOM, B MEPTBOM Tpyae; B
HaKOMNMIEHHOW 3Hepruu, B NMOBTOPEHUN AeHb 3a AHEM YMPOYEHHbIX
o6 ecTBEHHbIX OTHOWeEHUI. Moga 3epkanbHO oTpaxaeT cnocob
nNpou3BOACTBa, HeraTuBHy cuny. [Ae xe Toraa MecTo MOAMMHHOMY
rpsagyLiemMy, BOnpocy «4To Aenatb»? 3OTo Aeno Gyayuiero, HO Takke u
npoLuoro.

3pecb HebecnonesHo elle pa3 BCMOMHUTL JHrenbca, kak aTto genaet
BeHbsiMUH B CBOEM acce 0 KonnekuuoHepe u nctopuke 3ayapae dykce.
OHrenbC — KpUTUK MaeanncTMYeckux UCTOpuUi nporpecca U nNaccuMBHO-
co3epuaTenbHOro OTHOWEHUA K npowrnomy: «McTtopuyeckui
mMaTtepuanuMam paccmaTpuBaeT WCTOpPUYECKOe MOHMMaHWe Kak
NOCMEPTHYH XU3Hb TOr0, YTO ObINO MOHATO U YEeN NynbC OWYTUM B

HacTosweM». «llocmepTHasa XWU3Hb» MMEET OTHOLIEHME K HOBbIM
NCTOPUYECKUM 06CTOATENBCTBAM, B KOTOPbIX NPOM3BEAEHUS
WCKYCCTBa — B TOW Xe Mepe, 4YTO U BOCMPUATUE UCTOPUYECKUX
COObITUIA — POXAATCA U BO3POXAATCA U TEM CaMbIM Chyxat
cpencTtBOM OGHapyXeHUsi HenpepbiBHOCTEN U pa3pbiBOB B
OTHOLLEHMAX FOCMOACTBA M KOHCTENNAUMAX Bnactu. Mctopus He
3aBeplueHa. dykc aTo npeayragan, Ho oH Hec B cebe n cnegbl
«CTapon N AOrMaTU4eCcKon naen BoCnpuaTMS», nonaras, YTo CMbICH
npou3BefeHUss — 3TO CMbICM, MNpPUNUCBIBAEMbIR eMy
coBpeMeHHukamu. OgHako npakTuyeckasa cTpactb dykca K
KONNEeKUMOHMPOBAHUIO — KapuKaTypbl U nopHorpadpuyeckune
n3obpaxeHuns — npegnonarana UHOe OTHOLLEHWE K UCTOPUYECKOMY
npousseaeHuio. PyKc oTeepran KynbTypy Kak NpusHaKk LEHHOCTU, Kak
TNIOKYC Knaccuyeckomn kpacoTbl. Ero npaktudeckas 4esTenbHOCTb B
none mnsobpaxeHUn-penpodykumin paspywana TpaguunoHHbIe
KoHUenuuu uckycctea. Ero maTtepuansl npegHasHayanucb
MaccoBOMy 3puTento. AHTUKNaccuumam dykca npusen ero novMckam
WCTUHBI B KPaHOCTAX BbIPaXEHNs, TaknxX Kak rpoteck. Yepes dykca
BeHbAMWH ykasan Ha HeraTuBHY CTOPOHY NCTOPUYECKOro Pa3BuTuhS,
ero aHTu-nporpecc: «He GbiBaeT JOKYMEHTa KynbTypbl, KOTOPbLIA He
Obin 6bl B TO Xe BpeMs JOKYMEHTOM BapBapcTBa». KynbTypHas
NCTOPUS HecnocobHa NPUHATL K CBEAEHWUIO 3TO MONOXeHWe Aen,
MOCKONbKY paccMaTpuBaET KysbTypy Kak 4o0blvy, NagatoLLyto B pyku
YyernoBeyecTBa, Harpagy, Be4Hoe J06po — u TOBap, BbIPBAHHbLIN U3
bonee WNPOKNX OBLLECTBEHHbLIX YCNOBUIA €ro Npou3BOACTBa.
MapkcucTbl, cTaBliMe NO3UTUBUCTAMU, HE CyMenu NpusHaTb B
TEXHUKE UCTOPUYECKOe — a He NPOCTO Hay4yHoe — pasBuTuHe.
Mo3nMTUBUCTBLI ObIMU BOCNPUMMUYUBBI TONBbKO K «Nporpeccy
€CTeCTBO3HaHMS, HO He K COMyTCTBYIOLLEMY perpeccy obLiecTBay.
Kanuntanusm npucnocobun TexHuky nog cebsd, n mnmwo3um
HEeNTpanbHOro TEXHWYECKOro nporpecca caenanu nponetapckue
ycunusa noctasutb ee cebe Ha cnyxby elle 6bonee HeMbICIMMbIMU.
B npoTtuBoBec beHbAMWH BbICTynan 3a BoO3BpalleHue
«pas3pyLnTENBLHOrO acnekTa AuanekTukn».

Ben K mu Mawn X b KT U
B ueM «paspyUMTEJIbHBEM acCIeKT OMAaJIeKTUKM»? B oTkasze
OT WJUJIIO3MM, UYTO HaM yIacTCsa Korma—-HMOyIb OOBSICHUTH
cefda TOCHOOCTByWIEMy KJjlacCy. JCTopusa He pemaeTcs B
OVCKYCCMOHHEIX KJIyBax OypxXyasmuyu, CTepuJIbHOM MajaTe,
13 KOTOPOM HeOOXOIMMEIE IJIS IIOCTUXEHMS COBPEMEHHOI'O
MMpa NOHATMA — Kanurajl, padora, Tokap, NpubaBodHas
CTOMMOCTL, Oecco3HaTeJbHOe, OGeTum, 3pejuue,
dJeJjioBedyeckas NOTPpeOHOCThL, MMIPOBM3alLUsa, THEB,
KJIaCCOBasg HEHAaBMCTb — OBUIM TUIMEHMYHO yIajieHbl. CKOJIb
HIU CJIENIO, HO MCTOPMUSA HIeJlaeTCs KJjlacCaMy, HOEeMCTBYOIMMN
B CBOMX COOCTBEHHBIX MHTepecax. Mel cumMTaeM, 4TO MOXEM

M3MEHUTH MMP, HOBeIs 5TO I[OHMMAHME IO Tex, KTO
HaxXOOUTCs Ha I[epenHeMr JIMHUM KalUTaJUCTUIECKUX
NPOTUBOPEUMI, Tex, KTO IOJKEeH MNPOTUBONENCTBOBATH

ero JIOTMKE — WM NOTMOHYTh. YTOOB HOOMUTHCH 2TOTO,
MBI HOJDKHEI BEICBOOOIMTBH BeChb [PMHLMII YyHOOBOJIBCTBUSA,
3aKJIOYaKnIMMCsa B TOM, YTOOE! He JiraThb. «Kanmras» Mapkca
HeMBICJIMM 60Oe3 yTpoOHOTO cMexa «Tpucrtpama lMenzm»,
banTazmy llapnsa dypre, BOPBLOH 3a OeCAaTHYaCOBOM padoumi
IeHb ¥ 1023umM I'eHpuxa I'erHe. Ecam MBI cuMTaeM, YTO
nocyie «IIOMMHOK IO OMHHeraHy» JIoOOM pOMaH — IIyCTb U
13 TpeTbero MMpa — STO KMUTY; MJIM UYTO IOCjJe Acrepa
lopHa BCHAKasd He NMOCTPOEHHASd HA CJIyYalHOCTM XUBOMIMUCH
— B®TO BBITECHEHHBI KMUTY; MM YTO IIOCJIe IaHka Jioboin
POK — 5TO OECCMBICJIEHHEM BBITECHEHHBI KMUTY, TorIa
5Ty OPOBPEHMSI HOOJIXHB COeOMHUTBCA C HalluMMu
HOJIMTUYECKUMY HEeUCTBUIMM, 0e3 Kakux-yimbo yCTyIOoK
oTkasbBanmer cefe BO MHOTOM MPOHMM IIOCTMOIEPHM3MA .

Hama 6©G6acHOCHOBHAasg OpaBOTaA

[lepBenmuii Bpal' PEBOJIOLMOHHOM MEICJIM CETOOHS — BSTO
COMHMTEJILHOE YTBEpPXIOEeHMe, UTO He CYyLeCTByeT
KOJIJIEKTMBHOM [IOJUTHKM [peobpasoBaHMs, UTO MH -

OOJIBIIEBMKIM, TparmMdecKy BHOPOLIEHHEE Ha Oeper peakKUuM.
Kax rosopusn Tpouxmii: «HM oIHa HNpOTpecCHMBHAsA wuues
He HauMHajlachb C “MacCOBOM OCHOBBI”, B IIPOTMBHOM CJlydyae
oHa He Opula OB NOPOTPECCUMBHON uueer. TOJbKO Ha
3aKJIOUUTEJIbHOM CTaIuM 2Ta MIesd HaxXOOUT CBOM MAaCCED>.
MEI OOJDKHEL OTBAXMTBCsA OBITE aBaHT'apPAOM, He 3a9BJIARIVM
O cebe ¥ BO3HATPaXIEeHHBIM TOJIBKO TEM, UTO Mbl 3HAEM O
coBCTBEeHHOM mpaBoTe. J, kak yTBepxIaeT Mapko Maypuum
B CBOeM «f OBJI HECOBEPUIEHHOJIETHUM KPUTUUECKUM
TEOPETUKOM», IIpeACTaBJIeHMEe O COBEPUEHHO [IpaBeIHOM
VHIUBYIOYYyME, JIMYHOCTM, HE pasgupaeMol OTHOIEHMEM
IEeHbIM-TOBap, fABJAETCHA IJIyOOKO PEeaKUMOHHBIM. OTO KakK
memeBel oBpasok Mmcyca c HMMOOM, BCE OCTaJlbHBIE Ha
KOTOPOM BEHIIJIAOAT HUYUTOXHEIMM TeHAMM. lIpencrTaBlieHUe
O CIIaCEeHHOM U IIPaBeHOM IIpeBpallaeT BCe HeMCTBUTEJILHO
CyHWeCTBylIlee B Ipax M TJeH. EcCiamM OBa 4eJIoOBeKa CKaxyT
IpyT OIpyTry HpaBly, CKOJIb OBl TEMHBIMM M OeCIPOCBETHEMU
HY OwbJi 0OCTOSTENbCTBA, TO — Ha DSTOM IJIaHETe,
[IEPMaHEeHTHO OINOCPEenyeMON JIOXbID — 3bdekT TeMm He MeHee
OynmeT cemMcMmYecKMM. TOJIBKO €CJIM MBE C YIOBOJIECTBMEM
npenanuMcsa «abcyply» U «HECOBITOUHOCTM» HAMX
yCcTpeMJeHu (o KpaMrHel Mepe, B IJyla3ax TPYCJMUBEX
PEBHUTEJIEM CHUCTEMEl, KOTOPOM HeT ONpaBIaHMM), Hala
TOTajNlbHAS KPUTKKA OOCTUTHET KPUTUUECKOM TeMIepaTypH
BOCIIJIAaMEHEHMS, KOI'Ia PEBOJIOLMOHHEI Ioxap OyIeT yxe
He OCTaHOBUTHL. Kak mas nmoHaTh ['paMiiM B CBOMX CTPOKax
00 «OpPraHMYEeCKOM MHTeJIJIekTyajie», OBTb (QpuKOM-—
npoJjierapmMeM — HeJIO CTosmee. Brnepen, Bnepen, padoumit
Hapon!

nepeBon: Anekcanapa CkunaHa
3.J1.: Arial; B.Y.: Courier New

[1] K. Mapke, K kpuTuke nonuTtmnyeckon akoHomuwn. lMpegncnosue
(1859)
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®panc Mozed Merepccon: pa rona Hazaz Thl HKIHHpoBan «Konsthall Cx»

B XOKapaHreHe, I0XKHOM npeamectbe CTOKronbMa, Kak 4acTh TBOEGH XyI0KECTBEHHOM NMPaKTUKH.
OTOT MPOEKT MOXKHO OMMCATh KaK pa3MbIIIJIEHUE O MOJUTHYECKONH MOJETH — COLlnal-
JEMOKPAaTHYECKOM TOCy/1apCTBE BCEOOIIEro OJIarofeHCTBUS MU, CKaXKEM, (IIBEACKON MOIET»,
HO €€ MOXKHO Ha3BaThb U MO-APYroMy — Kak oHa Oblia MaHH(ECTHPOBaHA B UIAHUPOBAHUU U
3actpoiike Ctokrosnbma ¢ 1930-x u nanee. Uro 3nauar mis tebs «Konsthall C» 1 Xokapanren u
YTO Thl AyMaellb O MOJIETH, KOTOPYIO OHU PENPE3CHTHPYIOT?

Ilep Xacceab0epr: XokapaHreH — 3TO UCTOpUYECKas MOZENb MPe0CTaBICHUS TpaXJaHaM
JKUJIbS B HOBBIX MUKPOpaioHaX, KOTOpasi BIOC/IEACTBUHU HCIONb30BaNach MPH MIIAHUPOBKE U
3acTpoiike CTOKrojabMa U APYrHX TOPOAOB CTpaHbl. Lleapto ObIIO «co3aaHue TyMaromux 06
o01iecTBe TMYHOCTEH, aKTUBHO MHTEPECYIOIMXCS O0IIUMH IpoliieMaMu, CIOCOOHBIMHU
KPUTHYECKU MBICIUTh U COTPYAHUYATH C JPYTHMH JIIOAMHU PAJU OCYLIECTBICHUS HEOOXOAUMBIX
couuanbHbIX pedopM. KopoTko roBopsi, cnocoO0CTBOBaTh B3pALIMBAHUIO AEMOKPATHYHBIX
rpax<JiaH, AJsl KOTOPbIX CBOOOA U HE3aBUCHMOCTb COYETAETCS C YyBCTBOM COIMANBHOM
OTBETCTBEHHOCTHU», 110 CJIOBAaM apXMTEKTOPA U ColMai-AeMoKkpaTa YHo ApxeHa. BaxHbiM
aCIEKTOM 3TOH MpOrpaMMbl ObIJIO HHTETPHPOBATh €CTECTBEHHBIE MECTA BCTPEY B HOBYIO
apXUTEKTYPHYIO Cpelly, HO3TOMY LIEHTpasibHas padeuHas B XoKapaHreHe Obla 3ayMaHa elle u
KaK MECTHBIH Ki1y0. MecTo, rie J1oan 3aHAThl HOBCEIHEBHON pyTHHOM, HO M 001LIal0TCs CO
csoumu cocensamu. «Konsthall C» pacnonaraercst kak pa3 B 9TOM MeCTe, U MO-NPEKXHEMY OT
JIEHCTBYIOLIEHN NPaueyHOM €ro OTIENsIEeT TOJIBKO CTEK/ISIHHAs CTEHa.

MHe ObUIO MHTEPECHO, KaK XyA0KHHKU — M HE TOJIBKO XYJIOXKHUKH — CTAJIM UCIIONB30BATh
MOX0KHE MOJICIIM B POEKTaX, HALICJICHHBIX HAa CO3J1aHUE «aKTHBHBIX Ipa)<JaH, CrOCOOHBIX
KPUTHUYECKH MBICIIUTh M MHTEPECYIOMUXCs 00NUMHU NpobiieMaMi». ITH-TO BOIPOCH! M NPUBEIH
MmeHs B XokapanreH. B «Konsthall C» Mbl npuriamaeM Xyn0KHUKOB opaboTaTh ¢ MECTHOM
crienndUKON - ¢ IPOEKTaMH, TaK WK HHAYE UCTIONB3YIOLIMMH COBPEMEHHBIE MPOOIEeMbI JUIs
peakTUBaLMKU 3TONH UCTOPUUECKON MOJIENH.

®.JALI1.: TTockonbKy Tl ONHMChIBaeIIb XOKAapaHTeH Kak MOJEIb JUIsl APYTHX MECT, BAXHO UMETh B
BHUJLY, 4TO 3TO BCErnaa ObIIO COLMALHO CTUTMAaTU3UPOBAaHHOE MeCTO. B peanbHOCTH OHO OBLIO
JaJIeKo OT COLMAJbHON YTOMMH, U OMHCBIBATh €70 KaK MOJEb 03HAYaeT, B MOMX I7a3ax,
MO4YEPKUBATh HEPEaTn30BaHHBIN MOTEHLMA JI€XKAaBIIUX B €0 OCHOBAHUM MOJUTHYECKUX Uaeil.
B 3TOoM cMBICIE MOXKHO CKa3aThb, YTO MOJIENb «XOKapaHTeH» Bcernaa Oblia MPOHMKHYTa
«TIONUTUKON HOCTANbIUM».

OTO MOHATHE HOCTAJIBIUU OCOOEHHO JIOOOMBITHO B KOHTEKCTE pa3roBopa O MOJIUTHYECKOM
uctopuu llIBenuu. B kxayecTBe MEIULIMHCKOTO TEPMUHA HOCTAJIBTUS HCIIONIB30BANACh C CEPEIUHBI
XVII Beka i [inarHos3a NalveHToB, CTPAJaloIIUX OCTpoi Tockoi no poaune. B XIX Beke 310
MEJHULUHCKOE 3HauUeHUE OBLIO yTpaueHo, M Ha MEpPBBIN MJIaH BBIIIIO OoJiee Pa3roBOpHOE
3HaYeHHUEe, KOTOPOE U M3BECTHO HAM CETOJHS: HEUTO, YTO OOBIYHO OOBSCHSIOT MOTPSACEHUSIMU
COBPEMEHHOCTH, BBIPHIBAIOLIEH JIIOEH U3 UX €CTECTBEHHOM Cpe/ibl U OCTaBIISIOIIEH B HUX
4qyBCTBO HenpHkasHHocTH. Haunnas ¢ XIX Beka, HOCTanIbrust yxe He ynoTpeousnachk s
JIMarHo3a MaTolorMYecKoro COCTOSHUS IMYHOCTH, a CTala OMHCaHHEM OOIIEro YyBCTBO TOCKHU MO
poIHuHe, MPOHM3BIBAIOIIETO 001ecTBO. McTopust HOCTanbruu, TaKUM 00pa3oM, TECHO CBsI3aHa C
MOTPSICEHUSAMH COBPEMEHHOCTH. DTa JBOMCTBEHHOCTD, Iie MOIUTUYECKUI Mporpecc coueTaeTcs
C COIMaNbHBIM KOHCEPBATH3MOM, MOTy4nsa 0co00e BbIPAKEHUE, KOTA MIBEACKUH MpeMbep-
MHUHHUCTD [lep-Anb6rH XaHCCOH Hadal B KOHIIE ABAALATHIX TOJ0B yNOTPEOIATh TEPMHUH
«folkhem» asst omrcaHusi COLMA-IEMOKPAaTHIECKOTO TOCyIapcTBa BCeoOIIero 6iaroaeHCTBHS
KaK «HapOIHOTo JoMa» (MM «JI0Ma IJIsl Hapoay, Kak MepeBOAUTCS 3TOT TepMuH). Y BO3HUK OH B
KOHCEPBAaTUBHBIX MOJUTUYECKUX KPyrax, HO ObLT yIa4HO NMPHUCBOEH COLUAI-IEMOKPAaTHIECKOH
napThei, 4ToObl yBs3aTh POrPECCUBHYIO COLMATIbHYIO MOIUTHKY € TPAIULMOHHBIMU
HACTPOEHUSIMU U LIeHHOCTSIMHU. Kak crioco® KoMIeHCHpOBaTh 3K3UCTEHIHAIBHYIO
HETPUKasTHHOCTh, OOPYIIMBILYIOCS Ha JIIONEH B pe3ylabTaTte MOJCPHU3ALNY U ypOaHHU3aIuH, eCIIn
YrofHO. DTa KaHaJIM3aLusl KOJJIEKTUBHONW HOCTaJIbIUMU — 1€ HallUs 3aMEHSEeT POAMHY,
rOCyAapcTBO 3aMEHSET CEMBIO U TaK Jlajiee — BaXKHO JUI IOHMMAHHs HCTOPHYECKOTO ycrexa
COIMaN-AEMOKPAaTHUECKOH MapTHH.

I1.X.: Mexnay TeM, B MOC/IETHHE TOABI MOJOOHOE CTPATErMYECKOE UCIONb30BaHHE MOIUTHYECKOH
HOCTaJIbIMH HanboJiee YCIeIHO OCYIEeCTBISIIOCh KOHCEPBATUBHBIMU MapTHsMU. [[Ba rona Hazan
¢ xynoxuukoM Moxanom TupeHoM Mbl cenanu BeicTaBky B «Konsthall Cy», koTopast HaskIBamach
«MBI TOBOPUM TO, YTO BBl AyMaeTe» U UMesla KpUTUYECKOEe OTHOILIEHHE K TPaBOMY KpbLIY,
skcTpemucTcKoil «llIBenckoit neMokparndeckoi naptum». Pabora cocTOUT U3 ABYX CHATHIX Ha
IJIEHKY MUHTEPBBIO C NPEACTaBUTEISAMHU 3TOM MapTUU U MHTEPBBIO C KYPHAIMCTOM, U3YyYarolLeM
nofoOHble 3KCTpeMHUcTcKue opranusaunuu. «lllBeackas nemokpaTriueckas napTHS» OMUCHIBAET
ce0sl KaK «HACTOSIIYI0» COIHA-IeMOKPAaTHUECKYIO TAPTHIO M MBITAETCs alpoINPHUPOBaTh
HCTOPHUYECKYI0 KoHIenuuio mBenckoro «folkhem» B CBOMX COOCTBEHHBIX COMHHUTENBHBIX HETSX.
Korya Moxan cienan aTy paGoTy, OHH GBUTH €lle MaJeHBKOH, He3HAUMTEIBHOM NapTHEH, HO Ha
HOCIEHUX BbIOOpAX MOJTYyYHIN OTHOCHTEIBHO MHOTO ronocos. [IpaBsimas ceifuac
«Moderaterna» (KoHcepBaTuBHas mapTusi) eme 0oJbIe Mpeycreia B CBOEM CTPaTernyeckoM
HCIIOJIb30BAHUU UCTOPUUYECKUX KOHLENIMHA paboyero NBM>XeHHs (3a1eicTBys couunan-

JIEMOKPAaTHUYECKYIO0 PUTOPHUKY, Ha3bIBasi ce0sl «HOBOM pabouell mapTueil» u Tak aaiuee). S He
CpPaBHUBAIO KOHCEPBATOPOB € 3TOH HEOOBILON, IKCTPEMUCTCKOM MapTUeid, mpocTo oOpariato
BHHMAaHHUE, YTO B MOCIEIHNE TOAbl HanOOIee YCMEIHOe UCIOIb30BaHHe MONUTHYECKOM
HOCTaJIbTUM UCXOJUT OT MPaBbIX.

®.JLI1.: D10 npapa, 4To GoMbIINE IPYIIILI M3OUpATENeil aCCOLMUPYIOT MOHSATHS BPOJIE
«folkhem» ¢ MO3UTHBHBIMH MPEACTABICHUSIMHU O TOM, B YeM COCTOMT CIPaBEINBOE OOLIECTRO.
MO’XHO CHIOPUTH, UIET JIU TYT peyb O MOJUTUYECKUX CTPATErusaX Win o Oosee ryOoKux
WEOJIOTHUECKUX CABHUIax (MpaBbIX — BIEBO, @ MOXET, JIEBBIX — BIPaBo?), HO B JIIOOOM cilyyae, s
OBl CKa3aJ, YTO 3TO CBUIETEILCTBYET O HACYIIIHOW HEOOXOIUMOCTH HACOTIOTHYECKOTO
0o0OHOBJIeHUS 1eBbIX. KcTaTh, 3T0-TO OTYETIMBO U MPOMUIIOCTPUPOBAa BHICTaBKa Noxana
Tupena.

HenaBHo ero paboty noka3sanu B JlyHze, rosxHoM pernone LlBenuu, rae «llBenckas
JIeMOKpaTHyecKas mapTus» 10o0MiIach Ha MOCIeAHUX BbIOOpax Haubombilero ycnexa. B atom
KOHTEKCTE UMEET CMBICJ COKYyCHPOBATh BHUMAHUE HAa TOM, KaK €ro paboTa BbIABISET
MOBEPXHOCTHOCTh KOHLETILUI KyJIbTYPhl U «IIBEICKOCTHY», 00pa3yOIIUX PO NapTHHHBIX
uneonoruii. Ho korma ee mokassiBanu B «Konsthall C» aBa roga Hasaz, BOSHMKIIA HHBIE, OoJice
HHTepecHble KoHHOoTauu. Toraa oHa obpartuiia — o kpaiiHeld Mepe, Moe — BHUMaHHUE K BOIIPOCam
NPUCYTCTBHS pacu3Ma M HAalJMOHAIM3Ma BHYTPH CaMoil colMall-qeMoKpaTii. Mbl yxe 3aTpOHYIH
KoHcepBaTHBHbIe KOpHHU KoHuLeniuu «folkhem», n pabora Tupena 3acTaBuiia MeHs 3ayMaThCs O
TOM, KaKue MpPeJICTaBICHHs O KYJIBTYPE U HCTOPHH SBISIOTCS HEOTHEMIIEMOH YacCThIO ILBEICKON
MOJIEIIN», KaKO# MbI ee ceiiuac 3HaeM. Hackosbko nzen HaluoHaiau3Ma, KOHCepBaTH3Ma, pacu3Ma
U MaTepHaNu3Ma MPUCYTCTBYIOT B MACOJIOTHH, TPOHU3bIBAIOIIEH 3Ty Mozenb? U kak oHa cebs
BBIPQ)KAeT Ha CErOHSALIHUN 1eHb?

OnuH U3 MPUMEPOB, NOTEHIUAIBHO 3aTPAruBAIOIIMN BCE 3TH MOHATHS, 3TO MPOOIEMa CIEKKH.
MHe KaKeTcCsl, 4TO MPaBbIX U JEBbIX 00bEIUHACT HEKPUTHYECKUH B3I HA OEPKUMOCTh
0e30MacHOCTHIO, MPOSIBIISAIONLLYIOCS B 3amafHOM nonymapud. OqHa U3 KIo4eBbIX mpolieM, ¢
KOTOPOH MBI CEroJiHs CTOJKHYJIUCH JIMLOM K JIMILY, PACCMaTPHUBAETCS, IO-MOEMY, COBEPLIEHHO
6€3rpaMOTHO MOJIUTHYECKUM UCTEOIHMIIMEHTOM, U 3TO CBA3aHO C POJIBIO MOJIUTUKH U TOCYAapCTBA
[0 OTHOIICHHUIO K BOIPOCAM BJIACTH ¥ KOHTPOJIs, CTaBLIINX BO3MOXHBIMHU OJ1arogaps HOBbIM
TexHosorusaM. KoHeuHo, ecTb U pa3nuuus, Ho 6eCCIOpHBIM OyAeT CKa3aTh, YTO MIBEJCKUX JICBBIX
U NpaBbIX 00beMHACT HeoObIYaiiHas Bepa B CHITY, BIIACTb U OJlarue HaMepeHHs rocy1apeTsa.
I'paxkaaHe paccMaTpUBAIOTCS KaK CyObEKThl, KOTOPBIX HY)KHO KOHTPOJIMPOBATh M BOCITUTHIBATS,
1160 yepes IUIAaHUPOBAHKUE rOPO/ia B LEISX CO3AAHMS «IE€MOKPATHUECKUX JIMYHOCTEN», T00 ¢
nomoineio «folkbildningy, rme KynsTypa UCIOJIB3yeTCs B Ka4eCTBE HHCTPYMEHTA Ha CIiyxOe
rocyznapcTBa U Tak fnanee. [1]

I1.X.: Auna DiiHOopr, BeicTaBuBiiasics B «Konsthall C» B aBrycre 2006 roza, kak pa3 nepen
MOCJIEHUMH BBIOOpaMH, 3aHUMasach UIMEHHO 3TUMH npoOnemamu. Ee «IIpodummuposanne
rpaXkIaH» MOXKHO pacCMaTpUBaTh Kak KOHUENTYyalbHbIA moaxoxa K nousatHio «folkbildningy.
PaboTa cocTouT U3 nepenBHKHOrO oprca, HHYOPMUPYIOLIETO JIFOACH O MPOUCXOASAIEM CErOAHS
nepepacnpeeneHuy U CIBUIrax BIACTH MEXIY rocyAapCTBOM U JIMYHOCTBIO. M 3TOT 0dhuic
COOOIIAET JIFOAAM, B KAKUX YYETHBIX CHMCKAaX OHHM 3HAYaTCsl U YTO OHU C 3THM MOTYT IOJENaTh.
Mps1 nokazanu 3ty paboty B «Konsthall C», Ho eme u Ha @ectuBane Kynasrypsl B CTokronsme,
I7Ie MOCETUTENI MOIM NIPUHATh Y4acTHe B Je0arax ¢ MOJMTUKAMM O HaJ30pe U MO BOIPOCY O
TOM, B YEM COCTOMT CIIPaBEAJIMBOE OOIIECTBO.

@.J.T1.: MoxHO 6bLIO GBI CKa3aTh, UTO OHA 3a/CHCTBYET HHCTPYMEHTAIBHBIN B3N HA
KyJIBTYpY, KOTOPBIi Ka)keTCs 0COOSHHO MPUBIIEKATEIbHBIM TOCYAapPCTBEHHOM BIAaCTH, HO
MIPUBJIEKaET BHUMaHHUE K TEM yUPEKACHHSIM, KOTOPhIE 3Ty caMylo BJIacTh MoiepkuBaroT. Ecin
9TO MCKYCCTBO B MHTEpECax JIIOIEH, TO 3TO MHTEPEC, SBHO HAXOSIIIUNCS B KOH(IHUKTE C
HHTepecaMu rocynapcrsa. TakuM 00pa3oM, 9TO KPUTHYECKOE HCKYCCTBO B IParMaTuyeCKoM
tpaguuun «folkbildningy». Eme ero MoXXHO MCTONKOBATh M KaK CTpeMIICHHE K
(HepeanM30BaHHOMY) COCTOSTHHMIO, TIIe 3TH MHTepechl coBnanaoT. C Ipyroi CTOPOHbI, MOXKHO
OCIIOPHUTH TaKOe TOJKOBAaHHE, 3assBUB, YTO HACTOSLINI MHTEPEC UCKYyCCTBAa COCTOMT HE B
MPOTHUBOOOPCTBE C OOIIECTBOM TAaKMM HparMaTH4ecKiM CIOCOO0M, HO CKOpee B YTHIIM3ALMH U
MOBTOPHOM HCIIOJIb30BaHUH MOJUTHYECKUX CUMBOJIOB, B MX OMYCTOLICHHH M MPHUAAHUH UM
HOBOTO COZEPKaHMHS.

I1.X.: B cBoell mpakTHKe sl MOCTOSIHHO BO3BPAILAIOCh K TOCYJapCTBY BCEOOLIEro OJarofaeHCTBUS,
4TOOBI YBUIIETh, KAK MOXKHO 3aHOBO HMCIIOJIb30BaTh U HHTEPIPETUPOBATh 3Ty MOJEIb U CBSI3aHHbIH
¢ He#t onbIT. [IpOTHBOMOIOKHOCTBIO HOCTAIBIMK OBLI OBl MONHBI OTKa3 OT TPaIULIUH B
COOTBETCTBHHM C PEBOJIIOLIMOHHBIM, aBaHTapAHBIM YYBCTBOM, B3bIBAIOLIUM K TOTAJIbHBIM
W3MEHEHUsIM. S| ke mpenounTar NOBTOPHOE HCIOIb30BAHUE U COMOCTABIEHUE PA3THUYHBIX
acMeKTOB PeallbHOCTH, HEPEIKO C UCIONIb30BAHMEM MCTOPUUECKHX M MOJUTHYECKHX
000CHOBaHMMH, HAa KOTOPBIX 3MKAYTCAd MHPPACTPYKTypa, TOPOACKOE IUIAHUPOBAHUE U
apxuTektypa. OJHUM U3 IPUMEPOB ITOrO MOXKET HOCIyXHuTh pabota «OTILINS», cnenannas s
«Hpnexcay, llIBeackoro ®onna CoBpemenHoro MckyccTpa, U BeicTaBka «YTOOBI HU CIIyYHIIOCH €
couai-geMokparuein» B Rooseum’e (Manbme). «OITLHS» GepeT 3a 0CHOBY TSDKETOBOIHBIH
siepHblil peaktop R3, cHabxaBuuii Teruiom 10xHbIH paiion Crokronsma @apcera B 1964-74 rr.
DTOT peakTop ObUI YaCThIO IUBEICKOH MONUTHKM», COUETAaBIIEH MporpaMMy pa3BUTHS MUPHOH
aTOMHOI SHEPreTHKH ¢ BOCHHBIMH 3afauaMu. CBOOOAA NEHCTBUI 3aKito4anach B KOMIPOMHCCE,
00BETMHUBILEM KaK MPOTHBHUKOB, TaK U CTOPOHHUKOB CO3JaHUs IIBEJCKONH aTOMHOW GOMOBI.

MO>)XHO Ha3BaTh 3TO KOHTP-aBaHTapJHBIM MOAXOOM, TIIe S UCCIEIYI0 — HO TaKXKe MCIOJb3YI0 —
KOMIPOMHCC KaK Xy/IO’KECTBEHHBIH U TOJIMTHYECKUIT MexaHu3M. PaGoTa cocTout U3 BUIEO, IIe 5
6ecenyto ¢ benrrom ['opancconom, kotopeiid B 1958 romy, Oyayum npencenateneM KOHrpecca,
I7Ie 3TOT BOIPOC IPO3MII PACKOIOTH COLMAI-IEMOKPAaTHYECKYIO MapTHio, nocoseroBai Onody
[Manbme noiith Ha koMnpomuce. Kpome Toro, B paboTy BXOIUT 3alMCaHHbBIA pa3roBop C
xypHactoM Kpucrepom Jlapcconom, kotopslit B 1985 rony norpe6osain ot Ilansme otyera 06
aToMHOI1 BoeHHOH nporpamme [1IBennu. Takum o6pa3om, Ha MOH XyH0KECTBEHHBIH TOAXO0A K
(bopmMe MOBIUANIO ColepkKaHUe, UMEIOLIee OTHOLIEHHE K KOHKPETHOH nmosmtideckoi moaenu. To
xe camoe otHocutes U K «Konsthall C». MoXHO cka3arb, 4TO s UCHOJIB3YIO TaKOi
KOHLENTYaJIbHbIH MOAXO0A K MOJUTHYECKOH HOCTAIbIMH, KOTOPBIH, KaK s HaJelCh, CEroHs
HPOJyKTHBEH.

[Tpumedanue:

[1] Folkbildning («HapomHoe o6pa3oBaHHe») HCTOPHYECKH OBUIO CHOCOOOM NaTh pabodnM
BO3MOYKHOCTH TOBBICUTH CBOW 3HAHUSI ITyTEM MOCEIIEHHs] CBOOOJHBIX YPOKOB, Pa3IMYHOrO pojaa
accouuanuii, OnOIMOTEK U MpoY.

Pespais 2007 nepeBox: Anekcanapa CkunaHa

Ilep Xaccenvbepe — xyoodcnux u oupekmop-ocnosamens «Konsthall Cy
@panc Hozegp Ilemepccon — nezagucumviii nucamens u KpUmux.
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Monday, in front of a cash machine at Siam Square in Bangkok. I wonder if
it is a video module of some sort or if I am standing in front of a machine
that actually will provide me with a financial service. On the screen there
is a moving image of a smiling man, dressed in yellow and jewellery that I
recognise as the Royal Highness of Thailand — the King. Why is he on this cash
machine greeting me before I insert my VISA card?

A moment later: inside the enormous shopping centre in line for the toilet. I
notice that a majority of the people here wear yellow t-shirts. The walls inside
the rest room are made of thin frosted glass and the entire interior is exclusively
designed in steel and stone. Large flat screens are inserted in the thin glass and
they scream out a diversity of commercials for us in need.

The former Prime Minister Thaksin wanted to run Thailand using the company
as amodel. It strikes me that a company does not need citizens — only producers,
consumers and employees. There is also no need for public spaces, more likely

canteens or halting places.

I listen to a lecture by Dan Pink, a hyped author and speechwriter for Al Gore during the
Clinton administration. He is here in Stockholm to help us understand how we can be
winners in a changing global economy. What does an individual have to master to live in
today’s society? ABUNDANCE-ASIA-AUTOMATION lectures Pink from the rostrum.
If you want to understand globalization, that’s it: ABUNDANCE-ASIA-AUTOMATION.
Routine work can be outsourced and automized and therefore quickly disappears to the
cheapest provider. In our western society of abundance you have to deliver significance, not
only utility, says Pink. Therefore empathy, design, story, play and meaning are what count
today. Exit: information society, enter: the conceptual age. He presents the artist as an ideal,
a personification of the right blend between analytical and intuitive skills. In the midst of the
large audience, among representatives for the municipality and the business world, I think to
myself: If this is my chance, who am I ready to serve?

Sweden is said to be the most democratic country in the world and is positioned fifth in
Quality of Life rankings. Not much left to do then, except keeping up the good work?
Increase the export of arms and let the consumers make the green and ethical choice while
shopping. Concurrently one third of the population in Scandinavia is at least once in their
life so depressed that they need medication.

Throughout history melancholy has been highly fashionable among the social elite, if viewed
as a state of mind rather than a disease. Melancholy is often described as if being suspended
between despair and potentiality. But one can also trace a line between the social classes
that separates the madman from the genius. I have a suspicion though, that the ambivalent
and potential character of melancholy today has been pushed to the limit. It has turned into
a more severe condition of manic-depression. While mania is encouraged and seen as an
innovative and highly productive kind of obsession, depression is rejected as unproductive.
No longer in suspense, we are reduced to an attitude of either-or. Depression alone is a crisis
that needs to be resolved as quickly as possible. Potential state has become a medical state.
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I know all about slimming

2

, the editor in a Swedish lifestyle magazine writes,

and she continues: "I learned as a teenager. When I ruled out the possibility
to "Change the world”, 1 wholeheartedly engaged in the project ”Change
myself”.”. The issue tries to highlight why we shop even if we cannot afford it,
and then it continues with the usual makeover specials and spa tips. You cannot
simply rest, the ideal is rather “resting by doing”. Relax and make yourself
useful at the same time by acquiring an aestheticized facade and a seemingly
healthy lifestyle. We appear to live by the rule: If there is a need for change,

I walk towards the cinema when the time strikes 6 pm. All of a sudden the whole
urban landscape — with hundreds of people heading in different directions, the
loud commercials, the cars, the motorbikes — turns still and quiet. The huge
moving billboards turn into a yellow utopia with smiling crowds and the King
greeting us. Everybody stands completely still during the musical celebration
and as soon as it stops everything turns back into the usual order.

In 2006 I was invited to make an art project in a public site at Siam. On
September 19, Thailand experienced a military coup and the Prime Minister
Thaksin Shinawatra was removed. I suddenly found myself in an odd situation
where a state of emergency was proclaimed and I was involved in an art context
in Bangkok where the overall theme was “Place Art in Everyday Life”. In
January 2007, only five weeks before the opening, I receive an e-mail: "I write
to you with important news, and a heavy heart today regarding the Bangkok
International Art Festival (BIAF). Our project has experienced a major set-

start with yourself! And very neatly we hide the dilemma of when acceptance
or revolution is needed.

I think about what Sonia Kruks strikingly calls the politics of self-
transformation. How do we as socially privileged address our privileges and
the sense of guilt and shame that is associated with them? A feminist strategy
to overcome structural racism for instance is to take a fine look at one’s own

SQUID /Kara Arnep & Mawna Xonmcren/ | Passepuytoca anycom k connuy W npoxpuyars “BMEPER!”™

XXENTLIA MOHEQENLHUK

lMoHepenbHUK, y 6aHkomMaTa Ha nnowaau Cuam, BaHrok.
[MbiTalocb NOHSATL, YTO 3TO — ele OAHO YCTPOMCTBO BUAEO-
HabnogeHns, UM Ha caMoM Jene annapart, OkasblBatoLuii
uHaHcoBbIe ycnyru. Ha akpaHe nepemellaerca nsobpaxeHve
ynblbalLWerocs My>X4YmMHbl B XENTbIX OAexA4ax W gparo-
LieHHoCTAX, A y3Hato B HeM Ero Koponesckoe BbicoyecTBo,
Koponsa TannaHga. YUTo oH genaet B aToM HaHkomate, 3a4em
NPUBETCTBYET MEHSI C MOEW “BU30I"7?

CnycTsi MrHOBEHME: OrPOMHbIN TOProBbIA LEHTP, CTOH B
ovepeau k Tyanety. OTMevato, YTo 6OMbLUNMHCTBO Nt0AEN 30eCb
ofeThl B xenTble pyToonku. Meperopoaku B y6opHoW caenaHbl
M3 TOHKOFO MaTMPOBAHHOIO CTeKkna, a Au3aliH UHTepbepa
BbINOSIHEH U3 MeTanna u KkamHa. B ToHKoe cTekno cTeH
BCTPOEHbI OFPOMHbIE MIOCKONaHENbHbLIE MOHUTOPbI, C KOTOPbIX
XOPOM KpuyaT peknambl, B3blBas K HAM CTPaXXAyHLiUM.
BbiBWNIA Npembep-MUHUCTP TaunaHga, TxakwwH, nbitancs
ynpaBnaTb CTpaHOW Ha MaHep Kopnopauun. H BHe3anHo
MOHMMAal0, YTO KOMNaHUN He TpebyloTca rpaxaaHe — TOMbKO
Npon3BOAUTENN, MOTPEOUTENUN N OBCAYXXMBAOLLMIA NEpPCOHan.
He Hy>XHbl U Ny6GnuMyHble NpoCTpaHCTBa, CKOpee MpPOCTO
3aKyCO4YHbIE U KOMHaTbl OTAbIXa.

Yacbl 6b10T LEeCTb BeYepa, 9 NOAX0XY K KMHoTeaTpy. BHe3anHo,
BECb FOPOACKON Men3aX — COTHWU MAYLIUX BO BCE CTOPOHBbI
nogen, rpoMornacHble peknambl, aBBTOMOOWIN, MOTOLMKIbI —
BCE CTUXaEeT 1 3aMupaeT. Ha orpoMHbIX ABMXKYLLMXCS adpmLiax
BO3HUKAET XXenTasl yTonus — pagocTHas Tonna nogen, n Hac
npuBeTcTBYyeT Koponb. B xoge 310 My3bikanbHON naysbl, Bce
COXpaHAT NOSMHYI HEMOABMXHOCTb, HO cpa3y Mo ee
3aBEpPLUEHUIO NPEXHUIA PUTM BO30OHOBNSIETCS.

B 2006 rogy MeHs npurnacunm K y4actuio B CO34aHUKU apT-
npoekta Ha Cnamckon nnowaan, B ny6nn4yHom NpoCTpaHCTBE.
[eBaTHaguaToro ceHT6ps, BoeHHble nuaepbl TaunaHga
COBEPLUMIN FOCyAapCTBEHHbI NEPEBOPOT, B pesynbrate
KOTOpPOro 6bin CBEPrHYT NPEMbEP-MUHUCTP CTPaHbl TXaKLWH

LLinnaBaTpa. Bbino 06bABNEHO Ype3BblHaHOE NOSIOKEHNE, U
1 HEOXMOAHHO OKa3anach B CTPAaHHOM NOMOXEHWU, 3aHMMasiChb
B barkoke xyOoXeCTBeHHbIM MPOEKTOM nog obLiei Temon
“MecTo nckyccTBa B NoBceaHEBHOM »*u3HK”. B aHBape 2007,
BCEro 3a NATb Hefdenb OO0 OTKPbITUSA, S momyyuna no
3NIEKTPOHHOW MoYTe MUCbMO crneayolero cogepxanus: “C
Herez2kuM cepouemM 8biHyX0eH coobwumb 8aM 8a)Hble
Hosocmu KacameribHo MexdyHapodHo20 apm-thecmusarisi 8
baHezkoke (BIAF). Haw npoekm omknadbieaemcsi Ha
3Ha4yumerb-Hbil CPOK, 10 NpUYUHaM He XyO0oXeCmeeHHOo20, a
CKopee meppopucmuyeckoeo xapakmepa. <...> Padu
obecriedeHusi 6e3ornacHocmu, Mbi, pasyMeemcs, He Moxem
ocywecmensamb 8Ce amu <yfnu4yHble Mepornpusmus u
cobpaHusi> 8 ghesparie, mak Ymo Ha KOHUernmyasrbHOM ypOsHe
Ham HaHeceH ydap e axunnecosy nsamy. (KoHHenu JlsMap,
apm-0Oupekmop Mexdy-HapoOHol npozpammbl BIAF)”.

B HOBOrogHwo HoYb B BaHrkoke B3opBanocb cemMb 60MO;
NPECTYMHUKN A0 CMX NOop Hen3BecCTHbI. Mocne aTux Teppopu-
CTMYECKUX aTak, BMacTu peLunun 3anpeTuTb YNuYHble
meponpusatnsa BIAF Bo nsbexaHme MaccoBbIX CKOMNMEHUN
Hapoga B o6LlecTBeHHOM npocTpaHcTBe. Koraa BblHOCUTCSA
nogobHoe pelleHWe — 3anpeT cpeAcTBaMu UCKyccTBa
aKkTMBMpOBaTb Ny6GnM4HOE NpPoCTpaHCTBO Bce bonee u 6onee
n3onupyemoro obuiectBa — YTO MOXHO CKa3aTb O MOTEH-
LmanbHOCTU UCKyccTBa? 3alumilaeT v BnacTb CBOUX FpaxaaH,
Unu ckopee Urpaet Ha CTOpoHe TeppopucToB? MNo-npexHemy
OTKPbITbl YNUYHbIE PbIHKA U TOProBble LIEHTPbI, €XeAHEBHO
NpUHMMaroLLMe ThiC4M NoceTuTenel u TypmucToB. Kak o6bI4HO,
TOMNbI NOAEN CKanmnMBaloTcA BO MHOrMX Xpamax. pu atom,
WCKYCCTBO B 06LLIECTBEHHOM MPOCTPaAHCTBE BOCMPUHMMAETCS
Kak BO3MOXHasi MULLEHb TEPPOPUCTOB.

B CtpaHe Ynbl6ok (ynbibka 3aecb 4acTo CTaHOBUTCS YCIIOBUEM
COXPaHEeHUs1 NIMYHOrO JOCTOMHCTBA) CMEATbCS MOXHO Haf
BCEM, YEM YroaHO — ofdHako, Hag Koponem nambiBaTbCs He
npuHaTo. Koponb BcensieT 4yBCTBO 6e30nacHoCTM 1 nopsigka
B rpaxxgaH Tamnanga. Mbl MoXeM He 6eCnoKOUTLCS HU O YEM

— OH ynblbaeTcst Ham, NogobHO MecTHoWM Bepcun MNecovHoro
Yenoseuka.

Lseabl nobaT TaunaHg 3a ero gpyxentobHyto atmocdepy.
ExxerogHo Taunang nocewatot okono 300 Tbic. weenos (3,4%
HaceneHus Lseuun). 3aechb noboi LWBEA MOXET NMO3BONUTH
cebe Ty unn uHyt pockolwb. MNoBCcEMECTHO JOCTYNHbI aHTU-
CTPECCOBbLIA MaccaxX, LUOMMUHF U MaHukiop. C 3ToN cTpaHbl
4YacTo HauyMHalTCA NyTelwecTBUS eABa NOB3POCHEBLUNX
NOAPOCTKOB, CTPEMALUXCA NO3HATb MWUP, 3MMOIN OHa
npuBnekaeT 6rnegHONULUbIX YapTEPHbIX TYPUCTOB U Goratbix
UIPOKOB B rofnba.

MHe goBenocb HaBeCTUTb Apyra, paboTatoLero B TpeTbEN NO
BenuunHe bonbHuue BaHrkoka. OgHa M3 rmaBHbIX chneuna-
nn3auuin rocnutanst — cMeHa nomna. B nudte MeHs npuBeT-
CTBEHHO BCTpeYaeT nrnakat ¢ Hagnucbto: “C Ho8bIM 2000M —
HoebIx eac!”

NO3A PO30OBOIo

Cnywato nekuuio OaHa MNuHka (Dan Pink), nonynspHoro
aBTopa, KOTOopbI B agMUHUCTpaunn KnuHToHa paboTtan
cnunypantepom gnsa Ona fopa. OH npuexan B CTOKronbm,
4TO6bLlI NOMOYb HaM pas3obpaTtbCs, Kak MOXHO nobeauTb B
n3MeHsawwenca rnobanbHoM aKoOHOMUKe. Yem OonxeH
OBnafeTb YernoBek, Jabbl XXUTb B CErofgHsLLIHEM obLiecTBe?
N3OBUITUE-A3NA-ABTOMATUSALINA, npososrnawaet ¢
kadeapbl MuHK. XoTnute NOHATH rnobanusauunio, NOMHUTE:
N3OBUNUE-ASNA-ABTOMATUSALINA. CtaHgapTHble
paboyne onepauuy MOXHO aBTOMAaTU3MPOBaATb W NpoAaTb
BHELIHEMY MOCTaBLIMKY, BbibMpaa Hanbonee gewweBoro
ucrnonHutens. B Hawem — 3anagHom — obLlecTBe M30ounus,
Heobxoanmo npeanaratb He NPOCTO NOMIE3HOE, HO 3HAYMMOE,
yuuT luHK. Mo3TOMy, CErogHsa LEHATCS aMnaTtus, OU3anH,
CIOXET, Urpa u cMmbicn. Bbixoa: MHopmaLnoHHOe obLLECTBO;
BXOf: KOHLUenTyanbHasa anoxa. OH BUAWT XyOoXHWKaA naeanb-
HOW purypow, B HY>KHOM MPOMOPLUN COYETAIOLEN aHaANUTK-
YeckMe U UHTYUTUBHbIE KadyecTBa. Cuas B OrpoOMHOM 3arne,
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In the Land of Smiles, where the smile often functions as a guarantee to save
one’s face, you can laugh at anything, but one does not make fun of the King. The
King’s existence in the Thai society infuses a sense of security and order. We do

> not need to worry; he smiles and greets us, like a Thai version of the Sandman.
Swedes love Thailand and its friendly atmosphere. Every year 300, 000 Swedes (3,4 % of
the Swedish population), visits Thailand. Here every Swede can afford to allow oneself
some luxury. A wide spectrum of anti-stress massage, shopping and manicure is offered
everywhere. The country is a popular first stop for newly hatched adults who want to
explore the world, as well as a paradise for winter pale charter tourists and golf-playing
commercial travellers.
I happen to visit a friend who works at the third biggest hospital in Bangkok. One of the
hospital’s main fields of activity is sex change. On the wall in the hospital elevator I am
welcomed by a sign that says: “Happy New Year - New You”. V

back, which has little to do with art and more to do with terrorism. (...) We of course
for safety and security reasons cannot go forward with these [outdoor events and
gatherings] in February so we have been hit in an Achilles heel conceptually with
this news. (Connelly LaMar, International Art Director, BIAF).

On New Year’s Eve seven bombs blasted in different locations in Bangkok and
the perpetrators are still unknown. After the bombings the authorities did not
want the outdoor events of BIAF to take place since it would gather crowds in
public spaces. When a decision like that is made, not to let art activate public
space in a society that gets more and more isolated, what is then being stated
about the potentiality of art? Do you protect the citizens or are you rather
representing the terrorists’ interests? The market stalls in the street and the
shopping malls with thousand of visitors and tourists every day, continue to be
open. The many shrines gather crowds of people as usual. Art in public space on
the other hand is in this situation perceived as a possible stage-set for acts of terror.

personal habits. Everyday life is soaked in ideology! Ransack your motifs, change
your line of thinking and act in awareness of the perspectives and experiences of the
other. But this attempt to transform oneself in combination with an excessive belief
in the autonomy of the individual rather threatens to cause a short circuit.

Kruks points to a crisis that cannot be resolved, that of being both oppressed and
oppressor at the same time. Who is to blame - and who am I to judge? We seem to
be badly equipped to handle this double identity, as if our craving for authenticity
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\"
OUT OF THE BLUE

It is said that the Chinese sign for “crisis” is composed of the signs for “threat” and “opportunity”.
It is a myth though, much cosseted by management consultants. In the so-called conceptual age it
is a very convenient and effective story to use in order to inspire meaning and give significance to a
situation of upheaval. It is up to you, the autonomous individual, to spot the potentiality. This is not

a crisis, this is your chance!

The military coup in Thailand has also been described as an opportunity, a possible way out of a
political cul-de-sac. To empty public space is a way to control space, meanwhile the stage is under
construction for the comeback of democracy. When our safety is said to be the reason we are inclined
to regard it as self-evident that the possibility to activate public space should be restricted. Individual
freedom is in this situation overrated.

In case of crisis we usually look for a cause. But rather than a single trigger we find a cluster of
events that together have formed the current situation we find ourselves in. The crisis is conceived
as a decisive turning point, and at that moment we reach for the quick release button. Another
strategy might be to wait, to convince oneself that it is not such a major thing after all, and a state of
emergency then slowly becomes normalized. Or we make a scene in order for a decision to be made
— by someone else. To make a scene can be a way to provoke a reaction in order to get what you want.
Lovers do it. Artists do it. It can also be a way to penetrate a given situation, to cause a disruption in
the framework presented to you. To set things in motion and let the storyline write itself, live
in front of your eyes. Unfortunately terrorists do it, and the effect is paralysing.

A common hero since childhood has for us been Tage Danielsson, a Swedish
writer, film director and comedian. He used to describe himself as being an
absurd optimist. He did not explain what that was, but it can clearly be
perceived through his artistic work — traced as an attitude of believing that
everything is possible, even if you have no plausible reason to think so.

To us absurd optimism hints at the possibility of living with the

smallest conceivable concentration of power. You cannot escape
power structures and interdependence, but you do not have to abide
to an authority to make your belief tangible and true. As if you were
to say: I do not believe in God, but I believe in believing. This
is a potential space where the strange habit of absurd optimism

Srows.

Katja Aglert and Janna Holmstedt are artists who lives and works
in Stockholm, Sweden. They are the initiators of SQUID (www.squid-

net.com)

The collage are based on photographs by Katja Aglert, Janna Holmstedt

stops us from getting involved at all.

cpeauw npeactaBuTeneil MuHyuunanuteta u 6usHeca, A
nymato: “Ecnv 3To MOI LIaHC, roToBa v s Npucnyxueatb?”

LLIBeuyto Ha3bIBaOT HaMbonee AEMOKPATUYHOW CTPaHOW, a Mo
KayecTBY XM3HM OHa 3aHWMMaeT NATOe MEeCTO B MUpeE.
Monyyaetcs, cTpeMnTbCA OCOBEHHO M HE K YeMy, MOXHO
NPOCTO AepXaTb NAaHKy? HapacTtum aKcnopT BOOPY>KEHWUS, U
no3aboTumcs 0 TOM, YTOOblI MOCETUTENN TOProBbIX LIEHTPOB
[enanu 3KoformM4eckn N aTMYECKN KOPPEKTHbIE MOKYNKU. Mpu
3TOM, TPETb HaceneHus LLBeuun xoTa Obl oAHaXKObI B KU3HN
npuberaer K BpayebHOMY MeYEeHNo AENPECCUU.

C paBHMX nop, B BoremMHbIx Kpyrax uapuna moga Ha
MEaHXonunIo, ecnv NoA nocneaHen noHMMmanach He 6onesHb,
HO oblLlee HacTpoeHne. YacTo MenaHxXomnmio XxapakTepuayoT
KaK COCTOSIHME MexAy OTYasiHbeEM W MOTEHLManbHOCTbIO.
OpHako, YepTy Mexay CyMallefLMM U FeHUEM, MOXHO Takke
NPOBECTU M MO rpaHuuam coumanbHbIX KnaccoB. VI MHe
KaxeTcs, YTo ambuBaneHTHOCTb U MOTEeHUManbHOCTb
MenaHXonMn AOCTUMNKW cerogHs ceoero npeaena. MenaxHxonus
nepewwrna B bonee TAXKOE COCTOSIHUE — MaHWaKambHYH
penpeccuio. Ecnu maHnsa noowpaeTcs — kak UHHOBaTUBHBIN,
BbICOKONPOAYKTUBHbBIA TUM HaBSI34YMBbLIX COCTOSIHUMW, TO
penpeccua oTBepraeTca B CBOEW HEMPOAYKTUBHOCTMW.
HeonpepeneHHoCTb N03agm, U HAM OCTaeTCs NULLb OTHOLLE-
Hue unu-unu. Cama no cebe genpeccust — aT0 KpU3nuc, 13
KOTOPOro HEOBXOAMMO BbIATU Kak MOXHO BeicTpee. CocTosiHue
NOTEHLMANbHOCTN NPEBPaTUIOCE B 6OME3HEHHOE COCTOSIHUE.
“A 3Hal 0 noxyoeHwun Bce”, NULWET pefaKkTop LUBEeLKOro
rMSAHLEBOro XypHana. — ‘4 Hay4yunacb ewe noopoCmKoM:
omkKa3sasuwucb 0m 803MOXXHOCMU “U3meHuUmb Mup”, 1 eceuesno
e3dnacb 3a npoekm ‘UsmeHu cebs”. LleHTpanbHas Tema
HOMepa — MoYeMy MoAu MOKyNakT AaXe To, YTO He MOoryT
NO3BOMUTb; HO 3aKaHYMBAETCS XXYpHan 0ObIYHBIMUY Cneunarnb-
HbIMWU NPEANOXEHUAMM KOCMETUKN U PEKOMEHAALMAMM MO
rmgpomaccaxy. Bbl He OOMKHbI MPOCTO OTAbIXaTb, uaean
COCTOUT B “oTAbIxe 3a Aenom”. Paccnabnantech, Ho genanTte
3TO C NOMb30M, Co3aBast HOBbIV 3CTETUYHbIN (bacaz U BHELLHE
300poBbI 06pa3 xn3HWU. Mbl kak 6yaTo 66l pyKoBoACTBYEMCS
npaBuriom: ecnun Haspena HeobxoauMOCTb NEPEMEH, HAYHU
c cebsal U Becbma TwatenbHO Mackupyem guneMmmy, Korga
TpebyeTca unu cMUpeHne, UM PEBOMOLUS.

A pasmbiwnsto o Tom, yto CoHs Kpykc (Sonia Kruks) meTko

and Fredrik Ohrn.

HasBana MonuTUKOMW camoTpaHcdhopmauuu. byayyu
counanbHO NPUBENErMPOBaAHHLIMU FpaXgaHaMu, Kak Mbl
OTHOCMMCS K 3TUM CBOMM NPUBENENNAM, U K CBA3aHHBIX C HUMM
YyBCTBaM BUHbI U cTbiga? K npumepy, demumHucTckas
cTpaTterusi ConpoTUBMEHNS CTPYKTYPHOMY pacu3my COCTOUT
B TLLATENBbHOM N3YYEHUM CBONX COBCTBEHHbIX NOBCEOHEBHbLIX
npuBblvyek. NMoBcegHeEBHAA XW3Hb HACKBO3b MOEONO-
rmsvpoBaHa! Viccrnegynte cBon MOTUBLI, UBMEHWUTE Hanpasre-
HWE MbICNK, LENCTBYMATE C OCO3HAHNEM MEPCMNEKTUB U OMbITa
gpyroro. OgHako, nogo6bHble NONbITKX camonpeobpa3oBaHus,
nonarawLmecs Ha YpesMepHy Bepy B MHAMBUOYaSbHYHO
aBTOHOMHOCTb, Ckopee cnocobHbl Bbi3BaTb KOPOTKOe
3aMblkaHue.

Kpykc nokasblBaeT HepaspeLuMmMoCTb Kpusuca, rae YyrHeTeH-
HbIA U yrHeTaTenb SABNSTCA OgHUM nuuom. Koro BUHMTL —
KTO 2 4T0Obl cyaAnTb? Mbl HE CMAULLKOM XOpOLIO yMeeMm
paboTaTb C TakOW OBONCTBEHHOW MOEHTUYHOCTLIO, M Halwa
Xaxaa NoANIMHHOCTW CNOBHO MNpensTcTByeT ntbon
BOBEYEHHOCTM.

'POM B HEBE rofilybOM

[OBOPAT, YTO KUTAWCKUIA MEPOrnng “kpuMsnuc” COCTOUT U3
3NEMEHTOB, O3HayawLwmx “yrpody” n “BO3MOXHOCTL”. Ha
camoMm fene, 3T0 MU@, NECTYEMbIN KOHCYNbTaHTamMu Mo
Bonpocam ynpasneHusa. 3Ty Galiky BecbMa yAo6HO u
a(pPeKTUBHO Ncnonb3oBaTb B Hawy Tak Ha3biBaemyto
KOHLIeNTyanbHy anoxy AN NpuMaaHus 3HadYeHUs U 3Hayu-
TENbHOCTU CUTyauuu nogbema. ABTOHOMHbIA MHAUBUA,
TONBbKO Tbl MOXELUb pa3rngaeTb NOTEHUMANbHOCTb. JTO He
KpU3nc, 3TO TBOW LUAHC!

BoeHHbIN nepeBopoT B TaunnaHae Takke HasbiBany BO3MOX-
HOCTbI0, MOTEHUMANbHbIM BbIXOAOM U3 NOMUTUYECKOTO TYMUKa.
OnycTolweHHoe nybrnvyHoe NPOCTPaAHCTBO HaxXo4MTCS MOA
KOHTpOMeMm, Noka Aekopavuy 06HOBNSIOTCS AN BO3BPaLLEHNs
Aemokpatun. Korga npuyunHon obbasnseTcs Hawa 6esonac-
HOCTb, Mbl ECTECTBEHHbLIM 06pa30M cornallaemcsi C orpaHuye-
HWEM aKTUBHOCTU B Ny6nunyHom npoctpaHctee. HaMBuayans-
Hasi cBoboAa B JaHHOM Cryvyae nepeoLeHnBaeTcs.

Korga HacTynaeTt Kpusuc, Mbl 06bI4HO nem npuymnHy. OgHako,
KpU3UCHasi CUTyauusi BO3HUKAET He Kak CNeACTBUE KaKowi-
nubo oAHOW MpeAnochIfikK, HO Lenoro Habopa B3auMMo-

nepenneTeHHbIx 06cTonaTenbCcTB. Kpnsuc BocnprMHUMaeTcs Kak
peluatollas, NoBOpPOTHAA TOYKa, B KOTOPOW Mbl TAHEMCS K
KpacHow kHomnke. [ipyrasi cTpaterus npeanucbiBaeT BbhkuaaTh,
y6eamB cebsi, YTO HUYErO CBEPXBAXHOIO HE MPOUCXOAMUT, YTO
ypesBblYaHOE NOIoXEeHNe NocTeneHHo Hopmanuayetcs. Ewe
Mbl MOXEM MOArOTOBUTL MAOLLAAKY ANS pELLEHUS U eNCTBUS
— HO He Halwlero, a vyxoro. Co3naB onpeaeneHHble YCrnoBus,
MO>HO CMPOBOLIMPOBATL XefnaemMyto peakuuio. Tak noctynatoT
no6oBHUKN. N xygoXHUKN. Tak MOXHO yrnmybutbcs B
CcuUTyauuio, v NogopBaTb HaBA3aHHY0 BaM CXeMmy. HyxXHO
NPMBECTU MEXaHW3M B ABUXEHWE, U UCTOPUA HAYHET
pa3BopaumBaTbCsl cama coboto y Bac Ha rmasax. K coxane-
HUIO, TaK NOCTyNalT U TEPPOPMUCTbI, C NapanuayoLien
3P PEKTUBHOCTHIO.

lepon getctBa MHorux wBenoB — Tar [aHuanbccoH (Tage
Danielsson), nucatenb, knHopexuccep, tomopuct. OH
HasbiBan cebs abcypaHbiM onTUMUCTOM. OBBSCHEHNI 3TOMY
OH He JaBarn, OHAKO U3 ero XyAoXEeCTBEHHbIX paboT MOXHO
ObINO ACHO MOHSATB, YTO K YeMy — Npocnexusanack Bepa Tara
B BO3MOXXHOCTb BCErO, JaXe €CNW HUKaKWX OCHOBaHWi Ans
Hagexabl He 6blno. Ham abcypAHbI ONTUMU3M OEMOH-
CTPUPYET, YTO BO3MOXHO XWUTb C MUHMMAaNbHO AOMYCTUMbIM
3Heprosapsigom. M3bexartb BMacTHbIX CTPYKTYpP U B3auMo-
3aBMCUMOCTEW HepearnbHO, OAHaKO BOMMOTUTb HaLUW MeYTbl
MOXHO M He npucnyxuBas Bnactu. Mbl kak Gbl FOBOPUM: He
Bepsa B bora, g Bepto B Bepy. OTO U eCTb NPOCTPaHCTBO
noTeHLManbHOCTH, B KOTOPOM pPacTeT CTpaHHas MpuBbIYKa
abcypgHoro ontumuama.

nepesog;: Cepren OrypuoB

* Llutata us boba XaHccoHa (Bob Hansson)

XydoxHuuybl Kams Aenepm u XKaHHa Xonmcmed xusym u
pabomatrom e Cmokeonbme (Llgeyus). MHuyuamopsl
npoekma SQUID (www.squid-net.com)

Konnax cobpaH u3 cdotorpacduin Katun Arnept, >KaHHbl
Xonmctea u ®peagpuka OpH.



Johanna Billing | video stills from Magical World, 2005

What, How & for Whom/WHW | MAGICAL WORLD, THESE DAYS

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

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 Maljkovix,
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?

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
limited premeditation”, Artimo, Amsterdam, 2005.

4. Christine Ross, The Aesthetics of Disengagement, Contemporary Art and Depression, University of
Minessota Press, Minneapolis, London, 2006

WHW is a curatorial collective from Zagreb

David Maljkovic' | video stills from “These Days”, 2005



Hoxawwa bunnnur | wappsl w3 supeo BonweGuoiii Mup, 2005

Uro, Kak & gna Koro? / WHW | BonweGubiéi mup, ceropns

Kakum o0pa3oM MOXeT mposiBISATH ce0si BoOoOpa)keHHEe, HHAWBUAYANbHOE U KOIIEKTHBHOE, B
HBIHEITHEM 00IIIECTBE, I7I€ CHIIEHEHIIINM COIIEPHIKOM KOHCYMEPHCTCKON punocoduu “nokymaii moxa
He TIoMpels” cTaHoBHUTCS KaTonmaeckas epKoBb, I7ie OCHOBHBIE MOy CHI COMAILHOTO MOBEICHUS
BBICTPAanBAIOTCS B BHJE NMaTpPHApXalbHBIX PENpPEe3eHTalni HallMOHAJBHBIX MIEHTUYHOCTEN?
Bo3MokeH 11 IpOCBET, KPUTHYECKHI CIIBUT BOCIIPUSTHS, B KOTOPOM OBl PACKPBUTHCH HTHOPHPYEMBbIE
B COBPEMEHHOM 00IeCTBe XOPBAaTHU CIIOXKHBIE B3aUMOCBSI3M — TaKHe, KaK HalpuMep, OTHOIIEHHE
K MPOLIIOMY M KOHCTPYHPOBAHUE UCTOPHH, OTPHUIATENbHBIE 3(PHEKTH IKOHOMUIECKUX
npeoOpa3oBaHuil, BONPOCH HAIMOHAIHHONH HICHTHYHOCTH M HAI[MOHATH3Ma, MOCIEeBOEHHAs
HopMaim3alws, opuenTays Ha EC u cTaTyc STHUYECKHX MEHBIINHCTB (TJIaBHBIM 00pa3oM, cepOoB)?
OTH BOIPOCH! HE CUUTAIOT JIOCTATOYHO MOAHBIMU Aisl “HoBoeBpomneiickoro ramypa”, UX Helb3s
NpoAaTh, X 3aMaYMBAIOT WIN JaXke OTKPBITO TabyHpyroT. Tak 4To ke, TNIaBHBIMH ONTHYECKHUMHU
MHCTPYMEHTaMH 00IIeCTBa OCTAHYTCSl MOBEPXHOCTHOE BOCHPHUATHE U CaMOOOMaH, a OCHOBHBIM
KPUTEPHEM ycCIieXa CTaHeT MOIITOE M JKECTOKOE Pa3Iniue Ha MMYIIMX U JHUIIEHHBIX (KOraa yxe
MOYTH HEBO3MOXKHO OyZeT MOHATH, 9TO HaM HYXXHO, 4To MBI XoTiM)? He Tak maBuo B IOrocmasun
OBl MCTOPU3MPOBAH HappaTUB MPOTPecca OT MJIAHOBOW YKOHOMHUKH W MOHONAPTHITHOTO
TOTAJIMTapuU3Ma K CBOOOZHOMY DPBHIHKY M KOBUEry JHOepajbHOH EMOKPAaTHH — JAOPOTY K YeMy
pacrnaxHylo CTpaHe yHHMKaJlbHOE JAJI Hee COYETaHHe MIEOJOrMH M KOHCyMepHu3Ma (TrpaxkaaH
OXBaTbIBa/a TIIECIABHAsl TOPJOCTb 3a MPUOOPETEHHBIE B MOrPaHUYHBIX ropoaax Tpuecta u I'pa3
3amaiHbIe TOBAPHI), BO3MOKHOCTH CBOOOHO MepeMemarbes (10 TeX mop, MoKa MmyOnuyHas KpUTHKA
BJIACTH HE JeJiaia 4YelioBeKa JUCCUACHTOM) U “meapeie” kpenutsl MB® u Bcemupnoro 6anka
(BBPP). B kauecTBe OCHOBHBIX YEJIOBEUECKUX MpaB OBLIM NMPE3eHTOBAHBI CBOOOJA MOKYMaTh U
(hopMHUpOBaTh HIEHTHYHOCTH Yepe3 “CTUIIb )KU3HH, 1 KOTHUTHBHBIN KallUTAIN3M OBUI TIPHHST Kak
CHM3OILe/IIee criaceHne (MeXaHu3Mbl 3Toro nposicHsieT Cbloiu PoJbHUK, ONMHMCHIBas MOAOOHBIE
nporeccsl B bpa3uiaun); moyTH 1efoe NOKoJIeHUe BHIOPaIo “NMOIYMHEHHOE MOJI0KEHHE, TOCTOSHHO
TpeOysi U3 HEro MpU3HaHUA~ — JONEH COOMa3HUI “UMHK YBEPEHHBIX B ce0e, aBTOPUTETHBIX U
CHJIBHBIX MEPCOHAXKEH, HACENSIIOMUX 3TH BooOpaxxaeMble MUPHI . Bckope, oqHako, mocienoBaio
YyBCTBO OECCHIMS M Pa30dapoBaHUs, OO CTaNO MOHSATHO, YTO HE TOJIBKO CYACTHE, HO Jaxe
OLIYIIEHNE JOCTAaTKa U CTAOWIBHOCTH HE MOSBATCS Ha IMOJIKaX MO TeMHU WM WHBIMH OpeHIaMH.
OcTtaHoBMMCS Ha ABYX BHAeopaboTax, co3naHHbIX B 2005 roxy B 3arpebe, B MpOCTPaHCTBAX,
UCTOPUYECKHU MEPETPYHKEHHBIX OXKHUAAHUAMH. XyIOKHUKU paboTall ¢ YyBCTBOM OECIOKOICTBAa U
CMSTEHUs, ¢ Hepa3Oepuxol KeITaHui, BOSHUKABIINX B XOPBATHH 3a MOCIEIHME ABAAIAThH JIET
paguKaIbHBIX NMPeoOpa3oBaHMil M TPABMATHUECKOTO TIepexofa K HOBOMY “cBeTIoMy Oymymiemy”
nox ¢raroM “enuHON 3amanHON neMokpatun’. B obenx paborax mpoBepsieTcs Hallle BOCTIPHUSTHE
cBsi3el “NOBCETHEBHON peasbHOCTH” ¢ “MecToM”; (OKYCUpYsSCh Ha OBITOBAHUH MOJIOAEKH B
COBPEMEHHOW CHUTYyalluH, 3TH BHAEO NPEAIaraloT MHOW B3I Ha Haiie GOpMHPOBaHUE B SKOOBI
Hen30eXKHBIX IeONONUTHUECKUX YCIOBUAX, MPEAJaraloT MepecMOTPeTh Hallle COOCTBEHHOE
B3aUMOJACHCTBUE C HUMH.

Buneo Ixoannsl busnusr, “Bonme6nsiii mup” (Magical World), cHATO 32 0uH COTHEYHBIH eHb,
IpU y4acTHUH JETCKOTO XOpa OJHOTO M3 KYJIBTYPHBEIX IIEHTPOB C OKpawHbl 3arpeba. ITompaskas
MY3bIKaJbHOMY KIIMITY, KaMepa HNEepeXoJuT OT IaHOPaMbl TOpojia K KPYITHOMY IUIAHY CTPaHHBIX,
NOJTypa3pyLISHHBIX 31aHUH, 3aTeM BeJleT Hac KOPHIOpaMH K IPYIIIe MMO-JIeTHEMY OJeThIX aeTeid. Te
PETeTUPYIOT MeCEHKY Ha MHOCTPAHHOM sI3bIKe, C IByCMbICIeHHBIM npuneBoM: “I live in a magical
world...” (“SI )xuBy B BoOnmeOHOM Mmupe...”") B cBoiicTBeHHO# [[)koanHe bunnuar manepe, 3Tu
CJIOBA MPEBPAIIAIOTCS 110 XOAY BHIECO B aHTUTE3HC JINHEITHOMY MPOYTEHUIO HCTOPHH: aKIIEHTUPYETCS
OLIYIIEHNE WIUTI030PHOCTH, MOCTOSIHHOTO TTOBTOPA, MEIIAIONIET0 OTIMYUTL KOHEI[ OT Hadana (Tak,
3pHUTENIb HE MOXKET MOHSTH, TO I MY3bIKaHTHI XOpa yOMPalOT MHCTPYMEHTHI B aBTOMOOWIIB, TO JIH
TOJIBKO JOCTAIOT KX). KynbTypHblit nentp “/lyOpaBa”, pacrnonoKeHHbIH B HanOoiee “0ecKynsTypHOM”
paiione 3arpeba, BO BpeMeHa COLMANN3Ma SIBISUICS OAHUM M3 KPYMHEHIIMX LEHTPOB, CO3JaHHBIX
IUTs IOAJEP>KKU KyIBTYPHOH ‘“‘OMaHcUNanin” pabounx BO MHOTHX paiioHax ropona. OHako, CTPOUTH
€ro HaJalli BO BpeMsl SIKOHOMIUeckoi HecTabmipHOCTH 1970-80-X, KOT/IA KaK pa3 HaCTYIHIIO BpeMs
BO3BpAaIIaTh BhIIEYTOMsHYThIE KpequThl MB® 1 BEPP — n3-3a yero LleHTp Tak 1 He ObLT 3aKOHYEH.
OoBetmianbie okpecTHoCTH LleHTpa B coueTanue ¢ MEIaHXOIMYHOH ITeCEHKON, KOTOPYIO AETH TOI0T

Ha JIOMAaHOM aHIIMHCKOM, CITy’KaT MeTadopoii mpu3padHoil reorpaduu Tak Ha3piBaeMoil BocTouHoi
EBpomsbl, ucuesaromeil B CTpeMIIEHUSIX CHEIIHO aAaNTHPOBATHCS K “HOPMAaJbHBIM™ CTaHAApPTaM
eBponetickoro 3anana. HeoObscHUMBIM 00pa3oM, METaHXOJIMS CKBO3HT B KaXJJOM KaJIpe — €€ BBI3bIBAET
My3bIKa, TIe4aIbHbIe IETCKUE JINIA, 3aTPeOCKOe JIETOM 1 ITyCTYOIIHE KOPUIOPHI KYJIBTYPHOTO [IEHTpa
“JlyopaBa”. I npu 5ToM, OIpaB/biBas CBOe Ha3BaHUE, pabOTa OCTABJISAET BOJIIECOHOE BICYATICHHE,
JI0Jr0 HEe MOKMAAIOLIEee 3pUTENs, KaK MeCeHKa, My3blKy M CIOBa KOTOPOH MPOCTO HE BO3MOKHO
BBIKHHYTb U3 T'OJIOBBL

Buneo [Ipuna ManbkoBruua “CerofHs” CHATO BCETO0 Ha HECKOJIBKO MecsIeB mo3xe “BommedHoro
MHpa”, B OBIBIIIEM UTATBIHCKOM ITaBIIILOHE 3arpeOCKoN pMapKH (CIIPOSKTUPOBAHHBIN UTATBTHCKAM
apxurektopoM Jxy3ernme 3aMOnTO, MaBUILOH ObLT 3aBepiueH B 1961 rony). Heckonbko sronei 20-
30 jer cuaar Ha (OHE 3JaHMs NMABWIBOHA B NPHUIIAPKOBAHHBIX aBTOMOOWIISX U PSJOM C HUMH,
npakTHuecku 6e3 nBuxkeHud. [lokassiBas 3arpeOckyio sSipMapKy M MO-MOAEPHHUCTCKH KPacHBBIN
naBuiIboH Mtanuu, “CeroqHs” HalmoMUHAET HaM O BpeMEHaX ONTUMHU3Ma, Pa3BUTHS U “OypHOTO pocTa”
roposia, OJJHAKO, B OTIIMYHE OT MPEXXHUX paboT MaIbKOBUYa, JTIOH B TOM (GHIbME Kak Oy/ITO 3aCTpsUTN
BO BpeMeHH. Jlayke KOTria OHU CMOTPST B CTOPOHY 3PHUTEINs, B3NS UX BCETJa OTCTPaHEH, IPOXOIUT
CKBO3b Hac. BO3MOXXHO, OHH Yero-To »IyT, HO HENOHATHO, 4YTO UMeHHO. [IpeOkiBas B OXXMIaHUH,
OHM MEJUICHHO, YTOMJICHHBIM T'OJIOCOM, JIUIIEHHBIM BCSIKOTO MHTepeca, MOBTOPSIOT (pa3bl U3
caMoyuuTessl aHIIUICcKoro si3bika. Korna oHM MPOM3HOCAT THNMUUHBIE IS MOAOOHBIX YueOHHKOB
HEHCKpPEHHEe-PaIoCTHRIE CII0Ba, HanpuMep, “Kakoii mpekpacHblii cotHeuHbIH AeHs!”, “@anTactukal”,
VX MHTOHANUS BBIAET YCTAIOCTh U pa3odapoBaHue. MI3HypeHHbIH, JempeCcCHBHBIN T0JI0C JIUIIH Ooree
MOAYEPKUBACT HACHIINE “XOPOIIET0 HAaCTPOCHWS’, 3aJ0KEHHOTO B TakKHX cloBax. IIpencraBurenu
yXozsero noxoaeHus “CerofHs” ycTauu K/IaTh “IydlIero 3aBTpa’, yCcTaad BHOBb U BHOBb IIBITAThCA
WHTETPUPOBATHLCS B 3aaIHYIO CUCTEMY, YCTAJIH HOCTOSHHO OCTAaBaThCs OTKPHITBIMH BHELITHEMY B30DY,
BBIHY/IAI0IIEMY YeJIOBEKa ONpPEAEIATh Ce0s M CBOE MOJIOXKEHHE MO OTHOIIEHHIO K HeMy. B otHOM 13
CBOMX Mpensayux Buaeo (“HoBozaBeTHas ciiena”), ManbKoOBUY YAWBIIAI, UCTIONB3YS HEMOHITHBIN
S3BIK TaK HAa3bIBAEMBIX “TAHTOB” — ()OJIBKIOPHBIX IECEH, KOTOPhIE B TOABI TOPOACKOTO pacu3Ma B
Xopsaruu (1990-¢) cTanu accoMUPOBATHCS ¢ OKEHIIAMU U UMMHUTPAHTAMHU U3 CEITbCKO MECTHOCTH,
KOTOpBbIE “3aMapain’ Ui XOpBaTUU YUCTY!IO “eBpomneickocTs”’. B “Ceroqus” xe, aBTOp NPENOAHOCUT
KaK HEIOHATHYIO YK€ caMy TaK Ha3blBaeMYK “Topojackyr XopeaTuio”, dyepe3 meTadopy ee
pa3odapoBaHusl B MpoekTe npucoennHenust k Eppomne. B To ke Bpems, Jake B 3TOM COCTOSHUHU
YCTaNOCTH, 3aMUPAHHUs, OXXHUIAHHUS, OCTAETCsl TeMa Iy TEIEeCTBUS KaK IPeoOpa3yroNero omneitTa — 4To
CHMBOJHM3UPYIOT NPHUIapKOBaHHEIE aBTOMOOMIH. “Tymuk — xoporree Hagano”, ToBoput [»Buna. Bo
BCEX ero paboTax, IOMHUMO 3HaKOB CMATEHUS, CMUPEHHS, IETPECCUH, IPHCYTCTBYIOT TAK)KE€ MOTHBEI
MyTEMIeCTBHUs KaK BO3MOXXHOCTH M3MeHeHHs. Mcrtopuk uckyccrtBa Kpucrtuna Pocc, usyudas
B3aUMOOTHOLIEHHS COBPEMEHHOTO NCKYCCTBA U JIOMHHUPYIOIINX CETOIHS JeTTPECCUBHBIX COCTOSHUIM,
OTTAJIKHBAETCS OT COIMOJOTUYECKHX HcClenoBaHui Anena OpeHOepra, paccMarpuBas AEHPECCUIO
KaK COCTOSIHME YTOMJIEHUS B pe3ylbTaTe NPUMUPEHHs WHIUBHIA C HEONMOEpanbHBIMH HOPMaMH,
MPEIoIaraloIluMy OCTOSHHYI0O HEOOXOJMMOCTh CaMO-IIPOU3BOJCTBA M BOCCO3MAHUS TUYHON
UAEHTUIHOCTH. He MoxeM 1 MBI, OHAKO, paccCMaTpUBaTh IMOKa3aHHYIO B “CeromHs’ AENpeccHro
elle W Kak CJIeJCTBHE HENPHUATHS HEeoTHOepalbHOrOo HOpMATHBA “MOXeEIIb, €CJIH XOdYellb”,
BOIUTOIIEHHOTO (PUTypOi CHACTIMBOIO U YCHELIHOTO MpeIIpHHUMATEs?

B Hamm aHM, KaXIblii BTOPOH KUTEJb MJIAHEThl UCIBITHIBAET B CBOEH KM3HU JEMPECCUI0, KOTOpast
IIPU 3TOM CUUTAETCsl OOJE3HBIO — JIMIIb €Il OAHUM NPENATCTBHEM Ha MyTH K ycmexy. B Takux
YCIIOBHSX, PEATEHO JI paclaxHyTh HOBOE IIPOCTPAHCTBO, Tie ObIII0 OB BO3MOXKHO 3aHUMATh MO3UIIHI0
U OCTaBaThCA CKENTHYHBIM, KOTOpOE OBl IIOPOAMIIO HOBYIO SHEPIHIO 1 HOBOE HAUMHAHKE, TO3BOIHIIO
OBl cO31aTh JIeHCTBEHHBIE CPECTBA NPOTHB IPUPYUSHUS IPaKIaH MHCTPYMEHTaMu pekiambl? Kak
MOXKHO ITpeoOpa3oBaTh MaCCHBHOCTh U CMHUPEHHE, OXBAaTUBIIHE EJI0€ Pa304apoBaHHOE ITOKOJICHUE,
B MO3UTHBHBIN TBOpueckuit onbIT? Kak coxpaHUTh MyOIMYHBINA AUCKYPC, HECMOTPS Ha Be3Aecyliee
yOexneHue “anpTepHaTHBA OTCYTCTBYET , HE MpulOeras K IMHU3MY Macc-MeIHa WM, XyXKe TOro, K
JDKUBOMY OHNTHMH3MY?

nepeson: Cepreii Orypuos

Nasup ManvkoBuy | wagpbi w3 dunoma “Cerogua”, 2005
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U3zo JKEHUE aKTHBUCTA, IMPOTECTAHT MOHCTPAHT
Heckonpko et Haszazn s paborana Han ¢uibMoM “Bremnuii ropox” (Exterior City), B koTopoM
HEKOTOpbIE UJIeH U 00pa3bl TOPOJICKOTO IUIAHUPOBAHUS PACCMATPHBAINCH B ONTHKE COLMATBHON
JIEMOKpATHH C €€ UCTOpueil mpeBpalieHus “mMacc” (xaoca HeoOy3daHHOU, pa3pyIIUTEIbHON CHIIBI
TeJ) B “Hapon”, TO €CTh OPraHM30BAHHBIN KOJJICKTUBHBIN OpraHu3M, 00J1aJar0IHi UMEHEM H LIEJIbIO0.
Cpenu mpovmx 3amad McCIeJOBaHUS, MHE OBUIO JIOOOMBITHO NMPOCIEIUTH 3aBHCHMOCTE 3TOTO
MPOU3BOACTBA “Hapona” (WM “TpaxaaH”) OT OpraHM3alMd MecTa OOpaIleHUs U aPTUKYISALUU
HNOTpeOHOCTEH.

Mos ucropust pa3BuBasiach B BOOOPakaeMOM TOpoJie, TJe OTCYTCTBOBAIM BHYTPEHHHE IIPOCTPAHCTBA,
UHTEphEPB! MOMELIEHHH — CyIIECTBOBAIO JIMIIb OTKPBITOE, BHEIIHEE MPOCTPAHCTBO, IKCTEPHED.
I'maBHast repoUHSI OTKPBIBAET JIBEPb, KOTOPAs MO JIOTUKE JIOJDKHA OBITh BXOJIOM C YJIHIBI B 1I0OM, HO
JIBEpPb BHE3AITHO BHIBOAWT Ha JPYTYIO CTOPOHY, ellle OfHY BHEIIHIOI0 CTOPOHY. B aTOM ropone e
ObLIIO KBapPTHP, KOMHAT, Mara3uHOB U TOPTOBBIX LIEHTPOB, TOJILKO UX (hacabl, TOMTBKO HOBEPXHOCTH.
ITnockuii ropox, mMonoOHBINA IKpaHy, TA€ HET HUKAKUX (QYHKIUHA, JUIIb JBUKEHUS, IOTOKH H
HarpaBiIeHHs. Mos repouHs, OHAKO, 3HaJa ropoJ] - OHA YBEPEHHO IepeMelianach ¢ YJIUIbl Ha
YIAMIy M pacKiIenBalla IUIaKaThl, 00pamasch K IpyTrHM JIFOISIM, KOTOPbIE TAKKe XOAUIN Yepe3 IBEpPH
Tyaa-o0paTHO.

OTH Makarhl S pelnia He CHAaOXaTh KaKuM-Iu0o ompeneneHHbIM TekcToM. OHU 0003Havanu
ApTHKYJIALMS 0OpalleHus, OMbITKa MPU3bIBa, MOOWIIN3ALNY WM OpraHU3alMy JIIO/Iei — MOMbITKa
TepOMHH BOOOPA3UTH JMoziei. B To jke BpeMs, MHE XO0TeI0Ch HCCIIeN0BATh IPOEKIIHIO 3TOro “Hapona’.
51 co3HaTENBHO OTKA3a/1ach B 3THX IUIAKAThI OT JIIOOBIX KOHKPETHBIX 3as1BJICHHUMH, OT OTCHUIOK K J1I000#
KOHKpeTHOU Oopb0e. [1nakaTsl BUIeIMCh MHE TONBITKOM BEIPa)KEHHUSI 4ETO-TO 00IIEro — pa3ieIeHHOro
OIIBITa YTHETEHHUS, CTpaxa, HaleKAbl Win noTpebHocTH. Ho naBaTth TouHOE MMS 3TOH OOIIHOCTH 5
He XoTena.

Crparerust cocTosuia B APYroM: HEOTPHIBHO CIIEA0BATh 3a deticmausmy TIABHOW reponHu. BHyTpn
TOH K€ JIOTUKH TOpOJa-CTPYKTYpHI, TUIIEHHOW COAEp:KaHMs, S XOTelIa MPOSICHUTD, Ym0 JeNaeT
repoMHs, OCTaBUB B CTOPOHE BONPOC novemy. OOBbSICHUTH €€ MOCTYIIKU MHE XOTEJIOCh Yepe3 IeHCTBHE,
a He (QYHKIMOHAJIFHOCTD, 3HAY€HHE WU NIPUIHHEL.

Crparernueckn oOpatHoe HanpasieHue BeiOpana IlIspon Xasc (Sharon Hayes), oTrankuBasce B
cBoeif pabore “B Ommxkaiimem Oymymiem” (2005) ”MEHHO OT KOHKPETHBIX TEKCTOB M 3HAKOB, B3SITHIX
C JIO3YHTOB M [UIAKaTOB MOJIUTUYECKUX ABMKEHUH. Xa3c KomupoBaa (hpa3bl pa3IMIHbIX HCTOPUUECKU
3HAYMMBIX MOJIMTHYECKIX CTONKHOBEHUH, MapIiei, IeMOHCTpalHii, 3a6aCTOBOK, U BRIXOIMIIA C HUMH
B ITyOJIMYHOE MPOCTPAaHCTBO. JIOKyMeHTaIuel akIii cTald CHUMKH, CIeTIaHHbIe OYeBH/IIAMH 3THX
IEeMOHCTpauuid, KOTOpbIX Xadc mpocuia gororpadupoBars. [lomyuanocs, 4to padota
JIEMOHCTPUPYETCSI B HECKOJIBKUX MECTaX: €€ MOKHO OBbLIO YBHUAETb, CIIy4aiiHO HATKHYBIIUCH B TOPOIE
Ha OJIMHOKOTO JIEMOHCTpAHTa, WU K€ IPOCMOTPETH B Tajepee CIalia-moy U3 cepun GpoTorpaduil.
B ranepeiiHoM mpocTpaHCTBE, CHUMKHM XasC C BECbMa pPa3HbIMU MO CMBICIY JO3yHIaMH,
JEMOHCTPUPOBAIUCH B MPOJYMaHHOH MOCIEN0BAaTENIbHOCTH — OHH OOBEIUHSUINCH B CEPUU MO
3anevyaTaeHHOMY JeHCTBHIO: BOT KTO-TO MOAEPKHUBAET IUIAKAT, BOT XKECT yYKa3aHUS KOMY-TO.

Tockonpky Xasc UCTIOIBb30Baia OPUTHHAIBHBIE JIO3YHTH C HCTOPUYECKUX (oTOrpadyid U3 KHUT H
apXMBOB, €€ paboTa peann3yeT HEKyI0 IUKINIHOCTh CYIIECTBOBAHUS THX CHUMKOB, OZTHOBPEMEHHO
oTchltas K Heil. Tak, )KecT MOAHATHS TPaHCIAapaHTa s BCeoOIero 0003peHHs, OYTH CIIMBAETCs
Ha 3TUX CHUMKax ¢ MOMEHTOM, KOTJa JKeCT 3TOT CTaHOBUTCS cOOCTBeHHO (oTorpadueii. O6pas,
OJIHOBPEMEHHO CO3/IaHHBII U CIIy)KaIlUi ONOPOM KOJJIEKTUBHOW MaMSATH — MJIM BOOOPaXEHHIO —
9TUX JelcTBuil. B To ke Bpems, H300pakeHHEe MEepenuchiBaeT 3TH ACHCTBHS, pacKiIaJbIBaeT Ha
HECKOJIBKO CHHTYIISIPHBIX COOBITHH, KaXK10€ U3 KOTOPBIX YAAJIEHO OT CJIEIYIOIIEro MoI00HO0 4acTsIM
pazaenenHoro nenoro. CoxpaHsst OCTaHOBIEHHbIE (hparMeHTsl, GoTorpadus BEI3BIBAET K JKU3HH
MHOM THII IBM)KEHHUS, TBHKEHUE MHOTO MOPsIKa, @ MMEHHO — EepPeXo/ OT OIHOr0 M300paskeHHs K
JPYToMy, TOMCK MO KHUTaM, TIPOCMOTP B apXHBaXx, IBMKEHHE OT Cllaiijia K ciaiiny. B Takom nBrkeHn,
n300pakeHuss 00peTaloT MHOW KOHTEKCT, BCET/a-y»e CYIIECTBYSI OJHO B APYTOM. YK€ HE TONBKO
HPOLUIOE NPUIMCHIBACTCS UM, HO MOCPEJCTBOM X CTAaHOBUTCS JOCTYIHBIM Oynyluee, ABHKEHHe-
K, B popMe Habopa IeHCTBUA.

OnuHoKas Gpurypa ¢ TpaHCIIapaHTOM B PyKaxX He MPOCTO OTCBHUIAET K “OTCYTCTBYIOLIMM ™ TelIaM, HO
CaMo OTCYTCTBHE JPYTHMX HEOOXOAMMO JUIsl HAUePTaHHOTO Ha CJIOraHax “Mbl”, OHO OTCBHUIAET TaKXe
K UCTOPUH ITHX MHOTHX “MBI”: KaXJ0€ M3 HUX HECET JIO3YHT, a JO3yHT HeceT 3To “Mbr”. ObIee
BbICKa3bIBaHKE, TPeOOBaHHE MM HEOOXOJMMOCTh — HE TOJNBKO BBIPAXKEHHE Pa3/eNsieMOro OIbITa,
HO TaKKe BO3MOXXHOCTB YBHUJIETh TaKOW OIBIT OOIINM M apTHKYJIHPOBATh €ro KaK 06uyHOCHb.

HUzob6paxenue, pedb, XKeCT

Korma neiictBue ¢parMeHTHPOBAHO HACTOJIBKO, YTO Ka)K€TCS ITyCTHIM, JMIIEHHBEIM CBOEIO
HEMOCPEJCTBEHHOTO Ha3HAYeHUs M 3HAUYECHMs, HO MOBTOPSIETCS CHOBAa M CHOBA, yTBEp:KIas
CMBICJIO00Pa3yOLLy0 (DYHKIHIO CAMOTO HCIIOJHEHUs 3TOr0 JEHCTBUS, - ISl €r0 PacCMOTPEHHs
MOJKET OKa3aThCsl MOJE3HBIM IMOHSTHE XecTa, NMpeanoxenHoe Jxopmkno ArambeHoM B 3cce
“3aMEeTKH O KECTHKYJISPHOCTH . AraMO€H OMMCHIBAET KECT KaK JIeHCTBHE, LeNbI0 KOTOPOro He
SIBJISIETCS TPOU3BOJICTBO YET0-TH00, WILTIOCTPANKs, MOoJpaXkaH!e WK UCTIOIHeHKe poin. HanpoTus,
JKECT — 3TO JAEHCTBHE, CYIECTBYIOIIEE JIMIIb B IPOIIECCe COOCTBEHHOTO CBEPILCHNS, KaK TOBTOPEHHE
ce0s1, OTChINask TONBKO K caMoMy cede Kak BO3MOXHOCTH. Kak TakoBoe, 4y»kablif IPOU3BOACTBY U
IIPUTBOPCTBY, J)KECT CKOpee “BbIICPKUBACT U NOAJEPKUBAET — UHBIMU CIOBaMHU, “AEPKUT” HEUTO,
TOTZIa KaK U ero “mepxkar” (a roBops OyKBalbHO — “OCymecTBISIOT”). XKecT He co3maeT u He
NPUNHUCHIBAET 3HAYEHHS, OH JIUIIb HeceT ero. Ho 1 ero HecyT — ero copepiaeT Teno, HOBTOpsoLIee
neiictBue. TakuM 00pa3oM, JKECT JIeNIaeT TeJIO HOCUTEJNIEM 3HAUECHHS: TEJIO He POCTO BCTPOCHO B
S3BIK, HO SIBJISIETCS €T0 YaCTHIO.

BaxxHo, 4T0 *kKecT pa3MeniaeTcs B IPOCTPAHCTBE s3bIKa, HE PA3BUBASICh MEX/LY TEM B peub. X0UYETCsl
CPaBHUTH €T0 C 0COOBIM THUIIOM PEYH, KOTOPBIN MOJJOOHO KECTY, CO3MAET U BEIPAKACT CMBICT CAMHUM
CBOMM HCIONHEHUEM. Takol peueBO akT, HE OTChUIAIOIIMI K YEMY-TO BHELLIHEMY, CaM SIBJISTIOLLUICS
CBOMM JK€ 3HAYCHHEM, TOJYYMI Ha3BaHUE neppopmamusrHozo peueeozo akma. [IpuMepoM MOKeT
CITY’)KUTh KJIATBA: CKa3aTh “KIIIHYCh” ¥ 3HAYUT MOKJISICTHCS — JaHHBIN PEeueBOl aKT OCYIIECTBISET
MMEHHO TO, O Ye€M B HEM TOBOPHUTCS B MOMEHT FOBOPEHUSI.

HOIIO6HI:IM 06pa30M, B Ka4€CTBEC Hep(l)OpMaTI/IBHOFO BBICKAa3bIBaHUSA MOKHO pPacCMOTPETH

[Tpt) [rpt)

MPOU3HECEHHE MECTOUMEHHUS “s”°, MOCKOIbKY OHO OTCHITAET K CyOBEKTY rOBOpeHHs, “1”,
JIEMOHCTPHPYS 3TO B MOMEHT BBICKa3bIBaHUs: ‘s 3TO TOT, KTO roBOpUT (coBepiuaet) “s”. Cienys
JITaHHOM JIOTHKeE, T7Ie K€ Mbl HAXOJUM BbICKa3bIBaHHE MECTOMMEHUs “Mbl”? Beerna nu npousHecenue
3TOrO cioBa Tpedyer Oonee yeM OogHOro rosioca, 6onee oguoro Tena? CinoBo, KoTopoe Oyaydu
MPOM3HECEHHBIM WJIM BBIHECEHHBIM (HA JIO3YHT), POXKAAET TOJIOC MM TEeJO, Pa3MHOKEHHbBIE U
OJHOBPEMEHHO (parMeHTHpOBaHHBIE B ceOe? JIO3yHTM BBICTaBISIOT U HECYT M30JIMPOBAHHEIC
CUHTYJISIPHBIE Te€Ja, ONHAKO B 000MX cioy4asx oHM riacsaT “Mmbl”. He Tonpko OykBambHOE “MBI”
(MecToMMeHHe, 9acTo BCTpEvalolleecsl Ha Iulakarax Xasc), HO Takke “MbI” Mojpa3yMeBaeMoe,
MpoeUpyeMOe U IMpeJnoiaraeMoe MpUponoi oOpamieHns, KOTOpOe OCYIIECTBISETCS CaMHUM

TpaHCHapaHTOM.

O06e paboTHI TUIICHEI PEUH, €€ MECTO KaK OBl 3aHsUT TEKCT. 11300paxkeHus MOTYAIINX TEIl C TEKCTaMH
3aCTHIBLIETO MIPOTECTA, JTIOOOMBITHBIM 00Pa30M PacIoNaraloTcs B 3a30pe MeX 1y nepopMaTHBHEIM
pEYEBBIM aKTOM M HIeeil )KeCTUKYISIPHOCTH: MEXIy Pedblo, HCHOIHSIOMeN ce0sl KaK neicTBre, 1
TEJIOM, HCTIOJIHSIONIMM POJIb HOCHTENS CMBICTA.

JIBUKEHHE: OT CHUMKAa K CHUMKY

CBoe OHMMaHHUE JKECTHKYISIPHOCTH AraMOeH yBs3bIBaeT ¢ KMHeMmarorpagoMm — Oojiee TOro, oH
BHJIUT JKECT [EHTPaJIbHBIM 3JIEMEHTOM KHHO, JiaBas IOCIEJHEMY LIMPOKOE OIpeleleHue:
KuHeMarorpad) Kak MHOTOypOBHEBasi OTHOILICHHE IBUKEHHS OT H300paskeHus K n300paxenuto. XKecr
TpeOyeT MOTepI0 WM OTKpEIUIEHHE OT 3Hau€HHUs OJHOTO YPOBHA, 1a0bl OHO BOOOILIE CMOTIO
BO3HUKHYTh M HayaTh LUPKYISIHIO HA IPYTOM YpOBHE 3Hau4eHHs. JIOTHYHO IT03TOMY, YTO MOHSTOE
B ONTHUKE JKECTHKYISIPHOCTH KMHO HEOOXOAMMBIM 00pa3oM apTHKYIHPYETCS KaK OTHOIICHHE K
norepe; Kak numeT Aramben: “B kunematorpade, nmorepsBiiee CBOM KECThI OOIECTBO MBITAETCS
OJHOBPEMEHHO BEPHYTH MOTEPSHHOE M 3aJ0KyMEHTHPOBaTh moTepio. IlosTomy, nrogu Gpenst
HMMEHHO 3I10XO0H MOTepH KEeCTOB.”

U B camoM niene, HUPKYISIIUSI € CKOHEYHOTO KOJTMYECTBa N300payKEHUH MONIUTHIECKUX aKTUBHCTOB,
JIEMOHCTPAHTOB U MPETECTAHTOB KAKETCSl 3HAKOM HAIIEro BPEMEHH; TOBCIOY B HHIYCTPHHU PEKIaMbl
Y MOJIBl BCTPEYAIOTCS JIO3YHTH BCEX PEBOJIFOLIMMN, MO/IPaXKaH!s aJbTEPHATUBHOMY U KPHTHYECKOMY
o0pa3sy xu3HU. KpuTrka nogoOHbIX H300paXKeHH 4acTO CIIPaBeIMBO YKa3bIBaeT Ha (heTHIIH3AIINIO,
KOTOpasi mpeBpamaeT BooOpaxkaeMoe MOTUTHYECKOTO NEHCTBUS B (PUKCHPOBAHHBIH OOBEKT
PBIHOYHOTO OOpaIeHus.

Oernm, kak yauT Opeiin, ecTb 00BEKT, 3aMeIAOMKil TOTEPSHHBIN IEMEHT (I[eT0T0) — KOTOPOro
B PEalbHOCTH HE CYIIECTBOBAJO, a 3HAYUT HE MOIIO OBITh U MOTepU. TakuM 0OpazoM, UCTOPHS
YTEPSHHOTO SBJIsETCS (albLIIMBKOM, a COCTOSIHUE MOJHOTHI, SIKOOBI CyLIeCTBOBABIIeE O ITOTEPH,
BO3HMKaeT Kak dpdekT camoil yrparsl, a He ee nmpuunHa. [lockonbKy “TpomaBmiero” syneMeHTa
HHKOT/Ia HE CyIIIECTBOBAJIA, OH He Oy/eT OMO3HaH U CPear HOBBIX 00BbEKTOB. Tak (eTHI BbIpaxaeT
napajgokc HeJOCTYNHOro 00beKTa, KOTOPBIH JapyeT yJOBIETBOPEHHE MMEHHO CBOECH
HEOCTYNHOCThI0. PeTunl MelmaeT HalTy TO, YTO OH 3aMEIAeT — HEYTO Ha JieNle He-NOTEPSIHHOE.
OHOBPEMEHHO UM TaKXe KOHCTUTYUPYETCs MPUHOCAIINH Y0BIETBOPEHHE MOBTOP, YKa3bIBAIOIIUIA
W TIPOU3BOAAIINH 3Ty MOTEPIO, aIEKBATHOE 3aMELEHNE KOTOPOH HEBO3MOMKHO.

CraHoBsACH ¢peTuIeM, 00BeKT (MAUM U300pakeHHe) U3BIEKAETCS U3 CBOEr0 MPHUBBIYHOIO
MOBCETHEBHOTO (DYHKIIMOHAJILHOTO UCTIOIB30BAHUS, TEPSIS IO OTHOLICHUIO K TOMY IOPSIIIKY BCSIKOE
3HaueHue. [Ipu 3TOM, pa3phIB TaKUX HPUBBIYHBIX CBS3EH CO3JAeT €ro HOBOE 3HAYCHHUE, MIOCKOJIBKY
Giaroziapst paspbiBy BO3HMKAeT BO3MOXHOCTb BXOXKIEHHS B MHbIE KPYTH OOpallleHHs, I/ie 00beKT
3aMellaeT HeYyTo MHoe, “o3Hayasd” HeuTo HoBoe. deTu, ogHAKO, BCEeraa O3HayaeT JIMLIb
HEBO3MOXKHOCTh IIOJIHOTHI, B HEM BOXKIEICIOT MMEHHO MOBTOpsIoNmiics komarnc. V3o0paxkenue
“HONUTHYECKOrO ACHCTBUS” B KauecTBe (peTHila UrpaeT pojb MPUMaHKH, KOTOpas HecrnocoOHa
yKa3aTh Ha 4TO-THM00, KpoMe COOCTBEHHON HEJOCTaTOYHOCTH — MMEHHO 3TO M (opMHpyeT ee
“3HaueHne” (MpUOaBOYHYIO CTOMMOCTh) Ha PBIHKE (pa3yMeeTcsl, phIHOK TaKKe MOHUMAeTCsl Kak
CTPYKTypa oOpalieHus: n300pakeHui. )

Bomnpoc 1o OTHOIIEHHIO K (GUrype MOTEPSHHOTO TAKOB: ACHCTBUTENBHO M LIUPKYIUPYIOLIHE B €€
BaKyyMe H300paXeHHUs CTPEMSTCS K CHATHIO (BHE 3aBUCMOCTH OT MX CIIOCOOHOCTHU K 3TOMY), WU
xKe K 4yeMy-To eme? Ha Moii B3z, yepe3 onucaHHbIE CBS3M YKECTHKYISIPHOCTH M PEYEBOTO aKTa,
oOpa3Hast 4aCTh JBYX YIOMSHYTBIX IIPOEKTOB HE CTPEMHTCS CHSTh HaNpsDKEHUE, MPEAI0KHB
CypporaTHblii 0OBEKT, HAlPOTHB, COXPAHAET MECTO YTEPSHHOTO MYCTYIOLIUM, HEYMOJIHUMO
nepeMeInasich MeX/1y IeHCTBHEM WM BBICKa3bIBAaHHMEM, IBMIKEHHEM M TeloM. Bo3MokHO, paboTHI
9TH OpraHW30BaHbI 110 NPUHLIKNAM He (QeTuIn3Ma, HO MeTaHXoauu?

®derunr Beerza “‘CTOUT HA MyTH” TIOHUMAHUS MTOTEPSTHHOTO (IIOCKOJIBKY MBITAETCS MOAMEHUTH €ro,
CKpBIBasi). Biiu3kas eMy MeTaHXOJIMs CXOXKMM 00pa3oM OIHKCHIBAaET CKOPOb YTpaThl, OHAKO yTpara
9Ta, cornacHo @peiiny, He mpoeuupyer ceds Ha 0OBEKT 3aMEHBI. DTO CKOPOb MO HEBBIPA3UMOMY
OTCYTCTBHUIO, KOTOPOE OJAHOBPEMEHHO NPEJCTABIAETCS BCEM MHUPOM, M IIPEBPALIAeT CaMOro
CKOpOSIIETo B OTCYTCTBYIONIMH 00beKT. Eciu (heTnimism onucsiBaeT rope norepu 4epes NoCTOSHHOE
3aMellEeHHe, TO MEJIaHXOJIUs COXPAHIET MECTO YTpaThl CBOOOIHBIM.

13 EH)

MBI

B knHeMarorpaduueckoi MUPKyYISIAY H300pakeHuH, ciaenyst AraMOeHy, MOXHO YBHIETh IOMBITKY
OIHOBPEMEHHO BEPHYTHh M 3a()UKCHPOBATH NMOTEPIO KecTa. MBI MOCTOSHHO BOIPOIIAEM
KHHeMarorpaj — a 3HauuT, U JBE BBIMICYNOMSIHYTBIX XyIO)KECTBEHHBIX pabOThI, ONU3KUE KHHO:
KaKye MMEHHO JKECThl Mbl TepsieM, WM OIIUChIBAEM B KauecTBe MoTepsaHHbIX? Te, 4To OTHOCATCS K
“ropomy” (Kak MOJHCY) B KOTOPOM BO3MOXKHBI MEXaHU3MBI BBICKa3bIBaHUS “MbI”? Te, 4T0 OTHOCATCS
K “Hapofy” Kak OpraHu3aTopy 3TOH NpOeKUHu?

[Ipupona MesnaHX0NNU NOACKA3bIBAET, YTO MOJTHOCTBIO TOHATh 3TO HEBO3MOXHO — HEIIOHATHO JaXe,
OBLTH JTN 9TH JKECTHI BOOOIE moTepsiHbl. HecMoTps Ha 3TO, IIaBHBIN BOIpoc 000MX MPOEKTOB — B
ONMHUCAaHHOM MMH “MBI”’, KOTOPOE MOXHO JIMIIb YJAOBUTH B €r0 JOOOMBITHOM MOJOXXEHHH MEXIY
KECTUKYISIPHOCTHIO ¥ TIep(HOPMATHBHON peubto. “MEBI”, OTMeUaroliee CBI3b JBOUX; 3BEHO MEXKIY
CJIOBOM U JIEJIOM; MEX/Y BBICKa3bIBAHUEM, IEHCTBHUEM, SI3BIKOM U TEIIOM.

Takoe “MbI” He MOJBEpraeTcsi HEMPECTaHHOM IOIMEHE CypporaroM, BCTPaMBasch B OOBEKT; B
TeOMETPHHU METaHXO0JINH OHO PACKPHIBAETCS B MHUP KaK TAKOBOH, Pa3BOPaYNBasICh MEXIy OOBEKTaMH
U TelaMHM, U OTKPBIBAsACh B CYOBEKT, CTAHOBSILUIiCA 3HaKOM 3Toi motepeil. Ecnu HexBaTka — He
HMEBIIasi MECTO MOTepst — OOHAPY>KMBASTCS UMEHHO B 3TOM “MBI”’, TO TAKOH OIBIT YTPAThl MOXET
0Ka3aThCsl TOI caMoii motepeit ceds-KaK-CHHTYISIPHOCTH, HAMPaBIsisd K cede Kak yacTu «Hac». “Mer”
U3 OTCTYTCTBYIOIIEr0 XOpPa, 3aMe4aTIeHHOro B 3TOM JKECTe: HEBO3MOXXHOM, HO BCE-TakH
COBEPIIEHHOM.

nepeson: Cepreit Orypuos

Kamsa Canoep - xyoooicnuku kpumux, co-pedakmop OF - Kpumuueckux cOopnuxog no 6uzyansHot
Kynemype, dicueem 6 Bepnune



Katya Sander | [no title]

The image of an activist, a protester, a demonstrator...

Some years ago | worked on a film, “Exterior City”, in which | 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.

| 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: Aflat 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.

| did not want these posters to carry any specific text. | 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 | wanted to investigate the projection of this “people”. | deliberately didn’t want the
posters to spell out any specific claim or refer to any particular struggle. | 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 | 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, | wanted it to be clear what my
main character was doing, but not why she was doing it. | 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 motion from 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. | 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

Katya Sander - artist and writer, co-editor of OE - Critical Readers in Visual Culture,
lives in Berlin
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Hito Steyerl | The Presence of the Subaltern

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 clichin, 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 clichits. 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 Translation

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.

Translation as trans-latio

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-intages 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

Xunto Wreiepn | MpucyTcTBHE NOAYHHEHHBIX

SIBasieTcst M ceromHs pabouuit Kiacc momurHeHHbIM? Win, eciii chopMyIHUpoBaTh 3TOT BOMPOC
Tak, Kak 3To aenaet ['ailatpu CriuBak B CBOEM M3BECTHOM TeKcTe: «MoxeT Jin pabouuit Kinacc
rosoputh?» Ha mepBblii B3nI 3TO Bonpoc mokupyeT. Ha BTopoii B3msa oH KaxeTcs
HeyMeCTHBIM. Heyxenu 1eHCTBUTENIEHO MOXHO YTBEPXKAaTh, YTO PabOUMil KI1acC CTOJIKHYICS C
TE€M THUIIOM PaJUKaJIbHOIO UCKIKOUEHUS U3 COLMAIbHOM PENpPE3eHTaluU, KOTOPBIA NPEeAnonaraeT
HOHSATHE MOJYMHEHHOCTH? B cBeTe MOBCEMECTHON paclpoCTPaHEHHOCTH COLUAI-IEMOKpPaTUH ¢
ee OeCYMCIICHHBIMH NPO(COI03aMH U TPYAOBBIMH OPraHU3aLMUsIMH, TaHHBII BOIPOC 3BYyYHT
HapagoKcajabHO U JJaXke 0T4acTH 0e3yMHO. UTO 3TO 3HAUUT — NPOBO3VIALIATE CETOHS, YTO
pabouuii kiacc MOJIYUT?

Obparumcs K npuMepy U3 Apyroi obnactu. «Bce xopouio», ¢puieMm XKana-Jlroka 'ogapa u XKana-
IIbepa I'opuna 1972 roaa, paccka3bsiBaeT 00 MHTEPBBIO C PAOOUUMU Ha 3aHATOM MMH 3aBOJIE.
Jbxeitn ®oHaa UrpaeT CUMNATU3UPYIOUIYIO UX O0pbOEe M UM CaMHUM >KYPHAIHUCTKY, KOTOpasi XOueT
MIO3HAKOMMTD OOIECTBEHHOCTh C YCJIOBUSMHM JKM3HHM paOOTHUIL Ha 3aBojie. IHTEpBbIO, OJJHAKO,
MIOKa3aHO B HEOOBIYHOM MaHepe: Mbl BUJIUM MHTEPBbBIO, HO CIIBIIIMM 3a KaJpOM T'0JIOC APYrou
paGoTHUILIBI, HAOIIOAAIOLIEH HHTEPBBIO CO CTOPOHBI U PA3MBILIISAIOIIEH O TOM, YTO UHTEPBBIO
HOKa)XET JIFOZIIM BCEro JIMILB APYroil Habop KiHIle, KOTOPbIA MO3BOJIUT MO-NPEXKHEMY
UTHOPUPOBATh pabovMX Kak <«okepTBb». l'omap u ['opuH nenaroT npenenbHo SICHBIM Clleaylee —
Kak Obl HU cTapajcs NepcoHax, koroporo urpaet JxeitH ®oHna, Mo3BOIUTE 3ByYaTh ronocam
)KEHLLLI/IH—pa60THI/IL[, €MY 5TO HUKOIrJa HE yaacTcCs. On HaXOAHUTCA IOA BJIACTBIO COBOKyl'IHOI\/'l CHJIBI
JUCKYPCHUBHBIX KJIMIIE. Yem Ooblile OH KeJAeT MO3BOJIHUTh pa6oqmv1 BBICKA3aThbCsl, TEM
ONITYMIMTEIIbHEEC CTAHOBUTCA UX MOJTYaHUE.

B onxom u3 uHTepBbio [1] ['onap Tak noabITOXMBaeT MpobiaeMy: MO3BOJIUTE PAOOUYNUM T'OBOPUTH
caMHM WJIM BOBJICYb MX B MpOIIECC CO3MaHus (QUiIbMa ellie He 03Ha4aeT aaTh UM roioc. He tak
Ba)KHO YTO OHU IOBOPSAT, BAXKHEE YTO JIFOIAM CJIBILIAT; K B MACC-MEMa HUKTO HE CJIBILIUT Pabouux.
Korna menuatop-cumnarusant, nogaooHbii repoune Jxeitn @oHna, BceMu CUIIaMK TIBITAETCS

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!

Autistic Mon

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
litle 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.
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MOMOYb MM, UX MOJTYaHUE CTAHOBUTCS TOJIBKO TTyOxe. BoT mouemy I'omap u I'open craBst cueHy
MHTEPBBIO KaK MapaJoKC KPaCHOPEIHBOH HEMOTH. MoskeT u paboTHHIa u3 GuinbMma «Bce
XOpOII0» roBOpuTh? Jlaske KOra OHA YTO-TO TOBOPHT, €e Troyioc He ciblnieH. Ho sBiseTcs i 3to
3HAKOM TTOJUMHEHHS?

BrlHYyXaeHHBIH nmepeBon

CBs13p MeXTy pabodunM KIIaccoM M MOJYMHEHHOCTBIO He OblIa B3iTa U3 Bo3ayxa. CymmecTByeT
npefanue, 94To I'paminy, qaBmuil 5TOMY HOHATHIO MOJUTHYECKOE OINPEIesICHNE, Hadall
WCTIONB30BaTh €ro B 1934-35 TT. Kak 3aMeHy MOHATHUS «IIpoJieTapuary, 1adbl 0OMaHyTh
TIOPEMHBIX IIEH30pOB. Tak KaTeropus «IOJYNHEHHEIE), O3HAYAOIIee «HU3KOE [COoIManbHOe]
MOJIOXKEHHEY, BOIIIA B CIOBaph MOIUTHIECKOH Teopun. Yame Bcero I'pammm o6o3Ha9anm 3TuM
MOHSTHEM TPYNITEI OOIIECTBA, HA KOTOPBIE PACIPOCTPAHSACTCSI TETeMOHHUS PABSIIHX KJIACCOB.
Ho B wacTHOCTH OH 0003Ha4aj THM HOHATHEM M KPECThSHCKHE ciou oTcTanoro lOra, koTopsle
HUKOT/IA TaK W He OBUIM MHTETPHPOBAHEI B UTAIBSHCKYIO HAIIMIO. DTH TPYIIIBI CaMU He ObIIH
€IMHBI U MPEACTABIAINCH HCKITIOUEHHBIMH U3 COLMAIBHON penpeseHTany. [loqunHeHHbIe He
TOBOPST Ha SI3BIKE HALMK, OHU HE MOTYT BCTYIIUThH B KOHTAKT C HEIO, ¥ IOATOMY HE MOTYT CTaTh
ee yacThio. bonee Toro, He o6saast HUKAKUM OOIIMM SI3BIKOM, Kak/asi IIOAYUHEHAs TPyIma
ocraercsl B ofiHOYecTBe. B ommune ot pabodero ABMKEHHUS TOTO BpEMEHH, KOTOpoe
BBIPA0OTAJI0 MOHATHBIH MEXTyHAPOIHBIH SI3BIK B IENSIX KOHCTUTYUPOBAHHUS ce0sl B Ka4ecTBe
MONUTHIECKOTO CyOBEeKTa, MOMYMHEHHBIE TTO-NPEKHEMY OCTAIOTCS Pa3pO3HEHHBIMH.

«IlepeBon» kKak trans-latio

OnHako Bce 3HAUCHHE TTOJYNHEHHOCTH MPOSIBUIOCH TOIBKO B XOZI€ TOTO MpoIiecca, KOTOPBIH
MOTy4HJI Ha3BaHKe Tobanm3anuu. [To Mepe oObeIMHEHNST MEPOBOTO PBIHKA, IIeprudepHs cama
cMecTHIach. B GenmpaTaske METPONOIUH JIOASIM KaKeTCsl, YTO COOPOUYHEIA KOHBelep U3



3HAMEHHUTOro yarMHckoro gunbma «HoBble BpeMeHa» Ooliee He CyLIECTBYET, HO 3TO MIITIO3HS.
CoBceM HampoTUB — OH BBIPBAJICS 3a MPEieNbl 3aBOJA U TEMEPh CYIECTBYET Ha LIAXTaxX, B
MOJISAX, B CANBHBIX paifoHaX M JKWIIBIX KOMHATax, B CylepMapKeTax, rapakaX ¥ Ha MapKoBKax,
/i€ B 0XKUAHUU CTOSAT MOJAEHINUKH. OH 3aMONOHUI MUp, CO3/aBasi OeCUUCIIEHHbIE HOBbIE
MOYMHEHHbIE TPYMIbI B IPOMBIIUIEHHOM MacIuTabe.

«Bce xopol10» Moka3bIBaeT IMEHHO 3TOT MOMEHT pa3pbiBa. B To Bpems Kak SHEprust Maickoro
BOCTaHMS TOLIJIA HA YOBUIb ¥ JBH)KEHUE MOTEPSUIO UMITYJIbC, CO3/1aTelsM (GUiIbMa XBaTHIIO
MY’KeCTBa CKa3aTh, YTO IOPAXKEHUE 68 rofa Ha caMoOM JeJie MOBJIEKIIO 32 COO0H KpoMe BCero
MPOYEro BO3HUKHOBEHHE ()eHOMEHA MOCT(HOPIUCTCKOrO TPyAa M YTO He ClieyeT Oe3yMHO
JIepXKaThCs 32 OPTOJOKCAIBHOE MOHATHE MPOJIeTapaTa, MapIIUPYIOILIEro B HalpaBiIeHUH
Hen30exxHoW mobensl. bonphlil mecuMU3M Takoro NoAxo/a UMeeT ropas3zio OoJIbIIe CMBICIA, YeM
OTasHHBII ONTUMM3M, PACIIPOCTPAHEHHbIH CPean JIEBBIX B 70-X IT., KOT/Ia OHU YBIIEKIHCh
oTpHliaHueM [oueBuaHOro]. B dunpme «Bce xopoiio», HAMPOTHB, yKa3aHO HAa NPH3HAKK
npubamxarorerocst Oynyiero. OH MOKa3bIBaeT HaM, YTO 3aBOJ MEPEMECTUIICS B 10Ma, CTYJIHH,
CylepMapKeThl U B JIyIIH.

B 1972 rony Xunb [lene3 u Mutuens @yko 6buU1M Ha cTOpOHE ONTUMUCTOB. Kak MoryT atn
HOBBIE TPYMIBl TPYIAIINXCS apTUKyIupoBath ce0s? Het mpobinem, oreuaer dyko. Pabouuit
KJIacC OYEHb YCIEIIHO apTUKYIUpYeT ceOst mocpeacTBoM aeicteus [2]. Co3matenu Gpuabma
«Bce xopo1o» ObUTH HE €JMHCTBEHHBIMH, KTO YTBEPKAAJ, YTO HA CAMOM JeJIe BO3MOXHO 3TO
BOBce U He Tak. ['aifarpu CniuBak kputukoBaia Jlenesa u @yko 3a B3ATy0 UMHU Ha ceds poJb
CHHUCXOJHUTENBHBIX 3KCIEPTOB UMEHHO MOTOMY, YTO OHU K€l TO3BOJIUTh YTHETEHHBIM
«TOBOPHTSH 3a ce0s». DTO 0OBMHEHHUE CIIEpPBa MOXKET MTOKA3aThCs MapaJoKCaIbHbIM, HO
CTaHOBUTCS COBEPILEHHO SICHBIM MpH 00Jiee BHUMATEIbHOM PacCMOTpeHHH. B quanore kak
TaKOBOM «TOBOPEHHE-3a-Ce0s» OCYIIECTBISIETCS ABYMs MHTEIIEKTyanaMu. A 3Ta CUTyalus
COBCEM HE MOX0XKa Ha ClieHy U3 «Bce Xopolio», MockonbKy TaM JeJ0 MPOUCXOIUT MPH y4acTHH
Ipyrux ¢uryp. Paboune mo BUIUMOCTH «TrOBOPSAT 3a ce0s», HO Ha CaMOM JieJie Mbl HUYEro He
CIIBIIINM; KOMMEHTapHUi 3KCIepTa 3a KaJpoM «BbIMapbIBAET» 3Ty pedb. DKCMEPT CTAHOBUTCS
YpeBOBEIIATENIEM YTHETEHHBIX IPYIIN, IPEACTaBIIsAS €0 TakK, KaK ecu Obl OHU 31€Ch
OTCYTCTBOBAJIH.

[Togo6no I'omapy u I'openy, ["aiiatpu CniBak cTaBUT BOIPOC O TOM, KaK UCKIFOYEHHBIE MOTYT
rOBOPUTH. JIOCTaTOYHO JIM [UIsl 3TOTO MOAHECTH — 00pa3HO TOBOPSI — UM K JIKIy MUKpodon? D10
GoJiee YeM COMHUTENBHO, MOCKOJIBKY B OOLIECTBEHHOI cdepe creapl HOMUMHEHHs HEH30eKHO
uckaxarores u aeopmupyrores. Ho kak erie 3Tu cyObeKThl MOTYT BeIpa3uTh cebs? U ato
caMoe I1aBHOE — HUKaK. [ 0J0C MoqUUHEHHBIX, cornacHo CNuBaK, He MOAJAETCsl PEKOHCTPYKIMU
B MPHHUIE, 0COOEHHO €CJIM 3TO KEHIUUHBL. [loqunHEHHbIE HE TOBOPSAT, U TeM OoJiee He TOBOPAT
«3a cebs». Ot1o scHo I'omapy u 'openy Bo «Bce Xopolio»: He AeMOKpaTH3anus pernpe3eHTalum
CTOMT 3/1eCh Ha KOHY, a €€ mpoJjieTapu3anus!

AyTU4YHBIEe MOHAIBI

TeM He MeHee, MPUHIMI «TOBOPEHUs-3a-Ce0s» ONpeIeNs MUKPOIOINTUKY Ha NMPOTSHKEHUN
1980-90-x. Konnarnc counanucTUYECKO CUCTEMBI TOXKE BHEC BKJIAJA B pa3pylIeHHE jKaproHa,
KOTOPBIH CTall SI3bIKOM MEXIyHapoiHOro padouero asrxeHus. C TeX mop Mbl HAXOIUMCS B
CUTYallUd MHO>KECTBEHHOCTH TIOJMTHYECKHUX JIBH)KCHUH U TpeOOBaHUMH, KOTOPbIE HE CBOIMMBI K
€IMHOMY S3bIKY. AOCOJIFOTHOE GOJBLIMHCTBO U3 HUX OCHOBAHbI Ha CHELM(PUUYECKHUX KYJIBTYPHBIX
WM HALMOHAJILHBIX MICHTHYHOCTAX. OO 361K 0CBOOOXKICHHS, HE3aBUCUMBIH OT
UJICHTHYHOCTH, CTAJ YEM-TO YPE3BbIYAHHO JaJeKHUM.

B ycnoBusix sToit motepu [00miero] si3plka 0fjHa Belllb CTana 0COOEHHO PEaKo
HPOroBapHBaeMoi, a UMEHHO COJMJAPHOCTh MEXAY UIACHTHYHOCTAMHU — KaK eCiu Obl
JOMHUHHUPYIOLIMI MOPAZIOK MOKOMIICS y’Ke He Ha UCKJIIOYEHUHU JIPYTHX, HO Ha PaANKaIbHOM
OTPHLIAHUH MX BO3MOXKHOTO paBeHcTBa. Jlaxke Koraa TpeOoBaHME PaBEHCTBA BBHIPAKEHO
MaKCHMaJIbHO SICHO, OHO MOTJIAIIAETCs rereMOHHell, CyMeBIleil peBpaTHTh MHOrooOpasue B
TEXHUKY MMIepckoii BaacTi. CaMa COIMIAPHOCTb CTala CEroJHs MOAYMHEHHOMN, TOCKOJIbKY He
CYILLECTBYET fA3bIKa, HA KOTOPOM OHa MOIJIa Obl MOJIYYUTh BPa3yMHUTEIbHYIO apTHKYJISALHUIO.

Kax ormeuan ITurep Xomtyops, B Tak Ha3bIBAEMBIX MOCTKOJOHHUANBHBIX UCCIEA0BAHUAX
CylLIecTBYeT o0Ias TeHAeHLUs peHeOperaTh NpoOIeMaTHKON paBeHCTBA, TaK YTO UX
BHUMaHHE K MHOroo0pasuio octaercs 6ecrionssiM [3]. KoHuenus MHOXEeCTBEHHOCTH
CHHTYJISPHBIX CyObEKTOB, KaXKAbIH U3 KOTOPBIX HECOMOCTABUM CO BCEMU JAPYTHUMH, WJIH, 110
KpaiiHeil Mepe, OHU BeyT ceds Tak, Kak eciy Obl ObUTH HECOMOCTaBUMBI, IPUBOIUT K
ayTH4eCKOi BcelaeHHOU. AsieH basibio, TOBOPS O TaKOM IMOJIOKEHUH JIeJ, CAeall
HEJIBYCMBICIIEHHBII BBIBOJ O TOM, ITPOOJIEMOM CETOMHs SIBISETCS HE pa3uyuue, HO
MPOJOJIKAIOILASCS HEXBAaTKa paBeHCTBa [4].

Tenepb Mbl CHOBa MOXKEM BEPHYTHCS K HCXOIHOMY BOIPOCY: MOAYNHEH JIH CEroAHs pabounii
knacc? OTBeT OyAeT TakoB: Kakoil IMeHHO pabouunit knacc? Ceroans Oosee He CyIIECTBYET
MHpPOBOTO paboyero Kiacca, U HeT HUKaKoM sICHOCTH B BOIPOCE CYIIECTBYET JH OH BOOOIIE.
CorlacHO OIpeeNeHUI0 MOJYMHEHHOCTH, JaHHOMY CIiuBak, OH pa3apoOieH U reTeporeHeH, He
TOBOPHUT Ha OOLIEM S3bIKE, ¥ OJJHHU €ro TPYIIIbl ¢ TPYAOM MOHUMAIOT Apyrue. Eciu ero pasHbie
YacTH UMEIOT HeYTO o0llee, BhIpakeHHe 3TOM OOIIHOCTH ellle J0JKHO ObITh HaiIeHO, TOTOMY
YTO 3TOMY HE MOTYT CIIy>KUTb 3aTepThle OaHATbHOCTU pabouel OIOpOKpaTHH, KOTOpask CEroaHs
SBISETCA He Oosee 4eM HallMOHAJIbHO-COLMANbHBIM J1000H. To, UTO ceroqHs Kaxercs
«rOBOPEHMEM 3a ceOs» 3THX IPYII, Ha caMoM Jejie He Oosee yeM «daHepa» 3anmucaHHas
«IKCTIEPTaMM.

B mo6ansHOM MamTale, ceronHsAImHNA padbounii Kiace Takxke MOTYUHEH, KaK KOrIa-To
KkpecTbsiHe tora Vranuu. Cerogusirnue ruOkue Npou3BOICTBEHHbIE LEMOYKH KalUTaIu3Ma
CTaBAIT JIIOJIEH B OTHOLIEHMS, KOTOPbIE BBIXOJAT 3a JI100ble HAallMOHaIbHbIe paMKH. Kak mronu
MOTYT apTHKYJIUPOBaTh CBOIO 00mmHOCTh? Kak paboune U pabOTHUIBI MOTYT TOBOPUTH APYT C
JPYTroM 4epe3 3UsIOIINe Pa3pbIBbl MEXKILYHAPOAHOTO paszaeneHus tpyna? dunbsm «Bce xopomo»
MOKA3bIBAET, YTO BCE YTO MBI MOXEM CJIBIILIATH CETOJHS — 5TO MX HE BHICKA3aHHbIE BCIYX MBICIH.
MBI 1OJKHBI JOBEPATH HE TPOMKHM JIO3YHIraM, a 60apoMy neccumusmy ¢uinbma «Bee xoporo»
1, PEXK/IE BCETO MBI JIOJDKHBI YYUTHCS BHUMATENIBHO CITyLIATh.

nepesox: B. Codponos
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